L3

| | %
; S i i ] ]
1 | fIN: = HUM
L k. il o )

PARASTOO JAFARI

New Word, Other Value

Artistic Modernism and Private Patronage:
Associations and Galleries in Pre-Islamic Revolution Iran



Parastoo Jafari

New Word, Other Value
Artistic Modernism and Private Patronage: Associations and Galleries in
Pre-Islamic Revolution Iran



Open Publishing in the Humanities

The publication series Open Publishing in the Humanities (OPH) enables to support
the publication of selected theses submitted in the humanities and social sciences.
This support package from LMU is designed to strengthen the Open Access principle
among young researchers in the humanities and social sciences and is aimed
specifically at those young scholars who have yet to publish their theses and who
are also particularly research-oriented. The OPH publication series is under the
editorial management of Prof. Dr Hubertus Kohle and Prof. Dr Thomas Krefeld.

The University Library of the LMU will publish selected theses submitted by
outstanding junior LMU researchers in the humanities and social sciences both
on Open Access and in print.

https://oph.ub.uni-muenchen.de


https://oph.ub.uni-muenchen.de

New Word, Other Value

Artistic Modernism and Private Patronage:
Associations and Galleries in Pre-Islamic Revolution Iran

by
Parastoo Jafari

Universitatsbibliothek
Ludwig-Maximilians-Universitdt Miinchen

LB




Published by
Universitatsbibliothek der Ludwig-Maximilians-Universitat
Geschwister-Scholl-Platz 1, 80539 Miinchen

Funded by Ludwig-Maximilians-Universitat Miinchen

Text © Parastoo Jafari 2020

This work is licensed under the Creative Commons Attribution BY 4.0.

To view a copy of this license, visit http://creativecommons.org/licenses/by/4.0/.
This license allows for copying any part of the work for personal and commercial
use, providing author attribution is clearly stated. Figures may have different
licenses. These will have been identified in the caption to relevant content.

First published 2020
Accepted as dissertation at Ludwig-Maximilians-Universitat Miinchen 2019

Cover image: “Entrance tokens for Apadana Gallery (1949),"
Courtesy of Newsha Djavadipour

Bibliographic information of the German National Library
The German National Library lists the title in the German National Bibliography;
to view detailed bibliographic information, visit http:/dnb.dnb.de.

Produced by:

readbox unipress

at readbox publishing GmbH
Rheinische Str. 171, 44147 Dortmund
http://unipress.readbox.net

For a free, open access version of this book visit
http://nbn-resolving.de/urn:nbn:de:bvb:19-259820 or
https://doi.org/10.5282/0ph.9

978-3-95925-150-1 (Print edition)
978-3-95925-151-8 (elektronische Version)


http:/dnb.dnb.de
http://unipress.readbox.net
DOI: https://doi.org/10.5282/oph.5

To Soori and Ali






Contents

Preface and Acknowledgements ... IX
SUIMIMATY ... X1
1 INEFOAUCTION. ..o 1
1.1 Statement of the Problem..........cooiiiiiiiiiiiieee e 1
1.2 ReViSiting the TEIINS .....cooueiiiiiieiiiee et 3
1.3 HiStOrical TTaJECLOTY ..c.ooioieiiiiieieiiieieieiee ettt 10
1.4 Contributions to the SUDJECE ... 17
2 Theoretical ConSiderations..........cccciviiiiiiiiiiieee e 27
2.1 Non-Western Modern Art: Terminology and Definitional Attributes .32
2.2 Cultural Privatization and Domination of the Dominated...............ccccooviininicnnnne 45
2.3 Iranian Modern Art and Domination of Modern Artists...........ccooovviiviiiiiiiiniieninnns 55
3 Artistic Autonomy and Privacy: Contexts of a Change ..o, 65
3.1 State Patronage, Modernization and ArtS ..o, 65
3.1.1 Academization of Art: Tehran’s Faculty of Fine Arts ..........cccccooovivininnnns 65
3.1.2 Modern Artists and Formation of an Anti-Institutional Mood...........c.ccc.c...... 82
3.2 Politicization of Society and Anti-Political Values of Arts ..........cccocooveiiiiiciiicne 99
3.2.1 Invention of Artists as Intellectuals............cccccooiiiiiiii 107
3.2.2 Separation from Function: Arts Toward Art’s Sake ...........cccccovvvviinnnns 116
4 Private Art Associations and Galleries: A Patronage from Within........... 147
4.1 Faculty of Fine Arts and Modern Radicals
4.1.1 Activators and Activation TEIrMS..........ccooiviviiiiiiiiiiice
4.1.2 A Rebellious Painting: The Uprising of Kaveh.............c..ccccccooeivioininininninnnnnn. 183
4.2 Fighting Cock Art ASSOCIATION.......c.cuiviiiiiiiiiiiiiiiiciicieee e 188
4.2.1 Arts and Literature: A National SChool...........cccccocoiiniiiiiniicce 197
4.2.2 A New Theory: Rejection of Past and Contemporary Schools.......................... 211
4.2.3 Houshang Irani and the Affiliate COCKS............cccoooiiiiiiiiiiii 218
4.2.4 Nightingale’s Butcher Manifesto..............ccccocieioiieeiniseeieeeee e 232
5 Cultural Role and Activity MOAES ..........c.cooovoiiiiiiiieieeeee e 243
5.1 Autonomy and New Paradigm of Artistic Subjectivity............cccccoooviiiniiinis 243
5.1.1 Artists as Critics: A Critical Approach..........cccooooiiiiiii 249
5.1.2 A Collective Nature: Fighting Cock Association and Apadana Gallery.......... 262

5.1.3 Avant-gardism vs. Commercialism: Financial Logics



VIII Contents

5.2 Cultural Interventions and Constitution of the Audience..................ccccocovveeveinnnn. 273
5.2.1 Fighting Cock MaGazZiNe. ...........ccccooiiiiiiiriiieieeeeee s 280

5.2.2 Debates and Exhibition Contributions.................cccccooooieiiooiiiieeeeee 308

6 EPILOGUE ... 325
LIST Of FIGUIES ... 329
BibLiOGIaPIY ..o 335



Preface and Acknowledgements

The main objective of the present study is to investigate Iranian art from the per-
spective that artists themselves observed it. Selecting to work with this method
was important for me according to two reasons: first, at the same time that it pro-
ceeds within the theoretical considerations, it shuns an evaluative analysis, and
instead, pays attention to observation and collection of the data. Second, hearing
narrations around art history by the artists, if not necessarily a preliminary step,
is important as a parallel phase of the work. This becomes particularly meaningful
when we come to such topics as “modern art,” as its definition has much to do with
the intellectual and contextual constellation of each artist while not losing connec-
tions with fields of the politics, economics, society, etc.

This book became possible with the helps of a group of friends, colleagues
and experts to whom I am much indebted. Beside the cited references, [ must
acknowledge collaborations in different stages of my work for accessing archives,
public and private collections. I particularly owe debt to: Burcu Dogramaci, Avi-
noam Shalem, Heidi Walcher, Claudie Paye, Annerose Wahl, Zuzana Bilova, Felix
Hencke, Parvin Qandriz, Ariana Sheibani, Fata Kazemi, Kereshmeh Gharib, Amir
Ali Hannaneh, Mahsha Ziapour, Shahin Saber Tehrani, Newsha Djavadipour, Nezhat
Amirkafi, Parviz Tanavoli, Gholamhossein Nami, Anoushiravan Momayez, Nasser
Ovissi, Ali Pilaram, Mani Petgar, Roueen Pakbaz, Aydin Aghdashlou, Javad Mojabi,
Bijan Basiri, Hamid Saher, Sheis Yahyaie, Ali Nasir, Iran Darroudi, Javad Hasanjani,
Dariush Kiaras, Mohsen Shahrnazdar, Mohammad Shamkhani, Mohammadreza
Bahmanpour, Nazila Nobashari, Lili Golestan, Ali Ladjevardi, Arash Aliyari, Mrs.
Saeedi, Saeed Masoumi, Nazi Lotfi, Ehsan Aqaie, Mahnaz Sahaf, Mrs. Amin, Mrs.
Marjani and Mr. Rajabpour. [ am also much indebted to Alex Impola, Sharmila
Gabriel, Piers Bolton and Asal Kalantarian for reading drafts of my work and being
undeniably helpful with their comments.

August 2020 Parastoo Jafari






Summary

Artistic modernism, in the form of a collective and cultural work by Iranian mod-
ern artists, came to light at the first private art associations and galleries since the
1940s. That means, the project for institutionalization of modern art in Iran began
as being promoted both culturally and privately by artists on their own. This book
tries to spotlight both cultural and private qualities, to question the essentiality
behind these two features, and to compare them against their commercial and pub-
lic alternatives. By raising questions around these features, it draws more attention
to the formative bases of the idiosyncrasies in Iranian artists and the new disposi-
tions that made them work differently—a different work being recognized as “Ira-
nian modern art” and being investigated not for its fidelity to a homogenizing set
of definitions, but for those being definitive on their own.

The book concentrates on Fighting Cock as the first private art association (194.8)
to investigate the particularities around artistic modernism in Iran. The decision
to work with this association, on the one hand, is to show how the Iranian state’s
cultural policies, economic developments and a political atmosphere influenced
artists in their first measures for the promotion of modern art and, on the other
hand, to explore how they worked out the new idiosyncrasies as first modern art-
ists within these contexts. In doing so, the book brings into view the collective work
between Fighting Cock and Apadana (first private art gallery) and pays particular
attention to the association’s manifesto, magazine and debates as essential tools
of a cultural and private patronage.

Two artistic appraoches are discussed in Fighting Cock’s different phases of
work and the book discloses the extent these inclinations influenced the associa-
tion for its cultural and private strategies: an early phase beginning with emphasis
on a “national school of art” and the other with more concern for “art for art’s sake.”
Also, the book works out to show how, drawing into later decades, important art-
ists’ groups and galleries adopted the same cultural and private role as in Fighting
Cock and how their similar advocacy of modern art accordingly divided the artistic
space into two mainstreams (with national attributes or art for art’s sake). Although
emergence of the commercial galleries and formation of a market for modern art
took control of these developments and disturbed the significant role played by the
pioneering artists since the 1960s, the book contends that the artistic modernism in
Iran owes to the cultural contributions of the modern artists and should be studied
under what it defends as a “cultural patronage.”






1 Introduction

1.1 Statement of the Problem

The first signals of modern art appeared in Iran within the newly established Fac-
ulty of Fine Arts (1940) at University of Tehran (1934) in the early 1940s. The foun-
dation of the University of Tehran was in line with modernization plans of the first
Pahlavi State (1925-1941) and sought to execute a comprehensive modern education
system. Nevertheless, the young students who had become familiar with a conser-
vative Western modern art at the faculty were not welcomed by the state outside
the academy. This cold shoulder by the official authorities was due to the cultural
policies that rather emphasized the national identity. As a result, the modern art
that was taught at the faculty remained suspicious for the state. After two decades,
and according to the politico-economic changes, the regime adopted new policies
to support the modern artists. The launch of Tehran Biennial of Painting in 1958 was
the first official measure by the state. With the turning of the official administrators
and Iranian middle class to modern works via financial contributions, a market was
gradually shaped for modern art in the middle of the 1960s.

In a timespan of two decades, the 1940s and 1950s, or, more specifically, during
the period between foundation of the Faculty of Fine Arts and the inaugural of Teh-
ran Biennial of Painting, the new artistic developments in Iran, thus, went through
other ways, nearly independent from the regime’s cultural expediencies. In fact,
the upper hand of the state for possession of various sources of power and their
enforcement over art and culture left more independent movements undiscovered.
The main purpose of the present study, therefore, is to shed light on the indepen-
dent movements that were shaped in this period. These movements began in 1945
with the first graduated series of modern artists from the Faculty of Fine Arts and,
in the first place, were undertaken via a collective work between artists and by
establishment of their own private art associations, galleries and artists’ groups.
Anjoman-e honari-ye korus jangi [Fighting Cock Art Association] (1948) was the first
private art association established for the purpose of promoting the modern art in
Iran and collaborated with other modern artists, in particular, with Apadana [Apad-
ana] the first private art gallery (1949). The significant point about these associa-
tions and galleries is that due to lack of adequate financial sources and unfamiliarity
of the society with modern art, their activities were focused on cultural preparation
of their audience than the creation of a commercial market.

Regarding the above description of the issues, the major question of this study
is to understand “How the modern artists could institutionalize modern art in Iran
through cultural activities?” and, accordingly: Why did the initial measures by mod-
ern artists appear first in forms of cultural (and not sales or commercial) activities?
What were these activities precisely? What were the necessities for a collective
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work in forms of art associations and galleries? How did the contextual factors
(politics, society and economy) influence artists in their activities? How did these
activities contribute to formation of the audience or a market? This study presumes
the institutionalization of the modern art in Iran having been mainly a cultural pro-
ject undertaken by artists privately and via collective work and, for the theoretical
structure, it is centered around two theoretical axes: first, to review the definition
of “modern art” and its applicability to Iranian art or, in general, to non-Western
art. Second, to consider the common practices of institutionalization of modern
art in the world and within the Iranian context. For the first axis, those theories
are employed that emphasize the necessity of a refreshed approach, as opposed to
canonical concepts of “modernity” and “modernism.” In other words, the theories
that reclaim local modernities and modernisms with emphasis on analysis of the
intellectual history and modern artistic practices of each region are applied. For
the second axis, it benefits theoretical discussions by the French sociologist, Pierre
Bourdieu (1930-2002), for his analyses on autonomization of the artistic field within
different fields of power. Bourdieu’s work is adopted due to its attention to the artis-
tic autonomy as a significant requisite of the modern art that has to be achieved by
modern artists both on their own and via collective and cultural activity. Selection
of the cultural or avant-garde (and not sales or commercial) associations and gal-
leries as the samples of this study is also defendable with regard to these two the-
oretical axes. That means, autonomization of modern artists and their settlement
in the field of art is in constant contrast with the market’s financial logics and it,
rather, provides artists a symbolic reputation. It is this symbolic status for which
modern artists can challenge their established competitors and demand autonomy
from the most prevalent fields of power.

As an outline of the chapters, this book includes five main chapters and a final
discussion with appendices. In Chapters 1 and 2, i.e. Introduction and Theoretical
Considerations, the essential information will be provided for entering into the
next main chapters. In Chapter 1, after issuing questions, the abstract terminologies
will be defined and the history of artistic patronage in Iran and artists’ positions in
relation to it will be reviewed. In fact, this historical review is essential for under-
standing the presumed shift from state patronage toward more private sectors in
1940s Iran. With a review of the existing studies on the subject, Chapter 1 will be
linked to the theoretical discussion in Chapter 2. The review of contributions will
show what works have been done so far in various aspects of the subject and how
the present study can build a theoretical structure upon these works in order to
support its hypothesis and to fill in the gaps. In Chapter 3, a contextual study of the
shift toward autonomy in the field of the arts will be provided. In this chapter, there
is an attempt to show how centrality of academia ended in an anti-institutional
tendency in artists. It will also provide a discussion of the socio-political contexts
which made artists adopt the role of intellectuals and defend a non-political art (art
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for art’s sake). Chapters 4 and 5 will more precisely explain how the institutionaliza-
tion of modern art in Iran occurred based on a cultural patronage by artists. For this
argument, Chapter 4 will focus on the rebellion of the first graduates from Tehran’s
Faculty of Fine Arts, their establishment as the first private art association, issue of
the first manifesto as well as art theory. In Chapter 5, artists’ modes of activity will
be studied. It will explain how artists defined a new paradigm of artistic subjectivity,
what features this new paradigm had and what their cultural activities referred to.

1.2 Revisiting the Terms

According to the contexts of the terminologies applied, some definitions should be
amended and adjusted to refer to their precise function in the given contexts. There-
fore, the definitions provided in the following paragraphs should not be considered
as general descriptions or common connotation of each term.

Iranian Modern Art: A fundamental step in studies on modern art in non-Western
contexts is to provide a theoretical argument that defines the exact application of
this terminology in these contexts. This argument should be able to answer com-
mon questions as whether modern art from non-Western countries is a prolonged
and imitative practice of the Western model, or possesses its own peculiarities. If
there are peculiarities, how are they distinguished from their Western counter-
parts? But basically, nomination of an optimal terminology that reflects attributes
of regional modern arts is a highly controversial and difficult task. This is due to
conflicts between different approaches to the term “modern” in these countries.
One rejects application of modern for the regional arts due to their lack of similar
intellectual, economic and social contexts as in Euramerica. This rejection, how-
ever, arises from an emphasis on epistemological and existential prerequisites for
the experience of modern art. Therefore, this approach defends the dichotomy of
the West as the origin of the modern art and rest of the world as the importer and
imitator of the Western prototype.

Another approach includes those theories that focus attention on the individual-
istic features of each region and try to define modern art in non-Western regions. In
contrast to the previous approach, they refuse emphasis on any fixed temporal and
spatial attributions. Their methodology considers the intellectual and socio-cul-
tural histories of each region and their relevance to their modern artistic practices.
In this process, local modern artists are no more passive receivers or adopters
of the Western modern art, but they instead process their past actively with the
new developments via a self-reflection. These theories precisely emphasize on the
dynamic moment of encounter of local artists with Western modern art and argue
that it should be aggrandized in order to understand the regional modern arts. In
this encounter, a resistance by local artists is observed against the stereotypical
homogenization of an artistic globalism—a resistance as a result of a historical
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awareness of artists of their local means that enables them to enact their aesthetic
practices in a discursive way.! The central definition attributed by these theories
to the local artworks is “innovation.” That is, in the cultural condition of the mod-
ernizing countries, innovation makes the primary foundation of artists’ thought.?
This innovation is independent from any of such definitions as new, old or West-
ern. Instead, it reveals itself in a set of challenges that make artists reorient their
senses of self.> What happens to the non-Western modern artists is that they are
cut off from the historical dependencies of what is labeled as “primitive” other-
ness and begin to reflect on adaptation, adoption and transformation of various
elements (e.g., image, subject matter, technique, style, etc.) that work in a system
of exchange between local and international artistic habits. The dynamism of this
process of exchange reveals itself on various levels, from a simple stylistic adop-
tion to a broader adaptation of Western styles to their existing local motifs in an
interrogatory method to a fusion of both that leads to transformation of the styles.*

The terms “avant-garde” or “avant-gardism” are also used in this study regard-
ing certain discussions about modern art or modern artists wherever it intends to
describe the qualitative conditions of artists’ movement. The three primary con-
ditions upon which this work allows application of the term avant-garde are the
same that Peter Blirger argues as conditions for avant-garde movements of the
1920s (i.e. Futurism, Dadaism, Surrealism).® The first condition refers to formation
of an artistic autonomy which has to occur by loosening the artists’ dependence on
patrons and their replacement with an anonymous dependence on the market or, at
least, isolation of artistic genius from the masses, society and the market; it is this
initial phase in which the artist becomes critic of its society. The second condition
is intensification of aestheticism for artists as a result of the created autonomy. The
attention to aestheticism is along with abandonment of the society and meaning
in art and literature, and instead, the formation of a consciousness on the part of
the artists to symbolism, form, techniques and material. The third condition is the
negation of the cultural boundaries. Although cultural negation is a common feature
of both modernism and avant-gardism, modernism is less radical about it. In other

1 This historical awareness has also been defended by Iranian experts with more sociological concerns.
For them, although modern painting in Iran was an outcome of a general approach to European modernity,
it was based on a socio-politcal and cultural awareness of Iranian intellectuals about their society. [See:
Aryanpour, Yahya. Az saba ta nima [From Saba to Nima]. Tehran: Zavvar, 1995.]

2 The idea of modern art as artistic innovation by Iranian artists is, however, discussed by some Iranian
critics such as Roueen Pakbaz in other ways. Pakbaz’s argument is that the historical necessities for mod-
ernism could never exist in Iran. Therefore, the project of modern artin Iran is nothing more than innovative
imitation or adaptation by Iranian artists. [Roueen Pakbaz, “Honar-e mo‘aser-e iran: modernism ya nowa-
vari [Iranian Contemporary Art: Modernism or Innovation],” Honar-hd-ye tajasomi, no. 7 (1999): 170-73.]

3 Terry Smith, “Rethinking Modernism and Modernity Now,” Filozofski Vestnik XXXV, no. 2 (2014): 277.

4 Ibid., 284 & 304.

5 Peter Biirger, Theory of the Avant-Garde, trans. Michael Shaw (Minneapolis: University of Minnesota Press,
1984), X-XV.
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words, modern artists reject merely the traditional artistic and literary techniques,
whereas avant-gardism has an all-encompassing attack to alter the institutional-
ized commerce with art. Regarding this, the terms avant-garde or avant-gardism in
this study refer to any situation in which these three conditions appear with artists
playing a more radical role.

Itis also important to define which artistic medium is intended by Iranian mod-
ern art. In order to answer to this question, it should be noted that the major educa-
tion in modern art at the Faculty of Fine Arts was first in the field of painting. One
important reason for the primacy of painting over other visual arts was centrality of
painting as a subject of artistic patronage for the courts and royal workshops as the
foremost artistic form.® Even with establishment of the first art schools and acade-
mies, still painting was the most important major and the first graduated modern
artists from the Faculty of Fine Arts were all painters.” Therefore, the beginning of
modern art in Iran was with painting and it was during the 1950s and 1960s when
foreign-graduated artists gradually promoted their learnings about the new devel-
opments in other media.? Regarding the Fighting Cock Association, painting was
also used as the primary medium and the members constantly introduced their aim

6 It should be noted that painting included a range of various historical forms such as fresco, miniature,
book illumination, underglaze and oil painting, and its popularity was beyond newly patronized art forms
of sculpture or photography during Qajar era (1785-1925). In fact, according to religious bans on sculptures
as types of idolatry, sculptors were long recognized as engravers and were intermixed with painters. Or, for
instance, the interest of Safavid kings in picturing their own icons in the European style also left sculpture
in shadow of painting. It was since the late Qajar, particularly under Naser al-Din king of Qajar (1848-1896)
that foreign travels by artists introduced sculpture in its European and independent form in Iran. [See:
Tanavoli, Parviz. Tarik-e mojasamasazi dar iran [A History of Sculpture in Iran]. Tehran: Nazar, 2013.] Also,
photography as an art form was yet to be born during 1925-1945 after undergoing the socio-political upheav-
als for transformation of an absolute monarchy into a constitutional monarchy. This period, which is known
as the years of transition (1880-1900) could, in fact, release photography from the monopoly of the royal
courts and let the camera slip through various hands in public studios with a range of clientele. Prior to this
period, photography was considered a royal art whereas our main resources today about the early years of
the daguerreotype and photography in Iran (1842-1852) are the court chronicles. In the formative years of
photography (1850-1880) it was only with the establishment of Dar al-fonun [Dar al-Fonoun] (1852), Iran’s
first state university, that photography began to be taught as part of the curriculum. [See: Sheikh, Reza and
Carmen Pérez Gonzélez. “Editorial.” Journal of History of Photography, no. 37 (2013): 1-5.]

7 Madrasa-ye sanaye’-e mostazrafa [Kamal al-Molk School of Fine Arts], as the first modernized academy
of visual arts (1911), included courses of painting, miniature, sculpture and illumination. Nevertheless, this
school began its work with painting and later on sculpture was added to its majors. Or, the main instruc-
tor of sculpture at the Faculty of Fine Arts was Abu al-Hasan Khan Sadiqi. He was an eminent student of
Kamal al-Molk and had also established workshops of sculpture at his school. Abu al-Hasan Khan was rather
inspired by Kamal al-Molk’s academic Realism than the modern art.

8 Each of the private art associations and galleries that were founded by more independent modern
artists, concentrated almost on introduction of certain modern styles in different media. Similar to the
Fighting Cock Association that promoted Cubism and Surrealism, other styles such as Expressionism, Pop
Art, Abstract Expressionism and Conceptual Art were respectively introduced by the Aesthetic Gallery, Galeri
honar-e jadid [Modern Art Gallery], Galeri gilgames [Gilgamesh Gallery] and Gruh-e honarmandan-e dzad
[Independent Artists Group] since the early 1950s.
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as making a change to Iranian art in general.’ It was this general approach that the
association recruited from different fields of art and literature. The articles in the
main publication of the association (Fighting Cock magazine), in addition to paint-
ing, included a range of subjects from other fields of art and literature, or in many
of the texts or debates by members discussions are observed that concern “art” in
general terms. As a result, in the present study the term Iranian modern art has
both general and specific meanings. That is, wherever artists discuss the general
artistic developments in modernism and study them in Iranian modern art, obvi-
ously this term has more general connotations. But for debates and reviews that
association makes on exhibitions, artists or critics, Iranian modern art points pre-
cisely to Iranian modern painting.

Patronage: This study considers the act of patronage to be undertaken by Ira-
nian artists on their own and through promotion of modern art that was in contrast
with the artistic taste of other established patrons. In fact, the term “patronage” is
applied with respect to the general structures of the classical definitions of this
term but still with a generic deviation from them.!® If one considers the concept
of patronage relying on the relation between the patron and recipient, here it has
been attempted to refer to another form of patronage with emphasis on the fact
that different forms of patronage can be created through acts of patronage.!' For
understanding this form of patronage; i.e. the act of patronage by artists on their
own, one needs to consider the following points about the act of patronage: on the
one hand, the act of patronage is based on the act of exchange and this exchange
can intangibly occur for the acquisition of merit, legitimation and status. On the
other hand, the act of patronage can simply include a range of concerns, occasions
and objects encapsulating acts and functions of these acts.'? Now, another crucial
fact about the act of patronage is to accept that different forms of patronage in any
society also tell something about the ambient social, political and economic rela-
tionships in that society.!® Barbara Stoler Miller and Richard Eaton also pinpoint
this relation between patronage and recipient.'* The most important feature they

9 Jalil Ziapour, “Naqgs-e nehzat-e korus jangi [The Role of Fighting Cock Movement],” Korus jangi, no. 1
(1979): 4.

10 In the classical definition of the term “patronage” the relation between patron and the recipient was
rather with the aim of social institution of the patron in political, religious and prestigious terms and at
the same time to endorse the financial needs of the recipient. The major forms of patronage until the 19th

century or until emergence of the bourgeoisie were the influential politico-religious institutions such as
courts and churches or aristocrats, nobles and wealthy families—the pattern which with formation of the
middle class in the 19th century gave way to more public and private institutions.

11 Romila Thapra, “Patronage and Community,” in The Powers of Art: Patronage in Indian Culture, ed. Bar-
bara Stoler Miller (Oxford: Oxford University Press, 1992), 19.

12 Ibid.

13 Burton Stein, “Patronage and Vijayanagara Religious Foundation,” in The Powers of Art: Patronage in
Indian Culture, ed. Barbara Stoler Miller (Oxford: Oxford University Press, 1992), 160.

14 Barbara Stoler Miller and Richard Eaton, “Inroduction,” in The Powers of Art: Patronage in Indian
Culture, ed. Barbara Stoler Miller (Oxford: Oxford University Press, 1992), 1-16.
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defend for a new form of patronage is a capability to affect promotion of new sty-
listic attributes such as creation of a new form and content. In other words, the new
patronage should be able to present its world via administration and new subjects
into plastic artworks. Also, whatever benefit and values that force a change in estab-
lished forms of patronage should be convincible for both patron and the recipient.
For instance, what new message is supposed to be conveyed to the audience via a
different artistic production and how significant this different message is for the
new patronage? With regard to the mentioned features of different acts of patron-
age, attribution of the term patronage to artists’ cultural role seems also possible. In
simple words, activation of artists for support and promotion of modern art was in
line with the aim of attaining a legitimate status (as modern artists) and acknowl-
edgement of their productions (as modern works of art) in their field. This lack of
legitimacy was due to a void of support from the classical forms of patronage!® and
artists’ activation was supposed to compensate this void.

Cultural Role: Regarding the given definition for the term patronage, the “cul-
tural” role was the main feature of the patronage exercised by the artists for pro-
motion of the modern art in Iran. As a matter of fact, cultural role should be added
to the historical connotation of the term patronage as financial support. It is the
centrality of these two dimensions of the patronage (commercial and non-com-
mercial) that artistic institutions (galleries, associations or artists’ groups) are dis-
tinguished in two major types of sales (commercial) institutions or the cultural or
avant-garde (non-commercial) institutions. In other words, in commercial institu-
tions emphasis is put on sale of the art whereas in non-commercial institutions the
main aim is creation and promotion of a new art school.!® Therefore, the cultural
role of such associations and galleries is to present and mark important dates in
history through introduction of new art styles. These institutes contribute to this
role by a systematic and logical development of art.!” This cultural approach, thus,
is in contrast to the commercial approach, which pursues decorative qualities and
higher accessibility of the artworks to make them tailored to larger buyers. The
cultural concern is suspicious of immediate success but instead cares for adding
new names (artists and schools) to the history of art over the course of time and
by cultural activities such as publication, exhibition and so forth.!®

15 The major forms of artistic patronage in Iran were practiced by the court and aristocrats within the
state’s bureaucracy. The minor private forms that were provided by religious or wealthy families, either
like in rich families looked up to royal workshops and supported similar works with lower quality, or had
ritual and votive motivations.

16 Pierre Bourdieu, The Field of Cultural Production: Essays on Art and Literature, ed. Randal Johnson (New
York: Columbia University Press, 1993), 103.

17 Pierre Bourdieu, The Rules of Art: Genesis and Structure of the Literary Field, trans. Susan Emanuel (Stan-
ford: Stanford University Press, 1992), 145.

18 Ibid., 148.
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Private Art Associations and Galleries: The first private art associations and galler-
ies in [ran emerged out of informal artists’ groups based on cooperation of modern
artists, or they were artist’s ateliers in which artists took on the cultural role via
exhibition, publication and debates for promotion of certain modern styles. But
understanding of the term “private” requires attention to the contextual features
of artists’ movement toward autonomy and privatization within their field. Above
all, it should be noted that since the principal artistic patronage in Iran was pro-
vided by the court and the aristocracy connected to the court, therefore, the term
private refers to a type of patronage that either counteracted the state’s patronage
or was independent from it. However, it was not until the late 1950s when the Ira-
nian state’s cultural policies turned toward modern art. Before that, the first pri-
vate associations and galleries acted both independently of, and in opposition to,
the state. Although the border between private and state administrators was less
distinctive from 1960 on, the most cultural or avant-garde institutions still used to
shun the financial supports offered by the state.

The role of the state in formation of the autonomous and private art institutes by
Iranian artists can be understood based on Pierre Bourdieu’s analyses of the term

“state” and its relation with the private sectors in the fields of art and culture. These
analyses consider artists’ autonomy and artistic privatization at the time artists
liberated themselves from a dependency on state and the academy. As a result, the
artistic production of the artists became restricted to their own limited market with
asort of deferred economy. In Bourdieu’s theory, understanding of the term private
relies on an understanding of the term state and its influence on artists’ efforts for
privatization in arts. The state is an ensemble of administrative and bureaucratic
fields that are sites of struggle to constitute and impose their authority. It is within
these fields that the governmental (public) agents and private sectors constantly
confront and compete for legitimacy and power in their own fields."’

The act of cultural patronage by Iranian private associations and galleries was
also a means of confrontation in order to establish modern art in a void of state
legitimacy. Bourdieu also argues that competitions do not only occur in open con-
flicts, but also during interactions between the state and private sector. These inter-
actions are, in fact, a type of competition within private institutes and with one
another to orient their activities with state policies.?° This condition was precisely
observed in Iran since the early 1960s, when the state decided to support modern
artists. In this new space, sales or commerecial galleries competed with their cultural
or avant-garde counterparts to attain legitimacy via promotion of those works of
art that were in line with cultural policies.

19 Pierre Bourdieu and Loic ].D. Wacquant, An Invitation to Reflexive Sociology (Cambridge: Polity Press,
1992),109 & 111.
20 Ibid., 112.
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Pre-Islamic Revolution (1940s-1970s): The timespan of the early 1940s to the late
1970s has been selected according to certain reasons. The Faculty of Fine Arts was
established in 1940. The first series of [ranian modern artists graduated from this
faculty and they founded the first private art associations and galleries from the
mid-1940s onwards. The cultural role played by these private institutes for the pro-
motion of modern art was very much influenced by the social and politico-intellec-
tual grounds of the society at this time. This cultural contribution was carried out
by the next cultural or avant-garde associations and galleries until the late 1970s.
With the occurrence of the Islamic Revolution in 1979, the cultural policies of the
Islamic state and the politico-intellectual contexts of the society underwent con-
siderable changes. These changes created new grounds in which artists and their
private institutes could no longer follow the same cultural approaches as in the
pre-Islamic Revolution era.?! As a result of this change, the period of this study has
been restricted to include associations and galleries that were active prior to the
Islamic Revolution.

Fighting Cock Art Association (1948): There are three main reasons for selection
of the Fighting Cock Art Association among other private art associations and gal-
leries that were active during 1940s-1970s. First, due to the fact that Fighting Cock
was the first private art association, it is easier to study the grounds for detach-
ment of the modern artists from the established patronage toward an autonomous
status. Second, Fighting Cock was among the very few private institutes that had
various forms of cultural activities such as publication of a manifesto and magazine,
holding debates and participating in art exhibitions.?? This wide range of activities,
therefore, will provide more a comprehensive means of survey in the cultural role
of the private institutes of this period. Third, Fighting Cock can suitably represent
the collective quality of the cultural works that were exercised at associations and
galleries of this period. This is because, on the one hand, Fighting Cock’s foothold
was not appropriate for display of the artworks and this role had to be compensated
by other exhibition spaces such as Apadana Gallery. On the other hand, Fighting
Cock and the Apadana Gallery were established around the same time (1948-1949)
and their members were all from the first series of modern artists at the Faculty
of Fine Arts. The shared objectives of both centers, namely the promotion of the
modern art, expedited this collective work between them.

21 With the Islamic Revolution in 1979, new rules were applied by the Islamic state to the field of art and
culture. As aresult, the art associations and galleries of the pre-Revolution were closed from the early 1980s
and only a few of them re-opened in the same decade. The decade of the 1990s also underwent important
changes toward a more liberal economy and it affected both cultural and commercial aspects of private art
institutes in their works.

22 The only art gallery or association which had similar range of cultural activities was Taldr-e iran [Hall
of Iran] in 1964.
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1.3 Historical Trajectory

To reveal differences in acts of patronage within the public and private sectors, the
following paragraphs attempt to provide a historical review over the condition of
artistic patronage in both sectors. A major finding of this review shows that the
field of power in its various forms of courts, clergies and aristocrats had the pulse of
artistic developments in its hands. In other words, the path to artistic developments
began within the field of power and continued into the private fields of art guilds
and independent ateliers of artists. Although the private fields followed the field
of power, their productions differed from field of power regarding both the subject
matter and material quality of the works. For instance, artistic productions in pri-
vate circles in the Ancient Greece were rather considered as crafts than fine arts
and, in order to be considered as art, they had to be dedicated to religious centers
as objects.”® Both in Ancient Greece or the early Roman Republic, these artists were
treated as dependent similar to hangers-on of lower social status and as manual
laborers who rarely had freedom in choosing their themes, styles and materials.?*
This dependency of art on the field of power was to the extent that during the Mid-
dle Ages any disconnection from the field of power rejected that work as a work
of art.” Also, it should be noted that the patronage provided by the field of power
was based on socio-political intentions and, as a result, artists remained largely
unknown compared to their patrons.?®

It was not until the late Renaissance and Baroque period (second half of the
17th century) thata new understanding was shaped aboutart and the artists became
clearly distinguished from the craftsmen. The experiences of the Industrial Revo-
lution and Enlightenment in Europe assisted replacing landholding with a trade
gradually questioned any secular or religious authority and substituted it with
tolerance and diversity.?’ In fact, since the Renaissance a fluid setting was shaped
in which no single institution dominated the social landscape.? This important
change, along with this new setting, was a “shift in patronizing class”* from the
field of power (as a monopoly) to a rising middle class including artists too. The
artists involved themselves in the acts of artistic production via non-commissioned

23 Vernon Judson Harward, The Greek Domestic Sculptures and the Origins of Private Art Patronage (Mich-
igan: University of Microfilms, 1982), 3.

24 Barbara K. Gold, Literary and Artistic Patronage in Ancient Rome (Austin: University of Texas, 1982),
xiii-xiv.

25 Robin Cormack, The Byzantine Eye: Studies in Art and Patronage (London: Variorum Reprints, 1989), 159.
26 Gold, Literary and Artistic Patronage, Xiv.

27 Francis Haskell, Patrons and Painters: A Study in the Relation between Italian Art and Society in the Age

of Baroque (London: Chatto & Windus, 1963), 316.

28 Jonathan K. Nelson and Richard ]. Zeckhauser, The Patron’s Payoff: Conspicuous Commissions in Italian

Renaissance Art (Princeton: Princeton University, 2008), xiv.

29 Marjorie Garber, Patronizing the Arts (Princeton: Princeton University, 2008), 9.
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or self-commissioned status or by selling “off the shelf” images made by replicas
or more efficient techniques.?® It was within this space that artists refused to con-
fine themselves to official and inflexible doctrine of the academies and followed a
conscious policy to adapt themselves to society. This refusal of academia by art-
ists had two major reasons: first, a social inclination in artists who believed that
the academy’s confinements disconnected them from society and, second, a stress
on significance of their intellectual attainments. In fact, artists considered these
two conditions the requisites of their social success, which had to be achieved not
through an academic, but rather a general education.?! Accordingly, shortly after the
foundation of academies by states, artists complained about the stagnant space of
the academies. The central discussions supported by the artists were their interest
in liberal arts, anarchistic tendencies and concept of genius.*? It was this rejection
of the academy that made artists carry on their education in bohemian styles out-
side the academic space. They began to display their works independently from
academia and state-established salons. It became intolerable for the artists to see
their works destined to decorate the temples, palaces or to be exhibited in shops or
streets like cheap goods for sale. As a result, artists began showing their works at
private galleries and this became a channel for art to be argued, criticized, bought
and sold as well as a channel for artists themselves to become more visible than
ever before.?® In other words: “[...] these exhibitions did help to bring artist and
public together, and did provide a forum where values other than those established
by the state and the aristocracy could be discussed.”** The artistic patronage was
displaced from political and religious fields of power to more private fields such
as collectors, tourists, dealers, merchants and wealthy families. Also, new patrons
arose from an elite middle class who felt the need to communicate their status and,
for the first time, an environment was created in which artistic innovation was
valued and encouraged by the patrons.®> As John Clark discusses the condition of
artistic patronage in the modern age in Asia and the East, in modern art there was
an uneasy collaboration between modern artists and the field of power as their
patrons. In fact, artists had begun to set up private studios, galleries and societies
to promote their artistic purpose and art schools since the early 20th century. The
domination of a nationalist discourse supported by the governments of this period,
though, caused some collaboration between states and those artists who showed
nationalistic inclinations in their modern works. Nevertheless, the major modern

30 Louisa C. Matthew, “Focus on the Artist and the Middleman: Materials, Workshop, Production and
Marketing during an Age of Transition,” in The Art Market in Italy: 15th-17th Centuries, ed. Marcello Fantoni
et al. (Modena: F. C. Panini, 2003), 14.

31 HaskKkell, Patrons and Painters, 19.

32 Ibid., 329.

33 Ibid., 121-29.

34 Ibid., 331

35 Nelson and Zeckhauser, The Patron’s Payoff, Xiv-xv.
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artists were against such ultra-nationalist approaches.*® According to Clark, a com-
mon patronage in these regional countries was exercized by the cultural policies
of those regimes. That is, there was a hierarchical organ of direct or indirect inter-
vention in the art world in terms of national art salons (in Iran this role was played
via biennials). The artists’ response to this type of patronage was, therefore, varied.
The artists either spent a great part of their lives in the shadow of these policies
and organized artists’ groups against them, or they tried to beat a lonely path to
personal expression or formal development outside it—i.e., organizing separate
exhibitions outside and against salons.?’

Reviewing Iranian art history indicates that the centrality of artistic patronage
was with the kings and their courts, rather than the private sector. The private sec-
tor included mainly the private art guilds that, although were independent in their
activity, were subordinate to the courts. The guilds covered a range of Karkana
[workshops] and Dokan [shops] of crafts and arts since the 15th century. The exis-
tence of the guilds was very dependent on Ustad [master] and merchants since they
offered both training and goods to sell.*® The reasons for the centrality of the courts
in the patronage of arts (compared to the guilds) altered in different Persian dynas-
ties. The most common purposes behind court patronage were buttressing the
legitimacy of the ruler, providing a cultural confidence in their relation with Europe,
reflecting the magnificence and superiority of the courts to people and provoking a
national unity by authorizing kings’ national legitimacy. This predominance of the
court patronage to the private sector can be tracked in different periods of Iran’s
history of art. That is, the most outstanding artworks**—either in material or sub-
ject—were produced in courts and the minor or provincial types of the same art-
works were made in the market and private ateliers for personal usages or sale. For
instance, there was a historical dependence of different art forms on court-spon-
sored architecture (temples, palaces or public constructions) from Achaemenid
Empire (550-330 BCE) to Pahlavi dynasty (1925-1979). It was this centrality that
made the history of Iranian architecture not about the history of architects, but its
patrons.*® This dependence reveals the high functionality of the artworks for the
courts whereas attribution of the term “Court Style” to these works has become
common for many of these epochs. The field of miniature painting and the analy-
sis of the paintings based on their subjects during different periods also approve
the close reliance of the artworks on the court patronage. For instance, the idea of

36 John Clark, Modern Asian Art (Honolulu: University of Hawaii, 1998), 177.

37 Ibid., 180.

38 R.G.Mukminova, “Craftsmen and Guild Life in Samarqand,” in Timurid Art and Culture: Iran and Central
Asia in the Fifteenth Century, ed. Lisa Golombek and Maria Subtelny (The Netherlands: Leiden, 1992), 29-32.
39 The works of art such as fresco and mural painting, relief, watercolour, book illustration, decorative
painting on objects, oil painting and so forth.

40 Mina Marefat, “The Protagonists who Shaped Modern Tehran,” in Téhéran Capitale Bicentenaire, ed.
C. Adle et B. Hourcade (Paris-Tehran: Institut Frangais de Recherche en Iran, 1992), 95.
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thanatopsis, which was prevalent in the history of [ranian literature, was missing in
Persian miniatures. A plausible reason is because miniatures of a superior quality
(that were imitated by the private sector) were ordered by court and royal families,
and since these clients were not fond of such subject matters, Persian miniatures
rarely reflected ideas concerning death or morbidity in general.*!

The royal libraries and workshops, in which illustrated manuscripts and min-
iature paintings were produced, imposed unitary styles over the field of art either
directly or indirectly and, as a result, the provinces lost their cultural autonomy.*?
This was due to the organization of the libraries and workshops that restricted the
artistic innovation to these centers. In fact, at the libraries and workshops the most
outstanding artists were active and exploited new forms and techniques which
later were taken up and imitated by provincial or commercial artists in private
sectors.*”® The system of education at these workshops was hierarchical and it was
based on master-apprenticeship method. That is, a student learned a technique by
copying works by the master—a chain that assured continuity of one style. Even
the qualified artisans from the private sector did not have an easy entry to the
royal libraries and workshops. In fact, the courts had a closed system of education
with a preference for sons of royal masters and court slaves. The outsiders could
only be recruited to collaborate on specific projects. The mere relation between
royal workshops and provincial ateliers was through the chief of royal workshops,
whose task was also to act as liaison between private guilds and the court.** Also,
the inclination of kings toward European art made them employ European artists
for their royal ateliers since the Safavid dynasty (1501-1736), dispatch Iranian young
artists to Europe and academize art education based on European systems during
Qajar dynasty (1785-1925) and specially since the second half of 19th century. The
patronage provided by Qajar kings and their various measures in favor of arts trans-
formed their courts to the major channels for the import of Western art styles.*
Among other important measures which paved the way for artistic developments
and emergence of the new Western styles were the importation of photography
(1842), lithography print machine and foundation of the first Public Printing Press
(1861), and publishing the first newspapers (1837). The European Naturalism and
academic Realism that were promoted via courts during the late Qajar provoked an

41 Major reasons for centrality of thanatopsis as a concept in Iranian literature are found in both histori-
cal and cultural contexts: that is, on the one hand, ceaseless wars and their devastating effects. On the other
hand, an inability to help the real world and thus surrender to the world inside. [Javad Mojabi, Saramadan-e
honar-e now [Masters of Modern Art] (Tehran: Behnegar, 2014), 12.]

42 A. Welch, “Art in Iran IX. Safavid to Qajar Periods,” in Encyclopedia Iranica (London, U.K: Encyclopedia
Iranica Foundaion, 1987), 620.

43 Adel T. Adamova, Medieval Persian Painting: The Evolution of an Artistic Vision (New York: Bibliotheca
Persica, 2008), 31.

44 Maryam Ekhtiar, “From Workshop and Bazaar to Academy: Art Training and Production in Qajar Iran,”
in Royal Persian Paintings, ed. Layla S. Diba (London: 1.B. Tauris, 1998), 54 & 56.

45 Ekhtiar, “From Workshop and Bazaar to Academy,” 50.
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individualism in artists as a means of self-expression. It should also be noted that
such individualism simultaneously encouraged artists to neglect demands of their
patrons and to approach other subjects from their personal perspectives.*® The
obvious evidence of this change was appearance of artist’s signature with date on
their works in the second half of 19th century—a habit that was not common due
to superiority of the name of patron.

For the private methods of patronage in Iran, the artists from the private sectors
were not acknowledged as artists but “craftsmen” or “artisans” who had to make
their objects at their houses with materials of lower value.*’ For utilizing materi-
als of value in their works, the craftsmen and artisans required support of private
patrons from a more prosperous class that mainly included nobles, wealthy families,
religious figures and women. In addition to the lower quality and stylistic imitations
from the works produced by royal artists, the productions of the private sectors
also differed in their subject matters from the court art. It was according to these
differences that one observes a dual classification in artistic productions based on
whether they were produced by the private or royal artists. For instance, from the
14th century on, when illustrated manuscripts increased in number and became the
object of mass production, two types were differentiated: “metropolitan” or “pro-
vincial” manuscripts that were made by independent artists, and “royal” or “work-
shop” manuscripts that were produced at royal libraries and courts. These two
types also had different functions. The manuscripts created at the royal libraries
and workshops were considered as prestigious productions and with large formats
and heightened semantic significance had to reflect life at the court. But the pro-
vincial productions had commercial purpose and with small formats and modest
conceptions were mainly made for reading or decorative utilities of the common
public.*® This dual classification, nonetheless, should not be considered as the pri-
vate sector’s inability to contribute to development of the new art styles. Certain
dates in Iranian history, although not comparable to court patronage, reveal ini-
tiatives by private sector that led to formation of new stylistic features. The major
condition of these privately run developments was artists—either from royal or
independent workshops—coming into contact with unofficial circles out of courts.
In other words, since the Timurid dynasty (1370-1507) and later during the Safavid
era artists developed relations with other guilds, such as poets, athletes, mystics,
etc. Although these relations were not as effective as the predominant influence
of the court ateliers, they inspired artists with more realistic and routine subjects
in their works.* Another influential condition was when a void of court patron-

46 Mahshid Modares. “Art Patronage of the Nineteenth Century Iran,” (2012). http://www.dl.edi-info.ir/
Art%2o0Patronage%200f%2o0the%20Nineteenth%20Century%:2olran.pdf, accessed August 28, 2018.

47 Arthur Upham Pope, Masterpieces of Persian Art (London: Peter Owen, 1945), 53.

48 Adamova, Medieval Persian Painting, 31.

49 The best examples were two master miniature artists Kamal al-Din Behzad (c.1450-1535) in the
Timurid era and Reza Abbasi (c. 1565-1635) in the late Safavid reign. Behzad was inspired by Sufism of such
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age occurred. Under the reign of Shah Tahmasp I (1514-1576) —the second Safavid
king—the Shah'’s disinterest in works of his court’s atelier since the mid-16th cen-
tury opened a space for other forms of patronage. In Shiraz, Herat and other cities,
for instance, the merchants and less powerful patrons of limited means supported
production of more commercial works. The Single-Page Miniature was a new inven-
tion by provincial and family ateliers and desperate court artists.>® This new format
(paintings separate from books) replaced the laborious and costly miniatures for
illustration of manuscripts at royal workshops with modest single-page paintings
that were mainly created for sale. In fact, the main reason for separation of paint-
ing from book was that the new patrons could not afford books, whereas the royal
libraries could. This was, therefore, a new change toward more independence for
the provincial artists.>! In contrast to the sophisticated works of the royal work-
shops, the single-page works included realistic execution of more modest subjects
with less dedicative or celebrative features. Another privately run development
was a commercial style of painting in Shiraz known as Shiraz Style in the 16th cen-
tury which was very suitable for the purpose of trading and sale. This style was
attributed to the works with simple drawings and compositions of landscapes or
constructions, and due to their less demanding production, they could be made in
multiple editions for sale.>? The milieu that was formed since the 16th century with
tinted single-sheet and commercial works evolved into the representational art in
Iran and prepared the ground for later large-scale canvases painted in 0il.>
Added to the single-page paintings and the commercial production of artworks
in private ateliers, there were also other forms of art productions that exclusively
began within the private sectors. A major part of this type of productions included
lacquer paintings since the Zand dynasty (1751-1794) applied on routine objects
such as pen boxes, mirror cases and jewelry boxes or objects used for public mon-
uments. The main reasons for the private source of these works were, first, their
low-cost compared to the large-scale paintings and book illustrations undertaken
by courts and, second, an increase in European painting models and objects in the
houses of the Iranian upper class and wealthy families.>* As it was mentioned, the
thematic aspects of works produced in private sectors also differed from those at

poets as Nur al-Din Nur al-Rahman Jami (1414-1492) and Nizam al-Din Ali Shir Navai (1441-1501) and also
their realistic approaches affected Behzad in his figurative paintings. Reza Abbasi also, due to his mystic
inclinations, was constantly suspected as a royal painter and calligrapher.

50 Adamova also argues other origins of court painters losing interest in book illustration going back to
the late 15th century. First, the appearance of new aesthetic ideals and enriched thematic repertory in
painters inspired by their relations with poets. Second, the inspiring role of European developments such
as prominence of secular elements. Third, the increasing passion in the West for collecting Persian minia-
tures and drawings in albums. [Adamova, Medieval Persian Painting, 69-70.]

51 Roueen Pakbaz, Naqasi-ye iran [Iranian Painting] (Tehran: Zarin wa simin, 2005), 96.

52 Ibid, 77.

53 Adamova, Medieval Persian Painting, 64.

54 Pakbaz, Naqasi-ye iran [Iranian Painting], 96.
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royal workshops. In public houses (e.g., bazaars, bathhouses, caravanserais, post-
houses, coffee-houses and mosques) the major subjects were selected from Persian
epics, religious, erotic and European prints and were worked in oil, frescos, tiles and
lithographs.> Another production of this type was Qahva-kana [Coffee-House] or
later Cai-kana [Tea-House] painting. This type of independent painting emerged in
the Safavid era with a rise in private sector’s demand for detachable and portable
murals with epic and religious subject matter.>® The Coffee-House painting, in fact,
represented a type of Iranian folk art that was rooted in growth of the Shiite sect
with its travelling preachers and Parda-dar [icon-bearers] in the country.>” These
paintings, therefore, reflected national desires, religious beliefs and cultural zeit-
geist of the middle layers of provincial life. The embracing of folk art affected by
Iran’s Constitutional Revolution (1905-1911)°® meant that the Coffee-House paint-
ing met more social tolerance. This genre of painting was first worked with the aim
of decorating walls and ceilings of rich families and with rise in demand it led to
the appearance of specialists in this field. The artists began apprenticeship since
childhood and having mastered the techniques, they accepted commissions from
coffee houses. The owner of the coffee house provided artists studios and materi-
als of their work, as well.>®

As being described, the artistic patronage in Iran mainly circled around the
courts at royal libraries and workshops. In contrast, the private sectors did not
possess considerable autonomy for supporting stylistic and technical developments
in their own fields and, therefore, they imitated royal artists with a lower quality
of works. Since the first half of the 20th century (i.e., with emergence of the first
modern artists in Iran), though the government almost lost its centrality in artistic
developments. In other words, institutionalization of new art styles occurred out
of state’s domain and went rather through an independent process by artists. As
this study will examine, an approximately similar process, was also observed in the
regional countries or the West. In fact, the shift of artistic patronage from official
toward more private forms was historically affected by events of modernity and
modernization. They were these contextual changes that grounded the modern
artists’ revival against the top-down impulse of art education being practiced via
institutions such as academies and art salons.

55 Willem Floor, Wall Painting and Other Figurative Mural Art in Qajar Iran (California: Mazda, 2005), 131.
56 Karim Emami, An Exhibition of Coffee-House Painting (Tehran: Iran-America Society, 1967), exhibition
catalogue, Tehran, Autumn, 1967, n.p.

57 Ibid., n.p.

58 Iran’s Constitutional Revolution, as Iran’s first modern revolution that sought to replace the monarchy
with a parliamentary system, was the result of a range of intellectual forces. The nationalist aspirations of
the revolutionaries (added to their liberalism and secularism) prepared a good context for works which
rather considered Iranian identity. [Hadi Seyf, Suta delan: naqasi-ye kialisaz-e mardom-e kuca wa bazar
[The Heartbrokens: The Imaginative Painter of the Common People] (Tehran: Kanun-e parvares-e fekri-ye
kudakan wa nowjavanan [Institute for the Intellectual Development of Children and Young Adults], 2004),13.]
59 Emami, An Exhibition of Coffee-House, n.p.
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1.4 Contributions to the Subject

Founded on the questions and adopted methods in this study, two main series of
literature are examined. First, those resources that investigate the peculiar role of
artists in the promotion of modern art with attention to the definition of modern
artin other contexts than the West. Second, the resources that provide information
on institution, motivations and activity terms of Iranian private art associations and
galleries in the 1940s-1970s. The first series of studies is applied in the theoretical
discussion in Chapter 2 and the second series is employed in Chapters 3, 4 and 5 for
discussing contexts, contributors and their activity modes in the development of
modern art. Selection of the resources in the first series depends on the hypothesis

which relates the promotion of modern art to the artists and should theoretically
support possibility of this role by artists. In other words, the theories are required
to defend the role of artists versus (or in competition against) other forms of power
affecting the field of art. The most known theoretical attempts in socio-cultural
studies to account for the elusive character of power in modern society are the
“disciplinary power” by Michel Foucault (1926-1984) and Pierre Bourdieu’s theory

of “symbolic power” Foucault’s theory of disciplinary power argues a substantial
shift in early means of asserting power of a sovereign. According to this theory, the
power no longer is a single hierarchical authority, but is spread horizontally and
thus invisibly, due to its continual presence. Such power is exercised via bureau-
cratic structures in schools, workplace, religious institutions, etc. Bourdieu’s theory
of symbolic power considers art, religion and language as powers for constructing
the reality. The symbolic power is defined in and by a determinate relationship
between those who exercise power and those who undergo it.®° The theories of
Foucault and Bourdieu have thus successfully challenged assumptions on modern
socio-cultural and political institutions. Despite similarities between their works,
Bourdieu’s theory has been selected for the purpose of present study. The reason
for this preference is that although both Foucault and Bourdieu attempt to com-
bine analysis for power with modernization, they pursue this aim differently. Fou-
cault’s theory emphasizes a complex of disciplinary institutions, but Bourdieu'’s
theory pays attention to relations of power and systems of artistic knowledge that
shape the behavioral and cognitive dispositions of the artists.®! Bourdieu, instead of
discussing the historical roots of disciplinary power, talks more specifically about
the mechanisms that allow power to be reproduced. Also, the difficulty of working
with Foucault’s theory in this study is due to its highly radical stances that make it
impossible to identify any determinate social location of exercising power within

60 Pierre Bourdieu, “Symbolic Power,” Telos, no. 38 (1978-1979): 77 & 83.
61 Ciaran Cronin, “Bourdieu and Foucault on Power and Modernity,” Philosophy & Social Criticism 22, no. 6
(1996): 56 & 67.
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field of art or of resistance to its operations by artists. Bourdieu’s work avoids this

problem by providing a symbolically mediated interaction between artists’ “habi-
tus” (human capacities of artists as agents) and social structure. That is, Bourdieu’s

work connects relations of domination to more identifiable agents and institutions

of the modern state. In contrast to Foucault’s monolithic notion of disciplinary soci-
ety, Bourdieu relates an explanatory role to the concept of artists as subjects and

his theory offers a more empirically analytical framework for decoding operation

of power and orienting artists’ resistance to its domination.®? In other words, Fou-
cault’s notion of resistance to power is problematic because the source of artists’
resistance is not clear. Bourdieu’s theory of symbolic power, by contrast, solves

this problem with its emphasis on the symbolic aspect of power that enables him

to give more plausible account of the role of the state in the exercise of power and

the role of artists in their resistance. Bourdieu, in fact, has helped this problem

by defining a dialectical interrelation between class struggles in the social field

and symbolic struggles in the specialized artistic field, which underlies relations

of symbolic domination.®® The suitability of Bourdieu’s theory of symbolic power
for this study, therefore, not only lies in its support of promotion of modern art by
artists on their own and as a resistance to the artistic policies of the field of power,
but also for its emphasis on collective, cultural and non-commercial aspects of the

artists’ role that he argues by determinate concepts of “field,” “habitus,” “position,”
“disposition” and “position-taking.”

Another series of literature required in this work includes theoretical discus-
sions on modern art in non-Western contexts. Two major theories that with review
of concepts and terminologies have resisted the Eurocentric approaches to modern
art are theories of Postcolonialsm and Multiple Modernities. These theories have
a common emphasis on the relevance of the socio-cultural history of the countries
to the modern issues and their event as active cultural reception, rather than a
mere act of adoption and passive transferal of developments from outside. This
study applies ideas by a series of thinkers who cast doubts on generic definitions
for modernity and artistic modernism and review those terminologies both theo-
retically and stylistically in the West and non-West (e.g., Terry Smith and Bernard
Smith).®* These ideas also include works by those authors who concern the problem
of modernity and modernism particularly within the colonized regions by issuing
methodological questions, attention to the intellectual history and the role of the
middle class in non-Western regions (e.g., Iftikhar Dadi, Keith David Watenpaugh,

62 Ibid., 55-56.

63 Ibid., 61& 64 & 71.

64 Smith, Terry. “Rethinking Modernism and Modernity Now.” Filozofski vestnik, no. 2 (2014): 271-319 &
Smith, Bernard. Modernism’s History: A Study in Twentieth-Century Art and Idea. New Haven: Yale University
Press, 1998.
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Barbara Weinstein, Ricardo A. Lopez and Sanjay Joshi).®® It is attempted also to
investigate and describe the complicity of encounter of the non-West with Western
culture with such postcolonial concepts as “blind-spot” that defends the non-West-
ern modern art and values its dynamic process of formation (Homi K. Bhabha)
or “counter-hegemonic identity” discourses that emphasize on the discursive con-
struction of the self in the non-Western artists in their encounter with the West
(Gayatri Chakravorty Spivak).®® Additionally, this study investigates ideas that point
to the possibility of the multiple modernities based on socio-cultural and multilat-
eral entanglements in works by such authors as Peter Burke, Michael Werner and
Benedicte Zimmermann.®’ In fact, the major attempt by these authors is to question
the legitimate and hegemonic terminologies that emphasize distinctive borders
between an original Western modern art and its replication in the rest of the world.
In the theoretical discussion, it has been referred to terminologies that deconstruct
such borderlines—e.g., “transculturation,” “acculturation,” “accommodation” and
“assimilation” suggested by Andre Gunder Frank, “hybridization” or “cross-pollen-
ization” by Serge Gauvin and Alexander Bailey, and “cultural métissage” by Serge
Gruzinski.®® In order to reduce the ambiguity of these terminologies, it has also
been referred to works by authors like Monica Juneja, who more precisely argues
these new terminologies in Eastern modern art as unsettling boundaries against
homogenizing globalism in a discursive way. Similarly, the theoretical chapter will
argue other authors like Franziska Koch whose idea about the regional modern
art necessitates thematization of “multi-centered” modernisms or Oartha Mitter,
Geeta Kapur and Kobena Mercer who defend it as a reshaping of the selfthood via a
growing self-conscious in local artists.*

The theoretical discussion will also inspect the studies by Iranian thinkers and
their approach to terminologies of modernity and artistic modernism in Iran. For
this series of resources, two major ideas are argued. The first idea considers an epis-

65 Dadi, Iftikhar. Modernism and the Art of Muslim South Asia. Chapel Hill: University of North Carolina
Press, 2010; Watenpaugh, Keith. Being Modern in the Middle East: Revolution, Nationalism, Colonialism, and
the Arab Middle Class. Princeton: Princeton University Press, 2006; Joshi, Sanjay. “Thinking about Modernity
from the Margins: The Making of a Middle Class in Colonial India.” In The Making of the Middle Class: Toward
a Transnational History, edited by A. Ricardo Lopez and Barbara Weinstein, 29-44. Durham: Duke Univer-
sity Press, 2012 & Lopez, Ricardo A. “Conscripts of Democracy: The Formation of Professional Middle Class
in Bogota during the 1950s and early 1960s.” In The Making of the Middle Class: Toward a Transnational His-
tory, edited by Keith David Watenpaugh, 161-95. Princeton: Princeton University Press, 2006.

66 Moore-Gilbert, Bart ]. Postcolonial Theory, Contexts, Practices, Politics. London: Verso, 1997.

67 Kaufmann, Thomas Da Costa and Michael North. “Introduction.” In Artistic and Cultural Exchanges between
Europe and Asia (1400-1900): Rethinking Markets, Workshops and Collections, edited by Michael North, 1-8.
Surrey: Ashgate Publishing Limited, 2010.

68 Kauffmann, Thomas Da Costa. “Interpreting Cultural Transfer and the Consequences of Markets and
Exchange: Reconsidering Fumi-e.” In Artistic and Cultural Exchanges between Europe and Asia (1400-1900):
Rethinking Markets, Workshops and Collections, edited by Michael North, 135-62. Surrey: Ashgate Publishing
Limited, 2010.

69 Wille, Simone. Modern Art in Pakistan: History, Tradition, Place. New Delhi: Routledge, 2015.
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temological quality for the Western modern discourse and considers its application
to Iranian art an epistemological error. The core point about this idea is emphasis
on conditions of Iranians encountering the Western civilization and their lack of
preparedness that is mentioned as loss of similar Western criticality. To some Ira-
nian thinkers like M. A. Homayoun Katouzian this loss is result of an absent rational-
ity which happens in the absence of critical thinking and autonomy of individuals
and creates a narrow understanding of the West in this encounter.”® Or, for other
thinkers like Morad Farhadpour, it is a lack of historical preparedness that creates
a “hysteric encounter” or as Dariush Shayegan names it a void which makes a “dual
thinking” or “cultural schizophrenia” and causes a pendulum movement between
untruthful fascination with the West and anti-Western inclinations.”* Therefore,
these Iranian thinkers consider an imitative and uncreative translational quality
for modern art in Iran that makes them call it rather a “quasi-modernism” than
modernism. This quasi-modernism is also argued by other authors as failure of
modernism from below (private sector), and instead, as a necessary replacement
with the authoritative modernization by the state from above (Touraj Atabaki).”
Among these thinkers, there are also authors whose rejection of Iranian modernity
or artistic modernism aroused out of the argument that there is a basic incongruity
between the Western history of art and Iranian art. Therefore, they complain that
Iranian art cannot be aligned with Euramerican modern art and any comparison
between them is an error. These authors suspect the orthodox definitions of tra-
dition and modernity in Western theories for analysis of Iranian art and consider
these concepts resulted by an Orientalist effect. Nonetheless, they as well denounce
interpretations of Iranian artistic development as modern and criticize these artis-
tic developments for their eclectic features (Aryasp Dadbeh, Iman Afsarian and
Siamak Delzendeh).”

The other major idea is less unbending toward the experience of modern art
by Iranian artists. These authors have rather a nominalist approach to modernity
with emphasis on modernization and technique but no fixed temporal, spatial and

70 Sadeghi, Mohammad. Nowsazi-ye natamam: goftogu ba mohammad ‘ali homayun katuzian [Unfinished
Modernization: An Interview with Mohammad Ali Homayoun Katouzian]. Tehran: Payan, 2013.

71 Sokhanvari, Hossein. “Honar wa rosanfekri-ye ma ta akar-e kat nemiravand: asibSenasi-ye honar wa
rosanfekri-ye irani dar goftogu-ye morad farhadpur wa saleh najafi [Our Art and Intellectualism Will Not
Reach the End: Social Pathology of Iranian Art and Intellectualism in Conversation between Morad Farhad-
pour and Saleh Najafi].” Sinama wa adabidt, no. 40 (2014): 182-91 & Haghdar, Ali Asghar. “Darius-e $ayegan
wa negah be donya-ye modernite [Dariush Shayegan and Outlook on the World of Modernity].” Nama-ye
meybod, no.1 (2001): 30-33.

72 Atabaki, Touraj, ed. The State and the Subaltern: Modernization, Society and the State in Turkey and Iran.
London: .B. Tauris, 2007.

73 Dadbeh, Aryasp. “Nistengari-ye nabekeradana [An Irrational Nihilism].” In Dar jostojii-ye zaman-e now
[In Search of the New Time], edited by Iman Afsarian, 119-40. Tehran: Herfa-honarmand, 2016; Afsarian, Iman.
“Kala-e vaz‘iyat-e aknun [The Void of Present Time].” In Dar jostojii-ye zaman-e now [In Search of the New Time],
edited by Iman Afsarian, 233-40. Tehran: Herfa-honarmand, 2016 & Delzendeh, Siamak. Tahavolat-e tasviri-ye
honar-eiran: baresi-ye enteqadi [Visual Transformations of Art in Iran: A Critical Review]. Tehran: Nazar, 2016.
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existential addresses. In other words, they agree on the encounter of Iranian art-
ists with the Western modern art based on an active mutation. This idea argues a
type of mutation which occurs through the artist’s self-reflection and, therefore, is
along with more active signification. This mutation is, in fact, a pendulum movement
between artists’ past and present with emphasis on survival and reprocessing of
the past (Roueen Pakbaz, Karim Emami and Aydin Aghdashlou).”* Therefore, the
quasi-modernism defended by this idea rather points to gradations of modernity
versus the dichotomy of modern and non-modern, and instead of assimilation, it
emphasizes on aspects of becoming modern (Masoud Kowsari).” So this idea, in
contrast to the previous one, does not deny artistic modernism in Iran, but its main
argument is to review suitability of Western theories for the study of Iranian mod-
ern art. These authors criticize a Eurocentrism which through “otheration” creates
one-modernity and one-West and employs such terminologies as “modern,” “the
Middle East,” etc., as traps of this accreditation. Or even much further, they condemn
this centrality of the West making modernity and colonialism as two sides of the
European coin (Masoud Kamali, Hamid Keshmirshekan and Hamid Dabashi).”® The
present study considers these Iranian thinkers almost in line with those theories
that are selected for its methods by non-Iranian thinkers. This is mainly because
of their attention to the dynamic moment of encounter of artists with the Western
modern art and the solution they offer for understanding this moment. The appeal-
ing argumentation of this idea is its stress on local artworks as fragments and alle-
gories that can implicate memories of their region and produce other narrations
of modernity peculiar to that region. This emphasis on narrations of modernity is
to the extent that some authors draw attention to the mutual influences between
Western and regional modernisms in approaching traditions of each other. But,
according to the predominance of Eurocentrism, adaptation to Western traditions
by non-Western artists is only considered as an anachronism (Fereshteh Daftari
and Nada Shabout).”” A solution offered by these authors, therefore, is to relate
concepts of modernity and modernism to no determinate single definition and to

74 Pakbaz, Roueen. Contemporary Iranian Painting and Sculpture. Tehran: High Council of Culture and Art:
Center for Research and Cultural Co-ordination, 1974; Emami, Karim. “Modern Persian Artists.” In Iran Faces
the Seventies, edited by Ehsan Yarshater, 349-64. New York: Praeger Publishers, 1971 & Aghdashlou, Aydin.
“Naqasi ayna-ist baztabanda-ye farhang-e mo‘aser-e iran [Painting is a Mirror Reflecting Contemporary Cul-
ture of Iran].” Honar-hd-ye tajasomi, no. 5 (1999): 60-79.

75 Kowsari, Masoud. “Modernite, jame‘a wa honar dar iran [Modernity, Society and Art in Iran].” wHerfa-
honarmand, no. 18 (2006): 150-55.

76 Kamali, Masoud. Multiple Modernities, Civil Society and Islam: The Case of Iran and Turkey. Liverpool:
Liverpool University Press, 2006; Keshmirshekan, Hamid, ed. Contemporary Art from the Middle East: Regio-
nal Interactions with Global Art Discourses. London: 1.B. Tauris, 2015 & Dabashi, Hamid. Iran: A People
Interrupted. New York: New Press, 2007.

77 Daftari, Fereshteh. The Influence of Persian Art on Gauguin, Matisse, and Kandinsky. New York: Garland,
1991 and Shabout, Nada. “The Challenge of Arab Modern Art.” In The Future of Tradition— The Tradition of
Future, edited by Chris Dercon, Leon Krempel and Avinoam Shalem, 43-49. Miinchen: Prestel, 2010. Exhibi-
tion catalogue, Miinchen, Winter, 2010-2011.
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study them as experiences peculiar to their certain time and place of occurrence.
In addition to theories of Postcolonialsm and Multiple Modernities that support a
plural approach to the experience of modernity, these authors also point to appli-
cability of social theories for understanding the mutual relations between coun-
tries in these developments (Kamran Matin).”® There are Iranian thinkers whose
ideas can be placed somewhere between these two major ideas. Javad Tabatabai,
for instance, has developed the theory of Iran’s Declination. He condemns Iranian
modernity to failure due to its sudden “rupture” with tradition (or a continuity after
rupture) instead of a rupture in the course of evolution as in the West (or a rupture
after continuity). But at the same time, Tabatabai’s solution to break free with this
situation is to approach the Western theoretical systems using a creative and pre-
carious method. This method, in fact, refers to active (not selective) manipulation
of Western theories by local thinkers through review of Western concepts and their
critical thematization.”

In the following paragraphs, those resources are reviewed that relate to the
contexts and terms of institutionalization of modern art in Iran by artists and their
cultural contribution via the first private associations and galleries. The necessity
of this series of resources is according to the theoretical discussions adopted: An
understanding of modern art in Iran (or the region) relies on understanding Ira-
nian intellectual history and scrutinization in the modern art practices introduced
by Iranian artists. For this aim, one is required to aggrandize the regional pecu-
liarities of these works (i.e., idiosyncratic styles upon discursive articulations of
the Western modern styles) and artists’ frameworks (i.e., institutions, groups and
networkings with intellectual and literary circles). This creates a difficult aspect
of the data collection. These difficulties are described at the same time that the
existing studies are reviewed: First, there is a considerable gap of analytical and
critical work entering the subject of the first private art institutions and the role
that these centers have played in promotion of the modern art in Iran. The most
prominent works done in this area come from two main resources. One includes
a series of articles with a historical approach and provides information on found-
ers and chronological data about exhibitions and programs of the most renowned
cultural and commercial galleries in pre-Islamic Revolution era (Dariush Kiaras).??
Another series of resources includes books either written by the gallery owners
or association members, or interviews which reviewed the activities of their insti-

78 Matin, Kamran. Recasting Iranian Modernity: International Relation and Social Change. New York: Rout-
ledge, 2013.

79 Tabatabai, Javad. Tamoli darbara-ye iran: dibaca-i bar nazarya-ye enhetat-e iran [A Thought on Iran: An
Introduction to Iran’s Declination Theory]. Tehran: Minu-ye kerad, 2016.

80 Tarikca-ye galeri-ha-ye tehran [“History of the Galleries of Tehran”] is the title of a series of articles
about public and private art galleries in Tehran during 1940s-1970s (about 24 galleries) by Dariush Kiaras
in Tandis visual arts biweekly. The magazine published these articles in Issues 191-238 (2011-2012).
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tutes. Although these books are mainly written as introductions to the associations
and galleries, they sometimes contain valuable analyses about the significance of
these centers in the promotion of Iranian modern art and they provide firsthand
pictures of artists, exhibition posters, catalogues and other publications.?* None-
theless, complementary sources are required to prepare the ground for a more
analytical and critical discussion. The most crucial venues are the public and pri-
vate archives.®? These archives provide different unattended documents containing
important information about the contexts and terms of collective works by modern
artists in their associations and galleries. These documents can be classified as:
1. Special publications by associations and galleries in forms of magazines, state-
ments, catalogues, etc.?® 2. Articles, reviews and interviews with artists that were
simultaneously published in other newspapers and periodicals about exhibitions
and activities of these associations and galleries.®* 3. Published books by founders
or members of the associations and galleries on their works.®® 4. Audio and visual
resources in forms of films, interviews, talks and photographs about artists and
their private institutes.® 5. Works of art at public and private collections—private

81 Pakbaz, Roueen, and Hasan Morizinejad. Taldar-e qandriz: tajroba-i dar ‘arZa-ye ejtemd‘i-ye honar [Hall
of Qandriz: An Experience in Social Presentation of Art]. Tehran: Herfa-honarmand, 2016; Pakbaz, Roueen.
Talar-e iran [Hall of Iran]. Tehran: Ministry of Culture and Art, 1976; Tanavoli, Parviz. Atolia kabud: katerdat-e
parviz tanavoli [Atelier Kabud: Memories of Parviz Tanavoli]. Tehran: Bongah, 2015; Saher, Hamid. Ata$ dar
del-e tariki [The Fire at the Heart of Darkness]. Tehran: Donya-ye now, 2014 & Hariri, Naser. Darbara-ye honar
wa adabiyat: goft wa Sonudi ba ma‘suma seyhun [About Art and Literature: An Interview with Masoumeh
Seyhoun]. Babol: Avisan, 2002.

82 The main public archives visited for the purpose of this research are the National Library and Archives
Organization of Iran; Islamic Consultative Assembly Library, Museum and Documentation Center; Central
Library and Center for Documents and Resource of Tehran University; Central Library and Center for Docu-
ments of Tehran’s University of Art; Tehran Museum of Contemporary Art (TMOCA); Library and Archives of
Institute for Iranian Contemporary Historical Studies; Islamic Revolution Documents Center; Malek National
Library and Museum Institution; Archives and Museum of Golestan Palace; Archives of Islamic Republic of
Iran Broadcasting & Archives and Library of Congress.

83 A complete edition of periodicals and publications of main associations and galleries discussed in this
research are found in National Library and Archives Organization of Iran and Islamic Consultative Assem-
bly Library, Museum and Documentation Center. The most important examples are the Fighting Cock Asso-
ciation’s three-series magazine (1948-1979) and the association’s manifesto Nightingale’s Butcher (1951).
84 Since there has been not enough work done on collecting these documents, it is therefore necessary
to have access to entire issues of newspapers and periodicals that reflected news about activities of the
first associations and galleries. Three main archives that provide a complete access to these documents are
Islamic Revolution Documents Center; National Library and Archives Organization of Iran and Islamic Con-
sultative Assembly Library, Museum and Documentation Center.

85 According to the private publication and limited edition of many of these books, there is a rare and
restricted accessibility to them. As a result, in addition to a combination of the public archives, also it is
essential to have access to private archives of individuals and collections of artists (or their families). For
instance, the published format of theory of Fighting Cock Association by Jalil Ziapour (main founder of the
association) exists in the private collection of Ziapour’s family (Mahsha Ziapour).

86 The audio-visual documents applied to this research were mainly interviews and documentary mov-
ies about founders of associations and galleries. These documents can be found either in public archives
such as Audio-Visual Archives of Islamic Republic of Iran Broadcasting or in private collections. Also, the
audio-visual departments of public archives retain pictures in relation with exhibition activities of these
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collections are particularly noteworthy due to their unpublished or unexhibited
works, memories, manuscripts and photos.?”

Another principal method that can help filling the unwritten history of the first
associations and galleries is interview. In this work, 15 in-person interviews are
made. These interviews include 5 target groups: 1. Founders or members of art asso-
ciations and galleries such as a founding member of Talar-e iran [Hall of Iran] in 1964
(anonym), Gholamhossein Nami (a founding member of Gruh-e honarmandan-e
azad [Independent Artists Group] in 1974), Bijan Basiri (painter and director of
private art gallery of Sahr [Shahr] in 1976) and Hamid Saher (sculptor and direc-
tor of the public art gallery of Takt-e jamsid [Takht Jamshid] in 1977). 2. Critics who
simultaneously wrote reviews on exhibitions and activities of the associations and
galleries such as Aydin Aghdashlou (painter and critic at Andisa-ye now magazine
(1954)) and Iran Darroudi (painter and critic at Talds magazine (1966)). 3. First pri-
vate purchasers and collectors of the modern works (Ali Ladjevardi).®® 4. Families
of main founders and affiliates of the first association and gallery; i.e., Jalil Ziapour,
Gholamhossein Gharib, Morteza Hannaneh and Manouchehr Sheibani (Fighting
Cock Association) and Mahmoud Javadipour and Hossein Kazemi (Apadana Gal-
lery). 5. Experts and researchers whose studies include first associations and gal-
leries such as Javad Mojabi, Sheis Yahyaie, Mohsen Shahrnazdar and Dariush Kiaras.

The second considerable gap in studies approaching the subject of modern art
in Iran is a lack of adequate attention to the contextual factors of the artistic devel-
opments. There have not been many works in which the influence of political, intel-
lectual and socio-economic grounds during the 1940s-1970s are adequately dis-
cussed. The necessity of attending to these grounds becomes obvious according

centers; e.g,, photos, posters, catalogues and invitation cards. These documents are mainly found in Library
and Archives of Institute for Iranian Contemporary Historical Studies; Central Library and Center for Docu-
ments and Resource of Tehran University; Central Library and Center for Documents of Tehran’s University
of Art and National Library and Archives Organization of Iran.

87 Apartofthe pictures used in this research are photographed from Tehran Museum of Contemporary Art
(TMOCA), Malek National Library and Museum Institution, Golestan Palace, Negarestan Museum, Sa’adabad
Palace and Museum, etc. Nonetheless, it should be noted that a considerable number of works (specially
those that were never displayed or the unpublished materials like artists’ personal memoirs, manuscripts
and photos) are held in private collections. In this study, the private collections of Mahmoud Javadipour
(a founding member of Apadana the first private art gallery) and private collection of Jalil Ziapour (a found-
ing member of Fighting Cock first private art association) should be mentioned. Mahmoud Javadipour’s col-
lection is held by his wife Nezhat Amirkafi at artist’s atelier and house in Tehran or by his daughter Newsha
Djavadipour at her house in Munich. Jalil Ziapour’s collection is held by his wife Shahin Saber Tehrani and
his daughter Mahsha Ziapour at artist’s house in Tehran.

88 The Ladjevardis were one of the first Iranian entrepreneurs that began their work in 1951 in the indus-
trial field. Although the family pioneered large-scale purchase of works by Iranian modern artists since 1973,
this was merely done to decorate the headquarters of their renowned company Gruh-e san’ati-ye behsahr
[Behshahr Industrial Group] and it lacked any purpose of investment or art collection. The company was
inspired for the idea of purchase and display of art works at its office buildings by David Rockefeller and
the American Chase Bank’s similar experience. [Ladjevardi, Ali (chief art purchasing officer at Behshahr
Industrial Group), in discussion with the author, January 16, 2017.]
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to the historical changes that they underwent during this time. For instance, the
national modernization plans of the Iranian state, which were supposed to be fol-
lowed within fields of art and culture, enjoyed five series of Economic Plans by the
regime (1946-1978) and filled up these fields with financial supports. The social
context also underwent formation of a middle class from which the modern artists
aroused. This new middle class grew gradually with the ideas of reform through
modern education and increasing contacts with the West since the late 19th century.
With the turn of the 20th century, this class became the main arm of state’s bureau-
cratic modernization or, more independently, exercised its own power through
developing intellectual circles in politics, arts and literature.

For the significant effect of these grounds on Iranian modern art, Chapter 3 is
allocated to a contextual study of them. The main researches applied in studying the
contexts are selected from various fields relating to each context. That is, in addi-
tion to those studies that directly address contexts of art and cultural developments
in Iran, there will be a review over those resources that specially study political,
intellectual and socio-economic grounds in Iran during 1940s-1970s. The authors
who directly argue contexts of artistic developments in Iran, do so by approaching
artistic subjects with sociological, art historical, philosophical and critical points
of view (Hamid Keshmirshekan, Javad Mojabi, Hossein Amirsadeghi, Morad Saqafi,
Morad Farhadpour and Saleh Najafi).?* For some other authors, they refer to the
contexts while discussing the state’s national modernization policies in fields of
art and culture during this period (Talinn Grigor, Bianca Devos, Christoph Werner,
Mina Marefat and Afshin Marashi).?® The books that examine each context sepa-
rately are mainly resources in the field of politics that study the role of the state in

89 Keshmirshekan, Hamid, ed. Contemporary Art from the Middle East: Regional Interactions with Global Art
Discourses. London: I.B. Tauris, 2015; Keshmirshekan, Hamid. Honar-e mo‘aser-e iran: risa-ha wa nazargah-
ha-ye nowin [Iranian Contemporary Art: New Roots and Perspectives]. Tehran: Nazar, 2015; Amirsadeghi,
Hossein, ed. Different Sames: New Perspectives in Contemporary Iranian Art. London: Thames and Hud-
son, 2009; Mojabi, Javad. Nawad sal nowawari dar honar-e iran [Ninety Years of Innovation in Iranian Art].
Tehran: Peykara, 2016; Mojabi, Javad. Pi§gaman-e naqasi-ye mo‘dser-e iran: nasl-e aval [Pioneers of Contem-
porary Persian Painting: First Generation]. Translated by Karim Emami. Tehran: honar-e iran, 1997; Mojabi,
Javad. Saramadan-e honar-e now [Masters of Modern Art]. Tehran: Behnegar, 2014; Saqafi, Morad. “Sahr wa
‘arza-ye ejtema‘i-ye e honar: negahi be tajroba-ye talar-e qandriz [City and Social Presentation of Art: A
Review of the Experience of Hall of Qandriz].” Goftogu, no. 13 (1996): 37-53 & Sokhanvari, Hossein. “Honar
wa roSanfekri-ye ma ta akar-e kat nemiravand: asibSenasi-ye honar wa rosanfekri-ye irani dar goftogu-ye
morad farhadpur wa saleh najafi [Our Art and Intellectualism Will Not Reach the End: Social Pathology of
Iranian Art and Intellectualism in Conversation between Morad Farhadpour and Saleh Najafi].” Sinama wa
adabiat, no. 40 (2014): 182-91.

90 Grigor, Talinn. Building Iran: Modernism, Architecture, and National Heritage under the Pahlavi Mon-
archs. New York: Pariscope, 2009; Devos, Bianca, and Christoph Werner, ed. Culture and Cultural Politics
under Reza Shah: The Pahlavi State, New Bourgeoisie and the Creation of a Modern Society in Iran. Lon-
don: Routledge, 2014; Marefat, Mina. “The Protagonists who Shaped Modern Tehran.” In Téhéran Capitale
Bicentenaire, edited by C. Adle et B. Hourcade, 95-125. Paris-Tehran: Institut Francais de Recherche en Iran,
1992 & Marashi, Afshin. Nationalizing Iran: Culture, Power, and the State1870-1940s. Seattle: University of
Washington, 2008.
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promoting a nationalistic discourse and its interaction in art and cultural policies.
In other words, the national modernizing plans of the Pahlavi regime heavily affected
positions, dispositions and position-takings by artists within these fields (Nikki R.
Keddie, M. A. Homayoun Katouzian, Yann Richard and Firoozeh Kashani-Sabet).!
The main targets of resources on intellectual contexts are independent literary
and political circles of intellectuals who reacted against, or independent from, the
state and pursued their own understanding of modernism and nationalism. The
significance of intellectual context is due to the interactivity of artists with these
literary and political intellectuals. Therefore, reviewing the works on new liter-
ary and intellectual movements in Iran should be considered a crucial source of
data (Javad Tabatabai, Babak Ahmadi, Ali Mirsepassi, Mehrzad Boroujerdi, Negin
Nabavi, Hasan Mirabedini and Shams Langeroudi).” The most useful resources on
socio-economic grounds are those that precisely follow these developments along
with factors of political and intellectual effects. In other words, this study surveys
the socio-economic contexts based on those works that examine these two grounds
for their influence on formation of new social structures and emergence of the mid-
dle class. Economic measures by the government and their influence on the new
disposition of the middle class comprise the central focus of these studies. The
relevance of these grounds to the institutionalization of the modern art is due to
this emerging middle class. This social class (modern artists also arising from this
class) mainly concerns topics of modernity and modernism due to its financial and
intellectual competence (Ervand Abrahamian, M. A. Homayoun Katouzian, Touraj
Atabaki and Amin Saikal).”

91 Keddie, Nikki R., and Rudi Matthee, ed. Iran and the Surrounding World: Interaction in Culture and
Cultural Politics. Seattle: University of Washington Press, 2002; Katouzian, Homa. The Persians: Ancient, Medi-
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2 Theoretical Considerations

This chapter has a theoretical emphasis on a methodological approach to the sub-
ject of modern art in general or, more specifically, to the artistic modernism in
non-Western contexts. The emphasis on a methodological study is due to a pre-
vailing ambiguity toward the way modern art from these non-Western regions is
defined and, as a result, its effect on understanding of the works by local artists.
For the case of this study, for instance, there is a mainstream of scholars who basi-
cally contest the possibility of modern art in Iran, or, atleast, they find it difficult to
define the “non-Western modern art” based on Western theoretical conducts. This
is notwithstanding the fact that being said, there are other scholars who emphasize
on a refreshment of the unique perspectives in understanding and interpretations
brought to modern art from contexts other than the West. This book acts upon two
closely interdependent axes: first, the definition of modern art for the non-West-
ern regions, and second, practices applied by artists for the institutionalization of
modern art. It has been attempted to show how these two axes complement each
other within the context of modern art and around Iran.

For these axes of focus, two theories are applied predominantly: first, the theo-
retical commentaries that assume a necessity for a refreshed approach to canon-
ical concepts of modernity and modernism. By using these theories, one actually
defends an understanding of modern art that is based on analysis of the very intel-
lectual and cultural history and modern artistic practices of each region from with-
in.! Second, this study will draw upon ideas that consider the institutionalization of
modern art, its procedures and practices. The theories used, therefore, are differ-
entiated in two ways; first, Non-Western Modern Art: Terminology and Definitional
Attributes, and second: Cultural Privatization and Domination of the Dominated.
After that, there will be an analysis of both theories in their relation to: Iranian
Modern Art and Domination of Modern Artists. Above all, this chapter begins with
controversies that exist among Iranian scholars regarding their approach to mod-
ernartin Iran. This prelude is necessary to explain to build a discussion with atten-
tion to these controversies and how this work defends its argument according to
the two theoretical axes discussed.

In a general overview, two types of ideas are predominant among Iranian schol-
ars. First, there are those who generally consider epistemological and existential
prerequisites for the “modern” project. The advocates of this idea share similar
arguments based on dichotomy of the West (as in the center) and the rest (in the
periphery). They regard the absence of Western rationality in the Iranian intellect

1 Dadi, Modernism and the Art of Muslim, 3.
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as a historical prerequisite. This loss is referred to as an absent rationality? in the
absence of critical thinking and autonomous individuality and, as a result, creates a
narrow understanding of Western civilizations. The significance of this hypothesis
is to the extent that some argue it as the main reason for the failure of moderniza-
tion from below.? Or, contrarily, some scholars confirm this failure by supporting the
necessity of its replacement with an authoritative modernization from above.* Many
feel there was a lack of historical preparedness in authoritative modernization of
Iranian modern art, resulting in it often being referred to as “quasi-modernism.”
For many of these thinkers, artistic modernism in Iran was not original, and with-
outits origin it could not reach beyond a mere imitation of the Western heritage; it
was based only on repetition and uncreative translation. According to Morad Far-
hadpour, a critic and philosopher, the originality of Western modernism basically
appears in a cleavage within historical movements that paved the way for creativity
and ability. But since Iranian art had lost its historical connection with tradition,
this cleavage could never happen and Iranian modernism was not only superficial,
but also deceitful.® For some other thinkers, only the politico-intellectual forces
could benefit the modernization during Iran’s Constitutional Revolution (1905-1911)
and the modernization process in Iran was a political project being grounded on an
epistemological void. As they allege, this distorted prospect to the West provoked
a pendulum swing between untruthful fascination with the West on one extreme
and anti-Western inclinations on the other.” Other thinkers also approve of such
void as a historical destiny® within which non-Western civilizations have delayed
adapting themselves to the world. They describe this situation as a “dual thinking’
or “cultural schizophrenia” that occurred upon a split between Western moder-
nity and Eastern civilizations. These critical perspectives accuse Iranian modern
art of being a simplified replica of Western modern art that gradually depleted Ira-
nian art of its own peculiarities and uniqueness. Many of these peculiarities, they
contend, cannot be aligned with those of Euramerican modern art and, therefore,

]

2 Sadeghi, Nosazi-ye natamam [Unfinished Modernization], 12.

3 Modernization “from below” refers to the autonomous movements by various social groups and
sectors—not classes—that led to Iranian Constitutional Revolution in the early 2oth century. Lack of socio-
intellectual, economic and political preparedness of the country are the main reasons to revolution’s failure
in its main goals (except for rule of law); i.e opposition to monarchy, formation of a national government and
social freedoms, etc. [Shahrokh Meskoub, “Dalayel-e Sekast-e masSruta [Reasons to Failure of Constitutional
Revolution],” Donya-ye eqtesadi, September 28, 2017.]

4 Atabaki, introduction to The State and the Subaltern, Xiv.

5 Sadeghi, Nosazi-ye natamam [Unfinished Modernization], 17.

6 Sokhanvari, “Honar wa roSanfekri-ye ma [Our Art and Intellectualism],” 182.

7 Haghdar, “Darius-e Sayegan [Dariush Shayegan],” 30.

8 Ibid,, 31.

9 Dariush Shayegan, the Iranian cultural theorist and philosopher, coined the terms “dual thinking” or
“cultural schizophrenia.” Nevertheless, in his later discussion on the idea of cultural duality, he changes
his approach toward a socio-cultural pluralism that is instead affected by discussions of globalization and
cross-cultures.
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they should not even be compared to the Western history of art.'° Basically, these
thinkers consider such comparisons incongruous; they criticize the act of attribut-
ing Western concepts, such as “tradition,” to Iranian art. As they argue, tradition can
only be defined together and within Western modernity, whereas, for the Iranian
artists, there has never been this polemical way of thinking. These thinkers consider
it a conceptual crisis and argue that the usage of concepts such as tradition and
modernity for non-Western cultures is the Orientalist effect.! For these thinkers,
the question of tradition and modernity in Iranian modern art should not even be
asked. Put simply, because Iranians never experienced that necessary individualism,
therefore their conception of modern art was an eclectic one. Such eclecticism was
not but anachronism or timelessness. That is, the ideologized intellectuals selected
something from their historical concerns, and due to lack of a historical continuity,
they postponed their answers for the future.!? Therefore, application of the West-
ern modern discourse, as the main discourse of the episteme, is an epistemological
error for a correct analysis of the Iranian art. It is this belief that some views assume
no necessity for defining modernism for Iranian art and consider it something to
be done independently from Western theories.!?

The second type of ideas belongs to those thinkers who consider the encounter
of Iranian art with the West afforded via a process of “transmutation.”'* Although
transmutation forms the major argument by these thinkers, this concept lingers
between both groups of thinkers. That is, for those who defend prerequisites for
the modern project, transmutation results from “mere reception and mimicry”?*® or
“without self-reflection.”'® But for those who discuss transmutation positively, this
term implies a more active signification and conveys a pendulum swing between
past and present with the emphasis on survival and reprocessing of the past.'” In
fact, these thinkers seem to have a nominalist approach to modernity, along with

10 Aryasp Dadbeh, “riih-e zaman wa rih-e honar-e qajar [The Zeitgeist and the Spirit of the Qajar Art],” in
Dar jostoji-ye zaman-e now [In Search of the New Time], ed. Iman Afsarian (Tehran: Herfa-honarmand, 2016),
40.

11 Dadbeh, “Nistengari-ye nabekeradana [An Irrational Nihilism],” 135.

12 Aryasp Dadbeh, “Tavahom [Delusion],” in Dar jostojii-ye zaman-e now [In Search of the New Time], ed.
Iman Afsarian (Tehran: Herfa-honarmand, 2016), 153-54.

13 Delzendeh, Tahavolat-e tasviri [Visual Transformations], 416.

14 Aydin Aghdashlou and Roueen Pakbaz are among Iranian critics who significantly apply the term “trans-
mutation” as an incontestable change for recent developments in Iranian art. For Aghdashlou, although
transmutation provided Iranian artists more freedom, he blames its imitative qualities. Pakbaz also sees
transmutation as an ideological effect that occurred with no correct comprehension of Western modern
art, nevertheless, he agrees on the active role of Iranian artists for sustaining the quality of originality in
their works. [See: Aghdashlou, Aydin. “Naqasi ayna-ist baztabanda-ye farhang-e mo‘aser-e iran [Painting
is a Mirror Reflecting Contemporary Culture of Iran].” Honar-ha-ye tajasomi, no. 5 (1999): 60-79 & Pakbaz,
Roueen. Contemporary Iranian Painting and Sculpture. Tehran: High Council of Culture and Art: Center for
Research and Cultural Co-ordination, 1974.)

15 Aghdashlou, Naqasi ayna-ist baztabanda [Painting is a Mirror Reflecting], 64.

16 Roueen Pakbaz, “Nim garn naqasi-ye now [Half a Century of Modern Painting],” Jam-e jam, July 11, 2001.
17 Emami, “Modern Persian Artists,” 349.
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particular emphasis on modernization and technique, without considering fixed
temporal, spatial and existential issues. One significant argument by them is to
define gradations of modernity versus dichotomous notions. Although they might
still apply the term quasi-modernism, the dichotomy of modern or non-modern
is refused by them. The quasi-modernism, as they put it, should not convey that
there is a prototype for modernism and others try to assimilate it; instead, it refers
to aspects of becoming modern.*® So clearly, these thinkers do not deny the occur-
rence of modernity and artistic modernism in Iran, but their main argument is that
Western classical theories are not suitable for the study of other modernities. They
criticize Euro-centrism or universality of Europe and consider it as a general cate-
gory, which intends through “otheration” to create one-modernity and one-West."’
In fact, acclaiming universality presumes mere authorization and accreditation of
Euramerica’s legitimacy for overshadowing art from other regions. The intensity
of these objections is to the extent that their proponents also consider expressions
such as “art history” (modern, contemporary, the Middle East, etc.) as traps for this
accreditation.?’ These proponents even go further and announce modernity and
colonialism as two sides of the European coin: “[...] we become modernized and col-
onized at one and the same time.”?! Therefore, they stress on a dynamic moment of
encounter between the West and the rest, especially for the colonial regions known
as the Middle East. They argue that this moment should be aggrandized, and by
doing so, one should pay direct attention to the artworks as fragments, ruins and
allegories that implicate traumatic memories of other regions.?? So clearly, this is
a stress not with regards to limiting the definition of modernity to the West, but
within histories of colonialism that consider other narratives of modernity (with
Iranian modernity as one).??

To follow the ideas that criticize modernism as mere aesthetics of modernity in
the discourse of Western history, there is a strong hypothesis that defends mutual
influences for both Western and non-Western modernisms. This mutuality should,
in fact, be studied according to the approach that Western and non-Western mod-
ernisms show to their traditions. Nevertheless, based on the Eurocentrism of art
history, such a mutual approach is considered as a mere anachronism for other
regions than Europe. According to thinkers who support the idea of mutual influ-
ences, the innovative reaction of Western modern artists in their encounter with
Eastern (or Persian) arts has been left overlooked or studied merely in terms of an

18 Kowsari, “Modernite, jame‘a wa honar [Modernity, Society and Art],” 151.

19 Kamali, Multiple Modernities, Civil Society and Islam, 2.

20 Keshmirshekan, Contemporary Art from the Middle East, 3.

21 Dabashi, Iran: A People Interrupted, 46.

22 Keshmirshekan, Contemporary Art from the Middle East, 4.

23 The idea of “Iranian modernity” has turned into an arguable topic among Iranian thinkers, still none
of their narrations could have been able to solve the controversy over the tradition-modernity dichotomy.
[Delzendeh, Tahavolat-e tasviri [Visual Transformations], 426.]
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Orientalist approach to these regional arts. The theoretical works by theorists like
Edward Said have argued this gap was influenced by colonial interests, but more
investigation is necessary regarding the field of visual arts.?* Similar discussions
theoretically reject the historicity of modernism in Europe and consider it affected
by identity politics. This identity politics is willing to overlook non-Western artists’
fascination with Western art as a form of an Occidentalism similar to Orientalists
viewed the Orient and, as a result, exerts an unequal power that allows Western art-
ists’ adaptation and philosophical reformulations of Islamic (or Eastern) aesthetics
passing without commentary.?® The main defense of these thinkers, as discussed, is
to contend that there is no common definition for modernity, and although it has
quintessential similarities, which appear through experience, these experiences
vary depending on their time and place. Their argument is rather to apply other
theories, which support a plurality for modernity such as Postcolonialsm and Multi-
ple Modernities or, in general, a social theory that solves this problem by emphasis
on international relations.?¢

Another type of ideas, which this study calls the third type, sits in borders of the
two above-mentioned ideas and actually, a number of thinkers already discussed
for both are inspired in their argumentations by this third category. Mainly issued
by Iranian thinker Javad Tabatabali, this category of ideas describes the failure of
Iranian modernity due to two extremist inclinations; i.e., imitating either the local
tradition or Western modernity. Similar to the arguments in the first type of ideas
that consider a cleavage with the historical past, Tabatabai also refers to failure of
Iranian modernity for its “rupture” with tradition. This rupture, in contrast to West-
ern modernity that occurs in following a gradual continuity in tradition (rupture
after continuity), has occurred abruptly and without a process (continuity after rup-
ture) in Iran.?” In other words, the main discussion is that the Western modernity
was shaped out of a slow evolution in concept of tradition, but Iranian traditional
intellect had lost its influence even long before emergence of Iranian modernity.
Tabatabai’s solution to drop out of the current condition is where the present study
finds more affinity with the thinkers from the second type of ideas. That is, he sug-
gests application of Western theoretical systems to local system of intellect but in
a creative and precarious method. In other words, attainment and understanding
of a local modernity is only possible via active manipulation of Western methods.
This manipulation occurs adaptively, not selectively, by local thinkers and should
be based on critical review and thematization of principal concepts (e.g., moder-
nity and tradition).

24 Daftari, The Influence of Persian Art, 2.

25 Shabout, “The Challenge of Arab Modern Art,” 45 & 47.

26 Matin, Recasting Iranian Modernity, 3.

27 Javad Tabatabai, “Tamoli darbara-ye iran [A Thought on Iran],” Naged, no. 2 (2004): 45.
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2.1 Non-Western Modern Art: Terminology and
Definitional Attributes

The mainstream views on modern art among Iranian scholars and its controversial
condition make it necessary to begin with an argument on definition of modern art
in non-Western contexts. Both the approaches discussed above are considerable,
yet they need special attention in order not to be interpreted as generic and broad.
There are scholars who insist on the renewal of fundamentalist terminologies. A
large part of the criticisms issued are fed upon institutional and social contexts
in which art and history give way to possibility of modernities and modernisms.
Attention to humanitarian thought and action from a non-Western perspective will
open the space for histories which will carry along controlling factors such as race,
gender, regionalism and so forth to form national identities and modernities. Two
main theories that have strongly resisted the Eurocentric approach for terminolog-
ical definitions are Postcolonialsm and Multiple Modernities. At the heart of these
theories, there is an emphasis on both artistic and cultural history of developments;
an emphasis on the relevance of the socio-cultural history to the modern issues
and their occurrence as active cultural reception than a mere act of adoption and
passive transferal of developments from outside.

