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Abstract

For a long time, the veil has been a signifier of great contention in the cultural encounters
between the West and the Muslim world. A great deal of research has been conducted on
its meanings as it is received in (predominantly Western) contextse the veil is
interpreted as a marker of exoticism and difference. However, there remains a scarcity of
research considering the matter from the other dire¢tibat is, in terms of what the veil
means to Muslim women living in, or with connectios kslamicate countries. To
address this gap, this study considers representations of the veil and veiling in works by
contemporary female Muslim artists from, or with connections to, the Middle East and
North Africa (MENA) region, in the medium of phota@grhy. The artists whose work is
considered in detail are Zineb Sedira, Lalla Essaydi, Shadi Ghadirian, Shirin Neshat,
Newsha Tavakolian, Manal Abowayan, Mona Hatoum, and the team of Farhad Moshiri
and Shirin Aliabadi. Specifically, the representationssidered are those in which the

veil is mobilised as a specific thematic or semiotic resource. | do not consider
documentary images of the veil, but rather images in which the meaning of the veil is
explored, negotiated and contested in an explicit ameteakcious way. This enables the
consideration of the veil as an opended, developing cultural signifier, in contrast to the
static, ahistorical interpretation often foisted on it. As the discussions provided in this
study demonstrate, the veil and ttractice of veiling are used in a range of fascinating
ways in contemporary art by Muslim women from the MENA region, which demonstrate
the dense and vital semiotic function of the phenomena in the contexts under
consideration. By exploring these, thisdisehopes to shed some muwdeded light on

these cultural dynamics, and in this way to promote better intercultural insight and

understanding.
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1 Chapter One: | nt roduct

1.1 Introduction

For a long time the veil has been a signifier of great contention in the cultural encounters
between the West and the Muslim world, and much research has been conducted on its
meanings as it is received in (predominantly Western) contexts where it getderas

a marker of exoticism and difference. However, there remains a scarcity of research
considering the matter from the other directiaihat is, in terms of what the veil means

to Muslim women living in, or with connections to, Islamicate countiiesaddress this

gap, this study considers representations of the veil and veiling in works by contemporary
female Muslim artists from, or with connections to, the Middle East and North Africa
(MENA) region.

Specifically, the representations considered those in which the veil is
mobilised as a specific thematic or semiotic resource. | do not consider documentary
images of the veil, but rather images in which the meaning of the veil is explored,
negotiated and contested in an explicit and-saifscios way. This enables the
consideration of the veil as an opended, developing cultural signifier, in contrast to the
static, ahistorical interpretation often foisted on it. As the discussions provided in this
study demonstrate, the veil and the practiceeiling are used in a range of fascinating
ways in contemporary art by Muslim women from the MENA region, which demonstrate
the dense and vital semiotic function of the phenomena in the contexts under
consideration. By exploring these, this thesis hdpeshed some muefheeded light on
these cultural dynamics, and in this way to promote better intercultural insight and

understanding.

This chapter introduces the study. It is structured as follows. The following section
(1.2) expands on the context of thieidy, and the next (1.3) explains how the images
considered in this study were selected. Then, a review of the relevant literature is provided
(1.4), which helps clarify the basis for the aims of the thesis (discussed in 1.5) and its
specific objectiveg1.6). The methodology adopted to achieve these objectives is then
discussed in section 1.7. Finally, an overview of the structure of the rest of the thesis is

provided in section 1.8.
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1.2 The Context for This Study

Although the practice of veiling by womea a longstanding tradition in the Islamic
world, the advent of the mass media, internet and social media coupled with mass
migration from the Arab world to Western Europe and the Americas has helped to fuel
the debate about veiling in all its diverse formih the most contentious discourse being
reserved for the use of nigab or the burga. These debates intensified in the period
following the events in America popularly referred to as 9/11, and gained further
momentum as a result of the Arab Spring arel dpotlight which this placed on Arab

women in particular.

It is often forgotten that veiling is by no means an exclusively Islamic or Oriental
practice. As Chapter One of this thesis explains, the veiling of the female body in different
cultural and higirical contexts has been variously interpreted massterious and
seductive, a means pspompt male desir@r a symbol of chastity and modesty, designed
to protect virginal purity. It has also been seen as a sign of both social conservatism and
of political rebelliousness, of backwardness and of modernity. More recently, it has

acquired the status of fashionable accessory for the faithful Muslimah (female Muslim).

As one might expect given its multiple meanings, the practice of veiling has
prompted confliaghg opinions from a wide range of different groups and individual
writers, including both Western and Islamic feminists. It should be said that the range of
opinions among the latter group is now as broad as that among the former. Ibtissam
Bouachrine, whas work adopts a transdisciplinary approach to the exploration of
feminism, democracy, and intercultural representation, notes that there has been shift in
approaches to veiling:

What was once critiqued by feminists, Muslim and-Muslim alike, as a symbo
of oppression became, particularly in the ga/dtl era, praised as a means for

womeno6s emancipation within Isladam and res

As this shows, the meaning of the veil can by no means be considered fixed and stable. It
changes according the context in which it is used, playing a role in a dense semiotic

system of meaning and social constructions.

! Ibtissam BouachrindVomen and Islam: Myths, Apologies, and the Limits of Feminist Critique
(Plymouth: Lexington Books, 2014), p. 75.
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This thesis will show that for numerous female Muslim artists with origins in the
MENA (Middle East and North Africa) regionxgloring the cultural practice of veiling
and all of the multiple meanings it embodies continues to be a subject of fascifation.
some artists this is a chance to challenge and expose male Orientalist stereotypes of veiled
women; for others an opportimito celebrate and/or contest Islamic artistic conventions

or to challenge Western ways of viewing and representing the female body as object.

Female artists with origins in the MENA region have used their work to make
powerful personal contributions teelbates concerning veiling while at the same time
highlighting broader concerns surrounding cultural attitudes towards representing the
female body and the artistic practices that have evolved around this. In some cases,
because of the restrictions impod®sdIslamic traditions and culture, the representation
of the female body in their artwork is considered a taboo subject and this has resulted in
their work being censored or removed from display in Islamic countries, causing them to
move to countries in thWestern world where they can exhibit their works freely. Tools
of global communication such as the internet and social media have also facilitated
dissemination of this work. However, in many cases their work still remains relatively
unknown. Moreover, €@entalist stereotyping of veiling traditions and the representation
of the female body in the Arab world that originated in the colonial era continue to have

an impact on interpretations of their work.

This studyds f ocus o0 nagewih theatheme of yeiling s e n t
(unveiling, deveiling and reveiling) is driven by a number of reasons. Firstly, on a
personal level, as a Muslim woman from one of the Gulf States, I initially felt bemused
by the intensity of the debates in Western sod@dtieboth popular media and academic
discourse about the practice of veiling. | then became intrigued by the extent to which
this topic has been used as a means of addressing much broader issues ranging from

national security to female sexuality. Like Fitdoyd, | realised that:

The veil has come to be one of t he most !
difference, social positioning, gender, desire and exclusion/inclusion. The veil is a
complex symbol that carries a multiplicity of frequently shitiand often

contradictory meanings.

2FranL| oyd, O6Arab Women Artists: |l ssues of Rep
British ViJluwnallofViSualCulture ia Britair2.2 (2001), 115 (p. 2).
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Secondly, as an art student, reading commentaries on representations that featured veiled
women, | was frequently dismayed by the level of ignorance they often displayed about
the sociecultural context in which suchmages had originated, and also by the
persistence of Orientalist attitudes towards these images. For the first time, | fully

under stood Miriam Cookebds statement:

Images we have of each other are part of the language we bring to dialogue.
Sometimes we arat the mercy of our image; sometimes we hide behind it;

sometimes we act as though neither of us had an image of thé other.

Such reflection led me to recognise the importance of work to clarify the cultural,
religious and social assumptions and systdmas tinderpin the practice of veiling in
contemporary Islam, in order to nuance the frequently highly simplistic understandings
of the phenomenon in current discussions. The fraught nature of these discussions, and
their significant effects, only heightettse importance of such clarification. As will be

explained later, this has important implications for the methodology adopted in the study.

While these thoughts provided the initial motivation for this research, it was an
article by Massimo Leonenthesemiotics of the veil in earl@hristianity that prompted
me to think again about the deeper meaning of veiling and its connection with visual art
created by this group of female artists from Islamic cultite& o ne 6 s di st i nct
cultures ofvisibility and cultures of invisibility gave me a sense of how the mutual
misunderstandings that centre on the veil can be understood as a function of the semiotic
structuring of discourse.

Politically and socially, the contrasting views on the veil seroffeem to reach a
deadend, where an either/or of mutually exclusive oppositions admit of no shades of
nuance. The view of Bouachrine quoted earlier in this chapter demonstrates such a
dynamic well, where the vell is either oppressive or a form of resisttd oppression.
Leoneds work demonstrated to me how a r el
veil could provide a means of overcoming such intractable oppositions, in order to explore

the veil as an evolving, developing, constantly negotidesthnique in the social

3 Miriam Cooke,Women Claim Islam: Creating Islamic Feminism through Literature

(Abingdon; New York: Routledge, 2001), p. 130.

“Massimo Leone, 6Cul tures of lnvisibility: T
Gramma: Journal of Theory and Criticisi2) (2014), 278286.
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positioning of the self in cultural, historical, and social contexts. In this way, it has the
potenti al tofdegypestli geshiof tihemg éand ofte

Lloyd attributes to the veil.

This thesis cosiders representations of the veil and veiling in works by
contemporary female Muslim artists from, or with connections to, the MENA region. As
will be shown, the veil is a focus of extensive work and thought in work by such artists,
attracting a wide rarggof fascinating responses. Artists respond to current framing of the
veil in relation to the oOoWar on Terror 6
as well as the cultural sgbositioning underpinning this. They explore the way this
discusive mapping is derived out of an older colonial tradition, and engage with the
Orientalist tropes and visual culture t1l
encounter with the Arab and Muslim world. They explore the politics of the velil in the
Muslimworld itselff how it serves to pol-expessioivanthe no s
how they are subverted in such contexts; and they explore the way Muslim women find
themselves discursively caught between a range of determining patriarchal and
paternalstic systems seeking to structure their agency, and how they find a space for their

own subjectivity within such constraints.

As is shown throughout, the representations considered here contradict the
common vision of theveilasthe subj ect i fying device that
individuality. Many of the works considered demonstrate an insurgent humour that in
itself challenges the view of Muslim women as submissive to the-sattiaral order that
prescribes their roles. Rber, this humour is an important aspect of the sophisticated
semiotic deconstruction of such discursive constructions of Muslim femininity that the
works carry out. As subsequent discussions will show, the works considered in this thesis
are all notabledr t he way in which they open up ¢
terms: they reject the oppositions on the basis of which the prevailing discourse constructs
the identity that is given to them, and
oppositons can be contestédThis is a specifically Derridean approach, and | will
therefore frequently use the idea of deconstruction to clarify my understanding of the

semiotic effects of the works in quest.

® Homi K. BhabhaThe Location of CulturéAbingdon: Routlede, 2012).
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deconsruction is concerned with identifying the instabilities in semiotic systems of

oppositions, and using such instabilities to subvert the opposition itself.

My understanding of the way in which the works considered in this thesis can be
thought to represerda form of resistance to or critique of patriarchal or other socio
political constraints can be best understood with reference to such a deconstructive
approach. | argue that these representations of the veil demonstrate a form of resistance
to and subversn of specifically political discourses through a semiotic deconstruction

of the terms on which the discourses are based. While perhaps semantically equivalent, |

see a difference in the usagkjedtithegdt wdo
I n gener al use, | mplies making someone t
hel ps explain the sexual connotations f

objectification of wsubjeztiidaton, in Tdmteast,ésnatheh a s i s

erasure of the otherds agency, irrespect
al so hel pful i nsofar as it helps bypass
ofdesubjectification | have i nsengtcisngwhera c | uc

predominant forms of objectification (such as the pornographic) rely on the reduction of
the subject to the sexufiRather than seeking to refute the charge of, for example, the
de-subjectification and deindividualisation the veil aolhgs, these works engage at a
deeper level, querying the assumptions on which such charges are based and showing that
the systems of oppositions that make them possible are themselves unstable, and using

this instability to open new spaces of possibilityhie view and understanding of the veil.

In the following section, | present a review of the relevant literature, as a means of
identifying the gap this study seeks to address, and to frame the approach and methods

adopted to do so.
1.3 Corpus

The images ches for consideration were selected on the basis of my own interest in and
deep engagement with the artwork of contemporary female Muslim MENA artists. The
fundamental criteria for inclusion were their being female, Muslim artists working in the

medium of otography, and having some connection to the MENA region. In regard to

6SeeFeona Attwood, ¢Por no BemmigtNedia Stadied. OB0P4e, ct i f i
71 19.
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the decision to focus on photography, my thinking was informed by considerations
similar to those of Merherzia Labidi, who argues that photography has made possible a
radically renewednode of representation of the female bédly the current era of rapid
development in communication technologies, the internet and smart phones allow women
to represent themselves and their lives in new Walisis democratisation of image
creation andcirculation has made possible a space in which previously predominant
patriarchal visual imaginaries can be critiqd&lch a tendency is apparent in almost all

the images considered in this thesis, and the medium of photography is itself of
significan@ given these technological and historical factors, as will be shown in the

following discussions.

| selected from this body of work those images that | felt most clearly and
powerfully engaged with the visual culture of the veil. | gave priority to thasks that
drew attention to the vell itself, as thematic or formal devices, rather than those in which
veils may have appeared as incidental details. It was on this basis that the works of Yumna
Al-Arashi, Ayesha Malik and Alia Youssef were omitted: whidded women appear in
the work of all three, the fact and act of veiling is not thematised centrally, as they are in

the works | consider.

Given that I wanted to expl oexmessiom mal e
through the medium of the veil, | aléocused on works that demonstrated a degree of
self-conscious foregrounding and manipulation of this theme. Following this rationale, |
have not considered photorealist, documenrtgpg representations of veiled Muslim
MENA women, or by Muslim MENA womem significant amount of such work is being
produced, by photographers such as Nadia Bseiso, Mahin Mohammadzadeh and Fatemeh
Behboudi. In such photography, however, the social and cultural practices of veiling are

documented in a journalistic manner, ratliban being themselves a medium of

“LiiaLabi di |, 6Pol itical, Aest heti c, andilBbhica
The Journal of North African Studié9.2 (2014), 15i7171.

8Anna Piela, o6Challenging St er e eRepesentatons Mus | i |
on t he Heiddlberg Jownal®f Religionsonthelnterdet 1 (2010), online
Doing My Bit to Promote Modesty: Nigabis' S&tbrtraits On Phot&haring

We b s i FemirdsbMedia Studiek3.5 (2013), 781790.

Courtney C. Radscha d&rmOdn \Sieeh Bechnolddicallyjn Mediated6 | n
Empower ment and Transf or mat Feminist Media StigliefBdung A
(2013), 881890.
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expression. | therefore judged representations of this type to be qualitatively different

from those | was interested in considering.
1.4 Literature Review

In terms of theoretical approaches, the thesis draws on worklomgyesm both Islamic

and nonlslamic perspectives to help establish a conceptual framework for approaching

t he cul tur al practice of veiling. As
contextualisation is essential to understand the semiotic role of aapaesof veiling,

and providing this provides the necessary depth and complexity required to approach the

i mages discussed in this thesis. Leoned:
visibility and invisibility will be drawn on extensively in thelfowing discussions to

clarify the semiotics of the veil in the various interpretations of it that are advanced.
Fadwa El Guindi, Meyda Yegenoglu, Saba Mahmood, Fatima Mernissi and Reina Lewis
have all also written with insight on the veil and the praabtveiling, and their work is

drawn on where relevant.

The thesis also draws on the postonial theory of Edward Said, Frantz Fanon
and Homi K. Bhabha, and later theorists influenced by them, to clarify the relations
between cultures and discoursesthas hape t he s u bcpleialtar@aeowo rr |
colonial context. This body of work similarly emphasises the importance of attending to
historical and socipolitical context in any attempt to understand works of art produced

in and responding to suh si tuations. Given the semi
i naugurating the notion of 6Orientalismb
of this study, his thought i s -hectwedererdes:

is identified as a Jaable conceptual approach to the semiotics of many of the works
discussed, and is employed throughout, relying primarily on his bbekLocation of
Culture(1994). Other theorists, either with a directly poskonial focus (such as Fanon)

or with a focs having a bearing on the associated questions of subjectivity,
intersubjectivity, power and related topics, are drawn on to support the development of

the argument as relevant.

In terms of the representation of the female body, and the significancdiing vei
in connection with this, a range of theoretical works are employed in approaching the
works: John Berger and Jane Gaines (ways of seeing/looking relations), Laura Mulvey
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(the gaze), Judith Butler (performativity), and Joan Riviere (masquerade). thibsd
similarly situate regimes of representation, performance and visibility in the context of
specific constellations of material relations of power, and therefore make it necessary that

such relations be taken into account when seeking to understamdrgpresentations.

For secondary literature on the topic, | focused on work published since 2001, but
not exclusively. The attacks on the World Trade Center of 9/11 marked a transformation
in cultural relations between the West and the Muslimworldj ijmau r at i ng t he
Terrordé and an especially fraught rhetor
Muslim subject® Contemporary representations of the veil cannot be understood without
taking this context into account, and | have therefore prioritised theory and research that
was produced in the climate brought about by these events. This is of course not to deny
the continuities between preand pos9/11 situations. As many scholars note, the
othering of the Muslim subject in the rhetoric of the War on Terror relies on and repeats
many historical tropes shaping the confrontation between the West and Islam, including
the colonial imaginary and the even older discursive heritage of the rhetoric of the
Christian crusade’s.Work that delineates these continuities is of value in understanding

contemporary female Muslim MENA artistsé©o

The increasecmphasis on the veil in the semiotics of cultural mediation is
apparent in the number of exhibitions devoted to the theme since 20@hirt of the
research for this thesis, | attended a number of such exhibitions. This gave me the
opportunity to view avide range of important works in this area, and to consider the
curatorial choices being made in the presentation of the veil to predominantly Western
audiencesAn especiallynoteworthyexhibition, but one | did not have the opportunity to
attend,was inLondon in 2003, entitle¥eil: Veiling, representation, and contemporary
art. Shirin Neshat and Zeinab Sedira (both considered in this thesis) contributed essays
to the book published in connection with the exhibition, which explored representations

of theveil in contemporary art

10 David A. Bailey and Gilane Tawadros, ed#ejling, Representation and Contemporary Art
(London: V&A/Modern Art ford, 2003).

11 Arun Kundnani,The Muslims Are Coming!: Islamophobia, Extremism, and the Domestic War
on Terror(London; New York: Verso, 2014).
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One exhibition that was very important to the development of my ideas, and the
decisions regarding which works to consider in this thesis, was the solo exhibition of
Mona Hatoumdés work at Tat e MoThepramingnceom 4
such a singlar t i st exhibition afforded to Hat:
internationally. | was struck by the great diversity and inventiveness of her body of work.
The exhibition demonstrated clearly how consistently she hdkerged assumptions
and expectations throughout the course of her career. This contestatory dimension of her
work played a significant role in my developing understanding of the deconstructive
aspect of the works considered in this thesis. It was at xhibigon that | first saw
Hat o Keffiels As with the general tenor of her oeuvre, it struck me as a fiercely
challenging and uncanny wotkeffiehdeepened my insight into the semiotics of the vell

in contemporary representations of the veilinferMiles | i m arti st sé wor

| al so attended t he e x-mithbkields @leryfrdm A méo ,
2 July to 20 August 2017. -6neoftkeNidde Bastsr i s ¢
premier contemporary female artists. Its explicit aim wadainin some respects, to that
of my thesis, insofar as it sought to promote intercultural understanding between the
Muslim woirld and the West. This helped confirm my own judgement of the importance
of the fundamental orientation of my project: that aflseg to mediate between East and
West via a symbol fraught with misunderstanding. Lalla Essaydi and Boushra
Almutawkel were both featured in this exhibition, and the opportunity to see their work

helped me develop my readings.

The Third Biennial of Phographers of the Contemporary Arab World was held

at the Arab World Institute in Paris from 11 September to 24 November 2019. My thesis
was almost complete at this stage, so there was not much opportunity to incorporate
material from the exhibition into theork. | did nevertheless feel that it substantiated and
supported many of my own arguments about the contemporary semiotics of the veil,
especially the potency of the veil as a marker of instabilities in binary structures of
difference. It also underscate¢he frequent and diverse deployment of the comic as a
critical energy in contemporary Arab art, in ways touched on in this thesis, and which |

intend to explore further in later research.

Recent related exhibitions inclu@zyond the VeiVenice 2019) andifting the

Veil (Jerusalem 2019), both of which speak to the continuing centrality of the garment to
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current discussion about intercultural identity and representation. | attBegeddthe
Veil toward the end of the writing of this thesis. As such, its influence on the ideas and
readings was limited. It did however confirm me in my understandings of the way the
veil is commonly used in interultural representations, and the ways itregiently

destabilized.

Relevant literature was searched for using databases such as Jstor, Ebscohost
Google Scholarand Academia.eduGiven the transliscursive and interdisciplinary
approach of the present study (which follows from the aims of achieorgn of cultural
mediation, discussed above), the capacity of such databases to provide results for research
on given themes from a wide range of disciplines and perspectives was considered a
benefit. Abstracts of relevant results were read, and thbgeh it the search criteria
were then read in full. In this section, | discuss the relevant literature pertaining to the
broad, general theme of the study. Discussion of literature relating to specific artists
discussed is provided in conjunction with skospecific discussions, in the relevant
chapters.

Considering thextensiveattentiondevoted to the veil and Muslim womanhood
in recent and current popular discourse, the limited amount of research on contemporary
representations of veiling by Muslim wem is striking. This in many ways supports the
general reading offered by this thesis that Muslim women function as a site on which
discursive constructions are imposed, rather than their agency and subjectivity being
recognised and attended to. Myra MacDonald notes, in the majority of discussions,
the veil serves as a stereotype that precludes the possibility of subjective complexity,
rather than being engaged with as a living, epeded cultural practice manifesting a
diversity of social and historitpositions and possibiliti€€. This, in turn, has given rise

to a great number of studies exploring the nature and basis of this sterebtyping.

2Myra MacDonald, O6Muslim Women and the Veil
Re pr e s e rrénanistiMediasStudies.1 (2006), 723.
BSee, for example: AliaABaj i, 6The Racialization of Musl:i

An a | yPhilossphy, & Social Criticisy36.8 (2010), 87502; Katherine Bullock,

6Chal |l en®iepg ededitati ons of the Vei Felin€ont emg
Mo v e mémédridan Journal of Islamic Social Sciencks.3 (2000), 2P5; Katherine

Bullock, Rethinking Muslim Women and the Veil: Challenging Historical & Modern
StereotypegHerendon, \A; London: The International Institute of Islamic Thought, 2003);

Kat heri ne H. Bul |l ock, and Gul Joya Jafri, oM
Can adi anCamndidanWomad Studiez0.2 (2000), 3540; Michelle D. Byng,
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Ironically, though, for all this critique, there is very little about the converse of the
stereotype: the actual, |l i ved meanings o
and opinions. It is this gap that the current study seeks to address. Instead of exploring
the semiotics of the veil in social and cultural contexts where it is coadidereign,
othered and exotic (which almost all considerations engage in, to one extent or another),
this thesis seeks to explore its multiple and contested meanings as created and explored
by artists who consider it part of their own heritage. One netabk x cept i on 1 S
poststructuralist interpretation of the veil as operating in a third space between the
readings of it as either objectifiying or subjectifiyifgMy approach adopts a similar
view, but develops the idea further by looking at speekamples of creative works in
which the meaning of the veil is actively negotiated and transformed. In this sense, the
current study can be seen to respond to the call of scholars sBebaldahmood and
Chapman for study of the evolving and ofmrdednature of the negotiation of female

Muslim identity as performed through such techniques and tfépes.

Maryam Al wazzands study, published ju
submitted, similarly focuses on the representation of the veil in someeacdrtists
considered here (Mona Hatoum, Shirin Neshat and Lalla Esslydi). wa z z an o s
exploration is much more selective, however, focusing not only on fewer artists, but also
fewer of their works. The theoretical frame adopted also differs significaatty mine:

Al wazzan reads the veil as offering a of

these artistsdéd uses of the veil as speci

6Symbol i cml | WMe®Mual Hi jCatical Sociatody 36.1h(2010yWE08L296 |,
Smeeta Mishra, 6Saving Muslim Women and Figh
Representations in tidew York Time&sGlobal Media Journgl6.11 (2007), 120; Anna C.

Kor t ewe g ,ia Debate m Or@anica Gender, Islam, and Representations of Muslim

Wo meno6s Senden&Sociedp2.4 (2008), 4354;Na hi d Kabi r, ORepr e
Islam and Muslims in the Australian Media, 20210 0 ¥oédrnal of Muslim Minority

Affairs 26.3 (2006) 313 328; Mohja Kahf,Western Representations of the Muslim Women:

From Termagant to Odalisquéustin: University of Texas Press, 2010).

“See:SimadBi | ge, 6Beyond Subordination vs. Resi st
Agency of VeiledMu s | i m Wouma of thtercultural Studies31.1 (2010), ©28.

15 Saba MahmoodRolitics of Piety: The Islamic Revival and the Feminist Sulferibceton,

NJ: Princeton University Press, 2016) ; Madel
ofRepresentations in Muslim Womenos Jdealafg e men
Community & Applied Social Psycholod)6.4 (2016), 354366.

¥Maryam Al wazzan, O6Reframing Borders: A Stud

the Female Bodynithe PhottBa s ed Art wor k of Mona Hat oum, Sh
(unpublished masters thesis, University of Oregon, 2019).
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Behiery and Lindsey Moore provide introductory explorationshefrepresentation of
the veil in contemporary art by Muslim women, but on a far more limited scope than is

provided in the current study.

To the best of my knowledge, no other studies explore the representation of the
veil in the work of female Muslim pitographic artists from the MENA region to the
extent and in the detail that is provided in this stude veil is a salient topic in many
di scussions of female Muslim artistsd wo
veil itself, as thematic, fonal and semiotic devic€.Given the central role the veil plays
in current discursive constructions of female Muslim subjectivity, the absence of such an
exploration of the representations provided by Muslim women themselves represents a
significant gapThis thesis will address this gap.

The thesis is centrally concerned wit
patriarchal system. | take the patriarchal nature of all the societies in question to be
unquestionable, on the basis of factors such asoeaie, social and political power and
freedom from coercion (following, e.g., the work of Errol Milléhl do not engage
directly with the vast body of work on patriarchy, feminism, and the specificities of these
areas when considered in the contexhefMuslim world or its encounter with the West.
| consider both the West and the Islamicate world to be patriarchal. As should go without
sayingi but frequently does not, as outlined by Irja Skabo in her thesis on the oppression
of womeni critique of oneshould not be taken to imply absolution of the o#i&khen
| critique the patriarchal nature of the Western colonial gaze, | am not claiming that there
is no Muslim equivalent; and conversely, when | emphasise the patriarchal structures that
determine lte daily lives of women in countries in the MENA region, | should not be

taken to be implicitly arguing (as is often the case) that the West represents a cultural

YWal erie Behiery, O6Alternative RBanparaavei ves of
Studies of South Asia, Africa atite Middle East32. 1 (2012), 130L46; Lindsey MooreArab,

Muslim, Woman: Voice and Vision in Postcolonial Literature and EAtringdon: Routledge,

2008).

BRachel Epp Buller, 6Un/ Veil ed: F e MiRaidas t Ar
Journal(2007),162 0; Ll oyd, O6Ar ab Wo men WamenMaking&t, Mar
History, Subjectivity, Aestheti¢abingdon: Routledge, 2012).

YSeeErrol Miller, 6Gender, Power aGemnderFPedcd t i cs
and Conflict ed.by Inger Skjelsboek and Dan Smith (London: Sage Publications, 2001).

X rja Martine a Retinitm amdiVéomanidm i8 kiterdtuoe; Apglying
Literature in the Classroom to | (@mpublishely and
masters thesi$\orwegian University of Science and Technology, 2018).
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valuesystem free of such. | have therefore not engaged with specific research on
patriarchabystems, whether Western, Muslim, or any other, as such precise measurement
of varying patriarchal structures is of ¢
and responses to the systems they find t
Gender Troublefor example, that aids understanding of such responses, was judged of
greater relevance than detailed empirical analysis of the material forms of patriarchy and
responses to fit Analysis of the works in question therefore provides relevan
contextualisation where necessary to cl
themselves, but priority is placed on the meaning as figured in the images themselves,
rather than in the society in question. In light of this, relevant ethnographic,
anthiopological, sociological and cultural studies approaches to the veil are cited, rather
than detailed exhaustivefy For example, such studies inform the parts of the chapters
that contextualise and explain specific cultural practices and attitudes, and are used to

help situate the works in question.
1.5 Aim of the Thesis

Given these aims, the artists and works choseroftsideration are selected on the basis

of their relevance to the concerns with the veil and the practice of veiling in contemporary
MENA Muslim culture. All the artists and works considered in this thesis engage
explicitly with the phenomenon of veiling mne way or another, with this often being
underscored in the titles of works, and centrally thematised in the content of their works.
The clarity and directness of their engagement with the veil and veiling was the first
criterion for inclusion. Once a dy of work had been identified meeting this criterion,
subsequent analysis brought to light the commonalities in the theme, tone and perspective

that are highlighted in the discussions of these works.

21 Judith ButlerGender TroubléNew York, NY: Routledge, 2002).

22 Fadwa EIl Guindi, Veil: Modesty, Privacy and Resistance (London; New York, NY: Berg,
2003); Lindsey Moore, 2008; Lara Deéb) Enchared Modern: Gender and Public Piety in
Shi'i Lebanor(Vol. 41) )Princeton, NJ: Princeton University Press, 2011); Leila Ahmed,
Women and Gender in Islam: Historical Roots of a Modern Delhatedon; New Haven, CT:
Yale University Press, 1992Reinal e wi s, ¢ Reiliagi Represéntation and
Contemporary Arted. by David A. Bailey and Gilane Tawadros (London: V&A/Modern Art
Oxford, 20032013).
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1.6 Objectives
The overarching aim of the thesis gave shthe following more specific objectives:

1. Totrace the history of veiling as cultural practice and the varying meanings which
it has acquired across different historical and cultural contexts, and to provide

specific insights into Islamic veiling regas.

In line with the overall aim of contributing to a more a nuanced and complex
understanding of the meaning of the veil in contemporary discourse, this thesis will
contextualise current forms of Islamic veiling within a broader history of veiling in
different cultures and religions to demonstrate the consistent semiotic tropes that inform
it. This will serve to situate the anxieties over Islamic veiling within a broader discussion
of cultures of visibility and invisibility, and the differences in thespective approaches

to the semiotic structuring of discourse, in a way that clarifies what is at stake in the socio
political concerns over the use of the veil by Muslim women today. It will also inform
the subsequent readings of specific images, clagfihe semiotics of the veil in various
contexts and therefore enabling a more nuanced exploration of the way it is used in the

works considered.

2. To explore the multiple meanings of veiling as a symbolic device in work by a

selected sample of female Muslinsual artists from the MENA region.

Following the primary criterion for the selection of works for consideration in this thesis,

a range of artworks that represented and thematised the veil and the practice of veiling,
produced by female Muslim visualtists from the MENA region, were chosen for
analysis. This produced a diverse selection of works and artists, that enabled the
exploration of the different ways the veil is represented and used in contemporary art by
female Muslim artists from the MENAgen. Analysis of these works, with reference to

both the historical and soctultural context in which they were produced, and also the
context of the artistds wider body of w

meaning associated with the vigilsuch works of art.

3. To establish the extent to which these artistgage with or challenge existing
conventions concerning the representation of the female body in the Western

context and the Islamic context.
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Two considerations play the primary rolerotivating this objective of exploring the

role of the veil in representations of the female body. The first are the strictly gendered
conventions pertaining to the use of the veil in the contexts discussed in thig study
indeed, in all contexts, to theest of my knowledge. While there are various social
conventions relating to menés covering t|
veiling of the hair, face or entire body appears to be reserved for women. A guiding
assumption of the studytisat this is explicable on the basis of the commonalities among
various instances of patriarchal social organisation, which imply an analogous positioning
of women and the female body in the cul
exploration of he ways the female body is represented in the works of contemporary
female Muslim MENA artists seems necessary to clarify the ways the works relate to such

discursive constraints, and the way they position or reposition women within it.

The second such csideration relates to the specific situation of contemporary
female Muslim MENA artists in respect of such patriarchy. As the subsequent discussions
will demonstrate, these women find themselves caught in the mesh of intersecting
patriarchies: Arab/Muslinand Western. The European colonial era brought about the
i mposition of a mode of patriarchal d o mi
restructure the societies under control, and in response to this, the patriarchal tendencies
of these societies theselves frequently grew more assertive, seeing the threat to their
hegemony. The veil has become a focal point of this contestation, and dramatises very
obviously the extent to which the lived experience and the bodies of Muslim women
become stakes in tistruggle for cultural supremacy. Muslim women find themselves in
a situation where one patriarchal system imposes the veil, while another seeks to remove
it, all the while claiming that its doing so is in fact a function of its opposition to
patriarchal catrol. Consideration of the way the veil is used in the representations of the
female body by contemporary female Muslim MENA artists is therefore judged likely to
be an incisive means of exploring responses to these specifiecsiicical and political

dynamics.

4. To identify the ways in which these female artists challenge Western visual

regimes with respect to the female body and objectification.

Closely related to the former objective, an additional objective of the study is to consider

how contemporarfemale Muslim MENA artists engage with the tropes and tendencies
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of the European colonial visual imaginary, and the ways in which it has reified and
reduced Otherness to a function of its own-delinition. This objective is given a certain
prominence P the positioning of this study between cultures, so to speak. As discussed
earlier, part of the motivation for the study was to address the misunderstandings and
simplifications | so frequently see in intercultural discussions of the veil. Further, many
of the artists considered here also take up such an intercultural stance, living in both
Eastern and Western countries, producing representations of Eastern people and scenes
for exhibition in Western contexts, and explicitly blending and mixing detail® fro
Eastern and Western visual traditions and registers to subvert and interrogate the
oppositions they imply. In this sense, the intercultural traffic in images in a central focus
of the study, and an objective that necessarily arises from this is to eexmar the
Eastern artists considered here engage with the Western, Orientalist visual traditions in

which Arab and Muslim women have long been figured.

5. To add to the current body of knowledge by investigating how contemporary
artists use devices such @aligraphy to act as metaphors for veiling to express

concepts of betweenness and visibility/invisibility.

Following on from this, | seek to explore how the artists in question contest the discursive
frames they find themselves responding to through tgaks understood with reference

t o Homi K. B h abbeht awbese nindeesas 6af Bd/i nconsi der i |
used in the images explored in this thesis, the discussions will show how such in
bet weenness, the 6t hi r dtbe dsquraive eadstruciioss ande p | ¢
gesture toward alternatives. Such techniques are often conceived as a form of
deconstruction of opposites, whereby discursive models are subverted through a close

i nterrogation of their f odtheddifferances betivers . M
cultures of visibility and cultures of invisibility is also used in seeking to achieve this
objective, supplementing the formal visi

specific detail about actual cultures in their diistal contexts.

In order to achieve these objectives, the research sought to answer the following

research questions:

1. What meanings has veiling acquired as a cultural practice across different
historical and cultural contexts, in particular within the NAcregion?
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2. What meaning does veiling have as a symbolic device in the work of these female
Muslim visual artists from the MENA region?

3. What other devices do these artists use to act as metaphors for veiling?

4. To what extent do these female artigisgage with or challenge existing
conventions concerning the representation of the female body in the Western
context and the Islamic context?

5. To what extent doethe work of these female artists challenge Western visual

regimes with respect to the femaledy and objectification?
1.7 Methodology

This study makes use of detailed analysis of works by individual artists, informed by
reading from a range of academic books, specialist journals and online resibaises.
draws on the exhibitions | attended (dissed in the introductionffurther, | explored the
artistsoé soci al media profiles to gl ean
from such source#s this introduction has made cledmnvould be mistaken to interpret

the veil as a symbolic d&e with a fixed meaning, or tattempt to attribute one single
meaning to the veil as artefact or to the covering/uncovering of the female body as a
cultural practiceeMel ani e Adri an refers to the 06i
expl ai ni nap wholval tesisb easy iwategorization because the veil is worn for
many different reasons: out of social or political motives, tradition, mores, and/or
val @38hé. phnasasé i ndieyalyheased td destribe tbetfdmdle
artists whoe work is studied in this thesis. When trying to interpret the various symbolic
meanings of veiling in their art, therefore, it is also crucial to attempt to understand the
personal associations this may have for the artist herself, the historical amehlcult
context in which the art work was created and the diverse range of discourses within

which it is framed.

The various approaches to the practice of veiling in the Islamic world are covered
in detail when discussing the so@oltural and historical edext of specific works, since
they are also of central importance to interpreting the meanings of concealing and

revealing the female body. As | discuss toward the beginning of this introduction, this

BMel ani e Adr i TamVeil: \WdtenWriters ondt$ History, Lore, and Poljtics
Jennifer Hedt ( eCdntemporary Islans.1 (2011), 9596 (p. 96).
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thesis originally arose out of my perception of thgngicant cultural and historical
misunderstanding that is apparent in much contemporary discussion of the use of the veil
in Islamic contexts. This made me see the need for detailed contextual discussion to
clarify this issue, and therefore to allow resd® better understand the various meanings

of the veil in the contexts considered. Methodologically, this has meant that the close
analysis of the artworks considered is usually framed by introductory cultural, historical,
and social contextualisationy E£nhance the possibilities of interpretation open to all
audiences of these works. In this sense, this thesis can be considered an attempt at cultural
translation, trying to provide insight into opaque aspects of culture that would otherwise
prevent cleamunderstanding. Given that many of the works considered in this thesis
appear to adopt a similar stance, speaking across cultures, and trying to mediate meanings
in differing cultural contexts, this approach represents a form of faithfulness to the works

being considered.

Such a methodological approach is also shaped by the theoretical approaches
adopted in the interpretation of the images in quesAdrsuch theoretical orientations
make it necessary that specific analysis of images and representatioriermed by
awareness of the context in which they are produced and to which they respond, including
aspects such colonialism, pastloniality and neeacoloniality; patriarchy; and religious
and political authorityRelevant detail on these and otherexsp is therefore provided to

situate the works discussed appropriately in their diverse contexts.
1.8 The Structure of the Thesis
The thesis is structured into seven chapters, including the introduction.

Chapter Two: The Multiple Meanings of Veiling: This clapter explores the multiple
meanings of the concept of veiling drawir
of the veil as a theoretical framework through which to approach the work of female
Muslim artists whose work is explored in this study. Gitteat all of these artists were
brought up in the Islamic faith and this has played a large part in shaping their
perspectives on representation of the female body, this chapter also examines the Islamic
concepts ohijab (veiling), awrahandfitnahand hav these are understood and articulated

in diverse veiling practices. Examples from the work of Yemeni visual &tisshra

Almutawakel are discussed.
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Chapter Three: The Veil as a Discourse of BetweennesBocusing on the work of
FranceAlgerian visual artist Zineb Sedira, this chapter explores how transnational artists
who form part of the Arab diaspora use representations of the veil to reflectroowthei
personal journeys of identity but also to engage with cultural histories of resistance in
which Muslim women have played a key role, drawing on the discourse rooted in specific

historical moments and locations.

Chapter Four: Re-visioning the Orientalist Gaze: Drawing on the concept of
Orientalism, first theorised by the Palestinkamerican academic Edward Said in the late
1970s, this chapter examines how female Muslim artists have challenged viewers to look
again at the stereotypical Orientalist fiag of Muslim women in Western
representations of the female form, particularly in paintings and photography produced
by European males during the colonial era of the nineteenth century. It focuses in
particular on how a specific series of stereotypesitiiie Orient as Other were created,

reinforced and continue to influence how women from Islamic cultures are perceived.

This chapter compares and contrasts work by two visual artists who use
photography as their chosen medium of expression. In her vatlikEEssaydi (Morocco)
foregrounds and problematises the Westds
using a range of techniques to subvert these Orientalist traditions of representation that
challenge contemporary viewers teread these Westenonstructs of Arab femininity.

This is followed by an &=mjgrkeesdl®d8Bon o
1999), examining how she draws on ninetearghtury photographic representations of
women produced during the Qajar monarchy to comment on fempkriexces in
contemporary Iran. Like Essaydi, Ghadirian sets up a dialogue across cultures and across
historical periods between representations of veiled females that she uses to expose the

concept of femininity itself as a performance.

Chapter Five: A Veil of Words, A Veil of silence: Subverting Conventions in
Cultures of Invisibility: Chapter Five focuses on how female visual artists with origins

in diverse Islamic cultures make use of words and silence in their work chidyger

begins by establishinthe significance of the calligraphic traditian Islamic cultures

over time. This enables us to more fully understand the ways in Essaydi and Shirin Neshat

consciously invoke calligraphic traditions and conventions associated with Islamic art
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and then corest them by juxtaposing text with the female body, using it to explore issues
relating to identity and to the politics of representation. These artists use the written word
to disrupt the regime of visuality which objectifies the female bdaokging viewers of

their work to think again about how they (mis)read representations of women, whether
they are literally or metaphorically veiled. The chapter concludes by examining Newsha
Tavakolianods ar t Listem which ludes vide@ rphotegraprend | e d
calligraphy to explore how a particular understanding of the Islamic conceptrah

has led to the literal silencing of Iranian female singers and the broader symbolism of this

in relation to womendés voice within soci

Chapter Six: A Way to Be Ourslves: ReFashioning Muslimah Identity: This
chapter usetheoretical perspectivéiom the relatively new interdisciplinary field known

as Fashion Studies to help to interpret a series of works by artistmakeimplicit and
explicit references to thestourse of fashion in order to frame their representations of
hijab as an assertion identiffhe works discussed here by ManalPé¢wayan, Ghada
Amer, Mona Hatoum, and the husband and wife collaborative tedfarbfd Moshiri

and Shirin Aliabadask vievers to think again about the symbolism of bodily coverings,
the visual representation of the dressed banly the multiple meanings that the act of
covering the body may have. They show that fash@&mnact as a means of interrogating
social and culturalarms and conventions in relation to gender. It can be used as a symbol
of a collective political identity. It can speak to concerns about identifying with others
and/ or asserting onebés own distinctivene
serveas a potent symbol of empowerment, resistance or contestation, linking the personal

and the political.

Chapter Seven: Conclusion:This concluding chapter begins loutlining the key
findings of the study in relation to the research questions and identifies the contribution
that this research makes to the field of visual art, in particular the role that female artists
from Islamic backgrounds can play in deepening our undhelisig of alternative forms

of representing the female body in cultures of invisibility. The limitations of the study are

then addressed, and followed by suggestions for future research in this area.
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2 Chapter Two: The Multiople N

2.1 Introduction

The philosophy of Islam has played a central role in the culture of those Islamic and
Islamicate countries where its adherents represent a sizeable proportion of the population

(seeFigurel).?*

=

World Muslim Population
Population by percentage (%)

Figurel: Map showing percentage of Muslim population per country (2@ig)tal image, 800
x 379 pixelsWikimedia.org, 2018accessed 19 Dec. 2019

As is the case with otheworld religions, Islam has influenced sodoltural
attitudes towards the body and gendered identity, and has also helped to construct
particular ways of seeing and looking relatiénBeyond this, it has also shaped ways of

thinking about representatiam the visual arts.

%This adjective refers to o6cultural manifest
tradition which does not refer directly to t
complexhistorically associated with Islam and the Muslims, both among Muslims themselves

and even when found among Abru s | i The ©xéord Encyclopaedia of the Islamic World
(2019)https://oxfordislamicstudies.com, citifdarshall G. S. Hodgsoifhe Venture of Islam:
Conscience and History in a World Civilizatig@hicago, IL: University of Chicago Press,

1974), p. 59.

% The allusion here is tdohn BergerWays of Seein@i.ondon: Penguin, 1972)nd also Jane

Gainesp Whei tPri vi l ege and Looking Relations: Rac
Screen29.94 (1988), 1i27.
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The female artists whose work is discussed in this thesis were all born and spent
their formative years in contexts where Islamic thought and culture predominated. Some
continue to work in their country of origin but have been expts&tiestern art; others
have freely chosen a transnational existence, moving between cultures, or have been
forced by political or personal circumstances to adopt this way of life. It is argued in this
thesis that all the artists whose work is discusseellieeve maintained a relationship with
their Islamic cultural heritage. This may take the form of an affectionate homage to
tradition and/or a critical reinvention of this. Sometimes this relationship is explicitly
signalled by the artist herself, in hdraice of visual styles, techniques, symbols and
themes, or in the title of the work. At other times, it can be more accurately described as
taking the form of what Fassi h Keiso ref
cultural memory that when regered can add a new dimension to our interpretation of
the work?® Examination of this body of work can provide valuable insights into our
understanding of how visual art that is located between cultures can be used to challenge
cultural conventions relatg to the representation of the female body and gendered

looking relations.

In addition to this transnational and transcultural aspect of the biographies of the
artists being discussed, the works in question also explicitly engage witlusiim
audiencesThis is the case thematically, in terms of the content they engage with, and/or
in terms of audience and reception, by being exhibited to Western audiences. A common
consideration in this thesis is therefore how the works in question negotiate thiatypund
between Islamic and neislamic contexts, and between East and West. This in turn
persistently raises the question of the histories of these cultural relations, and how these
histories situate contemporary individuals and artists who find themselvgistin them.

As will be shown, the veil is a device and technique that demonstrates aspects of these

historiesi and the way they continue to inform the presewith great clarity.
2.2 Massimo Leone and the Semiotics of Veiling

Itis useful heretoexpler Leoneds i deas on the semiotioc

since many of his ideas have directly or indirectly informed my approach in this thesis to

% Fassih KeisoThe Body in Twilight: Representation of the Human Body, Sexuality and
Struggle in Contemporary Arab Ai$aarbriicken: VDM Publishin@008), p. 19.
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interpreting the visual representations of female bodies selected for discussion. In terms
of my overarching interest in the way the veil functions as a site of cultural contestation,
a O0third spacebd, I n Bhabhads ter ms, Leor

creating -hefweenonéso®odonis significant. L e

Research on theultural history of the vell is increasingly revealing that, beyond

all the differences in shape, size, material, and relation to the body characterizing

the various objects that can be ascribed to the broader semiotic category of the veil,
itsphenomenalgi cal essence probably |lies exact]l
of being between something and something élseveen the naked surface of the

body and an external gaze, as is the case in many cultures of invisibility, but also

between an internalaze and the external world, as is the case in some other
cultures of invisibility.[é] the semiotic
the way in which artifacts belonging to this category produce meaning, also
depends on it s heddoteot gererating) bysts riere presencd, a

difference, or a set of differences, between something and somethifg else.

Leone makes a number of points here that can be considered of particular relevance to
the visual representations that are studigdmi s t hesi s. The first
English can be used to refer to a multiplicity of items of dress, each of which has its own
specific physical qualities: from the sheer white nylon tulle of a Western bridal veil (see
Figure 2 top left) to the multicoloured, heavily ornamented, handcrafted Bedouin
wedding veil (sed-igure?2 top right). A veil may also conceal to very differing degrees.

A veil made of netting may be a mere stylish addition to a hat worn by a fashion icon
which is not intended to conceal anything (Begire2 bottom left). Alternatively, it may

be a black garment trimmed with laéicthe height of fashion in its daythat was designed

to envelopethevh ol e of a womands body wFigue2t he

bottom right).

27 Leone, p. 273.
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Veil Lengths
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Figure2: Veils (refererceinformation provided in footnotes to the discussions of each image

below).

The top left panel ofigure 2 shows an illustration from the website for a

Sheffield-based company Curvaceous Bridal intended to help biodes decide the
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length of the veil they wish to purcha@ezach length of veil is given its own title to
distinguish between them. In this context, the veil can read as participating in an
iconography of purity and chastity, other aspects of which are the white attire of the bride,
white having connotations of purity in this contékt Pur i t y 6, her e, e f
virginity, and one can read the veil as a metaphorical representattbe bfymen, as

Leone argues:

the veil is nothing but a sign of the hymen, that bodily veil which stands between
the female body and the desire of men [ é
public sign of virginity exactly as the hymen is a private sifjit.*

The emphasis on virginity in the bridal iconography derives from the patriarchal
presumptions underpinning the wedding ceremony, and the roles of the participants in it.
The bride is conceived of as amprespectiveo mi c
husband, with the standard phrasing of ¢t}
woman to be married?6, and3¥Théneedoersphasised t &
her virginity arises from this economic dimension of the roke wWoman plays. It is
necessary to show that she has not been
buyer, will have full possession of h&rThe veil in this context is bound up with

patriarchal concerns over possession and virginity as araasswof it.

The top right panel oFigure 2 shows a Bedouin wedding veil (22 x 19 cm)
traditionally worn by the women of the Harb tribe (from sewtst Najd province in
Saudi Arabia) during marriage ceremontéi.was one of the itemfeatured for sale on

the Karlsson & Wickman Gallery website, a company that specialises in the sale of tribal

art and objects intended to be wusdilkdd t o c
BCurvaceous Bridal. o6Wedding Veils and Ot her
<https://curvaceousbridal.co.uk/weddingils-andotheraccessories/faccessed 9 March

2018].

