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Abstract
Introduction:The Seljuk era, was a prosperous time in case of dealing with art; during this time art reached to
higher level, as numerous and diverse artworks with cosmological concepts were created, which represents the
significance of cosmology in this time. The artists in this era, by considering the position of astronomy and
cosmological issues, frequently reflected the relevant concepts and contents as practical decorations and motifs in
their works. This study aims to comprehend the concepts of cosmological motifs to target the mutual influence of
Seljuk artists on each other while designing these patterns; Therefore, the manner these artists influence each other
in designing the planet motifs and their meanings has been addressed in two artworks related to Seljuk era; in this
regard, the following questions arises: Which kind of hypertextuality is more likely to be influenced by the design
of the target motifs of the planets? And what changes have been made in these motifs while influencing each other?
The research aims to understand the manner the design of planets' motifs influence each other and the alterations
in the two target works by focusing on the hypertextuality theory of Gerard Genette.

Research Method: A descriptive-analytical method has been adopted and the data was collected by using library
sources; The results were analyzed relying on a qualitative method.

Findings: According to the research findings, the cosmological motifs that appeared in the Seljuk manuscripts are
rather compatible with other built-in arts, in the case of decoration, besides considering the cosmological criteria;
however, some changes have been made according to the artist's priorities. The artists in the Seljuk era were
completely aware of the art developments of their own time and also the previous eras, as they tried their best to
improve the art of their time by benefiting from the experiences of other artists.

Conclusion: the research finding showed that the planet motifs in «Ajaib al-Makhlugat» (hypertext) which is
inspired by the planet motifs in the enamel bowl (pre-text or hypotext) have a transposition or transformation with
serious function according to the hypertextuality of Genette. The created transformation in hypertext includes a
variety of changes (gender, form, composition, and color). The miniature painter of «Ajaib-ul-Makhlugat» has not
simply adopted an imitation attitude in creating a new and independent hypertext, as it has been designed
differently.
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Introduction and Problem Definition

Since the beginning of Islam, Muslims paid special attention to astronomy and other
scientific phenomena, to know the precise praying time and other Sharia rituals. In the
Seljuk era, art reached to highest prosperity, as frequent diverse artworks with cosmological
concepts were created, which represents the significance of astronomy in this era. During
this time, the artists by knowing the position of astronomy and cosmological issues, have
frequently reflected astronomical concepts and themes in their works as decorations and
practical motifs. The Seljuk era is one of the flourishing times of the Islamic world in case
of dealing with science and art. They ruled over different regions (lran, Central Asia,
Turkey); Their support for artists and wise people (With the guidance of Iranian scientific
ministers) as their attempt significantly contributed to the advancement of science and art.
During this time, art and science were closely entangled. The art of pottery and book design
were unique spaces for representing the cosmological sciences. The book written by
Qazvini titled «Ajaib al-Makhlugat» (Wonders of Creatures) is one of the first written
illustrated works that targets cosmology in specific parts. In this research, an enamel bowl
created in the central regions of Iran and a copy of a book written by Qazvini, «Ajaib al-
Makhlugat», illustrated and prepared in Irag, were selected as two case studies, which both
appeared first in the Seljuk era and decorated with the motifs of seven planets of astrology.
Despite the expansion of the geopolitical territory of the Seljugs and the occupied territories
art prominently progressed in all fields; beyond this, each region was highly inspired by
other regions, which resulted in the progress of art. One of the prominent features of Islamic
Iranian art is the stability and evolution of different art schools; As, creating artworks in any
school and time, was continuing and progressed in the next schools and eras. By considering
this proposition, studying and analyzing artworks in different histories of Islamic-Iranian
art requires a theoretical approach that targets the relations between artworks and influences
each other in different historical times and regions of this expanded territory. To achieve
this purpose, in this research, the «Hypertextuality» approach of «Gérard Genette» has been
adopted to study and analyze the data gathered. The concept of hypertextuality is
categorized as Transtexualité according to the approach of Gérard Genette, which targets
the methods of adopting works from each other. In hypertextuality, creating text (b) without
the presence of text (a) or hypotext is impossible, as, inspiration and partial influence are
not focused, rather the general influence of one text on another text is addressed. By
considering this theoretical background, this study aims to analyze the roles of the seven
planets in two artworks that date back to the Seljuk era. The lack of independent research
on this topic shows the necessity of doing this research. Therefore, two artworks here called
figures decorated with the seven planets in the Seljuk era from the two different
geographical regions, Iran and Iraq, were selected for study, which can be one of the best
implications of hypertextuality according to the theory of Genette that has been discussed
in this research. This research aims to study the relations between two different Seljuk
artworks from two distinct geographical regions (A pottery work, or Hypotext from the
central regions of Iran and a book design or hypertext from the territory of Irag) according
to the hypertextuality of Gérard Genette. So, the research questions are as follows: 1. Which
type of hypertextuality is dominant in drawing the motifs of the planets that appeared in
«Ajaib al-Makhlugat» influencing the enamel bow! during the Seljuk era? 2. What changes
have been made while drawing these motifs in this process? To answer the research
guestions, the two case studies have been analyzed based on the two specific indicators of
Gerard Genette's theory (Function and Relations).
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Research Method

This study is qualitative research in which data analysis is carried out by using descriptive
and analytical methods, according to hypertextual approach of Gerard Genette. The research
data was collected from reliable library resources and other documents including academic
theses, scientific articles, tables, and figures. In this process, initially, the two case study
figures, hypotext, and hypertext, were introduced; Then, the establishing relations were
presented based on the intra-semiotic, inter-disciplinary, and cross-sectional
(Synchronicity) relations. Finally, the case studies have been evaluated according to the two
indicators of Gerard Genette (Function and Relations). To address the transformation
process of hypertext compared to the hypotext, it has been tried to describe the changes that
occurred in the target motifs. The case studies include two artworks, 1. A Seljuk enamel
bowl, kept in the Metropolitan Museum of Art, No. (57.36.4) and 2. The book «Ajaib al-
Makhlugat» by Qazvini is kept in the Bavarian Library in Munich, No. 464 (in Arabic),
which is referred to as hypotext and hypertext accordingly based on the theoretical
foundation of this research. The technique of non-random purposive sampling has been
selected for this study.

Research Background

According to the literature review, several researches which were addressing the influence
of astronomy in Seljuk art were found and studied according to the research foundation as
follows: «Canby, Beyazit & Rugiadi» (2016) in a book titled «Court and Cosmos: The Great
Age of the Seljugs»; Initially, the history of this era reviewed and then the influence of
astrology and magic, the visual application of medical discovery, royal arts, burial issues,
and literature in the artworks of this era studied. The book is a comprehensive study of the
extent of Seljuk's achievements, which represents the glory of one of the most magnificent
reigns in the Islamic era and provides insights into the rich cultural tradition that has formed
the legacy of Islamic culture until now. In a similar study, «Canby, Beyazit and Rugiadi»
(2020) in a book entitled «The Seljugs and their Successors: Art, Culture and History»,
investigated the Seljuks' rule, the migration of societies and the exchange and combination
of various traditions, including Turkmen, Iranian- Arabic-Islamic, Byzantine, Armenian,
Crusaders, and other Christian cultures. Moreover, they tried to know how religious beliefs
alterations, ideologies of authority, and lifestyles during the Seljuk era affected cultural and
artistic productions, urban and rural architecture, memorial inscriptions, royal titles, and
religious and magical practices. In the master thesis of «Sistani and Merasi» (2014) with
the title «The pictorial Evolution of Symbols and Constellations in Iran's Written Works
from the Seljuk to Safavid Eras», the authors studied the development process of aesthetics
and symbolization of constellation motifs in astronomical written documents from the
Seljug erato the Safavid reign; they concluded that the constellations motifs and the relevant
symbols originally date back to the pre-Islamic art and Muslim-dominated regions,
including the territory of Iran. Another study by «Gholami Goodarzi, and Mahmoudi»
(2021) thesis entitled «The Role of Astronomy in Pictorial Metal Works in the Seljuk Era»
investigated the role of astronomy in making metal works illustration in the Seljuk era.
Boyiri Kenari and Shateri (2023) in an article entitled «Review and analysis of decorative
arrays of "non-observational astronomical instruments"” of the Safavid period», investigated
and studied about 35 engraved non-observatory astronomical instruments in the Safavid
period and came to the conclusion that most The non-observational tools made in this period
had a personal function and were mostly used to find the way and recognize the direction
of the Qibla and to know the religious times and were also used as an offering. The most
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common motifs are inscriptions and human-animal motifs of constellations and the twelve
signs, the name of the maker and the date of manufacture, which were created by engraving
and silver plating (To better display the position of the stars) on the works. Based on the
literature review of this study, no independent research work similar to the present study
was identified, as it has focused on the method of illustration works of Seljuk artists inspired
by planets and addressing the hypertextuality theory of Gérard Genette.

Theoretical Foundation

The term intertextuality was first coined by «Kristeva» in 1966, in an article titled «Word,
Dialogue and Novel». Her idea is based on the fact that texts are never created
simultaneously, as other texts contribute to the creation of a new text (Azar, 2015).
According to this idea, any new text is a texture influenced by other past textiles, as it can
be said that only the mythical alone person who was attached to the intact world is excluded
from the dialogic relationships by having his/her unique words (Todorov, 1998, 126). The
idea of intertextuality argues that a new text is not merely inspired by a single or some other
source as it is supposed that an emerging text is inspired by multiple sources and influenced
by them (Namvar Motlagh, 2016, 34). Gerard Genette believes that intertextuality occurs
as the result of the simultaneous presence of two or more texts and the actual presence of
one text included in another text and addresses the influence and relations of these texts
(Ahmadi, 2001, 320). According to the idea of Gérard Genette, there is no text independent
from previous texts. He has considered the concepts of influence and inspiration, especially
in hypertextual relations, as he establishes his idea based on the influence of multiple texts
from each other (Namvar Motlagh, 2015, 83). Intertextuality is an approach that reveals the
visual experiences of visual arts according to partial or deep influence by other texts and
investigates the relations of a new work with other previous works (Parvizi, 2003). The
concept of intertextuality according to the idea of Genette is classified into two major
categories (1. Explicit or Covert 2. Implicit or Overt) (Namvar Motlagh, 2016, 38). By
developing the ideas of Kristeva, Genette expressed the relations of one text with another
text (s) with the new expression of transtextuality, and classified it into five groups of
Intertextualite, Arcitextualite, Paratextualite, Metatextualite, and Hypertextualite (Azar,
2015). Gérard Genette has made many alterations in the general structure of it and presented
a coherent approach which he coined «Transtextuality». A term that can be expressed as
intertextuality from the point of structural foundation (Allen, 2001, 140). According to the
idea of hypertextuality, the relationship between two texts is explained based on the
adoption and influence level of two texts from each other (Namvar Motalagh, 2007).
Thereby, it can be mentioned that while studying hypertextuality, the way of reproduction
and expansion of texts is investigated; To achieve this, three basic conditions must be
available as below: 1. The textual nature of the subject 2. The presence of two or more texts
3. Certainty of the relations between hypotext and hypertext (Namvar Motlagh, 2012).
Genette, by studying the relations of hypertextuality, considered too many parameters,
among them the type of relation is of great importance, and according to this concept, he
categorized the relations of texts into the two types of «Homogeneity» (Imitation) and
«Transformation» (Change). The criteria for Genette in this grouping is the style of
adoption. According to the classification of Genette in addressing the presence of one text
in other texts, three kinds of literary-artistic order have been mentioned with essential roles
in the transformation from one text to another: funny, humorous, and serious. The
emergence of each genre based on the relations between two texts has been briefly stated
here (Tables 1 and 2) (Ghani & Mehrabi, 2019).
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Table 1. The appearance style of three artistic types in each kind of hypertextual relations .Source:
Namvar Motlagh, 2012,

Hypertextuality

No. | Expressive Genere

Homogeneity Transformation
1 Entertainment/ Pastiche Parody/ Parodie
Funny
Charge

Travestissement
parody in the common
sense of the word

Satire Pastiche

parody in the common
sense of the word

3 Serious Forgerie Transposition
The reason for using the hypertextuality approach in this study is to adapt it to the main
purpose of the research, as it aims to investigate how Seljuk artists used to influence each
other in creating cosmic motifs and to study the ways of influencing one text on another
text according to the hypertextuality of Genette.

2 Humoral

Table 2. The various types of relations in artistic hypertextual orders. Source: Ghani & Mehrabi,
20109.

No Relation Type Explabaiton

In this type, the style has been imitated, but in most cases, another
1 | Pastiche topic has been

addressed. Pastiche is a stylistic imitation of the pretext.

The exaggeration of hypertext compared to hypotext, which is

2 | Charge accompanied by
kind of humor.
3 | Forgerie The serious imitation of the hypertext compared to the hypotext.
4 | Parody There is a transformation in the style of hypertext compared to
hypo text.

. There is a transformation in sexuality and the nature of hypertext
Travestissement/

5 Transvestism compared to
hypotext.

6 | Transposition Serious change in the style of hypotext to transpose multiple texts

Case Studies

The first object of study, which here is known as hypotext is an enamel bowl decorated with
royal and astronomical motifs made in central or probably northern Iran, which was made
on the order of the Seljuk court in the late 12" century to the early 13" century AD, and is
now preserved in the New York Metropolitan Museum (No. 57.36.4) (Fig 1) The target
bowl has been decorated with seven rings and a circular band with different motifs. The
bowl is decorated with seven different circular motifs. The following motifs have been
shown in order from first to sixth band: 1. Sun is personified in a human face, 2. Six planets
are shown, 3. The profile of ten horseriders is drawn with birds among them. 4. There are
two rows of geometric patterns, 5. Two rulers are shown sitting on the throne surrounded
by twenty-six figures, 6. An inscription (damaged and repaired) in Kufic script containing
words of praise for the Muslim king of the time, which is not readable due to the damage.
The inscription content indicates that the artwork was ordered by the royal court. In the
seventh and last band, a series of regular geometric motifs, in the shape of a circle
surrounded the entire edge of the bowl (Table 3).
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Fig 1. A: Seven planets
shown on a clay-made plate,
Seljuk era. Source:
Ettinghausen, 1975.

B: Some images of
constellations taken from
Qazvini's «Ajaib al-
Makhlugat» book, Munich
copy. Source: Munich
Bavarian Library.

The second figure or hypertext is the book «Aja'ib al-Makhlugat wa Ghara'ib al-Mawjudat»
(Wonders of Creatures and Strangeness of Creatures) authored and gathered by Zakaria
Qazvini. The author gave the book to «Abu Talib Tughril ibn Arslan bin Tughril». He was
the Seljuk ruler of Irag, who reigned from 556 to 573 AH. The book was initially written
by Zakaria Qazvini in Arabic and later the Persian version provided by him. The Munich
version of the book is known as the oldest version of Ajaib al-Makhlugat (Wonders of
Creatures) by Qazvini based on the literature review of the research. It is preserved in the
«Bavarian» library in Munich (No. 464, Arabic) (Fig 1). By referring to the contents of the
opening page, the images presented were taken by «Mohammad bin Ali Dameshqi
Moatayeb», in the city of Wasit, located in the south of Baghdad on the banks of the
Euphrates River, and completed them in 658 AH/1280 AD [25/24 Shawwal 678 AH] (Von
Hees & Schwartz, 2006). According to the title page, the Munich copy of the book was first
illustrated and written during the author’s lifetime and completed three years before his
death. The text of the book includes 467 images (Beyg Babapour, 2013, 139). This version
contains the images and description of the constellations which are presented in the initial
part of the book and is the closest source to the hypotext of this research study (Table 3).
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Table 3. The characteristics of the Case studies. Source: Authors.

Date & Place of Place of
The Figures/ Case Studies Creation Owner Artist storing
Artwork
Unknown
th
A bowl At the end of the 12 Seljuk ruler Metropolit
decorated by century. at the time/ an
royal and central '|n.Northern The owner Museum
1 | Hypotext astronomica Iran (Aja'ib al-Makhlugat ofa Unknown of
| wa Ghara'ib al-Mawjudat) dedicated Part No
motifs «Wonders of Creation and inscriotion (57.36 4)
Strangeness of Creatures» work P e
. Abu Talib Munich
The book 1280. AD, the city of Tughrel ibn M.uhan)mad Bavarian
2 | Hypertext | Aja'ibal- Wasit, Arslan ibn bin Al . Library
Makhlugat located in the south of Tughrel Dameshgqi No. 464
g Baghdad Sel?uk ' Moatayeb ( Ar-abic)

Seven Planets

In ancient astronomy, the seven planets in the Solar System, were the sun, the moon, and
the five planets Saturn, Jupiter, Mars, Venus, and Mercury. These celestial bodies are visible
to the naked eye due to their brightness and were recognized before the invention of the
telescope. In two case studies, these planets are personified, which have been discussed in
this research (Table 4).

Table 4. The Manifestation of the seven planets in two case studie. Source: Authors.

Planet Sun Mars | Mercury | Venus Moon Saturn Jupiter
. Al- Al- Al- Al- A
Arabic Name Shams Merrikh | Atarod Zuharah | Ghamar Zohal Mushtari
Khorshid, Zohreh
Persian Name Khur, Hoor | Bahram | Tir .| Mah Keyvan | Hormoz
Nahid
Mehr
A Pottery from the . . . . . . .
Seljuk, Era Fig 2 Fig 3 Fig 4 Fig 5 Fig 6 Fig 7 Fig 8
Wonders of creatures, . . . . . . .
Munich version Fig 2 Fig 3 Fig 4 Fig 5 Fig 6 Fig 7 Fig 8

Planet of Sun: The Sun is considered the main celestial body among the other planets of our solar
system, and is the first planet that was known by humans who found its essential role in preserving
human life and nature. According to early man, the sun was the center of existence, in the place of
God with an essential place in many religions including Mithraism. In astronomy, frequent
characteristics such as wisdom, knowledge, generousness, pride, purity, calmness, and patience are
attributed to the sun (Mosafa, 1978, 248). In the first case study, the enamel bowl, the center of the
bowl is decorated with the image of the sun which is a manifestation of it and the six other planets
of the solar system have been placed around it, according to the motion of the hands of the clock:
Mars, Mercury, Venus, Moon, Saturn and Jupiter. The sun is personified with round eyebrows, big
eyes, and small lips which all represent a female character. In this case, only the human face of the
sun has been shown, which is surrounded by two rows of radial lines. The artist has used gold, blue
azure, and ocher colors in this work (Fig 2). In the second figure, the book «Aja'ib al-Makhlugat wa
Ghara'ib al-Mawjudat» (Wonders of Creatures, the Bavarian Library copy), the sun is shown in the
form of a complete human body. Despite a distorted figure, the type of design and clothes represent
the sun in the character of a man. Sun, the man is sitting on the throne like a king and dressed in a
formal royal dress, with a sword on his knees as a sign of power and royalty, in which there is a circle
in front of his face representing the sun by using blue, azure and red colors (Fig 2).
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A B
Fig 2. A: Sun motif, enamel bowl of Seljuk era. Source: Ettinghausen, 1975. B: The sun motif
(«Ajaib al-Makhlugat», Qazvini). Source: Munich Bavarian Library.

Planet of Mars (Bahram/Persian): Mars is the fourth planet in the solar system. The Persian name
of this planet is Bahram, and Mars according to the Arabic-Greek language. Bahram or Warahran,
with the Avestan equivalent of «Verethragna» means victorious, warrior, and conqueror. In Persian
poetry, there are frequent references to Mars to remind us the characteristics of anger and valor,
which is reminded as Bloody Mars, Haider-e Razm-e Falak (the warrior of felucca battle), and Mars,
the Warrior (Mosafa, 1978, 730). This star has been the God of War according to Iranian, Greek, and
Roman fiction; Thereby, astrologists have considered Mars as the star of cruel soldiers and rulers, a
representative for thieves and corrupters (Mosafa, 1978, 729). In the first figure, the enamel bowl,
the planet of Mars appeared as a warrior with a Mongolian face, sitting in a cross-legged position,
holding a sword on his left shoulder with a severed head in his right hand. There is a circle around
the head of the warrior in which the eyes are looking to the right side. The golden, brown, and juniper
colors have been used in this figure. In the second figure, the book «Ajaib al-Makhlugat» (the copy
of Bavarian Library), Mars is depicted as a red-robed warrior sitting on a throne, with a sword in his
right hand and a severed head in his left hand, while looking at the front side. The ocher, red, and
dark blue colors have been used in drawing the figure. Despite the damage of figure faced, the design
of the clothes clearly shows that a man is depicted. The ocher, red, and azure colors have been used
in drawing the figure (Fig 3).
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Fig 3. A: The motif of Mars in the Seljuk enamel bowl. Source: Ettinghausen, 1975. B: The place o
according to the book «Ajaib al-Makhlugat». Source: Munich Bavarian Library.

Fig 4. A: The motif of Mercury in the Seljuk enamel bowl. Source: Ettinghausen, 1975. B: The plac
Mercury according to the book «Ajaib al-Makhlugat». Source: Munich Bavarian Library.

Planet of Mercury (Tir/ in Persian: Arrow): It is the closest planet to the Sun. Mercury is
the smallest and fastest planet in the solar system. This planet is known as an evasive planet,
which is why the ancient Iranians called it Tir which means an edgy arrow. In ancient Rome,
it was also known as «Mercury» or «Messanger of the Gods»; In ancient Greece, it was
called «Hermes» or «God of Speed». In astrology, the planet Mars is the star attributed to
poets, sages, medics, painters, merchants, marketers, and others. It has also been referred to
in Persian poetries as Kateb-e Gardoon (The scriber of the sphere), Akhtar-e Danesh (Star
of Knowledge), Dabir-e Anjom (Secretary of Stars), and Kateb-e Alavi (Ghahari Gigolo &
Mohammadzadeh, 2010, 13). In Persian and Arabic literature, Mercury is also known as
Dabir-e Falak, which means the secretary of the planets. Based on these explanations, the
illustrated books, it is representing a sitting scriber man. In the first figure, the enamel bowl,
Mercury is depicted as a scriber man, representing Mongolian Turkish clothes and
appearance, sitting cross-legged, looking right side, while holding a pen in his right hand.

9
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A circle outlines the figure's head from the background (Fig 4). The gold, ocher, and blue
colors have been used in creating this work. In the second figure, the book «Ajaib al-
Makhlugat» (The copy of Bavarian library), Mercury is depicted as a scriber man, in Persian
clothes and appearance, with a pillow at the back of his head, sitting cross-legged, looking
at the left side, while holding a pen in his right hand. A colored circle outlines the figure's
head from the background. The ocher, pink and blue-green colors can be seen in this artwork

(Fig 4).

Venus (Zohreh/Nahid in Persian): Venus is the second planet after Mercury in the solar
system. «Venus» in Latin and ancient Greek mythology was derived initially from the
goddess of love and beauty (Aphrodite) in ancient Roman. In Persian literature, Venus is
referred to as Nahid and Bidokht, the latter in ancient Persian literature was referred to as
Baghdokht and means «the Daughter of God». The other names of the planet are Anahita,
Anahid or Nahid means purity and perfection, which refers to the guardian angels of water.
According to the rules of astrology, this planet is described by characteristics like adornment
and luxury, star of women, pleasure, and happiness, sarcasm and false swearing, love and
elegance. In Persian literature, the planet Venus is known as a woman who plays the string,
and the music, and the woman who sings, as the name of Venus or Zohreh in Persian is
associated with poems, and resembles singing and playing (Mosafa, 1978, 345). In the first
figure, the enamel bowl, Venus resembles a woman playing the harp, and balbas with a
Mongolian Turkish appearance, sitting cross-legged, looking to the right side, and holding
a club in her right hand. The device of Barbat or Barbud is in harmony with the circle form
surrounding the figure and outlines the background by its color (Fig 5). The golden, maroon,
light brown, and blue colors have been used in this figure. In the second figure, the book
«Ajaib al-Makhlugat» (The copy of Bavarian library), Venus is depicted as a woman
playing harp, in a Persian dress and appearance, with a pillow at the back of the head, sitting
cross-legged position, looking at the right side, and holding a club in the right hand.
Although the figure is rather damaged, the type of design and clothes represents a woman.
The ocher, orange and blue colors have been used for drawing it (Fig 5).

Fig 5. A: Venus in the Seljuk enamel bowl. Source: Ettinghausen, 1975. B: The place of Venus in
the book «Ajaib al-Makhlugat». Source: Munich Bavarian Library.

10
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A B
Fig 6. A: The motif of Moon/Qamar in the Seljuk enamel bowl. Source: Ettinghausen, 1975. B:
The motif of Moon/Qamar in the book «Ajaib al-Makhlugat». Source: Munich Bavarian Library

Planet of Saturn (Keyvan): After Jupiter, Saturn is the second-largest planet in the solar
system and the most distant planet that ancient astronomers could see at that time. This
planet is named after the Roman god of agriculture and wealth who was also the father of
Jupiter. This planet was an ancient Roman god of agriculture and wealth which was known
as the father of Jupiter. «God Saturnus» was associated with the planet Saturn and the god
of agriculture in ancient Rome. This planet was known to early humans, including
Babylonians and Far Eastern astronomers. The name of this planet was inspired by the
ancient Roman god Saturnus, which was known as «Cronus» in ancient Greeks. The
Romans identified the planet Saturn with the Greek goddess Kronos. Saturn or Zohal in
Persian, means «to be distant or remote». According to astrologers the planet Saturn is
attributed to the lord of castles, elders and peasants, past families, black slaves, desert
dwellers, ordinary people, and ascetics with no knowledge, and it is referred to as ignorance,
greed, grudge, malice, conflict and laziness (Mosfa, 1978, 237). In the first figure, the
enamel bowl, the planet Saturn/Keyvan is depicted in the form of a man in Western clothes
and appearance, in a sitting position facing right, holding two ax-like weapons in both hands
with a colored circle behind his head (Fig 7). The artist has used golden, maroon, light
brown and blue colors in drawing the figure. In the second figure, the book «Ajaib al-
Makhlugat» (The copy of Bavarian library), Saturn is depicted in the form of a man in
Western clothes and appearance, sitting on a chair facing right, wearing a long cone-shaped
hat, with a long sickle on his left shoulder. The artist has used ocher, orange, and blue colors
in drawing the figure (Fig 7).
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Fig 7. A: Saturn in the Seljuk enamel bowl. Source: Ettinghausen, 1975. B: Saturn motif in the book
«Ajaib al-Makhlugat». Source: Munich Bavarian Library.

Fig 8. A: Jupiter in Seljuk enamel bowl. Source: Ettinghausen, 1975. B: Jupiter in «Ajaib al-Makhlugat».
Source: Munich Bavarian Library.