There is a range of thinkers who have cast doubts on generic definitions and
have highlighted ways of reviewing them. Among them, some have studied the sty-
listic changes of modern art in both West and non-West whereas others have con-
cerned the problem of modernity and modernism in particular within the colonized
regions, and have called attention to questions of methodology and intellectual his-
tory of these regions with attention to the significant role of the middle class. There
are also postcolonial theorizers and those who in following postcolonial studies
point to the possibility of multiple modernities based on socio-cultural and mul-
tilateral entanglements. For the purpose of this survey, studies are reviewed by
which the legitimate and hegemonic dichotomy of modern or non-modern loses
luster, and instead, are replaced by other defining terminologies. But the theoret-
ical discussion of present study still does not side with qualities of many of these
new terminologies since they can be too ambiguous.?® Instead, it sides with what
Monica Juneja describes in her introduction to Modern Art in Pakistan; “unsettling
boundaries which position locality as resistance to an equally stereotypical homog-
enizing globalism,” or where she again emphasizes “a historical awareness of the
local means viewing the site both as space to enact aesthetic practice and as a dis-

28 For instance, the “cultural globalization” for non-Western modernities or such terminologies as “trans-
culturation,” “acculturation,” “accommodation” and “assimilation” suggested by authors like Andre Gunder
Frank or hybridication and “cross-pollenization” by Serge Gauvin and Alexander Bailey, and “cultural métis-
sage” as cultural globalization by Serge Gruzinski. [Kauffmann, “Interpreting Cultural Transfer,” 139-40.]
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cursive field, an enabling position that opens the way for self-reflexive agency.”* In
fact, authors like Juneja who are after thematization of “multi-centered” modern-
isms, or likewise those who discuss these developments as the colonial reshaping
of selfhood via a growing self-conscience, are among thinkers whose attention to
the local and geographical capacities of these changes can provide us with more
nuanced tools of analysis.*

In searching out alternative definitions for concepts of modernism and moder-
nity, the ideas of Terry Smith, Australian art historian, due to their emphatic revisit
of these concepts are noteworthy. Quoting the anthropologist Michel-Rolph Trouil-
lot, Smith considers modernity as a murky term that belongs to a family of words
one may label “North Atlantic universals”; i.e. a term by which one projects North
Atlantic experience on a universal scale. Seemingly, Trouillot argues that descriptive
terms as such also carry “visions of the world,” preferred ones, offered seductively,
as if they were natural, and simply rational: “[...] chunks of human history that have
become historical standards. But belonging to that class does not depend on a fixed
meaning [...]. It is a matter of struggle and context about and around these univer-
sals and the world they claim to describe.”*! In fact, Trouillot sees this the very same
critique used for terms like “the West” which is “always fiction, an exercise in global
legitimation”: “[...] the projection of the North Atlantic as the sole legitimate site
for the universal, the default category, the unmarked —so to speak—of all human
possibilities [...]. As in all default categories, the West as the universal unmarked
operates only in opposition that it marks. [...] in its most common deployments as
a North Atlantic universal, modernity disguises and misconstrues the many ‘Other’
that it creates. A critical assessment of modernity must start with the revelation of
its hidden faces.”*? Smith holds the same idea for concepts such as East, America,
Asia, East or central Europe, the Middle East, Latin America and argues that: “Any
revisiting of modernism, any mapping of multiple modernities in the arts or any
other sphere must account for the operations of this double-dealing structures,
must track the activities of its agents on both sides of the divide that it constantly
recreates, and probe its weakness for spaces in which to exercise autonomy.”** Also
he criticizes this claim that the world, as history will do, continues to modernize
itself based on modernist imperatives and argues that these views are redundant
and entail naivety.

According to Smith, if one understands modernism to be the most definitive set
of responses within the arts to modernity, therefore modernity should be under-
stood as the confluence of social, economic and political forces that definitively

29 Wille, Modern Art in Pakistan, Xiv.

30 Similar notions are found in studies by Partha Mitter, Geeta Kapur and Kobena Mercer.
31 Smith, “Rethinking Modernism,” 287.

32 Ibid., 287-88.

33 Ibid.
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shaped the experience of modern life. At the same time, he disapproves of attrib-
uting accurate dates to particular fields of practices such as history of thoughts and
art making, and similar to periodizing of modernity and modernism, he finds them
both contentious acts. The reason for this is that the occurrence of these responses
is uneven in time and space and they are not necessarily connected points. Also,
for each situation these responses were operated distinctively, therefore every-
thing about their comparability can be controversial.** The modernity which he is
talking about is based on non-capitalist social formations—not-modern at their
core—that took shape within a condition under modernization and as a response
to it. These formations were social organizations in Asia and Africa and their mod-
ernizing ways shared some but not necessarily all characteristics of Western cap-
italism: “All of these formations, not only those definitive in Euramerica, were the
base—the actual material, physic, social, cultural and political conditions—that
shaped the superstructural —ideational, rhetorical, discursive—domains within
which modernism influenced the basic relations between people in society, how
they used their tools, how they saw their surroundings, including each other.”*®
Therefore, Smith sees it crucial to notice that definition of modernity as a term
deals rather with cultural condition in which absolute necessity of innovation
becomes a primary fact of life, work and thought. It is not bound to a state of being
modern or the position between old and new, but the accumulation of the very
impact of modernization on individuals. So the sense of being modern is much more
active, engaged and widespread than occasional and circumstantial occurrences,
and as a dynamic process happens within society as it is undergoing modernization:
“Itis an unfolding of active processes, of changes in all spheres, away from accepted
traditions, customary conventions and current practices toward imaginary, often
utopian, futures. It is experienced as a constant encounter with the new as a set of
challenges and thus demands a reorientation of our sense of self around the pre-
sumption that change is the inevitable result of the functioning of forces outside of
ourselves, is largely unpredictable and yet may be influenced, to some degree, by
individual belief and action [...]. Modernity is living in, and with, perpetual flux.”3
Based on this definition of modernity, its effect on the arts is observed in inven-
tions and artistic strategies essentially connected to forces of social modernity. In
fact, this view of modernity and modernism cuts off any crucial dependencies of
non-European modern art on what historically has been signaled as primitive oth-
erness.?” The local artists adopt, adapt and often transform the elements that cir-

34 Ibid,, 271.
35 Ibid,, 275.
36 Ibid,, 277.
37 Ibid., 284.
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culate throughout a system of exchange.*® Therefore, one sees that regional, local
and even national modernisms have occurred all over the world since the 1920s,
each with their own distinctive concerns and values. So Smith'’s criticism points to
the historical nature of the modernity and the solution for this is what he suggests
in three items: first, attention to the burgeoning of art and ideas about art from
previously colonized or less advanced countries and regions of the world since the
1950s.%’ Second, one should be aware of the fact that becoming contemporary of art,
as aworld phenomenon, is something that occurs differently in each place, because
it grows not only from local modernisms (whatever they may be), but also from the
specifics of the negotiations between traditionalisms, indigeneities, and moderniza-
tions in that specific place; this occurred not only in art journal articles, but at every
level of personal and collective life. Third, the fact that even art by Euramerican
artists during the modern period has come into view for research and evaluation
itself as richly complex provincial art. By that, he emphasizes that, far from being a
monolithic enterprise, European art has always been product of internal warring
between various cultural values. That is why the West versus the Rest debate has
sharpened this obliviousness to earlier modernizations in other regions.*

What causes damage is the approach to an accurate, realistic and generative
art historical program in reference to each and every element of complex artistic
achievements and questions such as whether, or not, or how and to what degree,
it was modernist. It seems that for Smith, the application of the term “modernist”
is connected to the wrong expectation one makes about agency of the artists for
being modern. Based upon this, he argues, one should not expect all artists in the
West and non-Western societies have had the same kind and degree of agency both
within their own complex culture and in relationship to other dominant cultures.
A European-aspired model of agency involving an individual with a free will, who
contracts with others to form a society organized to preserve and encourage the
flourishing of that will, as he discusses, is a naive presumption. It is a simplistic
view to accept that every artist everywhere at every time had total free agency. All
these disputes by Smith should be noted for what he mentions as result of such an
approach, i.e. if one follows these studies as such, then he or she is doing the job of
playing “catch-up modernism”: “[...] confined to showing how these artists were
totally modernists, albeit in their own specific and located way. The goal becomes
to write each artist into a universal narrative of the shared evolution of modernism,

38 Peter Burke, in contrast to what Michael Espagne and Michael Werner named “transfers culturels,”
finds it seductive due to its lack of adequate description of what the encounter between cultures can be.
Instead, he argues for the term “cultural exchange” through which information and objects may flow in dif-
ferent directions, even unequally. [Kaufmann and North, introduction to Artistic and Cultural Exchanges
between Europe and Asia (1400-1900): Rethinking Markets, Workshops and Collections, 1.]

39 Smith names this as “iconogeographic turning” within the art world. [Smith, Rethinking Modernism,
284.]

40 Ibid., 287.
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the outline of which has been set by developments in Euramerica. This is to fall for
a fiction, to perpetuate the master-slave relationship, and, strategically to play a
losing game.”*! Therefore, a history with this presumption that every artist always
aspireds to modernize (whether successful or not, or even refused to do so), then
such history and ideas on modernity, modernization and modernism are Western
fictions (historical constructions) as part of ideological machinery of imperialism
and colonization—the very case which was seen in both metropolitan centers and
colonies themselves: “[...] freedom of certain Europeans had depended upon the
un-freedom of others, and depends increasingly on the oppression and exploitation
of others elsewhere in the world—not only recalling them as ‘pre-modern, but also
contemporaneous cultures, those subject to colonization, were designated as ‘not
modern’ being placed into an stage of the story of human evolution. So European
modernity originates in this ontological violence toward itself and its necessary
others.”*? It is this understanding about definition of modernity that obliges us to
pose some necessary questions: What was most at stake in artistic modernism that
set a high bar for those who would be categorized as modernist artworks in con-
texts other than Europe? What do we make of aspirations of modernist innovation
and reflexivity in the work of certain non-Western artists? If these innovations and
reflexivity are distinct, then shouldn’t we expect that larger claims would also be
different in kind?*3

Regarding this condition, Smith justifies the way non-Western modern artists
have reacted. It is natural that the first step for these artists, critics and others
was to break free from this belief that the art made away from Western centers
was derivative, delayed and underdeveloped. So their encounter with the art from
these centers took on different routes such as hyper-conformity in terms of doing
better what they do with appropriate recognition; also to compromise as the most
common pathway and creating a reimagined art as a bolder option which could
lead to better idea about what art might be. So, for an accurate grasp of the relative
nature of the multiple modernities, Smith suggests applying “modern art atx, y, or z
place and time,” and not modernist art or artist. In fact, this is to prevent any artis-
tic exclusion or to treat modernism above all as a style, or a look, that configured
at certain center; and then, like a perfume, diluted as it dissipated itself elsewhere,
until it finally became historical.**

Now, the conclusion with Smith’s argument on a terminological rethinking
would be an emphasis by him on an opening of the aperture to take in expanded
notions of what kinds of art might have been modern (as distinct from modernist)
and this is to focus on the options available to artists in particular terms and places.

41 Ibid,, 292.
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[tis upon all such discussions that he considers in parallel Soviet Realism in Russia,
Naturalism in French and German academies and salons and even the Realisms that
questioned it, as dominant modern styles for Asian countries. This Eurocentric for-
malism obliviously disregarded art of other regions of any interest; albeit, Smith’s
discussion with regards to Dilip Parameshwar Gaonkar, is that one should consider
modernity being always unfolded within a specific culture or civilizational context
and every distinctive manifestation of it is connected through cross-cultural link-
ages to other modernities. So modernity is a matter of long-term historical process
that, quoting Sanjay Subrahmanyan, brings relatively isolated societies into con-
tact.”® Or, referencing Susan Stanford Friedman with regards to modernity’s expres-
sive dimensions, it leads to polycentric modernities and modernisms; those that
are simultaneously distinctive and yet produce through indigenization of travelling
modernities that take place within frequently extreme differences of power. The
periods of modernism are multiple and alive and thriving, whenever the historical
convergence of radical rupture takes place.*®

Smith asserts that all overshadowing of modern art, and modernism in partic-
ular, should be considered as narrowing and winnowing attempts within Europe
since the 19th century, and in the name of art’s autonomy and under the banner
of national culture which took on abstraction or formal reflexivity.*’ In effect, for
non-Western contexts, in which the traditional craft practices remained vital, mod-
ern artists continually used to refine processes of adopting, adapting and trans-
forming the artistic elements (imagery, subject matter, technique, and styles). This
process took on different forms such as for some artists it was mere stylistic adop-
tion and exploring its implications, whereas others adapted elements to existing
local motifs and styles, including in some cases critical, interrogatory ones. For
some other artists, it consisted of a fusion of both transformations. These are pre-
cisely the artistic strategies for which Smith utilizes the term “transcultural icono-
morphism.” When volatile adaptations and intense transformations have taken
place and, above all, when imagery is fused and the ethical imperatives are tackled,
they originate in two or more settings of cultures, all of which are sites of experience
for the artist involved who effectuates a transposition of aesthetic and ethical val-
ues in his or her work.*® So these interactions are artistic realization of conjunctive
difference and act as a convergence, while at the same time maintaining distinctive-
ness within the new unity it has affected. These artistic strategies are observable in
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particular for modern art from indigenous regions notably in the Middle East, East,
South-East Asia and Africa: “But this lateness is not a ‘belatedness’ according to a
modernist clock set in Paris, Moscow or New York, rather, it is a recognition that
these strategies were taken up by exceptional artists from these places [...].”*° The
strategies developed upon viability for a critical mass of artists who could travel to
art hubs since World War 11 and their attempt was as part of broader anti-colonial
struggle, independence and decolonization.

Smith explains his main argument, thus, as those who have chronicled the his-
tory of art since the 16th century must ground their interpretations in a historical
unfolding of relationships between indigenous, traditional and modernizing prac-
tices. They need to see each of them and shifting relationship not between variant
expressions of autochthonous ethic essences, but rather as social constructions
by individuals working cooperatively or in contestation to variety of things that
art does: picture, celebrate, confirm, question, expose fragilities, or imagine things
otherwise.*® So clearly they are the contextual elements that lead artists to cre-
ate what they create and help understanding modern art from these regions. As a
result, there is no cue in attributing certain themes to identify modern artists from
these regions, but their recognition is matter of recurrent concerns peculiar to
the role that art has played for them in those places. Interestingly, these concerns
counteract the colonizers’ artistic agenda and rather appear as redeployment of
those models in acts of times in each of these regions. Clearly, there is much more
at stake than deciding whether indigenous art is traditional, modern or contem-
porary and such decision is like haggling over words or a petty debate about the
correct art critical term to apply to the case.®* What Smith finally concludes is that
instead of seeking to fulfill an ideological program for a totally inclusive global art
history, one should pay attention to individual artists and the institutional con-
texts in which their ideas and works were forged. And this is what he calls “the art
of modern world.”*? So acknowledgement of modern art from each of these places
passes through understanding of their interactions with other local, regional and
international centers and attention to the significance that they were not modernist
but multiple in characters.

A core concept about non-Western modern art, therefore, comes from the
emphasis for review within the context of the agreed-upon definitions on modern
art. In other words, it means to put emphasis on more nuanced narratives of devel-
opment of art during modern times and within specific regions, thus broadening
the definitions and finding solutions through comparison to the modern art of each
location on its own. So, in re-thinking the term modern art, the central attention
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must be paid to the functions of the certain geography and historical attributes
of each of these regions. In order to perceive the influence of geography and its
inherent history from other perspectives, the “exhausted geography” by Irit Rogoff
is also noteworthy. The idea of exhausted geography is important for its rejection
of geography as another dichotomy, and instead, pays attention to cultural dimen-
sions of each place. Rogoff emphasizes the deconstruction of the spatial dichoto-
mies of regional and universal.>® As she argues, when geography as an all-covering
term is exhausted, our knowledge will not be grounded on or delimited by what can
be inhabited, then what remains will be a formless state of connectedness within
which one is not supposed to decide on things which are utilitarian or prudent or
acceptable, rather within cultural realm of exhaustion. This formless state is a state
of relatedness to what once was and what might once still be again.>* Study of mod-
ern art from Iran and the region, thus, begins with the recognition of modern art
practices in a parallel position to the intellectual history in these countries. This
task, discussed by Iftikhar Dadi in his studies around the modern art in the region,
is undertaken with attention to the art and writings by the local artists and critics
during the 20th century. This is because these countries possess rich intellectual
and discursive legacies of non-Western modern artistic practices that should not
be underestimated as mere hybrid and migrant figures drawing only on lived tra-
ditions or mimicry of Western art.>® This means that Dadi is supporting theoretical,
conceptual and discursive manipulations by local artists for their own practices
in modern art. Like Smith, he approves of a fresh interpretation of initially devel-
oped concepts—such as nationalism, modernism and tradition—with regard to
their postcolonial contexts and by inflecting, stretching, estranging and translat-
ing them within a new context and to consider them rather as inherently transna-
tional than national or international: “[...] it is cross-national cultural forms that
emerge from the negotiation of the modern with the indigenous, the colonial and
the postcolonial in the ‘non-Western’ world.”* So his suggestion is to avoid general
and imprecise terminologies such as “hybridity,” “mimicry” and “in-betweenness,”
which are beyond articulation and fail to distinguish between lived traditions and
discursively articulated ones. From the Eurocentric approaches, as he argues, rise
those criticisms against the problem of tradition and modernity for non-Western
modern art; i.e. this canon that European modernity is in continuation of Western
tradition whereas for other modernities it happens as a result of separation from
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tradition.” He sees this as problematic due to the idea which takes non-Western
modernity as something traced to another space and time—either Europe or the
effects of European colonization. Quoting from Geeta Kapur, he explains that mod-
ernism in non-Western regions is along with critical and affirmative potentials and
it is its conjunction with a national or revolutionary culture that makes it reflex-
ive. For this claim he refers to existing features as being experimental, inhabiting
new patronage arrangements, seeking new audience and venues, and drawing on
a ruined tradition that nevertheless persists as an imaginative force.>® For Dadi,
canonical notions about modernism neglected political, social, and aesthetic devel-
opments during the 20th century which led to the rise of anticolonial movements
and increasing presence of migrant intellectuals in metropolitan centers. There-
fore, agreeing with Andreas Huyssen and his studies in modernism and cultural
memory, he emphasizes the expiration of traditional approaches, which still con-
sider national cultures as units to be compared without adequate attention to the
uneven flow of translation, transmission and appropriation. For Huyssen, it is this
modernism that can provide a more nuanced way to understand the salience of
modernism beyond the metropole than simply prevailing technical advancement
and attack on tradition by avant-gardism.>’

For understanding the discursive qualities of non-Western modern works, Dadi
points to their visual features. The most obvious features such as denial of pure
decoration or traditional slogans as stereotypical characteristics occur through var-
ious strategies and their idiosyncratic styles; artists do this via a subjective process
of recoding and reterritorialization of painting, miniature, calligraphy and orna-
ment. These articulations are due to a longing to understand their past, and thus,
simultaneously bring new values to their works that derive from a mixture of both
transnational modernism and avant-gardist practices, and also recordings of their
past. He sees these effects took shape within a networking with intellectual and
literary circles and sought to create a discursive framework in which their art and
their selves might be fashioned.®® These effects emerged from extrapolations artists
used to receive from coming in contact with Western teachers whereas they were
asked to conform to their Orientalism’s traditional codes.?* So, this sense of mod-
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ernism never fits when mirroring liberalism and the Western value framework, and
should never be reduced to mere fidelity to the past by imprecisely conforming to
or resisting aesthetical, ethical or political effects, but rather with deeper signifi-
cance lying in mediation upon the dislocations of self and society and fostering new
imaginations for inhabiting the present and the future.®

There exists, yet, a complex dialectic quality in contrast to mere colonial mim-
icry and imitation. This dialectical relationship is well argued by Keith David
Watenpaugh in his studies of modernity and modernism in non-Western contexts.
Definging this relationship, he refers to Albert Habib Hourani and Bernard Lewis
where they see it as to reach a level of material and institutional equivalence with
Europe, but at the same time holding a conservative reaction against modernity.*
For Watenpaugh, this burden was on an emerging middle class who took on the role
of changing their society the way they understood the concept modern. The active
role of this middle class is what one should consider as the dynamism for which he
or she values non-Western modernity. They posed reflective questions in response
to Western civilization, liberalism, technology and aesthetics: “[...] the emerging
middle class had come face to face with the reality of being and becoming.”** From
this point he agrees with Lewis when he concludes that it is not necessarily mod-
ernization in these regions that should be committed to modernity or flow from an
ideological engagement with modernity. He also agrees with Hourani approving of
these developments being based on local-European interactions that culminated
to intellectual, social and cultural changes.%

For Watenpaugh, modernity in these regions evades an entity of objectivistic
Oriental and still not losing identity. To describe such conditions, he refers to what
Marshall G. S. Hodgson calls as crucially distinctive about modernity. Hodgson, sim-
ilar to Smith, criticizes historicizing of modernity because it will be restricted to
the region and subjective. In contrast, he defines that modernity possesses dimen-
sionality due to its contingence with time and space that obtains intrinsic limit and
fragmentary nature: “Modernity has not been simply rational emancipation from
custom, nor has it been simply the further unfolding of a bent for progress pecu-
liar to the Western tradition; it has been a cultural transformation sui generis.”
Watenpaugh also cites a critique from Harry Harootunian that concepts such as
time lag can produce the scandal of imagining modernities that are alternative and
not quite modern because they are differentiated from temporality of the modern
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West in a historical trajectory. Therefore, Harootunian suggests the term “coeval
modernities” as a preferred alternative that accentuates the real-time nature of the
non-West's encounter with modernity: “To extend the linguistic metaphor further,
modernity is a language that can acquire local dialects.”®” This is also inferred from
such arguments that agree on variability of modernity: “[...] if there is any univer-
sally acceptable definition of modernity, it is this: that by teaching us to employ the
methods of reason, universal modernity enables us to identify the forms of our own
particular modernity.”®® Iranian thinkers like Kamran Matin have also defended
this plurality of modernity in Iran with a mutual integrity that defies a prognostic
approach to modernity and modernism and their associated institutions and prac-
tices as universal. For Matin as well, these mutual integrities are to supplant Euro-
centrism through kinds of social theories, which support international relations
at its intellectual core—i.e. interactive co-existence of all historical forms of social
coherence in mutually recognized integrities.®® So he, in fact, goes along with other
already-discussed authors by adoption of a plural ontology that posits relationships
and processes between and within intellectual heart of the societies as mutually
constitutive and multilinear.

In addition to the emphasis on multiple modernities, the major perspective
toward studies on the non-Western modernity and modernism is postcolonialism.
An understanding of modernities being formed from within a postcolonial con-
dition is made in Sanjay Joshi’s studies and his argument considering it as “con-
tradictory modernity.”’® For such a definition, he sees comparative exercises for
both Western and non-Western modernities based on efforts of a small privileged
group named as “middle-class.” Nevertheless, for the non-Western modernity, these
efforts were based both on reason and sentiment and a combination of tradition
and radical change. For him, this comparative quality does not mean as similar
identity, rather it should be attributed to a deviation from what is known to be a
“hyper-real-Europe”; i.e. it does not live up to the real-typical model of modernity.
So borrowing from the political theorist Marshall Berman and his contradictions
of modernity, Joshi sees contradictions, fractions and anomalies as main common
features of all modernities.”! To him, in the very process of becoming modern in the
non-West, even in the acceptance of modernity, exists a certain skepticism about
its values and consequences and what he apprehends as colonial effect: “[...] the
same historical process that has taught us the value of modernity, has also made
us victims of modernity. [...] But this ambiguity [about modernity] does not stem
from any uncertainty about whether to be for or against modernity. The uncertainty,
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rather, stems from knowing that to fashion the form of our modernity, we need to
have the courage at times to reject the modernities established by others.””> With
reference to postcolonial theory, therefore, one can investigate the complicity of the
encounter of the non-West with the Western culture. In fact, postcolonialism has
altered the dominant methods for analysis of such encounter since 1945. The signif-
icant attribute for which postcolonialism will be a good match with the case study
of the present work is its capability for undermining the traditional conception
of disciplinary boundaries, or exactly for what Bart Moore-Gilbert explains: “[...]
postcolonial criticism has challenged hitherto dominant notions of the autonomy
of the aesthetic sphere, helping to gain acceptance for the argument, advanced on a
number of fronts since the 1960s specially, that ‘culture’ mediates relations of power
as effectively, albeit in more indirect and subtle ways, as more public and visible
forms of oppression.””® As an earlier marker of colonial studies, one would recall
Edward Said’s rejection of the traditional liberal understanding of the humanities
as organized around the pursuit of pure or disinterested knowledge in order to
prevent a politico-ideological dominance for the societies in question.” In contrast
to his Orientalism,” in Culture and Imperialism Said argues for influence of a more
integrated historical, economic and cultural condition in both the dominant and the
subalterns and emphasizes on aspects of interconnection and cross-fertilization. He
considers this influence rather on those intellectuals who experienced the domi-
nant culture as migrants and attributes the term or state of the voyage in to it. The
voyage in, is a trajectory for which these intellectuals reject the dominance: “[...]
they appropriate the dominant metropolitan discourses and turn them back against
the West to deconstruct its attempts at mastery over regions from which these
critics come from.”’¢ In fact, the postcolonial critique considers identity as taking
place in counter-hegemonic discourse and by emphasis on the role of the investigat-
ing subjects.”” This is what Gayatri Chakravorty Spivak, the renowned postcolonial
theorist, similar to Said, discusses and points to the self or subject not as innate
or given, rather as being constructed discursively and therefore being inevitably
decentered:’® “[...] subject may be part of an immense discontinuous network of
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strands [...] different knottings and configurations of these strands, determined by
heterogeneous determinations which are themselves dependent upon myriad cir-
cumstance [...].””° This complicity of the encounter between the non-West with the
Western culture becomes more credible in Homi K. Bhabha’s postcolinal critique in
forms of an unconscious opposition.?’ He also rejects those binary oppositions such
as the colonizer and the colonized that he had defended earlier. Instead, he pays
attention to possible nuanced mutualities and negotiations that happen across the
colonial divide.?* For Bhabha, the oppositionary reaction by the colonized should
be interpreted as an unexpected and contradictory reply from the colonized to
the colonizer’s authority. For its fractured and destabilized identity, that he names
it as a “lack” in the colonizer’s psyche, the colonizer requires a relationship with
confrontations of the colonized to constitute it. Therefore the colonial discourse
for him: “[...] is never as consistent, confident and monologic as Said [in Orienta-
lism] implies but, instead, is riven by contradictions and anxieties [...].”®? Referring
to Bhabha, the crucial concept of “mimicry” is to show how he defies the binary of
modern or non-modern as a mistaken understanding. For him, mimicry should be
considered as a form of colonial control. The colonizer requires that the colonized
(the Other) to adopt and internalize the occupying values and norms, but as Bhabha
defines this mimicry, it occurs differently. First of all, he provides us with a concept
of mimicry from the colonizer’s eyes: “[...] mimicry expresses the epic project of the
civilizing mission to transform the colonized culture by making it copy or ‘repeat’
the colonizer’s culture.”® Nevertheless, mimicry for him occurs as a process with
contrary result as colonizer will expect. In this process, Bhabha points to what he
calls as “blind-spot.” The blind-spot is precisely where non-Western modern art
can be defended and valued for its dynamic process of formation. For him, the
blind-spot is the very moment that the gaze of the colonizer is destabilized; i.e. the
moment that mimicry as a strategy differentiates between being that colonizing
culture and the colonized culture becoming it. It is this moment that the conse-
quence of mimicry becomes a destabilizing ironic compromise: “The consequence
of this, however, is quite contrary to the ‘intention’ of the colonizer, in that mimicry
produces subjects whose ‘not-quite-sameness’ act like a distorting mirror which
fractures the identity of the colonizing subject and ‘rearticulates’ [its] presence in
terms of its ‘otherness’, that which it disavows.”8*
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2.2 Cultural Privatization and Domination of
the Dominated

As first theoretical axis, it was explained why a refreshed approach is required to
terminologies that are utilized for studying issues of modernity and modernism in
other contexts than the West. Moving on to the second theoretical axis, the practices
for institutionalization of modern art in general and, in particular, in the non-West
will be investigated. Agreeing on this presumption that the earliest measures in pro-
motion of modern art in Iran were taken by modern artists and mainly through their
cultural contributions and private spaces; therefore, the theories will be discussed
which consider the role of modern artists in challenging the established powers and
their condition within the field of artistic production and, as a result, the procedures
for attaining legitimacy and self-control over the artistic domain as new entrants.

Pierre Bourdieu should be noted for his discussions about modern artists or the
intention for institutionalization of modern art. Bourdieu’s theory emphatically
argues modern artistic developments with attention to the role played by estab-
lished powers in the artistic field. Although both Bourdieu and Michel Foucault
have made innovative studies regarding the influence of the established powers in
modern societies, as Ciaran Cronin compares them, Foucault’s critique is so radical
that makes it impossible to identify any determinate location of exercise of power
or of resistance to its operation. But this problem is solved with Bourdieu’s theory
of practice due to its symbolically mediated interactions and identifiable social
relations of domination.?> Besides this comment by Cronin, the decision in the pres-
ent study to work with Bourdieu'’s theory is due to two facts: First, he considers
avant-gardism as a reactionary and revolutionary movement within and against the
field of power, and he finds artists imposing themselves as the model of access to
existence in the field;®® and second, he has an emphatic attention to the significance
of education and reception in modern art’s context of developments.

For Bourdieu, the formation of modern art was concurrent with certain changes.
The central point about his theory is that he considers the modern art revolution
as a result of essential changes in artists’ idiosyncratic per se. He mentions both
the role of artists as intellectuals, and at the same time, their entrance to the field
of politics as the main factors that aided their artistic autonomy. In fact, an entan-
glement with politics is what he draws as the distinguishing line between modern
artists and those in the past. But the significant point about this change is that, by
using the term “politics” artists should not be thought of as political artists, rather
it refers to an awareness and ability by artists to locate them against all political
structures. This type of politicization of artists appears when encountering “bour-
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geois art” supported by the state, “social art” by the political parties and “commer-
cial art” by the people. Bourdieu refers to this with admiration as a double-refusal,
or as rejection of both the academic art of the establishment and also the social
populism.?” So clearly, he sees a relationship between the autonomy of artists and
the “biggest box”;% i.e., the space or field of power in which artists and their works
are inserted. These artists, that he names as “pure artists,” share qualities of insti-
tutions of freedom with intellectuals in resisting the bourgeoisie, market and state
bureaucracies such as academies, salons, etc.®” He argues that the status of artists
should always be studied with regard to their dominated position within the domi-
nant field of power. But at the same time, he agrees with their ability to attain auton-
omy through artistic education and perception, or in other words, via construction
of a properly aesthetic mode of perception.”® In fact, the behavior of the modern
artists has been along with a completely different perception of art when compared
to the academy. The art of the academy, he explains, was a “state-sanctioned art,””!
whereas the modern artists sought a kind of change in the eyes of the audience or
critic; a “pure gaze” that was in relation with “pure intention” by the artist. Bour-
dieu believed this new condition grew from necessity, due to the formation of new
education or exhibition spaces as features of artistic autonomy and to formulate
and impose this new gaze against external demands.’? The significance of the acad-
emies in his discussion is similar to that of Bridget Fowler in Pierre Bourdieu and
Cultural Theory and indicates the institution of the academies with an official art
against what the avant-gardes protested.” These artists launched their opposition,
in the first place, against the academic system that was promoted within academies
and salons. This reaction, as Bourdieu describes, was against “symbolic violence” or
“symbolic power” and he argues this in modern societies as states’ means of defining
the legitimate ideas and tastes: “Schools impose the cultural standards of the domi-
nant class on all, [...] force them to recognize the superiority of the standards of the
dominant class, thus legitimating their failure to succeed as a personal failure, not a
social injustice,”* or he describes it as: “[...] every power which manages to impose
meanings as legitimate but through concealing the power relations which are basis
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of the force [...].”*° This opposition took place by establishment of new associations,
galleries and institutions. As Bourdieu asserts, the history of artistic movements
owes to the field of galleries in synchrony.”® He defends a necessity for avant-garde
(versus commercial) galleries, institutions and such, due to their role in institu-
tionalizing the new definition which artists took on as intellectuals and, as a result,
becoming able to distinguish strategies on which their artistic survival depended.”’
For him, the main reason for this definitional change is the transformation of artistic
field; i.e. constitution of an array of unprecedented institutions for recording, pre-
serving and analyzing works, exhibitions, galleries, etc.: “[...] all [these institutions]
combine to favor the establishment of an unprecedented relationship between the
body of interpreters and the work of art [...] that discourse about a work of art is
nota mere accompaniment, intended to assist its perception and appreciation, but
a stage in the production of the work, of its meaning and value.”*®

Obviously, Bourdieu’s annoyance is with the structuralist and formalistic
approaches that overlook the important role of institutions and agents involved
in cultural phenomena. Instead, in his theory, he chooses an eclectic interpreta-
tion that considers the modernist revolution as insertion of changes in structure
of fields and sub-fields, which eventually leads to challenge of the legitimacy of
the established power—this challenge and revolution are events of the middle
class, require cultural competence for the artists, and result in the formation of
a new anomie.”” In fact, all theoretical discussions by Bourdieu against following
the rules, as for structuralism and formalism, and their replacement with a rather
dynamic strategy is to be understood by his definitions of “field” and “habitus,” and
of course “positions,” “dispositions” and “position-takings” that happen in such a
dynamically mediated system. With all these definitions, he attempts to answer the
critical question regarding how modern artists could challenge and revolt against
the orthodoxy of the academy and the official style of the salons. To explain his two
key definitions in simple terms, field is an area where all positions, dispositions
and position-takings exist. In a field, positions govern position-takings according
to the special interest of one position. Therefore, initiative for change is traced back
to newer or younger entrants.!?° The other important point about the field, such as
field of cultural production, is that it should be studied within fields of society and
power. [Fig. 2-1] In other words, the field of power is the principal field and dom-
inates artists and writers in the social space—so the new entrants must struggle

95 David Swartz, Culture and Power: The Sociology of Pierre Bourdieu (Chicago: University of Chicago Press,
1997), 89.

96 Bourdieu, Field of Cultural Production, 107.

97 Ibid,, 109.

98 Ibid,, 110.

99 For Bourdieu anomie occurs when there is no artistic monopoly observed and the universe of artworks
slowly becomes a field of competition for the monopoly of the artistic legitimation. [Ibid., 252.]

100 Bourdieu, The Rules of Art, 239.
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for distinction against those already recognized.’’* For habitus, this term is applied
intentionally against the structural views that reduce a subject to mere bearer or
unconscious expression.’°? On the contrary, for Bourdieu, habitus accounts for the
creative, active and inventive capacities of human agents and includes durable dis-
positions which generate and organize practices. So based on habitus, actions and
reactions of the agents are not always calculated and not simply a question of con-
scious obedience to the rules.!%?
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Fig. 2-1 “The field of cultural production in the field of power and in social
space,” in The Rules of Art: Genesis of the Literary Field, by Pierre Bourdieu
(Stanford: Stanford University Press, 1992), 124
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By these definitions, cultural practices are then strong ways for the expression of
domination. In fact, Bourdieu defines a “symbolic system,”'%* in which art is able
to structure the structures'® and, as a result, to become an instrument of domina-
tion. So, the principal theoretical proposition by him is that powers apply symbolic
forces for legitimizing and concealing their power relations; here is where artists
are capable of using their own “symbolic weapon”1°® against it—against symbolic
actions exerted through patronage and sponsorship. In fact, modern artists, as intel-
lectuals, possessed a “cultural competence” which they lacked before the modern
art movement and, as a result, they could not compete with their patrons. This is
due to the fact that pre-modern art could not provide them such cultural compe-
tence and cultural capital. Two factors that Bourdieu offers in this assertion are:
first, a financial preparedness that was due to the middle class these artists origi-
nated from, and second, a specialized knowledge, or the pure gaze, they possessed
toward art. So, what occurred, as the main step, was formation of a new field of
criticism by which they became able for their own autonomous position-taking. As
Martha Rosler approves: “The expectation that ‘advanced’ or vanguard art would
be autonomous—independent of direct ideological ties to patrons—created a pre-
disposition toward the privileging of its formal qualities,” and this was why more
experimental, personal and universal subjects versus ideological dogmas became
central. So Rosler argues that autonomy in art was parallel with arts adopting crit-
ical attributes: “[...] advancing the claims of art to speak of higher things than dec-
orations, leading into extreme aestheticism known as ‘art for art’s sake’ [...].”1%7
Another significant point in the study of the artistic autonomy of the artists is
that this autonomy came along with limited independence from fields of power,
due to artists’ need for an audience and market. Therefore, Bourdieu sees some
possible areas of cooperation between artists and official patrons but for him such
cooperation was no more than a Trojan horse. As a matter of fact, artists’ auton-
omy was not supposed to be achieved based on a difficult choice between being at
service of the dominant or remaining an independent petty producer in the ivory

104 The “symbolic systems” (art, religion and language) are instruments to construct reality while at the
same time ignoring the question of the social functions of these symbols. These systems are instruments
of knowledge which exert a structuring power insofar as they are structured. [Bourdieu, “Symbolic Power,”
77-79.] This symbolic power is closely intertwined with economic and political power and thus serves
as legitimating function. [Bourdieu, The Field of Cultural Production, 2.] It is a power which derives from
“symbolic capital” referring to degree of accumulated prestige, celebrity, consecration or honor. In contrast
to symbolic capital, Bourdieu defines “cultural capital” which concerns forms of cultural knowledge as a
cognitive acquisition that can equip social agents with empathy toward deciphering cultural relations and
artifacts: “A work of art has meaning and interest only for someone who possesses the cultural competence,
that is, the code, into which it is encoded.” [Ibid., 7.]

105 Bourdieu, “Symbolic Power,” 77.

106 Grenfell and Hardy, Art Rules, 178.

107 Rosler, Martha. “Take the Money and Run? Can Political and Socio-critical Art ‘Survive’?” e-flux, no. 12
(2010). https://www.e-flux.com/journal /12/61338 /take-the-money-and-run-can-political-and-socio-critical-
art-survive/ (accessed February 11, 2017).



50 2 Theoretical Considerations

tower, rather, it was executed by escaping this choice and instead creating a new
form of intervention known as the “collective intellectual,” which allows influencing
politics by asserting independence as a group.'®® These groups emerged in forms of
not officially institutionalized but small literary and critical circles, salons, artists
or writers groups, art journals, publishers, galleries, societies, etc. As he asserts,
the essentiality of the institutions such as galleries, publishers and so forth was in
their role in institutionalizing the newly defined term which artists adopted, the
collective intellectuals.!® In fact, he sees artists as intellectuals in a contradictory
position that is both dominant and dominated.'!® This means although they are a
dominated fraction of the dominant class, and the cultural capital they possess is
subordinate to the economic capital, they are able to question the legitimacy of
the social world through their acts of research'*! as a symbolic capital. Therefore,
although Bourdieu considers the field of cultural production with partial auton-
omy, he defines how modern artists move toward breaking with dependence. The
state, that possesses all different species of capital, i.e. “meta capital,” is capable of
exercising a power over other species of power. The constitution of such a field of
power provides the space of play in which holders of other forms of capital struggle
for power over the state.!'? Now, what causes power relations to break down are
specific revolutions that import new dispositions and impose new positions such
as emergence of certain artists and art schools: “A party or a movement as a posi-
tion within a field is marked by the fact that its existence ‘poses problems’ for the
occupier of the other positions, that the theses it puts forward become an object
of struggles [...]."113

Discussion of self-reliance of the modern artists and their self-patronization of
modern art also demands clarifications on the financial aspects of these develop-
ments. The significant point in study of the financial basis of such change, as Bour-
dieu describes, is to approve of the fact that movements by modern artists were
basically shaped upon a state of an interest in disinterestedness: “Intellectuals and
artists are so situated in social space that they have a particular interest in disinter-
estedness and in all values that are universal and universally recognized as highest
(the more they show such interest, the closer they are to the dominated pole of the

108 Bourdieu and Wacquant, An Invitation to Reflexive Sociology, 58.

109 Bourdieu, The Field of Cultural Production, 107.

110 Although the field of power exercises its domination within a totality of fields, Bourdieu grants a
“relative autonomy” to art and literary fields. This means, notwithstanding the fact that cultural production
occupies a dominated position in field of power and although artists and writers (generally intellectuals)
are considered as dominated fraction of the dominant class, they hold the power and privilege conferred by
their possession of cultural capital. [Pierre Bourdieu, In Other Words: Essays Towards a Reflexive Sociology,
trans. Matthew Lawson (Cambridge: Polity Press, 1990), 144.]

111 Swartz, Culture and Power, 261.

112 Bourdieu and Wacquant, An Invitation to Reflexive Sociology, 114-15.

113 Pierre Bourdieu, Sociology in Question (London: Sage Publications, 1993), 101.



2.2 Cultural Privatization and Domination of the Dominated 51

field of production).”*'* This is in a way that, essentially, acquisition of the auton-
omy and a higher position in field of art relies on an independence of artists from
external political and economic powers. In fact, it is via this “symbolic revolution”*s
that artists can free themselves from bourgeois demands by refusing to recognize
any master except for their art and this in effect culminates to disappearance of
the market. The market, which is in the hands of the bourgeoisie and patronized
by the field of power, is a field of struggle for control of the meaning and function
of artistic activity and modern artists should triumph over the bourgeoisie at the
same time by eliminating it as a potential customer.''® So, Bourdieu defines a para-
doxical economy for the field of artistic production observed within a hierarchy that
financial success and criteria for judgment are converse with economically-success-
ful bourgeois art at the top, and with avant-garde art at the bottom. Therefore, he
pays much attention to the inherited economic properties or the personal or private
financial resources of the artists to help them carry on in a void of successful mar-
ket. But this hierarchy is revertible and market will change in favor of the modern
artists based on two factors: first, increase in the number of modern artists and
their earnings via small cultural jobs and, second, formation of a growing audience
with more potential for modern art.''’

It is upon this paradoxical economy that Bourdieu mentions two types of art
galleries: “sales or commercial galleries” and “movement or avant-garde galleries.”
The sales or commercial galleries follow the bourgeois strategies with higher eco-
nomic success due to their eclectic approach to the arts. By contrast, movement or
avant-garde galleries are those that represent important dates in the history of art
because they follow the logic of artistic development and introduce artistic schools
and styles. The strategies adopted by the second group are very much linked to the
autonomous sites of the field of culture with lower economic capital and higher
symbolic capital and are executed through holding of art exhibitions, publications,
etc. Thus, the crucial conclusion to which Bourdieu arrives is not only his denial of
any necessity for economic success for the cultural production, but also its under-
standing as a “winner loses” logic; that is, to consider the field of cultural produc-
tion as an ‘economic world reversed.***

114 Pierre Bourdieu, Distinction: A Social Critique of the Judgment of Taste (Massachusetts: Harvard Uni-
versity Press, 1983), 317.
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this as effect of a cultural revolution. [Bourdieu, The Rules of Art, 58.]
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least professionalized jobs. This is because only those authors and artists that have a secondary occupation
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income. [Bourdieu, The Field of Cultural Production, 8 & 43.]
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As was discussed in both theoretical sections above, the departure point for artis-
tic autonomy and privatization in cultural field is observed in a kind of opposition
to the prototype of state patronage as a result of an emerging middle class. For the
conceptual roots of this change, Cas Smithuijsen argues an alteration occurring in
an acknowledgement of the role of the state in societies that sought freedom from
the paternalistic role of the state—taking most radical forms in totalitarian coun-
tries: “[...] so privatization has been stimulated to reduce the overdose of immedi-
ate state intervention in social, economic and cultural.”*?° This is essentially what
Rosler explains as effect of the avant-garde; i.e., a military term for the status of
artistic autonomy, framed as a form of insurgency, that at times of revanchism and
repression caused artists assert independence from political ideologies and polit-
ical masters through critique by indirection and via reception of extreme aestheti-
cism of art for art’s sake.'?! In fact, the challenging situation for modern artists is the
attraction and repulsion exercised over them by the field of power.'?? For instance,
the aristocratic society of the 18th century created direct dependence on financial
backers or patrons for the artists or today the patronage takes veritable structural
subordination forms, mainly via two principal mediations; the sanctions and con-
straints of the market or value systems operating through the intermediary of the
salons which unite a portion of artists to certain sections of high society and help
to determine the direction of the generosities of state patronage. “In the absence
of true specific apparatus of consecration, political authorities and members of the
imperial families exercise a direct hold on the literary and artistic field, not only
by the sanctions [...] but also through the material and symbolic profits they are
in a position to distribute.”*?® Still Bourdieu refers to complex routes for attaining
autonomy at the heart of the political field that may indirectly serve the interests
of the artists most concerned about their artistic independence.'?* This occurs at
the same time as when artists become their own market through challenging the
other artistic institutes and organizations such as the academies and salons, and by
imposing their own norms on existing market and forces. John Clark also describes
a certain state patronage that is exercised through the academy and institutional-
izes special art styles among students, but this space becomes problematic for those
who return from Europe and this leads to formation of two different types of artists:
first, those who produce decorative works; i.e. to help a nationalist or modernizing
self-image; second, those who form critical artists’ groups and act as the antithesis

120 Cas Smithuijsen, “De-monopolizing Culture: Privatization and Culture in 23 European Countries,” in
Privatization and Culture: Experience in the Arts, Heritage and Cultural Industries in Europe, ed. Peter B. Boor-
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of the first type and criticize their approach. In fact, the second type of artists is
linked to the intelligentsia class who questions and criticizes the state patronage
of the first type of artists by means of its practical knowledge.!*

As Clark discusses the patronage and the ways it is exercised, one might draw
conclusions about its non-cultural nature. Such non-cultural patronage is regarded
as the main reason against which avant-gardism reacted or sought independence
from it. For Clark, state patronage supports the phenomenon of neo-traditional art
as a claim made by the state to seek legitimacy for its control around a fictitiously
arrayed set of national values: “Often one might say nearly always this claim about
tradition has come at times of crisis when that control has been challenged from
without or below.”!?¢ The opposing artists, in contrast, discuss art more technically
and, as was earlier quoted from Rosler, create a predisposition toward the privileg-
ing of formal qualities in arts.'?” Bernard Smith sees this move, toward institution-
alization of modern art as parallel to institutionalization of “Formalesque” and in
revolt from state patronage and the academic style that was officially supported by
the Salon.’?® Similar to Clark’s argument of neo-traditional art as a state demand,
Smith also agrees with states’ belated patronage of modern art compared to the
initiative of the modern artists. He explains this as a result of the cultural policies
of the states since World War [ and their competition for institutionalization of
a national unity—a cultural support by states that became expanded since the
1920s and 1930s across Europe:'? “[...] as the institutionalization of the Formalesque
advanced, nationalism became the most powerful item on modernity’s cultural
agenda.”'*°Regarding this, Smith explains how modern art adopted certain national
attributes for different countries due to official patronage. In effect, he defends that
the modern aesthetic reform was always straying between formalism and nation-
alism as its primary inspirations. That is, modern artists incorporated modern art,
rather formalistic than naturalistic, in a context of national traditions of their own.
As for the case of Russia, this was aimed to propagate Russian Art beyond country
of its birth by seeking to combine Russian and French Formalesque—i.e. the cos-
mopolitan with national interests—as a dialectical interchange between them. So,
in such situations Smith sees a conflation of styles occurring in an originating home
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ground and this permits national factors such as deep investment in symbolism and
a national affection for folk art give a distinct character to these generic styles as a
modern national art.®! All these developments, he argues, are opposed to centers
with official patronage—Petrograd Academy of Arts, Salon des artistes Francais
and the like. Also, it should be noted that the delayed tolerance of the states about
attempts by modern artists via providing them cooperative opportunities and other
supports was not an enthusiasm for modern art, but means of education propa-
ganda—as in case of Russia in favor of male works and monumental statuaries.'*?
In Germany, although the school of Bauhaus was central to institutionalization of
the Formalesque, efforts of the avant-gardes were against the political sphere with
the seminal steps returning to private artists’ groups**® following independence of
national and regional policies from state authorities. In America, as well, pioneers
had independent sources and, in reaction to the state, created their own salons
and galleries'** where they held cultural activities such as publishing magazines
and running educational sessions. The American state’s patronage was rather to
reflect “American scene” creating a competition space between the aesthetic high
artand state patronized projects.!* For England, too, formation of the Formalesque
was against academic Classicism and the Royal Academy. This gradual process of
institutionalization that had begun since 1920 was threatened by states’ preference
to express their own sense of ethnic and aesthetic identity and the political power
that promoted national and imperial sentiment in the arts.!*¢ So Smith, in agree-
ment with Bourdieu, finds a restricted area for high art due to the dominance of the
political powers who marshal popular cultural sentiments against the avant-garde
on the grounds that it threatens the unity of the nation.

Notwithstanding the fact that a major mission of modern artists was in their
resistance to publicization of the official art encouraged by the state, Mark J. Schus-
ter argues that one still needs to review the concept of privatization versus publi-
cization, as it is yet an uncharted area and little is known about the cultural insti-
tutions and their influence on cultural policies and their development.’®” In fact,
the misunderstandings arise when state patronage approaches modern artists or
provides them with contexts of activity. The main misunderstanding is whether
state and private patronage have common borders with each other or not? The
solution that Schuster offers is to see privatization as a process of restructuring,
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rather than the end state of restructuring.’*® Also it is crucial not to consider pri-
vatization as merely going along with more market, but the possibility of extending
more autonomy of state (public) sector’s autonomization through transferring the
implementation of some activities to private sectors. In such a process of restruc-
turing of autonomy, the issue of privatization should be considered by adding to the
notions of hybrids; i.e. with a varying degree of publicness and privateness.'** To
figure out this interaction between the public and private spheres, one might apply
a status where culture and politics create “Siamese twins,” and privatization as an
effort to get rid of state control.'*® The significance of privatization as a develop-
ment-in-process, thus Schuster argues, is that the neat division between the public
and private institutions becomes less useful as a principle, and instead, the concept
leads us beyond binary thinking: “The important character of this terminology of
privatization is because of its focus on process, emphasizes on what one is moving
away from and not what one is moving toward [...] the desire to move away from
the state in one way or another.”**! In Bourdieu’s theory, one also understands this
concept of process and hybridity where he emphasizes dependence of the field of
cultural production on field of power. In fact, possibility of resistance to symbolic
domination does not mean emancipation from this domination. The scope of prac-
tice of agents is limited to their sufficient economic and cultural capital and the only
option left is the accumulation of this capital to attain a position of dominance.!*?
In other words, “relative heteronomy” and “relative autonomy,” both terms that
Bourdieu introduces, result from the dominant class imposing its particular culture
and the dominated being deprived of the resources necessary to appropriate high
culture.'* So if the dominant class tends to monopolize high art due to its superior
resources, the dominated can achieve autonomous cultural subfield of high art only
ifitisisolated from the demand oflarge-scale or mass production to make money.!**

2.3 Iranian Modern Art and Domination of
Modern Artists

In this section, there will be a discussion on how the two theoretical axes outlined
above, i.e. the new definitions for the concepts of modernity and modernism as well
as the methods of institutionalization of modern art, converge on each other in the
study of modern art in Iran. The theoretical context for modern art in Iran is argu-
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ably based on two major features: first, the transnational quality of modern art, and
second, the revolutionary nature of modern art versus state patronage. Going back
to Dadi and his studies on modern art from the non-West and also Iran, transna-
tionality means to accept stretched, estranged and translated concepts for “nation-
alism,” “cosmopolitanism” and “modernism.” Rather than national or international,
the new artistic movements from the non-Western regions are result of cross-na-
tional cultural forms that emerge from negotiation of the modern with the indige-
nous, the colonial and the postcolonial. In such definition, modern art is not bound
to have cleavage within historical movements or should not be considered unorig-
inal due to its lost connections with tradition (in contrast to what critics of Iranian
modern art discuss).'* Instead, transnational modern art has no duty toward tra-
dition as opposed to the modern and artists might strategically apply and rework
fragments of tradition into modern formulations.'*¢ In fact, it is this active and crit-
ical nature of the modern practices that makes artists draw upon their traditions.
Thus, transnational modern art is at the same time both subjective and authentic
or, quoted from Kapur, is it reflexive: “Yet, modernism evolves in conjunction with
a national or, on the other hand, revolutionary culture it becomes reflexive.”'*” In a
geographical spread of transnational modernism, artists from non-Western regions
translate, appropriate and creatively mimic the metropolitan culture, nevertheless
this is supported by a desire for liberation from colonial forces or independence
from this conception that their modernism is simply based on prevailing technical
advancement and an attack on tradition by avant-gardism.'*® This status is different
from a belated state-patronized modern art. In Iran, cultural policies for cultural
nationalization were in contrast with the steps taken by the first modern artists,
and with the intervention of the state, artists had to adopt a studied distance from
direct nationalism. According to Dadji, the reverse effect of state patronage was that
artists rather gravitated toward reflexivity and articulation of an alternative uni-
verse offered by a transnational modernism, and their direct addressee was hardly
ever the nation itself, specifically.!*” Such transnational modern art was no longer
adhered to the ornamental functions as pure decoration and was replaced by strat-
egies for developing idiosyncratic styles. These practices searched for understand-
ing in their relationship to the past through discursive articulations and their value
owed to being derived from both a transnational avant-gardism and their own past
recordings: “[...] artists recode and re-territorialize the traditional ‘slogans’ that
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stereotypically characterize Islamic art, such as miniature painting, calligraphy and
ornament.”**® “Self-orientalism” is the term that Dadi suggests for the ambivalent
status of these artists and as a response to the ceaseless transformations enacted by
modernity and also the colonial air that dominated the region. This self-orientalism
appeared in reworking of their past by incorporation of subjective and discursive
frameworks to fashion their own selves.’>! For Georg Simmel, this is the unreliability
and instability of forms which he names as the “crisis of modernity” and he points
to it as the shared cost of modernity’s cultural transformations in the West and non-
West: “[...] we encounter slippage of the stable cultural and aesthetic forms of the
past into the instability of modernity’s present echoes.”>? In fact, the behavior of
this slippage, borrowing the term from Karim Emami (1930-2005, Iranian art critic
and translator) was a “pendulum swing” between the pastand present and occurred
within a network of intellectual circles that shared the same ideals for this change.'*3

Although Iran was not directly influenced by colonialism, the colonial effect was
significant in its artistic developments.*>* This was largely due to the long politi-
cal presence of foreign countries, most importantly the USSR and America, who
fiercely competed for promotion of their communist and imperial cultural policies
in Iran post World War I1. In other words, the period of military occupation of Iran
by the Anglo-Russian and US armies (1941-1946) that became involved in running
the country, carried also the markers of a colonial era for Iran.!*> Even for some
Iranian authors, the post-occupation era, along with the intellectual and cultural
colonization of Iran and countries of the region, should be regarded as the period
of “new colonization.”**® Other sources of colonial effect were travels that young
artists made to Europe. In fact, cities like London or Paris that drew many East-
ern postcolonial artists and intellectuals to them during 1950s-1960s had become
meeting hubs of these avant-garde artists and affected many non-Western modern
artists amid a general atmosphere of decolonization.!” Therefore, transnational
modern art is a mixture of modernism, nationalism and tradition, and regarding

150 Ibid,, 39.

151 Ibid., 46.

152 Watenpaugh, Being Modern in the Middle East, 15.

153 Emami, “Modern Persian Artists,” 349.

154 Iranwas never a colony for imperial powers butitremained a constant battlefield for colonizing powers.
The 19th to first half of 2oth century included years of competitions between Britain and Russia for their
politico-cultural interests in Iran. [See: Kazemzadeh, Firouz. Russia and Britain in Persia 1864-1914: A Study
in Imperialism. New Haven: Yale University Press, 1968.]

155 Saeed Talajooy, “The Impact of Soviet Contact on Iranian Theater: Abdolhosein Nushin and Tudeh
Party,” in Iranian-Russian Encounters: Empires and Revolutions since 1800, ed. Stephanie Cronin (London:
Routledge, 2013), 340.

156 Kheizaran Esmaielzadeh, “Saqqa-kana dar taswir-e tarik: bazkani-ye jaryan-e saqqa-kana dar bestar-e
modernism-e farhangi [Saqqa-khaneh in a Picture of History: A Review of Saqqa-khaneh School in Con-
text of Cultural Modernism],” in Dar jostoji-ye zaman-e now [In Search of the New Time], ed. Iman Afsarian
(Tehran: Herfa-honarmand, 2016), 288.

157 Dadi, Modernism and the Art of Muslim, 161.



58 2 Theoretical Considerations

Hamid Dabashi’s discussion on modern art from Iran and colonially constituted the
Middle East, as a collection of fragments, ruins and thus allegories that implicate
traumatic memories of the region.!®® This condition is also explained by “regional
imagining” as a parallel to non-identitarian practice: “A practice that does not feel
like an obligation to root oneself exclusively in either material histories or purely
fantastical projections, but instead represents a means of piecing together a loca-
tion from fragments of what was and what might be.”** In fact, it is this quality that
the notion of location should even simultaneously be activated and actualized away
from being located by an authority of knowledge or a political authority and toward
a notion of “self-regioning”: “[Self-regioning] focuses on trying [not] to figure out
what once identity might be as a given, but on trying to produce a set of relations
in the world that might locate one.”**® Studies in transnational modernities and
modernisms also reject application of such terms as “cultural transfer” instead
of “cultural encounter.” In cultural encounter, one observes the exchange of cul-
tures (“cultural exchange”) where reception is an active process of being adapted
to the new cultural environment. The ideas, information, artifacts and practices
are first decontextualized and then re-contextualized, domesticated or localized by
using the word “translated.” But, cultural transfer denotes the same Eurocentrism
with emphasis on the “process of production of difference in world of culturally,
socially and economically interconnected and interdependent spaces.”**! It is also in
response to the colonial theories and in accordance with such concepts as “histoire
croisée” that one must care for interactions of many actors on different levels and
in different directions. Therefore, the process of cultural exchange includes multi-
lateral entanglements with synchronic tangles of political, economic, intellectual,
artistic and human dynamics.¢?

The crucial role of a middle class with certain social, intellectual and economic
properties that enabled the modern art revolution is also noteworthy regarding
the changes in Iran. One point issued by critics of Iranian modern art is that they
refuse to agree on economic preparedness and, as a result, the presence of a mid-
dle class that could act as a prerequisite for this change in Iran. In response to this
criticism, M. A. Homayoun Katouzian, Iranian historian and economist, argues that
since Iran’s Constitutional Revolution an Iranian middle class is distinguished from
what was previously known as nobles and aristocrats. As he explains, until that time,

158 Keshmirshekan, introduction to Contemporary Art from the Middle East, 3.

159 Rogoff, “Oblique Points of Entry,” 47.

160 Ibid.

161 This rejection has been discussed by Peter Burke against Michael Espagne and Michael Werner
suggesting the term “cultural encounter” [Kaufmann and North, introduction to Artistic and Cultural
Exchanges, 1-2.]

162 The concept “histoire croisée” examines multilateral entanglements where different actors interact
together, a synchronic tangle of political, economic, intellectual, artistic and human dynamics involving in
process of cultural exchange. [Ibid., 2-3.]
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Iranian society was a short-term society with lack of stability in property and, as a
result of that, all classes used to be short-term classes.'®® The formation of Iranian
middle class did not happen upon the Marxist concepts of the bourgeoisie, rather,
one should observe it affected by a growth in the awareness of a social class who
was educated in Europe and was later inspired by the domination of the Left and
presence of the foreign Allied powers (1941-1953) in Iran.!** Ervand Abrahamian,
the Iranian historian, refers to this middle class as the “intelligentsia” who had a
significant participation in these developments. Beside the upper class, which was
comprised of a narrow circle of the court and courtiers, and the urban working
class, he points to a traditional-modern middle class. The traditional middle class
were the petite bourgeoisie of the bazaar who kept relations with the clerics and
were patrons of crafts and religious constructions, but the modern middle class
were the educated professionals and white collar workers who were known as the
intelligentsia or the earning middle class. It was with the expansion of this earning
middle class that also the intelligentsia transformed into the “intellectuals,” i.e. writ-
ers, artists, teachers and such.'®® In general, the formation of the middle class in the
non-West cannot be interpreted the same as its formation in the West. According
to Watenpaugh, although becoming modern in these countries was rooted in the
creation of a middle class and owed its formation to the intellectual, educational,
economic and social changes, nevertheless, this middle class understood moder-
nity in its own way: “[...] by posing reflective questions about civilization and the
West, adjusting to rapid technological change, responding to the draw of European
aesthetics and fashions, and balancing the revolution and liberalism [...] the emerg-
ing middle class had come face to face with the reality of ‘being and becoming’,” or,
quoted from Harry Harootunian, had come to face “[being] overcome by moder-
nity.”1°¢ So modernity from these countries was not purely the result of education,
profession and wealth, but rather, it was based on how this middle class presented
their own modernity and claimed their role in producing science and culture and
to become the main subject in challenging Western modernity. Formation of the
middle class and being modern were correlative facts which could occur only within
a context of historical and material collection. Put simply, this middle class was
responsible for the emergence of artistic modernism, and its significance was in its
concern for subjectivity and its tradition into the present: “[...] this is an inseparable
aspect of their personae to contribute to national life by forming new institutional

163 Arghandehpour, Dar jostoju-ye jame‘a-ye natamam [In Search of an Unfinished Society], 50.

164 Tudeh Party of Iran or Party of the Masses of Iran (1941), as the major Iranian communist party, could
attract many artists and intellectuals. It was with the suppression of the Left Party in Iran in the late 1940s
and early 1950s that the way was paved for others like the national and religious parties. [Abrahamian,
A History of Modern Iran, 113.]

165 Ibid., 110.

166 Watenpaugh, Being Modern in the Middle East, 4.



60 2 Theoretical Considerations

frameworks for the patronage, exhibition and reception of modern art [...]."*%" It is
such responsibility that also brought this middle class into “[...] inauguration of a
new paradigm of artistic subjectivity, making an important break from the roles the
makers of art and crafts had occupied earlier.”®® Therefore, due to the complex his-
torical quality of these developments, modern art and the role of the middle class in
its institutionalization might not be easily addressed in the non-Western countries.

The second theoretical context for modern art in Iran will discuss the grounds
for revolution against state patronage. This context will be argued in general and
particular to understand what elements could have affected modern artists against
the long domination of the state patronage over the field of art in Iran. In addition
to Bourdieu’s “cultural competence” and “pure gaze” (as cultural capital for modern
artists that provided them the ability to compete with their past patrons), other
factors aided this change as well. Ricardo A. Lopez argues that one major context
for radicalization of the middle class in the non-West was the formation of a new
geopolitical order created by the US and the Soviet Union as well as European
colonial rule during the late 1940s and early 1950s. In fact, he discusses a historical
process since World War II that was pushing a capitalist modernity on the Third
World by the US by making them a stable prosperous middle class against Commu-
nism promoted by the USSR. As he argues, these policies were executed in forms of
establishment of several international institutions in different parts of the world
with programs to create a new mentality and to: “[...] promote ‘bottom-up social
approaches’ to create truly participatory and ‘democratic spaces’ where the people
would be able to develop their own ideas and cultures [...] programs would trans-
form passive subjects into active ones—indeed programs would alter ‘submissive
socially constrained’ subjects into ‘fully self-determined’ people capable of acting
according to their own self-interest [...]”—in other words, this context oriented
people of these countries to exercise their power of decision and autonomy.'®® In
Iran, this role was also played by the cultural relations societies of different coun-
tries (most importantly France, USSR and US), and much earlier than government’s
turn to the modern artists, these institutions provided Iranian artists the space and
opportunities for exhibiting their works. These institutions were active in differ-
ent cultural fields, and had a primary goal of cultural exchange through a process
of conducting, schooling, guidance and encouraging the targeted people’s talent.!”?
Many countries of the region, as Dadi puts it, had turned into a veritable Cold War
proxy for America to repress domestic Communism and the Left, so leftist artists
and intellectuals were either driven underground or hired and co-opted by the
state through ideological interpellation and patronage.!’! [ranian modern artists,

167 Dadi, Modernism and the art of Muslim, 1.
168 Ibid,, 59.

169 Lopez, “Conscripts of Democracy,” 169.
170 Ibid,, 170.

171 Dadi, Modernism and the Art of Muslim, 95.
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who had also come from this emerging middle class, were affiliated with the leftist
and communist causes much earlier than to the US. Such affiliation oriented them
to migration toward modernism and they even worked to establish their institu-
tions for pedagogy and exhibition of their works.!”? This inspired middle class could
have either sided with the state legitimacy and the hegemonic rule or questioned
it by their own structured new forms; they could either be celebrated as represen-
tatives of the state or categorized as enemies of the state.!”® Within this space and
overshadowed by the left’s legacies, the first generation of Iranian modern artists
resisted politicization of arts both by the state and leftists.!”* According to Abra-
hamian, Tudeh (the Iranian Communist Party) reinforced the national identity of
Iran as an ancient civilization by mocking the former regime or stressing the pre-Is-
lamic importance and as an inspiration, many modern artists tried to make use of
epics for denouncing the monarchy and praising folk rebels instead.'”® This influ-
ence was simultaneous with artists identifying the Pahlavi regime with Western
powers due to the regime’s Western modernization plans or the alignments that
it had with the West. In contrast to this situation, artists as intellectuals became
inclined to a sort of localism or a more conservative treatment of their local history.
This is exactly the point Abrahamian sees an opposition between the intellectuals
and the state, because they did not consider the monarchy as their national identity.
As aresult, one observes an anti-foreign and nationalistic move in the fields of art
and culture by the middle class that turned into a lasting enmity with the regime.'”®
Proof of this was the establishment of Iran’s first Faculty of Fine Arts by the state.
Although this was an optimistic measure by the regime on the surface, in reality it
was aimed at absorbing public opinion and to prevent politicization of the artists.
In other words, not only did the state not support works of this faculty, but also
it additionally called these artists rebels and participated only the traditional art-
works at the international exhibitions.'””

[ain Robertson, who in A New Art from Emerging Markets studies modern art
in Asia and the Middle East from two fundamental economic and political aspects,
defends similar experiences by artists on their return from Europe. These artists

172 Although Tudeh Party was the major and most influential communist party in Iran since its founda-
tion in 1941, its establishment was by members and upon experiences of the suppressed Communist Party
of Iran which was formed much earlier in 1920.

173 Ibid., 188.

174 Itshould be noted that, resistence to politicization of the arts was also the legacy of different modern
movements across Europe. For instance, formation of the group and periodical Circle et Carré (1929) by Michel
Suphor and Torres-Garcia and Abstraction-Création (1931) and its annual publication Art Non-Figurative
were in favour of advocating autonomy of art versus Social Realism promoted by the USSR, the Neo-Classi-
cism of National Socialism and the revolutionary innovations, aesthetic and political, of Surrealism. [Smith,
Modernism’s History, 226.]

175 Abrahamian, A History of Modern Iran, 113.

176 Ibid, 36 & 127.

177 Mojabi, Pi§gaman-e naqdsi-ye mo‘aser-e iran [Pioneers of Contemporary Persian Painting], 12.
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either promoted pure Western modern styles and revived local traditions by mix-
ing them with modern techniques, or they received institutional state patronage
via biennials, exhibitions and financial support for perfecting two of states’ cul-
tural policies of transforming into an international model in arts and reaching to a
market for their cultural productions.'”® In Modern Asian Art, Clark investigates a
similar condition. He observes the formation of the art markets as a result of par-
ticipation of both private and state sectors in forms of salons, commissions, private
artists’ groups, exhibitions, galleries and direct sales; nevertheless, most Asian art
institutes were an initiative of the private sector and artists on their own and the
states’ support came later.!”® Clark explains reasons for this delay following from
his discussion about neo-traditional art invented by the state patronage and sees
an essentialism for it. To him, art as a potentially open discourse with pictorial
expression had been considered a means of visual propaganda and imbricated in
processes by which the “nation” defined itself.!®* “The reason why national identity
has been so contested all over Asia in the representation of the ‘national’ art was
because this hegemony was above all a political one, whether in founding the state
against Euramerica or in wresting the state from local contestants for its control.”*8!
For Clark, therefore, the official cultural policies in patronizing modern art was
as means of control and he applies this to his discussion on neo-traditional art as
an state project: “[...] advent of a field being marked out with its own disciplinary
codes as the means for the formulization of various degrees of practice.”*®> Observ-
ing this, Dadi explains, one needs in a larger sense, to undertake a deconstructive
study of nationalism that brings new narratives of transnational modernism from
within a national art history. He elucidates through his studies on modern art from
the region the similarities in the role that modern artists undertook for organizing
artists’ groups and societies and their cultural contributes as important vehicles for
the promotion of modern art. He sees artists’ rise: “[...] associated with the emer-
gence of a lively intellectual environment and debate on arts and aesthetics [...]."*8
Also in Iran the main engine for transformations during the 20th century was the
central government, nevertheless, the state was inherently a part of the problem
rather than solution of dilemmas.'®* This is due to the pressure exerted on the soci-

178 Ilain Robertson, A New Art from Emerging Markets (Surrey: Lund Humphries, 2011), 44.

179 To mention some of these private modern associations and artists’ groups around the same time:
the Young Vietnamese Artists Association (Vietnam; 1966-1975), Art and Liberty Group (Egypt; 1938-1965),
Contemporary Art Group (Egypt; 1946-1965), Baghdad Modern Art Group (Iraq; 1951-c.1971), Futurist Art
Association (Japan; 1920-1922), Mavo (Japan; 1923-1925), Progressive Artists Group (India; 1947-1956) and
Union of Indonesian Artists/PERSAGI (Indonesia; 1938-1942).

180 Clark, Modern Asian Art, 239.

181 Abrahamian, A History of Modern Iran, 127.

182 Clark, Modern Asian Art, 166.

183 Abrahamian, A History of Modern Iran, 51.

184 Ibid, 1.
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ety below by the formation of a centralized state and in response to that society’s
pressure from below that altered the state.!® In fact, there was an intimate and
complex relation between social and cultural and between cultural and political
change that both the official ideology of the state and society reflected it.

For modern artin Iran, as for many Asian regimes, production of art objects pro-
vided rewards at local exhibitions or even at Euramerican salons. Clark emphasizes
that this had turned into an internalized compliance with dominant structures that
became a type of orthodoxy and pressured many artists to follow. These disciplinary
codes were survival of a pre-modern discourse but as traces within the articula-
tions of neo-traditionality.!®® This goal was achieved through the educational pro-
cess and a system of reward and punishment was added to the newly established
government art societies and salons.'®” As a result, artists had to choose whether
to become neo-traditionalists, or to question it and place oppositions against these
codes—the majority though was with the former. This majority finds its own rea-
sons for following the neo-traditional art: first, to identify their nationality as a sub-
ject and make their works recognizable for the audience; second, the conspicuous
consumption of this style by rich individuals, i.e. for their large-scale financial sup-
port, exhibit and purchase; third, a good tourist market due to its decorative qual-
ities and, fourth, the political crisis criticizing the leftist “art for life” movement for
its lack of sincerity.'® Clark’s discussion of disciplinary codes as a means of control
is similar to Said rejecting the traditional liberal understanding of the humanities
as pure or disinterested knowledge. He argues a deep implication in the operations
and technologies of power through exposing the scholars to particular historical,
cultural and institutional affiliations and, therefore, exerting its dominant ideol-
ogy and political imperatives on society: “[...] ideas, cultures and histories cannot
seriously be studied without their force, or more precisely their configurations of
power [...]."'% In pre-modern Iran, if the main patrons of the artists were among the
courtiers or aristocrats and if artists were not entirely at their service, they were
still not in a position against these patrons. It was with the event of modernity that
art took on the role for a revolution. Also, the Iranian intellectual and rebellious
artist became a role model at the time and, in effect, having an anti-official stance
transformed to a leading behavior by the avant-garde artists: “An artist who has
no clear stance [about government] is considered as a dependent [on government]
artist. An artist who himself and his art are not significant.”**°
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186 Clark, Modern Asian Art, 166-67.

187 In addition to the academy’s curriculum, bringing access to foreign teachers and references and facil-
itating foreign travels for the students were among the methods exercised by the regimes. [Ibid., 1.]
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3 Artistic Autonomy and Privacy:
Contexts of a Change

3.1 State Patronage, Modernization and Arts

The socio-economic and politico-intellectual space of Iran underwent consider-
able changes during the 1940s-1970s and, as a result, investigations about artistic
and cultural modernism in this period is inextricably intertwined with the study of
these changes. This study considers the most influential contexts in two forms: first,
the state’s cultural policies that were exercised through a modernization project
since the 1920s and, second, the politicized climate of Iranian society during this
period. For the first context, it discusses the government’s role in the academization
of art and how its conservatism led to an anti-institutional mood in young modern
artists. For the second context, it will argue how the socio-political grounds directed
artists toward an intellectual status to purify art from the ideological demands of
the dominant powers.! The effect of a politicized climate on artists will, thus, be
investigated: first, through the artists’ adoption of the role of intellectuals and, sec-
ond, through the concept of “art for art’s sake” and the promotion of an uncommit-
ted, apolitical and independent art.

3.1.1 Academization of Art: Tehran’s Faculty of Fine Arts

Being argued in the theoretical chapter, national modernism was a global dis-
course that gradually spread beginning in the 1920s, yet there were specific con-
cerns within the movement that differed from country to country. The development
of national modernism in Iran was the adopted policy of both the first and second
eras of Pahlavi dynasty; i.e. Reza Shah’s reign (1925-1941) and his son, Mohammad
Reza Shah (1941-1979), until the onset of the Islamic Revolution. Although both eras
were distinctive in their types and strategies of modernization, national modernism
made up the most dominant paradigm of the whole dynasty. Both of the Pahlavi
rulers applied modernization as a reformist policy to discredit the previous rulers,
the Qajar dynasty, as “nothing but a corrupt state oppressing people” and as a
link to modernity and recuperation of antiquity.? Nonetheless, during the second
Pahlavi reign, modernization was implemented in a less destructive fashion, with
more emphasis on preservation. During the first Pahlavi reign, modernization was
executed radically and endorsed the creation of many cultural institutions to dis-
seminate the nationalization agenda, re-construct the ancient period and to for-

1 The major powers in force since the 1940s were three political parties of the left, nationalists and reli-
gious groups, and their inter-/counteractions with the structure of the power in the government.
2 Grigor, Building Iran, 11-12.
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mulate a conception of secular modern Iran. During this period, to be considered
a modern Iranian was to become an extension of the “European persona”® and to
uncover, select and aggrandize the elements of tradition that were compatible with
the culture of modernity. Additionally, the new sought-after Iranian identity had
no compliance with religion in the first Pahlavi era, whereas the barrier between
tradition and modernization in Iran was largely the same barrier between religious
social relations and a governmental system with modern and non-religious nation-
alistic values.* Comparing the two Pahlavi rulers against each other, the progres-
sive modernization of the first Pahlavi period, for some critics, ended in a “pseudo-
modernism” that remained at aimless imitation of the more superficial aspects of
Western civilization. Therefore, the state’s support of the cultural reforms was in
accordance with the policy of cultural restriction, as it expanded control and pro-
mulgated a multitude of Nizam-nama [regulations] for the cultural activities: “This
‘Nizam-nama-ization policy’ can be seen as emblematic of the Pahlavi state’s ambi-
tion to control the life of its subjects in nearly every respect.”®

The pillars of Reza Shah’s approach to modernization were twofold: they con-
sisted of the formal and substantive aspects. The formal aspect included a central-
ized bureaucratic modernization, whereas the substantive aspect sought to convey
nationalism as a concept. Modern bureaucracy was employed as a tool to achieve
a national identity in Iran: “The question was no longer ‘who is the Iranian, but
rather ‘who is the modern Iranian’?”” Nationalism as a conscious ideology and polit-
ical culture became, along with the purpose of gaining power, a solution to the
government’s legitimacy and identity crisis after the dethronement of the Qajars.
In fact, it was a conscious approach to an unprecedented nationalism which Yann
Richard refers to it as “National Modernism”: “The fundamental assumption of an
inclination which was formed in the socio-political thought of this period was that
modernism could only be possible in a State-Nation framework similar to Western
Europe since the 18th century. Perhaps it can be specified as modernist, civiliz-
ing, [...] or ‘National Modernism. [...] old religious, tribal, ethnic and local attach-
ments had to be replaced by the national identity and faith.”® For the creation of
a modern bureaucracy and the establishment of a national identity, the education
and employment of the scholars and technocrats from Western graduates and for-
eign Orientalists appeared indispensible. A major part of the figures who contrib-

3 Kashani-Sabet, “Culture of Iranianness,” 176.

4 Reza Zariri, “Modernism wa tajadodgerai dar asr-e pahlavi [Modernism in the Pahlavi Era],” Zamana,
no. 40 (2005), 27.

5 Katouzian, The Persians, 216.

6 Bianca Devos and Christoph Werner, introduction to Culture and Cultural Politics under Reza Shah: The
Pahlavi State, New Bourgeoisie and the Creation of a Modern Society in Iran, by Bianca Devos and Christoph
Werner (London: Routledge, 2014), 7.

7 Kashani-Sabet, “Culture of Iranianness,” 170.

8 Richard, “Du nationalism a I'islamisme,” 274.
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uted to the state modernization projects came from nationalist generation of Ira-
nian enlightened thinkers—known as RoSanfekr (adopted from Arabic “Monavar
al-fekr”)?—as members of a new middle class with modern ideas of reform that had
been formed through contacts with the West and modern education in the late Qajar
period. Mostly they were teachers or graduates of Dar al-fonun [Dar al-Fonoun],
Iran’s first state university (1851), or advocates of Iran’s Constitutional Revolution
who perceived the world through the lens of the French Enlightenment and talked
of the need for radical change, fundamental transformation and progress, thus pro-
mulgating concepts such as liberalism, nationalism and even socialism. [Fig. 3-1]
These intellectuals, together with a series of high-ranking aristocrats,'® promoted
ideas and individual initiatives that were the creative sparks for governmental pro-
grams, and should be considered as important Iranian factors in the process of
cultural modernization in this period. In fact, as Bianca Devos and Christoph Wer-
ner allude to, the similarities of the ideals between these groups and the official
policies resulted the reform process turning into a significant symbiosis between
them.! The new academic forces decided to carry out artistic and cultural policies
that were based on the revival of the cultural heritage of Iran and, due to this goal,
a rapid academization and bureaucratization had to occur in the fields of art and
culture: “Cultural heritage was one of the most powerful forces behind Iran’s mod-
ern political will. It could represent a relationship between modern Iran and its
patronage [...]. The enlightened thinkers [...] became confident that a better future
for Iran was possible in Aryanist and nationalist theories. Because in these theo-
ries the feelings of inferiority caused by military and economic humiliations were
replaced with a sense of cultural and racial superiority [...]."*?

The academization plan in the fields of art and culture began through the estab-
lishment of new institutions and organizations. In the arts, this academic modern-
ization was to implement a comprehensive system of education and it was applied
to centers of art education. To understand the shift that these modernization plans
brought to the art education system, a review over art centers in the late Qajar era is
necessary. Two important centers of the late Qajar era; i.e., Dar al-Fonoun as Iran’s

9 The term “Monavar al-fekr” was used instead of “intellectual” in the late Qajar period and it was asso-
ciated to the terms “intellectuel” in French or “intelligentsia” in Russian. This term in Iran mostly referred
to the young and modernist proponents of the Constitutional Revolution. Later under Reza Shah'’s rule,
the term rather became associated with the Left Party members and sympathizers. [Sadeghi, Nowsazi-ye
natamam [Unfinished Modernization], 23 & 30.]

10 Prior to the formation of the Iranian middle class during first decades of the 20th century and still after-
ward, the main group who advanced reforms in Iran included (usually high-ranking) aristocrats within the
system of the bureaucracy. This group of aristocrats made cultural assignments for the state to be imple-
mented and the government, according to lack of the necessary knowledge, was highly reliant on this group
forits cultural policies. [Shahrnazdar, Mohsen (anthropologist), in discussion with the author, January 1,2017.]
11 Devos and Werner, introduction to Culture and Cultural Politics, 2.

12 Grigor, Building Iran, 10.



68 3 Artistic Autonomy and Privacy: Contexts of a Change

p =2 ! ¥

-p N \
__HEAF T P AT TR AL
& B- < o

Fig. 3-1 (Top) “Entrance of Dar al-Fonoun in the early first Pahlavi era,” 10979-3¢. Archives of Institute
for Iranian Contemporary Historical Studies

(Bottom) “A group of Iranian and foreign teachers, personnel and students of Dar al-Fonoun in

the late Qajar period,” 2761-124-5. [Ibid.]
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first university and Majma al-dar al-sandye’ [Arts and Crafts Center] were both
founded in about 1852. It should be noted that although at both schools the same
teacher, Sani al-Molk (1814-1866),'® was in charge of painting classes, it was at Dar
al-Fonoun that he could put his knowledge of European painting into practice. In
contrast to Dar al-Fonoun, the Arts and Crafts Center was dedicated to the national
arts and handicrafts with education based on the old method of master-appren-
tice; the primary purpose was not education, but rather the center was a place
for art commissions by the court.'* The foundation of Dar al-Fonoun, in contrast,
was aimed principally at spreading European arts and sciences as a necessity for
adoption of Western civilization and the formation of a new Perso-European style.'®
This turning to the West also appeared in other forms during the Qajar era, such as
state support in student dispatches to Europe, translation of Western books and the
employment of foreign instructors. It was this emphasis on the adaptation to the
European academic system that led to an assessment criterion for the employment
of instructors at Dar al-Fonoun requiring them to be among Western-educated Ira-
nians with the knowledge of academic painting and expertise in operating Western
technological equipment. As a result, many graduates of Dar al-Fonoun became
court painters for their mastery of European academic painting.*® Nonetheless, the
new Perso-European style, which appeared mainly in forms of Qajar Court Style
of painting with more emphasis on royal iconography, did not last long. [Fig. 3-2]
Among graduates of Dar al-Fonoun, there were eminent painters'” who contrib-
uted to putting an end to this style and instead concentrated on a more liberated
academic Naturalism and Realism—the main art styles that later in the 1940s were
also criticized by the young modern artists. [Fig. 3-3]

13 Abual-Hasan Khan Qaffari—better known as Sani al-Molk—is considered of the first [ranian painters who
studied painting (and lithography) in Europe (1846-1850). In contrast to the flashy Court Style painting and
insincere courticonography, he promoted a Naturalistic logic in the application of colour in his paintings with
more emphasis on characteristic nuances of his subjects. The significance of Sani al-Molk’s work is in a com-
bination of European Naturalism and Iranian miniature painting. [Mohammad Hadi, “Nokostin mo’allem-e
naqasi-ye nowin-e iran [First Instructor of Iranian Modern Art],” Honar, no. 13 (1987-1988): 106 & 115.]

14 “Sabza meydan wa majma al-dar al-sanaye’ [Sabza Meydan and the Arts and Crafts Center],” Yadegar,
no.39-40 (1948): 66.

15 Abbas Amanat, “Qajar Iran: A Historical Review,” in Royal Persian Paintings, ed. Layla S. Diba (London:
.B. Tauris, 1998), 26.

16 Such as Esmaiel Jalayer, Abu Torab Qaffari, Mohammad Qaffari and Jafar Khan Zanjani. [Aydin Aghdash-
lou, “Moqadama-i bar naqasi-ye qajari [An Introduction to Qajar Painting],” in Dar jostoji-ye zaman-e now
[In Search of the New Time], ed. Iman Afsarian (Tehran: Herfa-honarmand, 2016), 34.]

17 Painters such as Esmaiel Jalayer, Abu Torab Qaffari, Mohammad Qaffari and Ali Akbar Mosavar (also
a sculptor).
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Fig. 3-2 Ahmad, Mohammad $ah [Mohammad Shah Fig. 3-3 Esmaiel Jalayer, Darvis nur ‘ali $ah [Dervish
(Abbas Mirza’s Son)], 1884. 90 x 76 cm, Golestan Nur Ali Shah], 19th century. Oil on canvas,
Palace 69 x 49 cm, Golestan Palace

The development catalyzed by Dar al-Fonoun was in both the method of art edu-
cation and a shift in artistic styles. As an educational reform, Dar al-Fonoun came
under the jurisdiction of Vezarat-e amuzes-e ’ali [Ministry of Higher Education]
and incorporated painting into the academic curriculum. For the first time, paint-
ing was explicitly perceived as an academic discipline rather than handicraft'® and
the terminologies of “art” and “crafts” became distinguished from each other. In
painting, the traditional master-apprentice method of copying, repeating and pro-
ducing replicas was replaced with European academic Naturalism that emphasized
perspective and chiaroscuro. This current was also fed by other events such as
the importation of photography into Iran by the state in 1842 and the establish-
ment of Capkana-ye dowlati [Public Printing Press Center] with Sani al-Molk as the
Chief Editor, as well as the establishment of the Naqaskana wa karkana-ye basma
[Public School of Painting and Print] by him in 1861. Both photographs and prints
played important roles in this academic education system and allowed painters to
depict their subjects more objectively and correctly. As a “superior style,” painters
applied photographs as models and transformed the idealistic iconography of the
early Qajar period into paintings that were less descriptive and more realistic with

18 Ekhtiar, “From Workshop and Bazaar to Academy,” 54.
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Fig. 3-4 “E‘lan-e naqaskana-ye dowlati
[Announcement of the Public School of
Painting],” in Ruznama-ye dowlat-e ‘elliya-ye
iran, April 27, 1862. National Library and
Archives Organization of Iran. [In the text
of the announcement it is read painting
classes of the school will be open to every-
one and Sani al-Molk will in person teach
painting on Saturdays. The school will be

open to exhibit the students’ works on
Fridays.]

a photographic objectivity.!® It was the availability of this media, in particular the
printed models, that the Public School of Painting and Print turned into Iran’s first
artacademy for education of painting with new methods.? [Fig. 3-4] The role of Sani
al-Molk as the director of the Public School of Painting and Print was instrumental in
these developments. The curriculum of the painting classes, both at this school and
Dar al-Fonoun, was decided based on his experience in European academic meth-
ods in applying Western materials as paintings, prints, engravings and sculptures.
The curriculum, however, was not a replica of the European type, and instead, was
devised by Sani al-Molk and he excluded courses such as anatomy, geometry and art
history in order to avoid conflicts with the traditional system,*! whereas copy and
repetition of models played a large role in the training.

Parallel with the cultural policies for adoption of the European system of edu-
cation, the Vezarat-e dmuzes wa oqadf [Ministry of Education and Endowments]
transformed into Vezarat-e amuzes, oqaf wa honar-ha-ye ziba [Ministry of Educa-
tion, Endowments and Fine Arts] in 1910 with the fine arts under the directorship

19 Keshmirshekan, Honar-e mo‘aser-e iran [Iranian Contemporary Art], 31.
20 Homayoun Mousavi, “Negahi be amuze$-e motewaseta-ye naqasi dar iran [A Review of Secondary Edu-

cation of Art in Iran],” Ayena-ye kial, no. 5 (2007), 71-72.
21 Ekhtiar, “From Workshop and Bazaar,” 59.
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of Kamal al-Molk (1859-1940)**—an eminent painter from Dar al-Fonoun. Based on
this opportunity in the final years of the Qajar dynasty, Kamal al-Molk established
his own school, Madrasa-ye sanaye’-e mostazrafa [Kamal al-Molk School of Fine
Arts], in 1911. [Fig. 3-5] Kamal al-Molk School of Fine Arts, compared to previous cen-
ters, was the first modernized Iranian academy that concentrated only on the visual
arts and referred to painting as a science.* Although at Kamal al-Molk School the
education remained a mixture of master-apprentice and European academic meth-
ods; it was at this school that the sporadic steps toward promotion of Naturalistic
and Realistic painting finally reached their summit.?* In fact, after his visit to Europe
as a court painter, Kamal al-Molk became enamored with Renaissance painting and
the notion that: “Art and painting only existed during the Renaissance and not after-
wards.”?® This was in spite of the fact that around the same time (1898), Europe was
experiencing modern styles such as Impressionism and Post-Impressionism. This
captivation with the Renaissance (and not modern) paintings by artists like Kamal
al-Molk is what Aydin Aghdashlou (1949-, painter and critic) interprets as efforts by
Iranian artists of that time to challenge their own abilities regarding the objective
and Realistic art of the Europe.?® Robertson argues that this captivism was prevalent
in colonial or pseudo-colonial countries in the early 19th century and it was common
to ignore the impressionists in favor of the Old Masters and the art of the Salon.?’
The import of Western art and European paintings to Iran, Aghdashlou explains, was
also random and not along with adequate knowledge and, as a result, did not have
the necessary compatibility with simultaneous artistic developments in Europe. In
such condition, the real value of Western modern art remained concealed for Ira-
nian artists and what Kamal al-Molk School had picked up could not supplant the

22 Mohammad Qaffari—better known as Kamal al-Molk—was born in Kashan to the renowned artist
family of Qaffaris. During the reign of Naser al-Din, king of Qajar (1848-1896), while a student at Dar al-
Fonoun, he was selected to become a court painter by the king in 1880 and was granted the honorary title
of “Kamal al-Molk” in 1884. Being also granted a three-year trip to Europe in 1898 by Mozaffar al-Din, king of
the Qajar dynasty (1896-1907), on his return he established his own painting school Kamal al-Molk School
of Fine Arts in 1911 and promoted the academic school of painting.

23 According to statutes of the school, the majors of painting, sculpture, architecture, literature and music
had separate branches and the painting course included drawing from nature and antique, perspective,
coloration, anatomy, history of world and Iran. [Mohammad Hasan Hamedi, “Vaziri wa andisa-ye taraqi dar
sanaye’-e mostazrafa [Vaziri and Progressive Attitude at School of Fine Arts],” Tandis, no. 305 (2015), 29.]
24 Iranian painting can be respectively divided into two general stylistic periods before and after Kamal
al-Molk School: Zand and Qajar Schools of painting which were declined with return of the Dar al-Fonoun
students from Europe (e.g. Sani al-Molk, Mozayen al-Doleh, etc.), and Kamal al-Molk and his school until
turn of the 20th century and the formation of Iranian modern art movements. [Aghdashlou, “Moqadama-i
bar naqasi-ye qajari [An Introduction to Qajar Painting],” 18.]

25« om ) o o) ) 5l 2sa s puilad o533 el 3& 5 iy [Margar Garabekyan, “Kamal al-molk: honar-
mand wa naqas-e bozorg [Kamal al-Molk: The Eminent Artist and Painter],” in Yadnama-ye kamal al-molk
[Kamal al-Molk’s Memorial], ed. Darab Behnam Shabahang and Ali Dehbashi (Tehran: Cakama, 1985), 202.]
26 Aydin Aghdashlou, Az kosi-ha wa hasrat-ha: bargozida-ye goftar-ha wa goftogu-ha [Of Joys and Yearn-
ings: Selected Essays and Dialogues (1974-1991)] (Tehran: Farhang-e mo’aser, 1992), 74.

27 Robertson, A New Art from Emerging Markets, 119.
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Realism and Naturalism that was promoted at Dar al-Fonoun.?® Nevertheless, the
lasting impact from this period was a new approach to oil painting, with more real-
istic subjects from everyday life and greater attention to the significance of the paint
and brush in painting. This was precisely the more liberated academic Naturalism
and Realism that differed from the Qajar Court Style. In this period, especially in
portraiture, artists displayed a meticulous sensitivity for depiction of the person-
ality, behavior of the models and the routine environment in their works. [Fig. 3-6]
Considering these shifts in Iranian painting, one might conclude that the product
of the academic Realism in the Qajar period was a displacement in submission to
the patron versus self-confidence and self-examination of the artists,? or in what
Kamal al-Molk stated as: “In craft, there has been much dictated to my artistic taste,
for instance, the painting of Talar-e ayena [Hall of Mirror] is a great painting, but still
it has been imposed and has not derived from my natural imagination.”3

The bureaucratization with central attention to the national heritage distin-
guished the art and cultural policies of the first Pahlavi king from the late Qajar
period. Anjoman-e atar-e melli [Society for National Heritage (SNH)] (1922) was
established as the main cultural arm of the regime for the execution of these pol-
icies. [Fig. 3-7] This center had an architectural focus on mausoleums of Iranian
historical figures as symbols of a modern nation, calling for their destruction and a
modernized re-construction. Another major task by the SNH was a sort of deference
to European opinion.3! This policy was achieved through holding international con-
gresses and commemorative activities by inviting archaeologists and Orientalists to
the country. In the margins of these congresses relevant art and cultural exhibitions
were also held such as Jasnha-ye hezara-ye ferdowsi [Ferdowsi Millenary Celebra-
tions] (1934). These events were part of a foreign policy to be admired by foreign
scholars and to bring extraordinary political opportunities for the colonial competi-
tors in Iran.? Similar to SNH, Farhangestan-e iran [Academy of Iran] (1935)* became
of significant concern to promote a Persian language purged of foreign terms.

28 Aghdashlou, Az kosi-ha wa hasrat-ha [Of Joys and Yearnings], 80-83.

29 Layla S. Diba, “Images of Power and Power of Images: Intention and Response in Early Qajar Painting
(1785-1834),” in Royal Persian Paintings, ed. Layla S. Diba (London: I.B. Tauris, 1998), 45.

30 0o sk Bsd sl Jreatio AL (g oad o L akyl Y 2 5y i e o Jreai 2§ (e (Sirlea (353 4 Cmlea H3p
«.<d 23535 86 [“Sarh-e hal-e kamal al-molk az zaban-e koda$ [Kamal al-Molk’s Memoir in His Own Words],”
in Yadnama-ye kamal al-molk [Kamal al-Molk’s Memorial], ed. Darab Behnam Shabahang and Ali Dehbashi
(Tehran: Cakama, 1985), 19.]

31 Katouzian, The Persians, 217.

32 Grigor, Building Iran, 72.

33 The initial foundation of the Academy of Iran goes back to 1935-1954 with the main task of issuing
Persian equivalents for foreign words. With the increase of foreign words in the Persian language, the role
of the academy was once again highlighted and it was re-established in 1963. [“Tarikca [History],” Farhang-
estan-e zaban wa adab-e farsi [Persian Academy], accessed October 8, 2017, http://www.persianacademy.
ir/fa/history.aspx.]


http://www.persianacademy.ir/fa/history.aspx
http://www.persianacademy.ir/fa/history.aspx
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Fig. 3-6 (Top) Ali Akbar Yasemi, Doktar wa tabi‘at-e
bijan [Girl and Still Life], 1954. Oil on canvas,

48 x 43 cm, Tehran Beautification Organization
(Negarestan Museum)

(Bottom) Hasan Ali Vaziri, Otaq-e kar-e ostad kamal
al-molk [Kamal al-Molk’s Room], n.d. Oil on wood,
20 x 22.5 cm, [Ibid.]

Fig. 3-5 (Top) “Kamal al-Molk and his students at
Kamal al-Molk School (Kamal al-Molk standing the
sixth figure from left),” n.d., Tehran Beautification
Organization (Negarestan Museum)

(Middle) “Interior of Kamal al-Molk School.” [Ibid.]

(Bottom) Kamal al-Molk, Self-Portrait of Artist,
1918. Watercolour on paper, 28.2 x 22.2 cm, Malek
Museum
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This center, as Saeed Nafisi (1895-1966)—a renowned member of the acad-
emy—described, emphasized on language for boosting a national spirit: “There
can be no uncertainty that language is a major manifestation of the nationality of
each tribe and it should represent the national spirit of its people and provoke it.”3*
Two other significant centers that shared the same cultural policies were Sazman-e
parvares-e afkdar [Thought Training Organization] (1938), which had a focus on
activities by art and cultural institutes, and University of Tehran (1934), which was
the heart of modernization plans and the birthplace of Tehran’s Faculty of Fine
Arts (1940). [Fig. 3-8] In fact, promotion of a scientific and cultural modernism was
an official project for which educational programs and university curricula made
their core.?® Both institutes, particularly the University of Tehran, aroused archa-
ism, patriotism and the history of Iran with certain academic policies. Meanwhile,
Iran-e emruz, the state sponsored magazine of the Thought Training Organization
promoted debates on subjects such as ancient glory, modern progress, artifacts in
national museum; an international distribution of this magazine multiplied its pro-
pagandizing role. The University of Tehran and other cultural organizations were,
in fact, supposed to disseminate their own orthodoxy and disciplinary codes by
means of employment of the most compliant scholars. According to the operators
of the Thought Training Organization, university and all cultural institutes were
supposed to fulfill cultural plans of the government—a condition that resulted in
the reduction of the academic and scientific functions of the University of Tehran to
a state cultural organization, rather than that of an independent scientific complex.>

In the field of art and artistic production, the policy for national modernization
left little support for new inclinations that were taking shape among young artists,
and instead, the state’s support included the revival of national life via restoration
of the national and traditional arts and crafts.?” Upon this policy, centralized acad-
emies of traditional arts were founded during the first Pahlavi era. They were a
series of art academies whose curricula were comprised exclusively of traditional
arts: Honarestan-e honar-ha-ye ziba-ye irani [Academy of Fine Arts of Iran] (1930) in
Tehran under the directorship of Hossein Taherzadeh Behzad (1887-1962, miniature
painter) and Madrasa-ye sanaye‘-e qadima-ye esfahan [School of Art and Crafts of
Isfahan] (1935) under the directorship of Isa Bahadori (1905-1986, carpet designer).
Concurrent with these institutes, education of painting and sculpture was contin-
ued at Kamal al-Molk School after his resignation, under the supervision of his

34 Grigor, Building Iran, 72.

35 Keshmirshekan, Honar-e mo‘aser-e iran [Iranian Contemporary Art], 2.

36 Mahmoud Delfani, “Sazman-e parvares-e afkar: jostari bar sizman-ha wa siasat-ha-ye farhangi-ye iran
dar dora-ye reza $ah pahlavi [Thought Training Organization: An Inquiry into Iran’s Cultural Organizations
and Policies under Reza Shah Pahlavi],” Ganjina-ye asnad, no. 21 & 22 (1996): 79.

37 Suchasminiature painting, illumination, inlay, woodcarving, brocade weaving and carpet design. [Ebra-
him Safaei, Tarikca-ye honarestan-ha-ye honar-ha-ye ziba-ye doktaran wa pesaran [An Introduction to Acad-
emies of Fine Arts for Girls and Boys] (Tehran: Nasr-e vezarat-e farhang wa honar [The Ministry of Culture

and Art Publications], 1962), 15.]
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student, Abu al-Hasan Khan Sadiqi (1897-1995).3¢ Another significant institute was
Edara-ye honar-ha-ye melli [National Arts Administration] (1930) under the supervi-
sion of Mohammad Ali Forougqi (1877-1942, an ultimate scholar and statesman) with
the aim of further centralization of the affairs relating to the national and fine arts.
This centralization meant a merger of art academies and comprehensive supervi-
sion of them.* The National Arts Administration began monitoring activities at the
Academy of Fine Arts of Iran and Kamal al-Molk School and reorganized them in the
same year into two schools of Madrasa-ye sandye‘-e qadima [School of Traditional
Arts] and Madrasa-ye sanaye e jadida [School of New Arts], which were eventually
merged in 1939 as Honarestan-e ‘ali-ye honar-ha-ye ziba [Iran’s Secondary School of
Fine Arts]. [Fig. 3-9] The School of Traditional Arts was in opposite direction to the
School of New Arts and its aim was the revival of the old styles of I[ranian miniature
painting known as the Tehran School. In such a climate, establishment of the first
state museums should also be considered in association with the policy of central-
ization of both new and national arts. For instance, the Muza-ye honar-e melli [Iran’s
Museum of National Art] was founded in 1940 and was the location of workshops
for painting and sculpture at Kamal al-Molk School, displaying the works of the
masters and students of this school and miniature paintings of the Tehran School.