2 See:Edwina EhrmanThe Wedding Dress: 300ears of Bridal Fashiond ondon: V&A

Publishing, 2011).

301 eone, p. 280.

1See: VernonRWi ehe, 6iAWho gives this woman to be n
Qu e s tJoumal 6f Religion & Abuse?.3 (2001), 80190.

%2Elena GProcarieF o | ey, 6 Ma r Folklaregld4 (BOD4): 452 (p.s462).

B¥T. C. Corbacho, O6Embroidered Nigab with Silyv
<https://www.pinterest.co.uk/pin/375487687672221788/?nic=1> [accessed 19 October 2019].
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i nt et Clearystlds. veil has passed from ttealm of clothing to be rpurposed as

et hnicdé art. As |l ater discussion will s
the view of the veil in the Muslim world as desubjectifying the wearer. This veil is
elaborately decorated in semioticallyjgrsficant ways, with the coins, tassels and
embroidery all signifying forms of status and agency that work directly contrary to a

vision of the wearer as deprived of subjectivity.

The bottom left panel dfigure2is a newspaper photograph taken during Princess
Dianads visit to Paris for an Armistice
from which the image is taken, Sarah Mower emphasises that visibility was a major
concern for female members diet British royal family when making decisions about
what to wear® The veil is a hint towards the sombre nature of the occasion, a reference
to the tradition of black mourning dress originally introduced in the UK in the Victorian
era. In this context aga one sees the veil employed in relation to conventions
underpinning the patriarchal social order. Widows were expected to wear veils after the
deaths of their husbands, in a convention analogous to their wearing them on their
wedding days® Specific peiods of mourning were deemed appropriate, during which
widows would need to dress according to such social conventions, and the failure to
follow such requirements would invite social criticism for lack of modesty and correct
reverence f or d thiskeand/wSinilar veénsentiah® eelating to the
performance of mourning and modesty, frequently involving the use of specific clothing

to demonstrate this, can be seen in many cultural contexts, including the Islamicate world.

The bottom right panel dfigure2 is an Italian illustration of a Spanish veiled
lady, or tapada dating from the late sixteenth century, when veiling became a
controversial fashio in the early modern Spanish world and elsewhere in Edfope.

Bass and Wunder explain, th@padawas vi ewed variously as

“Karl sson & Wi c Kanlaon & Widkmdmna1uOictober 2@ 4
<http://www.karlssonaswickman.com/blog> [accessed 30 October 2019].

¥Sarah NMhwemrHaté That Made DDailyMail, E7eAegust 2017k e a
<https://www.dailymail.co.uk/femail/articlé 7977540/ ThéhatsDianafeellike-princess.htmi>
[accessed 18 October 2419

3% See: Lou TaylorMourning Dress: A Costume and Social Histohpingdon: Routledge,

2009).

37 Taylor, p. 12.

B5Citell a SpagnubronaCesafe Seralide gihabiti anticlg,ie moderni

di diverse parti del mondd&/enice 1590Reprodweed in Burghartz (2015).
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unsettlingd and Oseduct¥ Vhe combmaton ef these u s |,
qualities with a garmerthat veils the body may seem paradoxical, but in fact follows
precisely the logic of the culture of invisibility that Leone identifies. As Leone notes, by
rendering invisible that which would otherwise be visible, a semiotics of invisibility,
rather than bscuring it, in fact draws attention to it more forcefully. It is this logic that
makes the veiled woman 6alluringd and ©6r

will be seen in later discussions about the eroticised dimension of Orientalist

repree nt ati ons of the veiled woman. Put sin
range of different i mages since, as a fo
moments and | ocationséd.

The second key point i n thismaienatspecificdyr g u me
the veil and the concept of Oveilingd co:

existence of another boundary that is all too often invisible or intangible. The veil and the
act of veiling serve the purpose of marking a ths ho | d, 0t he fact
somet hing and something el sed: -lwéhtawe éHdrodni c
the O0interstices6 where domains of differ
frequently the very space where ident$ynegotiated, a space Bhabha refers to as the
0third spaceébé. It is called the O6third s
semiotic opposition (subject/object, male/female, etc.) are contested through playful
cultural negotiation. Theevi | 6 s engagemenkte tiwe etnhniess skdi nnde
the veil has been seen as a pivotal element of identity pdfiticss this, perhaps more

than any other quality of the veil and veiling, that make it so fascinating a subject for
female artiss.

These concepts are quite vividly illustrated in the works reproduced beiiguve
3andFigured) . The first, Lalla Essaydi dés photo
from the series entitle@onverging Territoriesillustrates theange of transitions which
take place between girlhood and womanhood in which veiling plays a central role in

¥Laura R. Bass and Amanda Wunder, O6The Veile
Seduction and Scandal Hispani€Reviewr7.1¢2009)V¥1d4 (p.d, an
97; p. 98).

L ewi s, 0 Reiliag, Represéntation and Contemporary, Art8.

“See:SusanlBur ghartz, 6Covered Women? Veiling in

Caplan History Workshop JournaB0.1 (2015), 132.
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identity construction. This photograph follows the convention of reading text and images
from right to left in Arabophone cultures, although santieers in this series do not. The
Il mage suggests that each transition from

by a new form of veiling of the body, as she assumes a new social identity.

Figure3: Lalla EssaydiConverging Territories #302004.Chromogenic print mounted to
aluminium 84.77x 103.35cm., Edwynn Houk Gallery, New YorkNY, USA

The prepubescent girl wears a ng@enderspecific kaftan made of a light
translucent fabric. With the transition into puberty and the physical changes that
accompany this, a hijab is added to her outfit. This covers her hair and shoulders, and is
now madeof fabric that reveals nothing beneath its surface. When she enters the next
stage of eligibility for marriage, the young woman signals this in the public sphere outside
the home by wearing theaik agarment that erases all signs of the female body, (hai
upper and lower bodyhands and feet), together withtangular cloth &djar) that
conceals the bottom twihirds of her face. At this stage, the veiling both conceals and
reveals but still mar ks a boundaaledby Fi na
adopting a fuliface covering outside the home. She was now moved from the status of
unmarried daughter to wife, passing from the guardianship of onei rhalefatheii to
that of another, her husband. From now on, her body is for his eyes only.

Essaydi 6s work shows how veiling can
of becoming, marking boundaries between the females and also marking out their
relationship to males. In addition, it also highlights the existence of another threshold that

must be recognised in an Islamic society such as Morocco, that between the public

47



(exterior) and private (domestic) sphere.
that meet and overlap, but in traditional Moroccan society the boundaries ef thes
territories (masculine/feminine, public/private) remain strictly delimited, and are
effectively inscribed on the surface of the female body. Nevertheless, as discussions in
later chapters will show, in response to these strictly delimited polaritiesyattkeof

Essaydi and the other artists considered in this thesis demonstrates means of disrupting
and subverting the objectifitetweenthheygd

Bhabha identifies as central to the negotiation of cultural meaning.

Leone also emphasises that the veil 6:
creates Oby its mere presence, a differer
s o me t h i % Burghaltzshaséshown that this has been a persistent aspect of the
practice of veiling, illustrating in her historical study that in Early Modern Europe the velil
acted as a kind of screen onto whielars and fantasies about Otherness in terms of
gender, race, and ethnicitere projected® Sometimes artists can use thé as a marker
of both differencendsimilarity to make a broader point about our concept of Otherness.

In the wake of the events of 9/11, while she was studying on a scholarship at the Portfolio
Centre in Atlanta in the United States, Yemeni visual taBigushra Almutawakel
produced a series of photographic portraits entifleel Hijab/Veil At that time, veiled
women bore much of the brunt of the wave of Islamophobia that swept America and this
series was her reflection on the othering of a group thdt greviously been fully

integrated in societ§’

One of the works in this series featured a triptych of portraits of three veiled
women (possibly the same female in each case)Higeee4). Each individual is triple
veiled with the same layers of coloured material (inner red, middle white and outer blue).
The figures in the two outer images wear identical red veils covering the lower part of the
face and the hair. The central figure wean®d wimple. The hands of all three women
are pictured in poses suggesting the act of prayer, with each typifying the position most

commonly adopted by the three Abrahamic religions: Islam (left), Christianity (centre,

42 eone, p. 273.

43 See: Burghartz, ppiB2.

44 Accordingto an FBI report published in 2002, hate crimes against those associated with Islam
increased by 1,600% (0O6Connor, 2016) .
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with rosary intertwined) and Judaignight), respectively® The gaze of the female figure
in each case also suggests an introspective, meditative prayerfulness. In the two outer
portraits, the womends eyes are cast dov

womanos he a dehersyestgaze upwatds,\fixed on the far distance.

Figure4: Boushra Almutawakel, Untitled, froffhe Hijab/Veilseries, 2001Chromogenigrint,

54 x 100cm., private collection

Al mut awakel 6s | mabgte dsuatdimdaaitied and ddferenges, wi t
reminding viewers that veiling as a practice is not unique to Muslim wamealso that
it pre-dates the advent of Islaffhe first mention of veiling in Judaism is to be found in the
Old Testament. Rebekah, wisotd marry Isaac, is brought to her betrothed by a servant, and
on seeing her husbatetb e appr oaching t hem, 6she*® took
indicating that at this time, this was already an established custom signalling unmarried

status

There is also evidence that the Jewish tradition of covering the hair is an ancient
one, since elsewhere in the Old Testament there is a description of a ritual that was used
to determine whether a woman accused of adultery was guilty or innocent. Priar to thi
ceremony, the officiating priest uncovered or unbraided the hair of the married woman
suspected of infidelit§’ suggesting that this was seen as a humiliating act prior to
judgement. This reference has been interpreted by some Talmudic scholars asgimply

7

4 Adherents of these monotheistic religions are referred &hlaakkitab( | i t er al |y, o6t
of the Bookd) in the Quran.

46 Genesis 24:65ttps://biblehub.com/genesist®%.htm[accessed 20 February 2020].

4" Numbers 5:18,
https://www.bblegateway.com/passage/?search=Numbers+5%3A18&versionfcdessed

20 February 2020Q].
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that, based on scriptural evidence, covering the hair is a religious requirement for married

women?8

In contemporary times, most Orthodox Jewish women who are married cover their
hair with a scarf, hat or wig (known astegel) following rabbinic dénitions of modesty
(a concept known in Hebrew &niuth). Jewish women also usually cover their head
during worship. As Salzberg notes, for w
oneods hair rests at t h eustom,r persosal chaicesandb e t \
communi ty i“ Many of the coattibutaranté the bododest Fashion:
Styling Bodies, Mediating Faitbraw links between the concept of modesty and hair
covering across all three Abrahamic faitAd\s in the Islamioversion of the custom of
the veil explored throughout this thesis, the norms governing the codes of the employment
of the veil are tied to womends identitie
I and a specific regime of sexuality thiss@rines: daughter, wife, widow, adulteress,
prostitute. The veil serves as a visible symbol of where the woman is placed within the
system governed by this authority.

The practice in early Christianity of veiling and covering the hair in particular was
influenced in large part by Judaic custom, andadhent r al figure in
triptych offers a visual reminder of this continuity by evoking the iconography of
representations of the Virgin Mary: the Jewish mother of the founder of ChristiAgity
Figure5 below illustrates, representations of the Virgin Mary often show her with a veil
covering her hair and a mantle draped over a tunic. In harleatn medieval
representations of the Virgin Mary, Annemarie Weyl Carr highlights the important role
pl ayed by the veil in the depiction of )
dialectic of transformation and mystification, occlusion and de% @olours are also

often rich and contrasting, as i n Sassof

Al i eza Sal zberg, O0Hair MydewishrLeamiggn.d.f or Marri e
<https://www.myjewishlearning.com/article/haioveringsfor-marriedwomenp [accessed &

May 2018].

49 Salzberg, [accessed 18 May 2018].

0 See:Reina Lewis, edModest Fashion: Styling Bodies, Mediating Fditiondon: I. B.

Tauris, 2013).

Annemarie Weyl, O6Threads of Authority: The
Robes and HonoiThe Medieval World dhvestiture, ed. by Stewart Gordon (London:

Palgrave, 2016), pp. 593 (p. 79).
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follow the habitual colour coding of Catholic depictions of the Virgin Mary. Alana CGordy
Collins explains thi s Clristianaconographyged &nd ldua t h
are symbolic of | ove and truth, twin vir

being associated with purity.

Figure5: Giovanni Battista Salvia da Sassoferrdtoe Virgin in Prayer1640 50. Oil on
canvas58 x 73 cmThe National Gallery, London.

A

St Paul 6s Letter to t he Corinthians

originally codified the imposition of veilingn women in the Christian Church:

Every man who prays or prophesies with his head covered dishonours his head.
And every woman who prays or prophesies with her head uncovered dishonours
her head, for it is just asnoitdcoverdis hai r w

head because he is the image and glory of God; but woman is the glory Bf man.

As this extract makes clear, covering the head was associated with religious piety, and
symbolisedsubmission talivine authority.It also visibly signalled the perceived difference

i n t he status of mal es and f emal es wi tf

52 AlanaCordy-Collins, Archaism or Tradition?: The Decapitation Theme in Cupisnique and
Mo c he | ¢ o batngAmeripah Anfiquity3.3 (1992); 206220 (p. 208)For more on
connections between representations of veiled women across cultures, see the discussion of
Zi neb SdfBartnais or the Virgin Maryin Chapter Three of this thesis.

% 1 Corinthians 11:67, https://biblehb.com/1_corinthians/%.htm [accessed 20 February
2020].
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naturalises the patriarchal system that the veil inscribes, imputing ultimate metaphysical

authority to the social poweelations that the conventions of veiling demonstrate.

While veiling as a practice was more widespread in the past, @hangtian
womenfrom different cultural backgrounds and denominatioostinue tocover their
heads or hair using caps, veils, snoodsaarves to showodesty and/or indicate their
marital status. It is also still relatively common for Christian woratending church
services oother religious events, or visiting sites that are considered sacred, to wear some
form of head covering artd cover bare shoulders/décolletage. A formal ritual known as
the taking of the veil traditionally formed part of the ceremony for those women wishing
to enter a religious order as nuns. Like Leone, the French anthropologist Danielle Rives
views the veilworn by nuns as an important symbol marker of an identity shaped by
acknowledging the boundary between spaces (personal/private and sacred/secular) and

the transition into & new |ife as a O0bri

Another French anthropologist, Christian Bromgex, has argued that the
practice of veiling as a feature common among female adherents of the Abrahamic
religions can be linked more broadly to the symbolic importance that these cultures have
traditionally attributed to hair. He observes that this ptalscharacteristic (like the
garments that can nguely uiedkid expressing statuedifference,) i
relations among kin, group membership, and both the submission to and refusal of predominant
social, politic&luramaearr elhieg iad apdineoegendnayd . 6 s
genderi ar e maj or r ef er en t>%Forithis reasbnethelcencegingaog e ¢
revealing of hair in visual representations of female bodies has frequently been used as a
symbolic devicen Christian iconography , and merits particularly close attention in works by
artists from Islamic and Islamicate societies, as we shall see throughout this thesis, and
particularly in the discussion of the work by the Palestinian visual artist Monankiatou
Chapter Six’

*See: DaniellRi ves, O6Taking the Veil: Cl otiohrhahg and
of the Western Society for French Histd® (2005), 466486.

®Christian Brombéeg®estoéHait hef Mohdl e East t
Journal of American Folklorel21.482 (2008), 37399 (p. 379).

6 Bromberger, p. 381.

5" See:Margaret R. MilesCarnal Knowing: Female Nakedness and Religious Meaning in the
Christian Wes{Eugene, OR: Wipf and Stock Publishers, 2006).
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Leone makes a further observation about the extent to which the act of veiling can
al so serve as a means of controlling and
gaz®ea®dd Jane Gaines called 6l ooking relat

Leone argues that the veil is situated:

between the naked surface of the body and an external gaze, as is the case in many
cultures of invisibility, but also between an imtal gaze and the external world, as

is the case in some other cultures of invisibfifty.

The veil can be seen as acting as a form of protection from the unwanted mafe gaze.
Leone notes that one early Christian theologiartullian, referredtoita8a h el me't
the virgins and a shield against darts and temptations, armour of honesty, bastion and
shel t er 5bAtthecsanse simej thewd is intended to mark the boundary between

the personal space of the woman wearing it and public sphmeing her safe access to
this. In this respect it creates 6a space
t he publi athrdspadé®Arse ove shall see | ater, man

here resonate with ideas voiced by Islamic kbgi@ans and Muslim feminists.
2.2.1 Cultures of (in)visibility

Leone also introduces in his article an extremely useful but often neglected concept for a
thesis that focuses on visual representation of the female Muslim body: that of invisibility.
He argwes that to more fully understand Islamic visual culture and veiling we also need

to be aware of Graedaatin and early Christian representational conventions, noting that:

Even a cursory exploration of the history of the ancient Mediterranean cultures,

indeed from Jewish to Roman visual culture, passing through Greek visual culture,

®Laura Mulvey, o6Visual P [Tlee Fesminisra and Wislial Qudturer a t i
Reader(Abingdon: Routledge, 2003), pp.i%&8 (p. 45).

*°Leone, p. 275.

%1n some Arab and Berber tribal traditions, it is also believed to offer protection from the Evil

Eye.

61 _eone citing TertullianDe virginibus velandigOn the Veiling of Virgins), p.52. As Leone

explains, this was a morakttise, written sometime during the periodiZZb CE, that was

addressed to a Christian sect based in the North African city of Carthage who became known as
0Tertullianistsdéd. When Tertullian wrote this
puberty(defined as being twelve years old) wore a head covering outside the home, unless they
were prostitutes. When attending church, married women always covered their heads, while

girls did not, but there was a debate about whether unmarried women shoublel asied in
church. Tertulliandés treatise was intended t
2 eone, p. 282.
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shows that they all consider the veil as a central semiotic device, used in order to
articulate a complex pattern of visibility and invisibility around the presence of the

bodyin the visual structure of a socie#y.

Figure6: Greek bronze statuette of a veiled dancerj 2rdicentury BCE. Metropolitan
Museum of Art, New York20.5x 8.9x 11.4cm.,4.1 Ib.

Two examples will suffice here iflustrate this point. During the period ¢.550
330 BCE, there was an expectation that married women in Ancient Greece would wear a
veil to maintain their respectability, limiting exposure to the public gaze and concealing
them from the prying eyes of madangers? Classical Greek and Hellenistic statues of
high-status women represent them with covered hair and veiled faces. The Greek
philosopher Heraclitus (53%75 BCE) was one of tHest to comment on this use of the
veil by women as a means of syrfibmg social respectability. However, he is atste
of the first to have referred to the role that the veil can play in cultures of invisibility since
he noted that the veil can alsobeusedr hi di ng from the publi
nature in ordr to produce a kind of feminine mystique and allure, commenting that
6Nature | o% ks the ttterhroled thad veiling appears to play in the
representation of a female dancer presenteeigare 6. The artist represents a figure

8 Leone, p. 274. Ann Chamberlin also reports evidence of artistic representations of veiled

female figures dating from the Neolithic period (c.630700 BCE); seeAnn ChamberlainA

Hi story of Womené6s Seclusion i n t(PhiéadeMhiad d!l e E
PA: Haworth Press, 2006), pp.i3D0.

64 Leila Ahmed,Women and Gender in Islam: Historical Roots of a Modern Delhatedon;

New Haven: YaléJniversity Press, 1992), pp. 4.

% BrunoSnell, The Discovery of the Mind in Greek Philosophy and Literathew York:

Dover, 1982), p. 219.
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draped in a veil which conceals most of
but leaves the hairline visibly protruding beneath the edge of theé ¢meering. In
addition, while the figuredos veil cover s

contours of her female form.

In the Roman Empire, married women usually covered their heads as a sign of
their husband's authority over them, and beiegnsin public without a veil was
considered to be a statement indicating withdrawal from martfalge166 BCE, the
Consul Sulpicius Gallus divorced his wife because she went out in public unveiled, on
the grounds that she had exposed to the generatmaade what should only be seen by
a husband in the privacy of the domestic spheféis indicates that for married women
veiling was also interpreted as a symbol of chaste fidelity. As in the discussion of the
meaning of the veil in the conventions dfriStian marriage ceremonies above, here again
the veil plays a role in a semiotic system linked to patriarchal power conceived of
economically, as a husbandds ownership o
display of this body in public. The sarpeint is made by its converse: in a number of
cultural contexts where veiling has been common, such as ancient Rome or Renaissance
Italy, prostitutes were explicitly allowed not to wear the veil, marking their exteriority

from this economy.

The associativ of such a conception with the
was explored earlier in this chapter. In addition, the veil has also been used to demarcate
sacred and profane spaces. Both of these concepts are combined in the Roman statue in
Figure 7, which represents ¥irgo Vestalis Maximaor High Priestess of Vesta, the
goddess of the domestic realm whose shrines were forbidden to males. This female is
portrayed wearing auffibulum This cowtlike, shouldedlength white veil, which was
also bordered in purple (a symbol of high statug)s wnly worn when the priestess was
officiating at religious rites, whether at public ceremonies or at feordlerites. Andrew
B. Gallia has highlighted the symbolic importance of this item of clothing which has been
interpreted as sé\vVvitdeanh-bedwgairieds)iohtesedamalesenho

%SeeJudith Lynn Sebesta, 6Symbol i smrheWorld he Co
of Roman Costumed. by Judith Lynn Sebesta and Larissa Bonfante (Madison: University of
Wisconsin Press, 2001), pp.i43.

67 Sebesta, pp. 463.
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not only acted as intermediaries between the earthly and the divine in ancient Rome but

also enjoyed a more powerful and revered status than other women at tffe time.

Figure7: Roman statue of ¥irgo Vestalis Maximal25 150 CE Marble.Museo Nazionale
Romano.

These historical examples bring to light a range of revealing aspects of the
function of the invisibility the veil confers in theemiotic system in which it occurs. In
Leoneds terms, European and North Ameri ce
6cul tures of visibilityé, meaning that
analysing, and interpreting the ways in whicghs u a | culture 6gives
what i € Madersityis & éulture of visibility, with the metaphor of its founding
phil osophical orientation being that of
and the epistemological ideaf the Enlightenment was to uncover the hidden and
obscured in order to know and understand them. However, Leone maintains that there are
ot her cultures, which he refers to as 0
include those of the Islamicwdrl) wher e visual representat:i

also from the point of view of what they hide, conceal, and choose not to represent, so

®SeeeAndr ew B.h eGaM elsitaglhssadlPhilolagypl09.3 (2014), 22240.
% Leone, p. 273.
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giving an iconic abB3hesemmticinwersionlofatthe logisof gpr e s
culture of visibilityis clear: where a culture of visibility produces meaning by rendering
present what is absent, a culture of invisibility does so by rendering absent what is present.
On the basis of this argument, special attention will be paid to considering those elements
in the representations that have been veiled (literally or metaphorically) and to the extent
to which these female artists choose to follow or flaunt Islamic artistic conventions
regarding (in)visibility.

Having considered the rationale and influencesdhginally prompted this study
of visual representations that engage with the theme of veiling (unveilivgilde and
re-veiling) produced by women from Islamic cultures, together with some of the general
meanings that semioticians and anthropolsgisave ascribed to this practice, the
following section focuses specifically on Islamic theological perspectives on veiling, and
on how interpretations of a set of key scriptural texts have helped to determine attitudes
towards the practice of covering tieenale body in particular ways and in certain contexts

in the Muslim world.
2.3 Veiling in Islam

Islam is divided into a number of sects. The most important of these splits occurred in
632 CE following the death of the Prophet Mohammed when major disagtseanese

about who was best placed to assume the role of successor. This led to a split among his
foll owers into Sunni and Shidéite factions:s

political tensions in the MENA region to this day.

Within Sunni klam, which has the largest number of adherents, the primary
source oflslamic jurisprudencefigh) i s t he Qur dan and inter

Muslims:

each word in the Koran is believed to be an actual utterance of god. It is not only a
source ofdivine revelation but also a guide to political, social and cultural matters.

This reinforces the concept of Islam not only as a religion but also a way 9f life.

OLeone, p. 273.

161 sl amo6, Wor | dheRimdeapglis Iostitiste of At Ar t .
<http://archive.artsmia.org/worctligions/islam/islar8.html> [accessed 12 October 2018].
See alsoSeyyed Hossein Nasr, etslamic Spirituality: FoundationgAbingdon; New York,
NY: Routledge, 2013).
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When Muslims feel unable to find clarity
other sources. The firstilmadith a compi |l ati on of the Prop
and although this set of texts does not |
considered to be a useful guide to everyday lifAiagd is considereatbe the second

hi ghest source of aut ha'? Fitally, sinmhrdfessita m a f
established custom, conduct, normative precedents, and cumulative tradition that is
typically based on the deeds of the Prophet Muhammad.

Figh can becategorised into four main schools of thoughathahil) known as
Hanafi, Shafi'i, Maliki, and Hanbali. Thesehools of thought ascribe their independent
reasoning taheir respective founderspur Muslim jurists and theologians who lived
during the fir$ three centuries of Islam\bu Hanifa ArNuman (699767 CE) of Kufa
(current day Iraq), Malik ibn Anas (711395 CE) of Medina (current day Saudi Arabia),
Mohammed Ibn Idris Asts h a f i @19 CE)/a&®of Medina, and Ahmad ibn Hanbal
(7801 855 CE) of Bapdad . Most of the artists whose work is discussed in this were raised
in predominantly Sunni Islamic cultures, the main exception being those from Iran where

Shidéda Islam is most commonly practised.

Two key passages from t hkatiorQtothepscticear e

of veiling:

tell the believing women to lower their gaze and be modest, and to display of their
adornment only that which is apparent, and to draw their veils over their bosoms,
and not to reveal their adornment save to their owbhdnds or fathers or husbands'
fathers, or their sons or their husbands' sons, or their brothers or their brothers' sons
or sisters' sons, or their women, or their slaves or male attendants who lack vigour,
or children who know naught of women's nakedn&ssl. let them not stamp their

feet so as to reveal what they hide of their adornritent.

2The Minneapolis Institute of Afaccessed 12 Qaber 2018].

3 John L. Espositdslam: The Straight Pat{8rd ed.) (Oxford: Oxford University Press, 1998).

4 Quran, AlNoor 24:31. Marmaduke Pickthall, T h e Meani ng of t he Gl
(Dorchester: Dorset Press, 193B)should be noted thatnce Muslims believe the Quran is the

word of God, as revealed in Arabic by the angel Jibril (Gabriel) to the Prophet Mohammad,
translations of the Quran are typically seen as flawed imitations that fail to capture the complexity
and completeness of a fest original. Moreover, they always reflect particular interpretations

and influences relevant to the time and culture in which they were produced.
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O Prophet! Tell thy wives and thy daughters and the women of the believers to
draw their cloaks close round them (when they go abroad). That will be better, that

so they may be recognised and not annoyed. Allah is ever Forgiving, Metciful.

These two extracts can be said to lay the foundations for Islamic teachings regarding the
practice of veiling of the female body. 1
toasAl-Noor( 6 The Lightoé) clearly recommend t ha
be concealed when a woman is likely to find herself in the presence of males who cannot
be considerechaharim As defined i n t hmaarimigstherteanct f r
used to refer to male family members, males related by marregke other males
considered to form part of the domestic househbIhis strongly suggests then that
veiling is closely related to the regulation of gender relationships by segredgisalso

clear that concealing the body when outside the domestic domain was considered
important for females as this was thought to be a means of preventing them from
harassment from males when in the public sphere. There is however a degreerdsague

in the Arabic expression of t he Qurbani
interpretations. Consequently, the four schools of Islamic thought have advocated
conflicting viewpoints on which parts of the body must be concealed, opinions that
accordng to Kimberly T. Wortmann have often been influenced by a range of historical,

political and social concerri$.

The only body part that is specifically named in Arabic in the Quranic verse as
needing to be covered jisyubihinna(their bosoms}® However, the more general term
awrahi s al so used in the Qur 6an ltisdifficultetd at i o
fully grasp the meaning of veiling as a practice in Islamic societies without understanding
the key concept owrah.Sal i | ah Sai dun defines this
forbidden to be shown to specific indivict

S Quran, AFAhzab33:59 (Pickthall).

6 At that time, extended households in the Arabian Peninsula woolihalsde slaves and

servants. See: 8.1 k a r fomaks [ 1,§ KGIRD BOFOEDKBAZ B /1 | cuBFa [Blanfu(2017)
<https://www.islam4u.com/ar/almojib> [accessed 21 July 2017].

"See: Kimberly TWo r t m &achaimingdthe Veil: AHistorical and Literary Study of How

Islamic Feminists Have Appropriated the Veil Symbol as a Hermeneutical Tool in the Study of
Islamd (unpublished di ssertation, Macal ester Un
' brahim B. Syed, O0Misint ea pRemissaricé MonthIg0d5 Qur 6
<http://www.irfi.org/articles/articles_301_350/misinterpretation_of_qur.htm> [accessed 11
November 2018].
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English as o6private partso6é the much narr
does not correspondith the Islamic concept, which differs depending on age and gender
and may also vary historically and culturald/Saidun notes that accordingftqh, the

concept ofawrahdoes not apply to boys or girls under the age of seven. From ages seven
to ten, br boys the anus and genitalia are classealaiah for girls, this refers to the

trunk, arms and thighs. In adulthood, for malesatheahcovers the region between navel
and knee. H o w ewrahis the whale bady exaeeptdhe hands and facg, an

some scholars aYso include the feetbd.

Theologians and legal scholars of Islam, the majority of whom are male, agree
that there is a requirement for women to veil but the extent to which the female body
should be covered is subject to different intetations$! While most contemporary
Islamic scholars agree on the needNslim woman tocover the hair and upper body
asa divine duty {aklif), there is no agreement on the status of face and AaHdsbali
schol ars mai nt ai nawataadthe@forevroust bev@ildtiinfother e i s
cultures, women are expected to wear gloves, covering their himndeme Islamic
cultures, such as Iran pebkt9 7 9 , a womanos awmldoesto thesfactal s o

that it is considered to be something that can serve for the purposes of séfuction.

The example of the female voice clearly demonstrates that tieegioofawrah
is intrinsically linked to another Islamic concept: thatfigiah. This Arabic term has

numer ous meanings: otri al or testing, t e

®SaliyahSai dun, O6Photographing Human Subjects in
P e r s p eloutnal of dMédijcal Ehics, 39.2 (2013), 8488 (p. 85).
80 saidun, p. 85.

81 See: Aisha Wood Boulanoyar 6 The Noti on of Modesty in Mus
Islamic Point of Viev 6New Zealand Journal of Asian Studi82 (2006), 134156; Sandra
Hochel, 6To Veil or Not to Velntercultuvabi ces of M
Communication Studieg2.2 (2013), 4067.

82 Jen'nan Ghazal Read and John P. Bartkqwskd To Ve | or Not to Veil

Identity Negotiast on among Musl i m WoGeader &iSocietyld.3(RO00O),, Te x
395417 (p. 415).

8l sl am Awareness, ORulings Rsapnawardriess.§le20Ve ar i ng
<http://www.islamawareness.net/Hijab/Nigab/rulings.html> [accessed 2201Hj.

84 The issue of representing the silenced female voice is explored later in this thesis in Chapter
Five using the work of Iranian visual artist Newsha Tavakolian. Sester for Human Rights
inlran,Cr ushing Creativity: dnthaFash®on Ihtastr@Dl7i ner s Cr
<https://www.iranhumanrights.org/2016/12/arrestdetcontinues> [accessed 18 October

2019].
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seduction, enchant ment, o r.8AstheOxfordlIslamicr e s u |
Studies Onlineentry forfitnahn ot e s , O0A hadit hfitmhfamends t hat
w o me8hFar.this reason, some feminist analyses of veilsugh as those by Fatima

Mer ni ssi and Hai deh Mougchon assbeing punely voeonceal e n
womenos dan g é'rvalarisJ. Hoffrran aldo ihighlights théthnographic

studies from a number of different Islamic countries indicate that women are commonly
regarded as the initiators of illicit sexual reaships, and their presence in public is

considered a source of %Hofmap alsonateshowesem d s o

that the Qurbdéan makes it clear that o6Men
their faith, actiewesn iafn dé fmoonala bcechnatve nopuo
equal ity is not reflected in the social

The contemporary Islamic scholar Khaled@ihdi has argued that although the
veil is obligatory for Muslim women, no one has the right to faheemto wear it,but
that it is theiown decision and the God is the jud§én support of this view heitesthe
Quranic verse: 6t here shall be no compul
from the WmMHe anphasisadytdat Muslims may only advise, guidd
encourage other individuals to follow the practice of veiling; they are not allowed to
enforce this However, Bouachrine provides numerous examples of instances in which

women have been threatened with harsh consequences if they refuse to weaPthe veil.

Discrepancies of this type between the spiritual aspirations of Islam and their
realisation in the secular context of changing social, economic, and political

circumstances have led contemporary Muslim scholars such as Asma Barlas and Amina

®Oxford | sl ami ¢ StQxfdrd IslanicStondies @néne 6 Fi t nah 6,
<https://oxfordislamicstudies.com/article/opr/t125/e665> [accessed 17 March 2018].

8 Oxford Islamic Studies Online [accessed 17 March 2018].

87 See:Fatima MernissiyWomen and Islam: An Historical and Theological Enqguirgns. by

Mary Jo Lakeland (OxfordBlackwell, 1991); Fatima Mernisdeyond the Veil: Mald~emale

Dynamics in Muslim Sociefizondon: Al Sagi Books, 1993; Haideh Moghigsgminism and

Islamic Fundamentalism: The Limits of Postmodern Ana{ysiadon: Zed Books, 1999).

8yalerie J. Hoffnan and Valentine M. MoTthé@xtb@m, 6 Wo men
Encyclopaedia of the Islamic Wor{@019)<https://oxfordislamicstudies.com> [accessed 18

October 2019].

8 Hoffman [accessed 18 October 2019].

OKhaled AFGi ndi , O6Rul i ng on Hiojmpd,si AlnHa ya hweTa\¥ N
2014, 4ttps://www.youtube.com/watch?v=jxWurdXN1\¥faccessed 20 February 2020].

°1The Quran, ABaqra, verse 256.

92 Bouachrine, pp. 3%3.
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Wadud to suggest that there is a need to
differing aultural contexts in which Islam was revealed, institutionalized, and

p r ac t% As ¢hd @receding discussion has shown, there is a great diversity of
interpretation of the fine points of Islamic jurisprudence and custom, which demonstrates
the influenceof specific gender and soemlitical interests in the way they are

elaborated.

The varying interpretations of the concepawfrahand of female dress codes in
di fferent I slamic cultures are brilliant/
works, entitledMother, Daughter, DollAs in her previous serie$he Veil/Hijab,here
the veil al so createweenasemet hhifngidhmer ec
Leone notes is characteristitin this sense, it is useful to interpret this work in relation
to what Anna Secor r &While thesd veilingiregiméswary ih i n g
terms of thercetméonotmabitapil enhypo and cont
realized sets of hegemonic rules and no
themselves produced by s¥PEachi of c®dhsnuelal
images can be said to represarmtifferent veiling regime, ranging from modest Islamic
fashion of headscarf worn with Western dress through to nigab and burqa. It also plays

with notions of visibility and invisibility in relation to the female body.

%3 SeeAsmaBarlasp Bel i eving Womenoé in | sl am: Unreadi I
Qu r @Aastin, TX: University of Austin Press, 2002); AminaWad@d) r 6 an and Wo ma
(Oxford: Oxford University Press, 1994); Hoffman.

% Leone, p. 273.

%AnnaSecor, 6The Veil and Urban Space in |star
Knowl eGemfder,dlace, Cultur@.1 (2002), 522 (p. 9).
% Secor, p. 8.
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Figure8: Boushra AlmutawakeMother, Daughter, Dolkeries, 2010. Pigment print, 24 x 16

in., Museum of Fine Arts, Boston.

The final image in this series is perhaps the most challenging in terms of
interpretation since in one reading, this could be viewed as simply the obvious solution
to the O6problemé of women, namel vy, tot al
figuresin what at first sight appears to be an empty frame. The images, read left to right
and top to bottom, depict a steadily increasing stringency in the form of veiling
implemented, with distinction according to age being eradicated, colours other than black

gradually being eliminated, the style of the garments becoming increasing
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indistinguishable (and therefore rendering the individuality of the wearer invisible), and
more and more of the body being covered. However, when this is understood as a pictorial

essay on veiling regimes, the final image takes on another meaning.

Fadwa El Guindi argues thatvrah forms part of a broader set of ideas within
Islam that are related to the concepts of veiling, gender segregation and sé¢Rsioa.
Lewis makes thidink explict: 6 Har em secl usi on and the Ve
women separated to protect the community from the chéarabr uncontrolled sexual
energy [é] which some hold woul d®CGlosdr! ow
examination show that image is that of a black backdrop draped over the piece of
furniture upon which the mother, girl and doll were seating. This fabric acts as a curtain
or screen which prevents the viewer from seeing anything or, more accurately, anyone
that lies beynd it. This is another regime of veiling, evoking not only the seclusion of

the harem but also the Quranic origin of the conceptjab.

The title of the work draws attention to the significance of the doll in its
composition. As Freud argues in his gsea the uncanny, the doll, like the automaton,
is a site of the uncanry.The doll figures a blurring of the boundaries of animate and
inanimate, living and dead. When one considers this in connection with the heavily
gendered role of dolls, as a toy siheally for girls, the coercive effects of the framing
of femininity in such a regime become appaféhfThe wuse of the ter
sexualised epithet for a woman underscores this connéétidhe doll functions as both
tool and model for the femalchild to accustom herself to her limited subjectivitip
her curtailed subjectivity. The series
continuity in this acquiescence to an imposed identity, whereby the figures represented

embody various stag@s the female role in a patriarchal dispensation.

7 El Guindi, Veil: Modesty, Privacy and Resistanpg. 140 3.

% Reinalewis, Muslim Fashion: Contemporary Style Cultu(@urham, N.C.: Duke

University Press, 2015), p. 60.

% Sigmund FreudThe Uncannytrans. by David McLintock (London: Penguin, 2003). | also
discusstheuncanny;monnecti on with Mona Hatoumds worKk
W eon Hof fman, OFr eud Jownhl ofFtleemmarican RsyclSoanalytie c t i
Associatiord4 (1996): 2844.

MFeona Attwood, 6Sluts and Ri dfge Gadoyndal of : Fel
Gender Studie$6.3 (2007): 233247.
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Consideration of these implications of the symbol of the doll for a reading of the
image disrupts too easy an assumption that the development charted represents a
degeneration from relative freedomitwreasing erasure. Instead, the steady elision of
the female figures effected by the increasingly complete veiling makes visible a
desubjectification that is implicitly present from the very beginning. As the figure of the
doll i mpliesit htehed faingunmeaaugfhtéeémd are obj ¢
economic scheme. Such functions occlude full subjectivity. The increasingly stringent
veiling to which the sitting figures are subjected makes this visible, but the figure of the
doll makes cleathat this is a valence that is present throughout, by virtue of the
positioning of the figures depicted. In this respbtither, Daughter, Dolproblematises
too easy a dichotomy of West and East. The semiotics of patriarchal domination common
in the East may strike Western viewers with marked force, for a range of reasons,
including lack of familiarity, orientalist attitudes, and others. Newdefs, the logic of

their application demonstrates clear continuities between Eastern and Westerf#4orms.

Al t houghhi jhisrovw fieequemtlydised in popular discourse in Western
countries to refer specifically to a head scarf or headdress wduglim women, it has
a much broader meani ng {%%Ilnits briginahcontektithis t e x
extract from the Qurdédan was addressed to
enter the Prophetds hous eerdhsgassagethastbeey t h
extended by analogy to support the view in some cultures of enforced seclusion of females

and as a result their exclusion from the public sphere:

O ye who believe! Enter not the dwellings of the Prophet for a meal without waiting
for the proper time unless permission be granted you. But if ye are invited, enter,
and, when your meal is ended, then disperse. Linger not for conversation. Lo! That
would cause annoyance to the Prophet, and he would be shy of (asking) you (to
go); but Alah is not shy of the truth. And when ye ask of them (the wives of the
Prophet) anything, ask it of them from behind a curthijalp]. That is purer for

your hearts and for their heart$?.

2This kind of deconstruction is al sMdyBwmgkpar en
Dress discussed in Chapter 6.

103 Al-Rassi, Majed SA Brief Insight into the Beautiful Teachings dats, Islam House, 2013.
<https://d1.islamhouse.com/data/en/in_books/single2/en_The_Beautiful_Teachings_of_Islam.p
df> [accessed 21 July 2017].

104 Quran, 33:53Pickthall, p. 54.
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Fatima Mernissi identifieghree interrelated dimensions of memn that are

expressed by the termjab or hajaba

The first dimension is a visual one: to hide something from sight. The root of the
verbhajabame ans o6t o hided. The second di mensi o
a border, to establish a threshold. And finally, the third dimension is ethical: it

belongs to the realm of the forbidden. So we have not just tangible categories that

exist in the relty of the sensek the visual, the spatialbut also an abstract reality

in the realm of ideas. A space hidden by a hijab is a forbidden ¥pace.

These dimensions of meaning that make up the Islamic concept of veiling highlighted by
Mernissiareclosely i nked to Leoneds own semiotic a
they do (in)visibility, betweenness and an element of taboo: that which should not be
gazed at. It is argued in this thesis that these are recurrent themes explored by the female
artists whose work is discussed here and that such themes are of particular relevance in

Islamic and Islamicate societies which can be considered cultures of invisibility.

This chapter has provided an introduction to the meanings and reasons for veiling
in variouscultures throughout history, as well as in Islamicate cultures specifically. As
has been shown, female veiling has consistently been linked to questions of social order
and the individual 6s appropriate ptolace wi
in the policing of gender difference and potentially socially disruptive sexuality. In this
sense, it is easy to see conventions of veiling as playing a repressive role, denying women
full individuality and subjecting their seffxpression to the diates of the society in
guesti on, as appears t o b evothempdughterdDoil n B
series, discussed earlier in this chapter.

However, as the following chapter will show, this view needs to be complicated
and nuanced. Such a viéwhat the invisibility the veil accords necessarily and simply
means the erasure of the individiiateveals a set of assumptions that arise from the
perspective of a culture of visibility, as Leone defines it, in which presence and visibility
are the basisf meaning and significance. In the Islamicate cultures from which the artists
considered in this thesis originate, however, invisibility plays a powerful semiotic role,

where absence and invisibility themselves signify forcefully. One needs only toeonsid

105 Mernissi,Women and Islanp. 93.
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the proscription on mimetic representation in Islam (discussed in more detail later in this
thesis) to get a sense of this. It is therefore important to remain aware of this dimension
of the cultural context in question when considering the represamtaitthe veil in the

works considered in this thesis.

Stated broadly, in the works | consider in this thesis, | consistently find a tendency
on the part of the artists to subvert or deconstruct the kinds of binary oppositions that are
required to constit the veil as unequivocally either good or bad, as either safeguarding
Muslim female identity or erasing it. In this way, they show the simplification brought
about by many constructions of the vies&nd by extension, of female Muslim idenfity
in bothcontemporary discourse and those discourses that have shaped it historically. An
I mportant way in which these works do th
spacebd6b, to use Bhabhads terminol ogyid t hat
oppositions around which the discursive identities are framed can be contested and

negotiated.

To begin to explore the role and nature of this third space of the veil, in the following
chapter | explore the concewpntkoférancedbet we e |
Algerian visual artist Zineb Sedira, who uses representations of the xefilettt on her

own personal journey of identity, as well as to critique assumptions about cultural
differences that inform a great deal of the current discursiuetsting of the encounter
between Islam and the West. | also engage with cultural histories of resistance in which
Muslim women have played a key role, alrdw on the discourgeoted in specific

historical moments and locatians
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3 Chapter Thraee:.:a ThiesdVeuild se of

3.1 Introduction

The veil interposes a screen or layer between two realms demarcated by its presence:
public and private, inside and outside. The text from the Quran traditionally taken as the
basis for the practice afeiling in Muslim culture makes this clear, as discussed in the
prior chapter. There, the veil in question was used to separate the private life of the
Prophet Muhammad from the public, with an enjoinder to his followers to respect this
distinction. This bgic persists in the traditional spatial organisation of Muslim living
guarters, wi hamanba,r ears tdelmmd,edt @ t he gaze
that is perverted in the Orientalist fantasy of the harem as a space of licentious wish
fulfil ment, as | discuss in Chapter Four; and that is at play in the place of the veil in the
contemporary politics of attire and sefpression in the context of Western secularity

and the threats to it.

Perhaps inevitably, to establish a boundary is torassthe responsibility for
enforcing it. Demarcating an inside as opposed to an outside implies the assumption of
the power necessary to keep the two separate. One can see the fraught politics of the veil
as arising in large part from thisboth within MENA cultures, and in the encounters of
MENA cultures with the West. The crux of such discussions frequently hinges on
authority: Who has the right to deter mine
Do individuals have the right to willingly submd &in authority perceived by some to be

illegitimate? Who gets to determine what is public and what is private?

Demarcation and the way it is bound up with authority also give rise to extensive
paradox in such considerations. Prominent instances ofche $ear West 6s r e
Muslim practice of veiling are grounded in the argument that it enforces an unacceptable
form of patriarchal domination. In these instances, it is specifically Muslim veiling that
is at issue. As Massimo Leone has shown,ngilias always been common in almost all
Mediterranean cultures, and continues to be so in Christian, Judaic, and Muslim cultures
from the region. The specific cultural and political contestation over the veil arises from
its being taken as a sign of thé@rent repressiveness and intolerance of Islam, framed
as the tolerant, l i ber al West 6s cultur al

who perversely insist on adhering to traditions that differ from it, it becomes necessary to
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pol i ce \wdlemandtbesways they choose to adorn them. In France, for example,
such a rigid commitment to secular values led to the banning of the wearing of the veil in
schools and other public spaces, and an attempted ban on the burkini on public beaches,
gvenhe way it outraged the nationds deepl )
later in this chapter). It is perhaps not surprising that such paradoxes should find among
their clearest expression in the republic where the ideals of the Enlighterameriiigh

to the first reign of organised political terrbror indeed, where the ideals of liberty,

equality and fraternity could eexist with extensive colonial exploitation.

I will demonstrate throughout this thesis that such paradoxes arise frgquentl
when the veil is thematised, or made the subject of critical enquiry. They arise from the
discursive imposition of inflexible oppositions. As mentioned above, the paradigmatic
function of veiling as establishing an inside and an outside is centras @il it gives
rise to associated dichotomies such as modern/traditional, subjectivity/objectification,
and so on. Imposed on a fluid, continuously contested and negotiated reality, such
absolute oppositions attempt to subordinate a complex culturabarad Seld to a pre
established discursive scheme. As will be demonstrated throughout this thesis,
interpretations of the veil by those placed on the outside of the division it demarcates

frequently exhibit such discursive reduction.

It is possible to rad this recourse to discursive domination as arising from the
dichotomy the veil perhaps most explicitly relies on for whatever effects it is able to
inscribe in the social and cultural space, that of visibility and invisibility. As Massimo
Leone has showwisual cultures can be based on what might be called two varying orders
of knowledge, or logics of representation. The order of visibility, as would be inferred,
prizes the visible: the explicit, the traceable, the tangible. It assumes that what is most
important in a representational culture is what is make present and visible. Meaning, in
this order, is what can be seen. In contrast to this, however, Leone also identifies a way
in which an order of invisibility continues to function to organise peroeptand inform
experience. That s, it is not just that which is made expliethich is made visiblé that
signifies, but also that which is specifically veiled from view. Invisibility has its own
semiotics, which shape the cultural space no less llaae Df visibility. Leone considers
veiling to be a paradigmatic instance of the deployment of such semiotic resources for
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specific social, cultural and political ends, and one which demonstrates the divergence

between cultures of visibility and invisiliji especially clearly.

The contrast between cultures of visibility and invisibility as manifested in
contemporary understandings of the veil map on to a related set of dichotomies whereby
the contrast between Islam and the West is framed, such as mpdermhitradition,
freedom and constraint, progress and regres8fdhh e vei |l concei ved a

dressing code of I slamic womeno

has been recently chosen by contemporary mediatic discourse as the symbol, or

even as the embodi mehlijctof ofa csiuwiploisseat ic
Christianity and Islam, but also a lay and a religious imagination of the social order.
Nevertheless, the way in which the issue of the Islamic veil has been approached

by nonlslamic media commentators has been oftenna ed wi th the [ é°
[that é] visibility and repr easmioritaat i on ha
ethically superior to invisibility and lack of representation; the veil has therefore

become a symbol of backwardness, opposed to alstamic idea of sodil

progress?’

The ascription of ethical inferiority is thus based on precisely the sort of paternalistic
imposition that is characterised as the primary ethical failing (a lack of respect for the
freedom of the individual), due to a failure to fullyursldrand onedés own s
respect to the series of dichotomies on the basis of which the cultural contrasts are

organised.