Jupiter (Hormuz): It is the largest planet in our solar system, which was known as «Zeus»
in ancient Greek and «Jupiter» (God of nature) in ancient Rome. In Arabic, it is also called
Khatib (lecturer) and Judge in Heaven. Jupiter in ancient Iran, was worshiped as the bright/
shining god of the sky (Hormazd/ Hormuzd) which dates back to the mehr religion and even
earlier. «Ahuramazda» in the Zoroastrian religion, was the same belief as Hormuzd or
Urmuzd and according to astronomical rules, Hormuz planet is the star attributed to judges,
scholars, nobles, the owners and lords of astrologers and God-fearers or God-worshippers
Tarsayans (Mosafa, 1987, 736). In the first case, the enamel bowl, the planet Jupiter or
Hormuz is depicted as a man with a beard in Mongolian Turkish dress and appearance, who
is sitting facing right, holding a book-like object in his left hand, raising his right hand, with
a colored circle behind his head (Fig 8). The artist has used golden, maroon, light brown
and blue colors in drawing the figure. In the second figure, the book «Ajaib al-Makhlugat»
(The copy of Bavarian library), the planet Hormuz is depicted in the form of an old man
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with Persian clothes and appearance, sitting facing right, with a small device in his left hand
and a larger device in his right hand with a pillow behind his head. The artist has used the
colors of ocher, orange, and blue in drawing the figure (Fig 8).

Textual Relations between the two figures (case studies)

According to the theory of Genette, texts have different visual or verbal signs. If these texts
follow the same sign or models, then they are either in a transtextual (Intra-sign/Intra-
semiotic) or (The same semiotic order); Otherwise, their communication will be of inter-
textual semiotic relation (Namvar Motlagh, 2015, 260-261). According to this concept,
there is an intra-semiotic relation between the case studies of this research, and both follow
a pictorial system. Based on the theory of Genette, the target texts may follow two different
models arising from different cultures. If the texts belong to the same culture, their relations
are intra-cultural, and if the texts belong to different cultures, there is an inter-cultural
relationship between them (Namvar Motlagh, 2015, 260). Based on this, the target texts in
this research follow an intra-cultural relationship, as they belong to the same Iranian culture
in the Seljuk era. Due to not so long interval between the creation of these two texts, hypo-
text and hyper-text, they follow a transverse or simultaneous semiotic relation. If the works
under review belong to the same field, their relationship is called (Intra-discipline) and if
the works belong to different disciplines, there is an (Inter-discipline) relationship between
them. Based on this, the works in this research have had an interdisciplinary relationship,
as the first figure belongs to a pottery work and the second one belongs to the art of book
design (Table 5).

Table 5. Semiotic Relations between two case studies in the research. Source: Authors.

NO. Semiotic Relation Implication
1 Intra-Semiotic Two case studies follow the same pictorial order.
Two case studies belong to Persian/ Iranian

Intra-Cultural
culture.

2
3 | Transverse or simultaneous relation | Two case studies belong to the Seljuk era
4

Two case studies belong to two different fields:

Inter-disciplinary field (Hpo-text: pottery, Hyper-text: painting).

Typology of Hypertext

The French literary theorist, Gérard Genette defines two indicators (Function and
Relationship) for the typology of works, then classifies the works in one of the six types of
hypertext. Gérard Genette typologies of hypertext are: pastiche, charge, forgery, parody,
travestysman and transposition.

1. The Index of Function: This index examines the intention or effect of any action that
can be funny or humorous (Charge), humorous or serious (Namvar Motalagh, 2012). In
humorous function, the relation of the hypertext to the hypotext is for reproducing text,
along with a kind of humorous and entertaining aspect. In this textual relation, hypertext
follows a kind of devaluation and critical aspect compared to hypotext. In Forgerie,
hypertext aims to continue the work and translate the work, with literary and artistic
adaptations, and similar functions. Considering that the book «Ajaib al-Makhlugat» was
dedicated to the king of that time, it is almost certainly a royal official book that was ordered
by the court, and influenced by the pottery belonging to the court. Moreover, there is no
sign of criticism, devaluation, or humorous items. So, according to the indicator of function,
the influence kind of hypertext by hypotext is known as serious. Finally, based on the
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analysis of the hypertext and hypotext, the typology of the hypertext in the book «Ajaib al-
Makhlugat» is a kind of «transposition», that means, the hypertext influenced by its
hypotext, in another form and texture of reproduction. Transposition includes two fields of
visual and thematic forms. The hypertext in this research is classified as visual transposition,
as the theme and content have not changed, only the form or the appearance of the planets
has altered (transition from the Seljuk style of design to the Persian/Iranian one) and the
theme (Cosmology) has remained unchanged. Moreover, regarding the types of
transposition, it is a kind of artistic one, under the subgroup of inter-artistic transposition,
as the hypertext has been influenced by another art field; in other words, the hypotext and
hypertext belong to two different artistic disciplines (Table 6).

Table 6. Types and typology of Transposition. Source: Authors.

Types of Transposition Sub-type of Transposition
Literary 1 .Intralingual Transposition 2. Interlingual
1 Formal Transposition Transposition

Transposition Intra-artistic Transposition 2. Inter-artistic
Transposition
Thematic or Literary-Artistic 1. Transposition from literary type to artistic

Content Transpositior| Transposition 2.Transposition from artistic type to literary

Artistic Transposition

2. The Indicator of Textual Relation: According to the idea of Gérard Genetet, textual
relations mean the degree of adoption in the hypertext or the second text, to the hypotext or
the first text. This indicator deals with the Homogeneity or imitation and Transformation or
change of the hypertext compared to the hypotext. Genette then introduced his idea on
hypertextuality, based on two indicators of relations and function (Table 2). It seems that
the artist of «Ajaib al-Makhlugat» in adopting the pictorial figures of an enamel bowl, has
been loyal to the whole structure of the work, but not to design elements and details. In
other words, hypotext and hypertext in this study, have a relation of transformation kind, as
the hypertext is not completely following the hypotext. These changes are noticeable in four
types of transformation (Gender, shape, composition, and color).

2-1. Gender Transformation: In this kind of transformation, the changes in the figures'
gender of the two works have been considered. The seven planets have been personified in
the same sexual characteristic in both examples, except in one case in which the sun is
drawn as a female (The first figure), Sun, the Mistress, and in the second figure it is drawn
as a male, Sun, the Mister (Table 7).

Table 7. Gender Transformation in the two case studies. Source: Authors.

Planet Sun Mars | Mercury | Venus Moon Saturn | Jupiter
Gender Hypotext | Female | Male Male Female | Female | Male Male
Transformaiton | Hypertext | Male Male | Male Female | Female | Male Male

2-2. Formal Transformation: In this kind of transformation, the emphasis is on the
pictorial and formal changes of the two case studies compared to each other. There are
specific figurative changes in the hypertext, compared to hypotext, including changes in
appearance, the general appearance of the clothes, outfits, and other decorations. In the first
case study, the enamel bowl, which is known as hypotext here, the artist has used the
common Turkish-Mongolian dressing to personify the planets. As in most enamel pottery
of this time, the figures were characterized by round faces and elongated eyes, bigger heads
compared to the body, and a halo around the head to outline the background, which was
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under the influence of Manichean art; the clothes are decorated with geometric motifs
without wrinkles. As mentioned earlier, the human body of the planets is equipped with
some outfits, in harmony with the surrounding circle. In the figure, the book «Ajaib al-
Makhlugat» (The copy of Bavarian Library) as hypertext, the artist has not completely
followed the hypotext. Opposite to the hypotext, the artist has shown the Sun planet in a
male body. Moreover, to cover the planets with human dress, the common clothes of the
Abbasid have been shown. These clothes have been taken from the Sasanian dressing form
which has some wrinkles inspired by the influence of Byzantine art. The planets personified
in male form have beards similar to the Iranian/Persian and Semitic races. Also, as
mentioned above, in designing the outfits and other accessories, the artist has not completely
followed the hypotext (Table 8).

Table 8: Formal transformation in the two target figures. Source: Authors.

Planet Formal Transformation
Hypotext Hypertext
Sun Only the face is depicted in The figure is personified in Iranian appearance
Mongolian Turkish appearance (face & clothes)
Mars Mongolian Turkish face & clothes Persian face & clothes
Mercury Mongolian Turkish face & clothes Persian face & clothes
Venus Mongolian Turkish face & clothes Persian face & clothes
Moon Mongolian Turkish face & clothes Persian face & clothes
Open hairstyle A pillow behind the head
Saturn A figure in Western Turkish face & clothes, | The figure in Western appearance
while holding two axes (face & clothes) while holding a long sickle
Jupiter Mongolian Turkish face & clothes :egsi:?gv\tag:hﬁ]glﬁ]tgiza d

2-3. Transformation of Composition: In this type of transformation, organizing the
position of the work components is considered to create harmony and proportionality in the
whole and between different parts of the two figures. The composition of the figures in the
hypertext shows significant variations compared to the hypoext, including the angle of view
in the figures, the outfits, and the kind of tools in their hands. In the first figure, the enamel
bowl as the hypotext, all planets are facing to their right side, except for the moon which is
facing the front side. In the second figure, the book «Ajaib al-Makhlughat» as the hypertext,
three planets are looking to the right side, three planets facing the front side and only
Mercury is looking to the left side. Opposite to the hypotext, the work’s creator has
personified the sun in a male body with a sword in his hand. In Mars, the place of the sword
and the severed head has been replaced. In Mercury, a pillow has been added to the back of
the figure's head. Venus is presented in a square shape, despite the hypotext; Moreover, the
bow in her hand has a triangular shape. In moon, the lady moon is holding the circle facing
her face. In Saturn, a chair and a long sickle with a long trumpet-shaped hat have been added
to the figure. The outfits used for designing Jupiter planet have also been changed and a
pillow has been added to the back of the figure's head (Table 9).
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Table 9. Transformation of composition in the two case studies. Source: Authors.
Transposition of Composition

Planet Hypotext Hypertext
The figure is shown on a royal throne
Sun The figure is facing the right side or robes, a sword on his knees, facing to the
front side in a round face
Holding a sword on his left shoulder and A sword in his right hand, a severed
Mars a severed head in the right hand, facing head in his left hand, looking at the
to the right side Front.

A pillow on the back of the head,
cross-legged position, facing the left side,
a pen in the right hand, and a circle around

In a cross-legged position, facing
Mercury|right side, holding a pen in his right hand
with a circle around his head

his head.
In a cross-legged position, facing to the A pillow on the back of the head, in
Venus right side, having a plectrum in the right hand, |cross-legged position facing to the right side, a
Barbat or Oud in a circle shape, club in the right hand, the face of the
colored circle behind the figure. the figure is distorted.

Sitting in a cross-legged position, looking
at the front, a circle in front of
the figure, a pillow at the back of the head,

Sitting in a cross-legged position, looking
Moon at the front, a colored circle in front of

the figure distorted face
Seated facing the right side, holding two Seating on a chair facing the right side, a long con
Saturn |ax-like weapon in both hands and a colored or trumpet-like cap, long sickle in the left hand
circle behind the head holding on shoulder
Seating position, facing right side, An old man in a Persian dress and face,
Jupiter |book-like object in left hand, right hand sitting facing the right side, two tools in
raised and colored circle behind the head. both hands, a pillow behind his head.

2-4. Color Transformation: In this kind of transformation, the emphasis is on the color
changes of the two figures and their components compared to each other. There are
significant changes in the coloring of the figures compared to the hypotext. In the first
figure, the enamel bowl, which is known as hypotext here, generally the colors show dark
and rough tonalities, while in the second figure, the book «Ajaib al-Makhlugat» (copy of
the Bavarian Library), as a hypertext, the artist has used more transparent and brighter colors
for planets and related components compared to the hypotext. Light blue has been used
instead of dark blue in the hypotext and light brown color instead of dark maroon color.
Also, instead of golden color, light and yellow colors have been used (Table 10).

Table 10. Color transformation in the two case studies. Source: Authors.

Color Transposition

Planet

Hypotext Hypertext
Sun Golden, maroon, blue Ocher, blue, and red
Mars Golden, brown, and maroon Ocher, blue, and red
Mercury |Golden, maroon, and blue Ocher, pink, and green
Venus Golden, maroon, brown and blue Ocher, orange, and blue
Moon Golden, maroon, brown and blue Ocher, pink, orange, and blue
Saturn Golden, maroon, brown and blue Ocher, orange, and blue
Jupiter Golden, maroon, brown and blue Ocher, orange, and blue
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Conclusion

Art in Persian territory has always been a constant current from the beginning to the present
time and has followed an evolutionary process; artists in all historical times have been fully
aware of the past art and struggled to develop and prosper the art of their time to its highest
level by taking advantage of the past experiences. Considering it, in this research, an attempt
has been made to study and analyze the inspiration for the design and drawing of the seven
planets in the book «Ajaib al-Makhlugat» (the copy of Bavarian Library) from an enamel
bowl in the Seljuk era, based on the hypertextuality of Gerard Genette. In response to the
first question to know which type of hypertextuality is more followed under the influence
of the planets figure in the book «Ajaib al-Makhlugat» inspired by the enamel bowl in the
Seljuk era, the following can be concluded: According to the literature review of the
research, it can be concluded that the planets design in the second figure, «Ajaib al-
Makhlugat» (thecopy of Bavarian Library) as the hypertext here, shows kind of
transformation or changes compared to the hypotext. Moreover, considering the
functionality, it is placed in the serious category; as a result, according to hypertextuality of
Gerard Genette, it is categorized as textual transposition or a transformation with a serious
function. In response to the second question, to know what changes have been made in the
design of the planets in this influencing process, it can be mentioned that there are four
examples of variation and transformation: (gender, form, composition, and color). Although
the artist was influenced by a hypotext of his time in creating the illustrations and motifs of
the book «Ajaib al-Makhlugat», but he did not limit himself to repetition and imitation and
insisted the artist used his creativity. In other words, the artist of the book «Ajaib al-
Makhlugat» has not imitatively followed the artists of his time and has gone beyond his
hypotext, as he is more influenced by the Persian traditional painting and his society. In the
process of creating hypertext and the influence of the author of the book "Ajaib al-
Makhlugat™ from the artist of the enamel bowl, due to the difference in the cultural, artistic,
and social background, the hypertext has shown a kind of transformation. The changes in
the figures of the seven planets of «Ajaib al-Makhlugat» in addition to creating a new and
independent work, have also created a hypertext related to the art and society of its time in
which the work has been created. In some parts of the paintings, the artist refers to the
cultural-artistic and social characteristics of the Persian society, for example, using Iranian
common clothes in Abbasid miniatures, the fluid and dynamic lines around the figures, the
creation of wrinkles in the clothes of the figures, and the design of the figures according to
Persian appearances all refer to the aesthetic rules of Iranian painting. Finally, it can be
concluded that although the painter of the seven planets in the target book was influenced
by work with Turkish Seljuk cultural-artistic characteristics, he created an independent
novel work by applying thoughtful adaptations in which the culture and tradition of
Iranian/Persian techniques of painting have been continued.
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Abstract
Introduction: «Orphism» is one of the most important artistic movements in world art history, and its bright colors
and circular shape are among its most essential features. This movement is a branch of «Cubism» style. Cubism
was an advancement in art that influenced artists to abandon existing traditions and form new movements, such as
Orphism. The present research first examines the color and form in the works of Orphism, and in order to
investigate its evolution, it examines the color and geometric shapes in Cubism to discover the factors that cause
changes in the transition from Cubism to Orphism. Then, it explores what is so powerful about the circle shape
that drives artists to use it to convey ideas. This research aims to investigate the emergence of bright circles in
Orphism based on the evolution of the color element and geometric shapes in the transition from Cubism to
Orphism and to identify these developments in the works of artists such as Picasso, Braque, Gris, Delaunay, and
Kupka.
Research Method: The current research method is descriptive-analytical, and data collection is conducted using
documents and library materials, such as note-taking and photo reading. The statistical population of this research
is thirteen paintings in Cubism and Orphism styles.
Findings: The circle shape was the best way to evoke music due to its endless and continuous movement in
combination with bright and vibrant colors. When music is depicted, the evidence shows that abstraction and
reaching something beyond the material world are concerns for them; this is one of the other reasons for choosing
the circle shape, which symbolizes the reflection of the world, unity, sublimity, integrity, and divine nature. The
representation of movement, music, and celestial symbols with bright, vibrant colors and a circular shape in the
works of Orphism can be seen as the continuation of the geometry of Cubism, and on the other hand, compared
them with everyday day and earthly scenes, such as nature and still life with limited colors and dimensions of
Cubism.
Conclusion: Cubist artists with a realistic mentality sought to express earthly and material events. Orphisms
followed an extraterrestrial and spiritual point of view and displayed it in their works with bright circles, one of
the oldest meaningful symbols of humanity.
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Introduction and Problem Definition

Orphism is an art movement that relies on the feeling of pure color as a means of
expression and structure. This movement was always considered a branch of
Cubism. Due to the innovation in the way of seeing, Cubism was considered the
most revolutionary and predominant artistic movement of the 20" century, which
had a significant impact on artistic productions with a different approach and caused
many changes after itself, and eventually led to the creation of new trends such as
Orphism. In the Orphism movement, the form moved away from simple subjects
and still life, based on the geometry of the cone, cylinder, and sphere, which were
the favorites of Cubism artists, and moved towards pure abstraction until the circle
became the central element of Orphism artists. Another significant development in
the transition from Cubism to Orphism was the emergence of Orphism's vibrant
color palette in contrast to the primarily monochromatic compositions of Cubism.
Robert Delaunay, who was considered the pioneer of Orphism, saw color as an
element that could create rhythm and movement as well as the lines and forms of
Cubism. Accordingly, the combination of bright colors and circular forms, in
general, changed the structure and content of art. Therefore, the current research
aims to investigate the emergence of bright circles in Orphism based on the
transformation of the color element and geometric shapes in the transition from
Cubism to Orphism, according to the works of several artists. In this regard, the
works of each artist are studied based on their attitude and approach to form and
color. Finally, by examining the course of evolution from Cubism to Orphism and
comparing the works of artists of these two movements, their discrepancies in form
and color are determined. In line with the aims mentioned above, an attempt has
been made to answer the following questions: How are the color and geometry in
each of the works of Cubism and Orphism artists? On what basis did the
developments in the color element and geometric shapes happen during Orphism?
What has made the circle shape become a lasting and recurring element over time?
The present research has tried to achieve a clear understanding of the changes in the
geometric forms and colors used in the works of Orphism.
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Research Method

The current research method is descriptive-analytical, and data collection is
conducted using library materials, such as note-taking and photo reading. In the
process of this research, the desired information was collected using written
documents from library sources and databases, and then the description, analysis,
and evaluation were continued. The data analysis method is qualitative. The
statistical community is a sample of paintings by the artists «Picasso», «Braque»,
«Gris», «Delaunay», and «Kupka», in the styles of Cubism and Orphism. The
intended time frame is the beginning of the 20" century, and it has been carried out
in the territory of European geography. In the present research, the works of two
styles have been studied based on changes in color and geometry.

Research Background

Many studies have been done so far about Cubism. One of the essential articles that
examines Cubism is «Modern art and movements influencing it» by «Gudarzparvari
and Zaimran» (2012). This article explores the most critical work of Cubism (The
Young Ladies of Avignon). The result suggests that Cubism describes the
foundation of its approach in the art of simplification, and Cubism artists
summarized their works in the realm of geometric shapes and volumes. In his thesis
entitled «Comparative study of the painting works of the school of Futurism with
the school of Cubism having an emphasis on time and movement», «Zamani
Tehrani» (2021) discussed items such as the dimension of time in Cubism and
compared it with Futurism. He concluded that the compositions of Cubism do not
exist in the real world if they are inspired by nature. At the same time, Futurism
praised the modern world, the machines, speed, and violence. Regarding the
background of studies on Orphism, investigations by «Chipp» (1958), an art
historian and critic, can be mentioned, who, in the article entitled «Orphism and
color theory» examines the origins, development, and importance of Orphism on the
broader framework of modern art. He deals with the theories and techniques used
by Orphism artists. Generally, Chipp's writings on Orphism and color theory
provide valuable insights into the artistic philosophy and strategies employed by
Orphism painters, as well as a broader understanding of art.
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Color and Geometric Shapes in Cubism

Cubism artists tried to present the totality of a phenomenon at once on a two-
dimensional level. They tried to express the...ir mentality of objects and creatures in
the form of geometric shapes (Seyed Hosseini, 1997, 731). Picasso and Braque, two
of the most influential artists of this style, stated that the two-dimensional and flat
space cannot show multiple perspectives realistically (Stokstad, 2017, 486). During
its first six years, from 1906 to 1912, Cubism has been called Analytical Cubism
because of the gradual breakdown or disintegration of natural forms. In this period,
color was gradually eliminated in the works of artists, especially Braque and Picasso
(Barr, 1936, 78). By limiting themselves to brown, ochre, green, and gray shades,
they emphasized the form of their work (Bocola, 2014, 169); as in work entitled
«My Pretty Girl», the association of music can be seen by placing the treble clef at
the bottom of the work close to the stenciled letters. The name of this work is taken
from a famous song. Although this image has lost its conventional legibility, it
displays a traditional and familiar subject created with limited brown and gray colors
(Fig 1). Referring to the mentioned work, it can be seen that Picasso remained
indifferent to the temptation of color. It is clear that the literary expression that was
present in his earlier works has disappeared, and a reflection of the form that
maintains loyalty to nature has begun to take shape (Kahnweiler, 2008, 6). «Georges
Braque», one of the other famous artists of this style, used Cézanne's color passage
technique to connect all the elements on the same level. Instead of breaking a form,
Braque gathers the broken elements together and reassembles them. In fact, the
shapes have turned into spherical, cylindrical, and conical shapes, which, according
to Cézanne, are the constituent parts of natural forms (Pakbaz, 2016, 480). In the
work entitled «Vilon and Candlestick», it seems that the artist has fragmented the
image into broken geometric forms that are simple in size and put them together to
create the shape of an instrument and a candlestick (Fig 2).

23

PAYKAREH, Journal of Art Faculty, Shahid Chamran University of Ahvaz



PAYKAREH

Volume 13 Issue 35 Spring 2024 Pages 20-35

Fig 1. «My Pretty Girl», Pablo Picasso,
1911-12 AD.
Source: Pablo Picasso, May 28, 2023

Fig 2. «Violin and Candlestick», Georges
Braque, 1910 A.D.

Source: Georges Brague and his paintings,
June 17, 2023.
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In the development of Analytical Cubism, the disintegrated image of the natural
body gradually took on a more abstract geometric form. In inanimate nature, every
object seems to be an invented geometrical form; therefore, they can be considered
not an analysis but a construction or synthesis.

Fig 3. «A Table in a Cafe», Juan Gris, 1912 A.D.
Source: Juan Gris, June 19, 2023.

Fig 4. «Violin and Checkerboard», Juan Gris, 1913
A.D.
Source: Juan Gris, June 19, 2023.
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The second phase of Cubism is known as Synthetic Cubism because, in this method,
the artist created motifs by combining more superficial elements like chemical
processes (Stokstad, 2017, 487). At this stage, the Spanish «Juan Gris» joins Braque
and Picasso and simplifies the structure of his paintings (Bocola, 2014, 169-170).
Gris produced works such as «A Table in a Cafe», in which conventional modeling
was abandoned and the tones became almost monochromatic (Fig 3). Before that,
such an approach was seen in the works of Picasso and Braque in 1911, who used
limited tones of gray, green, and brown, while Gris's palette was seen with a
different brilliance that was often not found in the analytical-cubist works of his
colleagues (Soby, 1958, 20-25). In this period, Braque and Picasso used the pure
elements of form to create a new reality; thus, the image itself became an object
(Bocola, 2014, 169-170). By 1913, like Picasso and Braque, Gris began to enrich
the color and form of his paintings, in a word, progressing from Analytical to what
is commonly called Synthetic Cubism (Soby, 1958, 22). In work «Violin and
Checkerboard», color variation is the first thing that separates his work from the
Cubism works before him (Picasso and Braque). Bright blue, yellow, green, and
orange colors are the main characteristics of Gris' works, which are combined with
geometric shapes (Fig 4). In fact, it can be said that Gris brought color back to
Cubism painting in his experiences (Pakbaz, 2016, 428). Gradually, Gris became an
important colorist (Soby, 1958, 32). Color in Gris' works was a new phenomenon
that could influence contemporary or later trends.

Color and Geometric Shapes in Orphism

During 1911-1912, Picasso and Braque were very close to abstract and geometric
design in their Cubism and still life works; however, in these years, two painters
«Delaunay» and «Kupka» moved further and depicted the first pure abstractions in
Western Europe (Barr, 1936, 73), which was called «Orphism» movement. Robert
Delaunay, who is considered the pioneer of this movement, saw color as an element
that could create rhythm and movement with the same power as Cubism's lines and
forms (Chilvers & Osborne, 2003, 41-42). He longed for non-figurative painting
based on the optical properties of bright and prismatic colors to function as form
(Chipp, 1958). In 1912, Delaunay brought forward windows wholly painted in
bright rainbow colors (Barr, 1936, 82). By examining the «Window» work, it is
understood that the geometric treatment of Orphism artists, including Delaunay, is
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different from that of Cubism artists. Delaunay's geometry with circular forms and
bright colors, as much as it follows the rigid geometry with the combination of
limited colors of the works of Cubism, also stands in front of it (Fig 5). The Orphic
paintings of Delaunay were manifested in his abstract paintings with rainbow colors,
which did not have any signs or references to objects. These works were mostly
admired for their enchanting richness of color. Orphic is defined as an occult mystic
who evokes the melodious and intricate music of «Orpheus» (Chilvers & Osborne,
2003, 41-42). In Greek mythology, Orpheus was known as a lyrical singer and
musician whose music was so glamorous that he tamed wild beasts and moved trees,
rocks, and rivers to gather around him and listen to his music (Locke, 1997).
Therefore, a connection between the myth of Orpheus and the musical sense of
Orphism's works can be established. What the painter used to express the musical
feeling to the audience was the circular forms of the circle with the combination of
bright colors that can be found in the work of «Rhythm». In addition, the name of
this work was chosen under the influence of music (Fig 6).

Fig 5. «Windows», Robert Delaunay, 1912 A.D.
Source: Robert Delaunay, June 10, 2023.

27

PAYKAREH, Journal of Art Faculty, Shahid Chamran University of Ahvaz



PAYKAREH

Volume 13 Issue 35 Spring 2024 Pages 20-35

Fig 6. «Rhythm», Robert Delaunay, 1912 A.D.
Source: Robert Delaunay, June 10, 2023.