Although the art and cultural policies of the first Pahlavi reign attended more
to the traditional arts as a national identity, construction of the art academies and
the centralized academization in arts set the ground to institutionalization of mod-
ern art in Iran. Tehran’s Faculty of Fine Arts was founded at University of Tehran
in the final years of Reza Shah’s reign and became the epicenter for students who
would lead the Iranian modern art movement. [Fig. 3-10] In fact, the foundation of
the Faculty of Fine Arts on the initiative of Esmaiel Merat—the minister of educa-
tion in office 1935-1941—was based on a socio-cultural expediency for completion
of the project of cultural modernization in Iran. This measure was a functionary
of the same climate in which the University of Tehran was established or a space
affected by the colonial and national power policies within which most political
sentiments were enacted. The idea of creating a separate faculty for the fine arts
had two additional reasons: first, to establish a comprehensive school similar to
European art schools based on Merat’s observation of the educational system at
Ecole des Beaux-arts in Paris,*® and second, Reza Shah’s lack of belief in Kamal

38 Abual-Hasan Khan Sadiqi studied sculpture and painting at Kamal al-Molk School of Fine Arts. His edu-
cation at Ecole des Beaux-arts in Paris (1928-1931) enriched his knowledge of academic Realism by Kamal
al-MolK’s trainings with a figurative anatomy. Although he was influenced in a less sophisticated approach
to his sculptural subjects, he did not surpass the academic Realism and was faithful to Kamal al-Molk’s
teachings.

39 Ibid, 24.

40 This devotion of Merat to Ecole des Beaux-arts came from a familiarity he made with French educa-
tion system while he was in charge of the dispatch of Iranian students to France for their higher education.
[Mojabi, Pisgaman-e naqasi-ye mo‘aser-e iran [Pioneers of Contemporary Persian Painting], 4.]
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al-Molk School in final years of Shah’s rule, which influenced his decision to replace
this school with a new institution.*! The lack of belief was due to the fanatical air
of Kamal al-Molk School that restricted all trainings to his singular approach. For
Reza Shah, education was a means of carrying out the state’s doctrinal plan, and
he preferred to patronize technical and industrial functions of art which were pos-
sible through the removal of the traditional trainings of Kamal al-Molk School.*? In
fact, Shah observed a doctrinal method at the Kamal al-Molk School that created
disciples and could be a latent threat to his own rule and, therefore, it had to be
immediately suppressed and replaced with other methods of practice.*® As a result,
the Faculty of Fine Arts (in its early days known as Honarkada-ye honar-ha-ye ziba
[Academy of Fine Arts]) was founded by the merger of Kamal al-Molk School with
Madrasa-ye ‘ali-ye me‘mari [College of Architecture].**

Fig. 3-7 (Left) “SNH building in 1956,” in Hossein Bahrololumi, Karndma-ye anjoman-e atar-e melli [A Report
on the Society of National Heritage] (Tehran: Anjoman-e atar-e melli [Society of National Heritage], 1956): 2.
National Library and Archives Organization of Iran

(Right) “The logo for SNH adopted from the modern reconstructed mausoleum of Ferdowsi (Persian epic
poet of the 10th-11th century),” in Talinn Grigor, Building Iran: Modernism, Architecture, and National Her-
itage under the Pahlavi Monarchs (New York: Pariscope, 2009): 25

41 Morteza Momayez, “Daneskada-ye honar-ha-ye ziba dar nim qarn [Faculty of Fine Arts in Half a
Century],” Kelk, no.11 & 12 (1990): 60.

42 Dariush Kiaras, Pi¢-e Semiran 1332: tarikca-ye honarestan-e honar-ha-ye ziba-ye tehran [Piche Shemiran
1953: An Introduction to the Academy of Fine Arts of Tehran] (Tehran: Peykara, 2014), 20.

43 Pakbaz, Naqasi-ye iran [Iranian Painting], 14.

44 The School of Architecture was established in 1939 by Abu al-Hasan Khan Sadiqi, Mohsen Forougqi and
Rolland Dubrulle.
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Fig. 3-8 (Right) “The entrance of University of
Tehran,” in “Dane$gah-e tehran ¢ehel wa ¢ahar sala
Sod [University of Tehran Turned Forty-Four],” Talas,
no. 77 (1978): 9. National Library and Archives
Organization of Iran

(Left) “Reza Shah installing the bronze plate with
an inscription for the inauguration of the Univer-
sity of Tehran in 1935,” [Ibid., 10]. [In the margin of
the photo we read the parliament’s vote for neces-
sity of constructing the university: “It is because
of not having a university that we are required to
employ foreigners.”] [Ibid.]

s

Fig. 3-9 “School of Traditional Arts (Teachers and students, standing L-R: Hossein Safavi, Akhondi, Ali
Esfarjani, Ali Karimi, Abutaleb Moqimi, Mohammad Ali Zavieh, Nosratollah Yousefi, Seyyed Mahmoud Taba-
tabai, Ali Moti, Anonym, Hirbad (Naqashzadeh)),” in Amir Rezaie Nabard, “Tatir wa tatorat-e madrasa-ye
sanaye‘-e qadima wa muza-ye honar-ha-ye melli dar negargari-ye mo‘aser [Influences of School of Tradi-
tional Arts and Museum of National Arts on the Contemporary Miniature],” Negarina, no.7 & 8 (2015): 112
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Fig. 3-10 (Top) “Faculty of Fine Arts in 1941 (Teachers and students, standing in front L-R: Mohsen Forouqji,
Mohsen Mogaddam and André Godard),” Courtesy of Newsha Djavadipour

(Bottom) “Faculty of Fine Arts c. 1951 (A group of modern artists standing L-R: Sadeq Barirani, Meymanat
Vaziri Mogaddam, Manouchehr Sheibani, Mehry Rakhsha and Behjat Sadr),” in Manouchehr Sheibani, “Sa‘er
dar ¢ardivari-ye ‘ozlatgahas [Poet in the Room of His Solitude],” Zendarud, no. 32 (2004): 22
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One significant role of the Faculty of Fine Arts was with respect to the artistic
developments this center catalyzed. As the first higher educational school of art in
Iran, the faculty was the first state academy that officially offered European mod-
ern styles to students. Nevertheless, its role in the promotion of modern art or
its influence on first modern artists needs to be discussed. Although the educa-
tional method of the faculty, in projects and syllabi, was adopted from Ecole des
Beaux-arts, it was still very conservative. This was due to Merat’s decision for
appointing André Godard (1881-1965)**—French architect and archeologist—and
Mohsen Forougqi (1907-1983) —the Iranian architect and graduate of Ecole des
Beaux-arts—in charge of the academic cadre and curriculum. [Fig. 3-11] Despite
their acquaintance with the French academic system, Godard and his colleagues
notably Forouqi and Maxime Siroux (1907-1975) —a French architect—were much
more concerned with the historical and traditional heritage of Iran and were pro-
foundly attached to traditional Persian forms of architecture,*® or to quote Mina
Marefat: “What distinguished them from the generations that followed them was
their awareness of the Persian building heritage.”*” In fact, with the merger of Kamal
al-Molk School and College of Architecture, the faculty began its work, located at
Marvi School,*® with a conservative cadre of modern-traditional teachers who were
selected from students of Kamal al-Molk and foreign or Iranian architects with
three courses of architecture, painting and sculpture. A review of the appointed
teachers highlights the conservative modern-traditional air of the faculty.*® Beside
foreign teachers who emphasized preservation of Iranian heritage, the rest were
profoundly faithful to Kamal al-Molk’s legacy and did not deviate from the academic
Realism in their teachings. This condition was exacerbated based on the selection
of the courses by faculty’s presidents. According to their educational backgrounds,
they also shared a common interest for an academic system that was based on the
French model and yet preserved Iranian traditions.>° This academic fundamental-
ism in education proved restrictive to the artists; works by those students who had

45 André Godard was employed in 1929 by the Iranian government, similar to his German rival Ernst
Herzfeld (1879-1948), as an honorary member of the SNH.

46 Morteza Momayez. “Faculties of the University of Tehran ii. Faculty of Fine Arts,” in Encyclopedia Iranica,
1X/2 (London, U.K: Encyclopedia Iranica Foundation), 142.

47 Marefat, “The Protagonists,” 104.

48 Marvi School and Mosque was in fact an old seminary on Marvi Avenue of Tehran that was founded
under the reign of Fath Ali Shah Qajar in 1816. The Marvi Seminary was transformed into Marvi High School
at the reign of Reza Shah.

49 Among the main tutors of the faculty, for the workshops of painting were Gholamreza Sheikh, Hossein
Taherzadeh Behzad, Gholamreza Ebadi, Ali Mohammad Heydarian and Celestine Amini (Madame Amini).
Rafi Halati and Abu al-Hasan Khan Sadiqi taught the workshops of sculpture and in architecture classes
were André Godard, Mohsen Forouqi, Mohsen Moqadam, Roland Dubrulle, Maxime Siroux, Khachik
Pablouyan and Alexander Moser.

50 Abu al-Hasan Khan Sadiqi, Hossein Taherzadeh Behzad, André Godard and Mohsen Forouqi respectively
occupied this position and had graduated mainly from Kamal al-Molk School or Ecole des Beaux-arts in Paris.
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shown new inclinations were rejected or these artists deliberately dropped out of
the faculty to study at foreign academies.*

There were exceptions, however, such as Madame Celestine Amini (birth
unknown), a French painter that familiarized students with the theoretical issues
of painting or a pseudo-Impressionism, which was disparagingly referred to as
Qalam-e azad [“Free Brush”]>? by opponents of modern artists at the time. Accord-
ing to the first graduates of the faculty,*® the course was similar to other teachings by
French teachers of the faculty and consisted largely of Madame Amini commenting
on students’ mistakes with respect to visual elements such as form, colour, composi-
tion, harmony, etc.: “They [French teachers] had left the task of becoming modern to
ourselves to search it in books and by team works outdoors or at ateliers.”>* For the
students, the translation of French lessons from Ecole des Beaux-arts into Farsi
was difficult and they were expected to complete their works largely without the
assistance of the teachers: “As we painted, we realized about what our French teach-
ers expected us to do only by comparing our paintings with other students [in
the class]. There was no one to teach
us something. Students could not eas-
ily understand their [French teachers’]
views.”>®> According to Javad Hamidi
(1918-2002), one of the first graduates
of the faculty (1945), the courses imi-
tated the teaching methods of Ecole
des Beaux-arts, but the faculty lacked
the essential textbooks and the teach-
ers lacked the proper training for the
new education system: “There [in
Paris], I noticed that things were very
different from what we had learned

Fig. 3-11 “André Godard, Mohsen Forougqi and other
[at the faculty]. They had left Natu- teachers at Faculty of Fine Arts in 1941 (L-R: André

. c . Godard, Mohsen Forougqi, Asadollah Mirzaie, Eugene
ralism to photographers and painting Aftandilian and Mohsen Mogaddam,” Courtesy of

was advancing in another direction.”>®  Newsha Djavadipour

»

51 Parviz Kalantari, “Pardaktan be $iva-i $a‘erana dar naqasi [Proceeding to a Lyrical Method in Painting],
Tandis, no. 175 (2010): 50.

52 “Free Brush” was applied to Impressionism due to the technical and stylistic contrast that Impression-
ism had with limitations of the Classicism. [Mojabi, Saramadan-e honar-e now [Masters of Modern Art], 94.]
53 Javad Hamidi, Hossein Kazemi and Jalil Ziapour were the first artists who graduated in painting in 1945.
[Momayez, “Daneskada-ye honar-ha-ye ziba [Faculty of Fine Arts],” 63.]

54 Ganblalil )30 aen 55358 slaa s L AIAUS 50 35n ge LAUS (VA 1L s ealgd Le 258 LRI 43 1) G50 )aen
«.p2)ss» [Mojabi, Saramadan-e honar-e now [Masters of Modern Art], 104.]

55 20320 (55 p2l 4 Vla e 20 € 20 K0 a3 e dn Lagl mtiagiioe O R 2 JS ook Ol e S JS (B Loy
€ dlas 53 e il s lagl s 31 (Sale 44 5l [Mojabi, Pisgaman-e naqdsi-ye mo‘aser-e iran [Pioneers
of Contemporary Persian Painting], 158.]

56 b1y S o) i 5 plulSe s 24X | 5 il 6l Cld LA sl Ko e as o b glaas) s s oy
«.2S = [Ibid., 64-65.]
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Nevertheless, foundation of the Faculty of Fine Arts created notable changes in
Iranian art when compared to the academic Naturalism and Realism promoted
by the previous schools. Programs like sketching and decorative arts, which were
adopted from Ecole des Beaux-arts, allowed students to use their imagination with
greater freedom than the classical methods of lyrical or imitative approach to their
subjects.’” Due to its Naturalistic manifestations, the Impressionist style in painting
was soon adopted both by the artists and their audience and this was notwithstand-
ing artists’ attempt to remain more detached from their subjects. A more thorough
examination of the subject and an emphasis on the speed of its transfer became the
important criteria for evaluating paintings.>® [Fig. 3-12] Although this unsystematic
education of modern art resulted in the promotion of a pseudo-Impressionism, it
provided the students a new artistic direction that was later pursued by them pri-
vately and outside of the faculty.

3.1.2 Modern Artists and Formation of an
Anti-Institutional Mood

But how did the anti-academic inclinations grow gradually from within the acad-
emy and among the young modern artists? Due to the discussed conservative pol-
icies, the education system of the Faculty of Fine Arts created a status of inde-
cision and doubtfulness® for the artists regarding selection between three main
art trends to follow: first, the established traditional arts that emphasized on the
national heritage; second, the academic Realism as the legacy of Kamal al-Molk
School; and third, the European modern art which was practiced at the faculty in
an unsystematic manner. From the first two decades of the second Pahlavi period
and continuing until at least the late 1950s (that was concurrent with the decisive
turning of the official support to the modern artists), the artistic space transformed
into a battlefield for artists from these three trends and led to an anti-institutional
mood in those who sought to experiment with European modern art.®® Until the late
1950s, both the state and the academic system pursued the same cultural policies
of the first Pahlavi in emphasizing the traditional arts; inside the faculty, students
from Kamal al-Molk School were treated preferentially and occupied the majority

57 Hoda Amini, “Dora-ye eskis ziapur ra motehavel kard: hoda amini dar goftogu ba mahmud javadipur
[The Sketch Program Changed Ziapour: An Interview by Hoda Amini with Mahmoud Javadipour],” Tehran-e
emruz, November 17, 2009. (Sketch program trained students to create their own works quickly and with-
out imitation and copy. They were supposed to apply only their own imagination. [Jalal Sattari, “Didar ba
hossein kazemi [Visiting Hossein Kazemi],” Kelk, no. 61-64 (1995): 111.)

58 Hasan Morizinejad, “Tarahi dar iran: daha-ye 1320 [Drawing in Iran: In the 1940s],” Tandis, no. 26
(2004): 10.

59 Keshmirshekan, Honar-e mo‘aser-e iran [Iranian Contemporary Art], 56.

60 Added to traditional artists who defended the Iranian miniature and the students of Kamal al-Molk
School as advocates of the academic Realism, modern artists had to fight against a third obstacle and it was
the conventional taste of the masses being shaped in favor of these two art trends.
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of the teaching positions. It was in such a competitive space that the avant-garde
artists, as a minority, had to establish both the concept of [ranian modern art and
themselves as modern artists. The authorization of the self worked, thus, in combi-
nation with an anti-institutional mood; the term “institution” refers to the academy
and the official spaces that were supported by the state. This study will describe
two main causes that provoked confrontations between the young modern artists
and the official institutions and art. For the first cause, it will discuss the crucial
role of the education system practiced at the faculty and the cultural policies of the
second Pahlavi period for patronizing the institutionalization of an official art. For
the second cause, it will argue how society’s kind of politicization since the 1940s
and the social networkings of modern artists with the literary and intellectual cir-
cles could inspire them in promoting modern art that contrasted to the official art.

In general, the cultural policies of
the second Pahlavi period were similar
to the first and continued to empha-
size archaism and authenticity of the
identity. Nevertheless, the idiosyncra-
sies of the second Pahlavi era resulted
in equal concern for both tradition
and modernism as it sought to achieve
two important goals: first, to resolve
the identity crisis which had emerged
upon the massive, sometimes reckless,
cultural modernization under the first
Pahlavi regime and, second, the neces-
sity of building a stronger base of legit-
imacy for Mohammad Reza Shah after
the abdication of his father. Although
there was a general continuance in the
policy of modern academization in the
arts, the modern nationalization of the
second Pahlavi was a specific type of

) ) ) s Fig. 3-12 Mahmoud Javadipour, Untitled, 1948. Oil on
nationalism known as “Anti-Colonialist  wood, 55 x 40 cm, Newsha Djavadipour’s Collection

Nationalism.”®* After Reza Shah’s abdi-

cation and an abrupt reduction of suppressions on politico-intellectual trends— of
which the most conspicuous result was the premiership of Iran’s National Front
leader Mohammad Mosaddeq (1882-1967) and the nationalization of oil in Iran—the
cultural reforms assisted institutions and other social structures to visualize what

61 Zariri, “Modernism wa tajadodgerai dar asr-e pahlavi [Modernism in the Pahlavi Era],” 28.
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was known as the “magic of nationalism.”®? The anti-colonialist nationalism that
was the focus of cultural policies from the 1940s to 1970s was, nonetheless, altered
due to politico-historical events of this period and thus caused divergences or even
convergences between the officially promoted art and the modern artists. In fact,
the significance of these modifications is to the extent that, according to some crit-
ics, the study of modern art in Iran should pay special attention to these changes.
Beginning in the 1940s, with the transfer of power and simultaneous with the
establishment of the Faculty of Fine Arts, there was considerable removal of restric-
tions on political and intellectual activities. Outside the faculty, there was an open
political space in which artistic tastes were being shaped more naturally. Two dom-
inant politico-intellectual parties that provided inspirations for artists at this time
were Tudeh, the Iranian Communist Party, and the Nationalist Party. It should be
noted that obtaining certain political alignments was not essential for the major-
ity of artists in this decade, since both parties had no hostility to the arts and even
competed against each other with respect to new developments; their clubs would
hold exhibitions and talks by artists, as well as publish of the art news in their
magazines. The reason of this was twofold: It was not until the publication of the
Zhdanov Soviet Cultural Doctrine (1946)° that explicit political orientations in the
arts became mandatory; after the doctrine, however, one had to either side with the
committed art or art for art’s sake: “[...] before 1948 that Zhdanov Doctrine came into
force among Iranian communists, it was largely only the personal tastes of Tudeh
that influenced artists in their works.”®* The predominant currents of the National-
ist Party at this time were also primarily concerned with modernization, secularism
and Western civilization and, thus, they had no objection to new manifestations
in arts.®® In regards to the regime’s cultural policies, there was no impact in terms
of patronage of the new movements or in coverage of their news. In other words,

62 Marashi, Nationalizing Iran, 4.

63 “Zhdanovschina” meaning “the Zhdanov Thing” or “the Zhdanov Period,” was a label given to the ideo-
logical offensive of 1946 to 1948, when Andrei Zhdanov [the leader and cultural ideologist of Soviet Commu-
nist Party (1896-1948)] engaged in a public attack on those in the arts whose work had supposedly shown
too little Communist spirit. [Kees Boterbloem, The Life and Times of Andrei Zhdanov, 1896-1948 (Montreal:
McGill-Queen’s University Press, 2004), xix.] During the Zhdanovschina the crudest expression was exerted
by the Soviet regime against individual works and artists, excoriating the least suspicion of veracity, artis-
tic independence (‘Formalism’) and apoliticism (‘ideological emptiness’). Instead artists were demanded
to create militant, ideologically pure and edifying art. [Josephine Woll, “The Politics of Culture, 1945-2000,”
in The Cambridge History of Russia, ed. Ronald Grigor Suny (Cambridge: Cambridge University Press, 2006),
vol. 111, 606.]

64 Shahrnazdar, Mohsen (anthropologist), in discussion with the author, January 18, 2017.

65 With the failure of the Constitutional Revolution, nationalism was mainly adapted into two forms: first,
a secular nationalism known as archaic or monarchist nationalism receptive to Western thought, archaism
and monarchy with opposition to religion. Second, a liberal nationalism that except for the years of nation-
alization of oil industry in Iran had fewer chances to enjoy political ascendancy. [Zia Mesbah, “Melligerai dar
tarik-e siasi-ye mo‘aser: negahi digar be tarikca-ye jebha-ye melli [Nationalism in Contemporary Political
History: Another Review of the History of National Party],” Hdfez, no. 53 (2008): 56.]
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although the cultural policies of this period pursued both cultural nationalization
and education modernization, the government remained conservative about the
new developments. In fact, this conservatism was rooted in government’s fear of
public opinion and the usefulness of not provoking people. Therefore, not only did
the state not patronize modern artists at the faculty and showed a deliberate indif-
ference about them, it also promoted works by students of Kamal al-Molk School
and miniaturists who had a better local and international market.®® It should be
remembered that foundation of the Faculty of Fine Arts by the state was in principle
a part of the agenda for educational modernization and was aimed at responding
to the fanatic Naturalism that was promoted by Kamal al-Molk School.®” Nonethe-
less, the academic legacy of this school outweighed the unsystematic trainings in
modern art at the faculty. The new art that came into view aroused both fear and
indifference in the state due to its two main features: First, by virtue of its unfamil-
iar qualities, modern artists were considered rebels who could potentially threaten
the national culture,®® and second, since modern art did not imply any direct polit-
ical message, it was ignored as a serious concern by the regime. According to Javad
Mojabi (1939-, painter and writer), modern art in Iran was misunderstood by the
state, and although from the very beginning artists defended a modern art that was
adaptable with the traditions and the national identity of their own, their attempts
were disregarded by the state for a long time.®® The governmental aid that was
mainly provided via random scholarships to artists for further trainings in Europe
or their employment at state organizations should not be mistaken as the state’s
willingness to promote modern art. This point is discussed by some critics as a
characteristic of the Iranian higher education system that lacked forward-looking
planning and was based rather on a reactionary decision to fulfill concrete needs
or acute problems: “This pragmatic mode of operation, which is a constituent ele-
ment of the modernization process in Iran, commonly has to face a Western explan-
atory model that is not consistent with it.”’° Therefore, the programs of the faculty
were mixtures of highly diverse approaches and traditions that were impossible
to ascribe to one closed system alone and were not based on one single coherent
model: “[These programs] did not follow a master plan [and were] rather a colour-
ful puzzle of many simultaneous and sometimes contradictory actions by individ-
uals completing this puzzle.””!

66 Mojabi, PiSgaman-e naqasi-ye mo‘aser-e iran [Pioneers of Contemporary Persian Painting], 12.

67 1bid,, 222.

68 Ibid., 12.

69 Ibid., 226.

70 Christl Catanzaro, “Policy or Puzzle? The Foundation of the University of Tehran between Ideal Con-
ception and Pragmatic Realization,” in Culture and Cultural Politics under Reza Shah: The Pahlavi State, New
Bourgeoisie and the Creation of a Modern Society in Iran, ed. Bianca Devos and Christoph Werner (London:
Routledge, 2014), 47.

71 Ibid.
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It was according to the controlled atmosphere and inefficient educational programs
of the faculty that artists gradually lost hopes in the academy and an anti-insti-
tutional mood took hold among them. Accordingly, many artists sought to either
complement their trainings in Europe, set up their own private ateliers or estab-
lished private artists’ groups, associations and galleries after being exposed to one
another’s art. A review of the discussions and texts by artists at this time indicates
the formation of a spirit of frustration and despair that led to displacement of the
academic space with these private circles and the replacement of the state with
other institutions that welcomed modern artists. In Europe, not only did these art-
ists not identify themselves as modern artists, but they felt left behind from modern
European developments. Society at large also played a role in disillusionment of
the artists; not only did the state disregarded them, but their works were also not
understood by people and the newspapers were critical of their art.”? As a result,
the 1940s embodied a range of attempts by the modern artists who wished to rap-
idly overcome the lag between themselves and Western academies. Hamidi, who
was dispatched to Paris to study at Ecole des Beaux-arts’ in order to teach painting
at the Faculty of Fine Arts in Tehran (c. 1950), explained: “Because | was teaching at
the faculty, I did my utmost to learn whatever was essential for this job [...]. I tried
to transfer what I had experienced in France and, regarding this, my knowledge
and method of teaching was different to the others. Younger students [...] became
attracted and [ worked to teach them the fundamentals of modern art.”’* The expe-
rience brought back into the academic space by the Europe-graduated artists was
immediately appreciated by the students. Although imagination and manipulation
of nature were elements of courses, an air of academism dominated the faculty and
it was common to hear: “[...] at this place [faculty], you must imitate only me [the
teacher] and nature [...]."”> In a letter to Behjat Sadr (1924-2009), modern painter
and the then head of Visual Arts Department of the faculty in 1969, Parviz Kalantari
(1931-2016, a graduate in painting), wrote about the deficiencies of the education
at the faculty.”® He observed the nuances that led the young artists into opposition
with the academic system; the same qualities that had led artists to prefer to deal in
private circles. As Kalantari had complained, the curriculum that was adopted after
Ecole des Beaux-arts did not precisely correspond to the contemporary programs
of the faculty and resulted in graduates lagging behind with modern art in Europe.

72 Mojabi, Nawad sal nowawari [Ninety Years of Innovation], 96.

73 Javad Hamidi, Jalil Ziapour, Hossein Kazemi, Houshang Pezeshknia and Mohsen Vaziri Moqaddam were
among the first Iranian modern artists who also studied at European art academies.
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«.posebn Gl 42 )y o3 sia [Mojabi, PiSgaman-e naqasi-ye mo‘aser-e iran [Pioneers of Contemporary Persian
Painting], 65.]
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76 Morizinejad, “Tarahi dar iran [Drawing in Iran],” 10.
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Also, the practical courses outweighed the theoretical lessons; the teaching meth-
ods taught students proper painting techniques, but did not develop the critical and
analytical perspectives necessary to implement them effectively. Nevertheless, one
significant point about the early interactions between modern artists and the fac-
ulty was the formation of a distinctive understanding of art that differed from the
conservative academism, with more concern for nationalization of the arts. Empha-
sis on the subjectivity of the artist and freedom of self-expression were among the
most important qualities that modern art necessitated and that provided artists
with a specialized competence in their field releasing them from obligations by the
academy to a state of self-reliance.

Outside the academy and prior to formation of the first private art association
(1948) and gallery (1949), the only refuges for the modern artists were mainly the
cultural relations societies of foreign embassies, the most supportive ones during
the 1940s being the Iranian-Soviet Cultural Relations Society (VOKS)’” and the Insti-
tute of Iran-France Cultural Relations in Tehran. [Fig. 3-13] It was based on the ini-
tiative of these two societies that Iranian modern artists could exhibit their works
for the first time publicly and side-by-side with the opposing groups of academic
painters and miniaturists.”® Namayesgah-e honar-ha-ye ziba-ye iran [Exhibition of
Iranian Fine Arts] (1946)7° received considerable participation from the modern
artists and took place on initiative of the Fine Arts Commission of VOKS in rooms at
the Kak-e Sahpur qolamreza pahlavi [Shahpour Qolamreza Pahlavi Palace] and was
inaugurated in the presence of many statesmen, diplomats and artists. [Fig. 3-14]
This exhibition not only opened up the scene for the modern artists, but it also
became a topic for artists to criticize government in its negligence toward artistic
developments: “This time, our neighbour the USSR has uncovered the Iranian art-
ists’ precious art by its patronizing hands and, even, it has proved us that the Irani-
ans possess such rich and skilled taste but this is despite the fact that with so many
artworks and artists around us, we have not seen and do not notice them ourselves
[...]8° Although in their Articles of Constitution, the societies explicitly included all
types of collaboration between Iran and their countries in fields of science, culture
and arts,® they were in reality the propagandizing arms of foreign cultural policies

77 Russian abbreviation for Vsesoiuzone Obshchestov Kul'turnoi Sviazi s Zagranitsei (Soviet All-Union
Society for Cultural Ties Abroad).

78 Four important exhibitions were held by VOKS between 1946 and 1953 and two by Institute of Iran-
France in 1945 and1949.

79 The exhibition was dated from February 5 to April 1, 1946.
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«.[...] ©) [“Namaye$gah-e honar-ha-ye ziba-ye iran [Exhibition of Iranian Fine Arts],” Website of Ali Asqar
Petgar, accessed April 28, 2018, http://www.a-petgar.com/fa_IR/Pages/Page /b 55«]

81 Amin Taryan, “Tarvij-e taraqgiat-e Sorawi: baresi-ye fa‘aliat-ha-ye anjoman-e ravabet-e farhangi-ye iran
ba etehad-e jamahir-e Sorawi (1321-1332) [Promotion of the Soviet Developments: A Study of Activities by
Iranian-Soviet Cultural Relations Society],” §arq, March 2, 2013.
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of their countries. In fact, beginning of the second Pahlavi era was simultaneous
with the Angelo-Soviet invasion of Iran. The geopolitical significance of Iran and the
British concern about Iran’s oil in the region attracted US interests too and, relying
on its peaceful relations with Iran during the first Pahlavi period, the presence of
US was more welcome than the other two political competitors. Yet, regarding less
diplomatic precedents compared to Britain and the USSR, the US diplomacy was
much more centered around intensification of cultural relations with Iran—a policy
which continued until the CIA-Britain coup d’état against premiership of Moham-
mad Mosaddeq on August 19, 1953 and restricted the political penetration of the
Left Party in the Iranian state.
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Fig. 3-13 “Catalogue of the group exhibition of Fig. 3-14 “Entrance of the building for Exhibition of

Iranian artists Exposition De Peinture by Iran-France [ranian Fine Arts,” in Reza Jorjani, “Namayesgah-e
Cultural Relations Society in 1949,” Courtesy of honar-ha-ye ziba-ye iran [Exhibition of Iranian
Newsha Djavadipour Fine Arts],” Sokan, no. 1 (1946): 24. National Library

and Archives Organization of Iran
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During these years, Iran had become the battlefield of Britain, the USSR and Amer-
ica fed by both the Iranian state’s internal fragility and US doubts about the inten-
tions of its allies.?* The US policy in approaching Iran, in addition to a reaction to
the threat of growing Communism in the Middle East, signaled American com-
panies’ burgeoning interest in the exploitation of Iran’s oil reserves—a condition
affected by Britain coming to an oil crisis with Iran in 1944.% Even with the exit
of the Anglo-Soviet forces and US army from Iran after World War II (1946), these
countries further continued their colonial policies via the strengthening of their
cultural ties with Iran. This could also be considered as the Cold War effect in the
form of cultural role of Western Imperialism for repressing Communism and leftist
intellectuals.?* In fact, with the downfall of the first Pahlavi regime and release of
suppressions on intellectual oppositions, the only solution for colonial West was
to attract the revolutionaries under a progressive pretense through tolerance, pen-
etration and destruction, all which was to be achieved via their cultural societies
in the East.®® Accordingly, Jahan-e now, an apolitical and conservative magazine
(1946) of this decade, commented on the role of foreign cultural societies as: “[...]
today apparently foreign armies have left the country [...]. Today the time for mili-
tary occupation is over, and instead, we speak of cultural occupation which is more
harmful.”®¢ [Fig. 3-15] These societies were welcomed in order to build a progressive
and democratic appearance and to strengthen their footholds among students and
young intellectuals. The Tudeh Party followed this policy until the late 1940s when
enactment of the Zhdanov Cultural Doctrine defending Social Realism became bind-
ing for all leftist parties in the world. Until this date, VOKS and the Left Party in gen-
eral were not considered serious dangers to politicize the artistic and cultural space
and were regarded with a controlled tolerance by the Iranian state. Meanwhile, the
USSR had Ahmad Qavam, the Iranian prime minister (1946-1947), on its side nego-
tiating their interests. In a better position than the USSR, the Iran-America Soci-
ety (1942)% enjoyed supports from the Iranian state. This was due to the common
antipathy of both countries against the Soviet occupation of Iran in the north. On
the one hand, according to the US, this occupation put at stake not merely Iran, but
possibly Greece, Turkey and the entire network of its interests in the Middle East.®

82 Louise L'Estrange Fawcett, Iran and the Cold War (Cambridge: Cambridge University Press, 1992): 112.
83 Ibid., 119.

84 Dadi, Modernism and the Art of Muslim, 95.

85 Shams Langeroudi, Tarik-e tahlili-ye se‘r-e now [Analytical History of Modern Poetry], vol.1 (Tehran:
Markaz, 1991), 240.
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Jahan-e now, no. 3 (1946): 75.]

87 Iran-America Society was first founded in Tehran in 1927 but it remained inactive until 19942—the 1940s
and 1950s comprised of high activity by the society.

88 LEstrange Fawcett, Iran and the Cold War, 125.
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Fig. 3-15 “The writing published by Jahan-e now in 1946 against cultural societies of foreign countries in
Iran,” in “E$gal-e nezami-esgal-e farhangi [Military Occupation-Cultural Occupation],” Jahdn-e now, no. 3
(1946): 75. National Library and Archives Organization of Iran. [The writing concludes that cultural societ-
ies have to be closed and re-opened under Iran’s regulations. The illustration in the text apparently shows
one official authority crossing out the cultural relations societies.]
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On the other hand, the Shah required US financial or political supports for build-
ing up an army to tackle Qavam lobbying with the USSR and raising the standard
of living to resist Soviet propaganda.®® As a result, the beginning of Iran’s Eco-
nomic Plans® in 1946 and the increase in oil revenues with two Emergency Plans
in the mid-1950s and 1960s (with American aid) were signals of this collaboration
between the Iranian state and the US. Still another important motivation by US,
argued by Lopez, was to push other societies toward a liberal, democratic and capi-
talist modernity. This modernity, which was shaped based on promotion of a stable,
prosperous middle class, inoculated against Communism and had to be exported
to the rest of the Western Hemosphere as the “American way of life.” The cultural
imperialism as a plan was to alter submissive, socially constrained subjects into
fully self-determined people capable of acting according to their own self-interest,
as they should in a democratic environment.* From a report (1964) on US aims of
cultural diplomacy in Iran, one reads the mentality-oriented objectives that had to
be achieved by the American embassy in Iran: “[...] achieving this aim to show that
Iran with US assistance is taking fast progressive steps toward modernization.”??
This policy by US started by “constructing the Shah”®® as a pro-Western per-
son with progressive ideas and, with the Cold War as a pretext, it waged war not
only against the Iranian Left Party, but also the liberal nationalists. This policy by
the US, which concealed everything below peaceful plans, was even criticized by
Americans themselves. The Nation magazine wrote in June 12, 1961: “America must
concern the people but not the the governments; it must aid the masses, it should
effort to donate them freedom and hope but not to exploit the oil reserves.””* But
the tolerance of the Iranian state toward the cultural relations societies of the for-
eign countries, particularly before the coup d’état of 1953, was fed by other condi-
tions too. One condition was that the Iranian state saw these societies as a means

89 This need, even much earlier than CIA-Britain coup d’état against premiership of Mosaddeq in 1953, had
persuaded Shah to seek US supports for a coup d’état in 1946 to overthrow Qavam and set up a new govern-
ment free of Soviet influence. [Ibid., 135 & 137.]

90 The Economic Plans were a series of measures by the state in various fields of economy, education, human

resources, health, agriculture, etc., as national development programs. The program was designed by Commit-
tee of Plans in 1946 and included five periods until 1978. [Arianmehr, Omid Ali. “Barnama-ha-ye tose‘a-ye iran

ta qabl az enqelab-e sal-e 1357 [Economic Plans of Iran until Revolution 0f1979],” Besarnews, (August 5,2014).
Accessed February 20,2018, http://www.besharnews.ir/Pages/News-1357_dbe & J8 ol p) 4z gl 4abiy -
3419.aspx.]

91 Lopez, “Conscripts of Democracy,” 162 & 169.

92 (. and (5 a5 (5 5m0 4 (oma pme U008 (i1 0 Jln 53 UG pal S L gl 382 (L 48 a0l 42 Gy 6V 2 [L..]» [Hesa-
modin Ashena, “Diplomasi-ye farhangi-ye amrika dar iran: anjoman-e iran wa amrika [The Cultural Diplo-
macy of America in Iran: The Iran and America Society],” Motale‘at-e irani, no. 9 (2005): 14.]

93 John Foran, “Discursive Subversions: Time Magazine, the CIA Overthrow of Musaddiq, and the Installa-
tion of the Shah,” in Cold War Constructions: The Political Culture of United States Imperialism, 1945-1966, ed.
Christian G. Appy (Amherst: The University of Massachusetts Press, 2000), 168.]

94 433 )5 a8 a4 2l 5 oal 31 and Slea 53 Al S S a5 (510 55 40 1 ¢laSla 43 43 NS An 5 03 50 40 2l S el
i alia ) ealdinle s [Ashena, “Diplomasi-ye farhangi-ye amrika [The Cultural Diplomacy of America],” 12.]
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of attaining its modernization plans. James Pickett explains that in the encounter
between Iranian technocrats such as Saeed Nafisi—member of the Academy of
Iran at the time—with the USSR social modernity, Iranians saw an overlap between
the elements of socialist modernity with their project of cultural reform: “[Nafisi]
personifies the convergence of a Soviet wartime initiative promoting a new vision
of modernity and an Iranian intellectual class eagerly in search of a path toward
modernization that resonated with their specific cultural circumstances.”> Another
condition was the government’s attention to the discussion by the foreign embas-
sies that it would be wise to allow public discontent through a visible outlet, or the
calculation that free discussion would also encourage dissidents to challenge each
other and indirectly strengthen the government.’® Additionally, one should note
the connection that the cultural societies held with their sympathizers inside the
[ranian government being mutually beneficial for both sides. For instance, consid-
ering the role of Qavam, he sided with the policy of discourse and tolerance and
facilitated the holding of Exhibition of Iranian Fine Arts by VOKS at the palace. Also,
the inaugural session of Kanun-e nevisandegan-e iran [Iranian Writers’ Associa-
tion] on the initiative of VOKS and Tudeh Party in 1946 represented the political
side behind these collaborations.”” [Fig. 3-16] Tudeh Party had a deceitful role in
supporting Qavam'’s cabinet and he also favored this position beneath a democratic
mask for showing himself as a patron of the arts and culture.”® [t was precisely this
aim of building up connections with the authorities that Jahan-e now wrote: “If
the task of these cultural societies is to display to us the valuable culture of their
countries, so why they compete with each other in seizing our ministers, deceiv-
ing influential figures, promising young and old politicians and endorsing lawyers
[...].”*? Upon attempts by modern artists and their gradual public appearance at
their private centers and big events like Exhibition of Iranian Fine Arts,'*° a gentle

95 James Pickett, “Soviet Civilization through a Persian Lens: Iranian Intellectuals, Cultural Diplomacy and
Socialist Modernity 1941-1955,” Iranian Studies 48, no. 5 (2015): 806.

96 Abrahamian, Iran between Two Revolutions, 306.

97 As a consequence of the same policy by Qavam, the inauguration of Iranian Writers’ Association for
the first time was held on the initiative of VOKS and Tudeh Party in 1946. The inaugural session was held
at presence of hundreds of writers, poets, Qavam and the Soviet ambassador. In spite of the blunt support
of its lecturers of issues such as socialization of art and literature and commitment to the masses: “[...] this
gathering neither bothered anyone nor caused complaints. It was the period of free discussion and every
body hoped that this retrieved freedom leads to the flourish of literature.” [Morad Saqafi, “Nim qarn talas:
moruri bar ‘amalkard-e kanun-e nevisandegan-e iran [Half a Century Attempt: A Review of Activities by the
Iranian Writers’ Association],” Goftogu, no.7 (1995): 9.]

98 Mirabedini, Sad sal [One Hundred Years], 207.

99 (i el s G 02 s Oy an i Le s | 358 Caaied Kin i aS il Lo o8 luas (Sin s slaganil IS Ry
L] e Al an Ly i 5 a8 o AS 5 4 Galo el 5 43S 5 55 Ol 43 (Al Jus gl )a Adiie palaldl [“ESqal-e
nezami [Military Occupation],” 76.]

100 Exhibition of Iranian Fine Arts included 730 paintings by 125 artists collected from individual artists,
royal collections, National Consultative Assembly and the National Bank. [Bozorg Alavi, “Namaye$gah-e
honar-ha-ye ziba [Exhibition of Fine Arts],” Payam-e now, no. 10 (1946): 2.]
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vigilance and attraction was shaped by the state toward modern art. With regards
to the discussed functionalities that the cultural relations societies had, such attrac-
tion originated from a competitive position of the Iranian government to these
societies too. The state was vigilant about the historical process after World War
11 and the battles between capitalist and communist modernities to be exported
to the rest of the world. The battles which had resulted in the creation of a new
geopolitical order by the Soviet Union and US (as well as European colonial rule
during the 1940s and 1950s) were to promote policies of these countries via the
establishment of their institutions around the world.!®® What contributed to local
government’s vigilance to these developments was that they concealed such aims
under what Lopez refers to as the formation of a “new mentality” by foreign pow-
ers. The underdeveloped world was transformed from passive subjects into active
ones: “[This aim to] promote ‘bottom-up social approaches’ to create truly partic-
ipatory and ‘democratic spaces’ where the people would be able to develop their
own ideas and cultures, enhance their own capabilities, become aware of their own
problems, evaluate their own conditions, and above all, understand what they could
reach.”1?? Despite the vigilance of the regime, its behavior with these institutions
was a half-hearted and cagey one. The Iranian government did not restrict modern
artists and these societies were unfettered for their collaboration with artists, yet it
remained hypocritical about the societies and it was not uncommon for the state to
interrogate artists and members of the societies. Fighting Cock Art Association, for
instance, that as the first private art association worked on promotion of modern
art styles, namely Cubism, was officially interrogated for the similarity of the term
Cubism with Communism and its founders were asked: “Who has ordered you to
import Cubism to Iran?”!% Or the National Consultative Assembly after interpella-
tion of Manouchehr Eqgbal, the minister of culture (1948), banned the publication
of Fighting Cock magazine as they considered it a pamphlet distributed by Tudeh
Party at schools and universities.!®* [Fig. 3-17] Also, the Soviet Ministry of Culture
was reporting this duplicitous behavior from the Iranian officials as they, on the
one hand, interrogated VOKS members and, on the other hand, the delegations of
prominent Iranian cultural figures continued to give positive talks about Soviet
culture at this institute.'%

101 Lopez, “Conscripts of Democracy,” 162-67.

102 Ibid., 169.

103 “Goftogu-i ba ostad jalil ziapur: nehzat-e korus jangi [An Interview with Master Jalil Ziapour: Fighting
Cock Movement],” Rastakiz, May 28, 1977.

104 “Majles-e Sora-ye melli: matn-e estizah-e doktor eqbal vazir-e farhang [National Consultative Assem-
bly: Interpellation Text for Dr. Eqbal Minister of Culture],” Eteld‘at, April 24, 1949.

105 Soviet Memo, Concerning the Trip of Iranian Cultural Figures to the USSR, 17 December 1955, RGANI,
f. op. 28, d. 347, Department for Relations with Foreign Communist Parties, History and Public Policy Pro-
gram Digital Archive.
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Fig. 3-16 “Inaugural session of Kanun-e nevisande-
gan-e iran [Iranian Writers’ Association] on the
initiative of VOKS and Tudeh Party in 1946 in the
presence of the Iranian prime minister Ahmad
Qavam, the ambassador of the Soviet Union and
other Iranian ministers (Qavam seated in front,
the second from right),” in Nokostin kongera-ye
nevisandegan-e iran [The First Congress of the
Iranian Writers’ Association] (Tehran: Rangin,
1347): 6. National Library and Archives Organiza-
tion of Iran
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Fig. 3-17 “The text of interpellation of Manouchehr Egbal, the minister of culture, published in two im-
portant newspapers in 1949,” in (Left) “Dar majles-e Sora-ye melli diruz estizah-e aqa-ye doktor bagai dar
atraf-e vezarat-e jang wa vezarat-e farhang dor mizad [In the National Consultative Assembly: The Inter-
pellation of Dr. Baqai Was of the Ministry of War and Ministry of Culture Yesterday],” Iran, April 19, 1949
& (Right) “Majles-e Sora-ye melli: matn-e estizah-e doktor eqbal vazir-e farhang [National Consultative
Assembly: Interpellation Text for Dr. Egbal Minister of Culture],” Etela‘at, April 24, 1949. National Library
and Archives Organization of Iran

The gentle attraction of the state to modern art was not a one-way attraction,
though. In certain cases, artists also showed inclinations to the government’s ran-
dom supports appearing during the 1940s. These supports were mostly in forms of
inviting artists to collaborate with state organizations and providing them schol-
arships for educational travels. It must be remembered that the attraction of the
state to modern art, for the most part, was due to the general similarities that its
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official cultural policies had with nationalistic concerns of the modern artists. But
it would be imprecise to attribute these collaborations to artists’ alignment with
the official criteria.!®® The reasons for this remark are that, first of all, the govern-
ment’s position to modern art was not explicitly stated in the 1940s, due to the fact
that the modern art was essentially an unknown concept for the state. Furthermore,
one of the main complaints by the modern artists in this decade was the state’s
ignorance toward new artistic developments as it focused attention mainly on the
national arts. The most plausible hypothesis about the regime’s gentle attraction to
modern artists, in addition to the intervening role of the foreign cultural relations
societies, was a general nationalistic air that prevailed in the politico-intellectual
developments in the world, with more attention being paid to national modernities
and their indigenous and geographical peculiarities. At most of the cutting-edge
European academies that local modern artists visited, there existed a metropoli-
tan air in which artists were pushed toward to define themselves while maintain-
ing a balance with their own traditions.!?” The significance of these visits, Dadi
asserts, should be considered as formative experiences in making non-Western
artists deeply conscious of the need to develop a local modernism that had to be
achieved by focusing on the folk, rural and tribal culture of their region.'® Although
the decade of the 1940s dealt principally with the issue of acceptance of modern-
ism by Iranian artists, it incorporated the mental and practical experimentation of
modernism with the complexities of their local artistic identity. These experimen-
tations, influenced by the prevailing political and intellectual contexts, took on the
form of a quest for a “national school of art” in later decades. According to Hamid
Keshmirshekan, it was in the 1950s-1970s that one observes the most thoughtful
nationalist and nativist sentiments affected by the intellectual and political elite;
nevertheless, the significance of the 1940s should be regarded in the formation of a
question of identity among modern artists. The centrism of the national identity for
these artists was based on a sensibility to reach a balanced stance toward a growing
political preoccupation with identity that motivated young artists to refer to their
roots for its understanding.!® Of course, it should be borne in mind that from the
beginning the modern artists formed two major “introverted” and minor “extro-
verted” types. The question of identity was mainly a concern for the introverted

106 Some authors have defended this argument that the modern artists aligned themselves with the
modernizational programs of the regime. [Mojabi, Nawad sal nowawari [Ninety Years of Innovation], 160.]
These authors presume that the official hegemony of the official nationalistic modernization in field of art
and culture had influenced the modern artists in their concerns for modern art with local qualities. [Esmaiel-
zadeh, “Saqqa-kana dar taswir-e tarik [Saqqa-khaneh in a Picture of History],” 283.]

107 Wille, Modern Art in Pakistan, 21.

108 Dadi, Modernism and the Art of Muslim, 106.

109 Hamid Keshmirshekan, “Modern and Contemporary Iranian Art: Developments and Challenges,” in
Different Sames: New Perspectives in Contemporary Iranian Art, ed. Hossein Amirsadeghi (London: Thames
and Hudson, 2009), 15.
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artists who considered their own cultural heritage. For the extroverted artists, who
sought an international language for the arts, making a local perception of modern
art could be restrictive.'? [Fig. 3-18] The type of identity for this major introverted
group was never comparable with the political national identity supported by the
regime. This becomes understandable when one compares Marilyn Strathern and
Stuart Hall’s definitions of identity.

Fig. 3-18 (Left) Behjat Sadr, Untitled, 1967. Mixed-
media (oil and aluminum on wood and louver),
¢.130x 85 cm, Tehran Museum of Contemporary Art

(Right) Bahman Mohasses, Untitled, 1968. Oil on
canvas, 70 x 100 cm, Administration of Cultural
Heritage (Sa’adabad Palace and Museum)

Strathern discusses the concept of “identity” with the most successful condition of
its study within modernist regimes that in pursuit of modernity negotiate values
of tradition: “[...] a tension between what can be taken for traditional and what
can be taken for modern.”''! According to Hall, however, the concept of identity
is increasingly fragmented and fractured in modern times; it is not issue of being
won or lost or sustained or abandoned, but a strategic and positional one. As he illu-
minates, the concept of identity does not signal that stable core of the self, which
remains always-already the same, but they are subject to radical historicization and

110 Pakbaz, “Nim qarn naqasi-ye now [Half a Century of Modern Painting],” 2.
111 Marilyn Strathern, “Enabling Identity? Biology, Choice and the New Reproductive Technologies,” in
Questions of Cultural Identity, ed. Stuart Hall and Paul du Gay (London: Sage, 1996), 42.
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constantly in process of transformation.''? This historicization is what Iranian mod-
ern artists applied to the identity of their modern works. In other words, although
these historicized identities invoked an origin in a historical past, they were about
questions of using the resources of history and culture in the process of becoming
rather than being: “[Identity is] not ‘who we are’ or ‘where we came from, so much
as what we might become, how we have been represented and how that bears on
how we might represent ourselves.”'** Therefore, according to Hall, identities are
constructed within representations and with connection to individuals’ tradition:
“They relate to the invention of tradition as much as tradition itself [ ...] not so-called
return to roots but a coming-to-terms-with our ‘routes”’'** Based on Hall’s defini-
tion, the identity that Iranian modern artists sought in their works was not a mere
selection of tradition for representing a modern identity, nor was it a result of a
hurried modernization which disconnected them from their past traditions, as past
political national identities. In contrast, traditional subjects and materials were not
an inclination to antiquity or reference to past conditions, but to a much older history
that included their folklore and indigenous productions.!'®> Considering this, the
government’s gentle turning toward modern artists could also be seen as a means
to deal with an unruly situation that was gradually forming autonomy for the art-
ists. The artists were employed at state institutions based on a “hire and co-opting”!!¢
policy. Modern artists were invited for collaboration due to their emphasis on the
issue of identity and formation of a national school of art, and this was notwith-
standing the fact that the identity represented in modern works was based on a
survey of the indigenous history and was different to an objective ancient past that
official authorities promoted.

Arguably the most important state institutes that employed modern artists in
this decade were Faculty of Fine Arts and Edara-ye honar-ha-ye ziba [Department
of Fine Arts]—established in 1949 with the aim of preservation of national arts
and encouragement of the artists for their revival and promotion. This Department
was later merged with the National Arts Administration and Honarestan-e ‘ali-ye
musiqi [Academy of Music] (1914), and worked toward its goal through institution
of workshops for national and decorative arts, the foundation of Honarestan-ha-ye
honar-ha-ye ziba-ye doktaran wa pesaran [Academies of Fine Arts for Girls and
Boys] (1953), Daneskada-ye honar-ha-ye tazini [Faculty of Decorative Arts] (1961),
Museums of Anthropology, etc.''” Most of all, the collaboration of artists with the

112 Stuart Hall, “Introduction: Who Needs Identity?” in Questions of Cultural Identity, ed. Stuart Hall and
Paul du Gay (London: Sage, 1996), 1-4.

113 Ibid, 4.

114 Ibid.

115 Keshmirshekan, Honar-e mo‘aser-e iran [Iranian Contemporary Art], 201.

116 Dadi, Modernism and the Art of Muslim, 95.

117 “TarikCa-ye panjah sal farhang wa honar-e iran [An Introduction to Fifty Years of Iranian Culture and
Art],” Kava, no. 37 (1970): 132-33.
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state institutions in the 1940s had financial sources too. In other words, not until the
late 1950s that government oriented an explicit cultural policy for the support and
promotion of modern art, basically no real local and international market existed
for what modern artists were producing in their ateliers, exhibiting in their gal-
leries, and debating in their groups. As a result, another important reason behind
these collaborations was “lack of an art economy and a healthy market”*'® in which
modern works could be proposed as cultural products. However, such appeals for
support from the state came along with relative superintendence of the official cul-
ture.'’® Obvious examples of such superintendence were workshops of traditional
arts held at the Department of Fine Arts. [Fig. 3-19] Before the foundation of the
Faculty of Decorative Arts, many artists who showed interests in decorative arts
were employed at these workshops and among them were modern artists who later
founded the neo-traditional art in the 1960s. As Sadeq Tabrizi (1938-), one of the
later neo-traditional artists, explained his experience of these workshops,'? artists
were not allowed to be creative and this was because the Department was afraid of
innovation and disliked creativity.'?! Considering this, the collaboration of modern
artists with the government does not mean they lost their anti-institutional senti-
ment, nor does it prove an exact overlap of the official national modernization in
arts with the national art discussed by these artists in their modern works. Rather
they were types of interactions between the state and modern artists that were
formed based on sharing this opinion that the idea of nationalism and conscience
about the nation’s history and heritage had to be instructed among the people.!?
The significant point about these interactions is that for modern artists these edu-
cations took place outside of the framework of the state institutions; they had their
own space for it and their dependence on the state institutions, in fact, allowed
them to share their ideas more successfully or was a form of interaction between
the state’s cultural policies and the artist’s cultural expression.'??

118 Mojabi, Nawad sal nowawari [Ninety Years of Innovation], 161.

119 Ibid.

120 Sadeq Tabrizi was among a group of neo-traditional painters and sculptors for whom, due to the reli-
gious-modern similarities of their works, Karim Emami coined the term “Saqqa-khaneh” in 1962.

121 Azadeh Salehi, “Honarmandan-e emruz tarsi az taqlid nadarand: azada salehi dar goftogu ba sadeq
tabrizi [Artists of Today Have No Fear about Imitation: An Interview with Sadeq Tabrizi by Azadeh Salehi],”
Vaten-e emruz, January 11, 2009.

122 Devos and Werner, introduction to Culture and Cultural Politics, 7.

123 Ibid,, 10.
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Fig. 3-19 “The art workshops held at the Department of Fine Arts,” in Kaveh Rastegar, “Tabalvori az deqat
wa zerafat: didari az kargah-ha-ye honar-ha-ye dasti-ye farhang wa honar [A Manifestation of Precision
and Beauty: A Visit to Handicrafts Workshops in the Department of Fine Arts],” Riidaki, no. 11 (1972): 15 & 23.
National Library and Archives Organization of Iran

3.2 Politicization of Society and Anti-Political
Values of Arts

In addition to the state’s cultural policies as the first important context, the politico-
intellectual space, in which young modern artists were adapted, influenced them to
adopt the role of an intellectual in their works. The steps taken by modern artists in
1940s were, however more directly, affected by the artistic atmosphere of this decade
than the political air. The leading reason for this was formation of an awareness
in artists about the artistic developments in the world and their main concern to
produce an impetus in the artistic stagnation of their time. A review of the writings
in newspapers and magazines of 1940s—either by artists or their critics—about
the exhibitions and debates that were held at first private spaces like Fighting Cock
Association and Apadana Gallery, show the apolitical nature of their activities and
how much these artists were concerned with technical issues of art and their transfer
to the people. The negligence of the artists about politics was not acceptable to the
political parties but, as discussed earlier, these parties avoided any direct action
and their dislike was rather displayed in comments and side-taking with certain
artists and artworks; an example would be the writings around Exhibition of [ranian
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Fine Arts in Payam-e now (1944),*** a magazine published by Tudeh Party. Many of
these texts were written by the administrators of the exhibition,'? who themselves
represented cultural ideals of the party. For instance, Fatemeh Sayyah (1902-1947),1%¢
a VOKS member and of the editorial board of Payam-e now, whose emphases on
criticism put her name among first Iranian writers and discussers of the critical
approach to the arts, had a text about the exhibition in this magazine. [Fig. 3-20]
Sayyah’s text began with an appreciation of the new developments in method and
technique of the young painters, but later on, in her comparison between Ali Asqar
Petgar (1918-1992) and Hossein Kazemi (1924-1996), two painters of the exhibition
with Impressionistic and Abstract inclinations, she sided with Petgar, whose paint-
ings were less abstract and more naturalistic and commented that Petgar’s works
were closer to artistic maturity.'?” She went on to criticize works by students of
the faculty: “The lack of diversity and presence of a kind of monotony in styles of
the paintings—either in application of colour or form and expression of the sub-
ject—is surprising.”'?® In a comparison between two portrait works by Kazemi
and Petgar at this exhibition (or where Petgar depicts a landscape from a district
in Tehran), one can observe the technical distinctions that caused Sayyah to attack
Kazemi. It is doubted, or seems more an implicit effect, if she also had in view the
different tastes of both painters for selection of their subjects. In contrast to city
views, natural landscapes and still-lifes that were common matters of more real-
istic or naturalistic paintings, the modern painters either presented the same sub-

124 Paydm-e now was a monthly literary magazine related to VOKS that was published in 1944-1954 and
in its second series it was published as Payam-e nowin in 1958-1979. Many Iranian cultural elites and intel-
lectuals who were members or just sympathizers of Tudeh Party wrote in this magazine. Among them were
literary figures and scholars such as Mohammad Taqi Bahar, Bozorg Alavi, Jalal Al-Ahmad, Sadeq Choubak,
Sadeq Hedayat and others. Although the magazine had presented itself as an apolitical and cultural periodi-
cal, nevertheless it was deeply dependent on politics of the USSR and particularly Payam-e nowin supported
discussions of nationality and commitment in Iranian arts. [Encyclopedia of the World of Islam Online, s.v.
“Payam-e now/Payam-e nowin,” accessed November 17, 2017, http://rch.ac.ir/article /Details/13272.]

125 Maryam Firouz and Hamid Sayyah, two significant members of the party, were the president and
vice-president of the exhibition, and the jury was a combination of Maryam Firouz, Makarov a Russian painter,
Kamal al-Molk’s students (Esmaiel Ashtiani, Hasan Ali Vaziri and Ali Karimi), Hossein Behzad a miniature
painter and Mohsen Forouqi, Mohsen Mogadam and Abu al-Hasan Khan Sadiqi who decided for the archi-
tectural works of the exhibition. [Alavi, “Namayes$gah-e honar-ha-ye ziba [Exhibition of Fine Arts],” 1.]

126 Fatemeh Rezazadeh Mahallati, known as Fatemeh Sayyah after her marriage to Hamid Sayyah an Ira-
nian ambassador in the Soviet Union, had a PhD in Literature from the University of Moscow and her activ-
ities in Iran were mainly comprised of contributions in women’s rights and, as a member, she performed
cultural roles with VOKS and Payam-e now. She founded Iran’s Women Party in 1943 and presented a sig-
nificant talk on issue of criticism at the first Congress of Iranian Writers’ Association (1946). [Omid Ghan-
bari, Zendeginama wa kadamat-e ‘elmi wa farhangi-ye doktor fatema sayyah [Biography and Scientific and
Cultural Works of Dr. Fatemeh Sayyah] (Tehran: Anjoman-e atar wa mafaker-e farhangi [Society for the
Appreciation of Cultural Works and Dignitaries], 2007), 19-38.]

127 Fatemeh Sayyah, “Nazari be namayesgah-e honar-ha-ye ziba [A Review of Exhibition of Fine Arts],”
Payam-e now, no. 10 (1946): 28.]
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[Ibid., 37.]
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jects but in new techniques, or opted for unprecedented topics. These topics were
rather less attractive and unexpected issues from their private life or surrounding,
or highlighted features of the intellectual side of their life. Kazemi (in contrast to
Petgar’s portraiture of his wife) displayed a profile from Sadeq Hedayat (1903-1951),
himself a pioneer of Surrealism in Persian literature and an avid advocate of mod-
ern artists at the faculty. Yet, the criticism by Sayyah obviously addressed Kazemi'’s
technique. By pointing to the symbolic aspects of his work, she complained that
Kazemi’s paintings were artificial, confusing and abstract—for what she conversely
valued Petgar’s paintings. Interestingly she added, whenever Kazemi copied nature
or evaded metaphors or abstractionism, he created important paintings.'? In Por-
trait of Sadeq Hedayat, Kazemi had rendered an experience between Impression-
ism and Abstractionism—while Petgar had been working in Impressionism with
more fidelity to Realism painting. The portrait of Hedayat was worked with fewer
obsessions with lines and forms whereas the contours and colour planes, lacking
any hard-edge, faded into the borders. Also, he had dealt with rough rendition of
individual or spots of pure colours in contrast to Petgar who had mixed colours to
create the shades. Kazemi’s lines were less meticulous and in form of brush strokes
were left unfinished in some parts. But for Sayyah, Kazemi'’s technique was an out-
dated version of European Impressionism, which itself was a weak artistic style
in Europe since World War I and reflected its critical and sick zeitgeist.'*° Also the
criticism by Noureddin Kianouri (1915-1999), the Executive Secretary of the party, is
noteworthy as it had basically undermined the establishment of the Faculty of Fine
Arts due to lack of relevance between its trainings and the social reality of Iran: “[...]
the faculty has become a decorative institute which its trainings are rather suitable
for the social space of France than Iran.”!3! Makarov, the Russian painter of the exhi-
bition jury, in his comments on Kazemi’s paintings criticized the modern paintings
for their lack of realistic and ideological approach: “Subjects are far from reality
and mostly alienated from realism. This condition makes us think. [...] The missing
element in most of the works is the issue of missing the ideology.”!*? The subjectiv-
ity of these criticisms becomes more evident when they are compared with com-
ments published in less political magazines. [Fig. 3-21] Reza Jorjani (1912-1950), an
art historian and anti-Tudeh critic who later had collaboration with Fighting Cock
Association and Apadana Gallery, appreciated new paintings of this exhibtion in
Sokan (1941) —a magazine with a conservative approach to modern art. Compared

129 [Ibid, 25-26.]

130 [Ibid.]

131 Sea il il f gelaial Tama b o ilaled 5 ol 53 cSen ol (s JUS 2 (55 dun e S5 Oy sam 4r 02X [L]0
.0l selaial Jame L B o2 S lay [Noureddin Kianouri, “Qesmat-e me‘mari-ye namaye$gah-e honar-ha-ye ziba
[Architectural Part of Exhibition of Fine Arts],” Payam-e now, no. 10 (1946): 78.]
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.2l a e ¢ s sa (A8 3 9 e 003l [Makarov, “Honar-e konuni-ye iran [Iran’s Current Art],” Payam-e now,
no. 10 (1946): 97.]
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to discussions in Payam-e now, Jorjani’s text on Kazemi’s paintings was based on
technical features than ideological inclinations. The main feature he appreciated
in Kazemi’s paintings was visualization of matter via vision as something new, and
his audacity in applying new composition which proved artist’s detachment from
old restrictions.!® Jorjani, on the contrary, criticized the naturalistic approach to
subjects. He attributed visitors” wish for naturalistic works to their weak sense of
visualization that in his opinion was a common habit among Eastern people. He
commented that visitors have become used to realistic aestheticism, whereas real-
istic representation had long since been left to photography and was considered an
industrial rather than artistic task.'3*

The same condition was observed regarding the activities of Fighting Cock Asso-
ciation and Apadana Gallery. In spite of the fact that these centers emphasized a
technical approach to modern art, either in Fighting Cock magazine or by their
debates at association’s headquarters and Apadana Gallery, conservative artists and
opponents of modern art promoted political narratives toward modern works and
attacked modern artists for being unsympathetic about their society. For instance,
a comparison of the critical reflection by Jalil Ziapour, a main member of Fighting
Cock Association, on Kazemi’s exhibition Yadegdr-e safar-e kurdestan [A Souvenir
of Kurdistan] (March 1950) at Apadana Gallery with comments by Jalal Al-Ahmad

(1923-1969)'% about the same exhibition is noteworthy. The exhibition, which
included a series of paintings by Kazemi from his trip to Kurdistan, a Northwestern
region of Iran, had an ethnographical view on life and folklore of this area. [Fig. 3-22]
For Al-Ahmad these paintings were admirable due to their tribute to the people’s
life: “Kazemi has proved that he is a national artist. An artist who applies his art
and ability for people and for doing so he has even obliged himself to forget his
character as an artist.” 13¢ Nonetheless, Ziapour’s text poked criticisms on Kazemi’s
lack of technical maturity and cautioned him for not being lost by admirations of
the “awkwards”.'*” Probably by awkward Ziapour referred to Al-Ahmad’s text or
those published by other Tudeh magazines and newspapers such as Peyk-e solh

133 Reza Jorjani, “Namaye$gah-e honar-ha-ye ziba-ye iran [Exhibition of Iranian Fine Arts],” Sokan, no.1
(1946): 27-28.

134 Ibid., 30-31

135 Jalal Al-Ahmad was a renowned writer and social critic who until 1947 remained a Tudeh member and
by the turn of 1950s revealed nationalist inclinations and gave active support to Mohammad Mosaddeq and
his policy of nationalizing the oil industry. [“Al-e ahmad, jalal [Al-Ahmad, Jalal],” in Encyclopedia Iranica, 1
(London, U.K: 1985), 745-47.]

136 p2e Ciadd 315 353 s U 5 1) a5a s 4S (saia i Caud saly LSS e e i S slSiiila 0l 3 1) 355 eBISy
QS Gasal 315 253 (5 Cadd IS ad () Cald s23 gme 35 5 4231X [Jalal Al-Ahmad, “Dar apadana: ba qab-
ha-ye hizomi [At Apadana: With Wooden Frames],” Iran-e ma, March 19, 1950.]

137 Jalil Ziapour, “Naqasi-ha-ye kazemi dar ‘apadana’: enteqad az ziapur [Kazemi’s Paintings at Apadana:
Criticism by Ziapour],” Adarpad, April 15,1950.
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[Peace Courier].**® Ziapour complained: “It is not the selection of interesting sub-
ject matters that makes one an artist [...], but rather if they [subject matters] are
not executed skillfully enough, you have done merely the job of a journalist.”3? It
should be noted that the ethnographic elements and study of the potentials of their
folklore were the main features in the works of the first modern artists. In painting,
they included geographical details of their homelands, climatological attributes,
certain colours, forms, motifs and attention to their local customs and traditions.
Meanwhile, these features made a brittle line between artistic tastes in advocates
of social arts and modern artists (due to their concern for discussion of identity in
their works). Therefore, it was common that works which were bold in such ele-
ments and had less technical obsession, were justified by nationalist or socialist
intellectuals too. But interestingly, for modern artists like the fighting cocks, study
of the artist’s roots had to be done through the new techniques and this was the way
for survival of their traditions. As a result, they relentlessly revealed any deviation
from this goal by artists or their advocates. In another writing in Peyk-e solh on a
group exhibition at Apadana (March 1950), Ziapour and his association were criti-
cized for promotion of the modern art and, in particular, Cubism. In Issue 34 of the
newspaper, an article entitled Enhetat dar honar-e naqasi [“Decadence in Painting”]
condemned the Cubist painters of this exhibition. The author, Robin Khalatian, had
charged them as Formalist painters who attempted to penetrate people’s life via
demagoguery but if someone complained about their works, they replied: “[...] art
is not comprehensible for the public.”**® Therefore, in Khalatian’s text, one can see
him siding with modern artists such as Mehdi Vishkaei (1920-2006) and Houshang
Pezeshknia (1917-1972),'*! both of whom displayed more representational and less
improvised paintings. In fact, the enmity of such writers and Tudeh’s publications
was that modern art lacked the spirit of life and promoted the decadent notion of
art for art’s sake—the notion that substituted fake coloration and artificial compo-
sition instead of the truthful picture of nature and human being.'*?

138 Peyk-e solh (1949) was a newspaper that covered news of Fighting Cock Association and exhibitions
at Apadana Gallery mostly under anonymous authors and criticized new styles in Iranian painting. About
Kazemi’s exhibition this newspaper wrote: “As the duty of a real artist, Kazemi has stepped among the
masses [...] the source of his works is in people and nothing highest and richest could be found except for
this source.” [ Ja s i 43g o2 ya gla o3 Gl BT Loia L] 01435 02 e e 4y Canal (a8l 5 e yia S ddila g 4S5 shailes (Ll
€ Ol siai oS80 5 e S s Olae 0 U2 [Ahmad Sadeq, “Apadana: namaye$gah-e daemi-ye atar-e aqay-e
kazemi [Apadana: Permanent Exhibition of Artworks by Kazemi],” Peyk-e solh, March 18, 1950.]]

139 pund Slel e (aadi (8 Blal ) R[] 454 25 e (st yin Jid 00 SOAE) <all Qlls g 55 Blal > L ¢ g sen
Q) o2 alail i (5 )84l 55 ) Ko IS 558 Wagf [Ziapour, “Naqasi-ha-ye kazemi [Kazemi’s Painting].”]

140 «.Cusi asec agd LB i []» [Robin Khalatian, “Enhetat dar honar-e naqasi [Decadence in Painting],”
trans. Aziz Baqaei, Peyk-e solh, July 29, 1950.]

141 Mehdi Vishkaei graduated from Faculty of Fine Arts (c. 1946) as the first generation of Iranian modern
artists. His paintings mostly include portraiture and still life executed with expressive application of bold
strokes of paint. Houshang Pezeshknia graduated from Istanbul Academy of Fine Arts (1946) also as one of
the first generation of Iranian modern artists. Expressive depiction of Iranian natives and folklore are sig-
nificant features of his works.

142 Ibid.
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Fig. 3-20 (Left) “Fatemeh Sayyah,” in Naqgd wa syahat: majmu‘a maqalat wa taqrirat-e doktor fatema sayyah
[Criticism and Exploration: A Collection of Articles and Writings by Dr. Fatemeh Sayyah], ed. Mohammad
Golbon (Tehran: Tus, 1975), n.p. National Library and Archives Organization of Iran

(Right) “The title of Fatemeh Sayyah'’s lecture at first Congress of Iranian Writers’ Association in 1946:
Vazifa-ye enteqad dar adabidt [“The Task of Criticism in Literature”],” in Barnama-ye nokostin kongera-ye
nevisandegan-e iran [The Program of the First Congress of the Iranian Writers’ Association] (Tehran: n.p,
1346): 221. [Ibid.]

Fig. 3-21 (Left) Hossein Kazemi, Portrait of Sadegh Hedayat, 1945. Oil on canvas, 50 x 35 cm, Collection
[?]. In Pioneers of Iranian Modern Painting, by Roueen Pakbaz and Yaghoub Emdadian (Tehran: Nazar,
2000), 98

(Right) Ali Asqar Petgar, Hamsar-e naqas—Irandokt sotuda [Portrait of Painter’s Wife—Irandokht Sotudeh],
1944. Oil on canvas, 70 x 60 cm, Didar Petgar’s collection, Courtesy of artist’s family
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Ali Asqar Petgar, Kiaban-e saréesma [Sarcheshmeh Avenue], 1943. Oil on canvas, 110 x 82 cm,
Amir Nadilouee’s collection, Courtesy of artist’s family

Slaolas] jloaic] s w5ldan g K]yl Lyl ez e 297 ) O
w2lasile pbydlls Gyl 28 olal  Abos iy 6ol bl

GolF Gy b 53 Says tmsy s ete Se ) bl b sy i
Ll 23l ol LS e o S eolized ot S3gma

GlobLT
036 BT olsly)y sl o ST
R : 4

83 8 SET oloctidul £F 42 335 5,51

e AMALALTRL { L RCE VIR G_J'JJ“.‘“’ Vsl Fig. 3-22 “Notice of Hossein Kazemi’s
<3 95 01 9081 wm - Lo mls bls § 8 . o & exhibition Yadegar-e safar-e kurdestan

Hgobls § : [A Souvenir of Kurdistan] announcing
T the artist’s name, exhibition’s date,

TR 0g i A hours and address of the gallery,” in
D 5™ I 99 KI5 i JL? O== ~ Iran-e ma, March 12, 1950. National

Rt SO o e 45 Library and Archives Organization
_@b;&b) F‘," i .. "'ffﬁ.'“ of Iran



106

Sa95 b 3 gakE FIB) Sy S
ssted e ymp 3l 3 Ay Gy
agelislin | gy ) I lglacs »
2l ks PlA) GKms
DBl e om tke GBT 14K
el gla S y wla S ey e
Py b s Lt oais glaie 1y
It ollE) & Wl ey, T By
wlolg 1) 0 pd§ )1 Y g domy
Vb ot

FIS 67 50 ol

)J:BQ:DU-;'J“QK!&?‘J

wlal 4l poime e gBT
alinl sy 1y dUe gl ¢)ls B
Sihe gk 53 ¢ les gUT
gl dsy G2y, eks BT
agla
oSl bl o ¢ GlatBT
yt S g S\l s ols GUT
SipTr Qi) goléy day 28
Cyne @ Sy alis € Gl S
an ou deher )1 g 2 0

Artistic Autonomy and Privacy: Contexts of a Change

KELURUTY N

59 2ubTash 5 ol e &)

Fa) 3 Gadg= Jlaies (U lan)
g yaie il Fludyl gde G
FehT ¢ pep (g 2lssspdlag
g St $a |y pad e ad
gty gilia ol et s Ko

asan Slarys 3l g 04 )
Sl oo Gide L 4yl oy
Lllip & agadlai pho J, ates
e g pamd W podaid 4 e\
ash i g

AYAN 5heed 50 345y gUT
PUICHS S e
Jlos dae Bl la Ja )
anlis (45 510 il ) i),
Sy L TR P Y
(olal o Saimy 3y, -b)
Wiy Jguelsie o
I aailialin ¢ Lim s oy, 0as (g
L SRR
PETY P U TR Y

e e Ko slpiant 2y

1m0k G )5 23 3 1 piel yige g

Fig. 3-23 “Samples of some Javabyya [replications] by fighting cocks to their critics in 1949 (Left: Enteqad
bar enteqad-e konferans-e ziapur [“Criticizing a Critique on Ziapour’s Conference”]. Right: Yek javab-e
kutah be aqa-ye bidoq [“A Short Replication to the Tasteless Man”]),” in (Left) Manouchehr Foroutan, “Ente-
gad bar enteqad-e konferans-e ziapur [Criticizing a Critique on Ziapour’s Conference],” Irdn, May 4, 1949 &
(Right) “Yek javab-e kutah be aqa-ye bidoq be qalam-e korus-e badoq [A Short Replication to the Tasteless
Man by the Tasteful Cock],” Iran, April 22, 1949. National Library and Archives Organization of Iran

One major front against which modern artists had to fight was the delusive and
provocative effect that these writings left on the state and people and, as a result,
restricted their activities. These restrictions happened in forms of closing down the
exhibitions, arrest of artists, quarrels of visitors with painters and destruction of
their paintings. Accordingly, a common activity by Fighting Cock and other modern
artists was to defend their objectives in their publications or to send Javabyya [rep-
lications]'* to their critics. [Fig. 3-23] For instance, Iran-e ma (1943) was a news-
paper that, similar to Iran newspaper (1941), announced Apadana’s exhibitions or
published arguments by Ziapour or other anonymous authors since the mid-1940s.**
In Issue 4 of Iran-e ma, Ziapour had obviously explained that modern art is a tech-
nical and scientific art and yet has not been accepted by all Iranian artists except
for alimited group of avant-gardes who believe becoming modern takes hard work
and study.'*> Here Ziapour directly refers to conspiracies by the opponents: “[These
avant-gardes] should no way go for the conspiracies by the regressive artists [...]
who attempt to agitate their mind by creating division among them and neutralizing
their efforts.”'*¢ In another writing, he basically mocked those who without suffi-
cient knowledge ventured into writing about modern art. Ziapour mentioned the
supportive media of such writings, e.g. Peyk-e solh, as “haut monde” and “ordered”:

143 The most significant of these replications are found in Iran and Mehr-e Iran newspapers in 1940s.
144 Publication of texts with anonymous authors was common in first decades of development of modern
artin Iran. The main reason for this was due to the bitter criticisms or fun that opponents poked at modern
artists.

145 Jalil Ziapour, “Apadana wa naqasiha-ye jadid [Apadana and New Paintings],” Iran-e ma, March 12, 1950.
146 alae 31 8ake 5 (EaINEE L1 ) sal el s) (a3 338 S e aS ] ilacie (hvia i saaih s iS4y 4[]y
&[] e S Gsda (e (LA [[bid.]
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“Indeed, why those who are not qualified for analysis and rationalization of issues
venture into the task of critique? What do they presume? That commenting and crit-
icizing are simple acts?”'*” The following section will discuss how this politicized
air during the 1940s led to the new role of artists as intellectuals and will define
what “intellectual” means and how it could aid artists in demarcating an autono-
mous territory free from issues of politics.

3.2.1 Invention of Artists as Intellectuals

One of the main changes resulting from modern artists’ anti-political inclinations
was that they gradually took up the role of intellectuals in their field. This is exactly
the very prerequisite discussed by Bourdieu in his theory for attaining artistic auton-
omy. The intellectual dimension of artists is understood according to their relation
to the system of power and other intellectuals, and significantly with attention to
an emphasis on their own institutions as footholds that enabled them to act in a
collective manner. Artists as intellectuals are “bi-dimensional beings.” It means that
at the same time that they belong to an intellectually autonomous field from the
field of power, they can deploy their specific expertise and authority in a political
activity outside and Bourdieu calls this as “anti-political politics.”**® But the prereq-
uisite for such paradoxical quality is rejection of the primacy of money, politics or
any other honor that might predominate their field.'* In other words, artists must
have an indifference or disinterestedness toward all such primacies. The necessity
of this feature lies in artists being constantly subjected to an ensemble of forces of
attraction or repulsion exercised over them by the field of political and economic
powers.!®® Another feature of the artists as intellectuals is to challenge the insti-
tutional hierarchy or the bureaucracies of culture to denounce the monopoly of
cultural legitimation by the education system and to devalue the academic institu-
tion.!>! Artists can adopt the role of an intellectual as soon as they obtain a post as
a “pure” artist with institutions of freedom which are constructed against the mar-
ket and state bureaucracies such as academies and salons.'>? Another important
front against which these artists fight is against competitors from their own field,
who identify their interests with the dominant principles of the field of power and

147 Jlebl 4S T2 ) goali dn TS e AET) 4y o pale 3335 llae dn 555 QS () 0 1) o3V ladine 5 48 LS | a (Sl 4
«Sl Sl S 3Ew) 5 ks [Jalili Ziapour, “Dorost enteqad konim [Let Us Criticize Correctly],” Sahsavar, Sep-
tember 25, 1950.]

148 Pierre Bourdieu, “The Corporatism of the Universal: The Role of Intellectual in the Modern World,”
Telos, no. 81 (1989): 99.

149 Ibid., 101.

150 Bourdieu, The Rules of Art, 14.

151 Pierre Bourdieu, Homo Academicus, trans. Peter Collier (Stanford: Stanford University Press, 1988), 177.
152 Bourdieu, The Rules of Art, 257.
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seek to impose them within the field with support of those powers.’>® The artists
and their competitors are surrounded by mass-oriented or large-scale productions,
and it is upon this restricted production that the intellectual artists can act based
on their own logic.’>* By doing so, artists are able to liberate themselves from court
aesthetic values and from the patronage provided by the aristocracy as external
legitimizing authorities.’>> Therefore, the main role of the intellectual artists is to
transform the relations between the intellectual field and the field of power, and
this happens when artists in collective forms and groups impose themselves on the
field and transform the whole space of positions “downgraded to the status of an
outmoded or classical product.”>¢

Attaining the status of an artist as an intellectual, who is capable of intervening in
politics under his own specific authority and struggling toward mastery over means
of cultural production and intellectual legitimation, is a status to be reached collec-
tively. The collective manner (appearing in forms of private institutions, galleries
and associations) fulfills two fundamental requirements for the artists: first, it rein-
forces the positions of the most autonomous cultural products from the temptation
of the academic ivory tower and, second, it guarantees their economic and social
conditions of autonomy in forms of publications and other products of intellectual
activity.*>” Thus, working collectively should be considered as the first objective for
artists toward the defense of their own interests and toward the means necessary
for protecting their autonomy. The collective nature refers to an open assembly of
young artists, writers, journalists and students at daily reunions in cafes that favor
an ambience of the intellectual exaltation contrasting with the reserved and exclu-
sive atmosphere of the salons and academy.**® The autonomy of artists is very much
dependent on the existence of institutionalized sites of regulated dialogue as a col-
lective instrument and a space in which artists can debate according to their own
norms.*® For instance, as Bourdieu sees the field of galleries, the major galleries
that produce the history of artistic movements are avant-garde galleries (in contrast
to the commercial galleries) and their essentiality lies in their role in institution-
alizing the new definition of intellectuals for artists. Therefore, the new definition
of the artists and their works of art should be studied together with emergence of
those institutions that helped transformation of the artistic field.!¢°

153 Bourdieu, The Field of Cultural Production, 41.

154 Simon Susen, “Bourdieu and Adorno on the Cultural Production,” in The Legacy of Pierre Bourdieu:
Critical Essays, ed. Simon Susen and Bryan S. Turner (London: Anthem, 2011), 177.

155 Pierre Bourdieu, “Intellectual Field and Creative Project,” Social Science Information V111, no. 2 (1969): 90.
156 Bourdieu, The Rules of Art, 234.

157 Bourdieu, “The Corporatism of the Universal,” 103.

158 Bourdieu, The Rules of Art, 73.

159 Bourdieu and Wacquant, An Invitation to Reflexive Sociology, 56.

160 Bourdieu, The Field of Cultural Production, 107-10.
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In studying the intellectual role of artists, relations that artists also develop with
intellectuals from other fields should be noted. This is because certain intellectu-
als also participated in the revolution of ways of thinking about art and defended
modern artists.’®! In other words, artists and intellectuals practice the intellec-
tual effect via links and cooperation between themselves. The alliance between
fields of intellectuals and artists occur due to their homologies.®? One important
homology is that they both find themselves in subordinate positions to the prin-
cipal field of power and therefore they approach each other during their struggle
for legitimation.!3 It is, in fact: “[...] a willingness of many intellectuals to support
dominated groups due to their own dominated status within the field of power.”¢*
The modern artists in Iran came from modernists who considered themselves as
avant-gardes of a new society, and thus, intended to be role models for the mass
ordinary Iranians. These middle-class modernists observed the modernization pro-
cess by the government and took active initiative for the spread of correct moder-
nity through instructing and guiding the common people.'®® The significant feature
about these middle-class modernists was that they assumed an oppositional role
of an intellectual and excluded advocates of the status quo—academics and offi-
cial modernists.*® It is upon this aversion to the field of power that Tudeh Party
increasingly influenced the intellectuals of Iran in the 1940s and 1950s. In fact, until
the 1960s, due to the highly politicized society, a detached quality from authorities
and progressiveness characterized an Iranian modernist as an intellectual with the
main task of criticism.'®” Formation of an intellectual dimension for Iranian artists,
therefore, occurred based on convergence to the intellectuals from other fields
and this convergence had various reasons. Above all, the rebellious spirit of the
intellectuals was similar to the modern artists’ as they both considered themselves
social and intellectual rebels vis-a-vis the cultural establishment of their time.!¢®
For instance, Rasheed Araeen—Pakistani modern artist—referred the question
of cultural identity in works of modern artists corresponding to the intellectual
disputes of their time that equipped artists with the rebellion and uprising which

161 Grenfell and Hardy, Art Rules, 191.

162 Swartz, Culture and Power, 132.

163 Ibid., 142.

164 Ibid,, 235.

165 Bianca Devos, “Engineering a Modern Society: Adoptions of New Technologies in Early Pahlavi Iran,”
in Culture and Cultural Politics under Reza Shah: The Pahlavi State, New Bourgeoisie and the Creation of a
Modern Society in Iran, ed. Bianca Devos and Christoph Werner (London: Routledge, 2014), 271.

166 Mohammad Ali Homayoun Katouzian et al., “Kalil maleki: rad-e telori-ye totel wa pisbord-e jame‘a-ye
madani [Khalil Maleki: Debunking of Conspiracy Theory and Advancement of a Civil Society],” in Jostar-ha-i
darbara-ye teiori-ye totei dar iran [Inquiries about Conspiracy Theory in Iran], trans. Mohammad Ebrahim
Fattahi (Tehran: Ney, 2003), 125.

167 Ahmadi, “Hava-ye taza [Fresh Air],” 118-19.

168 Roja Dehdarian, “Newly Hatched Chickens: Bozorg Alavi on the Young Literary Scene of the 1930s,” in
Culture and Cultural Politics under Reza Shah: The Pahlavi State, New Bourgeoisie and the Creation of a Mod-
ern Society in Iran, ed. Bianca Devos and Christoph Werner (London: Routledge, 2014), 235.
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Avant-gardism demanded.'*® Another channel that brought intellectuals and mod-
ern artists together was the type of jobs that intellectuals occupied and allowed
them to comment on arts. These professions, on the one hand, dealt rather with
the literary fields such as poetry, writing, journalism and translation'’® and, on the
other hand, granted intellectuals the confidence to see themselves as custodians of
critique on arts. This confidence was also rooted in a historical significance of liter-
ature among Iranians compared to arts (in particular painting). The public notion
constantly underestimated painters’ knowledge of social problems and for this the
literary intellectuals had always the upper hand.!”!

With the turn of the 1940s to 1950s, the Iranian society began to undergo signif-
icant changes, most considerably in economic and political grounds. These devel-
opments transformed the tolerant modern art of the 1940s into an abrupt radical-
ism that questioned everything but (or even) art for art’s sake. It was mainly the
coup d’état against the premiership of Mosaddeq and his nationalization of the oil
industry having benefited escorts of the Iranian regime, Britain, US and the Left
Party that affected the politico-intellectual developments in 1950s. [Fig. 3-24] This
event created a deep cynicism in modern artists and intellectuals as it led to dis-
credit of the regime, the West and social ideology of the Left. The disenchantment
was a reaction first to the regime for hiding its affiliation with CIA from the people
who had experienced years of nationalism.'”? Second, it was distrust in Iranian
modern artists and intellectuals against Tudeh Party for its passive role in facing
the coup d’état.’”® It should be noted that, prior to coup d’état and except for Tudeh
and Mosaddeq supporters and parliamentary liberlas, the majority of the Iranian
parliament were satisfied about the tight ties with the US. The main difficulties
aroused when the USSR denied withdrawing troops from Northern Iran by March 2,
1946 —this time marked a transition from a passive to an active US policy.!’* In fact,
this was a signal for Britain and US about the strengthening position of the USSR
and could be considered as a ground to coup d’état of 1953 —this implication that
the US public should tolerate undemocratic rulers in the interest of the political
order needed to counter Communist insurgencies or subversion: “If we wish to
start real reform in the Middle East, while maintaining order, we will soon find

169 Keshmirshekan, Honar-e mo‘aser-e iran [Iranian Contemporary Art], 12.

170 Katouzian et al.,, “Kalil maleki: rad-e telori-ye totel [Khalil Maleki: Debunking of Conspiracy Theory],”
128.

171 Keshmirshekan, Honar-e mo‘aser-e iran [Iranian Contemporary Art], 17.

172 Abrahamian, Iran between Two Revolutions, 426.

173 Iranmehr, Omid, and Pooya Qolipour. “Goftogu ba doktor anvar kamei darbara-ye naqs-e hezb-e tuda
dar kudeta-ye bistohast-e mordad [An Interview with Dr. Anvar Khamei on the Role of Tudeh Party in
August 19 Coup d’état],” Pooyaelche, (September 5,2007). Accessed March 29, 2018, http: / /pooyaelche.blogfa.
com/post/23.

174 Upon Tripartite Agreement between Moscow, London and Tehran in January 1942, the Allied powers
were bound to evacuate their troops from Iranian soil within six months after termination of the World
War 1I. [LEstrange Fawcett, Iran and the Cold War, 122.]
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that our best allies are kings and ‘strong men.”'’> On the one hand, the Britain and
US were aware that Tudeh infiltration of Mosaddeq’s government did not give way
to the National Liberalism supported by him. On the other hand, similar to many
anti-imperialism leaders of the world, Mosaddeq was a non-Communist advocate
of democracy inside Iran leading a movement against colonial powers.’® It was
such air that in July 13, 1953 (only one month before the coup d’état), New York Post
predicted Mosaddeq’s fall to an army-led coup with close ties to US: “Any Iranian
government, other than a Communist one, would be better for us than the present
government. We have found it impossible to deal with Mosaddeq.”'”” Although, the
American foreign policy was successful to win a better cultural reputation and to
form a respected American image in Iranian public opinion (Iran-America Society
and Voice of America Radio were among main arms of this goal), it lost all of this
cultural reputation after the downfall of Mosaddeq: “Together with Britain, we con-
spired to break him [Mosaddeq]. We did this successfully, yet thereafter ‘American’
was no more attributed honourably.”*”® Thus, the diplomacy of the US and Iran from
1950s onward was significantly to secure their survival. In fact, this was a mutual
relation in which US supported Shah and his army to attain an absolute power in
the region, whereas Iran had to respond to this by safeguarding US interests in oil
market.!”” What was not hidden from the Iranian people was that, after the coup
d’état and without concern for any social preparedness, the US capitalism overflew
its logics in an unprecedented way via education and human resources. This bcame
along with the foundation of many new American institutions and investment com-
panies into Iranian market during the 1950s. The hypocrisy about these measures
was in attending to economic plans without observing their human aspects, social
reforms or any political growth—Iranian people found themselves overcome and
belittled by America to the extent that from the coup d’état onward they saw the
regime and US as one entity.'8°

175 Foran, “Discursive Subversions,” 174.

176 Ibid., 176 & 182.

177 Ibid, 177.

178 This was quoted from William 0. Douglas US Supreme Court Justice. [3,3 1 5) b s Causas b a8l U Lay
QA5 e (sldlana) pi 3Ol adbaa & 53 (S0 el S0 G O O Wl s R Gise IS 0l )2 42 £ a3 [Koroush Fathi
and Ahmad Rashidpour, “Ravabet-e farhangi-ye iran wa iyalat-e mottaheda-ye amrika: az $ahrivar-e 1320
ta 28 mordad-e 1332 [The Cultural Relations of Iran and the United States of America: From September 1941
to July 13, 1953),” Tarik-e ravabet-e kareji, no. 29 (2006): 207.]

179 Ashena, “Diplomasi-ye farhangi-ye amrika [The Cultural Diplomacy of America],” 11.

180 Fathi and Rashidpour, “Ravabet-e farhani-ye iran wa iyalat-e mottaheda-ye amrika [The Cultural
Relations of Iran and the United States of America],” 208-9.
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Fig. 3-24 (Top) “People’s demonstration in support of Mohammad Mosaddeq in front of parliament in
Tehran on July 21, 1952.” Archives of Institute for Iranian Contemporary Historical Studies

In the field of art, this condition was responded to
by anti-political inclinations with more concern
for formalism and abstractionism. In fact, artists
emphasized freedom from all boundaries. Con-
sidering themselves cheated, they sought means
of revenge by returning to their self, an Iranian
self who was historically defeated and now had
become obsessed and protestor.'® This disillu-
sionment in artists was exacerbated by increas-
ing censors known as an “iron curtain”!®? by the
regime on all cultural and intellectual fields, which
resulted in greater seclusion of artists from the
state. In such seclusions, Bourdieu argues, the art-
ists’ aim became detachment from politics and offi-
cial patronage, and was carried out collectively in
forms of establishment of artistic groups and insti-
tutes. Two series of Iranian artists waded into mod-

(Bottom) “Mohammad Mosaddeq, a few
months after the coup d’état was sen-
tenced to 3 years in prison by the mili-
tary court on November 8,1953.” [Ibid.]

ern art in an intellectual manner from the 1950s. First, a minority of independent
avant-garde artists who merely paid to art for art’s sake (or artin its technical terms)

181 Langeroudi, Tarik-e tahlili-ye se‘r-e now [Analytical History of Modern Poetry], vol.1 (Tehran: Markaz,

1991), 19.
182 Abrahamian, Iran between Two Revolutions, 450.
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and was pioneered by Fighting Cock Association. Second, a majority of modern art-
ists who rather considered the concept of the “Grand Other” in their works and

emphasized subjects of “localism” or later “Islamic philosophy.”'# Simultaneously,
both artists promoted their understanding of modern art at their galleries and artists’
groups. Fighting Cock Association, from the first Issue of the second series of its mag-
azine (April 22, 1951),'®* published its highly radical statement Sallak-e bolbol [Night-
ingale’s Butcher] as the first manifesto in Iranian art. A review over the contents of
different series of this magazine during the 1950s reveals how members and sym-
pathizers of the association concentrated particularly on art. [Fig. 3-25] For instance,
beside Panja korus [Cock’s Claw]'s logo—one of Fighting Cock magazine’s issues

(1953) —one reads: “In this magazine only artistic subjects are argued.” [Fig. 3-26]

Or the articles of Nightingale’s Butcher Manifesto even surpassed art for art’s sake

and emphasized art without any pretension: “The modern art is in contrast with all

claims made by advocates of the art for art’s sake, the art for the masses and the art
for...”185 At the same time, the other major series of artists applied local materials

to emphasize authenticity of their modern works. This emphasis on the authenticity,
as Negin Nabavi argues, was adopted to voice opposition against all that the regime

represented in their eyes as cultural modernism.'®¢ On the one hand, Nabavi dis-
cusses this approach by the modern artists and intellectuals as a less direct avenue

to express their opposition against restrictions imposed on their freedom of expres-
sion, and on the other hand, as a result of a more global change.'®” This global change

was a triumph of third-world movement in defying the Western powers.!® All these

events in the 1950s were what made the 1960s and 1970s the heyday of nativism and

anti-Orientalism with the intellectual role to: “[...] serve as crucial intermediaries

and interpreters between their own culture and of that of the West.”*®° [Fig. 3-27]

183 Mehdi Paknahad, “Magas-ha-ye mozahem: tamoli dar vojuh-e saktari-ye jaryan-e rosanfekri dar iran
[Annoying Flies: A Thought on Structural Aspects of Intellectual Currents in Iran],” Keradnama-ye hamsahri,
no. 15 (2007): 32-33.

184 The Association published its magazine in three series. The first series was published under Korus
Jjangi [Fightnig Cock] with five issues (1948-1949) and after being banned by the state was published under
Kavir [Desert] with two issues (1950). The second series was published again under Fightnig Cock with four
issues (1951) and its publication continued under different names as Moj [Wave] with one issue (1952) and
Panja korus [Cock’s Claw] with two issues (1953). After the ban on Cock’s Claw, the members did not publish
their magazine and instead collaborated with two other magazines Apadana [Apadana] (1956) and Honar-e
now [Modern Art] (1956) together with three issues. The third series was published post-Islamic Revolution
again under Fightnig Cock with five issues (1979).

185 .ol o i sl s cplaial gl i ol plaila slaled) ol 5wy [Gholamhossein Gharib, Hasan
Shirvani and Houshang Irani, “Sallak-e bolbol [Nightingale’s Butcher],” Panja korus, no.1 (1953): n.p.]

186 Nabavi, “The Discourse of Authentic Culture,” 104.

187 This change was affected by simultaneous events such as wars in Vietnam and Cuba, hippies’ move-
ment, postmodern issue and critique of modernity, formation of an optimism to underdeveloped cultures,
attention to culture of the masses and inclination to spirituality. [Sirous Alinejad, “Goftogu ba mohammad
san‘ati darbara-ye ro$anfekri-ye daha-ye 1340 [An Interview with Mohammad Sanati about Enlightenment
of 1960s],” Bokarda, no. 227 (2009): 238.]

188 Nabavi, “The Discourse of Authentic Culture,” 92.

189 Boroujerdi, Iranian Intellectuals and the West, 21.
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Fig. 3-25 (Left) “Cover of Fighting Cock maga-
zine in 1951, in Korus jangi, no. 1 (1951): n.p.
National Library and Archives Organization
of Iran

Fig. 3-26 (Bottom) “Logo and cover of Cock’s
Claw magazine,” in Panja korus, no.1 (1953): 1.
National Library and Archives Organization
of Iran

Fig. 3-27 (Left) Marcos Grigorian, Mayadin-e ¢cahdargana [Quartet Fields], 1964. Mixed-media, framed:
147 x 137 cm, Tehran Museum of Contemporary Art

(Right) Marcos Grigorian, Zamin-e kosksoda [The Dried Earth], 1974. Mixed-media compound on canvas,

180 x 160 cm, [Ibid.]
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The significant point about these two series of modern artists was that both
remained detached from the economic and political systems of power and their main
issue was art in itself. Nevertheless, art-for-art’s-sake seekers always remained a
minority compared to the other series for two contextual reasons. First, the intellec-
tual space of the country during the 1950-1970s was inflated with the anti-Western
notions that sought an Iranian-Islamic identity via conciliation of modern rational-
ity with religion. Therefore, influential thinkers promoted critical concepts such as
Jalal Al-Ahmad’s Garbzadegi [Westoxication], the “religious revival” which empha-
sized Islamic identity by Ali Shariati, or Dariush Shayegan, who similar to Al-Ahmad
and Shariati, turned to religion for an Iranian identity.!® [Fig. 3-28] The second rea-
son that isolated art-for-art’s-sake artists was due to a decisive orientation of the
state in the late 1950s toward a form of modern art that emphasized local identity.
The regime’s attraction to modern art and the intellectual discourse of nativism,
nonetheless, could not satisfy many of the artists and intellectuals. This is because
artists and intellectuals applied this discourse as a degree of anti-Westernism and
manifestation of their third-Worldism, whereas for the regime, promoting authentic
culture did not necessarily equate with opposition to the West.!*! As a matter of fact,
the local and religious orientations by the artists and intellectuals were intended
to bring a new definition of “authenticity” in their modern art and culture and had
as much to do with spirituality, humanity and responsibility, and contrasted to the
state’s archaic and material nationalization that manifested itself rather a “mel-
ancholy of pride in ancient past.”'°? Shariati’s definition of “return to self” in his
book Art Awaiting the Survivor (1979) reveals a clear attack by intellectuals on the
regime’s method of developing a modern Iranian-ness:

Returning to self has now become equivalent to the revival of superstitious, frozen
traditions, fanaticism and return to the uncivilized, indigenous traditions [...] it means
to breathe with the spirit [...] it never means to explore meanings, feelings, emotions,
ideas and philosophies from the beginning and to exhibit them in our modern museums
[...] we should return to ourselves, [...] not by an attitude of racism or because of being
attached to blood or land, but only because of our relationship to humanity [...] to fight
against superstitious, archaic values and all the elements which blind and weaken a
nation and its insight and keep it from creativity, modernization, progress and contin-
uous change [...] the new art is no longer controlled by the aristocracy, as was the case
in the past, butitis the sympathetic, conscious and sensitive intellectual who leads it.!>?

190 Keshmirshekan, Honar-e mo‘aser-e iran [Iranian Contemporary Art], 18.

191 Nabavi, “The Discourse of Authentic Culture,” 97.

192 Jalal Al-Alhmad, Garbzadegi [Westoxication] (Tehran: Naql wa tarjoma-ye azad, 1962), 112.

193 Ali Shariati, Art Awaiting the Survivor, trans. Homa Fardjadi (Tehran: The Shariati Foundation, 1979), 7-8.
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Fig. 3-28 (Left) “Art Awaiting the Saviour by Ali Shariati in 1979.” Library of the Institute of Near
and Middle Eastern Studies at LMU Munich
(Right) “Garbzadegi [Westoxication] by Jalal Al-Ahmad in 1962.” [Ibid.]