The images discussed in this thesis show, in contrast, that it is entirely plausible
to read such responses to the veil asetrivy a sense of cultural affront. Responses from
the colonial nineteenth century to the present exhibit outrage at the frustration of
unquestioned assumptions about the superiority of cultures of visib#ibd indeed at
the frustration of the paternsiic, patriarchal gaze that justifies itself on the grounds of

such ethical superiority. From this perspective, veiling can be seen to be deployed in

®Massi mo Leone, OCulTthier 6 mdfotlicwi wifb itlhiet wei |
in TransmodernityManaging Global Communication. Proceeding of the Il Congress of the
Romanian Association for Semiot{&ol. 1) (Bacau: Alma Mater Publications, 2009), pp.i189

201.

197 _eone (2014), p. 273.
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contemporary visual art by female artists from the MENA region in a range of ways that

challenge, subveend parody such assumptions.

As this indicates, those on the other side of the demarcation drawn by the vell
have a different perspective on it. It is possible to read the veil as subverting such rigid
dichotomies, and in this way as opening up a spaéhioh the discursive constraints
imposed on individuals by prevailing epistemes can be contested and undone. All of the
artists discussed in this thesis use the veil and the practice of veiling, demonstrated in a
variety of forms and approaches, to subtee terms of the discourses in which the veil,
and Arab and Muslim female subjectivity, have been framed. The discussions of their
work show how the veil comes to stand for a range of strategies and perspectives whereby
agency and independence are assdrt the face of forces seeking to circumscribe them.
The veil can thus be seen to be a strategy that disrupts the efforts of the discursive frame
to reduce the other to an addendum to the self, and which shows how such efforts imply

a blindness to the dmguities and interactions of their own terms.

There is in this sense much in common between the strategies adopted by most of
the artists considered in this thesis anc
i's based on S asemistic sysains are based og tifterertcd) and that this
makes them inherently unstabi®. That is, any term in a semiotic system means what it
does only in opposition to other terms, and its meaning is therefore predicated on such
oppositions. As such oppositions can and do always shift, the constellation of meanings
will similarly reorganise t sel f al ong new and different
of deconstruction works on the basis of identifying the organising oppositions that
structure a discourse, and demonstrating that they are based on unstable systems of
difference that underme the discursive model. Deconstruction therefore focuses on the
terms and ideas that demarcate oppositions in the discourse in order to disrupt them. As
with the veil, the things that establish the demarcation between oppositions therefore
become of greasignificancet®® This thesis will frequently return to the idea of
deconstruction in exploring the way the artists in question make use of the veil in their

work.

198 Ferdinand De Saussur@purse in General Linguisti@ew York, NY: Columbia
University Press, 2011).
109 Jacques Derrid@f GrammatologyBaltimore, MD: John Hopkinklniversity Press, 2016).
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The effects of such uses of the veil can be well conceptualised through the notion of in
betweenness proposed by Homi K. Bhabha. In a way that develops conceptually out of
Derridads wor k, Bhabha argues that the ¢
6bet weendé the oppositions around wHRi ch e
Bhabhaconceives of a space between any such pair of oppositions as the space in which
subjectivity is expressed and intersubjective relations mediated. Culture, in this sense, is

a playful engagement with pestablished terms to test their limits and weakrseedse

push against imposed discursive frames in order to better accommodate them to the self,
and to create new modes and models of agency and relation. As the preceding discussion
has shown, the veil itself can be seen as a semiotic strategy for aclsiesingnds. By
exploring the veil ods significance in the
thematise this, and also deconstruct a range of discursive concerns centring on the veil
and its place in culture. In my consideration of this warkyill therefore similarly
frequently retur rbettoveBhanbehsaséds tiod ecd aofi foyi r
role the veil plays in the works considered.

The playful, disruptive nature of engagements in sudbetween spaces is an
aspect of Bhablitas i dea t hat the works considered
the following chapters will show, a consistent and prominent aspect of the works explored
is the humour of their responses to the discourses they engage with. This ranges from
playful paody to bitter satire, but in all instances of such humour it exhibits a subversion
of specific frames of discourse that would seek to constrain the agency and freedom of
the subjects in question and limit the extent to which they can express it. Heieiote
an aspect of the works that is closely connected to their engagementsivativaenness
and their deconstruction of imposed discursive schemes, and one which I will similarly

return to frequently in the following discussions.

110 Bhabha himself notes the continuities, as have a number of other scholars (Philip Leonard
Nationality between Poststructuralism and Postcolonial Théboypdon: Palgrave Macmillan,

2005); Michael SyrotinskDeconstruction and #hPostcolonial: At the Limits of Theafyol. 2)
(Liverpool: Liverpool University Press, 2007)). They also, however, emphasise the way that
Bhabhatés adoption of -colonalpditical dineeason that ivneissingtinh e m
Derridafas.t 6eat mk o The Otiker Qudstioa: IDifesience, ®iscrimination and

t he Di scour s e ldatératu@pRoldics i& a heorgeoh &y Frainais Barker, Peter
Hulme, Margaret Iversen and Diana Loxley (Abingdon: Routledge, 2013), pipl 958
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In this chapter, kexplore the concept of betweenness in some works by female
artists from the MENA region, with a specific focus on the way they engage with the
spaces between different cultures, and theetweenness that is instantiated by the
visibility/ invisibility of the veil. As the discussion will show, a closer examination of the
way such iRbetweenness is adopted and exploited by such artists highlights the reductive
nature of many common assumptions about women who wear the veil, and the placing of
them in specit categories. Many female artists with strong connections to the MENA
region represent the veil through their work in different ways and forms to challenge the
traditional views of interpreting the velocusing on the work of Franddgerian visual
artist Zineb Sedira, this chapter explores how transnational artists who form part of the
Arab diaspora use representations of the veitiect on their own personal journeys of
identity but also to engage with cultural histories of resistance in whichiivusimen
have played a key rol e. TSeliPortcaltsamthe&/lirgind i s c
Mary in the context of contemporary sogolitical semiotics of the veil. In order to do
so, it first provides a brief sociological and historical overviéthe use of the veil, from
antiquity to the present. This helps demonstrate the limitations of the framing of the veil
in contemporary discourse, and provides a helpful basis for understanding the works
considered in this thesis, which all critique thisyarious ways. | then provide a brief
bi ographical background to Sedirabds work
and focuses. A discussion of the specific incident to wBieliPortraits or the Virgin
Mary was responding which had to do wh the banning of the use of the veil in public
spaces in Frandeand the discourse surrounding it then establishes a frame of reference

for a more extended discussion of the work in question.
3.2 Zineb Sedira, Self-Portraits or the Virgin Mary

Figure 9 bel ow i s ®effPortgadsdar tha ¥igin Mary while Figure 10
immediately after provides an example of an iconographically typical depiction of the
Virgin Mary. As can be seen from this comparison, the long flowing mantle or
maphoriodt'*c overing the figures in Sedirads w

lighting clearly evoke the iconography of popular representations of the Virgin Mary

111 Traditionally, the Virgin Mary is represented wearing a cloth that covers her head and
shoulders. This can be traced to relics allegedly found by a great Marian devotee, the Empress
Pulcheria (c.450 CE), and later displayed in Constantinople (Carr, p. 61).
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rendered in white marblé-igure10). Equally, they bring to mind the images of women

in traditional dress from North African countries, often captured in tourist photographs as
indistinct veiled figures that are present and yet absent. Only invtheuter panels of

the triptych is the viewer actually permitted a glimpse of any part of a human body, and
then only the slightest hint of eyes and facial features is visible. By choosing to
photograph herself in this pose against this white backdropjdief any telitale details

t hat could potentially give these figure
challenges viewers to form their own impression concerning the identity of these figures,
who they might be or what they may represémthis respect, the white veil becomes a

blank canvas, inviting speculation while simultaneously resisting a fixed interpretation.

The reference to the Virgin Mary in t
viewer that despite more recent contr@¥es in various European countries surrounding
the wearing of items of apparel such as hijab, nigab or the burga, the tradition of veiling
has a long history and has associations with many different cultures and religions.
Literature from the Byzantine ped suggests that by that stage there were strict rules regarding
veiling practices for females, which may have been influenced by Persian traditions. Equally,

there is evidence that not all women chose to adhere to theséZules.

Figure9: Zineb SediraSeltPortraits or the Virgin Mary from theSelfPortraits series, 2000.
C-type photograph, triptych, each panel 182.9 x 186 private collection

112 Ahmed, pp. 2628.
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FigurelQ: Statue of th&/irgin Mary near La Lomita Chapel, Mission, TX, USKarble.

While this practice was more widespread in the past, SBhestian women
continue tocover theirheadsto showmodesty or to indicate their marital status, as
discussed above. In Spain and Italy, for example, it was still common for Catholic women
to wear veils until the 1970s. In the southern regions of Italy, women tended to cover their
heads in order to demonate both their piety and their modestycuffia (cap) was worn
with afazzoletto(a long rectangular head scarf that could be worn and tied in different
ways), sometimes covering all of the face apart from the'éybtany Christian women
from different cultural backgrounds and denominations still maintain the tradition of
covering their head when attending church servicestlwar religious events, or when
visiting sites that are considered sacidtere were times when the veil or head covering

indicatad the marital status of a woman. Unmarried women did not cover their hair.

Ahmed suggests that it was not common for Arabs to wear a veil before the rise
of Islam and that this practice was adopted from the practices of the monotheistic religions
practisedn the Byzantine an8assaniaempires in the early days of Muslim conquests,

to express conformity with the Qur'anic ideals of piety and modé&stinis practice then

113 perry Willson,Women in Twentiet@entury Italy(London: Macmillan International Higher
Education, 2009), p. 5.
114 Ahmed, p. 36.
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became more widpread among higher ranking Arab women, until eventually the
majority of Muslim women living in Middle Eastern cities wore some form of veil as part

of their everyday dress. In the seventeenth century under Ottoman rule, veiling was
viewed as a symbol otaus and lifestyle and became part of a dress code designed to
signal the wear er 6% Inourai ageasn it wasi lasd common fop a t i
women to wear a veil because it was impractical, hindering their work in agricitfture.
However, a head ceving was often used in the West by women at work as it protected
their hair. According to the specificity of historical contexts as explored by Jonathan M.
Bloom and Sheila S. Blair, only those who were rich, and did not work, were able to keep
theirharuncovered. Thus, when a married woma
that her husband was intleemineteanthceantory itwas sklle e p
customary for uppeclass urban Egyptian women (both Christian and Muslim) to cover
thar head, mouth and lower nose with a headscarf and burga and up to the 1950s it was
still common for women from rural areas in the Maghreb and Egypt to cover their faces
with a veil when visiting?Thelvaious appaehass 6 a <
to veiling in the Islamic world and the scriptural origins of this religious tradition are
covered in greater detail in the prior chapter, since they are of central importance to an

understanding of the work by women from Islamic cultures explor#dddrihesis.

The practice of women veiling or covering the head or hair is also widespread in
Asian and African cultures for a wide range of reastm#ndia, the earliest records of
the use of thegghoonghat(a thin veil draped over thentire head) by rarried Hindu
women dates back to the fifth century BEE However, this custom was variously
opposed by Buddhists in the third century &ttlby Sikhssuch as Guru Amar Das in

the medieval period, and throughout the centuries by many women who spoke out against

WradwaEl Gui ndi and Sh élheiOkfard Engydiopaedia oftthe islamid 6 , i n
World (2019)<https://oxfordislamicstudies.com> [accessed 19 October 2019].

116 John L.EspositoJslam: The Straight Patt8rd ed.) (Oxford: Oxford University Press,

1998), p. 99.

117 Jonathan M. Bloom and Sheila S. Bldslam: A Thousand Years of Faith andvi (New

Haven: Yale University Press, 2002), p. 47.

18GaraSi | verstri, 6Compar i ndgelifanmulicBmtescaes i n E
European Perspectiyed. by Silvio Ferrari and Sabrina Pastorelli (London; New York, NY:
Routledge, 2016), p. 276.

119 See:Laurie Patton, edJewels of Authority: Women and Textual Tradition in Hindu India

(Oxford: Oxford University Press, 2002), pp. 71.
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this practice on the grounds that it led to their seclusion from society. As a result, the

popularity of this custom has waned over the courseetenturies?’

Figurell: Indian women wearing the ghoongabshaenur, 2011
http://goshaenur.blogspot.com/2011/03Assighunghatpurdakhindu-muslim.htmli[accessed
20 February 2020]

Traditionally, in tribal society, Afdan women wore various types of head
covering as a protection against evil spitffsHowever, during the period when the
Atlantic slave trade was widespread, female African slaves forced to work as labourers
in the USA were obliged to wear a headscanbrievent the spread of head lice, and to
protect their hair from the often dirty environments in which they wotked@he
headscarf became a symbol of their oppression and poverty, its use even being enforced
by legislation. However, African women laterappropriated the headscarf to express
both their communal and personal identity, transforming these head wraps $mnce

of embarrassment into an empowering accessory, by tying them in individual, intricate

120Emma TarloClothing Matters: Dress and Identity in Ind{&€hicago, IL: University of

Chicago Press, 1996), p. 78.

22Gai us Anonaba Umahi, o6Cultural and Spiritua
l gbo Chri stians oAsiaAricalJoumal af Misstaramd MMistrny & (R0iL2), 6 ,

3i 18 (p. 6).

2Thirteen, O6The Clothes Make Jhiteéemerg Man, the V
<https://www.thirteen.org/wnet/slavery/experience/gender/feature6.html> [accessed 9 March
2018].
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styles, a practice that continues to be extremely popular in West Africa where they are a

highly prized fashion accessory.

Figurel2 African head wrap. Reproduced in Nleweoha

Numerous case studies from different historical eras and cultures show that the
practice of veiling or covering specific parts of the female body has assumed an incredibly
diverse range of meanings for differasdmmunities at different times. As Burghartz
notes, in this sense the veil can be seen as a pivotal element of identity.}78litican
also act as a kind of screen onto whiehrs and fantasies about Otherness in terms of
gender, race, and ethnicitan be projected. This is a topic that will be engaged with

throughout this thesis, with specific focus on it in Chapter Four.

In order to interpret the complex multiple layers of meanings represented by the
i mage of the veil e-Bortwanima nori nt See dVirragisn ONbe
at by the unusual double title, 1t S US:¢
cultural and historical contexts which have shaped her artwork and with which she
chooses to actively engage, beginning bconsi dering relevant

biography.

123 Burghartz, 1.
78



33 The Artistds Biography

Zineb Sedira was born in Paris to Algerian parents in 1963. This was one year after this
North African country finally gained independence from French colonial fialleying

a bitterly fought campaign of resistance and armed conflict {1I¥®2) which also
developed into a civil war amongst the different communities there and impacted on
Algerians living in France as well. The impact that this event had on Algeearasns a

thread running through much of her work, and in a statement on her own website Sedira
states that o&épreserving and transmitting

the futured | ie®¥ at the core of her art.

Sedira was raised asMuslim and educated in France, later moving to the UK
where she currently resides. However, she divides her working life across the three
countries that continue to influence her artistic practices: the UK, Algeria, and France.
She received aBAin Crititka Fi ne Art Practice from Cen
Art, London, in 1995, where she was introduced to both feminist andcplostial
theoriest?® She then went on to pursue postgraduate studies, gaining an MFA in Media
from the Slade School of Art, London, two years later. She has also conducted research

on photography at the Royal College of Art, London.

Her early work was clearly marked by ameirest in representing people and was
often overtly autobiographical, focusing on her own immediate family. For example, her
threechannel video entitledMother Tongue(2002) features the artist herself, her
daughter and her mother. In the video triptyali,three women discuss childhood,
expressing themselves in their respective native languag@edira uses French, her
mot her Arabic, and the artistods daughter
with both her mother and her own daughterngraother and granddaughter are unable
to bridge the communication gap across the generations since they do not have any
language in common. The video also explored the gender roles of Arab women in society,
particularly how traditional values are passedrom mother to daughtérf®

124 Zineb Sedira <www.zinebsedira.com> [accessed 14 October 2019].

15JoseptMc Gonagl e and Zineb Sedira, O6Transl ating
S e d iSigrs 81,30 (2006), 6175628 (p. 623).

126 Sedira [accessed 14 October 2019].
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Figurel3 Zineb SediraMother Tongug2002.Triptych I. Gprint mounted on aluminiupi100

N

x 120cm., private collectionReproduced in Milliard (n.d.).

The artistodos muHrancepldeman Mudliennvoman livengin a s &
England continue to inform her work, which usually takes the form of photographs and
video installations, although more recently she has begun to experiment with made
objects?’In the early 2000s, Sedira made theéideci on t o return to he
0redi scovering Algeria after twelve year:
her | ens away from a focus on herself
di s pl a®&en200a viileo project entiSaphitr ex hi bi ted at the
Gallery in London, featured images of the sea, harbours, and cargo ships, marking a
departure from her earlier images that often centred on the domestic8@eed i r a 6 s
fourteenscreen video installatiorFloating Coffins (2009) (and its photographic
complementThe Death of a Journgygapture the rusting ships and abandoned tankers
that crowd the Mauritanian coast. Since
included representations of the means Iyctv people and objects move from one place
to another. In an interview, she acknowledged that these metaphorical displacements were
also partially influenced by the real annual summer journey by sea from France to North

Africa via Marseille made by thousds of families of Algerian origin to maintain links

127 Sedira [accessel4 October 2019].
128 McGonagle and Sedira, p. 623.
129 Zineb Sedirahttps://www.zinebsedira.com/sap!#006/[accessed 20 February 2020].
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with relatives and friends there, and hei

a new life in Francé3°

Figurel4: Still from Zenab Sedira&Gaphir,2006. Film installation, funded and commissioned

by the Photographés Gallery, London.

Figurel5: Still from Zineb Sedirakloating Coffing 2009. Film installation, New Art
Exchange, UK, 7 &bruary 19 April 2009.

The fact that Sedira draws on her own experience of-cudagral identity and its
day-to-day implications for the individual means that her work maintains an

autobiographical element, but she uses this to explore and interrogzdetb

130 McGonagle and Sedira, p. 624.
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contemporary themes such as the transmission of personal and cultural memories as a
contestation of official versions of historical discourse, and narratives of displacement
and dislocation. This is perhaps most obvious, for example, in her woitlecnt
Gardi ennes doél mag e $2016)uwhichd features SaftafKoubhcm(thg e s
wi dow of Al geri an photographer Mo hamme c
photographs taken during the Algerian war of independence. His-atabkhite prints

are juxtajpsed with a saturated clese of his widow, who recounts her own memories

of the events they portray. This sgditreen representation invites the viewer to consider

the different ways in which historical reality can be documented and whose narratives are
transmitted. Consequently, her work also speaks about and resonates with the experiences

of a wide range of oppressed minorities and displaced peoples.

Figurel&Phot o of ZGanderimesSékldma aedss/ Gu a r,20l0aFins o f | n

installation Palais de Tokyo, Paris

Sedira has had solo exhibitions at European galleries (in UK, Finland, Sweden
Denmark, France, Switzerland and Italy) in North America, North Africa and the Middle
East. Sinc&005, her work has been included in group exhibitions at European galleries
(UK, Germany, France, Netherlands, Switzerland, Spain and Portugal), Japan, South
Korea, USA, the Middle East (Qatar and Lebanon) and Morocco. She has won several
awards, includinghe Dazibao Prize (2011), the Prix SAMo u r | 6art cont
(2010) and in 2015, she was nominated for the Prix Marcel Duchamp. Her work can be

found in numerous public collections in Europe and the Gulf States.
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3.4 French Popular Discourse on Veiling

Zineb Sedirab6s engagement with the semiot
precisely the same issues identified by Leone discussed above. During an interview,
Zineb Sedira made the following comment about her v8gkPortraits or the Virgin
Mary:
The work is in some ways simplistic, but
wanted to remind those in the West that veiling also existed in Christianity and that

the Virgin Mary is an example of it. Moreover, people forget that nuns, stily toda

wear a veilt3!

The double title of SSeléPortraasdos thepMirgint Mag/r a p h i
proves to be as intriguing as the artwork itself. Viewers are invited to ask themselves if
these close to litsize ethereal figures that appear totdadross the space are intended

to represent the artist herself, shrouded in white cloth, or is this intended to resemble a
miraculous apparition of the Virgin Mary, the mother of Jesus? As also noted above, the
0i rony6 she her seldfthetredtnest is significant io @&wotk that | a
engages with a topic of the potential gravity of that of the Virgin Mary. One might even

see this gravity as the specific target of the critique the work inscribes. By invoking so
central a figure of Chrissin tradi tion i n the cpoarttexdi tof
Sedira collapses the rigid distinction between registers that preserves the seriousness of

the religious in opposition to the secular.

Given the role of religious beliéfwhether explicit oimplicit i in the semiotics
of the veil in current cultural discourse, this achieves a critical function by gesturing to
the instability of certain foundational terms in the system. Religion is a source of taboo,
and asSigmundFreud showed®?wit is the expression of libidinal energy circumventing
the strictures of the superg o . Sedi r a ékmspherhyacant he Ireadgas ars |
instance of such a dynamic. The force of taboo is to fix an item into a specific place in a
semiotic configuration, denying thiaherent relativity of discursive elemen®s.The

technigue can be seen as foundational, providing a fixed basis on which the rest of the

131 McGonagle and Sedira, p. 624.

132 Sigmund FreudJokes and Their Relation to the Unconsci@isw York, NY: W. W. Norton

& Company, 1960)

133See:Emiko OhnukiTi erney, o6The Power of Absence: Zer
Transgres i 0 b & B ¢ rl9G=), 5976.
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otherwise ceaselessly shifting system can be anch#réhere the taboo holds (and the

force of the supeego thus holds), therefore, the object of the taboo will be incomparable

to other things, occupying a unique and fixed place in the discourse. The comparison

i mplied i n Sfdtrat@athad/i rigi he Masglof under mi ne
sanctity, bringing the sacred into proximity with the secular and allowing for the
relativisation of the absolute. Here we
in-betweenness that Bhabha identifieshesspace of cultural contestation.

Referring specifically to her work entitle8elfPortraits or the Virgin Mary,
Sedira acknowledged in an interview cond
medi a pol emi c s'iHowever,rt impreant to eridérstandghat.in this
case, the artist was not referring to British media coverage on the wearing of the burga or
nigab but to a londasting debate in French society about the wearing of the hijab that
had initially been sparked by an incidaghtat became known throughout France as
d 6affaire(dd@hef Helaasdead vesd Affairod). Or
schoolgirls at the Gabriel Havez MideBzhool in a small town outside Paris refused to
remove their hijabs before entering schoéll three pupils were suspended by the
school 6s principal on the groundslaidthat t
(secularism) and the neutrality of the public space of a state sth@oéssentially minor
incident soon escalated intddl-scale media frenzy and was hotly debated by French
politicians from a wide range of parties. According to many journalists and political
figures, the fact that the three young schoolgirls would not remove their hijabs was a sign
that they refused tassimilate to French society and was symbolic of a wider malaise: the
all eged refusal by Muslims to espouse t he

the strict separation of church and state.

The principle of secularism in France can be tracacklio the philosopher
Ferdinand Buisson (1841932) who argued that France needed to be a secular state in
keeping with the o6Decl ar at i onThit maarithe Ri g |
state had to remain religiously neutral, making decisindspendent of clerics and free

from the influence of theological concepts. This allowed public institutions to free

134OhnukiTierney, p. 62.

135 McGonagle and Sedira.

136 Georg JellinekThe Declaration of the Rights of Man and of Citizéew York, NY: BoD,
2018).
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themselves from all religiously imposed constraints. This principle was enshrined in a
French law which came into force in 1882, which dgthbd that all state schools must
behave neutrally with regard to religious matters. A second law passed in 1905 confirmed
the separation of church and state but also promoted religious freedom based on this

principle of state neutralit}?’

Following thesuspension of the three schoolgirls, the then French Minister of
Education, Lionel Jospin, asked for legal clarification as to whether this was, in fact, a
contravention of the principles of religious freedom protected under the terms of the 1905
law thatguarantees the civil rights of citizens regardless of their religious convictions. He
was advised that these students did inde
therefore had the right to wear religious symbols as long as they were not beaatéor
do so or were not attempting to proselyfigdt was agreed that, in practice, this meant

that each case of this type had to be assessed individually.

Regardless of this, in 1994, Fran-oi s
Education) atteipted to ban all wearing of the hijab in French state schools, but was over
ruled by the Conseil do£t at (Counci |l of
religious symbols in school did not in itself necessarily constitute a breach of the principle
of laicité under the provisions of the 1905 law. This decision made it clear to those who
wanted to prohibit the wearing of the hijab that a new law would have to be passed and

that other reasons would be needed for imposing thig®8an.

Against the backdropf the massive increase in international anxiety over the rise
of Islamist movements and the start of thesal | ed o6war on terrord
of 11 September 2001, France witnessed a dramatic shift in how the wearing of the hijab
was framed irboth media and political discourse, with Islam being portrayed as both
problematic and oppressive. This was clearly reflected in the change of terminology as
t he Fr erdoaliwdowd me adi ng any form of headsca
thehijagbwas repl aced by the use of the omdreed s

(veil).

1B’SeeeKay Chadwi ck, OEducat i on Laicité Modeecn&l ar Fr anc
Contemporary Frangeb (1997), 4759.

138 Chadwick, p. 512.

139 Chadwick, p. 512.
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Since 1989, t he wearing of t he hij a
oppr e ¥%Thisoargément that the veil was more than a mere religious symbol and
effectively represented the perceived oppression of Islamic women was increasingly
advanced by the French media during the late 1990s, and this whipped up public support
for a ban on the wearing of the hij#bIt was argued that it was necessary to prohibit the
hijab in schools on the grounds that these were meant to be places where both genders
were treated as equaf&.

The previous argument that students should be allowed to wear hijab as an
expression of freedom of conscience under the provisions of the 1905 laigité was
challenged by politicians who maintained that this law also implied gender equality, and
that the hijab was a means of oppressing females, and they claimed that the 1905 law was
not sufficient to protect female students from the threat pfegsion or coercion. Thus,
in March 2004, legislation was passed that outlawed the wearing of signs or clothes by
pupils which clearly displayed a religious affiliation in all French public schools, on the
grounds that it was more important to protect d&srstudents from gender oppression
than allowing them to exercise freedom of consciéfitehe implication of the 2004 law
is that females wearing hijab forfeit their right to have freedom of conscience because
they are viewed as having no genuine freedogency. Instead, even if they assert that
they have freely chosen to wear hijab, they are seen as passive victims of gender
oppression, inflicted by their own family or faith community. Effectively, then, they have

been desubjectified.

This desubjecification of Muslim women denies the possible subjectivity or
agency of the wearer of hijab. For these French legislators, the act of veiling is imposed
on an oppressed female body, reflecting a form of physical and psychological
imprisonment that limits red immobilises. They failed to take into consideration the

multiple and shifting meanings embodied in this form of attire which can be endlessly

140 Chadwick, p. 53.

141The media campaign focused on hijab although the legislation also covered the wearing of
Christian symbols such as the cross andipeah/ yarmulke(the skull cap worn by Jewish

men).

142 Chadwick, p. 55.

143 e an B alaitit®andFreedon of Conscience in Pluricultural France: Secularism on

t h e E dSgoeldérism aon the Edged. by Jacques Berlinerblau, Sarah Fainberg and Aurora
Nou (New York, NY: Palgrave Macmillan, 2014), pp. 1031 (p. 104).
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reconfigured. The act of veiling cannot be reduced to one simple meaning, either

oppressive or liberatintf?

When she was creatirfgelfPortraits or the Virgin Mary Sedira was well aware
of popular and political discourse in France concerning the wearing of hijab due to family
connections there. When asked in interview in 2006 about whether she had an opinion on
the outlawing of the use of religious symbols in French schools (including the wearing of
thehijab), she commented:

Of course, | have a view. | have family in France, sisters and sisti&® who

wear the headscarf. As expected, they are alarmed ateobathof the hijab in
schools as it goes against their religious practice not to wear it. | think you have to
understand the history of secularism within France. Historically, the state has
forbidden religion in schools and government establishments. Howethink it

is now time for French society to change their laws on religion and education and

adapt their policies to an increasingly multicultural socléty.

She also noted that the French media chose to illustrate their articles pathcalar
representation of the veil, comfffegnoringng t I
the variety of shapes, for ms, and col our
incorporate the type of veil with which she was personally acquainted from her Algerian

background into her photographic sptirtrait: thehaik 4’

144 Baubérot, p. 104.

145 McGonagle and Sedira, p. 626.

146 A chador is a large piece of cloth wrapped around the head and uppelebwihg only the
face exposed, and was traditionally worn by women in Iran and Afghanistan.
147McGonagle and Sedira, p. 626.
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3.5 The Haik as a Symbol of Resistance

Figurel7: Algerian women wearing theaik (left-hand image) and tredjar (right-hand
image).

The haikwas once widely worn by women throughout the Maghreb region but has now
been virtually abandonexkcept in Algeria, where it is still worn as part of everyday dress
by women of the older generation or those in rural areas. It is typically a long white or
creamcoloured garment covering the head, face and body and can be made from silk,
cotton or wool.Sometimes a separate lacenmed or embroidered triangular cloth
(adjar) is used to cover the bottom half of the f&t&By choosing to represent herself in
thehaik Sedira also intentionally and consciously evokes a whole series of cultural and
historical resonances relating to this form of veiling as a symbol of resistance, subverting

the French narrative of Muslim woman as oppressed victim.

As Younis argues, O6the French fixatio
l ong hi st or guveiling of Algenian tvdimeent was anspecifically stipulated
component of their colonial policy in North Africa from the 1930s onw&itSince the
wearing of thehaik symbolised tradition and was seen as a highly visible assertion of
difference, its removdecame a focal point of attention for the French colonisers since
it was argued that eradicating the use ohidigwould clearly illustrate that their attempts

at subjugating Algeria as a whole had succeeded.

48 ami ne B e n shitm/Avyww.darbizizqudon/hayek/histoire.htnjaccessed 27

March 2018] Bensaou argues that this form of veiling was imported from the Islamic caliphate
of Al-Andalus wherenoriscas(particularly Muslim converts to Christianity) wore aimalafa
(white veil) haneheld in front of the face. See alBass and Wunder, p. 102.

WMusab Yawrissn, &R r deondon BeviSnohBodkat dygust 2016
<http://www.Irb.co.uk/blog/2016/08/24/musgbunis/racisrpureandsimple> [accessed 11
Novemler 2018].
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But such invisibility was not merely a cogptual and representational matter in
the context in question. Fanon details how the veiling of women effectively rendered them
invisible, allowing them to carry out activities such as smuggling in arms and money,
protecting individuals, and creating aasp that was impenetrable to colonial ey¥s.
Veiling thusbecame a symbol of resistance and independenpart of the revolutionary
fight in Algeria and Muslim women were able to subvert and resignify the invisibilisation
that the French colonists altnted to the veil, using theaikas aprotective covering for

maintaining a space safe from the colonial gaze.

The French authorities used posters as part of afvailitig campaign intended
to directly address women. Four Algerian women are showhedanmage: the three
wearinghaik and adjar areanonymous figures contrasting sharply with the glamorous
unveiled Europeanised fi gur e adjafdrheea dgsu.e sG A
you not pretty then?6 and i:n 6bUngvgeeirl |yeotutr
Under French rule, the mass burninghaik by Algerian women was turned into public
spectacle?>?

Figurel8 Ar en 6t ylWruv epirle t yt ¢1a58)Reproduees! In Founis

The work of the postolonial theorist Frantz Fanon (192®61) can also prove

enlightening in this context. I n his esseée

150 ErantzFanon A Dying Colonialisn{New York, NY: Grove Press, 1969).
151 A|-Saiji, pp. 875902.
152Younis [acessed 11 November 2018].
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French were so interested in this task of unveiling Algerian women, claiming,

0 C o ring ¢he woman, winning her over to the foreign values, wrenching her free from

her status, was at the same time achieving a real power over the man and attaining a
practical, effective means oAt Fadoa shére uct
demonstrateghe paternalistic approach of the colonial intervention can thus be seen as
the imposition of one patriarchal systéitine Westerii to displace anothé&rthe Muslim.

The Western paternalistic approach justifies its interventions, both in the colargaicer

now (in contemporary France, for example), on the basis of their securing the freedom
and well being of those on whom they are |
colonialism is thus continuous wisedurecurr
secularism at home and abrdatiHowever, as Fanon shows, the actual measures on
which such policies are based demonstrate coercion and domination, acting on the body

of the other to eradicate rivals and achieve hegemony.

Fanonds poi ays inavhiah such pathaechawcolonialism aims to
destructure the society it targets, in this sense, gets to the crux of the matter. The politics
of the veil centre on the contestation between two social and cultural orders, each
buttressing a contrastirgodel of authority. The sustained Western preoccupation with
veiling reveals a continuing anxiety about the Muslim world as the Other right on its
borders, and the threat it imposes to its own-definition. Far from the disinterested
concern with fundamental liberties and rights abstractly defined that its proponents argue
it i s, however, Fanonds insight demonstr
taken to achieve the unveiling of the Muslim woman, represent a crude desire for cultural
dominaton exercised at levels of significant inti@nd intersubjective intimacy. In one
sense, for example, the policing of the veil bespeaks a desire to control which parts of
their body an individual exposes, tehi | e
represents an attempted intervention into models of politeness governing gender relations
in the colonised culture, which for most people provide an important social basis for the
intimacy of sexual relations. This reading is strengthened when ondehe highly

eroticised representation of Arab and Muslim women in the visual culture of the European

153 Fanon, p. 36.
B4Jyotirmaya Tripat hy, JdubaohGlebal Sauth Stadigaf.1 1 t s Ot h
(2010), 253271 (p. 253).
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colonial era, and the transgressive dynamics of the colonial gaze they evidence. This is

considered in greater-visbhb@ntgaitlihe nOrtiheen tnaelxits

Fanon also hints, however, at the power that the veiled Algerian woman could
exercise: OThis woman who sees without b
reciprocity. She does not yield herself, does not give hetseife s not &% f er
This speaks precisely to the desire for control and possession that the colonial gaze
implies. As discussed toward the beginning of this chapter, the veil establishes
boundaries, and in this way secures a realm for the privateot®f the individual.

Veiling in this sense draws its strength from a regime of invisibility, and deploys such
invisibility in the service of a specific agency and subjectivity. This frustrates the desire
for total visibility that the colonial gaze egea with power and knowledge, and it is thus

only logical that colonial anxieties should hinge on the veil as a technique of invisibility.

Sedir aper O1IS&ilffs or the Virgin Marydé ca

as the means of achieving itesgic ends. It is not just the veil that obscures the figure,

but the veiled figure itself is obscured by the haze in which she is represented as
appearing. As will be shown in later discussions of other artists in this thesis, this is a
common trope in antemporary female MENA artists representations of women and
veiling. Often, the technique serves to emphasise the way the figures represented are
determined by preceding discourses: a number of the artists considered here literally write
on their imagesa convey this point. One might see the haze in which Sedira appears in

her selfportraits here as serving a similar function.

The alternative title 6éor the Virgin
figure can be approached from a numbedifferent directions, which will extensively
determine onebés response to the i mage. TI
femininity, the veiled Muslim woman a source of cultural anxiety. The haze in which
Sedira represents herself in her guftraits can be read as alluding to the way such prior
frames obscure the figure in question, leading viewers to respond to their egxigbirey
assumptions, rather than the i mage itself

onthework. Commnt i ng on viewersoé reactions to

15 Fanon, p. 44.
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Some people [é] find the i mages beautiful
oppressive and sexist. | think there is nothing sexist or oppressive about it. The
work is actually very fresh andglit and has a meditative sensitivity about it. It

overturns Western stereotypes about the'¥il.

The O6meditatived nature of the work i s or
with the iconography of the Virgin Mary. Whether in sculpture sual representation,

the Virgin Mary is frequently representec
gaze. She does not meet the gaze of the viewer, but usually looks down, at the infant Jesus
she is holding, with the gaze also frequently deflécto the side. This downward
direction of the gaze implies submission and modesty, but also an inwardness or
meditativeness that is insulated from the interactions with the gaze of the viewer. It
implies an enclosed unit of mother and child, as the generm for such work$

0 Ma donna jiaempghasisds.iThigdpéesents a model of femininity in service to the
requirements of a patriarchal social order. Indeed, in the Christian mythology, the Virgin
Mary becomes a mother without even needing to haxgtlses entirely excluding any

traces of the feminine desire that is potentially disruptive to the patriarchal order. As we
shall see in the following chapter, colonial era representations of Muslim women, and
more recent Musl i m wengage Witk these ispicatioss efshet o

female gaze in diverse ways.

I n S e diportaaidssthe igure is looking directly away from the viewer. This
takes the meditative sedlufficiency of the depicted figure to a further extreme than the
common defetions of the Virgin Mary. Where the common depiction of the Virgin Mary
shows the direction of her gaze only slightly deflected from that of the viewer, and her
body and face are thus still open tag his
and only the edge of an eye, looking away, can be seen. This gives hesudfgadncy.

She does not respond to the gaze of either the viewer or a child she holds, but looks off at
somet hing. There I s thus no gazeofehe deweri on
Her gaze is also not averted, but level, and her posture is upright, which similarly implies
less submissiveness than is characteristic in iconography of the Virgin Mary, and greater

selfpossession.

1% McGonagle and Sedira, p. 626.
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As will be demonstrated later inisithesis, this also marks a departure from what
might be considered an iconographic trait of the representation of the veiled Muslim
woman. In this scheme, we have representations of women completely veiled except for
the face, or eyes, and gazing dingclt the viewer. These frequently explicitly or
implicitly invoke a form of defiance, through the inclusion of weapons, for example, or
the facial expr essi portsit, ia dootyadt, ¢hd figurd tarns8ex d i r
back. These differences chalpfully be read through a reference to a Hegelian dialectic
of mastery and subjection, and the role that recognition plays in this, which Fanon draws
on in his own analysis of colonial relatiof$.As Hegel argues, certain intersubjective
encounters takthe form of a struggle for dominance, in which interaction is defined by
a desire to force the ot H®Suchtnsiancesacespped s e
by what i's callaed di aéemastér The one w
postion to demand recognition of their superiority from the other. The defiance of the
gaze of certain representations of veiled Muslim women certainly partakes of something
of this sort, engaged as they are with discourses competing to establish subpaotiyity
i n some cases, t o obj e KRebellibus Sikericaelepictdd hine r .

Chapter Five, provides a good example of this.

Sedirads response, i n contrast, recog
and deat h mastery.uAgcgrtirg éo Hégel rthe struggle for dominance does not
end at this point, but instead inverts itS€¥ T he master s identity
assured by his recognition as such by a free subject, and therefore, the master is dependent
onthesbj ect 6s recognition of him. The mast
other free to grant or withhold recognition. The defiance of the gaze in images such as
Rebellious Silenceonfronts the objectifying gaze, and seeks to overturn it on its own
tems. The contest over the terms of relati
portrait, in contrast, turns away, withdrawing the recognition on which the very identity
of forms of domination rest. Rather than accepting the either/or of thmalimy gaze,

Sedirabés representation deflects it. It i

157Nigel C. GibsonFanon: The Postcolonial Imaginatiq€hichester: John Wiley & Sons,

2017), p. 28.

Charles Villet, OHegel and FaonoAComparativeh e Qu
An a |l yreeiJautal of Pan African Studje&7 (2011), 3651, p. 44.

19villet, p. 42.

93



Western stereotypes about the v@ite might, in fact, read the Western anxiety about the
veil as arising from the way in which it underminkes staging of such a confrontation to
secure mastery and submission, thus demonstrating how a culture of seeming invisibility

is able to safeguard a realm of potency not reducible to the Hegelian dialectic.

Western representations of the veil frequentgpldy the way they arise from a
binary set of possible relations to the Muslim Other: either as objectified, or defiantly,
and violently, resisting the West. This binary emerges from the fact that the encounter
with the Musl i m Oteheand sdecaotnhc esitvreudg galse 6a f
a struggle, there are only two possible outcomes, which these two modes of representation
of Muslim women as eithereeu b j ect i fi ed or violent map
turns away from the gaze, rathiean submitting herself to it or returning it like for like,
subverts the opposition of the terms and implies a withdrawal of recognition of them. This

frustrates the desire for domination, and allows the dialectic to work to its conclusion.

The almost omplete veiling of the figure represents the most complete means
whereby the viewer ods ¢gaz e'forsagaze tsamedpntae d .
discourse of patriarchal and colonial domination, this is a source of frustration. The
patriarchal and a@onial gaze equates visibility with knowledge and control. The veil
functions as a technique that refuses to engage on these terms. Insisting on the capacity
of the subject to reserve a space constituted not by the visual relations of the regime of
the visible, with their inevitable reduction to subject and object, master and slave, the veil
instead keeps open a ¥Thisrsthe spgueotietweenness B h a b
where modes of relation can develop in foomstrained ways, and where sulijaty
does not necessarily imply a corresponding obijectification of the other.

Sedirabés i mage serves to remind the vi
Muslim women depending on the context in which it used.hidikwas used to render
Algerian women invisible during their war of independence, when women used it to pass
unobserved, to shield their identity, and to avoid the unwanted male gaze; in short it
became a means of both active and passive resistance against the European colonial

power.Nearly four decades later, as-8hjinotes] 6 af f ai r eandthesFrefico ul ar

160 Fanon.
161 Bhabha,The Location of Culturepp. 53 56.
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Musl im schoolgirlsdé decision to wear the
the practice of veiling is understood in popular and political discourse in Fraohogseany

other European countrié® On the one hand, it is claimed that the act of wearing an
Islamic veil symbolises dsubjectification, rendering the wearer invisible, whilst all the
evidence suggests that in Western societies veiling serves to makesfégyzesvisible,

and that a personal decision about covering/uncovering the body is automatically framed

within wider political discourse.

It was exactly this discourse that underpinned the more recent controversies
surroundi 20gl banrohamyoien dfsfull-face veiling on these grounds these
were Onot wel comebod, I n the words of Ni c
woman caught flouting the ban faces a 150 Euro fine, but anyone who uses force to make
a woman cover her whole face can fadene of 30,000 Euros. This also led to a heated
debate among French politicians and in the media abouttheasb b e d k aferm df
SWi msuit which covers a womano6és body fr
acceptable beachwear for Muslim woneerd had been on the market since 2004. The
whole issue came to a head when French authorities in coastal cities banned the wearing
of the burkini on local beaches. This caused a major concern and fuelled the ongoing
debate about Muslim women wearing thé waile in European countries, in an attempt
to make them adapt to European culture and way of¢fife.

For many Muslim women, the ban was seen as part of a broader discourse of
demonising Islam and its followers which also effectively discriminated agaoraen

exercising their right to choose how they dressed in@led democratic country. Many

162 Al-Saiji, pp. 875902.Belgium followed suit in the same year, banning any clothing that

hi des a platheNethdlandsf agartal ban exists on the use efidtdl veils such as

burga or nigab, on public transport, in hospitals and schools, on the grounds of sec¢heit

in these situations it is essential to see the face. The situation is not uniform in Spain where a
banonfulf ace veils was introduced in areas of C
Supreme Court, which ruled that this affected relig freedom. However, in 2014 the

European Court of Human Rights ruled that banningfédé veils did not breach human rights,

so the ban continues in some parts of Spain. In July 2016, Switzerland also banned the wearing

of the fullHface veil. SeeAlessandro Ferrari and Sabrina Pastorelli, etge, Burga Affair

Across Europe: Between Public and Private Sgaoadon; New York, NY: Routledge, 2016).
BRiMmSarah Al ouane, O0OAs Expected, Franceds Hig
So What Happesr N oMe@idm 5 September 2016,
<https://www.medium.com/@rimsarah/aspecteeranceshighestcourtdeclareda-burkini-
barillegal-sowhathappensow/565f72c2f5f> [accessed 11 November 2018].
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women fervently opposed the ban, claiming that the burkini allowed Muslim women to
participate fully in a wide range of recreational water sports, unlike gétesrations who

were not given that chance. Instead of recognising these efforts to adaptexmst,cihe

French authorities fined women wearing burkinis and asked them to leave theTlbeach.
perceived bias of the ban is demonstratedrigure 19. As the poster ironically
demonstrates, in all important respects the burkini is practically identical to a diving suit,
which is perfectly permissible. The implication is that the ban ha® oo with
prejudices regarding Muslim culture than any specific problem with the burkini itself.
The French Supreme Court subsequently declared the burkini ban illegal on the grounds
t hat 6an all eged disturbance Dbabic lipautibsl i c
protected by the French constitution [ é]

authorities ignored this ruling and refused to remove thé%an.

-| LAICITE LOGIC

THIS IS A BURKINIL, THIS IS AWETSUIT,
WHICH FRANCE WHICH FRANCE HAS
JUST BANNED. NO PROBLEM WITH.

by @shahed

Figurel9: Poster protesting against the French butkini. Reproduced in Alouane

3.6 Conclusion

Commenting on her own feelings ab@&@slfPortraits or the Virgin Marysix years after
it was first exhibited, Sedira noted | do still feel strongly

work. [é] My views havendét changed about

164 Alouane [accessed 11 November 2018].
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about veiling anyMasths.thesiswil showefor mmereud othem 6 .
female Muslim artists, representing the cultural practice of veiling, and exploring all the
complex multiple meanings it embodies, continues to be a subject of fasciAatithrs
discussion ofSelfPortraits or the Virgin Maryhas demonstratedt is a mistake to
attribute one single meaning to the veil as an artefact or to the covering/uncovering of the
female body as a cultural practice; it is used to represent different things by different
artists in diffeent contexts. This misunderstanding was clearly demonstrated by the
French authorities when they attempted to ban an item of clothing as representing a single
meaning of religious significance by the wearer. When trying to interpret the various
symbolic maning of the veil in art, therefore, it is also crucial to attempt to understand
the personal associations this may have for the artist herself, the historical and cultural
context in which the art work was created and the diverse range of discourses withi

which it is framed.

As the discussion in this chapter has shown, and the subsequent chapters will
show, the veil i's frequent!| ybedmelemynhed sbd
Bhabhads sense. I n a context wh iilitesoMu s | i
subjectivity available to them constrained from a range of directions, the veil can be seen
to function as a means of keeping a o0t
objectification, open as a means of the expression of agency. As Gedirawo r k
demonstrates, it is a very effective technique for subverting schemes of domination
through dialectical means. This is an aspect of the veil and its representations by
contemporary female MENA artists that will become apparent in later discusaiahs,
provides evidence of the soqmolitically critical nature of its use and representation. In
this sense, far from being a symbol of w¢
as a crucial way in which they contest this through thieeinveeness it offers. This
technique is seen in the works of contemporary female MENA artists who engage with
the Orientalism of the visual culture of the European colonial project. In the following

chapter, | explore these, with a specific focus on the worlath [Essaydi.

165 McGonagle and Sedira, p. 618.
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4 Chapter -#FosronRaeg the Orien

4.1 Introduction

Drawing on the concept of Orientalism, first theorised by the Palestm@erican
academic Edward Said in the late 1970s, this chapter examines how female Muslim artists
have clallenged viewers to look again at the stereotypical Orientalist framing of Muslim
women in Western representations of the female form, particularly in paintings and
photography produced by European males during the colonial era of the nineteenth
century. t focuses in particular on how a specific series of stereotypes about the Orient
as Other were created, reinforced and continue to influence how women from Islamic
cultures are perceived. Analysis of the visual culture of the European colonial era
demonstates a persistent tendency toward the exoticisation of thé&ampean other.

Of specific relevance to the purposes of this study, these frequently followed strongly
gendered and sexualised lines. This is apparent in all European colonial imaginaries,
araund the world: the trope of the hypsexualised black male, for example, or the
submissive Oriental femal€® In the European encounter with the MENA region,
depictions of colonised females demonstrate their functioning as a site of sexualised
patriarchalfantasy, with the image of the harem as a locus specifically devoted to the

gratification of male desire elucidating this dimension especially well.

As this chapter will show, such depictions illustrate the patriarchal colonial desire
to exercise dominain over the body of the colonised subject, and in the contexts
considered here, specifically the female subject. The fantasy of the colonised female runs
parallel to a correlative conjuring of the Arab male, as tyrannical, capricious, and
submissive to pysical desires. In this sense, it serves as a counterfoil to the patriarchal
colonial selff usti fication as a o6civilising miss:s
other are chosen as precise counterpoints to those qualities the colonial agentezbnside
himself to be exporting: the Christian virtues and values, and the Enlightenment ideals of
justice, reason, and so on. This gendered exoticisation of the colonial other thus serves a
seltjustificatory role, which enables the coloniser to frame higeesind activities as

0l i beratorydéd. Just as | ands were 61libera

%®*George Yanay, GaAZohgn The Pr odutVestemdourad t he
of Black Studie82.1 (2008), 115 (p. 3).
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capitalist production (a common justification for such territorial expropriation),
populations conceived to be in a subject position reddtvsome nofuropean authority
were liberated from the irrationality of this authority, to be delivered to the preferable

oversight of European colonialist?.