The circle was the best form for Delaunay to convey the sense of movement. He
retained geometric shapes like Cubist artists; however, by changing the subject from
nature and still life to abstract forms, he tried to reflect something beyond the
material world. Based on the concepts followed by the circle, Delaunay could be
searching for the reflection of the meaning of the world and himself. In fact, in the
continuation of his experiences, he reached absolute abstraction, which sometimes
gave a colorful interpretation of the objective world (Pakbaz, 2016, 221-222). It is
clear that Delaunay was also using the interplay of colors instead of lines to define
forms. He used color as the most illustrative means of expression because he was a
lyrical painter by nature (Cooper, 2011, 83). As mentioned above, in the works of
Robert Delaunay, circular shapes are of particular importance. Since 1906, they
appear as landscapes composed of circles and discs or «circular-sun shapes», where
the sun is surrounded by dynamic concentric circles that cover the entire sky, and
due to the «sun and moonx effect, the rotating suns, with their huge orbits, intersect.
It seems that these multi-colored circles and rings, which are reminiscent of the
circulation of light, were born from observing the sun (De Beaucorps, 2017, 112)
(Fig 7). Delaunay often uses the words «Sun and Moon> in the titles of his paintings
in order to make his paintings more understandable and to protect them from
superficial and tasteless interpretations. On the one hand, he likes paintings that use
musical language. On the other hand, he does not want to cut his connection with
the realities of everyday life (Lynton, 2003, 81-84), and this view made him adapt
his art to these two opposing trends.
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Fig 7. The Sun and the Moon, Robert
Delaunay, 1913.
Source: Robert Delaunay, June 10, 2023.

In connection with Orphism, Apollinaire mentioned Frank Kupka, one of the most
unknown but early pioneers of abstract painting. Kupka was never a Cubist, but in
1911, he worked in a simple, almost abstract 'neo-impressionist' technique, leading
to his 1912 work «Newton's Discs», which seems to have anticipated Delaunay's
discs (Fig 8). Kupka's art, like Delaunay's, reflects music not only in the titles of his
works, but also through subject, form, and color, revealing a profound purpose for
creating «musical» art during the 1890s and throughout his career. In 1912, he
further simplified this effect, showing a pattern of circular and oval lines enclosing
the red and blue areas (Barr, 1936, 73). It seems that Kupka, like Delaunay, has used
circular forms and bright color combinations to express the sense of music that can
be found in the naming of his works (Fig 9).

Fig 8. «Newton's Discs», Frank Kupka,
1912.
Source: Robert Delaunay, June 10, 2023.
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Fig 9. Amorpha: Fugue in Two Colors.
Frank Kupka, 1912,
Source: Robert Delaunay, June 10, 2023.

Another reason for Kupka's tendency towards the circular form can be examined
based on his lifestyle; he was a clergyman throughout his life (Bonsdorff, 2019).
Kupka's mystical Orphism is based on the belief in life as a unified moving essence,
understood spiritually or scientifically, or both (Taylor-Horrex & Spate, 1982).
Accordingly, we can understand why Kupka used the circular form many times.
Kupka believed that the principles of spiritual reality and cosmic order are hidden
in nature, and the role of the artist's higher consciousness is not to copy nature but
to create a parallel order (Bonsdorff, 2019); this can be another reason for using the
circle. According to «Jung», the way of artistic expression had undergone changes
that could be justified by the living conditions of the people of their time. The circle
no longer comprises the world that covers the entire painting. Sometimes, the painter
takes the dominant aspect from it and puts a number of relatively irregular and frail
circles in its place; sometimes, he draws the circle asymmetrically (Jung, 2021, 377),
which can be seen in the works of Orphism artists.
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Conclusion

Evolutions in the structure and content of artworks have always been influenced by
different factors, such as social conditions and cultural changes, which have led to
changes in the subject, shape, technique, color, and presentation of works in
different styles. In the present study, two styles of Cubism and Orphism were
explored, and the factors that caused the change of form and color structure in the
transition from Cubism to Orphism were investigated. Cubists showed typical and
traditional subjects such as nature and still life using simple volumes such as
spheres, cylinders, and cones with limited colors; therefore, they tried to show
common, logical, and earthly subjects in their own way, while the color and
geometry in Orphism underwent dramatic changes, and bright colors and the
element of movement were taken into consideration. Influenced by music and
achieving something beyond the material world, the Orphisms chose the shape of a
circle to show movement, fluidity, and smoothness, while in the works of Cubism,
all the elements in their most stable state with the help of geometric volumes showed
a natural and everyday synthesis. When music is depicted, it can be seen that
abstraction and reaching something beyond the material world was a concern for
them; this is one of the other reasons for choosing the circle shape, which was a
symbol of the reflection of the world, unity, sublimity, integrity, and divine nature.
With innumerable circles, they showed a combination of heaven beyond the material
world. Accordingly, some of their works were named after astronomical and
celestial signs such as the sun and the moon. Therefore, one can look for the circle
in the oldest symbols of humanity and find out that its repetition in different
historical periods was due to the concepts that always attracted the attention of
humanity, which led to its permanence. Also, the representation of movement,
music, and celestial symbols with bright and vibrant colors and a circular shape in
the works of Orphism can be seen as the continuation of the geometry of Cubism,
and on the other hand, they can be placed in front of the display of every day and
earthly scenes, such as nature and still life with limited colors and cubism volumes.
Therefore, it can be concluded that Cubism artists with a realistic mentality sought
to express earthly and material events, while Orphisms followed an extraterrestrial
and spiritual point of view and displayed it in their works with bright circles, which
were one of the oldest meaningful symbols of humanity.
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Abstract
Introduction: Wallpaper is one of the oldest and the most widely used decorations in interior architecture in the
world, and it has undergone numerous changes so far. Also, besides the evolution in the methods of producing,
implementing, and renovating, as well as the complexity and ambiguity of the developments related to this
decoration, the sources of its evolution and production methods have been limited and scattered. At the same time,
how wallpaper entered Iran, the pioneers of wallpaper in Iran, and their style of choosing types of wallpaper have
been largely neglected. The questions of the present research are: «Who are the pioneers of wallpaper in the world
and Iran?», «How was the Qajar courtiers' encounter with wallpaper technology?», and «In the evolution of
wallpaper, what factors directed this industry to reach its present form?»

Research Method: The present research is conducted using a descriptive-analytical method, and its data collection
is based on the field, library, and internet sources.

Findings: The results indicate that despite the distinct opinions of researchers, in the middle of the 15" century,
the French pioneered the use of wallpaper in today's sense. The variety in design, color, implementation, and
installation could transform it from a worthless product to a product that is a sign of aristocracy and luxury.
Therefore, it was used in the homes of kings, courtiers, and merchants in Europe and Iran during the Qajar period.
Naser al-Din Shah was the first addressee of this product in Iran. After him, the Qajar courtiers used imported
wallpapers to satisfy the sense of modernity and keep pace with the global style. Another finding of the present
study is the extent of the design, motif, technique, and space used for wallpaper in Vasigh Ansari's House, which
has turned this collection into a wallpaper treasure of the Qajar period.

Conclusion: China (due to the invention of paper and its various uses) and France (due to inventions and progress
in wallpaper production until the 19" century) can be considered the founders of wallpaper. Concerning the
coincidence of the Era of Naser al-Din Shah with the popularity of wallpaper in the Victorian period, it can be said
that the use of wallpaper in Iran by the Qajar court is a reflection of global taste and the political-social conditions
of this era.

Keywords
Qajar Architectural Decoration, Wallpaper, Velvet Paper, Marbled Paper, Flock

How to cite this article: Babaei Kale-Masihi, Z, & Yazdani, M. (2024). Chronology and Typology of Wallpaper in the
World until the 19" Century A. D. and the Encounter of Qajar Courtiers with it. Paykareh, 13 (35), 36-57.
DOI: 10.22055/PYK.2024.18821

@' BY NC ©2024 by the Authours. This article is an open access

article distributed under the terms and conditions of the Creative Commons
Attribution-NonCommercial 4.0 International (CC BY-NC 4.0 license)
https://creativecommons.org/licenses/by-nc/4.0

36

PAYKAREH, Journal of Art Faculty, Shahid Chamran University of Ahvaz


mailto:m.yazdani@aui.ac.ir
https://doi.org/10.22055/pyk.2024.18821
https://creativecommons.org/licenses/by-nc/4.0/deed.en_GB
https://orcid.org/0009-0005-8000-4742
https://orcid.org/0000-0001-8936-6751

PAYKAREH

Volume 13 Issue 35 Spring 2024 Pages 36-57

Introduction and Problem Definition

The history of wallpaper production probably begins with the first human motivation to
decorate the living environment. This thought has been one of the most essential elements
for the expansion of architectural decorations. The history of wall decoration goes back to
wall painting (Mural) inside caves around 40 to 30 thousand years ago. The trend of
diversity in decorating and expressing various concepts on the walls of buildings throughout
history necessitated the use of multiple tools, materials, and techniques of art of stone, brick,
stucco, tile, wood, mirror, glass, etc., which has faced significant changes so far. Today,
wall coverings have brought about a vast transformation in interior decoration, of which
wallpaper is one of the most important. Wallpaper in the Western world started with single
sheets using block prints and other simple printing techniques. Gradually, with the change
from single sheets to roll papers and the invention of the printing machine, today's wallpaper
emerged and evolved. These types of wall coverings, which entered Iran during the Qajar
period, were actually the continuation of the previous decorations with a new appearance
on paper and fabric, which were added to the decorations of this time with the expansion of
trade relations between the Qajar people and Europe. Wallpaper chronology is not merely
about having access to the history of paper, the evolution of patterns, and decorative designs
on paper, but rather presenting a unified and complex process of human technological
ingenuity over the centuries. Also, examining this history and the way societies deal with
this innovation leads to a better understanding of the process of change in utilization patterns
and tastes of different groups of societies. This research aims to investigate the historical
course and evolution of wallpapers from the beginning to the time of their arrival in Iran
during the Qajar period and seeks to answer the following questions: «Who are the pioneers
of wallpaper in the world and Iran?», «How did Qajar era Iranians encounter wallpaper
technology?», «In the evolution of wallpaper, what factors led this industry to reach its
present form?» In this regard, the history of wallpaper and its evolution trend will be
examined first. Then, the types of wallpaper will be identified and classified. In the end, the
influential factors in the introduction of wallpaper to Iran and Qajar palaces and houses
decorated with wallpaper will also be examined.

Research Method

The basis and method of the present research are descriptive, and the results are presented
based on observational data (textual and visual) and content analysis. Considering the focus
of this research on the expansion of knowledge in wallpaper history and technology in the
world and its search in the style of the Iranian court during the Qajar period, this research
is developmental from the point of view of the aim, and the data analysis has been done
qualitatively. The study community of this research consists of the available Qajar period
wallpapers in three palaces (Golestan Palace in Tehran, Shahrestanak Palace in Tehran, and
Baqcheh Jooq Palace in Maku) and three houses (Vasigh Ansari House in Isfahan, Ameri's
House in Kashan, and Sartip Sedehi's House in Khomeinishahr of Isfahan). The required
data has been collected using a combined method including documentary (library and
internet resources) and field methods along with photographing the wallpapers.
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Research Background

Wallpaper has been the focus of researchers from various perspectives. Regarding the origin
of wallpaper in the world, several viewpoints do not confirm a specific date. «Sanborn»
(1905), in the book entitled «Old Time Wallpapers» considers wallpaper to be an invention
of the Eastern world (China and Japan). He introduced the first American wallpapers.
«Sugden and Edmondson» (1926), in the book entitled «A History of English Wallpaper
1509-1914», consider the emergence of the first wallpapers to be in the late 14" century.
«Hammers» (1962) also, in her thesis entitled «A Brief History of Wallpaper» and «Hoskin»
(2005), in her article entitled «The Papered Wall», mentioned the technique of block
printing, marbled papers, velvet papers, etc., and believed that the first wallpapers appeared
in France at the end of the 15" century. «Kelly» (2015), in the research entitled «Toward a
history of Canadian wallpaper use» related to the history of Canadian wallpaper (1860-1935
A.D.), considers the first wallpaper to be associated with the 17" century around Western
Europe. «Wu» (2018), in her doctoral dissertation entitled «Chinese wallpaper, global
histories, and material culture», considered China as the origin of wallpaper and introduced
Chinese wallpaper as the mother culture of world wallpaper. In Iran, there are few studies
related to wallpaper. Places with wallpaper, especially Vasigh Ansari's House, was a
popular subject of researchers such as «Barekat» (1999), in a paper entitled «Study,
recognition, and restoration plan of Colonel Vasigh Ansari's House», «Karimi and
Holakuie» (2007), in a paper entitled «Technological investigation of paper wall coverings
of Vasigh Ansari's House in Isfahan», and «Noghani Behmiri» (2008), in a research entitled
«Technology and Pathology of wallpaper and fabrics of Vasigh Ansari's House», with a
conservation-restoration approach, which also briefly mentioned the history of wallpaper.
«Monjezi» (2015) has a brief look at the history of wallpaper in her thesis «Compilation of
the principles of wallpaper design in accordance with Iranian culture based on the Tabriz
carpet». «Hashemi Hosseinabadi» (2011), in her thesis entitled «Coexistence of arrays in
the decorations of Vasigh Ansari's House in Isfahan», «Mesine Asl» (2015), in her thesis
entitled «Wallpaper design based on the paintings of Sardar Maku's Palace», and «Babaei»
(2021), in the thesis entitled «The Comparative Study of Wall Textile and Wallpaper
Patterns in Qajar Houses», looked at Qajar wallpapers from the point of view of designs
and patterns. «Babaei, Yazdani, Zamani, and Jokar» (2022) in the article entitled «The
Status of Fabric and Paper Coverings on the Architectural Arrays of the Qajar Period in the
House of Vasigh Ansari in Isfahan», have introduced and categorized the wallpapers and
fabrics of the Vasigh Ansari's House with a descriptive-analytical approach. It seems that
the studies in the field of wallpaper in Iran have been mostly focused on archeology or
examining the designs and patterns in the houses of Isfahan. Accordingly, the present study,
focusing on the chronology of wallpaper in the world, examines the types of wallpaper and
the encounter of Qajar era courtiers with this product.

The Origin of Wallpaper in the World

Wallpaper is a kind of wall decoration to cover the surface deformations, prevent the
penetration of insects and dust, increase the strength of the wall, and, most importantly,
decorate the interior of the building (Kelly, 2015). The invention of these coverings brought
a vast evolution in the history of art and architecture in the world. It can be said that its main
origin is the time of the discovery of the first paper in the world. Based on some discoveries
(1933 A.D.) in Xinjiang, China, it was believed for a long time that «Ts’ai Lun» discovered
paper in 105 A.D. (Porter, 2010, 30); however, by finding some pieces of paper in
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«Shaanxi» and «Gansu», archaeologists have estimated the date of paper production in
China to the second century B.C. (Eliot & Rose, 2009, 99). The art of papermaking was
transferred to Iran in the middle of the 2™ century A.H. by the captives of Chinese
papermakers in the war between the Abbasids and China (Mayel Heravi, 1993, 16). After
that, the Islamic lands were the suppliers of the paper needed by Europe until this technique
reached France (Kargar & Sarikhani, 2011, 174). After being exported to Europe, paper
made in Eastern countries was sold in a new industrial form with a different application
under the name of wallpaper. It seems that the first trace of these modern wall coverings
was seen centuries ago in the architectural decorations of Iran and the world, such as wall
painting, Pateh works!, Canvas-Marouflage murals?, and curtain making in the decoration
of houses and palaces. In medieval Europe, the first class of society installed large patterned
curtains (Tapestry) on the walls of their houses, which served as insulation in addition to
the decorative aspect; however, the semi-prosperous and poor class, who could not afford
these curtains, either because of the high price or lack of availability, turned to wallpaper.
If the wall hangings are considered the origin of today's wallpaper, the viewpoint of
«Castro» is worthy of consideration. He considered the first wallpaper to be from the
beginning of the 13" century in Europe in the houses of religious people, which were made
with the theme of religious icons (Monjezi, 2015). Although «Sugden and Edmondson»
also attribute wallpaper to religious people, they consider the time of the emergence of the
first samples to be at the end of the 14™ century, which was reproduced by printing with
wooden blocks on cloth or paper (Sugden & Edmondson, 1926, 99). From the 15" century
onwards, paper was an essential medium for publishing text and images (Wisse, 2005, 13).
According to «Hammers», this industry was created at the end of the 15" century. She
considers the history of the use of wallpaper to be indeterminate. Still, she writes that in
1481, Louis Xl ordered fifty large rolls of paper with the design of blue angels to
Bourdichon painters. Hammers also considers the French engraver Papillon Sr to be the
creator of modern wallpaper because she first designed repetitive motifs in 1675 in such a
way that they continued from one sheet to another. This method has been used in making
wallpapers yet (Hammers, 1962), while «Kelly» believes that wallpaper emerged around
1650 in Western Europe (Kelly, 2015). The disagreement among different researchers
regarding the origin of wallpaper is inevitable. Of course, the organic structure of paper, its
vulnerability to environmental factors, and its fragility have caused the oldest samples of
available wallpaper to be from the 18" century (Hoskin, 2005, 6). Up until the early 19"
century, the wallpaper industry made a significant advancement, but then it declined, and
wall painting became popular. At this time, producers improved this declining industry by
diversifying their motifs and increasing quality. The invention of wallpaper glue by
«Sichel» in 1888 A.D. (Garner, 2020) was a development that changed the method of
installing paper on a wooden frame or canvas to sticking directly on the wall (Hammers,
1962).

Typology of Wallpaper throughout History until the Qajar Era

With the popularity of paper wall coverings and the widespread use of them by European
people, small and large workshops around the world started mass production. With the
passage of time and during the development of this newly-established industry, various
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tools and facilities were created by the manufacturers to attract and satisfy the taste of
customers and surpass the competitors. The historical, geographical, and cultural
developments in the evolution of wallpaper led to the production of various coverings.
Accordingly, it seems that to understand the exact evolution of what has happened in the
past of this industry, the separation of wallpapers from different aspects should be taken
into consideration. Therefore, in this research, wallpaper up to the 19" century will be
examined in terms of theme, format, size, and construction technique (Diagram 1).

élllpnpcr Typology from the Beginning to the Qajar ]9

A

(Marl)ele‘l}{mnck Printing

Cotton ) Diagram 1.
( Paste )’{ ““"‘““‘““‘] Tapestry e - - oo oo ’ Wallpaper typology
- : Jouy Decorations )- — — — — — — " from the beginning to
ek Tehen Fove ot Room Sete ) — - - - ] the Qajar era. Source:
N e e TI IS P ,' Authors.

1. Classification of Wallpaper Based on Theme: Themes can reflect society's taste based
on culture, geography, time, special events, essential things in life, place, etc. It should be
considered that the theme of wallpapers until the 19" century was very dependent on the
way of making and performing wallpaper, culture and the order of the audience. In fact, the
themes of the wallpapers, which were usually printed or directly painted, have a lot to do
with the execution method and the type of wallpaper. Therefore, the theme is considered an
inseparable part of the technique and includes tapestry papers, Jouy decorations, Print Room
style papers, Chinese papers, etc., which will be thoroughly discussed in the categorization
of wallpaper based on the construction technique.

2. Classification of Wallpaper Based on Form and Size: One of the components to
distinguish types of wallpaper is their size, which is categorized into single sheets and rolls.
1-2. Single-Sheet Wallpaper: The background of wallpaper or wall hangings in France is
considered to belong to the survivors of the «<Domino» style (Sugden & Edmondson, 1926,
27). Dominoes were printed or manually colored sheets depicting religious scenes (Wisse,
2005, 13). These early single-sheet papers, apart from the design, were also varied in use,
and they were sometimes used to decorate the walls or ceiling. On the other hand, the same
papers decorated furniture, boxes, books, closets, chests, etc. (Hoskin, 2005, 6) and
prevented the entry of insects and dust (Kelly, 2015). According to Papillon, single-sheet
papers did not have much value at first, so they were used to decorate the houses of the
poorer classes in the suburbs of Paris; however, as they became popular, they were used in
all the luxurious houses of Paris until the end of the 17" century (Wisse, 2005, 14 &15).
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2-2. Roll Type Wallpaper: Joining single sheets together before printing provided the basis
for the emergence of wallpaper as an independent industry. Single sheets were rolled in
England in early 1693 A.D. (Kelly, 2015), and the first wallpaper printing machine was
invented in 1785 A.D. by «Oberkampf» in France (Garner, 2020). From another point of
view, the French «Robert» first built a small machine in 1799 that produced long papers,
and later, it was completed in England. In 1839, the wallpaper printing machine made by
«Potter» and «Ross» (Sugden & Edmondson, 1926, 123, 125 & 221) was recorded as an
invention in the cotton printing company located in Darwen, «Lancashire»
(https://vam.ac.uk Access date 16.4. 2023.). The mentioned machine included four colors,
and instead of a block, a roller was used to transfer the design onto the paper. This machine
was able to produce 400 rolls of paper per day. The eight-color printing machine was
introduced in the 1850s, and the twenty-color printing machine was introduced in 1874
(Garner, 2020). In general, long papers that were first manually printed (Fig 1) and then
patterned by a printing machine and whose installation was different from that of single
sheets are called rolled wallpaper. In fact, the history of this type of paper goes back to the
«Bourdichon» rolled wallpaper (1481) and Louis XI is considered the pioneer of its use
(Hammers, 1962).

3. Classification of Wallpaper Based on Construction Method: At the end of the 17"
century, the emerging wallpaper industry had a variety of production methods, including
wooden blocks, manual painting, stencils, and a combination of them (Hammers, 1962).
Accordingly, wallpapers are categorized into three groups: Printed paper, painted paper,
and mixed paper.

1-3. Printed Papers: In the late 17" century, there were various types of printed and colored
papers that met the high demand of society at that time. In addition to the wallpapers that
were made using the technique of printing with wooden blocks, Marbled, Tapestry, Cotton,
Paste, and Flock or Velvet Papers were printed manually.

1-1-3. Printed Papers Using Wooden Blocks: Printing with wooden blocks, which was
the simplest form of printing, was invented by Chinese people. Probably, «Basmehkari»
(block printing) is equivalent to this print in Iran (Hani Tabaei, 1999, 9). In the block
printing process for the production of wallpapers, multi-colored patterns were required to
use several blocks. Each color was printed separately; then, the paper was hung to dry before
the next color was printed. This problematic process required considerable skill; for
example, a process with 30 different blocks and 15 colors might take four weeks. Due to
the time-consuming nature of this printing, only the rich could afford wallpaper.
Illustrations were drawn by Papillon that show the tools and the process of producing the
simplest wallpaper (Fig 2) as well as its installation on the wall (Fig 3). Figure 3 suggests
that to install the papers after polishing the wall and marking it, the sheets were installed
one by one, and the edges were complemented with margin papers to hide the unevenness.
At this time, margins were usually scrolls of flowers and foliage, but later, the design of
curtains and stucco became popular. They were printed on one sheet at the same time and
separated during installation. Another way to install paper was to fix it on fiber canvas and
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place it on the wall (Wisse, 2005, 17). However, the first method of wallpaper installation
was the direct method using nails, and over time, papers were installed directly on canvas
and later on stucco (Sugden & Edmondson, 1926, 17). Until 1840 A.D. (before the invention
of the wallpaper printing machine), all wallpapers were produced using the block printing
method (https://vam.ac.uk Access date 16.4. 2023) (Fig 1). This type of printing evolved
significantly over time and created various papers that included the same method but
different themes. The design of the papers ranged from simple motifs that were repeated in
succession to motifs with unique and remarkable themes. Among them are cotton papers,
tapestries, Jouy decorations, and Basmeh-style papers. A brief description of each feature
is provided in the following section.

 PLANCHE F1 S

process of

Fig 3. Papillon’s drawing of the

Fig 2. Papillon’s drawing of the stages of
wallpaper production. 1. Tools needed in the installing paper on the wall.
printing process. 2. Mixing the paint, Source: Wisse, 2005, 17.

preparing the tool, and using it on the block.
3. Print the sheets, hang them to dry. 4.
Dehumidification and arrangement of printed
papers. Source: Wisse, 2005, 17.

1-1-1-3. Printing Papers Known as Cotton Papers: Cotton papers included motifs taken
from textiles. These motifs comprised realistic or abstract flowers and motifs modelled on
Indian Chintz. Prolonged sanctions on the import of Indian Chintz strengthened the
imitation motivation for Europeans to print their designs on paper rather than cloth (Wisse,
2005, 19). Therefore, one of the influential factors in the evolution of wallpaper has been
its continuous interaction with textiles.

2-1-1-3. Tapestry Papers: There was a more desirable type of printed paper, where several
papers completed a single image, and by adding more scenes, the ability to expand the image
endlessly was provided. The subject of these papers was architecture, imitation of Chinese
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papers, and tapestries, and probably that is why this name knows them. One of the tapestry
papers with the theme of the landscape from the middle 18" century was found in a house
in the Canton of Fribourg (Fig 4). This wallpaper, consisting of eight separate sheets, depicts
a hunting scene and can be considered as the background of Panorama papers that came to
the market around 1800 A.D. (Wisse, 2005, 17).

N e ) q'."’ .
Cﬁﬂ.r.{m& 8 79

’l‘ PESREC\S
R T I SR
Fig 4. Tapestry paper. A house in the Canton

of Fribourg, Switzerland. 1742-43. Source: Hammers, 1962.
Source: Wisse, 2005, 18.

3-1-1-3. Jouy Decorations: The French «Jean Baptiste Reveillon» designed «Jouy
Decorations» on wallpaper in harmony with the atmospheric fabrics (Hammers, 1962). The
term «Toile de Jouy» is used for a type of printed cotton fabric produced in England and
France. These fabrics were made for the first time in the Jouy factory, which was set up in
1760 by Oberkampf (the inventor of the wallpaper printing machine). Their designs were
printed only with wooden blocks, but since 1770, the use of copper plates has also been
common (https://britannica.com Access date 18.12.2022). The Jouy decorations were
monochromatic (purple, red, blue, green, and brown) and were printed on plain linen. The
motifs of the majority of Jouy papers and fabrics still produced are pastoral, historical, and
romantic scenes (Hammers, 1962). Figure 5 is an example of Jouy decoration on wallpaper.
4-1-1-3. Papers in the Style of Print Room: With the development of woodblock printing
in the 18" century, various designs such as roses, cloves, architecture, and landscapes were
printed in different colors and styles. According to Fig 6, available at Doddington Hall
(https://vam.ac.uk Access date 16.4. 2023), it can be inferred that one of the popular styles
at this time is the images of various landscapes in frames with flowers and insects. The idea
of the landscape inside the frame was probably inspired by the printing rooms that were
common in Iran and Europe. In Fig 7, a part of the decorations of the Moshir-al-Molk House
in Isfahan can be seen, with painted scenes or different pictures placed on the wall, around
which are decorated with decorative motifs.
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2-1-3. Printed Papers Imitating the Texture of Wood: In a number of interiors left from
the second half of the 16" century A.D., the wall, ceiling, and even furniture, etc., are
decorated with papers imitating the texture of wood or woodcarvings (Wisse, 2005, 10, 11,
& 13).