3.2.2 Separation from Function: Arts Toward Art’s Sake

The orientation of the government to the modern art since the late 1950s should
be considered as an amplifying factor in the transformation of the mild-mannered
art for art’s sake that began in the mid-1940s. In addition to the intervening role of
the foreign cultural relations societies and the general nationalistic air that could
gently arouse attention in the official authorities to the modern art since the middle
of the 1940s, there were also other factors that amplified this attention in the late
1950s. First of all, the regime became aware about formation of a new opposition
which required different methods of control, rather than suppression. According
to Abrahamian, if the iron curtain by the regime was successful to hide the social
tensions, it did not eliminate them; on the contrary, they survived to develop new
ideas and new routes even more radical than Tudeh and National Front. What con-
cerned the regime was that parallel to the government-controlled media, which
praised the monarchy and mindless imitation of the West, there was a young under-
ground scene and lively generation of intellectuals that thrived on new ideas and
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adopted them into their own culture. '** Despite all the suppressions in 1950s, the
decade was not a period of nihilism and it was a period of rethinking and inventing
new methods via critical inquiry in cultural issues. This generation of young artists
and writers, whose main resort for exhibition and publication of their works were
the political parties, now had devised their own methods and could spread their
own publications independently.!*> Another factor influencing the attraction of the
state to modern art was that, although both art-for-art’s-sake artists and those
who reflected native qualities in their works were critical about the regime’s new
orientation and found it pseudo-modernistic and rootless, the regime was willing
to support their art due to its anti-Western and anti-Communist tendencies. The
same policy was observed about the intellectual space with which artists came into
contact. Although many of these figures, such as Al-Ahmad, used to be members
or sympathizers of Tudeh Party, after the coup d’état they criticized the bourgeois
culture by returning to their traditional and religious roots. 1%

The economic development in Iran, together with the above-mentioned factors,
worked as another major driving force. The state began its Economic Plans (1946)
and continued to increase oil revenues with its both Emergency Plans in collabo-
ration with America (1950s and 1960s). In 1967, however, there was a sharp rise in
Iranian crude oil production and its export greater than any other OPEC member.!*’
[t was simultaneous with this economic growth that the regime invested particu-
lar attention from Third Economic Plan (1962-1967) in art and cultural programs
and transformed Department of Fine Arts into a separate Vezarat-e farhang wa
honar [Ministry of Art and Culture] (1964) with emphasis on national solidarity.
With Fourth Economic Plan (1968-1977), Iran had already succeeded to define an
official cultural policy in 1969 with a centrality for “strengthening foundations of
the national solidarity.” A review of articles concerning this cultural policy indi-
cates regime’s attraction to the cultural consciousness which was formed among
intellectual circles: “Attention to cultural authenticity is a key to national solidarity
[...] and if national solidarity is founded on conscience about the cultural heritage,
it will be more secure.” 1® According to this policy, one can observe a series of new
measures being taken by the state from the late 1950s and early 1960s in favor of

194 Abrahamian, Iran between Two Revolutions, 451.

195 Shams Langeroudi, Tarik-e tahlili-ye se‘r-e now [Analytical History of Modern Poetry], vol. 2 (Tehran:
Markaz, 1991), 465.

196 Jalal Al-Ahmad, as an influential representative of this intellectual space, was an old Tudeh member
with religious interests in his past. After the coup d’état, Al-Ahmad’s confrontations with Western modern-
istic manifestations took on more attention for tradition and Shi’ite religion. [Shams Langeroudi, Tarik-e
tahlili-ye Se‘r-e now [Analytical History of Modern Poetry], vol. 3 (Tehran: Markaz, 1991), 13.]

197 Saikal, The Rise and Fall of the Shah, 106.

198 (Kb & e ) allasa sl 5 &) e sy 5[] ol e Con g (e s age e (Sin i llial 4 4n iy
€l ) sa (5 il alSat) 2L ) sl [Changiz Pahlavan, “Barnamarizi-ye farhangi dar iran [Cultural Planning
in Iran],” Farhang wa zendegi, no. 15 (1974): 53-54.]
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modern art. These actions included the establishment of new art institutions and
public galleries, financial support for private galleries and artists, the holding of
biennials and art festivals and the participating of the modern artists in interna-
tional exhibitions, to name a few. [Fig. 3-29] The significant point about these new
measures, Bourdieu argues, was that they occurred within a system of orthodoxy
defined and controlled by the state through “consecration and rejection.” **° The
new system effectively unsettled the borders between the official art and that of
modern artists—either art-for- art’s-sake seekers or those with local attributes
in their works. This destabilization occurred through mixture at the borders or by
simply removing them. One argument is that the financial supports provided by
the state, through putting artists’ works at local or international markets, was not
an easy situation for every artist to resist. So obviously, the artists paying attention
to the system of consecration and rejection (particularly being exerted via pub-
lic and foreign exhibitions) tried to keep proximity between their works and the
official art. Another argument returns rather to the nature of the official art that
for its emphasis on national identity shared more similarities, at least in appear-
ance, with works of modern artists with local attributes. These similarities caused
a better reception of their works to the state’s support and people perceived them
as official art. It was precisely in response to this condition that modern artists
began to react and pushed more for art for art’s sake. In other words, although
intellectuals were not necessarily detached from the modernization policies of the
state during first Pahlavi era, the emergence of art for art’s sake during the second
Pahlavi period was not an intellectual aim that could survive within the politico-
economic collaboration with the regime. This was rooted in the indifference to
money for which Bourdieu distinguishes the frontier between what is art and what
is not, between intellectual and bourgeois art, between avant-garde and traditional
art,and between movement and commercial institutions.?%°

The difference between the official art and the art for art’s sake, as well as the
resistance by modern artists to the political functionality of arts, becomes more
obvious wherever state’s measures were about to disarrange this duality. The best
instances to be investigated are five series of Tehran Biennial of Painting (1958-
1966) by Department of Fine Arts, formation of Saqqa-khaneh painting school, the
role of the Empress Farah Diba and her Daftar-e maksus [Special Office] (1959) in
supporting the modern art, and eventually foundation of the first public art gal-
leries in 1970 and the issue of an official statement by state in 1967 for supervision
over art galleries and associations. The sudden catalyst for the regime’s support

199 Grenfell and Hardy, Art Rules, 111.
200 Bourdieu, The Rules of Art, 162.
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Fig. 3-29 (Top Right) “Announcement designed by Iranian graphic artist Morteza Momayez for the exhibition
of Washington Artin1977,” in Morteza Momayez, “Hefdah ruz hamrah-e $anzdah nafar [Seventeen Days with
Sixteen Persons],” Rastakiz, May 29, 1977. National Library and Archives Organization of Iran

(Top Left) “Iran’s podium at Washington Art in 1977.” [Ibid.]

(Bottom) “Participation of Iranian modern artists in first Biennial of Paris in October 2-25, 1959 (Right:
Cover of exhibition catalogue. Left: Se zan (‘arus) [Three Women (The Bride)] by Nasser Ovissi in the exhi-
bition’s catalogue).” Central Institute of Art History in Munich
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of modern art in the late 1950s was an urgent solution to prevent politicization of
the society and to create an international legitimacy that was supposed to happen
by means of a national school of art. As Talinn Grigor explains, the main task of
institutes such as Sowrd-ye hedayat-e melli [National Guidance Council] (1954) was
to broadcast supports of the regime: “[...] the mass media which was under control
of the state coupled the royal household with institutions of high arts. For instance,
Etela‘at newspaper published articles with photos of royal family and members as
leading patrons while visiting museums and exhibitions. Increasingly the Shah and
his court presented themselves as the foremost benefactors of the arts and the mon-
archy as the sole institution that set the stand of Iran’s high culture.”?*! [Fig. 3-30]
Tehran Biennial of Painting, therefore, launched in 1958 at the suggestion of art-
ists themselves and support of the Department of Fine Arts.2°? The paradox about
this measure was that this Department had no intention of supporting the new
artistic movements, and its main concern involved traditional arts and works by
Kamal al-Molk students. This indifference even continued after transformation
of the Department into the Ministry of Art and Culture; and the Minister Mehr-
dad Pahlbod (in office 1964-1975) was, in fact, a major advocate of ancient arts. 2°3
As aresult, the main institutions of the 1950s that dealt with modern art were still pri-
vate galleries, artists’ groups, cultural relations societies such as VOKS and Iran-Amer-
ica, and new centers like Basgah-e mehragan [Mehragan Club] (1952).2%* [Fig. 3-31]
The biennial of painting clearly represented the functionality that modern art had
for the state in the international sphere. In fact, Tehran’s biennial was supposed to
pave the way for participation of Iranian artists in significant international exhibi-
tions such as Venice Biennial and it was obvious to the official administrators that
a big local exhibition with regular repetitions was a key to it. 2% Furthermore, the
biennial could indoctrinate the idea that modern art would fail without state’s sup-

201 Grigor, Building Iran, 137.

202 Similar to Iran’s first Art Expo on the initiative of Manouchehr Niazi (modern painter and owner of
the private Niazi Gallery) in 1979 or the first Art Auction by Rast 29 [Rasht 29] (a private artists’ group) in
1967, Tehran Biennial of Painting was also held on the initiative of the young modern artist, Marcos Grigor-
ian (modern painter and owner of the private Aesthetic Gallery).

203 Ezatollah Minbashian (1917-2018), better known as Mehrdad Pahlbod, played a pivotal role, particu-
larly after emergence of the Empress Farah Diba’s patronage, for independence of Department of Fine Arts
of Ministry of Art and Culture and generally for support of the artists via a social struggle for enhancement
of artists’ social level through educational and exhibition programs [Mahnaz Afkhami, Barnama-ye tarik-e
Safahi: mosaheba ba mehrdad pahlbod [Oral History Program: An Interview with Mehrdad Pahlbod] (Cali-
fornia: Foundation for Iranian Studies, 25 & 30 May 1984), 9.]

204 Mehragan Club (1952) was an organization founded by the Jame‘a-ye mo‘alleman-e iran [Iran Teachers
Association] for teachers, students, and other intellectuals sponsoring literary seminars and events. This
Club, under directorship of Mohammad Derakhshesh, held annuals for visual arts. [Encyclopedia Iranica
Online, s.v. “Basgah-e mehragan [Mehragan Club],” accessed December 10, 2017, http://www.iranicaon-
line.org/articles/basgah-e-mehragan-mehragan-club-an-organization-founded-in-1952-in-tehran-by-the-
executive-committee-of-the-iran-teac.]

205 Pakbaz, Naqasi-ye iran [Iranian Painting], 206.
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port. The statement of the biennial, manifestly pointed to the role of the state: “If
our national modern art has remained unknown and people do not enthusiastically
follow it, that is merely due to artists’ inability in introducing the significance and
value of today’s art. So far our people had no chance to come closely in contact with
‘modern’ art and there must be public assistance for this reconciliation [...] and this
task is possible when many national exhibitions of ‘modern’ art are held.”2°¢ The
criticism against the state’s intervention in holding the biennial was centered on
the regime’s functional application of arts. Parviz Tanavoli (1937-), a modern sculp-
tor whose private atelier-gallery Kabud and artists’ group Goruh-e honarmandan-e
mo‘aser [Contemporary Artists Group]?*” were founded shortly after first biennial
in 1960, saw the biennial as an ordered exhibition controlled by certain policies such
as dictating the winners to the jury or awarding prizes to only the obedient artists.2®
This was exactly the quality that the critics, like Emami, named it as the “implicit
ruling” 2% for which many modern artists shunned sending their works to this exhi-
bition.?’® Simultaneous with the first biennial, correspondences between Bahman
Mohasses (1931-2010) and Sohrab Sepehri (1928-1980), two modern painters with
art-for-art’s-sake inclination who also collaborated with Fighting Cock Association,
reveal that they viewed the biennial with ridicule. The skepticism in Mohasses
derives from the suspicious nature of such an exhibition: “A country who behaves
its artists as ‘Untouchables’ in India, now is willing to pave the way for advancement
of a national art (!) [...]. These new claimants of modern art understand nothing,
neither from ‘modern’ nor from the past, and are not expected to understand either.
[ believe it is better for us the ‘Untouchables’ to avoid them.”?!! [Fig. 3-32]
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LI <y > b Saa i el ) eanilie a8 Le )5S 22 je S0 alalidy a2 pedr | Jal is Cuaal 5 55
) ok (o slaaliilat 4S Sl B L IS G 5[] et Sea i 4 ) ad e S8 (BES L Al s
258 02l i 5§ <y )%> [Marcos Grigorian, in Avalin namayesgah-e dosalana-ye tehran [The First Exhibition
of Tehran Biennial of Painting] (Tehran: Edara-ye honar-ha-ye ziba [General Administration of Fine Arts],
1958), exhibition catalogue, Tehran, April 14, 1958, 5.]

207 Members of the group were modern painters and sculptors Parviz Tanavoli, Marcos Grigorian,
Bijan Saffari, Sohrab Sepehri, Sirak Melkonian and Manouchehr Sheibani. [Tanavoli, Atolia kabud [Atelier
Kabud], 22.]

208 Jalal Sattari, “Komak be afarinandegan [Aiding the Creators],” Ridaki, 1972, 3.

209 Regardingbiennial’s qualities of being ordered or having implicit ruling, Ahmad Esfandiari—a modern
contributor of the exhibition—quotes complaints by the foreign jury to Department of Fine Arts that this
Department has already selected works, so why did they invite us as the jury? [Mojabi, Pisgdman-e naqasi-ye
mo‘aser-e iran [Pioneers of Contemporary Persian Painting], 160.]

210 Karim Emami, “Not by Invitation Alone,” in Karim Emami on Modern Iranian Culture, Literature and
Art, ed. Houra Yavari (New York: Persian Heritage Foundation, 2014), 217.
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€28 Jie ik (e <> Le ) 4S S e OUE  iegd: [Paridokht Sepehri, ed., Jay-e pdy-e dust (nama-hd-ye
dustan-e sohrab sepehri) [Footprints of the Friend (Letters by Friends to Sohrab Sepehri)] (Tehran: Dehnaviz,
2008),17.]
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Fig. 3-30 (Left) “Prime minister Amir Abbas Hoveyda visiting an exhibition in 1974,” IRAN 25-8278. National
Library and Archives Organization of Iran

(Right) “Empress Farah Diba visiting the Iranian podium at Grand Palais Paris in 1973,” IRAN25-9228. [Ibid.]
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Fig. 3-31 (Left) “Catalogue of an exhibition (Honar-e mo‘aser-e iran [Contemporary Art in Iran]) in Iran-
America Society in 1965,” Courtesy of Newsha Djavadipour

(Top Right) “Mehrdad Pahlbod, minister of art and culture (first from the right) visiting a photography
exhibition,” IRAN 25-7808. National Library and Archives Organization of Iran

(Bottom Right) “Catalogue of an exhibition (Namdyesgah-e naqasi-ha-ye qahvakana [An Exhibition of
Coffee-House Paintings]) in Iran-America Society in 1967, Author’s collection
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(Top Right) “Empress Farah Diba (behind her Mehr-
dad Pahlbod minister of art and culture) awarding
prizes in fourth Tehran Biennial of Painting in 1964,”
IRAN 25-1352. [Ibid.]

(Bottom Right) “L-R: Sohrab Sepehri and Bahman
Mohasses,” in Paridokht Sepehri, ed., Jay-e pay-e
dust (name-hd-ye dustan-e sohrab sepehri) [Foot-
prints of the Friend (Letters by Friends to Sohrab
Sepehri)] (Tehran: Dehnaviz, 2008), 16

Fig. 3-32 (Top Left) “Empress Farah Diba visiting
Tehran Biennial of Painting in n.d.,” IRAN 25-28318.
National Library and Archives Organization of Iran

(Bottom Left) “Catalogue of first Tehran Biennial
of Painting in 1958. [Ibid.]

In addition to the intention of the state, many criticisms to Tehran Biennial of Paint-
ing derived from the destructive role of the exhibition. The main complaint was that
the criteria for selection of the works by the jury had become standard of competi-
tion among artists and they copied winners’ works. As Mohesen Vaziri Moqaddam
(1924-2018) —of contributors—complained, biennials were criticized because they
violated the slow but creative attempts initiated by the modern artists on their
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own.?2 Simin Daneshvar (1921-2012), whose writings about Iranian modern art are
considered among the first criticisms, cautioned the conflicting impact that the for-
eign jury?!® had on artists of the biennial. Daneshvar’s point was that a hasty compe-
tition for appeasing to the jury’s taste had distanced artists from a thoughtful pro-
cedure, and instead, what remained was nothing but a sheer imitation of Western
modern styles.?!* For others, such as Bahman Mohasses, the imitative quality had
much to do with an artistic atmosphere of flattery and stagnancy and the biennial
was a good example of a situation where all contributors, notwithstanding their
personal styles, had turned to Abstractionism because they knew it was of interest
to the jury.2’® This was exactly the point that Emami mentioned about the fourth
biennial (1964): “[...] we come to scores of contributors who have evidently been
converted to Abstractionism overnight [...] [ am against abrupt changes of style and
jumping on the bandwagon. Our young artists will arrive at Abstractionism only
through personal development.”?'® The pessimism about the biennial among art-
for-art’s-sake seekers was further fed by the role of this exhibition in promoting a
false understanding of modern art. For instance, in discussing the second biennial
(1960), Akbar Tajvidi (1927-2017, a renowned miniature painter) defined modern
art as: “A modern painter is someone who for expression of himself applies all old
painting styles and, at the same time, he does not restrict himself to them. Upon
this definition, thus, in evaluating a painting today, it is not important if it has been
done in academic style or Impressionism, Cubism and Abstractionism [...].”2}” Due
to the centrality of Abstractionism at the biennial, it had created a false impression
that modern art is abstract and not formalistic: “The importance of the second bien-
nial was that young artists who [before the biennial] aimed at creating new forms,
broken lines and mixed motifs, [...] surpassed this level and rather dealt with the
[abstract] essence of their thought and feeling.”?!8

212 “Dar nokostin biyenal-e tehran ¢e godast? [What Happened at the First Tehran Biennial?],” Rastakiz,
October 11, 1977.

213 The jury of each biennial was made of both Iranian and foreign members, nevertheless the Iranian
members were also mainly selected from foreign educated artists. [Jalal Mogaddam, “Naqasi-ye jadid-e irani
wa harf-ha-ye digar [Iranian Modern Painting and Other Words],” Ketab-e mah, no.1 (1962): 134.]

214 Simin Daneshvar, “Sevomin namayes$gah-e dosalana-ye naqasi dar kak-e abyaz [The Third Biennial of
Painting in the Abyaz Palace],” Ketdb-e mah, no.1 (1962): 143-44.

215 Mojabi, Saramadan-e honar-e now [Masters of Modern Art], 82-85.

216 Karim Emami, “Saqqa-khaneh Dominant,” Keyhan International, April 14, 1964.

217 @b 42 02 s Gacm 03 S odliil (oS 28 (S ol 3l 353 nacall e 4 55 (5 2 4S Cand € 5y 5 Cai yae (i
st 58 5 mnnth s el St Ly ol imamn (Sl CSas  (B1E LT 48 0l 800 Gyt 0l Ly 00 sl 30 ) (e il ) S
L] e e2la iy 315 258 ) ) 5 el Biaida w52 jisdl s [Akbar Tajvidi, “Mogaddamat-e ijad-e yek biyenal-e
bozorg-e asiai dar tehran faraham migardad [Preparations for a Grand Asian Biennial in Tehran Are Under-
taken],” Akbar-e honar wa honarmandan, no. 7 (1961): 6.]

218 Sles 5 Ol Olsa Olaie i 4S 30 Ol i el 4 1) el GLLS (a5 58 Dl Gl 1 <gles VYT Jle>y
s ge ) OV [LL] exing 0a S 43hy jan 3 (s 5 Sl L ghad 5 o 5 JISE) (L Ar Cag pea | 308 e (Ul sin 4SS
QAMERy JiGn (GRsd Gleal 5 4danil a4 5 481X 3l L [“Goftogu-i darbara-ye dovomin biyenal-e tehran
[A Discussion about Second Tehran Biennial],” Akbar-e honar wa honarmandan, no. 8 (1961): 2.]
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The core opposition by art-for-art’s-sake artists to Tehran Biennial of Painting was
even with its emphasis on national aspects in the modern art and an “authentic
school of visual arts” which explicitly were mentioned in introduction and text of
the first biennial’s catalogue respectively by Ehsan Yarshater (1920-2018, historian
and writer) and Marcos Grigorian (1925-2007, modern painter).?** Additionally, dif-
ferent writings about the biennial emphasized the leadership of the Department of
Fine Arts in establishing a “new Iranian movement”??° or an “Iranian contemporary
school of painting and sculpture”??! and its introduction to the world. In fact, this
national school was what Emami referred to the works of a number of painters
and sculptors, coining the term “Sagqa-khaneh”??2 in 1962. These artists who were
inspired by votive Shi'ite art, applied religious pictorial elements such as talismanic
seals, religious and folk visual elements in a modern context of their works that
reminded the viewer of Shi’ite shrines and religious gatherings and conveyed the
air of familiarity and intimacy associated with Saqqa-khaneh.?? [Fig. 3-33] It was
exactly based on their neo-traditional qualities that Saqqa-khaneh could appeal
to patronage of the government as a formal art and the basis of a sort of national
school of art. In fact, the general perception of these artists was that they could
achieve a modern-traditional synthesis which included an Iranian identity and
character?** and precisely aligned with the cultural policies of the state. Therefore,
with the third biennial, Saqqa-khaneh was entirely acknowledged and promoted as
a national school by the regime via a system of awarding, consecration and rejec-
tion.??® It was connected to this policy that Kamran Diba (1937-), the architect and
first director of Tehran’s Museum of Contemporary Art (1977), in his introduction to
the catalogue of an exhibition of the Saqqa-khaneh School (1977) explicitly pointed
that without biennials and official patronage such a movement could not be possi-
ble.??® Nonetheless, the criticisms by art-for-art’s-sake seekers against the regime’s

219 Grigorian, Avalin namdyesgah-e dosalana [The First Exhibition of Biennial], 3 & 6.

220 Akbar Tajvidi, “Biyenal-e bozorg-e honari-ye tehran [Grand Art Biennial of Tehran],” Akbar-e honar wa
honarmandan, no. 5 (1959): 4.

221 Tajvidi, Mogaddamat-e ijad-e yek biyenal [Preparations for a Grand Asian Biennial], 6.

222 Saqqa-kana [Saqqa-khaneh] was a public water dispenser typically as part of mosques, shrines and
bazaars in Iran with votive functions. [Encyclopedia Iranica Online, “Saqqa-kana History,” accessed Decem-
ber 21, 2017, http://www.iranicaonline.org/articles/saqqa-kana-i-history.]

223 Karim Emami, “Saqqa-kana: negahi dobara be maktab-e saqqa-kana [Saqqa-khaneh: Saqqa-khaneh
School Revisited],” in Saqqa-kana [Saqqakhaneh] (Tehran: Muza-ye honar-ha-ye mo‘aser-e tehran vabasta
be bonyad-e Sahbanu farah [Tehran Museum of Contemporary Art in Affiliation with the Empress Farah
Foundation], 1977), exhibition catalogue, Tehran, October 22, 1977, n.p.

224 Hamid Keshmirshekan, “Neo-Traditionalism and Modern Iranian Painting: The Saqqa-khaneh School
in the 1960s,” Iranian Studies 38, no. 4 (2005): 613.

225 At the third biennial members of Saqqa-khaneh were awarded prizes and their works were selected
to be displayed at Venice Biennial —some were also purchased for the first time for Museum of Modern Art
in New York. [Azin Faezi, “Man adam-e sada wa bolandparvazi hastam: goftogu ba faramarz pilaram [I Am
a Simple and Ambitious Person: An Interview with Faramarz Pilaram],” Talds, no. 56 (1975): 26.]

226 Kamran Diba, Introduction to Saqqa-kana [Sagqakhaneh] (Tehran: Muza-ye honar-ha-ye moaser-e
tehran vabasta be bonyad-e $ahbanu farah [Tehran Museum of Contemporary Art in Affiliation with the
Empress Farah Foundation], 1977), exhibition catalogue, Tehran, October 22,1977, n.p.
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aim to reach a national school of art, as Grigor argues, returned to its hasty man-
ner: “[...] traditionalism was used by modernists and traditionalists alike to dic-
tate politics and taste [...] from being seen as the representative of backwardness,
the traditional artist was raised to a sacred position as the link between man and
truth.”??’ This approach by the biennial and the official patronage was resisted by
more independent artists and artists’ groups that became active during the 1960s
and 1970s. Significantly one can refer to Talar-e iran [Hall of Iran] (1964)—later
renamed Talar-e qandriz [Hall of Qandriz]—and Gruh-e honarmandan-e azad [Inde-
pendent Artists Group] (1974). [Fig. 3-34 & 3-35] In manifestos from both groups,
which were published in April 1969 and October 1976, respectively, one observes
the different artistic intentions than those supported by the regime. In Hall’s man-
ifesto, it is clear that the members obviously regarded “Classicism” as a hindrance
to progress toward future. The manifesto sought out an outlet from the compulsory
Western heritage of the modern art that had dominated Iranian artists and, there-
fore, sought after a savior. This savior, according to members, had to be achieved
via a national art with more precise respect for local traditions, and this was dif-
ferent from the superficial neo-traditionalism supported by the state: “[...] an art
that even if it were not compatible with any of global artistic criteria, it did pos-
sess its independent feature. We also believe Iranian painter’s concerns should be
solved within borders of his own country and realities. Therefore, we consider it
an unnecessary act to partake in international festivals, biennials and art scenes.
And we consider the attempts for globalization of [art] issues nothing but eva-
sion [from the solution].”??® For the manifesto of Independent Artists Group, which
was in fact the catalogue statement of group’s fifth exhibition, Gonj wa gostara 11
[Volume and Environment 11], one observes the members explicitly attack on the
commercial art and its prevalent imitation and superficiality. The main aim of the
Independent Artists Group’s manifesto was to tackle the market-driven style of
art which accused independent modern works of being imitative, simplistic and
therefore irrelevant.??® In response to these accusations, in their manifesto text
they reacted that not everyone, but only the professional critics can distinguish
an imitative art from the original one: “Yet, all artists have been waiting for years
for illuminating words of professional critics, since all that is said in the name of
criticism is not critic’s words, but rather the superficial understanding of enun-
ciators who accuse of imitation [...].”?*° The manifesto of Independent Artists

227 Grigor, Building Iran, 164.
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qandriz [Hall of Qandriz], 149.]

229 Jessica Lack, Why Art We Artists’? 100 World Art Manifestos (London: Penguin, 2017), 287.

230 Ibid.
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Group rejected the idea of Iranian modern art imitating Western modern works
and condemned that advocates of such an idea confused imitation with influence:
“We must not dismiss a new movement and ridicule its simplicity as a result of fear-
ing the appearance of imitators. Yet being influenced is not a voluntary action that
can be avoided. Those who are sensitive are influenced by their living environment,
and the living environment in its turn is under the influence of communication and
economic systems [...]. A need has brought together the members of Independent
Artists Group [...]. The environmental influence has created this need in us. The
need for an intellectual play. [...] being born anew in the same main path. The need
for self-destruction [...]."#!

Simultaneously the Roundtable of Painters (1962) was held at headquarters of
Ketab-e mah or Keyhan-e mah [Book of the Month] magazine.?*? [Fig. 3-36] In the ses-
sions, representatives of academic, conservative and modern artists took part and
discussed mainly the necessity for such a national school of art. The art-for-art’s-
sake approach by these artists is distinguished, for instance, in their definition of
“identity,” “national art” or, more broadly, the responsibilities of the artist in society.
These artists were critical of the neo-traditional solution of Saqqa-khaneh School
that constricted identity to a formalistic modernism merely with attention to the
local motifs. The alternative definition for identity offered by the independent art-
ists, as Mohammadreza Jodat (1939-, a founding member of Hall of [ran) explained,
was completely opposed to the hegemonic definition of Islamic-Iranian identity that
was propagandized by the regime and, therefore, it took high audacity to receive
support: “[...] I could not resist and say that seeking identity is nonsense. Our iden-
tity is what we observe now and nothing else. Do not search for something new,
because there is no new thing.”?* It was upon such definition of identity that these
artists rejected national art as a school seeking identity in the past, yet remain-
ing international. In an introduction to Hall of Iran’s magazine, Fasl-i dar honar
[A Chapter in Art] (four issues in 1970-1971), Roueen Pakbaz (1939-), another founder
of Hall of Iran, objected the hegemonic national art as representative of the ethnics,
ethics or traditions of a nation because it violated the dynamic definition of “art”:

231 Ibid,, 288.

232 According to the magazine, the objective of the Roundtable of Painters was “[...] discussion on search
for a conceivable and logical route to future of Iranian painting.” [«.0l sl (o2& s23 (51 0 (Jsina a5l Ciun [LL]»
[Simin Daneshvar, “Miz-e gerd-e naqasan [Roundtable of Painters],” Ketab-e mah, no. 1 (1962): 147.] Ketab-e
mah was one of Keyhan-e mah’s publications with Mostafa Mesbahzadeh as the license-owner and the
editorial board of Jalal Al-Ahmad, Simin Daneshvar and Parviz Dariush. This magazine in its Gozdres-e
mah [“Report of the Month”] covered the news on new artistic developments in Iran, artists, exhibitions, etc.
233 () ) e s 4SS Gl e (e Cuga DI e B8 Gy ga Jl__ﬁ_u\sﬁ,ieeiusl):w 5 oS i sl g el [LL]»
«.<wsxi [Pakbaz and Morizinejad, Talar-e qandriz [Hall of Qandriz], 101.]
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Fig. 3-33 (Left) Hossein Zenderoudi, Untitled, 13 Shahrivar,
Year [?]. Tempera on paper, 200 x 120 cm. In Saqqa-kana
[Sagqa-khaneh] (Tehran: Muza-ye honar-ha-ye moaser-e
tehran vabasta be bonyad-e $ahbanu farah [Tehran
Museum of Contemporary Art in Affiliation with the
Empress Farah Foundation], 1977), exhibition catalogue,
Tehran, October 22, 1977, n.p. Institute for Art History at
LMU Munich

(Top Right) Faramarz Pilaram, Untitled, 1962. Tempera
on paper, 200 x 100 cm. [Ibid.]

(Bottom Right) “Shi’ite symbol of Panja-ye panj tan
[The Hand].” [Ibid.]
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Fig. 3-34 (Top) “Logo of Hall of Iran’s publications in 1965 (on front and back cover of Ketab-e sal-e iran
[Hall of Iran’s Yearbook]—a book published by the group at the end of each year),” in Ketab-e sal-e iran [Hall
of Iran’s Yearbook] (Tehran: Entesarat-e talar-e iran, 1965). National Library and Archives Organization of Iran
(Bottom Left) “Some members of Hall of Iran (from right: Roueen Pakbaz, Mansour Qandriz, Qobad Shiva,
Sirous Malek and Faramarz Pilaram),” Courtesy of Mansour Qandriz

(Bottom Right) “Invitation Card for the first group exhibition of Hall of Iran’s members in June 25, 1964,” in
Taldr-e qandriz: tajroba-i dar ‘arZa-ye ejtema‘i-ye honar [Hall of Qandriz: An Experience in Social Presen-
tation of Art], ed. Roueen Pakbaz and Hasan Morizinejad (Tehran: Herfa-honarmand, 2016), 28
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Fig. 3-35 (Left) “Poster for the exhibition Gonj wa gostara Il [Voulme and Environment II],” in October 12,
1975 by Morteza Momayez, Courtesy of Anoushiravan Momayez

(Top Right) “Members of Independent Artists Group (L-R: Marcos Grigorian, Morteza Momayez, Masoud
Arabshahi, Sirak Melkonian and Gholamhossein Nami),” in Mohammad Shamkhani, “Avangardism-e ahlio-
da-ye goruh-e azad: negahi be kansepcual art dar se epizod [Tamed Avant-gardism of Independent Artists
Group: A Review of Conceptual Art in Three Episodes],” Iran, May 7, 2002

(Bottom Right) “Morteza Momayez's installation in Gonj wa gostara Il [Volume and Environment I1] in 1975,”
in Behzad Hatam, “Agar rahi hast, ke hast, hamin ast! [If There Is a Way, That There Is, Is This Way!],” Riidaki,
no. 50 (1975): 19. National Library and Archives Organization of Iran

“The art which is not able to surpass the dictated criteria, i.e. the art that cannot cre-
ate new criteria, not only is it not dynamic but is soon buried with old social mani-
festations. The national art is in no way placed in the past culture and not merely
in the future, but it reflects the contradiction of both.”?** [Fig. 3-37] So clearly, these
artists defended the concerned artist and his relation with the surroundings. The
national art should be adopted from the facts of artist’s own life and at the same
time should be in dialogue with global inventions to retain its own nationality.?*®
The “return to authenticity” for these artists, according to Aghdashlou, was not
something attempted to be referred to, but it was something to be sought within

234 sl sai sl Lol et 4y cui onty 53 Lo 43 eyl (slo )5 sl Jlme 31 555 (i 2550 18 Sl (sl Jlame o J5a S AS 5 iy
O A A8 coxif Kin 8 50 e 4 5 2 8 0e (sla 438K Kin jp  Gllas i o in 28 )3 (hae (525 42 oo laial 43S
«.<w 50 () (=8 [Pakbaz, Negarkana-ye iran [Hall of Iran], 62.]

235 Ibid, 64.
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each artist.?*¢ As Ebrahim Golestan (1922-, filmmaker and advocate of modern art-
ists) discussed Sohrab Sepehri’s paintings with regards for their Iranian identity,
it was the independence and loyalty of artist to himself.?*” This emphasis on the
artist was the main point that differentiated the art-for-art’s-sake seekers from the
official art. Therefore, the art-for-art’s-sake artists were constantly criticized for
their works to be replicas of Western art. Marcos Grigorian—one of the founders
of Independent Artists Group—in a reply to the critique that outlawed this group
for not producing national works, commented: “Many label us as non-Iranians and
copy-makers, but when a work of art is created by an Iranian nationality, so obvi-
ously that work is Iranian. We [Independent Artists Group] as collective artists are
motivated not to be erratic and commercial artists [...]."3®
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Fig. 3-36 “The front cover of Ketab-e mah [Book of Fig. 3-37 “The front cover of Hall of Iran’s maga-
the Month] magazine (1962),” in Ketab-e mah, no. 1 zine Fasl-i dar honar [A Chapter in Art] (1970),” in
(1962). National Library and Archives Organization  Fasl-i dar honar, no. 1 (1970). National Library and
of Iran Archives Organization of Iran

236 Aghdashlou, Az kosi-ha wa hasrat-ha [Of Joys and Yearnings], 118.

237 Dariush Kiaras, “Tarikca-ye galeri-ha-ye tehran: galeri borgez [History of the Galleries of Tehran:
Borghese Gallery],” Tandis, no. 223 (2012): 21.
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mad Shamkhani, “Avangardism-e ahliSoda-ye goruh-e azad: negahi be kansepcual art dar se epizod [Tamed
Avant-gardism of Independent Artists Group: A Review of Conceptual Artin Three Episodes],” Iran, May 7,2002.]
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Following the heritage left by the fighting cocks, the avant-garde artists’ groups
of 1960s and 1970s also respected the position of artist as an intellectual whose
avant-gardism should not be castigated by the society. Instead, these artists took on
the collective role of educators in order to decrease the gap between them and soci-
ety and, at the same time, to prevent lowering art to the public level. This collective
role was undertaken through dialogue and debates with students or formulating a
new school in painting that itself could make a change in cultural condition of the
society.?® In fact, the avant-gardism that was promoted by these artists’ groups
was neglected and restricted by the state because of their discordance with the offi-
cial art or its cultural or non-commercial approach. Firouz Shirvanlou (1938-1989,
activist writer and art critic) in describing works by Gholamhossein Nami (1936-),
a member of Independent Artists Group, pointed to a major discordance: “They
are but kind of rebellions against aesthetic criteria of the market [...] they cannot
be adapted with aesthetic criteria of the customer or Iranian ‘bourgeois’ collector
who seeks eye-catching works.”?*° Or Behzad Hatam (1949-), art critic and graphic
designer, in his text on Independent Artists Group defended these discordances as:
“This is a healthful, accurate and logical art. It is this iconoclasm, sneering of self
and others, or even radicalism that glosses the essence of art, cracks the wrinkled
skin of the art of a time and makes it flourish.”?*!

Simultaneous with the second biennial (1960), the scenery of art and cultural
field adopted considerable changes affected by the presence of the Empress Farah
Diba and her interest for the support of modern art. The patronage by the Empress
together with measures by her Special Office and their comparison to the sup-
ports that Department of Fine Arts earlier provided artists are significant in dis-
tinguishing borders between modern artists and the state. A principal point about
the Empress’s cultural policies is that her Special Office shared the same emphasis
on national art but in a more democratic manner that made artists’ cooperation
with her office possible. This democratic approach was rooted in the Empress’s per-
sonal background.?*? At the same time, regarding the managing and material needs

239 Sagqafi, “Sahr wa ‘arza-ye ejtema‘i-ye honar [City and Social Presentation of Art], 46.
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€2 ) s b el 085 ) siadia palic (o 2 4S ¢ )yl <l sie> [Dariush Kiaras, “Tarik¢a-ye galeri-ha-ye tehran:
galeri saman [History of the Galleries of Tehran: Saman Gallery],” Tandis, no. 222 (2012): 20.]
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€osles Jwn s ),y i€ 5 055 5 [Behzad Hatam, “Agar rahi hast, ke hast, hamin ast! [If There Is a Way, That
There Is, Is This Way!],” Riidaki, no. 50 (1975): 18.]

242 More liberal and moderate standpoints of Farah Diba can be attributed to her education in architec-
ture in France and the familiarity she formed with the left and nationalist activists in years of her studies
via Abdolreza Qotbi. Qotbi, cousin and companion of Farah Diba in Paris, was an activist of Pan-Iranist Party
and his nationalist ties later made him an opponent of the Shah’s policies. [Abbas Milani, Eminent Persians:
The Men and Women Who Made Modern Iran: 1941-1979 (New York: Syracuse University Press, 2008), 165.]
Also, in her memoirs, Farah Diba reveals her interest for Russian art and culture based on a special connec-
tion that she formed with Russian art, literature and music. This connection was grounded on her father’s
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of a growing middle class and emergence of new skills, the pacifist policies of the
Special Office were tolerated by the Department of Fine Arts that only represented
court’s conservative programs.?*3 The presence of the Empress apparently divided
the state patronage into two: Empress and her Special Office with a more moderate
policy toward modern artists and the Shah and his court that through Department
of Fine Arts supported an ordered art with more national and traditional identity.2*
Within such an environment, one observes that modern artists, who saw no accor-
dance between their works and cultural policies of the regime, became attracted to
Special Office. This attraction by artists was due to the different deployment of the
Empress and court to modern art. Although both centers emphasized localization
of modern art, for Special Office it was a participatory and interactive process and
opposed to the conservative and monolithic methods. Grigor explains this differ-
ence in terms of the contrasting perceptions that they had about functions of art.
According to the Empress, art was a means to reform and a type of elitist evolution
exerted from above to acculturate people and; in contrast to the phallic and destruc-
tive modernization of the court, the Empress followed a feminine and constructive
manner, particularly in retrospection to the past.?*> Another role played by the
Special Office was the policy to create a social conciliation for art and removal of
its isolation by encouraging a dialogue between artists and the government.?*¢ This
aim was supposed to be implemented by bringing it among people and providing
a climate in which all arts could be presented.?*’

Nonetheless, it should be noted that similar to Department of Fine Arts that
sought localization of modern art as a cultural policy, Special Office also promoted
a pseudo-localism in art and culture by means of contribution of the artists and
intellectuals. As Pakbaz discusses, emergence of the Empress in the field of art even
amplified the support for Sagqa-khaneh School with the aim of achieving an Iranian

education in Saint Petersburg and her grandfather, an archaeologist and advocate of art, who also was
dispatched as consulate to Georgia and for research purposes stayed in Leningrad. [Farah Diba-Pahlavi,
Erinnerungen (Bergisch-gladbach: Gustav Liibe, 2004), 218.]

243 Ahmadi, “Hava-ye taza [Fresh Air],” 113.

244 According to Abbas Milani—Iranian historian—this discordance between the Empress’s stances and
the court caused a period of nearly fifteen years of tug of wars between them that despite the supremacy of
the court paradigm, they were only the last six years of the 1970s during which due to the Shah’s paranoia
and inaction, the Empress took advantage to visualize the prevalence of her ideals in art and culture. [Milani,
Eminent Persians, 168.]

245 Grigor, Building Iran, 183-84.

246 Ibid., 184.

247 Jasn-e honar-e Siraz [Shiraz Festival of Arts] (inaugurated in 1967) was crystallization of such a goal.
This annual festival under patronage of Farah Diba’s Special Office followed the aim of increasing public
awareness on both national and international arts. It might be said that this festival was a counterpart to
the known international festivals such as Baalbeck, Spoleto or Orange with a focus on a wider range of arts
and cultures. The event included a series of religious dramas, mystic transports of Ta zia, tragedy of the Kar-
bala martyrs and also included concerts, recitals, and music ranging from contemporary to folklore. [Lesley
Blanch, Farah Shahbanou of Iran, Queen of Persia (London: Collins, 1978), 116-17.]
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-ism in arts.?*® Also employment of independent artists and literary figures (from
oppositions and the Left Party) was an optimism to resolve the crisis of legitimacy
and to absorb the approval of certain social groups. Lesley Blanch saw this measure
as an act of practising democracy in terms of patronage of local artists and creation
of an art market for the international artworks.?*” Aghdashlou, who was assigned as
artand cultural manager of the Special Office (1978-1979), explains that Department
of Fine Arts, particularly from the mid-1960s when the Empress’s office had become
active, adopted merely a ritualistic role by attending only to traditional arts and cov-
erage of court’s news, and Special Office complemented the task by attending to the
new arts. The policy behind absorption of the modern artists, Aghdashlou argues,
was due to the fact that the main artistic-intellectual body of this time came from a
leftist background and any cooperation with the artists inevitably led to the involve-
ment of the oppositions. At the same time, artists’ acceptance to employments at
the institutes of Special Office was a mutual policy by them as an opportunity to
arrive at their own artistic goals. Nonetheless, he approves of the art-for-art’s-sake
seekers who remained steadfast in their opposition to the state organizations; those
who consented and compromised found themselves on the losing end.?>

The most important institutes that engaged artists and intellectuals were
Kanun-e parvares-e fekri-ye kudakan wa nowjavanan [Institute for the Intellectual
Development of the Children and Young Adults] (1964) and Sazman-e televiziun-e
melli-ye iran [Iranian National Television Organization] (1967). As a testament
to the importance of these institutes, when compared to the Department of Fine
Arts, the art and cultural director of the Institute for the Intellectual Development
(Firouz Shirvanlou) was selected from the highly influential and independent
figures. According to Aghdashlou, the massive Department of Fine Arts not only
took no proper step in prediction and advancement of the arts but also with a
bunch of nonsense works proceeded to destroy arts, in particular the national art.?*!
Aghdashlou, also aware of the attention to the contradictory social climate of Iran
in those years, considers the significance of Institute for the Intellectual Devel-
opment in its quest for reconciliation of all politico-intellectual types.?>? The Ira-
nian National Television Organization established by Abdolreza Qotbi (1940-)53—

248 Shahrouz Mohajer, “Az talar-e iran ta daeirat al-ma‘aref-e honar: mosaheba ba ruin pakbaz [From the
Hall of Iran to the Encyclopedia of Art: An Interview with Roueen Pakbaz],” Tandis, no. 14 (2003): 6.

249 Blanch, Farah Shahbanou of Iran, 116-17.

250 Aghdashlou, Aydin (painter and author), in discussion with the author, April 8, 2016.

251 Ibid.

252 Ibid.

253 Abdolreza Qotbi was of the Empress’s closest circles of fellows. This circle was selected as a result of
two distinguished aims: to profit a high-level human force for managing the tasks and to prove people a
change in the conditions with their demands being noticed by the government. The circle was mainly con-
sisted of members such as Abdolreza Qotbi, Lili Jahanara (Amirarjomand), Leili Matin Daftari, Kamran Diba
and secretaries and consultants of her Special Office such as Hossein Nasr, Houshang Nahavandi and others.
[Ahmad Ali Mansour, Man wa kandan-e pahlavi [Me and the Pahlavis] (California: Tuka, 1992), 98.]
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the Empress’s theorist of liberal plans for absorption of dissident artists and intel-
lectuals—was the main institute that came in conflict with court’s cultural policies
due to its dedication to high arts: “[...] Qotbi used his considerable political capital
to hire many dissidents who had either come out of prison or were banned from
their jobs by SAVAK (Sazman-e etela‘at wa amniat-e melli-ye iran [Organization of
Intelligence and National Security]). The political cognoscenti knew that the only
governmental office that would employ them was Qotbi’s rapidly expanding orga-
nization.”?** About centrality of this organization, Pahlbod, the then minister of art
and culture and head of the Department of Fine Arts, later in an interview said:
“[...] it could easily be understood that all writers, artists and extraordinary offi-
cials, truthfully, had gathered together in this center [the fact that to the Shah was
nothing but another political opposition]. I saw the television as an educational
organization which could be an important national base for public education and
in national orientations [...].”%°

It should be noted that even democratic plans of Special Office for attracting the
modern artists did not end in an entire satisfaction of artists and its cultural poli-
cies were still criticized by more independent art-for-art’s-sake artists. According
to Pakbaz, this resistance to the Special Office by some artists, such as members of
Hall of Iran, was rooted in the fact that they made a generation of artists who was
brought up in a leftist context and the pseudo-localism that was supported by the
Special Office was not in line with their idealism: “At that time we never sympa-
thized with the ‘right current. We could not ensue the right wing [ ...]. Special Office
was suspicious. It posed issues which were none of our serious concerns.”® In fact,
this generation of the artists was not old enough to be affected by the despotism
of the regime that ended in the coup d’état of 1953, yet it was not young enough to
be enamored by the supports provided by the Special Office.?>” For these artists,
the patronage exerted by Special Office was an intrusive act having unsettled the
rational progression of modern art that artists wisely pursued on their own with
passion and scrutiny. In fact, artists witnessed that subjectivity of art, instead of
attaining art’s actual role in life, had turned to a mere simple topic of talk.?>® The
financial support by Special Office, which occurred in various forms of holding art
and cultural festivals, participating artists in local and international exhibitions,
purchase of their works, monetary aids and so forth, were also matter of criticism
due to their uncouth and pretentious nature. In an interview that Riidaki maga-

254 Milani, Eminent Persians, 166.
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257 Saqafi, “Sahr wa ‘arza-ye ejtema‘i-ye honar [City and Social Presentation of Art],” 38.

258 1Ibid,, 48.
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zine made with the gallery owners in 1972, Tanavoli pointed to the inefficiency of
the Special Office for allocating the budget to certain arts or invitating of certain
foreign artists for local festivals.?>® As he criticized: “We should notice what other
works could be done for people with such budgets [...]. They invite foreign artists
who have not been able to communicate their art to their own people and are pop-
ular only within a certain limited class. Why should our people need these artists?"2°

As aresult of the sharp rise in Iranian oil revenues since 1967 and the economic
Emergency Plans beginning since the mid-1950s, liberal reforms were enacted and
great sums were channeled into the economy via loans and annual budget to private
entrepreneurs.?®! This decision by the regime was also influenced by the dissatis-
faction that modern artists reflected in their statements against state’s negligence.
In the statement of the first exhibition of Hall of Iran in 1944 (a group exhibition of
12 members) written by a main member, Mansour Qandriz (1935-1965), one reads
an overt complaint about this situation: “States in many developed countries have
facilitated the foundation of artistic organizations. Unfortunately in our country, in
spite of an urgent need and mutilated efforts, no measure has been taken to help
artists exhibiting their works [...]."2* At the same time, biennials and financial sup-
ports by the Special Office — in forms of purchases and orders—had successfully
established Saqqa-khaneh as the official art school by the end of the 1960s and the
decade of 1970s was the sovereignty time of the state in arts: “In the 1970s all kinds
of sociopolitical agitations were hidden beneath the surface of high art and it was
promoted and financed by the Pahlavi court. This trend continued in this decade
to define cultural norms.”?** By the beginning of 1970s, the official art was so well
accepted that resistance to its enchantment was not simple and even influenced
the radicalism of those like Hall of Iran. This financial dominance of the state over
the field of art caused more intrusive measures by government such as issuing

259 A series of state-sponsored exhibitions started since the second half of the 1960s. These exhibitions
were held on historical occasions in the Iranian calendar such as the exhibition held at National Museum
parallel with the Shah’s coronation ceremony in 1967 that reviewed Iranian national arts in the past 25 years
under the second Pahlavi regime, or serial festivals such as Jasn-e farhang wa honar [Festival of Culture and
Art] in 1968 and Shiraz Festival of Art in 1967. The central policy of these programs was to venerate Iran’s
national and traditional art.
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[“Goftogu-i ba modiran-e galeri-ha [An Interview with Gallery Owners],” Riidaki, no.13 (1972): 22.]

261 In 1960-1963, there was an acute economic crisis laying on ambitious plans by the state that obliged
Iran to seek emergency aid from both the International Monetary Fund and the US government. The Ken-
nedy Administration acted but on condition that Shah brought liberals into the cabinet, based on the belief
that liberal reforms were the best guarantee against communist revolutions. [Abrahamian, Iran between
Two Revolutions, 421-22.]
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263 Grigor, Building Iran, 175.
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Establishment and Activity Permit Statute for private art associations and artists’
groups (1967) and private art galleries (1974) by which activities of these centers
had to come under supervision of the Department of Fine Arts. The Statutes defined
tasks of these institutions and obliged them to report their goals and programs to
the Department biannually. According to the texts of the Statutes, one notices their
restrictive effect on the private institutions to bring them in line with the cultural
policies of the state: “An association’s program should accord to advancement of
country’s cultural plans.”?* Defining the gallery, it reads: “A gallery is a place for
exhibition of works of art, in particular, visual and national arts [...].”?®® These Stat-
utes also delimited governmental aid to institutions that promoted national arts.
Around the same time, the first public art galleries were established in the 1970s.
These public galleries and exhibition salons— Kak-e javanan [Palace of the Youths]
(1966), Kana-ye dftab [Khaneh Aftab] (1970), Mehr-e sah [Mehr Shah Gallery] (1974)
and Takt-e jamsid [Takht Jamshid Gallery] (1974) —were in fact halls of Department
of Fine Arts and were supposed to substitute old public halls such as Talar-e reza
‘abbasi [Reza Abbasi Hall] (1959) or Talar-e farhang [Farhang Hall] (1941), which
had been mainly a place for governmental speeches and not suitable for exhibiting
artworks.?®® [Fig. 3-38] These galleries, due to the state-fed budget, could afford
free display of works by less financially able and provincial artists, exhibition of
foreign artists or publication of artists’ books. [Fig. 3-39] It should be noted that
another major plan behind public galleries was to exhibit handicrafts and tradi-
tional arts (miniature and Coffee-House painting) or works by students of Kamal
al-Molk School and Academies of Fine Arts for Girls and Boys. Other activities of
the public galleries were organizing collaborative group exhibitions with private
galleries and participating in serial public cultural festivals such as Jasnvara-ye tiis
[Festival of Tus] (1974), Jasn-e honar-e Siraz [Shiraz Festival of Art] (1967) and Jasn-e
farhang wa honar [Festival of Culture and Art] (1968).%" [Fig. 3-40] Obviously, the

264« S (Ko b sl i0hn G 3 Al gead) 4aliy [Aefin-nama-ye ejaza-ye ta‘sis-e anjoman-ha
wa gruh-ha-ye honari [Establishment Permit Statute of Art Associations and Artists’ Groups], Concerning
establishment and activities of private art associations and artists’ groups, 19 May 1975, 293/4156, National
Archives of Iran.]

265 «.[...] e sin ST 5 annt (sla i o540 s U Gl (51 p ol Jsaaila 85 51 o) sep [Aelin-nama-ye ejaza-ye
ta“sis-e galeri-ha-ye honari [Establishment Permit Statute of Art Galleries], Concerning establishment and
activities of private art galleries, 22 October 1974, 293/4156, National Archives of Iran.]

266 Farhang Hall was established by Mohammad Derakhshesh, the later minister of culture (1961-1962)
of Iran. Prior to establishment of the first private art galleries, artists exhibited their works also at Farhang
Hall. For the first time, visitors to this place had to pay entrance fees to see the works. This place was active
for a few years in 1940s and again continued holding exhibitions under Mohammad Mosaddeq’s state in the
early 1950s. [Kiaras, Dariush (writer and art critic), in discussion with the author, January 5, 2016.]

267 Forinstance, Sima-ye honar-e emruz [Manifestation of Today’s Art] was a collaborative exhibition between
the public gallery of Khaneh Aftab and about 10 other private art galleries in 1976. A reason for holding such
participatory exhibitions with private art galleries or group exhibitions at public galleries was due to their
spacious rooms and, in fact, this was another reason for establishment of public galleries. [Mojabi, Nawad
sal nowawari [Ninety Years of Innovation], 187.]
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public galleries were to showcase the government’s share in artistic developments
whereas their exhibition openings took place in the presence of the Shah, Empress
and courtiers, and their news were reflected by state magazines such as Tamasa
or Javanan-e rastakiz.**® This behavior by the state was not hidden from the eyes
of the most independent galleries or artists’ groups and they rather resisted the
financial aids that Special Office or Department of Fine Arts offered them —mainly
in forms of paying monthly costs and purchase of works. In an official statement by
Contemporary Artists Group, written and directed to Pahlbod in 1960, the state’s
aim was explicitly cautioned and the group requested that artist’s affairs be left
to the artists themselves, so that no artist transformed into a bureaucrat and no
bureaucrat claimed to be an artist or art critic.2*°

obigals
o o0 2
L S2/ g
0 40 Bd ] EXPOSITION
: eintures Dessins Gravures
TEFFC A
S o s M. DJAVADIPOUR
dgiuibristat
Organisée Par

L'Administration Généralades Beaux-Arts Iraniens

SALLE REZA ABASSI

17:25 Décembre 1960 17830 - 19030

AN AY 0L

Fig. 3-38 (Left) “[Catalogue] Namayesgah-e atar-e parviz tanavoli [Exhibition of Parviz Tanavoli’s Works]
at Farhang Hall in October 18-27,1960,” in Parviz Tanavoli Sculptor, Writer and Collector, by Parviz Tanavoli
and David Galloway (Tehran: Iranian Art Publishing, 2000): 29

(Right) “Catalogue of Namayesgah-e atar-e mahmud javadipur [Exhibition of Mahmoud Javadipour’s Works]
at Reza Abbasi Hall, December 17-25, 1960,” Courtesy of Newsha Djavadipour

268 Javanan-e rastakiz was a publication by the regime’s political party known as Rastakiz [Resurgence].
This party became mandatory as the one thorough party in the country in March 2, 1975.
269 Mojabi, Nawad sal nowawari [Ninety Years of Innovation], 173.
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Fig. 3-39 (Top Left) “Interior of Khaneh Aftab in 1970 in “Kana-ye aftab [Khaneh Aftab],” Farhang wa zendagi,
no. 3 (1970): 76. National Library and Archives Organization of Iran

(Top Right) “Invitation Card for the Exhibition of Persian Miniatures at Khaneh Aftab, n.d.” [Ibid.]

(Bottom Left) “Catalogue for the Exhibition Nagasan wa mojasamasazan-e romani [Contemporary Roma-
nian Painting and Sculpture] at Mehr Shah Gallery in 1978.” [Ibid.]

(Bottom Right) “Artists’ Book of Panjah sal gerafik-e iran [Fifty Years of Iranian Graphic Design] by Mehr
Shah Gallery in 1976.” [Ibid.]
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Fig. 3-40 (Left) “R-L: Mehrdad Pahlbod (minister of art and culture) and Jamshid Amouzegar (interior
minister) visiting an exhibition at Takht Jamshid Gallery on the event of seventh Festival of Culture and
Artin 1974,” IRAN 25-25386. National Library and Archives Organization of Iran

(Right) “Empress Farah Diba inaugurating Mehr Shah Gallery on the event of the seventh Festival of Culture
and Art with an exhibition of Kamal al-Molk and his students in 1974,” in “Hadaf-e jasn-e farhang wa honar
[The Goal of the Festival of Culture and Art],” Kava, no. 55-56 (1975): 60. [Ibid.]

Complaints by artists against intervention of the state derived from three main
points of contention. First of all, the commercial aspect of Iranian private associ-
ations and galleries was not an issue until the mid-1960s and, as Mojabi explains,
commercial aims and promotion of a market were considered beyond their cultural
role.?’ With the turning of the state’s financial budget toward private institutions,
the splits became apparent among these centers in acceptance or rejection of the
aid. In fact, debates were around becoming sales and commercial or remaining
movement and avant-garde institutions with an emphasis on art for art’s sake and
filling the social gaps via education and cultural activities. The main critique was
that in a relation between art and its sale, art had turned into business and artistic
values were victimized by bureaucracies.?’! Therefore, this resistance by the artists
was not necessarily a political opposition, but it rather stemmed from the deter-
mination of a new generation of artists who saw no foothold for arts than art per
se.?’? It was due to the occurred splits that associations and galleries distinctively
took up either the commercial or the avant-garde role since the 1960s. The first Ira-
nian commercial galleries were Borghese (1964)—later known as Negar [Negar]
(1969) — and Seyhoun (1967).2”® These galleries considered artworks as cultural
products and based on their connections to the court, aristocrats and foreign dip-

270 Ibid.

271 Behrouz Souresrafil, “Warta-i mian-e honar wa mardom [An Abyss between Art and People],” Riidaki,
no.18 (1973): 22.

272 Saqafi, “Sahr wa ‘arza-ye ejtema‘i-ye honar [City and Social Presentation of Art],” 39.

273 Mojabi considers Seyhoun as a gallery with a position between commercial and avant-garde based on
the good connections that its owner (Masoumeh Seyhoun) had with the court, the mighty customers and
also the press for promotion of her artists. [Mojabi, Javad (painter and writer), in discussion with the author,
April 10, 2016]
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lomats, they could create a good market or a new prestige and impetus?’* for the
[ranian modern art movement. Nevertheless, it should be noted that the special
support that the state provided to the commercial galleries was essentially based
on the international reputation that these galleries had given to Iranian modern art
and specially Sagga-khaneh School that was enthusiastically supported by similar
galleries.?”> In contrast, avant-garde associations and galleries — particularly Hall of
Iran and Independent Artists Group — deliberately had no sales activity and were
established in response to the commercialization of other institutions. Similar to
the cultural role that Fighting Cock had initiated in the 1940s, these institutions, par-
ticularly Hall of Iran, also focused on familiarization of the audience with modern
art through their educational exhibitions, debates and publications.
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“Catalogue of tenth Jasn-e honar-e Siraz [Shiraz Festival of “Catalogue of eighth Jasn-e farhang wa honar
Art], August 19-September 2, 1976.” [Ibid.] [Festival of Culture and Art], October 25-
November 21, 1977.” [Ibid.]

274 Karim Emami, “Gal ... Gall ... Gallery!” in Karim Emami on Modern Iranian Culture, Literature and Art,
ed. Houra Yavari (New York: Persian Heritage Foundation, 2014), 209.

275 Inan exhibition at Borghese on the occasion of Mothers’ Day in 1964, the Empress ordered the prime
minister to allocate 2 percent of the budget for the state organizations to the purchase of works by Iranian
artists. This budget had to be distributed among galleries, artists’ groups and associations for their monthly
fees. [“Goftogu-i ba modiran-e galeri-ha [An Interview with Gallery Owners],” 22.]
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(Left) “Card for Sadomin namayesgah-e talar-e qandriz [The 100th Exhibition of Qandriz Gallery] held by a
collaboration between Hall of Qandriz, Seyhoun and Mes galleries and with financial assistance from the
General Department for Literary and Artistic Creation in 1974.” [Ibid.]

(Right) “An exhibition at Palace of the Youths with contributions from three private art galleries Sey-
houn, Borghese and Honar-e jadid [Modern Art] in 1967,” in “Namaye$gah [Exhibition],” Ferdowsi, no. 812
(1967): n.p. [Ibid.]

The second condition, which concerned movement or avant-garde associations and
galleries, was that commerecialization of art institutes affected the definition of mod-
ern art and they exhibited anything masquerading as modern or national modern
art. Tanavoli criticized this as a deceitful behavior threatening both artists and their
audience: “They [audience] consider anything distorted and clumsy as modern
sculpture while modern art has its own criteria upon which it is understood.”?”¢ In
fact, formation of the artists’ groups such as Independent Artists Group was also
in reaction to this destructive behavior. Nami explained: “All of us were critical
of the condition of modern art because it was deviated. Gallery owners behaved
art like business and sold any kitsch work as modern art. They were deflective.”?””
In contrast to Saqqa-khaneh and the national modern art that was promoted by
the commercial galleries, the avant-garde institutes challenged this definition of
the national art as being non-national causing frustration in visitors. Pakbaz com-
mented: “[...] what has been done, is not national or Iranian. By national or Iranian
[ do not mean motifs and patterns, but rather fundamental attributes. Most of the
works have been replicas of Western art and are lost due to lack of stable roots
and foundations. We are [this way] gradually wasting ourselves in modern art.”’®

276 \J_.\:\l)_ﬁsaulusd&iuﬁdutsmJLA)L_\!.A@‘)‘JOJ-\A)SAQSL_ALAJQMA‘QGAQ)AAW]JJ]:J‘)E@Jcsis‘i)ﬁuo]»
«. 2l 1 i gyl (B bl SwS [“Goftogu-i ba modiran-e galeri-ha [An Interview with Gallery Owners],” 22.]
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[Parviz Barati, “Hama-ye riSa-ye man injast: goftogu-i ba golamhosein nami [All My Roots Are Here: An
Interview with Gholamhossein Nami],” §arq, June 18, 2011.]
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[“Goftogu-i ba modiran-e galeri-ha [An Interview with Gallery Owners],” 22.]
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The devastation of modern art by commercial galleries created gaps for its social
perception and this directly influenced artists. Many modern artists stored their
works in their ateliers and refused to exhibit them at galleries, or as in the case of
Gruh-e honari-ye panj [Five Art Group] (1968),%7° the social repulsion that was cre-
ated around modern art finally ended in a total failure of this artists’ group. Tanav-
oli, a member of the group, explained that a lack of social acceptance was the main
reason to dissolution of Five Art Group: “Society, at that time, was not prepared for
this group.”?®® This is despite the fact that Bahman Mohasses, another member of
this group, described the principal aim by Five Art Group to educate people about
their art and to defend artists’ right against those state organizations that claimed
they were established to aid artists and art.?8!

Finally, the third source of criticisms against intervention by the state was that
it brought a “lord and vassal” system to the field of visual arts. As Tanavoli argued,
financial support from art galleries and artists’ groups had decreased the cultural
role of these centers and had subjugated them to a quantitative status only to pro-
vide Department of Fine Arts a good report of their annual exhibitions. This offi-
cial system was without necessary competence for the distribution of the financial
aids and it had created a bureaucratic class of artists who were monthly salaried
for doing nothing. It was this low quality that made avant-garde artists and galler-
ies reject financial aids by the state: “[...] for people who have no sufficient knowl-
edge about art, the most dangerous act is to dictate them anything as art.”?? Such
dishonesty by the state in its supportive policies about the galleries became more
obvious, for instance, in the first International Biennial of Tehran (1974). The exhi-
bition, which was held on the initiative of the Special Office, was an invitation from
French and Iranian galleries to represent their artists’ works and it was supposed
to be a practice for Iranian galleries to learn about the Western systems of Euro-
pean galleries in promotion of their artists. Nonetheless, the main criticisms of this
biennial, as one issued by Negin magazine, was that the appointment of a jury for
selection of Iranian works proved that Iranian galleries were not free to present
their own artists and their presence at the exhibition was nothing but a formality.
This procedure had also led to the prevalence of certain artistic tastes among Ira-
nian painters. For instance, many artists had displayed compositions of Persian

279 Asitstands for its name, Five Art Group was made of five modern painters and sculptors: Parviz Tanav-
oli, Sohrab Sepehri, Bahman Mohasses, Abolghasem Saidi and Hossein Zenderoudi. Formation of this group,
more than aesthetic similarities, was based on collective work by the group to overcome financial impedi-
ments. [Mojabi, Saramaddan-e honar-e now [Masters of Modern Art], 78.]

280 @il )y b K oain Uiy Sl a8 o )2 axdlay [“Goftogu-i ba modiran-e galeri-ha [An Interview with
Gallery Owners],” 23.]

281 Mojabi, Saramadan-e honar-e now [Masters of Modern Art], 78.
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[“Goftogu-i ba modiran-e galeri-ha [An Interview with Gallery Owners],” 22.]
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calligraphy with modern abstract techniques.?®* Behzad Hatam, a famous critic of
Riudaki magazine, in a text had ridiculed the cessation of Tehran Biennial of Painting
after the fifth series in 1966 despite its all propaganda. He had criticized that the
interval between fifth Tehran Biennial of Painting and the first International Bien-
nial of Tehran (8 years) had annihilated the gradual familiarity of the Iranian audi-
ence with modern works and now they could not communicate with the works any
more.?®* In a panel held with some of the contributors of the International Biennial
of Tehran — mainly members of Hall of Iran and Independent Artists Group — one
observes similar criticisms. The central complaint was directed at the hastiness
in collection of the Iranian works. As Tanavoli, Grigorian and Morteza Momayez
(1935-2005, graphic designer and another member of Independent Artists Group)
argued, such hastiness had resulted in the presence of works with low quality with-
out an expert process of selection. Such hastiness had turned the exhibition from
a cultural event for artists and audience into a commercial market for dealers. Or
another negative influence, Nami defended, was that the Iranian society was not
culturally prepared for such quick developments and, as a result, it was not unex-
pected that the visitors to the exhibition complained about the works.?® [Fig. 3-41]

Being argued, the intervention of the government, which mainly took on the
form of financial supports and encouragement, had antagonistic effects on more
independent artists. The modern artists, who had come up with the intellectual
idea of taking an autonomous position in their field since the mid-1940s, could no
longer survive domination of the politico-economic forces. This resistance by the
artists appeared best in their support of art for art’s sake. In other words, artists’
emphasis on art for art’s sake (as a cultural competence) turned into a tool (sym-
bolic capital) to paralyze the regime’s efforts for institutionalization of a modern
and so-called “authentic” school of visual arts or a “neo-traditional” art as the local-
ized version of the modern art.

283 “Harf-ha-i piramun-e yek namayesgah-e beynalmelali [Words on an International Exhibition],” Negin,
no. 117 (1975): 15-16.

284 Behzad Hatam, “Barkord ba Sokuh-e rang-ha [Encountering the Glory of Colours],” Riidaki, no. 37 & 38
(1974): 60.

285 “Moruribar avalin namayesgah-e beynalmelali-ye tehran [A Review of the First International Biennial
of Tehran],” Honar wa me‘mari, no. 27 (1975): 68, 70 & 77.
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Fig. 3-41 (Top) “Catalogue of fifth
Tehran’s Biennial of Painting in
1966.” National Library and
A s i) Archives Organization of Iran
\ Ja
Opolzaghiiod ity LIS Lusl fsscil 5OLNE (Bottom) “Catalogue of the first
€ Ll lraly : : s
i M}gé@uﬁ_u A International Biennial of Tehran

in 1974.” [Ibid.]
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4 Private Art Associations and Galleries:
A Patronage from Within

Friendship and companionship with you has left pleasing effects on
me that cannot be forgotten. I have developed an unusual fondness
for looking at paintings [...]. Should people not appreciate it or dis-
tract you from your work [...], do not obey their depreciation. This

is the way to freedom [...].*

— Nima Youshij—pioneer of Persian modern poetry
(Se’r-e now or nimai) —in his letters to Rassam Arzhangi

This chapter will refer to the role of the first modern artists who, in contrast to the
official policies, defended the promotion of modern art in Iran. Also, it will show
how this path, grounded on the provocations of the official space at the academy, on
the one hand, turned into an uprising against the academy itself and, on the other
hand, was theorized by artists based on their collective work in forms of the first
private institutions such as artists’ groups, associations and galleries.

The significant role of the private art associations and galleries becomes bet-
ter understood with attention to the historically excluded status of the visual arts
compared to literature and poetry in Iran. As was discussed in the historical review,
Iranian painting was very dependent on patronage and commissions of the courts,
aristocrats and foreigners. The paintings were executed in closed royal workshops
or artists’ ateliers, so there was no necessity for their public display. Lack of accessi-
bility to the artworks and absence of free education in art also led to a void of artis-
tic flair among the people.? Within such closed circles, almost no attempt for exhibi-
tion and communication of the art seemed a priority, whereas the early spaces with
education and exhibition were private artist studios, store-like workshops of art-
ists—known as Dokan [here also referred to as Dokan]*—and later on the non-ar-
tistic institutes such as clubs and cultural relations societies of the foreign embassies.
Before discussing the private studios and Dokans, it should be noted that holding an
art exhibition was not of principal concern to clubs and they only provided artists

1 ploa S lay (8 SLAL 4 a0 G5 e 5 Consh Sidisae HhIA ) 4S o 402K Loy (lds I e 0 s daalian 5 e sy
Ol a2 e SUlB oy Ha L] S (Esda | ) padidia el sa L 02 )8 aa) j Caea) S land lle 4S () Ja ol 03 50 (il 3 et 4n [LL]
Cadd Sl Gl o83 <da [Nima Youshij, “Arzangi-ye azizam [My Dear Arzhangi],” in Majmu’a-ye kamel-e nama-
ha-ye nima yusij [Complete Colletion of Letters by Nima Youshij], ed. Sirous Tahbaz (Tehran: ‘Elmi, 1997), 113.]
2 Mojabi, Nawad sal nowawari [Ninety Years of Innovation], 16.

3 Much earlier than Dokan, paintings were exhibited and purchased at coffee houses for which some
consider them as the first places of artistic exhibition and sales. [Dariush Kiaras, “Tarikca-ye galeri-ha-ye
tehran: galeri kana-ye aftab [History of the Galleries of Tehran: Khaneh Aftab Gallery],” Tandis, no. 191 (2010):
20.] But others also criticize this view due to the awkward imaginary qualities of the paintings displayed
at coffee houses and therefore they reject that these paintings could play any role in evolution of modern
painting in Iran. [Mojabi, Nawad sal nowawari [Ninety Years of Innovation], 16.]
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their salons to display and debate the artworks. Arardt [Armenians’ Club](1918),
Guity (c. 1950) and later Mehragan (1952) were among the most active clubs. For
instance, Guity was a cultural association primarily as a library and publishing house
founded by two brothers*who had close connections with artists. This association
ordered foreign journals and rather acted as a cultural relations agent.® [Fig. 4-1]
Armenians’ Club also was a center for entertainment of the Armenian residents
with focus on Armenian art and culture. Contrary to the clubs, private studios and
Dokans worth more attention as they represented the first private places in which
painting was trained, exhibited and purchased exclusively.
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Fig. 4-1 “Logo of Guity Association,” in (left) Ata Behmanesh, “Naser mofakam Sam‘i ke kamus sod [Naser

Mofakham: A Candle Gone Out],” Bokdrd, no. 36 (2004): 356 & (right) Iraj Afshar, “Irans$enasi: taza-ha wa
para-ha-ye iransenasi [Iranian Studies: The Latest Writings in Iranian Studies],” Bokara, no. 36 (2004): 119

The studios emerged in Tehran by Iranian artists from Tabriz (a city in North-West
Iran) or mainly by Iranian-Armenian artists. This occurred simultaneously with
Kamal al-Molk’s students working and selling their works at Dokans and also having
regular exhibitions from their works at Kamal al-Molk School. The artists from Tabriz
had mainly been educated in Social Realism and Russian Impressionism from acade-
mies of Russia or Georgia and, accordingly, many were leftist sympathizers. Studios
and Dokans were mostly clustered around °Ala al-doleh [Ala al-Dole] and Lalazar
[Lalehzar], which were historic areas of the city. These streets were considered as

4 Naser and Mohsen Mofakham who also motivated artists for establishment of a Syndicate of Artists in 1964.
5 AtaBehmanesh, “Naser mofakam $am‘i ke kamus Sod! [Naser Mofakham a Candle that Went Out!],” Bokara,
no. 36 (2004): 354.
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“gallery districts”® for their antique shops, tourist attractions and foreign embassies,
where foreigners made the majority of art customers. [Fig. 4-2] According to this
market around the studios and Dokans, common subject matters of the paintings
were from the local culture and folklore (e.g. native figures, historical buildings, etc.),
and were selected to best attract the tourist customers. The first two studios were
opened by two brothers, Hossein (1881-1963, known as Mir Mosavar) and Abbas
(1892-1975, known as Rassam) Arzhangi. Mir Mosavar’s studio in c. 1913 was known
as Honarkada [Art House] and Rassam’s studio that was known as Negarestan (Per-
sian equivalent for “Art Gallery”) was opened in c. 1925.” The Art House and Art Gal-
lery were both artist ateliers in which, in addition to production of the artworks
(painting and sculpture), art was publically educated, exhibited and purchased.
The significance of the Art House and
Art Gallery, as the first studios, is under-
stood in opposition of Arzhangi broth-
ers to the academic Realism of Kamal
al-Molk School and their distinctive
approach to art that became known as
the Tabriz painting school. For instance,
the establishment of the Art Gallery,
which was decided by Rassam as a
reaction to Kamal al-Molk School,? was
considered a cutting-edge decision and
therefore, similar to the first private
association and gallery in the 1940s, his
studio became a refuge for more lib-
eral, nationalist and leftist intellectu-
als from the literary and political fields

Fig. 4-2 “Lalehzar Avenue in 1946,” in Mahmoud
. ) Pakzad, Tehran-e qadim [Old Tehran] (Tehran:
at the time.’ Because of their educa- Aban, 2003),36

6 Terry Smith argues that the primary mechanism for selling art in Asia evolved from forms of studios,
shops, salons, commercial galleries, etc. These places clustered in historic city centers close to shops where
he names them as “gallery districts.” [Terry Smith, What Is Contemporary Art? (Chicago: University of
Chicago, 2006), 120.]

7 The appellation of Negarestan as an equivalent term for “art gallery” has been described both by Rassam
Arzhangi and addressed in a letter by Nima Youshij to Rassam.” [See: Esmail Jamshidi, “Dar negarestan-e
rassam arzangi wa katera-ye ’aref, ’e§qi wa nima [At Arzhangi’s Gallery and Memories of Aref, Eshqi and
Nima),” Bokara, no. 87 & 88 (2012): 346 & Youshij, “Arzangi-ye azizam [My Dear Arzhangi],” 115.]

8 As Rassam Arzhangi himself explained, Kamal al-Molk resisted against the decision of the minister of
culture who had invited Arzhangi from Tabriz to Tehran to teach at Kamal al-Molk School of Fine Arts. In
response to this behavior, Rassam established his own studio and named it Arzhangi’s Art Gallery. [Jamshidi,
“Dar negarestan-e rassam arzangi [At Arzhangi’s Gallery],” 345-46.]

9 Amongthem were political writers and poets such as Nima Youshij, Aref Qazvini, Mirzadeh Eshqi, Moham-
mad Taqi Bahar, Rashid Yasemi and Saeed Nafisi. Many of these figures also wrote articles about Arzhangi
brothers in different newspapers, such as Nafisi’s texts in Safag-e sork (1921-1935) —a literary-intellectual
newspaper.
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tion at foreign academies, both Kamal al-Molk and the Arzhangis were proposing
new ideas in Iranian painting; for the Arzhangis, however, Kamal al-Molk’s obses-
sion with the European Renaissance and his attempt to substitute the [ranian Qajar
and miniature painting by an academic Realism was an error. Arzhangis’ main criti-
cism of academic Realism was that it reduced the role of painters to mere copy-mak-
ers or their paintings to photographs.'® In contrast, the Arzhangis adapted Iranian
painting with their experience of Russian Impressionism and Social Realism. This
new approach was promoted at Tabriz School of Fine Arts founded by Mir Mosavar
in 1920. At this school, both brothers concentrated on combination of the traditional
arts and miniature painting with anatomy and European Realism as a solution to
preserve national qualities of their artworks. Regarding this adaptive approach,
Arzhangis arrived at an intimate Realism while at the same time warded off imagi-
nary scenes in miniature and it was also less meticulous with subjects in compari-
sion to the clear-cut academic Realism. [Fig. 4-3] These qualities were largely rooted
in Russian influences of the Impressionism on the Tabriz painting school, which
itself lingered between Classicism and a range of other styles. Also, the influence
of Russian Social Realism distinguished subject matters of this School from Kamal
al-MolK’s in terms of its more attention to poverty, the masses, nationalism and
Iranian history.!* The socialist spirit of Tabriz School of Fine Arts was in opposition
with Kamal al-Molk School; Kamal al-Molk’s students were under special patron-
age of the court and the artistic doctrine of Kamal al-Molk regarded no commerecial
value for non-applied arts.'? As a result, social subject matters were of no concern at
Kamal al-Molk School and the academic Realism was mainly at the service of court
or topics of contemporary life.

The studios of [ranian-Armenian artists were opened almost two decades later
than Arzhangis’ studios and were rather commercialized in form. They were store-
like places where artists worked collectively and people could watch artists and
their works from the windows of the studio. The artists who worked with these
centers either made paintings at their personal ateliers and put them on display
for sale at studios or created their paintings at the studio.!® In fact, application of
the English term “gallery” was used for these studios and this might be according
to their store-like qualities and public visits (commercial aspects). Décor or Arsen
Gallery by Arsen Harutyunian (birth unknown) and Galeri-ye mani [Mani Gallery]
by Margar Garabekyan (1901-1976) were two studios that adopted the name of a
gallery in 1958. [Fig. 4-4] Although pioneers of the studios were graduated from
Russian art schools, they shared cordial relations with Kamal al-Molk’s students

10 Jamshidi, “Dar negarestan-e rassam arzangi [At Arzhangi’s Gallery],” 345.

11 Ali Shahab, “Yadi az ostad “ali asgar petgar [A Reflection on Master Asqar Petgar],” kelk, no. 27 (1992): 266.
12 Mohammad Hasan Hamedi, “Karestan-e mir mosavar [Academy of Mir Mosavar],” in Barg-ha-ye pazuhes
(4) [Research Papers (4)], ed. Mohammad Hasan Hamedi (Tehran: Peykara, 2014), 64.

13 Yahyaie, Sheis (painter and gallery owner), in discussion with the author, January 5, 2016.
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Fig. 4-3 (Left) Hossein (Mir Mosavar) Arzhangi, Mard-e qajari [The Qajar Man], 1947/1948.
0il on canvas, 98 x 56 cm, Tehran Beautification Organization (Negarestan Museum)

(Right) Abbas (Rassam) Arzhangi, Manzara-ye biaban-e vanak [View of Vanak Desert], 1942/1943.
0Oil on canvas, 64.5 x 51 cm, [Ibid.]

at Dokans and collaborated with them in their studios.* One reason for this was
the commercial significance of both studios and Dokans as important places sup-
plying art products expected by the tourists or foreign customers. Therefore, the
central subject matters of these paintings were realistic copies of Kamal al-Molk’s
paintings, national and traditional landmarks of Iran or the Qajar era.!®> When
comparing these studios against the Art House and Art Gallery by the Arzhangi
brothers, it was mainly Tabriz painting school that threatened Kamal al-Molk’s
teachings. Nonetheless, in spite of all contrasting guidelines of Kamal al-Molk and
Tabriz Schools of Fine Arts, both schools were affected by cultural policies of the
first Pahlavi regime for centralization of the education system and foundation of
the Faculty of Fine Arts at the University of Tehran. With the emergence of radical
modern artists at the faculty, students of both schools were condemned as tradi-
tionalists and conservatives by the young rivals.

14 At Arsen Gallery, these two groups of artists included such names as Ali Ashraf Vali, Ali Akbar Sanati,
Ardavan Takestani, Albert Vartanian, Jabbar Bek, Andrew Babomian and others.
15 Harutyunian, Varteks. “Arsen Harutyunian,” Negarkdna, no. 1 (2004): 24.
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Fig. 4-4 (Left) “Exterior of Décor or Arsen Gallery by Arsen Harutyunian (L-R: Ebrahim Jabbarbek and
Robert Ghazaryan two painters working with Décor),” in Vartges Harutyunian, “Arsen Harutyunian,”
Negarkana, no.1(2004): 24

(Right) “Workshops and interior space of Décor or Arsen Gallery (Arsen Harutyunian standing in center),”
[Ibid., 25.]

4.1 Faculty of Fine Arts and Modern Radicals

The written histories on Iranian modern art, with the exception of those who prin-
cipally veto the application of the term modern to Iranian art, share a consensus
about the periods of its development in Iran. They consider the period of Kamal
al-Molk and Tabriz Schools of Fine Arts until the 1940s as a preliminary stage during
which Iranian art became more extroverted from its imaginary qualities toward a
more naturalistic and realistic status. Yet, none of these schools could completely
surpass an objective obsession with the subject matters as the modern artists did
at the Faculty of Fine Arts. Therefore, the date of the establishment of the Faculty
of Fine Arts (1940) is considered to coincide with the initial period of Iranian mod-
ern art. As discussed, the faculty began its work in a space that, from within, suf-
fered the dominance of Kamal al-Molk’s students as teachers of the faculty and the
conservative syllabi and curricula assigned by a conservative board of directors.
From outside of the faculty, both Schools of Kamal al-Molk and Tabriz, with their
roots in Realism, threatened new experiences of the faculty. Around the same time,
two brothers and prominent students of Tabriz School, Ali Asqar and Jafar Petgar
(1921-2005), established Petgar naqdskana [Petgar Academy] in 1940, where they
continued training and exhibiting works following their education in the Tabriz
painting school. [Fig. 4-5] In fact, the Russian Impressionism and Social Realism
of this school simultaneously opposed the academic Realism of Kamal al-Molk
and the modern art of the faculty. This was a midpoint in the development of Ira-
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nian modern art and an intermediary ring that adjoined academic Realism to the
modernism.'® [t was according to this intermediary position of the Tabriz painting
school that Petgar Academy also became a refuge for debates between young mod-
ern artists and those veterans of Kamal al-Molk School who seemed more flexible
with the new notions.'” Furthermore, it should be borne in mind Tabriz School
that criticized Kamal al-Molk School, itself was rejected as “art of dead bodies”*®by
modern artists and proponents of art for art’s sake. Jalil Ziapour, as the main
founder of Fighting Cock Association, explained how the cultural role of the mod-
ern artists for promotion of the new artistic views influenced these opponents,
as by the early 1950s they had begun to adapt themselves with more freedom in
their drawings, application of buoyant palettes, new brushes and subject matters to
reach a more acceptable Impressionistic or Expressionistic quality. Not until the
late 1950s, when the state included modern art in the agenda of its cultural policies
and launched Tehran Biennial of Painting, did adversaries of modern art push to
challenge modern artists. Advocates of Realism basically tried to draw the public’s
attention to the decadence of Persian painting by publishing articles that threat-
ened modern art or held simultaneous exhibitions so that people could compare
the differences.?’ Parallel with the second biennial (1960), for instance, Ali Asqar
Petgar held a revisiting exhibition of different periods of his works that made many
journalists write comparative texts on his exhibition and the biennial: “[...] such
exhibition [Petgar’s], parallel with the clamor of the biennial in our city and the
silence of the classical artists at their studios who are unaware of attraction of our
contemporary artists to the West, is a valued opportunity.”*

16 Aydin Aghdashlou, “Halqa-ye nadida-ye naqasi-ye mo‘aser-e iran [The Unseen Ring of Iranian Contem-
porary Painting],” Sarq, May 11, 2011.

17 From Kamal al-Molk School were artists such as Ali Akbar Sanati (painter and sculptor), Esmaiel Ash-
tiani (painter), Hossein Sheikh (painter) and from modern painters were first faculty students such as Jalil
Ziapour, Hossein Kazemi, Mehdi Vishkaei and Manouchehr Sheibani. [Shahab, “Yadi az ostad [A Reflection
on Master],” 266.]

18 This term is inferred from the first article of Fighting Cock Manifesto and, in contrast to its opponents,
introduced the art of fighting cocks as the “art of alive bodies.” [Gharib, Irani and Shirvani, “Sallak-e bolbol
[Nightingale’s Butcher],” n.p.]

19 Jalil Ziapour, “Az rangmaya-ha-ye kakestari ta sabz-ha, abi-ha wa banaf$-ha [From Gray Tonalities to
Greens, Blues and Purples],” Honar, no. 22 (1992): 253.

20 For instance, Rassam Arzhangi’s writings in Sokan magazine at the time of the first biennial (1958).
[Arzhangi, Rassam. “Honar-e naqasi ra daryabid [Save the Art of Painting].” Sokan, no. 4 (1958): 385-86.]

21 leaile i sald 353 sl IS S ol Sl SIS s a4 K181 L el dly o sle 56 4S Sl o oSt ol L]
€l aiin Cum b At 35da S (5 5m 4y eabee GLEE ik I 4S lagies ) &L 5 [Saremi, Pouran. “Nagasi
[Painting],” Website of Ali Asqar Petgar, accessed February 16, 2018, http://www.a-petgar.com/fa_IR/Pages/
Page /<l s8]


http://www.a-petgar.com/fa_IR/Pages/Page/مکتوبات
http://www.a-petgar.com/fa_IR/Pages/Page/مکتوبات
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Fig. 4-5 (Left) Ali Asqar Petgar, Gusa-ye hayat
[Corner of the Yard], 1946. Oil on canvas, 45 x 36 cm,
Tehran Beautification Organization (Negarestan
Museum)

(Right) “Ali Asqar Petgar at Nagaskana [Petgar
Academy] in 1940,” Courtesy of artist’s family

A significant point about Faculty of Fine Arts is that it opened the space for an artis-
tic change with new features of freedom from previously imposed boundaries. The
role played by modern radicals at the faculty was similar to the role of a minority
who wished to yield progress to a disabled majority: “But the majority is scared.
The majority is conservative and constantly sides with the field of power. [...] the
minority becomes fed up with the masses, ends up with them and takes action on its
own as a ‘small engine’ and lever.”*2 The young students of the faculty rapidly aligned
themselves with the Impressionism being taught by Iranian and French teachers
at the faculty. This alignment occurred for different reasons. First of all, the style of
Impressionism had technical contrasts with the conservative Realism at the faculty
or the classical miniature outside of the faculty. Impressionism, as Pakbaz explains,
was an unencumbered technique with a colourful atmosphere that gave young art-
ists free reign to follow their progressive impulses.? The centrality of instant cap-
ture of the subjects obliged artists to use their own views without an obsession
to copycat or to produce a photographic replica of them. Ahmad Esfandiari (1922-
2012), one of the young modern artists, described: “I remember that I was just so
excited. [ took the brush and paint wandering into the streets [...] searching for
landscapes. Sometimes I did this with imagination. That is, I created it in my imag-

22 ) dsde laae 5 aied beas 5[] 2080 1) o8 Cislas s 5 Cau) jlSadailae S e S [y
Asden JSAn ol 5 <SS Hsige> () sieds 358 5 30« Ul [Shams Langeroudi, Tarik-e tahlili-ye Se‘r-e now
[Analytical History of Modern Poetry], vol.1 (Tehran: Markaz, 1991), 599-600.]

23 Pakbaz, Contemporary Iranian Painting and Sculpture, 10.
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ination. Through this, I found out about the technique.”?* [Fig. 4-6] Second, Impres-
sionism could bring a change in the habitual taste of people that were used to ask
for objective similarities between paintings (as photographs) and nature. The main
critique by the modern radicals was that fulfilling this demand in people could kill
their creativity in connecting to the works. A common joke among modern artists
about meticulously executed Realistic paintings was wondering what would happen
if these artists displayed their unfinished works so that visitors could reflect more
on them.?® The third reason was that Impressionism, as a new knowledge, equipped
artists with a competence to challenge the field of power and to claim their rights in
their field of artistic production. A lack of adequate support by the state—or basi-
cally state’s exclusive patronage of Kamal al-Molk School and traditional arts—had
left new artistic developments in the shadows, resulting in many people regarding
modern artists as anti-cultural frauds. This was a common behavior by the official
administrators during the 1940s, even as artists of Tabriz School showed devia-
tions from academic Realism in their works. For instance, at the same Exhibition of
Iranian Fine Arts (1946), works by modern artists were displayed under the title of
“European Modern Style”?® and works by artists of Tabriz School were installed in
improper places that provoked criticisms by certain magazines.?”’ [Fig. 4-7] Accord-
ingly, the very first complaints by modern artists addressed this irresponsibility of
the state to create appropriate spaces for artists to exhibit their works.

Before establishment of the first private art association and gallery in the second
half of the 1940s and even much later into the 1950s, modern artists were dependent
on non-artistic institutions. That means they either had to exhibit their works in
cultural relations societies of the foreign embassies who followed their own politi-
cal goals via cultural activities, or at clubs and salons of other different institutions.
It must be noted that, before radicalization of the modern artists, the regime’s irre-
sponsibility in providing exhibition spaces was not an issue tackled by the artists.
This new intention was, in fact, the result of artistic competence that necessitated
autonomy of art and artists. ‘Alam-e honar (1951) —a nationalist magazine with the
aim of reviving the rights of artists for which Ziapour and other modern radicals
also collaborated with it—discussed this negligence by the state as: “Often you read
in the newspapers and hear from the radio that in Cultural [Relations] Societies of
Iran-America, Iran-Britain or Iran-Soviet works of one or more Iranian artists are

24 28 e o ki Jlis [L] LOLLS 55 pd8la o) ) 5 pidla ey |y Koy 5 Al Ladd 23800 (558 LA 4S o aaly Laidy
Qo2 slon Cosd dy 1) SIS gl (555 ) Lpdshon 353 4 5 a2 S0 (I aiD )3 iy el alad) 3 1) S ol 8 a8
[Hasan Morizinejad, “Naqasan-e mo‘aser-e iran: ahmad esfandiari [Iranian Contemporary Painters: Ahmad
Esfandiari],” Tandis, no. 64 (2005): 5.]

25 Abdolhamid Eshraq, “Nowgarai dar naqasi-ye iran az honarkada ta daneskada-ye honar-ha-ye ziba
[Modernism in Iranian Painting from Academy to Faculty of Fine Arts],” Sarestdn, no. 9 & 10 (2005): 36.

26 Alavi, “NamayeSgah-e honar-ha-ye ziba [Exhibition of Fine Arts],” 8.]

27 Molavi, Mohammad. “Sa‘ati dar kargah-e yek honarmand [An Hour at Studio of an Artist],” Website of
Ali Asqar Petgar, accessed December 26, 2017, http://www.a-petgar.com/fa_IR/Pages/Page /<l 55,
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exhibited. [...] Have you searched to find if any positive measure has been taken by
the state or municipal for exhibiting artworks of Iranian artists or their introduc-
tion, encouragement and support? Unfortunately, the answer to these questions
is negative.”?® Driven into isolation by the negligence, antipathy and rivalry of the
state or other artists and uneducated audience, the modern artists applied Impres-
sionism to exit this seclusion. From the early years of the faculty, according to their
limited circle, the young artists gathered together in forms of unofficial and short-
term artists’ groups to discuss modern art and relevant issues. The modern artists’
spirit for collective work was to overcome their individual inabilities for setting
back limitations and upsetting the artistic stagnancy:.

Fig. 4-6 (Top) Ahmad Esfandiari, Nags-e asya
[The Sketch of Objects], Year [?]. Oil on canvas,
48 x 57 cm, Tehran Museum of Contemporary Art

Fig. 4-7 (Bottom) “Installation of paintings at
Exhibition of Iranian Fine Arts in 1946,” in Bozorg
Alavi, “Namayes$gah-e honar-ha-ye ziba [Exhibition
of Fine Arts],” Payam-e now, n0.10 (1946): 4. National
Library and Archives Organization of Iran

28 Gl 5 0ol (Bn b endl Ly S al 5 gl (K andl 534S ysiie 00 3l 5 230 s e Wadali S 2 el ) By
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€l e Lt o) Gl s 48 35S e 3l oy (SaiSl e 5 Cauli QLS | S0 | ol 43 £ &) o i [“Aya dar iran baraye
residegi be omur-e honarmandan wa tasviq wa postibani-ye i$an marja‘-i vojud darad? [Is There an Author-
ity for Artists’ Affairs and Their Encouragement and Support in Iran?],” ‘Alam-e honar, no. 15 (1952): 2.]
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4.1.1 Activators and Activation Terms

Although the young modern artists had become engaged due to the spur of the
Impressionistic teachings of the faculty, they considered themselves as anti-insti-
tutional rebels. The artists’ combat was against the conservative system of educa-
tion attached to the state’s nationalization policies in fields of art and culture. Upon
these policies modern art was outlawed in favor of the national and traditional arts
representing the official art. The anti-institutional position of the modern artists
was clearly articulated in their writings. In a few years after the faculty’s founda-
tion, Ziapour cautioned in 1946: “Alas, people! Save the faculty. In this ruined country
there is no body to see what is happening to these lonely youths!”?°

The first students who turned to modern art in their works studied painting at
Faculty of Fine Arts during the years 1940-1946 with Jalil Ziapour, Javad Hamidi
and Hossein Kazemi, who were the first graduates in 1945, as well as other art-
ists such as Mahmoud Javadipour (1920-2012), Ahmad Esfandiari, Abdollah Ameri
(1922-2017), Leili Tagipour (1920-2001), Shokouh Riazi (1921-1962), Mehdi Vishkaei
and Manouchehr Sheibani (1924-1991). All of these artists belonged to a generation
having grown up during oppressive years of first Pahlavi regime (1920s-1930s) and
experienced a relief in restrictions beginning with the second. The dissatisfaction
of the artists about state’s policies became simultaneous with Exhibition of Iranian
Fine Arts on the initiative of the Iran-Soviet Cultural Relations Society in 1946. The
complaints led to the creation of an artists’ group called Anjoman-e javanan [Asso-
ciation of the Youths] in the same year. [Fig. 4-8] This group was based on unoffi-
cial gatherings of the artists that in a short time transformed into the first private
art association of Anjoman-e honari-ye korus jangi [Fighting Cock Art Association]
(1948) and the first private art gallery known as Apadana [Apadana] (1949) in Teh-
ran. [Fig. 4-9] The Association of the Youths represented the collective will amongst
young modern artists of the faculty, and even after founding of Fighting Cock Asso-
ciation and Apadana Gallery, the name of Association of the Youths was attributed
to the members of both centers.?’ The main intention behind Association of the
Youths was to create a space specific for artistic activities in reaction to ignorance
of the state. Mahmoud Javadipour, a member of the association and a founder of

29 «luloe sadicabia s GUlsa (p) s n 4n 48 2 U Gt S o e2dl A (p) 52 a2 15 0355 1o e woly [Jalil
Ziapour, “Faryad-ha [The Screams],” in Majmu‘a sokanrani-ha-ye honari-tahqiqi-ye zenda yad ostad jalil
ziapur [A Collection of Master Jalil Ziapour’s Art and Research Lectures], ed. Shahin Saber Tehrani (Tehran:
Jahad-e danesgahi, 2003), 14.]

30 For instance, Jalil Ziapour in his talks about modern art at Apadana Gallery was introduced as a repre-
sentative of Association of the Youths. [Iraj Afshar, “Enteqad az goftar-e ziapur dar kak-e honari-ye apadana
[Criticizing Ziapour’s Talk at Apadana Art Palace],” Jahan-e now, no. 21 (1949): 565.] O, Manouchehr Sheibani,
an affiliate member of Fighting Cock Association, refered to Apadana Gallery in its third exhibition (Decem-
ber 1949) as salon of Association of the Youths. [Manouchehr Sheibani, “Sa‘er dar ¢ahardivari-ye ‘ozlatgahas
[Poet in the Room of His Solitude],” Zendarud, no. 32 (2004): 23.]
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Apadana Gallery, in describing their intention said: “The main problem was lack
of a proper place for exhibiting the works [...]. The Town Council and the then
Department of Fine Arts had taken no measure in this regard. No body was will-
ing to hear our request to help the young artists.”*! The place of Association of the
Youths, due to financial reasons, was the private house of Habibollah Sepahsalari
—the Iranian musician and composer known as Moshir Homayoun Shahrdar
(1885-1969). The members met at his house regularly and restricted their activi-
ties not only to the visual arts, but also included literature, music, small concerts,
and theater. Nevertheless, a reason why Association of the Youths soon transformed
into Fighting Cock and Apadana, according to Javadipour, was that it still could not
provide artists the independence they needed for promotion of their art: “None-
theless, the necessity to possess an independent space for meeting and displaying
works by painters was left unfulfilled.”*?
At this time and before the travels of the first group of students to Europe, mod-
ern art was delimited to a mixture of Realism with Impressionist and Post-Im-
pressionist experienced from the faculty or what they read and found in materials
(books, magazines, films, etc.) in libraries of the faculty or cultural relations societ-
ies. Until their educational travels, the artistic modernism for faculty students was
essentially Impressionism,** which itself was understood as less Realistic sophis-
tication, more freedom in brush strokes and the adding of pure and bright colours
to their palette. The most common feature of the paintings during this period was
a figurative to Post-Impressionistic application of the subjects concerning their
native culture, such as, traditional motifs, local costumes, still life, and most impor-
tantly, close attention to life of the common people. Nesat dar kanevada [Joy in the
Family], a painting by Javadipour in 1944, represents both of these qualities. In this
painting the artist has attempted to apply his learnings from Impressionism and
Abstract painting to observations of daily life. What parallel to its technique attracts
attention in Joy in the Family is that it adequately displays the juxtaposition of “mod-
ern” and “tradition” in its subject matter too; i.e., the older couple, who are seated
on the ground (sitting on the ground as a common custom) are shown beside the
younger members of the family. The young figures are dressed in a modern manner
—the boy is seated on a chair and has suit with a tie on (a tie was at the time
considered as sign of intellectuality and modernity for educated people) and four girls
in open dresses with no scarf (in contrast to perhaps the older woman who is in the

31 2503554k ) Ol 0 oalafl b S5 (sl ) sla i 5 (sl L] 2 o8l S8 (o) ol e (EIN K 51 Ui
@5 JISan Ol s ()aia i 43 S ) Lo slacunl 5350 40 a8 S @ (3 K [Mojabi, Pisgaman-e naqasi-ye mo‘aser-e
iran [Pioneers of Contemporary Persian Painting], 119.]
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«.25 S [Ibid., 120.]

33 Dariush Kiaras, “Dastan-e jalil ziapur wa korus jangi [The Story of Jalil Ziapour and Fighting Cock],”
Tandis, no. 162 (2009): 6.
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Fig. 4-8 “Membership card for Anjoman-e javanan
[Association of the Youths] in 1949,” Courtesy of
Newsha Djavadipour. [On the card from up to down:
Association of the Youths, Permanent Membership
Card, Name, Membership Number, and Year.]

Fig. 4-9 (Top Right) “Mahmoud Javadipour (a founding member of Apadana Gallery, first figure from left)
at Academy of Fine Arts of Girls in 1961 (From R-L: Mahmoud Farshchian (miniature artist) and Mehrdad
Pahlbod (minister of art and culture),” Courtesy of Newsha Djavadipour

(Bottom Right) “Hossein Kazemi (a founding member of Apadana Gallery, second figure from left) at
Apadana’s group exhibition in 1950.” [Ibid.]

(Left) “Jalil Ziapour, a founding member of Fighting Cock Association, seated among younger modern students
of the faculty in 1956 (L-R: Parviz Tanavoli, Jamshid Tanavoli and Sohrab Sepehri),” in Atolia kabud: katerdt-e
parviz tanavoli [Atelier Kabud: Memories of Parviz Tanavoli], by Parviz Tanavoli (Tehran: Bongah, 2004), 23

traditional veil). It is not definite if Javadiour intended to show this cultural diver-
gence between the two generations in his painting or not, yet such emphases on
the surroundings make modern artists’ paintings good sources for these inquiries.
Returning to the title of the work, Joy in the Family, Javadipour attempts to capture
a moment of delight and exultance in the family shown through the application of
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intimate and light colours. The figures are abstract in their facial details and the
objects in the room are also worked with less precision. This indifference about the
details interestingly proves the artist’s intention to display the general impression
of the moment. [Fig. 4-10] As argued for the contexts of modern art in Iran, the main
reasons for such artistic manifestations were, first, the artists’ understanding of the
modernism that had to be pursued within their local cultures: “At that time, Faculty
of Fine Arts did not provide students like Ziapour, Esfandiari, Kazemi and Hamidi
any definition for modernism. All these artists confessed that their teachers pro-
vided no explanation for modernism or how to become modern at the time but they
advised them that attaining modernism is possible through acknowledgement of
their visual tradition and artistic heritage.”** Second, according to the reduction of
pressures on politico-intellectual parties since 1940, artists were highly influenced
by the nationalist ideals and in particular the Iranian Communist Tudeh Party. This
was exactly the effect for which some critics characterized this group of artists from
the faculty with two important attributes in their early phase of work: they obtained
not only modernist views, but also a commitment that emerged in their emphasis on
national and anthropological attention to the culture of the masses and small cities.>

Fig. 4-10 Mahmoud Javadipour, Nesat dar kanevada [Joy in the Family], 1944.
0il on cardboard, 42 x 56 cm, Mahmoud Javadipour’s collection
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o i pde 4 () ion s Gl 5 3538 (s sl [Javad Mojabi, “Pisgam-e honar-e modern-e iran [Pioneer of
Iranian Modern Art],” in Barg-hd-ye paZuhes (4) [Research Papers (4)], ed. Mohammad Hasan Hamedi (Teh-
ran: Peykara, 2014), 200.