The tropes that characterise the depiction of females from the MENA region in
nineteentkcentuy colonial European visual art are explicable within the terms of such a
project. As should be evident, the broad trends of this framing match those of certain
contemporary Western attitudes to the veil very closely. For example, there is the
argument thathe veil represents an unacceptable patriarchal imposition, a circumscribing
of agency and freedom that <cannot be cou
progress toward universal freedom and rea8bm response to this, it falls to the
modernrational West to overcome these vestiges of backward, irrational behaviour. The
West remains the civilising force for good, the Other remains the locus of irrationality

requiring salvatiort®®

The contemporary fixation on the social and cultural meanofgthe veil
therefore follows arises out of a long tradition of Western depictions of the colonial
MENA subject. I n this chapter, | consi der
to speak.’® Contemporary female MENA artists have engaged with tirvasétions in
critical, witty, incisive ways, deconstructing the cultures of representation that inform
them and, in this way, highlighting many of the assumptions on which they are based.
This chapter compares and contrasts works by two visual artisisdwtthis: Lalla

Essaydi of Morocco, and Shadi Ghadirian of Iran.

The first artist considered, Lalla Essaydi, foregrounds and problematises the
West s fascination with the exoticism of

these Orientalistraditions of representation that challenge contemporary viewers to re

7Mi c hal Frenkel, and Yehouda Shenhav, O6From
Di ffusion of Pr odu ®Otganizdtidn\btudd @419¢2063), FaA5619dd. t e d 6 ,
1540).

Milly Williamson and Gholam KhiabarmRace&d UK:
Class 52.2 (2010, 8596 (p. 86).

189 Williamson and Khiabany, p. 85.

1"0Here | am referring to the edited collection of the same title. Bk&shcroft, Gareth

Griffiths, and Helen Tiffin,The Empire Writes Back: Theory and Practice in Ruadonial
Literatures(Abingdon: Routledge, 2003).
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read these Western constructs of Arab femininityis North African artist draws on
traditional Islamic concepts of art to invite viewers to reflect on the stereotypical
Orientalist franing of veiled women in Western art, particularly those works produced
by European males during the colonial era of the nineteenth century. She uses her work
to deconstruct the discourse of Orientalism and to examine the ways in which it
misrepresented th&rab world and continues to frame contemporary discourses about

Muslim women.

This is followed by an &gjgrkenesdl®98on o
1999), examining how she draws on ninetearghtury photographic representations of
women produced ding the Qajar monarchy to comment on female experiences in
contemporary Iran. Like Essaydi, Ghadirian sets up a dialogue across cultures and across
historical periods, between representations of veiled females that she uses to expose the
concept of femimi ty i tself as a performance. Ju
putatively essential i1dentity imposed thr
on the performativity of female identity works to undercut a set of assumptions, and the
behavious arising out of them, that have to do with the essential qualities of feminine

subjectivity.

The idea of O6Orientalismdé is central
work as an artist has clearly been influenced by the concept of Orientalrthdbrised
by the Palestiniahmerican academic Edward Said in the late 1970s, and this chapter
discusses what is understood by this term. It also considers how particular Western
colonial discourses about Arab and Islamic cultures influenced the meysdah women
from these cultures were represented by European male artists in ninetgntly
painting and photography. It focuses in particular on how a specific series of stereotypes
about the Orient as ti@therwere created and reinforced, and amn¢ to influence how

veiled women are perceived!

Saiddébs wor k al so i-vist grtistic epgresentattoeaf woment h o r
during the colonial period, including Malek Alloula and Lynne Thornbmth of whom

specifically explored the work of those European male photographerariéstd who

11 According to Richarkingt he term 6Orientd originated in
Chateaubriand and Nerval. S&chard King,Orientalism and Religion: Postolonial Theory,
India and the Mystic Eagtondon; New York, NY: Routledge, 2013).
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were inspired by their fantasies of the harem, usually representing this female space as a
world of forbidden sexuality’? In addition, it also played a sigricant role in the
conceptualisation gbostcolonial studies, providing a base for further work in the area

of these studies by scholars suchnaanborn academic Homi Bhabha avigtthamese
film-maker and theorist Trinh T. Minahal’® Bhabhasomewhash f t ed Sai dos
focus to concentrate on the ways in which colonised cultures were able to resist and
contest the Eurocentric discourse of Otherness that was imposed upon them. Although
Bhabha was mainly interested in literature by pmmdonial writegs, his ideas are also
relevant when looking at the work of Essayieference is also made here to these other

works.

The work of Said and those influenced
discussion of contemporary MENBased artists in a rangéways. First, it provides a
well-established conceptual and critical apparatus for the exploration of colonial
discourses and the way these intersect with lived practices and subjectivity. Second,
Essaydi 6s apparent!l y i ntrmeofOrfieotalisn, asdade r e
discerned in her work (and as discussed later in this chapter), makes such reference to
Said and those influenced by him al most
similarly engages with the dichotomies on which Cmést frames of reference are
based, which gives Saidoés t héandperhapsneosit Vv a
fundamentallyi Sai dé6s emphasis on the role of r
framing of the other and the self is especiallyagiie to these works that engage with
these histories of othering and discursive shaping. Stated most broadly, this group of post
colonial theorists establish the basis for a thoroughgoing critique of the colonial gaze and
the representations bound up witthGiven that the artists | discuss in this chapter carry
out an analogous project, the persuasiveness of the relevance of the one body of work to

the other is forceful.

172See:Malek Alloula, The Colonal Harem trans. by Myrna Godzich and Wlad Godzich
(Minneapolis: University of Minnesota Press, 1986); Lynne Thorémmen as Portrayed in
Orientalist Painting(Paris: ACR Poche Couleur, 1994).

13SeeTrinhT. Mi nh ha, ¢ QCautTherenMagimaltation ara C@ntempiorary
Cultures,ed. by Russell Ferguson et @ambridge, MA: MIT Press, 1990), pp. 3386;

Trinh T. Minh-ha, When the Moon Waxes Red: Representation, Gender and Cultural Politics
(Abingdon: Routledge, 2014).
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To begin with, we turn to the discussion of Lalla Essaydi, beginning with a

biographcal sketch, and then moving on to discuss the work more specifically.
4.2 Lalla Essaydi: The Artist in Her Own Words

Essaydi was born in 1956 in Morocco, into a conservative Muslim household which was
polygamous. Her father had four wives and she was orewarechildren. Her education

took place in both Saudi Arabia and France (Ecole des B&eds)xand later Boston,
where she moved to undertake undergraduate studies at Tufts University, later graduating
with a Masterods degr ee df Fineartsini2@3. Slihdugho | o]
her main residence is now in New York, she also continues to work in Morocco. This
international experience and habitation informs her work significantly, allowing her to
explore an interstitial space and subjectivity thabveuts monolithic geeultural
constructions to bring to light the multiplicity beneath. The two primary collections of
her work are to be found at the Howard Yezerski Gallery, Boston and the Edwynn Houk
Gallery, New York, with additional collections atetbFries Museum, the Williams
College Museum of Art, the Kodak Museum of Art, and the Art Institute of Chicago. Her
work has also been exhibited around the globe in locations such as tliBritigh
Museum) Ireland, the Netherlands, Japan, the UAE, Shafaénce the Louvre)and
various locations in the USA, includinfpe Smithsonian Museum of African Art in

Washington

In various interviews and personal statements, Essaydi has spoken and written at
considerable length about the inspiration forwerk and the ideas that have influenced
her approach to it. As is the case for Zineb Sedira (Chapter Three), Essaydi acknowledges
that her art has been shaped first and foremost by her own personal experiences as a

woman living and working between two auriés:

My work is highly autobiographical. | speak my thoughts and talk directly about
my experiences as a woman and as an artist, finding the language with which to
speak from those uncertain zones between memory and the present which belonged
to the Easaind West/*

"Ray Wat emhoas &s s al diNka: JournallohCoreemporagy widcan Art
24 (2008), 146 (p. 146).
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Essaydi has also emphasised this multifaceted aspect of her work. For example,
i n a statement on hernnmyarm | wisk to preserg myseltf e d
through multiple lensek as artist, as Moroccan, as traditionalist, as lipegiMuslim.
In short, | invite Y Essaydportsaystheaomplexdydfsdar st e
multicultural, hybrid identity in her arteflecting the multiple cultures, identities and
spaces that she grew up with as well as those she hagegpdrlater in her lifé’® She
thus works from what -Behtawerean & esfpeaae.d Bloalt
inhabiting this space allows an individual to view the concepts of nationality, identity and
the collective self from a critical distanceppreciating them for the discursive
constructions they are, and seeing through the ideological imputation of essential
identities!’” This distance, in turn, allows for the deconstruction of such ideological

constructs, as welOE$sagpedi 6s worclkntral as|

Essaydi 6s multiple identities as a won
in her first series of photographs that was entitiEshverging Territoriegassembled
between 2002 and 2004 this collection, although all the photographs were taken in
Essaydi 6s Boston studio, all of the model
SelfPortraits or the Virgin Mary Essaydi created images that feature women veiled in
the traditionalhaik and adjar, but the Moroccan artist also uses the same fabric as a
rudimentary backdrop. Here, too, there is something of the same play between the absence
and presence of the standing female figure, who, chaméleprappears to blend into

the backgrand on the far right.

However, unli ke Sedirads ghostly whi-
surface is adorned with calligraphy written in henna, including the skin of the two
unveiled women on the far left, one of whom clearly appears to be erigdbedareative
act of writing (and the second of whom may also be, but if so, less visibly). Essaydi has

explained that the images in her photographs are the result of sometimes several months

Lalla Essaydi ,LalaBssaydkisttp:/laBaessaydi.com/b.htndl> [accessed

14 October 2019].

"Fortunata Calabro o6Lalla Essaydi in Intervi
B | oldedBlue Print 2013 <http://imowblog.blogspot.com.br/2013/05¢mmversatiorwith-
lalla-essaydhtml> [accessed 14 March 2018].

177 Bhabha,The Location of Culturep. 38.
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of work, with the henna work in particular being very tiooasuming*’® Many of the
models are family or friends of Essaydi and the text which adorns the surfaces is often
based on weeks of conversations between the artist and her models in family homes

orefl ecting on our status as delberatly wo m

indecipherablé’®

Figure20: Lalla EssaydiConverging Territories #22002 2004.Chromogenic print mounted

on aluminium, 104 x 84.6m., private collection

Essaydi is well aware that Western viewers of her work will have their own
interpretation of the images of veiling and its significance. As previously argued in
Chapter Two, the veil has become a symbol laden with many meanings. It can be
associated withavolution or it can be viewed as a tool of repression. It can be interpreted
as a means of egubjectifying women or as an assertion of a shared sense of communal
belonging or a declaration of séffentity. Here Essaydi offers yet another reworking of
the meaning of the veil by covering it wittalligraphy painted using henna, a natural
plant dye that has been used for centuries in the Arab world and elsewhere by women as
a form of bodily adornment. In Morocco, as in many other Arab societies, decohating t

body with henna is particularly associated with woroaly gatherings in domestic

"Mal |l i ka Rao, 6The VeiBloeam Pdedmimigsmphfer Mdrad ¢
Huffington Post2 November 2015
<http://lallaessaydi.com/untitled%20folder%204/The%20Veiled%20/iemPo6200f%20Moro
ccanBorn%20Photographer%20Lalla%20Essaydi.pdf> [accessed 9 March 2018].

17 Rao [accessed 9 March 2018].
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spaces held to celebrate marriage. On t he
adorned with henna designs. On the other hand, in the Islamic world, theadiiyodchy

was traditionally a malenly domain, the practice of which was forbidden to women.

Thus Essaydi, here, invites those with a knowledge of Islamic art to reflect on this
gendered convention and mixes the two, decorating every surface with hpemenal

story.

Of this collection, she comments, &I
of these women, through written text, became both their walls and their freedom, where
they can be who they wan®Asviwihtoutmu e tafal
work and commentary on it, in this statement the desire to deconstruct oppositions is
apparent : voice and writing, walls and f
the series alludes to. The troubling of the genddreidion of realms and activities that
is achieved through the use of henna to write calligraphy ties in to such an exploration of
the relations between domestic / private and pubtite intimate voice and the public
script. Implicit in this deconstruan is a critique of specific forms of gender relations,
and the domination they inscribe, wher e
0f reedomb. But as we have seen, there ar
unabl e to &ébe omhto rtersetyr awandioth damesthiamddromra nc e
further afield. The walls Essaydi 6s womer

Recalling the distinction between cultures of visibility and invisibility discussed

earlier, inConverging Teitories #22above,it is noteworthy that, reading from left to

right (as would be the direction of legibility for the audience to which the photographs
were first exhibited, in the USA), the figures represented move from the act of writing to

a state of ancealment. Reading the triptych diachronically, the implication is that the
writing shields and masks: it is a wall behind which the female Muslim subject can
conceal herself. Taking this in conjuncti
sher éated an I maginary space where é thes

restraint or hi ndrance, d the preserntatio

WSyzanne KurdbpoynéHMesagdan Shat tTheWashibgtonder St €
Diplomat, 2 October 2013
<http://lallaessaydi.coméws/PDFS/Articles/WashingtonDiplomat_Oct_2013> [accessed 18

October 2019].
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whether verbal, spatial, or with garmentas a means of safeguarding a subjectivity that

finds itself ceopted to the projects of othelf&.

For this reason, Essaydi challenges her Western audience to radighllykréhe
artistic conventions associated with the
photographs lack the vibrant colouisxurious trappings and naked flesh typically found
in nineteentkcenturyEuropean representation$ the Arab world by male painter
her photographs, Essaydi uses the female
about Arab women within Westen & Attthis.stage it is useful to examine exactly
which stereotypes Essaydi was challenging and the reasons why these existed. | do so by
first considering Edward Saiddés notion
structuralist thought thamformed it. Then, | consider the specific forms the othering of
the Islamic world took historically and in the Western colonial project to identify
prominent tropes Essaydi s work engages

works of visual arttha e mbody these tropes, and Essa\
4.3 Edward Said and Orientalism

In 1978, Edward Said (19B8003) theorised that Orientalism was a kind of-&dfflling
'imaginative geography' that was used by Europeans, particularly tredhBnd French,

to rationalise their nineteenttentury colonial foraysto North Africa, the Levant, and

further afield, and bolster Western governance in the Middle'84id conducted an
analysis of a huge body of scholarly and artistic woekated to or originating from the

Arab Muslim regions in the late eighteenth centifyThis analysis focused on the
Oexteriority to what Tithe fad ef stcextermaiysfrom itsf t h
ostensible subjedt and the ways in which itepresents the voice of the OrieBaid

empl oyed the term dbdexteriorityé in this
Orientalist fantasy that European travellers had formed in their minds and the reality they

encountered amuristsvisiting theMiddle East(which they did in increasing numbers

181 Kurtz [accessed 18 October 2019].

2] mani Cheers, O0Q&A: Lalla Essaydi Chall enge
of Af r i RB§ 2012A&ttp:dvww.pbs.org/newshour/art/blog/2012/05/revisions.htm|>
[accessed 9 March 2018].

18 KlausMon Beyme, OFr om EXx o tTheorizisgmandtPoliticRiogsAttio ol o ni
the Age of GPolitits & ISouth Adiai Qultuke,, Rationality and Conceptual Flow

ed. by Siegfried Wolf et al. (London: Springer, 2015), pp.188 (p. 180).

184 Edward SaidQrientalism(London: Penguin, 2(8) p. 20.
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from the 1820s onwardsA sense of disillusionment amdissatisfactionwas often
recorded in the travelogues of European writers. For exavipieBeymenotes that the
French poet Louise Colet (1811876),who stayed at the court of the Khedive of Egypt

in 1869 at the time of the opening of the Suez Canal, described her longing fer sabre
bearing Orientals in colourful robes, who sat on luxuriously weaved Persian carpets,
smoking hookahs while being attendedy Nubian slaves under Babylonian lamps. The
quotidian reality they encountered, so different from the exoticised images proffered to

the Western public, seemed a huge disappointiient.

According to Said, Orientalism is a style of thought based on an essentialist
construction of the fundament al natures
opposing constructions: the Orient and the Occident. Said contends that, in Western
Orientialig di scour se, the Orient i'S nevoetr a
should rather be viewed as an arrangement of ideological and political practices whereby
the Western subject posits the Orient and the Oriental and the discursivéttieeako
maintained thaanalysis of this discourse of Orientalism reveals how the characteristics
and values attributed by the West to the Orient as the discursive other illustrate, in
negative, the values the West was seeking to arrogate to itself in itsstliscself
constructiont®’ The other was accorded a specific set of qualities so that the self could
lay claim to their opposites. In line with the Lacanian dictum that repression and the return
of the repressed are one and the same, however, the cpitudatts of the colonial era
demonstrate the forceful presence in the Western imaginary of precisely those values and
characteristics imputed to the Oriental otH&his will be demonstrated in greater detail
in my analysis of Orientalist works of visual art later in this chapter.

As should be apparent, there is a strong element of domination in such discursive
othering. Along with the forceful expropriation of t¢ories, the construction of the
colonial imaginary took place not only through works of artistic and imaginative
representation, but also scholarship and science. Th&\iestern other was made a

subject of Western intellectual enquiry through the creawdnfields such as

185\/on Beyme, p. 182,

186 Said, p. 20.

187 Said, p. 6.

BEdward F. Dyck, 060On t he ReMosaic84.1¢2001),(9810% Repr
p. 94.
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anthropology, and the quest for knowledge was posited as the ostensible justification for

a range of colonial practices. Mifta has identified such practices in the idea of
Oterritorialised knowl edge exértowhareahofthe f er
unknown as | gather t hen#Ansi tchapnt utrheed fionl d
idea of power/knowledge, such efforts were by no means ideological neutral, but

inscribed within their very premises a project of domination abgestion of the other.

Sai ddés Orientalism established a base
East that was not based on facts or reality, but on biased models in which the culture of
the 60Orientod was judgedhenoé WeMalking a rbtaldlef er e
exception of Germany, he began by examining how the conceptual, academic efforts of
British and American Orientalists to comprehend the societies and cultures of the Eastern
world were also underpinned by a political purpdsereate a specific type of authority
over the Orient, through the production of knowledge abodt!iAn important
assumption in this model of knowing is the asymmetry of the relation of knowledge: the
Western coloniser obtains knowledge of the colootilaér; the colonial other is assumed

not to know, at least not in the (modern, scientific) sense imputed to the coloniser.

Said uses Foucault's hypothesis taken from his wdisspline and Punistand
The History of Sexualitf1978) in which the French pbsopher investigates types of
power, how power operates using different mechanisms, and how it enters and controls
aspects of daily life. As Mirdha argures, concepts, societies and history cannot be
genuinely comprehended or studied without understgndims power, and more
importantly the connection between power and force. To elucidate this idea, Foucault
coins the term 6power/ knowl edged. The <co
knowledge implies a correlative position of power over the tkimgvn. To know is to
exercise dominion over something. A given seaidtural configuration of knowledge

and power is termed an O6episteme. 0 An ep

189 Minh-ha, p. 327.

190 See: Hassan $Vail, Immigrant Narratives: Orientalism an@ultural Translation in Arab
American and Arab British Literatur@xford: Oxford University Press, 2014).

¥INurliyana Talib et al., 6Orientalist Method
Ci vi | i zThe Rrooceedings of the 5th International Symposium on Islamic, Civilization
andScience (2014), pp. 282 (p. 29); Ali Behdad and Luke Gartlan, ed®hptography's

Orientalism: New Essays on Colonial Representafias Angeles, CA: Getty Publications,

2013).
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cultural, and political world that determines the horizonhef thinkable: what can be
thought, who possesses knowledge, how knowledge can be shared or obtained. For
example, the episteme of the European Middle Ages accorded significant authority to the
Church and priesthood in relation to knowledge, butthiswasre f i gur ed i n ma
emphasis on scientific methods. These represent differing epistemes, with differing
discursive constructions of knowledge that shape social power in differing ways. An
important proviso of this view is the pestructuralist assuption that no representations

are neutral. A given knowledge of a thing is a representation of it, and Foucault would
hold that no representation is ideological neutral. Every representation will be shaped by

this power that informs its production.

Saidap | i es Foucaultds hypothesis in two
power and investigates how it works in the context of Occidenent relationships and,
secondly, he presents the argument that discourse acts as a medium by means of which
control is constituted and through which it produces the objects of learning. As Said puts
it,

éthe act of representing (and hence of r

some violence of some sort to the subject, as well as a contrast between the violence

of the act of representing something and the calm exterior of the representation

itself. The action or process of representing implies control, it implies

accumulation, it implies confinement, it implies a certain kind of estrangement or

disorientation onhe part of the one representing. Because, above all, they involve
consumption, representations are put to use in the domestic economy of an imperial

society9?
Following directly from this view of representation, Said analysed diseursive
mechanisms ofexts andimages revealing how they were the basis of the ideas upon

which Europeans founded themperialist discourse about the Oriesn, the cultures and

peoples of this vast region becadedinedby these images and texts.

Said contended that bothe Orient and the Occident are maade spaces,
concepts created by Western discourse: the vision of the world, in which Asia is divided

up as O6the Easté, O0the Middl e EathdreGvasand ¢

192 Said, p. 9.
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not originally any Arabicdrm to designate the area popularly referred to as the Middle
East!®*This discourse, in which the world i
creates a hierarchy in which self is superior to @tker. This dterity or process of
rendering another dividual or cultureOtheris produced by means of discourse. As Said
notes, this discourse can be constructed either etymologically (within academic or literary
materials) or visually (by means of pictorial or symbolic representations) and can be
found ina diverse range of texts and genres. In all these different forms it serves to
establish and maintain hegenyom simple terms, Orientalism can be seen as a Western
discourse for ruling, reworking, and having expertise over the OrientdiBuisurse also
determines how knowledge about the Orient, its peoples and cultures, is articulated in
textual representations and controls the perspectives they'&Hopperates on the basis

of topoi (i.e. formations and transformations of space aruM@dge), generalisations

and banalities and it can show stubborn persistence.

Orientalism is also inextricably linked to the discourse of the European
Enlightenment, a historical period in which the Arab world was depicted as uncivilised,
inferior and exremely backward® Scholars constructed a historical narrative about the
ascent of Europe which ignored the Islamic Middle East and the Ottoman Effiine.
European conception of the Enlightenment was bound up with a unidirectional,
teleological visiorof history and culture. Human societies were believed to ascend toward
ever greater |l evels of reason and ration
scientific outlook. The European Enlightenment was taken to represent the peak of this
developnent, and all other cultures and sociefiggst and preseiitwere evaluated in
respect of their approximation to this ideal.

The strategies used by Western historians to interpre¥Westiern societies were

framed by Eurocentrispan intellectual paragm in which the rest of the world is

WMAnne Maxwel | , -\Wdstr NemApprgacheshtethe iHistary of

Ph ot o g doarpahofGblonialism and Colonial Histarg6.1 (2015), 98105 (p. 99);
Pallavi Pandit LaisramViewing the Islamic Orient: British Travel Writers thie Nineteenth
Century(London; New York, NY: Routledge, 2014), pp.i23.

194 3aid, p. 10.

195 Daniel Martin VariscoReading Orientalism: Said and the UnséReattle: University of
Washington Press, 2017), p. 35.

19 3aid, p. 2.
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believed to be a less important subject of study than EdPé@aid illustrates his point

by referring to examples of works by European authors that have helped to shape
Orientalist discourse, including influential G&an philosopher Hegel. Hegel represents
perhaps the clearest articulation of a vision of history as teleological development to
modern Europe. Said notes that in Vicmlesungen tber Philosophie der Weltgeschichte
(Lectures on the Philosophy of World Hist, 1824 1823) Hegel portrayed the Orient as
lethargic and unchanging, arguing that although Islam had influenced Europe with its
thoughts and values in its heyday, it had then declined and was irrelevant to the present
day!% From the latenineteenth cemry onwards, these supremacist speculations helped
to produce an image of Islam that harked back to the Enlightenment views which were
likewise used to uphold the superior position of EurSpén this discourse, Islamic
societies were populated by religious zealots and despots, individuals who were lethargic,
ignorant and fearful of scientific knowledgeThe Enlightenment galvanised

Revolutionary France to further its imperial effi$.

According to Said, modern Orientalism dates back to 1%&&n French troops
led by Napoleon invaded Egypt, with the resulting French rule lasting until’?80he
French maintained they were releasing Eg
introducingenlightenment and freedom to the OrieAlthough this occupation lasted
only three years, it greatly influenced the European view of the Islamic Middle East.

In 1809, the French government published significant parts of the comprehensive
Description de [I'Egypte1809 1822), describing the geology, art, landmarks, and
characteristics of the life and peoples of Egypt. This compelling work influenced French
archiecture and decorative arts during that era reflected the predominance of Egyptian
themes found in the stalled Imperial styl&®? This link with Egypt also began to attract
increasing numbers of Western explorers to the Near and Middle East, with mia@mof t

choosing to depict their impressions in painting or capture them in photography, still a

19”MicheleH a n n o o s ites of @tograptty: Circulation and Mobility in the Nineteenth
cent ury Me HistaryeofrPhatography$0,1 §2016), B27 (p. 5).

198 Said, p. 29.

199Von Beyme, p. 1.

200 3aid, p. 9.

201 Said, p. 76.

202 3aid, p. 4.

111



new medium of representatiét?. At the beginning of the nineteenth century Orientalist
artistic paintings also served as propaganda to support French coloniapsesenting

the East as a backward, wild and brutal place that needed to be restrained and enlightened
by the rule of the Frenci*

4.4 The Discourse of IslamasOther

It is also worth reflecting briefly here on the specific nature of the discourséabat
served to frame Islam as a particular type of Other to the European self, given that it re
emerged strongly in the Orientalist art of the nineteenth century. This discourse is based
partly on the European cultural memory of invasion and conflict repted by Al
Andalus (Islamic Iberia 7111492) and the Ottoman Empire (from the Late Middle Ages
until the early twentieth century). Although Christianity and Islam share some beliefs and
there have been periods of peacefuegstence with fruitful relatins and trade between
Christian Europe and Islam, political and territorial conflicts have led to contention and
hostility. In the early Middle Ages, Muslims overthrew regions of the Byzantine Empire,
of Spain and Sicily, and later extended their goveredaoareas of the Balkans, Eastern

and Central Europe. They were considered not only a major political and military force
in Europe but also exerted widespread cultural influence. This antagonistic relationship
is the likely reason why Islam has been vidweas t he most essent.
Christian Europeaff® The discourse of alterity that has been produced is one that
emphasises the religious and social divide between the world of Muslims and Christian

Europeans.

Said points out that the stereoggproduced by this alterity have been continually
subject to alteration over the course of time as they adjust to changing requirements and
conditions. Theimage of6 t h e fdundrirk the period from the beginning of the
Ottoman Empire in Constantinople 1453 to the end of the sixteenth century was
characterised by a discourse of fear and religious difference which branded the Ottomans

as barbarian outsiders who were unwilling and unable to adjust to the culture of Europe.

203 3aid, p.
204 3aid, p.
205 3aid, p.
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A change in this prevailing agon occurred around 1700 with the Enlightenment, when

the Islamic world was equated with resistance to change and backwafiness.

During the nineteenth century, stereotypical views appeared that continue to shape
Western attitudes towards Islam and Musl to this day’’ During the era of European
| mperial i sm, the position of Il sl am and
development of social, religious and political distinctions between Europeans and Islam
and the idea that Islamic mores are ddémncally opposed to those of Europe. The view
of I sl am as Gdambrged ia theenmgteenthacentury and eeligious discourse
posited the supposed ethical superiority of Christian Europe, as opposed to the vicious
cruelty and irrational religicalextremism of the Muslim OrieAt Especially prevalent
was the generalisation that Islam was an impediment to modernisation and development
in all areas of socigolitical life. This included the belief that Islam mistreated woR{én.
Acceptance of Europ@ ideas and models was widely seen as the means to guarantee the

required progress.

At that time the Ottom&ncEmpianeandvafur
European powers were interested in determining the extent to which each of them would
impact o the affairs of the Sultans without endangering European pdh&tereotypes
of this sort bolstered European personality and culture by showing how unique and
unsurpassable European culture viRebellions by Christian minorities and other ethnic
skirmishes in the last quarter of the nineteenth century occurred in Bosnia, Bulgaria,
Macedonia and East Anatolia, and the barbarism meted out by all participants led to the
vilification of the Ottoman$!! From the European perspective this was considered to be
evidence of Oriental cruel ty, with the C
Sultan Abdulhamid 11 (18420 918) being referred to as tl
were said to be dripping with the blood of his casuaffieBy the end of the ninetath

century and start of the twentieth century, practically every Muslim nation was under

206 Said, p. 26.
207 3aid, p. 20.
208\/on Beyme, p. 6.
209 5aid, p. 22.
210 3aid, p. 28.
211\/on Beyme, p. 6.
212 3aid, p. 24.
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European rule and those states that did maintain political autonomy (the Ottoman Empire,

Persia and Afghanistan) were often virtually puppets to one or more Eunopsars.

In this nineteentitentury view of the Orient, these negative stereotypes were
contrasted with equally erroneous positive stereotypes, based on idealised romantic
notions of the Middle Easthe overvaluation of the Oriental gave rise to thedicthat
Arab societies had existed essentially unaltered from primitive times to the present, and
werefrozen in timeThis trope is again a common one in colonial framings of the other,
arising from the dichotomy posited between the modern West, engageproject of
teleological development, and the pn@dern other whose cultural practices do not
reflect such development and change, but rather an unchanging fixity. The settings of the
Near East were also treated as a source of background for bibboad$!® Western
curiosity was piqued by the idea of finding an unadulterated exotic culture, free from the

6contaminationd of civilisation tha&% coul

Figure21: William Holman Hunt,The Finding of Christ in the Templ&860. Oil on canvas,
141.0 cnmx 85.7cm., Birmingham Museum & Art Gallery, Birmingham.

213 3aid, p. 6. After visiting Palestine in 1850, William Holman Hunt paifteel Finding of
Christ in the Termple (1860; Birmingham Museum and Art Gallery) aflde Scapegodi854
55; Lady Lever Art Gallery, Port Sunlight) with a discernible Palestinian backdrop.
214Hassan, p. 17.
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Figure22: William Holman Hunt,The Scapegoal,854 1856.0il on canvas, 86 cm 140cm.,
Lady Lever Art Gallery, Port Sunlight, UK.

This duality dominated depictions of the Arab world throughout the nineteenth
century, in which males were generally demonised and women romanti&iagdnen
are often represented armed with scimitars and daggers which present piaeticalsirly
dangerous, with French painter Eugene Delacroix (L¥8&3) being particularly noted
for portraying themes of cruelty and violence in his Oriental work. Military might and
brutality also featured heavily among the subjects of Orientalist pantraying
nineteentkcentury conflicts such as the Greek War of Independence i(182Q), the
Crimean War (18531856) and the overthrow of Algeria by the French in 1830.

On the other hand, Arab womenrtrayed by Orientalistare represented #se
victims of depraved polygamous despots, condemned to a life of sexual servitude within
the confines of the haref®® However, by exposingo public viewi and more
importantly, to the male gazethe interior of the harem, the images disseminated by
Orientalit s bl urred a crucial symbolic boundar
has its originsin h e Amamiyidc réef erring to somet,hing
the term that is used to refer tihose domestic spaces reserved for the women of
houshold and considered out of bounds to all adult males save for close relations. In a

sense, then, veiling can be seen as a response to clearly reinstate a private gpace.

215 3aid, pp. 89.
216 3aid, p. 10.
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Orientalist artworks, the importance of this concept appears to have beeretetynpl

overlooked.

It has been argued that the distorting effect of Orientalism has affected not only
the lens through which the West views the East, but also how the East sees itself. The
Orientalist perspective has influenced the lives of Arabs of bettiegs, but in particular
those of women, since the impact of Western influence was to make rules stricter for
women in Arab countries. Given that Western images suggested both the vulnerability
and availability of Arab women, this had the effect of emagimg Arab men, who in
response felt impelled to protect their women from becoming objects of Western male
fantasy, and thus placed more emphasis on the use of the veil. It is difficult to determine
whether this insistence on veiling women was actuallgsponse to Western influence
or simply a coincidence, but it is equally difficult to believe that the two bore no relation
to each othet*’

In the European context, the collection of stories knowirhasThousand and One
Nights or The Arabian Nightsalso nfluenced Orientalist discourse, having become
popular following various translations from the eighteenth century onwards, when Arabia
was the subject of social and political interé&The story of Scheherazade who delayed
her execution by recounting ¢é&l such as Aladdin, Ali Baba and the Forty Thieves, and
Sinbad the Sailor to the Persian King Shahryar introduced Europeans to a fantasy world
of genies, flying carpets and magic lamps that was to become a popular representation of

Oriental culture and p@tes?!®

Victorian and Romantic authors such as Thackeray, Coleridge, Conan Doyle,
Gaskell, Collins, de Quincey, Dickens and Scott were all inspired by the world of wonders
represented iThe Arabian Nightslue both to its contrast with mundane reality @ad
apparent connections with real places and people. In addition, the translailibe of

Arabian Nightsby Sir Richard Burton published in 1885 emphasised the exoticism and

217 Alloula, p. Xix.

218Tanya Sheehan, edPhotography, History, Differendgebanon, NH: Dartmouth College

Press, 2014), p. 6.

Tim Allender, o6Mal feasant B ondakingsl85010x 1i 2edn,t al i
Paedagogica Historicas3.6 (2017), 118 (p. 3).
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eroticism of the text?® The Western world developed a taste for Easitespired
furniture, architectural motifs, textile and decorative arts during the nineteenth century,
while in the British Aesthetic movement the whole concept of beauty was inspired by the
themes of Oriental interior$! This style is typified, for example, in theab Hall created

in the London home of painter Frederic Leighton (18896), which was decorated with

mosaic tiles collected during his trips to the East.

The positioning of the MENA region and its culture within the Western colonial
imagination is thusleeply informed and influenced by such eroticised exoticism, which
has in turn infor med asdprgandinganddghresdamtatiorc ul t u
Essaydi 6s work is noteworthy for the exte
founddions of this imaginary, the influence of which persists in shaping Western attitudes
to the MENA region. In the following section, | turn to a consideration of the specific

ways in which Essaydi does this.
4.5 Re-visioning the Orientalist Vision

E s s a yguturabhgbridity allows heto view traditional visual representations of Arab
women from two very different perspectives: that of the Orientaliser and that of the
Orientalised. Essaydi has explained how this twin perspective has been and remains a key

inspiration forher work

When | |l ook at Orientalist paintings, | 6n
beauty and being appalled by how Aralggarticularly women, but also mérare

portrayed. The women are portrayed as passive sex slaves or dang#esus f

womeni in both cases, normally naked. The men are portrayed as weak, swarthy

pimps. Not only do | wish to highlight these distortions in my work, but | also wish

to provoke the viewer into looking at things differently, where the expected space

competes with a different spaéea space that creates a new understarfdtng.

Attending the opening of her exhibition at the San Diego Museum of Art, Essaydi
commented on the effect of the Orientalli s

220 See:Yasmin Hussainywriting Diaspora: South Asian Women, Culture and Ethnicity

(Abingdon: Routledge, 2017)

221 Said, pp 217 22.

22Mari anne Lentz, O6Dispelling Ori &vifoa2Bi s mds F
September 2013 <https://kvinfo.dk/dispellingentalismsfalse-depictionrof-arab

women/?lang=en> [accessed 18 October 2019].
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a world that doesndét exist, except ren th
[ €] and the way they percei V8Heuuse oitha er
pronoun 6usd® here could cover either Nort

in general.

Essaydi has explained that her relationship Wtrentalist artbegan while she
was in Paris, where found she herself initially drawn to these nineteentiry paintings
displayed in the Louvre for thesiesthetic beauty. Later, during her postgraduate studies,
she came into contact for the firsttimveé t h S a pndh@ sotiow of Orkentalism and
started to look agaimat these exoticised images of the Arab world, in particular the
paintings that featured naked women, who were typically reclining seductively on divans
and pillows, surrounded by all the trappings ofuryx As Essaydi looked more closely
at Orientalist depictions of North African culture by male Europeanstestiised that
these had nothing in common with the reality she had experienced in Morocco, growing
up in a busy household surrounded by femalealjamembers and friends. She has also
comment ed i n aasaniArab womani laden't redognise myself in those
p ai n t?%f Thig faifure of recognition proved a crucial first step to her subsequent

interrogation of these representations.

Her fascination with these nineteertlntury representations continued biug s
began to interrogate the nature of the fantasy element underpinning these images and
decided to begin to use her own art to critically comment on and subvert these Orientalist
representations of the female foriss part of her workowards her MFA, Essaydreated
large piecesbased onvork by the nineteentisentury French paintdeanLéon Gérdme
(1824 1904), who was well known for his Orientalistages. Unlike som&uropean
artigs who depended largely on travelogues and officially endorsed publications such as

theDescription dé'Egyptefor their view of the Orient?>Géréme did journey throughout

22James Chut e, ¢ M&®kindo gentiBglledulyQalbt ac
<https://www.orlandosentinel.com/sesarrdiegomuseurrof-art-lalla-essaydi2015jul0t
htmlstory.htmI> [accessed 18 October 2019].

24N. Leech, O6We Speak to Lalla Essaytdhe about
National, 1 July 2017 <https://www.thenational.ae/artdture/wespeakto-lalla-essaydiabout
herfirst-solo-gallery-showin-dubai1.43515> [accessed 9 March 2018].

225 As Saidnotes, the French artiéntoine Jean Gros (1771835) never visited thiliddle

East but was commissioned to execute a work portraying an event which took place during the
Egyptian campaign.
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Egypt and later painted scenes such as the slave markets (for eXam@Eve Market

1866 Figure23) and bathhouses/porish Bath 187Q Figure24).22° Arab women were

often the focal point of his work. However, in common with other Orientalist painters, he
was interested in portraying what he saw as the Otherness of Arabs and their culture.
Thus, the images he painted often came from his own fantasynaghation or were
inspired by earlier depictions of Oriental themes by European pathtéfspics and
material were chosen specifically for their ability to embody an otherness to the European
audi en camneresssardintentionally made moreexott o appeal to t

desire for such.

Figure23: JeanLéon GérémeThe Slave Marketl866. Oil on canvas, 84.6 cn63.3cm.,
Clark Art Institute, Williamstown, MA, USA.

226 3aid, p. 11.

227 As Saidnotes (p. 2), models dressed in a Middle Eastern style appear in Renaissance and
Baroque works by artists such Rembrandt, Bellini and Veronese, and harem scenes were
eroticised in their paintings, showing scenarios to engage the aesthetic of Rococo France.

119



Figure24: JeanLéon GérémeMoorish Bath Oil on canvas, 50.8 x 40dn., Museum of Fine
Arts (MFA), Boston, MA, USA.

The other side of the equation, however, is the aesthetic appeal of the works.
Essaydi herself has spoken aboutstb@uctive beauty of Orientalist paintings by Géréme,
arguing: 6That makes them really dangero
toappreciate women being sold 2E€Essbhpdieds
comment here emphasises the role of sensual appeal in the consolidation of ideology in
the representation of the other. As she notes, for uncritical audiences, the aesthetic polish
of the representation is sufficient to make the subject matter palatable, regardless what it
is or the extent to which it may misrepresent the other. In this sense, the aestheticisation
of the Orient is part and parcel of the colonial epistemologicakgrrgf refashioning
the Other in the i mageenceptwqui red for the

The feminist film critic and filmmmaker Laura Mulvey famously wrote about the
need to analyse the i mages of female beal

by creating alternative representations of women. She also referedtb e t hr i | |

228 Chute [accessed 18 October 2019].
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comes from leaving the past behind without simply rejecting it, transcending outworn or
oppressive forms, and daring to break with normal pleasurable expectations itoorder
conceive a new ?Plathigserse the tactic ardl ¢he appreachdespond
to the affective, eroticised dimension of the episteme that is being critiqued and
deconstructed. As Orientalist works depend on the sensuality and affectivedglitogmn
aspect of their representation, Mulvey implies that those artists who seek to subvert the
Orientalist model need to make use of such dimensions. Mulvey was particularly
concerned about the need for women themselves to reformulate and revitajjes aha
femininity that did not simply represent females as passive objects of the male gaze, but
instead to inscribe female desire in the images produced. Although she focused
specifically on cinema in her piece, the point she makes provides a useful oieans

|l ooking at Essaydi 6s wor k-knawn@riehtaist imagpsp r o0 a «
4.5.1 Les Femmes du Mard@0052009

The successor tdConverging Territoriesw a s E s desyFeéemn@es du Maroc
photographic series, produdeetweer2005and2009. She returned to this theme in 2010
again withLes Femmes du Maroc Revisitéxamples of these pictures, and discussion
of them, is provided in subsequent sectiolmsthese images, Essaydi delibenatgthged

and positioned the models to make them directly reminiscent of earlier Orientalist works.
She then recontextualised thebjects, ideas and imagdound in the original paintings

by European artistproducing photographs which thelslamicwomen who are depicted
assert their own identities awtallenge the traditional Orientalist view of Arab women

as a commodity to be owned by men. The photographic stvadiengeand interrogate

the Orientalist perceptioof male/female an@®ccident and Oentpower raised by such

images’*®

In this series, Essaydi1eses many of the representational techniques she had
previously employed to great effect @onverging TerritoriesShe indicates the direct
implied link between her own work and that of theat@enthcentury Orientalists by
choosing the titlk.es Femmes du Mar@gevomen of Morocco) which literally echoes one

of the titles usually giventoone Bfe | a cr o i x &msownnpairgingLesvkemrhes

229 Mulvey, p. 45.
Z0Carol Solomon, o6Lall a,E®B8saydii nvgaCnCaurd & su mAgrstd ¢ u
Journal 37.1 (2016), 4850 (p. 49).
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d 6 Al(Wamen of Algeria) (also known demmes d'Aer dans leur appartement
(Women of Algeria in their apartmérit834 Figure28).231 Here two of the representative
works from the series are analysed in de
Orientalist original since this is what she encourages viewers to d@anbyg each in a

way t hat dr aws their attenti on-exidtimg her
representationd.a Grande Odalisqu@ suggests there was a first version of this image,

in this casela Grande Odalisqudy French painter Jean Auguste Domugqgingres

(1780 1867) (Figure 25), while, as noted abovées Femmes du Marandicates both

similarity and difference are to be expectedinheriesi oni ng of Del acr

Figure25: Jean Auguste Dominique Ingréss Grande Odalisquel814.0il on canvasg8.9 x

162.6¢cm.,Louvre Museum, Paris.

Z1The Algerian feminist writer and flrma k er Assi a Dj ebar al so use.
the inspiration for heFemmes d'Alger dans leur appartemarseries of shostories abouthe

lives of women in preolonial, colonial and postolonial Algeria. She also uses this work to

engage critically with Orientalist representations of Muslim women by male European artists.
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Figure26: Lalla Essaydil.a Grande Odalisque 2,es Femmes du Marp2008.Chromogenic

print mounted omaluminium, 30 x 40n., private collection

4.5.2La Grande Odalisque

It has been argued in many readingk@Grande Odalisquéhat rather than representing

a real woman, l ngresd intention was to r
acarately the specific ideal of feminine beauty for European males of hig¥eich

has been made of the impossibly elongated body of the female figure that creates a long,
sinuous line. The picture was strongly criticised for its distortion of anatomical reality by
members of the French Academy when it was originally submitteexfabition to the

Paris Salon. Maigne, Chevellier and Norl6ff concluded that if this were a real woman she
would be diagnosed as suffering from curvature of the spine and a rotated3dlis.

is a fantasy woman in a fantasy setting, referred to byfdéhenist poetJennifer

MacKenzéc@olassmaabl , c ur?¥kefenmie fighreand thelsettiag d i v

232 Carol Ockmaningres's Eroticized Bodies: Retracing tBerpentine LinéNew Haven, CT:

Yale University Press, 1995), p. 12.

Z3JeanYves Maigne, Gilles Chevellier ahnal H®l " ne
Grande Odalisqué Journal of the Royal Society of Medici®gd.7 (2004), 342344 (p. 344).

B4Jnni f er Mac Ke n Zennjst Sudei?d.8 (20O1), b#6 §pd576).
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in which she is placed are indeed the product of fantasy since unlike some of his European
contemporaries, Ingres never visited North Africa, Egypt or the Middle East, but drew on
his own imagination and on other literary and artistic representation® @rbnt to

create this exoticised vision of femininity.

I n I ngresdéd original, the items surrot
sensuality of t he representation. Their
transformation testifies to the fadtat she considers these to be nothing more than
stereotypical props in this staged Orientalist scene. Ingres pays close attention to his use
of rich colours (aquamarine and yellow) to suggest opulence while the sheen on the richly
patterned curtains andlfiac upon which she lays suggests these are silk, the cushions
velvet. The divan is also draped with an animal skin. To the far right, a faint trail of smoke
suggests an incense burner and this is accompanied by an opiuii? pimefigure holds
a bejewekd fan with peacock feathers (considered in many readipfallic symbol)
and wears just three items of adornment: a set of golden bangles (a possible reminder of
her slavdike condition?), a hair ornament with a setting of pearls matching the item of
jewellery discarded on the divan and a head covering. Clearly, howevetyifes and
gold-tasselled Turkiststyle turbaris not a signifier of Islamic modesty for it has little in
common with the style of headdress traditionally worn by North Africdhss is a

fashion accessory, designed to reveal th

Most tellingly here, the female figure herself appears to be pulling to one side the
curtain which should be screening off from public view the private living space for
females and closelations (naharin) in the household (the literal meaning of the harem).

In his bookMichael[Har ri s argues that in Ingresod6 pa
power to the European mal e spectator, \
voyeurism anddntasy because the paintings present an intrusive scenario: only the male
possessor of the harem [é] | egit PYHartisel vy c
also makes a broader point concerning the symbolic value of these Orientalist

representations that they O6rehearsed or

235 Although some critics refer to this as a hookah or water pipe, this is clearly not the case as
the representation of this item in Delacroix
236 Michael D.Harris,Colored Pictures: Race and Visual Representat@napel Hill, NC:

University of North Carolina Press, 2003), p. 130.
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appropriation of | &tRanaKabbanslikewisecamsehatthesed p e
portrayals of nude or semude females in private spaces offebed means f or t |
[ é] to assert the balance of col oni al p
eroticism in particular was a way for male painters to access placese¢heyptherwise

prohibit®®ed from. o

The f act LaGrande OtHalisguestamsits continuing appeal as anicon
of female 6é6beautyd can be seen in its wus
products aimed at womé?® Equally, the powerfuVisual impact of this piece has seen it
parodied numerous times for different purposes, most memorably in a controversial
iconoclastic poster entitlddo Women Havéo Get Nakedo Get into the Met. Museum?
(Figure27).24° This was designed by the feminist activist group The Guerrilla Girls who
referred to themselves as O6artivists?o, [
visual language, subkave wit, and collective identity [to] serve as key weapons for their
interventions into the worlds of art, politics and the media, exposing domains where

gender, racial and®sexual injustices stil

From her position aafemale MuslimMoroccan aiist occupying an irbetween
space between the East and the West, Essaydi also recognises the powerful visual impact
of the work by malérientalist artistof the nineteenth century, but rather than simply
rejecting I ngresd i mththieand revisiens ie digguptpgetise c r i
stereotypical pleasures of the male nineteestitury Westerrgaze in which Arab
women were positioneds passive objects. At the same time, her work also challenges
viewers to reflect on more contemporary debateabout t he &6submi ssi

Muslim women.

T Harris, p. 130.

Z8RanaKabbanil mper i al Ficti ons: HondonpAl Sasii Bddkst hs of
2008), p. 12.

9LauraOswal d, O6Psychoanalysis and Advertising:
Di s c o uAnseecan Academy of Advertising Conference Proceedies York, NY:

American Academy of Advertising, 2008).

240 An internet search using Google Images reveals dozens of parodies of the painting, some
created for purely humorous reasons, others for more subversive ends.

2'Kristen Raizada, O6An | nNWSAourmawl9.W(2Q07), 388h e Gu e

(p- 39).
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* Do women have to be naked to
get into the Met. Museum?

Less than 5% of the artists in the Modemn
Art Sections are women, but 85%
of the nudes are female.

GuesrmaGwas = o550

Figure27: The Guerrilla GirlsPo Women Have To Be Naked to Get into the M389.

Screenprint on paper, 2871 cm., Tate Modern, London.

E s s a yewvorldng o f | rLg GranslgOdalisquesubverts the Orientalist
point of view. In the original work, the Orientalist setting with its suggestion of sensual
pl easures mean that the female nudeds pos:s
I n E s s a pnjall of the steecotypical Orientalist signifiers of carnal pleasures have
been removed. Although the female figure adopts a very similar pose, most of her body
is swathed in aghennaimprinted materialcovered inArabic calligraphy, as are her
surroundilgs. Any areas of flesh that have been left uncovered, includingpthel e | 6 s
face, are effectively obscumpmeudeskayprotectivé vei I
layer, shielding her from the objectifying gaze of the viewer but allowing her to look
directly at the observeilo most Westerners this also renders her expression literally
unreadable buterdirect eyeto-eye gaze has none of thvde-eyed mock innocence of
| ngr es 0 f aThi$ imasdefiart stameahlateclearly addressesnéieobserveras
an unwelcome intruder in a private space
i n t h estateyfpleasiaglvulngrabilly par ti cul arly preferre
painters2*? It removes any threat of voyeuristic pleasure and eliminates the potentially

controlling gaze.