Fig 7. A part of the decorations of Mr--

e —— . 4 SPI
Fig 6. Wallpaper similar to the printing

room, Doddington Hall, 1760. Molk House in Isfahan.
Source: https://vam.ac.uk Access date Source: Authors.
16.4. 2023.

3-1-3. Marbeled Printed Papers: In the late 16" century, papers were produced in France
with designs similar to marble (Garner, 2020), which were probably influenced by the art
of the East and Iran. It is said that the domino designs that were printed on small papers
were copies of the marble designs that came from Iran to Europe as covers and linings of
books and boxes. These sheets were neither painted manually nor with a block because the
marble technique was achieved by floating colors on the surface of the water and
transferring them to special paper sheets (Sugden & Edmondson, 1926, 28). In Fig. 8, a part
of the private theater of a palace can be seen, which shows the use of wallpaper with a
marbled design. The main surfaces are covered with two-tone marbled paper, and the floral
margins and fabric-like bands on the columns were probably printed by blocks and then cut
and installed, creating a visual error.

4-1-3. Printed Papers Known as Paste Papers: Another type of wallpaper is paste paper.
The first samples of this paper date back to the 17" century and were made in two ways
(Wisse, 2005, 19): a. Paste papers with random designs in which two sheets of paper of the
same size are covered with a thin layer of glue, after drawing on it, glueing them together
and mixing colors, special effects were created. b. Brilliant paste papers, in which the motif
was created in a mixture of isinglass and starch, then shiny powder was sprinkled on it. The
same method in the 15" century in Iran, it is known as «Zarafshan», in such a way that gold
powder was applied on paper. Therefore, «Zarafshan» can be considered as the background
of European brilliant papers (Porter, 2010, 73).
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5-1-3. Printed Papers Known as Flock (Velvet) Paper: «Flock»® is a technique in the
textile industry that «Francois» introduced in France around 1620 A.D. (Hammers, 1962).
In this style, first, the surface of the fabric is covered with an adhesive, then short fibers
(usually viscose) are glued vertically to the surface of the fabric by the machine, and in this
way, a texture similar to Velvet or Suede is created. If the adhesive is put on the fabric in a
specific pattern, only in the sticky areas will a pattern be made on the fabric (Tavanaei,
1992, 146-147). In 1634, Lanier, applied colored wool to dyed paper instead of fabric and
became the inventor of flock paper. Finding this type of wallpaper in the houses of the rich
is proof that they are more expensive than other printed papers (https://vam.ac.uk Access
date 16.4. 2023). Flock-style wallpapers were found in Vasigh Ansari's House in Isfahan

(Fig 9).

. T
Fig 8. Part of the Kochberg Castle Fig 9. Flock wallpaper, Vasigh
theater complex near Weimar. 1790. Ansari's House, Isfahan.

Source: Wisse, 2005, 20. Source: Authors.

2-3. Painted Papers: Painted wallpapers were probably the continuation of painting on the
wall or canvas, which only changed the substrate of the creation of the work because they
were painted manually and directly, and the printing process had no place in the creation of
these works. Chinese wallpapers are among this category, which is different from European
ones due to the type of background, execution technique, and theme (https://vam.ac.uk
Access date 16.4. 2023).

1-2-3. Chinese Wallpaper: Because of the invention of paper by Chinese, it is often
assumed that they were also the first users of wallpaper; however, according to researchers,
neither the Chinese nor the Japanese were the first users of wallpaper (Sanborn, 1905, 2).
Despite this, the influence of Chinese papers in the wallpaper industry cannot be ignored.
«Hammers» believes that the trade of large and popular Chinese paper by Dutch and
Portuguese merchants took place from the middle 16" century (Hammers, 1962); however,
«Wu» discusses that Chinese wallpapers were imported from China to Europe by the
European East India companies (Wells-Cole, 2005, 25) along with products such as tea,
silk. and other luxury goods in the late 17" century. Concerning the patterns of these papers,
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he also believes that the Chinese artist has created a Chinese-European product by
combining images, materials, and techniques derived from the traditions of Chinese
pictorial culture with a Western decorative format (Wu, 2018). Unlike European papers,
Chinese papers were painted on silk and did not have repeated scenes. Their themes fall into
two main categories. The first group represented the daily life activities of Chinese people
(Fig 10.a). The second group depicts birds in a landscape of trees and bushes with the utmost
elegance and beauty (Fig 10. b.) (https://vam.ac.uk Access date 16.4. 2023). Each of these
papers was probably used to cover the walls of one room. «Sugden» believes that the
Chinese used wallpaper with architectural designs for ritual purposes (Sugden &
Edmondson, 1926, 99); however, according to «Wu», despite the designs borrowed from
the Chinese visual culture, the use of wallpapers was not recorded in the history of China,
because they were only produced for export to Europe (Wu, 2018). The time-consuming
process of production and the different ways of installing Chinese papers were factors that
made them more expensive than European ones. They were one of the most popular items
among British clients during the 18" and 19" centuries and were used as the centerpiece of
the magnificent royal houses in Europe, thus having a significant influence on European
decorative traditions. From the point of view of «Clifford», «the interesting issue about
these products was their widespread influence against the few that were produced» (Wu,
2018). In the early 1800s in Europe, wall paintings or full-wall pictures were introduced
(Wisse, 2005, 17). It seems that the popularity of Chinese papers has strengthened the
motivation to imitate these papers in Europeans and led to the production of so-called
panorama papers. The technique of making European panoramic papers is a combination of
block printing and painting. Since a large number of wooden blocks were necessary for a
landscape and its engraving was expensive, some landscapes and margins were painted
directly on paper. The invention of machine printing gradually reduced its enormous costs
in the mid-19" century (Hammers, 1962).

Fig 10. a. Chinese wallpaper with
the theme «Daily Activity», 1790-
1800 A.D. b. Chinese wallpaper
with the theme «Plants and Birds»,
1750-1800 A.D. Source:
https://vam.ac.uk Access date 16.4.
2023.

3-3. Combined Papers: Continuous progress in the wallpaper industry led to the expansion
of production and demand for its use. The increase in competitors forced the artisans of this
field to produce more attractive designs; however, the limitation in printing methods
required them to use the combined techniques of manual printing, painting, and machine
printing.
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The encounter of Qajar Era Iranians with the Emergence of Wallpaper

The murals (wall paintings) in each period expressed the events of the time, such as
progress, change, victory, and decline, which stood out in the expression of the culture of
the time. The architectural decorations of the Qajar period are one of the most important
documents left over from these changes because of the arrival of modernity in Iran in the
Qajar era, and its consequences also affected Iranian art and culture. «Mirza Melkum
Khan», the most prominent character of the modernist, expresses his idea about the
acquisition of Western civilization (modern discourse): «It is one of the qualifications for
the evolution of the society and the creator of human happiness and prosperity. Therefore,
it is a condition of wisdom to accept the tradition of European civilization wholeheartedly
and to adapt our intellectual direction to the evolution of history and the spirit of the times»
(Ajudani, 2003, 282-283). The main and central elements of this discourse include the three
main concepts of «Constitutionalism»*, «Archaist Nationalism»®, and «Secularism»®
(Ashraf Nazari, 2009). At the beginning of the Qajar period, Iran became one of the most
backward countries in Asia due to its geographical location and distance from developing
centers. The existing conditions prompted Naser al-Din Shah to change the structure of the
government when he returned from his trip to Europe to raise Iran to the status of a civilized
country (Serena, 1984, 75). Therefore, he can be considered one of the most important
pioneers of modernity in Iran. The reign of Naser al-Din Shah (1896-1848) coincided with
the era of Queen Victoria’ and major cultural, economic, and technological changes in
England (Briggs, 1984, 130-134). Naser al-Din Shah's friendly trips to foreign and non-
Muslim lands, which was considered a great action from the point of view of «Curzon»®
(Curzon, 2001, 530), was one of the important factors in the change and innovation of the
style of Iranians. As a powerful king, Naser al-Din Shah supported various arts. His contact
with the Western world had a significant impact on the many innovations of his era (Avery,
Hambly, & Melville, 2010, 157). The reflection of these international connections was the
acceptance of the production and use of new forms of art and culture in society.
Simultaneously with the expansion of relations with Western governments and the
acceptance of European culture by the king and the court, the people also tried to improve
or modernize by imitating them (Shamim, 2008, 172). Among the other important cultural
phenomena that had an effective role in changing the taste of Qajar Iranians was the
emergence of the press into the cultural space of the society (Shariat Panahi, 1993, 122) and
the entry of the photography industry into Iran. All these developments led to the presence
of Western architectural elements in the Qajar era. They made their impact on the royal
buildings first and then public and religious buildings (Sajadzadeh, Daryaei, Ebrahimi, &
Mesri, 2016). The common architectural decorations in most of the buildings of this period
that the researchers reported included stuccowork, tilework, brickwork, paintings, wooden
decorations, glass decorations, and stone decorations (Sheikhi & Dehghan Manshadi, 2022;
Zakerzadeh & Ghorbaninia, 2022). In addition to the mentioned cases, the use of fabric and
wallpaper as a commercial-imported product or an exquisite and rare gift found its place in
a limited number of Qajar Iranian palaces and houses. The high price of wallpaper, which
was considered a luxury product, was an obstacle for the general public of Iran to access it.
Only a certain class of society at that time, including the king, government leaders, and
merchants, found the possibility of obtaining and using it. Among the surviving places from
the Qajar period, where fabric and wallpaper can be seen in some of their decorations, the
Golestan Palace, Bagcheh Jug Palace in Maku, Vasigh Ansari's House in Isfahan, Sartip
Sedehi House in Khomeinishahr, Ameri House in Kashan, and Shahrestank Palace can be
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mentioned. As can be seen in Table 1, in addition to Naser al-Din Shah, the owners of other
buildings, who were mainly courtiers, politicians, and rich people, are considered pioneers
of using wallpaper in Iran. By covering the walls of the Almas Hall (Diamond Hall) with
imported wallpapers, Naser al-Din Shah increased the types of decorations related to
architecture in Iran. There is no documentary evidence related to the time of installing the
wallpapers in Almas Hall and its manufacturer. What can be seen now are papers in three
different designs, with warm colors and mostly red (Fig 11.a). «Heshmati», the restorer of
this building, believes that the entire space is covered with a type of French wallpaper,
which was damaged during the restoration in the 1960s. Two other paper designs that were
close to the original design were selected and installed on the walls (Babaei, Yazdani,
Zamani & Jokar, 2022); however, the opinion of «Zoka» is slightly different. He reported
(A decade before the restoration of the palace) the existence of different types of wallpaper
in this place and said: «The walls are covered with different types of foreign wallpaper»
(Zoka, 1970, 282). The design of the original papers, which shows abstract motifs similar
to the saffron flower with two dark shades and a loop of ears of wheat in its background,
can be seen in Fig 11.a. The design of two other wallpapers that Zoka and Heshmati
probably suggested, is presented in Figs 11. b and 11. c.

Fig 11. Almas Hall Wallpapers.
Golestan palace. a. A part of the
wallpaper with the pattern of two
wheat ears and an abstract plant
design. b & c. Wallpapers placed
on original paper. Probably
Pahlavi. Source: Salehieh Yazdi,
2020 (Personal Archive).

Table 1. Pioneers of Using Wallpaper in Iran. Source: Authors.

Image of part of the . _—
No. building Wallpaper Image Motif Description
— M
The first pioneer of
1 '|I wallpaper in Iran /
\ ’] French wallpaper with
‘“’ a red background.
Tehran Golestan Palace/Almas Hall of Naser al-Din Shah Qajar
Citation based on the
2 photo of the wallpaper
in this place / Simple
European motifs
7 Tehran Shahrestanak Palace/ of Naser al-Din Shah Qajar
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No.

Image of part of the

building Wallpaper Image Motif

Description

Covering the ceiling
and walls of the
Shahneshin (Alcove)
room (dining room)
and the margin of the
halls with
wallpaper/metal, flock
and cotton sheets
/probably imported
from India.

Covering the plinths of
one of the halls /
simple European
motifs plated with
Gold that has changed
color today / probably
imported from Russia

Kashan, Ameri’s House / Mirza Hossein Khan Saham al-Saltaneh

T r =]

b T @ T N L

Covering the ceiling of
the spring house hall
and hall of Mirrors
with Russian
wallpaper/plant and
animal motifs.

Khomeinishahr, Isfahan, Sartip Sedehi’s House / Mohammad Hossein Amini Sedehi

——

E b 2
K ot &
V22 Pt oo

Complete coverage of
the museum room and
reception/plant motifs.

Maku, Bagcheh Jooq Palace/ Sardar of Maku

Another noteworthy point is the unique variety of design and motifs of the wall coverings
of some houses, including the Vasigh Ansari's House. The wall coverings of this house,
which belongs to «Moshir al-Molk Ansari», the vizier of «Zel al-Sultan», are fabric and
paper. The extent of the design and pattern in this place shows the popularity, importance,
and prevalence of this product among the courtiers of the Qajar period, so that wallpaper
can be considered one of the new decorations in the interior architecture of this period.
Mythological motifs compatible with Wayang theater motifs are a different expression of
the motifs of the fabric and wallpapers of this building, which describe the story of Arjuna
from the book «Mahabharata» (Fig 12). Another wall fabric shows that they were woven in
1299 A.H. by order of Nagshine company during the reign of Zel al-Sultan in Isfahan (Fig
13) (Babaei et al., 2022).
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Fig 12. The wall fabric of the Fig 13. A part of a wall fabric with
side room in Vasigh Ansari's an inscription, 1299, «Motif of
House with the theme of Hazrat Wala Zal al-Sultan Ruhana
«Wayang Theater». Fadaho».

Source: Authors. olad Lizg, Ul b Ylg & pia> ar i

(In Persian)«
Source: Authors.

’2| Fig 14. Samples of wallpapers in the
=] Vasigh Ansari's House in Isfahan. a.
# The ceiling of the dining room and

&4 side room. Multicolored printing, b.
Dining Hall. Motifs of metal sheet on
paper, c. Side room, multicolored
print on gold background.

Source: Authors.

———
B i i

In addition to the various fabric coverings of VVasigh Ansari's House, its paper coverings are
also attractive. These wallpapers are installed in the social space of the dining room. As
shown in Fig 14, their design and color are mainly European style (14a) with Jasmine,
Paeonia, Bellflower, and Begonia flowers, and the production method of some of them is
the use of unique gold-colored metal sheets (14.b. & c.), which has not been seen in any of
the previous wallpaper categories; therefore, it can be considered as a completely
customized and unique product for the owner of Vasigh Ansari's House. Also, the high
variety of materials (fabric and paper), the way of execution of patterns (block and machine
printing) and the thematic variety of motifs (plant, geometric, figure, narrative, signature,
and date) is another reason for their customization. In the Ameri’s House in Kashan, the
wallpaper covers the plinth space of one of the halls and has simple European motifs. These
motifs, which are plated with Gold, are now green in color. These papers were imported
from Russia by carpet traders who were close to «Saham al-Saltaneh Ameri» (the ruler of
Kashan) (Babaei, 2020). Three groups of wallpaper motifs can be seen in Bagcheh Jooq
Palace in Maku: a. The geometric framing of the surface in the form of diagonal squares
has a special place in Islamic geometry drawings (Fig 15), b. European frames that can also
be seen in Qajar tiles. J. Bouquets of pink flowers filling the entire area (Table 1, Row 6).
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Fig 15. a. A part of Bagcheh Jooq
Hall in Maku with wallpaper. b.
Wallpaper with diagonal square
design and six-pointed star.
Source:
https://upload.wikimedia.org/
/Baghche_joogh Access date
(19.10.2023)

Among the buildings of the Qajar period, Golestan Palace is known as the origin of
wallpaper used in Iran. Still, Vasigh Ansari's House can be considered one of the most
diverse samples of wallpaper. Although the Ameri's House indicates the most limited use
of wallpaper, using the method of plating with Gold in drawing patterns has turned it into a
unique sample. Bagcheh Jooq Palace in Maku also has the most significant number of
surface-filling motifs in the form of flower bouquets and frames. It is the only sample whose
wallpaper surfaces are covered with the diagonal square geometric design, which is
somewhat indicative of Islamic geometry drawings. As seen in Diagram 2, each of the
studied buildings has a unique feature compared to the others. Based on the comparison of
the data from Diagram 2 and Table 1, the themes and features of the wallpapers, which were
emerging Western images in architectural decorations, can be categorized into four groups:
a. All kinds of natural and abstract flowers on light and dark backgrounds next to birds and
insects. b. Placement of plant motifs within geometric frames (reminding the frames in tile
paintings of this period). c. Geometric motifs or mono-motifs at regular intervals on the
background. d. Various frames filling the entire surface.

—| Golestan Palace |—| The first smple reported in Iran H Patterns of wheat loop and saffron flower |

g Shahrestanak The most limited design variety H Plant motif in thr form of a cross |
Palace o - -

E Citation based on photos of Qajar period |

T

R

z -I Plant, Animal, Geometric |

]

= The widest variety of themes - -

= T --I Narrative |

g (paper and fabric)

£ -I Inscription |

- | | Vasigh Ansari's - — )

%ﬂ ‘E House -I Paper with printing more than 4 colors |

z2

g The most unique technique |--| Flock papers |

E =4 The widest coverage area | -I Metal sheets |

2%

E The most limited coverage area |

:

2 Coloring with gold water |

z E— -

E The most unique installation place I—I Ceiling papers |

z | | Sartip Sedehi's -

E House The most unique 51|bsprate under Wooden bed |

< papers and fabrics

o

ﬁ The most widely used square |

Baqeheh Joog geometric design
Palace The most filling plant motifs and

framing on the surface

Diagram 2. Comparing the features of wallpapers in the palaces and court houses of the Qajar
period. Source: Authors.
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Results and Discussion

In terms of the emergence of wallpaper in European societies and different social classes as
the clients of this product, it can be said that wallpaper in the world was an alternative to
expensive wall hangings and appeared by the lower class of society in order to prepare and
use copied and cheaper samples. In contrast, wallpapers in Iran during the Qajar period were
a luxury product that synchronized the court with the Western perspective. From another
point of view, the absence of a document or a report about the use of wallpaper in the Qajar
period's public houses shows that the high price of wall coverings was probably an obstacle
to their public use. At first, the wallpapers were single sheets that were not only used to
decorate the wall but also decorated all the home accessories. These papers had simple
designs. Over time, repetitive designs emerged, and installing them on the wall became
necessary to create a continuous large pattern. Despite the rolling of papers and the
prosperity of this industry, the use of block printing continued; however, the prolongation
of the block printing process was a factor in increasing their prices. A product that was once
made for people with low incomes was now considered a luxury item that even the middle
classes of society could not use. After over a century (18" century A.D.), important events
happened in this industry, one of which was the invention of the wallpaper printing machine
in 1758. In 1836, at the same time as the Victorian era, wallpapers and wall coverings
became the most essential element in interior decoration, and wall coverings became
available to everyone. In fact, the reason for its spread was the invention of mass production
techniques and the abolition of the wallpaper tax in 1836 A.D., which was established 124
years ago during the reign of Queen Anne® and was a significant obstacle to the widespread
use of wallpaper by all people except the rich (Parissien, 1995, 192). In 25 years, the
invention of four, eight, and twenty color printing machines led to a decrease in the price of
wallpaper, the withdrawal of this product from the monopoly of the rich, and its availability
to the public. Table 2 shows the development process and critical historical events in the
wallpaper industry.

Table 2. Significant events in the evolution of wallpaper in the world and Iran. Source: Authors.

No. Wallpaper chronology from the beginning to the 19'" century Date/ A.D.
1 | Rice sheets were installed on the wall by the Chinese. B.C.200
5 Th_e technique of using patterned linen fabrics on the wall spread in the 8" century
Middle East.
. . . Early 13t
3 | Religious icons were printed or painted on the wall by a wooden block. century
4 | 50 portable paper rolls with angel motifs were ordered by Louis XI. 1481
5 Single sheets were created to prevent the penetration of dust and insects into | Late 15t
the building and to decorate walls and furniture. century
6 Domino papers with marble, cloud and wind designs were invented in | 1599
France.
7 Chinese wallpapers were imported to Europe. 16-17
century
8 | Flock fabrics were introduced by Francois in France. 1620
9 | Colored flock papers were invented by Lanier. 1634
10 | Constant and repetitive motifs on single sheets were invented by Papillon. 1675
11 | Single sheets were used in England in the form of roll. 1693
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No. Wallpaper chronology from the beginning to the 19 century Date/ A.D.
second half
12 | Wallpaper was installed directly on the wall. of the 18"
century
13 | The first wallpaper printing machine was invented in France by Oberkampf. | 1785
14 | In France, Robert designed a process to produce endless rolls. 1798
In England, machines were made to produce endless long paper in
15 : 1807
continuous rolls.
16 | The 4-color wallpaper roller printing machine was invented in England. 1839
17 | An 8-color wallpaper printing machine was invented. 1850
The invention of annealing colors increased the variety of colors and reduced
18 . 1856
the price of wallpaper colors.
19 | A 20-color wallpaper printing machine was invented. 1874
second half
20 | Wallpaper was imported to Iran by Naser al-Din Shah. of the 19"
century
21 Jeffery ant_j his colleagues in_vented sanitary Wallpgper called «Sleeping 1880s
Beauty» with the feature of being washable and arsenic-free.
22 | Wallpaper glue was invented by Sichel. 1888
23 The first washable wallpaper, especially for kindergartens, was illustrated 1893
and produced by «Greenway»*,
24 «Golden age_of wallpaper»: Mechanical silk machines made it possible to 19205
produce all kinds of wallpaper.

What can be seen in the above table shows the process of wallpaper production until its
globalization of more than two thousand years, which has not been discussed in a
comprehensive source so far. Wallpaper, which had become a universal style in the
19"century, entered Iran at the same time as the rule of Naser al-Din Shah Qajar and his
successive trips to foreign countries and was used along with other decorations of Golestan
Palace, then found its place among the aristocracy. The encounter of the Qajar era courtiers
with this new covering can be considered an influential cultural event and a reflection of
the political and social conditions of this period; however, the available samples of Qajar
did not have the variety of categories of the world-wide wallpapers that were introduced
earlier. Also, the small number of existing Qajar samples in Iran indicates that at a time
when the use of wallpaper became common in the world and all classes of society with
different tastes could use it, in Iran, its use has been merely considered as one of the signs
of modernity and distinguishing the wealthy from other classes of society.

Conclusion

According to the findings of this research, wallpaper is not an individual invention but the
result of several successive developments in different parts of the world. Also, due to the
lack of surviving samples and places from this period, it is not possible to consider a specific
time and place as the time of the beginning of its production and use because wallpaper has
evolved over time and through many processes and has changed into its present form.
Despite this, the Chinese are known to have provided the first idea behind the formation of
wallpaper, and the French had a significant impact on the processes done in wallpaper
production up to the 19" century. According to the findings, it seems that the coincidence
of the Victorian era (which was the peak of the popularity and development of wallpaper)
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with the era of Naser al-Din Shah motivated the modernist king of Iran to import wallpaper.
In fact, the use of wallpaper in the buildings belonging to the Qajar court reflects the
approach towards global style and the political-social conditions of that period because the
king and the courtiers pioneered the use of wallpaper despite the diverse and typical
architectural decorations derived from Iranian culture. They even used red and yellow tones
in the selection of colors. They ordered patterns and frames common in Europe, which is
not far from expectations because these papers were ordered from countries such as India,
Russia, and France. The peak of this companionship and diversity can be seen in the Vasigh
Ansari's House. in Isfahan, which includes the highest level of diversity among the samples
studied in this research. The reason is probably the socio-cultural characteristics of the
landlord, who has established broader connections with the world due to his business.
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Appendix

1. «Pateh» is a type of canvas for transferring decorations such as plastering (stuccoworking) and painting to
the wall (Soleymani & Shishehbori, 2017).

2. «Fabric wall painting» in the history of Iran is a subcategory of fabric wall covering techniques in architectural
decorations, which is pasted on the wall after painting on the canvas fabric (Hamzavi, 2021).

3. «Flock»: The waste material of the woolen fabric industry that was turned into powder; https://vam.ac.uk
Access date (16.4. 2023).

4. All citizens are in the position of a nation versus a system called the government (Ashraf Nazari, 2009).

5. Nationalism along with paying attention to the glory of ancient Iran.

6. A kind of ontology of religion and the world, meaning the world versus the hereafter of Westernism (Ashraf
Nazari, 2009).

7. The era of Queen Victoria (Alexandrina Victoria, 1819-1901), the Victorian era, the peak of the industrial
revolution and the era of great social, economic, and technological changes in Britain.

8. Lord George Nathaniel Curzon arrived in Iran in 1889 as a reporter for the Times newspaper.

9. Queen Anne (1714-1665), Queen of England, Scotland, and Ireland.

10. Catherine Greenaway (1846-1901), English Victorian artist who became famous for illustrating children's
books.
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Abstract
Introduction: Seyed Ali Akbar Golestaneh is one of the prominent Shikasta scriptwriters whose works and status
in the history of calligraphy have been the focus of calligraphy artists and researchers. Considering the importance
of this Shikasta-Nastaligq calligrapher's position, identifying his works' artistic features and styles still seems
necessary. Accordingly, the present research deals with the typology and visual analysis of Seyed Ali Akbar
Golestaneh's Shikasta script works in terms of good layout (hosn-e waz") and composition (tarkib). Identifying the
typological and stylistic features of Seyed Ali Akbar Golestaneh's Shikasta script works with an emphasis on good
layout (hosn-e waz ") and composition (tarkib) is the primary goal of this research.

Research Method: The data for the present research has been collected using a library-based method and relying
on the original images of the works in Murraqqa's as well as calligraphic and printed pieces. The analysis in this
research is conducted qualitatively using a visual analysis method based on the components of visual analysis of
visual works and specialized concepts related to the principles and rules of calligraphy (observing Shikasta-
Nastaliqg script).

Findings: Golestaneh's Shikasta script works include two types of prose and verse texts. Multiple baselines or
seatings (korsi) and overlaying (mounted letters and words) are the characteristics of his Linear-script writing (Satr
Nevisi), which are directly related to the length of the line. Examples of Golestaneh's Shikata script writings,
including a smaller number of his works, include pieces in Khafi Dang (small), executed in a double-diagonal
script (Chalipa) and multi-direction form. From the beauty of disposition (hosn-e waz‘) perspective, the trend
towards the horizontal frame and seating (korsi), at the same time, multiple sub-seatings in most of the works, as
well as multi-direction writing in some works, are the characteristics of Golestaneh's Shikasta Scriptwriting.
Conclusion: The dominant aspect of Golestaneh's works is the type of linear script (Satr Nevisi) and the tendency
to write in Jali script. The inclination towards horizontal frames and seating (korsT) and, at the same time, multiple
sub-seating are the dominant characteristics of his works. Two-Dang writing (Khafi and Jali) can also be seen in
several of Golestaneh's works. Regarding simple-letter composition, the features of complex writing, the system
of composition and arrangement of elongations (Mads), the tendency to alliance of circular and curved forms in
both horizontal and stepped ways, and the composition of micro-elements (including repetition of similar and
aligned movements, tangency, intrusion, and merging of letters with each other) in Golestaneh's works can be
expressed.