35 Reza Barahani, “Do$namguy wa ‘arbadaju rah miravand [They Walk Cursing and Screaming],” Goharan,
no. 23 & 24 (2010): 83.
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In 1945, following the faculty’s education system adapting to Ecole des Beaux-arts
in Paris, government financed travels for the first graduates to France via scholar-
ships. Jalil Ziapour and Javad Hamidi were the first two artists dispatched to Paris
in 1945 and 1946. Many of the first modern artists, either with or without govern-
mental support, had made their travels mainly to France, Italy and Germany until
the mid-1950s. The tendency for travelling abroad, in particular to Paris, was par-
tially due to the educational policy and partially due to the artists’ frustration with
the conservative space of the faculty; students were not allowed to trespass on the
academic style and they chose to study at Ecole des Beaux-arts on the advice of
their French or Iranian (France-educated) teachers at the faculty. Also, it should
be noted that, around the same time, Paris was considered as a hub for modern
art and many artists from around the world were attracted to this city for its most
cutting-edge academies and free circles of art schools. According to reports by Ira-
nian modern artists, these travels resulted in two important effects on them. On
the negative side, the first effect was formation of a desperation regarding their
own position as modern artists in their own country. They witnessed that not only
academic Realism, but also Impressionism and Post-Impressionism had given way
to other schools of art such as Expressionism, Cubism, Dada and Surrealism. Also,
they observed what a meaningful place European modern artists occupied for their
states and societies, which contrasted sharply to their own position. Houshang
Pezeshknia, one of the modern painters, described his experience in Paris as such:
“The [Iranian] artist who used to be an avant-garde and pioneer [at home], felt like
being left behind from the caravan of modernism [in Paris]. Our artists were in no
way to blame for such desperation whereas at the same time both state and people
ignored them; they were not able to understand artists and also the newspapers
wrote about their works malevolently [...]. [Modern artists were considered] as
charlatans, as laggards and as artists who knew no painting.”*® On the positive side,
these travels created additional motivation in artists for promotion of modern art
in Iran. Ziapour explained this motivation as: “[...] after much learning and survey
[in Paris], I became aware of the superficial knowledge in me and my country. I was
determined to return to my country to beat this archaic space and the traditional
style of copy-making miniaturists and faceless Realists and to begin a new move-
ment in Iranian modern art.”?’
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iran [Pioneer of Iranian Modern Art],” 206.
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Nacy, “Ostad jalil ziapur, pedar-e naqasi-ye now-e iran [Master Jalil Ziapour, Father of Iranian Modern Art],”
Honarnama, no. 4 & 5 (1999): 8-9.]
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As the first dispatched faculty students, Ziapour (1945-1948) and Hamidi (1946-
1950) continued painting at Ecole des Beaux-arts and were trained by André Lhote
(1885-1962) —French Cubist painter, sculptor and art critic—at school of Académie
de la Grande Chaumiére (1904) and Lhote’s own school I'académie André Lhote
(1921) in Paris. [Fig. 4-11] During these years Paris hosted foreign artists who either
teamed up in academies known as “les académies libres de Paris” or famous insti-
tutions founded in the 19th century, but the most front-line education was provided
by freer art schools run by reputed modern artists where the teaching was based
on studies of Cubism.*® The important point about the teachings at these academies
was that they were brought by their foreign students back into their home countries
and they pioneered a local modern art based on these teachings.** Regarding Lho-
te’s academy, his teachings came from his own theories in modern art.* [Fig. 4-12]
Lhote, as a Post-Cubist painter, was a critic of the orthodoxy of classic Cubism and
its mechanical features. Instead, he emphasized a mixture of angular forms in Cub-
ism with lively, Post-Impressionistic attributes taken from nature. This emphasis on
nature was much more a theoretical emphasis by Lhote on primitive and aboriginal
traditions as the principal of becoming a modern artist. Accordingly, Lhote’s theo-
ries on modern art were to maintain a balance with tradition and fed the wave of
young artists to redefine themselves.*! All discussions by him become more note-
worthy with attention to this point that the general atmosphere of Paris in the
1950s-1960s attracted advocates of decolonization and Postcolonial artists who
found synthesis between European modern art with the local Eastern elements
having taken place in forms of Cubism, Surrealism, etc.*?

An important pedagogical feature of Lhote’s academy, which presumably could
have played a role in attraction of many non-European students to this academy,
was his position to the struggles between academism and avant-gardism in the
beginning of the 20th century. Although Lhote had participated in these struggles,
he had difficulty integrating in the circle of Parisian avant-gardes. This reluctance
resulted from involvement with pedagogy for the masses and reconciliation of the
public with modern art, which was considered a devaluation by his avant-garde
friends.** It was precisely Lhote’s combat against avant-gardism for which he
began to establish his theoretical position by writing articles and reviews in La NRF
(La Nouvelle Revue frangaise) since 1919. In one of his first articles, he criticized the

38 Wille, Modern Art in Pakistan, 20.

39 Tarsila do Amaral (Brazil), Shakir Ali (Pakistan), Jalil Ziapour and Javad Hamidi (Iran), and Akbar
Padamsee and Jehangir Sabavala (India) studied at Lhote’s academy around the same time and pioneered
modern art with almost similar attributes in their own countries. [Ibid., 21.]

40 André Lhote’s theories are discussed, for instance, in his important Treatise on Landscape Painting
(1939) and Figure Painting (1950).

41 Wille, Modern Art in Pakistan, 21.

42 Dadi, Modernism and the Art of Muslim, 161.

43 Klaus Beekman and Jan de Vries, ed., Avant-Garde and Criticism (Amsterdam: Rodopi, 2007), 18.
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Fig. 4-11 (Right) “André Lhote at Academy Montpar-
nasse in 1945,” in André Lhote Retrospective 1907~
1962 (Paris: Artcurial, 1981), exhibition catalogue,
Paris, October-November, 1981, 25. Central Institute
of Art History in Munich

(Left) “André Lhote at his atelier in 1930,” [Ibid., 2-3.]
|l R

“Jalil Ziapour at Ecole des Beaux-arts in Paris in c. 1947 (standing in front, second figure from left),”
Courtesy of Mahsha Ziapour

avant-garde for preferring theory to the work of art whereas according to him, art-
ists should resort to theories only to improve their art.** As he explained, the avant-
garde created an artistic snobbery and did not result in an increased understanding
by the public. The main position of Lhote against avant-garde ideas, thus, were in
his admiration for art from the past, his defense of restoration of the monumental

44 Lhote, André. “De la nécessité des théories.” NRF, no. 75 (1919): 1002-13.
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Fig. 4-12 “André Lhote’s Treatise on the Landscape [Traité Du Paysage] in 1946 (Left: The cover of the
treatise. Right: Mirmande By André Lhote published in the treatise).” Library of Regensburg University

heritage to which avant-gardes had a destructive position and emphasis on a syn-
thesis between tradition and modernity. In other words, Lhote confirmed the exis-
tence of a third method (a personal one) between academism and avant-gardism
that at the same time referred to tradition, reality and the autonomy of art.** Both in
his theory and painting, he remained conservative and was against any radicalism,
whereas for him, Cubism was similar to Neo-Classicism. Simultaneously, and likely
inspired by a kind of nationalist conception, this conservatism was preached as a
theoretical edifice by French critics and historians of the early 2oth century (e.g.,
Jean Cassou and Bernard Dorival) known as “French Cubism” as a balanced and har-
monious extension of the French traditions (Nicholas Poussin and Paul Cézanne).*¢
Between 1900 to 1940, modernist classicist artists in France identified not only with
tradition, but they continually recreated tradition and spawned new notions of it
alongside critics and art historians. This emphasis on tradition appeared in paint-
ing through balance in forms, rhythm and colour based on a negotiation between
Fauvism and Cubism or a classicist revision of Impressionism and Cubism that
repudiated abstraction as well as brutal distortions and exaggerated emotions of
Expressionism.*’

45 Beekman and de Vries, ed., Avant-Garde and Criticism, 22-25.

46 Daniel Robbins, Introduction to André Lhote.1885-1962.Cubism (New york: Leonard Hutton Galleries,
1976), exhibition catalogue, New York, October 16-December 18, 1976, 5.

47 Natalie Adamson, “To Regenarate Painitng: Letters, 1934-1948, between Jean Bazaine and André Lhote,”
The Burlington Magazine, no. 1262 (2008): 313 & 315.
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It was Lhote’s emphasis on tradition that contrasted him from avant-gardes and
purist Cubists. His conception of tradition was also transmitted to his international
students at his academy and was spread around the world. Therefore, an under-
standing of the definition provided by Lhote in his theories on tradition is essential.
As he discussed in one of his articles “De la nécessité des théories” (1919) in La NRF:
“All we can do is to detach ourselves little by little from the magma in which we
are caught and by means of our first partial evasion, see the matter from a slightly
higher point of view.”*® In other words, Lhote’s idea of tradition was not about rad-
ical reform but salvation and gradual progress, and this opinion was very much
influenced by the scholastic attack at the positivism and materialism that pervaded
at the time.*® The scholastic attitude to the historical problem of continuity rooted
in its inherent conservatism for emphasis on synthesis than throwing things away:.
This conservatism provided Lhote with his definition of tradition, which rather than
a call for the return to something from the past demanded progress and echoed
the essential elements of Cubism by overriding both the materialism of the Impres-
sionists and the mystic realism of the Symbolists.>® This atmosphere reflected itself
obviously in the words and works of artists who had studied with Lhote. Ziapour,
after his return from Paris, argued that: “When [ was back [from Paris], I was rebel-
lious why we do not make use of all these things we possess. [ had seen how Euro-
peans responded to their past, what reaction they had to their present, what forms
they sought for their rebellion and how they went through progress. [...] My task
and message, with regard to our own cultural potentials, was to see what still was
alive here [in our country] and was readable with language of the contemporary
world; to develop it together with the visual culture of our own country.”>!

Upon their return from these travels, modern artists had two possible courses
of the action at home. First, as a common practice, the government provided them
with workshops at the faculty or Department of Fine Arts for teaching. Many of
these artists chose to teach for a while at the workshops and, in fact, they brought
up the second generation of [ranian modern artists at the faculty. Nonetheless, both
centers were still overshadowed by traditional artists or Kamal al-Molk’s students—
the most known of whom was Ali Mohammad Heydarian (1896-1990) —with whom

48 Jane Lee, “André Lhote, Art Critic for La Nouvelle Revue francgaise,” in Art Criticism since 1900, ed.
Malcolm Gee (Manchester: Manchester University Press, 1993), 87.

49 The scholasticism that made the basis of the modern art aesthetics and metaphysics, itself was replete
with teachings of Henri Bergson (1850-1941) during the first half of the 20th century.

50 Lhote’s core idea of gradual progress in tradition was in his defense of artistic “sensation” with analysis
and reason instead of “inspiration” with its classical sense and Platonic realism. [Ibid., 88, 90 & 91.]
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Cmdiaa a3 1) p358 5 03S (5 i Kan 8 Bles 5 aay 2d 5 1) o e, )&l Glea [Mojabi, Saramadan-e honar-e now
[Masters of Modern Art], 8.]
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modern artists came into conflict. Therefore, the second term of action was to con-
tinue their private collective behavior (as they did before their travels) with other
fellow artists. Parallel with the return of artists, the field of Iranian literature was
also undergoing literary combats between modern and traditional writers or poets.
The modern artists soon connected themselves to the modern campaign. The rea-
son for consolidation of the artists and the literary avant-gardes, as they asserted,
was due to lack of an organic relation between society and the fields of modern art
and literature. Artists claimed that this gap had to be compensated on their own. In
fact, they presumed that this organic relation was shaped in Europe since the revo-
lution of modern art and, as a result, the exclusion of arts to the higher hierarchies
was replaced with people’s support.®? Another reason for the coming together of
the fields of art and literature was that, the terms of Zhdanov Cultural Doctrine came
into force for the Iranian Left Party in 1948, for which artists and the literati had to
choose between “art for art’s sake” and the “committed social art.” According to the
influence of Tudeh Party among intellectuals and their defense of Social Realism in
art and literature, seekers of art for art’s sake grouped together as an opposition
against the committed art. The chief antagonism of Tudeh Party toward modern art
was that Tudeh discussed art to be comprehensible for the people whereas mod-
ern radicals did not believe in following people but increasing people’s culture by
attracting them to new developments.>® As Ziapour explained this difference: “Our
goal was to make the national modern art our model based on national inspirations
in the three majors of visual arts, literature and theater. | wanted that we, inspired
by our own heritage, insert our national identity to the new world. [...] Tudeh sym-
pathizers sought to introduce and advocate the art which could be understood
by fish sellers, mouse-trap sellers and orange sellers.”>* Another important point
about the alliance of modern artists and literary figures was that many of these
artists were themselves poets and writers as well, and this could be regarded as a
reason for the diversity of cultural activities they had at their artists’ groups. For
instance, Fighting Cock Association was better known as an art and literary asso-
ciation, whose members came at least from fields of visual arts, poetry, literature
and dramatic arts, or Fighting Cock magazine was the first private and non-left
publication that, beside arts, introduced modern poems, scripts and stories.> The

52 Jalili ziapur [Jalil Ziapour], directed by Houshang Azadivar (Tehran: Goruh-e farhang, adab wa honar-e
Sabaka-ye dow-ye seda wa sima [Department of Culture, Literature and Art of IRIB2], 1989), DVD.

53 Dariush Kiaras, “Mardi ke hamaciz, hamaciz, hamaciz: goftogu ba paridokt-e sobhi (Seybani) [A Man of
Everything, Everything, Everything: An Interview with Paridokht Sobhi (Sheibani)],” Tandis, no. 175 (2010): 49.]
54 18 5 5 Sl oanad sl i 488 ) an 5o Jlalbcidl dgas 1) e 5 i le Gldlgll b aS g gl Lo Gy
5 8 5B e 3 oan lagsleasi [ ] LS 25 5 (slia 4r 253 Sulse 3l sSalel L 1 Glaile Cush sl 53 e (e b
@280 Ly AJWE 5 L s 8l (Ll s oale (51 peddild 4S 23 0 sl sad o)) Jlaila [Naser Hariri, Darbdra-ye honar wa
adabiat: goftosonudi ba jalil Zidpur wa nosratollah moslemian [About Art and Literature: An Interview with Jalil
Ziapour and Nosratollah Moslemian] (Babol: Avi$an, 2001), 55.]

55 Kiaras, “Dastan-e jalil ziapur [The Story of Jalil Ziapour],” 6.
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major means of connectivity of avant-garde artists with writers and poets in the
1940s were cafes and literary circles, where gatherings led to cooperations between
these two fields. These cafes that were mainly located in central Tehran and around
the gallery districts, were the places of evening meetings for literary and artistic
discussions. The most important cafe was Ferdowsi, but cafes such as Bistro, Naderi
[Naderi], Firuz, and Marmar were also important meeting points which consider-
ably fed journalists for their cultural columns in the newspapers.>® [Fig. 4-13]

Fig. 4-13 “Interior of cafes in central Tehran as hubs for literary and artistic circles. Image of a cafe
(probably Zala [Jaleh/Rose Noir]) with Sadeq Hedayat seated in center left [1940s],” Collection [?]

[t was in such an atmosphere that the first faculty students returned from Europe,
upon which time the first steps toward the establishment of Fighting Cock Associ-
ation and Apadana Gallery were taken. Fighting Cock Association was founded in
1948 by Jalil Ziapour (1920-1999), a painter, Gholamhossein Gharib (1923-2004), a
writer, and Hasan Shirvani (birth unknown), a playwright. [Fig. 4-14] After a couple
of months, Apadana Gallery was established by Mahmoud Javadipour and Hossein
Kazemi, both painters, and Amirhoushang Ajoudani (1924-2010), an architect.”” It

56 Encyclopedia Iranica Online, “Kanlari, parviz [Khanlari, Parviz],” accessed February 23, 2017, http://www.
iranicaonline.org/articles/khanlari-parviz.

57 Regarding the founding date of Fighting Cock Association compared to Apadana Gallery there are dis-
cords. In some references, foundation of Apadana has been dated prior to Fighting Cock. These resources
point to the first exhibition of Apadana on September 24, 1949 as its foundation date. But for Fighting Cock
there is not such precision on its month of establishment. Therefore, many consider an approximate date to
be in 1948/1949. This study considers the founding date of Fighting Cock prior to Apadana according to two
main documents: first of all, in all texts and talks by the members of the association, they have mentioned
the year 1948 as the founding date. Second, in Iran newspaper Issues 8772 (April 17,1949) and 8778 (April 24,
1949) were texts of speeches by Ziapour and Shirvani being held on the event of association’s first anniver-
sary at Farhang Theater in April 15, 1949. The talk by Shirvani was particularly on association’s one-year
achievements. Therefore, the founding date of Fighting Cock should be earlier than Apadana’s first exhibition.
[See: Ziapour, Jalil. “Matn-e konferans-e ziapur darbara-ye garib wa raves-e nevisandegi dar iran [Ziapour’s
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is noteworthy that foundation of the first association and gallery resulted from the
cooperation of members of both centers. In fact, the foothold of Fighting Cock Asso-
ciation that was Ziapour’s personal atelier, on Takt-e jamsid [ Takht Jamshid Avenue]
in Tehran, was not spacious enough for exhibiting works and it was a place only for
publication of their magazine, holding talks and debates on arts.>® Instead, Apadana
Gallery exhibited works and Ziapour, along with other fighting cocks, participated in
exhibitions both for display of their own works and to talk about the displayed mod-
ern paintings for visitors.> [Fig. 4-15] Apadana Gallery in its early days was better
known as Kak-e honari-ye apadana [Apadana Art Palace]. This likely came from its
founders responding to Exhibition of Fine Arts that was held at Shahpour Qolamreza
Pahlavi Palace. In fact, the name Apadana and the relief signboard of the gallery that
was made by Javadipour were both adopted from an ancient audience hall in Takt-e
jamsid [Persepolis] in Iran in first half of the 6th century BCE. [Fig. 4-16] The coop-
erative behavior of Fighting Cock and Apadana transformed these two centers into
what Bourdieu refers to it as “movement” or “avant-garde” institutes versus “com-
mercial” or “sales” institutes.®® Fighting Cock and Apadana were carrying together
two complementary roles of “publicization of modern artworks,” i.e. exhibition of
modern art for the general audience by Apadana, and “specialization of art,” i.e.
adoption of a scientific approach to the art by discharging it from state and non-
artistic fields by Fighting Cock. Regarding the role of publicization of modern art-
works, as Javadipour himself explained, their main model for creating a show-space
was based on the few options that they had; i.e. the cultural relations societies of
the foreign embassies.®! Opposed to the basic experience of these cultural societies
(as simple places for the exhibition of artworks), Apadana concentrated exclusively
on modern art; in exhibition posters of the gallery, it was written “Apadana, Gallery
of Modern Painting,” and provided the opportunity for modern artists to argue and
illuminate their points of view with their visitors. [Fig. 4-17] About significance of
Apadana in paying to this new task, Ziapour wrote: “I am sure that Apadana will be
the only place that can develop gradually the taste of the art lovers, because artists
always gather together at this place and most of the time are discussing art issues.
One influential factor that can be useful in advancement of our men and women'’s

Text of the Conference about Gharib and the Writing Method in Iran].” Irdan, April 17,1949 & Shirvani, Hasan.
“Anjoman-e honari-ye korus jangi ¢e karda ast? ¢e mikahad bekonad? [What Has the Fighting Cock Art Asso-
ciation Done? What Will It Do?].” Iran, April 24, 1949.]

58 Ziapour, Mahsha. “Korus jangi [Fighting Cock],” Website of Jalil Ziapour, accessed June 10, 2018, http://
www.ziapour.com/khoroos-jangi/.

59 Apadana Gallery, on the northeast corner of Bahar [Bahar Avenue] in Tehran, started its work by rent-
ing five shops next to each other and adjoining them to create two exhibition rooms and an office. [Mojabi,
Pisgaman-e naqasi-ye mo‘dser-e iran [Pioneers of Contemporary Persian Painting], 120.]

60 See Chapter 2 for the discussion on “movement or avant-garde” versus “sales or commercial” institutes.
61 Parviz Barati, “Ma honarmandan-e faramus $oda hastim: goftogu ba mahmud javadipur [We Are For-
gotten Artists: An Interview with Mahmoud Javadipour],” E‘temad-e melli, June 27, 2007.
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artistic taste is to watch many paintings. Tehran lacked a place like Apadana for
promotion of the painting and creation of a broader art atmosphere.”®? Accordingly,
one observes that the apolitical and conservative magazine Jahan-e now (1946) par-
allel with the first exhibition of Apadana (September 1949) commented: “Discussion
about the importance of this exhibition and the necessity of such exhibitions is use-
ful since it is obvious that in a society with people who are this much uninformed
about their art and consider Iranian painting not beyond miniature, it is only via
holding exhibitions and displaying artworks that we can increase people’s under-
standing of art. It is only this way [...] to omit the growing gap between art and peo-
ple [...].”% [Fig. 4-18] Apadana, as a private space, could also provide the necessary
self-sufficiency from the state and other institutes that modern artists needed for
the institutionalization of modern art. The main argument of artists was that the
Ministry of Culture was negligent about creating proper places for exhibition of the
artworks and had made artists dependent on the cultural relations societies—the
issue for which places like Apadana had served as a solution.®* With regards to the
cultural aim of Apadana Gallery, its members did not charge artists for displaying
their works, but in order to meet the gallery’s costs, they had membership fees for
those who took part in their debates. [Fig. 4-19] In addition to personal sources of
financing, the secondary jobs, commissions and painting classes held by members
of the gallery were also used to cover the costs.®® The exhibitions at Apadana were
all from first modern artists at faculty. For each exhibition, members invited art-
ists to describe the works and to answer questions of the visitors: “All day, a group
of artist friends talked to people at Apadana and answered their questions. [...] By
doing so, we expected no sale or profit for the works. Our main aim was to help
young artists and to familiarize people with new art styles.”®

62 Adued (laie yin 5 i A ) ).51)3)'«.\3\)})#@).\344Ué,h&zl@“.\sl)j@‘tsJ),\.ml,s@\._;g_:ﬁuh\ﬂiPJ\;Q@QA))
O3 58 @5 e L e 5 05D % Bsd Sy sl A siee 48 K el Sy 2t (5 Cnlie Gl A TE s lees
il a3V (5 g s dana (53513 sa s g (i8I s (1 | LAl e s (gl Ll )51k sl 318 [Ziapour, Apadana
wa naqasi-ha-ye jadid [Apadana and New Paintings].]
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L] 2o Ol D) asdie AL S5 4, 4S 1) [Apadana (kasana-ye honar-ha-ye ziba) [“Apadana (House of the
Fine Arts)],” Jahan-e now, no. 14 (1949): 376.]

64 Jalil Ziapour, “Naqasi-ha-ye pezesknia dar apadana [Paintings of Pezeshknia at Apadana),” Mehr-e irdn,
December 26, 1949.

65 The major expensesincluded rents, preparation of invitation cards, posters and receptions. As Javadipour
explained about their financial sources, at that time he worked at the print-house of a bank, Ajoudani worked
as a mathematics teacher in schools, and Kazemi taught painting. [Vida Nasehi, “Yad-e raftegan: hossein
kazemi [Remembering the Gones: Hossein Kazemi],” Irdn nama, no. 56 (1996): 703.] Also, Apadana accepted
different commissions such as making portraits, murals, reliefs, book illustrations, posters, stock designs
and the interior design of buildings. [Newsha Djavadipour, ed., Dar setdyes-e ruz: gozida-ye atar-e mahmud
Jjavadipur [In Appreciation of the Day: A Selection of Mahmoud Javadipour’s Works] (Tehran: Nazar, 2018), 28.]
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«.25 % [Mojabi, Pisgaman-e naqdsi-ye mo‘dser-e iran [Pioneers of Contemporary Persian Painting], 120.]
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Fig. 4-14 “Founders of Fighting Cock Association Fig. 4-15 “Junction of Bahar and Takht Jamshid in
(L-R: Gholamhossein Gharib, Jalil Ziapour and 1946,” in Mahmoud Pakzad, Tehran-e qadim [0ld
Hasan Shirvani),” Courtesy of Kereshmeh Gharib Tehran] (Tehran: Aban, 2003), 118

Fig. 4-16 Mahmoud Javadipour, Signboard of Apadana Gallery,  Fig. 4-17 Mahmoud Javadipour, Poster of

1949. Plaster, 67 D x 6 W cm, Mahmoud Javadipour’s collection  first exhibition at Apadana Gallery, 1948.
0il on paper, 83 x 57 cm, Courtesy of
Newsha Djavadipour
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Fig. 4-18 (Left) “Invitation card to first exhibition at Apadana Gallery in September 1949,” Courtesy of
Newsha Djavadipour

Fig. 4-19 (Right) “Membership Card of Apadana Gallery,” Courtesy of Newsha Djavadipour. [On the card
from up to down: Apadana House of the Fine Arts, Membership Number, Membership Card, Mr. [name]
is registered as a member of Apadana in [date], Apadana’s director, This card is valid for one year.]

The role of the specialization of art that was undertaken by Fighting Cock Associa-
tion was scientification of art with emphasis on art for art’s sake through debates
and criticisms, displaying of movies, publication of a magazine and manifesto and
writing in newspapers. This form of activation maintained connections between
modern artists and the literary or intellectual fields. Contributions from other fields
to this role had much to do with subjects of the debates; i.e. modern art with atten-
tion to national identity and local attributes that as well concerned other fields
than visual arts.®” Ziapour, in addressing his association’s role in specialization of
art, explained in Iran-e ma newspaper in 1949: “When we look carefully at pres-
ent condition of Iranian painting, we observe that the technique of painting is not
prevalent as a scientific and technical art among painters. There is only a seven-to-
eight-person group [Fighting Cock members and affiliates] together with many art
lovers and well-informed advocates who pay attention to the scientific and techni-
cal method of painting and intend to promote and advance Iranian painting there-
upon.”® Many intellectuals supported cultural activation of the artists to increase
the ability of people for understanding modern works. They emphasized that in a
society without adequate knowledge about modern art, the solution should not be
censorship of the artists but: “[...] people should be trained and sent to schools of
taste, sense and appreciation. They should begin from the first rung of the ladder
and arrive at the top step-by-step and gradually.”®® Accordingly, one can read fig-

67 Among these figures we can refer to Amirhossein Aryanpour (sociologist), Mostafa Kamal Pourtorab
(musician), Kazem Tina Tehrani (writer), Jalal Al-Ahmad (writer), Mohammad Mogaddam (linguist), Parviz
Dariush (translator), Serkis Djanbazian (ballet pioneer) and others.

68 )5 OLEE saer ey B 5 oale ia (G atile LALE (84S arin e aiiS An g (ol PS8 (35S e ga 4y G g2 By
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.2tk ol ) ) Ol (A 8 pdy 5 s 58 a0a ) 5 )l 4 58 [Ziapour, Apadana wa naqasi-ha-ye jadid [Apadana
and New Paintings].]

69 ladly g pdianesd g aih iy caih R G yi Js) Al 1Ll s Sl 5 agd 6353 s sda s 5 38 Can Al ) (a2 e i [0
«.2s YL [Mohammad Ali Jamalzadeh, “Kamal al-molk [Kamal al-Molk],” in Yadnama-ye kamal al-molk
[Kamal al-Molk’s Memorial], ed. Darab Behnam Shabahang and Ali Dehbashi (Tehran: Cakama, 1985), 89.]
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ures like Al-Ahmad, with nationalist and left sympathies, defining this technical
approach by Fighting Cock as a fight against a local upheaval—a victorious one—to
attain artistic autonomy via debating the technical complexities of modern art.” Or,
Bahman Mohasses, of Fighting Cock affiliates, simultaneous with Ziapour’s efforts
in Cubism, described the complexity of Cubism as a modern style as follows: “What
is painting? This is the question whose answer can only be seen in modern art [...].
The miracle of modern art is that it presents contemporaneous facts of life with
their all extremities [...]. An avant-garde artist [Cubist] breaks the nature into pieces
to show its content [...]. If an artist merely represents the surface of nature, would
he be able to display [modern life’s] agitation?””! The cultural role by Fighting Cock
members not only provided art with a technical justification, but was also a fight
against amateur artists who imitated Western modern art awkwardly and intro-
duced their works as modern. For instance, the term “Cubism” in those years, as a
common mistake, was applied for anything bad-looking and grotesque.”?

Debates of artists on modern paintings were no longer restricted to Impression-
ism as the highest achievement from the faculty. After their return from Europe,
these artists adopted a selective approach to a range of modern styles such as
Neo-Impressionism, Fauvism, Expressionism and Cubism. These styles were
adopted and applied to a localism with attention to their geographical elements
such as provincial landscapes, literary subjects, traditional forms and motifs, as
well as ethnographic and anthropologic features such as colours, costumes, and
thoughts. Many of these paintings were displayed at exhibitions of Apadana
during its short-lived six months of activity.”® The exhibitions were accompanied
by debates and became highly controversial due to the innovative features of the
works. The resistance of the visitors—in particular the conservative opponents and
traditionalists—sometimes led to fights and destruction of the works; in order to
defend their paintings at the shows, it became a common practice for some artists
to remain anonymous and not to sign their paintings.”* A review of the paintings
at these exhibitions and the reactions by their opponents proves three groups of

70 Jalal Al-Ahmad, Arzyabi-ye Setabzada [A Rash Evaluation] (Tehran: Amir kabir, 1978), 151.
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naqasi wa jorj berak [New Art in Painting and George Braque],” Andisa wa honar, no. 1 (1954): 51-54.]

72 “GoftoSonudi darbara-ye naqasi ba sadeq tabrizi naqas-e mo‘aser [An Interview with Contemporary
Painter Sadeq Tabrizi about Painting],” Taldas, no. 5 (1967): 33.

73 Apadana Gallery’s close-down after six months activity (September 1949 to April 1950) was affected by
the unexpected death of Reza Jorjani—art historian and teacher at Faculty of Literature in the University
of Tehran—at his talk on the gallery’s premises. During this six-month period, Apadana held 4 exhibitions
(2 solo- and 2 group shows) from Hossein Kazemi and Mahmoud Javadipour (September 1949), Houshang
Pezeshknia (December 1949), Jalil Ziapour, Javad Hamidi, Ahmad Esfandiari, Mehdi Vishkaei and Houshang
Pezeshknia (March 1950) and Hossein Kazemi (March 1950).

74 Abdolzaki, Mirza, “Honarmand bayad be kallagiat-e kod iman dasta basad [Artist Should Believe in His Creativity],”
accessed March 1,2018, http://esfandiari.honar.ac.ir/index.aspx?fkeyid=&siteid=18&pageid=706&newsview=4160.
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opponents against attempts toward art for art’s sake. Amongst these groups, there
were the traditionalists and miniature painters, who were annoyed with the eclectic
approach of these paintings adapting modern styles with traditional painting; the
left sympathizers and Realist painters, who mocked the complexities of modern art
for being beyond the grasp of the masses; finally the common people, who found
these paintings slandering their sense of artistic understanding.

Inspected generally, the subject matters of these paintings were mainly selected
from provincial landscapes, still life, portraiture and folklore, and were executed
in mixing the styles of Impressionism with Abstract-Cubism and Expressionism.
In almost all of these paintings, one observes two common features. First, regard-
ing their technical aspects, and in contrast to a fidelity to nature, artists preferred
an unfettered expression of their own interpretation into the subject matters,
which was revealed via application of expressive lines, brush strokes, pure colours,
abstract forms and simplified figures. The second feature appeared in the concep-
tual aspect of the works that rather emphasized the artists’ personal, psychological
and sometimes unconventional conception of the subjects. It should be noted that
the artists who began experimenting in modern painting varied regarding these
both technical and conceptual aspects. This means some continued applying their
learnings at the faculty in Impressionism and Post-Impressionism to the subjects
selected from their local surroundings. Many of these subjects in the 1940s were
influenced under the ideologized space by the left intellectuals, but this remained
mostly as an inspiration and did not transform the artists to ideologues in the fields
of art or literature.”® Therefore, it was common that they thematized topics such as
revival and rebellion against injustice, the public claims and everyday life with less
decorative concerns in their works. [Fig. 4-20] But for those artists who were more
radical in their approach (e.g., the fighting cocks), this thematization was either
depicted more technically or lost luster in favor of the personal and individual
world of the artist. Nevertheless the exhibition visitors attacked, both the techni-
cal and conceptual innovations of the paintings. These attacks were largely rooted
in visitors encountering concepts that were not customary and explicit for their
eyes. This ambiguous quality, for instance, formed the central criticism at Ziapour’s
paintings in one of Apadana’s group exhibitions (1950). Ziapour had displayed three
Cubist paintings at this exhibition—Hamam-e ‘omumi [Bathhouse] (1949), Masjed-e
sepahsalar [Sepahsalar Mosque] (1950) and Tanab [The Rope] (1949). These paint-
ings at that time were considered against the established norms. In Bathhouse, for
instance, he had tried to give a Cubist appearance to the painting by blending the
interior and exterior sights of the bathhouse and combining nude women and men
with exposing overly visible female and male parts of their bodies; this act was

75 Sahar Karimimehr, “Didar wa goftogu ba maziar behruz [A Visit and Interview with Maziar Behrouz],”
Bokara, no. 75 (2010): 522.
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denounced as pornographic by visitors of the exhibition at the time. [Fig. 4-21] The
painting of Bathhouse was obviously a critical review of the norms. Not only had
Ziapour entirely deconstructed the concept of a public bathhouse, but he had also
unsettled the social expectancies of a painting. The public bathhouses in Iran went
along with certain customs and, most importantly, separate rooms were allocated to
women and men. Ziapour in his painting had purposely mixed the allocated spaces
for women and men and had painted them together at one place in a public space
outside the interior space of the bathhouse. The nude figures of men and women
were washing each other’s bodies, too. He had applied straight, angular and curved
lines in order to persuade an intermixture of the interior and exterior spaces and
to give his work a Cubist effect. Also, he had applied a geometric, grid-like ground
to his painting, which was later repeated in many of his other works. In fact, this
square-gridded ground, as he described, was supposed to convey the decorative
art of tile-work in Iranian architecture.”® In 1950, he published an article on paint-
ing with the picture of Bathhouse in Issue 1 of Kavir [Desert]—one series of Fight-
ing Cock magazine. This article, according to some critics, should be considered as
Ziapour’s own explanation of Bathhouse and also the first theoretical discussion of
modern art in Iran.”” In this article, he argued a series of issues that defended mod-
ern artists’ innovation in their works against attacks by the common audience. In
fact, the publication of such text together with a reproduction of his modern paint-
ings was essential to inform the audience about how to communicate with these
works. The article drew attention to the point that realities are always ephemeral
and are not fixed facts for ever. The realities change in the course of time and with
regard to the necessities of each era. Therefore, sticking to old facts—as expected
by the common audience—is to remain in the zone of superstitions or banal and
mummified customs. But this zone, as he argued, confronted precisely the produc-
tive zones of the mind and imagination of the artist. The common audiences were
not aware about this difference in them and the artists, so understanding the mod-
ern works was difficult for them and they, therefore, attacked modern artists for
their creations.”® According to the importance of detachment from the fixed facts,
Ziapour praised the Surrealists’ method of imaginary force that repelled all types
of restrictions. In fact, he put Surrealism in his text versus Realism to explain how it
helped the artists to reach wider views. Upon this ability was that the modern art-

76 Ziapour discussed three reasons for application of a grid ground in his paintings. First, as a manifesta-
tion of the constant social boundaries on the individuals. Second, as manipulation in traditional coloration
(by their separation in each grid) to make them adapted to the contemporary time. Third, since each grid
or tile contained a certain colour, therefore, this method simplified adding or omitting colours from the pic-
ture plane. [Jalili ziapur [Jalil Ziapour], directed by Houshang Azadivar (Tehran: Goruh-e farhang, adab wa
honar-e Sabaka-ye dow-ye seda wa sima [Department of Culture, Literature and Art of IRIB2], 1989), DVD.]
77 Ziapour, Mahsha. “Korus jangi [The Fighting Cock],” Website of Jalil Ziapour, accessed September 20,2018,
http: //www.ziapour.com/khoroos-jangi/.

78 Jalil, Ziapour, “Naqasi [Painting],” Kavir, no. 1 (1950): 8-9.
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ists could create wonder (as a value) in their works and it was exactly this wonder
that stimulated the audience’s mind.” So, Ziapour’s article was a response to this
common criticism by people that the modern artists are not capable of expressing
their intentions (what do they want and what do they say?) and introduced their
works as methods of promoting public taste in art.?°

In Sepahsalar Mosque, also Ziapour’s attempt for representing the mosque with
a Cubist dome and two minarets enraged his traditional audience. [Fig. 4-22] The
Cubist deconstruction of Sepahsalar Mosque was achieved by the deformation of
shapes of the dome and minaret towers, the disassembly and re-arrangement of
its architectural elements such as the main enterance, facades and the porch. By
repetition of the contour lines of the main building, he had given different planes
to the painting and had adopted this method, apparently, to dissolve the space of
the mosque and to add more to it for revealing both the interior and exterior of the
mosque. Furthermore, he had dissolved colours of the mosque construction into
mainly dull but warm ochres, blues and greens. The displacement of colours within
the different planes of the painting had assisted his aim for intermixture of the
spaces. The Sepahsalar Mosque could also be considered as a purposeful intention
by Ziapour, on the one hand, to signify symbolically his criticism of the education
of art in Iran. This is because earlier, during the establishment of an independent
faculty for the fine arts at University of Tehran, the classes were held at rooms of
the old Marvi Seminary and Mosque. Javadipour in his manuscripts about the con-
dition of students at Marvi School refers to the minarets of the school calling to
prayer and people coming to pray at its yard.®! He complained: “The faculty was
located on Naser kosro [Naser Khosrow Avenue] and in Marvi Bazaar and Mosque.
The dormitory of the mosque made the main workshop of the painting and most
of the chambers where the theologues used to live had turned to private work-
shops for architecture students [...]. Girls and boys working next to each other
was against religious doctrines and caused dissatisfactions [...].”®> On the other
hand, this painting was considered an outrage to the religious norms and Zia-
pour was criticized for overstepping them. The calligraphic and abstract tile
works of the mosque were replaced with artist’s own handwriting resem-
bling rather a floral decoration. The holy interior of the mosque was mixed
with the public exterior, while in Islamic architecture there were several
gradations for the visitors or prayers to enter the prayer hall and arriv-
ing at the holy niche (Mihrab) or the pulpit (Minbar) at the central building.

79 Ibid., 9.

80 Ibid., 11.

81 Mahmoud Javadipour, Zendegindma-am be-ezafa-ye nevesta-ham [My Biography and Writings], Origi-
nal manuscript, n.d., Collection of Mahmoud Javadipour, 5.
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DUS ey 5 550 Ol sandila 0 Sl L[] 25 032 (5 jlene 03 BLE (oo gamd o8 IS s 4 i3 Sgn (S (52 DU S
o] 2 el a s 5 (S il el jlas a8 [Mojabi, PiSgaman-e naqasi-ye mo‘aser-e iran [Pioneers of Con-
temporary Persian Painting], 116.]
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Fig. 4-20 (Top Left) “Notice of Apadana’s group exhibition (1950) announcing artists’ names, exhibition’s
date, hours and address of the gallery,” in Iran-e ma, March 12, 1950. National Library and Archives
Organization of Iran

(Bottom Left) “A photograph from Apadana’s group exhibition (1950) with Mahmoud Javadipour’s
painting Entezar [Waiting] (1946) in the background,” Mahmoud Javadipour Collection

(Right) Mahmoud Javadipour, Entezar [Waiting], 1946. Oil on canvas, 154 x 132 cm, [Ibid.]

This gradual order of entry, which was to pass through arcades and the fountain yard,
emphasized the grandeur and sanctity of the mosque’s construction. In reaction to
this exhibition, Iraj Afshar (1925-2011) —a renowned scholar in Iranian studies—had
blamed Ziapour that his paintings lacked any accordance to the principles of paint-
ing and aesthetics: “[...] comprehension of his works is not possible for everybody,
[ understand nothing from this art either, it does not exalt or cheer my spirit, my
eyes do notrealize its beauty; in my opinion, its colours lack the necessary harmony
with nature and its crooked lines do not convey any virtue [...].”8* Many of these crit-
icisms also considered a kind of blasphemy by these artists. Basically, these paint-
ings were tolerated neither by people nor the state authorities; at the reception

83 el k5 ol a4y il il i Gul 1 e @ e e Sl S A sl ) gla S 0SS [ ]y
2 pd0d sk asme 5 S lakad ) a3Y s b i ) GBS SRS (et 4 salat O 03 (D) 5 (s peda
L] 2S5 Jlea 5 Gl Gulual ) il 48 023 0238 (glaina [Afshar, “Enteqad az goftar-e ziapur [Criticizing
Ziapour’s Talk],” 565.]
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Fig. 4-21* Jalil Ziapour, Hamam-e ‘omumi [Bathhouse], 1949. Oil on canvas,
120 x 80 cm, Collection [?]. In Jalil Ziapour, “Naqasi [Painting],” Kavir, no. 1
(1950): n.p. National Library and Archives Organization of Iran

*A reproduction has been used where the original work was not accessible
in public or private collections

of the same group exhibition, Ziapour was slapped by a police officer.®* It was at
the same exhibition that two of his paintings were sabotaged by a renowned group
of traditional painters as he was giving a talk on the history of Iranian painting.®

84 Nemat Laleie, “Avalin galeri dar iran: mosaheba ba mahmud javadipur [First Gallery in Iran: Interview
with Mahmoud Javadipour],” Tandis, no. 130 (2008): 8.

85 Houshang Peimani (1935-), was a renowned Realist painter and of Kamal al-Molk’s students. Peimani
and his studio on Sahabad [Shahabad Avenue], near Tehran’s gallery district, made the main opposition
against Ziapour and Fighting Cock Association. Peimani also published Rad-e ‘qayed-e maktab-e kubism
[Rejection of the Theories of Cubist School] (1955) which was a controversial book from his long interview
with Ziapour on Cubism on June 10, 1954.
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Fig. 4-22 Jalil Ziapour, Masjed-e sepahsalar [Sepahsalar Mosque], 1950. Oil on canvas, 120 x 80 cm, Tehran
Museum of Contemporary Art
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The significant point about these attacks and criticisms was that, in the same group

exhibition, those modern paintings that showed more national attributes or social
agreement were supported by the left or nationalist sympathizers. For instance,
Al-Ahmad who poked fun at Ziapour’s Bathhouse, took side with Houshang Pezesh-
nia and Hossein Kazemi’s paintings.®® Works by Pezeshknia were anthropological
depictions of Iranian society and had social inclinations. Al-Ahmad had earlier held
atalk at Pezeshknia’s solo exhibition in Apadana (1949), and although this artist had
participated with both Cubist and Impressionistic works in the group exhibition,
Al-Ahmad admired only his Impressionistic paintings with provincial titles such as

Zan wa kasi [The Woman and the Tile] (1949) or paintings with peasant themes for
their adherence to the simple taste of life. For instance, The Woman and the Tile was

a portrait of the painter’s wife framed in a tile with Kufic calligraphy in its margins.
Pezeshknia had attempted in this painting to bridge Persian miniature to modern
portraiture by mixing the classical face of the women in Persian miniature (long
black curly hair, black eyes, arched eyebrows and small lips) with simple compo-
sition of lines and colours. The portraiture of the artist’'s wife was also very close

to the women in miniature paintings with the same enchantment and allure in the

way of their look and semi-veiled hairstyle.’” It is not clear if Pezeshknia sought any
certain message by choosing to work his model with an eclectic Persian-European
style or not. But one supposition to be made is that the simultaneity of his mar-
riage with his return from Turkey and the experience he had collected at Academy
of Fine Arts in Istanbul is important. That is, similar to Ziapour and Hamidi, who

in Paris were encouraged by their French teachers to return to their own roots in
modern creation, Pezeshknia could have also benefited from the same source, or
atleast be influenced by that atmosphere.® This supposition becomes noteworthy
when The Woman and the Tile also drew attention of art historians due to its cal-
ligraphic elements arguing it as the first modern Iranian painting with application

of calligraphy as a visual element in it.*? [Fig. 4-23]

Al-Ahmad paid a similar tribute to Kazemi’s solo exhibition in Apadana, A Sou-
venir of Kurdistan (1950), as an ethnographic study around people of an area in
Northwestern Iran. In his exhibition, Kazemi had painted portraits of Kurdish
men and women (5 pieces) and their local costumes, dance and everyday life (21

86 Houshang Pezeshknia studied painting at Academy of Fine Arts in Istanbul (1945) with the French
teacher, Leopold Levy (1882-1966).

87 The Woman and the Tile was produced in the same year of Pezeshknia’s marriage with his wife (Soraya
Daftari) and it was considered an entirely romantic and inspiring chapter in the artist’s life.

88 The period that Houshang Pezeshnia studied painting in Istanbul (1942-1946) was simultaneous with
World War 1I. During these years, Turkey after France and Italy was another, yet cheaper and closer, desti-
nation to study art. Due to the war, exiled teachers and students from Europe had made Istanbul a similar
hub for modern art as in Europe.

89 “Peze$knia nokostin honarmand-e modernist-e irani ast [Pezeshknia Is the First Iranian Modernist
Artist],” E‘temad, November 15, 2012.
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pieces) against a plain monochromic
background. Despite a few paintings in
which he had tried his hand at Cubism,
the major part of his exhibition did not
employ many Impressionistic elements
beyond the use of lines and colours in
figures’ customs and portraits. All the
paintings were framed in manually built
panels with rough wood and this was
deliberately done to add to the intimate ¥
and modest quality of the works. In fact, 5
efforts by Kazemi to create modern &
paintings (e.g., pure colours, less detail
and simple forms) was mistaken and
admired by his critics as a simplicity
pertaining to their subject matter.® In
those paintings of this series that he had
attempted to give a Cubist feature to ,
the works, Kazemi did this by creating Fig. 4-23 Houshang Pezeshknia, Zan wa kasi
angular forms in the figures and objects, [The Woman and the Tile],1949. Technique [?],

48 x 43 cm, Collection [?]
The forms were displayed in their
almost abstract shapes with heavy contour lines separating them clearly from one
another and the same method was applied to the faces of the figures as well. None-
theless, this attempt gave rather a Fauvist or Expressionist view to these works and
it was done by flat coloured areas, painted radically and being put together by bold
brush strokes. [Fig. 4-24] Al-Ahmad’s attention to Kazemi’s exhibition was precisely
due to the way he had worked with colours and figures. For him these qualities were
rather reminiscent of Iranian mystical literature: “People of a corner in this country
[the Kurds] who despite their all historical precedence and repute in culture and tra-
dition are seldom recognized in politics, art and literature [...]. Kazemi has proved to
be a national artist in this exhibition.”! Interestingly, one can observe that Ziapour,
simultaneous with Al-Ahmad, criticized this series of paintings by Kazemi for their
lack of technical maturity and awkward application of line, colour and form, and
cautioned him not to be lost by admiring comments which were merely chauvinistic
and propagandistic.®? It is true that some paintings by the first modern artists, when
reviewed today, might not seem too awkward (or vice versa) as they were criticized
by their contemporary critics—a reason why art historians today try to study and

90 Sattari, “Didar ba hossein kazemi [Visiting Hossein Kazemi],” 111.
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92 Ziapour, “Naqasi-ha-ye kazemi [Kazemi’s Paintings].”
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analyse them based on their contexts of production. The importance of the exhi-
bitions like A Souvenir of Kurdistan, yet lies in their ability to reflect the context in
which these paintings were criticized. That is, how these paintings were seen by
ordinary people as non-experts and artists and critics as experts. Although Kazemi,
for instance, was praised for his solo exhibition about Kurdistan by leftist figures like
Al-Ahmad, he had been harshly criticized by Peyk-e solh (a magazine by the leftist
Tudeh Party) for his other paintings in the first exhibition of Apadana (1949). The
exhibition showed works by him and Javadipour as the founders of the gallery. Both
Kazemi and Javadipour had displayed their experiments in Impressionism with local
subject matters. Javadipour had worked landscapes of provincial people spending
their leisure time in nature. Although his paintings noticeably rendered an unprec-
edented attention for the impression of light, their intimate subjects such as Picnic®?
made them communicable to the common visitors. [Fig. 4-25] Kazemi had applied
Impressionism to the Persian miniature paintings and had created Impressionis-
tic portraits of typical lovers or women in Persian miniatures (known as Delbar
[Sweatheart] or Yar [Lover]). [Fig. 4-26] This was obviously an outrageous mea-
sure by him at the time. Therefore, Peyk-e solh newspaper condemned Kazemi for
the unconventional combination of colours he had chosen for his modern minia-
ture paintings, and instead, had valued Javadipour’s Impressionistic landscapes for
their less whimsical coloration and more Iranian authenticity: “Most of our artists
have a notable deficiency and that is their alienation from those people for whom
or by whose language they write or create. Iranian quality is seldom seen in most
of our country’s artworks and its reason perhaps is their more engagement with
foreign artworks [...]. Apadana house of the fine arts is not an exception either.”**
This attitude shows that, the atmosphere in which modern artists displayed their
works, rather than the technique, was much influenced by ideology (left or right),
and detachment from the norms could create fear. It was this condition that simi-
lar works by Kazemi, for instance, when exhibited in a solo exhibition, a leftist like
Al-Ahmad admired them and when shown next to the less complicated works by
Javadipour, they were harassed by Peyk-e solh. In contrast to Javadipour’s Picnic that
was an experience merely in Impressionism with no strange play with the figures
and forms, Kazemi had worked a miniature girl in a common position as seen in
old miniatures: sitting under a willow tree, playing a cithern and drinking red wine.
The lines, colours and forms were painted minimally and the main intention of the

93 Javadipour had probably been inspired for the subject of people spending their free time in the nature
or for the title of Picnic by major Impressionist painters; e.g., Claude Monet, Edouard Manet, Pierre Auguste
Renoir and others.
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House of the Fine Arts],” Peyk-e solh, December 10, 1949.]
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artist, which was to capture the moment of ecstasy in the girl, was addressed via
sketchy and expressive lines. It was precisely Kazemi’s modern technique of paint-
ing that, according to the critics like Peyk-e solh, alienated his subjects from the local
language and made them not communicable to them.

The collective collaboration between Fighting Cock Association and Apadana
Gallery could gradually push back the restrictions in the final years of the 1940s,
whereas in 1950, Jam-e jam (1949) —a magazine with a nationalist approach—
approved the victory of modern art over its academic and Social Realist contestants
and wrote: “[...] Modernism has rapidly reached its perfection, has strongly slapped
the languid, uncreative, steady and worn-out art of Realism.”?> It should be noted
that such acknowledgement to the modern art’s victory by the magazines of the
early 1950s was clearly a confession about the victory of the modern artists within
and against the academic space and the official policies in the field of art.

Fig. 4-24 Hossein Kazemi, Rags-e
kurdi [Kurdish Dance], 1949 (also
1954). Oil on burlap, 92.5 x 63.5 cm,
Courtesy of Fata Kazemi
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[Shams Langeroudi, Tarik-e tahlili-ye Se‘r-e now [Analytical History of Modern Poetry], vol.1 (Tehran: Markaz,
1991), 509.]
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Fig. 4-25* (Right) Mahmoud Javadipour, Picnic,

€.1949. Oil on canvas, Dimensions [?], Collection [?].

In “Apadana kasana-ye honar-ha-ye ziba [Apadana

3 House of the Fine Arts],” Peyk-e solh, December 10,
| 1949. National Library and Archives Organization

of Iran

Fig. 4-26 (Left) Hossein Kazemi, Doktar-e setar
navaz [The Girl Playing Cithern], 1948. Oil on ply-
wood, 60 x 45 cm, in Pioneers of Iranian Modern
Painting, by Roueen Pakbaz and Yaghoub Emdadian
(Tehran: Nazar, 2000), 33

4.1.2 A Rebellious Painting: The Uprising of Kaveh

After graduation from the faculty and prior to his travel to Paris, Ziapour painted
Qiam-e kava [The Uprising of Kaveh] in 1945. This painting, together with Impres-
sionistic works by other faculty students, was shown in Exhibition of Iranian Fine
Arts simultaneous with the first Congress of Iranian Writers’ Association and both on
the initiative of Iran-Soviet Cultural Relations Society in 1946. The Uprising of Kaveh,
which was a study in Expressionism and Romanticism on the Iranian legendary
hero, “Kaveh the Blacksmith,” was the first entry by Ziapour in a public exhibition
before his trip to Paris.”® [Fig. 4-27]

In the painting of The Uprising of Kaveh, Ziapour has painted Kaveh as an ordi-
nary and simple person, similar to the working class to which Kaveh belonged.
Kaveh is seen with the crowd of oppressed people who are painted equivalently
humble, on their feet, with their spears in the air, their look to the front, yelling
out, moving forward and passing through the defeated troops of the king. Kaveh as
the leader is depicted in front of the crowd, half naked with his apron as a banner
waving in the air, with a mediocre body but muscular and mighty hands, his head
faced back to the crowd, in one hand holding the banner of the kingdom and with
the other hand encouraging the crowd to proceed. In this painting, lines and bold

96 Pakbaz, Contemporary Iranian Painting and Sculpture, 13.
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strokes applied by the artist are central elements to represent a forward-moving
revolution or an uprising. Ziapour has attempted to display the running storm of
the crowd with the repetition of oblique lines, by overlapping and fusing the figures
in the crowd, and by counter-lines to give an expressive effect of movement to his
painting. In an interview with Houshang Azadivar, Ziapour’s comment on the sym-
bolic significance of this painting also includes the stylistic feature of the painting:
“[The Uprising of Kaveh] has a particular quality. I created it similar to a wave and I
intended symbolically a revolutionary goal which had to happen in our art.”®’

The legend of “Kaveh the Blacksmith”
is also noteworthy for understanding
Ziapour’s selection of this subject for
his painting and his rebellious intention
in art. The legend, itself adopted from
a Persian epic poem in Sahnama [The
Book of Kings] by Abu al-Qasem Fer-
dowsi in the 10th-11th century, is about
the rebellion of a blacksmith called
Kaveh against the tyrant king Zahhak,
who had killed the young men of the
country to use their brains for feeding
the two snakes on his shoulders. Since
this behavior by Zahhak had caused
distrust and wrath amongst the people,
the king sought a solution to fake legit-
imacy and justice. The solution was a
written testimony on the king’s truth- Fig. 4-27* Jalil Ziapour, Qiam-e kava [The Uprising of
fulness that he forced the courtiers Kag\;eh], 1945. Techpniql;e [?], Dimensions [?f Collgc—
and other reputed individuals into sign  tion [?]. In Reza Jorjani, “Namaye3gah-e honar-ha-ye

ziba-ye iran [Exhibition of Iranian Fine Arts],” Sokan,
when Kaveh appeared at court to free no.1(1946): 26. National Library and Archives Orga-
his son from imprisonment by Zahhak, nization of Iran
he was also asked to collaborate with
the king in the signing of the testimony to rescue his son from death. Kaveh was
enraged by this conspiracy, however, and returned to the city with a rallying cry
against Zahhak. He united the victimized and oppressed people against the king’s
tyranny and created a banner by draping his wooden spear with his leather apron
on its top.”® Kaveh'’s revolt assisted Fereydun, a prince of the ancient royal house,

97 5 s a8 Ll plai 50l DM G s &) a4y s aBle | O 7 se 05 L2 e 5y sl [ KT o ]y
«.xiy 3l W [Jalili ziapur [Jalil Ziapour], directed by Houshang Azadivar (Tehran: Goruh-e farhang, adab wa
honar-e Sabaka-ye dow-ye seda wa sima [Department of Culture, Literature and Art of IRIB2], 1989), DVD.]
98 Ehsan Yarshater, Dastan-ha-ye sahnama [Stories of the Book of the Kings] (Tehran: Bongah-e tarjome wa
nasr-e ketab, 1958): 15-43.
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to win the throne, and because Kaveh'’s apron was adorned with gold and gems, it
was acknowledged as a standard called Deraf3-e kavian [The Flag of the Kings]; each
successive king added jewels to the flag so that it shone like the sun, even at night.”

It should be noted that the reference to Persian classical literature, particularly
to The Book of Kings, was a common topic among the Iranian modern artists and
writers in the 1940s. One year earlier than Ziapour’s The Uprising of Kaveh, Mah-
moud Javadipour had painted a similar subject entitled Kava-ye ahangar [Kaveh
the Blacksmith] in 1944 depicting the uprising of Kaveh. [Fig. 4-28] The reasons to
this concern about the past, on the one hand, was that beginning with the Iranian
Constitutional Revolution during first decade of the 20th century, the revolution-
aries had promoted a nationalist spirit as an intellectual approach. This approach
that included attention to ancient Iran, became bolder fueled by the national mod-
ernization plans of the first Pahlavi regime. On the other hand, the open political
space, which was made in the early 1940s due to the overthrow of the first Pahlavi
monarch, released suppressions on Tudeh Party. As a result, the Party empha-
sized the same national concerns in order to establish its own position among
the Iranian intellectuals.!®® At the same time, Tudeh influenced artists and writers
to move toward serious realist manifestations in positioning wealth against pov-
erty—whereby workers, farmers, prostitutes, etc.,, became commonplace in the
works.!! Also, spotlighting the pre-Islamic civilization of Iran was a means of oppo-
sition to the regime and, therefore, the frequent attention to the epic figures such
as Kaveh (as a folk rebel) by some artists in art and literary works could possibly
be understood as a result of it.!%?

Returning back to the story of “Kaveh the Blacksmith,” Ziapour was attracted
to the rebellious theme of The Uprising of Kaveh and there are different points to
answer why he introduced this painting as his artistic goal before travelling to
Paris.'®® Above all, The Uprising of Kaveh had to reveal an unsatisfactory condition
for the modern artists versus the fields of power that dominated the field of artis-
tic production. The conservative and negligent authorities disregarded the new
artistic movements by young artists in favor of the traditional arts. At the same
time, a crowd of established traditionalist and academic Realist artists (who occu-
pied the academy and were afraid of losing their own established positions) con-
spired against new-comers into the field of art. According to Ziapour, these two

99 Jalal Khaleghi-Motlagh, “Deraf3-e kavian [Flag of the Kings],” in Encyclopedia Iranica, 111/3 (London, U.K:
Encyclopedia Iranica Foundation, 1994), 315.

100 Jahandar Amiri, “Bestar-ha-ye tariki wa fekri-ye baramadan-e rosanfekri-ye dini [Historical and Ideo-
logical Grounds for Rise of Religious Intellectuals],” Din wa ertebatat, no. 18 & 19 (2003): 42.

101 Barahani, “Do$namguy wa ‘arbadaju [Cursing and Screaming],” 82.

102 Abrahamian, A History of Modern Iran, 113.

103 Jalil Ziapour, “Sokan-e now ar ke now ra halavati ast degar: goftogu ba ostad jalil ziapur montaged wa
naqas-e namasena-ye iran [Bring New Word that the New Word Has Other Value: An Interview with Jalil
Ziapour Renowned Iranian Critic and Painter],” Honar, no. 17 (1989): 90.
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dominant poles had brought society into an indolent artistic taste (i.e. artworks
that demanded no hard work to be understood): “Teachers repeatedly have forced
students into copying the past masters and have made conservative copy-makers
out of them who are conventionally welcomed by people, are far from complaint
and are adorable. [Copy-makers who] have constantly shown one side of the coin
to please people and, thus, have left no chance for our people to see another way:.
Now, it will be strange for our people to [...] be suddenly awakened [...] wasn'tit as
a bitter medicine for them to see the other side of the coin?”1%*

Fig. 4-28 Mahmoud Javadipour, Kava-ye ahangar [Kaveh the Blacksmith], 1944. Oil on cardboard,
70 x 100 cm, Mahmoud Javadipour’s collection
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The other point about The Uprising of Kaveh was the centrality of Kaveh’s banner
as it turned into the “Flag of the Kings” and a standard of kingdom and victory. The
leather apron, although a common tool in a blacksmith’s profession, could also
signify his fields of knowledge and expertise; for Kaveh, it was merely a means by
which he could plead for justice. For modern artists, it was their knowledge of mod-
ern art that provided them with the necessary competence to contest the norms.
In other words, modern art played two critical roles for the artists simultaneously:
first, similar to Kaveh’s leather apron, it protected them from the harms inherent
in their profession as artists and, second, it was the only means of waving the flag
of their kingdom and victory. Reza Abduli, in his interview with Ziapour, described
what Kaveh’s apron could have signified in this painting for the artist: “[Ziapour]
observes that with illiteracy is impossible to carry a flag like Kaveh the Blacksmith,
so like Kaveh who hung his apron on top of his spear and stepped forward, ‘my
apron had to be my knowledge’”!°>* Emphasis on the artist’'s knowledge of his art
was an understanding that inspired Ziapour for his travel to France and for his ear-
lier trips to different cities of Iran to collect both international and local knowledge
of the present and his past.

The most important point about The Uprising of Kaveh was that it represented
a rebellious spirit in the artist and displayed his aim to change the artistic field of
Iran at the time. As Ziapour himself explained his intention for this painting, in
addition to his learnings at the faculty, it had become obvious to him that art alters
depending on cultural necessities. Both Iranian traditional and Realistic-Naturalis-
tic paintings, however, had remained intact and, thus, required a revolution: “[The
Uprising of Kaveh] was a schema of my longing for putting an end to the artistic deca-
dence of my surroundings that had to begin with revolt (revolt from negligence
of the surroundings about necessities; revolt from repeated norms which kill the
innovation and cause stagnation).”°¢ [t should be noted that the same rebellious
spirit was also seen in the literary field; outlines of the first Congress of Iranian
Writers’ Association concerned similar subjects such as theoretic criticism, defi-
nition of art, aesthetics, and artistic creation, but since the Congress was held on
behalf of Tudeh Party, most of the discussions were directed to the committed art
and art for the masses.'"”

105 Gl ey sla 5 23S0 384y |y (iala iy 4S o 1S i g 8081 50 pa 0 R8T 0 1S Jia 2 550 (630 gms 2 L AS iy a ]
€250 (= A s 2L e [Ziapour, Jalil, in discussion with Reza Abduli, Summer, 1999.]
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[Bring New Word],” 77.]

107 For a detailed program and scripts of the speeches at the first Congress of Iranian Writers’ Association
see: Barnama-ye nokostin kongera-ye nevisandegan-e iran [The Program of the First Congress of the Iranian
Writers’ Association]. Tehran: n.p, 1346.
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4.2 Fighting Cock Art Association

Fighting Cock Art Association was established in 1948 by Ziapour immediately after
his return from Paris in the same year. The objective behind this decision, as repeat-
edly mentioned in texts and talks by the members, was to start a nehzat [movement]
as nehzatsazan [movement-makers] in the field of art, which could be more contem-
poraneous with the world and compatible with their own country.*’® Furthermore,
the association was supposed to pursue the program for rosangari [enlightenment]
of the artists and people about the rationale of art per se.!® The movement and the
enlightenment that Fighting Cock was about to bring to Iranian art was an effort to
institutionalize “innovation” and “new art” in Iran. The way the association defined
these two subjects is helpful in understanding their attitude to modern art. To be
innovative, in Ziapour’s perspective, was to be aware of one’s own past traditions
and to step forward without rejection of these traditions: not to follow them, nor
to move in the same direction; so the crucial point about innovation was: “[...]
that artist is vigilant in directing them [traditions].”''° The definition provided by
members of the association for new art was the art which was not bounded by any
rule but artist’s own, and represented more sophisticated concepts; this new art
deconstructed the visual habits of the people and progressed their taste in arts.'!
Considering this, the way Fighting Cock described a modern artist was necessar-
ily connected with both of these two definitions; i.e., someone who was aware of
the meaning of art, the responsibilities of an artist, and the technical features of
its medium of work; someone who kept updated about the traditional position of
these elements at home and also their international position in the world: “[...] it
was necessary that a movement was made that considered both new patterns (for
the expression of new attitudes) and be aided by Iranian authentic art of the past.”?

The appellation of “Fighting Cock” for the association and its logo were also
intended to convey the same definitions by its members. The name selected by
the writer Gharib and the logo drawn by Ziapour were supposed to characterize
the association with attributes for a cock in Iranian classic literature: robust and
aggressive in physical appearance, expressive in coloration and in concept sym-
bolizing Bahman (Vohu manah) the protector holy divine in the Zoroastrian holy
book in Iran. Bahman is portrayed as a cock and with its crow awakens people and

108 Manouchehr Sheibani, “Enteqad bar konferans-e ziapur: tanha rahnama-ye mellat adabiat ast [Criti-
cizing Ziapour’s Conference: Literature Is the Only Guide of the People],” Irdan, April 28, 1949.

109 Mojabi, PiSgaman-e naqasi-ye mo‘aser-e iran [Pioneers of Contemporary Persian Painting], 20.
110« Gl il &cien )2 3 [L..]» [Mojabi, Sardmadan-e honar-e now [Masters of Modern Art], 50.]
111 Jalil Ziapour, “Barresi-ye enteqad bar enteqad dar naqasi [Study of a Criticism on a Critique in Paint-
ing],” Post-e tehran, March 26, 1955.
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«.Al G o 3 sl ) stuimje ) Siagd [Jalil Ziapour, “Negaresi dar honar-e jadid-e iran [An Outlook on Iranian
New Art],” Honar wa me‘mari, no. 27 (1975): 35.]
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cautions them for the sunrise, activation and good thought.*** In addition, Shirvani
mentioned a second reason for selection of the name “Fighting Cock.” When the
association began its work, according to him, the artistic terminologies had lost
their meaning and aesthetic aspect in Iran. Therefore, the association selected a
name that instead of an artistic meaning could emphasize on the rebellious qual-
ity of their work: “We chose ‘cock’ instead of ‘art’ But why did we attribute the
‘fighting’ feature to it? This was because we were and we are pioneers of [a new]
thought, because a new thought cannot be established without fighting and dili-
gence. Thus, our art; i.e. our cock, had to be a fighter to win.”''* Ziapour’s design
for the logo also displayed a rooster with wide-open eyes and resolute look to the
front, an open beak as if it is crowing some news, flapping wings, raised comb and
feathers, walking with open claws and displaying the bold front like a soldier. The
contour lines of the rooster’s body are delineated with distinct sharp and curved
lines that displace the white and shaded areas of the drawing and give a dimen-
sional and dynamic feature, similar to Cubist drawings.''® [Fig. 4-29] Gharib in his
story Korus-e garib [“Strange Cock”] (published later in Apaddana magazine in 1956)
portrayed the assumed characteristics of a cock as such:

Shortly before the sunrise that [ flapped wings strongly on the roof of a cottage in the
woods and echoed my cock crow into the dark corners, a cold and shivering voice always
replied to me from the tense woods: ‘You are a fool if you still crow with the hope to
awaken this forgotten woodland’; but I [...] still kept my head up proudly every morn-
ing on the roofs of the cottage in the woods, flapped wings and sang a wild song that |
had memorized by heart from my wandering breed throughout the dark woods [...]. My
wild song had a peculiar passion. It contained the cure for the mania of the past genera-
tions. Its cry summoned people and snakes to a horrid fight for a jewel lost in the water
springs [...]: Cut down this root, this eternal injustice/ Cut down this root, that’s why
lovers are enraged/ Break down this golden temple of idols, that it’s made by Zahhak
with snakes on his shoulders.!*®

113 Forastudy of the mythological and mystical roots of the “fighting cock” in Iranian tradition see: Foroutan,
Aida. “Why the Fighting Cock? The Significance of the Khorus Jangi and Its Manifesto ‘the Slaughterer of the
Nightingale’” Iran nama, no. 1 (2016): 28-49.
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258 55w 3l 5 U a8l 43y Kia e [Shirvani, “Anjoman-e honari-ye korus jangi ¢e karda ast? [What Has the
Fighting Cock Art Association Done?]

115 Aida Foroutan makes a comparative study on the logo of Fighting Cock drawn by Ziapour and sketches
of Le coq (A Rooster) by Picasso in 1938. Foroutan suggests a possibility for Ziapour’s inspiration by Picasso’s
fascination with image of the rooster during occupation of France by the Germans in World War II. [Foroutan,
“Why the Fighting Cock?,” 36-37.]
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Although the association invented the
name “fighting cock” for its members
and affiliates to identify each other for
their modernist thoughts and consen-
sus, it happened that their opponents
also called themselves as cocks to show
their radicalism against this associa-
tion. Therefore, it was common that in
published arguments between associa-
tion and its opponents—as they called
it Javabyya [“replication”]—these two
groups identified themselves as “pro-
ponent cocks” (advocates of the asso-
ciation) and “opponent cocks” (adver-
saries of the association).!”

Fighting Cock Association began
its work based on a motto taken from
a renowned poem by the Iranian poet
Abu al-Hasan Ali Farrokhi Sistani in
the 10th-11th century: “The story of Alex-
ander became old and fiction/ Bring
new word that the new word has other Fig. 4-29 “Logo of Fighting Cock Association and
value? " The poern itself represented (s mfeing byl thnour i ool o s
a paradigmatic shift in Islamic world, zation of Iran
particularly in Iran since the rule of
Ghaznavid dynasty (977-1163), which attacked the way poets admired their past
during Samanid Empire (819-999). This new paradigm was against intermixture
of the reality of the present time with pride in mythic histories and replaced it by a
more realistic understanding of the past.!'® The poem was used by the association
to show that the fighting cocks opposed any romanticism about the past: “Upon
our motto [...] we reacted against every regression or stagnation and, as far as our
knowledge enabled us, we dismissed and unmasked any hindering and profiteer-
ing element.”'?® A shortlist of the outlines of association’s agenda, later stated by

O Ayl 4 0 L] edlaae |y el oad oS ladadia 534S (AEG ju e Sl Ko Suar bk 5L [L] 2
o (3 lene 4S () A (i) 488 05 [l saal 255 Glale 5R A4S e () Dp A58 O fady Olasls ol dly
«.4di 53 » ke [Gholamhossein Gharib, “Korus-e garib [Strange Cock],” Apadana, no. 2 (1956): 1.]

117 Ziapour,Mahsha. “Enteqad bar enteqad-e konferans-e ziapur [A Criticism on Criticizing Ziapour’s Conference],”
Website of Jalil Ziapour, accessed March 12,2018, http: //www.ziapour.com/critics / sl sl j2iS-ala5il- p-alawl /.
118 R Cuidla | 548 g h [ uSl Gy 08 (oS 5 ui€ 4l

119 Nasim Asef, “Sa‘eran-e ‘asr-e gaznavi [Poets of Ghaznavids],” Sarq, September 20, 2017.
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Ziapour in an interview,'?! was to be understood in 6 clauses: 1. The Naturalism
promoted by Kamal al-Molk’s students had to be abandoned (because Naturalism
was long abandoned in the world); 2. Miniature painting should not be continued
in its repeated quality (miniature had to be updated); 3. Artists had to be contem-
poraneous with their own time (tradition was for inspiration and not regression);
4. Iranian art had to adapt itself with respect to the global culture (attention to
means of communication and representation of the modern condition); 5. Iranian
art had to advance itself with a concentration on the modern visual elements which
had a basis in Iranian visual culture (geometric motifs had a long history in Iranian
visual culture); 6. Cubism was a suitable match with Iranian cultural heritage (as
angularity and geometry of Cubist forms were comprehensible for Iranians).

The association remained highly committed to its artistic agenda and respected
its articles fully in recruiting members. Those who conformed to the agenda were
approved as members and if they were inexperienced or sympathized with the left
could only remain as affiliates and were only allowed to collaborate with Fighting
Cock. Examples are Sohrab Sepehri, a poet and painter with modern features in his
works who was young and thus was rejected as a main member, or Manouchehr
Sheibani whose Tudeh membership kept him as an affiliate cock.'?? The associa-
tion’s apolitical stance prevented those with political views to decide instead of the
main members. This resolution by the association was openly mentioned in their
talks and writings. For instance, Ziapour discussed that Nima Youshij (1897-1960)
who was the pioneer of Se’r-e now or nimai [Persian modern poetry], was welcomed
by Fighting Cock only due to his experience in modern poetry, but the association
never deferred to his comments since they were conservative and sided with the
people: “[...] we had no conservatism and did not side with people. We considered
moderation a failure and understood social siding as fooling people. We said, peo-
ple should only become informed about art and we had nothing to do with politi-
cal groups.”!® In fact, the definition of “committed art” for the association differed
from Tudeh’s definition, which put it against “art for art’s sake.” For fighting cocks,
the social role of the modern art was when it reflected the artist’s contemporary
time; so, although a modern work could be a personal work based on the artist’s
understanding of his own time, it was representative of the artist’s attitudes and
therefore was a social work of art.* Therefore, Fighting Cock stood entirely against
the Left Party; those affiliates who sympathized with the Party sooner or later

121 Alireza Rezai, “Nehzat-e korus jangi wa tahavol dar honar: goftogu ba jalil ziapur darbara-ye naqasi
wa nehzat-e korus jangi [Fighting Cock Movement and Development in Art: An Interview with Jalil Ziapour
on Painting and Fighting Cock Movement],” Rastakiz, May 24, 1977.

122 Mojabi, Saramadan-e honar-e now [Masters of Modern Art], 42.
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QI IS5 o slao s S L iy g 5 2 s, b s 3 ki) 03 e € s [Rezai, “Goftogu-i ba ostad jalil
ziapur [An Interview with Master Jalil Ziapour].”]

124 Jalil Ziapour, “Naqasi [Painting],” Kavir, no. 2 (1950): 15.
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came into conflict with the members and were dismissed from the association. A
good example was Sheibani who shortly after foundation of Fighting Cock criti-
cized the association for its art-for-art’s-sake approach and emphasis on technique
without considering social contributions of the artworks. Sheibani’s criticism was
published as Enteqad bar konferans-e zidpur: tanha rahnama-ye mellat adabiat ast
[“A Criticism on Ziapour’s Conference: Literature Is the only Guide of the People”]
and was directed to Gharib and Ziapour’s defense of Gharib’s innovations in his
writing method. The criticism by Sheibani was that the technical attention by asso-
ciation and its application to traditional elements and folklore separated Persian
literature from meaning and transformed it into a puzzle for people, whereas litera-
ture was the only guide for people’s souls.'?® Sheibani'’s criticism received many rep-
lications by association members and other affiliates as they condemned him for his
left views. The association considered Sheibani’s criticism as a weak point in him
resulting from his contacts with the left circles and the members however regarded
it as a tolerable fault that allowed his future collaboration with the association.
The main members of Fighting Cock Association were Jalil Ziapour (painter),
Gholamhossein Gharib (writer), Hasan Shirvani (playwright) and temporarily Mor-
teza Hannaneh (1923-1989, musician). Among the most renowned affiliate cocks
were Manouchehr Sheibani (painter and poet), Nima Youshij (poet) and later Bah-
man Mohasses (painter) and Sohrab Sepehri (poet and painter). The association
continued its work until 1951 when Houshang Irani (1925-1973), an avant-garde
poet and painter, joined as a new member and due to his radical attitudes in art
and literature, Ziapour left the association but still affiliated with the members. In
fact, the departures were never final and those who left the association like Ziapour,
Sheibani or Hannaneh, still continued their collaboration with the members.*?¢ The
association had multiple facets in its modern approach; it was not just limited to
visual arts, but also included music, theater and most importantly literature. The
major elements in convergence of the members with each other were their con-
cern for modernism in each field and, at the same time, concern for a revival of
their national identity in their modern works. Therefore, prior to scrutiny of the
association, it is necessary to understand the formative sources of the similarities
shared by members. A major source was their educational background. The schools
and academies these artists attended provided a space in which the students could
experience the significance of both traditional arts and Western techniques. The
Academy of Music (1914) was a school to which members attended almost simulta-

125 Sheibani, “Enteqad bar konferans-e ziapur [Criticizing Ziapour’s Conference],” 2.

126 Evidence of this was re-joining of the members after the association’s official deactivation in the late
1950s and re-establishment of Fighting Cock magazine by Ziapour, Gharib and Shirvani in May 1979 shortly
after the Islamic Revolution (February 1979).
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neously. Ziapour, Gharib and Hannaneh studied music at this academy.'?” The rea-
son for the attraction of the young students to the Academy of Music was mainly
due to the presence of Czech teachers, who taught Western classical instruments
and courses like musical harmony at the academy.!? Ziapour began painting while
studying at this academy in 1939.1%° Being inspired by Czech teachers, he became
attracted to reinvention of Iranian folk music via composition—an aim that was
left unfullfilled by the government’s decision to expel the Czech teachers and their
substitution with Iranian teachers. Based on this event, Ziapour attended the School
of Traditional Arts in 1940 where traditional arts (i.e., carpet design, illumination,
miniature painting and ceramic) were the core majors of the school. It was at this
school that he noticed the capacities of the traditional arts and he realized that
motifs of Iranian carpets and ceramics were much richer than Realistic paintings
of Kamal al-Molk School.’*® With the state’s cultural policy for education central-
ization and merger of the School of Traditional Arts into Faculty of Fine Arts in 1941,
Ziapour attended the faculty in the same year.

In addition to their common fields of study, the members also collaborated
together prior to formation of Fighting Cock Association. For instance, Hanna-
neh and Gharib, based on their education in music, held free concerts in salons
of cultural relations societies or Farhang Theater together with Hasan Shirvani.
[Fig. 4-30] Farhang Theater as Tehran'’s first modern theater-house was founded by
Abdol Hossein Noushin (1906-1971) in 1944. Noushin was a leftist intellectual who
had studied theater in France and afterward focused on promoting modern theater
in Iran. In Farhang Theater, Noushin collaborated as a stage director with other
modern artists. The artists met at this place for the preparation of the stage decors,
concerts, scripts, etc. [t was upon these friendships that shortly before the official
formation of the association members held meetings at the house of Mohammad

127 In 1939 when Ziapour joined Academy of Music, Gharib also registered at the academy and Hannaneh
had already been studying there since 1936. Morteza Hannaneh, born in Tehran, was a musician member
of Fighting Cock Association and Gholamhossein Gharib, also born in Terhan, collaborated with the associ-
ation as a writer. According to an interview with Gharib’s family in 2005, it was said that he and Hannaneh
had inclinations to Tudeh Party in 1943 but since the Party did not meet their nationalist expectations, they
parted with it. [Mehdi Avrand, “Konda-i nimsukta nazdik-e yek mah jaraga mizanad: goftogu-ye ektesasi-ye
goharan ba kanevada-ye golamhosein-e garib [A Half-Burned Log Is Smoldering about One Month: An Exclu-
sive Interview with the Family of Gholamhossein Gharib],” Goharan, no. 7 & 8 (2005): 34.] But, in another
interview made by the author with Kereshmeh Gharib (Gharib’s daughter) in 2019, she disapproved of such
a statement and asserted that there have been mistakes made by her family in that interview about their
inclination to Tudeh Party. [Gharib, Kereshmeh (Gholamhossein Gharib’s daughter), in discussion with the
author, January 2, 2019.]

128 The Czech teachers had attended the Academy of Music in Tehran at the invitation of its Director,
Gholamhossein Minbashian (1907-1980).

129 Jalil Ziapour was born and grew up in Bandar-e Anzali (a harbor town in the north of Iran) and after
finishing his basic education his family moved to Tehran in 1938.

130 Ziapour, Jalil, in discussion with Reza Abduli, Summer, 1999.
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Hannaneh—Morteza Hannaneh's father.!*! Gharib explained in Yadnama-ye hanana
[Memoir of Hannaneh] that their plans for art and music were made at this house
as a meeting point, and it was at this place that they decided to establish Fighting
Cock Association and its magazine.'?
A considerable part of the members’
taste in modern art was also shaped by
their foreign educations either before
or after the establishment of the asso-
ciation. This was not only due to the
conservative curriculum of the newly
established Faculty of Fine Arts, but
also students criticized the space due
to a lack of theoretical and historical
approach to traditional arts and, as a  Fig. 4-30 “(L-R): Hassan Shirvani, Gholamhossein
result, the formation of a highly binary Gt esberGrsoro (nusicon) P
academic atmosphere at the faculty courtesy of Amir Ali Hannaneh
that was divided between academic
Realism of Kamal al-Molk’s students and those who copied Western modern styles.!*
Accordingly, in one of his talks in 1953 Ziapour cautioned this condition at the fac-
ulty under Ah mardom! Honarkada ra daryabid! [“Alas, people! Save the Faculty”].
By criticizing appointment of a French architect as the dean of the faculty (André
Godard), he argued: “The course of art history at the faculty is so that our students
learn about all old and new countries (but not Iranian arts). So where is it? [...]
Why is the art history of Iranians not taught at the faculty? Is the faculty founded
so that Iranian students have no information about their own arts and they learn
only about Egypt and France?”'3* In Paris, Ziapour studied sculpture at the atelier of
Paul Niclausse (1879-1958) and Painting at Ecole des Beaux-arts under supervision
of Jean Souverbie (1891-1981) whose teachings on Cubism at his atelier in this school
were rather a combination of Cubism with a more traditional Naturalism. At the

131 Morteza Hannaneh’s father founded Tervat [Servat School] in 1921. This school was the second import-
ant school after Dar al-Fonoun and many prominent politico-cultural figures studied there.

132 Gholamhossein Gharib, “Digar e fayeda darad az hanana goftan [What Is the Use in Talking about Han-
naneh Now],” in Yadnama-ye handana [Memoir of Hannaneh], ed. Shahin Hannaneh (Tehran: Qatra, 1990), 39.
133 The unsatisfactory air at the faculty made Ziapour simultaneously a student to spend about four years
(before his educational visit to France in 1945) travelling to various cities in Iran familiarizing himself with
the folk culture, motifs and colorations of traditional artifacts—Sepahsalar Mosque was a painting by him
based on the experience from these trips. [Ziapour, Jalil, in discussion with Reza Abduli, Summer, 1999.]
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ra daryabid! [Alas, people! Save the Faculty!” in Majmu‘a sokanrani-hd-ye honari-tahqiqi-ye zenda yad
ostad jalil ziapur [A Collection of Master Jalil Ziapour’s Art and Research Lectures], ed. Shahin Saber Tehrani
(Tehran: Jahad-e danesgahi, 2003), 17-18.]
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same time, he attended Académie de la Grande Chaumiére and I’académie André
Lhote where, in addition to composition and coloration, he studied Cubism under
the supervision of Lhote and his Post-Cubist theory in painting that concerned
nature and aboriginal traditions of cultures as balancing factors of the orthodox
Cubism. Similarly, Hannaneh travelled to Rome (1952-1960) and continued his edu-
cation in musical composition at Institute of Music in the Vatican. This education
familiarized him with Gregorian chants, modes and Egyptian musical forms and
made him more determined to work on Persian music and its adaptation to interna-
tional developments. At that time, those musicians who concerned themselves with
making a change in Iranian traditional music were two types: those who believed
that creating change in traditional instruments would coordinate them with West-
ern orchestral music, and the other opposing type (from which Hannaneh was
coming from) was comprised of mainly foreign educated musicians who believed
in adaptation of [ranian traditional music to Western harmony, but based it on local
Iranian repertoire. According to these musicians, mere emphasis on traditional or
Western music distracted them from a third method, which they called the “national
music.” For Hannaneh, this third method was a moderate solution that simultane-
ously cared for preserving the traditions, yet made them in line with new develop-
ments, therefore was more compatible with its zeitgeist.'*®
The members of Fighting Cock Association had two common ideals. The first
ideal was to put emphasis on formation of a “national school” of art in which they
reviewed local traditions, while at the same time, concerning themselves with West-
ern modern art techniques. The second was an avant-garde spirit to rebel against
those boundaries that had become established in the art and literary fields—this
ideal became bolder among those members, like Irani, who did not consider the
national school binding in their work. These common ideals were obviously men-
tioned by members in their texts and debates, and also pursued them in their works.
For Ziapour, for instance, promotion of modern art in Iran via Cubism was due to
the capability of this art regarding both of these ideals. According to him, Cubism
was centered around two functionalities. This modern style was not a mere painting
style, butitalso reflected dissatisfaction of artists in their field and the necessity for
demonstrating it through their artistic production. Therefore, Cubist works were
compatible with a revolutionary attitude and represented a spirit for movement:
“What as a priority makes a Cubist artist is not [acquisition of] Cubism as a peculiar
painting style, but to have a revolutionary spirit which longs for progression and
making free from suppressions, apathies, deprivations and specially the conven-

135 Shahrnazdar, Mohsen. “Be yad-e morteza hanana: andiSa-ye tajadod dar musigi-ye iran [In Memory
of Morteza Hannaneh: The Idea of Modernism in Iranian Music],” Ensansendsi wa farhang, accessed March
15, 2018, http://anthropology.ir/article /17947.html.
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tions.”*%¢ This rebellious quality, as he discussed, was developed in Cubist artist in
three steps: First, the artist became suspicious about his surrounding; second, he
possessed a frustration with the oppressing class who interfered modern artists
in their work; and third, this frustration created a hostility and an aversion that
made a strong crusader out of modern artist upon which hope, instead of doubt and
frustration, was built.*” The second functionality of Cubism for Ziapour was that
it contained adaptable patterns with Iranian society. This adaptability, according
to him, had much to do with the type of visual relation between Iranian traditional
paintings and Western modern works; thus, application of Cubism in Iran was only
to justify how tradition should be joined to contemporary demands.'*® But what
made this visual relation between Cubism and Iranian traditional painting? For Zia-
pour, Persian miniature principally included features that made it comparable to
such European modern styles as Impressionism, Fauvism, Expressionism, Cubism
and Surrealism. These features were strong expressiveness, sensational manifes-
tations and freedom in expression of the subjects, decorative and inventive color-
ation, and composition of forms. He classified these innovative features in Persian
miniature under seven general attributes: 1. Display of moving figures (movement),
2. Timelessness, 3. Freedom in coloration and attention to the harmony of colours,
4. Flat coloration and application of lines for shadow effects, 5. General composition
of space in the form of frames, 6. Lack of perspective, 7. Depiction of slight anat-
omy of figures via drapery.'®® [Fig. 4-31] For this particular attention to Cubism, he
defended that Cubism could be the most communicable modern style for Iranians
since there was an affinity between its cubist forms and geometric motifs of tradi-
tional artifacts such as Persian carpets, ceramics, and textiles, and at the same time,
Cubism was relatively faithful to nature in its forms (although still not entirely).1*°

So, Ziapour considered the Iranian cultural background making them more
receptive to Cubism and modern art: “Upon my studies in visual and decorative
arts of Iran, I had realized that people were more exposed to geometric art [...].
Therefore, I thought [...] if I begin with a style with geometric forms, it will be easier
to promote it in Iran, that is, to begin from the point which is not uncommon for

136 45y 5o 03l Jsl Ala se 3 aSliea s (LEE Gald (55 S sl 35 s 4 1) o € Sy sl Ja i 0 sl 4345 Oy
€l L] W) B pa gt 5 Wacue s e i a3 L n) o) ) saa 5 a0 (A5 4 dae 4S Gl () [Jalil Zia-
pour, “Naqasi [Painting],” Korus jangi, no. 5 (1951): 31.]

137 Ibid., 32-35.

138 Jalili ziapur [Jalil Ziapour], directed by Houshang Azadivar (Tehran: Goruh-e farhang, adab wa honar-e
Sabaka-ye dow-ye seda wa sima [Department of Culture, Literature and Art of IRIB2], 1989), DVD.

139 Ziapour, Jalil. “Nagasan-e qadim-e iran dar mian-e ketab-ha ¢e mikardand wa bazmandeganesan ce
mikonand? [“What Did the Iranian Traditional Painters Do in Books and What Do Their Survivors Do?],”
Website of Jalil Ziapour, accessed January 4, 2018, http://www.ziapour.com/lectures/-Ola- -0 sl-pasi-lilas
CLS%HE2%80%8Ca-4x-la /.

140 Ziapour, “Negaresi dar honar-e jadid-e iran [A Review on Iranian Modern Art],” 35.
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our people.”' In response to the ques-
tion of why Ziapour emphasized tradi-
tional elements for the introduction of
modern art in Iran, he explained that
attention to traditional motifs and ele-
ments was not to exaggerate the local
qualities in modern works, but rather
these elements were indispensible part
of the modern art per se.'*? Accordingly,
he made an important argument about
attention to tradition for Iranian mod-
ern art. He distinguished re-creation
of traditional elements from making
an unethical profit from them. In other
words, by re-creation artist was recon-
sidering the traditional elements in his
work but by making a profit artist was
only trapped in an imitative cycle of
copying the past. This reconsideration .

. . . Fig. 4-31 Razm-e mian-e do laskar-e key kosro wa
of traditions in an artist's work was afrasiab [The Battle between the Armies of Key
imperative since they consisted of the Khosrow and Afrasiab], 1430. Watercolour on paper,
grounds and contexts of the artist and, %églz Sztz?l?:fég;mmlmatmn of Cultural Heritage
for Ziapour, they were these grounds
and contexts that formed the artworks: “[...] we should understand that aesthetics
of no culture is created without its endemic grounds and by itself. These aesthet-
ics are the result of inspiration, it is with the support of traditional inspirations as
reminders and adaptors that aesthetics is created in a new way."'*3

e

4.2.1 Arts and Literature: A National School

An overview of Ziapour’s works indicates that he started his cultural role primar-
ily as an art critic and researcher, and less as a painter. His most known paintings
in the 1940s and 1950s (20 pieces) and in the 1960s and 1970s (5 pieces) are seen as
attempts to combine local motifs and Iranian folklore with Abstract-Cubism, which

141 2 i L) delse Hhla dn e ad pe 48 a3 5 (o 430 (ol 40 ¢ ) A5 5 S sl i 3 a3 58 Clallas 4dibs 55
O 510 iS5k 23l O 3 ountia IS5 4S (sho s by RI L] 28 S8 (A ) Gl s (ol dp i Ly [ ] 5880 IS5 pme i
€2l 438 Le a3 ge (5 4S 30 g 50 als Dl i cas s ikl Ood 2 L [Alireza Rezai, “Postwana-ye far-
hangi-ye mardom az naqasi ¢e bud? (goftogu-i ba ostad jalil ziapur) [What Was the People’s Cultural Back-
ground about Painting? (An Interview with Master Jalil Ziapour)],” Rastakiz, May 25, 1977.]

142 Mojabi, PiSgaman-e naqasi-ye mo‘dser-e iran [Pioneers of Contemporary Persian Painting], 22.

143 a5l Il e (51 la Re alad 25 5 43 258 (5353 4 2 5T Ao I (o (R b (b 5 Al AS sl A [ ]y
€O G55 b s slee a1 e B s e sl Sl auile 4y ccin ) Al adl sy L cUlal [Tbid., 23.]
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he named as his personal “National School of Painting.” In many of these paintings
subjects were adopted from Iranian folkloric fables, mythologies and traditional
costumes of different cities as ethnographical studies of each region. Agam hana
mibanda [My Husband Paints Me with Henna], for instance, is one of those paint-
ings that Ziapour introduced in his National School of Painting.'** In this painting,
one sees the figure of a provincial girl in regional costume, seated in center with
dark-brownish hands and her feet painted with henna, playing a Dayera [Dayereh],
a traditional small-sized drum, with her hands. An ancient [ranian ceremony known
as Hana-bandan [Henna Party] was to paint the back of the hands, palms and fin-
gers of young brides with henna to signify happiness and luck. Above the girl’s fig-
ure, one reads parts of a folk song about this ceremony: “My husband paints me
with henna/ He paints me on my hands and feet.” One major feature of Ziapour’s
National School of Painting, as is also apparent in this painting, was the applica-
tion of a grid-like ground to his works. In fact, the idea of grids came from the
decorative tile-works of Iranian architecture and assisted the artist for displaying
each colour in separate units. Ziapour applied this technique to emphasize live and
primitive colours peculiar to traditional pictorial and geographical features. He
also drew from the tile-works to inspire colours in his paintings. The major colours
he applied in his National School (ultramarine, turquoise, red, yellow, fawn, black
and white) comprise colours of the traditional seven-colour tiles in Iranian archi-
tecture.’* [Fig. 4-32] As it can be seen, the Cubism which Ziapour was promoting
in his National School, was quite different from the European Cubism—a fact that
he himself repeatedly referred to it in his writings and talks.!** The European Cub-
ism for him was rather a reminder of the abstract geometry in decorative motifs
of Iranian traditional arts and, as later will be discussed in his New Theory, these
two resembled in their avoidance from “natural” or “familiar” shapes, but instead
shared a closeness to the “unnatural” or “semi-familiar” states. The application of
geometrical forms in Ziapour’s national paintings, as he defended, was thus not an
attempt to create Cubist works (as geometrical forms had already a thousand-year
existence in Iran). So, his National School was only inspired by European Cubism
with the objective to revive the history of his country too.'*” Therefore, no single ref-
erence is made to Cubism in the paintings that he has created in his National School.

144 Other paintings that he introduced in this school were Zan-e kurd [Kurdish Woman] (1953), Doktar-e
turkman [Turkman Girl] (1956) and Zeynab katun [Lady Zeinab] (1962). [“Goftogu ba korus jangi [An Interview
with Fighting Cock],” in Majmu‘a sokanrani-ha-ye honari-tahqiqi-ye zenda yad ostad jalil ziapur [A Collection
of Master Jalil Ziapour’s Art and Research Lectures], ed. Shahin Saber Tehrani (Tehran: Jahad-e danesgahi,
2003),277.]

145 Jalili ziapur [Jalil Ziapour], directed by Houshang Azadivar (Tehran: Goruh-e farhang, adab wa honar-e
Sabaka-ye dow-ye seda wa sima [Department of Culture, Literature and Art of IRIB2], 1989), DVD.

146 See: Ibid.

147 Hariri, Darbdra-ye honar wa adabiat [About Art and Literature], 44-46.
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Fig. 4-32 Jalil Ziapour, Agam hana mibanda [My Husband Paints Me with Henna], 1963. Oil on canvas,
170 x 120 ¢cm, Tehran Museum of Contemporary Art
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A review of the books written by Ziapour in the 1940s-1970s (about 30 titles) con-
firms how much of the idea of modern art relied for him on recognition of Iranians’
cultural background. Almost all of these books were studies on aspects of Iranian
ancient traditions—except for two art-historical researches Tarik-e honar-e ‘omu-
mi-ye sarq, kavarmiana wa orupa [A Genaral Art History of the East, Middle East and
Europe] (1954) and Tarik-e moktasar-e honar-e irdn wa jahan [A Brief History of Art
in Iran and the World] (1974). A considerable number of his books were studies on
the ancient garments, the clothing of Iranian tribes, jewelries, decorative motifs,
colorations and so forth.'® In these books, he surveyed the historical development
of the motifs and elements via various art forms like those in ancient engravings,
reliefs, sculptures, textiles and paintings. Regarding his concern for promotion of
a National School in painting, Ziapour also collaborated for some of his books with
the Ministry of Culture and Art. The major topics of these books surveyed colours,
motifs and decorative elements in the folkloric costumes, jewelry, etc., in tribes or
provinces of Iran and he particularly applied these findings to his paintings.!*® The
books published by the Ministry of Culture and Art were usually research projects
for which the ministry invited artists with national inclination to collaborate. A
series of twenty pieces of embroidery that were made by Shahin Saber Tehrani (Zia-
pour’s wife) in his drawings of the 1980s and 1990s (over a fourteen-year period)
were based on his findings in these books. [Fig. 4-33]

Beginning in the early 1950s with the turning of state’s cultural policies toward arts
(based on a bureaucratic and national modernization), Ziapour was also employed
by the Department of Fine Arts. This Department, which had begun its work in
1929 and was known as the National Arts Administration, attended mainly to the
national and traditional arts; therefore, inviting him to join the Department should
be considered in accordance with the attention to the national and cultural heritage
in his works. The most important cooperation of Ziapour with this Department was
in his role in founding the Academies of Fine Arts for Girls and Boys (1953) and his
assistance in the establishment of the Faculty of Decorative Arts (1961). [Fig. 4-34]

The importance of the Academies of Fine Arts was that, for the first time, national
arts (miniature paintings, illumination, carpet design and ceramic) were added
to curriculum of one institute together with painting and sculpture; students
could learn about all artworks, artifacts and motifs of Iranian traditional arts
and practiced their designs and colorations.!>® Also, the foundation of a Faculty
of Decorative Arts was part of the Department’s policy for higher education of
graduates of Academies of Fine Arts. This was because the Faculty of Fine Arts at

148 For a list of titles see: Christa Nacy, “Ostad jalil ziapur, pedar-e naqasi-ye now-e iran [Master Jalil Zia-
pour, Father of Iranian Modern Art],” Honarndma, no. 4 & 5 (1999): 5-19.

149 For a list of these publications see: Ibid.

150 “Ba honarestan-e honar-ha-ye ziba asna $avim [Familiarizing Ourselves with Academy of Fine Arts],”
Honar wa mardom, no. 7 (1963): 38.
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Fig. 4-33 “Samples of embroideries by Shahin Saber Tehrani [(Top Middle) Zan wa mard-e qasqai
[A Qashqai Couple], 1989, 29.7 x 21 cm (Top Right) Zan wa mard-e tales [A Couple from Talesh], 1996,
21x29.7 cm],” Jalil Ziapour’s collection

(Top Left & Bottom) “Jalil Ziapour’s study of Iranian ancient clothing of women,” in Pusak-e zanan-e iran
[Iranian Women'’s Clothing] (Tehran: Vezarat-e farhang wa honar [Ministry of Culture and Art], 1968): 77-79

the University of Tehran did not provide any major in national and decorative arts
and, as a result, before foundation of the Faculty of Decorative Arts, the Department
had to dispatch graduates of the academy to other countries for their higher educa-
tion.’>! In fact, the state’s decision for the establishment of such institutions could
be understood as a measure influenced by artists’ complaints about the curricula
of the faculty copied from Ecole des Beaux-arts in Paris. Similar to Ziapour’s text
Faryadd-ha [“The Screams”] in 1946 that cautioned people about such conditions at

151 Japan, India, Italy and France were some of these destinations. [Kiaras, Pic-e Semiran 1332 [Piche Shem-
iran 1953], 28.]
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the faculty,*>? Javadipour also discouraged a program like in Faculty of Fine Arts
in his curriculum proposal for the newly founded Faculty of Decorative Arts: “The
current curriculum of the Faculty of Fine Arts which is a close imitation of Ecole
des Beaux-arts in Paris can be appropriate for a country like France or other similar
countries. But unfortunately, this plan has not been successful in our country, there-
fore, it is better to consider another curriculum for the Faculty of Decorative Arts
that better suits the spirit and intellectual level of our young people [...] now that we
are creating a new faculty, we should avoid repeating past mistakes.”*>® [Fig. 4-35]
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Fig. 4-34 (Left) “Honarestan-hd-ye honar-ha-ye ziba [Academies of Fine Arts] in 1953 (Top: Workshop of
painting for boys (first year). (Bottom) Workshop of Sculpture for girls (first year)),” in “Honarestan-e
honar-ha-ye ziba-ye ke$var dar tehran [Academy of Fine Arts of the Country in Tehran],”

Nags wa negar, no. 1 (1955): 41-42. National Library and Archives Organization of Iran

Fig. 4-35 (Right) “Curriculum Proposal for Faculty of Decorative Arts by Mahmoud Javadipour in 1960,
Courtesy of Newsha Djavadipour

152 Ziapour, Jalil. “Faryad-ha [The Screams].” In Majmu‘a sokanrani-ha-ye honari-tahqiqi-ye zenda yad ostad
jalil ziapur [A Collection of Master Jalil Ziapour’s Art and Research Lectures], edited by Shahin Saber Tehrani,
14-15. Tehran: Jahad-e danesgahi, 2003.]