In I ngresdé original, the title refers
t e rodalisquébut Essaydi reminds viewers of the origins of the word. Etymologically,
odal i sque is derod@e@dchammet heamdr kns®t don
given to females who acted as chamber ma

concubinesTypically they were slaves given to the sultan by wealthy men and unless

242 Kabbani, p. 121.
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specifically selected for their beauty or talents, they would remain in the harem (the
womenos quart e,rwhichaatcordingy ® the adrkaslit kistorian Gulru

Ne ci p o gnibled admomastery for young girls rather than the bordello of European

i magi réltn ofs Yaydi 6 s work, the womands st e
the fact that the soles bér feet are covered lrenna unlike the flawless version of her

Orientalist counterpart

Essaydi employs a similar technique with her reworked versi@relafcroixLes
Femmes ({1834)l While she retains much of the composition of the original
picture, she strips it of its opulent colours and Orientalist tragpifige scene also
i ncorporates Essaydi 6s ubiquitous callig!
tight clothes worn by the three seated women which serve to reveal rather than conceal
are replaced by loodéting robes. All cues to differences isocial status are also
eliminated. However, it is clear that there are age differences between the women in
Essaydi 6s scene, hi ghlighting another S
scenes which is rarely commented upon: all the women portlaydee European male
artists are of a similar age profile because they are there only to display their physical
assets. While in the original painting, the female figure on the left assumes the typical
|l angui d pose. Once agai stheifatishistib, fosnulaiccandk |, E
sometimes pornographic aspects of Orientalist painting and the Western view of women

they enchpsul ate. 0

23G¢ | ru N eéchitectorg, ICeremonial and Power: The Topkapi Palace in the Fifteenth
and Sixteenth Centuri¢€ambridge, MA: MITPress, 1991), p. 180.

244 Bates College Museum of Ates Femmes du Mardgxhibition Notes
<http://www.bates.edu/museum/exhibitions/pashibitions/y2010/lalleessaydiesfemmes
du-maroc/> [accessed 9 March 2018].
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Figure28: Delacroix,L e s F e mmeFemnied dAlger dand leur appartemd&34.0il
on canvas, 180 x 229n.,Louvre Museum, Paris.

-~

=

Figure29: Lalla EssaydilL.es Femmes du Maroc #2008.Chromogenic print mounted on
aluminium, 30 x 40 in.privatecollection.

One further element here which marks out a significant difference between the
two works is the addition of the large curtains that appear to frame both sides of the
photograph. Whilst in Delacroi x 6satedvoamr Kk ,

128



therighthand si de of the painting seem to ser
image they highlight the fact that in the Islamic world the harem serves a specific purpose:

i t asosial gpace for women rather than a space creasedviothe sexual appetites of

me rt*>This concept of accessible and rartessible spaces was to form a central theme

of her third major series of images entitlddrem

Just akaGrande Odaksqubas proved to be an enduring visual image,
gererating numerous artistic-ier eat i ons, Les Felmanecvss adsOAd g e
re-imagined by Pablo Picasso who produced fifteen paintings and two lithographs
inspired by this theme in response to the Algerian Revolution in the #%4is.purpose
wasto encourage viewers to reflect on the fact that Delacroix painted his scene at the start
of French Imperialism while Picasso remade this image as French Imperialism was about

to end®*’
4.5.3 Les Femmes du Mardeevisited

Ayear later, as part of a series entilled Femmes du MardevisitedEssaydi produced

a further photograph that drew on another convention from Orientalist painting, namely
the pairing of a palskinned reclining female and a daskinned slave or seant. In
addition, the direct challenging gaze of the white model vividlysto mind that of the

female figure irthe painting by Edouard Manet entitl&@lympia(1863). The work was
considered to be shocking when it was originally exhibited not dusetaudity of the

female model but rather because her gaze was openly confrontational, despite the fact that

a number of details in the painting suggested this was a representation of a sex¥vorker.

l'sra Ali, 6The Har-@emtFlamy aGryi e nidiaidtidalett eRait rht
Anthropology 39.1(2019, 33 46 (p. 44).

%65eeeAmanda Ber es fLes Fanmesd'Rlg&eres (95455 and the Algerian

War of | n dleumal of the Westerd Society for French Histdid (2015), 98111.

247 Elizabeth CowlingVisiting Picasso: The Notebooks abetters of Roland Penrogblew

York: Thames & Hudson, 2006), p. 181.

28John A. Smith an dOlyahid Visual Stediedls2, (20@6)MEGMLE&SH(Pd s

165).
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Figure30: Edouard Mane®Qlympig 1863. Oil on canvas, 130.5x 16@.,Mus ee d o6 Or s ay

Paris.
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Figure31: Lalla EssaydilL.es Femmes du Maroc Revisit#s] 2009.Chromogenic print

mounted on aluminium, 30 x 40 jmorivatecollection.
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More recently, however, increasing attention has shifted to the role played by the
bl ack female figure in Manetdos painting
her white mistress. This also seems to be an issue that Essaydi adurésisevork. In
this context, it is also useful to examine how white women and their black attendants
(often slaves) were represented in photographic images produced during the colonial

period.

It has been argued that photography, a new medium comhigthgology and
art, was i nstrument al in developing and
Middle East*® As new advancements improved the adaptability of the medium,
photography started serving as a reflection of the natural environment ireagalbstic
way. However, at the same time, nineteerghtury photographers started to create
photographs that fulfilled the demands of the art industry and the cravings of elite art

collectors in Europé>°

Alloula notes that as the art of photographgde to spread in the nineteenth
century, images recalling famous works of art by European Orientalist paveegs
reproducedon a large scale. He notes, for example, the similarities in composition
between a postcard entitiddioorish Women in Their Quasts and Delacroix's second
version of Women of Algiers in Their Apartmeii1849)2°! His analysis of the
photographic postcards that were created by the French depicting Algerian women
reveals how these women were exploited by the European colonialists as models. The
small studioghat began to emerge were largehder the control of Enpean colonising
powersgensuring that Arab women werenfined inEuropean eyes thepartimaginary,
partreal world of theharem. However, Lindsey Moore offers an alternative reading,
suggesting that the female models themselves developed their owtowagist the male
coloniali st ds g the erientallstnpphotographs afnJeah @esser {1848 f
1923),Moorenot es that the female model s displ e
the photographer from distracted looks elsewhere tooutighs t i | e 2 hal | eng

29 3aid, p. 9.

20Valerie KennedyEdward Said: A Critical Introductio§Cambridge: Plity Press, 2000), pp.
25 30.

21 Alloula, p. 33.

22Moore, p. 35.
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Figure32 Jean Geiseioorish Women Dancind.910. Magazine illustration, 19.0 x 27.7 cm.

This is well illustrated in another postcard from the period entdlddoorish
Woman with her Maidvhich pred at e s Nlgmpiahbubuses many of the same
elements found in the odalisque genre: a reclining female model, exotic trappings
including jewelery, carpets and cushions, and a black attendant. It is very clear in this
particular example that neither of the women engage with the photographer or with us as
viewers of the image. The expression on the face of the reclining female suggests
resentmengat an unwanted intrusion rather than the inviting dfiershoulder glance

typically found in odalisque paintings. The gaze of her black attendant is very different.

The womands eyes are cast down but t|
looking contemmtion or even an attempt to preserve modesty. It can be read possibly as
the fearful repressed gaze of the black slave, or can be viewed as what some black
feminists have chosen to refer to as an oppositional gaze, a gesture of resistance, a refusal
to engige with not only the male gaze but the gaze of all oppressors, whether European
colonialists or Arab mistre$83 Whatever the case, this gaze is strikingly different from

that of the two black females portrayed in the Orientalist paintings referenceddydiE

B3pelhooks O6The Oppositional GheFannisBdnd\bskal Fe ma l
Culture Readered. by Amelia Jones (Abingdon: Routledge, 2002), ppl@3.
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Figure33: Félix Jacques Moulim Moorish Woman with Her Maja.1856 Albumen silver
print, 18.1 x 22.&m., Getty Museum, Malibu, CA, USA.

Compar i nglLeEFRemmey dliMéarasc Revisit# with bothOlympiaand
Moul inds photograph reveals both strikin
interpret this image. In both of the older images, the poses of the women clearly serve to
represent the social divide between them: mistress and servaimaw opposition is
also established racially between ligkinned and darkkinned women. However, in
Essaydi 6s reworking of the image, the wo
are no obvious markers of status. She does not erase the défarehe colour of the
womenods skin but -whiteobinarsopgdoditien o Qriantakst ali Ina ¢ k
which darkskinned females often appear to be simply another exotic object, like the other
recurrent props used by the painters. Most obvioushyelier, both women now share
thedefiantsefp o s sessed stare of Manet 6s white m
chall enge to patriarchy. Neither figure i
of resistance that evades the directgaagsass t he case for Moul in
women challenge the traditional Orientalist framing of women as seductive and

submissive. More significantly, the direct gaze of the e¢kikned model also asserts that
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no human being regardless of race or gesdeuld ever be considered a mere commaodity

that can be owned by another.
4.5.4 TheHarem series

Essaydi 6s wor k t otbddaremseatiesf whiershe began dfter 2009. wi t
Space is a major theme in these imagles:imagined spaces of Orientalist painting,
gendered spaces and liminal spaddsese spaces are also used by the aotistplore

the subject of her identity. She has des:
and absence of boundariesf history, gender, architecture and cultutbat mark spaces

of possibility and | i m#4Aa previously notdhsomeof s m
the most popular Orientalist artworks responsible for creating a stereotypical mindset
among Westerners abt Muslim women claim to be representations of haréms.
However, given that male artists would never have been permitted to enter a seraglio
(womends apartments in an Ottoman pal ac:¢
imagination, on literature (in pigcular the stories ot he Arabian Nighfsand from the

work of other artists, conjuring up fantastic visions of extravagantly decorated interiors
filled with compliant females in various states of undfé3he resulting Orientalist

images were fantadyut are all too often still mistaken for historical faés Essaydi

points out:

It's obvious to anyone who cares to look that images of the harem and odalisque
are still pervasive today, and | am using the female body to complicate assumptions
and disrupthe Orientalist gaze. | want the viewer to become aware of Orientalism

as a projection of the sexual fantasies of Western male artists, in other words, as a

voyeuristic tradition, which involves peering into and distorting private space.

In this series she employs a range of different representational techniques to
engage with the theme of the harem. Firstly, she reclaims the spaces that had been
employed byOrientalistpainters as the staging for their representations of Arab women
as concubines aratlalisques by employing these as a backgrdankder own Moroccan

models In these images, unlike her previous recontextualisations of ninetssnttiry

24 Kurtz [accessed 18 October 2019].

2551n herbookWomen as Portrayed in Orientalist Paintifgaris: ACR Poche Couleur, 1994)
Lynne Thornton referencesore tharil50 artistavho were particularly inspired by the harem.
26 3aid, p. 19.

7\Waterhouse, p. 146
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paintings in which she eliminated all the stereotypical Orientalist elements, including the
lush colous that were generally employed, Essaydi here makes use of the highly
decorated surfaces found in buildingsher native Morocco. In later pieces in the series
Harem Revisitedshe also included the richly patterned rugs featuring botanically
inspired maifs which are also common in the Arab world. As previously in all her work
she also features Arabic calligraphy on the models themselves. By utilising these
elements, Essaydi seems to be drawing not only on her personal memories but also
reclaiming, from heir appropriation by the Orientalists, forms of artistic representation
that have their origins in the Islamic faith. It is useful here, then, to briefly consider how

and why these distinctive styles emerged.
4.5.1.1 Islamic art and aniconism

Over thecenturies, artists from the Islamic world working in various mediums have
adapted their work to convey their personal ideas without representing the hum&is form.
These artists drew on other styles, using art based on geometrical shapdsagadnt
formsand calligraphy to create the distinctive artwork associated with North Africa, the
Middle East and the Gulf States. For these artists, artistic expression was intended to act
as a means of transmitting the message of Islam rather than serving as a imeans o

depicting social reality>®

The view that Islam rejects adornment, i.e. artistic expression, is an allegation
frequently made by Orientalist schold?8 However, passages from Islamic scriptures
have been interpreted by some as providing clear textiddrme of the fact that Islam
endorses the excellence of art. Two quotes from the Quran are typically cited by exegetes
to support this opinion:

O you who accept! Try not to deny yourselves of the great things of life which
Allah has allowed you, yet yodo not transgress, for Allah does not love the

individuals who transgregst

258 Taylor Littleton and Maltby Sykes, ed#ddvancing American Art: Painting, Politics, and
Cultural Confrontation at Miecentury(Tuscaloosa: University of Alabama Press, 2005), p. 16.
29 jttleton and Sykes, p. 6.

260 jttleton and Syke, p. 29.

261 Al-Mad i d5a B7, https://quran.com/5/87?translations=17,18,19,20,21,22,40,84,85,95,101
[accessed 20 February 2020].
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Who is there to deny the magnificence which God has delivered to His

believers, and the great things among the methods for sustetfance?

Furthermore, according to a popular Hadith (saying) of the Prophet Muharardat:| a h
I's delightful and He adores excellence. 0

The key factor that has influenced the idea of art in Islamic cultures is the religious
belief that human beings may become behotddhe love of icons and figures, and Islam
explicitly prohibitsshirk (idolatry), i.e. the deification or worship of anyone or anything
other than Allah. In the early days of Islam, figures and symbolism were disapproved of
as they were seen to be regmstative of the excesses of the pagan past. Unlike many
Christian places of worship which house tombs and relics of saints, images of angels or
representations of the Virgin Mary or Jesus, this type of figural representation is explicitly

banned in mosqee®3

Many Muslims still follow this principle and reject what they see as the
unnecessary Obody reverenced demonstrate
example in the resurgence in popularity of Islamic dress and deliberate avoidance of

heavy makeup by Muslim women. As Burckhardt explains:

By excluding all anthropomorphic images, at least within the religious realm,

Islamic art aids man to be entirely himself. Instead of projecting his soul outside

himself, he can remain in his ontological centfgere he is both the vigegent
(khalifa) and slave (06abd) of God. Il sl ar
ambience which helps man to realise his primordial dignity; it therefore avoids
everything that coul d be anonabmahrel 6, ever
Nothing must stand between man and the invisible presence of God. Thus Islamic

art creates a void; it eliminates in fact all the turmoil and passionate suggestions of

the world, and in their stead creates an order that expresses equiltxiemity

and peacé®*

262 Al-A 6 r & 132, https://www.islamicstudies.info/tafheem.php?sura= 7&verse=35&t0=39
[accessed 20 February 2020].

263 James G. Harper, edhe Turk and Islam in the Western Eye, 145%0: Visual Imagery
before OrientalisnfAbingdon: Routledge, 2017), pp.iZb.

264 Titus BurckhardtMirror of the Intellect: Essays on Traditional Science and Sacred Art
trans. byWilliam Stoddart (Albany: SUNY Press, 1987), p. 223.
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In fact, although Islam is opposed to the depiction of animal and human forms in relation
to art and architecture that has a primarily religious function, within the secular sphere,
figural representations of this kind have been foumnakearly all Islamic cultures.

In early Islamic times, when humans and animals were used in Islamic art, these
were mostly confined to the private structures of rulers. Representations of both humans
and animals can be seen at Qasr Amra, built by Unth@giph AlWalid | (705 715)
in Jordan. The most significant scenes feature enemies of Islam: the Byzantine Emperor,
the Visigothic King of Spain, and Khosrow (the Shah of Persia). An Ethiopian Negus
(king) was also depicted as he had provided refugeusliMs when they were facing
persecution in Mecca in the early days of Islam. Falcons and lions were also depicted in
hunting scenes and as heraldic symB%ist should be remembered too that as Islam
spread beyond the Arabian Peninsula over the courssewdral centuries, the art
associated with it was influenced by a vast range of distinct styles. Like many aspects of
Islamic culture, Islamic art can be considered to be the result of a fusion of Persian, Arab,

Mesopotamian and African culture, as wellByzantine concept&®

Islamic artists aspire to produce work that is underpinned by specific qualities and
achieved by following particular techniques. First and foremost, Islamic artists attempt to
follow the creative technique that is reflected in @w@an since this is considered to be
|l sl ambs masterpiece as it is believed by
Meaning in this divinely inspired text is created by the complex interplay between its
elements; each verse draws the readerarperiencing a range of contrasting emotions;
desire followed by dread, supreme ecstasy giving way to abject misery. This constant
repetition of contrasts to be found in the verses of the Quran serves to heighten the
reader 6s cons ci o uysame foxe whinhddrawsrthe thdivideas evest d
onwards towards infinitgand the divineUltimately, the experience of reciting the Quran
allows the Muslim to feel the closeness of God, a condition described in the Quranic
ver se: 0At t he pfaheBeéenefieeht @re redolmed unte thame they

tumbl e down pr ost r a® @&hus, lslamiceanistsiuse theireinsightsd  t

®Abdu Basitl, o6Study of Decorative Art in th
Si gni f JogrrmlotAsién,Civilizations38.2 (2015), 3340 (p. 39).

265 _aura Emilia Parodi, edThe VisuaWorld of Muslim India: The Art, Culture and Society of

the Deccan in the Early Modern E¢(hondon: I. B. Tauris, 2014), pp. B8.

267 Alwazzan, p. 58.
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into the structure of the Quran to devise new techniques and develop ways to attempt to
portray these qualities ofdhglorious Creator who created amazing beings like %fen.

The Arabic wordmusawwir( | i t eral ly o6émaker of for mséo,
for God himself. Geometrical patterns were used to evoke these ceaselessly repeating
contrasts. Vegetal formsirrored the abundance of divine creation while calligraphy

sought to give form to the word of God.

Secondly, Muslim artists are mindful of the fact that the Quran also cautions
against art for artodés sake siamdkdeerteddirons c an
their true purpose in |ife as believers:
Have you not perceived how they meander
they say wh a #°Howeeey thenQurarealsm ake? ib clear that those who
create work that testifies to the greatness of God for worshippers and glorifies His name
are behaving in keeping with the divine v
anddrawinmuchimte r e c o g n i ¥°The workofIslamit artistsvias therefore
directed by this key idea, meaning that what they produced was always intended to serve
this purpose, of revealing the divine, regardless of the materials they worked with,

whether thisvas clay, fabric, vellum, metal, wood, etc.

However, Islamic art has maintained some core qualities and unifying
characteristics, the most easi dovwersurfaceogni
desi gno, which i s al seod eanmeent af otf heEEsmasgtd i
creations’’! Islamic art is noted for employing geometrical shapes, often inspired on the
basis of mathematical shapes and structures, with artists demonstrating their creativity
and imagination by incorporating theseoioth artwork and architecture. These patterns
were particularly valued in the decoration of mosques as they were thought to promote

spiritual thought, as noted above.

The origins of the cultural influences on this geometrical art are still under
debaté’’? It has been argued that primitive geometrical ornamentation was utilised in

Ancient Egypt and has also been found in Mesopotamia, Persia, Syria and India. The star

268 jttleton and Sykes, p. 28.

ZIAI-Sh u 6 ar a26htps:/qad.dom/26/22faccessed 20 February 2020].
2I0AI-S h u 6 a r a htt@s6/qura@ @ii/26/27accessed 20 February 2020].
271 jittleon and Sykes, p. 29.

272 jttleton and Sykes, p. 62.
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design, for example, which is frequently associated with the patterns seen in ceiragnic til

in Islamic architecture, was also widely employed by the Copts of Egypt who were
interested in studying geomefi{f. This style of art requires extensive knowledge of
advanced geometry to create complex, exquisite designs by simply joining shapes
togetrer?’* The Turkish Topkapi Scrolls, which date back to the fifteenth century,
illustrate how geometry was methodically employed for design purposes by Muslim
mathematicians, philosophers and enginé@rhese scrolls also provide evidence that
skilled Musim workers created hypothetical guidelines for geometrical designs,
contradicting the view voiced by some Orientalists that Islamic geometrical art was

produced by accideRt®

Given that the strength of the Islamic prohibition against depidtrimg things
tends to decrease as we descend from humans to animals to the plant kingdom, this helps
to explain why foliage and flowers, particularly highly stylised acanthus and vines, are
also frequently utilised in Islamic art, and are often interwavigm geometrical designs.
In addition to its use for decoration of architectural structures, this kind of art can be seen
in numerous elaborate works produced on earthenware, wood, leather and coloured
ceramic tilesAs with so many of the elements assted with Islamic art, this design

elementwasinfluenced by a range of u | t representéational practicés

The third type of art which was particularly prized within Islamic culture was
calligraphy, for various reasons. First and foremost, this am fderives its great
significance from the reverence accorded to the Quran by MuSkmscording to
Islamic tradition, blessings are guaranteed for those who read and write this text. Within
the Quran itself, the pen is mentioned as an instrument ofledget6 Re ad! Your
is the Most Bounteous, Who has instructed the utilisation of the pen, showed man what

he didnoét havwé’ even an inkling

273 Jonathan M. Bloom, edtarly Islamic Art and ArchitecturAbingdon: Routledge, 2017),
pp. 40°5.

274 Shihab AtDin Al-Nuwayri, The Ultimate Ambition in the Arts of Eruditianans. by Elias
Muhanna (London: Penguin, 2016), ppi 83

275 See:Brian Wichmann and David Wade)amic Design: A Mathematical Approach
(Chamonix: Birkhauser, 2017)

2i8\Wichmann and Wade, p. 34.

277 Littleton and Sykes, p. 63.

278 jttleton and Sykes, p. 60.

2Z9A1-6 Al a qi5,atds://guBan.com/9faccessed 20 February 2020].
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Calligraphy served not simply as a way of ornamenting text but also of paying

reverence to anéémembering the teachings of Allah. It also served as means of recording

Arabic, the language of the Quran which must be employed for py&rab culture

has also traditionally placed particular emphasis on using writing to document history and
t hat t he Prophet
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Two main styles of Arabic calligraphy exist. Naskhi is the older style but more

closely resembles the characters used in current written Arabic. The second is kufic, a

name referring to the city of Kufa where it was first developed by writerdvied with

the codification into written form of the Quran and who established an acclaimed

academy of compositioff? Naskhi calligraphy, which is recognised by the rounded

shape of its letters, was widely used by the Ottomans and has proved to be wesgfslc

than the rectanguleshape kufic calligraphic style.

All three of these design elements, geometrical and botanical designs together

with calligraphy, are associated with the idea of the Arabesque, a form of design which

features prominently as sace decoration in Islamic architecture in which botanical

patterns, geometrical shapes or a mixture of both are intertwined but remain autonomous,

each framing some portion of the entire outline of the artistic design as a whole. The effect

caused by viemg these patterns in sacred spaces is said to induce meditation by

gradually drawing the observer into the contemplation of the divine.

In her work, Essaydi incorporates all of these traditional elements of Islamic art

but uses them in new and surprismgys in her representations of the female form.

Wearing specially designed clothing that exactly mirrors the tiles on floor and wall

surfacesthec ont our s

of t h emodbets dblend mto thdir erwiormmeent:d i 0

their hands, feet and faces veilegdhenna calligraphy. Once again, the female body is

both present and absent, visible and invisible, and can elude the voyeuristic male gaze.

280 jttleton and Sykes, p. 62.
g alJaburi, 6The
1 (1978), 3650 (p. 45).

282 jttleton and Sykes, p. 70.
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They can gaze without being gazed Att.the same time, these images also act as a
counterpoint to contemporary madstereotypes of Muslim women garbed in black,
veiled and subjugated.

As noted previously, Arab women were historically shown as averting their gaze
in Eastern paintings, or looking innocently outwards, attracting the viewer in, enticing the
viewer to indilge in a type of sexual ownership of the female form depicted. In complete
contrast, Essaydi6s models stare straight
they establish autonomy over their bodies and their place in the world, comfortable in
their notion of who they are and what they are in sexual terms. This position exemplifies
the Eastodés modern attitude towards womena
that guided European artists of the nineteenth century in their Vresis demonstrated
well in Harem #5(Figure 35). Although the figure is almost naked, and the throw with
which she is covered almost transparent, she is also almost covered in henna and
calligraphy as a metaphor for veil. She is also camouflaged against the background, from
which she gazes out at the wier confidently. This disrupts the power relations of the
gaze and the gazed at conventional in orientalist portraits, gesturing at the ways in which

invisibility is deployed as a subversive technique.

Figure34: Lalla EssaydiHarem #2 2009. Chromogenic print mounted to aluminium, 48 x 60

in., private collection.
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Figure35: Lalla EssaydiHarem #5 2009. Chromogenic print mounted to aluminium, 48 x 60

in., private collection.

In another set of images from this series, Essaydi poses her models in liminal
spaces within Moroccan buildings doorways, thresholds, archways, corridoras
though to symbolise the nature of thebetween space which she inhabits, working
between culires, continents and worldviews, an experience she represents in her artwork.
Some of Essaydi 6s works show opposing Vi e
as outside observers, staring in through the doorway to the interior space beyond at the
female figure framed by multiple archways; in its counterpart image, we share the
perspective of the female figure who stares out from the same doorway into the space
beyond which is also framed by multiple thresholds. However, in these images we are
ultimatd vy deni ed access to what |l i es beyon
themselves. In these and other images, the artist also engages with ideas about gendered
space in the Islamic world. As previously noted, tleeemwas originally a private
domestic ad social space for women and only later acquired the negative connotations
associated with its Orientalised meaning. When we are finally given access to the
womends space, as noted above, any voyeur
techniqus that Essaydi uses to depict the female figures. The surroundings that the
models are in are often as significant as the models themselves, as some of the rooms they
are photographed in would not traditionally have admitted women. The very act of simply
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being there is therefore an emotional and empowering experience, which adds a further
level of significance to the images.

Figure36: Lalla EssaydiHarem #11 2009. Chromogenic print mounted to aluminiumx4D

in., private cdlection.

4.5.5 TheBullets series (2009) an@ullets Revisiteq2014)

In the more recenderiesof works entitledBulletsand Bullets RevisitedEssaydi once
again engages witlrientalism but appears to be more interested in combining her
fascination with representational issues concerning the construction of Arab femininity
with morecontemporary political concerns. In this series, the images can also be said to
pay homage td&shirin Neshat, an IraniaAmerican visuahrtist and film direair who is

noted for creating a series élf-portraitsin which she is veiled in a black chadord

brandishes weapons, against a background of painted Arabic words.
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Figure37: Shirin NeshatSeeking Matyrdoni994.0riginal cdligraphy and hand colouring on
gelatin silver print, 2% 20 cm, Galleria FumagalliMilan, Italy.

As shown inFigure37, these images are visually arresting with their combination
of monochrome female image and background with the saturatedigid@dlour of the
hands?? Iftikar Dadi refers to these images postcolonial allegories and it can be
argued that both Neshat and Essaydi make polgiatémentfrom thesame irbetween
duatidentity space rooted in both East and West, using their work to expibes

complexities and contradictions of this idign28*

Al t hough Neshatoés work from the 1990s
of Essaydi, they both seek to use their photography for conveying messages about social
and political issues in a way that has lost favour among some Western artists. However,

as Nada Shabout, the director of Contemporary Arab and Muslim Studies at the

28 Tunisian artist Héla Ammar also uses thistg contrast between white and red to great

effect in her series of images entitledrification (2009) in which a white clad female model set
against a white background is paired with a deep bowl of bleddiquid.

ZftkarDadi , 6ShirtiogMephatads MPhoSigns: Doarnaich| Al | e
Women in Culture and SocieB4.1 (2008), 125826 (pp. 1256); Susannah B. Darrow,
Negotiating Hybridity in the Wor(kpudidhedLal | a E
masters thesis, Georgia &t&Jniversity, 2013).
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University of North Texas, haggued, this socipolitical dimension remainstrinsic to

contemporary Arab art, since for moket Ar &
is incofteivable. o
Essaydi eschews Neshatodés use of bl ac

images of those involved in/affected by acts of violence and instead returns to the more
muted colours of the work that preceded Hagemseries. Here, the @ihes and bodies

of the female models are often seprded due to the fact that they are covered with henna
calligraphy. Many also continue to evoke the nineteestiitury Orientalism of the
odalisque. In conversation, Essaydi commented that she wasablyigioing to call this

seriesReloadexplaining:

Bullet shells, especially the .2&liber ones that | work with for the dresses, usually
can be reloaded [ é] But it is also 1like
information, put it in my headMe with it and then upload it again but in a different

context?sé

In this series Essaydi adds a new element to the background in this photographs and also
frequently to the clothing worn by the models, by introducing what at first sight appear

to be gold ad silver sequins. Closer examination reveals, however, that these are, in fact,
the bullets referred to in the title of the series. ThuBjgare38the intricate geometrical

patterns that are reminiscent of the tiled surfaces that form the backdrop to her female
models in theHaremseries are constructed here of shell cases sewn together, bringing a
more sinister tone to the imag®.Previously, Essy di 6 s | angui d, recl.
be read as subversive-ceeations of nineteentbentury Orientalist representations of
femininity, with the model 6s defi ant g a:
embodied inherently in the original paint;sxgNow, however, it is difficult not to read

this more overtly politically charged image in a quite different manner.

25 JulietHi ghet , ¢ MlaulieAsamdo WorlpMay/June
2011<http://Nlallaessaydi.com/news/PDFS/Articles/Saudi_Aramco_World_Mideast_Cool.pdf>
[accessed 9 March 2018].

#Virginie Kippelen, 6&A Co nBuletsshaArab&pringmndt h L al
Vi ol ence a g Arisail 47 Febtmm20h76<http://artsatl.com/ conversalidia-
essaydibulletsarabspringviolencewomen> [accessed 28 January 2019].

287 Kippelen [accessed 28 January 2019]. Essaydi explained in interview that the thousands of
bullet cases required were sourced from gun ranges in America where people train to use
firearms. They were gathered up by the bucketful, sorted and then machane qi¢rced so

that they could be woven into tapestries or
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The model 6s pose suggests not only th
of the sprawling corpse, a victim of violence frozendeath in the kind of images
captured by waz one journal i st s. The femal ebs
disconcerting, for it can be interpreted not only as an expression of defiance but a lifeless
stare. The disturbingly ambiguous quality of this particitage is heightened by the
central positioning of something that we cannot quite make out. It is possibly a drape or
an item of clothing but it refuses to fully resolve itself and creates an odd disturbance in
the exact centre of the image and draws garte this fracture in the otherwise beautiful
patterning of the backdrop. The bulfehged cloth that hangs over the back of the divan
al so resembles a claw. All these el ement ¢

unsettling images.

Figure38: Lalla EssaydiQdalisque with bullet shell8ullets series, 2009. Chromogenic print
mounted to aluminium, 48 x 60 jrprivate collection.

In the interview, the artist herself referred to the s@alitical events thahspired
this series of photographs, noting her initial excitement at the role played by women in
the street protests that epitomised the series of popular uprisings now commonly referred
to as the Arab Spring. However, her hopes that this would bringabas s hi ft i n

status in the Arab world were soon dashed when a conservative backlash followed:
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On the squares, there were a | ot of rape
violence projected on women, specifically physical violence during gagfsein
the squares in Egypt and other places. [ é

my work and show the world what women were subjecté®f to.

Interestingly, when Essaydi returned to the themes and materiiglefsin the series
entitledBullets Revisitedshe produced some of the most powerful images of women in

her work to date, possibly inspired by the material that she was working with. The artist
observed in interview that once the discarded bullet shells had been fully prepared and
coud be woven into fabric, the garments that were made with this material were very
heavy and she likened them to armour. She also commented on how the clothes worn by
her female models had evolved over the ¢
were \ery fluid i everyone used to think it was very feminine. [In this work] the dresses
are completely covered with bull Z%Tse. The
sense of female power is perhaps most clearly illustrated in the image shBigarm

39.

The female model 6s rigid upright POS ¢
enthroned against the opulence of a shimmering backdrop. Regally,relseositedirectly
at the onlooker, veiled | iked al/l Essayd
folds of her hennénscribed robes spill out from inside her golden overgarments. Their
metallic sheen brings to mind not only the cloth of gold miasfoured historically by
monarchs but also the chainmail worn by warriors. Metaphorically, then, this is
femininity cloaked in power and it makes a striking counterpoint to the images of
vulnerability suggested by many of the portraits Essaydi producBdliets Perhaps
mindful of the fact that Muslim women are stereotypically represented as oppressed,

passive victims, Essaydi here chooses to redress the balance.

Her photograph is also uncannily reminiscent of a much older image of female
power, capturedn the bronze statue entitlddis, Goddess of Liféy Belgian artist
Auguste Puttemans shownkigure40. Measuring over seven feet in height, Puteen s 6
representation is undoubtedly one of feminine power. Closer inspection reveals that the

somewhat awkward | eft hand of Essaydi 0s

288 Kippelen [accessed 28 January 2019].
289 Kippelen [accessed 28 January 2019].
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veil worn by Puttemansd godde calligraplg.sThei t s
same contrast between frfed owi ng f ol ds and wunyi el ding
representation also seems to be present |

Figure39: Lalla EssaydiBullet Revisited #44014.Chromogenic print mounted to aluminium,
152.4 x 121.9 cmprivate collection.

Figure4Q: Auguste Puttemantsis, Goddess of Life.1922. Bronze?.3m tall,Herbert Hoover
National Historic Site, West Branch, 10, USA.
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INnPute mansoé sculpture, I sis remains veil
and the statue carries an inscription in French together with an English translation which
reads 61 am all that has been andains!|l and
In her book L udmilla Jordanova explores some of the multiple meanings that have been
attributed to representations of Isis as a veiled female icon over the centuries and perhaps,
for Essaydi, it is this very lack of fixed meaning attributed te f#ymbol that attracted
her to its powef?° The Moroccarborn artistwroté¢ n 2015 61 wi sh for

vividly present and yet as elusive as fw

or turns away but because she is stillinr o g e s s 6 .

As this discussion has demonstrated,
and searching interrogation of predominant tropes of the depiction of Aarab women in
Orientalist art. The somewhat oblique aesthetic deconstruction of ther emdrk
develops into a more directly political register in collections sudBusletsandBullets
2, but throughout her oeuvre one can discern a preoccupation with the place of Arab
women in these imaginative spaces, and an exploration of the wayte @na public
space are framed and enforced in them. It is this exploration of the private/public
distinction in the imaginative space, and the implications of this for representations of

Arab women, that most <c¢cl osel @hadriannks Es s a:

4.6 Shadi Ghadirian

Another Iranian photographe$hadi Ghadirian represents the younger generation of

Il ranian visual artists, having been born
been displayed as part of group and solo exhibitions ithNemerica, Asia (Turkey,
Bangladesh and India), Europe (the UK, Belgium, Austria, Germany, Italy and France)
and widely throughout the Middle East.

In 1995, while she was studying for her BA in Photography at Azad University in
Tehran, Ghadirian obtainead parttime job making prints from old glass photographic
plates in the small Museum of PhotographAiq Khanehlocated in the Golestan Palace
in the Iranian capital. The museum houaellection of 48,000 Iranian photographs

290 See:Ludmilla JordanovaSexual Visions: Images of Gender in ScienceMedicine
between the Eighteenth and Twentieth Centhtedison: University of Wisconsin Press,
1993)

21 eech[accessed 9 March 2018].

149



from the Qajar era, onlysmall amount of which are currently on public dispigMost

of the material in the archive can only be viewed by researchers and publishers. Ghadirian
was amazed by the large numbers of images of women that she found in the collection,
many of them showing thesives and children of Nasir @in Shah in theirmpalace
quarters. A large number of these photographs were taken by him or the women who were
part of his family. As a result, she decided that for her final year project she would produce
a series of photographs inspired by these studio portraits, andemaied permission

from the museum director to use the backdrops originally used in photographic studios of
the periodt®?

4.6.1 Qajar series (1998999)

Ghadi r i &ajdérseries SoAskts of sepimted images of Iranian young women,
pictured indivdually or in pairs, posing against painted backdrops that closely resemble
those that can be seen in surviving Qajar period photographs. For these works which
continue the project she began in her final year as an undergraduate, Ghadirian recreated
a typial photographic studio of the miB0OOs in her Tehran hom&he backdrops
against which her figures are posed in t
painter friends of the type of studio backdrops used by Tdswemphotographer Antoin
Seviuguin who operated one of the most successful commercial photography studios in
the mid to latenineteenth century in Iran. He also had close ties with the Qajar ruler
Nasir atDin Shah, taking photographic portraits of several members of the royal

family.2%

Her decision to call the seri€ajar clearly announces to viewers her intention in
these works to directly reference representations of women from this period when
photography was first introduced in Iran. Like Neshat before her6shee sur r ect

traditional form of portrait photograph popular in the Qajar dynasty inmmeteenth

292 Sophia SmithSearching for Authenticity: Qajar Iran Photograpt3016a
<https://sophia.smith.edu/blog/qajarphotodmgp [accessed 4 May 2018].

»¢See: Mitra Memarzia, 6Contemporary I ranian
l dentityd (unpublished doctoral thesis, Shef
®Jessica Lack, OArt i st orhe Giatdian 5\Webeukry 2000: Sh a d
<https://www.theguardian.com/artanddesign/2009/feb/05/stistlighadirian> [accessed 18

October 2019].
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century Il ranbo; however, even a curbeory g

approach in these pieces is very different to that adopted by the older vistial art

The women in the photographs, who are
are dressed in a mix of vintage clothes and traditional costumes specially made for the
photograph€®Thi s is also true of Lall anghpsiritaledi 6 s
made here about the reasons for the use of friends and relatives by female artists in the Arab world
as opposed to the typical practice of the use of models by male European artists. | explore this
with reference toya& hworikdse a( ionf ocoopmtrrta scti ptad orm e
the thesis, in connection with the work of Manall@dwayan and Mona HatourBome of these
women are fully veiled, wearing thehador and rubandehthat would once have been
used by Iranian women outside the home (Sgere46); others are dressed in courtly
period costume with elaborately deatmdshalitehand waistcoat over widegged silk
trousers tapered at the ankles (popularly known as harem pants in Western fashion). All
the women portrayed here wear socks without shoes, a clear indication that they are within
the private domain and afif them without exception also wear some form of head
covering.Interestingly, one of the portraits represents a woman seateeeayggssl on the floor
accompanied by a pair of what look like walking shoes used for hiking. This modern footwear
contrasts sikingly with her traditional costume and may be intended to highlight another of the
seemingly arbitrary prohibitions imposed on women by the Iranian government. According to
Freedom House, women have been puniosnteticek f or
wearing sunglasses, wearing a tightorshamteay ¢ ] , s howing skin above
showing neckline, andiearing boots over (rather than under) trous&fé.In addition, since
during the Qajar peri od soOt[hée] peanrbaogdoine do fi r
with a thick monobrowd, many of t hepwome
applied to reproduce this distinctive lot®.Finally, as was often the case in studio

portraits of the Qajar period, props provided by the phapwr also feature in the

2%EllenFel dman, OForeign ObjectsWohlheottsg Raphewb:
Books 27.3 (2010), 1819 (p. 18).

2% ack[accessed 18 October 2019].

2"NayerenT o hiVWdoime nédés Ri ghts in the Middle East ar
Resistancé FreedomHouse, 2010 <http://freedomhouse.org/uploads/special

report/section/254.pdf> [accessed 14 May 2018].

2% MelissaHer , 6 Restaging Time: Photography, Perf
Gh adi QaaahedrsilrangmdStudiedt5.4 (2012), 53548 (p. 540).
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images including potted plants, richly patterned rugs, occasional tables and wooden
chairs.

A much reproduced portrait from this period of Fatema Soltan, the most important
wife of Nasir aiDin Shah, usually referred to by heriofél title of A n-AlsDawla
(Companion of the Sovereign), illustrates many of these featifres this respect, it
could be argued that Ghadirian demonstrates her detailed knowledge of the conventions
of Qajar studio portraiture anphys homage to these. Indeed, at least one of the portraits
featuring two women in traditional dress, fully covergabador/manteaandrubandeh
might pass as an original representation from the Qajar period, since it has no particular

features that marks it out as a contemporary image.

>
=

Figure41 A n @lsDawla 19" century Photograph.

It was also very common in Qajar studio portraiture for individuals to be pictured
with their favourite personal possessions as another photograph from the same period
showing a member of the royal court with her harmonium illustrates. Typically, these

299 Detaiils of the life of this remarkable woman who was born into an impoverished peasant
family but later becae the most powerful female in the royal household can be found in Nashat
(2011). In other portraits she is seen without a chador but it is assumed that these images were
intended solely for the eyes of the ruler himself and were either taken by himafrlose

trusted royal photographers.
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posss si ons were used either to indicate t

to modernity or point to their personal accomplishments.

Figure42 Member of the royal household posing with harmonitgf century Photogrgh 3°°

Ghadirian also borrows thiengstanding convention in photographic portraiture
but thensubverts it by including contemporary items in many of her works in this series.
Sometimes these objects are large anachronistic objects that are immediatalg abv
first glance such as the mountain bike that appears in two of the images or the vacuum
cleaner, telephone or ghetto blaster that are prominently featured in three of her other
portraits. However, in some cases, the presence of these alien iteitiallig much less
obvious to the viewer, such as the can of beer which is barely visible since only the top
appears, sticking out of a dainty wickerwork shopping basket perched on the young
womanos ar m. I n anot her p oetybalaacedby a seated a n

woman on her leg.

300 Opinions appear to vary amongst historians of photography but this is frequently referred to as
either another portrait of Fatema Soltan or one of her daughters known as Esmat.
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Some of these images can be interpret

position in contemporary Iranian society. As Ghadirian herself explains on her Facebook
page:

When | did the Qajaphotographs, | had just graduated and the duality and
contradiction of life at that time provided the motive for me to display this contrast:

a woman who cannot say to what time she belongs; a photograph from two eras; a
women who is dazed, a woman whonst connected to the objects in her

possessioff?

She neatly encapsul ates this theme of ca
nowd one of the images in which a young v
era, holding its lens cover lrer hand, and its contemporary equival@Aghe is dressed

in nineteentkcentury costume but veiled in the bladkadorwhich carries associations

of the Iranian Revolution and is still frequently worn todap.the lower righhand side

of the image pated on the backdrop it is possible to see what look like the pipes from a
galyoon(the term used in Iran for a hookah pipe), a prop that frequently featusett in

Orientalising studio portraits of the Qajar perigdl.

Ghadirian also described the pictured@ t he Qaj ar seri es a:
how | felt: we are st uck3bellinglyeseveral afthadi t i
photographs actually feature mirrors, as though indicating the role of the photographs.
Some mirrors look like purely incidéal props, such as the small circular mirror held in
the hand of a woman who seems about to check her appearance as her companion prepares
to spray herself with scent from an antiqaeking perfume atomiser, a reference to the

prohibition on cosmetics.

MghadiGhadi ri an, ¢ Facebdokhtt@sh/angbifacéb@okadm/pg/Shadi
Ghadirian/about> [accessed 10 October 2018].

%“Deborah Block, O6Exhibit Highlights Contempo
Voice of America New81 July, 2016 <https://www.voanews.com/a/exhibghlights-
contemporarymiddle-eastwomenphotographers/3443009.html> [accessed 4 May 2018]

303 See: Behdad and Gartlan.

84NazilaFat hi, 6l rands Giant Show Box ofNeWaded P
York Times30 May 2007 <https://www.nytimes.com/200%/03/arts/ design/30phot.html>

[accessed 30 April 2018].
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Figure43: Shadi Ghadirian, UntitledQajar series, 1998Chromogenic print60 x 90 cm.

private collection.

Other mirrors, however, appear to play a more symbolic role. Thus, for example,
three of the other images feature a pair of women, one seated, one standing, both of whom
are dressed in traditionahador/manteaumade of daricoloured shot silk and white
muslin rubandeh.The use of the shot silk for these voluminous costumes gives the two
figures an iridescent and oddly nebulous appearadoe. picture represents the two
women veiled and fully covered, rendering them as two identical anonymous figures,
with no visible distinguishing features of the kind one might typically expect in a studio
photograph. The individuality and identity of both has effectively been erased by the
garments they are wearing. In another picture, two women dressed in the sanre fashio
are seen with their face veils raised and worn to the side. The seated one holds a mirror
that produces a strangely distorted view of the couple, making it difficult to judge where
the womends robes end and t hehindé¢hEnhtetbet i o n
right, painted on the backdrop is another
of an unreal exterior world, adding to the multiple layers of representation that Ghadirian
is playing with here.

Ghadiriands uessesofblmi payss halmagept o o
well-known images, created in TalaAyena (the Hall of Mirrors) in Sahibgaraniyya
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Palace, Tehran. The photographer captured the Shah at his desk surrounded by his retinue
but at the same time Sevruguin captuhimself in this act as the image of him taking the
photograph at the opposite end of the room is reflected in the immense mirror situated
behind the Shah himself. Moreoydere is another mirror behind the photographer,

producing a double reflection of him. As Smith notes

The double roles and representations
carefully crafted scene serve to show the complexities and contradwftiNasir

akdin Shahos |%caenn tduurryi nagn dt htehel S9hy br i d q
photography’®®

RN

Figure44: Antoin SevruguinNasir AFDin Shah at his Desk.1900.Chromogenic printl7.7
cm. x 13cm.,Freer Gallery of Art and Arthur M. Sackler Gallery Archives. Smithsonian
Institution, Washington DC.

305 Smith[accessed 4 May 2018].
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Figure45: Shadi Ghadirian, UntitledQajar series, 1998Chromogenic print23.02 x 15.24
cm., Los Angeles County Museum of tALos Angeles, CA, USA.

In a third photograph featuring the same pair of workéyufe46), they are once
again fully covered and veiled, with the same painted mirror in the background. This time,
however, they both hold up a mirror presumably reflecting the reality outsiderthatpo
i . e. the interior of Ghadiriands own f| &
photographs are sandwiched between tradition and modernity, past and present, east and
west, public and pinthamieoy, vieweraghpse ajbockaask f a
topped by the same ghetto blaster that features in at least two more of the portraits in the
series and some of the shelves of the bookcase which is lined with Besg&sd ack

notes that this photograph was originally awarded a priz&9@5 but was then

306 | acy Roberts and The Kitchen Sisters 6 The Hi dden Wor [TheKittHen Shad i
Sisters 2010 <https://www.kitchensisters.org/girlstories/tiegies/thehiddenworld-of-shadi
ghadirian> [accessed 4 May 2018].
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disqualified after it was discovered that some of the books featured on the shelves had
been banned by the Iranian government or were art books that contained images that had
been altered by government censifsLhis, therefore, highligts a further theme of the

Qajar series: the wideanging restrictions imposed by the current regime and the

censorship that it exercises on political or religious grodffs.

Figure46: Shadi Ghadirian, UntitledQajar series, 1998Chromogenic print24.13 x 16.35
cm., Los Angeles County Museum of Art, Los Angeles, CA, USA.

Many of the modern obj ec tQagarsetieaportraits e i n

refer to activities or itemdaat were either forbidden or restricted in Iran at the time she

307 ack [accessed 18 October 2019].

308 In Real OnesandWest by Eastboth series from 2004, Ghadirian satirised the crude form of
censorship employed on images of women found in books and magazinas.iRelal Ones
explored censorship of European art works found in academic textbooks, while these images in
West by Eastesemble those found in Western fashion magazines but have any areas subject to
Iranian dress codes painted out in black.
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created these images in the aimlate 1990s. As Rose Issa who owns a gallery of Iranian

art in London and represents Ghadirian explains:

Women born during the revolution live with lots thfings that are forbidden.

Forbidden to dance, to listen to music, to drink alcohol, or even drink Coca Cola

or Pepsi Cold American and foreign products. But of course everything exists
through the Dblack market. Soan&daacidg 6s phot
that happens inside the housethe difference between inside the house and

outside3®®

Among numerous other prohibitions to which women are subject in Iran are riding
bicycles and wearing clothes with foreign writing on thé#Thus, as noted previously,

two of the photographs in the series feature a Peugeot mountain bike, a model which
ironically is named OExplorerdé6 despite tt
it cannot be used to take its owner anywhere to explnother photograph shows a

young woman holding a jacket which features the stars and stripes of the American flag
and the |l etters O6USAG6. The i mages featuri
bans on listening to or performing Western rmau many provinces of Iran, women are
banned from performing any form of music on stage to an audi€hés.we shall see

|l ater, the | atter prlostenplriotjiect iamspiprra drT:
two-screen video installatiohurbulent (1998).

Most of the critiques of th@ajars er i es have tended to
engagement with Iranés soci al and politi
terms of parody or 06 humo rcatura and ecsternpordle s [
encouwhHGreRadidri anods ap parkindaotvisualigame of coknpareardl t o
contrastbetween her own studio portraits and those from the Qajar era. As Allerstorfer

309 Robertdaccessed 4 May 2018].

3Maji d Rafizadeh, 6Gender FArpnaRagetMag2@Ociober t he |
2016. <htps://lwww.frontpagemag.com/fpm/264622/deird-banswomeniran-dr-majic-

rafizadeh> [accessed 20 May 2018].