Keywords
Shikasta Scriptwriting, Shikasta Nastaliq, Ali Akbar Golestaneh, Good Layout (hosn-e waz").
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Introduction and Problem Definition

Shikasta Nastaliq (Sekasta-nasta‘liq) is one of the essential elements of Iranian calligraphy,
which was formed in connection with Taliq (Ta'liq) and Nastaliq (Nasta‘liq) scripts.
Compared to Nastaliq, this script has more turns and freer movements. Apparently, this
script was formed under the influence of areas such as scribe and stenography in the Safavid
period, and gradually, the elements of Nastaliq, compared to the elements of the Talig,
prevailed in it and became known as Shikasta Nastalig. The letters and connections in this
calligraphic style have various forms and were mainly used for writing Persian literary and
poetic texts. «Morteza Qoli Khan Shamlu» and «Muhammad Shafi' Heravi» (Shafia) are
considered to be the pioneers of this script. «Darvish Abdul Majid Talegani» (1170-1185
A.H.) can be regarded as the most prominent calligrapher of this style. After him, «Seyed
Ali Akbar Golestaneh» (1274-1319 A.H.) is also known as one of the first-class masters of
this script, who, while following the style of Darvish Abdul Majid, also made changes and
modifications. «Seyed Ali Akbar Hasani Hosseini», nicknamed «Golestaneh», was born in
1274 A.H. in Isfahan. He turned to calligraphy when he was a child and learned Naskh,
Nastalig, and Shiksata scripts. He followed the Shikasta script, became a master, and
became one of the famous characters of this script. Golestaneh was one of the students of
the Darvish School who reached independence in the Shikasta script due to his style and
personality. His pieces in Khafi Dang (small), fine-script (Ketaabat), and Sarfasl are
distinguished among the followers of Dervish with their grace and smoothness. In his
works, using his knowledge of the relationships between forms, capabilities, and the formal
beauty of Shikasta Scripts, Golestaneh has made various tasteful innovations toward
creating beauty. Explaining these features and generally identifying his stylistic traits in the
evolutionary path of the Shikasta Nastalig script is essential. By focusing on the principle
of good layout (hosn-e waz "), the current research identifies the visual principles of Shikasta
Nastalig in the Golestaneh style. Accordingly, the research questions are: «1. In what types
are Ali Akbar Golestaneh's Shiakasta script works performed?» «2. What are the
characteristics of Ali Akbar Golestaneh's Shikasta script works in terms of the beauty of
disposition (hosn-e waz ‘) and composition (tarkib)?»

Research Method

The current research investigated Ali Akbar Golestaneh's Shikasta script works using an
analytical method. The data for the present study has been collected using a library-based
method and relying on the original images of the works in Murraqqa's as well as calligraphic
and printed pieces. The analysis in this research is conducted qualitatively using a visual
analysis method based on the components of visual analysis of visual works and specialized
concepts related to the principles and rules of calligraphy (observing Shikasta-Nastaliq
script). The research community includes the Murraqqa's and pieces belonging to Ali Akbar
Golestaneh, which consists of a total of 200 works and has been executed in different types
(such as linear-script writing (Satr Nevisi), double-line writing (Do-Satr Nevisi), fine-script
(Ketaabat) and letterhead-script (Katibeh)).

Research Background

Few studies have been done about the analytical topics of the Shikasta Nastaliq script. In an
article entitled «Common methods of Shikasta script writing in the Qajar period», «Farid»
(2022) first searched for the foundations of Shikasta Nastaliq script formation and then
classified the common Shikasta script writing methods in the Qajar period. He divides the
Shikasta script writing of the Qajar period into three styles of Darvish followers, Jali script
writing, and Tahrir. Also, in a part of the book entitled «Qajar Calligraphy Style» by
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«Hashemi Nejad» (2014), the trend of Shikasta Nastalig in the Qajar period has been
discussed. In this book, the Shikasta script, the causes of the Shikasta script emergence, the
stylistics of the Shikasta script in the Qajar period, and the calligraphers of this script are
addressed, but the detailed analysis and description of the author's intended works were not
included. In an article entitled «Interaction of structure and style in the Shikasta script
writing of Shafia, Darvish, and Golestaneh», «Ma'navi Rad» (2013) examined the general
characteristics of the Shikasta script writing of the three calligraphers, based on the stylistics
and principles of Shikasta script, but did not exclusively explain Golestaneh's innovations.
The difference between this research and the mentioned studies is the focus on the works of
Ali Akbar Golestaneh and the typology and investigation of the characteristics of good
layout (hosn-e waz") in these works, which have not been independently studied before.

Theoretical Foundations

1. Composition (tarkib) and good layout (hosn-e waz‘): Composition is considered a
principle of good layout (hosn-e waz"), which defines the position of words, sentences, and
lines in calligraphy. It consists of a moderate and congruent composition of letters, words,
sentences, lines, double lines together, and more, as well as the beauty of their general
situation so that it becomes pleasing to the typical taste of the audience (Fazaeli, 1997, 89).
«Babashah Isfahani» has introduced the composition (tarkib) several times. He introduced
composition as the first acquired component of the script and gave a relatively detailed
explanation of it: «Composition is of two types: wholly or in part... and the wholly is that
which combines several single or compound letters to form a script line that has a good
quality pleasing to the typical taste of an audience». Further, emphasizing the concept of
«elongation (Mad)», he mentioned examples and instructions regarding the place of
«elongation (Mad)», in the composition (tarkib) (Babashah Isfahani, 2012, 18-19). «Good
layout (hosn-e waz‘)» is also mixed with the concept of «composition», and it consists of
placing letters and words in the most favorable position so that the overall shape of the work
is in the most pleasant and sound state.

2. Line (Satr) and layer (Tabagheh): The two terms «line» and «layer» refer to the types
of composition in calligraphy and its area of application (including calligraphic pieces,
inscription writing (letterhead-script (Katibeh)), and seal engraving (writing on seals)).
These two terms can be defined as referring to the two types or methods of «Fine-Script
(Ketaabat)» and «Letterhead-Script (Katibeh)» calligraphy. In the first method, the structure
of the composition is the order of the components of the line. The concept of line here refers
to an arrangement of letters and words in a central horizontal position so that the sequence
of letters and words is placed in the natural direction of writing and reading (i.e., right to
left). In this direction, it is also possible to write overlaying (mounted letters and words)
(Savar Nevisi), but this writing style is done so that the right-to-left reading direction is still
maintained. Another point is that in this definition, usually the different lines (which are
written below each other) do not interfere with each other, except to a minor extent;
however, in the second method of composition, which is widely used in inscription writing,
the components of the line (inscription) are written based on several horizontal baselines or
seatings (korsT), so that these letters and words, in addition to the horizontal arrangement
(from right to left), are also overlayed (mounted) on top of each other. In this case, the
direction of writing and reading letters does not happen continuously from right to left, and
in some parts, the continuation of words and phrases must be followed backward from the
upper layer of letters and words. Overlaying (mounted letters and words) (Savar Nevisi) (or
multi-seating writing) is, of course, also used in Ketabat and calligraphic pieces, especially
in the case of Taliq scripts, such as Shikasta Nastalig; however, when it is based on pseudo-
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inscription compositions and is used to fill a specific frame, the terms layer and arranging
in layers can be used for it. In other words, it can be said that arranging in layers based on
the use of Jali Dangs of the script, the limitation of the composition space, and, on the other
hand, the proportional arrangement of the components in a frame takes place (Mirza
Abolghasemi, 2015, 94-95; Seraj Shirazi, 1997, 145).

3. Layered and stepped composition: Within the concepts of «line» and «layer», the
conceptual duality of «layered composition» and «stepped composition» can be proposed.
In this study, the composition of «layers» refers to two types of compositions of letters and
elongations (Mads), which are defined compared to the term «stepped composition».In this
sense, layer composition refers to the arrangement of letters and elongations (Mads) that are
entirely mounted on each other on the vertical axis. On the other hand, «stepped»
composition refers to a type of arrangement of letters and elongations (Mads) that are
written obliquely, i.e., along with the vertical arrangement, they also move in the horizontal
axis (right-to-left writing direction) concerning the previous letter.

Periodization of Golestaneh's works

The period from 1890 to 1900 (1308-1318 A.H.) includes the signed artworks available to
Golestaneh. Golestaneh's works in these years have different qualities and characteristics.
In the early years, we see most of Golestaneh's linear-script writings (Satr Nevisi), often
common Daftari scripts (Fig 7); however, he gradually creates works in different types and
formats of Shikasta script. Golestaneh's linear-script writings (Satr Nevisi) were constantly
present throughout this period. By innovating in the form of artwork presentation,
Golestaneh created his own type (from around 1898 (1316 A.H.)), which was often a
horizontal rectangle with dimensions of approximately 6 x 10 cm (Figs 4, 5, & 19). Most
of these works have appeared with the themes of verses and hemistiches (one to three
hemistiches). From Golestaneh, there are also pieces of Siahmashq type or intertwined-
script writings (Darham Nevisi), which mainly belong to the second half of his professional
career (Figs 11 & 18). In the current research, Golestaneh's works have been cited
throughout his career.

Typology of Golestaneh's Works

Golestaneh has created works in different types of calligraphy, including single-line,
double-line, multi-line (Ketaabat), and Chalipa writing. Evidently, it is impossible to
categorize calligraphy works (in general), and Golestaneh works in particular, into the
mentioned types because some pieces fluctuate on the border of these divisions due to their
integrated features. However, in this study, we try to identify and examine the works
mentioned in several categories. It is worth noting that this typology is mainly based on
form, but it also considers thematic and content aspects.

1. Single-Line Pieces: In analyzing Golestaneh's works, linear-script writing (Satr Nevisi)
seems dominant. This feature is in Golestaneh's works so that the associations and effects
of linear script writing can also be seen in other pieces. Considering Golestaneh's linear-
script writings, his linear-script works can be classified into two simple and complex groups
(Malek Zadeh, 2023, interview). Multiple baselines or seatings (korsT) and mounted letters
and words are among the characteristics of these linear-script writings; that is, the letters
and words are placed on top of the previous letters and words, and of course, the right-to-
left writing direction is also taken into account in this mounted script writing, so that by
taking into account the precedence and backwardness of the words, along with the optimal
arrangement of blackness and whiteness (sawad o bayaz), the readability of the line is also
maintained. The length of the lines is an essential factor in the number of seatings (kors)
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and the amount of mounted writing in this group of Golestaneh's works. The shorter the
length of the line, the less the number of seatings (korsi); the longer the length of the line,
the increased number of baselines or seatings (kors1). In long lines, mounted or overlayed
letters and words create multiple seating (korsi) lines. Writing mounted letters and words in
long lines greatly helps the blackness and whiteness (sawad o bayaz) of the line, covers the
negative and empty spaces of the line, and plays an essential role in the visual balance and
weight of the line. In some cases, the beginning of the line is the seating line (korsT), and
gradually the number of seating lines increases. The highest number of seating lines (korsT)
occurs in the final part of the line, where the line peaks and writing mounted letters and
words intensifies (Fig 1).

- Fig 1. Linear-script writing
(Satr Nevisi) with multiple
seatings (korsi),
Golestaneh's work. Source:
Malek Zadeh, 2006, 2.

Several of Golestaneh's linear-script writings (Satr Nevisi) show the tendency toward Jali
Dang. Usually, these linear-script writings are written as a single-Dang (Tak Dang);
however, in a group of linear-script writings - which belong to a collection or are Murrqqa's
- in the margin or background of the main line, Chalipa is written with a Khafi (smaller)
script. In this way, according to Dang and direction, a kind of visual diversity has happened
in this group of linear-script writings (Satr Nevisi) (Fig 2). Another point in Golestaneh's
linear-script writings, especially in the Jali Dangs, is that some spaces are created between
the lines, in such a way that the letters and words are written in a chain-like and connected
manner, then another group of letters and words are written in a chain-like manner with a
space (Malek Zadeh, 2023, Interview). In this way, a kind of contrast between Blackness
and Whiteness (sawad o bayaz) is created throughout the line (Fig 1). Golestaneh's single-
line and double-line writings can be considered as subcategories of the more general group
of «linear-script writing»(Satr Nevisi). With this consideration, it can be said that the peak
of Golestaneh's ability, art, and skill in «linear-script writing» has been more and better than
other types, and in general, Golestaneh can be considered a «linear-script writing»
calligrapher. The noteworthy point is that some Shikasta scriptwriters have considered
linear-script writing to be the end of Shikasta writing (Malek Zadeh, 2023, Interview), and
linear-script writing is a significant type among contemporary Shikasta writing styles. From
this point of view, we can consider the role of Golestaneh and his linear-script writings in
the supremacy of Shikasta linear-script writings in the contemporary era.

Fig 2. Jali linear-script
writing with a Khafi Chalipa
background. Source: Islamic
Consultative Assembly
Library, Murraqqa' No. 6926.
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2. Double-Line Pieces: A number of Golestaneh's works include double-line pieces, the
content of which is sometimes literary prose texts and sometimes poetic verses. In these two
categories, the prose linear-script writings are longer and executed in a more extended
frame. Golestaneh's poetic double-line pieces usually write one hemistich of one verse in
each line. In a group of these works, the white space in the background is executed with a
more Khafi (smaller) script in the form of a Chalipa, and in this way, with the help of the
contrast of Dang and direction, visual diversity is created in the composition (Fig 3).

Fig 3. Jali double-line writing with a Khafi
background, Seyed Golestaneh.
Source: Homayun Farrokh, 1986, 15.

Two hemistichs are written at a closer distance in a group of these works, which have verse
content. This closeness of hemistichs in some examples has led to the intrusion of two lines
so that the independence of the lines of the hemistichs has been lost to some extent and,
except in a few examples, it is not possible to separate the two hemistichs definitively. By
increasing the density and intrusion of lines or hemistichs, some pieces have come out of
the double-line state and have become close to multi-layered and Siyah Mashq pieces. In
other words, in these examples, the overall composition has gone towards layered
arrangement and Siyah Mashq pieces by keeping the Dang of the script and increasing
compressed and mounted writing. By expanding the intrusion and the density of letters and
words, some of these pieces can be defined as Siyah Mashqg. However, it should be
considered that the foundation of these pieces was the writing of the following two
hemistichs, and from this point of view, they can also be considered in connection with
double-line pieces. In some cases, adding explanatory sentences or phrases adds another
pseudo-line that completely overlaps the hemistichs. In this case, to increase the density and
intrusion, the Siyah Mashq quality has increased in these pieces (Figs 4 & 5).

Fig 4. Jali verse Writing with minimal

intrusion of two lines (hemistichs), intrusion of hemistichs and phrases,
Seyed Golestaneh. Source: Islamic Seyed Golestaneh. Source: Sefid Abian,
Consultative Assembly Library, 2012, 35.

Murraqqa' No. 9888.
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3. Multi-Line Pieces: Golestaneh's multi-line pieces are generally executed in a more Khafi
and improvisational style. Most of these works, in terms of the style of writing and the
content of the pieces, are influenced by the field of written epistles and letters (Monshaét).
In this way, in some of these samples, the content and visual characteristics of the samples
of the Monshaat become closer, as in them, the calligraphic accuracy has been reduced to a
certain extent, and they have been written in the so-called Qalam Andaz (writing rapidly)
style and inclined to Tahrir script. This point can be seen especially in a few pieces dated
1310 A.H., which are signed with the following phrase: «Seyed Golestaneh wrote in the
manner of the deceased Qaem Magam» (Fig 9). This signature shows that Golestaneh paid
attention to different types of Shikasta writing in the fields of Dabiri and Mashg, as
«Mojtaba Malek Zadeh» also considered this feature as one of the factors of the emergence
of Golestaneh's special and unique compositions in some of his works (Malek Zadeh, 2023,
interview). A number of these works were written in Chalipa and multi-sided seatings
(korsi) (Figs 6 & 9), but most of them were written with a horizontal seating (korsT) and in
a vertical rectangular frame (Figs 7 & 8). In this area, we can mention a specific sample of
Golestaneh's works, a text written in Jali with Khafi Chlipa annotations. This piece is
apparently six-lined, but due to the intrusion or compression of the lines, it can also be
considered close to multi-layered pieces (Fig 10). One of the characteristics of Golestaneh
lines is minimum dotting (Nogte Gozari) in them (Figs 7 & 8) because the numerous and
widespread use of the dots is an obstacle and a cover that prevents the representation of
more and better effects and beauties of the script (Malek Zadeh, 2023, Interview).

Fig 6. Multi-line writing with  Fig 7. Multi-line Writig o Fig 8. Multi-line writing with

Monshaét content in the with Monshaét content in a Monshaét content in a
Chalipa seating (korst), horizontal seating (korsi), horizontal seating (korsi),
Golestaneh's work. Golestaneh's work, 1890 Golestaneh's work, 1898
Source: Qelich Khani, (1308 A.H.). Source: Qelich (1316 A.H.) Source: The
Malekzadeh, Jeddi, & Khani, 2013, 170. National Library and
Hamedi., 2021, 110. Archives of Iran (NLALI).
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[t & &
Fig. 10. Jali Multi-line writing
Monshaét content in the Chalipa inclined to layered compositions.
seating (korsi), Golestaneh's work. Source: Moshashaei, 1996, 5.
Source: Sefid Abian, 2012, 25.

4. Multi-Direction Chalipa Pieces: Samples of Golestaneh's Shikasta script writings,
which comprise a smaller number of his works, include pieces in Khafi Dang executed in a
Chalipa pattern in several directions. These samples are not written in the conventional
Chalipa format; as mentioned, they are written in multi-direction form with horizontal lines.
These pieces' content is poetry, written in double hemistichs, which makes it close to the
familiar format of Chalipa. These pieces can be seen as Golestaneh's influence on the style
of predecessors such as Darvish Abdul Majid Talegani, who has many pieces in this genre.
In these pieces' overall composition, it is impossible to determine a fixed pattern because
improvisation plays a dominant role in them. In this way, in some pieces, several
consecutive verses are written in Chalipa in the same direction. Other samples are executed
in different ways (for example, in alternate order, one Chalipa verse and one horizontal
verse). However, a general similarity can be seen in their composition, which places them
in one group (Fig 11).

5. Siyah Mashq Pieces: It can be said that there are very few Siyah Mashq pieces in
Golestaneh's works. However, as mentioned earlier, some of Golestaneh's works can evoke
Siyah Mashg. In these pieces, we often see density and compression more than «repetition»
and «intrusion» - the main components of Siyah Mashq writing. In a way, it can be said that
these pieces are far from reaching «Siyah Mashg» and are more «Siyah Mashg-like».
However, in a few samples of Golestaneh's Shikasta script writings, the qualities of Siyah
Mashq are increased in the Jali or combined Dangs so that they can be placed in the category
of Siyah Mashq (Fig 12).
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Fig 11. Multi-
direction Chalipa
writing,
Golestaneh's
work.

Source: Islamic
Consultative
Assembly
Library,
Murraqqa' No.
5141.

Fig. 12. Siyah Mashqg-like
Shikasta writing, by
Golestaneh. Source: Islamic
Consultative Assembly
Library, Murraqqa' No. 5141.

Good layout (hosn-e waz‘) and composition (tarkib) in Golestaneh's works

In the previous section (typology of Golestaneh's works), under the introduction of each
type, some components of the composition (tarkib) and good layout (hosn-e waz‘) of
calligraphy elements in that type were also mentioned. In this section, we will examine these
components specifically and concerning all the examined works in different types. The
components discussed in this section include framing, seating (korsT) arrangement, Dang
variety, and simple-letter composition.

1. Framing: The examined works of Golestaneh are written in horizontal and vertical
rectangular frames. Among these, multi-line works, multi-direction Chalipa pieces, and
some Siyah Mashq pieces mainly have vertical frames and are generally written in a Khafi
(small) script. However, single-line and double-line pieces and several Siyah Mashqg-like
works generally executed in Jali Dang have a horizontal frame. In these two categories, the
linear-script writings (Satr Nevisi) are longer and executed in a more extended frame. When
these works are converted from one line into three-line writing, the ratio of the length and
width of the frame becomes more proportional. In this way, Jali writing and the selection
of the horizontal frame in Golestaneh's works can be seen in connection. Also, in
comparison, it can be said that Golestaneh's tendency to Jali writing in the horizontal frame
is more than the Khafi writing in the vertical frame.
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2. Seating (korsi) Arrangement: In Golestaneh's works, the horizontal seating
arrangement system is more frequent than the Chalipa seating. This seating system can be
seen in different types of Golestaneh's works (one-line, double-line, multi-line, and Siyah
Mashq). Even in the Chalipa works, lines and hemistichs can be seen scattered in the
horizontal seating (korsi) (Fig 10). In this type (multi-direction Chalipa writing), the
composition of horizontal and Chalipa seatings (korsT) has led to visual diversity. Another
kind of seating (korsi) arrangement can be observed in Golestaneh's one-line, double-line,
and multi-line writings. In these works, the side and peripheral spaces of the work are filled
with verses and phrases in multi-direction seating (korsi) (Figs 2, 3, & 10). Another point
is the number of secondary seatings (korsi) in line with the main seating, which can be seen
more in linear-script writing. As mentioned earlier, in this case, the longer the line, the
greater the number of secondary seatings, especially at the end of the line (Fig 1).

3. Dang Variety: Another item in Golestaneh's Shikasta writings is the variety of script
Dang. As we said, Golestaneh's tendency is more towards Jali Dang. However, Khafi
writing can also be seen in some of Golestaneh's works. Therefore, in Golestaneh's works
generally, the variety of Dang can be seen to some extent. Examining Dang variety, while
not looking at the whole works but looking at the single work (that is, the internal
composition of the works), it can be said that most of Golestaneh's works were executed as
a single Dang. At the same time, in some of Golestaneh's works, one can also see the
creation of variations with different Dang besides the main Dang. The variety of Dang in
these works can be considered in two ways: In the first case, the primary and dominant
Dang is Jeli, and the secondary Dang is Khafi. In the second case, the main Dang is Khafi,
and the secondary Dang is Jali. The first case can be found in many linear-script writings
(one-line, double-line, multi-line), and the second case can be found in some multi-direction
and Siyah Mashq pieces. Another point is that in these works, the change of Dang usually
happened along with the change of direction in the seating (korsi) (Figs 2, 3, 10, 12).

4. Simple-Letter Composition

1-4. Intertwined-Script Writings: The subject of intertwined-script writing is, in a way,
on the border of the two concepts of good shaping (hosn-e taskil) and good layout (hosn-e
waz"). From one point of view, it can be proposed in the domain of letter shape and letter
connections. But in one way, intertwined-script writing can be viewed from the perspective
of good layout (hosn-e waz‘) and composition (tarkib). The issue of intertwined -script
writing can be proposed in this topic in two ways: One concerning the concept of
composition, which refers to the composition of simple letters and parts of words, and the
other in terms of «repetition» and «frequency» of similar words and phrases that are
intertwined and joined in Golestaneh's works. In fact, in the latter case, the «repetitions»
element of these components can be designed under the concept of good layout (hosn-e
waz‘) and composition (tarkib). It should be said before that in Golestaneh's Shikasta
writing, the letters and words are connected to such an extent that the legibility and clarity
of the words have been observed to some extent. However, the tendency to create complex
visual compositions in some cases has led to increased connected and intertwined-script
writing. The frequency of connected and well-composed words and phrases such as
Woggllore a>g92xugo®, CONNECEING «cowb 0 the previous participle in present perfect verbs and

similar cases (SUCh as «ccul sy 3%, €l suw » AN «eel 0az») IS Of this type (Fig 13). It can

be said that the repetition and frequency of some of these complex compositions in
Golestaneh's works, more than the content aspect, was influenced by the attention to their
formal and visual qualities.
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Fig. 13. intertwined-script writing and repetition of
joined elements in Golestaneh's work.
Source: Moshashaie, 2012, 544,

2-4. Composition and Arrangement of Elongations (Mads): Another feature in these works is the
composition and connection of elongations (Mads) with each other. The calligrapher's desired
elongations (Mads) have been consecutively executed in many of these works. In these samples, the
composition of consecutive elongations (Mads) can be witnessed in two ways: In a number of works,
the composition of consecutive curved elongations (Mads) or the composition of curved and flat
elongations (Mads) has occurred in a layered manner. These samples have considered creating a
parallel between recurring elongations (Mads) and Blackness and Whiteness (sawad o bayaz).
Repetition of letters and released (Morsal) elongations - such as «., (Nun)» and « (ya)»- can also

be placed in this group. In the other group, the common consecutive flats elongations (Mads) (or
half-Mads) are written mounted. In several works, the space between the parallel elongations (Mads)
is filled with micro-elements to create contrast and visual variety. Released (Morsal) movements
such as such as «., (Nun)» and « (ya)» can also be considered as some elongations (Mads) that are

performed consecutively and repetitively in samples of Golestaneh's works. Also, the repetition of
headstrokes in these works creates a function similar to the repetition of elongations (Mads) (Figs 14
& 15). Also, in some cases, the elongations have been implemented in a non-continuous and single
way. In these samples, sometimes, before and after the elongations, we have seen the circles of the
letters, which, on the one hand, have a kind of similarity and harmony with the form of the elongation,
and on the other hand, they have created a sort of visual contrast because they are more distant than
the elongations. In this way, the adjacency of circular letters and elongations brings together the two
principles of harmony and visual diversity (Figs 19). Another type of connection between elongations
(Mads) in Golestaneh's works is their intersection and contact aligned with each other, which leads
to unity in the whole composition. For example, as seen in Fig. 16, the extension of the released «.,

(Nun)» (from the word «,.») in the direction of the elongation (Mad) «» (in the word «c..l») and
the extension of the released « (ya)» in the direction of «_» (in the word «_.Js») has been placed

and has led to visual connection and unity. In some cases, this feature leads to the integration of
elongation and released movements in an intensified form. It should be mentioned that the feature of
integration can happen in other movements (such as micro-elements) as well (Fig 17). Still, in
Golestaneh's works, this feature can mostly be seen in the elongations and released (Morsal)
movements. In these samples, sometimes the ends of the letters intersect in two opposite directions
and create a unified form. For example, in Fig 17, which is a part of Golestaneh's linear-script writing,
the letter «-» (in the word «..») is merged with the letter «o» (in the word «.s .3»). They are seen

in an adjacent form. In another sample, the word «....» (in an elongation (Mad) form) is applied to
«cwb. Here, the letter . is attached to the beginning of .l and somehow evokes the form of L.