153 5 4wl i atile (5 )5S (51 ol (San 2llyon Gl sl ) sl 3 4l ) ol Ty 854S Ly sl i 02Kl Jlad 4l yp
(Ml ol i Caga (ol 4 5 020 258 A Al () e )5S (5 adliuia s 03l L 5 i e O el s Ko 5
2350313 dlagl 40 4S Wla [1] 28 Lo (s S8 el 5 am sy L coliia 48 53 a8 I3 50 i 5 sla ia o3l 5 1l (s)
Qs K3 a1aK Clalad) ) saiall dia i€ e Al asi e < 5 8ss [Mahmoud Javadipour, Original letter, June 24,
1960, Collection of Mahmoud Javadipour, n.p.]
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Itis considerable that collaboration with the cultural plans of the state was no more
than a Trojan horse but in a non-political manner. The artistic autonomy that these
artists pursued was not based on a “deadly choice”*>* between being at service or
remaining independent but, rather, they aimed at a collective work that allowed
influencing the cultural policies too. In 1945, for instance, after Czech teachers left
the Academy of Music, Gharib and Hannaneh joined other renowned musicians to
re-establish Iran’s first Symphony Orchestra.!>> The state’s idea behind the first
foundation of Tehran Symphony Orchestra in 1933 was to promote Western orches-
tral music based on a cultural policy that sought modernization via the adoption
of Western art and cultural elements. But the national school that Gharib and his
fellow friend Hannaneh promoted allowed attraction to Western music only with
respect to its alignment with Iranian folk and local music. An invitation by the
Department of Fine Arts in 1946 from Gharib and a group of Iranian musicians!5
to make research trips to different regions in Iran for collection of the folk songs
for the first time is an example of artists influencing the state’s policies. The new
national-Western school that members discussed in music was supposed to form
what Hannaneh called “Iranian National Music.” The emphasis on the formation
of a national music, according to him, was the result of the condition from which
Iranian music suffered at the time and of which the national school of music was
supposed to be a solution to. Beginning with Hannaneh’s work, there arose an
occupation of Iranian field of music by two major tastes in music that not only con-
trasted each other, but also neglected the socio-cultural dynamism of music. The
musicians of these tastes that were both patronized by the cultural policies of the
state, promoted either the traditional music with no more effort than repetition
as a national reputation, or the adoption of imported Western musical techniques,
which provoked a hurried adjustment to them. Foundation of Tehran Symphony
Orchestra exemplified precisely a measure in line with the cultural Westernization
plans of the state and promoted harmony and an orchestral music that did not fit
into the traditional and modal music of Iran. It was within such a space that Han-
naneh surpassed even his learnings in composition from foreign-educated teachers
atthe Academy of Music. In contrast to the academy teachers, like Parviz Mahmoud
(1910-1996), who took no scientific value in Persian Radif [Order] or melodic figures
and the oral tradition of Iranian music, he searched for a solution to bridge the local
musical elements to Western harmonic and polyphonic music.

154 “Deadly choice” is adopted from Bourdieu where he studies an intellectual encountering the dilemma
for being at service of the dominant as an expert or remaining an independent petty producer in his ivory
tower. [Bourdieu and Wacquant, An Invitation to Reflexive Sociology, 58.]

155 The most important members of this group were Parviz Mahmoud, Iranian composer, conductor and
director of the Academy of Music during 1946-1949 and Rouben Gregorian, Iranian-Armenian composer and
conductor.

156 Other members of this group were famous musicians such as Samin Baghcheban, Hossein Nasehi,
Fereydoun Farzaneh and Aminollah Rashidi.
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The book Gam-hd-ye gomsoda [The Lost Scales] by Hannaneh that was first pub-
lished in 1988, was a theoretical study on harmony and Iranian modal music that
sought this third moderate method. [Fig. 4-36] It should be noted that Hannaneh'’s
discussion of national music, similar to the general approach of Fighting Cock to a
national school of art, also issued the significance of technical subjects in art for the
first time. As he argued, beauty had to be reflected in forms of technical expression,
and this meant not necessarily to overlook the past, but to make use of the past
through technique.'®” Therefore, the national school of music proposed by Hanna-
neh was influential in the advancement of Iranian traditional music into Western
orchestral techniques. This aim was fulfilled by Hannaneh’s new discussion of what
he called as Harmoni-ye zoj [Even Harmony] which was peculiar to Iranian music
and still different to Western tonal and odd harmony. According to him, the Even
Harmony was a national harmony that

brought together the polyphonies in a

melody differently. Therefore, polyph- {’”’”’m’”’(
ony was not peculiar to Western music l h‘

,«.z,v

VIAAPY

vnst Scales

and he investigated this technique in o
Iranian local and folkloric music as

well. A concise and inclusive under- 7\
standing of Hannaneh'’s goal as a fight-

ing cock was later asserted by Gharib

in reviewing their attempts for attain- i
ing a national school of music in Iran: | "
“We were about to set the foundations

of an Iranian-international music [...]
we worked so hard [...] so where is now
that Iranian-global music? [...] What
mistakes we made during those years
[...] we did not need any scientific and &u—:-\\]
global musicatall [...] we did not need to || ‘"“H Il
promote Western techniques of music

[...] it is our very authentic and tradi-

. . . Fig. 4-36 “Gam-hd-ye gomsoda [The Lost Scales] by
tional music that, accordmg to scholars, Morteza Hannaneh in 1988.” National Library and
should become international.”'%8 Archives Organization of Iran

Morteza Hannane

I

157 Mohammad Nouri, “Hanana, musiqi wa film [Hannaneh, Music and Film],” in Yadnama-ye hanana
[Memoir of Hannaneh], ed. Shahin Hannaneh (Tehran: Qatra, 1990), 112.

158 43 [...] Silen Sn) (Brsa O S O[] meoS G306 A O[] aS el 1D Glea (Sl (R aid 53 0 ey
A 4y 48 Cale i 5 el (e (s [L] w310 Y les 5 oale (Rimise Shal Lo L] Wl gl Jsha 53 Lo S laliidl
€Ash Sl b A se s S [Khoshnam, Mahmoud. “Negahi be nama-ha-ye morteza hanana [A Review of
Letters by Mortza Hannaneh],” (October 17, 2009). Accessed March 29, 2018, http://www.bbc.com/persian/
arts/2009/10/091016_ag_mk_hannaneh_letters.]
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In the fields of story writing and dramaturgy, the association also emphasized for-
mation of a national school. This aim was pursued in story writing by Gharib, and
Shirvani promoted a national school in writing plays and new forms of dramatic
arts. In addition to his contribution with Hannaneh to the introduction of a national
school of music, Gharib was also an influential member who discussed the national
school in poetry and story writing. It was in fact his new inclinations toward litera-
ture and friendship with avant-garde figures like Nima Youshij (pioneer of Persian
modern poetry) that introduced him to the literary circles from the early 1940s and
also to Fighting Cock Association as a founding member.*>° Gharib suited the associ-
ation due to both his nationalistic and avant-garde ideals. The name “Fighting Cock”
that was selected by him as a symbol of combat with the old-minded establishments
of arts in Iran, in his words was an intention for a heroic movement that entailed
scientific and logical dimensions and also surpassed earlier modern movements
that were started by those like Nima Youshij in literature. According to Gharib, the
modern movement of Nima for his belief that “I write for society,” lent itself to social
ends and this was precisely the point that Nima deviated from Fighting Cock’s art-
for-art’s-sake approach.!®® Also Ziapour, similar to his own National School in paint-
ing, credited Gharib for a similar national style in writing. This national style, at the
same time remained vigilant of the evolutions of global artistic styles and behaved
adaptively regarding the regional and local features of Iranian folk and traditional
culture. Such national style, therefore, left no space for imitation or deception of
the people by those artists who simply attached traditional elements to their works
in pretence of a national identity. Instead, it was a sophisticated representation
of the historical spirit, dreams and fantasies of a nation whose people were able
to sympathize with them and was only achieved through artists’ persistence and
hard work.'! Ziapour, with reference to Qalamzan [“Engraver”], one of Gharib’s
stories being published in Issue 3 of Fighting Cock magazine (1949), explained this
persistence as: “In his story ‘Engraver’ you find about the persistence of the Ira-
nian artists. You perceive Iranian artists’ strength and insistence against ups and
downs and their courage and defiance against eternal scarecrows for attaining their
goals.”'%2 The story “Engraver” was a Magic Realistic narration of two men, one a
traditional engraver and the other a Kamanca (an ancient Persian musical instru-

159 Friendship and circles of artists and literary figures were major means of recruitment of members
to the association. For instance, also introduction of Houshang Irani who was a solitary avant-garde poet
and painter happened in 1950 and through his friendship with Gharib. [Mohsen Shahrnazdar, “Darbara-ye
golamhosein garib: nogara wa korus [About Gholamhossein Gharib: Modernist and Roaring],” Goharan, no.
7 & 8 (2005): 21.]

160 Avrand, “Konda-i nimsukta [A Half-Burned Log],” 34.

161 “Matn-e konferans-e ziapur darbara-ye garib wa raves-e nevisandegi dar iran [Ziapour’s Text of the
Conference about Gharib and the Writing Method in Iran],” Iran, April 17, 1949.

162 5 565 «Sladals ol 03 1) (Sl Olate i Cialen 5 Cualiinl 3iSce S 2 1) (Sl Gty JISEE Lad g a8 (55 oy
€S S 3 gaaia 4y G 3 | aldd) Gl olal «J1 Y e sia il 1 ol slagliie) s [Tbid.]
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ment) player who, due to their noncompliance with the social norms, were rejected
by society as insane.'®® All the stories in Fighting Cock magazine, especially in its
first series (1948-1949), were written by Gharib. These stories were a mixture of
music, poetry and prose with Iranian epic, mythic and folkloric subjects and were
magical narrations within Symbolic and Surrealistic contexts.

The rebellious mixture of poetry, mu-
sic and illusion as a method by Gharib
was better observed in his poems, for
which some critics consider him as the
innovator of Se’r-e sepid [Persian prose
poetry].t%* Regarding his important
book of poems, Sekast-e hamdsa [Fail-
ure of Epic] (1953), Gharib found him-
self inspired by European Symbolism
and Surrealism to arrive at what he
called “freedom in expression of feel-
ing.” He credited this unfettered sta-
tus in expression of emotion as artistic
authenticity that was only possible in
Surrealism. In his introduction to Fail-
ure of Epic, one reads about his defini-
tion of authenticity that is not neces-
sarily bound to technical knowledge
of an artist, but his sensational expres-
sion that leads to creation of some-
thing new and different from other i ] )
artists.' [Fig. 4-37] It should be noted gfof‘;ghoiesi?;tceh};iiﬁﬁalglIﬁ:t%fgi]lsryary
that although there were other success- and Archives Organization of Iran
ful writers who also applied Iranian
folklore into their stories, such as Bozorg Alavi (1904-1997) and Mohammad Ali
Jamalzadeh (1892-1997), they rather had a Realistic approach and not illusive as
in Gharib’s style to folklore. The national style in Gharib’s stories and poems were
accredited by his contemporary prominent modern writers and poets. Hedayat,
the pioneer of Surrealism in Persian literature, had evaluated Gharib’s stories as
complementing his own works, or Nima Youshij, in his edition of Gharib’s first

163 Ghalamhossein Gharib, “Qalamzan [Engraver],” Korus jangi, no. 3 (1949): 3-10.

164 Hiva Masih, “Garib guli dar jografia-ye $e‘r wa honar-e iran [Gharib a Titan in the Territory of Iranian
Poetry and Art],” Goharan, no. 7 & 8 (2005): 43 & 46.

165 Gholamhossein Gharib, Sekast-e hamdsa [Failure of Epic] (Tehran: Anjoman-e guity, 1953), 11-12.
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collected stories Sareban [Cameleer] (1948), wrote: “[...] the fact is that Gharib has
both lived in his stories and has tunneled from his surrounding world to the origin
of his poems and stories.”1%¢

The most common and avant-garde ideal of the members was in their attacks
at the committed art versus art-for-art’s-sake debate. Similar to Gharib, who criti-
cized Nima for his socially committed poetry, the same approach is observed when
Hannaneh emphasized the role of the artist as a critic who contributes to cultural
promotion of a new artistic movement. The main argument by Hannaneh was that
people could not understand art without the help of art experts. If experts shunned
from the task of familiarizing society with new movements, vulgar art would sub-
stitute the authentic art via dominant fields of control.'®” Also, Shirvani was critical
of committed art due to its ordered quality and discussed that society’s judgments
could not be a criterion for the accuracy or inaccuracy of artistic productions and
theories and, thus, the principal issue for an artist had to be only the aesthetics.'®®
As aresult of this attitude, Shirvani considered a pedagogical role for artists to cre-
ate their audience. According to Ziapour, Shirvani was not only important for the
scripts he wrote as a playwright, but also for the education he provided in field of
theater—what Ziapour considered being in line with the cultural role of the asso-
ciation.'*® Basically, the less oppressed political air from the early 1940s onwards
prepared more freedom for the emergence of new ideas in all arts. In theater, the
presence of Allied forces combined with the display of more foreign films and plays,
and the recently established clubs, cultural societies and salons opened the space
for more innovation in theater. For Shirvani, the innovation in theater meant to
break free from two prevailing theatrical styles of 1940s in Iran; i.e., the Realistic
theater and national theater. Similar to Ziapour, Gharib and Hannaneh, who had
also pursued a national school, Shirvani emphasized a national style in his drama.
But this national style had to be achieved by combination of dramaturgy as a new
technique and attention to new relevant arts (such as opera, dance, ballet, etc.)
mixed together with Iranian cultural elements.

The main footholds for Shirvani to promote his ideas were magazines Fighting
Cock and Namayes [Drama] (1957), as well as his own books. He continued collabo-
ration with Fighting Cock magazine in all its series, publishing scripts and articles
with topics around modern and dramatic arts, as well as writing articles against
censorship of the arts in the final series of Fighting Cock magazine after the Islamic
Revolution of 1979. An important article by Shirvani, which explained his attitudes

166 «.osl 033 CRla(linly 5la yad slBula 4y (5 (33 5al g Olen ) 5 43 G0 (e 5 o8 (o p2 4S Casl (il Ciin [ ]
[Shahrnazdar, “Darbara-ye golamhosein-e garib [About Gholamhossein Gharib],” 21.]

167 Nouri, “Hanana, musiqi wa film [Hannaneh, Music and Film],” 110.

168 Shams Langeroudi, Tarik-e tahlili-ye Se‘r-e now [Analytical History of Modern Poetry], vol.1 (Tehran:
Markaz, 1991), 455.

169 Rezai, “Goftogu-i ba ostad jalil ziapur [An Interview with Master Jalil Ziapour].”
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about modern art, was published in Issue 1 of Fighting Cock (1951) in a column
named Sendkt-e nowi [“Identifying the Modern”]. In this article, he completely
rejected social approval as a concern for modern artists, and instead advised art-
ists to concentrate on new theories and to describe them for people with strong
argumentation and logic. This was due to the fact that the modern art done by these
artists was at the same time a combination of the past and present and, therefore,
it was unacceptable to society. The main discussion by Shirvani in his article was
to accredit the role of fighting cocks in demystifying the real identity of committed
and social artists: “Modern art is repeatedly introduced by Fighting Cock artists to
the advocates of Iranian art [...]. There is no doubt that these opportunist artists
[the socialists] are popular among people since they have constantly made copies
[of past]. [...] But Fighting Cock artists will do their utmost to unmask their real
identity as advocates of Iranian art.””°

But the most important platform for Shirvani’s ideas was the state-published
magazine Drama. This magazine was in fact a publication by the Department of
Dramatic Arts (1957) which was founded four years after coup d’état of 1953. The
main aim of the Department, in an atmosphere of politico-intellectual disenchant-
ment, was to promote a controlled “national theater” that accorded with the cul-
tural policies of the state and to respond to the identity discussion, which had
become dominant in fields of art and culture of the time. Again, one can observe
how Drama magazine could turn into an opportunity at this time for Shirvani to
influence his own stances on a national style. As the editor of the magazine, Shirvani
wrote emphatic articles about significance of the dramatic art as a national art in
Iran and Ziapour also collaborated with the magazine and created drawings for his
articles.'”! [Fig. 4-38] The editorial of Issue 1 of Drama (January 1957) by Shirvani
was like a statement for his national style. In this text, he emphasized the relevance
of dramaturgy as a new art in Iran, while at the same time pointing out that Irani-
ans had not been successful at creating a national school in drama. Furthermore,
he pointed to the opulence of Persian classical poetry and Iranian folklore for being
applied to dramatic arts. But, the crucial point was that, a Realistic or traditional
usage of these poems and traditional elements could only lead to a national style
in Iranian drama if they were employed by artists who were familiar with writing
plays and possessed the literary and imaginary abilities to create national scripts
out of them: “[There are] so many beautiful Iranian fables; why they should not
be inspiring sources of our artists? So, how come world’s great artists have made

170 48 8 ol laia jin Jad ol S 93 [L.] 028 (o pma Ol g) i (s 53 i 4y (K (s pa (ke i 15 S 15 56 i [L]»
4ol s ) Cuale a5l ) sde aS s O U (Bin (A Glaiesin [L] (s [] 250 2l sA plainl (osame il 5y alie Adan
€28 2l L jra o)l Jliuse s [Hasan Shirvani, “Senakt-e nowi [Identifying the Modern],” Korus jangi, no. 1
(1951): 8]

171 Many of Shirvani’s articles in Drama magazine were accompanied with drawings by Ziapour.
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their masterpieces from their own national folklores? [...] Our national arts that
still are in their infancy require guidance, if they deviate from the right way, they
will be destroyed. Hence, it is artists’ responsibility [...] to set the first great foot-
stone of Iran’s national dramatic arts.”'”? Shirvani argued this in another article in
Drama magazine as Teatr-e iran wa rahi ke bardy-e kamel saktan-e an bayad donbal
kard [“Iranian Theater and the Solution to Its Perfection”]. He had a review over
the history of drama in Iran and its contrast to the West and explained that Iranian
drama lacked continuity in its religious forms known as T“azia [Passion Play] and
instead was replaced by imitating Western dramatic literature.'’® A good example
of what Shirvani aimed at by national art or adaptation of the traditional past to
new dramatic arts is seen in his book Yaddast-ha-i darbara-ye honar-e opera [Notes
on the Art of Opera] (n.d.). [Fig. 4-39] In the introduction to the book, he discussed
the possibility and quality of opera as a national art in Iran under Honar-e melli-ye
iran wa namayes-e gandi [“Iranian National Art and Lyrical Drama”]. The first point
mentioned by him was that the promotion of new artistic forms in a society was
only possible if there was a preparation for those artistic changes among people of
that society. Regarding the art of opera, or as Shirvani called it, a lyrical drama, he
discussed how it was an appropriate new dramatic art which had roots in Persian
classical poetry and had also impacted other fields of painting, music and dance
in Iran. The best sources of this influence were Persian mythical verses and their
stories that mostly had dramatic themes. He concluded that the national dramatic
arts were the primitive musical plays which were sometimes acted by Persian poets
playing their harps as they sang their poems or sometimes rituals and religious
plays that were accompanied by music and chansons. Upon such understanding,
therefore he noted that the receptivity of Iranian audience to the art of opera was
not something out of expectation due to this historical knowledge.!”*

172 S5 ohiei 48l gl 4 K 02,580 18 Le (laia yin aledl Lite sl e cilags 558 L (Sl sl ) slaailad) 4an oly
8 e 1) 258 (S8 )0 i a8 La e (sla i [L] failea S 318 28 cile H5IST g5 311 25a U Cp iUk Cles
LS Cal ) AS L] ol (laia i sdee 3 i (a9 38153 J1s) 4 K 350 A8hom sal ) 81 el (laial ) 4 zlial
@k IRy 1) ol ) (e (et s yis mlie [Hasan Shirvani, “Honar-ha-ye melli-ye namayesi-ye iran [Iranian
National Dramatic Arts],” Namayes, no. 1 (1957): 2.]

173 Hasan Shirvani, “Teatr-e iran wa rahi ke baray-e kamel saktan-e an bayad donbal kard [Iranian Theater
and the Solution to Its Perfection],” Namayes, no. 1 (1957): 65.

174 Hasan Shirvani, Yaddast-ha-i darbara-ye honar-e opera [Notes on the Art of Opera] (Tehran: Moasesa-
ye matbu‘ati-ye Sahr-e ma, 1961): 3.
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Fig. 4-38 (Top Left) “The front cover of Namayes
[Drama] magazine in 1957, in Namayes [Drama],
no. 1 (1957). National Library and Archives Organi-
zation of Iran

(Bottom Left) Jalil Ziapour, Peykara-ye barjesta-ye
gereftaran dar sarpol-e dahab [Relief of Captives

in Sarpol Zahab], in Hasan Shirvani, “Teatr-e iran
wa rahi ke baraye kamel saktan-e an bayad donbal
gardad [Iranian Theater and the Solution to Its
Perfection],” Namayes, no. 1 (1957): 62. [Ibid.]

Fig. 4-39 (Right) “Yaddast-ha-i darbara-ye honar-e
operd [Notes on the Art of Opera] by Hasan Shirvani
in 1961.” National Library and Archives Organization
of Iran
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4.2.2 A New Theory: Rejection of Past and
Contemporary Schools

On October 6 in 1948, Jalil Ziapour published his new theory in painting shortly after
establishment of Fighting Cock Association. The theory was published in a simple
fourteen-page pamphletand onits front cover was written: Naqdsi wa maktab-e kamel.
teori-ye jadid-e ziapur. lagv-e nazarya-hd-ye makateb-e godasta wa mo‘aser az pirim-
itiv ta surealism [Painting and a Comprehensive School. New Theory by Jalil Ziapour.
Rejection of Past and Contemporary Schools from Primitive to Surrealism]. [Fig. 4-40]
The opening paragraph of the theory, which was distinctively separated from
rest of the page and perhaps implied the whole message of Ziapour’s new
theory, was a criticism against artistic establishments that in the course of time
had become mandatory but since they had lost their functionalities in the contem-
porary period, therefore, they were ineffective. The paragraph reads:

It should not be forgotten that most of a human being’s behaviors and conceptions are
based on mandatory conventions and it is the habit that turns life’s wheel. If these con-
ventions and experiences and habits are complained, it is definitely because: they do
not accord to their contemporary demand—satisfaction of intentions. It is also known
that each person has a peculiar way of expression and each person attempts to be
more adroit and stronger and an expert of his own art. If an art style is not able—as it

should—to express its intention, that is an obvious reason for its insufficiency.!”®

Ziapur’s theory, at that time, was considered a highly technical text that could not
be easily communicated to its readers; Mehr-e iran newspaper, which published this
theory in its Issue 2140 (October 4, 1948), had asked Gholamhossein Gharib to write
his own interpretation of it, but he had insisted that the theory had to be published
without any simplification. In a general view, Ziapour’s theory intended to break
free from any obligation for the association of painting with nature. These obliga-
tions were called by him as “important parasites of the painting” and he believed
that although all artistic styles had attempted to deviate from these parasites via
expression, deformation and abstraction of lines, colours and forms, they still could
not surpass the parasites. Therefore, he was discussing a new theory named by

175 .2 Baly a5 ¢ 5m 48 Cunciale (a5 Cagal 311 (535158 (5 5 ol lactily j 5 Jlae) (e 4S5 8 sal 53 iy
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Caadie Jlaa 535 Jis s 5 Jia)ls 5a IS 0Bk S e GSa 520 gl Db 438 (S0 (S 58 48 ol Al ot Cpl s 0 3Y
Q25980 5a G O 20 el g oaial g A il Gale A4S i of sshaie Ol 3 (8 8) 280 25 (8 [Jalil Ziapour, Naqadsi
wa maktab-e kamel. teori-ye jadid-e Ziapur. lagv-e nazarya-hd-ye makdteb-e godasta wa mo‘dser az pirimitiv
ta surealism [Painting and a Comprehensive School. New Theory by Jalil Ziapour. Rejection of Past and Con-
temporary Schools from Primitive to Surrealism] (n.p., 1948), 1.]
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himself as Maktab-e kamel [Comprehen-
sive School] to solve this problem. The
Comprehensive School emphasized on a
style or method of painting that, instead
of any association with natural shapes,

reflected the artist’s individual asso- A
b= K, 2L

ciation of ideas. The “natural shapes,” A
close unnatural shapes” and “far unnat- e e
ural shapes” were the terminologies G bt 5
. . . . T
devised by Ziapour for explaining his e

purpose. According to him, natural and , )

close unnatural shapes that were famil-

iar shapes and had close similarity to

shapes in nature had to be replaced

with far unnatural shapes that had no

similarity to familiar shapes in nature.

In fact, it was by means of far unnatural  Fig. 4-40 “Pamphlet of Jalil Ziapour’s New Theory
shapes that artists could display their 11948 Courtesy of Mahsha Ziapour
personal associations and mentalities.

Ziapour explained that, in the course of history, the more painting deviated in
subject from our collective memory, the more it entered the individual domain of
the artistand, as a result, the social duty of painting was replaced by more personal
intentions of the artist. But the weak point about this progress, according to him,
was that there had been a historical emphasis on “correct painting” which had to
be achieved by means of acquisition of technical expertise. This technical expertise
revealed itself in terms of various artistic styles based on different applications of
drawing and colour. Although each style attempted to pay more to the artist’s inten-
tions, the subject matters in even the most avant-garde styles conveyed something
and did not go beyond close unnatural shapes and, therefore, none of them was
capable of displaying an artist’s self or his ideas: “[...] all [styles], even the most
avant-garde ones, shared a common point: that is, display of the subject matters
in terms of shapes [...]; and later we observed that since natural shapes were not
able to convey the artist’s intentions precisely, artists therefore had to manipulate
the shapes for more comprehensive concepts. From this manipulation and appear-
ance of close unnatural shapes, we realize that the artist seeks other things than
shapes and these shapes are week and inexpressive tools for display of artist’s self.””¢
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QA G ()l 5 Cimn gy ) il el ) n [Ziapour, Naqasi wa maktab-e kamel [Painting and a Com-
prehensive School], 4.]
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So clearly, one observes that Ziapour was emphasizing a school of painting that was
capable of addressing an artist’s mentality but did not necessarily deal with shapes
existing in the artist’s surroundings. The mentality of the artist was formed aside
from what he witnessed in the nature; i.e., it was based on the artist’s own imagi-
nation or a personal interpretation of his experience in life. Ziapour explained that
an artist could transfer this imagination or experience on his canvas upon concepts
that associated with personal meanings or subjects. In his theory he discussed the
method by which an artist could reflect the mentality—away from natural or close
unnatural shapes. This method, as for other artistic styles, applied colour and draw-
ing but to far unnatural shapes and for attaining an association of meanings that
were implicit in subjects.'”’

Ziapour’s theory of Comprehensive School was founded on the same elements
that, in the course of time, took on variations; i.e., colour and drawing. According
to this School, colour and drawing (line and form) possessed their own characters
beyond the common function of defining any subject matter. Colours, indepen-
dent from shapes, could awaken meanings without any natural correspondence
and were based on one’s own memories and association of ideas. For instance, the
association of sadness and happiness that for long had been represented by cold
and warm colours could also be conceived differently based on certain experiences
by each person.'”® In order to understand the individual character of colour and
line, he concentrated on Impressionism and Cubism as two schools that, accord-
ing to him, were respectively more comprehensive in their behavior with colour
and drawing. Impressionism was a significant step toward attention to colour and
emphasis on the character of colour as an artistic element that had relation with
sense of vision: “Impressionism began this task and uncovered an accurate and
comprehensive method for the painters: it behaved in a way that colours could be
noticed before subject matters and thereby, it strengthened the character of artistic
elements that related to the sense of vision.”'”® This behavior was also seen in Sur-
realism but depended on provocation of the mind in order to extract more intuitive
ideas and subject matters. Nevertheless, he argued that the deficiency of Surreal-
ism was that it still could not free itself from natural and close unnatural shapes.*®°

Regarding the element of drawing, Ziapour appreciated Cubism as the most com-
prehensive school of painting. The main reason for this claim, as he argued, was that,
except for Cubism, none of the artistic schools had been successful in abandoning
natural and close unnatural shapes. In other words, the key achievement of Cubism
was in its inexpressive display of common shapes. In Cubist drawings, forms had

177 Ibid, 8.

178 Ibid, 7.
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almost reached the quality of far unnatural shapes and were deliberately selected

“to create certain concepts in accordance with artist’s own intentions.”*®! Nonethe-
less, it should be noted that Ziapour considered neither Impressionism nor Cubism
as his Comprehensive School of painting. Despite both schools’ attention to colour
and drawing as independent elements, neither of them was completely detached in
its association from natural and close unnatural shapes. Ziapour’s argument con-
cerning the deficiency of Cubism had two main points: First, Cubism still applied
common forms rather than far unnatural shapes and, as a result, was unable to
depict the artist’s more comprehensive and precise intentions. Second, since Cub-
ism made deformations in natural shapes, and by doing so, aroused more curiosity
in the viewer for decoding the shapes, it therefore deviated from painting’s prin-
cipal aim; i.e., a means of expression peculiar only to painting and not the external
world.!® In the last three pages of his pamphlet, Ziapour summarized his theory
in 9 articles as outlined below:

1. Painting should concern far unnatural colours, drawings, forms
and compositions.

2. The more the subject of a painting is unnatural in its organization,
the more that painting will be comprehensive and precious regarding
its technique.

3. Eachline, colour, form and composition possesses its own end,
therefore, one should not seek an end or subject for the painting; i.e.,
any form, shape and subject which is inclined to nature violates
painting as a technique.

4. The more natural and close unnatural shapes are replaced by
composition of colours, lines and other technical elements, the more
that painting will be comprehensive.

5. An artist should deliberately destroy natural and close unnatural shapes
in his painting to avoid similarities between his work and nature.

6. Ina painting with far unnatural shapes, the artist is aware that for
creation of technical beauty he should focus on artistic elements.
Therefore viewers, who had long been accustomed to common and
natural subjects, also become aware that for understanding the beauty
in a painting they should directly refer to its artistic elements.

7. Painting had long not reached its peculiar technical domain and had
shared close borders with other fine arts and especially literature
in terms of its “descriptive facts.” But the Comprehensive School will
make a distinctive line between painting and other domains.

181 Ibid., 11.
182 Ibid,, 10.



4.2 Fighting Cock Art Association 215

8. The aesthetics of painting are different from the aesthetics of the
other arts, it should therefore be studied independently.

9. Itshould be noted that no new method is created without its contextual
necessities; and no demand goes beyond its contemporary demands
because every demand has its own reason within society. Therefore,
my theory also is not beyond my contemporary time and cannot be.'#?

Basically, publication of a text with a title entailing such terms as “new theory” and
“rejection of all artistic schools” was considered as a daring measure in Iranian art of
the time—a measure to be only taken by a fighting cock—and its combat was against
the established groups of academic Realism of Kamal al-Molk, the Social Realism of
the left-inclined artists and the traditionalists and miniature copyists. Also, it should
be noted that Ziapour’s theory and its defense of a Comprehensive School was distin-
guished as a thoughtful measure in support of art for art’s sake. This is because his
text put special emphasis on the significance of artistic elements per se; it gave pecu-
liar attention to the discussion of form and concept and their relation in painting;
it discharged any utilitarian intention or social commitment in painting; in general,
it insisted on the independence of painting and its technical dimension. Although
Ziapour seems very radical in his theory—as he should have shown in order to be
a real fighting cock—a review of his paintings in different periods makes apparent
that they were not precisely compatible with this theory. In none of his Expres-
sionist or Abstract-Cubist works of the 1940s did he completely abandon natural or
close unnatural shapes. Nor did he respect his own theory entirely in the National
School of Painting that he devised in the early 1950s. In his National School of Paint-
ing, in fact, more inclination for a figurative style based on natural (also deformed)
shapes was observed. The major works Ziapour made in his National School were
portraits of regional men and women in traditional costumes and the mere adjust-
ment of these paintings with his theory was in their detachment from Realism by
the application of primitive colours, geometric compositions and combination of
folkloric motifs with an Abstract Cubism. As it can be inferred, Ziapour’s National
School of Painting was a common result of his trips in the mid-1940s to different
cities in Iran whilst a student at Faculty of Fine Arts (1941-1945), the publication
of his New Theory after his return from Paris in 1948 and the impact of his studies
with Lhote. It should be noted that the first ethnographic inclinations for attention
to Iranian folklore and classical literature yet returned to his investigations during
trips he made inside Iran—the experience which was further pursued by him in
the 1950s.28* All of these grounds are evident in his national paintings; i.e., on the

183 Ibid., 12-14.
184 In one of his interviews, Ziapour confirms that his painting Sepahsalar Mosque in 1950 was result of
these investigatory trips as a young student. [Ziapour, Jalil, in discussion with Reza Abduli, Summer, 1999.]
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one hand, he tried to escape from imitating reality the way it was seen in nature
and, on the other hand, to reflect his command of cultural traditions in his paint-
ings. For instance, in Doktar-e lur [The Lur Girl] (1982), one painting in his National
School, Ziapour attempted to display the traditional costume and jewelries of a
Lur girl. Although he remains faithful to a figurative approach, the painting avoids
realistic details and, by applying certain colours peculiar to the climatology of that
region and the common grid ground on top of the picture plane, he adds more
abstract qualities to this work. [Fig. 4-41] The only phase in which Ziapour approx-
imated his theory was in the 1990s via a Personal Method when he created lyrical
Abstract and Surrealistic paintings with the omission of figures and using geomet-
ric shapes, curved lines and variations of colours for expression of the inner self.
In a comparison to his National School, this Personal Method has been considered
more significant and as the best manifestation of his New Theory. This view is to
the extent that seems to undervalue Ziapour’s National School as an intermediary
phase in which both his New Theory and national inclinations infused each other. A
review of titles of some paintings by him in his Personal Method reveals a cognitive
approach in this phase: Panjera-i be donyd-ye darun [A Window to the World Inside]
(1994), Zendegi-ye man [My Life] (1991), Man wa parvaz [Me and Flight] (1997), etc.
In none of these paintings did he act figuratively and, although he applied the same
colours, each colour was complemented with a diluted gradation of its own. This
means that Ziapour did not even apply colours in his Personal Method to be repre-
sentative precisely the same way as in his National School. This behavior created a
more harmonious colour composition that better represented Ziapour’s return to
a metaphysical stage of work. The Personal Method should have also been fed by
the aftermath of the Islamic Revolution as the restrictions and censorships being
exerted on the fields of art and literature brought many modern artists either into
a selected isolation and exile from the art scene or involved them with a more per-
sonal world. In Ziapour’s Personal Method, it is difficult to decode the visual ele-
ments of his paintings since each denotes very abstractly the artist’s understanding
of the subjects. For instance, one supposition about the white colour behind the
square-gridded ground in A Window to the World Inside, is to represent hope and
peace behind restrictions. Ziapour himself described that the grid ground became
bolder as if he wanted to insist on its function as representing the constant bound-
aries on human beings in life.'*® Yet, another supposition about this painting is that
the white colour as a focal point is acting in place of artist’s inner world arriving at
peace after all: the forms and figures, which made the main topics in his National
School, look as if they surrender to this condition in his Personal Method and they
dissolve into the space in forms of lines and curves. [Fig. 4-42]

185 Jalili ziapur [Jalil Ziapour], directed by Houshang Azadivar (Tehran: Goruh-e farhang, adab wa honar-e
Sabaka-ye dow-ye seda wa sima [Department of Culture, Literature and Art of IRIB2], 1989), DVD.
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Fig. 4-41]alil Ziapour, Doktar-e lur Fig. 4-42 Jalil Ziapour, Panjera-i be donya-ye darun
[The Lur Girl],1982. Oil on canvas, [A Window to the World Inside], 1994. Oil on canvas,
180 x 92 cm, Jalil Ziapour’s collection 150 x 120 cm, Jalil Ziapour’s collection

Coming to the question “Why did Ziapour’s paintings not correspond to his own
theory?”, this reply by himself is to be considered: “My goal was to destroy tools of
decadence and to call artists’ attention to the exigencies; I did not mean to present
any particular style. That is because none of us can impose and insert any particu-
lar style. They are the necessities that inspire [styles]. For me it was just enough to
give a warning and say: Let’s be ourselves, not to repeat and not to be copy-mak-
ers.”1% This statement by Ziapour shows that for all his efforts to introduce Cubism
to Iran, his theory of Comprehensive School, National School or Personal Method,
he aimed at an awareness in artists about their individual and internal world that
had to be implemented in their works of art via acquisition of the technical sci-
ence of painting.'®” In fact, it is through remembering this aim by Ziapour that one
might identify aspects of his theory in his paintings. In his early works of the 1940s,

186 osxi (s> A28l Ll ja 1) pald o pd A8 dacilag) 4 OIS ailcs Galia s 5 25 Jalaadl Jilu s adlas 51 (e oy
Ol 48 350 S et T (pa (51 2 35S e dialell 5 (Rl A st LBl 80 3 ) 55 5 Jaant il i i e b e |y s
Cpptls Mia 5 aiSG ) S35 madly gledsa i Se 5 a4 [Ziapour, “Sokan-e now ar [Bring New Word],” 77.]

187 Hariri, Darbdra-ye honar wa adabiat [About Art and Literature], 37.
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for instance, this adaptability is observed in terms of refusing a fidelity to the real
world. This refusal appeared in earlier steps in deformation of the natural shapes
via Impressionistic colours and expressive lines. This was precisely a notable mea-
sure as a consequence of his theory due to its emphasis on attention to the capabil-
ities of colour, line and composition and considering each as an end in their own.
In the National School of Painting, although it still dealt with a figurative painting,
he deliberately avoided incorporation of natural shapes and deformed them via
uncustomary colour compositions. The exhibition of local subjects and their color-
ation with primitive colours based on square units was a method to attain this aim.

4.2.3 Houshang Irani and the Affiliate Cocks

The balance between nationalistic and avant-garde ideals of the association trans-
formed into a radical support of avant-gardism from 1951 onwards. This was mainly
due to Houshang Irani’s presence as a new member in the association.®® [t was with
Irani that Persian poetry took on an aggressive position against any conservatism
and commitmentin literature as of those propagandized in publications by political
parties, mainly Kabutar-e solh [Dove of Peace] magazine (1951), which belonged to
the Left Party and promoted Social Realism with the motto of “Peace and Modern
Art” According to the critics, this new aggressive position of the association was a
status that better represented features of a fighting cock. The radicalism of Fighting
Cock at this phase was to the extent that these critics restrict the previous phase of
the association assimilating a real fighting cock (as violent, adverse and controver-
sial) only to the fields of painting, dramaturgy and music but not poetry.®* The sec-
ond series of Fighting Cock magazine (four issues in 1951) was published after Irani’s
settlement in the association and he printed his anarchic manifesto of the associ-
ation, Nightingale’s Butcher, in this magazine. On the back cover of all issues were
the names of Irani, Gharib and Shirvani at the bottom of the manifesto. Although
the anarchism that was brought to the association made Ziapour leave the group,
the acceptance of Irani as a main member was upon basic similarities that [rani and
Ziapour shared. Their major feature was an anti-rationalism and aggressiveness
toward the accepted establishments that, for Ziapour, appeared in his Cubist paint-
ings, and for Irani, in his Dadaist and Surrealist poems and drawings. In fact, Ziapour
and Irani were art-for-art’s-sake seekers who emphasized authenticity of artistic

188 Houshang Irani was a poet, painter and writer. He graduated in mathematics from University of
Tehran in 1946 and joined the navy after graduation. Irani was dispatched to England to undertake an appren-
ticeship in the navy but he could not align his mentality with the restrictive military regulations. Based on
this experience, he travelled to France in order to experience a cultural life and shortly after this trip he
returned to Iran in 1947. On his return, he decided to continue mathematics and travelled to Spain where
he completed a PhD on “Space and Time in Indian Philosophy” during 1948-1950 and right after he joined
Fighting Cock Association in 1951.

189 Shams Langeroudi, Tarik-e tahlili-ye Se‘r-e now [Analytical History of Modern Poetry], vol.1 (Tehran:
Markaz, 1991), 452.
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form and tolerated no boundaries on it. Irani in his article, Formalism [“Formalism”],
which was published in Issue 3 of Fighting Cock (1951) (as well as his discussion on
Hayat-e form [“Existence of Form”] in his book Senakt-e honar [Identification of Art]
(1951)) explained that form as elixir of the life was altered and reflected the con-
cepts and necessities of its time and, therefore, counteracted with stability of tradi-
tional mannerism and Realistic representations: “Formalism today is an expression
of the dynamism of inside [...]. Today, mannerism equals the old and traditional
concept of ‘fabrication’ [...]. Understanding of the inside and its authentic expres-
sion which motivates form as elixir of the life has no relation with today’s stagnancy
of traditional form and absurdity of mannerism.”*° Both Irani’s poems and draw-
ings—mainly black and white sketches that he called Desan [“Design”]—shared
a similar space influenced by his interest in Iranian and Indian mysticism. In his
introduction to the only book of his designs called Cand desan [Some Designs] (1952)
one reads: “Here my dreams of life are manifested [...]. Every external conception is
dependent on an internal element: the creator of emotion [...]. It is the overflow of
the dreams that presents the huge space and enchanting beauty of the life. Reality
has various names. I chose the name of dream.”*** According to many critics, Irani’s
attention to modern art and in particular Dada and Surrealism was much rooted in
his mystical inclinations and his attempt to reflect Buddhism, Iranian and Christian
mysticism in his poems, designs, articles and translations of poems. The feature in
modern art that equally made it as attractive as mysticism for him was its allusive
content that depended on artist’s illusion. In fact, Irani tried to bridge between the
essence of his subjects and their cognition with the help of the freedom that mod-
ern art provided and by applying minimal visual elements in his designs (colour
and line) and irrational interjections (vague words and letters) in his poetry. Irani’s
approach to illusion was a modern strategy to deform reality and review it afresh:
“Basically, whenever in the art world a work of art is inclined to sanctity, it will lose
a part of reality. As if reality is not sacred. Therefore, for understanding the truth,
art has to reject reality.”**? In his designs, he applied monochrome lines and de-
familiarized forms on a plain background. This minimalistic approach to the ele-
ments of his work (colour and line) seems to be a conscious decision by him in
order to better transfer illusion via formalism. The minimal coloration and draw-
ing complemented each other whereas the void of coloration assisted the smooth
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«.2)5 [Sirous Tahbaz, Korus jangi-ye bimanand: zendegi wa honar-e hu$ang irani [The Unique Fighting Cock:
Life and Art of Houshang Irani] (Tehran: Farzan-e ruz, 2001), 190-91.]
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[Houshang Irani, Cand desan [Some Designs] (Tehran: n.p., 1952), n.p.]
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of Houshang Irani],” Tandis, no. 133 (2008): 10.]
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and curved lines to convey a mystic tranquility. This feature becomes more obvious
wherever Irani uses figures of Buddha, a yogi or mystic in his designs: The tranquil-
ity is frequently, and in a deliberate way, disturbed against application of angular
and intersecting lines—sometimes appearing as a subversive masculinity versus a
docile femininity too. [Fig. 4-43]

Fig. 4-43 (Left and Right) Houshang Irani, Untitled, in Cand desan [Some Designs], by Houshang Irani
(Tehran: n.p., 1952), n.p. National Library and Archives Organization of Iran

After finishing his dissertation on “Space and Time in Indian Philosophy” in Spain in
1950, Irani joined Fighting Cock Association to promote his Dadaistic and Surrealis-
tic understanding in painting and poetry. It should be noted that although Ziapour
had chosen to promote a national style via Cubism, he also discussed Surrealism
with the intention of its principles in many of his writings and debates. For instance,
in all five issues of the first series of the magazine (1948-1949), Ziapour published
serial articles in the column of Naqasi [“Painting”] explaining modern art via the
schools of Cubism and Surrealism and appreciated Surrealism’s combat for break-
ing with all boundaries and its antagonism with Realism. But at the same time, he
found the Dadaistic approach of Irani too radical and argued that Irani had fully
overlooked the relevancies of his works not only with social expectancies but also
according to the artist’s self-expectancy from what he created. Irani believed: “Art
is never inclined to prove anything or to create something useful. Artis only created
for the artist’s pleasure and at the same time [the artist] rejects his work and seeks
another newer work to satisfy his varying internal desire for pleasure. For the art-
ist everything is a means to display his work of art.”'** This extremely aggressive
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[Houshang Irani, “Honar-e now [Modern Art],” Korus jangi, no. 1 (1351): 2.]
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and (to some critics even) sadistic approach'®* of Irani soon became evident in the
association’s manifesto Nightingale’s Butcher and his first poems that were pub-
lished from Issue 1 of Fighting Cock magazine. Although before his return he had
published translations of works by European writers,'* it was during 1951 to 1956
that he extensively published his works such as four important collections of poems,
the only book of his designs Some Designs, a critical book as an artistic worldview
entitled Identification of Art and his articles on poetry, Indian and Iranian mysti-
cism, and Surrealism in Fighting Cock and other magazines. The reason for the lim-
ited years of Irani’s activities; i.e. until 1956 after which he isolated himself forever
from the artistic scene (about the same date of official deactivation of Fighting Cock
Association), was mainly due to pressures by detractors for his subversive approach
to the literary and artistic conventions. The effect of these pressures was obvious
in his four collections of poetry. The first collection was Banaf3-e tond bar kake-
stari [Deep Purple on Grey]. It was published in September 1951 (after the regime
placed a ban on publication of the association’s magazine) and included Irani’s first
poems in Fighting Cock magazine and harshest criticisms as a Dadaistic revolution
against all previous establishments. The book contained thirteen prose poems by
him, some of his designs and a text Dar Senakt-e nahofta-ha [“On Understanding of
the Hiddens”]. The main feature of Deep Purple on Grey was an antagonism with not
only the classical metric poetry as a tradition, but its ridicule at newer measures by
those like Nima Youshij and his modern poetry that still concerned general struc-
tures, rhythm, verse and naturalism. Irani’s purpose for a combat against the pastis
evidently conceivable from the first poem of the book Sohangaran [“The Raspers”]
(perhaps decided intentionally by Irani as his statement): “Rasps.../ The chain of
traditions/ Decays.../ The old chain/ The raspers suffer pain and still they rasp/
They tear down boundaries of tradition in combat against time and space/ [They]
rasp files/ The old chain roars and groans and breaks apart.”1%

The most notorious poem of this book, which for a long time became the subject
of poking fun at Irani’s attitudes by his adversaries, was Kabud [“Dark Blue”] —this
poem was also published shortly before in Issue 2 of Fighting Cock magazine. “Dark
Blue” became the center of attention for its unusual expression of Jig-e banafs [“pur-
ple scream”] and proved that Irani’s emphasis on freedom from traditional chains
also extended to language itself. In his prose poetry, for the first time, he applies

194 Mashiat Alaie, “HuSang-e irani wa surrealism-e irani [Houshang Irani and Iranian Surrealism],” Goharan,
no.7 & 8 (2005): 94.

195 Beginning with 1948, Irani published translations of poems, plays and stories by names such as Oscar
Wilde, Henri Michaux, Thomas Mann, T. S. Eliot, Rabindranath Tagore and others, or his translations of more
theoretical subjects from figures such as Bertrund Russel, Stefan George, Goethe and others were published
in magazines such as Danes between 1949-1955.
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[Deep Purple on Grey] (Tehran: n.p., 1951): 2.]
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the terms that have no meaningful collocation, indefinable sounds similar to prim-
itive languages, single letters and an unconventional grammatical combination of
words. In “Dark Blue” one reads: “Nibun... Nibun!/ The dark-blue cave is running/
With hands on ears and tightly-closed eyelids and bowed/ Constantly screaming/
A purple scream/ [...]/ Hum bum/ Hum bum/ wi yu hu hi yi yi/ Hi yaya hiyaiya
aaaa.”*” The expression of “purple scream” turned into a good tool for conserva-
tive and classical poets to castigate not only Irani and his thoughts, butin a broader
scale the whole modern movement, whereas for along time “purple-scream poets”®
was sarcastically used by rivals of modern poetry in Iran. Although Irani had set the
foundations for the most frontline poetry in Iran, the main criticisms at him were
due to his inclinations toward Buddhism and mysticism. These criticisms consid-
ered a void of tradition in [rani’s discussions that made them entirely disconnected
with innovations by other Iranian artists and poets. According to this lack of social
preparedness, he encountered a scornful behavior to his poems and, as a result, he
was forced to withdraw gradually from this method. Irani’s surrender to failure of
his method became evident in his next three collections of prose poetry. The sec-
ond collection of his poems Kakestari [Grey] in 1952 lacked the prefix of the “deep
purple” in its title, which was undoubtedly symptomatic of a less revolutionary
spirit of its poetry. The social pressures influenced other members too. For instance,
Hannaneh had also left the association shortly after his membership and only con-
tinued collaboration with the group by publishing articles on Western and Iranian
music in Fighting Cock magazine. Hannaneh’s exit from the association, pointed
out by Gharib, was because of his vulnerabilities as a musician in encountering the
biased reactions that society showed against the association’s innovations.**® But
Irani’s Surrealism and mysticism in poetry later inspired works by young innova-
tive poets.?*° This generation of poets emphasized simplicity, intimacy, fluidity and
attention to the role of language in their poems and this was an important moment
for Persian modern poetry in the early 1950s to begin deviating from its only role
model Nima Youshij toward Houshang Irani.?’!
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«ML b ablh /o » x[lrani, BanafS-e tond [Deep Purple], 16.]

198 Ghahreman Shiri, “Azjig-e banaf$ ta moj-e now [From Purple Scream to the New Wave Poetry],” Ketab-e
mah, no. 10 (2007): 33.

199 Gharib, “Digar e fayeda [What Is the Use],” 40.

200 Sohrab Sepehri, Bijan Jalali, Ahmadreza Ahmadi, Yadollah Royaee and some other poets who later
pioneered important waves in Persian poetry were influenced by Irani’s discussions on mystical detach-
ment, deviation from rhyme, automation and illusion. The Se‘r-e sepid [Blank Verse], Moj-e now [New Wave],
Formalistic Se‘r-e hajm [Spacementalism] were among these modern waves in Persian poetry.

201 Shiri, “Az jig-e banaf§ [From Purple Scream],” 32.
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A significant point about Irani that likely aligned him with the general attitude of
Fighting Cock Association was that he, either in his poems or his designs, empha-
sized the artist’s past memory that, when detached from stylistic restrictions, was
visualized in what he called as the “authentic form.” By this, he considered form
more authentic than style and this authenticity could not be adopted, but was rather
created based on an artist’s own world. It was this attitude that in the introduction
of his third collection of poems So‘la-i parda ra bargereft wa eblis be darun amad
[A Flame Took away the Curtain and the Devil Entered] (1952) he wrote: “Poetry rep-
resents periods of a human’s development, it is the very development.”?°? Accord-
ingly, one can observe that Irani himself was much influenced by an Eastern cul-
ture for his attention to the sensational elements. Many of these elements can be
discussed in his poems and designs. For instance, he approached mystical phrases
and sounds in poetry or, in his designs, the presence of a Buddha figure or appli-
cation of only black and white (to create a positive-negative space) were inspired
by the Yin-Yang symbol of duality and balance, and were much adopted from the
classical philosophy of the East. Irani’s attention to duality was maintained not
only by colour but also in contrasting abstract forms signifying concepts of stability
versus movement, anarchy versus order, masculinity versus femininity and free-
dom versus captivity. Also, the mystical approach was evident in his behavior with
contours and lines in his designs whereas soft, thin and curved lines that were to
characterize the Yang side and more heavy, thick and angular lines reflected the Yin
side. [Fig. 4-44] The Surrealistic features added to these elements were achieved
by creation of optical illusion through lines, forms and black and white colours;
emphasis on imaginary elements that particularly in his poems were much fed by
the poet’s subconscious and automatism;?°* de-familiarization and estrangement
via unusual terminologies and figures; a subversive, rebellious and pessimistic
spirit that revealed itself in the ridicule and poignant language in his poetry and
expressive lines and contrasts in his designs; and manipulation of the formalistic
features of the language in the typography of his poems that arose from his atten-
tion to artistic form (this method that was also applied in religious and Islamic
traditions of calligraphy became known as Pattern, Concrete or Shape Poetry and
the poets of Dada and Surrealism used it to create distinctive meanings in their
works too). [Fig. 4-45]

202 oA jrd gl dsm s sla 3R R0 Al s a8 Ko slag 50 eaiillal ek Cal (5 0y s 2K g ey
€ iy A8 AL 5 a8 5 e [Houshang Irani, So‘la-i parda ra bargereft wa eblis be darun amad [A Flame
Took away the Curtain and the Devil Entered] (Tehran: n.p., 1951): n.p.]

203 Irani was much enchanted by ecstasy and dream in his designs and was constantly seen drunk. Nev-
ertheless, this state in Irani had rather to do with his mystical distrust in rationalism and was not a preten-

»

tious act to introduce him as a Surrealist. [Kiaras, “Tandis-e huSang-e irani [Figure of Houshang Irani],” 10.]
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Fig. 4-44 (Top Left and Right) Houshang Irani, Untitled, in Cand desan [Some Designs], by Houshang Irani
(Tehran: n.p., 1952), n.p. National Library and Archives Organization of Iran

(Bottom Left and Right) Houshang Irani, Untitled, in Banafs-e tond bar kakestari [Deep Purple on Grey],
by Houshang Irani (Tehran: n.p., 1951): n.p. [Ibid.]
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In order to better understand the association’s ideals (i.e., a national school and
avant-gardism), one must further study its criteria for recruiting artists as affili-
ate fighting cocks. Regarding the affiliation of other modern artists with the main
members, two points should basically be considered: First, the association was so
prudent with recruiting new members that those who showed modern inclinations
in their works but still were young and lacked experience or had leftist sympathies
were admitted to collaborate with the association mainly as affiliate cocks, but not
as official members.2* Second, Fighting Cock Association began its work at the time

204 Rezai, “Goftogu-i ba ostad jalil ziapur [An Interview with Master Jalil Ziapour].”
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when partisans of modernism in both the fields of art and literature were a small
circle and, therefore, artists with new inclinations could quickly find their way to
the association through a closed network. According to this limited number of mod-
ern artists, the association had to behave compromising with possible left inclina-
tions. The main reason for these left sympathizers to join Fighting Cock was that
they also cared for art for art’s sake and did not want to delimit themselves to the
Social Realism promoted by the Communist theorists.?°> But this inclination put
them in a constant argument with the Party to convince it that modern art could
also be understandable for the masses.?*® As a sample of the above-mentioned
recruitment criteria, Manouchehr Sheibani as an affiliate cock will be discussed.?’

Similar to the main members, Sheibani’s educational background converged him
to the other members of Fighting Cock Association. Having studied textile manu-
facturing under the supervision of foreign teachers in 1939, he became acquainted
with new textile design and colour composition.??® Before 1943, when he attended
Tehran’s Performing Art School, he had already developed a leftist inclination hav-
ing applied it to his poetry.?*? Both his left-leaning tendencies and his studies in art
and stage design connected him to the circle of other fighting cocks such as Han-
naneh, Gharib and Shirvani at Farhang Theater to collaborate with Noushin in the
creation of stage decors, concerts and scripts. This networking with modern artists
made him decided to study painting at Faculty of Fine Arts in 1945.21° Entrance to the
faculty and publication of the first collection of poems Jaraqqa [Spark] in the same
year brought him into a broader network of modern literary figures. In fact, Spark
was the first published collection of Se’r-e now or Nimdi [Persian modern poetry]
thatits publication strengthened ties between Sheibani and Nima (another affiliate
cock) and Nima wrote an introduction to the book.?'! Sheibani’s acquaintance with
Ziapour occurred within this space and he finally joined the association through
friendship with Sepehri (an affiliate cock) in 1948.

Sheibani’s leftist inclinations (for which he came soon into conflict with the
other members) did not characterize his works as pertaining entirely to the Left

205 Sheibani, “Sa‘er dar ¢ahardivari [Poet in the Room],” 13.

206 Kiaras, “Mardi ke hamaciz [A Man of Everything],” 49.

207 Manouchehr Sheibani was born in Kashan (a city in the center of Iran). He collaborated with Fighting
Cock Association as a poet and painter.

208 Sheibani studied textile manufacturing at Textile Academy of Mazandaran in Qaemshahr (a city in
north of Iran).

209 Afterreceiving his diploma in textile manufacturing, Sheibani began his work at a textile factory where
he became acquainted with the working class and, having developed interests in the Left Party, he was
attracted to the Labor Union too. At the same time, he applied his leftist interests to poetry, inherited from
his grandfather, Fath Allah Khan Sheibani (1825-1890) a renowned Persian poet.

210 Sheibaniwasalso advised for this decision by his teacher Rafi Halati (1899-1981) at Performing Art School.
211 Although Sheibani and Nima had never met until they both participated in first Congress of Iranian
Weriters’ Association in 1946, they kept corresponding with each other and Nima identified Sheibani as the
“crown prince” of Persian modern poetry and entitled himself as the “conquering king of Persian modern
poetry”” [Sheibani, “Sa‘er dar ¢ahardivari [Poet in the Room],” 24.]
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Party, though. Considering that the most obvious feature of works by leftist art-
ists was their simple and Realistic expression, he gradually deviated toward a lan-
guage that was more symbolic, yet with one foot in reality.?’? The innovations that
he showed in his work could not be tolerated by the Party, whereas critics of the
leftist magazines such as Payam-e now or Payam-e nowin condemned his works for
their lack of socio-political value: “Although such works contain artistic value, one
expects a young and talented poet like Sheibani to consider the truthful meaning of
literature for applying his aptitude in service of the society and to create not only
artistic pleasure but also social benefit.”?!® In his poems, Sheibani was entirely a
Realist, but not precisely the Realism promoted by the Party. The Realism that he
depicted—beginning with Spark and Ataskada-ye kamus [The Dark Fire-Temple]
(1945) and more evident in his later collection Sarab-ha-ye kaviri [Desert Mirages]
(1976) —gradually became more inclined to the rupturing of traditional boundaries
in poetry and their replacement with illusion.

Two major features of Sheibani’s works should be noted, as they contrasted him
from contemporary leftist artists or poets and brought him inside the circle of the
fighting cocks. First, he was heavily influenced by modern painting in his poems,
whereas his poems mirrored his paintings and vice-versa. It is important that Shei-
bani began his career as a painter at Faculty of Fine Arts based on an experience
both in modern poetry and a familiarity with new composition, form and coloration
at Textile Academy—the experience that could also have attracted him to modern
rather than academic painting. At the faculty, his experience as an iconoclast poet
against the boundaries on imagination was well suited to the Impressionistic teach-
ings that emphasized artist’s subjectivity and free impression of the objective world
around. According to his conformity with Impressionism, he explained: “When I
stand in front of nature to paint a watercolour painting, I first entangle myself with it;
I feel itand then I enter it purposefully. [...] then I paint its impression into my paint-
ing fast and briskly.”?!* As a poet, he inserted his texts into the paintings and simi-
larly into his poems, yet remained true to the principles of Realism. The Realist
tendencies in Sheibani were different than the Kamal al-Molk academic Realism
being taught at the faculty. Although he was principally a figurative painter with
nature and landscapes as his main subject matters, he had freed himself from
academic fidelities to Realism and with his knowledge of form and coloration, he

212 Barahani, “Do$namguy wa ‘arbadaju [Cursing and Screaming],” 88.
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[Abdulali Dastgheib, “Negahi be a§‘ar-e manucehr Seybani [A Review on Poems by Manouchehr Sheibani],”
Keyhan farhangi, no. 284 & 285 (2010): 66.]
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guli be nam-e nima gardan mikesad [Sheibani Rises from the Shoulder of a Titan Called Nima],” Goharan,
no. 23 & 24 (2010): 90.]
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approached subjects based on a per-
sonal mentality. In many of his figu-
rative paintings, nature adopted a cli-
matological aspect of certain places
and was displayed via deformation of
forms, application of straight, bold and
contrasting lines and contours to create
new spaces. In fact, Sheibani’s poetical
influences gave an experimental behav-
ior to him as a painter; his paintings
ranged from Impressionism and a geo-
metric Expressionism to Cubism and
even later on Surrealism. A good exam-
ple for the interaction of poetry and
painting in his works was a series of
paintings in which he tried to make a
modern narration of lyrical concepts of
Persian miniatures and to exhibit them
with modern figures and techniques.
In a painting from this series, e.g., ‘Osaq
[Lovers], in contrast to the elaborate
work in Persian miniatures, he applied
simplified figures of a young couple

against a plain background. In the back-
ground, abstract colours and forms give
way to more expressive contour lines of
the figures as if he has done so to accen-

Fig. 4-46* Manouchehr Sheibani, ‘0Osaq [Lovers],
Year [?]. Technique [?], Dimensions [?], Collection
[?]. In Catalogue of first Tehran Biennial of Paint-
ing (Tehran: Edara-ye honar-ha-ye ziba [General
Administration of Fine Arts], 1958), 35. National

Library and Archives Organization of Iran

tuate only the lyrical moment between
two lovers. The young couple, although very similar in their facial features to those
in Persian miniatures (joint and arc eyebrows, soft eyes, narrow lips, brittle smile
and curls of hair covering the cheeks), are dissolved in their bodies and clothes, and
instead, are linked together via their looks and an abstract stroke of the brush as
if they are one body. [Fig. 4-46]

Sheibani, as a Realist poet, was meticulously descriptive with the subjects and,
as a modern painter, pursued a more indirect state of expressiveness that caused
his paintings both Symbolic and Abstract qualities. Basically, he considered no dis-
tinctive border between different artistic media and literature. In fact, his will to
unleash the feelings from restriction of the medium is well-understood from his
attraction to poetry and painting and his educational travel to Rome (1949) for
experimenting in painting and scenography and his visit to Paris (1973) for cinema
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and dramatic arts: “Why not write a poem with light! [...] No other art has such an
absolute space than cinema. [...] From now on, I will say my poems through cinema
and my paintings will resemble cinema.”?*> The admixing influence of painting and
poetry on Sheibani’s works was a common feature in works by other members of
the association such as Irani and Sepehri, who were also both poet and painter. This
common feature revealed itself in a visual atmosphere in their poems by emphasis
on imagination that allowed colours, uncommon structures or daily phrases into
their poems. The increasing interest to cinema, particularly during the 1960s and
1970s, also provided Sheibani’s paintings a dramatic composition and perspective
that gave a kinetic feature to them. The intersection of the borders of poetry and
visual arts, specially painting, gave his descriptive poems a visual quality with an
utmost attempt of expression. In Issue 2 of Fighting Cock magazine (1948) in his
poem Sokut [“Silence”], one reads: “The demon of silence/ was laughing./ People’s
faces, were grim./ Mouths were insane and loud open with laughter-/ They wan-
dered./ Or eyes in faces with rain of tears,/ Falling down./ Since then;/ World and
everything in it became a painting/ A painting whose forms,/ Attach each other
vainly,/ And detach each other vainly.”1¢
The second feature that distinguished Sheibani’s works from leftist artists

and made them closer to the ideals of Fighting Cock Association was his atten-
tion to Iranian folklore as the roots of modernity. In his article Tarikéa-ye ejmali-ye
tamayolat-e tajadodgerdyana dar $‘er [“A Summary on Modernistic Inclinations in
Poetry”] that was published in Jam-e jam magazine in 1949, he called attention to
the modern features of the Persian folkloric poems which had developed parallel
with Iranian classical poetry. He argued that folkloric poems were modern due to
their freedom from the pressure of poetical rules and coming from subconscious of
their poets. The peculiarity of these poems was in their natural expression and lack
of technical boundaries that normally obliged poetry to a decorative than intuitive
quality.?'” As a matter of fact, the most important feature in both Sheibani’s paint-
ings and poetry was an attention to the past with a concern for national features.
In The Dark Fire-Temple, he clearly stated his interest in Iran’s legendary myths
and Persian classical epic poetry and tried to convey his message by application
of a similar language, epic fables and historical elements. Most poems of this book
are a hopeful dialogue between the poet and his historical past for a discharge of
the demon and revival of peace in Iran. [Fig. 4-47] In a poem from the book Sorudi

215 2 el OV 00 10 a4 palsace L] Loulas Labi o 00l A (5 a3 (A0Sl Ll L] Dot sad 53 L e
€5 ) A eaie Qi 3 aila 238 5w & e Liss 53 1) ala 5 saul [Javad Mojabi, “Honarmand-e ¢and sahati
[A Multi-Faceted Artist],” in Barg-ha-ye paZuhes (2) [Research Papers (2)], ed. Mohammad Hasan Hamedi
(Tehran: Peykara 2010), 76.]

216 ooe> 4 laada L /i€ e /o b odit 4 Wyl a8 5l g 03 /.2 50 03y A )3 ad ya (slao Jlud 5 [ 0aA e feh S G paly
¢ B 4 258 [e BN 4S (8 [ s Gl (O aagan a5 L fram g ol D) R [ty s e flacSlpu 0
«Alon )5 [epd 5 ey s /.3« [Manouchehr Sheibani, “Sokut [Silence],” Korus jangi, no. 2 (1948): 2.]

217 Manouchehr Sheibani, “Tarikc¢a-ye ejmali-ye tamayolat-e tajadodgerayana dar §‘er [A Summary on
Modernistic Inclinations in Poetry],” Jam-e jam, no. 5 & 6 (1949): 139.
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bara-ye mitra [“A Song for Mithra”], he refers to Mithra, the Avestan goddess of light
and truth, as the savior: “Mithra comes! Mithra comes with her golden cart/ With a
smiling face/ Her light shining/ Her fire of anger burning/ Her arrow comes to the
heart of evildoers/ Her fire of anger makes a storm of scare/ There will be blood/
blood.”?'8 [t should be noted that similar to other fighting cocks, this reference to the
historical past by him was beyond an emotional retrospection to antiquity, instead,
it was an analytical exploration of their roots that manifested itself, for instance, in
Sheibani’s paintings through the use of descriptive popular language. In a dialogue
between Sheibani and Ziapour in their research trips to the deserts and Southern
cities of Iran in 1956 (for collection of Iranian folkloric motifs and patterns),?'° one
notices the obsession that these artists obtained for their popular and historic cul-
ture. In this conversation, Ziapour emphasized that modern artists had to have a
close understanding of both ancient and contemporary culture of their society to
be able to achieve peculiar coloration and visual patterns in their works: “If we
believe that an artist is brought up by his own social space, so he must be aware
of his society’s ways of living and must display the culture of his own society in
an artistic way.”??° The centrality of the artist’s local surrounding for the fighting
cocks was to the extent that they considered the idea of national art a combination
of the historical past, race, geography, etc., which affected the artists in their works.
This was the notion discussed by Sheibani as a necessity for artistic production in
his article Melliat dar honar [“Nationality in Art”] (1963), where he paid attention
to the influence of their habitat, geography, ethics and religion on artists and their
works of art.?*!

The most important stage in Sheibani’s artistic development was affected by the
same trips he made with Ziapour to the deserts of Iran for an ethno-anthropological
research of these areas and their folklore. In a series of paintings inspired by these
trips, one observes a technical maturity applied to the local figures of women and a
climatological attention to the area. In fact, these paintings displayed a deep under-
standing of the artist about the interaction of light and pure colours in Impression-
ism and the intuitive use of colour in Expressionism. The warm, desert climate of
these cities and women’s traditional costumes (a long veil or full-body cloak worn
to cover the body) are executed with such strong and coarse lines and industrial

218 G fan 0 1) OIS 2 02550 G [0 Ssm iedid 1 /LU G2 (01085 e JOR )5 43508 L 2l ) Siae 1l | siaen
€O (6330 osa [3555) Culins (lish (el [Manouchehr Sheibani, Ataskada-ye kamus [The Dark Fire-Temple]
(n.p., 1945), 21.]

219 According to Sheibani, the desert was one of the most authentic subjects for an Iranian artist and he
commented if artists know their deserts, they will know a considerable part of their culture. [Mojabi, “Honar-
mand-e ¢and sahati [A Multi-Faceted Artist],” 79.]

220 4S 3l 5 280 olT A anals (B335 So K 548 Al G callie 358 daala (S sl 035y e 4S il aiiaa Ky
€k Rosla ailvia yia eay 3 ), 355 4axals K i [Jalil Ziapour, “Kuhi ba rang-e abi [A Mountain with Blue
Colour],” Adina, no. 65 & 66 (1991): 15.]

221 Manouchehr Sheibani, “Melliat dar honar [Nationality in Art],” Musigi, no. 37 (1963): 17.
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colours that his paintings rather took

on decorative and graphic-like qual- &ﬁ e

ities.??? [Fig. 4-48] In describing the e
influence of these trips on Sheibani’s 1¢£4
technical paintings, Ziapour said: “Shei- Y.

bani’s paintings from Southern cities,

regarding their composition and integ- =
rity, have a notable technical coherence
and since he has also been a poet, his
paintings represent his point of view in
poetry and painting in a symbolic way
[...].2% Clearly for Sheibani, and similar
to the other members of Fighting Cock
Association, application of their own
local elements to modern techniques in
arts and literature was not a dilemma or
anissue to be selected, but it was rather
an indispensable part of their identity
as an Iranian artist with which, accord-
ing to Sheibani, they deliberately came _ )

« . Fig. 4-47 “Ataskada-ye kamus [The Dark Fire-Temple]
along: “I feel Thave been thrown into an by Monouchehr Sheibani in 1945.” National Library
alien space. I have not arrived where I  and Archives Organization of Iran
wish [but] I have been removed from
where [ used to be [...] I have carried all my past with me, but now I have to make
a compact and precious resource out of it [...]. My identity which is my Eastern
knowledge and Iranian education always remains with me, but here for this [iden-
tity] I will find a fitting clothing [...].”?** These words by an affiliate cock were, in
fact, the common concerns one infers from the texts and artworks of each member.
Their experiments with modern art had resulted from an alien space in which art-
ists dangled between their ancient heritage and modern experimentations. But it
should be noted that the pendulum swing between past and present was a deliber-
ate choice by artists to retain their past as a precious identity of their works while
articulating it for a newer appearance.

222 Ali Nasir, “Hampui-ye $‘er wa naqasi [Confluence of Poetry and Painting],” in Barg-ha-ye pazuhes (2)
[Research Papers (2)], ed. Mohammad Hasan Hamedi (Tehran: Peykara, 2010), 70.
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divari [Poet in the Room],” 35.]

224 4ed Oe[L] plond 02 alod g 4aS s () ) 5 alodun i aal sd e aS a Gl Ar Hia aload il il (liad )2 A e ean
e G sina L] oS Dads a5 5 5 annaS (ghia s o0 508 S kX das ) aly Koo Ll calea S dan 55 pe) 43 358 L 1 alansX
L] il pal a1 gl Al el dae juas O sl sl o el el (g L ddien o1l Can i 5 (8,45 (i [Mojabi,
“Honarmand-e ¢and sahati [A Multi-Faceted Artist],” 2.]
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Fig. 4-48 Manouchehr Sheibani, Zanan-e dukris [The Spindle-Spinning Women], 1956-1958.
0il on canvas, 70 x 100 cm, Manouchehr Sheibani’s collection

4.2.4 Nightingale’s Butcher Manifesto

From April 22 to June 6, 1951, the second series of Fighting Cock magazine was pub-
lished in four issues, by which time the magazine had made a considerable change.
On the back cover of all four issues of the magazine there was a 13-article text with
the name of association and its main members at the bottom. This text was Fighting
Cock Association’s manifesto entitled as Sallak-e bolbol [Nightingale’s Butcher| and,
in fact, it was the first artistic manifesto in Iran. [Fig. 4-49] Publication of Nightin-
gale’s Butcher was a plan by Houshang Irani—the main writer of the manifesto—and
was executed right after his return from Europe to Iran and his membership of the
association in 1950. The rhetoric of the manifesto, similar to Irani’s general atti-
tudes to arts and literature and, despite all his logical argumentations, was so rad-
ically defamatory of any conservatism that, according to Ziapour, it made the man-
ifesto socially unwelcome: an unpleasant bitterness which paralyzed reasonability
of his discussions.??> Therefore, Ziapour, who about the same time was establishing
his own National School of Painting, consciously avoided this radicalism and left the
association. The title of Nightingale’s Butcher for the manifesto obviously conveyed
a sadistic intonation that was directed at artistic and literary establishments of its
time. Application of the term “nightingale” in the manifesto’s title justifies this sup-
position in two ways: first, this term was implicative of a historical collocation of the
term and figure of the nightingale with flower known as Gol-o morg [“Flower and

225 Ziapour, “Sokan-e now ar [Bring New Word],” 86.
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Bird”] or Gol-o bolbol [“Flower and Nightingale”] in Persian miniatures, handicrafts
and classical literature.??® Here the term nightingale was adopted as emblematic of
the traditional artistic and literary establishments against which the association
had begun a slaughter. Second, it should be noted that in the same year of publica-
tion of the manifesto, the Left Party published a new magazine known as Dove of
Peace with the motto of “Peace and Modern Art,” which in reality sought to support
USSR cultural policies in promoting Social Realism. [Fig. 4-50] Conversely, the apo-
litical nature of the manifesto was evident in its different articles. The butcher of the

nightingale, in fact, had to slaughter the dove of peace as the sign of its opposition to

politicization in the arts. The outlines of the manifesto in 13 articles were as below:

1. The art promoted by Fighting Cock belongs to alive bodies and that this
uproar demolishes all voices that advocate art of the past.

2. Our fight in promotion of a new artistic period is relentlessly directed
at all past rules and traditions.

3. Modern artists are born to the time and only the avant-gardes are
rightful for artistic activity.

4. The first step to be taken by each modern movement is to break down
old idols.

5.  We condemn to death worshipers of the past in all artistic fields of
theater, painting, writing, poetry, music and sculpture. We destroy old
idols and buzzard imitators.

6. The modern art, which is based on an intimacy with the internal world
of the artist, contains life’s vivacity and spirit.

7. The modern art is against idols and their copy-makers and destroys
chains of traditions and replaces them with freedom in expression
of the feeling.

8. The modern art tears down all old regulations and replaces the beauty
with newness.

9. The survival of art is in movement and progression. Only those artists
are alive that their mindset is based on modern knowledge.

10. Modern art is distinctive from all acclamations such as the art for society,
the art for art’s sake, the art for....

11. For promotion of modern art in Iran all groups which are supportive
of traditional art must be destroyed.

12. Art producers must be aware that the Fighting Cock artists will fight
in its most brutal way against old and vulgar works.

13. Down with the fools.?

226 For more information on the pictorial adoption of Flower and Nightingale in Iranian history of art see:
Diba, Layla S. “The Rose and the Nightingale in Persian Art,” Arts of Asia, no. 6 (1996): 100-12.
227 Gharib, Irani and Shirvani, “Sallak-e bolbol [Nightingale’s Butcher],” n.p.
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Fig. 4-49 “Manifesto of Sallak-e bolbol [Nightingale’s Butcher],” in Korus jangi, no. 1 (1951): n.p. National
Library and Archives Organization of Iran

The following paragraphs will study Nightingale’s Butcher with attention to two
inspiring contexts: first, a general context which provides archetypical standards
and criteria of similar manifestos written prior to or around the same time by West-
ern modern artists; second, a more specific context which can peculiarly provide
definitions and functionalities of manifestos written at that time by non-Western
modern artists. In arguing Nightingale’s Butcher based on the Western standards
of manifestoing, above all, one should notice its adherence to what Renato Pog-
gioli, mentions as “divorce of the avant-gardes.”?*® The notion of divorce, as Arta
Khakpourhasstudied the term precisely in the Iranian literary and artisticavant-garde,
refers to a split between aesthetic and social radicalism which signals transformation
from a priorirelation between avant-garde art and politics into what Poggioli puts as
“revolutionaries in politics and revolutionaries in art.”?*® According to Khakpour, this
discussion by Poggioli is particularly useful in studying Iranian modernism and its
manifesto moments. He argues that prior to emergence of Fighting Cock Association
in 1948, the Iranian avant-garde, which initially appeared in prose and poetry, was an

228 Renato Poggioli, The Theory of the Avant-Garde (Massachusetts: The Belknap Press of Harvard Univer-
sity Press, 1968), 12.

229 A.Khakpour, “Each into a World of His Own: Mimesis, Modernist Fiction, and the Iranian Avant-Garde”
(PhD diss., New York University, 2014), 75.
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avant-garde of Poggioli’s first type—i.e.,
spreading a radical political ideology
(in particular the Left). It was in such
a climate that the founding of Fighting
Cock with its iconoclastic magazine and
manifesto immediately challenged the
primacy of political commitment for
arts. This moment, as Khakpour defends,
should be considered as the beginning
of a divorce of the avant-gardes in Ira-
nian avant-gardism too.?3

Based upon the universal arche-
types of manifestoing, it is indubitable
that composers of Nightingale’s Butcher
(Gharib, Shirvani and Irani) were in-
spired by the manifestos which set the
foundations of Western modern art.
This influence, although never directly
mentioned in the texts or talks of the
members, is obviously inferred from
articles of their manifesto. The main

Fig. 4-50 “Front cover of Kabutar-e solh [Dove of
Peace] magazine,” in Kabutar-e solh [Dove of Peace],
points in Nightingale’s Butcher can no.1(1951). National Library and Archives Organi-

be discussed in the following 7 fea- Zationofiran

tures described by Alex Danchev over one hundred manifestos since the Futur-
ists:%! 1. Being political: In his introduction, Danchev considers two manifestos
as the archetypes of all later artistic and literary manifestos; i.e., the Communist
Manifesto by Karl Marx and Friedrich Engels in 1848, and Futurist Manifesto by
Filippo T. Marinetti in 1909. This political dimension, when interpreted as artistic
freedom and autonomy, as Danchev argues for André Breton’s Manifesto of Sur-
realism (1924), is precisely observed in Nightingale’s Butcher. Breton equated the
revolutionary role of modern artists with their independence and liberation: “Our
aims: The independence of art—for revolution. The revolution—for the complete
liberation!”?*? This role is inferred from Article 7 of Nightingale’s Butcher where it
emphasizes on the destruction of chains of tradition and their replacement with
freedom of expression, or Article 8 demanding to tear down all regulations and
creating newness. 2. The rhetoric strategy: The rhetoric of the Communist Mani-
festo is poetical —the forms and phrases that would make them sing. This quality

230 Ibid., 85-86.

231 Alex Danchev, ed., 100 Artists’ Manifestos: From the Futurists to the Stuckists (London: Penguin, 2011):
XiX-XXiX.

232 Ibid., xxvii.
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has been underlined by Marshall Berman for an imaginative power, expression and
grasp of the luminous and dreadful possibilities that pervade modern life.?** Such
rhetoric is recast and recycled in later manifestos such as the Futurist Manifesto
with a boisterous, inflammatory and acidic pen. These lines as “The proletarians
have nothing to lose but their chains. They have a world to win. WORKERS OF THE
WORLD, UNITE!” is mimicked by Marinetti as “WORKERS OF THE MIND, UNITE!"*
This poetical and magniloquent rhetoric is best respected by Nightingale’s Butcher
where it attributes modern art to alive bodies (Article 1) or condemns traditional
artists as buzzards who imitate the past idols (Article 5) and explains the role of
modern art as demolisher of the traditional chains stepping over the graves of the
imitators (Article 7). 3. Violence and precision: According to Marinetti, the secret
of a successful manifesto is laid in its violence and its precision (to which Danchev
adds its bombast and wit).2** The Marinetti model of the Futurist Manifesto as the
template for all manifestos of the century was recognized as Marinettian principles
with certain features whereas Tristan Tzara, the capo of Dadaism, and André Breton,
the pope of Surrealism, deliberately followed. The obvious feature of Nightingale’s
Butcher, for which its opponents adamantly criticized it, was its violent condemna-
tions. In many articles of the manifesto, such as Article 2 that they announced a sav-
age behavior, the authors threatened their rivals with death (Articles 1, 3, 5 and 11).
4. Self-differentiating: Artists’ manifestos typically define themselves against—usu-
ally against their rivals and predecessors. For instance, the Futurists were against
the past. But, contrarily, it is not simple to specify what they are for and resolving
this question in many manifestos is a problem. The authors of Nightingale’s Butcher
clearly defined themselves against all past rules and traditions (Article 2) or they
distinguished themselves from claimers of all other arts such as the art for society,
the art for art’s sake, the art for.... (Article 10). 5. Being a demand: The manifestos
are a demand. They demand something from us, and they demand it now, with our
full attention. The unavoidable preoccupation of the manifestos of the first half of
the 20th century was revolution. This revolutionary quality was not only straightly
pointed out by Ziapour in his talks and texts?* but also inferred from different
articles of Nightingale’s Butcher. A demand for extinguishing all past artistic forms
(Article 1), beginning an entirely new artistic period (Article 2), tearing down all
regulations and their replacement with a newness (Article 8) and movement and
progression which salvages the arts (Article 9). 6. Remonstrative: The manifestos

233 Ibid,, xx.

234 Ibid.

235 Ibid., xxiv.

236 Forinstance, where Ziapour described his painting The Uprising of Kaveh as a revolutionary goal which
had to happen in Iranian art. [Jalili ziapur [Jalil Ziapour], directed by Houshang Azadivar (Tehran: Goruh-e
farhang, adab wa honar-e $abaka-ye dow-ye seda wa sima [Department of Culture, Literature and Art of
IRIB2], 1989), DVD.] Or where in explaining his decision for promoting Cubism in Iran, he referred to the
revolutionary spirit of Cubism. [Jalil Ziapour, “Naqasi [Painting],” Korus jangi, no. 5 (1951): 31.]
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are strong on remonstration. Such expressions as “Long live-!” and “Down with-!"
are frequently applied in the text of manifestos. In Nightingale’s Butcher, at the
bottom of the page and as the last article, it reads: “Down with the fools!” (Arti-
cle 13). 7. Words-in-freedom: This was a typographical revolution used by Marinetti
to explode the harmony of the page. Words-in-freedom abandoned the old rules
of spelling and syntax with the typeface flipping from one front to another and
free repeats of the letters. This word play, although it is not seen in Nightingale’s
Butcher, is prevalent in Irani’s poems. In fact, all articles of the manifesto empha-
sized animosity with past traditions and as one moves on through its text, its sup-
port of a neutral type of art is observed that guaranteed free expression of artist’s
feelings. This freedom of expression that was explicitly mentioned in Articles 6
and 7 of the manifesto was rather understood by the members as automation in
Surrealism. The automation as a technique in Surrealism was referred directly and
indirectly in talks and texts of the members. For instance, Gharib’s introduction to
his important collection of poems Failure of Epic that was called Azadi-ye bayan-e
ehsas - azadi-ye zendegi [“Freedom of Expression - Freedom of Life”] revealed his
inspiration by Surrealism’s freedom in expression of feelings.?*” Or more explic-
itly in his article Zamir-e nabekod dar adabidt [“The Subconscious in Literature”]
he described this technique in writing as: “The act of writing is above all to solace
writer’s inner inclinations [...]. As we write, we should immerse by all means into
our subconscious and keep aside from any rational and willful control and let our
mind act in its mechanical manner freely and create its striking images.”?3® One can
also observe the same defense from automation and free expression by Irani in his
texts “Formalism” and “Existence of Form.” He considered form as the elixir of life
and argued that an authentic expression of artist’s inner world is only possible via
form—in his designs Irani considered this technique as an overflow of dreams.?*
Words-in-freedom was a technique for free expression or automation in writing
or poetry. Irani applied this technique in his first collection of poems Deep Purple
on Grey in 1951, simultaneous with the publication of Nightingale’s Butcher. In Ha
[“Ha"], a poem from this book that was also published in Issue 1 of Fighting Cock
magazine, one sees the repetition and play with words and their typeface: The grief
of a shadow/ Rises/ Closed crypts/ Of its howl/ Tear down chains/ The shadow
upswings/ The shadow upswings/ The shadow up swings/............... / Haaie iee
yaa yaa/ Haaie iee yaa yaa/ Nee daa daa daaaaaaa.?®

237 Gharib, Sekast-e hamdsa [Failure of Epic], 2-13.
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«. %2 4sl [Mirabedini, Sad sal [One Hundred Years], 192.]

239 Irani, Cand desan [Some Designs], n.p.
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«JIH Tl B/ L o S /b [Houshang Irani, “Ha [Ha),” Korus jangi, no. 1 (1951): 8.]
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Nightingale’s Butcher was introduced as a Surrealist manifesto due to Irani’s
attempts pertaining to automation and a subconscious status in his designs or his
attention to Naked Poetry with centrality for free expression and discharge of estab-
lished technical rules. But it should be noted that the Surrealism of Irani was better
understood from his writings, poems and designs than the text of the manifesto. A
major Surrealistic feature of Nightingale’s Butcher though, which is also seen in the
French Surrealism, was its rejection of both Social Realism and art for art’s sake
(Article 10). Khakpour explained this feature of French Surrealism by drawing on
Poggioli and noting that Surrealism’s association with Communism was always ten-
uous at best, or by attention to Franklin Rosemont, commenting on Surrealism as an
unrelenting revolt against market values and religious impostures. The total eman-
cipation of the imagination in Surrealism, therefore, as Khakpour concludes, was to
evoke an introspective individualism that was uneasy with Marxist collectivism.?*!
But at the same time this introspection should not imply, as in art for art’s sake, apa-
thy of artists toward oppression and human conditions. Breton’s objection to art
for art’s sake (asserted in Manifesto for an Independent Revolutionary Art in 1939)
was precisely due to art as a vacuum which could indulge itself in an elitist indif-
ference.?*? Also many of the association’s emphases on topics such as “Formalism”
and Arzes-e honari-ye ejtema“ [“The Artistic Value of Society”] were precisely with
attention to French Surrealism and were published in the newly added columns of
second series of Fighting Cock magazine. As it will be discussed in Chapter 5, from
the first Issue and with similar caustic rhetoric as in the manifesto, Irani described
modern art by attacking the retrospective artists as cowards who should be con-
demned to death. In the second Issue of the magazine, he drew this fight against art
for the society or Social Realism and defended Formalism. In an individual article
on “Formalism” in Issue 3, which shortly after was published in his book Identifi-
cation of Art under “Existence of Form,” Irani continued his combat against socially
committed art. His defense of modern art, in fact, was rooted in the defense of form
as he considered an internal origin for form inside the artist that made it authen-
tic. But this authenticity was not as comprehensible by the society as the Realistic
works.?*3 This conscious emphasis on Formalism by Surrealists, as Khakpour refers
Mikhail Impolski, made precisely the major bogeyman of Soviet art authorities or,
referring Poggioli, made Social Realist critics labeling “Formalist art” as deviant.?*
Notwithstanding the above-mentioned similarities of Nightingale’s Butcher with
the European modern manifestos, there were noticeable differences between Night-
ingale’s Butcher and the Manifesto of Surrealism (October 15, 1924) in Europe. In
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Breton’s Manifesto of Surrealism,**> one comprehends a fundamental negation of
logical methods affected by the reign of logic. More significantly, Breton’s manifesto,
in contrast to Nightingale’s Butcher, was along with a philosophical and psychic dis-
approval of the realistic attitude inspired by positivism and against any intellectual
and moral advancement. Breton developed his text with theoretical discussion on
Sigmund Freud’s attention to the mental world and his emphasis on dream as a
psychic activity instead of reality. In fact, he clearly defined Surreality as an abso-
lute reality and as the only resolution for the inconsistency of reality with dream.
In addition to the definition, he discussed means of attaining this absolute reality
such as automation, thought writing and spoken thought. Nightingale’s Butcher
did not meet most of the characteristics in Breton’s text, but shared close similar-
ity in its rebellious and revolutionary aspects. The year of publication of Fighting
Cock’s manifesto was simultaneous with the beginning of Mohammad Mosaddeq’s
premiership (1951-1953) —Iran’s National Front leader—and his nationalization of
the oil industry that led to overthrow of his government by the CIA-Britain coup
d’état. Until the formation of Mosaddeq’s government, the 1940s had undergone
the greatest political instabilities with frequent changes in prime ministers and the
government’s cabinet since beginning of the second Pahlavi era. This was precisely
the social condition for which many critics argue the text of Nightingale’s Butcher
and Irani'’s first book Deep Purple on Grey as symptoms of a revolt against a social
chaos and an invitation for peace.?*® This approach by Irani is best evident in his
Kasandra [“Kasandra”], one poem of Deep Purple on Grey: Be tranquil... you far
away river/ Be tranquil/ You still have not lost/ The motionless and disturbed eyes
of that bewildered fish/ [...]/Be tranquil ... you far away river/ [...]/ That black fire
will come/ And will crush/ Will demolish/ Will destroy/ The wavering reeds/ [...].2*”

The freedom in expression of the feeling in Article 7 of Nightingale’s Butcher
was inspired by the same freedom of boundaries for pure expression in Breton's
manifesto,?*® but in most of the articles of Nightingale’s Butcher one observes a
more radical will for despising past roots, any retrospection, the public opinion
and all social structures (Articles 1-5 and 9-12) in order to attain an absolute real-
ity which Breton named it as Surreality.?*° In fact, this radical disconnection of the
fighting cocks with the society was the most obstructive feature of their associa-
tion that was obviously mentioned in their manifesto too (Articles 3, 7, 8 and 11).
The emphasis on institutionalization of modern art in Iran, which in the mani-
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festo was assumed to be necessarily in contrast with all past conventions, above
all butchered fighting cocks’ own position among both the people and the intel-
lectuals. This disconnection occurred in two ways, first, via an outright and scorn-
ful rejection of public opinion that was used to appreciating customary art with
roots in a local and traditional culture and, second, the imprudence of the mem-
bers in an abrupt reaction against the leftist artists who with support of Tudeh
Party had succeeded to possess a considerable sympathy in society and among
intellectual circles. In the second series of Fighting Cock magazine, one encounters
many writings that distinctly mocked these two groups. For instance, Irani’s text
Honar-e now [“Modern Art”] in Issue 1 of the magazine, addressed the traditional-
ists and society like this: “They are narrow-minded and retrospective [...] who still
believe that their teachers’ trainings, which their latest one still belongs to a cen-
tury ago, can be compatible with the contemporary time. One should select. The
one who does not dare to select should die, should keep quiet, should cry over his
dreams [...].”%° Or in Issue 2 of the magazine, Irani criticizes Nima for his social
side-takings in modern poetry: “[Nima] calls art a fruit created for a certain disease.
He rejects free creation [...]. He does not talk of an artist’s art but of how to gov-
ern a country or how to nurse the sick [...]. He seeks the artist’s acknowledgement
exactly where he should not, that is, among groups of people and, as a result, Nima
attributes to the artist an ordered art which causes artistic death [...].”2!
Therefore, the failure of Fighting Cock Association, with the membership of [rani
and publication of Nightingale’s Butcher Manifesto, was in losing its social and major
intellectual footholds. An acceptable presumption discusses this failure based on
the association disregarding the fact that new developments should occur in a grad-
ual manner in order to be appreciated by society. In fact, cultural developments
with a reasonable pace of occurrence do not detach themselves from native features
due to the new changes and they should also respond to local demands.?>? It seems
that Fighting Cock’s aim for the formation of a National School in painting, writing,
music and dramaturgy in its early days was an attempt by members to make new
developments that were also in line with the local attributes. Ziapour’s exit from the
association in 1951—the time when he had devised his figurative “National School
of Painting” with concern for both modern techniques and local attributes—should
therefore be a consequence of the hurried modernism that Irani was about to pro-
mote in arts and literature. This hurriedness and disconnection of the association
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with the socio-intellectual footholds resulted in a skeptical reception from the peo-
ple and critics and provided Irani’s antagonists a good excuse to condemn the Ira-
nian modern movement as nothing more than a mere translation or repetition of
Western works: “At our time, Houshang Irani, only by reading modern manifestos of
Western poets had learned vaguely that if a group of words were disorderly mixed
together, a new type of innovation would be created by itself through language.
He did not notice that in reality there was often no necessary adherence between
newness and ‘beauty’ and not everything ‘new’ was beautiful.”?>3

The second context in which Nightingale’s Butcher Manifesto will be studied is
more peculiarly restricted to its non-Western background. A recent ontology Why
Are We Artists’? 100 World Art Manifestos has been made by Jessica Lack that totally
excludes the European and North American manifestos. The most common features
of the included manifestos (including Nightingale’s Butcher), as Francesco Mazza-
ferro explained in an extensive review, are as follows: recognition of cultural and
aesthetic independence of their artists, recovery of the autonomy of their artistic
tradition; education regarding the public opinions in order to emancipate one from
the aesthetic categories of Europe and North America; the affirmation of their own
ethnic reality as the sole expression of their cultural individuality.?** In the intro-
duction to the book, Lack herself describes her ontology against a melancholic
view that reads manifestos with one eye on the past and with the presupposition
that art manifestos are Western phenomenon rather than a global one.?*® A correct
argument by her draws attention to the climate of revivalism in which many of
these non-Western manifestos were written. In most of these countries there was
arevolutionary nationalist fervor against colonialism, not only in the economic and
political dimensions but also the arts, which appeared in new forms of modernism
built upon the foundations of traditional indigenous art forms, styles and motifs.25

A similar context argued correctly by Lack is the influence of Marxist ideol-
ogy on artists whose countries were also oppressed by authoritarian rulers. The
most inspiring role of Marxism for these artists was in provoking a rebellious spirit
against the bourgeois world and to create an artform as the aesthetic expression
of their dream for a classless utopian society.?*” It should be noted that Commu-
nism did not have a positive effect in the case of Iran. The Left Party and its cultural
policies for promotion of Social Realism conversely made the fighting cocks revolt
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against it. As was discussed, until the enforcement of Zhdanov Cultural Doctrine in

1948, it was only the idealistic taste of the Left and its cultural contributions that
attracted artists, but after the obligation to Social Realism, artists reacted to it.
Therefore, although Lack correctly attributes the Nightingale’s Butcher Manifesto to

a short-lived era of optimism in 1951 based on the new government’s reforms (under
Mosaddeq’s premiership), these reforms had their roots in nationalism rather than

Marxist ideologies. The case of Iran rather shared a similar atmosphere to what she

describes as occurring in communist Eastern Europe. That is, the influence of Marx-
ism was far more ambivalent whereas many artists found themselves facing a stark
choice between forgoing a creative experimentation and self-expression or follow-
ing the Socialist Realist art promoted by Tudeh the prominent Communist Party
in Iran. Not only Nightingale’s Butcher in its text obviously rejected art for society
(Article 10), but also from the early days of establishing the association members

harshly attacked Social Realism or the idea of social commitment in arts. It was pre-
cisely this decision by artists for a self-experiment that, as Lack defends, resulted in
a prolific era of art ephemera with the emergence of the manifestos many of which
had Dadaist forms or metaphysical themes.?*® While artists in communist Eastern
Europe applied this method to state censorship or to ridicule the social regimes

by a sense of alienation, in Iran the fighting cocks applied the Dadaistic and Surre-
alistic approach in their manifesto not only to undermine the dominance of Social
Realism promoted by Tudeh (Article 10), but also against the artistic traditions and
establishments (Articles 1, 2, 4, 5, 7, 8, 11 and 12).

In a final analysis of the both above-discussed contexts, this study sides with
Lack’s argument in her ontology of non-Western manifestos. That is, it agrees with
classifying Fighting Cock Association with other modern artists’ groups of the
region in the 1940s (such as Baghdad Modern Art Group). These modern groups
also pursued a national style of art that incorporated concepts from Western mod-
ern artand traditional cultural and intellectual influences.?* This was the approach
of Fighting Cock Association until 1951, when Ziapour left the group. With the pres-
ence of Irani and publication of Nightingale’s Butcher, nonetheless, a new transi-
tional phase began that was quite distinctive. Not only the text of the manifesto
had no reference to the national school of art promoted by the association earlier,
but it also, right from the first Issue of Fighting Cock magazine in its second series,
encouraged members to adopt more destructive strategies for the promotion of
modern art and attacked the past traditions in the fields of both art and literature.?*°
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5 Cultural Role and Activity Modes

The cultural role and modes of activity undertaken by the young modern artists
were results of an essential demand by artists for artistic autonomy and led to a call
for the formation of a different kind of subjectivity in arts. It was based on these
two new conditions that artists adopted a cultural, rather than commercial, role in
their works. This chapter will argue, first, how these new conditions affected artists’
role in terms of a critical, collective and avant-garde contribution in their field and,
second, it will explain the cultural ways that the artists adopted to connect with
their audience and to transfer a new subjectivity to them.

5.1 Autonomy and New Paradigm of Artistic
Subjectivity

For studying the cultural role and activities of Fighting Cock Association, it is
important to consider the new discussions that the association issued in order to
prepare the ground for this change. The key elements to these discussions were
attention to a new “artistic subjectivity” and the idea of “artist’s autonomy.” These
two discussions were interdependent in such a way that the new subjectivity could
only be executed by autonomous artists, and artists also required this new subjec-
tivity to become autonomous. In other words, Fighting Cock defended the notion
that modern art was art of the present time and, rather than copying nature, it was
directed to the artist’s self and his internal world and, therefore, was independent
from any external rule, boundary and orderly quality. In an overall view, members
discussed the new artistic subjectivity in terms of technical issues (rather than the
subjects), emphasis on the form (rather than stylistic obsession), importance of
self-existence of the art (rather than being imitative art) and temporal necessities
that saw art as the product of its own time. Also, regarding artist’s autonomy, the
main discussions by the fighting cocks were promotion of a rebellious and revo-
lutionary spirit in artists, resistance against a functional approach to the arts and
defending artists’ individual freedom.

The new artistic subjectivity was supposed to fight against people’s preference
to see into those artworks whose understanding did not necessarily require much
analysis and thought.! This preference, as the fighting cocks argued, was developed
in unskilled people by Realist artists and those who defended art for the masses.
Ziapour, in a series of his articles in Fighting Cock magazine (1948-1949)?, attacked
precisely this common reality that Realism had provided people, and instead,

1 Ziapour, “Sokan-e now ar [Bring New Word],” 79.
2 These articles had no title and were published in a column of the magazine called Naqasi [Painting].
Ziapour published one article in each of the five issues of the magazine in its first series (1948-1949).