311 Rafizadeh [accessed 20 May 2018].

32RoulaSei kaly, 6Speaking Their Truth: Photogra
Wo r IKQBD Arts 7 February 2015 <https://www.kged.org/arts/10354098 spedhaig
truth-photosfrom-womenin-iran-andthe-arabworld> [accessed 30 April 2018].
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notes, Iranian artists frequently use satire, irony and humour astemeagainst the

sacred values defined and imposed by officialdbn.

HoweverGhadi ri and6s idea was surely not t ¢
present or to reproduce the typical Or i
oOtraditionar®bdaerduéaiWes to O6contemporarydod
photography is motivated by the fact that, as previously noted, during this historical
period in lran, photography O&ébecame a u
i nf or MéAs preioushbhighlighted, photography at this time was also intrinsically
related to Olranian aspirationé8Pltcauldimeoder r
argued that Ghadiriandés more fundament al

identity: gendered identity, national identity, and her own identity as a visual artist.

In the introduction to her bodRerforming the Iranian stateScheiwillerargues
that the work of contemporary Iranian visual artists is intrinsically connected to and can
be interpreted a $®Soéhgiwiltefdrawsmrn theghedretioal WSk ol t e .
feminist Judith Butler who originally explored the concept of pentdivity in relation
to gendered identity but extends her ideas, applying them to the social construction of
national identity in the Iranian context. AccordingSoheiwiller performing the State
i nv ol -enading étuaks, ceremonies, customs, tradé and laws, or donning certain
gui ses that either accomplish the State
criti#'ne. durther explains that o6Perfor ma
citationality in which persons are transformed and lohediinto perceived constructions
of i d%®Adoptingyhis perspective provides a useful insight@oa di r i anod s
in the Qajar series. She uses her photographs to expose how the current regime has

attempted toconstruct one single coherent natibmdentity byimposing a series of

313 JuliaAllerstor f er , O6Per forming Visual Strategies: |
Il ranian I dentity i n ContRerfoprong the InaniaR State: Vbisyal a p h y
Culture and Representations of Iranian ldentéy. by Staci Gem Scheiwill@condon; New

York, NY: Anthem Press, 2013), pp. 1232 (p. 176).

S4LaylaSDi ba, O6Qaj ar Photography and I ts Rel ati
History of Photography37.1 (2013), 8528 (p. 86).

315 Diba, p. 89.

316 Staci GenScheiwiller,Performing the Iranian State: Visual Culture and Representations of
Iranian Identity(London; New York, NY; Delhi: Anthem Press, 2013), p. 1.

317 Scheiwiller, p. 1.

318 Schiewiller, p. 1.
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restrictions on its citizerisparticularly those who are femalend by careful regulation

of gendered identity in the public sphere.

Her choice of studio portraits is also a significant one in this context sinicis in t
genre the photographer is responsible for constructing a specific image or identity for the
sitter. This is made more apparent®) a d i chioieertodraference the Qajar period
since the young women in her studio portraits must overtly performehdtids of their
historic counterparts by employing costumes, makend props. Furthermore, the use
of a backdrop highlights the idea of theatricality and performance, particularly since the
heavy drapes represented on the canvas resemble stagecurt&@isadi r i ands p |
can be seen as staged performances of id
is o6not fixed, but CcHThisibmadapartcoldrly ciearadnea n d
of the images in the seridsigure47) which juxtaposes the woutldk sitter for the portrait
with an artist who is in the process of painting the backdrop, emphasising the act of
creation. The young woman too is effectively l&kélank canvas, a work in progress,

waiting to assume an identity and perform her role.

39 Feldman, p. 18.
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Figure47: Shadi Ghadirian, UntitledQajar series, 1998. Chromogenic print, 90 cm x 40,cm.
private collection.

4.7 Conclusion

This chapter has explored the work of two artists whose work deconstructs important
oppositions on which Arab identity has historically been framed in relation to the West,
and specifically female Arab identity, in the gendered exoticism of the colonial gaze. A
this chapter has shown, Essaydi 6s wor k f
with the exoticism of the East that found its most welbwn expression in the
nineteentkcentury Orientalist paintings by male European artists. She also poinés to th
enduring power of these stereotypical visions. Using a range of techniques, she subverts
these Orientalist traditions of representation ad#locates a rereading of Orientalist
symbols and preconceptiormrgyealing them to be simply a Western constriichrab

femininity that served to fuel the fantasies of male colonialists.
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Figure48: d_alla Essaydi'd.a Grande Odalisqueiptych at San Diego Museum of Art (Hayne
P al mo u(image WomGhute.

When engagi ng magestohArakwosnanyveiledbos noti the viewer
is challenged to recognise and question their own particular biases in terms of gender and
cultural stereotypes. You cannot help but ask who these women are, and who you thought

they were.

The imagexreated by Essaydi address or challenggomeway the limitations
faced by Arabwomen in Islamic cultures which may maintastrict hierarchical
structures often based on ancigitital traditions rather than religious precepts. However,
Essaydi suggests that Arab Musl i m witho men
immense decisiveness and creativity, not to mention humour about the absurdities of
life.52° They are not simplvictims but individuals witttomplex anchuanceddentities.
Essaydi asserts:

As is the case for all women, the Arab female identity is complex, fluid and of
course individual. Arab women are not by definition repressed, subjugated or
depressed. Theindes should not be defined on the basis of stereotypes more than

anyone el*%eo6s shoul d.

3201 entz[accessed 18 October 2019].
321 entz[accessd 18 October 2019].
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When we | ook at Essaydi 6s photographs o
surroundings of fabrics covered in henna calligraphy, traditional Islamic architecture or
bullet shells, we not only see the artist looking at the Arab world and her own experience

of this through her lens, we also see her reflecting on the nature of identity itself.

In a similar way, Shadi Ghadirian explores the constructed, performative natur
of identity, and similarly deconstructs sets of oppositions on the basis of which female
Arab i1 dentity has been founded. unl i ke
Orientalising Western representations, Ghadirian chooses instead to explore a
homegown tradition that, in its use of the technology of photography, itself gives the lie
to the colonial framing on the naivestern other as ahistorical and-predern. In doing
so, she also finds a visual culture that offers a notable divergence fronoticesed
Orientalism against which Essaydi s work
portraiture Ghadirian responds to depicts a densely imagined social space in which the
domestic realm, and womenoOs as sSlexeconahyi on \

of private and public, and the role of representation in regulating this boundary.

In her engagements with photographic traditions from Qajarran, Ghadirian
explores the public/private distinction both as it existed in 1800s Iran, aasviiat
pertaining now, through allusions to state control over the public realm and the way this
can be subverted in the private space. These portraits indicate a social and cultural space
already affected and inflected by modernity: the medium of phapby itself is the
clearest manifestation of this, which in this sense offers a critique of the Orientalising
perspective, but this is further enforced by the inclusion within the images of other
modern technologies.

The constructed and performative matof female Muslim identity is among the
most salient themes of Gh aethiphotographicportritsr k .
she responds to a dense construction of the ideal female Muslim subject, and this is an
aspect she highlights in her rectrastions. Her subjects are obviously posed, staged,
costumed and made up, her images becoming in this way allegories of female subjectivity
in contemporary Iran. The forces bearing on the construction of this subjectivity are
multiple, but transhistoricd. While the specific emphases of stanctioned control of
female subjectivity in preseifay Iran may differ from those of the Qajar era, they have

in common the effect of seeking to inscribe women within a system of oppositions
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whereby the needs ofdtpatriarchal gaze are prioritisédan effect they share with the

Orientalizing colonial gaze.

Both Essaydi 6s and Ghadiriands wor k i
inscribe and enact resistance to the dictates of this patriarchal gaze. Irthieediféerent
ways, both artists engage with histories of representation to deconstruct and subvert
specific framings of the place of women in an economy of cultural and social space. In
doing so, their work achieves, in its very logic, precisely thatlwhissaydi claims is her
aim: to demonstrate the ways female Muslim identity exceeds any stereotypical
circumscription of it to a specific role and space, the ways Muslim women remain subjects
possessed of agency to reject the stereotypes imposed omithemeat freedom in their
determination of their own response to the imaginative spaces they are inscribed in.

In the following chapter, | explore this aspect of the work of contemporary female
artists from the MENA region by considering the theme ohsileg, and responses to it,

in the works of Lalla Essaydi, Shirin Neshat, and Newsha Tavakolian.
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5 Chapter Five: A Veil of Wor

Subverting Conventions in C

6Beauti ful writing mak

8 Aliibn Abi Talib®?? (attrib.)

This chapter focuses on how female visual artists with origins in diverse Islamic cultures
make use of words and silence in their work. This chapter begins by considering the
significance of the calligraphic tradition islamic cultures over time. This provides the
foundation for the subsequent consideration of the ways in which Essaydi and Neshat
consciously invoke calligraphic traditions and conventions associated with Islamic art
and then contest them by juxtaposingt teith the female body, using it to explore issues
relating to identity and to the politics of representation. These artists use the written word
to disrupt the regime of visuality which objectifies the female body, forcing viewers of
their work to thinkagain about how they (mis)read representations of women, whether
they are literally or metaphorically veiled. The chapter concludes by examining Newsha
Tavakolianbs ar t Listem which ludes videm rphotegraphs taride d
calligraphy to explordnow a particular understanding of the Islamic conceptvaiah

has led to the literal silencing of Iranian female singers and the broader symbolism that

this has in relation to womenods voice wi
5.1 Introduction

Chapter Four discussed the way camerary female visual artists with origins in diverse
Islamic cultures use their work to deconstruct the stereotypical Orientalist framing of
veiled women in Western painting and photography, particularly those works produced
by European males during thel@nial era of the nineteenth century, in order to critically
comment on the ways in which this misrepresented the Islamic world and continues to

frame contemporary discourses about Muslim women. This chapter will focus on how

2 Tasni m, 60ATrt of Wor ds: Wo me Rath€dg 6 Febrgaryap her
https://www.patheos.com/blogs/mmw/2012/02&frtvordswomencalligrapherghenand
now/ [accessed 20 February 2020].
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female visual artists with mjins in diverse Islamic cultures make use of the written word

in their work todisrupt the regime of visuality which some have argued objectifies the
female body and tengage with issues relating to representation, identity politics, and
gendered spacét the same time, as analysis will show, some of this work can also be

interpreted as a reflection upon the process of artistic creation itself.

I n Lalla Essaydi 6s s@ooverging Texrdgorieg2083 of p
2005), all of the female figureme dressed in various types of white garments which at
first sight appear to be decorated with pale stripes. Closer inspection, however, shows that
these are actually lines of script, and it becomes clear that the whole surface of the interior
of her lo@ations is also inscribed with the same writing. Sometimes this appears large
enough for the viewer to make out highly stylised individual Arabic characters. Mostly,
however, as Weaver notes, it resembles 06
seens t o g o o ¥ Thewiewer canfaiscseetthatoany areas of skin visible on
the bodies of the females featured in the photographs are also covered in the same
characters which Il ook I|ike they have be
comments on her work make it cleaowever, that in fact all of the Arabic calligraphy
which covers every surface in her work has been written by the artist herself using the

medium of henn&*

Shirin Neshat is an Iraniadmerican visualartist who originally came to
prominence in the BDs withWomen of Allaha series of photographs inspired by the
events of the Iranian Revolution, many of which are-geitraits of the artist hersetf®
Most of these images also feature handten text of varying sizes and types which
sometimes serves as a backdrop and is sometimes inscribed directlyeobtalies and

faces of her subject®Vhile Neshat can now be considered an outside observer of her

322Andrew Mark Weaowetred6iTm atdh ¢ i Sdasd DBRsign Joureb me n 0
(2013), 4247 (p. 44).

324The same style of henna writing is also applied to any visible areas of skin on the females
who feature in all her later work.

3251t is important to note that while Iran is atalsic nation, unlike its Arab neighbours in the
region, its official language remains Modern Persian (also known as Farsi), not Arabic, as is the
case elsewhere in the region. However, Arabic continues to play an important role for liturgical
purposes ase language of Islam. In addition, the majority of Iranians are Shia Muslims, while
most Arabs elsewhere in the region are Sunni. Iran also had its own distinctive flourishing
civilisation and long cultural history prior to the arrival of Islam, and mdnlese traditions

have continued to profoundly influence artistic representation in this country.
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homeland, as a member of the Iranian diaspora who has lived in exile in the United States
since 1979, her work still remains a frequently cited point of reference for female visual
artists from Islamic cultures. This chapter will compare and contrastHssaydi and

Neshat combine images and words in their work to explore issues about the representation
and interpretation of images of veiled women; before, finally, turning to consider the
implications of the use of calligraphydMe ws ha T a v a ktohent#leddssen i n s t e
In the work of all three, we see calligraphy being adopted in the service of a critique of

discursive framings of women.

Since the written word features prominently in the work of the female visual artists
discussed here, thshaper begins by establishintye significance of the calligraphic
tradition and thenature of the role that this form of ornamentation has played in Islamic
cultures over time in order to Tamakoladsul | vy
reasons fochoosing to incorporate elements of this into their own artistic practice, and

the implications of their doing so.
5.2 Islamic Calligraphy: The Art of Words

Chapter Two discussed how particular religious beliefs concerning aniconism have
served to shape Islamart and influenced the work of Muslim artists over the centuries

to create the distinctive artwork associated with North Africa, the Middle East and the
Gulf States. This uses geometrical shapes, flas¢d forms (e.g. the arabesque), and
calligraphy>*For various connected reasons that

and continues to be t3%e principal art f ol

It must be acknowledged from the outset that calligraphy (literally meaning
Obeauti ful writi ng @jure.iTke Japanese and theyGhieesd have | s
cultivated this form of artistic expression over the centuries and it is still highly prized in
both these cultures. Indeed, as noted later, the arrival of paper in the Islamic world via the

Silk Road trading routevas to have a dramatic impact on the styles adoptd®ebsian

326 Mikhail B. Piotrovsky Earthly Beauty, Heavenly Art: Art of Islamd. by John Vrieze

(Amsterdam: De Nieuwe Kerk, 1999).

%2'VladAt anasi u, 6The President and the Calligrz:
U s e 6Studias on Architecture, History and Culture: Papers by the i2Z00®3 AKPIA@MIT

Visiting Fellows ed. by Nasser Rabb@@ambridge, MA: Massachusetts Institute of

Technology, 2006), ppi20 (p. 9).
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calligraphers’?® There was also a rich tradition efaboratedlluminated manuscriptis
the monastic scriptoriums abrth-west Europeluring medieval timesyhich reached its
zenith in the production of work such as the Book of K¥&fls.

Sinceits emergence in Iraq in the seventh century, the usallaggraphy has been
di sseminated t hr oubgyh owaty tohfe rleslliagmiocn ,w oermpc
and by the fourteenth century, the art of Arabic calligraphy had succeeded in
Opermeat|[ing] everyday I|ife in the medi e\
systems of power , KATheihfieitd geatjvity and dersatilitytoh o r i
its practitioners while following a formal aesthetic code managed to transform the
transmission of the written word into an art form that has been used to ornament all
manner of materials, and has also become an expression of religious and cultural
identity.33!

It is important to understanthe deegprooted connections that exist between
calligraphy, Arabic and IslanfAccording to Islamic traditionArabic was the language
in which the Quran was revealed to the Prophet Mohammed in the early seventh century
and subsequently, it continues to be held in great esteem by Muslims for whom it remains
a sacred language whighust be used for prayeand for paying reverence to and
remembering the teachings of All3#t.First and foremost, themthe art of calligraphy
derives its unique significance in Islamic culture from this reverence accorded to the
Arabic languagand to the Quran. Secondliietverses of the Quran traditionally credited
with being the first ones revealed to the Prophet highlight that the aetsdifig/reciting
and writing are of central importance to the Islamicfaithh.e o peni ngl Arad i c
carries the meaning of both Othepengalend and

is mentioned as an instrument of knowledgegRe ad! Your Lord i s th
Who has instructed the wutilisatioenanf th
38See:ESi egel , O06The Silk Road and BeyAdimditute Tr av €
of Chicago Museum Studje33.1 (2007), 7(096.

329Gee: HudaAl-Tami mi , 61 sl am, CalligraphyofWémeender
Cal | i gr ap hIBS GulturalrtHeritagel2.43n@13), 2633.

3Genna B ThePditesof ArabicScrigt ( unpubl i shed doctor al
National University, 2016), p. 128.

31 Atanasiu, p.12.

332 See:Annemarie Schimmelslam: An Introduction(New York, NY: State University of New
York, 1992).
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inklinga332 Moreover, sincélessings aréraditionally guaranteed not only for Muslims

who read the Quran but also for calligraphers who copy out its text, this profession has
always been deemed to imbue significant merit on the individual. Morebggrg a
calligrapher was viewed ashah-status profession anduring certain periods of Islamic
history, one that brought with it considerable wealth and political influence, as discussed

below334
5.2.1 The development of Arabic calligraphy

Although many variants of Arabic were spoken in fs&amic times, only a few had a
written form, such as Nabataen and Syriac and the Quran was initially preserved by oral
transmission and memorisation in keeping with Arab cultural tracitfddowever, after
thePophet Mohammedo6s death and the expansi
that there was an urgent need to produce a written version of the Quran to ensure that it
was possible to transmit its content accurately and to prevent the text from bewagdmis

or misunderstood. At the same time, there was also a need for some form of written
recordkeeping that could support the rule of a vast geographic territory following Islamic

principles.

In the seventh century, Umar, the second Orthodox Caliph,lisk&b the first
government office tasked with organising payment of taxes, regulating the treasury and
registering members of the armi§£ Consequently, he needed large quantities of scribes
and writing material to help support this burgeoning bureauckealso needed literate
Muslims, both males and females, who would be able to teach newly conquered peoples

to read and write Arabit®’

A standardised written form of Arabic script based on the Arabic used in Mecca

and Medina was in use by the end of seeenth century and appeared on the coinage

33BAI-6 A l, 6@ 5, https://guran.com/96/3 [accessed 20 February 2020]

¥Mohamed Zakariya, 61 sl amic CB8rbdadegfthaeh:y: A T
The Art of Islamic Writinged. by C. G. Fisher (East Lansing: Michigan State University Press,
1991), pp. 2129, p. 22.

Matug Mohamed | . Ab o rasawAestheficAnflernceé an Sane | | i g
Contemporary Libyan Painters of AAGAROLHec onN
<http://www.aacadigital.com/contenido.php?idarticulo=1341> [accessed 9 March 2018].
336 A term used in Islam to refer to the first fdDaliphs who headed the Islamic nation after the
death of the Prophet Mohammed (Espoditege Oxford Dictionary of Islajn

337 Atanasiu, p. 2.

a

rap
d H
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minted for Mohammedoés successors, the Or:1
Rock, the earliest surviving monument of Islamic architecture built in CE 691 in
Jerusalem. Both are decorated with quotatitora the Quran to declare Islam as the new
monotheistic faith and show that from the very outset, calligraphy was linked to both

religious devotion and political pow&t

The origins of the art of Arabic calligraphy can be traced to the seventh century,
when the centre of Islamic political and cultural life shifted eastward from Damascus in
Syria to Baghdad in Irag under the Abbasid Caliphate (CE IZZ8B). The first formal
calligraphic style is commonly known &sfic after the Iragi town of Kufa where it was
developed by calligraphers attempting to codify Arabic in order to produce a standard
written form of the language for use in Quran manuscripts and for inscriptibes. T
rectangulass hap e d l ettering of kufic cal |l igr e
monumental & or oOso del P%Typicaly, black ordarkrewnb | e s
ink was used on pale parchment or later on paper. Reaching a high level of formal
perfection in the eighth centurkufic stylegrew more ornate as the Arab empire became
more prosperous and inspired many variants such as fdtiafieddecorated with curling
leaf shapes) and floriatekiufic (decorated with flower forms), which had largely

disappeared by the thirteenth cent#.

Ibn Mugla (88%939), vizier to the Abbasid court in Baghdasl considered to
have been one of the most accomplished Arabic calligrapHerandertook the task of
redesigning existing calligraphic styles to make Arabic script not only more aesthetically
pleasing but also, more importantly, to ensure greater standardisation amongst those
producing written copies of the Quran, since this was a vital medium for sgyeaein
word of Allah throughout the expanding Islamic empid@. expert in geometry, lbn
Mugla established mathematical rules that could be applied to the design of Arabic script
and to structuring the spatial relationship between individual letters,earsitsat is still
used by calligraphers tod&$*

338 piotrovsky, p. 27.
339 piotrovsky, p. 27.
340 Zakariya, p. 29.
31 See: AFTamimi.
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As a result, a reformed, standardised canon of favoured styles emerged that
became the key elements of classical Arabic calligraphy. Each of these had its own
qualities and preferred us8hulthwas considead to be the most elegant and exalted and
was used for inscriptions on monuments, religious inscriptions, epigraphsuead
(chapter) headings in the Qurasaskh,which can be recognised by the rounded shape
of its letters, became the preferred styte literary manuscripts and small Qurans,
particularly during the Ottoman period. Of the other classical Arabic stylaswgais 0
used solely for writing royal decrees and official letters while gvasbemployed for

more informal correspondené®.

Naskh Sl % e dopdodoa o purly Kufic
Thuluth ,ﬁi}?jllﬂlﬂ_n)_ m:kn,;l.ll—-l Eastern Kufic
Muhaqqaq __,-f'-‘ f?'._l;&..___._.q paslgmJ ol o Foliate Kufic
MNastalig _.p:-—-"'*"'y {'—'f-v'.-—-:” i*ﬂ i& I> Knotted Kufic
Riga s it paal el A s Square Kisfic

Figure49: Examples of calligraphy (Moustapha and Krishnamurti).

Under the Abbasids, Arabic calligraphy evolved into two distinct stytethe
Easte, Persian calligraphers maadic lettering slimmer. These new, more fluid styles
developed because of the availability there of paper from China, which largely replaced
parchment and papyrus from the eighth century onwards as the principal medium for
important documents and manuscriff§The surface of this paper was usually sized (i.e
coated with starch) and then rubbed with a stone until it became extremely smooth and
glossy, and this meant that thalam(a pen made from a reédeather quills were never
used in the Arab world) was able to move over the surface more easily. Véligpoeent
accommodated the growing bureaucratic demands of governing an empire and also

encouraged experimentation with calligraphic aesthétfcs.

342Nasser DKhalili, Visions of Splendour in Islamic Art and Cultkertford: Worth Press,
2008), p. 45.

3483 Khalili, p. 47.

344 Zakariya, p. 21.
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In contrastjn the Maghreb (the Arabic word for the western region comprising
Muslim-ruled Spain and North Africa), calligraphers developeatnaother, curvilinear
style of calligraphy known asairouan (from the Tunisian town where it originated) or
Maghribi. Its mos distinctive feature is the fact that it featured gold lettering on a dark
blue background* Parchment or vellum made from specially prepared animal hide
continued to be used until a much later date in the Maghreb, the advantage being that the

writing could be erased or altered, and the vellum could be #{ed.
5.2.2 The calligraphers

Calligraphic experts were regarded highly in Islamic societies, and this remainsisday.
previously noted, howevethey were also considered religious scholars carryinghe

vital task of passing on the Islamic faith and Arabic language. Indeed, the latter fact

no doubt goes a long way to explaining the former, given that their status would be bound
up with cultural perceptions of the value of the work they weragloin this case, the

most transcendent and elevated possible. Some also studied calligraphy with the aim of
entering specific professions, such as that of chancery scribes who were tasked with

making copies of official documents for the authorities iecHjt script styles*’

Learning the skill of calligraphy was effectively an apprenticeship. Formal
training to become khattat(calligrapher) took many years, during which students were
expected to master the basic principles of calligraphy by copyengtitels provided by
their teacher. Only then were pupils able to begin to create their own new work.-A long
lasting pedagogical relationship was established, which was viewed as an unbroken chain
of transmission with the master practitioner impartingrtkeowledge and skill. The
status of a calligrapher was therefore based not only on the excellence of their work, but
also on theiprofessional authorisation (j Viz.athe eminence and authority of the
master or masters who had taught tiéfiThose whosuccessfully completed this
apprenticeship received etfler of approbationi (j | fzoen the master attesting to their
skill.

345 Burrows, p. 130.
346 See: AFTamimi.
347 Atanasiu, p. 8.
348 Zakariya, p. 22.
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Many of those who studied calligraphy were content to stop their training when
they had acquired sufficient skills to be ableston their living as scribes or copyists.
Like their monastic counterparts in Christendom, who painstakingly copied and
illuminated the Bible, these calligraphevere charged with making reproductions of the
Quran, and adding adornments and ornamentéfsrit’ Indeed, the majority of books
continued to be produced by hand until printing was introduced to the Islamic world
gradually between the eighteenth and twentieth centuries.

The calligraphers who produced the most elegant work were able to progress
furthest, with some even securing important governmental posts as the result of their
calligraphic talents. The most sought after calligraphers charged high prices and they were
usually commissioned to produce work for the richest members of societgufzaiyi
rulers. The most talented calligraphers were often involved in book production and
associated tasks within the royal pal ac
relationship between art and power, between artists and the men in power efiamg d
c har ac #%In iths tsensed) comparison with Renaissance Europe would be

illuminating.

Elite artists also received commissions to create calligraphic compositions that
could be transposed for use for decorating other media such as ceraahitsctare,
textiles, etc. Firstly, the calligrapher would create the design on a sheet of paper and then
the characters would be outlined using small holes to produgditai.e. stencil for
duplicating the lettering and transferring it to the new mmditihegalib meant that the
artistodés personal style could be applied
and monopolise the production of their own particular Arabic writing $tyle.

Calligraphy was not limited to producing copies of the uan but ext e
include the use of Quranic inscriptions on a wide range of objects, ensuring that the word
of Allah became inseparable from everyday lifés also important to remember that not
all calligraphic inscriptions used for ornamentatioa aecessarily quotations from the

Qur éan and other religious texts. Some o0

349 Aborawi [accessed 9 March 2018].
350 Atanasiu, p. 7.
%1 Atanasiu, p. 3.
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of ornamentation consist of poetry, eulogies for rulers and aphotté@alligraphictext
could be woven into textiles or carpets, carved into wood, ivory, or rock crystal, chiselled
into metal, formed into jewellery, and used for ornamentation on pottery, ceramic tiles,

enamelled glass, and on architecture.

Later, it became customary b@ang calligraphic texts on the walls of houses, like
paintings. These pieces, knownlawha, offered household members and their visitors
prolonged visual contact with the work of a calligrapher and encouraged them to
appreciate the aesthetic valueshd piece rather than simply the message it conveyed.
A lawharequired limited resources (only a single sheet of paper) and minimal effort (just
a few lines of text pelawha) allowing a calligrapher to sell more items and adapt the
content to a more diverse market than was the case with other types éFt@xis.

provided calligraphers with another source of income to help in their independence.
5.2.3 Women as calligraphers

As David Simonowitz notes, although much research has been conductacaloic
calligraphy in the Islamic worldhe rich history of femaleatligraphers is often forgotten
today, withmany of these accounts representing this as an exclusively male d&main.
Simonowitz suggests that one of the reasons for this is the fact that men have traditionally
been responsible for transmitting history analy have been hesitant to tell the stories of
those Muslim women whachieved the status of master calligraphers, many of them also
being Islamic scholars and/or poets in their own rilylareover, de to the importance
given to privacy in Islamic culturé was generally deemed unseemly for women to draw
attention to themselves and their talents. It was considered virtuous for them to cultivate
humility, a characteristic that holds an important place in Islamic docivimis this was

not considered aissue for their male counterparts. Howeverthessame autharotes,

the Prophet Mohammed himself called for women to participate actively in the teaching
and transmission of all Islamic knowledge, and especially calligraphy, so there was
nothing in Islant teaching that prevented them from pursuing this art form.

3%25See: otrovsky.

353 Atanasiu, p. 3.

3%4GSee: DavilSi monowitz, OA Modern Master Jodrnall sl ami
of Middl e Easit6.1\({@2010em®s Studies
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In addition to articles byAl-Munajjid, Simonowitz and AlTamimi, the best
source of information to date on the role that women played in the development and
practice of this form of visual exmsion,from the advent of Islam to modern times, is
the booklength study entitledFemale Calligraphers Past and Presdayt the Turkish
calligrapher and art historiatilal Kazan(2010)**Kazan6s book al so p
possible reason why female calligraphers may remain less well known. She notes, for
example, the case s mU | br et Ha ni mwas bhe dadghté @f aC E ) .
important palace official during the reign of Sultan ®elil and became the student of
the weltknown calligraphy master Mahmud Celaleddin whom she later married. It was
wi dely believed that because she had pertf
signed his name to works that she had created, ingeéimat she received none of the

credit for these.

Kazan provides evidence tHamale calligraphers were active from the era of the
four Orthodox Caliphs right the way through to th#oman period and beyond. It is also
clear from the examples that shvides that these women worked in a wide range of
cultures covering a vast geographical area that stretched from Spawisd#ls, across
North Africa, throughout the Middle East and the parts of Asia that formed the Mughal
Empire.AccordingtoKazath e f i rst f emal e calligrapher
6 Ab d u tAtlaWiflya @dventh century). A relative of Omar, the second of the Orthodox
Caliphs, she was not only the first woman to know how to read and write, but also the
first female calligaphy teacher, passing on her skillke earliest works known to have
been created by a female calligrapher that can still be seen today are those of Fadl, the
concubine of Abl Ayyib Ahmad bin Muhamma

There were tw specific periods of Islamic history when women calligraphers
were particularly activé>® The first period was during the Umayyad era (1831 CE),

when t he court at Cordoba in sout hern S

¥5geeSal ChgnaMAhaj jid,, OWomendét RohakBciTl®alt heghA
Book in the Islamic World: The Written Word and Communication in the Middle éthdty

George N. Atiyeh (Albany: University of New York Press, 1995), ppi 14&; Simonowitz;

Al-Tamini; Hilal KazanFemale CalligraphersPast and Presentrans. by Ayse Petek Berksoy
(Istanbul: Cultural Company, 2010)

%6Kazan, p. 13.

176


http://www.turkishculture.org/whoiswho/turkish-traditional-art/hilal-kazan-dr-2384.htm

learning and the art$®& Al-Tamimi notes thathe authorities were eager to build up the
libraries of Arabic books and that historical sources refer to 170 women being employed

to work by day and by candlelight at night in the eastern quarter of Cordoba solely for the
purpose of producing copies of the Qurdi.In many cases, little is known about the

|l ives of Cordobab6és female calligraphers,
their tombstones. Thus, MuznU (d. 969 CE
clerk for the sultan, whild.ubna bint Abdumaula (d. 985 CE) worked as a calligrapher

for Caliph AFHakam II. However, some individuals achieved fame in their day, such as
Aisha bint Ahmad aQurtubiyya(d.1009 CE) who was not only an accomplished copyist

and caligrapher, but also a renowned poet ddiophile who amassed a significant

library.

The nineteenth century was a period of history when the number of women in the
field of calligraphy increased dramatically during the final years of the Ottoman Empire
in Turkey3®°® According toAt anasi u 6calligraphy became
and military machinery of the Ottoman Em
be employed to keep this bureaucratic machine working, many of whom were #8men.
Inadd ti on to this, il luminated calligraphy

function was to satisfy tReir predilecti

Given the prestige that calligraphy enjoyed, its secrets were often jealously
guarded and it was a dkihat was often passed from one generation to the next within a
family, most commonly from father to sé%. However, women who were born into
families who earned their livelihoods as calligraphers or who married into these families
were usually trained to work in this profession as well. This was the cas®uhthri
i bn Muqgla ShirUz9o (asthendaughter ef the famops Badghdadi w h c
calligrapher | bn Mugl a. Foll owing her f af

®7JmA-Khalili & Hasan Moiz. (2012). 6The House
Ancient Knowl edge andAn@acanelouthal of PHysc80R2012p i ssanc
648 649 (p. 18).

358 Al-Tamimi, p. 33.

%9Kazan, p. 12.

360 Atanasiu, p. 4.

%lwiebkeWalther,Women in Islam: From Medieval to Modern Tinfesnceton, NJ: Markus

Wiener, 1999), p. 43.

362 MamounSakkal, The Art of Arabic Calligraphy: The Language and the ScB8pkkal.com,

1993 <http://sakkal.com/MamounSakkal.htmI> [accessed 18 OctOt8j.2
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his calligraphy system to her students to ensure the continuation of his art. One of the
most celebrated Abbasid calligraphekssbn BawwUb , I's reputed
learned the secrets of Ibn Mugla's calligraphic style from her. He furtfieed Ibn
Mugla'sfont rules to develoghatt atmansuba more elegant and aesthetically pleasing
way of composing letters that wasitated by calligraphers all over the Islamic wo¥iel.

This shows that women have also played an important role in contributing to the
continuity of calligraphy tradition in the Islamic world.

Many women from rich and noble families in Islamic countriesewsehooled in
calligraphic skills as part of their education, partly because it was seen as a respectable
pastime that was considered to be an expression of piety, and also because they were
expected to transmit these skills to their sons and daughteastas educating them for

life at court.
5.3 Calligraphy in Contemporary Islamic Cultures

In the twentyfirst century, calligraphy has been rediscovered by young Muslims in both
the Arab world and the West si nctgogetiter of f €
with a respect abl e3“Fhisaswdosnd poputhrityaof caligaphy h e r i
has been supported by a proliferation of workshops, courses and websites such as
Calligraphy QalamHowever,as Atanasiu notes, in some Islamic countries there is still a
perception of traditional <calligraphy as
styles of <calligr aph¥°Indranefor exanepleexhibitiors oo | e s
classical alligraphy are held in the headquarters of the Organization of the Islamic
Conference in Teheran, while exhibitions of more modern calligraphy are held in the
Museum of Modern Artg%®

Islamic alligraphy has taken on a variety of different forms. -bé&sed
Mohammed Ali,also known a#\erosol Arabig fuses street with Arabic calligraphy and

Islamic motifs producing work that have been referred t&Jdmn Spiritual Art 367

%3Kazan, p. 16.

364 Atanasiu, p. 5.

365 Atanasiu, p. 20.

366 Atanasiu, p. 16.

%"Tasni m, 6Art of Words: Wo mPatheo€ @ Febriary 2Hh her s
<http://www.patheos.com/blogs/mmw/2012/02/@i+tvordswomencalligrapherghenand

now> [accessed 18 October 2019].
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Islamic calligraphy was alsteatured on headscarves and accessories by the French
fashion house Louis Vuitton following the Arab Spring events when it collaborated with
Tunisian street artist @eed*®® Work incorporating modern freferm calligraphy by the

Iragi artist Reem ARawi, now based in the United Arab Emirates, has also been used as
the basis for a range of fashion accessdffelm her work, he American Islamic artist
Lubna Shaikh seeks tdemd contemporary artistic mediums with traditional Islamic or
Arabic artistic expressions. In her work entitlsty Prophetshe takes a traditional
calligraphic genre which originated in Ottoman Turkey, Hilge-i S haad givds it a

very modern twistOriginally these calligraphic panels were intended to be a textual
portrait of the Prophet Mohammed and were considered to have talismanic préfferties.
Here she takes the Arabic characters

contemporary English typefas and digital technology to creélg Prophet.

Figure50: Lubna ShaikhiMy Prophet 2012 Digital calligraphic collage, 465 x 453 px.
Reproduced in Tasnim (2012).

368 Tasnim [accessed 18 October 2019].

¥Teakster, OiJArHitectReemeAlRa WAr Pus s Spotl i ght on
Aquila Syle, 2015<https://www.aquilastyle.com/focugpoints/globalsnapshots/interview
artistarchitectreemal-rawi-putsspotlighton-arabiccalligraphy/94664/> [accessed 18 October
2019]. Further information about this artwork and artist are explored in chimpiewhich

focuses on fashion.

/

SCar | W. Hityam s to,r & Thhee Ador nment of t Rasheddr ophe!

Butt, 2003 <http://www.rasheedbutt.com/about_hilya.htm> [accessed 18 October 2019].
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Having established the tradition and conventionislamic calligraphy, this makes
it easier to begin to gauge the extent to which visual artists such as Lalla Essaydi and
Shirin Neshat enter into a personal dialogue with this form of expression. The materials
and methods that they use to produce thegtiel, the texts they write, the surfaces upon
which they choose to inscribe, and the linguistic form they employ in their work, can all
be said to connect to the calligraphic traditions they consciously invoke and then contest,
using it to explore contéious contemporary issues relating to identity and to the politics

of representation.
5.4 Lalla Essaydi

Details about Essaydi 6s | i herart(hasdeen Bdpedp t e |
first and foremost by her own personal experiences as a womag &wnd working

between two culture§he has also emphasised this multifaceted aspect of her work, in a
statement on her own website in which sh
through multiple lensek as artist, as Moroccan, as tradi@dist, as liberal, as Muslim.

In short, | want to invite the vieX¥er t
Essaydi 6s multiple identities as a woman,
first series of photographs that was entifmhverging Territoriefassembled between

2002 2004). The title also highlights the thematic importance of space within this series

in particular in which she explores how differences between domains are culturally
constructed and can be deconstructed amerrogated in representation: East/West,

masculinity/femininity, sacred/secular, public/private, high art/popular craft.
5.4.1 The process of creatin@onverging Territories

Although both Neshat and Essaydi incorporate text in their work, for the fanmes &
solitary experience, in which she herself inscribes all the chosen texts directly onto the
photographic image by hand to produce the finished object. However, in nhumerous
interviews, Essaydi has described the process by which she produces bgrapist and

she always emphasises that tneation of these images is a collaborative experience,
referring to the women she wor k3Howeverh as

she herself is solely responsible for preparing all the clothishaged for the interiors in

371 Essaydi [accessed 14 October 2019].
S Napuma Hachad, ¢6Borders and Bridges: Configu
P h ot o g Franpobphéies2.1 (2013), 87103 (p. 102).
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her photographs and for applying the henna calligraphy to the women who feature in her

work.

One of the most important aspects of the creative process for Essaydi is the return
to her native Morocco and tgoarticular place which played a key role in her childhood.
Her family owns a 508/earold palace in an oliveree grove a few kilometres outside
Marrakech. Females in her family were sent there as a punishment if they were deemed
to have disobeyed the stribehavioural code imposed on females in traditional Islamic
society®”® The photeshoot for the series known &snverging Territoriesook place in
this building, allowing Essaydi to transform a place she previously associated with
solitude and silencenio a welcoming space to which she retreated to share the company
of other women. In this respect it can also be said to evoke the traditional sense of the
harem in Islamic culture as a safe interior space where women are freed from the
constraints imposetly exterior public spac¥? The building also became a place of
artistic creation representing tlo®nverging territories Essaydi occupies as a North
African Muslim woman living and working in the United States.

The preparations needed prior to takinggtestographs can take up to six months,
and the resulting images are the product of intense technical artistry. This is a central
aspect of the images, and one that has been interpreted in different ways. Brielmaier
observes, o601l n thwehdrielfdauwtfherhtoit migtrya® hand

goals, Essaydi's work is plai nihispriew f or m
would clearly align with readings of Es:
explicit deconstruction of trags of the European visuahaginaire of the Arab and

Musl im worl d makes clear, among Essaydi
purported d6dauthenticityé in visual depi ci
Her emphasis on the constructedradssich images is of a piece of with her underscoring

the artifice with which her own work is produced: in both cases, the technique

B|soldeBr i el malinewreent6iRleg t he Spaces Wit Wperture The |
178(2005), 2025 (p. B).

3%%As previously noted, in the Islamic world
women rather than a space created to serve |
accessible and nesmccessible spaces was to form a central éhehier third major photographic

series entitledHarem

375 Brielmaier, p. 24.
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foregrounds the imbrication of subjectivity within ideological matrices that constitute and

shape the individual.

As disassed in the prior chapter, however, this is not to claim that she sees this
as complete and thoroughgoing. Her works retains an optimism regarding the possibility
of escaping such constitutive forces, by folding the constructive forces back on
themselvesso to speak, such that they become objects of conscious play, rather than
forces of subconscious control. This 1is
valence of the aesthetic, as articulated for exampAegthetic Theory’® Adorno argues
that he role of art is to turn the rationality of control usually expressed through technology
back onto the technology itself, and in this way to disrupt the rationality. The pertinence
of such a vision to a context of increasing mechanisation and ratioioaisdtsocial
forms, such as Adorno confronted, is rel:
vision achieves the same in a context where the prevailing technologies of control have
been discursive, rather than material fact inscribed in theskt that covers the surfaces
of her i mages. I't is in this sense that
transformative dimensions of the work of art as well its political and societal

engagement 6, ¥H’s Hachad argues.

It is this liberatorydimension of the work that means that the process of
preparation for the i mages can al so be ¢
necessarily informs the mé&Thé degselycwonkedi e d
images, responding directly agthdo to a dense palimpsest of discourses that have been
imposed on the bodies of Arab women, represent a transformation of the constructedness
into critique. The extensive preparation in its own way mimics the discursive construction
of the Arab women thidnas been carried out in the visual traditions discussed elsewhere,
but does so in plain sight, and collaboratively. Essaydi uses family members, friends,
neighbours and acquaintances as models in her work. Some still live in her ancestral home
in Marrakech, others like Essaydi herself form part of the Moroccan diaspora. Each year,
before beginning preparations for her artwork, Essaydi organises gatherings with groups

of up to 40 of these women who then spend a week or more talking about their lives and

376 Theodor W. AdornoAesthetic Theontrans. by Robert HulleKentor (London: A&C Press,
1997).

37" Hachad, p. 93.

38 Hachad, p. 102.
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the challenges they face on a daily basis. According to Essaydi, the texts she writes on
the surfaces seen in her photographs are also often inspired or based on her transcriptions
of these conversations or takenrgemsomah t he

memories and fragments from her own life stt#y.

Henna, the material that Essaydi chooses to write these texts in, has links to
Moroccan cultural tradition and conveys multiple layers of symbolism. When dried, the
henna plantl(awsonia inermiscan be used to produce a dark reddisbwn natural dye
that has been used for centuries in the Arab world and elsewhere to stain the skin and
produce nofpermanent body arn Morocco, henna is traditionally worn and applied as
a form of bodily adornmenrexclusively by females. It also forms a crucial element in
celebrating the most significant milestones and rites of passage of female life in Morocco.
Firstly, when a girl attains puberty her hands and feet are often decorated with henna
designs to marker passage into womanhood. Secondly, the fiodee takes part in an
all-female ceremonial henna night (known as likeberiscaor lilat el henng, prior to
her wedding, attended by all the female relatives of the bride and groom. Henna designs
usually made up of floral and geometrical patterns are applied to her hands and the henna
is left undisturbed until it develops into a deep crimson, which is thought to enhance her
charms for her husband. Importantly, this occasion is also traditionally the tiere wh
older married women pass on their knowledge to the Hadee. Finally, henna is also

empl oyed when the first born JSAild is mal

3791t is unclear if Essaydi has deliberatedyvised her practice over the course of time to include
a more diverse range of female voices rather than relying on text from her own journal. Darrow

argued that Essaydi 6s use of calligraphy bas
be intepreted as another form of silencing the women she represents rather than empowering
t hem, since the voice she gives to the model
Essaydi 6s [Western Orientalisedd. vasaenahBf or t
Darr dNwgo®Hi ati ng Hybridity in the Work of L
(unpublished masters thesis, Georgia State University, 2013).

%0ElizabethSi egel , 6The Sil k Road and BeydAdnd: Tr av
Institute of Chicago Museum Studi&8.1 (2007), 706 (p.94)l n her t hesi s, OHe
Brides and Gazell es: Ri tual , Womenods Wor k an

Spurks (2004) provides a fascinatingdepth account of traditional ditmale henna rituals in

Morocco and how these have been commoditised in more recent times to produce tourist
experiences catering for both females and malesFSaet r i ci a Lnnafdéfridesénd s, 0O
Gazell es: Ri tual, Womends Work and Tourism i
University of Montreal, 2004).
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Historically, henna would have been applied by piping the pattern on with a paper
cone, but now it is more common to use the method which Essaydi follows to produce
the calligraphic script, using the hollow tip of a plastic syringe to obtain the delicate
tracery required. Painting the womeno6s |
uninterrupted work during which the models cannot rest, as this would lead to the
calligraphy being smudged. Therefore, to relieve the boredom Essaydi ensures that music
i's played and food and drink are pkingvi de:
the photographs, so that those participating know what to expect. According to Essaydi,

the women participate:

because they feel they are contributing to the greater emancipation of Arab women
and at the same time conveying to a Western audiencey aictettradition often
misunderstood in the West. They see themselves as part of a small feminist

movemeng8!
5.4.2 Responding to the text

Essaydi has talked and written at great length about the process by which she produces
her work and whenever sheqgsestioned about the meaning of the Arabic calligraphy,
Essaydi is at great pains to make it clear that the actual words in the text are intended to
be undecipherable, even by Arabic speakers. For example, in Lin Essaydicsfatesgy o0 t o
great lengths tana ke t he t ¥ Howevier| thie lgas hot stopged several
reviewers expressing their frustration and confusion when faced by the calligraphic text.
The response dRichardWoodwar d t o thi s a$§ pAdranslatianf E s
would seemtobe ssent i al t o i iiisexemplaeytof thigtrerfh e wo
Carl son, cited in Beemdébs article on <cal
assessment t hat recogni sing t he presenc
phot ogr aphso iasn oducnrdietrisctaaln dti n &* Inothe cashhef ar t
Converging Territorieswhat Essaydi writes is much less important than the material that

Blalla A. Essaydi, O\oildditenatpreé Todagl7.2 (B0&3), 6R87apd. i s q U €
63).

¥Ming LinWomnitlnger vi ewArnAsiaPacifid6april 2013Es s ay di
<http://artasiapacific.com/Blog/WritingWomenlinterviewWithLallEssaydi> [accessed 18

October 2019].

%Richard B. Woodwar d, ¢ WalbaStreesJoufnal2b ®eptBreberi nd t h
2013.

BE.ABeem, 6Cal | i gr aPhdioyDistach Newsa5.5Ca08) 21@ 15 (p.

212).
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she writes with, the writing style she purposely evokes and the surfaces she chooses to

write upon.

In interview, Essaydi explains how she draws on the popular cultural memory

associated with both henna and calligraphy within Moroccan society:

For me, [calligraphy] is important becaus
because itds al masdumbitnedaaet atcems t o g
architecture and <calligr aphayr thha vien allswaaynsi
cul ture. By writing calligraphy with hen

craft, | put the two together instead of pulling thgraras®

The artistodés own explanation helps to el
6calligraphyé have for her personally, w
practised by women, the other a higtt form restricted to men. Shesalalludes to

anot her culturally constructed domai n: :
calligraphy for her signifies the sacred realm, whereas henna is firmly associated with the
secular realni®® Furthermore, given its use in femalaly gatherings, henna is also
inevitably linked to the private space of the domestic sphere, whereas Arabic calligraphy
typically forms part of the highly visible public space of Islamic architecture, most
notably beng used to ornament mosquiksould be argued then that bynverging these

spaces (masculine/high art/sacred/public and feminine/popular craft/secular/private) in
her wuse of calligraphy and henna, Essayc
divisions between these domains (which also carry with them an implication of hierarchy)
and to create new discourses reflecting the more fluid liminal spaces of the world she
inhabits

However, as (mis)readings of her work show, this interpretation sndept on
a particular set of cultural associations and knowledge which are not necessarily shared.
At the most basic level, for example, one male reviewer failed to grasp that Essaydi had
used henna and inscribed all the surfaces by hand, and claim#éukthiéual effects in

35 in [accessed 18 October 2019].

386 Lin [accessed 18 October 2018]though the application of henna is now thought of in

North Africa as an Islamitradition and overtly framed as such within Moroccan society,
Spurles suggests that in fact this practice has much older roots and was linked to ancient folk
beliefs regarding fertility and protection from the Evil Eye.
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the images had been produced by Photoshop softi/dfes s ay d i 0 s -inspsed o f
henna calligraphy inscribed on pale cotton seems intended to specifically evoke the
appearance of black or dalpkown ink used on parchment or papgical of early copies

of the Quran. However, her motivation for doing this led to much speculation from critics
operating from within both Western and Réfestern paradigms. For example, Siegel
argued that Essaydi was sdf caligtapHy aithig [slammicg ] t
culture, moving it from the circumscribed world of religious writings into the broader
realm of contemporary artoé, while Hachad
6the use of religion o fuemitphedPebeikcl
ubiquity of this kuficinspired text has divided critics as to whether it is empowering or
overpowering. Some commentators see the
Converging Territoriesas a sign of female agency,d&ruptive feminine discourse.

Others take issue with this text on the grounds that calligraphic script is connoted as a
masculine discourse. Covering the entire space within the framing of the photographs, it
thus represents a symbolic dominantdiscoarsed has been descri bec
witness to the physical confinement of women in historical and contemporary Arab and

I s|1 ami c 33 Anatherefénale sviedver of her work observed along somewhat
similar lines thatiThe text seems to entraph e  w &¥YCempére thiswittEs s ay di 6's
own comments on how she herself intended
imaginary space where the voice of these women, through written text, became both their
walls and their freedom, where they can Wwho they want without restraint or

hi ndrnce. o

The fact that the text is also inscribed on the bodies of the wonodunding the
face,has proved if anything even more problematic when attempting to ascribe meaning.
Numerous reviewers have describedtienna calligraphgsa 6évei | 6 i n t he
provides a protective layer, shielding the women from the objectifying gaze of the viewer
but allowing them to look directly at the observEme illegibility of the text also renders

her expression liteal 'y unreadabl e. The womendés bo

387 Woodward.

388 Sjegel, p. 89; Hachad, p. 93.

%89 Hachad, p. 93.