While creating a harmonious space between the two elongations (Mads), this integration has created
a visual appeal (Fig. 18). Letter merging may also occur in the middle of letters and words. For
example, as seen in Fig 19, the continuation of the letter «.» is placed in the direction of the word

«,Eaw» and has merged with it.
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Fig 15. Repetition of released

and layered (Morsal) movements in Golestaneh's
elongations (Mads) in works Islamic Consultative Assembly
Golestaneh's works. Source: Library, Murraqga' No. 6926.
Moshashaie, 2012, 544 & 535. Source: Moshashaie, 1996, 3.

& T
Fig 16. The intersection elongations Fig 17. Merging the letters «» and «.»
(Mads) along eag:h other. P!ece of in Golestaneh's linear-script writing
Golestaneh’s Shikasta writing.Source: (Satr Nevisi). Source: Moshashaie,
Sefid Abian, 2012, 36. 2012, 544,

| Fig. 18. Merging the brim of
| «u» and elongated «_.» in

- Golestaneh's work.
. Source: Sefid Abian, 2012, 31.

Fig. 19. Merging the released
(Morsal) «» and elongated

middle «.» by Golestaneh.
Source: Moshashaie, 2012, 55.

The next point concerns the elongations (Mads) in composition and their arrangement
throughout the work. In many of Golestaneh's works, due to the appropriate and balanced
arrangement of the elongations (Mads), unity can be observed in the work's overall
composition. This point is particularly evident in Golestaneh's layered and Siyah Mashg-
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like compositions. For example, in Fig. 16, the type of distribution and arrangement of the
elongations (Mads) in the whole work, along with the appropriate use of micro-elements,
has led to the overall balance and unity of the piece. It is possible to consider a triangular
system in the composition and connection of elongations (Mads) so that the base of the
triangle is placed at the bottom (Fig 20). This point has led to stability and strength in the
composition of the work. In another work (Fig 21), elongations (Mads) are dragged to the
left side of the image; however, two inverted triangular systems in the composition of
elongations (Mads) and circles in this work can be witnessed: One is the triangular
composition of «o», «s» and «:» elongations and the other is the triangular composition

of «», «_=» and «s» circles, which together have led to the stability and unity of the

composition. In another sample (Fig 22), the extension of elongations in the lower part of
the frame has led to stability in the work's overall composition.

Fig ZlBaInced arrangement of elongations (Mads) and circles in Golestaneh's Shikasta writing.
Source: Islamic Consultative Assembly Library, Murraqqa' No. 9888.

I ’5"‘
Fig 22. Arrangement of elongations (Mads) and circles in Golestaneh's Shikasta writing.
Source: Moshashaie, 1996, 13.
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Source: Islamic Consultative Assembly Library, Murraqqa' No. 9888.

One representation of elegance and manifestation concerning elongations (Mads) is their
connection (minimum connection). This principle, which induces visual appeal and
pleasure, has great sensitivity and requires the high skill and mastery of the calligrapher
because, at the same time, it must observe the same tangencies between the elongations and
implement the good composition in the best way (Figs 22 & 23).

3-4. Composition and Adjacency of Circles: In samples of Golestaneh's works, the
calligrapher's tendency to adjacency of circular movements, and thus, the creation of rhythm
and visual harmony can be witnessed. An example of this type of letter adjacency can be
seen in other scripts and other areas, including Nastaliq compositions in seal writing (Mirza
Abulgasemi, 2015). In Golestaneh's works, the adjacency of circles has sometimes occurred
in horizontal seatings (korsi) and sometimes in stepped and mounted forms. The number of
these adjacent circles varies from two to several circles, depending on the text and the
composition requirements. It is worth mentioning that sometimes short elongations (Mads)
have been adjoined circles in these compositions. These samples can still be related to the
composition and adjacency of the circles because the short elongations (Mads), which have
more roundness than the long ones, are in some way in sync with the circles (Fig 24). In
many cases, it has been tried to write completely adjacent circles with the help of such
arrangements. However, in other works, the arrangement of circles with coordinated
distances has influenced the composition's unity (Fig 21).

Fig 24. Samples of horizontal and stepped
adjacency of circles in Golestaneh's works.
; e Islamic Consultative Assembly Library,
o ey DRI S SV G > Murraqqga' No. 6926. Source: Moshashaie,
SYNESV MRS VAR 0010 544,
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4-4, Composition in Micro-Elements: Besides the system of elongations (Mads) and
circles, the connection between micro-elements is also noteworthy in Golestaneh's works.
In the execution of these elements, in many samples, the consideration of parallel and
isomorphic movements, as well as protracted movements in the vicinity of each other, has
led to visual harmony. One of the examples of this case can be seen in Fig 25, where two
letters «,» and double-letter «a» are arranged in harmony. Also, the composition and

adjacency of the letters .l and J has led to harmony in the composition through intrusion
and alignment. In another part, the letter «»» in the word «,.:5» with «.» and « J» in the
word « Jus» have been joined and written in a connected form. In this way, harmony can
be seen in the Heightening (so ‘tid) and Lowering (nozil) of the letters « b, « J», and « ..
Also, the good adjacency of «y» with « » in this piece is noteworthy. The placement of the
letter «J» in line with and along the « » of the word «y» has led to the intensification of the

vertical movement in this part of the work, which contrasts with the horizontal movement
of the line. On the other hand, it is in harmony with other vertical movements such as .,

#Y, and ... Creating harmony and visual unity through connecting letters can also be seen

in samples of Golestaneh's works. The vital point in this image is the connecting letters and
words to each other, which causes greater unity and harmony between the elements in the
work. Here, the letter « J», by joining two other letters, has connected the upper and lower

lines and made them more unified (Fig 25). As a final point, it should be mentioned that
each of the types of elements examined in calligraphic works (including elongations, circles,
micro-elements) should be observed and measured concerning other elements. In
combining these elements, depending on the type of artwork and the necessity of the
composition, measures such as tangency, intrusion, and overlaying (mounted letters and
words) have been used (Fig 26).

g .\'.\_’}’1' » ‘I v

Fig 25. Visual connections (including ‘ Fig 26. The unified composition of

alignments and tangency of letters) in elongations, circles and micro-elements in
Golestaneh's work. Islamic Consultative Golestaneh's work. Source: Islamic

Assembly Library, Murraqqa' No. 9888. Consultative Assembly Library, Murraqqa' No.
Source: Moshashaie, 1996, 10 & 16. 6926.

Conclusion

In the present study, Golestaneh's works were examined in terms of typology and then
analyzed in terms of good layout (hosn-e waz‘) and composition (tarkib). In the typology
section, Golestaneh's works were identified in five categories of «single-line», «double-
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line», «multi-line», «multi-direction Chalipa», and «Siyah Mashg» pieces. Meanwhile, one
can notice the dominant aspect of Golestaneh's works in linear-script writing (Satr Nevisi).
Also, it should be said that in all of Golestaneh's works, the tendency towards Jali Dang can
be observed. The type of Siyah Mashg is not very prominent in Golestaneh's works, but it
can be said that some of his works, including verse and Chalipa writings, are close to Siyah
Mashq by increasing the density and intrusion of letters and words. In the next step of this
study, good layout (hosh-e waz‘) and composition (tarkib) in Golestaneh's works were
examined in four areas: framing, seating (korsi) arrangement, variety of Dang, and
composition of simple-letters. The tendency towards a horizontal frame and seating (korsi),
at the same time, multiple sub-seatings in most of the works, as well as multi-direction
writing in some works, are the characteristics of Golestaneh's Shikasta writing. Also, the
tendency to Jali Dang is seen especially in single-line and double-line. Double-Dang writing
(Khafi and Jali) can be observed in a number of Golestaneh's works. Regarding the
composition of simple letters, several characteristics can be expressed in Golestaneh's
works: The first characteristic in these works is the intertwined script writing and repetition
of particular words and phrases, some of which can be considered as emerging from official
and literary themes. Another feature is the composition and arrangement of elongations
(Mads) in the part and the whole work. The noteworthy point in this section is the tendency
to combine successive elongations (Mads) and semi-elongations in two ways, «layered»
and «stepped». Layered elongations (Mads) generally include curved or flat-curved
elongations, and stepped elongations mainly include flat consecutive elongations (Mads).
Another feature of the composition of elongations in some of Golestaneh's works is the
integration of elongations and the formation of unified forms. Another feature in
Golestaneh's works is the tendency to use adjacent circles, which can be seen in horizontal
and stepped ways. This adjacency can sometimes be observed in a minimum form (in the
adjacency of two circles) and sometimes in a maximum form in the adjacency of multiple
circles. A remarkable feature in Golestaneh's works is the type of visual connections in the
micro-elements, which happened in several ways. Among these cases, the repetition of
similar and aligned movements, tangency and intrusion, and the merging of letters can be
pointed out. The sum of these features has led to harmonious yet diverse compositions that
show artistic taste and creativity in the works of Seyed Ali Akbar Golestaneh.
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Appendix

1. Mojtaba Malek Zadeh born in Kerman in 1960 (1339 S.H.). When he was a teenager, he started learning Nastaliq
calligraphy. Then he left for Shiraz and continued his work under the teaching of calligraphers of Shiraz. From 1984 (1363
S.H.), relying on the works of Darvish, Mirza Gholamreza, and Golestaneh, he started Shikasta script writing. In 1999 (1378
S.H.), he received a master's degree in Shikasta writing from the Iran Calligraphers Association. Malekzadeh, who can be
considered the owner of the style in Shikasta writing, has always been loyal to the old style and has written many works in
calligraphy (Ketabat) and calligraphic pieces in Shikasta script.
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Abstract
Introduction: One of the oldest geometric motifs of the ancient world is a motif created from two crossed lines -
a cross with broken arms or a ninety-degree angle. In international sources, this motif is known as «Swastika» with
the concept of well-being, and in Persian sources, it is known as «Gardune-e Khorshid» and «Mehrane».
Researchers consider the origin of this motif to be ancient civilizations such as the Indus Valley, Egypt, China,
Mesopotamia, and the Aryan peoples, who, despite different names, have a similar formal structure. In Iran, this
motif was depicted on pottery for the first time since the fifth millennium B.C., and its continued use can be seen
until the beginning of the Islamic period. Identifying the theme and factors of drawing the Swastika in Iranian art
and showing its evolution and development from the point of view of form and content in pre-Islamic Iranian art
until the early Islamic era is one goal of the present study. In this regard, the questions of how the form and content
of the Swastika have evolved in Iranian art from the ancient period to the Seljuk period and the common and
distinctive factors of its drawing in the pre-Islamic and Islamic periods are addressed.
Research Method: The current research used descriptive-analytical and historical approaches. The data collection
was conducted using library- and field-based methods. The statistical population included 29 samples from the
pre-Islamic and Islamic periods with distinctive and distinctive characteristics that show the evolution of the
Swastika.
Findings: The presence of religion, especially the worship of Gods, burial rites and Mithraism in ancient Iran, was
one of the essential reasons for drawing the Swastika, and for this reason, it is known as the «Gardune-e Mehr».
Astronomical motifs such as twelve constellations and folk beliefs such as good luck, avoiding the evil eye, and
being safe from calamity have been influential in representing this motif in both the pre-Islamic and Islamic
periods. In Islamic art, this motif is a symbol of light and, accordingly, God. Besides displaying its original form
during this period, in some works, it has become «Solomon's knot» and «Shamseh» by combining curved forms
and plant motifs.
Conclusion: The Swastika has been a sacred symbol in Iranian art from the ancient period to the early Islamic
period and often served ancient myths and religions. In the early period, this motif symbolized the God and
Goddesses of the Sun and was gradually associated with the ritual symbols of Mithraism and Zoroastrianism in
works of art. In the Islamic period, this motif underwent metamorphosis and was used as a symbol of God and
Islamic holy persons.
Keywords
Ancient Iranian Art, Islamic Art, Sun, Swastika, Gardune-e-Mehr
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Introduction and Problem Definition

Motifs in ancient Iranian art are often formed in connection with mythology, and the form
of ancient Iranian religions is based on mythology. The Swastika® is an example of these
mysterious symbols that contain mythological concepts. This motif has been seen in most
of the great civilizations of the world with the common concept of goodness and almost
similar forms, and different names have been attributed to it; however, its accepted name in
international scientific sources is Swastika. The word swastika comes from the Sanskrit
language, which literally means «good luck». In Iran, the Swastika is known as «Gardune-
e-Mehr», «Gardune-e Khorshid», «Chalipa-e Shekaste», «Salibe-e Shekaste», «Crux
Hamus?», and «Mehrane». Most of these names are used for religious and ritual reasons.
The Swastika motif has been seen in a wide range of ancient Iranian works of art, from
«Tepe Musian» pottery to «Parthian fabrics». In the early Islamic period, it shows a
prominent presence on architectural works and pottery, especially vessels from the Samanid
to Seljuk periods. In Iranian sources?, a variety of motifs with the usual Chalipa (cross) to
the broken cross forms have been studied under one name, that is, Chalipa; however, in
international sources, the Swastika is a pattern consisting of two crossed lines - a cross with
broken arms and at a ninety-degree angle. Therefore, in the current research, the name
«Swastika» is used because this international word has the most complete and universal
expression of the form and content of this motif. The samples studied in this research are
only the Swastika, and the motifs branched from it. This motif in Iranian art has formed the
basis for the creation of other motifs such as «Solomon's knot» and «Shamsehy. Also, the
content of this motif in some eras, especially in the early Islamic period, has undergone
metamorphosis and change of concept in accordance with various factors such as religion
and has become the symbolic motif of its era. The stated cases have led to the formation of
the present research. Therefore, first, the root of the Swastika motif and the evolution of
form and content in Iranian art from the pre-Islamic period to the beginning of the Islamic
period have been addressed. In the next step, the factors that are effective in its formation
and continuation are discussed. In this regard, the current research seeks to answer the
following questions: 1. What is the evolution of this motif based on form and content in
Iranian art from the ancient period to the Seljuk period? 2. What are the common and
distinctive factors of drawing this motif in the pre-Islamic and Islamic periods?

Research Method

The current research used descriptive-analytical and historical approaches. The data
collection was conducted using document-based (library) methods. In the process of
research, first, the artworks containing the mentioned motif in pre-Islamic and Islamic art
were collected from printed and digital sources. In the next step, non-random sampling was
done. The order of review of the works was based on the time period. From a historical
point of view, the statistical community is the art of pre-Islamic Iran until the Seljuk period,
and 29 samples have been studied according to the characteristic features of the form and
content of the work and the continuation of similar characteristics of this motif from the
pre-Islamic period to the early Islamic period. Due to the spread of motifs in the early
Islamic period and the statistical society, only clay and metal vessels were used. In this
research, by conducting extensive research, various forms of this motif were found in
international sources, especially in the great museums of the world, most of which have
been displayed and studied for the first time in Iranian art sources. In the content analysis
of these motifs, the cultural, political, and social conditions, especially the common rituals
and religions, have been studied. Moreover, data was collected, evaluated, and analyzed by
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comparing the formal similarities of the examined samples. For a better understanding of
the motifs and their evolution, the forms are drawn linearly.

Research Background

Among the papers published in the world's scientific sites, such as Academia and
Researchgate, regarding the Swastika, most of the sources have been in the field of the
ancient world. The root of this motif has been found in science - especially astronomy and
related to the Sun. In an article entitled «The astronomical origins of the Swastika motif»,
«Coimbra» (2011) mentions the origin of this symbol in comets, which, by observing it in
the sky, is considered as a divine manifestation. The article by «Burillo-Cuadrado and
Burillo-Mozota» (2014) entitled «The Swastika as a representation of the Sun of Helios and
Mithras», considered the Swastika to be a religious symbol in connection with Mithraism,
and like Helios - the God and symbol of the Sun in Greece - a symbol of the God of Sun. In
the field of Swastika in the Islamic era, we can also refer to studies by «Zidan» (2020)
entitled «The concept and utilization of Swastika 'Hooked Cross' on Islamic artefacts» and
«Mailland» (2015) entitled «lIbex, crescent, and Swastika as symbols of the God of lunar in
the rock art of the ancient Near East and Central Asia», pointed out that they mostly refer
to the presence of this motif in the Islamic period and they have not paid much attention to
the connection of its concepts. Also, among the sources of Iranian writers in the field of
Islamic art, two papers were found that were related to architecture and carpets.
«Sattarnezhad, Parvin, and Hendiani» (2020), in their paper entitled «The symbology of
Swastika in the Gonbad-e-Sorkh tombx, have considered the presence of this symbol on the
tomb of the Seljuk period as a symbol of the burial ritual and in connection with death.
«Salavati» (2008) also discussed the presence of this motif in the art of carpet weaving in
her article entitled «The manifestation of the Gardune-e Khorshid symbol «Mehrane» in
Qashqai carpets». The book authored by «Bakhturtash» (2007) entitled «Mysterious sign:
The Gardune-e Khorshid or Gardune-e Mehr (Mithra)» is considered the basis of most
related domestic sources. This book includes all types of Chalipa in world culture and
civilizations. Regarding the name «Broken Chalipa», the sources related to the types of
Chalipa can be found in the books entitled «The origin of Chalipa» by «Nihart» (1987) and
«The broken Chalipa, a mysterious symbol» by «Akbari and Elikai Dehno» (2006), and the
thesis entitled «Review the position of Gardune-e Mehr in ancient Iranian art» by «Lireh»
(2015). Also the articles by «Keshtgar» (2012) entitled «Comparative study of the Chalipa
(crucifix) as a religious symbol in the civilizations of ancient Iran, Mesopotamia, India, and
China», by «Qaem» (2009) entitled «The message of the Chalipa (crucifix) on Iranian
pottery», and by «Esfandiari» (2009) entitled «Chalipa, the secret of the perfect human
being» is also related from other sources. Among the differentiating aspects of this research,
compared to the mentioned sources, we can mention the rooting of the theme and the
evolution of the Swastika in Iranian art from the ancient period to the beginning of the
Islamic period, the explanation of the influencing factors on its drawing, and the reasons for
its continued use until the period Islamic in a specialized manner, which was neglected in
most of the sources or was examined superficially. Also, the diversity of motifs examined
from the point of view of form has led to the rooting of some other motifs of the Islamic
period, such as Shamseh and Solomon's knot, which is significant from this perspective.
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Swastika

Swastika is an international term used in most foreign sources, a crucifix with arms broken
at a 90 degree angle. The arms of this motif evoke the feeling of movement and rotation in
the mind, and from this point of view, the rotation of the day and night and the rotation of
the life can be considered as one of the primary concepts that led to the drawing of the
swastika. In ancient Iran, the swastika was a symbol of the cycle of life and blessing (Lireh,
2015). The oldest Swastika dates back to the late Paleolithic and was carved on a 12,000-
year-old mammoth bone bracelet in Ukraine (Ibrahimov, 2018). Most Iranian researchers
consider the theme of this motif to be derived from the crucifix and call it the broken crucifix
(Mohseni & Bastanfard, 2020). Cooper believes that the Swastika is probably a simplified
form of a human with two legs and two arms, which are actually the four most important
moving parts in the human body (Cooper, 2000, 244-246). In the thoughts of the people of
most civilizations of the world, such as the Aryans, the Swastika has been interpreted in
connection with mythology, heavenly forces, and especially the Sun. «Muller» believes that
the Aryans used this sign, which is a symbol of the Sun, even before their historical
dispersion (Zakerin, 2011, quoted by Nejatian, n d, 162). «Zidan» considered the Swastika
as a symbol of the Sun, good luck, and fertility (Zidan, 2020).«Nik Kholgh» considers the
Swastika as a simplified form of the Sun over time (Nik Kholgh, 2011). Religion is another
reason for drawing this motif in Iran. Mithra, or Mehr, was a God worshipped by Iranians
before Zoroastrianism, and his symbol was known as the Sun. «According to the Avesta
book of Verjavand Ashunamad Zoroaster, Mehr (Mithra) is considered one of Mazdasna's
Gods and has a wheel or Gardune» (Bakhturtash, 2007, 149). The God of the Sun in ancient
Iran is one of the most famous Zoroastrian deities named «Mithra» (Bajlan Farrokhi, 2010,
108). «If we rotate this sign around its axis, it creates a wheel, so it is called the wheel of
life or Gardune-e Mehr» (Keshtgar, 2012). In the sacred texts, Mehr is described as riding
on a wheel (Mah Van, 2019). Salavati, citing Pirnia, considers «Mehrane» to be the Persian
equivalent of the word Swastika (Salavati, 2008). «Mehrane means the wheel of the Sun
and Venus, the manifestation and symbol of «Mithra», the four sides of existence, the four
primary elements, namely water, fire, soil, and water» (Daneshgar, 2005, 164).

Swastika in Ancient Iranian Art

1. 5" millennium B.C.: Fig 1 is a piece of pottery discovered in the Tepe Musian dating to
the 5" millennium B.C. In fact, this motif can be considered the oldest presence of Swastika
on Iranian works of art.

4

&
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Fig 1. Swastika, part of a clay
vessel, Tepe Musian, 4000-5000
B.C., Louvre Museum. Source:
Louvre Museum.
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Fig 2 is a drawing of a Swastika on the body of a clay bowl in the National Museum of Iran,
which is related to the pottery of Tall-e Bakun in the 5" millennium B.C. The form of this
motif has been changed according to its location in the container. However, the
characteristics of the original motif can still be seen in it, which shows that the artist of this
region was familiar with the form of the Swastika. In this figure, with his creativity, he
placed its form in a limited space, which has led to greater mobility in this work.

i

Fig 2. Swastika, Tall-e
Bakun pottery, Marvdasht,
Fars, 4500-4050 B.C. ource:
National Museum of Iran.

Swastika, in addition to the pottery of the Tall-e Bakun region, can also be seen on clay
sculptures, which indicates the presence of a particular thought in the drawing of this motif.
Figure 3 is a Swastika on a clay statue from 3800- 4200 B.C., according to the figure of a
woman or a Goddess. This motif was probably part of a ritual tattoo that was used in the
past on the bodies of people with special social status - for example, priests or people in
temple service. «The function of this motif in tattooing the body was as a protection against
the evil spirit» (Ibrahimov, 2018). In Iran, some nomadic women, especially in Kurdistan,
Lorestan, Khuzestan, and the shores of the Persian Gulf, are fond of tattooing, and they
tattoo crosses on their hands and faces (Bakhturtash, 2007, 87). Perhaps the presence of this
motif in these areas, which were located next to this hill, was an extension of this idea of
removing eye sores and staying away from demonic and satanic forces. From another point
of view, this statue can be attributed to a Goddess who was worshipped in the past.
According to the available sources, it is not clear that the Goddess was worshipped during
that time; however, in later times, i.e., early Elam, the worship of a Goddess called «Pinkers»
or «Pinikir» was expected, which was the embodiment of creation and one of the greatest
mother Gods of Elam. If this motif represents the Sun -as the creator God- then worshipping
this God as the Sun Goddess before the Elamites is not far-fetched .Also, this Goddess could
be worshipped under the influence of other cultures and rituals in the form of Goddesses
such as Anahita. From this point of view, one of the oldest pre-Islamic religions in Iran,
according to Tall-e Bakun pottery, was the worship of Goddesses. In other sculptures of this
region, the Swastika with a different shape is present on female sculptures, which can be
considered as the use of this motif related to fertility concepts.
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Fig 3. Clay statue from Tall-e
Bakun with Swastika on the sides
of the body, Fars, 3800-4200 B.C.
Source: Institute of Oriental
Studies, University of Chicago.

Fig 4 is a piece of pottery belonging to Susa from 3800-4200 B.C. A sacrificial crucifix can
be seen in the center, and two swastikas can be seen above and below it. «Gordon Childe,
the prominent researcher in the interpretation of the pottery obtained from Susa, considers
the broken cross to be a symbol of the Aryan race» (Akbari & Elikai Dehnu, 2006, 12). Of
course, this interpretation is not correct because the first migration of Aryans to Iran
occurred in the second millennium B.C. This work is related to the fifth and fourth millennia
B.C., which was before they arrived in the land of Iran, according to available scientific

sources.
% Fig 4. Swastika, pottery, Susa, , 3800-

4200 B.C. Source: Louvre Museum.

2. 4" millennium: The variety of Swastika motifs on Tall-e Bakun pottery in the 5" and 4™
millennium B.C. is unique among all pre-Islamic periods in Iran. This motif includes a
variety of broken arms with a 90-degree angle to comb-shaped and inward broken arms. In
addition to dishes, this motif is also used on the clay figures of this region, which shows its
importance (Fig 5).

Fig 5. Swastika, earthenware vessel, Tel
Bakon. Fourth millennium B.C. Source:
Institute of Oriental Studies, University of
Chicago.

Fig 6, the Swastika, is on a seal belonging to Susa, between 3100-3800 B.C. The outer arms
of the effect are curved in accordance with the circle shape, but the central part still has the
+ shape. This change in motif drawing can be considered as a basis for the next era.
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Compared to the previous works, the rotating form of this motif is more consistent with the
circular form and, accordingly, the form of the Sun.

Fig 6. Swastika with curved arms on
a seal, Susa, 3100-3800 B.C.
Source: Louvre Museum.

Fig 7 shows five Swastikas on a seal from Tepe Giyan in Nahavand. The distinctive point
of this motif compared to previous works is the completely curved shape of its arms, which
is reminiscent of antelope and ram horns on pottery, and it can be said that the artist used
the shape of animal horns, especially rams, in drawing this motif. Also, in two clay vessels
belonging to the 4™ and 2" millennium B.C., belonging to Susa, there are four goats, whose
overall composition of horns and bodies is reminiscent of the Swastika. The ram is one of
the sacred animals in the pre-Islamic art of Iran and was a symbol of fertility. «Researchers'
studies have shown that most of the seals were located next to the arms of the corpses»
(Bakhturtash, 2007, 187). These armbands were usually placed on the arms of people with
the features of keeping away from the eyes, good luck, and protection of its owner, and
turned this sign into a symbol of good origin that was embedded in the beliefs and thoughts
of the ancient people. Therefore, the use of this seal can be considered related to the concept
of «happiness«.

Fig 7. Swastika with curved arms, seal,
Tepe Giyan, 4™ millennium B.C.
Source: Louvre Museum.