244 5 Cultural Role and Activity Modes

emphasized Cubism and Surrealism as a means to contrast with the objective Real-
ism. Resistance against simplification of artworks, with the excuse that a lack of
skill existed in the common audience, was the main issue of Ziapour’s discussions
in these articles. As he argued, the common audience only enjoyed the works of
art which were comprehensible and, therefore, they called only these works mas-
terpieces. But he gave notice that an avant-garde artist should never create popu-
lar works to please an unskilled audience. This was because the avant-garde art-
ist displayed his internal reality and thus his concepts could not be executed via
old conventional forms or be easily understood by the people. In such new works
of art, there were new means of expressing the artist’s internal world with more
attention for the technical issues and with the aim being to call attention to the
other realities which were not in focus.® The essentiality for adoption of such new
subjectivity for the fighting cocks was since they believed that art, similar to other
social factors, was developed gradually and represented the developments of life
and societies.* The environmental effect, as Irani discussed in his book Identifica-
tion of Art, influenced both artist’s self and his creation of a work of art. According
to him, each person’s self was dependent on the conceptions that he made from
his surrounding, life’s instinctive or voluntary demands and the flux of the events
around him: “[...] in such creation of the ‘self’ that is inspired almost automatically
by the environment and its hidden and obvious events, there is nothing effective
but life’s flux and it is life that creates the ‘selves’’

So obviously, the new artistic subjectivity conveyed expression of artist’s self,
but with a concern for technical discussions; for the fighting cocks this subjectivity
was in contrast to academic Naturalism and Realism that considered the concept of
artistry in making meticulous replicas of the nature. The technical approach of the
academic artists was different than the fighting cocks’ approach to the technique.
According to Ziapour, the academic artists had only learned laborious methods
with no artistic knowledge and, as a result, the academic technique included merely
application of the hands (without contemplation) and promoted a market for vulgar
subjects.® The technique that was argued by the fighting cocks opposed the aca-
demic emphasis on stylistic precision, and instead, paid attention to Formalism and
significance of the form. Irani in his article “Formalism” argued that Formalism was
a means of creative representation of the internal world of the artist; he differenti-
ated Formalism from academic method which captured the surrounding world as in

3 Jalil Ziapour, “Naqasi [Painting],” Kavir, no. 2 (1950): 14-15.
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photography. He even criticized application of the term “Realism” for the academic
method applied by the Iranian artists, since their works had even not achieved
the classical concept for Realism and they only fulfilled the commercial and polit-
ical wishes of those who ordered and supported them: “This deceived group [art-
ists] (no matter at service of which philosophy or political line, it suffices that they
are ‘at service’) have no common point with Realism and their works are weak
and shallow imitations or they apply anti-art orders to seize the market under
the title of Realism [...].”” Bahman Mohasses, the affiliate cock, explained that the
secret of modern art was in depicting the spirit of its chaotic age technically and
its miracle was that it revealed the reality of life in its extremities. He argued that
the truthfulness of Cubist artists, for instance, was in their surpassing the appear-
ance and breaking into the objects in order to display their internal feelings with
all their extremities: “The avant-garde artist disgusts surfing in external space [of
objects]. This space cannot satisfy him. He intends to travel into another space
which predominates us. To show the pains and anxieties. This second space is
definitely not detached from us but we do not care and are not familiar with it.”®
[Fig. 5-1] In Ziapour’s defense of Cubism, both temporal necessities and technical
significance of modern art as the new artistic subjectivity were discussed. In Issue 5
of Fighting Cock magazine (1949), he described Cubism as the art of the period
for rebellion and formation of new subjectivities. As he explained, Cubism arose
from within a class of dissatisfied artists who showed their inner provocations via
artistic manifestations and tried to adapt their artistic techniques with the rev-
olutionary aims; i.e. being determined and incisive whilst at the same time logi-
cal. All of these features were translated by Cubist artists via rigid lines, surfaces
and hefty colour areas.’ Also Ziapour described various phases of Cubism based
on different levels of internal feelings of artists. These phases were respectively
“doubt,” “desperation” and “hope” that the Cubist artist applied certain techniques
for each of them.!® A Cubist artist began his work by being “doubtful” and ques-
tioning all regulations and superstitions. Therefore, the technical manifestations
of his works were in terms of strong and rigid lines, and contrasting, vague, sil-
houette and both dull and brilliant colours that he applied with anger and wrath.
In the second phase, the Cubist artist that had become aware of his unfavorable
surrounding, entered “desperation,” but together with hatred and power it gave
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his work heavy, dull and sad colorations
(here Ziapour refers to Pablo Picasso’s
brown and gray periods or works by
George Braque and some Surrealist
painters such as Felix Labisse). Never-
theless, “hope” was the last phase that
some Cubist artists, after surviving the
first two phases could attain. A hope-
ful Cubist had learned that via rebellion
and resistance he could destroy bound-
aries and create his dreamed world.
Works by a hopeful Cubist included
vivacious, warm and loud colours.

Regarding the discussion of artist’s
autonomy, the association explained
autonomy in terms of institutionaliza-
tion of an individual freedom for artis-
tic expression, a revolutionary spirit in
artists, and rejection of any functional
attitude toward art. The main argument ] ]

. . ) N Fig. 5-1 Bahman Mohasses, Untitled, 1957. Mixed

made by flghtmg cocks in their texts media on canvas, 50 x 35 cm, Collection [?]
and debates was that avant-gardism
was characterized with the attribute of self-dependence and, as a result, autonomy
was an indispensible feature for the new artistic subjectivity (i.e. modern art). In
Issue 5 of Fighting Cock magazine (1949), Ziapour asserted this crucial autonomy in
his definition of an avant-garde artist as a revolutionist. He explained that an avant-
garde artist was someone who behaved as if he aimed at a rebellion for progress
and technical advancement of his art, and this behavior was in contrast to those
artists who promoted and propagandized other aims than art such as politics and
social devotion: “Those who expect artist other tasks than artistry and creation
of the artworks can be studied in one of these groups; either they are not famil-
iarized with the definition of art and their information about it is incomplete, or
they are well-informed but their benefit which is ‘achievement of their own goal’
makes them employ not real artists.”!! This necessary freedom for concentration
on technical aspects by artist was also addressed in translated articles that were
published in Fighting Cock magazine. In Issue 2 of the magazine (1948), for instance,
in an article entitled Honar-e jadid [“Modern Art”], the author argued that modern
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art could no more be limited to aesthetical features, but a modern artist had to be
courageous enough to detach himself from social expectancies and to return to
his own perspectives which were built in him affected by his surrounding world.*?

In addition to the academic Realism promoted by the Faculty of Fine Arts and the
state cultural policies for support of the traditional arts, the emphasis on autonomy
and freedom of expression by Fighting Cock Association, as earlier argued, was also
much influenced by direct presence of the Left Party. The Party, particularly, since
the second half of 1940s, promoted Social Realism as the cultural policy of the USSR
in the region.”® An important event of this decade was the first Congress of Iranian
Writers’ Association that played an important role in the encouragement of Socialist
inclinations within the artistic and literary fields in Iran. In fact, the Congress of Ira-
nian Writers’ Association and, simultaneously, Exhibition of Iranian Fine Arts, were
both initiatives of the Iran-Soviet Cultural Relations Society in 1946 —the fact that
has credited the penetration of politics into field of culture and new assignments
by the Party for artists.!* In many of writings and debates of the fighting cocks, they
outspokenly condemned Social Realism or social commitment in arts. An obvious
example is an article from Paris Fine Arts Weekly in 1952 that was translated by an
affiliate cock, Sohrab Sepehri, and published in one of Fighting Cock’s new series of
the magazine called Cock’s Claw in 1953.1° The article Pikdso mored-e e‘teraz qarar
migirad [“Picasso Is Complained”] had depicted splits among artists of the Commu-
nism Party since after obligation of the Social Realism by Zhdanov Soviet Cultural
Doctrinein 1946. It had reflected André Breton’s criticism assimilating Social Realist
paintings rather to photography and propagandist art than painting.!® Until 1952,
the Party was still compromising with those like Picasso and Henri Matisse who
were close to the Party but did not comply entirely with Social Realism. Neverthe-
less, for avant-garde artists of the Party, mandatory submission to Realism was not
acceptable and they insisted to revolt and choose between freedom of expression
and sheer obedience to a propagandist Realism. It was at the same time that Salva-
dor Dali commented on Picasso: “Picasso should logically leave the Party and put
an end to all doubts and clamors. Also he can do an important job by condemning
the left inclinations among artists.”'” So for fighting cocks, modern art in general
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publication of Fighting Cock magazine. After each ban, the magazine had to continue its work with a new
title as a new series.

16 Helen Turner, “Pikaso mored-e e‘teraz qarar migirad [Picasso Is Complained],” trans. Sohrab Sepehri,
Panja korus, no.1 (1953): 5-6.
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(and Cubism in particular) was the most comprehensive school of art that repre-
sented the artists’ spirit for revolution and uprising against discriminations, habits
and orderly qualities which only exposed certain artists to growth. Accordingly, one
can read Ziapour’s appreciation of Cubism compared to other previous art schools
that none of them like Cubism possessed the necessary power and radical spirit
for creating an artistic movement: “It should be noted that Cubism ‘is not merely
a certain painting style, but the essential condition for someone to be a Cubist, at
the first step, is to have a revolutionary spirit for progress.”®

All Fighting Cock members explicitly complained and repeatedly reflected their
antipathy with the Left Party and, in fact, they challenged the committed art ver-
sus art for art’s sake by their defense of artist’s autonomy. These complaints were
uttered in different ways. Either, being discussed for Ziapour, through emphasis on
freedom from politics and social norms as a feature of avant-gardism, or, straight-
forwardly by paying attention to the subject of artistic autonomy. For instance,
Shirvani did this in an article in the column “Identifying the Modern” in Issue 1 of
Fighting Cock magazine (1951). He criticized conservative artists who insisted art
to have social functionalities and to be comprehensible for the masses. According
to him, these claims meant nothing but creating orderly works and to hold com-
mon people as the judge of their evaluation: “Because here our opinion is import-
ant and [Art] is not yoghurt or butter at the supermarket that the public opinion
becomes its evaluation criterion, here [in art] the subject is taste and aesthetics.”*”
Also the same blunt language was seen in Irani’s article where he openly discour-
aged artists from any concern for ethics, society and tradition.?’ For the artist, he
asserted, everything should only act as means of expression and nothing is allowed
to restrict him; even if his artistic manifestations unconsciously appeared to be
functional or were in line with social or traditional norms. It should be noted that
this has never been decided by the artists themselves.?! But the significant point
about these complaints by the association members was that they defined social
function or functionality of art for society in a different way. Ziapour saw it a mis-
take to divide art into two groups of “social art” and “anti-social art” when the origin
of both was one thing. This origin, as he defended, was on the one hand due to the
fact that every artist, even the most avant-garde one, could not be detached from
his society and his work essentially reflected his social inspirations. On the other
hand, he emphasized that the definition of art for art’s sake should not be thought of
as not being at service of the society but that artist cared for the artistic dimension
more significantly as a modus operandi: “|...] since the artist is full with inspirations

»

18 Jalil Ziapour, “Naqasi [Painting],” Korus jangi, no. 5 (1949): 31.
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€Sl (il ) 5 43de ¢ g se s 0l [Shirvani, “Senakt-e nowi [Identifying the Modern],” 1.]

20 See: Irani, Houshang. “Honar-e now [Modern Art].” Korus jangi, no. 1 (1351): 2-3.

21 Ibid, 2.
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from his surroundings, therefore, the social service was spontaneously within it.”*2
Basically, for the fighting cocks, the artists’ accordance to the social understanding
level was considered as a murderous act against society and, in contrast, the social
role of the avant-garde artists was to increase this level via exerting themselves to
the promotion of art among the people.”

As reviewed above, the central aspects of the association’s cultural role should
be considered in its emphasis on necessity of a new artistic subjectivity and artist’s
autonomy. In this chapter the “cultural role” will be discussed in two sections. The
first section will argue artist’s autonomy and the new artistic subjectivity more
precisely, breaking them down into three modes of activity in association: first,
attention to artists’ critical approach (artists simultaneously adopting the role of
critics); second, emphasis on the collective collaboration within and between fields
of artand culture; and third, preference for cultural promotion of modern art versus
formation of a commercial market. The second section will focus on association’s
main cultural activities in terms of publications, debates and exhibition contributes
by the members.

5.1.1 Artists as Critics: A Critical Approach

One of the most significant aspects of the cultural role played by Fighting Cock
Association was in efforts to promote a critical attitude in arts among artists. The
emphasis exerted on criticism was to the extent that, although the second series of
Fighting Cock magazine (8 to 12 pages in 1951) was reduced to one-third of pages of
the first series (35 to 60 pages in 1948-1949), new columns of Enteqad [“Criticism”]
and Barrasi [“Review”] were added to increase the critical approach of the mag-
azine. For instance, in Issue 1 of the magazine, Shirvani explained that the aim of
the “Criticism” column was to uncover malevolence of those artists who, despite
lack of adequate knowledge, claimed artistry either via emphasis on tradition or by
creating social works.?* The major reason of association’s attention to the issue of
criticism was because the artistic space in Iran was a uniform and uncritical space.
In fact, as Ziapour complained, the absence of avant-garde artists to challenge the
artistic establishments in Iran had led to the absence of competitions and animos-
ities that were necessary for creating a change in the artistic field.?® Therefore, in
many of his debates and texts, Ziapour encouraged uprising of the artists for cre-
ation of such a space: “I can never complain about the space. Every space has its
peculiar capacities [...]. I expect those who are more passionate about art to enter

22 e dee G 2 35340053 ab gl 4y Crend il o sa 0 sladine ) o 4s8 KUK < 3G 5 5 die i 4S ol ) [
«.<w [Jalil Ziapour, “Naqasi [Painting],” Kavir, no. 1 (1950): 16.]

23 Jalil Ziapour, “Naqasi [Painting],” Korus jangi, no. 5 (1949): 39.

24 Shirvani, “Senakt-e nowi [Identifying the Modern],” 1.

25 Jalil Ziapour, “Naqasi [Painting],” Korus jangi, no. 1 (1948): 14.
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artistic discussions directly [...].”?¢ The association’s role in awakening their artistic
space came along with a rallying cry for a rebellion against such lethargy. In one of
Ziapour’s talks at Fighting Cock Association in 1953, he distinctly announced Fight-
ing Cock’s invitation of artists for such a fight:

There is nobody who does not know that our atmosphere is so cold and passive. Every-
body knows it. [Nevertheless, this atmosphere] is not made of only those who possess
old and decayed thoughts, they do not make the whole for us; the whole for us are those
young and enlightened followers of us who move contemporaneous with their own time,
those who represent benefits and characteristics of one society [...]. They are those who
know that for attaining progress in their art and culture, they have to undertake efforts,
be rebellious, beat the hindrances and [they are aware] that this task can never be pos-
sible without a persevere fight.?’

Regarding the awakening role that the association had taken, the cultural activi-
ties of the members (in terms of display of works, publication of their own maga-
zine, theory and manifesto or their debates at the place of the association or other
exhibitions) were in line with their aim to create a resistant and critical art space
against old establishments. In Cegunegi-ye vazyyat-e korus jangi az ebteda-ye kar
[“The Status of Fighting Cock from Its Start”] by Gharib, which was published in
Cock’s Claw, this very aim for publication of different series of Fighting Cock mag-
azine becomes apparent. In his writing, Gharib pointed to the early days of Fight-
ing Cock when members encountered a prevailing torpidity in the art space: “[...]
a huge lack of knowledge and mental inanition that our artists were and still are
suffering was to the extent that they could no way align themselves with [fighting
cocks’] rallying cry [...]. Today, one more time, we will take on publishing a new
series of the magazine and will continue our artistic debates for the society [...]."?
Another important reason for initiative of the fighting cocks in issuing the discus-
sion of criticism in arts was that the task of criticizing or writing critiques on art
was left to the non-artists and unskilled groups of journalists, reporters and literary
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L] s 5w dale 35 L [Jalil Ziapour, “Baht wa enteqad-e honari [Artistic Argument and Criticism],”
Mehr-e iran, November 29, 1949.]
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figures who had no studies in field of arts. A review of the texts written by these
figures in newspapers and magazines of 1940s, and even later, indicates a consid-
erable lack of analytical depth and technical precision in these writings, as well as
a prejudicial view that was protested by the modern artists. According to fighting
cocks, the main reason for interference of the non-artists in the task of artistic criti-
cism was because the artistic modernism was still in its early days in Iran and the
modern artists lacked the necessary autonomy to challenge them. Under this con-
dition, those who wrote about art from other fields could only reflect their literary
or personal justifications about the works in a conservative way.?* Mojabi considers
two types of authors for the very few texts which were written on exhibitions of
modern works at Apadana Gallery or salons of clubs and cultural relations societ-
ies; in the majority group were journalists who had no education in arts and, based
on their job, updated readers with their personal and emotional coverage of art
events, interviews with artists or biographies of them. But there were a minority
of authors who were more familiar with artistic subjects, either published their
own magazines (like Fighting Cock Association) or wrote in magazines with good
circulation.?® Regarding the fighting cocks’ argument, many of the amateur writers
created amateur critiques with specific intentions or specific people they wanted
to please. In fact, a considerable part of these writings were by opponents of the
modern art who themselves were either from the academic Realists and traditional
artists or advocates of Social Realism of the Left Party. Therefore, the main accusa-
tion by the association was toward the social condition in which every one claimed
to be doing the work of a critic: “In our society, every one writes for pleasing the
people or due to a certain notion to pretend sympathy and, by doing so, they aim
to restrict the [modern] artists.”3! In many cases one observes that members of
the association unveiled the pretentious quality of such reports. Good examples of
such attacks are found in very few texts that were published about exhibitions at
Apadana Gallery during its short period of activity in some newspapers and mag-
azines. For instance, in a caustic text by Ziapour titled Dorost enteqad konim [“Let
Us Criticize Correctly”], which reviewed a report on an exhibition of Javad Hamidi’s
paintings (published by Mehragan newspaper in April 1950), Ziapour complained
about silence of the press and social media about Apadana Gallery; he condemned
the author of the report for her lack of artistic knowledge that had caused her write
a conservative and ridiculous critique about one of Hamidi’s works. [Fig. 5-2] Zia-
pour’s protest, in his words, was due to repetition of such errors in commenting on
the arts and it was association’s task to inform people not to be deceived by these

29 Mojabi, Saramadan-e honar-e now [Masters of Modern Art], 45.

30 Ibid,, 115.
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ments of Painting in Europe],” Korus jangi, no. 2 (1948): 10-11.]
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fake statements: “It is really strange that some of our youngsters only for self-pre-
tension and to show off their scant knowledge apply every kind of deceit and flatter!
[...] Why should really those who do not possess necessary qualities for the analysis
of subjects criticize at all? [...] Why those of you who are not an expert in technical
(but general) issues intervene in subjects that do not relate you or why you enter
the technical details of those subjects?”*? The author had praised Hamidi’s new
experience in modern painting as a result of his pessimism to adopting any signif-
icant aim or subject matter for the painting. But, in contrast, Ziapour replied that
any perspective a modern artist observes in his work should be understood as the
subject matter of that work of art.?® Or, the author had attempted to praise Hamidi’s
deformation of lines and forms and had concluded that Hamidi was proficient in
Western art styles and his colour compositions were authentic copies of Picasso,
Ziapour again condemned her: “I do not know what should I name such descrip-
tions. On the one hand they praise an artist for his technical expertise and skill in
art, but on the other hand, they introduce the same artist as an imitator of Picasso
in coloration that itself is the most significant aspect of painting. Is such criticizing
not because the author either is mocking Hamidi or because she unknowingly is
displaying her lack of information about the art?”3

In addition to the role of uncovering the unskilled and prejudicial critiques in
various magazines and newspapers, the members also tried to provide clarifica-
tions on the tasks of a critic. For instance, in another attack by Ziapour at authors
of such newspapers as Iran-e mad, Jahdan-e now and Peyk-e solh who had written
critiques on the solo exhibition of Kazemi’s paintings at Apadana (1950), he rep-
rimanded them because of their propagandistic and tendentious critiques which
praised Kazemi without pointing to his artistic mistakes. The exhibition, as earlier
discussed, displayed a series of Kazemi’s works from his trip to the city of Kurd-
istan in Iran.*®® [Fig. 5-3] Ziapour complained that these paintings were made in
only 3 months and represented artist’s hasty enthusiasm for creating Cubist paint-
ings but they lacked the necessary understanding of values of the line, colour and
form.3¢ This criticism by Ziapour reflects the atmosphere in which the modern
artists worked. In other words, working in Cubism at the time was a sign for being
a modern artist; therefore, many young artists applied their learnings from the
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[Jalil Ziapour, “Dorost enteqad konim [Let Us Criticize Correctly]” Sahsavar, September 25, 1950.]

33 Ibid.
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35 See the argument for Fig. 4-25 in Chapter 4.

36 Ziapour, “Naqasi-ha-ye kazemi [Kazemi’s Paintings].”
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faculty to this school.?” By bringing in
view Kazemi’s paintings at his exhibi-
tion and considering Ziapour’s com-
plaint, this condition could also count
for Kazemi’s exhibition: except for a
few paintings, the rest were figurative
works depicting Kurdish men and wo-
men in their traditional costumes. In
almost none of these paintings had
Kazemi tried to distance himself from
the natural forms, or the mere inno-
vation was to respect simplicity in the
forms and colours in order to convey
the naivety of the figures. Ziapour’s crit-
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Fig. 5-2* Javad Hamidi, Be suye marg [Toward Death],
Year [?]. Technique [?], Dimensions [?], Collection [?].
In F. N, “Namayes$gah-e naqasi-ye jadid [Exhibition
of New Painting],” Mehragan, June 13, 1950. National
Library and Archives Organization of Iran

icism, by emphasis on the value of line,

colour and form, was derived from the discussion in his New Theory as a compre-
hensive school. That is attention to Impressionism, Cubism and Surrealism should
be with regard to their avoidance from representation of the natural or close-un-
natural forms. According to him, this task had to be done via understanding the
potentials of line and colour, and this was missing in Kazemi’s exhibition. Kazemi,
who was one of the modern painters from the faculty, was condemned by Ziapour
for not having been successful in applying even his knowledge of Impressionism:
“The only thing understood from Kazemi’s paintings is that he has simply put some
colours next to another without realizing their relation and has painted straight,
broken and sharp lines like metal bars around his portraits and figures. [...].”* In
describing the role of a critic, Ziapour cautioned that criticism should not turn to
means of propagandistic aims but it should provoke progress in artists’ works: “It
should be noted that if all wishes by a society are not fulfilled in a work, we are not
allowed to reject it as a work of art or, contrarily, if a society’s demands are found in
a work, we should not necessarily consider it as an acceptable work of art.”** This
very condition was also observed in the association’s discussions on literary top-
ics. There were vehement reactions to critiques that were written by the members
against classical poetry and literature. For instance, a considerable part of these

37 Inthebeginning of Iranian modern artists’ work, Cubism was considered as modern art among the peo-
ple and young artists. Therefore, many paintings were attributed as being worked in Cubist style to attract
attention. [“GoftoSonudi darbara-ye naqasi ba sadeq tabrizi [An Interview with Contemporary Painter Sadeq
Tabrizi],” 33.]
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reactions addressed Nima Youshij who affiliated with the association as the pio-
neer of Persian modern poetry and his poems were published in almost all issues
of Fighting Cock magazine. In response to one of these pungent attacks written in
Iran-e ma newspaper (1950) by Abdolali Parto Alavi (1902-1980)—a poet and writer
with social inclinations—Ziapour again called attention to the significance of criti-
cism as a technical act. With reference to the point that understanding the modern
poetry required more intelligibility and acuity, Ziapour argued that modern poetry
is understood by its advocates due to “the essential expression of the feeling and
conception of the poet without any limitation and regulation.”* Therefore, for those
critics who did not possess the necessary mental preparation, it was only an alibi to
expect poetry as the expression of simple issues via a comprehensible structure or to
expect a poem to be merely made of old techniques of rhyme and versification: “For
those who never take their time to contemplate in poetry and its correct definition
(as in painting) [...] the new manifestation does not make any sense for them [...]
they do not give way to new allegories and metaphors.”** All the heated reactions
against modern artists, as the fighting cocks discussed, were therefore based on a
wrong contextual development in which Iranian artists and the literary figures were
used to giving or receiving obsequious comments instead of real critiques: “We are
still not familiar with criticism [...] the major habit of us is shaped on flattering [...].
So, if somebody criticizes, there is no doubt that he will be cursed and mistreated.
This is not only because we are not used to hearing the truth, but also we are not
aware of the meaning and value of the critique.”*?

It should be noted that although the fighting cocks never entered into promotion
of artistic criticism in a professional manner, their basic arguments helped create
a change in the artistic space of their time by putting emphasis on the subject of
“criticism” and its relevant issues. Among the relevant issues influenced was, above
all, success in promotion of an argumentative behavior. This behavior was in con-
trast to the traditional habits (which limited artistic discussions only to closed cir-
cles of artists) and entered it into a broader space of both educated and unskilled
audiences. It was according to this behavior that Irdn newspaper, in its Issue 8772
(April 16, 1949), commented on the initiative of the fighting cocks for suggesting
artistic subjects and opening the ground for arguing them. Iran had considered this
activity a positive method that created both opponents and proponents with debates
that could be published in newspapers and magazines for a broader audience.®

40«8 shi Sz oy seld Ll 5 il 2 3Y oy [Jalil Ziapour, “Nima yusij wa $e‘r-e @ [Nima Youshij
and His Poetry]” Sahsavar, October 9,1950.]
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In fact, this argumentative and criti-
cal behavior was an inspiring issue to
appeal writers and journalists to the
new artistic developments. Ziapour,
later in one of his interviews in 1989,
clearly reminded this provocative role
by association in attracting attentions.
For instance, he mentioned Ettela‘at as
one of the newspapers that artistic top-
ics were not of its concerns, but influ-
enced by the clamor of the debates, it
published a comprehensive article on
modern painting on five pages of its
Issue 3 (November 24, 1950) confirming
that: “Modern painting, contrary to the
classical painting, is rather about the
impressions than the real forms [...] and
these impressions depend more on the
S painter’s personal reactions than [fidel-
Fig. 5-3* Hossein Kazemi, Mohammad ‘ali [Moham- ity] to the subject matters [...]. This is

mad Ali], c. 1949. Technique [?], Dimensions [?], P B

Collection [?]. In Jalal Al-Ahmad, “Dar apadana: the .reason Why modern painting 1s not
ba qab-ha-ye hizomi [At Apadana: With Wooden easily comprehended [...]. We could say
Frames],” Iran-e ma, March 19, 1950. National that in the modern school, art has devi-

Library and Archives Organization of Iran
ated from [normal] tastes, and beauty

and ugliness are no more its aims.”**
Another feature of Fighting Cock for promotion of a critical approach was an audac-
ity for consciously exposing their works to the public comments. This happened
via exhibition of their works, publication of their theory, poems, stories, scripts,
and not to mention the particularly important public debates that were held by
the association. The audacity about this publicization lies in the fact that all their
publications—either in Fighting Cock magazine or as separate books—occurred
during their lifetime.*> This openness of the association to public criticism was
also observed within the association and among its members. That is, the critical
approach of the members was not just a practice against their opponent but also
against each other if necessary. The best instances of this behavior are seen where
Sheibani wrote critiques against Gharib’s new method of story writing and criti-
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45 Helia Ghazi Mirsaid, “Hanana yek nabega-ye jasur bud: goftogu ba mohammadreza darvisi [Hannaneh
Was an Audacious Prodigy: An Interview with Mohammadreza Darvishi],” Tajroba, no. 16 (2012): 87.
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cized Ziapour’s appreciation of this method, or where Irani criticized Nima, despite
his leading role in Persian modern poetry, for his social compromises and his linger-
ing between new and old techniques. Irani’s critique of Nima under Enteqad-e nima
yusij [“Criticizing Nima Youshij”] was published in Issue 2 of Fighting Cock magazine
(1951) and mainly condemned Nima'’s functional orientations in poetry. According
to Irani, Nima’s concern for an ethical education of his readers was to reject free-
dom of artistic creation.*® In fact, Nima emphasized a complete detachment of the
artist from himself, and this was precisely in contrast to association’s defense of
modern art for its attention to artist’s internal world and Irani warned Nima for
“underestimating the authentic expression of [artist’s] internal world and regarding
it as something disposable.”*” But the most obvious debate within the association
is seen where Sheibani, in his text Enteqad bar konferans-e ziapur [“Criticizing Zia-
pour’s Conference”], attacked Ziapour for defending Gharib’s method of story writ-
ing. In his conference that was held at the salon of Farhang Theater on the occasion
of Fighting CocK’s first anniversary in April 1949, Ziapour had criticized that story
writing in Iran was heavily imitating Western writers and the ignorance of the local
writers about their own morale and peculiarities had caused considerable lag in
their works: “An Iranian writer, while reviewing foreign writers’ works, has to do his
best not to be dominated by their mindset (which is peculiar to their own context)
[...]. Creating an Iranian work of art is along with certain features peculiar to the
life-style, contextual phantasies and climate.”*® Accordingly, Ziapour appreciated
Gharib’s method of writing because, at the same time that he was aware of world’s
literary schools and weak points of Iranian story writing, he aimed at the forma-
tion of a new method that corresponded to his own national context: “They [Ira-
nian writers] wanted to write national stories but they acted without knowing how.
Our modern writers assumed that only by application of vulgar words they were
national writers [...] it is to regret that they had sacrified the reality for the appear-
ance.”* Clearly, Ziapour was emphasizing the national attributes of Iranian modern
writing that Gharib was applying in his method. As he analyzed Gharib’s stories,
although they all flashed back to a distant past of the writer and displayed a kind of
cleavage with the present, their mental coherence was so strong that this cleavage
was not noticed and, in fact, this was the different language for which Ziapour used
the term “national language”: “[National language] is observed in those stories that
include wishes and dreams, successes and failures of a nation. A national work of

46 Irani, “Enteqad-e nima yusij [Criticizing Nima Youshij],” 12.
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artis a work that the spirit of one nation’s life is noticed in it... Gharib was aware of
this negligence by our writers.”>® Although Ziapour had emphasized in his speech
that Fighting Cock Association saw a necessity in circumspection of modern art-
ists about both artistic and literary fields (for instance an artist’s general comment
on literature should not be considered as an intervention), Sheibani’s complaint
about this conference precisely condemned Ziapour for his interference into the
field of writing. Sheibani had criticized Ziapour for his lack of competence to com-
ment on literature and, more importantly, he had technically denounced Gharib for
his method of story writing. The main criticism by Sheibani addressed the art for
art’s sake approach taken by Gharib—Sheibani for this comment was influenced
by his leftist affiliations. He condemned Gahrib’s emphasis on technique, instead of
subject matter, and his Formalistic method in utilizing uncommon words and their
composition without any concern for the meaning.>* In the text written by Sheibani,
his references to commitment in art and the social functionalities of literature were
obvious and his emphasis on artistic idea, subject and meaning was to point to the
significance of communicability of a work of art to its audience. In the text of his
critique one can read such statements as: “Why Gharib, who himself fights against
backwardness, has chosen a method which in no way corresponds to the Iranian
people’s morale today and does not satisfy them? [...] A writer today should make
social developments [...] should make us familiar with a deep philosophy of life that
can be helpful for our living. A work of art, in addition to beauty, should guarantee
to solve a problem. The [artistic] ‘idea’ in a work of art makes the main body of it,
and technique and other things are the covering and decoration only to show that
work of art.”>? After Sheibani’s “Criticizing Ziapour’s Conference,” many members
and affiliates published their critiques as replications to Iran newspaper. In one of
these replications written by an affiliate cock, Sheibani’s critique was attributed to
his socialist interests that had finally put him in conflict with the association. The
writer by quoting Sheibani saying “a writer today should make social developments,”
had concluded that despite all the enlightenments by the association, Sheibani still
sympathized with such notions as art being at the service of the society, political
manifestations, and the masses: “Our critic [Sheibani] does not know that art is
not an instructor in ethics, a social leader and tutor of the masses [...]. An artist
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only develops people’s tastes but is not an indicator of social developments.”>® In
other replications, another affiliate cock had appreciated the role of Fighting Cock
in revealing the platitude of the artistic space in which artists used to act based on
their personal fancies with no one to criticize this situation.* The main point of
the writer was that the opponents of modern art in Iran applied such baseless cri-
tiques to eliminate modern artists as their competitors. Many of these fallacious
objections, as in case of Sheibani’s text, either questioned fighting cocks’ compe-
tence for criticizing or their emphasis on technical issues in arts, but as the writer
had replied: “If the artists of Fighting Cock Association were supposed to wait for
such permissions, today they were creating those mournful and disabled works of
Flower and Nightingale Age like your competent artists do.”>®

Another notable point about the critical approach promoted by the fighting cocks
was in their emphasis on the investigation of the works of art regarding their tech-
nical attributes. In fact, all members of the association, whether from the fields of
visual arts, literature or music criticized a lack of technical attention in studying
works of art. In many of the comments and critiques by the members, this insistence
on technical elements was obvious. According to Ziapour, modern art that mani-
fested the internal world of the artist was visualized by the artist’s technique: “Every
stroke, line, colour and every word by the artist is representative of his knowledge
and profundity. No matter how deep and precise one artist is, if he lacks the nec-
essary technical skill, his value will amount for us only to the level of works he has
created and nothing more.”*® Also when Irani, in describing the modern art empha-
sized its scientific nature, he insisted on the technique: “The modern art, similar to
modern philosophy and science, is born to the time [...]. The art is created without
any intermediary, in the same way and based on the same source as in science—the
nature of art and science is one thing [...] art and science represent the intellectual
abilities of human being in each period even if they are not understood at their own
time.”>” This centrality of technique for the fighting cocks was also influenced by a
social context in which proponents of Social Realism promoted meaning in arts and
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combated technical preference of the modern artists. It was within such a context
that Ziapour in an article published in Issue 5 of Fighting Cock magazine (1949) dis-
cussed two types of Iranian critic; i.e. those whose concern in criticism was only the
mindset of artists and another those with attention for methods of expression. In this
classification, it is observed that Ziapour equaled the first type of critics with advo-
cates of committed art, but he found criticisms by the second type more precise and
closer to aesthetics (art for art’s sake): “[...] [t is no problem that [the critics] actin a
way to shape the mindsets [...] but this has nothing to do with artistry; i.e. how we
think is different with the way we exhibit one thought [...] because how one thinks is
the task of philosophers and how one exhibits a thought is the task of artists.”>® This
centrality of the technique for members was also seen in the critiques they made
about different exhibitions. In the same critique by Ziapour on the solo exhibition
of Kazemi at Apadana, one can read his text entirely defending artistic modernism
in terms of its attention to the technique than the subject and meaning. The eth-
nographical paintings by Kazemi from people of Kurdestan were well-suited with
association’s emphasis on modern art with respect for the local attributes. [Fig. 5-4]
Nevertheless, as Ziapour had criticized, the paintings lacked the essential technical
maturity and the exhibition was only a vulgar display of the folklore of the inhab-
itants and that region: “It is not only selection of the subject which makes one an
artist. But after selection of one subject, it is the skillful and artistic rendering that
makes one an artist [...]. If an artist does not respect the technical elements in visu-
alization [of a subject], then he has done no more than the job of a journalist [...]
shouldn’t an artist be introduced based on his technical skill and his job be different
from areporter? Shouldn’t an artist respect many of his contemporary techniques?”*
Together with Ziapour, other members of Fighting Cock such as Irani, Shirvani
and Gharib also exerted a critical approach to their own fields. Similar to Ziapour
whose main combat was directed to the academic traditions and the Social Real-
ism in the visual arts, literary members also were in a battle with the literary fig-
ures from the academy. In Issue 4 of Fighting Cock magazine (1951), Irani wrote a
critical review over an article Adab dar jahdn-e san‘at [“Literature in the World of
Industry”] by Saeed Nafisi from the Academy of Iran, in which he had cautioned
the illiteracy and incompetence of the academy for commenting on arts. Nafisi’s
article had assimilated art to industry and artistic creation to industrial production
without any differentiation between plastic and non-plastic arts. His discussion was
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built upon classical aestheticism (Plato
and Aristotle) and considered beauty as
a separate fact that dominated the work
of art from outside.®® According to these
statements, Irani argued: “Not only Naf-
isi, but also most of the teachers of our
time had no acquaintance with the art
and aesthetic discussions whereas a
profound ignorance has always been
revealed at any time they have com-
mented on arts.”®! In the field of story
writing, critiques by the members were
largely in the form of critical reviews
of other writers’ works and they were
mainly published in Fighting Cock mag-
azine—especially in “Criticism,” the
new column of the second series of
the magazine (1951). The main reasons
for such critical reviews were eulogis-
tic texts that, under the guise of criti-
cal reviews of the literary works, were
published in different newspapers and Fig. 5-4* Hossein Kazemi, Naz [The Caress], c. 1949.
magazines. In the first Issue of Fight- };;?gllqzﬁg;d Dlg:rn;;;r(lji E;E:l(l]z?gggve] hlil;omi
ing Cock, Gharib attacked one of these  [At Apadana: With Wooden Frames],” Irdn-e md,
eulogies in Irdn-e ma newspaper that March'lg, 1950. National Library and Archives

X L, _ Organization of Iran
had attributed a cliché novel—Hayeda
[Hayedeh] by Jahangir Tafazoli (1914-1990)—to the Western modern method of
novel writing due to its vulgar plot. The writer of the review had admired com-
plexity of the book in spite of the simplicity of its subject and its development via
common expressions and structures of the sentence (the features which writer had
attributed to Western modern writing). Gharib was critical of such praising reviews
because either they were written by critics who were so uninformed about art
and literature that deemed these novels as artistic works, or it was an uninformed
atmosphere that allowed these critics to write such tendentious reviews. Also he
added that such novels received high acclaim by society, as their popular story plot
was one that people could empathize with.®? Basically, many of the fighting cocks’

60 Aghamohammadi, Mara ba darya-ha-ye morda kari nist [I Have Nothing to Do with the Dead Seas], 227.
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62 Gholamhossein Gharib, “Hayeda az jahangir tafazoli [Hayedeh by Jahangir Tafazoli],” Korus jangi, no. 1
(1951): 3.
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critiques were directed at the profiteering behavior of those artists or writers who,
without the necessary qualifications, characterized their works as modern. In the
same first Issue of the magazine, one sees Irani disclosing such intentions in poetry.
In his critique against Fereydoun Tavalloli (1919-1985)—an Iranian romantic poet
with leftist sympathies and from advocates of Nima Youshij in modern poetry—he
attacked Raha [Free] (1950) one of Tavalloli’s first collections in new poetry. Accord-
ing to Irani, Tavalloli’s poems were full of romantic landscapes and he was merely
disguising under the displacement of the words and classical allegories to prove
that he was a modern poet. Thus, Irani complained that the selection of the title
Free by Tavalloli was a deceitful decision to pretend the freedom of expression in
modern poetry: “Throughout his introduction [in Free], there is no reference to
expression of feeling and display of the internal overflow of the artist and there
should not either be because Tavalloli’'s poems are too imitative, artificial and old,
and this proves that he is not able to create a modern work or even to understand
the meaning of art in general. For Tavalloli exists no internal world or at least he
has not been able to create it [...].”** Additionally, Irani worked as a translator and
wrote serious critiques to hint that translation should also be accounted along with
the translator’s acceptable command of the field to which the given text belonged.
In one critique by Irani that was published in format of a pamphlet (1955), he caus-
tically criticized a translation of Analects of Confucius by Hossein Kazemzadeh and
attacked the translator for his lack of knowledge about the book and, as a result,
its distorting translation. [Fig. 5-5] Irani had described such unskilled translations
as hasty acts by their translators who selected popular titles as a quick method for
making more money. By doing so, in fact, it was the notion of the translator being
imposed over the original text, and the social acceptance to such translations was
merely due to the influence of the translators and their promoters in the field.®*
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Fig. 5-5 “Nama be daqad-ye hossein-e kazemzada iransahr [A Letter to Mr. Hossein Kazemzadeh Iranshahr]|
by Houshang Irani in 1955.” National Library and Archives Organization of Iran

5.1.2 A Collective Nature: Fighting Cock Association
and Apadana Gallery

The institutionalization of modern art in Iran was, from its early days, based on
the collaboration between artists from the field of either art or literature. These
collaborations were along with two attributes of “necessity” and “consciousness.’
That is, the collaboration was a result of artists’ conscious decision and a necessity
for working collectively. As for the theoretical discussion,® artists felt a necessity
for collective work according to their need for autonomy and independence from
different fields of power and the dominant artistic establishments that were sup-
ported by these powers. Although this autonomy was a restricted and limited one
(not an entire freedom from domination of the official patronage and the financial
rules of the market), modern artists attempted to create a new intervention to influ-
ence the external dominance via asserting their independence as collective intel-
lectuals or groups. Artists’ groups which emerged in forms of small critical circles,
art galleries and societies, in fact, assisted modern artists in the exercise of their
intellectual and cultural power, and to question the established rules versus the
dominant politico-economic sources. In other words, it was the collective nature of
the modern artists’ activities that could pose problems for competitors from their
own field or the field of power who supported these competitors. The collective

J
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collaboration also provided the financial possibilities for the symbolic movement
that artists were about to make via modern art. This financial independence could
almost be achieved since the modern movement, rather than the market, was based
on cultural promotion of the new art and, as a result, the private or personal finan-
cial resources of the artists enabled them to carry on despite a void of a successful
market for their works in the early days of their activities.

For the first generation of Iranian modern artists, the qualities both of conscious-
ness and necessity of the collective work were observed in their texts and debates.
In the third series of Fighting Cock magazine (1979) that was published with reunion
of members after the Iranian Islamic Revolution, both Ziapour and Shirvani in their
articles in Issues 1and 5 discussed this collective nature as the key factor in success
of the Fighting Cock movement. In his text Nags-e nehzat-e korus jangi [“The Role
of Fighting Cock Movement”], Ziapour made an overview of the association’s foun-
dation, its aims, opponents and the cultural contributions that members had for
the promotion of modern art. In addition to two main opponents; i.e. the academic
or Social Realists and the traditionalists, he explained that the majority of the Ira-
nian people supported these opponents and, therefore, fighting cocks had almost
the entire society in their way. With reference to such an enormous obstacle, he
argued that the association, therefore, could not reach its objectives without the
collective collaboration of the modernists from various fields: “But the pioneers of
modern art, in any ways, with an alert and conscious quality and collaboration of
their few advocates, enlightened publishers, authors, modernists and intellectuals,
transformed the closed artistic space to an open field and provided the freedom in
artistic creation via hard work (and by withstanding many discriminations, accusa-
tions and ridicules).”®® Also in the editorial text of Issue 5, which was a review over
the third series of Fighting Cock magazine by Shirvani, he obviously mentioned the
significance of the collective attempts by the members. The third series of the mag-
azine that was published in post-Islamic Revolution era was supposed to develop
a unity between the fields of art and literature and to form Jebha-ye demokratik-e
farhang wa azadi [Democratic Culture and Freedom Party] to support freedom in
artistic expression. [Fig. 5-6] Accordingly, in his introduction, Shirvani was refer-
ring to the early days of the foundation of the association and he notified that the
progress of Fighting Cock relied on the same spirit of collective work: “[In addition
to the members and affiliates] many other cultural and artistic figures assisted us
so that Fighting Cock Association and its magazine could be able to launch its role
based on the motto of ‘Bring new word that the new word has other value’”®’
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It was based on a conscious need for
collaboration that the first modern _oﬂ:T/ '/'
artists began their work in the form ./:(_/“d
of the Association of the Youths as an =
unofficial artists’ group in the early ‘.su} b
days. Although this association quickly o w’P
transformed into the first private art
association (Fighting Cock) and gallery T R
(Apadana), activities of both centers Fig. 5-6 “The title of Democratic Culture and Free-
were inter-reliant and collective. These dom Party above the title of Fighting Cock maga-
zine (1979),” in Korus jangi, no. 2 (1979): 1. National
collaborations, in fact, represented tWo  Library and Archives Organization of Iran
significant cultural roles that Fighting
Cock and Apadana undertook separately but in a complementary manner; i.e., spe-
cialization of art by Fighting Cock via adoption of a scientific approach to art with
critical debates, writings and reviews, and publicization of modern artworks by
Apadana via their exhibition for the general audience. In other words, the exhibi-
tions that were held in Apadana for the first modern artists of the Faculty of Fine
Arts went along with the debates held by fighting cocks at the place of the gallery
or association and the critical reviews written in Fighting Cock magazine or other
newspapers. In an interview that Ferdowsi magazine made with Ziapour in 1967,
he pointed to the important role that a gallery like Apadana could play for the pro-
motion of modern art in Iran. He explained this role in making a familiarity with
the modern works for the common people by putting them on display and, more-
over, by creating an encouraging space for the young modern artist to exhibit their
works.?® It should be noted that the necessity of a place like Apadana Gallery for
an association like Fighting Cock was much understood based on two conditions.
First, according to the improper and limited space of the association for exhibiting
works, Fighting Cock could only concentrate on activities such as holding debates
and publication of the magazine.®® Second, the few clubs and cultural relations
societies of the foreign embassies that provided salons for art exhibitions did not
entirely fulfill the artists’ requirement of a space that was exclusively dedicated to
art. Therefore, possession of a space like an art gallery, in particular, with a focus
on modern art was of necessity to the artists. In his review of the second exhibition
of Apadana (December 1949) on Pezeshknia’s modern paintings, Ziapour obviously
pointed to the significance of a space like Apadana. In reference to the state’s lack
of responsibility for providing an independent space for artists to exhibit their
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works, he had acknowledged foundation of Apadana Gallery as an important step
for supporting the young artists:

Still and despite its many administrators of different branches of fine arts, the Ministry
of Culture (that has to be protagonist of every cultural measure) has not been able to
prepare a constant, proper or, at least, improper space for exhibition of artists’ paint-
ings so that these artists can become independent from the foreign social relations
societies. Whenever these official administrators have been asked for a salon, state’s
authorities have made so many bureaucratic formalities that artists have taken back
their request and have relinquished their claim. But, fortunately, Apadana Gallery has
become a source of hope and from now on, perhaps, the young artists are no more hav-
ing difficulty for displaying their works.”®

Again, one observes that in another review of the third exhibition of Apadana
(March 1950), which was a group exhibition of modern paintings including Zia-
pour’s own paintings, he emphasized the significance of the collective work of mod-
ern artists; i.e. fighting cocks and the founders of Apadana in the cultural promo-
tion of modern art. In his text, Ziapour referred to Apadana with the title of Salon-e
namayes-e naqasi-ha [The Salon for Exhibition of Paintings], and argued that the
uncompetitive and barren artistic space in Iran had changed as a result of collab-
oration of their group of hardworking and unremitting artists.”* Among the most
important challenges of this artistic space, Ziapour complained about the baseless
accusations and the malice of opponents to modern art and the absence of any
external support for modern artists: “How much I wished that the official admin-
istrators considered this place [Apadana] and observed in person that how the
modern artists of their country collaborated and assisted each other to improve
Iranian art in spite of the strange ethical accusations (issued by their uneducated
and malignant competitors) against modern artists and their advocates, and that
they observed how much [these artists] attempted to save Iranian art from back-
wardness.””? By directly pointing to the lack of official patronage for modern artists
and their cultural activities, Ziapour was actually pointing out the role played by
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71 Ziapour, Apadana wa naqasi-ha-ye jadid [Apadana and New Paintings].
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artists on their own and efforts by Apadana Gallery in providing people the oppor-
tunity to come into contact with modern works: “There was no one to take care of
the artists and they had to ask theater houses and foreign cultural [relations] soci-
eties to exhibit their works! Fortunately the tactfulness and endeavor of a group
of our active artists was effective and they could establish Apadana with an appre-
ciable perseverance [...]. Only a group of seven to eight artists with a number of
their informed and tasteful advocates are that care about technical and scientific
method in painting and they are decided to promote Iranian painting thereupon.””3

The consciousness of the modern artists about the necessity of obtaining a col-
lective spirit was not a quality to be attributed to only the first generation of modern
artists. A review of the movement or avant-garde associations (or artists’ groups)
and galleries into the later decades indicates that these institutions relied on inter-
nal cooperations as well. The continuation of collective work among artists and
their refusal of official patronage depended on important factors. Abolghasem Saidi
(1926-), a member of the Five Art Group, had discussed this autonomous spirit in
their group being influenced more importantly by reasons other than aesthetical
unanimities. As he explained, the most compelling factors were a lack of critics who
could culturally promote modern art and an absence of the financial resources and
access to only a few modern galleries to exhibit the works: “In developed societ-
ies the role of each group is clear; the gallery owner exhibits the works of art and
creates a market, the critic familiarizes the people with them [modern works] and
promotes the art but unfortunately in our country the painting is in preliminary
stage. We should act these roles ourselves; the role of an artist, a gallery owner, a
critic and often we have played the role of the audience for our artist friends too.””*
Or similar to Five Art Group, the same argument is observed by members of the art
association and gallery Hall of Iran. In the catalogue of one of its first exhibitions
(1964) by Mansour Qandriz, a principal member whose text was also considered as
his testament,”> he emphasized the importance of artists being self-reliant and sup-
porting themselves. The main points discussed in his text were lack of institutional
facilities and financial resources for exhibition and cultural promotion of mod-
ern art despite the increasing number of [ranian modern artists. According to him,
these requirements had long not been fulfilled by the official patronage and it was a
task to be undertaken by artists themselves: “[The fulfillment of these needs] is left
to artists themselves and their enthusiasts to endeavor and pave the way of their
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progress and success at all costs. They have to get friends to each other and move
shoulder to shoulder for their common goal. There are many difficulties on their
way which have to be unraveled on their own and by efforts of their advocates.””®
The collective nature of the cultural role by modern artists should be interpreted
as the necessary means of attaining a state of autonomy. This autonomy was sup-
posed to remove modern artists from the old establishments, as in the patronage
granted by different fields of power such as the central government, political par-
ties and the recently shaped middle class. These fields of power disregarded mod-
ern art due to either their personal interests, or a void of familiarity with it. The
collective work that occurred in forms of financial provisions, exhibitions, debates
and publications, was undertaken by artists, writers and intellectuals who most
importantly made modern art as a common subject of argument. Although, many of
these contributors did not possess the essential familiarity with modern art or art
in general, they remained, as Ziapour called them, the “unbiased loudspeakers” of
society,”” they assisted artists by creating a space for discussion and criticism on art.

5.1.3 Avant-gardism vs. Commercialism: Financial Logics

Understanding of the financial logic of the cultural contributions of the first private
artassociations and galleries is dependent on understanding the relation between
movement or avant-garde institutes with the commercial rules of the artistic mar-
ket or economic success in general. As being argued,’® the revolutionary spirit of
the modern artists provided them the quality of a particular interest in disinter-
estedness. In other words, they had to become independent from external political
and economic powers. These economic powers that were mainly state’s patronage
and the bourgeoisie’s demands, exerted controlling influences over the production
of art and its market; so, it was via refusal of the recognition of their influence that
these powers could disappear. The market, in the hands of the bourgeoisie and
patronized by the field of power, had to be triumphed over with its potential cus-
tomers who either disregarded modern art or were willing to dominate it. There-
fore, the financial logic of the artistic field should be studied according to a para-
doxical economy in which economic success was in a converse relation with the
new artistic developments. It was upon this paradoxical economy that the modern
artists were rather reliant on their inherited economic properties, personal finan-
cial resources or second and small jobs in a void of a successful market.
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77 Jalil Ziapour, “Nesbat-e bolandguyan [The Relation of the Loudspeakers],” Website of Jalil Ziapour, accessed
June 5, 2018, http://www.ziapour.com/critics /b Sil-cus/,

78 See Chapter 2, p. 24-25.
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The establishment of Fighting Cock Association and Apadana Gallery had similar
financial logics. That is, according to the cold shoulder that the official administra-
tors showed to modern artists by not providing them exhibitional or financial sup-
ports, artists had to count on their own personal and private financial resources.”®
In an interview with Javadipour as a main founding member of Apadana, he argued
this situation and described the collective efforts of artists in financing their own
activities.®? As he asserted, in a space where they had no other place for exhibi-
tion of their works than mainly salons of the cultural relations societies of the
foreign embassies, modern artists had many times requested the Department of
Fine Arts or Town Council to assist them for establishment of an independent art
gallery: “They [official authorities] behaved indifferently and were unresponsive
to our request. We had to, thus, execute this plan upon our own personal finan-
cial resources.”® Javadipour explained that the first expenses were supplied by
Apadana’s founders—via secondary jobs, private tutoring and sale of their paint-
ings.%? Accordingly, he emphasized that Apadana was established to concentrate
on the introduction of the young artists and to promote modern art via a cultural
approach; thus, the members of the gallery had no expectation for monetary rev-
enue. Nonetheless, and despite contributions of the newspapers, magazines and
radio for announcement of Apadana’s programs and despite the popularity that
the gallery had arrived at within a short time, there were no purchases from the
gallery: “The paintings were visited but there was no purchase. We had arrived ata
financial impasse.”®* To go through the financial straits, he explained that the gallery,
together with Fighting Cock’s members, adopted new strategies and expanded their
cultural programs. None of the modern artists’ requests for financial aids, however,
were taken into account by the Department of Fine Arts:

“Not only we heard no positive response, also none of them [official adminis-
trators] not even once visited the gallery.”® The new strategies adopted by the
members were to hold small gatherings with artist talks, painting classes tutored
by modern painters, entrance fees for the gatherings and also in case of any sale,
to allocate 10 percent of the total price to the gallery: “[...] the works were hang-
ing on the walls and painters were present to explain them [...] there was a kind

79 Sara Ommatali, “Tafavot-e galeridari dar iran wa orupa: goftogu ba aydin agdaslu [The Difference between
Running a Gallery in Iran and Europe: An Interview with Aydin Aghdashlou],” Sarg, September 7, 2005.

80 Mojabi, Nawad sal nowawari [Ninety Years of Innovation], 28-30.
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82 In this interview, Javadipour explained that the initial budget for foundation of the gallery was made
available by Ajoudani teaching mathematics at school, Kazemi selling some of his paintings and himself
working in the print-house of Melli Bank. [Ibid., 29.]
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of artistic criticism performed in art- | \
ists’ own presence [...] with their news
being reflected in the press.”® [Fig. 5-7]
It should be noted that, although
modern artists’ independence from the
official patronage in the early days was
heavily influenced by the state’s indif-
ference about the new artistic develop-
ments, even in the late 1950s when the
state turned to modern art by holding
the first exhibition of Tehran Biennial
of Painting, the artists did not entirely
approve of the official supports. The
main reason for such disapproval was
because artists considered the state’s
patronage a means of intervention and
conduction of the field of art. It was
this consciousness about their artistic
autonomy that even led to criticisms by  Fig. 5-7 “Entrance tokens for Apadana Gallery
modern artists about the biennial and ~(1949)" Courtesy of Newsha Djavadipour
its policies. For instance, Ahmad Esfan-
diari, one of the first modern artists whose paintings were displayed at Apadana,
explained that the biennial was discriminatory and its official administrators were
against those modern artists who persevered independently in the arts and pro-
moted artistic debates.®® In fact, the decision for Tehran Biennial of Painting was to
promote the cultural policies of the regime in terms of creating a local and, more
importantly, an international market for a modern art with an Iranian nationality.?”
This plan, that was officially followed via opening of the first biennial and concen-
trated on commercialization of modern art, could paralyze the cultural role of the
modern artists and, as a result, provoked criticisms from many of them. Ziapour
described the source of these oppositions as: “[The biennial] was held based on
certain influences of connections and an artistic mafia. The biennials ought to be
independent and not just because the government held them so its officials permit-
ted themselves to exert their orientation and evaluation criteria. The government
should only provide assistance, nonetheless, it intervened in the content, orienta-
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«.<8b .~ [Mojabi, Nawad sal nowawari [Ninety Years of Innovation], 29.]

86 Mojabi, PiSgaman-e naqasi-ye mo‘aser-e iran [Pioneers of Contemporary Persian Painting], 160.

87 The promotion of a modern art with national attributes was directly mentioned in the text of the cat-
alogue of the first biennial and it precisely made the opposition of independent modern artists. [Grigorian,
Avalin namayeSgah-e dosalana [The First Exhibition of Biennial], 3 & 6.]
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tion, form and condition of the artistic
and cultural production.”®®

Another condition that resulted in
the mismatch between the efforts of
Iranian modern artists and their eco-
nomic success was the lack of a market
for modern art. This was despite all cul-
tural efforts that artists had made and
their success in creation of the audi-
ence (but not necessarily customers)
for their works within the 1940s-1950s.
The early forms of a market for Iranian
modern art were developed from the
1960s onwards via biennials and state’s
financial supports from the new sales
or commercial galleries that were
gradually established during 1960s and
1970s.%° [Fig. 5-8] But this market was
attacked by more independent modern
artists for following the same policies as

Fig. 5-8 (Top) “The Interior of Seyhoun Gallery
in 1973,” in Saeed Erfan, “Godari wa nazari be
galeri-ha wa namayesgah-ha-ye $ahr-e ma [A
Review on Galleries and Exhibitions of Our City],
Tamasa, no. 149 (1973): 27. National Library and

»

the biennial that restricted the artistic
market to certain customers. As Emami
argued (his articles in English-language

Archives Organization of Iran

(Bottom) “The Empress Farah Diba and courtiers
visiting Seyhoun Gallery in April 18, 1973,” IRAN
25-73388. [Ibid.]

daily Keyhan International during 1962-

1968 included also reviews on developments of the artistic market in Iran), the main
potential customers for Iranian modern art were foreigners and tourists who were
attracted to modern works with more Iranian nationality.”® But in terms of the art
that the independent artists created, this type of customer was absent and was
instead replaced by limited intellectuals from the fields of art or literature. This
type of customer for independent artists, according to Emami, did not arise from
the rich families or a prosperous social class but they were salaried intellectuals
who had successfully settled down in their work.”® Moreover, he argued that the
support provided by the intellectuals for the movement or avant-garde associations
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€3S 4dalae (Sa i [Mojabi, Sardmadan-e honar-e now [Masters of Modern Art], 47.]

89 Many of these sales or commercial galleries, due to their good connections with the Empress Farah Diba
and her Special Office, thus absorbed the courtiers or authorities and they made ordered purchases from
these galleries too. These galleries, in return, had no resistant to state’s plan for promotion of a national
modern art.

90 Karim Emami, Gal...gal...galeri! Moruri bar ruydad-ha-ye tajasomi-ye iran-e daha-ye 1340 [Gal...Gal...
Gallery! A Review of Iranian Visual Arts Events in the 1960s], trans. Mehran Mohajer (Tehran: Nilufar, 2016), 46.
91 Ibid, 89.
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and galleries was rather a kind of ethical support and they also purchased works
in a few cases, yet the lack of an established market put the continuation of their
work in doubt.??

As can be inferred, there was a constant gap between the independent modern
artists and the market. In the beginning of their activities, this gap was basically
due to the absence of a market that resulted from the absence of an audience. Later
on, when a market was formed upon official contributions, artists considered it a
profiteering intervention by the state in the arts and distanced themselves from
this market. In fact, it was preservation of their autonomy from any politico-eco-
nomic field of power that made modern artists distant from the market created
by those fields. In a quote from Javadipour, he directly referred to this preference
by the modern artists: “There were profiteering or rich individuals approaching
us and expressing their interest for collaboration and partnership. But all of them
had rather aims of benefiting or interfering directly in our work which no way
matched our goal and mindset, so we turned their request down.””® Regarding the
gap between modern artists and the market, it is necessary to understand how
artists succeeded in their cultural promotion of modern art. Useful information for
answering such a question is to consider that the founders of Fighting Cock and
Apadana had no expectation for any financial revenue. They assumed their activ-
ities as a contribution to the advancement of the culture via connecting people to
the artists and their works.’* In other words, the collaboration of the members
was done for free and with holding exhibitions they did not necessarily look ahead
to any sale: “All these activities [collaboration] were done for free and without any
expectation for any sale or to make any profit from any purchase [...]. Every one
[members] assisted voluntarily because it [Apadana] was like their home.”*> Even
later in the 1960s and parallel with the state’s turn to modern artists, artists still
expected their financial needs to be fulfilled on their own and by assistance of their
advocates. In the same catalogue of Hall of Iran written by Qandriz, he obviously
suggested this: “A widespread movement of [ranian young artists which is growing,
bespeaks of a focused society of artists in a near future. And in order to solve the
financial difficulties that are of their fundamental obstacles too, the young artists
rely so much on the support of their real advocates.”*®

92 Ibid,, 46 & 90.
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Both Fighting Cock Association and Apadana Gallery clearly relied on their own
personal resources. Ziapour, in discussing his association and publication of Fight-
ing Cock magazine, mentioned that in the absence of official patronage, the main
members of the editorial board —Ziapour, Shirvani and Gharib—had to provide
the required budget from their personal resources.’” Javadipour clarified that
they had no other financial revenues other than their own personal resources
and they received no aid from the state: “[...] we had solved monetary problems
before the establishment of the gallery as such: Hossein [Kazemi] by his paint-
ings, [Amirhoushang] Ajoudani with teaching mathematics at some high schools in
Southern districts of the city and I shared my salary from the print-house in which
[ used to work. We had no other financial resources and we did not receive any aid
from the government.”*® The negligence of the state officials for providing financial
help and people’s lack of interest in modern art caused artists to adopt new strat-
egies to meet their financial needs and to draw the public attention to their exhi-
bitions and debates. Although Apadana began its work with issuing membership
cards for which visitors had to pay fees to participate in the cultural programs of
the gallery, artists decided to hold weekly receptions with limited guests from art-
ists and their advocates with a certain amount of entrance fees (5 to 10 Rials) too.
These receptions, similar to the parties, included food, drinks and music by popu-
lar musicians, and at the end of the receptions, artists gathered guests around the
exhibited works and had debates about them.?”

The artistic avant-gardism in Iran, therefore, had the same conscious and essen-
tial converse relation with the commercialism of art and it was a pursuit of auton-
omy by artists in their field of activity. Such autonomy necessarily opposed the
politico-economic fields of power and was a significant method for modern artists
to challenge their established competitors (the academic or socially committed
artists) and to triumph over them by the institutionalization of modern art as a
new position in their field. Although this triumph occurred in the ending years of
the 1950s with the turn of the state toward modern art, it should be noted that the
borderline (though not clear-cut) between the cultural ideals of the artists and an
officially structured market existed until the end of the 1970s.

97 Rezai, “Goftogu-i ba ostad jalil ziapur [An Interview with Jalil Ziapour].”
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5.2 Cultural Interventions and Constitution
of the Audience

The significant feature of the modern artists’ cultural contribution in constitution
of modern art should be considered in their awareness about a lack of any audi-
ence and market for the works of art they produced. Although the necessity for an
audience influenced artists’ independence and made them have some cooperations
with the official patrons, these cooperations, as Bourdieu argues, could perhaps
be regarded no more than a Trojan horse.!? In other words, it was obvious to the
modern artists that creation of the audience was part of their own tasks and that
they considered it the artists’ new responsibility to form their milieu of work. In a
considerable number of texts by the artists we encounter emphases as such: “It was
still the beginning of the modern movement; no one had enough information about
the style and concept of the modern work. We had to stand and explain so that the
connection could be made.”'! The main argument by modern artists like fighting
cocks, as Ziapour mentioned in one of his interviews, was that no one thought of
the publicization of art or promotion of modern painting in Iranian society and, as
aresult, art was socially understood as a personal pastime of the artist rather than
amedium. Ziapour claimed that they were the modern artists who brought art into
society and made it a topic for discussion and proved the new values of art as a
medium.!? In fact, fighting cocks believed that preparation of the art space by art-
ists on their own could elevate the artistic taste in people and could develop their
understanding of different artistic productions. Nonetheless, since previous artists
were negligent in this duty, it was natural that people could not communicate with
modern art and attacked the modern artists: “I know that people are not to blame
[...]- We really never had qualified artists who knew their responsibility about their
art and their time to make effort for improvement of people’s understanding and
taste. The artists have not learned how to act in their positions and have not con-
tributed [for such goal], as a result, people have neither become acquainted with
artistic styles and the necessity of artistic change and development.”1%3

In different series of Fighting Cock magazine, there are important articles from
members in which they explicitly discuss the cultural intervention of artists to cre-
ate an appropriate context for social communication of their works. In most of these
articles, members have argued, first of all, their intervening role to help this situa-

100 Bourdieu, “The Corporatism of the Universal,” 105.
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tion and, second, they have tried to be responsive to the complaints issued by peo-
ple about the distant and incommunicable language of modern art. In his article in
the first Issue of Fighting Cock (1951) in column “Identifying the Modern,” Shirvani
argued both of the above-mentioned concerns. He defended that in every society
some people might rise up against new manifestations of those artistic theories
that aim to reject of the old notions and thoughts. This disagreement has rather to
do with people being unaccustomed to those new theories, regardless of how much
they are scientifically supportable: “We should not call them [those people] retro-
spective because their taking side with the pastis not rooted in an insane prejudice
but they are not used to something new and it is this very lack of habit that has made
them avoid anything new.”*** It was according to such defense from people in their
encounter with the modern works that Shirvani emphasized a new responsibility
for artists as the solution to help people connect with these works. He explained
this new responsibility as artists’ cultural role to analyze their ideas for people and
to make them understandable: “Those artists who have [their own] new theories or
those who follow [others’] new theories should describe the subjects of their mind,
which undoubtedly are not detached from the past and at the same are new, via
correct and logical methods.”% This is precisely the point that Ziapour discussed
distinctively in two of his articles, one published in the column “Painting” in Issue 1
of Fighting Cock magazine (1949) and the other Mafhum-e honar-e now [“The Mean-
ing of Modern Art”] in Issue 1 of Apadana magazine (1956).1% [n “Painting,” he made
a study over the roots of social repulsion of modern art. According to this study, he
mentioned two factors affecting people’s disinterest in modern works. In addition
to the technical deficiencies of the works that derived from artists’ lack of acquain-
tance with the reality of art, he criticized a failure of artists in preparation of their
space.!”” With regard to the common complaint by modern artists about the barren
artistic space and lack of any encouragement, he condemned it as baseless and
cautioned artists to be aware of an important principle: “The appropriate artistic
space should be created by artist himself and not by the people, yet artists are neg-
ligent that this is their own responsibility to form such space and it is not people’s
duty. The people who do not see the artistries and do not hear various debates and
their eyes are not accustomed —as they should—with works of art, how can such
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106 This article was published one year earlier in another magazine called Post-e tehran (Jalil Ziapour,
“Mafhum-e honar-e now [The Meaning of Modern Art],” Post-e tehran, March 26, 1955).

107 Jalil Ziapour, “Naqasi [Painting],” Korus jangi, no. 1 (1948): 12.
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people encourage and support the artist?”1% In “The Meaning of Modern Art,” he
referred to the attempts of the fighting cocks and their affiliates in familiarization
of people with the new works via exhibitions and debates. He argued that still there
were people who became upset with modern art and ridiculed the works.'* Here
again Ziapour took side with the people and criticized lack of a responsive behav-
ior in modern artists with their audience. Although Ziapour had earlier argued the
ridicule as a habit for those who were not used to analysis and reason, he had also
pointed to this fact that the ignorance of many artists and their lack of knowledge
about modern art made them passive in facing questions by their audience:

[ cannot say that visitors have no right because ridiculing is the natural method of those
who do not think and reason the issues and also we cannot deny that most of our mod-
ernist painters make no precise and adequate study of the modern art and therefore
they do not create acceptable works. It is taken for granted that [such artists] are unable
to provide correct and tolerable answers when they encounter the curiosity and ques-
tions of people who study and scrutinize in art. Thus, it is necessary to have an inclusive
attention to what modern art is, how it is expressed and how the public react to it.!°

In addition to the complexity of the modern works for people, in some interviews
with association members and affiliates, they emphasized on the intervening role
of modern artists for creation of their own audience despite an absent cultural
background. By cultural background, they actually referred to a possibility upon
which artists could discuss their works or their works could be argued and even
criticized—an opportunity that was neither provided by any patron nor created
by artists themselves.!'! Ziapour compared this closed space for the visual arts
(painting) with the field of literature (poetry) around the same time when the
young artists began their movement. According to him, Iranian poetry possessed
the necessary cultural background whereas it was reflected in the public space in
any ways and could be discussed—whether appraised or criticized.!'? But artists,
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the Faculty of Fine Arts to exhibit their works together with Kamal al-Molk’s students and miniature makers.
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as he stressed, never enjoyed such an open space: “[...] that's why whenever there
was an exhibition, [ went to the show voluntarily to be responsive for the visitors
who rejected anything or had any questions. I stood on a stool, to be high enough
to reach them all and I talked to them eye to eye. If anyone complained [about the
works], I never blamed him and never attacked, but I explained it for him. Because
[ knew no one had explained for people before. So, I took it as my responsibility
[...]”**3 This lack of cultural background was what Javadipour described as a void
from which they had to create something, to intervene and cultivate the people who
knew nothing about the art.!* Javadipour explained that the collaboration between
Fighting Cock and Apadana had an important influence on shaping their audience:
“Many problems popped up. Because the visitors were from different social back-
grounds such as intellectuals, tradespeople of the neighbourhood and some who
just wanted to make trouble. They came and picked on paintings. [...] Even there
were people who tore down the works.”*> Regardless of the cold and unreceptive
atmosphere, the members insisted that lack of cultural background should not be
regretted and people were only expected to welcome debates by artists.!*®In fact,
the main argument by the members was that people had a taste for arts, but that
they could not constantly follow artistic developments, and due to more serious
concerns of their life, they could never align themselves with the avant-garde art-
ists: “[...] therefore, there will appear a gap (either big or small) between modern
works of art and people who despite artistic taste are left behind. If people do not
come into the necessary contact with the arts and they are not updated about the
fundamental artistic developments (that occur gradually), as a result, they cannot
comprehend and appreciate the art.”'"’

The modern art introduced by the young modern artists was beyond the general
taste and perception of non-expert people and its elitist nature was attacked by
opponents. These attacks, nonetheless, were sometimes due to members’ self-dec-
laration of such superiority of modern art. For instance, Irani’s radical statements
attracted many of these attacks toward the association. In his article “Modern Art”
in Issue 4 of Fighting Cock magazine, he wrote: “Society cannot and even should

113 48 o ) 5 ot o )2 8 e L 4Bl ald S5 AS ) 0 s (e cige 0313 it AL K1 aS Cond ol [LL]»
5l 45l alla) der 40 s il Ay ) VL AS e VU i sae il LSl (i b 5SS e SISO s SIS
psn a5 il 48y a2 S dlen ) 4y g il ol (i pealie S5 it b R 53 ) (S 81 a3 jee Cia liedia iada
L] pisilaga pasa Ay Gl o2l o si Ol (oS 48 Sl e 4S)a [Tbid.]

114 Amini, “Dora-ye eskis ziapur ra motehavel kard [The Sketch Program Changed Ziapour].”

115 2iiul 530 48 SaS a5 ol k)5 ) 50 a5l an (o g O SEE 5 88 ) ab 2l e 4S adl (s el e Gl Jilia JLdy
€S e oy |y IS 48 ia g LS ia [LL] L5 S e 4l slllie <SG 05 5e 50 5 dineloe 05S Ca a3 [Thid]

116 Ziapour, “Zamana-ye now [New Time].”

117 2 sden Aol silaciie (350 (labia 5 s (653 U1 Gl (230 ol ) 5 oS aliald () Cand (Sae aS) aliald Sl (et 3 [L]»
(e Ui s 40 4S) 15 Ll (bl s 5 03,85 1) a0Y Glad L b R0 a3 je ol (San 4S 3 58 0 i ati Jla ol o
«. ey e a3V i ) (3l 5 agd Sl ol sl N 5 2 4355 [[alil Ziapour, “Honar-e naqasi dar godasta wa
hal: dar donya-ye emruz az naqasi ¢e bayad kast? [The Art of Painting in Past and Present Time: What Should
We Expect Painting in Contemporary World?],” Adarpad, April 1,1950.]
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not comprehend modern art and science. This disability has brought it into talking
nonsense, slander and even accusing [modernists] idiotically [...]. This accusation
has always existed and its absurdity has been also revealed to the same society in
the course of time [...]. This is the very social knowledge which is unable of com-
prehending the modern art and science, and it condemns them [modern artists] of
corruption, rebellion and stupidity!”!*® Or, one even observes the same idea where
Ziapour distinguished between the elite and the ordinary people and attributed the
modern art to the elite: “[Different modern styles] cannot be evaluated with each
other or based on an even modern social perspective unless one is not equipped
with adequate information. This is the only way that helps knowing an artist’s
point of view and to interpret his works [...]. Therefore, only elites comprehend
the modern art and as long as the ordinary people have not been educated in how
to communicate with art, they cannot enjoy realizing the profound modern works.
So, evaluation of a profound work of art is with the elite and they are of course a
few.”11? These statements by the modern artists, naturally, turned into points of crit-
icism by their opponents. A number of these criticisms were directed at Fighting
Cock and members of Apadana after the first group exhibition of Apadana (1950),
in which Ziapour had displayed his three Cubist paintings and had held a talk about
history of Iranian painting at its reception.!?’ In the criticism published by Jahan-e
now magazine (a magazine which reflected news of programs at Apadana in 194.0s)
about this exhibition, the Iranian scholar Iraj Afshar poked fun at the exhibition’s
works and Ziapour’s talk. Afshar argued that the name Apadana that was supposed
to denote an Iranian ancient palace and, thus, was expected to preserve Iranian
national arts, conversely, exhibited works that were not comprehensible for any of
its visitors: “When Ziapour is told that no correct and common concept is seen in
your works or if someone complains that these paintings are not compatible with
the technical principals of painting and the science of aesthetics, he answers simply
that their understanding is not possible for everyone.”*?!

A study over the arguments by which modern artists justified themselves against
these criticisms reveals that although these artists approved of the gap between

118 liliaa) mnydy (S 5 e 3 00gS 4 e mesa 1) o) SISl Gl A 1) siale 5 a6 a8 Al 5 ) giea glaialy
Cosl o ST ey X ) G plaial lad 5 0F (o3 5 Coned 4380 0l s et ol GO 0l L] BLIS e 02 Sp Saa 4
ML 5 ame 5 (Siaan& il 4 agie | a0l 4S Ca gl ot 5 o) iale 5 jin il ) 1 Ol 548 Canl elial (il lea ¢l L]
«!2€= [Irani, “Honar-e now [Modern Art],” 2.]

119 g3l abg s Ko ynies (B i plainl S5 5ok bas 5 e 800 4 i | gl 38 cai (L8 (staldas 53l G50 L ]»
i 48 i (el 3 L G L] 208 Qs QW BT 5 casdion bl saieyia p SE ks 0 ua o) ol ) e 4S S
W glial py Cal ol S (Baae yin I laly ) e a5 i agd i )5y 4S alale calse la s i Gl il 2580 S0 |y (Baac
QAT 3 g3m0 Uands aa Gal & 5 Sl (el & L e [[alil Ziapour, “Naqasi [Painting),” Korus jangi, no. 5 (1949): 40.]
120 These paintings were Hamam-e ‘omumi [Bathhouse] (1949), Masjed-e sepahsalar [Sepahsalar Mosque]
(1950) and Tanab [The Rope] (1949).

121 Jsmal b ol () 4S 28 (ol Cony Ly 255 a 03 gm0 5 gimas casebe 55 Sl S 0 a8 25 i€ ) pelam 4y 50
€ ane S8 sl OF S50 48 e Clsa (Sl 4l ciilae s o) ple 5 (L8 38 [Afshar “Enteqad az
goftar-e ziapur [Criticizing Ziapour’s Talk],” 565.]
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the ordinary people and the modern art, the comprehensibility of their works for
the common people was also of their concerns and, in fact, their emphasis on cul-
tural intervention was a method to fill this gap. Attention to the comprehensibility,
or better adaptability, of their modern works within their local context was exactly
what the fighting cocks offered in terms of a “national school” in each of their spe-
cific fields of work. At the turn of the 1950s, artists discussed various issues in forms
of roundtables that were mainly held and reflected by magazines. [Fig. 5-9] The
Roundtable of Painters by Ketab-e mah magazine in 1962 extensively attended to the
necessity for a national school of art. At this roundtable, Ziapour complained about
the notion of art being comprehended by people belatedly: “What does it mean?
[...] Does it mean that artist makes something now and people comprehend it later?
Should we wait that a work of today is comprehended a hundred years later?”'2? The
solution of cultural intervention offered by Fighting Cock was thus, on the one hand,
to be achieved via the type of modern works that artists created and, on the other
hand, via the cultural activities of the artists. Both of these aspects were highlighted
by the association from the early days of its foundation. It was a common habit for
the members to refer their opponents in their discussions to read in association’s
published debates, writings and Fighting Cock magazine for further scrutiny.*?® Or,
in spite of all logical argumentations, artists also found it persuasive to render their
works of art together with debates and writings.'?* This form of cultural activation
not only helped modern artists to constitute their audience, but also compensated
the role that was long neglected by their competitors: “Before Fighting Cock move-
ment there were no exhibitions except for few certain places, but we held exhibi-
tions. There were no analyses made about the works of art but we analyzed these
works. We stopped by and went to every exhibition, either we were invited or not.”'?°

The cultural intervention of the modern artists was appreciated by the literary
and intellectual circles from the early days of the collective collaboration between
Fighting Cock and Apadana. The central point of these appreciations was precisely
the role of artists in introduction of the young modern artists and their works to the
society. In a review by Al-Ahmad about the group exhibition of Apadana (1950) in
Mehragan newspaper, he wrote: “[...] our young artists have chosen the right way;

122 4S 3o o) sl s Taiaghon 550 03 e 5 38 0a | (5 IS OY) ke yia 4S sl (ine i) 4 Gl W [L] 42 (i g 550 Gl
€355 sxsagd K3 Jus 3a 554l IS [Simin Daneshvar, “Miz-e gerd-e nagadan [Roundtable of Painters],” Ketah-e
mah, no. 2 (1962): 177.]

123 Hasan Shirvani, “Porse$ wa e‘teraz dar zamina-ye honar [The Question and Complaint in Art],” Sah-
savar, October 9, 1950.

124 Jalil Ziapour, “Moge‘iyat-e naqasi dar ejtema‘-e konuni-ye ma [The Position of Painting in Our Current
Society],” Adarpad, April 27, 1950.

125 s4inig afdlal e ol olSiles Lo Lal adpai )8 0 pali (8 53 (5o 53 D aBilal g (S (e s A Caagd ) Gy
QLpla Chsed a5 ol Chsed An (o Hoa o U At 4 a3 S e ala 54 33 | U1 0l Lo 5 2l e Jae 45 553 A1 51 JLilas
[Jalili ziapur [Jalil Ziapour], directed by Houshang Azadivar (Tehran: Goruh-e farhang, adab wa honar-e
Sabaka-ye dow-ye seda wa sima [Department of Culture, Literature and Art of IRIB2], 1989), DVD.]
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they should be assisted. Their works
should be introduced to the people.
Apadana’s way should be shown to
people and works of the young paint-
ers should be explained for people
[...]."12 Basically, the path selected by
the first modern artists—i.e., the cul-
tural intervention—was continued by
other avant-garde and movement asso-
ciations and galleries in later decades.
Many of these private institutions, hav-
ing begun their work in the middle
of the 1950s and mainly in the 1960s,
adopted the same cultural (rather than
commercial) role in the introduction
of different modern styles and media,
and had their own publications and

Fig. 5-9 (Top) “A roundtable held by Rastakiz-e

manifesto with certain exhibition pro-
grams too. It was according to this
role that the conservative magazine
Sokan in its Issue 6 (1965) wrote: “[...]
means of exhibition of artists’ works
are now better provided and people
also pay more attention to the art. One
reason of such attention is establish-
ment of the permanent salons [pri-

javanan magazine in 1979 (Artists: Ghasem Hajiza-
deh, Ramin Sadighian, Bijan Mohajer, Sharaf Ali
and Bozorg Khazraei),” in “Naqasi: honari ke hanuz
mardomi naSoda ast [Painting: An Art which Has
Yet Not Become Popular],” Rastakiz-e javanan,

no. 126 (1979): 54. National Library and Archives
Organization of Iran

(Bottom) “A roundtable held by Tamasa magazine
in 1971, in Atefeh Gorgin, “Honarmand wa ejtema’
pasokgu-ye niaz-ha-ye moteqabel-e yekdigar
nistand [Artist and Society Do Not Meet Mutual
Demands],” Tamasda, no. 7 (1971): 44. [Ibid.]

vate associations and galleries] [...].”*?’

As it will be discussed in the following two sections, the major cultural inter-
ventions undertaken by Fighting Cock Association were the association’s publi-
cations (in terms of a magazine and manifesto or writing reviews and criticisms
in other magazines and newspapers) and artistic debates or exhibition contribu-
tions (including exhibiting their own works or participating in other exhibitions
for holding analytical talks on particular works or more generally on modern art).

126 e 15U o5 208 (G yma ad jeay | lagl SIS a2 S S8 1 o il il R G 1) a3 o5 Lo i yin (Ul sa [0
Con] P2 s Gl 1) Ol QLSS 4dlaie i IS 5 als oL [Jalal Al-Ahmad, “Namayesgah-e naqasi-ye apadana
[The Painting Exhibition at Apadana],” Mehragan, March 7, 1950.]

127 sl VB an s Gl il S aiaa e LIS (5 i An 5 8 40 3 a3 ge 5 3500 pal B i (ol yia Yl am e Al [
«[...] o3 S Gl 4S cand 5 [“Jahan-e dane$ wa honar: namaye$gah-ha [The World of Science and Art: Exhi-
bitions],” Sokan, no. 6 (1965): 637.]
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5.2.1 Fighting Cock Magazine

Those days that we used to go to school and we had a craving for artis-
tic and literary schools, whenever someone talked about bizarre paint-
ing styles, all of a sudden, we remembered the face of a hairy man with
penetrative look and mature behavior who embodied for us the ‘Cubist’
and modern painting for which he made efforts. Later on he published a
magazine entitled ‘Fighting Cock’in which he taught his notions about

modern art and literature to the young enthusiasts.'?® [Fig. 5-10]

— Commented by Ferdowsi magazine in an interview
with Jalil Ziapour in 1967—

The decade of the 1940s when Fighting Cock magazine was published, was con-
current with the period of an open space for all political parties and their publica-
tions. It was according to such a politically unrestricted range of publications that
Al-Ahmad named it the decade of “shrew press,” during which time publications

reflected their political goals, undisturbed.'?* In spite of this open space, none of the

magazines published by the left, right or conservative parties had the upper hand

and their cultural activities until the second half of 1940s were not along with any
specific political orientations.!* It was within such politically uncompetitive space

that various newspapers and magazines began to reflect news on new artistic devel-
opments by faculty’s young artists.'*! Until 1948, when the Zhdanov Cultural Doc-
trine of the USSR came into force for promotion of the Social Realism by the Left
Party in Iran, even the political publications published articles about modern art-
ists in their magazines freely. For instance, Payam-e now (1944), Mardom (1946) and
Andisa-ye now (1948) were publications by Tudeh Party and covered events relating

128 88 Gt s SLcSan J) Gde CB s 8 3 S0 30 5 5 ) 8w (515 e e 5 i s 4ns p2e 434S L sa (Ol
O aS a5 5 CBE 5 (pun S B edae Glayl s 48 sdmin IS a5 30 6l8S L el Glaslai 0 (25e g 20 0 g S 2o
455l 5 i dia) 52 1) 358 IS a8 < Kin e a> ol b oS e (sl ) a5 0e J2 st ol 1 o) ke
«alulad s JU el Glida U s [“Goftogu ba korus jangi [An Interview with Fighting Cock],” 274.]

129 Jalal Al-Ahmad had classified the press publications of the 1940s-1970s into three groups. The “shrew
press” that benefited the open space since the overturn of the first Pahlavi era in 1941 until the mid-1940s and
hurried to give out all the suppressed words, the “political parties’ prey” that in a short period of 1951-1953
assisted each party to maintain a conservative (than shrew) face in order to remain in the field of power,
and finally the “colourful letters” from 1953 that with financial assistance from the state covered news in
line with the official cultural plans. [Jalal Al-Ahmad, Se maqala-ye digar [The Other Three Articles] (Tehran:
Ravagq, 1963), 26-36.]

130 Shams Langeroudi, Tarik-e tahlili-ye $e‘r-e now [Analytical History of Modern Poetry], vol.1 (Tehran:
Markaz, 1991), 388.

131 The mostimportant press which prior to Fighting Cock magazine covered the artistic news were news-
papers Iran (1916), Mehr-e iran (1941) and Iran-e md (1943) and such magazines as Sokan (1943), Payam-e
now or later known as Payam-e nowin (1944), Jahan-e now (1946), Mardom (1946), Andisa-ye now (1948) and
Mehragan (1948).
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to the modern artists or had became
footholds of modern poetsand writers.'3?
For instance, Payam-e now, together
with Sokan (1943) and jahan-e now
(1946) (two respectively right and con-
servative magazines), reflected more
analytical reviews for the first time on
Exhibition of Iranian Fine Arts in 1946 or
commented on exhibitions at Apadana
Gallery.'® [Fig. 5-11 & 5-12] Nonetheless,
it should be noted that the modern
artists not only did not approve of the
left-inclined journals, but also rejected
the conservative magazines, as they
found these magazines representa-
tive of timid bourgeois points of view.!3* VAL AR
The major role played by these publi- Fig. 5-10 Jalil Ziapour, Self-Portrait of Artist, 1949.
cations and those which became active Technique [?], 24 x 19 cm, Collection [?]. In Roueen
Pakbaz, Contemporary Iranian Painting and Sculp-
from the mid-1940s such as Etteld‘at ture (Tehran: High Council of Culture and Art:
and Adarpdd newspapers or]dm-ejam 1Cge;‘;ft)e.rnf(;)r Research and Cultural Co-ordination,
magazine in 1949 was to cover more
journalistic or politically-oriented news with a less critical and technical approach
to the arts. A range of news reflected by these publications included reports on
events at Fighting Cock and Apadana, announcement of their programs (mostly
on their front page), reporting their exhibition programs and reflecting their read-
ers’ opinion about modern artists. The only important writings in these newspa-
pers and magazines were those that reflected the artists’ own points of view; for
instance, text of interviews with artists in radio, controversial replications that
artists wrote to their critics, and debates and talks that were held by artists on dif-
ferent occasions or at the place of Fighting Cock or Apadana.

Although the publications of different parties welcomed modern artists and
reflected their news, they still had a propagandistic intention behind their act.!
In many of the reviews written on Exhibition of Iranian Fine Arts, for instance, one
observes how these magazines sided with art for society and evaluated works based

132 Shams Langeroudi, Tarik-e tahlili-ye Se‘r-e now [Analytical History of Modern Poetry], vol.1 (Tehran:
Markaz, 1991), 333.

133 For articles on Exhibition of Iranian Fine Arts see Issue 10 of Payam-e now (August 1946) and Issue 1 of
Sokan (March 1946).

134 Shams Langeroudi, Tarik-e tahlili-ye Se‘r-e now [Analytical History of Modern Poetry], vol.1 (Tehran:
Markaz, 1991), 2.

135 Mojabi, Pi§gaman-e naqdsi-ye mo‘aser-e iran [Pioneers of Contemporary Persian Painting], 11.
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on their level of comprehensibility to the masses.!*¢ Therefore, the publication of
a magazine like Fighting Cock seemed essential, on the one hand, due to the need
for a specialized magazine about the arts and, on the other hand, according to the
enmity of the leftist publications with the modern art since issuance of the Zhdanov
Doctrine. With Zhdanov becoming binding, the new strategy of the Left Party was
executed in its new newspaper Peyk-e solh [Peace Courier] in 1949 and Kabutar-e
solh [Dove of Peace] magazine in 1951. As both titles convey, they were supposed
to transfer a message of peace articulated by committed art, and to reject modern
styles in art and literature like Cubism and Surrealism which were promoted by
Fighting Cock Association. [Fig. 5-13] Although these publications presented them-
selves as supporters of modern art, their definition of it was conservative and lim-
ited to a social level of understanding. On the contents page of Dove of Peace and
next to the title of the magazine it read: “It is an artistic and literary magazine
admiring modern and avant-garde artist. It is a letter supportive of the peace and
peaceful coexistence of the nations.”'?” [Fig. 5-14] More obviously, in the editorial
of the same issue, the author had mentioned the magazine’s definition of modern
art and what was expected from a modern artist: “The correct meaning of artistic
and literary modernism is not to neglect the past, but to criticize it appropriately
[...]- [Those artists who neglect the past] are detached from people, will lose their
sympathy and will fail.”!¥ Accordingly, the editorial concluded that artists had to
apply art and literature as a weapon in the battlefield to save society: “In our opin-
ion, artis not a decorative, unreal and abstract phenomenon from life. Art, in every
period, represents the economic foundations of the society in a certain level of its
development.”* According to Fighting Cock Association, these publications, due
to their lack of adequate knowledge of new arts, promoted profiteering artists who
only by mixture of national motifs with Impressionistic or angular lines claimed to
be modern and popular.!*® It was with regard to such a false context provided by
these publications that Ziapour, on March 24, 1950, wrote in Adarpad newspaper:
“Our artists should be careful not to listen to such pretentious comments and to
distinguish between propaganda and true criticism.”*!

136 Although Exhibition of Iranian Fine Arts was held on initiative of VOKS (Iran-Soviet Cultural Relations
Society), we observe this conservative approach in reviews written by members of the society or Tudeh
Party in Payam-e now magazine (such names as Fatemeh Sayyah, Bozorg Alavi, Noureddin Kianouri, Makarov
and others).

137 «.dlo Daalialans o dab i 53 5 ehea lalsa Colddls 5 iy dia yia 5 53 i e2ilie s i ¢ 23) Canlaalin [Kabutar-e
solh, no. 1(1953): n.p.]

138 Woas )l [ e 235 4S Lag] Caudag)l pmna a3 AL (o 438K ) ga a0l (55 5 (23 55l 55 pania o seden
€05 ) sa K 4y gl cala 2l sa Cad O 1y baea i (Kiuds 5 ea S 3153 s [Nowzar, “Peykar dar jebha-ye
adabi wa honari [The Fight on the Literary and Artistic Front],” Kabutar-e solh, no. 1 (1953): 6.]

139 salal QUi iny oy ) o208 uSake 5 (a0 550 )8 2 i a5 3 ¢ 800 ) 5l Jile sdy S i cla Jlat yay
) eSS ) ima ala e 0 glaiad [Ibid,, 3.]

140 Ziapour, “Sokan-e now ar [Bring New Word],” 84.

141 @280 (andlli Cus 33 38 ) dol g dians ulid yia a5 o palaie el latas (5 K4S a3l 450 () 4 sie L (glaie yiay [Tbid.]
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Fig. 5-11 (Top Left) “An article about Exhibition of
Iranian Fine Arts published by Payam-e now in
1946,” in Bozorg Alavi, “NamayesSgah-e honar-ha-ye
ziba [Exhibition of Fine Arts],” Payam-e now, no. 10
(1946): 1. National Library and Archives Organiza-
tion of Iran

Fig. 5-12 (Top Right) “An article about first exhibi-
tion of Apadana Gallery published by Jahan-e now
in 1949,” in “Apadana (kasana-ye honar-ha-ye ziba)
[Apadana (House of the Fine Arts)],” Jahdn-e now,
no. 14 (1949): 376. National Library and Archives
Organization of Iran

(Bottom) “An article about Exhibition of Iranian
Fine Arts published by Sokan in 1946,” in Reza
Jorjani, “Namayes$gah-e honar-ha-ye ziba-ye iran
[Exhibition of Iranian Fine Arts],” Sokan, no. 1
(1946): 24. [Ibid.]
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Fig. 5-13 “An article supporting Kazemi’s solo-exhibition at Apadana in 1949,” in Namayesgah-e daemi-ye
atar-e aga-ye kazemi [Permanent Exhibition of Kazemi’s Works],” Peyk-e solh, no. 15 (1950): 1. National

Library and Archives Organization of Iran
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Fig. 5-14 “The notice on front cover of Dove of Peace magazine,” in Kabutar-e solh, no. 1 (1953). National
Library and Archives Organization of Iran

In response to the functional behavior of the political publications with arts and
according to the cultural role that Fighting Cock had assumed, publication of a
specialized magazine seemed essential. Based on this requirement, Fighting Cock
magazine was published in 1948 as the first avant-garde, anti-left and apolitical pub-
lication in art and literature in Iran.'*? Another magazine that around the same time
as an anti-left publication advocated new art was Jam-e jam; some of the fighting
cocks like Sheibani and Sepehri were members of Jam-e jam as an art association
and wrote for its magazine too.*? [Fig. 5-15] Added to its anti-left position and sim-
ilar to the fighting cocks, Jam-e jam Association attacked intervention of the state
in arts. In different articles members uncovered this antagonism: “The obvious and
all-encovering influence of them [artworks] on the society is to the extent that the
states have constantly tried to make use of them in any ways and sometimes have
restricted them. Yet, this counteracts basically with what art means.”** But the sig-
nificant difference between Jam-e jam and Fighting Cock was that Jam-e jam as an
association had political nationalist orientations. The contents of its magazine, in
addition to the new arts, focused mainly on the national and classical arts, literature
and history of Iran. In Issue 1 of the magazine, the editorial board asserted: “Our
aim is to support the kind of art [...] which is able to express national intentions
[of the artist] and by assistance of the Iranian young Nationalism can pave the way

142 Shams Langeroudi, Tarik-e tahlili-ye Se‘r-e now [Analytical History of Modern Poetry], vol.1 (Tehran:
Markaz, 1991), 388.

143 The Jam-e jam Art Association was founded in 1948 mainly by Dariush Homayoun (a cultural represen-
tative of Iranian National-Social Party) and other affiliates as Amirshapour Zandnia, Zia Modarres, Siavash
Kasraie, Sohrab Sepehri and Manouchehr Sheibani.

144 i 535S edliind (5 i 4 O 515 il 5S lacia sSon izt 4S «nl san 43 gl 2531 (555 53 QT Gl g s 5 ST iy
€l lilia i LY geal sl ol 4S G dls cailoasiS iy 401 of K [Shapour Zandnia, “Darbara-ye honar [About
Art],” Jam-e jam, no. 1 (1949): 5.]
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to progression and grandeur of a modern Iran.”'*> This nationalistic orientation
of the association in modern art, the way considered to bring a revolution, was
a point of criticism against it or among members. Even when Dariush Homayoun
(1928-2011) —founder and a member of the board —attempted to make a clarifica-
tion about the national orientation by defending the freedom of art in Issue 3-4 of
the magazine, it turned out to be nothing but another failure: “Of course, the type
of art we are looking for is a national art, and there is no doubt about this, yet we
do not ‘doom’ those works lacking this feature; artists should create national works
out of their own will and not by force. We respect all artistic works and call them
art [...], yet the only works are more respectable for us that in addition to merely
being works of art, they are national too.”**® In fact, although Jam-e jam and Fighting
Cock were in line in their combats against Zhdanov's political promotion of Social
Realism and the state’s interference, but for Jam-e jam the introduction of modern
art within a national framework was another political means to this end. In con-
trast to the nationalist approach of Jam-e jam and left or conservative views of the
other magazines, Fighting Cock concentrated only on the new artistic developments
and pursued to deconstruct the approaches of the other magazines and to build a
different view via modern language, structures and themes for its readers. In fact,
this destructive method of the magazine was also a means of mocking the orderly
and crowd-pleasing Social Realism or the strict conservatism of the academic art
promoted by other magazines.!*” More importantly, the publication of a magazine
peculiar to their own association undoubtedly could assist the members in the
cultural preparation of their audience. This educative aspect of the magazine was
clearly announced on the back cover of the five issues of the magazine’s first series
in a bold font: “Our goal is to enhance the level of general knowledge” and also
members constantly emphasized in their debates on this aspect and referred their
opponents to seek their answers in Fighting Cock magazine.'*® [Fig. 5-16]

The magazine, with the editorial board of Ziapour, Shirvani, Gharib and Sheibani,*
was officially published in three series under the title of Fighting Cock magazine
in 1948 to 1979. Due to governmental bans on its publication, the magazine contin-
ued its work in some issues under other titles. A review of these titles shows that

145 iyl su\)g\daul}_;?ueluwua\)&@}Aﬁ\.}é&&)\ﬂ\.&jjlﬁ\@)&&ﬁ[“.] Casl (50 Ala Jﬁu,ua)s?a\)éuq;ﬁ»
QA0 J)san 1 3 ) Cwlae s[“Anca pis-e ru darim [All We Have on Our Way],” Jam-e jam, no. 1 (1949): 3.]

146 2ilsddia ool 22548 5y Jla Gae 5o (s el dsm s (Sl o )b Gl 3 5 Sl (e i 45l canl A e L 4S (5 iy
A n Le S ol Lo T alagl 4y 2 5A s 4p a8l QLIS 5 55 8 5048 O1ake i eyl e o sdle 4y 5 il el (T o sy
5 500e W a3 (s sine oo 5 LB Ty a8 e ol i) o dp 5 asilae i [L] a8l gan o 0 i ala L ji a8
€23l e 4S il (idiv ) 5e 5 () S [Dariush Homayoun, “Azadi-ye honar [Freedom of Art],” Jam-e jam, no. 3-4
(1949): 75-76.]

147 Shiri, “Az jig-e banaf§ [From Purple Scream],” 29.

148 Shirvani, “Porses wa ‘eteraz [The Question and Complaint].”

149 The name of the editorial board of Fighting Cock magazine was written on the back cover in all five
issues of its first series.
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Fig. 5-15 (Left) “The logo of Jam-e jam magazine on
its front cover (1948),” in Jam-e jam, no. 1 (1948).
National Library and Archives Organization of Iran

Fig. 5-16 (Right) “The notice on the back cover of
Fighting Cock magazine,” in Korus jangi, no. 1 (1948).
National Library and Archives Organization of Iran

publication of the magazine, beside an opposition against the established artistic
norms, was also in revolt against the political interventions and pressures exerted
on the association by the state. After the first ban on the first series of Fighting Cock
with five issues in 1949, the magazine continued its work under the title of Desert
with only two issues in 1950. With the closing down of Desert and publication of
four issues of the second series of Fighting Cock in 1951, members published Moj
[Wave] in March 1952 and Cock’s Claw in April 1953 each respectively with one and
two issues. Regarding the appellation of “Desert” one reads: “Its reason was because
we were upset, we were fed-up, but we did not escape the situation and we said that
here is a desert region in which there is apparently no growth.”**® In an interview
with Ziapour by Rastakiz newspaper in 1978, he described the main reason for these
bans as the instigative role of their opponents (in particular Kamal al-Molk’s stu-
dents): “They intrigued the state that ‘we’ were destroying the culture of the country,
that we were instruments [of the Left Party], harmful, etc,, and therefore the fear-fed
officials put a ban on our magazines for no reason in order to satisfy them.”*>! The
sensitivity toward Fighting Cock magazine was to the extent that the National Con-
sultative Assembly interpellated Manouchehr Eqgbal, the minister of culture, in 1949
for publication of this magazine and its distribution as one of Tudeh’s pamphlets

150 sy a4 Caul (55 68 4ibaia Loyl 4S A 5 a0 438 53 50 (lase 5l Ll cad 0 odind ) cand 5o Canl )b K0 4S s ) 40
«.<wwi ) 2 [Rezai, “Goftogu-i ba ostad jalil ziapur [An Interview with Master Jalil Ziapour].”]
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at schools and universities.!*? The dishonesty of such interpellation and the conspir-
acy of the opponents of Fighting Cock are better understood from Ziapour’s trial.
As he described the interrogation, he was asked about his intention for studying
painting and if he was an agent of Communism to promote Cubism: “[...] I noticed
that their questions were so irrelevant. It made no sense to answer such questions.
[ asked them: ‘Do you want to know what Cubism is? [After hearing my explana-
tions they said:] We thought Cubism is a part of Communism.”'*>®* They were these
conspiracies by Fighting Cock’s opponents in relating the magazine to the political
parties that for Cock’s Claw series, members decided for a notice on the front cover
of the magazine and next to its title saying “In this magazine only artistic issues will
be discussed,” and by doing so they wanted to announce officially that their way was
separate from the political parties.'** [Fig. 5-17] With the final ban on Cock’s Claw in
1953, the members did not officially publish any magazine until the third series of
Fighting Cock in 1979. It should be noted that all publications of Fighting Cock Asso-
ciation were in direct opposition to those by Tudeh Party. The antagonism between
Fighting Cock magazine and Dove of Peace during the second half of the 1940s was
also continued into the first half of the 1950s and they competed each other with
their last magazines (Wave and Cock’s Claw published by the association and Siva
[Style] by Tudeh in 1952). With the final ban, and given the lack of adequate financial
resources,*>® the members continued their work by publishing texts in other press.
The most important magazines were Apadana [Apadana] and Honar-e now [Modern
Art] that altogether had only three issues in 1956. Apadana and Modern Art, com-
pared to other magazines and newspapers, were close in their ways to Wave and
Cock’s Claw.*>° Although the administrators of Apadana and Modern Art had changed,
they shared important similarities with the last publications of the association.'*’
All fighting cocks and their affiliates were working with these two magazines and
their logos and cover designs were close in typography to Wave magazine designed
by Irani. [Fig. 5-18] Also, the same notice on the front cover of Cock’s Claw (i.e., “In
this magazine only artistic issues will be discussed”) was written in Apadana and

152 “Majles-e Sora-ye melli [National Consultative Assembly],” 8.

153 i [7 58 ) Gu] <P peen sS C8IE wily ) i e > 2 0 )N 8 ggde |al a Cand & A i aS s L]y
€ et 5aS3) (shud K s € i S0 Jud L [Rezali, “Goftogu-i ba ostad jalil ziapur [An Interview with Master
Jalil Ziapour].”]

154 Ibid.

155 Shams Langeroudi, Tarik-e tahlili-ye $e‘r-e now [Analytical History of Modern Poetry], vol.1 (Tehran:
Markaz, 1991), 52.