L eyl a Aliyeva, 0Reagybnd Wmeoahd Beaafyxl hai bETsesicabawisi , 0 s
(2013), p. 1, <http://en.trend.az/print/2211364.htm|> [accessed 12 March 2018].

31 Kurtz [accessed 18 October 2019]
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metaphorically in words, are longer displayed in the typical pasfevulnerability 392 It
can be argued that thremoves any threat of voyeuristic pleasure and eliminates the
potentially controlling male gaze.

Critics like Vali, however, have reddonverging Territories a representation
of confinement due to Essaydi 6s asé@r oift ¢
of the domination and silence of womeno
represented to the stereotype of v&iled
Moreover, it is not difficult to find further evidence in a numberreadings of
Converging Territorieghat critics are continuing to operate within Orientalist discourse
frames about the veil (even when this is a symbol veil of words) and the submissiveness
of Arab women. Richard B. Woodward, of tiiéall Street Journatefers to the henna

calligraphy as 6éa cur se, Wiliakh&imonbDs Pidtor andi
compares Essaydi b6s technique of inscribi
to the way in which 6cal i $5shr responses appeas t e
to confirm,aHachad observes, the ways in which

veil and its association with the submission of women testifies to the existence of fixed
and preconditioned readings that artists of MuslimandA her i t age®*®have

We will return to this topic later when discussing the work of Shirin Neshat.

For the present, this small selection of (mis)readings is sufficient to highlight
some of the multiple and conflicting meanings that are genklbgteepresentations of
veils, particularly when these are metaphorical or symbolic veils of words. In one sense
it could be argued that Essaydi clearly achieved her goal of producing text that was
illegible or indecipherable. More importantly, responses tEssaydi 6 s use
calligraphy appear to suppor tideBafrrAwasdi o

and their reactions are shaped by a diverse range of factors that have little if anything to

392 Kabbani, p. 121.

¥Murtaza Vali, éUncovering t-RepresAntation. R&igw | d: F
of the ExhibitionNazar: Photographs from the Arab Woddd Exhibition Catalogudazar:

Photographs from the Arab Worldy Wi m Avbb Studge®Journall3/14 (2005), 244 (p.

244).

¥ Woodward; William Simon®i Pi er o, 6éStunning but Remote
Wo me Bah Diego Reade8 July 2015
<https://www.sandiegoreaderrainews/2015/jul/08/ameview-essaydi/#> [accessed 14

February 2018].

3% Hachad, p. 99.
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do with the actual meaning of the wofd8The pevailing Western understanding of

Arabic script has been influenced by historical discourses, aesthetic and cultural practices,
and is continually shaped by changes in the geopolitical landscape. It could be argued
then that the Arabic calligraphy @onveging Territoriesappears to function as another
form of wveil that effectively creates a
operates as what Behiery referred to as :
through or beyond #%7

5.4.3 Beyond the veil of words

In her bookWo mendés Rebel |l i on pabhstded in 4996, floraccaMe mo
feminist writer and sociologist Fati ma Me
tradition and their active involvement in politics andttees pertaining to the public
sphere, especially in the early pexistanod of
or s u b®8Nletnissi snppdited her claim with historical evidence demonstrating that
Islamic cultural memory is both sexist chmleliberately selective. For example, she
demonstrated the ways of ficial stati sti
economic output, and the ways official policies on education and literacy sought to
mar ginali se women. Me the roles of culbusal andoinstkutiodaé mo n
forms in achieving an elision and repression of female agency much more significant than
the veil, by showing how women are literally written out of the public discourse of

Muslim countries.

Apropos of this, one ahe qualities of henna as a material that does not seem to
merit any attention from critics, reviewers or indeed Essaydi herself as an artist is that it
is not permanent. Unlike the ink on countless calligraphic manuscripts which remains
clearly visible, he initial vividness of natural henna fades gradually over the course of
ti me, unt il only the faintest traces r em:
inscriptions can be said to serve, then, as an appropriate metaphor for the cultura amnesi
highlighted by Mernissi, her compatriot. For &nonowitz and other authors have

demonstratedyomen in Islamic cultures once activelgrticipated in the production and

3% Burrows, p. 152.

397 Behiery, p. 132.

3% Fatima Mernisss’lo men6s Rebel | i on(Loadord Zetl Bobka, d89&), p.Me mo r y
86.
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transmission of texts, both sacred and secular. Some enjoyed considerable power and
prestige. However, for the reasons noted in sedi@B, today they remain largely

forgotten.

Essaydi described the seri€onverging Territoriesa s being Ohaur
spa ¢ €%t one sense, it could be argued that it is, in fact, haunted by the spirit of these
long-forgotten producers of text. Brielmaiepens her article about the North African
artistos work with a | ong quot krgthofthis)( r e pr
which she desansbaestsi as @&f 6Arabic script
phot ogBpiheldmai er does not reveal where
or the source of this translation. Certainly this does not readalikanscription of a
conversation, but more | i ke an extract f
has repeatedly stated in published interviews that she deliberately ensures that the Arabic
script that she includes in her work is not legiltlean be assumed that in this case she
has deliberately chosen to make this text accessible, since it effectively represents the

artistdéds own reflections on her work in

| am writing. | am writing on lamgan | am wr
open book: Inside the book cover, chapters are chaotic and confusing. The cover

says more than the book [€é] the rest of
chapters are written for me, by authors |
the bookand not sure what language | am supposed to speak. When a book is
translated, it loses something in the process and what am | but generations of
translations? | stand guilty outside and | stand inside, profoundly buried in my
translation, painting behinthe words that are carried along by vital forces far

greater than my own. | am a book that has no ending. Each page | write could be

the first4o?

The artistds statement merits further att
insights into Essadi 6 s understanding of the essenc
metaphor the artist likens herself to a book, but stresses that the book is still being written:
she is a work in progress, a fact iemgpdhasi

Her reference to 6authors known and unkn

399 Essaydi 2019, p. 63.
400 Brielmaier, p. 20.
401 Brielmaier, p. 20.
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influences on her own personal life or in a broader sense, the artistic traditions,

conventions of representation and specific individuals that have shaped her work

This double meaning is also present in her reference to translation, which not only
refers to the act of expressing the meaning of ideas originally formulated in one language
in another language but also retains its original Latin meaning of physioaatieh. In
this sense, then, Essaydi herself has undergone several translations from her native
Morocco, to Saudi Arabia for much of her married life, to France to study art and to her
present home in the United St attems.of Ho we
translations [é] words that are carried &
seems to be more applicable to the discourse of representation itself, the constant
transformation and rmterpretation of visual texts as they are carfrem one culture to
another across time and space. 't can be
Orientalist representations of women that forms the core of her later series of photographs
as discussed in Chapter Four. HoweveCamvergng Territories Essaydi is very much
engaged in explorinigow identity is culturally constructed in relation to discourses about
space and how this process can be deconstructed and interrogated in representation. At

the same time, her work can be seen salfaeflexive commentary on that process.

In Figure51 the two women veiled in words are captured in a moment of silent
dialogue across space, two converging territories mapped out by the contours of cloth:
the producer and the consumer of text. The teller of tales on the right inscribes in henna
the vivid sbry of her own life and the endless history of women like her, while her
companion reads, the seeker of knowledge, attempting to decipher text that has faded but
still remains a trace in cultural memory, waiting to be recovered from the amnesia
imposed bytime and neglect. The significance of the image ramifies in numerous
directions. It can be read as an evocation of the relation between artist and audience, the
artist encoding her meanings in the media available to her, and the audience seeking to
apprehed these in the ways available to them. Alternatively, it may point to the work of
cultural translatiori or traductiori’ that is so prominent a theme of her work. She herself,
living between East and West, is required to bridge the two cultures in éeankf
identity, and, as has been amply demonstrated, her work also engages directly with
questions of intercultural representation and communication. Finally, and in the sense

perhaps most emphatically underscored by her own comments, the image maynteprese
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a diachronic transmissigeneorfatmelanrsi nogfs tarr

carried along by vital®forces far great el

Figure51: Lalla EssaydiConverging Territories20022004.Chromogenic print mounted on

aluminium, 104 x 84.5 cmprivate collection.

In this final sense, this writing again partakes of the liberatory force earlier
identi fied as i nhguraShdgpicts the tarsmissipniof dscourse® r k .
of subjectivity and agency despite the various efforts and projects to construct and obscure
Arab and Muslim female identity, in a manner that emphasisegditiaty and misprision
are very different from actual silencing. The silence of the scene depicted speaks clearly
of a discursive resilience of the self, through subterfuge and subtlety, below and between
the codes imposed from above. Given the importafidhke gaze to the constitution of
(eroticised) subjective relations in the Orientalizing art discussed in Chapter Four, the two
figuresd arrangement i's significant. Tur
shoulder, they are both looking at tb&tt absorbed in a reciprocity mediated by discourse

402 Brielmaier, p. 24.
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that 1is the opposite of the Orientalist
the text precludes the viewer from this communion, directly contrary to the ways
Orientalist visual practicgresents the female Other in a dense semiotic frame of
reference as a spectacle. Such a reading therefore leads to a markedly different view than
Darrowds concerning the possible complici
forces she seeks tm@age with. Instead, it highlights again the acute and penetrating
deconstruction the work carries out on the terms of such discursive constructions to bring

to light all that they preclude, in their overbearing construction of the Other.

In the followings e ct i on, I turn to consider Shi.
wor k. I n a manner similar to Essaydndods,
actuali elision of Muslim women from public space and national memory. In her case,
thismostt r equent |l y focuses on the way womeno
been written out through specific gendered relations of power and domination in order to

buttress those relations.
5.5 Shirin Neshat

Born in 1957, Neshat was sent by her family to Lagéles to complete her education at
the age of 17, a custom frequently adopted by those upper raiddkeIranian families

who could afford this. She was still studying in the United States in the late 48d0s
ended up being marooned there when theldraRevolution took place in 1979, since

her family had been ardent supporters of the Shah. After receiving her BFA and then
MFA from the University of California, Berkeley, Neshat decided to move to New York.
Although she originally trained as a paint@te became increasingly fascinated with the
sense of reality and immediacy offered by the medium of photogf&phy.

Whenshe finally made her first visit to peBevolution Iran in 1990, arriving
exactlyone year after the death of Ayatollah KhomeMéshat witnessed at firsand
how I rands previously secular cultural id
Islamic one over the course of a decallee artist has acknowledged that this proved to

be an unforgettable experience for her:

403 See: Hamiddabashi and Octavio Zay8hirin Neshat: The Last Wo(tenice: Charta,
2005).
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The difference between what | had remembered from the Iranian culture and what
| was witnessing was enormous. The change was fightening and exciting; |
had never been in a country that was so ideologically based. Most noticeable, of

course, was the change in people's physical appearance and public beffaviour.

For Neshat, this visible transformation became symbolic of mwek significantsocial
and political changethat had occurred in Iran as a result of the Islamic Revolution and

the direct impact that these had producedhe lives of women

On another level, it also served to highlight the lack of change in thelyinder
patriarchal power structures that conditioned the roles Iranian women are allowed to play
in familial, societal, and political sphe
sense, not only polarizes but delineates boundaries. It conSigne wer , 06 fAcon
Avisibility, o and Amobilityd to one soci
[ womé’?Ma.cckey observes that in Iran 6the a
cleric has shaped a whole culture into a
to a structural order which allocates power to males in the public sphere and relegates

females to the position of subordinates who are confined to the domesti¢tealm.

In her more recent work, Neshat highlights what she regards as the failed promise
of the Iranian Revolution, arguing that women who played a pivotal role in the
introductian of the Islamic regime then ended up being constrained and excluded by the
very state that they had helped to create. Neshat has not been back to Iran since 1996 on
the grounds that she fears for her personal safety, a point that does well to illbatrate t
the silencing and elisions of women being contested are by no means simply discursive,
but are enforced in very tangible ways tbbe events surrounding the controversial film
Submissiomwritten by Ayaan Hirsi Ali and directed by Theo van Gogh, agoaje to
this point. The film recounts the stories of four fictional Muslim women, all played by
the same actress. Each character wears a veil and is clothed in a garment that resembles
a transparent black chador. The skin of each character is paintethue¢ verses from

the Quran. According to Atanasiu, the fil

404 Dabashi and Zaya, pp. 155.

405 Farzaneh MilaniVeils and Words: The Emerging Voices of IrarNdomen Write(New
York, NY: Syracuse University Press, 1992), p. 5.

406 Sandra MackeyThe Iranians: Persia, Islam, and the Soul of a Natioondon: Penguin,
1998), p. 93.
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alliance between e fbThe worksvas safficidntly csianilat to g r a
Neshat 6s, specifically i nameans ofcritique; ®pe u a l
accused of having plagiarised &t Highlighting the lengths to which individuals are
prepared to go to police the discursive boundaries being challenged by such depictions,
the director of the film Theo van Gogh was assassihr his role in the depiction, on

the grounds on its offensiveness to orthodox Islam.

Figure52 Detail from the poster fdsubmissiondir. Theo van Gogh, 2016.

5.5.1 Women of Allahwords and silence

A

Neshat 6 s sWomeneoSAllath rst ictolnesd dered t o be the
and it was produced in the period 199897, shortly after her first pestvolution visit

to her homeland. She hersel f denghesubjdcted t |
of female warriors during t*HAsprevioaslynoted | s |

407 Atanasiu, p. 14.

408 See:Hamid DabashiContemporary Art, World Cinema, and Visual Culture: Essays by
Hamid Dabashi (London; New York, NY: Anthem Press, 2019).

WS hirin Nes h atSignsQJ&makhttp:#sigrisjeusnbl.arg/shirineshat>
[accessed 18 May 2018].
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in ChapterFour, in the discussion of the visual representation of women in Iranian
photography, thehotographic legacy from the Qajar period hadirectly influenced
Neshat in that it helped to establish a tradition of photographic portraiture in Iran at a time
when elsewhere in the Islamic world many clerics remained adamantly opposed to
figurative representation of the human form. As noted ghbaso created a particular

link between the use of this form of visual representation and the forging of a new Iranian
national identity. There was also a powerful gendered dimension to this representation,
with photogr aphs o tingthdoempghirtdragton imthismatisnali | |
identity between tradition and modernity, the secular and the religious, and the notion of
public and private domains, all reflected in the portraits of veiled women. Aspects of these
three dichotomies also ctimue to be apparent to a greater or lesser degree in the work of

Shirin Neshatbringing her own unique vision to bear on this issue.

Some studies have claimed to see direct links between photographic portraits of
women innineteentkcentury Qajar photagphyand the femalégures in this series by
Neshat, referringtoheruselofi ack and whi te, and the Open
and body posturesd of AHewewsrptheepartraitsrin thee r
Women of Allatseries are of vadly differing types. While it is certainly true that Neshat
uses blackandwhite silver gelatine as a medium for her largelynonochromatic
photographs, at times significantly she also picks out impodeiatls in red, namely,
tulips and blood, both of vith function as heavily loadaévolutionarysymbols within
these images due to their long links with martyrdom and saarifite | r anés cul t
and theirimportanceni t he | sl ami ¢ gover nmeevolubaarydi s c o
era** Moreove,t he women represented in Neshatos
and those with full body portraits also typically feature them dressed inrlkatieaua
traditional outer garment for women that became patrticularly popular éyae¢ollah
Khomein in postrevolutionary Iran). As previously noted, their Qajar antecedents were
rarely photographed in black garments but were represented wearing a wide range of

richly patterned chadors, hair ornaments and highly decorative clothing. The images of

“WE| naz B o RisplacermenthBelongidy, Photography: Gender and Iranian Identity in
Shirin TNeWomenofAka(fl993 7) andTheBook of Kingg2012 (unpubl i she
thesis, Arizona Stuate University, 2015), p. 2.

41See: Many®BaadiNe j ad, O Myt hol oigrGulaude andl Are Tnagliiondland | r a n
Cont empor ar ylraRianiStdiesdl (2009),L230246.
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womenwearing plain black chadors anthnteauhat Neshat produces surely owe more
to the newspaper images of bladkd female revolutionariesarried by the Western
press during the 1980s during their coverage of the lram War (19801988) (see
Figure53).

Figure53: Kaveh Kazemi, Basij women march carryingB@utomatic assault rifles in a Tehran
rally 29" November 1988Guardian 2014).

Neshat 6s phot oMpmenpflAllalare beshlngwa $or theract that
much of the visible flesh (faceBands, feet and chest) is usually overlaid with a dense
but often delicate tracery of very diverse styles and sizes of calligraphic texte Unli
Essaydi, who Iliterally writes Arcarbfullc on
hand writesPersian poetrwith ink onto the surface of her photographs, superimposing
literary text on visual textbNeshat does not provide translations with her piyagohs and
her works are often untitled, leaving viewers to interpret them as they wish. This means
the text on her photographic images can be perceived very differently by various groups
of viewers.Moreover, it is likely that many Western audiences negume that given
the titl e of Wahrersdf Allald the textetihat they see displayed here
consists of quotes from the Quran in Classical Arabic, given thedstadplished tradition

of calligraphy in Islamic art, as discussed elsewhere irthbss.

This textual layer of Farsi calligraphy can be said to simultaneously conceal and

reveal the identity of the females in these images, as Zabel notes:

By including Far si calligraphy written ov

sensual, visugresence, and a material ornament that indicates meaning but hides

196



it from most Western audiences who, in most cases, will be unable to read or

understand it'?

For those who do not understand Persian or any of the cultural references alluded to, it
coud be argued that Neshat 6s use of text
decorative purpose. However, those viewers who have the ability to read and understand
Persian are able to make a series of intertextual connections between her photographs,
her use of Persian calligraphy and her choice of poetic quotations, all of which add extra

layers of meaning to her identibased conceptual photographs.

Neshat herself has commented on the important role dlesityphas played in the

cultural history of tan:

Iranians relate to poetry philosophically; in a way, it can easily be said that poetry
becomes an expression of their existential angst, a way to cope and transcend the
reality i the perpetual political oppression that they seem to endure by one
dictatorship or another. In formulation of my art, | too seem to be constantly
infusing important specific political themes with a poetic language that is timeless

and universaf'®

The Persian handritten texts that she includes in her work come principatiynftwo
distinct and ideologically diametrically opposed sources: the work of Forough Farrokhzad
(1935 1967) and Tahereh Saffarzadeh (1I9888). Although both women were from
the same generation, born within a year of eattler, the former was known adrae
spirit who celebrated her sexuality and questioned the restrictions imposed on Iranian
women by traditional notions of morality, while the latter used her writing to inspire her
fellow countrywomen to fight for the goals of the Islamic Revolutionh itbody and
in spirit.

Farrokhzaddéds moderni st poetry was banr
|l sl amic Revolution and &éshe became (and

still constantly referenced in Iranian diasporic art andditee?*Far r ok hzad o s

oOopowerfully reasserts the often marginal
2 gor Zabel , OANJaurea)60i4 (ROOB)) 1825 (p.d8).

413Rebecca R. Hart et aBhirin Nesha{Detroit, MI: Detroit Institute of Arts, 2013), p. 40.
“4Jasmin Darznik, 6Forough Goes West: The Leg

Diasporic Artloamdali oér Mi Wdé & 6.152080), 10BLG6nGe N 6 s S
105).
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[chall enging] the often singularized nar

plethora of negative media representations of contema r y | r*ani an | i f eé

Saffarzadeh was another prominent Iranian female poet, but unlike Farrokhzad,
she was an ideologically driven writer who remained wholly sympathetic to the aims of
the Islamic Revolution throughout her life. Slwas particularly noted for her writings
about the role of women in the Islamic Revolution and the joy to be gained from self
sacrifice and martyrdonskahidah)for the greater goodd university-educated Iranian,
Saffarzadeh was one of the first womenwidingly adopt the blackchador after the
revolution. This act was intended to signal the fact that she wished to distance herself
from the Western modernisation that was such a prominent feature of the Pahlavi regime,
since she equated this with decadeimcall aspects of Iranian life.

For Saffarzadeh, |l sl am represented 0c¢
equal i tyd and she used her inspirational
p e o #'P Ehé .ideological confrontation between the Isiamvorld and Western
i mperialism (now often referred to as Ot
her work, and she openly advocated the superiority of Islamic identity, arguing that this
was an integral part of Iranian identffy. She also alled for women to defend their
Islamic identity by participating ijihad in the Iran Iraq War (19801988), praising those
who were willing to sacrifice themselves as martyrs and choose a glorious death that

guaranteed them eternal life in preferenceviod an ordinary existence.

It is clear that the quotes from the work of these \ketiwn authors of Persian
poetry represent very different female voices with contrasting worldviews and that
knowing this may be said to add to the layers of meaning snstéries of photographs.
However, to state that O0she praises Farrc
Saffarzadehdés militant call to |Iranian w
including these texts. Instead, it could be arghetl éssentially these contrasting literary
voices simply reflect a more fundamental duality that lies at the heart of all her work and

“5British Council 61 r ani ands Faw®ishiCouhcdk Br i ti sh Writer
https://iran.britishcouncil.org/effdccessed 17 January 2017]. (The source has since been

removed whilst the British Council revises their content based on political situations in Iran.)

418 Milani, p. 167.

417 The term was coined by S. P. Huntington in 1993 in an article published inuthaljo

Foreign Affairs
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one that is accessible through the visual dimension to all viewers, regardless of their

ability to decipher Farsi poett?.
5.5.2 Rebellious Silence

This proposition can be illustrated by a detailed analydiebkllious Silencene of the

few works in this series that carries a specific title and one which presents us with an
striking collocation of words that is suralytended to draw our attention to the fact that

here the artist is indicating her interest in playing with juxtapositions, contrasts and
dualities Typically, a rebellious individuactivelyfights against something or for some

cause; however, we are morei kel 'y to associate the wor
passivity By placing these two terms together Neshat forces us -thinle the
connotations of the title. In what circumstances might silence constitute a form of

rebellious behaviour? What might emividual be rebelling against?

Figure54: Shirin NeshatRebellious Sileng&/omen of Allatseries, 1994. Ink on photograph
(photograph taken by Cynthia Pregtatd2 x 98 cm private collection.

In 2000, in annterview with Gerald Matt about her art, Neshat stated:

418 Bokharachi, p. 69.
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| see my work as a visual discourse on the subjects of feminism and contemporary
Islami a discourse that puts certain myths and realities to the test, claiming that
they are far more complex than st@f us have imagined. | consider myself a
passionate inquirer. | prefer raising questions as opposed to answering them as |
am totally unable to do otherwise, and | am not interested in creating works that

simply state my personal political point of viét¥

This suggests then that despite the obvi
of overthrowing authority, this image should not necessarily be solely read as a direct
comment on womends militant r o®90swhemthel r an
series was produced, for many Western viewers, the image of echkdérclad female

armed with a rifle staring defiantly out at them would have been perceived as a menacing
one, particularly since the black and white Neshat uses in this work evokes more general
press images from the era documenting the rise of what was cdynrafared at that

time in the Western wor | drigeebl).dheyg may alsoc f u
have interpreted the lines of the calligraphyoas her forehead as a reference to the
headband, worn by jihadists during the conflict between Iran and Iraq, which proclaimed

in Arabic Allahu Akhbar(God is great), also seen in media images from the period.

For many Western feminists, this image mayehd#een viewed as a deeply
di sturbing one which they may have choser
on the submissive position of women in pB&volution Iranian society under the
leadership of Ayatollah Khomeini. In this interpretation, limes of calligraphic text
covering the womandéds face from under her
a kind ofnigabeffect. This impression is completed by the lines of text which are traced
across the womano6s f aaftherepesaand eydbrevesvotally gleao n | y
In this reading of the image, the woman is framed as an oppressed victim of politics,
religion and patriarchy, unable to exercise any degree of free choice, withatier

erasing her individuality and thregqab acting symbolically as a form of gag.

However, bearing in mind Neshatos pr e

seem Orientalist in their attitude towards images of veiled women, and overly simplistic.

WBShirin Neshat, 6éThrough the Eyes of Shirin
<https://www.aucklandartgallery.com/whais/exhibition/througkthe-eyesof-shirin-neshat>
[accessed 18 October 2019].
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Neshat seems all too aware of this potential forvank to be understood in this way

and, commenting specifically on this aspect of her own work, she desthibeeiled
women represented in the series as Ostr
representation of the veil as a symbol of Muslim womernpsp r e €%t is onpodtant,
therefore, to approach this selbrtrait differently, and to begin by looking at it as an
image that deliberately intends to play with juxtapositions, contrasts and dualities, as
suggested by the title. Closer inspection does indeedlrénag there are some distinctive
contrasting elements within the photograph. Beginning withcttador itself, at first

glance this appears to be uniformly matte black, providing a striking contrast with the
pal er skin of t he ineastangto reote hoaw enany of thexreviewsc t
of this photograph perceive only a basic
to describgooNesmatds wselhf this wordds und

bleakness and austerity.

However, the long barrel of the rifle acts as a strong vertical line here, effectively
dividing the womandés i mage in two. This ¢
the light picking out a metallic gleam on the long tlike structure of the breel and the
protruding front sight of the rifle. The same light source picks out every fold and crease
in the black fabric of the chador on the {b&ind side, giving this a sculptural quality of
the kind seen in repres eaiticnhsiamastatued(see thenh e
di scussion of Zineb Sedi fdmcemparison khe gghts e wh
hand portion of the chador appears much s

fl owing fabric gentshead shoullgr @d uppevbmdy. t he we

Neshatdés use of the rifle as a dividi
treatment of the black fabric of tkbadoralert the vieweto the fact that a single element
can present itself in a multiplicity of formassuming different qualities: stiffness and

rigidity versus flexibility and flow. More importantly, she reminds us that these

420MenachenWe c k er, 6 How Arab Women Are Fighting N
Deseret New20 August 2015 <http://www.deseretnews.com/article/865634914Ataty
womenarefighting-negativestereotypesvith-art.html> [accessed 30 April 2018].

421 There are numerougproductions of this image by Neshat and sometimes the light source is
shown coming from the left, at other times the image is reversed and this appears to come from
the righthand side. It has not proved possible to definitively identify which versitie isriginal

one.
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contrasting facets always-&xist as a duality: thehadoris made of one piece of fabric

but it possesses both of these quesit

Although her use of text in this photograph is in part conceptual, as its use is
elsewhere in her work, for those without access to the meaning of this language, it can be
viewed as decorative. As previously noted, the calligraphic style used tbgsenlines
of script has been compared by a number of commentators to black lace covering the

womanods forehead and | ower face.

Some have interpreted this as a reference tanitijeh, although the traditional
Iranian face veil, theubandehwas typicallya long lightcoloured muslidike cloth with
a grille inserted that covered the whole face tSgare46). However, it could be argued
that a face covering made of black lace, a material which has erotic connotations, is more
closely associated with an Orientalist vision of the veil as an aid to seduction than with
any Islamic dress code intended to presemeelesty. Once again, Neshat seems to have
deliberately chosen to create a resemblance between this fine tracery of words and lace
because of this textileds dual ability t
doing to blur the division betweehe private and public domains usually marked by
veiling. In interview Neshat has alluded to the erotic and sensual qualities that Western
viewers associate with the veil and argues that this has little if anything to do with the
way in which she herself gets women in her photographs, but is evidence of an

entrenched stereotype that relates to Orientalist attifi3éles.

In this respect, it is interesting here to briefly refer to a work by the Egyptian artist
Ghada Amer (born 1963) entitleBorga (1997), whch also engages with such
connotations of the textiles being us@dher, who was raised in France and like Neshat
currently resides in New York, produced this piece as a reaction to her fear that her
country of birth, Egypt, was becoming increasingly covesteve and that she would be
forced to wear a face veil if she returned there. The traditional face covering used by
women in Egypt was known at-b u r gnadl @as a long face veil wobelow the eyes
and stretching down to the chest, similar tigab.Amer 6 s wor k, compl et
year s af tRebelliol Sitertrcaonsists of a blackigab-style face covering that

the artist has decorated with black Bayeux French lace. By adding this liikedetail

“22JohnLe kay, 6 Shir i n HdyekaMagazined (R006), anpaginated: 0 ,
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Amer thus transforms an article of Isle clothing that symbolises modesty into an item

of apparel that evokes the sensuality of the veil from Orientalist painting and
photography. Amer has also used embroidery to decorate the lace with Arabic
calligraphy. On closer inspection, however, itti@es clear that the Arabic text she has
apparently wused for ornamentation is in
this | anguage. Thus, Amer 6s work manages
veil in Western and Islamic discourse arsdcomplex relationship to female identity.

Figure55. Ghada AmerBorqa, 1997.Silk, lace of Bayeux and black pearls, 31.75 x 27.75 in

private collection

As previously noted, the Persian calligraphy which Nesgiairporates in her
work is not inscribed onto the skin of ¢t
henna tattoo technique. It is clear that these lines of Persian script do not follow the
contours of the human form represented in the imagéandan be said to draw attention
to the fact that what we are presented with here is simply text (lines of Persian poetry) on
text (a photographic seffortrait). In this way, Neshat highlights that this is not a real
woman but one form of representati@yered on top of another and that it is ultimately

the viewer himself or herself who must give meaning to this image.

Close observation shows that, in fact, there is not only a vertical dividing line in
this image (made by the rifle) but also a horiabone, a fine line that stretches across
the entire width of the image behind the female figure. These intersecting lines resemble
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the crosshairs used both on gunsights and on a range of optical devices and emphasise
that we are engaged in the act ofdmg at and focusing on an imagd¢eshat the artist
presents herself as a text and then invites us to reflect on how we choose to interpret this
veiled women as a visual discourse: Is this a menacing Other? A fanatical revolutionary?
A devout believer orgpressed Muslim woman? A jihadi willing to die for a cause? An
Iranian or an American? An Islamic fundamentalist or a femiistthe curator Linda

Komar off observeds odb dNets hrid &di wp rker @.1 t

It can be concluded then that the rebellious silence referred to in the title of this
piece is that of Neshat herself who does not point her gun at us the viewers but presses it
to her own lips, sealing them closed. This is the rebellious silence ofisinvaro is
determined to resist the imposition of fixed labels or categorisations and stereotypical
notions: she gazes direcilyto the camera and also aitviewers, challenging them to

reflect on those preconceptions that serve to condition whathhmkythey see.

As this section has shown, calligraph
drawing attention to the frequently overdetermined discursive framing of Muslim women.
As she herself has said, her work seeks to raise questions, rather thda pnswers.
The instability created by the posing of the question disrupts embedded tropes, forcing
viewers to reconsider assumptions. Similarly, it works to draw attention to the ways
female political agency has been systematically occluded and eraséttial Iranian
historiography since the revolution. The use in her images of the politically charged
poetry of Forough Farrokhzad and Tahereh Saffarzadeh, in their very notable differences,
underscores the vitality and energy of the roles Iranian wdraea played in the past
and continue to play, a view intentionally obscured by official accounts.

In the following section, | consider the work of Newsha Tavakolian, a compatriot
of Neshatos. Li ke the two art ivakelian maekesn s i d ¢
diverse use of text in conjunction with photographic images to explore the contradictions

and constraints of female Muslim identity.

128G, P. Boston, OVisions of The BEomnomis2lOatoberc wor | d
2013<https://www.economist.com/blogs/prospero/2013/10/visisk@nicworld> [accessed
18 October 2019].
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5.6 Newsha Tavakolian

Newsha Tavakolian was born in 1981 and, like Ghadirian, is another representative of the
new postrevolution generation of Iranian artists. Unlike Neshat, who has lived in exile

in the United States since the Iranian Revolution in 1979 and also studied fine art at an
American university, Tavakolian is based in Tehran and is a-taejht
phobjournalist/artist. At just 16 years of age, she began workingdarthe firstever

l rani an weekly newspaper focusing on WO me
Islamic modernisers and traditionali$té After just one year, however, the pubtica

was banned on the orders of the Revolutionary Cuince then, Tavakolian has
worked as a photojournalist for nine other reformist newspapers, all of which were also
banned by the authorities. Aged 18, she was the youngest photographer toec®@986th

student protests in Iran.

She began to work and travel outside Iran in 2002, covering regional conflicts,
including the war in Iraq and Syria, natural disasters, and social issues such as female
genital mutilatiorf?® Her work has been published TIME, the New York Times_.e
MondeandNational Geographicamong others. However, the chaotic aftermath of the
controversial 2009 presidential elections in Iran led to a major clampdown on the media
and journalists, forcing Tavakolian to make the decigdncus on projects that combine

social documentary and art.

Since then, her work has been widely exhibited at international institutions
including the Victoria and Albert Museum, the British Museum, the Los Angeles County
Museum of Art, and Boston Musm of Fine Art. In 2014, Tavakolian won the Carmignac
Gestion Photojournalism Award, sponsored by the French investment banker Edouard
Carmignac, but then became embroiled in controversy when she turned down the 50,000
euro grant due rteac owmhcatl asbh ee oda lflfeed ebicre s 6

work.*?’ Blank Pages of an Iranian Photo Albuvas a photojournalistic report on young

424JayP o me r distanzy Me ws h a A Rhota &tudént an 0,
<http://www.aphotostudent.com/jampemerantz/2011/02/07/listdsy-newshatavakolian>
[accessed 19 October 2019].

425 See: ZibaMir-Hosseinilslam and Gender: The Religious Debate in Contemporary Iran
(London: I. B. Tauris, 1999)

426 pomerantz [accessed 19 October 2019].

427 Pomerantz [accessed 19 October 2019].
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Iranians, representing their attempts to balance the demands of an increasingly modern

society with religious and cultural traditions.

According to Tavakolian, o6from the mor
insisted on personally editing my photqggina as well as altering the accompanying texts
to the p HoSheegplama tors tier Facebook page that the final straw came
when he chose

€ an entirely wunacceptable title for my
irredeemablyi his insistence omrhanging the name of the project frddhank

Pages of an Iranian Photo Albuto the overused and loaded tiflde Lost
Generationwvas simply not acceptable to me [because it] changed the nature of my
project from a subtle attempt to bring across the realiti life of my generation

in Iran to a coarse and horrible clichéd view about [the couffty].

Tavakolian believed that the changes to her work were being requested in order to ensure
it was framed within the expectations of Western neoliberal audierese views about

Iran were illinformed and biasetf’ Other members of the awarding committee for the
prize voiced their protests in support of Tavakolian and eventually an agreement was
reached which allowed her to maintain control over the naming ardraaf her work.

This incident ironically illustrates that Iranian artists are not only subject to censorship
from their own government but can also face interference in their work within the Western

context.

Like Neshat and Essaydi, Tavakolian combioalligraphy with photographic
images in ways that underscore the silencing of women in both historical and
contemporary soc#political dispensations. Indeed, the capacity of women to speak and
be heard is an explicit theme of her installatiosten to which | turn next. As with

Essaydi 6s and Neshatoés wor k, in this pro

“28Br i ti sh Jour n a ltronoffintedtional @rptograpHy Prize Acdased Of
Censor s hi Pritish lbprichbot Rhgtayraphyl5 September 2014 <https://www.bjp
online.com/2014/09/201darmignaegestionphotojournalisrrawardcontroversy/> [accessed

17 October 2019].

“29NewshaTavakol i an, O6Newsha Haaehomk?0lB «htps:/eRhot ogr arg
gb.facebook.com/pg/NewstiaavakolianPhotographyt40265656043589/about> [accessed 4

May 2018].

0GSeeBabak El ahi, 6The Critic as AAQlifdourmasof : The
Comparative Poeticg5 (2015), 178182.
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explore the relation of visibility and invisibility to speech and silence, and the resources
of resistance potentially available in the |latterms of the respective oppositions. A
younger artist than the other two, Tavakolian appears far more cynical regarding the
liberatory potentials that may inhere in invisibility and silence, instead offering up a body
of work much more insistent in it@acastic juxtaposition of apparently irreconcilable

aims and ends.
5.6.1 Listen

This section f ocus dstenwhich doasista & thiee distnét but pr o
interrelated elements. The first element is assibeen video installation (lastifgst over
eight minutes) which features six Oprofe
sing solo, perform in public or prbduce
Importantly, there is no accompanying soundtrack so although these womégadse c
performing their songs, the viewer can see them but not hear them. The second element
of Listenis made up of six individual head and shoulder portraits capturing the same six
women in the midst of their performance, all with eyes closed. Six fuith&ges
comprise the third an Histéhprojee. Whenkexbibitedntheseo f T
images complete with album titles were used as the inserts in CD cases which were
suspended from the ceiling like a mobile. However, none of the caselyaobudained

a CD.

On her website, Tavakolian comments:

The photographs are taken of the professional women singers performing in their
mind in front of a large audience where in reality this was taking place in a small
private studio in downtowiTehran. Subsequently, in my mind | made a dream
cover for each of the women which was my own interpretation of the society | live

in and experience, however the CD cases will for now remain iipty.

431 Newsha Tavakoliarylewsha Tavakolian Photograpt018

<http://www.newshatavakolian.com> [accessed 4 May 2018].v a k ovidéo @aam bes

viewed online at YouTubén{tps://www.youtube.com/watch/v=9hv_8nYqgRxAronically, a

single comment has been | eft by a viewer: ON
432 Tavakolian [accessed 4 May 2018].
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https://www.youtube.com/watch/v=9hv_8nYqRxA

Figure56: Newsha Tavakoliariyilaral Afsharian,from the seriesisten 2010. Pigment print

, 23 5/8 x 31 1i2., private collection

photograph
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(The singers featured in the portraits are: Top left: Ghazal Shakeri; top right: Unknovate Mid
left: Mahsa Vahdat; Middle right: Sayeh Sodaifi; Bottom left: Azita Akhavan; bottom right:
unknown.)

The foll owing text entitled 6l maging
entered thé.isteninstallation:

Eyes closed, mouths open,

As if in a dream.

Standing facing us with their backs
To the darkness,

They sing, soundless;

They have been standing here,
Singing for themselves

For a long time,

Imagining us, hearing,

Standing,

Facing days of tedium,

Facing a world that has adorned them with a false crown.

Standing, waiting'>3

While it is clear that the opening lines are a reference to the images of the female singers
featured in the video and the portraits, the last three lines seem to be morabégppdic

the images used for the imaginary CD album covers, all of which feature the same single
young woman, dressed in blackadorandmanteay standing motionless. In several of

the shots, she is alone on or by a road in a bleak urban cityscape vatménete high

rise blocks of contemporary Iran behind her. In another she waits in what appears to be a
bus shelter, incongruously wearing a silver tiara ovechador. Only one of the images

is strikingly different and features the same young womah aisimilarly unreadable
expression standing waideep as the waves roll in around Heg(re59).

I nterestingl y Qajgrseses eveksd a@riveous iperiod afrirdngn
hi story, here Tavakolianés i mages of the
that of preRevolution Iran. The sparkling sequinned curtain in black, red, purple or gold

which forms the backdrop to the series of portraits was deliberately chosen by Tavakolian

“Blti s unclear if this word is meant to be d4i
possible.
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0to make it | ook as though each of the wo
show before the revol ut i ofThisvewoeationsfpre h t h
revolutionary times is also signalled by the fact that none of them wears the typical black
chadorseen in the previous Iranian images shown in this chapter. As theypdpiie

show, each of the women wears some form of covering on their head but the styles of
veiling, the type of fabrics and colours used all vary dramatically here, with richly
patterned headscarves, elegant turbanstargérihighlighting the individuaty of each
women rather than erasing this. I n some

something else which is frowned upon by the contemporary Iranian authorities.

Khimar Chador Rousari

Figure57: Types of headscarDigital image,https://barringtonstageco.org/typesislamic

veils/[accessed 20 February 2020].

The vivid colours in these portraits and the video images evoke the dream referred
toin Tavakoliands accompanying text, as dc
with their eyes closed. These intense colours also contrast markedly with the generally
more muted tones used in the images for the mock CD covers. The animated expressions
captured on each performerds face in the

range of emotional states, from blissful ecstasy to anguished pain, and again this forms a

434 AndrewCoppelmanThe Photo Blog3 October 2012, http://www.slate.com/culture
/2018/05/ [accessed 12 October 20T8iis effect of &elevision image is emphasised in the
picture which Tavakolian uses on her own website to introduce the project, which has been
treated to resemble the grainy quality of a photograph that has been taken of an image being
broadcast on a television screen.
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stark comparison with the blank countenance and lifeless eyes of the younag \shown

on the CD insert images.
Commenting on her own work, Tavakolian notes on her Facebook page:

For me a womends Vvoice represents a PpoOWwWE
society and makes everything deform. The prdjestenechoes the voiced these
silenced women. | let Iranian women singers perform through my camera while the

world has never heard thef.

Most of the images featured on the mock CD album covers suggest elements of the
imbalance and deformation that Tavakolian refers to sidtatement. In the two images
shown here, the calligraphic text that is supposed to be the name of the CD itself plays an

important role in this respect, having been significantly distorted.

Kennicott sees Tavakol i an G lightsagguingf t e
that:

Rather than superimpose it on female subjects, she represents it as deferential to
the women in her images. lbsten the text of the Persian calligraphy is not
overlaid onto the body of the women represented, but acts in eediffgay. In

one case it frames the woman, in another appears behind her or, in one case, curls

around her arms and torso, respecting the B&dy.

However, given the negative context of the images in which the text appears, there seems

little justificationfor this reading.

In the first example, the bright red lettering appears to drip down, suggesting the
flow of blood from an open wound. This interpretation is further supported by the red
boxing gloves that look completely out of place here on the harttie gbung woman.

At the same time, the red parallel lines created resemble bars that seem to imprison the

blackclad figure. Given the striking contrast here between the monochrome image and

4% Tavakolian [accessed 4 May 2018].

4philipKenni cott, 0A Womanos Place in the Middl
Washington Postl5 April 2016, <https://www.washingtonpost.com/entertainment/museums/a
womansplacein-themiddle-eastfor-someits-behinda-camera/2016/04/15/0c8799&Fe-
11e59140e61d062438bb_story.

html?utm_term=.09351d4da722> [accessed 18 October 2019].
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the details picked out in red combined with the use of Persiligraphy it is also

possible to read this as a reference to the work of Shirin Neshat.

I n the second i mage, the womands head
kind. The opaque quality suggests she is frozen in ice or encased in Perspex. However,
the shape also echoes the head and shoulders portrait of the performing singers shown on
a video screen or television set without any of the drigleanquality. The calligraphic
text in this image appears to be wrapped about her torso like curving ste®! lpalooth

of these cases, the overall impression is one of restriction.

Figure58 Newsha Tavakolian, Untitledlisten 2010.Ink on photograph, both pictures 105 x

130cm., private collectios.

As previously noted, one of the mock CD covers is very different to the others. It
does not feature the harsh reality of an urban backdrop but instead-apgidé&orizon
of rolling waves and enough [Icihadoebilevoato mal
sideways. Tavakolian herself identified 1

iconic paintingThe Birth of Venusalthough in this case, of course, the Iranian Aphrodite
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is fully clothed and hechadorrather than her hair strearoat beside hef®’ Here, the

Persian calligraphy imposes no restrictions on the female body, appearing to float about
the figure, |like the roses scattered by
work. Indeed, overall, the image evokes a safigseeedom which clearly distinguishes
from the others. However, Tavakoliands t

irony of the representation: 6éDonb6t forg:

Figure59: Newsha Tavakolian, Untitledljsten 2010.Ink on photograph, 105 x 130n.,
private collection.

437Block [accessed 4 May 2017].
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Figure60: Sandro BotticelliThe Birth of Venusc. 1485. Oil on canvas, 1.72 m x 2.78 m, Uffizi

Gallery, Florence, Italy.

5.7 Conclusion

Essaydi, Neshat and Tavakolian have all chosen to incorporate text in their respective
works, although this veil of words serves a different function in each casEsfaydi,

Arabic calligraphyis of key importance in her exploration of cultural space. She uses it
to deconstruct a number of binary oppositions and hierarchies relatmggstaulinity and
femininity, the sacred and the secular, high art and popular anaftpublic and private,

all spatial territories that are culturally constructed in and through discourse and
representation. For Neshat, the written discourse of extracts from Farsi poetry by female
writers representing opposing ideologies is used teaethe visual dichotomies she

constructs in her work.

Both these visual artistxonsciously invoke calligraphic traditions and
conventions associated with Islamic art and then contest them by juxtaposing text with
the female body, using it to explore uss relating to identity and to the politics of
representation. As this analysis has also shown, both artists are also interested in
disrupting visual regimes and in forcing viewers of their work to think again about how
they (mis)read representations obwen, whether they are literally or metaphorically
veiled.
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Neshat and Tavakolian represent two distinct generations whose personal lives,
worldviews and artistic practice have been undeniably shaped by political events in Iran,
the country of their birthSurprisingly, though, as this chapter has shown, it is possible to

discern some common cultural threads, artistic influences and thematic trends within their

wor k. Both have drawn on the rich heritag

has irfluenced the use of text for both decorative and conceptual purposes in their work.
Like almost all the artists considered in this thesis, they are both also interested in the
nature of the relationship that exists between apparently opposing discaureganiple

the east versus the west, the modern world and the traditional one. Crucially, both also
pl ace particular emphasis on etakmg issued ng
specifically with the restrictions and limitations that have been antincento be

imposed upon Iranian women simply by virtue of their gender.

In the following chapten, draw on the new field of Fashion Studies to explore how
contemporary Muslim women are engaging with the loaded discourse of the veil and
veiling to frame and rérame their identities.
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6 Chapter Six: A WayFadasohiBeniOug
Musl i mah | dentity

0l tds notiiatnd sa cwheasts olr yi
0 NabiilaBee, fashion vlogger on hijab

600Our clothes are too much of a part of u
condition: it is as though the fabric were indeed a naaxtainsion of the body, or even
of t h® soul

This chapter uses theoretical perspectives from the relatively new interdisciplinary field
known as Fashion Studies to help to interpret a series of works by artists who make
implicit and explicit referencet® the discourse about fashion in order to frame their
representations of hijab as an assertion of identity. The works discussed here by Manal
Al-Dowayan, Ghada Amer, Mona Hatoum, and the huskafedcollaborative team of
Farhad Moshiri and Shirin Aliabadsk viewers to think again about the symbolism of
bodily coverings, the visual representation of the dressed body and the multiple meanings
that the act of covering the body may have. They show that fashion can act as a means of
interrogating social andultural norms and conventions in relation to gender. It can be
used as a symbol of a collective political identity. It can speak to concerns about
identifying with others and/or asserting
individual. It can &0 serve as a potent symbol of empowerment, resistance or

contestation, linking the personal and the political.
6.1 Introduction

The works discussed in the previous chapters are firmly framed within particular artistic
traditions and require viewers to reddein intertextually in reference to specific
discourses in order to more fully understand the themes with which the artist is engaging
and the extent to which as an individual she brings a new and distinctive voice to an
ongoing dialogue about representatiof veiled women. Thus, for example, without
understanding the discourse of ninetearghtury Orientalist paintings by Europeans, it

is not possible to understand the ways in which contemporary artists from Islamic cultures

438 Quentin Bell,On Human Finery: A Classic Study of Fashion through the Agssdon:
Hogarth Press, 1976), p. 19.
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have used elements from thistheir own work to challenge this Eurocentric vision of
Muslim women. Similarly, without having an awareness of the importance of calligraphy
within Islamic art, it is difficult to appreciate the extent to which the inclusion of this in
works by female dists both pays homage to this form of ornamentation and
simultaneously subverts the gendered conventions it represents. In this chapter, it is
argued that the works discussed here draw upon another form of discourse, that of the
domain of fashion, and threcreators make implicit and explicit references to this set of
cultural practices in order to frame their representations of hijab as an assertion of

personal, cultural and political identities.

This chapter was being written at a particularly apt tishege in late September
2018 the de Young Museum in San Francisco opened its exhibition entitled
6Contemporary Muslim Fashionsé6é forcandi ng
are defined by their dress, and how these choices can reflect the multithoatare of
their i ¢ eHaving previmssly @attracted large crowds for its exhibitions
showcasing the work of European fashion designers such as Yves Saint Laurent-and Jean
Paul Gaultier, the museum chose to acknowledge the importance not oniuiti-a
billion dollar global industrybut also to highlight the role that fashion plays in-self
definition and in soci al communication a

spiritual beliefs may affétt identities |

When asked to comment on the curatorial approach to the forthcoming exhibition,
Max Hollein, director of the de Young Museum at the time, stated that they plannex
apply the same scholarly rigor [éf'Hshat \
respase hints at some of the lotasting and unresolved debates concerning the links
between art and fashion which have often been sparked by museum exhilti®&3,

for example, the Costume Institute at the Metropolitan Museum of Art put on a

JoriFi nkel , 6fiThe Fashion of |MNeWwYmkdimeads arri ve
December 2016 <www.nytimes.com/by/jéinkel> [accessed 11 Noverab2018].The first
museum exhibition in a Western context to fo

Powerhouse Museum, Brisbane, Australia in 2012. See Museum of Applied Arts and Sciences,
https://maas.museum/insitlee-collection/2017/12/07[faitfashionfusionmuslimwomens
style-in-australia.