Figure 8 shows the Swastika on a piece of pottery from Tall-e Bakun. With curved arms
that suggest a circular shape, this motif has comb linear decorations that are very common
in the design of Susa pottery. The central part of this motif also consists of 9 squares.
«Herzfeld» explained that this motif is a checkered square motif that is attached to its four
corners, which look like a feather or half of a palm leaf, and it is obvious that they are in a
state of circulation and rotation (Herzfeld, 2001, 22). Figure 9 shows the simplified and
linear motif of Swastika related to silk pottery. Although the form of this Swastika is similar
to the previous examples, it has characteristics that were seen for the first time in pre-Islamic
art in this region. The form of the central circle can also be considered as the Sun, and each
of the arms is like its radiant rays.
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Fig 8. Swastika with shoulder arms,
Tall-e Bakun pottery, 41
millennium B.C. Source: Herzfeld,
2001, 22, redraw

Fig 9. Swastika with comb-like
arms, pottery, Sialk, redraw. Source:
;Bakhturtash, 2007, 162
Vandenberg, 1969, 126

3. 3" millennium B.C.: Fig 10, which is a clay bowl belonging to the southeast of Iran, in
the period of 2400-2800 B.C., shows the shape of a Swastika whose arms are drawn in a
curve like the effect of Tepe Giyan and Tall-e Bakun, but with the difference that each of
the arms appears, based on its internal linear decoration, to be possibly a plant form or an
antelope horn.

Fig 10. Swastika with curved arms and
plant form, clay bowl, Sistan and
Baluchistan, around 2400-2800 B.C.
Source: National Museum of Iran.

4. 2" millennium B.C.: Fig 11 is the Hasanlu Cup, which, according to «Ghirshman», is
related to the end of the 2" millennium to the beginning of the 1 millennium B.C. and is
related to religious ceremonies and the motifs on it indicate religious and mythological
subjects (Ghirshman, 1992, 29). This cup narrates different stories, and the researchers
believe that its origin is the result of the work of «local artists for the prince of Manna»
(Ghirshman, 1992, 29), «inspired by a Hurrian epic named Komarbi» (Prada, 2004, 134-
136), «Derived from ancient Persian stories» (Behnam, 1945), «related to the religion of
love worship» (Jahanian, 1958, 56), «<myths of the Manna civilization and their neighbours»
(Nafisi, 2005, 209; Najafi Qara Aghaji, 2012). On the part of this vessel, the motif of a lion
and its holder, which is probably riding on it, can be seen, and a Swastika is observed on
the thigh of the lion. «Kambakhsh Fard» considers the carving of the Swastika in this cup
as a symbol of superior power (Kambakhsh Fard, 2001, 35). «Prada» believes that the
presence of this motif on the lions was aimed at inducing extraterrestrial and otherworldly
power and its belonging among the Gods (Prada, 2004, 124).« Jobes» considered the motif
of the lion in the civilizations of the Near East as a symbol of power and royalty, which was
equal to the power of the Sun (Jobes, 1991, 75-77). In another part of this cup, there is a
figure of a man with a winged circle, which Prada considers to be the God of the Sun (Prada,
2004, 132). All these elements show the connection of this motif with the religion of Mithra
and the symbolic form of the Sun.
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Fig 11. Swastika on the thigh of a lion,
part of Hasanlu cup, late second and
early first millennium B.C. Source:
Najafi Qara Aghaji, 2012.

«Cooper» considers one of the symbols of the Sun to be the Swastika (Cooper, 2000, 133).
In this case, this motif can be regarded as the first appearance of a lion and Sun in Iranian
art. «In the culture and mythology of Iran, the lion is the embodiment of strength, power
and strength and is considered the representative of the Sun» (Yahaghi, 2007, 280).
Astronomy is another reason for drawing this motif. Leo (astrology) is another astronomical
concept that is considered the house of the Sun. According to astrologers, whenever the Sun
is placed in Leo (astrology), it is a time of comfort and peace. For this reason, in astronomy,
the motif of the lion and the Sun as auspicious symbols has attracted the attention of
astronomers, artists, and people (Khazaei, 2001). Also, the Swastika has been seen in the
middle of the ram's horn on the pottery of Susa in the fourth millennium B.C. and on the
petroglyphs of the regions of Iran such as Lakh mazar in Birjand and Dasht-e Toos. The
motif of ram or lamb is a symbol of the first sign of the zodiac, Aries, and its presence with
the Sun has a scientific basis.

5. 15 millennium B.C.: Fig 12 shows a necklace from the 1% millennium B.C. with three
forms of Swastika, known as the Marlik necklace. The presence of this motif on the necklace
can be considered in connection with the belief of the people with positive concepts and
happiness behind this motif that the people of that period used on their ornaments.

Fig 12. Necklace found at Kaluraz
(known as the Marlik Necklace) with a
Swastika. 1000 B.C. Source: National
Museum of Iran.

6. Achaemenid Period: Fig 13 shows the motif of an Achaemenid king fighting a lion. On
the shoulder of the animal, there is a motif that seems to be formed from the repetition and
rotation of the Swastika. Due to the prevalence of Zoroastrian religion in the Achaemenid
period, elements of older religions such as Mithraism are also seen in this period. In
Mithraism, the lion represents the fourth stage of the seeker. In addition to the fact that
Iranians considered it to be the fifth sign of the celestial constellations (Leo), in Mithraism,
the lion was associated with fire and took care of the sacred flame of the hearth (Hinnels,
2006, 135). The lion in the sculptures and works of art of the Aryans, especially among the
Medes and Achaemenians, is a manifestation of Mithras, who was the great angel of the
Aryans, and after Ahura Mazda, they respected and cherished it more than other angels. «In
the religion of the Aryans before Zoroaster, Mithra, and Anahita were among the great and
respected deities of the Aryans, and when Zoroaster appeared and made reforms in the
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religion of the Aryans, in order to establish and spread monotheism, he lowered them from
their position. However, due to the attention of the people and also because of the obvious
characteristics and moral and social status of these Gods, he had to keep them in whatever
quality they were, and thus, Mithra was pushed to the back and during the reign of the early
Achaemenid emperors. There are no names of Mithra and Anahita in the stone inscriptions
for this reason and because of the influence of the Zoroastrian religion. Perhaps the seal of
Darius and some other seals that show the king hunting a lion were for this reason and to
strengthen the Zoroastrian religion» (Qaem Maghami, 1966).

Fig 13. Achaemenid king fighting
Py \ : a lion with a Swastika symbol,
e A vy o ¥ ,. \ ,:‘Achaemenid. Source: Louvre

— . useum.

7. Parthian Period: In the Parthian period, this motif was seen on various works of palace
decorations, including the plastering of the palace in Mount Khajeh in Sistan (Fig 14) to the
works inside the graves, such as burial cloths and burial vessels in the Germi County
Mughan region of Azerbaijan. The widespread of the Mithraism religion can be seen as one
of the essential reasons for the expansion of this motif in the Parthian period. «The period
of the Parthians was the peak of the expansion of Mithraism in Iran and beyond its borders»
(Akbari & Elikai Dehanu, 2006, 46). In the pot graves that followed prehistoric customs in
some regions in Iran, the dead head was usually placed facing the Sun at the time of burial .
«The allegory of the Sun is mostly used in ritual symbols for the process of death and life
again, and it is even a symbol of Simurgh, and the Sun as the God of light is its source»
(Davoudi & Hosseinabadi, 2022, 37). The presence of the Swastika in the works related to
the burial ritual on these works and the direction of the deceased's head along the Sun can
be another reason for the illustration of this motif in the Parthian period.

Fig 14. Plastering of a palace in Mount
Khajeh in Sistan with a Swastika,
Parthian. Source: Qaem, 2009.

8. Sassanid Period: Swastika is in most works of the Sassanid period related to religious
architecture -fire temple and non-religious- palaces and castles. This motif is a variety of
broken and geometric arms to curvilinear forms that indicate the creativity of the artist of
that era. This motif has been observed in the architecture of magnificent palaces such as
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Ctesiphon Palace, Bishapur and Kish Palace, Yazdgerd Castle, Chaleh Tarkhan* in Ray and
Fire Temple of Tappe Mil in Varamin. The use of plant forms along with this motif, which
has been seen since the Parthian period, reaches its peak of beauty in this period. In the
National Museum of Iran, there is a part of a piece of plaster related to Chaleh Tarkhan or
Talkhan in Ray (Fig 15). The overall form of the work is a series of swastika motifs
connected by curved arms. Plant motifs are also seen in the central part of all four connected
swastikas. The nested curved forms evoke the motif of the wave and the movement of water
in the mind, and from this point of view, it can be adapted to the sacred concepts of this
sacred element of nature. «Filippous, in his paper on sacred symbols, based on a Christian
belief in the four rivers of heaven, believes that drawing the Swastika (curve) was related
to the sacred element of water (Filippou, 2016).

Y

Fig 15. A part of stucco with a
curved swastika, Sassanid, Chaleh
Tarkhan. Rey. Source: National
Museum of Iran.

The Role of Swastika in the Art of Iran in the Early Islamic Period

The culture and art of Iran in the Islamic period actually inherited the beliefs, rituals, and
culture of civilizations such as pre-Islamic Iran, which were combined with the traditions
of native art at that time. In Islamic art, due to the religious prohibition in the representation
of reality, the abstraction of various elements can be seen, and this simplification is often
present in Islamic forms, animal motifs, and the composition of works. The Swastika is an
abstract motif from the pre-Islamic period of Iran, whose traces can be seen in the Islamic
era with a new form and content. «Zidan» considered the entry of Swastika in Islamic art
under the influence of Mesopotamia and Egyptian art. «Swastika» had found its way to
Islamic art through Mesopotamia artistic traditions that had influenced the Anatolian and
Shamate civilizations, and its presence in the 10th century A.D. in Baghdad and other areas
of the Islamic Caliphate indicates a return to the concepts of immortality in ancient times.
Of course, he also mentions another point of view that these motifs may have reached
Muslim artisans through Coptic artefacts through the cross motif in ancient Egypt, which
was known as the key to life (Zidan, 2020). Meanwhile, due to the long history of using this
motif in Iranian art, Iranian art has been mentioned in a very limited way in international
sources. Among the early examples of the use of the Swastika at the beginning of Islam -
the Umayyad era, we can mention the pavement of Hisham's Palace in Jericho and the
Abbasid era for the first time over the gates of Baghdad in Raqgga in the second century
A.H. (Zidan, 2020). It seems that Muslim artists used the pre-Islamic Swastika like other
motifs in the Islamic period, with a similar form but a new content. One of the elements
related to the Swastika in the pre-Islamic art of Iran is the Sun, which was important as a
source of light and heat. In the Qur'an, according to verse 35 of Surah Noor, light is
mentioned as a sign of God. It seems that one of the aspects of the use of the Swastika in
the art of the early Islamic period was the symbolic display of God on works of art in line
with the verses of the Quran and Islamic principles. In the Islamic period, the broken
crucifix continued with a religious connotation. From the time of the defeat of the Sassanids
to the 4" century, it regained its previous position over time and was found again as a vital
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religious symbol. In some religious paintings with the subject of ascension, a broken
crucifix is engraved on the shiny forehead (Esfandiari, 2009). In the Islamic era, the crucifix,
complete and broken, is a sign of the world of unity and a manifestation of the four main
directions and the angels overseeing the four seasons and a symbol of the soul and renewed
life (Cooper, 2000, 246-242). «Bakhturtash» considers the presence of the swastika motif
in the Islamic period as a representative and a diagram of Aryan traditions and beliefs, which
also gained influence in the religious thinking of the Islamic period and became related to
the beliefs of Muslim Iranians, such as the belief in the family of the Prophet and especially
Imam Ali (Bakhturtash, 1972). He considers the extension of some motifs in the Islamic
period, including the Swastika, as a result of the thinking of Iranians with good taste and
thought, who sometimes mixed it with the names of religious elders for its survival and
durability and tried to preserve it (Bakhturtash, 1972, 87). «lbrahimov» believes that with
the progress of Islam, the Swastika, which was an ancient symbol and had nothing to do
with the new religion, was combined with the latest concepts proposed in Islam. Among the
Sunnis, the Swastika appeared as a manifestation of God and his divine light. The Swastika
in the art of Shiite Muslims was composed of Kufic letters that represented the name of
Imam Ali (lbrahimov, 2018). Figure 16 shows the decoration of the entrance tile of the
Bastam collection, with the arms of a central swastika ending with the word Ali.

Fig 16. Tile decoration of the entrance
gate with the motif of Ali combined with
a central Swastika, Bastam. Source:
Mohseni & Bastanfard, 2020.

1. Samanid Period: The first appearance of this motif in the pottery and metal works of the
early period of Islamic art in Iran is related to the pottery of the Samanid period, which is
unique both in terms of number and variety of form. The presence of the Swastika in Islamic
art, especially in the Samanid period in Khorasan, can be seen as the result of the presence
of pre-Islamic religions such as Mithraism, Zoroastrianism, Manichaeism, and Christianity,
and the complete freedom of non-Muslim artists and neighbourhood with ethnic groups
such as the Sogdians. «Chengiz and Balkharigahi» have considered the presence of traces
of Zoroastrian, Manichaean and Ismaili religions in Khorasan and Neyshabur during the
Samanid period as the result of the policy of softness and tolerance of its rulers (Changiz &
Balkharigahi, 2017, 1). «Shobiri Zanjani» also considers Neyshabur to be one of the four
great cities of the Samanid period, where different beliefs and religions coexisted peacefully
(Shobiri Dozeini, 2011, 33). «Boyce» also mentions Neyshabur as one of the prominent
centers of Iran's spirituality, which was also one of the famous fire temples of that time
called Azar Barzin Mehr fire temple in Khorasan, on the slopes of Mount Reont or Rivand
Neyshabor (Boyce, 2002, 117). «Frye» also considers the presence of specific Christian
motifs on Samanid pottery as a sign of the complete freedom of Christians in this period
(Frye, 2007, 359). «Sadeghpour Firouzabadi and Mirazizi» consider the presence of non-
Muslim artists and new Muslim artists of the Buyid dynasty as the reasons for the transfer
of pre-Islamic-Sassanid motifs to the Islamic art of the Buyid dynasty (Sadeghpour
Firouzabadi & Mirazizi, 2019, 27).
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In Fig 17, the Swastika is placed negatively within the space of a central design. In Samanid
period dishes, these motifs are central. In some cases, they have been accompanied by
phrases in Kufic script with moral themes and concepts such as «He who speaks a lot, his
mistakes will increase®» (Fig 17). The writings around the container are divided into four
parts and are placed on the four sides of the container like the four-part form of the central
motif. Figure 18 shows a cup in the Metropolitan Museum, on the body of which the
Swastika is enclosed in a circular form. On the handle of this dish, the shape of an animal
probably shows a lion, which is reminiscent of the motifs of the lion and the Sun of pre-
Islamic Iran.

@T’a ar.
mY K

»
Fig 17. Swastika in negative form in a clay Fig 18. A cup with a swastika on its body, half of the
pot, Neyshabur, 101 century, Samanid 9t century to half of the 10" century A.D./ 3-4 AH.
period. Source: Metropolitan Museum. Source: Melikian Chirvani, 1974, 135.

Figs 19 to 22 show a fusion of the Swastika with plant forms, which presented a new form.
This motif changed over time, and with spiral arms and artichoke leaf motifs, it was
integrated, creating new motifs that became popular in this period and initiated new
decorations in the Islamic art of the later era.

Fig 19. Clay pot with Swastika. 4™ century A. H., Fig 20. Samanid period plate. Source:
Boston Museum of Fine Arts. Source: Pope & https://turkotek.com. (access date: 18/12/2023).
Ackerman, 2008, 581.

Fig 21. Clay pot, 9™ and 10™ centuries A.D. Source: Fig 22. Swastika with curved arms combined
Victoria and Albert Museum. with plant motifs in the Islamic period. Source:
Bonhams auction.

Fig 22 shows a plant motif; the overall composition of its elements is the shape of a
Swastika. The twisting and curving forms in the circulation of these motifs are reminiscent
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of plant motifs in pre-Islamic artworks, especially silver vessels of the Sassanid period (Figs
23 & 24).

Fig 23. Sassanid vessel with
vine branches and fruit,
British Museum. Source:
Toos Foundation.

Fig 24. Sassanid period
vessel with the motif of vine
branches and its fruit.
Source: University of
Washington.

From the rotation and combination of the Swastika form, other decorative forms are created,
some of which can be considered the origin of many suns of the Islamic period. «Mohseni
and Bastanfard» believe that even the Sun in geometric motifs (knots) is an evolution of the
circle of the Mehr, which found a new meaning in the Islamic period (Mohseni &
Bastanfard, 2020). «Khazaei» considers the motif of the Sun in Islamic art as a
manifestation and physical symbol of the Prophet of Islam. Also, by quoting poems by poets
such as Rumi, Shabestri, Attar, and Sanaei, he related the concepts of the Sun and light in
these poems to Prophet Muhammad (Khazaei, 2008). Figure 25 shows a decorative motif
on the bottom of a clay vessel, which was created by rotating a Swastika, and its form is
similar to a motif on the lion's shoulder from the Achaemenid period (Fig 13).

Fig 25. Bowl, Neyshabur,
Samanid period, 101 century
A.D., Source: Grubeh, 2005, 59.

In international sources, there is a sign called Solomon's knot, which is also known as
«Sigillum Salomonis» in Latin texts. This motif consists of two closed circles that are
connected and intertwined dually. As a universal symbol, it is a geometric shape that implies
eternity. «Erdeljan and Vransevié¢» consider the use of this motif in a Christian church as a
symbol of the timeless and unchanging eternity of salvation (Jelena Erdeljan, 2016). Since
continuous rotation is one of the characteristics of the Swastika, this rotation can be
considered to be related to the concepts of immortality, infinity, and eternity, which also
coincide with the meaning of Solomon's knot. In this case, it is possible to consider
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Solomon's knot derived from Swastika, which was accompanied by changes in its form.
Figure 26 shows the motif of Solomon's knot on a Samanid period dish.

Fig. 26. Solomon's knot on a
Samanid vessel, 900-1000 A.D.,
Eastern Iran, Victoria and Albert
Museum. Source: Victoria and
Albert Museum.

Fig 27 shows a motif with tangled and knot-like lines, the general shape of which is
reminiscent of the swastika motif and the tangled linear forms of Solomon's knot motif.
This decorative knot can be seen with changes in later works of Islamic art.

Fig 27. A bowl with a knot motif
on the door, 4" century/10t™
century, Neyshabur, Samanid
period. Source: Metropolitan
Museum of New York.

In Fig 28, there is a motif of a square with revolving arms in the form of a conger leaf, and
its overall composition is very similar to the motif of a pottery vessel from Tall-e Bakun in
the 4™ millennium B.C. (Fig 8).

Fig 28. Clay vessel, Neyshabur,
3 century A.H., Samanid period,
National Museum of Iran. Source:
Authors.

2. Buyid Dynasty: Fig 29 shows the motif of a lion and a shape similar to the Swastika or
Solomon's knot on its back, which, according to Bakhturtash's book, belongs to the 4™
century A.H. in Ray and belongs to the Buyid dynasty. This work is thematically similar to
the lion motif in pre-Islamic metal cups, such as the Hasanlu and Marlik cups, and can be
considered the first appearance of the lion and sun motif in Iran during the Islamic period.
«This Aryan sign was gradually transferred from the thigh of the lion to the top of the lion's
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head, and gradually its branches were compressed, took the shape of a star, and became the
sun over time, and became the basis of the history of the lion and the Sun, and gained a
symbolic value» (Bakhturtash, 1972).

Fig 29. Lion with Swastika, Buyid dynasty,
3 or 41 century A.H., Ray. Source: Pope &

Ackerman, 2008, 583.

In the Islamic period, in some texts, the placement of the lion and the Sun in literature is
described, especially its epic type, and it can be one of the reasons for drawing this motif.
Ferdowsi, in his Shahnameh, the section of the kingdom of Shapur Zul-Aktaf, begins his
verses with the beginning of the day as follows: «When the Sun emerged from the lion
tower's bosom, Daylight blossomed, and dreams vanished!» (Ferdowsi, 1960, 232). From
another point of view, some consider the simultaneous presence of these two motifs to be
attributed to Shiite beliefs. «The motif of the Sun as the symbol of the Prophet of Islam and
the lion as the symbol of Imam Ali» (Khazaei, 2001). Since the Buyid dynasty was
considered a Shiite government and always sought to express this importance, this presence
can also be related to religious reasons.

3. Seljuk Period: In the architectural works of the Seljuk period, influenced by pre-Islamic
art, the Swastika has been seen in the Alaviyan dome in Hamadan and the Round Tower in
Maragheh. «Pope and Ackerman» consider the Swastika as one of the introductory
brickwork motifs of the Seljuk period (Pope & Ackerman, 2008, 144). In the Seljuk period,
the Swastika on the lion's thigh and Hybrid animals based on the lion's motif, such as
sphinxes, Sun and flower, can be seen on the clay works known as Gerrus, which can be
considered as signs of the influence of pre-Islamic art. In Fig 30, the arms of the Swastika
are drawn with teeth, and their direction of movement is clockwise.

Fig 30. Swastika with serrated arms,
pottery, 111-12%" century A.D., probably
Amol. Source: Grubeh, 2005, 116.

Fig 31 shows a metal object, which is probably a dish, and decorations similar to the
Swastika form of the Samanid period in the shape of a Sun can be seen on it. Also, this
motif represents the Sun. Inside these rays of light are also sentences written in Arabic
language and script.
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Fig 31. A sun - probably Swastika on a
Seljuk period metal vessel, 1100-1200
A.D., Department of Islamic Art, Louvre
Museum. Source: Louvre Museum.

Discussion

The findings of the present research have been collected and categorized based on the
analysis of the Swastika form in the studied works and the analysis of the content of this
motif by using various sources related to the culture of the Iranian people in fields such as
mythology, religion, popular beliefs, literature, and science . Table 1 shows the factors that
influenced the drawing of Swastika during the period of study of Iranian art. The findings
were collected according to the studied samples, and if there were more samples, better
results would have been obtained without a doubt.

Table 1. Factors influencing the drawing of the Swastika in Iranian art from the pre-1slamic period to the Seljuk
eriod. Source: Authors.
Drawing
factors

Pre-Islamic period Islamic period

In the Islamic period, myths undergo
metamorphosis and a change of meaning
due to religious prohibition and become
symbolic elements of the Islamic period,
just as the pre-Islamic lion and sun motifs
are interpreted as a symbol of Islamic holy
people and Solomon's knot as a symbol of
immortality in the Islamic period.
Continuation of pre-Islamic thoughts and a
manifestation of God in the Qur‘an,

One of the symbols of pre-Islamic | attribution of the motif of the lion and the
religions, Goddesses, the worship Sun to holy people such as Imam Ali and
of Mehr or Mithras the Prophet in the continuation of the pre-
Islamic religious function, the Sun is a
Religion symbol of Prophet Muhammad.

The presence on the architecture of tombs
and Islamic religious places such as
mosques, the influence of other religions
such as Mithraism, Zoroastrianism, and
Christianity and the presence of non-
Muslim artists in drawing this motif

Mythological and sacred concepts
due to the presence of Goddesses
on the statue, related to the God of
Myth the Sun, lion, and goat as animals
with symbolic concepts such as
power and fertility, related to water
and its Gods.

The use of this motif in religious
places such as pre-Islamic temples
and works related to funeral
ceremonies and rituals such as cups,
cloths and pots

It has the concept of goodness and
happiness, healing eye wounds,

healing the sting of demonic and Combined with plant motifs as a symbol of
Popular : .
. satanic forces, the presence of blessing and sustenance, the presence of
beliefs . o o
plant motifs as blessed and holy writing containing moral concepts
symbols, and the lion as a symbol
of royalty.
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Drawing

Pre-Islamic period Islamic period
factors

In this research, no written
document related to these motifs in
pre-Islamic literature was found.
However, pre-Islamic literature can
be considered as one of the fields Using the poems of different poets and
Literature | of the formation of the literature of | especially the poems of Shahnameh in
the Islamic period, especially the drawing this motif

Shahnameh, which mentions the
presence of elements related to the
Swastika, such as the Sun, and its
connection with astronomy.
Combination with animal motifs,
including ram and lion in
connection with astronomical
symbols

The combination of animal motifs,
including the ram, in connection with
astronomical symbols, especially the zodiac

Science

Table 2 shows the evolution and formal development of Swastika in Iranian art from the
pre-Islamic period to the Islamic period. The form of some pre-Islamic motifs has been
repeated in the art of the Islamic era, despite the long period and the change of religion, and
this shows the consistency of the form and content of this motif, which the artist has
continued to use in his work after different periods. Also, from the repetition and change of
the form of this motif in the Islamic era, motifs such as the Sun and Solomon's knot and
other decorative motifs have been created, whose traces can be found in the art of ancient
Iran. The combination of Swastika form and plant motifs seen in Iranian art from the
Parthian period reaches its peak of beauty and decoration in the art of the Islamic period,
which itself becomes the beginning of decorative motifs in the Islamic period. The use of
Swastika with right-angled arms and straight lines in the architecture of the Sassanid period,
with changes such as combining with holy words such as the name of Imam Ali, entered
the architecture of the Islamic period.

Table 2. The evolution of the Swastika form and its subcategories in Iranian art from the pre-Islamic period to
the Seljuk period. Source: Authors.

Fig 1 Fig 3

=
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Fig 19 Fig 21 Fig 22

z2
6.
R

Fig 25 Fig 26 Fig 27 Fig 28 Fig 29

Conclusion

Due to its particular form, the Swastika is one of the few geometric motifs that people with
their own thoughts and ideas have used for works of art, and it has always had a meaning
beyond mere decoration. This motif was seen for the first time in Iran in the fifth millennium
B.C. in the pottery of Tall-e Bakun and Tepe Musian. In Iran, the theory of attributing this
motif to Aryans is rejected. This motif has always been a sign of the Sun, and its presence
together with the lion as «lion and Sun» is seen for the first time in pre-Islamic art in the
Hasanlu Cup- 2" millennium B.C. and the Islamic period of Iran in Buyid pottery. The
presence on the clay statues of ancient Iran indicates the Goddess of the Sun, which existed
much earlier than Mithraism. This motif is still present in the Zoroastrian religion in the
continuity of the symbolic concepts of the past and then enters the Islamic period. In the art
of the Islamic period, it was seen for the first time in the Samanid period on pottery, which
showed the continuity of ancient Iranian culture in the Islamic period. In this era, this motif
was also introduced as a symbol of the light and manifestation of God in combination with
ancient concepts. Religion, especially the worship of Goddesses and Mithraism in pre-
Islamic Iranian art and astronomy - the presence of the Sun and animals attributed to him,
has been one of the most important reasons for drawing these motifs. The presence of this
motif in pre-Islamic tombs - on pots and fabrics and tombs of the Islamic period - indicates
the connection of these motifs with life after death. In the Islamic period, probably due to
the new conditions and atmosphere, in some cases, its content was changed and attributed
to holy people such as Prophet Muhammad and Imam Ali. This motif in the Islamic period,
with changes such as composition and rotation in the form, turns into the Sun and Solomon's
knot. The presence of moral and instructive texts alongside this motif in the Islamic period
shows its importance.
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Appendix

1. Zidan has considered two forms of writing for this motif in his article. Swastika, the widely used clockwise
rotation is commonly known as Swastika and the left anti-clockwise rotation is known as Sauvastika (Zidan,
2020).