156 Other important press that members collaborated with in a period between the ban on Cock’s Claw
until republication of Fighting Cock magazine in 1979 were mainly such newspapers as Ettela‘at (1949), Post-e
tehran (1953) and Rastakiz (1975) and such magazines as Andi$a wa honar (1954), Nabard-e zendegi (1955),
Donya-ye jadid (1956), Ketab-e mah (1963) and Honar wa me‘mari (1969).

157 Apadana magazine was directed by Amirsoleiman Azima (also the license-owner) and had the editor-
ship of Abolghasem Masoudi. The main reason for collaboration of the fighting cocks with these people was
in their receptivity to new artistic ideas. [Rezai, “Goftogu-i ba ostad jalil ziapur [An Interview with Master
Jalil Ziapour].”]
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Modern Art. [Fig. 5-19] The Modern Art
was in fact the last collective effort of
the fighting cocks in one magazine and
right after the Islamic Revolution, on
occasion of 31st anniversary of Fight-
ing Cock magazine, the members again
republished the third series of the
magazine. It should be noted that the
post-Islamic Revolution series of Fight-

ing Cock magazine, in contrast to its pre-
. . L. . Fig. 5-17 “The notice next to the logo on the front
Vious Series, hada pOlltlcal approach M cover of Cock’s Claw magazine,” in Panja korus, no.1

defense of freedom of expression due to  (1953): 1. National Library and Archives Organiza-
the execution of Islamic regulations on tion of fran
art and culture.

The first series of the magazine began its work in 1948 with Shirvani as the
license-owner. The magazine had a moderate tempo focusing on more informative
articles about the modern styles in arts and had columns aiming at making dia-
logue with the readers, answering their questions or introducing the young talented
artists. Accordingly, the most important columns of the magazine were “Painting”
in which Ziapour wrote articles explaining modern art styles (Impressionism to
Surrealism), Nokta [“Highlight”] by Nima, which reviewed works by young poets
under Harf-ha-ye hamsaya [“Words by a Neighbour”], and columns relating to
other fields (story, music and drama). These columns adapted themselves in dif-
ferent series of the magazine according to the new memberships or the social reac-
tion to their contents. The magazine in the first series played the role of a hope-
ful and promising cock than a fighting cock—an optimistic approach was inferred
from the contents of the magazine. For instance, in the first Issue, Nima’'s poem
Korus mikanad [“The Cock Sings”]*>® explicitly pointed to this spirit: “Cock-a-doodle-
doo! The cock sings/ From the hidden tranquil heart of the village/ From within an
abyss, similar to a drained vein of a dead body/ It runs blood/ [...]/ It brings good
news/ [...]/ It comes smoothly/ It sings warm-heartedly/ It flaps wings/ [ ...]/ Cock-a-
doodle-doo! The dominant dark night, escapes into the lost horizons.”**® The same
concept of the hope and inspiration was repeated in other issues of Fighting Cock’s
first series. In Issue 4, again Nima in his poem Aqa tuka [“Mr. Ortolan”] (May 1948)

158 This poem, from Nima'’s collection of Sahr-e sobh [The City of Dawn], was written in November 1946
and was published in Issue 1 of Fighting Cock magazine as a sign of Nima’s collaboration with the magazine.
[Jalil Ziapur [Jalil Ziapour], directed by Houshang Azadivar (Tehran: Goruh-e farhang, adab wa honar-e $aba-
ka-ye dow-ye seda wa sima [Department of Culture, Literature and Art of IRIB2], 1989), DVD.]

159 2)slee0a3e [[] Joss 253 O3 5e (i 53 /St K5 (5 4S (A i ) fo3 Gl (500 J) /38 53 on e s A |58 ()
€S b Gl 55m 23 Rioa Mg gadad 518 J A8 L] [258e Ju /351535 0 o 8 /2 253 /[...] /05 R 4 [Nima Youshij,

»

“Korus mikanad [The Cock Sings],” Korus jangi, no. 1 (1948): 1-2.]
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Fig. 5-18 (Top Left) “The front cover of Apadana
magazine (1956),” in Apadadna, no. 1 (1956). National
Library and Archives Organization of Iran

(Right) “The front cover of Modern Art magazine
(1956),” in Honar-e now, no. 3 (1956). [Ibid.]
(Bottom) “The front cover of Wave magazine
(1952),” in Moj, no.1 (1952). [Ibid.]
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depicted a conversation between a man and an ortolan. To man’s surprise, the orto-
lan insisted to sing despite all frustrating conditions: “Your broken heart/ Are you
still eager to sing?/ But ortolan still sings.”1°

In addition to the optimistic ap- s
proach of Fighting Cock magazine in its | o o>
first series, another significant feature 3 g $‘°£ B J”L‘“’ L3 © sz lod

of the major articles in this series in dif-

ferent fields of painting, story, music and ’ L 3 :"”’::
drama was their emphasis on attain- 1 3 o 1353631 s
ing a “national school” in the arts. This | el AR ;,':f: e
national school, as can be inferred from :: R &::: j:ujmﬁ e “i—
their articles, pursued artistic modern- - i bat oLnii
ism not merely based on adaption with E ::L::}: = g
the Western modern art, butalsowitha | Slan oo ey
revisionary approach to their own past ; ) :f:}" o “L:L:,‘i‘
history and application of its capacities | =e S el Py
into their works. In the column “Music” | :: ) .)u,)a,raj;h,fx 222 L TR -.::
in Issue 1, for instance, Hannaneh wrote | ! A & gt ¢ ‘i"'i ;
an article about the national school of YT (oo ) JanJle FTolr |
music in Iran.'® According to his text, ——————
the national school of music had to slele S o
be created upon a mixture of Western ol 313> J3t e o ﬁ

orchestral music with the Iranian tradi- )

. . . . Fig. 5-19 “The contents-page of Apadana magazine
tional chansons and melodies. His main with the notice of Cock’s Claw on top,” in Apadana,
argument was that’ due to the religious no. 1 (1956). National Library and Archives Organi-

© s c s zation of Iran

restrictions and prejudices that were

historically exerted on music in Iran, a social rejection had occurred among people
toward Western symphonic music. This social rejection was what he considered
as an “psychic evasion” and it delayed natural development of Iranian traditional
music. As a matter of fact, Hannaneh'’s text emphasized that the natural evolution
of Iranian music should have culminated in the composition of Iranian songs and
melodies appropriate for orchestral rendition or what he named as a national school
of music; nonetheless he regreted that: “Today there is nothing left but escaping the
symphonic music and we name it psychic evasion.”'®* Or in another article about the
national school of music by Gharib in Issue 2, he also emphasized the significance
of folkloric songs for the world’s eminent musicians: “The attention paid by the
world’s modern artists to the ‘folklore’ (folk chansons) and the new way that such

160 «.L)sa ClS g g /80 & e ) <) gin [ Ul 4iud ) «J49n [Nima Youshij, “Aqa tuka [Mr. Ortolan],” Korus
jangi, no. 4 (1949): 2.]

161 Morteza Hannaneh, “Musiqi [Music],” Korus jangi, no. 1 (1948): 3-7.

162 €l 55 i el a0 28 1) O Lo 48 St shans (s ) )18 D 55090 v [Ibid,, 3.]
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attention opened to the world’s fine arts, make us clarify as much as possible the
advantages of using our folklore in arts.”*®® He explained that folk and tribal music
had aided modern musicians of different countries in creating national and inde-
pendent music via new compositions in music, and this was due to the simplicity,
natural quality and spirit of locality of folk and tribal music: “When we hear a local
chanson, so simple as it is, we enjoy it. It is the expressive language of a nation or a
group of people that lively mirrors for us all attributes of the life of that nation or
group of people [...].”1** This attention to folklore was reflected in different issues in
the first series of the magazine, as well as via articles focusing on different types of
traditional arts and their importance in creating a national school of art. In many of
these articles, there was an insistence on certain types of the folklore—for instance,
folkloric dance—and their revival in new performative arts.'®® Basically, this essen-
tial reflection on the past for the fighting cocks was rooted in their emphasis on
impossibility of disconnection with it. Gharib, in his story Qab-e ‘aks-e zabandar-e
man [“My Speaking Picture Frame”] in [ssue 2, attempted to display the difficulty of
neglecting the pastin a dialogue between the story’s protagonist and an antique pic-
ture frame. In many parts of this dialogue, he indirectly manifested the undeniable
existence of the past and its persistent functionality in our life. The story begins with
the narrator’s (protagonist) description of an antique frame; an old, dusty, deformed
tin frame that for years was sitting in the room'’s niche and only its old faded pho-
tos were changed from time to time: “I do not know how many years are now that
[ see it, | only remember that since the time my eyes have become familiar with the
objects in this room, [ have seen this deformed picture frame in the corner of room'’s
niche [...]. As if it was built to fit this old house and specially that arch-shaped niche
[...]."*¢¢ Although the narrator found the frame a clumsy object that only watched
the room mutely and absently, he sympathized with the intimate and lyrical taste of
its creator, presumably an old man, who had decorated the frame with simple floral
motifs: “From the very beginning I felt there was a familiarity between us, me and
the picture frame. Many things and many people had come and left but it was still

163 1) Oyl sl sl LR s st Gl g shB el 0alil 5 (Alule sladdl 5) s 68 4n s daa (laia yia 4a 5in
S sy ol Hs2aaS saa 15 i 53 1) HsIKI 8 Sl ealiid Clivma 5 oyl dae 4 (5 iy 3 g guin o (il (55 4S A8e 1
[Gholamhossein Gharib, “Folklor dar musiqi [Folklore in Music],” Korus jangi, no. 2 (1948): 19.]

164 [...] 48 ol 2330 3 i So by e S5 6 & Gl i S O 15 psidice (Sol DS 0 LeaS 1) lae il i Sy
€K ol i j30333 5 plagla canai L1 L] pse ) 4t o b cile o (S cllaita Bl [Ibid]

165 In addition to the Drama magazine (1957) in which Shirvani, the main member of Fighting Cock, dis-
cussed application of Persian classical poetry and folkloric dance in dramatic arts to create a national school
of dramatic arts in Iran, Fighting Cock magazine also published similar articles such as Rags [“Dance”] by
Serkis Djanbazian that emphasized on dance as an artistic field and its acknowledgement by other coun-
tries as a national source. Djanbazian argued that traditional dances of Iran had to be adapted into Iranian
opera and ballet. [See: Djanbazian, Serkis. “Raqs [Dance].” Korus jangi, no. 3 (1949): 25-28.]
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there stable and persisting, dusty and indifferent. [...] as if there was long acquain-
tance between my looks and this old solid object [...] sometimes I thought what if
this persistent picture frame never existed [...] | wanted to destroy it but I could not
or I was not able to do so [...]."1¢’

In addition to this new approach to tradition, Ziapour’s articles in the column
“Painting”—on modern art and in particular Cubism—arose antagonism from many
opponents and led to the first ban on the magazine by the state. Ziapour published
one lengthy article in every issue of the magazine’s first series, but from the very
first article he had begun his combat against the academic Realists, Naturalists and
Traditionalists. The language he had selected for this combat was blunt. He criti-
cized them for creating banal and conventional copies by blind imitation of nature
or the past that blocked any progression.!®® According to him, this failure of the
Iranian artists emerged from a common belief that considered art as a natural flair
and neglected it as a technique and science that could be acquired.!®® It should be
noted that such statements by Ziapour, as he obviously mentioned in his first article,
addressed the miniature makers, Kamal al-Molk and his students who emphasized
on fidelity to the nature and past artistic regulations. Influenced by this imitative
quality, he argued another important failure in Iranian artists; i.e., a lack of atten-
tion to the artist’s own subjectivity and his internal world. This was the difficulty
that he claimed modern art could solve through a range of art styles in particular
Impressionism, Cubism and Surrealism due to their free expression of colour and
form: “Different schools appeared after the artists realized that they had to render
their own feelings and not to be slaves of others’ tastes [...]."'7° Accordingly, one
observes Ziapour’s emphasis on Impressionism, Cubism and Surrealism in all his
articles. In Issue 3, he discussed Impressionism as a reaction against blind imita-
tions in the Western academic Realism and the emergence of Cubism thereafter as
a better fit into the mechanized modern life. In addition to a detailed discussion
on their stylistic features (colour and form), he emphasized the freedom of expres-
sion of the internal feelings in Cubism and introduced it as the true reality, in con-
trast to the reality displayed in Naturalism or Realism: “A Cubist obligates himself
seriously to observe the reality of the nature, and he respects the personal nature
[internal world of artist] in the way that he feels it and with attention to the techni-
cal principles [in art]. Cubism is more real, more rational and truer than deceptive
realities and appearances. If there is an absolute reality in the nature, Cubism is
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more faithful to it than any other school of art.”!”! In reply to the opponents of Cub-
ist artists (who condemned its freedom of action or the changeable forms, colours
and designs as a method by modern artists to escape the academic regulations), he
explained that execution of the internal feelings was completely in accordance with
the technical principles. In a discussion in Issue 4 of the magazine, he explained that
modern art appeared according to the demands of its time; i.e., economic, political
and educational contexts. Therefore, attention to freedom of expression together
with its revelation in Impressionism, Cubism and Surrealism was result of these
demands.'”? In Issue 5, he concentrated on the rebellious aspects of Cubism. He
introduced Cubism as a school with a spirit for movement and as an art style for
a discontented social class whereas none of the previous art schools could satisfy
this demand: “Therefore, artists who possessed a certain mindset and came from
this unsatisfied class, based on this logical demand and influenced by their inter-
nal challenge ‘that affected human being’s behavior, manifested their discontent
spontaneously via artworks in their own field [...] in a sharp, decisive, logical and
at the same time dignified and mighty manner.”'”3

The content of Fighting Cock magazine that explicitly attacked the established
Kamal al-Molk School and the traditional artists was not tolerated by these oppo-
nents and spurred the government to exert the first ban on it in 1949.!7* The allega-
tion, as being discussed, was that Fighting Cock was an agent of the Left Party and
promoted the political aims of this Party. In such an air, the magazine continued its
work renamed to Desert and with a new cover (designed by Ziapour in 1949) of three
profiles referring to the association’s main members Ziapour, Gharib and Shirvani.
[Fig. 5-20] Although the different sections of the magazine remained unchanged,
from Desert onward the editorial members clearly declared their non-political stance
by stressing on art for art’s sake versus art for the society. The first Issue of Dessert
(1950) included a critical article by Ziapour with the picture of his new Cubist painting
Bathhouse (1949) at the end of his text. In this article, he had discussed the relation of
modern art with society for the first time. In the argument, he had defended the idea
of a flexible reality or “reality per se” which was achieved not via rational thinking
(as in Realism and Naturalism) but by artists’ faculty of imagination.!”® In fact, he

171 Jsal cule 5 Lda ja e g a8 AR ol a1y add Cuanda 5 hagda Cidia 4S il o ilhge Tan | 353 Can Sy
dsas ilhe Cidis il 0 K1 gl oe i Nligd}i sk s a5 iciial 5 LS il S 3S Cle) e (paadd
e ol 5 il il il 4 G o el e 3 auen S 280 4380 [Jalil Ziapour, “Naqasi [Painting],” Korus
jangi, no. 3 (1949): 17.]

172 Jalil Ziapour, “Naqasi [Painting],” Korus jangi, no. 4 (1949): 14.

173 o 5 ghind alue dial (555 dias <58 Ay ) (430> (oal U b Gyl e geads S8 5ok (5112 48 (Jlate s 55 ¢l iy
e (5 el ali g 4y 1) 258 )l SRl <A e Gaala s el Jla S g U Cuale 52 4S> g 50 (SIS 4l
CoSagn 5 e 5 Gl Jla e 53 5 i 5 abalE ey [L.] 23S« [Jalil Ziapour, “Naqasi [Painting],” Korus jangi,
no. 5 (1949): 31]

174 Rezai, “Goftogu-i ba ostad jalil ziapo ziapur [An Interview with Master Jalil Ziapour].”

175 Jalil Ziapour, “Naqasi [Painting],” Kavir, no. 1 (1950): 8.



5.2 Cultural Interventions and Constitution of the Audience 295

argued that rational thinking created
only conventional (and fixed) realities
and it was the imagination that, along
with rejection of the conventions, could
create new realities. He supported
his idea by emphasizing Surrealism
and this quotation from André Breton
that “for discovering a new reality, one
should follow his imaginations [...].”*"
At the same time, Ziapour explained
that because an artist’s imagination
was inspired by a series of social factors,
it must be agreed upon that his imag-
inary creations also had social contri-
butions and belonged to society too. So,
this complaint about art for art’s sake  Fig. 5-20 “The front cover of Desert magazine by
by proponents fart fo th society that 3o o) e v gt tesons
condemned modern art for not being
made for the common people was a baseless claim, since they both derived from
the same origin. As he argued, for the modern artists the definition of art for art’s
sake was not necessarily to neglect the society but: “[...] art for art’s sake means that
the artistic aspect weighs more than any other feature. Such art is created in paint-
ing because it forms artistic guidelines [...]. Serving society is naturally implicit in
it; but not that it is created with the intention to serve the society.”'”” Nonetheless,
if still there were people who could not communicate to modern styles like Cubism
or Surrealism, Ziapour related its reason either to a lack of essential preparedness
for this understanding, or a kind of prudence since modern art put their established
and conservative art in trouble.’”®

Although Ziapour had argued in his article that the social functionality of art for
art’s sake and art for the society in their origin was similar, from the same article
or other texts that were published in two issues of Dessert one realizes the mag-
azine’s concentration on art for art’s sake. The second Issue of Dessert published
another article by Ziapour in which he had obviously sided with the Formalistic
approach in arts. In this article, he had separated those artists who emphasized the
subject of their works from those who showed more sensitive about the stylistic
and Formalistic language of their works. The main discussion by him was based
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on the fact to differentiate ways of thinking from the ways of rendering a thought
and he excluded an artist’s thought from the artistic principles.’® According to him,
the significance of this idea was due to the fact that people evaluated the works
of art according to their subjects and, as a result, they rejected modern art due to
its complexities. Therefore, society expected modern artists to create works that
reflected regular events, pleased people or guided them in their personal life. But
since none of these intentions were fulfilled by modern art, people condemned the
modern artists of being melancholic, decadent and extremists who did not respect
social tastes.!’® In reply to these comments, Ziapour argued that such demands do
not make artists’ demands because the way of thinking is different from the way we
render that thought: “Ways of thinking are of a philosopher’s tasks and ways of ren-
dering a thought are of an artist’s tasks [...]. A good artist is someone who presents
a thought ‘whatever it might be’ in its best technical way.”*®* In other articles this
emphasis on the form of expression is observed as well. In “Words by a Neighbour’
(reviews on poetry) in Issue 2 of Desert, again Nima stressed that poets should have
their own view and to express it with attention to stylistic and Formalistic features:
“But if you seek to create a new work and you search for new words [...] the most
important thing is to see by what means you want to express yourselves. This is
the most critical issue in art and this is what distinguishes an old and modern work
from each other [...]. To change an old work into modern, above all, you need to
change stylistically into something new.”#2

Although members of the association asserted the apolitical stance of their mag-
azine in Dessert, its publication was also banned. The next series of the magazine
continued its work again under the title Fighting Cock with four issues in 1951. The
second series of Fighting Cock magazine followed the same policy of Dessert in
emphasis on art for art’s sake, but this time the magazine had adopted a much more
radical approach. The radicalism of the magazine was due to the new membership
of Houshang Irani, the Surrealist poet and painter, who from the first Issue of the
magazine published Nightingale’s Butcher Manifesto and convicted all but mod-
ern artists to the death.'®® The radicalization of association with the presence of
Irani left no chance for Ziapour’s moderate notion of a national school of art. The
national school of art that was promoted by members in painting, music, drama and
writing was no more tolerated by the association and this was parallel to Ziapour
having established his National School of Painting in the early 1950s (at which time

J
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he left the association as a main member).*®* With the exit of Ziapour, the column
“Painting” was also omitted from the magazine and a polemic approach replaced
his column with more emphasis on criticism and artistic Formalism.!%> “Identify-
ing the Modern” was the column in which members provided informative articles.
The most considerable texts in this column were written by Irani such as “The
Artistic Value of Society,” “Formalism” and Afarines-e honari [“Artistic Creation”].'®®
The rhetoric of these articles together with other texts of the magazine was similar
to Nightingale’s Butcher Manifesto—i.e., direct and caustic. In the very first Issue,
simultaneous with the first publication of the manifesto, [rani published “Modern
Art” in the column “Review” as an ultimatum to the retrospective artists. In the text,
he argued that those artists who returned to the past were not courageous enough
to progress and, therefore, they had to be condemned to silence and death: “[...]
those who are enchanted by the miracle of traditions are petrified [and therefore]
they are condemned to the death [...].”*®” Irani reasoned his attack according to this
argument; that life was dynamic and constantly in progress and because art was
one of life’s manifestations, therefore, it was also in progress. According to him,
although this progress included all the past historical moments, its result was some-
thing completely new and represented other realities.'® Perhaps this rejection of
an imitative retrospection to the past was also seen in the previous series of the
magazine, but the radical treatment of Irani could be better understood by the way
he introduced modern art. In his definition, modern art was an artistic reaction to
the mechanical modern life, but the more this mechanization controlled the cre-
ative mind, the more the intellectual artists avoided it. In its place, artists sought
to create something for their own pleasure and benefited everything such as tradi-
tion, society and ethics to render their art and to arrive at a self-pleasure.’®® As he
argued, this mechanical life and established traditions stirred up a rebellious spirit
in modern artists to break free from these boundaries and serve as a narrow outlet
that provided them pleasure.!®

The column “Identifying the Modern” was a part of the magazine in which Irani,
from Issue 2, began his fight against art for the society and defended Formalism
in the artistic creation. In Issue 2 and his article “The Artistic Value of the Society,”
Irani clearly considered society as a hindrance to modern artists’ progress. This
was because society expected modern art (similar to traditional and Realist art) to

184 Ziapour, “Sokan-e now ar [Bring New Word],” 86.

185 The new columns which were added to boost the critical approach of the magazine in its second series
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be at its service and, therefore, restricted artists with its religious, traditional and
ethical regulations.'”! As he criticized, the failure of society in such demands was
its failure to understand the nature of art in general. The artistic creation, according
to him, was a personal creation that occurred as artists attended to their internal
world intellectually. This precisely was in contrast to society, because society was
not able to think collectively and, as a result, was not able to create something: “The
motivations of such flush [creativity], whatever they are, in result will be personal
and entail secrets that no one but the artist can know them.”**? In fact, Irani saw a
methodological difference between a work of art that was created for society and
one that was created for art’s sake. In his article “Formalism” that was published
in Issue 3 of the magazine, he bluntly wrote that only modern artists had the right
to live because they concentrated on the artistic form, whereas society replaced
form with the style—in particular a style that was simple and comprehensible like
Realism. Moreover, he argued that Iranian Realist artists had no correct under-
standing of Realism and they, intrigued by politico-commercial demands, mistook
Realism with a kind of simplistic style and created an orderly art.!®® Irani contin-
ued this article in his book Identification of Art in the same year (1951) under “Exis-
tence of Form.” [Fig. 5-21] In this book he defended that the privilege of modern
art was laid in the fact that it reached the internal world of the artist and by doing
so, it was more authentic. The authenticity of the form, according to him, was due
to this internal origin: “Form that is originated from internal world [of the artist]
and seeks to manifest the living and over-flowing aspects, makes artist tear down
the stylistic boundaries and attempt to display artist’s self in the way he is and to
reveal the feeling without any change in it.”** He also explained his emphasis on
form in “Artistic Creation” published in Issue 4 of the magazine. He argued that the
authenticity of form (arising from the internal world of the artist) was due to its
enactment without any intermediary or shame and fear from the external traditions
and regulations. He also explained that this freedom enabled the artist to combine
and shape new and various forms and this was in contrast to the external world
that sought integrity via style.!*® Therefore, he considered two internal and external
worlds for an artistic creation and the degree of artistry of an artist depended on his
distance from each of these worlds: “If attracted to the internal world, the artist will
live the art entirely and will hate to display it via style since he finds the language of
style inexpressive [...]. And if the external world is selected, art will be destroyed.”*%
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Fig. 5-21 (Left) “Sendkt-e honar [Identification of
Art] by Houshang Irani in 1951.” National Library
| and Archives Organization of Iran

(Right) “Contents of Sendkt-e honar [Identification
of Art]”” [Ibid.]
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The second series of Fighting Cock magazine, in addition to the articles that focused
on Formalism, also published in each of its issues one poem by Irani that repre-
sented poetry with emphasis on the form. Irani began to introduce this type of
poetry via Fighting Cock magazine and, after the state’s ban on the magazine he
published these poems in his first book Deep Purple on Grey in September 1951. His
poems seem to reject all aesthetical limitations of classical poetry, while at the same
time they reveal new potentials within. In a review of his poems, in both the four
issues of Fighting Cock magazine'®” and in his book (thirteen poems), one realizes
that he has attempted to depict a frustration about his surrounding via resorting to
dream and Surrealism. In poem Jazira-ye gomsoda [“Lost Island”] one reads: “Let
every one knows that I/ Adore you, you the never-ending wandering/ Your pain-
ful beauties/ With their all fears/ And from the beat of your anxieties/ I seek my
lost island (the fable of realities).”'*® According to many critics, Irani’s Formalistic
poems were means of ridiculing the predominant art of his time and to fight against
its rationalism to reach form as an authentic reality. Also, these critics consider a
Dadaistic similarity in Irani’s poems in terms of his suspicion about art and litera-
ture that gradually took on a conscious, subversive role. The important similarities
between Irani and the Dadaists was that his poems were at the same time destruc-
tive and constructive, serious and mocking and reduced poetry to its most pre-

197 Ineachissuerespectively were published Ha [“Ha"], Kabud [“Dark Blue”], Kavir [“Desert”] and Kafaqan
[“Asphyxia”].
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liminary elements (similarly in painting, his drawings were reduced to basic lines,
surfaces and angles).'” Accordingly, the most important features in his poems were
a Surrealistic application of figures of speech such as personification and onomato-
poeia in order to express the internal feelings. For instance, in U [“He”] one reads:
“The canebrake’s breast breaks into pieces/ A deep groan/ Resonates and echoes/
The viper of groan/ Is!”?°® The application of interjections such as meaningless
words and voices was also another emphasis by Irani on the Formalistic capacities
of literature. In many of his poems, one sees this repetition of interjections, the best
instance being Kavir [“Desert”] in Issue 3 of the magazine, in which the major body
of this poem was made of vague sounds in words: “Hey... you the grey prison/ Didin
dan n n/ Begin to fly...lay lay lay/ Didin daan n n/ Didin dan n n/ Didin dannn/ A
wave of scream/ Didin dan n n/ The downpour of tooth/ Didin dannn/ [...].”?°* Or
in Issue 4 that he published Kafaqan [“Asphyxia”], the poem astonishingly began
with exaggeration of the vowels of words: “Haha haha haha haha haha haha haha
haha haha haha........ / Eyhi in heha [these] hu soook ut [silence]/ Eyhin ha [these]
sok ut [silence] kafeqdn q q heha n n n [asphyxia]/ Ba h h h yahd d d d [should] raf
rrrrft t raft raft [go]/ Du heha durha durrha durrrha durrrrrrr [far away]/ [...]."2%
This poem also introduced another important feature for its emphasis on the priv-
ilege of modern art in accessing the internal world and the role of imagination in
visualization of artist’s world. In “Asphyxia,” one can observe how Irani has tried
to give a visual picture to his imaginary idea by colours, creative combination of
words and new collocations: “Hurriedly he gallops through the burning desert/ Ups
and downs, downs and ups, he goes through/ High above the boiling ocean, steel
mount, he gallops/ And his claws/ And his claws/ A red shadow embraces orange
and twists into yellow/ The silk curtain soaks into water and/ Surrounds within
the waves and/ Conceals the ocean smoothly and gracefully.”2

Although after the ban on the second series of Fighting Cock magazine, it con-
tinued its work again for three issues under titles of Wave (1952) and Cock’s Claw
(1953), the magazine no more returned to the radicalism that Irani had suggested
by Nightingale’s Butcher or the artistic Formalism that his magazine promoted by
Dadaistic poems or articles on Formalist art. In fact, the magazine retreated from
its destructive stance since after publication of Wave. The primary reason for this
retreat should not be considered as only due to the bans on the magazine, but most
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importantly it was the effect of society’s scornful behavior against Irani’s views in
the magazine. Many new literary forms that he had applied in his poems became
means of mockery for the critics and they considered his ideas as a “song by an
un-welcomed cock” in the Iranian society at the time.?** Wave magazine took on
its work with a logo designed by Irani in March 1952, and upon Irani’s retreat from
his radicalism, the magazine became a moderate phase in his work.?%> It was since
Wave and Cock’s Claw that, possibly due to their less destructive approach, Ziapour
and Sheibani rejoined the association and wrote in the magazine.?’® In Wave one
notices a certain inclination for introduction of the Western and Eastern philosophy,
mysticism, poetry and literature in general whereas on the last page of the mag-
azine was written: “Wave will only publish those articles that are in-line with its
guidelines.”?” [Fig. 5-22] In the only issue of the magazine, members of the associ-
ation concentrated more on the translation of works which rather exemplified the
role of dream and imagination in representation of artist’s internal world.?’® With
the reunion of Ziapour in Cock’s Claw, the magazine also increased its artistic dis-
cussions, whereas the famous motto of the association by which the fighting cocks
began their work; i.e., “Bring new word that the new word has other value,” was
written below the logo of the magazine together with a notice of “In this maga-
zine only artistic issues will be discussed.” [Fig. 5-23] Cock’s Claw, with only 8 pages
included important texts criticizing the restrictive atmosphere and its influence
on the modern artists retreating from their goals. The restrictive atmosphere was
discussed according to both the state’s cultural policies for a conservative national
art and the Social Realism supported by the Left Party. For instance, Sepehri pub-
lished his translation of the article (“Picasso Is Complained”) that officially prohib-
ited Social Realism and referred to Surrealist artists who rose against communist
policies penetrating among artists and the literati.?* Or, Mohasses, in a scornful text,
had criticized artistic programs of the national radio in which old imitative arts pre-
dominated and, in the case of a few programs on modern art, they had included huge
technical mistakes.?° But the most noteworthy texts published in Cock’s Claw were
two long articles by Ziapour and Gharib. Ziapour in his text Har bar ke fru bioftim
baz ba qodrat-e bistari bar mikizim [“Every Time that We Fall, We Rise Stronger”]

204 Shiri, “Az jig-e banaf$ [From Purple Scream],” 33.
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Irani, Abdolhossein Ehsani and others. Cock’s Claw also continued its work with collaboration of A. Vosouq
(license-owner), Bahman Mohasses (chief editor), Jalil Ziapour, Gholamhossein Gharib and Sohrab Sepehri.
207 «.abe i e b oBles 353 (a5 b 81 cails Jbyl oF D2 g0 s 4S 8T = 50n [Moj, no. 1 (1951): n.p.]
208 For instance, Irani’s translations of works by Rabindranath Tagore, Goethe and Buddha.

209 Turner, “Pikaso mored-e e‘teraz qarar migirad [Picasso Is Complained],” 1 & 6.

210 Bahman Mohasses, “Wa amma radio-ye ma wa honarnamai-ha-ye an! [And about Our Radio and Its
Artistries!],” Panja korus, no.1 (1953): 7.
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had argued that the Iranian art space was suffering an inertia that the only way to
break free from it was through artists’ hard work and an unyielding fight against it.
Fighting Cock Association, as he further explained, accordingly took on this combat
despite a majority of artists who remained indifferent about their art space. The aim
of Fighting Cock was to create an atmosphere in which art could be both debated
and criticized, but the majority in order not to lose their symbolic and financial
benefits deferred this combat and obstructed the young modern artists by mock-
ery, negative resistance against their activities and threatened them to silence.?!
Regarding such resistance by the majority against artistic debates and criticisms,
Ziapour wrote: “Yes, [...] becoming modern is a heavy burden: it destroys the habit,
it unsettles the laziness and lassitude or the peace of mind which shapes upon this
lassitude!”?!? At the same time, he attacked the government for directly exacerbat-
ing this condition. With reference to his interrogation in 1949 for publishing Fight-
ing Cock magazine, he denounced the regime for its illiteracy toward art and cul-
ture. Being intrigued by the opponents of modern art, the regime had interrogated
Ziapour about whether he had any written permission from the state to promote
Cubism and modern art: “Shame on this illiteracy and barbarity. These are the very
[authorities] who want to educate the young generation but are affected by personal
intrigues of their friends and circles [...]. They are promoters of a compulsory cul-
ture.”?!3 This article was in fact an ultimatum by Fighting Cock Association to the
government and the opponents that their intrigues could not eliminate the modern
artists. Notwithstanding all frame-ups attributing the fighting cocks to the Left or
Right Parties, Ziapour emphasized on the opening of a space in which all groups
could debate their views and criticize each other: “We will never keep quiet [...].
Every time that we fall, we will rise stronger and every time we keep quiet, we will
attack with more pungent words [...]. We live in this society, thus we have the right
to intervene as the experts in its artistic issues.”?!* Accordingly the same behavior is
seen in Gharib’s article when he reviews the association’s role since its foundation.
From the very first paragraph of the text, he warned the readers that he would no
more have respect for the moderation the association had applied to its opponents
in the past years. This was a compromise by the members, he argued, and in the
course of time it would prove that resistance of the opponents to modern art was
rooted in a parasitic quality in them.?*> The opponents who were established in
their field were afraid of breaking the traditions since these traditions gave them an

211 Ziapour, “Har bar ke fru bioftim [Every Time that We Fall],” 1-3.

212 Gl )l b s 5 Lt e b 43 ) Cidle 1l (A8 s e S sl JSiie e GaiSuan ) 5 00 St L] sy
Wladlyoe b ) <l (5 pmaleCan gy e 48 1) (el 1> | b [Thid,, 2.]

213 (oadd ) ) dgi ) 4S atn Lacuen 351 55 5 | Ul bl A e 4S s S () (Bin Bt 5 53 s () e iy
@i et Sin 8 80 55 5 lacal [L] 2 kaie (sl 25A Lk 5 (s [Thid.]

214 5 555 5L b aiS S 4 U b 5 e e s S L S alls 84S b s L[] S )3 Loy
€S i e S 4S5 i el K3 Ee 534S )la G S (Baij e () 248 L[] plis siedi x [Ibid,, 3]
215 Gharib, “Cegunegi-ye vaz‘yyat-e korus jangi [The Status of Fighting Cock],” 5.
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artistic privilege and kept the demand

for their works. Furthermore, if these S skl el S LB TS
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artists seemed to make new changes
in their works, their conservatism did
not let them surpass an imitative replica
of the art, novels or poetry of Europe-
ans or the Social Realism propagan-
dized by the Left. It was this imitation
and platitude that made Fighting Cock
argue: “You imitators who are used to
have constantly one owner and lord
in front of you, stop this imitation and
banal beggary [and] be under no con-
dition frightened by the grandeur of the
foreign art.”1¢

After the final ban in 1953, the associ-
ation did not publish its magazine again
until 1979, and instead, the members
collaborated with other magazines and
newspapers. The most important mag-
azines in which all members collabo- ‘(‘;ij@ﬁ
rated at the same time were Apadana L
and Modern Art being published for
limited issues in 1956. Apadana (two \
issues) and Modern Arc (one issue) 52 100 The smomcmentof e o,
were in fact one magazine and the pub- Library and Archives Organization of Iran
lications of the Nationalist Party.?!” In  Fig. 5-23 (Bottom) “The motto of Fighting Cock Asso-
addition to the presence of all fighting tht]]?:fl; glnotvz(:SZrlolgr? ;:g;igfssoizhfg;i?mlne
cocks in Apadana, its cover design was  National Library and Archives Organization of Iran
close to Wave magazine (designed by
Irani) and it contained similar sections and guidelines to Fighting Cock magazine
with emphasis on national modern art. In the first Issue of Apadana one reads an
editorial by Abolghasem Masoudi (1930-2009, chief editor) with the same rheto-
ric of the fighting cocks: “The artistic magazine of Apadana announces beginning
of a modern art movement from this issue [...]. Our work and art, is the creative
and grand art of the living bodies: those who proudly write a poem, paint and also
scream out their complaint against the platitude caused by the art dealers [...]. We

Jus e

216 <32 St SNz (I G A Gl Ol Bl 483l 358 gla 53 1) ) 5 alia G A gy alea S Cule 48 ke gl
€SS ey A i Culie ) o3 sen [Ibid.]

217 Amirsoleiman Azima, the chief director and license-owner of Apadana, was a member of Iran Nation
Party (1951) belonging to the National Front in Iran.
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have a strong connection to our ‘selves’ and upon our pride-arousing national art
we move proudly toward the freedom of expression.”?'® Although the editorial’s
rhetoric was similar to the fighting cocks in promising to defeat the idols of tradi-
tion,?® Apadana and Modern Art continued in fact the same moderate approach hav-
ing begun with Wave magazine. In addition to repeated bans and society’s scornful
reaction, one should note the political air of the mid-1950s as another significant
factor influencing Apadana and Modern Art's moderate behavior. The first half of
the 1950s that coincided with Mosaddeq’s premiership and was the most flourishing
time for the press in terms of freedom of expression and competition between the
magazines. This condition even continued after the coup d’état of1953 and the over-
throw of Mosaddeq’s Nationalist government. But, not long after, the regime estab-
lished its supervisory institutes and systems of control over the press that enacted
limits and restrictions on the magazines. A review of the articles in Apadana and
Modern Art exemplifies this disillusionment among artists. Irani, who published
his last poems and articles in these two magazines and resigned forever from the
literary and artistic fields, published his translation of T.S. Eliot’s Ash Wednesday
(1930) in Issue 3 of Modern Art. In fact, the frustration caused by the failure of the
National Party and the dark political shadow over the Iranian intellectuals during
the second half of 1950s made poets like Eliot highly attractive for Iranian artists.??°
In the introduction to this translation, one observes how Irani referred to Eliot’s
application of Brahman and Buddhist concepts for the sake of their peaceful effects:
“Eliot searches for the human being and mankind’s poetry beyond the superficial

manhood. He surpasses the titles and seeks an answer to human internal anxiet-
ies via nameless motifs which represent a deeper reality.”*2! This disillusionment
was also described by Gharib in his story Paranda-ye Segeft [“The Wonder Bird”]
in the same issue of Modern Art and pointed to the disenchantment of the modern
artists. The story was about a bird (presumably a fighting cock) that described its
frustration with the antagonism of his surroundings that had destroyed his hope
to fly. In this story, Gharib compared the fighting cocks to the birds who were living
in a world with habitants addicted to the norms and, therefore, they threatened the
flight of these birds. In the words of the bird it reads: “How wonderful it is to live
among so many enemies. Wherever one finds hope, the antagonism roots it out
[...]- I wanted that they took away these great wings because they had no role but

218 Glaoxiyakie 53R i cle jia dle SIS [ ]l adled 1) (g (s i i SleTe jlad o) HLEEN L LI (5 i Ac senay
lea S Al yia i3k OYY (sla IS IS agle | 58 (il siel 38 Ko g Ol 5 e pm ) 2 jusgn 4155 ke 4S (laodi)
G s o8 b e 58 i Ay Al SRl g3 el Sida s 5l sl i 5 S Gl GiA L L L]
a0 Uin osbesl Ole [Abolghasem Masoudi, “Editorial,” Apadana, no. 1 (1956): 1-2.]

219 Ibid, 1.

220 Shams Langeroudi, Tarik-e tahlili-ye Se‘r-e now [Analytical History of Modern Poetry], vol. 2 (Tehran:
Markaz, 1991), 285.

221 Cumdls a8 Al S 3 55 e 18 Laali D) aS0e saua Cuadl el g O 53 1) G pad 5 1) s Gl
S n gaiua | 0 @bl muly cuiblei a1 5,50 [Tahbaz, Korus jangi-ye bimanand [The Unique Fighting
Cock], 275.]
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causing pain in me. What is the use of these wings? The wings that these people
force me to hide them constantly in an alluring cover and they never let me any
hope to fly with them.”???

In the first Issue of Apadana, Ziapour also displayed his despair toward society in
“The Meaning of Modern Art.” He pointed to the uncomfortable and scornful reac-
tions of the Iranian audience to modern art despite all efforts that artists had done
since the second half of 1940s. Accordingly, he reviewed the definition of modern art
and emphasized that both artists and society should consider their behavior and
reactions.??® As a matter of fact, “The Meaning of Modern Art,” which was a short
three-page text, was a quick review by Ziapour over his New Theory and articles
he had published in Fighting Cock magazine. In many parts of this article one reads
such central ideas as attention to the Formalistic features of the modern works as
a value rather than their subject matters or conceptual dimensions. Or he argued
his New Theory’s core idea that considered natural and familiar shapes as obsta-
cles for an artistic expression.??* Additionally, he described other characteristics of
modern art such as its adaptability over time. In other words, since new changes
occurred in the thoughts and feelings of the artists in the course of time, therefore
artists needed new forms for their expression too. The essentiality of the new forms
(also new colours and compositions) were due to the fact that the new thoughts
and feelings, as an artists’ internal world, could no more be restricted by tradition,
social expectation or any other regulation.??®

Despite the fact that almost all fighting cocks were collaborating with Apadana
and Modern Art, they could survive for no more than three issues and were closed
down in 1956. In addition to all pressing grounds being discussed for Fighting Cock’s
publications, lack of comparable financial resources (as for the political parties par-
ticularly the Left Party)??¢ should also be noted. The last series of the magazine,
again with the title of Fighting Cock, began its work in 1979, a few months after the
Islamic Revolution, with the reunion of the association’s original members (Ziapour,
Shirvani and Gharib). In this series, which was simultaneous with the association’s
3ist anniversary, they printed the logo of Desert magazine (three profiles of Ziapour,
Gharib and Shirvani) with this text next to it: “The fighting cocks have again begun
their artistic and cultural combat.”??” [Fig. 5-24] This series, including five issues
within May 19 to July 21, was published by Democratic Culture and Freedom Party.

222 O 4SSl sh e L] Gt S 4 3 ey Ja asdioe Dlu sael s e 00 S 800 el A 0l e 2 a4
sy 0 Al At sn BB AS adb 3 580 a S A 4 WAL cp) a3l e Sl 2 el s 0K 5300 Ja 4S 1) adke sldb
MRS e 3 WGTL ) el K a5 Nilas o2l 52 L % [Gholamhossein Gharib, “Paranda-ye $egeft [The Wonder
Bird],” Honar-e now, no. 3 (1956): 20-21.]

223 Ziapour, “Mafhum-e honar-e now [The Meaning of Modern Art], 3.”

224 Ibid. 3-5.

225 Ibid., 4-5.

226 Shams Langeroudi, Tarik-e tahlili-ye Se‘r-e now [Analytical History of Modern Poetry], vol.1 (Tehran:
Markaz, 1991), 523.

227 «ba S el a0 s 5 Saa i saae 3 8 b S a3y [Korus jangi, no. 3 (1979): 6.]
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In fact, this Party was an alliance between art and cultural institutes, associations
and syndicates reflecting their news in Fighting Cock magazine.??® The magazine in
this series had adopted rather a politico-cultural approach in defense of freedom of
speech, which was clearly in contrast to its previous series that officially declared
itself to be only artistic and apolitical. Basically, by adding new columns such as
Moskel-e yaran [“Fellows’ Problem”] or Arzydbi wa davari [“Evaluation and Judg-
ment”], the magazine was rather reflecting the problems that the artists had been
dealing with since the Revolution. This goal was seriously pursued by publishing
different letters of protest against the Islamic regime’s bills of censorship on arts,
violent texts by Ziapour attacking Shiite Islam’s positions on the visual arts and
music, statements by Syndicate of Artists against the state’s interventions and news
relating to Andisa wa azadi [Thought and Freedom], a publication by Iranian Writ-
ers’ Association. This political activation of Fighting Cock was influenced by the
restrictions that the new government was exerting on the fields of art and culture,
in particular, the national culture that formed the core of attention for Fighting Cock.
In the editorial of the first Issue, Shirvani—chief editor and director of the maga-
zine—wrote: “Is it possible at all to sit comfortably and watch the death of Iranian
national culture? [...] As a servant of Iranian culture, I suggest to the country’s cul-
tural societies that all art and cultural associations, centers, groups, syndicates and
unions unite for founding the ‘Democratic Culture and Freedom Party’ [...] and to
safeguard Iran’s national art and culture and to remind the state [...] that only the
Democratic Culture and Freedom Party has the right to protect Iran’s national art
and culture.”??° The most critical measure by the state that aroused artists’ reaction
was the closing down of the important art and cultural organizations in which mod-
ern artists had invested efforts. This was precisely the great failure that Shirvani
argued in his article An¢a az dast midahim [“What We Lose”] in Issue 2 of the mag-
azine. In this text, he referred to bans on National Organization of Iranian Folklore,
National Organization of Ballet, Tehran Symphony Orchestra, Opera House and Rou-
daki Hall (for ballet, opera and music) and attacked the state: “I do not know if they
[authorities] ever consider the history of foundation behind any of these artistic
organizations when they decide to close them down, have they ever evaluated all
the difficulties that artists have gone through to establish these organizations [...].”23

228 Among the centers making the Democratic Culture and Freedom Party, in addition to Fighting Cock,
were Anjoman-e kosnevisan [Society of Iranian Calligraphers], Iranian Writers’ Association, Kanun-e honar-
mandan wa paZuhesgaran [Association of Artists and Researchers] and Sazman-e namayes-e iran [Iran’s
Department of Drama].

229 olsn 4 ool K i 4y ) Beuard S ol sie 4[] 208 o 1 Ol e B3 8 pe 5 25 005l a3 55 0 Ban
S S 53 s> IR b s 5 S slaaaaladl 5 WalSie das 5 S dlag silS dagpeni) 48 oS e dlgidy )5S S b
S 8 S S s (stgun> L aS wipd b L] lsadn 5 canled ol a1 Ol e i 5[] B S ania L] <gall 5 a8
o] 23l o e a5 Kaash Gl 5 0le&s ks Ga 4S canl <11 5 [Hasan Shirvani, “Zendan-e kalam [The
Prison of the Word],” Korus jangi, no. 1 (1979): 1.]

230 St coad 4n 55 0F Gl A 5 4 €258 0 438 8 ppanal (5 i (slacle s Cal 1 S il (512 4S S8 il el Gan
€] 2338 () Niledls oy gem sy el o 40 U wlead Jasia | [Hasan Shirvani, “Anéa az dast midahim [What
We Lose],” Korus jangi, no. 2 (1979): 2.]
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Fig. 5-24 “The logo of Desert magazine published in Fighting Cock magazine (1979) on the 31st anniversary
of Fighting Cock Association,” in Korus jangi, no. 3 (1979): 6. National Library and Archives Organization
of Iran

In almost every issue of the third series of Fighting Cock, poetry comprised an
important part. In accordance with the antagonistic guidelines of the magazine,
the new poems were this time selected based on their message, rather than formal
features. Many of these poems obviously pointed to the post-Islamic Revolution
and the conditions of the artists not as a romanticized image but as an invitation
to resistance and hope.?®! In its third Issue, the magazine published a short section
from a long poem by Ahmad Shamlou (1925-2000), Se‘ri ke zendegist [“The Poem
that Is Life”]. This poem was written during year of the poet’s imprisonment in
1954.%3% In his poem, Shamlou criticized Persian classical poetry for its mere roman-
ticism and lack of any potentiality for protest and rebellion. According to Shamlou,
it was the new poetry that, with its roots in life, could influence and make a change.
The section of the poem being published in Fighting Cock magazine read: “Today
poetry is the weapon of people./ Since poems/ Themselves are a tree-branch of a
jungle/ [...]/ The poet of today is not unfamiliar with/ The common pains of the
masses;/ With their lips/ He smiles./ With his own bone/ He grafts/ The pain and
hope of the people/ [...]."%*3

It was after the last collaboration of the members in Apadana and Modern Art
that no collective work was seen among them. Irani’s despair caused by society’s
reaction to his poems and ideas drew him into isolation and other members involved
themselves with cultural projects and educational posts that the state had offered
or they published their writings in various newspapers and magazines. It should

231 Poets who collaborated with the third series of Fighting Cock magazine or those whose poems were
reflected Sohrab Sepehri, Ahmad Shamlou, Mahmoud Khoshnam and Mohammad Nehzati.

232 Ahmad Shamlou was a poet and writer who in periods before and after Islamic Revolution was rec-
ognized as a politically oppositionary. Shamlou is renowned for inventing Se‘r-e sepid or samlu-i [Persian
Blank Poetry].

233 S jida sy /55 el Held G a8 /L] /8161 JRa 5l (shAls 258 [0l ,eli aS | ) /.ol BlA 4 s ¢ jad 35 el
L] 18 s [0k 52 O350 /)y 03 5e dual 53,53/, 300 2320l [a3 30 g4 L ) /4615 [Ahmad Shamlou, “Se‘r-i ke zen-
degist [The Poem That Is Life],” Korus jangi, no. 3 (1979): 2.]
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be noted that the turning of the state’s
cultural policies toward national mod-
ern art from the second half of the 1950s
could prepare a context of collaboration
between artists and the Department of
Fine Arts. But appearance of the art-
ists in this atmosphere, as it was dis-
cussed, was not a contribution to the
cultural policies and rather followed , Sl st
educational aims. Many of these collab-  Fig. 5-25 “Jalil Ziapour explaining an artwork to
orations,regarding modern artiss'con- 1 s Db ot st beare
cern for the traditional arts, covered a  ‘olia hazrat malaka farah diba pahlavi az edara-ye
range of positions such as directorship kol-e muza-ha wa farhang-e “amma [The Visit of

X Rk K the Empress Farah Diba Pahlavi to the Department
or teaChmg atart academies and partic-  of Museums and Folkloric Art],” Akbdr-e honar-
ipation in research projects around Ira- mandan, no.7 (1959): 23. National Library and
nian folklores offered by the Ministry of Archives Organization of Iran
Art and Culture.?®** [Fig. 5-25] Although
the fighting cocks never gathered together under an official association again, their
cultural role was continued by the next private art associations and galleries being
established from the mid-1950s.2%

5.2.2 Debates and Exhibition Contributions

In addition to the publication of Fighting Cock magazine, other means of cultural
intervention by the members to build their own audience were debates and exhi-
bitions. In order to study these two activities, one should consider the following
points. First, Fighting Cock’s foothold (Ziapour’s atelier) only concentrated on the
magazine and debates by the members and it did not exhibit any work of art due
to lack of enough space at the atelier.?*® Second, as a main member, Ziapour was the
only painter in the association and his research preferences limited his painting.?’

234 For instance, Ziapour, who at the Department’s invitation had participated in the foundation of the

Academy of Fine Arts in 1953, continued teaching based at this academy and took on consultative posts at
the Ministry of Education for programming the courses relating the visual arts and traditional crafts in 1965.
Also, he was responsible for organizing exhibitions on research projects he made about Iranian folklore. For
detailed information about Ziapour’s collaboration with the Department of Fine Arts see: M. Haghmoham-
madi, “Ostad jalil ziapur, pedar-e honar-e nagasi-ye now-e iran [Master Jalil Ziapour, Father of Iranian Mod-
ern Painting],” (MA. Thesis, Soore University, 2007), 39-41.

235 Such galleries as Aesthetic by Marcos Grogorian in 1954 and Honar-e jadid [Modern Art] by Jazeh Taba-
tabai in 1955 as well as the artists’ group of Hall of Iran had similar activities such as separately introducing

new modern art styles, holding debates and exhibitions and publishing pamphlets, magazine, manifesto, etc.
236 Mojabi, Saramadan-e honar-e now [Masters of Modern Art], 44.

237 Thebest-known paintings by Ziapour during the official years of association’s activity (until mid-1950s)

were 15 pieces.
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Regarding these two conditions and notwithstanding the earlier-discussed exhi-
bitions at which Ziapour displayed a few of his paintings,?*® the exhibition contri-
butions of the association should rather be considered as members’ participation
in different exhibitions to debate on the displayed works for the visitors or to hold
talks on relevant topics. [Fig. 5-26] The debates and talks were held either at the
place of the exhibitions such as Apadana Gallery, Mehragan, Guity and other clubs
or at the place of Fighting Cock Association. Members were either invited for exhi-
bition receptions to hold talks or they deliberately went to the shows to explain
the artworks to the visitors.??° The sessions at Ziapour’s atelier were held every
Friday afternoon for three hours by one of the fighting cocks as people sat on the
atelier’s stools outdoors in the yard to listen to the talks. Ziapour described this
ambiance as such: “The enthusiastic audience, from young to old, from bureaucratic
to cultural, sat on the stools and listened to us. They asked questions during the
talks and, thus, the debates were formed. They were spirited talks. [...] Sooner or
later they found their answer (either they found it themselves or we explained for
them).”?*® Of course these talks also took on other forms such as interviews made
by the radio and magazines with the association, or members talked at schools,
congresses and festivals.?*! The debates held at exhibitions of Apadana Gallery by
the association became more controversial. In addition to the talks at the inaugural
receptions and regular speeches by the artists, there were weekly gatherings and
parties in which people surrounded the paintings as artists explained the works
hanging on the walls. Javadipour, in reference to the significant role of the fighting
cocks’ talks at the gallery said: “[Ziapour] similar to other fellow artists stood next
to the paintings and a group of people gathered around him and he discussed the
differences of modern art with classical art and its goals. This activity was very
helpful in shaping a familiarity with modern art—familiarity of the people who
not until then even cared for art.”**?

238 Among the limited exhibitions with Ziapour’s participation after his first show-up at Exhibition of
Iranian Fine Arts by VOKS in 1946 were a solo show at Ferdowsi Theater (1950), a group show at Apadana
Gallery (1950), the first and second exhibitions of Tehran Biennial of Painting (1958 and 1960) and the first
International Biennial of Tehran (1974).

239 Jalili ziapur [Jalil Ziapour], directed by Houshang Azadivar (Tehran: Goruh-e farhang, adab wa honar-e
Sabaka-ye dow-ye seda wa sima [Department of Culture, Literature and Art of IRIB2], 1989), DVD.

240 O alali 5o 5 aalie (BR Glallid 4 5 Al e Al jlea 5 K 8 B Gl adl Ol olea B ) Sl o gy
Jag 63 1) 20 Sie Gl 2 1) 258 Gl 55 b e L] s sy ey TR e Cang dy 5 200 S (SR g SR
(RS (Hisy OLi) b 2 S« [Jalil Ziapour, “Lozum-e hamrahi ba tahavol wa masuliat-e honarmand [The
Essential Accompany with Development and Artist’s Responsibility],” Mehr-e iran, October 20, 1949.]

241 Such as first Festival of Culture and People (1977), Congress of Iranian History and Culture (1970-1979)
and Congress of Iranian Studies (1970-1979). In these festivals and congresses, Ziapour, for instance talked
about Iranian folklore (costume, motifs, etc.), art and ancient civilizations.

242 w3 yia 4Sdlge st 53 Soe pen (B5A 5 1) (s R 5 il e s sUE (L de sana O D3 Ol 53 4y Jia [ spelea]n
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«.213h [Amini, “Dora-ye eskis ziapur ra motehavel kard [The Sketch Program Changed Ziapour].”]
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Fig. 5-26 Jalil Ziapour, Zeynab katun [Lady Zeinab], 1962. Oil on fiberboard, 120 x 95 cm, Tehran Museum
of Contemporary Art

It should be noted that it was Fighting Cock Association who initiated the habit of
holding exhibitions (in collaboration with Apadana Gallery) and debating the dis-
played works by artists for the first time. The fighting cocks themselves approved
this habit of displaying works and their analysis for the visitors being first taken
by them and as a significant step toward the creation of a “spirit for scrutiny in
arts.”?** The members, in their talks and texts, highlighted this initiative role repeat-

243 Jalil Ziapour, “Nowjui wa nowgarai: goftogu ba jalil ziapur [Innovation and Modernism: An Interview
with Jalil Ziapour],” in Majmu‘a sokanrani-ha-ye honari-tahqiqi-ye zendayad ostad jalil ziapur [A Collection
of Master Jalil Ziapour’s Art and Research Lectures], ed. Shahin Saber Tehrani (Tehran: Jahad-e danesgahi,
2003), 298.
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edly.?** In fact, they considered their collaboration with Apadana or other exhibi-
tion spaces in terms of debates on exhibited works a gentle step toward a change
in old ways of approaching works of art by people.?*® Also the newspapers and
magazines that reflected the texts of these debates and talks, acknowledged the
significance of this role by the artists. For instance, Irdn newspaper in appreciation
of this role wrote in 1949: “[...] in our opinion, Ziapour’s talk is very noteworthy as
he begins a discussion and prepares the ground for further dialogues between pro-
ponents and opponents.”**¢ [Fig. 5-27] As it can be inferred from the words of the
members, such debates and exhibition contributions had both essential and com-
pulsive reasons. Above all, according to a lack of knowledge about modern art in
society, it was compulsive for the artists to update people about it. In fact, in one of
the talks held at Fighting Cock Association, Ziapour argued this as: “I often had to
hold talks or write articles in the press out of an expediency or necessity in order
to inform the public and curious audience about various [art] styles, their features
and grounds and reasons of their formation so that people became updated about
world’s art developments.”?*” The other reason arose out of a necessity for modern
artists to combat their opponents. These opponents applied every kind of conspir-
acy to undermine modern art. They accused modern artists of insulting their idols
of tradition and that they intended to destroy the national culture or accused them
of having political dependencies. For the fighting cocks, therefore, debates and exhi-
bition contributions acted as a means of illumination on their apolitical intentions
and their position in relation to the tradition and national culture. It was this situa-
tion that the fighting cocks asserted their intention clearly in one of their talks: “So,
we referred to this [intention] in our debates on suitable occasions and informed
the opponents, who aimed to debar our advancement by intriguing and instigating
the people, about our measures.”*® After rejoining Cock’s Claw magazine, Ziapour
defended the notion that the debates should continue despite all frauds by their
opponents: “We will discuss the art issues with any group and institute. We will be
open to criticisms and will also argue them. Our combat is only for the promotion

244 In later texts and interviews by fighting cocks, they acknowledged their debates and exhibition con-
tributions as a new measure undertaken by their association. [See Ziapour’s review over Fighting Cock
Association in third series of Fighting Cock magazine (Ziapour, “Naqs$-e nehzat-e korus jangi [The Role of
Fighting Cock Movemnet],” 4) or in Ziapour’s interview with Houshang Azadivar (Jalili ziapur [Jalil Ziapour],
directed by Houshang Azadivar (Tehran: Goruh-e farhang, adab wa honar-e $abaka-ye dow-ye seda wa sima
[Department of Culture, Literature and Art of IRIB2], 1989), DVD.)

245 “Goftogu ba korus jangi [An Interview with Fighting Cock],” 277.
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«.p2 sl [Jalil Ziapour, “Tahvolat-e naqasi dar jahan-e ma [The Developments of Painting in Our World],”
Website of Jalil Ziapour, accessed July 13, 2018, http://www.ziapour.com/lectures /Le-Clen- s~ 5lE5-Y a5/ ]
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Accompany].’]
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of art.”**° The influence of the contributions in debates and exhibitions was to the
extent that, shortly before fighting cocks’ final collective work in magazines of Apad-
ana and Modern Art, Ziapour confirmed the modern artists’ success in the promo-
tion of modern artin society: “There is no one who does not know about the artistic
movement (in particular the modern painting) in Iran, in fact that clamor and mani-
festations in painting and its fast development was not seen in any other field of art.
The reason [for this privilege] was also due to the debates that were held on it [...].”°

A review of the talks and exhibition debates by the fighting cocks on differ-
ent occasions such as exhibitions, congresses, festivals and so forth reveals four
major pillars for these discussions: first, lectures with a more research and art
historical approach; second, critical discussions with a focus on artistic criticism;
third, technical and stylistic discussions around modern art and, fourth, West-
ern modern art and its possibility in Iran. For the first pillar of discussions, top-
ics rather returned to ancient history and civilizations in Iran. The main objec-
tive of this group of talks was to prepare the ground for social acceptance of
modern art via illuminations on rich points of Iranian traditional arts and, as a
result, its adaptability to Western modern styles, in particular Cubism and Sur-
realism. In the very first years of Fighting Cock Association, for instance, there
was a talk entitled Nagasan-e qadim-e iran dar mian-e ketab-ha ¢e mikardand
wa bazmandeganesan ¢e mikonand? [“What Did the Iranian Traditional Painters
Do in Books and What Do Their Survivors Do?”] at Ziapour’s atelier in 1949.
This talk was an attempt to show how the miniature paintings had been suc-
cessful in inspiring the Western modern artists—particularly in Impression-
ism, Expressionism, Cubism and Surrealism. Ziapour argued that Persian min-
iature painting included a series of features for which it should be considered
congruent with the principles of Western modern art, or even as an inspiring
source of it.2>

The general features for which he claimed this potentiality in miniatures were
the highly emotional and free expression, the uncommon and decorative coloration,
and application of bizarre forms and compositions. In a more detailed argument he
also referred to visual features in miniature that made it receptive and adaptable to
the new artistic developments discussed by the fighting cocks. These features
included suggestion of movement, timelessness, an understanding of colour
harmony, shadow effects via lines despite the flat coloration and lack of per-

249 a8 e S8 5 iy Ay 33 5 e | CES) ay )13 e Cany 4 28U AS Gl se 54wy a1 5w Cilide Jilus Loy
€l 5l (92 0k shie 43 b Lo Saa [Ziapour, “Har bar ke fru beyoftim [Any Time That We Fall],” 3.]
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Appreciation of Art],” 83.]

251 Ziapour, Jalil. “Nagasan-e qadim-e iran dar mian-e ketab-ha ¢e mikardand? [What Did the Iranian Tra-
ditional Painters Do in Books?],” Website of Jalil Ziapour, accessed January 4, 2018, http://www.ziapour.com/
lectures /US-Glaa- 53-0l yil-pu8-(LAE0HE20080%8Co-4z-1 /.
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Fig. 5-27 “The front page of Iran newspa-
per in which it had pointed to the signif-
icant role of Ziapour in holding debates,”
Iran, April 17, 1949. National Library and
Archives Organization of Iran
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spective and attention to figures’
anatomy. [Fig. 5-28] The main
point made by him was to em-
phasize that Persian miniature,
before the influence of European
art during the Safavid dynasty,
preserved its originality by Ira-
nian artists’ mastery over their o
own authentic culture. None- - ;1:;‘5\;—»» =
theless, this originality gradu-

ally gave way to imitation influ-
enced by European art until the
19th century and it reached its
apex with Kamal al-Molk and his
legacy of Naturalism and aca-
demic Realism. This practice of
imitating nature eliminated the
imagination in Iranian artists
and replaced it with the habit
of creating replicas, even from
the old miniatures. Worst of all, he attacked artists who combined these imitative
miniatures with their newly learned techniques (i.e. perspective, chiaroscuro, etc.)
and claimed that by doing so they aided the survival of the miniature as an Iranian
national art: “They do not know that if they add Naturalistic perspective and anat-
omy to our traditional painting (the painting that inspired world’s artists in creating
Western modern arts), they have indeed begun a way which has been experienced
by foreigners 600-700 years earlier much better, then they [Western artists] have
abandoned this method and have applied perspective and so forth in other ways."?>
As Fighting Cock defended, Western modern art was not an entirely unprecedented
style in Iran and many of the modern styles had roots in abstract, surreal and geo-
metric motifs of Iranian Islamic arts. For instance, Ziapour offered people to find
these similarities, before Cubism or any other Western style, in their own carpets,
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domes and the walls of mosques.?*? In
one of his interviews with Rastakiz
newspaper in 1977, he considered this
precedence as the main reason why
Fighting Cock emphasized Cubism when
introducing modern art to the people.
He explained that, although Iranians’
eyes were acquainted with surrealis-
tic and symbolistic features in the tra-
ditional motifs, Fighting Cock’s prefer-
ence was Cubism to begin with. On the
one hand, Iranians were more regu-
larly in contact with geometric shapes
in their daily life and, on the other hand,
the simplicity of the geometrical forms
made them more comprehensible than
those in Surrealism or Symbolism: “At a
time [ thought we had to make a change
in our art and reform it from its traditio- ‘
nal status and to make it concurrent with  Fig. 5-28 Razm-e bahram-e ¢ubin wa sava sah [The

the world. I chose Cubism. Because it was Battle between Bahram Chubin and Saveh Shahl,

’ 1430. Watercolour on paper, 185 x 183 mm, Admin-
more familiar to people and we had inher- istration of Cultural Heritage (Golestan Palace)
iteditsrequirements from ourpast|...].”>*

It should be noted that, not only did the fighting cocks emphasize adaptability
of Iranian traditional art to the Western modern art, but also they considered the
origin of some aspects of the modern art in the Iranian-Islamic arts. In a remarkable
talk on ViZegi-ha-ye honar-e eslami wa naqs-e iran dar olgusazi-ye tamadon-e eslam
[“Aspects of Islamic Art and Iran’s Role in Its Receptivity to Islamic Civilization”], itis
seen how Ziapour applied his new theory (Painting and a Comprehensive School) to
prove there were similarities between Iranian traditional art and Western modern
art. In his argument, he introduced the abstract geometric shapes—the principal
Iranian-Islamic decorative motifs—as semi-familiar shapes that like intermediary
shapes connected the familiar and unfamiliar shapes to each other.?*® Similarly in

253 Jalil Ziapour, “Kubism dar iran naqasi-ye besyar ba hozur vali bigana ast [Cubism Is a Very Present
but Unknown Style in Iran],” in Majmu‘a sokanrani-ha-ye honari-tahqiqi-ye zendayad ostad jalil Ziapur
[A Collection of Master Jalil Ziapour’s Art and Research Lectures], ed. Shahin Saber Tehrani (Tehran: Jahad-e
danesgahi, 2003), 102.
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gi-ye mardom az naqasi ¢e bud? [What Was the Cultural Background of Iranian People about Painting?].”]
255 Jalil Ziapour, “ViZegi-ha-ye honar-e eslami wa naqgs-e iran dar olgusazi-ye tamadon-e eslam [Aspects
of Islamic Art and Iran’s Role in Its Receptivity to Islamic Civilization],” in Majmu‘a sokanrani-ha-ye honari-
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his theory, Ziapour applied the term close unnatural for semi-familiar shapes that
were between natural and far unnatural shapes. As he had discussed, the modern
artists’ attempt was rather to reflect their own subjectivity than nature and, as a
result, their works, both in design and coloration, were less natural or less close
to nature. Nonetheless, he had agreed that none of the modern styles were com-
pletely successful in reaching this quality and they still dealt with close-unnatural
(or semi-familiar) shapes. At this talk, he considered the same functionality for
the geometric motifs as the close unnatural shapes in Iranian traditional art. That
is, the abstract and geometric motifs that commonly existed in people’s everyday
life—as in the designs of their carpets, ceramics, textiles, architecture, etc.—in fact
existed in people’s collective memory and could suitably bridge the internal world
of the artist to the world outside. Accordingly, he concluded that Western modern
artists had been inspired by this quality in Iranian-Islamic art (for which he also
included his speech with quotes from Western artists and scholars).?>¢ He argued
this inspiration, for instance, in Impressionism, Fauvism, Cubism and Surrealism
and, at the same time, emphasized that they were different iterations of modern art
and not a fundamental form to be transferred to other cultures. For this argument,
he cautioned two important points in making any comparisons between Western
and non-Western modern art. The first point was that he emphasized the agency of
the socio-cultural contexts of each society (ethics, religion, emotional habits and the
like) in the formation of different narrations of the new art styles. The second point
was his attack on the Western approach to non-Western modern art.?*” Regarding
this second point, he considered it a fundamental failure by Western scholars in
studying the non-Western art based on their own scientific means of understanding
such as perspective, light-and-shade effect, etc. This Western understanding of art
was in contrast with, for instance, Iranian artists who had inherited the traditional
principle to observe art not as a science, but as an essential “craftsmanship”at the
service of life.?® He noted the differences between what he called Iranian modern
Fauvism, Cubism and Surrealism and their Western European types. In his differ-
entiation, there was a composed quality in Iranian modern styles compared to

tahqiqi-ye zenda yad ostad jalil ziapur [A Collection of Master Jalil Ziapour’s Art and Research Lectures], ed.
Shahin Saber Tehrani (Tehran: Jahad-e danesgahi, 2003), 343-50.

256 Ibid., 354-55.

257 Ibid,, 354.

258 Inlranian-Islamic traditional art “craftsmanship” was in connection with the Greek definition “Techne”
that at the same time included the artistic expertise and material, and necessitated a type of “knowing”
denoting “truth or disclosure” of the truth in objects. Thus, according to this understanding of art, the tra-
ditional art (Techne) equated with an innovative act (not mere making) that revealed the truth beyond the
appearance of objects. Similarly, in Iranian-Islamic art, art (Techne) was considered as a sacred means to
disclose the sacred truth in an object—to render something, which is not visible from the spiritual world.
[Mohammadreza Rikhtegaran, “Ruh-e honar-e dini: taamoli dar mabani-ye nazari-ye honar wa zibai: honar
wa teknolozi [The Spirit of Religious Art: A Thought on Theoretical Principles of Art and Beauty: Art and
Technology],” Honar, no. 22 (1992): 13-14.]
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their Western types, since Iranian-Islamic culture went along with the virtues of
patience and self-restraint.?>® For instance, although Western Fauvism emphasized

on a rebellious spirit through rough and rude designs and colorations, Iranian Fau-
vism displayed this rebellious quality with sensibility, patience, and respect for eth-
ics. He explained that Iranian Surrealism also shared the quality of estrangement
of forms, but it did not apply it to uncommon forms to display fear or distress (as

in Western Surrealism). Similarly, he defended the same quality in Iranian Cub-
ism; although it was in contrast to Western Cubism that revolted against the bitter
machine age, [ranian Cubism had to be understood as forms and motifs that were

designed geometrically in a moderate and rhythmical state. The best work among
Ziapour’s own paintings, which might exemplify this statement, is My Life (1991).
The painting that was worked in Ziapour’s Personal Method of the 1990s, reflects

not necessarily what he called as Iranian Cubism, but more importantly a visualiza-
tion of all his attempts for creating a modern work with respect for the contextual
features of his home country. These contextual features were the very peculiari-
ties that distinguished Iranian modern art from any other modern art. The cubes,
squares and rectangles that were borrowed from the geometry of tileworks in the

traditional architecture of Iran, were covered by a grid-like composition deriving
from the same source in mosques, carpets, etc.2® Added to this, the colours applied
by him were selected from the same traditional contexts; i.e., the pure colours (also

frequent in European modern painting) with emphasis on certain hues (white, yel-
low, crimson, blue, dark green and black) as a traditional coloration. My Life rep-
resents all of these features and, as its title conveys, Ziapour apparently aimed by
this painting to capture his endeavours for establishment of such modern style. The
extreme abstract application of line, colour and form is evident, My Life is nothing
but coloured squares themselves behind the gridded ground, as if the whole life of
the artist had been nothing but this search. [Fig. 5-29]

For the second pillar of the association’s talks, members adopted a critical
approach to the artistic issues and emphasized on the essentiality of correct cri-
tique. These critical talks followed different goals. The main subject of these crit-
icisms was to criticize the orderly quality of education promoted by the state at
Faculty of Fine Arts and other institutions and, as its result, the formation of certain
artistic establishments in opposition to the modern art. According to the enmity of
the association with the faculty, Cock’s Claw magazine published the text of a strong
critical talk by the association against the academy and state administrators in 1953.2!
In fact, this was an attack from the young modern artists against the modernization
policies of the regime that was executed via a conservative educational system at

259 Ziapour, “Vizegi-ha-ye honar-e eslami [Aspects of Islamic Art],” 352.

260 Jalili ziapur [Jalil Ziapour], directed by Houshang Azadivar (Tehran: Goruh-e farhang, adab wa honar-e
Sabaka-ye dow-ye seda wa sima [Department of Culture, Literature and Art of IRIB2], 1989), DVD.

261 Ziapour, “Ah mardom! [Alas, people!],” 16-19.
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the faculty. Although this conservatism
included a mixture of programs in aca-
demic Realism, Naturalism and modern
art (mainly Impressionism), the works
did not go beyond a hurried imita-
tion of the West. For the fighting cocks,
this imitation was a result of Western
modern culture imposing itself on the
rest of the world—the pattern being
adopted by the non-Western states to
attain their modernizational plans too:
“Examples and programs evidently
prove that there is no other inten-
tion than imposing the ideas, destroy-
ing the national characteristics and in
one word colonizing the other cultures,
and the faculty’s administrators follow
these plans blindly."?%? Accordingly, in
another talk by Ziapour that was pub-
lished in Adarpad newspaper under
Naqasi-ye kubism wa dalqak-ha-ye ma!
[“Cubist Painting and Our Clowns!”] in
1950, he sharply criticized this corrupt
educational basis and its effect on a
social indifference toward local mod-
ern artists and their works. By posing a
few questions, he allocated the respon-
sibility of educating society to the art-
ists themselves and institutes such as

Fig. 5-29 Jalil Ziapour, Zendegi-ye man [My Life],
1991. Oil on canvas, 160 x 82 cm, Jalil Ziapour’s
associations and galleries: “How much  collection

we have been indifferent about our own

artists’ works [...]. Who has kept the people this much ignorant? Aren’t the artists
and art lovers to blame? [...] Didn’t they have to assist in publishing books for peo-
ple? Didn’t they have to exhibit the paintings for them? Didn’t we need associations
by which people could learn about these issues? [...] Our society [teachers and intel-
lectuals] due to lack of these very associations, exhibitions, institutions and artistic
debates [...] suffers today from an artistic confusion.”?%?
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The critical talks given by the association not only addressed the government and
the system of education in the arts, but also tackled those who, under the titles of
art expert and critic, misinterpreted modern art. The role of the fighting cocks in
response to this situation was to emphasize on the true act of criticism in art. The
main argument of these talks was that modern art could never be appreciated by the
people and critics of its time as a beautiful art because it still was a new phenome-
non for Iranian society. This pressure by people and critics on modern artists came
from an unfit measurement and caused isolation of the artists. Therefore, fighting
cocks encouraged the modern artists that if their works were not acknowledged by
the society in their own time, they would be appreciated in future.?**In another talk
under Honarmandan-e matrud [“The Rejected Artists”] that was published by Des-
ert magazine on February 14, 1950, he also argued this deficiency based on people’s
habit in enjoying the works of art that demanded no deep contemplation. Accord-
ing to him, the art experts and critics who sided with this notion were in fact dem-
agogues who pretended sympathy with society in order to restrict modern artists
in their work. But Ziapour condemned them for this demagogy, arguing that they
could never be qualified to criticize art or comment on it: “The competence of artis-
tic criticism and analysis is not for those who cannot distinguish between how to
think and how to render a thought. [...] An avant-garde artist cannot be guided by
an uninformed pseudo-critic.”?> In another considerable talk that surveyed reasons
of the encounter of the society and critics with the modern art, Ziapour introduced
two types of critics and compared them to the avant-garde artists, arguing the rea-
sons for their antagonism toward modern art.?* These two were either inclined to
the traditional arts or they pretended a tendency to modern art. For the first critics,
this antagonism was the result of a lack of awareness concerning the true meaning
of beauty; it was absence of information that caused the backwardness in them.
The second critics, however, had a conservative approach and lingered between
traditionalism and avant-gardism. The conservative critics, based on each occasion,
attempted to satisfy both traditionalists and the modern artists and this hypocrisy
in them stemmed precisely from their fear of being called conservative or backward
critics. Accordingly, he attacked these critics for their misinterpretation of modern

endl 48 Gan )38 e 4y Lo Jasma ] Saiadice 5 sal 48 (o) 4 ot 03 50 B Ly Cansly i (lagpendl Ll 0551385 23 50
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«tusdioe s (af 5 S [Jalil Ziapour, “Naqasi-ye kubism wa dalqak-ha-ye ma! [Cubist Painting and Our
Clowns!],” Adarpad , May 3, 1949.]

264 Jalil Ziapour, “Bara-ye Senakt-e honar Ce ¢iz-ha bayad danest? [What Should We Know for the Appre-
ciation of Art?],” Nabard-e zendegi, no. 4 (1955): 84.
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2 (1950): 14.]

266 Jalil Ziapour, “HonarSenasan-e dasta-ha-ye moktalef wa honar-e now [Different Art Experts and Mod-
ern Art],” Sahsavar, October 2, 1950.
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artworks: “What should be considered as a danger is the incoherency and absur-
dity of comments by these pretentious (conservative) critics that could confuse
people’s attitude [to modern art].”2” Here, he pointed to the conservative criticism
by Robin Khalatian in the leftist newspaper Peyk-e solh.*® The text, as Khalatian’s
review of the group exhibition of Apadana Gallery (March 1950), had strongly con-
demned Cubist paintings of the exhibition due to their pure Formalistic appearance
but had taken side with its Impressionistic works because of their less abstract and
more representational aspects. In his talk against Khalatian, Ziapour referred to
some of Khalatian’s comments on art that proved his illiteracy with regards to both
Impressionism and Cubism. For instance, Khalatian had claimed that a successful
work of art should fulfill its audience’s expectation: “An artist will reach his aim and
will satisfy the desires of the common audience if his work of art is attractive and
can stimulate its audience in a comprehensible way.”? In response to this opinion,
Ziapour argued that these conservative critics had no other role than agitating pub-
lic opinion about modern art and hindering its social development: “A work which
is made for a common audience is not a work of art! [...] How could we agree that
an avant-garde artist founds its innovation in the realities which are observable to
common people or displays the ordinary facts that everyone can see?” 27

The critical approach by Fighting Cock Association in debates and exhibition
contributions was not only in response to the art experts who lacked expertise in
modern art. The association was also critical of those conservative or traditional
artists and opponents who deliberately had hostility toward the modern artists. In
their exhibition contributions, the members frequently mentioned that they had
no criticism against the common people because society was allowed to comment
on art freely. But the fighting cocks rigidly condemned irrelevant comments by
other artists or writers who attacked modern art based on a personal hostility. For
instance, one can find many statements by the members reflecting the notion that
“the artists who challenge the modern development or interfere with our work,
their attempt will meet no end. This is because the modern art evolves without
their permission.”?”! One observes the same reaction against a writer who had writ-
ten a sarcastic text in Jam-e jam magazine about Ziapour’s talk on the history of
Iranian painting at Apadana’s group exhibition (1950). The writer, who had poked
fun at Fighting Cock’s defense of Cubism, had maliciously asked “if Cubism could

267 «XSe Uisia |y a3 AS Cand (ol lSadaila) cpaliia (sl o R senr 5 (2 SoxS) a5 Bl ax iy [Thid.]

268 Khalatian, “Enhetat dar honar-e naqasi [Decadence in Painting].”
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be considered any painting style at all!” In the same speech, “Cubist Painting and
Our Clowns!”, Ziapour uncovered the malicious aim behind the writer’s text. With
attention to the fact that his talk at Apadana had only included the older Iranian
painting styles (and not Cubism), he found the writer’s text to be merely an oppor-
tunity to attack Fighting Cock. In condemning this behavior by such writers, he said:
“They waste their time by doing a clown’s job and instead of useful texts, they fill
newspapers’ columns with false rumors for people. Today, society is eager to dis-
tinguish the truth from falsity. It is necessary that our art enthusiasts do their best
to update people about art of their own country and the world [...]. Yes, everybody
laughs at a clown’s job.”?72

The third pillar of the association’s talks and exhibition contributions was to
educate people about the technical and stylistic features of the modern art. Obvi-
ously, this approach was essential in order to pave the way for a better communi-
cation of modern art to society. In one of the talks held at Guity Club in 1950, the
association evidently declared this aim behind its debates: “[These debates] were
held in order to acquaint you with the stylistic features of the seemingly bizarre
and exotic pictures that, due to your lack of information about their style, looked
abstract, ambiguous and ridiculous [...].”2”* But the important point about the tech-
nical debates of Fighting Cock was that these subjects were described with a gen-
eral and simplified language comprehensible for the common audience. Members
openly pointed to the fact that their technical talks were only to provide people
with the information on the history of the formation of modern styles, but they did
not give any profound detail about the works that were created in these styles. In
other words, for the aim of simplifying their talks, they argued the modern styles
in terms of reasons for their formation, their aims and types of each style.?’* An
overview of members’ technical talks approves repetition of certain ideas upon
which they attempted to describe the modern art. The most important ideas were
the emphasis on emergence of the modern art as an essential result of new social,
economic and emotional grounds (contextual necessities), upheaval against restric-
tions on the artist’s free expression (revolutionary qualities) and attention to the
subjectivity and subconscious of the artist (artist’s internal world versus external
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QAR YAl A ded a3 ye 5 JSEb ) [LL] 885G (lea i [Ziapour, “Naqasi-ye kubism [Cubist Painting],” 92-93.]
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(zaman-e nesbi ya naqasi-ye ¢ahar bo’di) dar naqasi [The Emergence of the Fourth Dimension (Relative
Time or Four-Dimensional Painting) in Painting],” in Majmu‘a sokanrani-ha-ye honari-tahqiqi-ye zenda yad
ostad jalil ziapur [A Collection of Master Jalil Ziapour’s Art and Research Lectures], ed. Shahin Saber Tehrani
(Tehran: Jahad-e danesgahi, 2003), 215.]

274 Jalil Ziapour, “Kubism, silenderism, obZektivism, konstroktivism wa kolazism [Cubism, Cylinderism,
Objectivism, Constructivism and Collagism],”Andisa wa honar, no. 6 (1955): 400.
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nature). Although these central ideas were argued with reference to changes in the
application of colour and form in new compositions,?’° they were mainly described
in terms of general explanations on formation of the Western modern styles. For
instance, Impressionism was introduced as a style in revolt from Naturalism and
Realism and was against surrendering to the external world as an absolute reality.
Impressionism questioned this absolute reality with specific attention to the fact
that the external world was constantly changing with various effects of the sun-
light and artists revealed this influence via their individual impression. Therefore,
Fighting Cock introduced Impressionism as the first modern style through which
the artist could truly approach his own mind and memory.?’¢ Most frequently, these
central ideas were repeated in members’ discussions on Cubism and Surrealism.
It was only Cubism and Surrealism that could better fulfill the necessities of their
own time. In his talks, Ziapour repeatedly introduced Cubism as the most con-
gruent style with the age of machines: “In the mechanical life, where the gigantic
wheels move and tremble the earth and all activities have adopted geometric and
disciplined manner. Where life’s simple foundation is at crisis under smashing cog-
wheels and screams for rescue out [...], how could we display it [this condition]
with common smooth and fine lines and forms of our present styles?”?”” Later in
the same talk, when referencing the different types of Cubism, he argued that these
different types are essential entries for the artist to voice the freedom of expres-
sion: “Parallel with life’s various contexts, artist (since he was avant-garde) wished
to scape the restrictions and to be free. The goal was to show that he had absolute
freedom of expression and act. Artist wanted to assure himself and the people and
boast about this freedom [...]. This personal feeling of freedom implied freedom
for the public.”?”® This emphasis on freedom, according to Fighting Cock, was basi-
cally a revolutionary act by modern artists since World War I and the association
introduced Surrealism as the freest style in modern art. When compared with Nat-
uralism and Realism, Surrealism had opened wider fields of action that resulted
from Surrealists’ rejection of common realities, and instead, their substitution with
unsteady realities and artist’s subconscious.?’” In a considerable talk by Ziapour at
his atelier on Surealism [“Surrealism”] that was published in Fighting Cock maga-

275 Rang-ha wa rabeta-ha [“Colours and Relations”], for instance, was one of the talks held at Fighting
Cock Association in 1949 discussing colour, line and composition in painting from Impressionism to Cubism.
[See: Ziapour, Jalil. “Naqasi [Painting].” Korus jangi, no. 3 (1949): 13-18.]

276 Jalil Ziapour, “Ampersionism [Impressionism],”Andisa wa honar, no. 2 (1954): 93.
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279 Jalil Ziapour, “Naqasi [Painting],” Kavir, no. 1 (1950): 10.
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zine in the same year (1949), it is understood that the association considered Surre-
alism as even a more comprehensive school than Cubism in terms of the freedom of
expression it allowed. In this regard, Ziapour even rejected his own teacher André
Lhote who found Surrealism a style only to astonish and arouse viewers with fake
messages in a short amount of time.?®° In response to Lhote, and by reference to
Freud’s theory about the subconscious, Ziapour argued that a Surrealist’s success
was in the ability to make his imaginary fantasies real and, therefore, to enjoy a
truthful internal pleasure in addition to the external pleasures.?®!

In simple words about the stylistic features of the modern art, the main objec-
tive of Fighting Cock Association, rather than technical discussions, was to explain
why the definitions of “art” and “artist” should adapt themselves according to
the principles of the modern time. In one debate held at the association on “The
Meaning of Modern Art” and published by Post-e tehran newspaper in 1955, Ziapour
explained the reasons of such necessary adaptation. Within the course of time that
new changes occur in life, he asserted, there will also be changes in the artist’s
demands and thoughts that are revealed in terms of new emotional excitements.
In order to translate these feelings into a work of art, he emphasized the rejection
of Naturalistic and Realistic styles and their replacement with new styles.?®2In an
interview with Mehr-e iran newspaper, he further explained these new styles. He
argued that at the modern time artists came up with queer ideas for which they
could not find any equivalence in common nature. Therefore, in the new styles,
modern artists’ encounter with nature became selective and combinative and the
works of art that they created took a “new or uncommon nature.”?8® [t was this very
uncommon nature of modern art that no other artist, other than the avant-gardes,
could undertake its responsibility. In another talk by the association in Guity Club
in 1950, the reason for this appropriation by avant-garde artists was argued based
on their disconnection with any restriction: “[An avant-garde artist] is someone
who with no concern for the tastes, severities and enmities of the majorities or
minor people does his utmost to advance and trespasses the rules, conventions
and comments as possible [...]. These artists, who found the logical modern art on
correct principles and technical development, never accept traditionalists as art-
ists of their time.”2%*

280 ]Jalil Ziapour, “Naqasi [Painting],” Korus jangi, no. 4 (1949): 3-4.

281 Ibid, 7-8.

282 Ziapour, “Mafhum-e honar-e now [The Meaning of Modern Art].”

283 Jalil Ziapour, “Honar ¢ist wa honarmand kist [What Is Art and Who [s Artist?],” Mehr-e iran, October 11,
1949.
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The fourth pillar of the association’s talks was illumination around Iranian modern
art. This series of debates concentrated on aspects of modern art in Iran and its
necessary relation to traditions and local features in order to develop a national
modern art. The association significantly confirmed the possibility of an Iranian
modern art coloured by the particular features relating to Iranian artists’ historical,
geographical and traditional conditions. In an interview with Fighting Cock by Fer-
dowsi magazine in 1967, one notices the logic upon which members confirmed this
notion. The main discussion by the association was that modern art never existed
incipiently, but it had roots in more preliminary forms that, in the course of time,
became processed by more sensitive artists. By this view, they actually meant that
modern art as a definition denoting something new never existed and all nations,
according to their level of civilization, had contributed to the progression of art
in the course of time. They argued that these contributions became effective via
international relations in different fields of art and culture. But according to the
awareness of local artists of each region about their own national arts, their mod-
ern art could therefore never be an imitation of Western modern art.?*> Basically,
the association considered it a successive evolutional quality for the traditions of
each nation. Since traditions updated themselves in history, they therefore existed
in even the most contemporary forms of artworks. In an important lecture by Zia-
pour at University of Tehran later in 1999, he obviously explained this notion about
the tradition. In his talk, he defined tradition as conceptions of one society and
conventions that were shaped in the course of time and that society was bound to
respect them. But, at the same time, he argued that the traditions gradually adapted
themselves according to the contemporary requirements.?®® Thus, the artist’s role
in this process was to direct the traditions based on a zeitgeist and not relying on
their appearance: “So the artist should deal with what directs society to a newer
phase with more essential and up-to-date traditions. It is this role by the artist that
transfers the traditions, in case of their necessity, to the next generations.”?%’
These viewpoints, by association in defense of an Iranian modern art, is better
understood in members’ discussions on the application of Western modern styles
in Iran. For instance, regarding the promotion of Cubism in Iran, again in another
interview by Donya-ye jadid magazine in 1967, this notion by the association is note-
worthy that any temporal originality for modern art had to be rejected. This was
because members refused modern art as an all-at-once occurrence, and instead,
argued that every society possessed the essential potentiality for modern art that

285 “Goftogu ba korus jangi [An Interview with Fighting Cock],” 276.

286 Jalil Ziapour, “Sokanrani-ye ziapur dar danesgah-e tehran [Ziapour’s Lecture at University of Tehran],”
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Ziapour’s Art and Research Lectures], ed. Shahin Saber Tehrani (Tehran: Jahad-e danesgahi, 2003), 405-6.
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was manifested as soon as its means were provided.?8 Accordingly, Cubism played
the same role for Fighting Cock as a means of activating the potentials of an Iranian
modern art. In many of his debates, for instance, Ziapour had referred to the geo-
metric and abstract decorative motifs of Iranian traditional arts and had defended
their similarities with the principles of Western modern styles—in particular Cub-
ism. In the same interview with Donya-ye jadid, he said: “If once I talked about Cub-
ism, my point was to suggest to have a look behind ourselves too. Our people every-
day walk on their carpets with geometric motifs but they do not realize that these

motifs are also Cubist. I never asked artists to be Cubist or to follow it, but I have

always cautioned to make use of the national potentialities.”?®° This fidelity to the

aboriginal features in the modern art of each region was indispensible for its artists.
This indispensability was for the contextual effect on the artists. The geographical

and climatological features of one region differed from another and unconsciously
influenced artists in their selection of colours and forms. In another interview with

Rastakiz newspaper in 1977 and with reference to this contextual effect, Ziapour
attacked those who considered Iranian Cubism as a replica of European Cubism.
In his argument, he reasoned that for those local artists who were informed about
their own national arts this imitation would be impossible: “[...] if [ have been the

son of this country and if [ am still its son and if [ have spent my lifetime here and
have grown up in this climate, therefore, all contextual factors will unavoidably
influence me so that I cannot imitate other contexts.”>°It can be inferred from this

series of talks and debates that Iranian modern artists forbade any disconnection

with their historical past. If the Cubism in Iran, for instance, did not resemble the

European Cubism, it was because Cubism was selected among many other -isms to

develop Iranian traditions according to their contemporary necessities.?* In other
words, Iranian modern art was situated somewhere between the local and inter-
national art and at the same time, it was not a replica of either of them, as it was

following in the footsteps of both.

288 Jodat, “Goftogu-i ba jalil ziapur [An Interview with Jalil Ziapour],” 3.
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6 Epilogue

The role and contribution of the first modern artists in the institutionalization
of modern art in Iran have aspects which have been unattended both historically
and theoreticlly. Two working conditions are assertable for the underestimation
of artists’ active role. Firstly, a considerable part of the existing literature on the
issues relating to the modernity and modernism has reviewed these developments
with attention to the Iranian state’s modernization plans particularly during the
first Pahlavi era. Secondly, having possessed the big box and the financial capital,
the state could quickly exert this capital on the field of art as from the late 1950s
and, as the major component of the field of power, could establish its position as
a major patron of modern art. This patronage occurred via eye-catching projects
such as holding the biennials and large exhibitions in the public galleries, covering
the monthly fees of the private associations and galleries, the participation of Ira-
nian modern artists in international art events, making noticeable purchases from
the artists and galleries, etc. All these measures that culminated in formation of a
market for modern art in the middle of the 1960s, led to an underestimation of the
cultural patronage that artists exerted during the 1940s and 1950s. A primary step,
thus, is to separate the cultural measures of the modern artists from the finacial
sponsorship by the regime. Also, it is noteworthy to study the artists’ contribution
as being superior to the financial supports exerted by the regime after a two-de-
cade delay. The financial acts of the regime were highly dependent on the artists’
cultural role. That is, if the artists had not prepared the social space with cultural
activities in their private spaces, the turning of the state toward modern art could
have been a turning to a void with no logical sense. More importantly, this sepa-
ration, and the superiority of the artists’ role to the state’s act, also calls attention
to the project of artistic modernism as an issue relating more to the private sector
than to the government. Although the existing studies on Iranian modern art have
notyetargued this separation and superiority explicitly, the discussions on various
aspects correspond to this finding. A majority of these surveys considers artistic
modernism in Iran only based on independent efforts by the artists and covers
approximately the period between foundation of the Faculty of Fine Arts and the
end of the 1950s. It is from the first Tehran Biennial of Painting and, more specifically,
with the involvement of the Empress Farah Diba’s Special Office that the state’s
patronage of modern art becomes also an issue to investigate. This separation and
superiority, however, is clearly understood from explorations of the activities of
individual artists, associations and galleries during this period.

It was precisely within the period for activation of the modern artists that a shift
in artistic patronage happened toward centrality of the artists. During this time, the
artists became independent from their old patrons—mainly the courts and also
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the aristocrats and wealthy families. This event, in addition to the negligence of the
royal court about the new artistic changes and the unknown nature of modern art
to the rich families, was much more due to the development of the idea of artistic
autonomy and self-sufficiency for the modern artists. The artists were collecting a
new cultural expediency by learning about modern styles (either at the faculty or
by travelling abroad). This cultural expediency, on the one hand, was no longer in
line with the goals and the artistic tastes of the old patrons and, on the other hand,
did not allow artists to put themselves at the service of the orderly and functional
demands of them. The artists insisted the financial supports by the state to be with-
out any supervision or intervention. An autonomous and self-sufficient position in
the field of art was an aim for both Fighting Cock, as the first private art association,
and Apadana, as the first private art gallery. Regarding members’ texts and debates,
this aim was influenced by their defense of “art for art’s sake.” Accordingly, artists
made their private institutes in forms of collective groups and work. They entered
the field of politics by taking the role of intellectuals and rejected political profiteer-
ing from the arts. This profiteering behavior occurred in two ways. First, the state
sought revival of the national identity and, therefore, mainly supported the national
arts and the artists who represented this quality in their works. Second, the political
parties and the cultural relations societies of the foreign countries promoted their
own plans; for instance, the leftist Tudeh Party by the support of VOKS (Iran-Soviet
Cultural Relations Society) promoted Social Realism among Iranian artists. It was
in reaction against this political air that Fighting Cock obviously added to attacks
in its manifesto, Nightingale’s Butcher. In the text of the manifesto, modern artists
were repeatedly warned against any inclination toward the art of the past or the
committed art and condemned both as “art of dead bodies.”

Now what is the essentiality in attending to the cultural activities by the artists?
These cultural activities, on the one hand, prove how modern art was institutional-
ized in [ranian society and, on the other hand, they demonstrate the artists’ under-
standing of modern art. The activities point to the fact that all measures were in line
with the artists’ aim of legitimating independence in their field. The first measure;
i.e., foundation of the movement or avant-garde spaces of Fighting Cock Associa-
tion and Apadana Gallery, was hence based on a collective work. These spaces had
to establish the new position of their founders as modern artists and their modern
artin the field of art and versus their competitors. Also, these activities had to com-
municate the new artistic developments to the social field. Therefore, Jalil Ziapour
(a main founding member of Fighting Cock Association) after painting The Upris-
ing of Kaveh, which represented his rebellion against the stagnant artistic space
in Iran, issued his new theory Painting and a Comprehensive School. New Theory
by Jalil Ziapour. Rejection of Past and Contemporary Schools from Primitive to Sur-
realism. It was an unprecedented act by an Iranian artist at that time to theoreti-
cally discuss art. This new theory, in fact, drew a line on all previous conceptions
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in arts among the Iranian artists. It argued a new paradigm of artistic subjectivity
that, in contrast to the objective imitation of the world (a common practice among
Iranian artists of the time), emphasized the artist’s mentality and his return to the
internal world. For this purpose, the most significant role of Fighting Cock was to
promote a critical view in art and to introduce the artist primarily as the critic of
his work and the world around him. This new subjectivity had to be transferred
by the young fighting cocks via modern schools such as Impressionism, Cubism,
Surrealism and others. To transfer these ideas culturally and to shape their own
audiences, Fighting Cock began its work with the publication of Fighting Cock mag-
azine and the radical Nightingale’s Butcher Manifesto, participated in exhibitions,
and held debates and talks. When the association began its work during the 1940s,
its members from various fields of painting, writing, music, dramaturgy and poetry
showed deliberate attention to the local features and folklore in their works. This
aim was so serious that the members through their debates or texts in their maga-
zine agreed for a “national school” in painting, music, writing and others. According
to their definition of this national school, the artist’s knowledge of modern art (in
terms of modern techniques and attention to the artist’s mentality and the inside
world) had to be applied within his own socio-cultural grounds and as a natural
process of development. This national approach to modern art was followed by the
members until the second series of Fighting Cock magazine. This was the time that
the association adopted a more technical approach to art. The artists no longer had
to reflect the culture of their living place but their own imagination. It was from
this period that the association published its manifesto and approached notions of
Dadaism and Surrealism.

Both approaches that were reflected through fighting cocks’ cultural activities;
i.e., inclination to a national school and, later, attention to modern art with more
emphasis on technique, became two major trends in Iranian modern art and were
followed by other private associations and galleries. For instance, the discussion
of identity in the arts was followed either superficially by artists of Sagqa-Khaneh
Group or more thoughtfully by members of the art association and gallery Hall of
Iran. Or, the technical centrality was also pursued by later artists’ groups like Inde-
pendent Artists Group or personally by individual artists who collaborated with the
group as guest artists. Both approaches continued to be promoted upon collective
collaboration of these private associations and galleries with similar cultural activ-
ities as in Fighting Cock and Apadana—i.e., via manifesto, magazine, exhibition and
debate. It should be noted that the cultural activities of the private associations and
galleries also shared the essence of avant-gardism versus commercialism. In other
words, these new spaces observed the converse relation between financial success
and their independent art. Although, the traditional patrons of art did not care for
modern art and its purchase in the 1940s, modern artists did not plan to sell and
rather focused on the cultural aspects of their work. It was due to this commercial
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disinterest that more independent associations and galleries found trouble with
the state’s eventual supports from the end of the 1950s. Artists complained that the
state’s support went along with consequent controls and had a paralyzing effect on
the natural growth of Iranian modern art. These complaints were not only asserted
in the artists’ debates, but also were published in their manifestos, codes of prac-
tice and catalogues.

Bringing into view the above-mentioned points, it should also be indicated that
they are restricted only to those private associations and galleries that favored the
cultural role to the sales or commercial aspects of their work. This means that not
all the private associations and galleries that dealt with modern art represented
cultural issues as well. In the middle of the 1960s, new private galleries instead
adopted the sales or commercial role. Although some of these commercial galleries
also represented modern artists, they lacked the movement or avant-garde role of
their cultural competitors in terms of the critical publications, debates, manifestos,
etc. These commercial galleries had almost no problem with the official supports
and, on the contrary, benefited from close relations with the court and, in partic-
ular, Special Office of the Empress because of their considerable purchases. As a
result, the cultural patronage being discussed is not precisley attributable to the
sales or commercial spaces and further surveys are required to explore their role
in promotion of a commercial market for modern art in Iran. To understand the
insistence of the movement or avant-garde associations and galleries on autonomy
(as a protection for the natural growth of modern art), it is essential to explore any
possible difference between modern art promoted by these spaces and the sales
or commercial spaces. There are, of course, more relevant questions that lead to
distinguish the different nature of the movement or avant-garde spaces from their
sales or commercial counterparts. These questions may concentrate on any rela-
tion between the sales or commercial spaces with the official patronage and the
reasons for their collaboration; they may ask about the sources and intentions of
a patronage at sales or commercial spaces; and may shed light on the influence of
these spaces in conducting the field of art with respect to both artistic taste and
the audiences.
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Recent studies on artistic modernism pay particular attention to the art his-
tories of the non-West by doing less with Western theoretical conducts and
how they define “modern art.” The present book, in line with these studies,
surveys artistic modernism while it recognizes “modernism” as a response
to confluences of social, economic and political forces. The book thus skips
frameworks of a comparative study for the strategies that mainly aim to un-
veil similarities or dissimilarities between what is modern and what is not.
It instead returns to and captures the ways artists conceived their works as
modern art; moreover, it collects documents which better display the relation
between these works and their contextual causes: What is needed more now
is an understanding of the necessities which encouraged artists into creating
new forms as absolute responses.
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