440\Welters and Lillethun, p. 123. According The Business of Fashievebsite, Muslim

consumer spending on clothing is expected to reach $368 billion dollars by 2021. Of this total, it
is thought that fait-based modest fashion purchases will represent 18%.

441 Finkel [accessed 11 November 2018].
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retrospedte covering a quarter century of Yves Saint Laurent's designs. As Blechman
notes, the fact that the iconic clothes
masterpieces by Picasso, Monet, and Pollock angered many critics, who were forced to
quest on whet her an fAappliedo or fAdecorati ve

as fi“e arto.

The extent to which fashion still aspires to the privileged status ascribed to art was
well illustrated recently in an article about mod¢alima Aden Aden, aSomali
American,made news headlin@s November 2016 when she reached the derals of
the Miss Minnesota beauty pageant while wearing a hijab and proudly modelling a burkini
in the swimvear round. She was subsequently awarded a contract with a prestigious
modelling agency and was widely celebrated for beinditsieMuslim model choosing
to wear a hijab and dress modestly while on the gy, achievements were celebrated
in the Novembe2017 edition of the fashion magazidea r p e r 6 andaBcrmparaed

by the following image:

442The French couturier himself further blurred the lines between the two fields by once
describing himself as Blaedamad re,d AfdsldreBsiag Di. 0 Se
The Ongoi rgspabeeld Marcle 2013 <www.artspace.com> [accessed 11 November
2018].

218


https://snobette.com/?s=Halima

Figure6LHal i ma Aden dAarmrtp eo f6 NBBmhEtR@LY.0

Any readers of the magazine who had failed to spahgpration for her portrait
were reminded that this w&sirl with a Pearl Earringby 17thcentury Dutch painter

Johannes Vermeer.

Figure62 Johannes Vermeegirl with a Pearl Earring, ¢.1665 Oil on canvas, 44 x 38m.,
The Mauritshuis, The Hague.
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In this particular instance, literally reframing Aden as the subject of an iconic
masterpiece brought cul tur al cachet t o
i ma f¥Howdever, it also served to-iescribe Aden, the potentially problematic veiled
bl ack Muslim model, into the safe domest
the female is wearing a turban as a fashionable Oriental prop, not a strentestadf

personal identity.

This chapter will not engage further with the debate about fashion and fine art, but
rather will use theories from the relatively new interdisciplinary field known as Fashion
Studies to help to interpret a series of works big@rivhich ask viewers to think again
about the symbolism of bodily coverings and the multiple meanings that the act of
covering the body may have in relation to identity. The works discussed here are by Manal
Al-Dowayan, Mona Hatoum, arfeerhad Moshiriand Shirin Aliabadi(a collaborative

work).
6.2 Thinking About Fashion

Ethnographers have long been interested in exploring the meanings associated with
bodily adornment within societies, as have costume historians. However, it is only more
recently that FashioStudies has emerged as an interdisciplinary academic field that has
focused attention specifically on fashion as a crucial element in identity politics, seeing
this as 6a cultural practice that 1is bou
bot h individual s a rfdFashisn Studies bees fashiom as agystenu p s
which relies on the imperative of change and the formation of consensual trends, and
within that system, individuals choose from the range of options on offer to create a
personal style which they perceive to be unique and distirféfitdawever, these choices

are never random because a fashion syster
and so on, which ar e s%°Thisaondeptipaticuthrlylwells t o r i
illustrated in this chapter in the later discussion of the use of the colour black in clothing

and its multiple and changing meanings across time and geographical context, symbolism

“3JennsSauers, O6Why Model Hal i ma Aden Refuses t
Harpers Bazaar6 November 2017, 33 (p. 33).

444 Jennifer CraikFashion: The Key Conceptisondon; New York, NY: Berg, 2009), p. 2.

445 Craik, pp. 23.

“Joanne Ent wi st | e, Thé Fashion Readees. e lindaBAelteys and i n
Abby Lillethun (London: Berg, 2003; 2007), pp.ig®4 (p. 93).
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which is fully and knowingly exploited by Moshiri andiabadi in their collaborative

work My Black Dresgseesection 6.9.

In order to understand the dressed body and also to more fully appreciate how and
why artists choose to represent this in particular ways, it is useful to view clothes as a

form of nonverbal communication, a system of meaning within which they operate as

6symbol s that i ndi cate soci al mar ker s st
personality, f as hfqAdrianméEVvanstagdsaralaRitey highlight u a | i
thel i nks between clothing and identity (¢tr

O0stake out the terrain of fAbecomingod anct
can play in helping individuals and groups to imagine and construct neal aodisexual
identities?*® She also suggests that concepts such as masdfti@eutt performativity

can prove useful in the context of studying fasHfSnEntwistle provides a more
elaborated account of how modes of dress are closely related to the ctiprodid
gender, drawing on Butlerds notion of ge
positing that:

it is in, and through, techniques of the body that sex/gender is reproduced. In other

words, there is no pri orfmdleaadferalathad s e x, (
are always cultural. [é] [S]ex is the pro
t hat constantly call upon us to act as 6n

and strategies of the body/dréSs.

The techniques and strateg that an individual needs in order to perform their identity

as male or female include not only o6l ea
creating a recognisable gendered identit
and acceskopoi égéstundesn, exPressions and 1
447 Craik, p. 5.

“WAdrienne Evans and Sarah Riley, o6l mmacul at e

Postfemini st @Ooarhatdd@endenStudie®d.3t(2012) 26281 (p. 269).

449 Michael J. ApterThe Dangerous Edge: The Psychology xéitemen{New York, NY: Free
Press, 1992).

450 Both these concepts have been discussed in previous chapters of this thesis in relation to
work by other artists.

451 Entwistle, p. 101.

452 Entwistle, p. 97; Craik, p. 3.

221



Craik argues that by making his or her choice of clothing or other bodily
ornamentation or adornment , 0a person
performing) her or his body by imposing on it a social vetleg permits it to perform
in specific desired ways and to b*™¥Foi nter
artists with a particular interest in exploring female identity within an Islamic context, the
representation of the acts of veiling/deling/unveiling/reveiling the body and also of
the apparel and accessories associated with this can serve as a means of interrogating
social and cultural norms and conventions in relation to gender. This is particularly

appropriate to the work of Manal Alowayan.

At the same time, since dress is Oan i
it can also serve as a symbol of empowerment, resistance or contestation, linking the
personal and the politic&t? As this chapter will demonstrate, this has netaped the
notice of contemporary MENAased female artists, who deploy these aspects of the
semiotics of fashion in their work in a range of ways and to various effects. Manal Al
Dowayan, for example, deploys a subtly satirical mode of contrast andqgaitap to
highlight the assumptions implicit i n ce
work provides an imaginative reworking of a traditional Arab headdress, drawing on
multiple discourses from the domains of politics, history and fashioaig®e issues about
gender, religion, nationality and political conflict. Finally, Farhad Moshiri and Shirin
Aliabadi underscore the ironies of specific fashion discourses to demonstrate clashes of
ideology between East and West. As has frequently beenindtad thesis, the humour
of these images is amongst their most striking qualities. It is a humour that allows for a
particularly subtle cultural, political, and social critique, deconstructing ideological
oppositions and opening up a space dbaétweemess where imposed identities can be

contested. In exploring this, the chapter turns first to the work of Mar@bdayan.
6.3 Manal Al-Dowayan:l amé a Petrol eum Engineer

Manal Al-Dowayan was born in 1973 and raised in the Eastern Province of Saudi Arabia,
the region that iIs home to most of the ki

and an area that has experienced sweeping social and economic changes since the 1950s.

453 Craik, p. 3.
44 Lillethun and Welters, p. 165.
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Her family lived in the Aramco compound in Dhahiamd in the biographical notes on

her own website she notes 01 “dneadditiongo t 0o &
holding an MA in Contemporary Art Practice in Public Spheres from the Royal College

of Art, London, AtDowayan also has a Master's degree in Systems Analysis and Design,
and for many years has worked as a computer information systems analyst for Saudi

Aramco?°%

Al-Dowayan began her career as an artist in the early 2000s, producing black and
white photographic images, but in more recent years she has worked with amdingese
of media, including sculpture, video, soundscapes, and even LED and neon lighting. In
addition, through her largecale participatory installations she has encouraged hundreds
of women to collaborate in producing artwork that is intended to high&ghes relating
to social injustice. These installations have incluBedpended Togethé2011),Esmi
(My Name)(2012) andTree of Guardiang2014). Since the start of her career she has
always been particularly interested in using her work to reflg@atatly on the status of
Saudi women and on their (non)representation within society. Her artistic practice focuses
on exploring the closely related themes of memory and forgetting and the ways in which
these concepts are intrinsically connected to tiwltonstruction and erasure of personal
and collective identitiedHer work has been exhibited in venues in Denmark, Italy, South
Korea, the United Kingdom, Qatar, Canada and the United States.

®SEl vina Halli, 6Thr oluggvha tGondmpoany PracticesfArt Manal A
Journal, 15 (2014), 118123. See: Loring M. DanfortiGrossing the Kingdom: Portraits of

Saudi Arabig(Oakland, CA: University of Califorai Press, 2016).

486 Danforth, p. 14.
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Figure63: Manal AtDowayan, photograph &uspended Togetheét011. Limited edition
porcelain standing and pecking doves and large installation made of 200 fibreglass bird

sculptures with stickers and fish wire.
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Figure64: Manal AFDowayan, photograph dtsme (My NameR012.Maple wood beads with
natural wool rope hand made by Bedouin women, each 4 meters long (9 unigue pieces).

Figure65: Manal AFDowayan,Tree of Guardians2014. Brass leaves, ink, fish wire and art
paper with ink drawings and sound recordings of oral histories during sessions, site specific size

comprising 2000 leaves and 400 family tree drawings.
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Her first three series of photographic images, entifled Choice (2005) Look
Beyond the Ve(2006), andl Am (2005), were all inspired by responses to a speech that
the new monarch, King Abdullah, delivered on ascending to the Saudi throne in 2005.
During the speech, he made a call for national unity, urgin§aaldi citizens to work
together to help to build a better society. During his speech, he specifically highlighted
the fact that women would have an important role to play in actively participating to create
this new society. Adivists wareegseatly éncouragednye whéats r
they viewed as an unprecedented reference to the issue of female employment, at a time
when less than 3% of Saudi women were formally employed within the ecdibmgy
interpreted this as a sign of an imminentrcltpe i n atti tudes towar
work outside the home and, more generally, to the increased visibility of women within

the public sphere.

Figure66: Manal AkDowayan,The Choice #22005. Silvegelatineprint, 16 x 22in., private

collection.

457 Halli, p. 119.
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Figure67: Manal AlDowayan,Look beyond the Vei2005.Silver gelatinefibre print, 34.4 x
49 cm, private collection.

However, the monarchoés words al e suc

conservative faction in Saudi Arabia, in particular a number of high profile political and
They considered the i

religious figures.
to the Kkionspilfemmalé s s o

represented a threat
identity and to the institution of family life. Crucially, they believed that it went against

their particular understanding of the Islamic principles that underpin all of Saudi life. As
a result, many of these influential individuals pulglieoiced their staunch opposition to

women working outside the home and mixing with men, and started a debate about the

types of jobs that women should be 6&épern

leaders later used the statened press and media offer their own interpretations of
womenods active p

the Kingds reference to
t hey shou

females could seek empl oyment,
t h e i*¥® AslaDowayaa berself comments,ethis.led her to

suited to
de®i nes m

reflect on the questions: o60Who

The two serieThe ChoiceandLook Beyond the Veibcused on the nature and

consequences of the sodioe g a | restrictions derived f|

ned with religion and identi:t

become ent wi

458 Danforth, p. 16.
49 Halli, p. 119.
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lives in the 21 century?®® In both these series, thetist uses high contrast, black and

white photographsto capture women with props or in poses that suggest a series of
common activities from which Saudi women were at that time prohibited within the
kingdom, such as driving, voting, playing sports or piplperforming music*®* All the

women in these portraits wear a black headdress covering their hair, and their faces are
often partially masked or obscured by the placement of objects relating to forbidden
activities, or by parts of their own body. Howevenly one female figure wears an item

that resembles the black nigab typically worn by Saudi women outside the home. As
Danforthnotes,6t he mout hs o0AlI-Ddaway awodnse np hiont ogr ap

covered, but through her work their voices can be lgidae a 1°°d 6 .

At first sight, A-Dowayandos third coll ectAmn of
resembles the previous two series in it
appearancé®® It consists of thirteen images which are also black and white, head and
shoulder portraits depicting women in a range of roles which are identified in the title
given to each imagé*As in the previous series, wom
visible in various creative ways, but none wear black nifafwo of the women wear
the shortened face mask knowrbatula which was once worn in parts of the Gulf region
but is now seldom seen in Saudi Arabia, while the portrait of the petroleum engineer
features an elaborate fiftice mask version of this, traditionally worn by tribes in the
eastern region of the kingdoff. Two other figures wear what look like hebends, but
these are more likely to have originally been createthlgsthe handvoven pedant

trimmings traditionally worn as decoration withtula

460 Halli, p. 120.

#lA-Dowayan herself commented on this choice
photography because it is a medium that gives me conveoltbe whole process of producing

the right visual effect that | desire along
Dowayan, online).

462 Danforth, p. 101; emphasis added.

463 Halli, p. 118.

“%The only exception to this is the i mage ent
hands and heavily pregnant lower body are visible to the viewer.

%Clearly, this is not the case for the 61 An
foonot e. I n the i mage entitled 61 Am a Writer.
of the shot.

466 See:Heather ColyeRoss,The Art of Arabian Costume: A Saudi Arabian Profiiew
York, NY: Arabesque, 1981).
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Elaborately crafted Bedouin silver bangles and a necklace also feature in four of
the images. The use of this ornamentation in these images seems to stand in stark contrast

to the way is it emlyed inLook beyond the Veiwhere in one of the images, entitled

GoldChains t his jewellery seems to be Owei ghi
v ei | e d® Qomraedting on her own work, Abowayan refers to the fact that she

pl aces traditional Jewellery in certain
means of oO6questioning cultural tradition:

societalo | €%% 6 .

Figure68: Manal AlDowayan,Gold Chains2005. Silvergelatinefibre print, 51x 41 cm,

private collection.

While some of the roles representedl iAm are traditionally associated with
f emal es, such as O6motherd or oO0educator 0,
stereotypical i d eeaomomi olesufdr wotnenywith repbeseptdtions o ¢ |

of a scuba diver, an architect, a compustgentist and a petroleum engine&ccording

toElvinaHal I i, this series of photographic imn
467Halli, p. 119.
468 Halli, p. 121.
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contributions to a nation, highlighting the effects of cultural and legal restrictions on the
political, social, economi and psychol ogical, “%Heowvi ty
adoption of a career in the heavily mdeminated STEM area is of relevance to this

depiction. As a systems analyst with education and experience in a scientific, industrial

field of work, shenerself has made the kind of contribution her work attempts to highlight.

Al-Doway anos Crash@014)was promptedtby the number of deaths
of female Saudi teachers appointed to serve in remote villages being killed in car crashes
across th&ingdom as they travelled to work. Although these accidents are reported in
the media, the female victims remain nameless, due to local traditions which forbid them
from being named. Her project highlighted the broader issue of the erasure of female

idenities in Saudi society.

Figure69: Manal AlDowayanH a 0 i | , 2@l4. &ik Bcreen on Hahnemule paper, 152 x 101

cm.,, private collection.

Despite the apparent similarities betwéémand the first two series, the former
actually marks a major departure fromBlo way anés previous wor K|
it represents the first of her participa:
of i deas and f adWwomangis this case frdm her bwn eamm@ay in
Dhahran. On her website, Alowayan explains that all of these women had chosen to
ignore the ongoing theoretical di scussio

nature of Saudi women and the typesootupations to which they were best suited,

469 Halli, p. 123.
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because they were already in employment and contributing economically to their
householdé’® This participatory element of the work is analogous to that of Lalla
Essaydi, in the | att ed écgquaintasces tm pose ffoa her | vy
photographs. In a similar way, &lo wayanés practice points
whereby social circumscription can be overcome through such participation. Rather than
engaging directly against the terms of the debateaased in public discourse (in this
case, that in response to King Abdull aho
economy), the participatory mode of the artworks themselves enacts the contrary of the
official discourse. The images are not answershe official discourse; they silently

embody the contrary of it.

This series also representedo way anodés first engagemen
erasure of cultural memories, which has become increasingly important as her artistic
careerhasprogreske I n t his case, she is specific
history i n Saudi society, which she ar
f or g d'tAs with aimost all the artists considered in this thesis, one can therefore see
in this asectof HDowayands work a direct engageme
socicpolitical realms: the ways in which their contributions are erased and their agency
discounted. In this series she focuses specifically on prompting viewers to reflect on the
socio-economic contribution that women have made, continue to make and have the
potential to make in Saudi society in the future. This aspect of the series is perhaps best

captured in herimage entittékd Amé a Petr ol eum Engineer

40 Halli, p. 123.
41 Halli, p. 123.
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Figure70: Manal AktDowayan] A mé A Pet r p2005.5itvergelatigeprimtelé x
22 in, private collection.

At first sight, AFDowayan creates an apparently striking visual mismatch here in
this image, by contrasting clothirigom two distinct fashion systems and the respective
gendered and chronological domains that they represent. The regulation hard hat and
darkc ol our ed wor k overall embl azoned with
be recognised as the typicalifanm of the petroleum engineer, a sight thatDwayan
woul d be extremely familiar with given h
According to Craik, wuniforms have tradit]

of mas cul thiscdaseyhé visible additiomof an English phrase also points to the
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Western influence in the development of the oil induS#¥he elaborate traditional face
covering, an exclusively female item of apparel, appears to clash with the elements of
work-wear seen above and below it. The incongruity, however, underscores the
artificiality of the oppositions modern/traditional, male/female, and so on, demonstrating
how traditional female accoutrements are not in themselves opposed to the technological
and scentific progress e mbodi ed 1 n t hei tenigthefoangatian®f u n i
Western modernity. Indeed, the force of the incongruity the picture evokes in the viewer
is testament to the strength of these foundational oppositions and the assumpitnahs bo

up with them.

Such rigidly policed systems of either/or are subverted by the interstitial spaces
such images allow for a glimpse into, where access to modernity is no longer predicated
on renunciation of tradition. In light of the politics of the weitountries such as France,
where such an either/or appears to shape the terrain of the discussion to a significant
extent, a form of irbetweenness such as this, which offers the possibility of both/and,
represents a potentially liberatory reframinglué garment’® The comic dimension of
the images is apposite to such a discussion. Incongruity is fundamental to much humorous
effect and there is a comic elementAbDowayanbdés | mages, as v
discussed in the previous chaptérwh er e Tav a k o lis satiriéalsandh u mo 1
sarcastic, however, that 8i-Dowayan is more playful (as in the image considered in
this section). Both, however, stand as examples of aldgeadition of using humour

to challenge existing dispensations and critique repressiviogies.

The overall effect evokes -bvhrébooksrmma g e s
which the illustration on each page is divided into sections, allowing readers to turn these
over to produce often humorously improbable hybrid entitiesKggee71). Such image
combinations similarly rely on incongruous juxtaposition of garments from-sattiaral
realms between which convention establishes met@usivity. Gendered garments are
the most obvious, with conventionally male attire combined with conventionally female,

but class, ethnicity and age are similar demarcations delineated by a semiotics of

42 Craik, p. 15.

CMi chel a Ardizzoni, 6Unveiling the Veil: Gen
Femal e Bodwwoime np s a3®i (@004), 628649 (p. 632).
4%See:Gi ovannantoni o Forabosco, 6Cognitive Aspe

I n c o n gHumarlntgrn@ational: Journal of Humor Researéhli 2 (1992), 4568.
233



clothing#’® Fashion, as the avagarde manifestain of developing trends in this
semiotic field, frequently involves challenging such conventional demarcétfonkse
success or failure of an instance of the unconventional juxtaposition of stylistic registers
significantly appears largely to depend ore timodulation of the contrast. The
combination of too extreme a pair of oppositions presents sheer incongruity, producing
an effect of the grotesque that; of implicitly opposed registers that can nevertheless be
seen to share some commonality, on the offa@d, can elicit a sense of recognition
analogous to metaphdf’ The incongruity of the combinations of types of attire of Al
Dowayands i mages harness such incongruit
assumptions about registers of fashion and@hges inscribed within them, thus opening

up an interstitial space in the rigid systems of oppositions on which identity is habitually

based'’®

SMartine Versel and Joan Busquet SReal@®@yidi nar 'y
Cont empor a intgrnaficna JourralroBFashion Studigs?2 (2015), 167183 (p.

170).

i%SeePatri k Aspers and Fr®d®ric GodarAnpualdé Soci o
Review of Sociology9 (2013), 171192.

4"FrancescaGr anata, ODeconstruction Flousrialiobn: Carn
Design History26.2 (2013), 182198, p. 185; Aspers and Godart, p. 180.
8SeeHa z e | Clark and Molly RottmanThe6Fashi on S

International Politics of Fahion: Being Fab in a Dangerous Worlkeld. by Andreas Behnke
(Abingdon: Routledge, 2016).
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Figure71 Image from Lucille ClercFlip Fashion 2013 Book cover.

In her exploration of Orientalism in fashion theory, Niessen observes how
Western views of ethnic or folk dress have long been underpinned by the attitude that
fashion does not exist in naklestern societies, which are seen as unchart§intp
support her arguménshe quotes from the wealkspected clothes historian Anne
Hol |l ander who as recently as the 1990s cl
nonfashion, works differently. It creates its visual projections primarily to illustrate the
confirmaton of established customAll non-fashion primarily conveysan ideal of
certainty, and demonstrates a link #ofixed cosmology*®® An initial reading of Al
Dowayands photograph, therefore, may fr al
to be foundin contemporary Saudi society: public sphere masculinity versus private
sphere femininity; ultramodernity versus ancient tradition, Western technological
progress versus the backwardness of the Orient.

“®Sandr a Nioersiseennt,i négR eF a $he Fashion Reladpem rby ldnda i n
Welters and Abby Lillethun (London; New York, NY: Berg, 2007), pp.i10%.

480 Anne HollanderSex and Suits: The Evolution of Modern Drgsmdon: Bloomsbury,
2016), p. 11. Emphasis added.
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However, AlDowayan makes it clear in her own comnagnton this series that

her use of these dress codes is not intended to symbolise a simplistic critique of how
tradition (represented by the face covering) hinders women from making a socio
economic contribution to Saudi society by means of employmenicéted by the
uniform). Rather, she is attempting to represent a continuity that has been ignored due to
a lapse in cultural memory, since historically Saudi women were active participants
alongside men in the soeexonomic development of their familiesibes and
communities. Prior to the massive changes brought about by the development of the oll
industry, the social structures that existed meant that women were able to contribute to

the familyds | ivelihood and iemdenseo me cas e:

On her website, ADowayan highlights the importance that art and crafts played
in this system with women earning money from decorating the interior of homes with
painted designs (known amagsh) in settled agricultural communities, often working
together, while Bedouin women, famed for their weaviagsédy skills, were able to
sell items they had made to other members of their tribe or trade*#h&be also notes
how the rapid urbanisation fuelled by the oil industry rendered these job®tebimn

women with the result that:

Although their communities in the past allowed women and men to be equal
earners and financial contributors, today it is the women who live in poverty or
have become totally dependent on the earnings of the male meafbtbiesr

families#82

A-Dowayand6s use of dress in this photogr a
discourse which views female employment as a new Western phenomenon that
challenges the traditional status quo and the very notion of ferginiwhile also

celebrating womends f or-eanonticeontributiofTheiev i t y

811n addition to creating woven items of clothing which they themselves wore, women wove

the walls of their tents, floor coverings and items diing gear needed for the camels herded by
themen.Sed: ai | a Mo hamme d THe Relnvent®radf Eragliticoal Weawing in
SaudiArabi@ (unpublished doctoral thesis, Coventr
®Manal AkDoway an, O Ar htti:/snvw.nWeallsviaviarecor{ascessed 12

October 2018].

483 Somewhat ironically, a decade afterBbwayan produced theAmseries, in an attempt to
reduce female unempl oyment a hedSauligzwernmentf y t he
launched the Productive Families initiative which encourages women to become entrepreneurs

by selling traditionally inspired artwork and handicrafts. A recent newspaper article reported

236



http://www.manaldowayan.com/

is also implicit in this a critique of the justification of modernisation and westernisation
as enhancing equality and justicé e x p or t i n ¢ gikerthabsach ehanges have
in fact had the opposite effect in Saudi Arabia.

GiventhewayADowayandés work foregrounds her
ornamentation, and the way these have been argued to engage with discourses of self and
other along aange of axes, the response to it of Seth Thompson, a male Western critic,
demonstrates this trend very wellhompsondés description of
forcefully underscores the difficulties of reading representations which feature veiling,
largely due to the semiotics and sogolitics of fashion discussed above. That is,
Thomson described the woman featured rDAd way ands | mage whi ch
article entitled O6Reconsi der i ngonealebAr ab
a beautifully decorated traditional Saudi
system of oppositions explored above, Th
that the traditional garment functions to inscribe unchanging roles and s#terthe
individual to tradition (in contrast to modern fashion, which allows for the expression of
individuality in a constantly developing fielj* As with a great many responses to the
veil and the practice of veiling from other cultures, this resp@ays more about the
assumptions made on the part of the person offering the judgement than it does about the
veil itself. The almost irresistible attribution to it of capacities of occlusion and erasure in
fact simply repeats the gesture the reading quegly critiques that of the patriarchal
system the veil serves to inscribdéy similarly imposing on the figure wearing the veil
a preestablished discourse of -dabjectification. As Leone has extensively
demonstrated, to be veiled is by no mearseterased, and the veil must instead be read

within a complex semiotic system in which it plays varied roles.

In fact, it can be argued that from a Fashion Studies perspective, far from
concealing the wearer 6s i denidanttyyboth astai s f
member of a group and as an individded.ColyerRoss explains in her work on Arabian
costume, all of the various items of headgear worn by women in the Arabian Peninsula

Ovaried from province to penaredbeoawsechsul o c

that o6éSaudi women [ ééirprodudiontofMSaduwetvingancht s t o t
embroidery into modern | uxury goodArgbNéwsepi ng
2017).

®35eth Thomson, 6 Rec on afterimageR54d2008)242A (pa2B). | dent i
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tri bal customs6é6 and <clearly distingui she
village dwellers, peasants and nomadic Bed6%irin the case of face coverings,
specifically, O6the | ength o fempldyed semvadstk , d
convey t he we a*dowéver, inpadddion ¢orsituatiogeh® wearer within

a particular socieultural context, as the illustrations of face maskbsl@atherColyer

Ross make clear, these items were all individualised by ¢heators and incorporated

novel elements to reflect personal style prefereffééehis was Arabiass t y | e 6 mo d

fash®on. 6

In her playful juxtapositions of registers and realms of fashiolAlway ands wo
picks apart the systems oppositions within which Saudi women find themselves
inscribed. The sense of incongruity her images evoke allows the viewer to locate their
own embedded assumptions about opposed identities and roles, and to see these as
constructed, rather than given.tins way, her work drives a wedge into the either/or on
which such identities are habitually founded, showing the possibility of-bBetimeen
space where traditional and modern can mutually inform each other. As with all the artists
considered in this thsgs, this aspect of her work demonstrates the walpdayan
challenges both the soeaultural constraints on female agency in Saudi Arabia, and also
a narrative of Arab and Muslim female identity as a fixed spoidical category
characterised by diséanchisement and esubjectification. As is demonstrated in the
foll owing section, Mona Hatoumds wuse of

frames of her experience and context, if in a notably different register.
6.4 Mona Hatoum: Keffieh

Mona Hatoun is now best described as a multimedia installation artist whose work is
both poetic and political, although her earliest works in the 1980s were performance
pieces. She was born in Beirut, Lebanon in 1952, into a Palestinian family who had been

exiled from their homeland. While she was visiting London in 1975, civil war broke out

485 Heather Colyer Ros3he At of Arabian Costume: A Saudi Arabian Profidew York, NY:
Arabesque, 1981), p. 46.

486 ColyerRo s s, p. 46. The same was true of a woma
indication to others of who she was and where her tribal origins lay, her matital axta

whet her or not she was the SaodiTodyOnij¢ a sonb
4871n her book ColyerRoss includes photographsttulatrimmed with shirt buttons and

even metallic teeth from zip fasteners.

488 |_ewis, Modest Fashionp. 12.
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in Lebanon, effectively stranding her in the UK and leaving her unable to see her family
for ten years. She now lives and works between London and Berlin. Like several of the
artists whose work has been discussed in this thesis, she has what might be termed a
0shifting polycultural i dent i tbgt@eertthatis e ml
theorised to serve a critical and liberatory function in theifart.

In the eaty 1990s,Hatoumcreateda pieceentitledKeffieh,an Arabic termused
to referto a type of squarescarf,usuallymadeof cotton,thatwastraditionally worn by
menin theMiddle Eastasapracticalform of headweathatwasusedo provideprotection
from dust,sand sunburror cold.**° Thepiecewasoriginally commissionedy the French
Ministry of Culture.The piecewasproducedaspartof a programmecalledMétissages
in collaborationwith studentscompletingembroiderycoursesat the Lycée Professional
RegionalGilles Jamainn RoctefortsurMer, FranceThetitle is aneologismsuggesting
the combinationof 6 m® t(i6shdy bbutiuskdspecifically to refer to mixedrace
individuals in the French colonial context) and 6 me s s Bhg ttlé therefore has
connotationsof both 6 t messge of mixedrace and -heritagei ndi viaddual s 6
0 hy br i dnemisa #tdfirstdsight, the black and white cotton squarewith its
distinctive fishnet pattern,black edging and fringe looks like a well-worn keffieh, a
garmenthatin theearly 1990swould havebeenvery familiar to anyonewith aninterest
in eitherpolitics or fashion.

WHettie Judah, o661 nt er we a v integuovént TheFaldicof Thiagsd t h
<http://kvadratinterwoven.com/moitetoumshair> [accessed 11 November 2018].

4% NancyLindisfarneTapper, Nancy and Bruce Inghabanguages of Dress ithe Middle
East(Richmond, Surrey: Curzon Press, 1997), p.T2tere are multiple ways of transliterating

this Arabic term, includinguffiyaandkeffiyeh and versions of this garment are also called by
different local terms in the cultures where itged, includingghutrah(Saudi Arabia) and
shemagt{Jordan). In Kuwait, they are callgthutrah(which men wear in summer) and

shemaghwhich is with thick material for winter).
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Figure72 Mona HatoumKeffieh 1993 1999. Human hair on cotton fabric, 114.9 x 11eh®,
MOMA, New York, NY, USA.

The keffiehoriginally became a symbol of Palestinian nationalism in the late
1930s, following the Arab Revolt (1986939) against the Britistf! It was adopted in
the 1960s by the then Palestinian leader, Yasser Arafat, who began wearing this, together
with a blackiqal (a set of cords designed to hold the scarf in placésigeee73), whether
he was dressed in his military uniform, in Arab robes or Westers *°2 In his well-
known poem, 6 | d e € & i thgmulti-awardwinning Palestinianpoet Mahmoud

Darwishcitesthis item of clothingasanessentiaklementof his personaidentity:

Putit onrecord.
T | amanArab.

®lgeeNadi m N. InipariaisnuReconfiguded: The Culturalkterpretations of the

Ke f f i(uppaibdiished masters thesis, Whitman College, 2010).
2Ted Swedenbur g, ¢ B a dntelRaignal Joarnal chMiddle Eakt StBdies, r f ? 6

4.2 (2009), 18#185.
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Colourof hair:jet black.

Colourof eyes:brown.

My distinguishingfeatures:

T Onmy headthe6 i gardsoverakeffiyeh

i Scratchinchim whotouchest. %3

The keffieh became Arafatds personal tradc

and a symbol of the Palestinian strugfyle a homeland and independence. Moreover,
Arafat adopted a specific style of wearing his headdress, draped over his right shoulder
only, forming an elongated triangle that has been argued to have been intentionally
fashioned to resemble the outline of teeitory claimed by Palestiniai&:

Figure73: Yasser Arafat wittkeffiehandiqal.

Arafat was pictured wearing hieffiehthroughout the media coverage of the signing of
the sacalled Oslo AccordbetweenPalestinianand Israeli representativesy America
(1993)and Egypt (1995),andtheseimageswould still havebeenfreshin the minds of
thoseseeingH a t o wvankd Is onereadingof thework, then,thekeffiehis transformed
from anitem of traditionalclothing to becomea powerful political symbolintentionally
styledto assert national identity and ethnic and cultural distinctiveliéss.

493 See:Mahmoud DarwishAwraq atZaitoun (Leaves dDlives)(Chicago: Mahmoud Darwish
Foundation, 2013)

494 Swedenburg, p. 185.

4% Craik, p. 284.
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As EmmaTarlo notes,this garmenthasalso beenadoptedat different times by
variousleft-wing activists and sympathiseasrossAmerica, Britain and Europ®® In
addition to its political symbolism, this popularity can be attributed partly to its practical
use as a form of fac@eering that can be used to mask distinguishing facial features and
prevent identification by the authorities, another of the reasons which led to adoption by

those involved in the Palestiniartifada

For otherviewersof Ha t o work, Bowever,the black and white chequered
squarevould no doubthavecarriedotherconnotationsvhichweremorefashionrelated.
Accordingto the anthropologisiTed Swedenbutdgollowing mediacoverageof thefirst
intifada (Palestinianuprising) in 1987, the keffieh becamemore a fashion statement
amonginnercity youthin the United Stateghanasignof whereani n d i v potiticah | 0 s
sympathiesay *®’ In thelate 1980st formedpartof a particularstreetstylewhenit was
wornasanensembleé w ibladkturtlenecksrippedL e v highgop sneakerandeight
zipperedblackleathelj a ¢ K8Twedicadetaterandre named t he 6hounds
(a reference to its distinctive chequered pattern), the keffieh came back into fashion again
after being d€cpamTed Aoeess§othesd® for th
womenos f as W Whan amanbea af celelities, both male and female, were

pictured wearing the keffieh, this guaranteed its popularity as a fashiorftfend.

The history of the item in the retsfew decades of Western fashion demonstrates
the role of juxtaposition in the development of fashion, discussed in the prior section,
very well. To begin with, it was adopted by a group whose explicit values and social
position were ardestablishmentninercity youth, marginalised socieconomically and
culturally, and hiphop artists, to a large extent expressing the views, opinions and
perspectives of this group. Thkeffields associ ati on with- ar me
imperialism are likely to explai a large part of its appeal to such a group, with the

semiotics of the garment establishing a specific stanewisthe establishment by way

4% See: Emmd&arlo, Visibly Muslim: Fashion, Politics, FaitfLondon; New York, NY:
Berg/Bloomsbury, 2010)

WCited in Kilbur Kim, 6WherRolSaNes 8ok EmesFashi o
11 February 2007
<https://www.nytimes.com/2007/02/11/fashion/shows/11KAFFIYEH.htm|?mtrref=www.goog|
e.com&assetType=REGIWAL* [accessed 17 July 2018].

498 Kim [accessed 17 July 2018].

499 Swedenburg, p. 184.
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https://www.nytimes.com/2007/02/11/fashion/shows/11KAFFIYEH.html?mtrref=www.google.com&assetType=REGIWALL

of this. The O6edginessd and oppositionald:]
to more mainstrearfigures who want to embody such rebelliousness as part of their
6brandé, and it is gr adc¥yBventugly, thid adpptiomis by
completed with the Arakeffiehb ei ng renamed the O6houndsto
almost completelgrasing the traces of the oppositionality that initially made it attractive

to trendsetters’®?

The paradoxes of the mainstreaming of marginal oppositionality are well
demonstrated by the use of the same garment in a markedly differing context. In late 2008
a Guardianarticle reported that in Iran, underground rap artists were also wearing the
same ype of scarf not as a symbol of solidarity with the Palestinian cause but as a
fashionable accessory intended to act as a visible gesture of resistance to their own
country's political leaders, who disdained Western popular culture and the values it
repregnted>®? The overtly Muslim garment absorbed into Western culture primarily due
to its anttWestern connotations was ultimately adopted by figures seeking to signify their
own opposition to their Muslim mainstream by adopting a garment by now seen as

thoroughly Wetern.

However, the geopolitical significance of the garment as originally adopted from
Arafatds use of it appears to persist al
seeing British Muslim teenagers of both sexes at IslamExpo and the Gészad &nd
Unity events in 2008 wearirkeffiechas a neckscarf, headband ¢
Muslim solidarity over Palestin®¥Mawd of
combined this acces s o-orignteidvinesdages dedabns anld i r t
sl ogans [asserting] their | sl amic creder

Islamic street stylé®*

%00 A similar phenomenon can be observed, for example, with Che Gueshigsl Jeff A.

Larson and Omar Li zar do, 6Generati ons, | dent
1 &opciological Forum22.4 (2007), 425451.

%01 Swedenburg, p. 185.

2Robert Tait, o6lrandés Underground Rap Arti st
Re v o | uheiGaandéanl December 2008
<http://www.guardian.co.uk/world/2008/dec/01/irelmafiyehrap-music/print> [accessed 11

November 2018].

%03 Tarlo, Visibly Muslim pp. 25 9.

04 Tarlo, Visibly Muslim p. 29.
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Ha t o WKefftelsthus draws upon the discourses of both politics and fashion
associated with this item of clothing, whichhasbeencde i bed as 6a sy mbc«
a gesture of resi stance, [ é] a wearabl e
c u |l t®@Indeedl,.as the preceding discussion has indicated, the two discourses are not
necessarily separable, given the way the seesiof fashion is based in specific political,
social and cultural configurations. Unsurprisingly, then, in interview, Hatoum referred to
herKeffiehpi ece as O6an obj ect. Hdwevekr]teedull exient bf c on
these contradictions doestrimecome evident until the viewer takes a second, closer look

at thekeffiehand realises that it is made of a combination of cotton and women®$hair.
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Figure74: Mona Hatoum, detail frorkeffien 1993 1999. Human hair oootton fabric, 114.9 x
114.9cm.,MOMA, New York, NY, USA.

Hatoum has frequently made use of human hair in her work as both an actual
material and also as a thematic motif. This is a particularly striking instance of the
participatory aspect of the workg$ art considered in this thesis. Even more so than

Essaydi 6s, where the work is inscribed o

505 Damluji, p. 48; TarloVisibly Muslim p. 18.

yrsSt ei ner and ISmtmaireVvi éeHdwrwiotgh Mona Hatoum: @
mat t eQastdradd@pril 2007 <https://en.gantara.de/node/2366> [accessed 11 November

2018].
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the participants is inscribed in the work itself. Working against the ways in which
discourses have been imposedioe body of Arab and Muslim women, this inscription

of the body itself into the work emphasises the contrast between representation and
participation, bet ween being silenced in
discourse through lived particitian in it. Commenting on her use of hair Keffieh,

Hat oum expl ained, o0l imagine women pul Il i
anger through the patient act of transcribing those strands of hair into an item of clothing
which has become apoent symbol of the Pal>¢(3heini at
opposition between, on the one hand, the affeamgeri and its bodily expression in
selthar mi ng gestures such as pulling oneod:s
transformation ofthseponse i nto 6symbol & traces a |
in her works, on the constructed nature of the image. In both, the work is obviously
Omaded6é, an artificial achievement; and i
Is investedn it in a direct, physical manner. One could argue, however, that the two artists
work in opposite directions: where Essaydi highlights the discursive construction of the
body, Hatoum underscores the uncanny presence of the body in discourse. | stall turn

a close examination of the role of the uncanny in her work toward the end of this section.

For the present, it is more pressing to follow up further claims from the same
statement on her work to clarify the political and social context framing hiei st of
the keffieh. Here, the artist refers to another iconic figure forever associated with the
keffieh, Leila Khaled, who like Hatoum herself was a Palestinian exiled to Lebanon
following the 1948 AraHdsraeli war. After taking part in a plane hijacl in 1969
intended to raise the profile of Palestine as a political cause, Khaled herself became the
focus of massive media attention, largely due to circulation of one particularly striking

image that was used in news coverage of the hijacking acegothe (se&igure75).

’Art News, OMaking the Ordinary Anything But:
i n 2 Arté&ng 21 Augst 2015 <http://www.artnews.com/2015/08/21/makiingordinary
anythingbutmonahatoumon-herunnervingsculpturesin-2005> [accessed 14 October 2019].
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Figure75: Leila Khaled.Photograph.

Khaled made a deliberate decision to adbekeffieh which at that time was still
gendered as a male garment, to send out the message that women could be equal to men
in the armed struggle, and she succeeded in transformikgfflfeni nt o -geradeed o n
signifier of Palestiniam e s i s° monicaky, tliough, the image which captured her
defiant act of subversion ¢faditional sex roles alded to her being constructed in the

Western press as a sSexual-upofadmecde | sefBiru g gyl, e

In her retrospective piece about Khal€iardianjournalist Katherine Viner attempted
to explain the iconic appeal of the photograph which has since been reproduced on
countless posters andshirts, and has been the subject of straedrad even executed in

%08 Damluiji, p. 9.
S09Katherine Vinero Pal esti ni an Li ber aThd Guardiah26damiayr L e i |
2001 <https://www.theguardian.com/world/2001/jan/26/israel> [accessed 11 November 2018].
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3,500 lipsticks by Palestinian artist Amer Shom#liThe journalist describes the
photograph thus:

The gun held in fragile hands, the shiny hair wrapped in a keffiyeh, the delicate
Audrey Hepburn face refusing to meet your eye.iBithe ring, resting delicately

on her third finger. To fuse an object of feminine adornment, of frivolity, with a
bullet: that is Khaled's story, the reason behind her image's enduring power. Beauty

mixed with violencel!

This image of keffiekwearing Lleila Khaled, thus, represents an interweaving of
masculinity and femininity, the power of political struggle combined with the frivolity of
fashion, the same set of comKeffe@di cti ons |

When placed in the context of the culil practice of the covering of hair by
women, and specifically the debates about the meaning of hijab within the Islamic world,
Hat oumds piece proves even more paradoxi ¢
item of apparel is explicitly to cer the head, the material from which it is made would
ensure that the wearero6s hair i s exgposed
guality in her art that Edward Said, ano
| r r e c on°EClarifyihglthe sadlier claim that this aspect of the work demonstrates
the persistence of the body in discourse, one can see how such a representation
undermines the idea, cited at the end of the previous section, that the self is erased in the
wearingoft he vei |l . Hat oumbs weaving of stranct
underscores the extent to which the wear
garment. Far from occluding the self, the veil thus represented functions as a potent
expressia of various types of agency, as 1 s

of the example of Leila Khaled.

PN

WShomal i 6 s Thelcdwaginmtended tb acdas a critique of the appropriation of

symbols of Palestinian political resistance and collective cultural memory in advertising by
companies for purely exploitative commerci al
http://www.amershomail.imfo/theon.

®11Viner[accessed 11 November 2018his mix of beauty and violence makes one think of the

use of the bull et cases aBulletseriesor ati ve moti f s
2Bhabha writes about Hatoumbés subvetrsyde ipha
Fereshteh Daftari (edYYithout Boundaries: Seventeen Way of Lookidew York, NY:

MOMA, 2007).

13 See: Edward Saidllona Hatoum: The Entire World as a Foreign Lghdndon: Tate

Gallery, 2000).
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Hat oum herself chooses to describe her
becoming strange or even threatening because dsseciated with some kind of
t r a whehé intertextually weaves her piece into other symbolic discourses in which
the use of these embroidered locks simultaneously suggests a manifestation of anxiety,
grief, anger and frustér]atdrong v s mdofsmtbh de.m
noted, a prime cause of the uncanny is the merging and blending of the animate and the
inanimatee®®*Hat oumdés incorporation of female he
of this kind, merging a part of the living bodyttwvihe inanimate garmeft/ The viewer,
being aware of this, is aware of the impossibility of apprehending the item as a simple
object, but instead approaches it with knowledge of this direct form of participation of
the maker in its formation. Itisinths sense that | earlier ar
be said to work, while along the same a
Ha t o keffihshows an example of the persistence of the body in a discursive cultural

artefact, of the way the lad finds expression in the made.

The uncanny thus also demonstrates its own logic-bétweenness, subverting
oppositions taken to be stable, and in this way opening up possibilities of contestation and
resistance. The technique therefore hints atdgle@ey of the veil itself: far from an inert
piece of cloth, it is a vivid symbol operating in a dense field of meanings and achieving a
range of ends in a range of contexts. Here again, the example of Leila Khaled is
instructive, showing how the objectifid, sexualising gaze can be-apted for specific
purposes. Hatoumés participatory represer

of the veil, and Arab and Muslim female identity, as erased, occluded, and silenced.

The following section explosethe work of husband and wife pair Farhad Moshiri
and Shirin Aliabadi. While their work again presents a rather different tone, the critique
of assumptions underpinning attitudes to fashion is similarly a prominent aspect of their

work. The discussion dhis is supported and substantiated with primary research into

514 Steiner and Herzog [accessed 11 November 2018].

°15 Judah, online.

518 Freud,The Uncanny

17 This is in fact a kind of uncanniness to the second degree, given that the hair itself is already
uncanny: body parts removed from the body partake of the sameeaima@mate

indeterminacy, which makes them uncanny.
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attitudes to fashion, and specifically the colour black, on the part of contemporary young

Muslim women.
6.5 Farhad Moshiri and Shirin Aliabadi: My Black Dress

The final work to be discussed in shchapter forms part of a collaborative venture
between husband and wife team of Iranian mixed media artists Farhad Moshiri (Shiraz
(Iran), 1963) and Shirin Aliabadi (Tehran, 197818)>!® Both had lived and studied
outside their country of birth, Moshin America and Aliabadn Pariswhereshe studied

art and archaeology. Living and working betwé@ahran and Parighe couple again
demonstrate a cultural -lletweenness common to the artists considered in this thesis,
being at home in both Iran and th¢esti or perhaps not being at home in either,
depending on how one understands the experience of such cultural dislocation. In
collaborations such aBattlegrounds of the Cultural Invasion/Freedom is Boring
Censorship is Fur(2003 onwards}they used mateal taken from actual books and
magazines together with their own artwork to comment, in an often wryly humorous
manner, on the attitude of the Iranian authorities to censoring images from the West,
particularly representations of the female form. They ahared a common interest in
exploring in an ironic, kitschy fashiorthe influence of modern consumerism and
globalised popular culturen Iranian youti¥'® In other collaborative work, such as
Operation Supermarkg2006) Moshiri and Aliabadi acknowledd both the appeal of

the Western world and also its downside in helping to create an increasingly homogenised
consumerist culture. In this sense, their work represents a searching critique, from the
out si de, of a given Westeselydéohagydg oD

promises.

8The artistos untimely death from cancer wa
S9Gee: AchimDr ucks, O0The Subversive Potenti al of
the Desires of Young Iranian Won@eArtMag 77 (2013).
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Figure76: Farhad Moshiri and Shirin AliabadlVe Are AllAmericans, fromOperation
Supermarkeseries, 2006. Lambda print, diasec, mntd, 73.8 x 98.5miaate collection.

Aliabadi is probably most famous for her series of photographs eniiiesl
Hybrid (2008), which explored how young Iranian women refused to be confined by the
dress codes iposed by the authorities, instead adapting them to reflect their own personal
identity. Commenting on her own work, Aliabadi explained how symbols of Western
culture, and fashion accessories in particular, were used by Iranian youth as a form of

contestatin and assertion of individuality:

Banal as the symbols of consumer society may seem: Starbucks, bags by Goyard,

or iPods, in Iran they become a subliminal instrument of theaed cultural

invasion from the West, which the Iranian authorities equdtelwi t he &égr eat Sa
For the young generation, in particular for the women, such fashion accessories

becomeé’ in a beguiling mannér a kind of passive rebellion. This is the moment

when fashion is not only fashidénin this context the message is notesdigial. |

dondédt believe that you automatically bec:
your neck, but in the context of the society in which we grew up, within an

educational system that has different values to those in the West, the phenomenon
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offash on turns into an interesting paradox.

concern is not to overthrow the government but to have’t#.

Figure77: Shirin Aliabadi,Miss Hybrid III,2007. Inkjet print, 89 x 76m., private collection.

Here, however, the focus will not be on this series but on using insights from
Fashion Studies to examine a litken o wn wor k from t he coupl ¢
Battlegrounds of the Cultural Invasion/Freedom is Boring Censorshipuis (2003
onwards). This work will be used to explore a number of interesting issues concerning
the connotations of the colour black within the fashion system which may help to explain
some of the contradictory readings of representations of women weétacigcovering
over hair, face and/or body which have been highlighted in this thesis.

5201t should be noted that the Iranian authorities have recently begun to take fashion as a form of
rebellion much more seriously. See the report by the Center for Human Rights in Iran entitled

Crushing Creati vi taokdownlon thenFashionHredustg01i7)n Available Cr a

online (https://www.iranhumanrights.org/vgontent/uploads/Crushin@reativity-7.pdf).

%21 Drucks.

251













































































































