2. It is known that the Romans called the Swastika, the hooked cross (Coimbra, 2011, 81)

3. «Ziapour, 1974»; «Bakhturtash, 1972»; «Mohsani and Bastan Fard, 2020»; «Keshtgar, 2012» and «Qaem,
2009».

4. Cal Tarkan- Esqabad
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Abstract
Introduction: Presenting a selfie photo as a form of expressing self-identity has turned out a common behavior.
Showing our selfie photos in various environments, decorative spaces, and situations, with different attitudes,
whether in familiar or unfamiliar groups of people, is built on structures that, despite our desire to present a perfect
appearance of ourselves, interactively affect our identity. Partial or major self-censorship of our characteristics that
are either undesirable to us or there is no reason to present them arises from being aware of this fact. A huge part
of liking or disliking our selfies is the outcome of receiving likes and dislikes from our addressed followers. This
research aims to find the reasons for presenting some kind of selfie images on social media based on the theory of
'Presentation of Self' by Erving Goffman or Goffman's Dramaturgical Theory to understand the motivations behind
these behaviors in more detail.
Research Method: First, the theory of ‘Presentation of Self” by Erving Goffman has been described by adopting
a descriptive method; and then by explaining the selfie photos, it has been tried to analyze the implications of this
theory to this kind of photography in social media. In this research, by using a qualitative method, and relying on
several case studies acquired by the Instagram photo-sharing network, the implications of Goffman's theory have
been explained. The photos reviewed in this research (10 photos) were selected out of a hundred photos in user
profiles as the research statistical population, based on a comparative classification, and relevant to the research
topic. To describe and analyze the theoretical subjects, several original research articles and e-books were adopted.
Findings: The individual and social identical patterns and the attempt to present a proper selfie in social media are
more frequent, flexible, and even interactive compared to the real world due to the self-management nature of these
environments.
Conclusion: Social media has brought a new public space that enables multiple identities. According to Goffman's
theory, uploading a selfie photo can be interpreted as a play, in which the subject consciously manipulates his/her
characteristics even in a slight manner. Besides this, by masking/unmasking a personality, the person expresses
the kind of characteristics that respond to his/her desire to present an ideal image to acquire social acceptance.
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Inner Self, Selfie, Self-Presentation, Erving Goffman, Like, Dislike
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Introduction and Problem Definition

Photography, especially in current times, has a dual identity. On the one hand, it is an
objective record and on the other hand, it is a part of our symbolic language in shaping the
visual affair and expressing it. As such we give meaning to the concepts of ‘who we are’
(identity) and ‘what the world is (quiddity) through this language. Photography has often
been considered a means of representing pre-defined identities and discrete realities as if
they were separate and independent. However, according to reliable documents, it can be
mentioned that all these photos are part of the integrated realities. Photography has
developed our understanding of the representation of cultural-social identity, and
subsequently, the way we communicate and the application of visual culture in our modern
lives. The functionality of the camera and photography speak more about the contemporary
form of knowledge and our current perceptions of the concepts of identity than the external
lived realities. According to the present digital culture, the relationship between identity and
photo has been so entangled that the famous sentence by Descarte can be revised as below:
I am in the photo, therefore | am. Identity is signified in the external form of emergence and
now it is appeared in an imaging form. This relation is a kind of dialectical one; Their mutual
transformation has evolved such that the subject/object of identity turns into the photo as
the object, and on the contrary, the object/subject becomes aware of its identity through
participation and response to this imaging process. In other words, turns into an image and
the image becomes identity. A personal image, by having a unigque meaning for its subject,
becomes an icon by being shared in the public space of the social network, which is the
image that appears in the form of a self-portrait by the transition from perceived self-image
to integrate the fragmented self; Therefore, this emerged self-based on an idea of idealism,
influenced by social outlines, struggles to prioritize the innovated self over the objective
description of self. Finally, this emerged identity enters a cycle of interpretations and
judgments, which represents the quantity and quality of the subject’s social acceptance in
the form of likes, comments, shares, and stories. Based on this theory human is an actor in
a play that changes his/her appearance according to the play, the theme of the play, and the
audience to realize his/her identity persuasion by receiving the highest positive feedback.
This research aims to explain this desire for self-awareness in the process of self-evaluation,
which takes place in selfie images, and, finally, it addresses the possible integration of the
ideal self-image, based on Goffman's theory of self-representation or dramaturgical theory.
Therefore, this research by examining some photos on Instagram pages as samples
addresses the question of whether taking selfies and sharing them on virtual networks is a
one-sided or a multi-sided show to reach success by getting votes from the audience.

Research Method

In this study, firstly, the theory of ‘Presentation of Self’ by Erving «Goffman» was
described by adopting a descriptive method, then by addressing the meaning of selfie, it
tried to adopt the theory with the approach of selfie photos in social networks. The relevant
research articles and original e-books were used as study resources. By adopting several
case studies on Instagram pages, the implications of Goffman's theory in the implementation
stage are explained and justified in selfies. In this research, by using a qualitative method,
and relying on several case studies on the Instagram pages, the implications of Goffman's
theory in selfie photos were explained and documented. The target photos were selected out
of one hundred profiles of users on Instagram pages as a statistical population of this study.
The photos were classified comparatively, and then 10 images relevant to the research topic
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were selected for more analysis. To describe and analysis of theoretical topics, the original
research articles and e-books were applied.

Research Background

According to the literature review of Persian resources relevant to the research topic, some
articles were obtained that targeted the idea of “Presentation of Self” by Erving Goffman”,
as follows: «Hosseini, Pirak, and Mir Ala'i» (2019) in an article entitled “Meta-Analysis of
Erving Goffman's Theatrical Performance [Dramaturgical Theory], studied this theory
based on reflexive thinking and metatheoritical analysis. Some other articles have also
reinterpreted interdisciplinary subjects targeting this theory. For instance, ‘A review of
Erving Goffman's Dramaturgical theory and Harold Karfinkel's ethnomethodology in the
play Oleanna by David Mamet’ by «Jahangiri and Ahmadian» (2013), «Analysis of the
novel Dream of Tibet based on the dramatic metaphor of Goffman's theory» by «Hoseini
and Salarkia» (2012) or «A Comparative Study of Women's Role in Two Bahram Gur in.
Haft Gonbad (Seven Domes)» Pictorial Rugs Based on Erving Goffman's Dramaturgical
Social Theory by «Dianati and Kakavand» (2022). Regarding the selfie photo, studies from
different perspectives have been presented, including: «Iranian microcelebrities in the selfie
frame: a semiotic study of the wisdom reputation on Instagram» by «Akbarzadeh Jahromi
and Taghiabadi» (2019) in which the authors by addressing the subject of microcelebrities
has described the Instagram platform as a social network and a space for the non-
institutional changing of ordinary people into stars; To get this, five examples of photo
profiles on Instagram pages who had more than 10K followers were studied. Finally, they
concluded that in the age of digital communication, turning into a star is no longer an
institutionalized issue like the traditional way, from top to bottom, in which people
emphasize more on their gender characteristics to become stars. In the article titled «From
Self-image or Self-concept to Self-portrait: Selfie Photo in the Context of Micro and Macro
Analysis» by «Hosseini Davarani» (2013), the author describes the background of a selfie
photo, its types and analyzes it from a psychological and social view. «Pouyanfar, Kiyani,
and Hashemzadeh» (2020) in an article entitled «The Role of Communication
Apprehension and Fear of Negative Evaluation in Using Instagram and Selfie. Human
Information Interaction» by using a field study concluded that communication phobia and
the use of selfie photos are significantly more among women than men due to the fear of
receiving negative comments on Instagram pages. In another article titled «Selfie: The
Emergence and Manifestation of Individualism in Art» by «Khankeh and Shokry» (2021),
the authors first examined the mind-centered idea of René Descarte from_an anthropocentric
view, then addressed the self-portraits of some prominent figures throughout the history of
art; they finally analyzed the Selffi phenomenon from the idea of contemporary
individualism. Considering all these mentioned, among the Persian study resources, there
was no direct reference to the concept of self-presentation in selfie photos from the view of
Goffman theory. It should be noticed that the relation between a person's desire to show
himself/herself in a selfie photo on social networks and the theory of Goffman in addressing
self-presentation is considerable since it is imagined social networks in the physical society
or corresponding to it and that the concept of self-presentation is considered a dynamic
factor of mutual changes in them.

Ervin Goffman and the Theory of Dramaturgical Self
Goffman, by studying self-concept, argues that human action is like a theater performance.
According to him, the oneself is a social act with various representations in different
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contexts as if it is the real self of the person. The dramatic metaphor is based on the thought
that persons have a set of faces, each of them being applied to a specific audience to create
and maintain a certain definition of the situation they are placed in. According to the theory
of Goffman, presenting an appropriate version of oneself is a specific cultural item,
however, this intrinsic ability or desire is the same in all human beings, «The Masque and
the threat of being caught in an embarrassing situation is a human constant» (Tseelon, 1995,
40). Here, the value of Goffman's opinion about self-concept is increased. Firstly, the
conceptual complexity of his «doctrine of natural expression» is like a critical interpretation
of theories that highly focus on cognitive processes or classification of self. The
representation of this concept is mutually entangled with social contexts. Secondly, his
emphasis on the dramatic aspect of our behaviors draws attention to the fact that our self-
representation is always a dynamic process. This side of his theory opens a very necessary
insight into concepts addressing self-issues and in this way introduces it as a central, inner,
and constant issue. Goffman explains the «doctrine of natural expression» in a study that
targets the gender-based nature of advertisements as follows: We believe that many
personality characteristics can be expressed: intention, feeling, relationship, quality of
information, health, social class, and other relevant issues. Traditional legends and local
advice related to these signs, including how to fabricate them and identify the truth behind
them, create a kind of folk science (Goffman, 1979, 7). Regarding the semiotic nature of
expressive characteristics, he believes that in our daily lives, we are looking for the
properties of objects (animate and inanimate) that are permanent and natural principles. This
material is about the characteristics or inherent nature of people and objects. Relying on this
information the reader of expressive features can interpret them from a semiotic aspect and
acquire their achievable concepts. Goffman believes that these signs exist and are displayed,
as they are intrinsic and at the same time required to be passed through the mind of the
audience's awareness regarding the signs and symbols placed in them. Goffman, by
addressing the quiddity of this specific material and presenting it, indicates that although it
is the most recognized archetype of expression, [that means] «something that can emerge
quickly in any social situation and is also the most fundamental characteristic of any
personality» (Goffman, 1979, 6), but it is a complicated issue. He believes that human
objects have an expressive feature and align themselves with their expressive concepts; This
is how the iconic feature declares its extensive presence. Instead of trying to learn the
features of the object's expression, here the object itself gives them to us generously and
expresses them through ritualization and placing them in the form of symbols (Goffman,
1979, 7). Considering this structure, at least three items can be mentioned. First of all,
assuming that there are probably an unlimited number of individual-specific characteristics,
the expressive item is not the general structure of the performance or presentation, but the
contexts based on the specific situations. The structural variants of individual expression
are dependent on the variable conditions of each context of participation. Secondly, this
process of expression has a social characteristic in its nature, so it cannot be defined based
on an instinct matter: expression is not something based on an instinct feeling, rather it is a
characteristic learned in society with a social role. People do not merely learn how and when
to express themselves, as they learn to be the kind of object to which the doctrine of natural
expression applies in the process of understanding it. They learn to be an object that has a
personality, and to them, this expression is a kind of natural expression of personality
(Goffman, 1979, 7). It should be noticed here that these characteristics of natural expression
are not something that happens during everyday life, but instead are an integrated part of
what we continuously produce in social situations. Thirdly, it is necessary to emphasize the
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distinction between «biological elements», or the physical and natural characteristics we are
born with; it also focuses on the personal image or acquired behavioral characteristics,
according to the idea of Goffman. Our biological characteristics are different from our
gender profile. Based on the theory of Goffman: these actions and attitudes are probably
adoptable to our natural expression, except in cases when they This comment reflects the
idea of Goffman on self-images, which are called «Gestural pictures» of a person's situation
or the reality of one’s inner self. These signs, symbols, representations, or personal
expressions can be proof of our true selves but might be interpreted according to the
semiotics and performance language associated with the type of individuality the person
insists on. In other words, these can be a means for representing the social group we belong
to.

What is a selfie?

According to «Webster's Dictionary», the meaning of selfie is «an image of oneself taken
by oneself using a digital camera, especially for posting on social networks» (Fig 1). The
online version of the «Oxford» dictionary has provided a similar but slightly more specific
definition and has considered its technological aspect as well. The online version of the
«Oxford» dictionary has provided a similar but slightly more specific definition by
addressing its technological aspect. According to it, a selfie is «a photo that a person takes
of themselves, usually with a smartphone or webcam, and shares via social media».
Cambridge online dictionary defines this word as “a photograph that you take of yourself,
usually with a mobile phone; Selfies are often published through social media. The Collins
dictionary presents a relatively similar definition, but focuses more on the technical side of
the work: «A selfie is a photo that you take of yourself, especially using a mobile phone
camera». According to «Longman» the dictionary emphasizes more on its functional side:
«a photo you take of yourself, usually to present it on social networks». These definitions,
which entered the vocabulary around the year 2014, are generally complete and practically
correct. They all emphasized more on the concept of self-object in a selfie image, its
presentation in social media, and its presence in the growing technology of smartphone
cameras and the global networks.
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A new style of recording self-images with smartphone front cameras flourished with
selective backgrounds based on online sharing platforms as technologies of expression
relying on a high degree of «critical self-awareness» (Tiidenberg, 2014). From many
aspects, selfie photography is a representative of individuality, identity, and digital
communication, and a brief review of the fact that our few studies and knowledge on selfies
provide a framework for changes in the way of expressing and presenting self-identity in
digital platforms. «Butler», in his book, «Bodies that Matter», shows in detail that
'Performativity is thus not a singular «act», for it is always a reiteration of a norm or set of
norms’ (Butler, 1993, 12). This means that the subject does not express or describe an inner
truth, but performs, repeats, and imitates the norms, attributes, and codes of coherent
behavior that constitute the idea of an inner core (Butler, 1990, 136). In such context, the
gesture behind the selfie is significant due to announcing a certain identity, and at the
performative level, it targets the power and continuity of the constitution of that identity
(Fig 2). To comprehend this, a simple example can help: the figure shows a person who
takes a selfie, intentionally or unintentionally, to draws a self-portrait with some sports
equipment arranged to express male identity based on cultural standards, norms and
stereotypes of male behavior (Fig 3). This selfie, which may be shared on social networks,
is neither a male declaration nor a sign of turning to a man, but rather is a part of the complex
chain of functions and modes of expression that people use to generate an integrated,
continuous and linear pattern of male identity which is required at different occasions. This
is one of the essentials of identity performance to satisfy the cultural demands of integrity,
acceptance, and recognition. In this specific context, the selfie is a representative of
masculinity that links a masculine identity to a set of characteristics (sports fan and
professional athlete), because these kinds of cliches, despite being a challenging and
subliminal matter are applicable images of quick and recognizable communication. The
digital-based network constantly asks us to perform this, as it is an actual and efficient way
to express and constitute behavioral identities.
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Fig. 2. Selfie photography. (Right) Kandice Reid photography, Fig 3. Selfie photography.
(left) Rebecca. Source: personal pages, Jordanfrostick. Source: Personal

Page. Jordanfrostick.

To express ourselves through digital communication in the form of selfies, we are
continuously under question in identity-based conditions that can be interpreted in such an
image and presentation. The expression of Interpellation was first coined by the French
theorist, «Louis Althusser» and expanded by «Foucault» and «Butler» to describe the
confrontation of subject with language and founded power. Here, the dual role of the subject
as a person who rules his/her identity and as an object should be considered. According to
Althusser, subjects are exposed to both concepts due to interpellation. In the recent example
of the masculine self-portrait, it can be said that the ideology adopts the subject who has
masculine signs, asks him to display masculinity under the characteristics of a man and to
choose the subject by finding special characteristics, and represents self-portrait which is
specific to masculinity for following. Sports equipment is certainly attractive, as they are
not necessarily associated with masculinity in all discourses. Here, selfies are interesting
examples of the expanded influence of digital communication, media, and technology on
our thoughts of identity, the representation, expression, and engagement in items of identity
as social norms. Selfie photos are continuously shared on social networks in which, our
profile data, the shared images, the relevant conversations, and past attitudes are all
expressed with intention and with eagerness. However, due to the actions of liking,
disliking, responses, and tagging by followers, whether friends or family, these self-
presentations are challenged and cause the next presenting identity in these networks to be
complicated and subject to constant changes. Therefore, selfie photos are part of expressing
our individuality through adaptation, which are not away from constant criticism, as they
are subject to judgment, liking, and tagging by followers through sharing, and are not
necessarily under our control as a producer or even a consumer. Moreover, selfie photos act
like a player's appearance and functional form of identity in the media context whether old
or new. This means that the factors that identify selfie photos as selfies include the amateur
photography tradition (Lister, Dovey, Giddings, Grant, & Kelly, 2013, 7) and are the
outcome of certain gaps in cultural practices and attitudes towards the art of photography,
initial idea, representation and individuality, especially in the context of present way of
recording, captioning and sharing the representations of daily life that expose us to the more
judgment from other people (Gabriel, 2014, 104). This includes a shift from the analog
production of occasional selfie photos to the capabilities of digital recording, revising,
selecting, and removing a large number of digital photos according to our priorities, and
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also the current smartphone features to easily record selfies. Such cultural artworks of selfie
photos sometimes have an unexpected presence, which indicates the complex and pleasant
use of tools designed for other purposes, as they cause surprises arising from the desire for
self-presentation and the need to be shared online.

Self-presentation in a selfie photo

People with social positions play certain roles or roles. Self-presentation behavior is in line
with the social kind of self. It is a kind of behavior that a person shows to create, modify,
or maintain an image in other people’s minds or an attempt to direct the way others look at
that person. It is a very significant dominant aspect of a person's social self, as it facilitates
social interaction, social acceptance, and self-improvement. Self-presentation raises
questions about identity formation and social behavior, thereby facilitating the way people
build up and normalize themselves in a social environment. According to the words of «Jill
Walker Retberg», by introducing online graphic software, self-representation on social
networks is initiated first by using texts, and then by adding images and sound. He says: «In
the past few years, especially by increasing access to smartphones equipped with cameras
and high-speed Internet for downloading images and video files, social media has also
shown a greater attention to the images» (Rettberg, 2014, 3). In the history of taking self-
portraits, some artists by applying body painting represented themselves through their art
even before the advent of digital technology. According to «Rettberg», «some of the most
interesting pre-digital self-portraits are those created by early photographers». (Rettberg,
2014, 8). Accordingly, just like today's digital cameras and cell phones, the first cameras
functioned as powerful appendages to the photographer's body, sometimes showing
fragmented and separate versions of themselves. Compared to early photographic self-
portraits, digital self-portraits or selfies are shared on social media and not taken for
showing in art galleries. Selfie photos, as a form of self-representation, are considered a
form of self-documentation as well. According to «Rettberg» by sharing an online post, a
person not only thinks about how to introduce himself/herself to others but also thinks about
recording the moments of his/her life. Digital technologies allow us to see our image at the
same time as recording it. He also claims that «...creating and sharing a selfie photo or a set
of selfies is an act of self-perspective and self-creation» (Rettberg, 2014, 12) (Fig 4).
According to him, creating a selfie photo is like creating a text. In social media, people see
others as texts which are meant to be read and interpreted. In this way, people, as readers or
interpreters of texts, consider the self-expression of others as a representation of themselves.
In addition, in the article «We are what we post? Self-Presentation in Personal Web Space»
(2003), «Hope Jensen-Schau and Mary C. Gilly» address self-presentation and self-
expression in digital virtual spaces. According to them, consumption can be defined as a
self-definition and self-expression behavior, as the products or brand names that people use
are usually those appropriate for themselves and can express their identities. With the
emergence of digital technologies and wide networks, the virtual world has become an
emerging platform for customers to introduce and present themselves. «Web-based
networks are virtual digital environments that occupy neither space nor time and are
discursive environments, where people actively interact with each other for work, learning,
or entertainment» (Schau & Gilly, 2003). About 30 years ago, this consumed culture of
photography was discussed by «Sontag». According to him, «taking a photograph means
placing oneself in a particular relationship with the world that feels like knowledge - and,
therefore, like power» (Sontag, 1977, 2). Based on this idea, with the emergence of
photography in social media, people try to control and frame their perfect lives to represent
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them to others and themselves, as they purposefully manipulate and present the images of
social spaces on Facebook, Instagram, and other similar environments. It is considered a
form of violence inflicted by social media for self-expression, where people make their
identity to be presented, idealized, and become famous. Shaw and Gilley added that
«consumers ... communicate through symbolic and digital motivations. The personal web
space provides them the possibility to use symbols and signs to create digital collages to
display and express their self-concepts. The consumers who build up personal websites
engage in acts of identity confirmation and ... reveal their true self and multiple true selves»
(Schau & Gilly, 2003). Accordingly, new modes of self-expression by consumers represent
innovative strategies of self-presentation that influence the discourse of self-presentation
and individual belongings. According to them, «self-presentation is mediated consumption
practices and depends on the influencers who show signs, symbols, brands, and actions»
(Schau & Gilly, 2003). «Rettberg» affirms that the self-representation of Shaw and Gilly
express different images or minimalist presentations of oneself (Rettberg, 2014, 35). Self-
presentation is something about the manipulation of signs and representation and a kind of
embodied experience. In a similar argument, «Warfield» in his article «Making
Selfies/Making Self: Digital Subjectivities in the Selfie» (2014), discusses that selfie is a
camera, mirror, and stage for young women (Warfield, 2014, 2). He also used the
Dramaturgical Theory theory of Goffman as a model to describe the subject in a selfie as a
performer of self-expression. Goffman compares social interaction to theatrical scenes, the
one-self to the actor on stage who acts in different roles, and other people representative of
the audience reacting to the performances. «Goffman» says that people try to control the
impression they make on others according to the situation in front of others (Goffman, 1959,
8). According to him, the inner self is aware of the multiple roles that a person should play
in different situations and circumstances (Elliot, 2001, 50). Therefore, a person is a creative
thinker in making his identity to perform these different roles on stage (Elliot, 2001, 34).
Warfield believes, many young women also think of moral considerations while presenting
themselves online. For example, according to a young woman, «I'm looking for the best
[photo], but I'm not going to post a selfie in my bedroom ... you are going to get judged by
others». (Warfield, 2014, 4). Another young woman said, «l post a nice picture on
Facebook, but notase x ual one. If so, | might have put it on Instagram». These alerts and
awareness in posting and sharing selfies show how these young women control their actions
on social media, whether online or offline, in public spaces or private (Fig 5).
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This reflection of Goffman’s idea targets two areas: front stage and backstage. The front
stage refers to the stage where the actors are in connection with the audience, but the
backstage refers to the place where the actors and audience show their inner selves away
from their roles. Self-presentation creates an identity for the inner self because it acquires
meaning and confirmation by influencing the audience. «Goffman» indicates that «the
frontstage of self-presentation usually ignore aspects of identity that are meant to be
inappropriate in the social environment or public interaction, in opposite to the back area
where the person is not concerned with revealing the inner-self» (Elliot, 2001, 36) (Fig 6).
Goffman believes that this dramaturgical performance image of oneself clearly describes
the way people present themselves to others. This kind of representation determines how
individuals show themselves in selfie photos. In agreement with this approach, «Rottberg»
states that selfie pictures reflecting self-presentation and self-perspective are growing with
the continuous expansion and increasing rates of posts in social media. People represent
different appearances of themselves and change these self-manifestations in social media
over time (Rettberg, 2014, 35). In other words, we are presenting a different image of
ourselves by choosing variant profile images (Fig 7).
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On social networks, we not only represent our different appearances to different groups of
audiences but also continuously change our self-presentation over time. The analysis of
Goffman's dramaturgical theory provides a proper structure for addressing identity
expression. Social networks, by showing a broader picture of cultural behaviors and
focusing on individuality, self-narrative, and mutual relations, are highly entangled with
Goffman's theory. He also refers to self-consciousness and self-presentation in different
contexts and its practical implications; it means «what people give» and what «is given off».
According to Goffman, a person performs identity through both controlled and uncontrolled
forms of expression. On social networks and other virtual forms of communication, the
applicant's approach to performing self-expression refers to the various forms of activities
including posting, updating, and uploading photos and videos that appear both in controlled
and uncontrolled forms of expression, which have up and down according to the intention
of the user. people have become more aware of each other's lives. Today's users provide
more information and control over their profiles. Knowing that social networks as a place
of interaction play an important role in introducing their individual and social status, they
try to play a favorable game in these societies that are defined in a bipolar way between
themselves and the Internet. To understand the ritual elements in online social interactions,
one should also refer to a term called face32. According to Goffman, face is a positive social
value that a person considers very seriously and expresses in an individual or collective
relationship. By increasing the use of social media and platforms, people have become more
aware of each other's lifestyle. The current users of social networks, provide more
information and have more control over their profiles. Knowing that social networks are a
platform of interaction that plays an important role in introducing their individual and social
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status, the users try to perform an acceptable play in these network societies that have a dual
characteristic linked both to our inner-self and social media. To understand the culture of
social interactions, it is required to address another term called “face”. According to
«Goffman», ‘face is the positive social value that a person claims for himself very
effectively, by the line others assume he has taken during a particular [social or personal]
contact’. If a person cannot provide the necessary information about his social value, his
social face will be questioned. Moreover, if a person can't adapt himself to the situation in
a social communication consisting of different people, his face will have no value
(Goffman, 1979, 5-8). With rapid growth and changes in graphic filters in social media like
Instagram, people continuously change their appearance based on the priorities of their
followers. Fashion bloggers are constantly trying to show off their special beauty by
controlling their faces and fashion items to show a kind of cultural style and to persuade
their followers. In this particular case, the Instagram platform acts like the play stage and
fashion bloggers try to make the best possible impression by posting the most favorable
photos of their lifestyles. It is interesting to know that the happenings of their personal life,
or backstage, may never be reflected in their photos. «A person's ability to express himself
effectively involves two completely different types of signified actions: the expressive
mode he offers and the expressive mode he expresses» (Goffman, 1959, 2). “The second
example is actually out of a person's verbal or visual control. According to the self-
presentation theory of Goffman, in a social network, like Twitter, a real person expresses a
character (=personage) in different ways, plays on a stage, and communicates with different
types of audiences. Users are increasingly involved in the culture of being attractive to
receive more likes. Receiving likes is a symbol of reputation and popularity. The definition
of attractiveness, although is defined as a very subjective concept, it seems it conveys a new
significance. All kinds of manipulations to display body gestures, ambiance, accessories,
time, and space govern the scene, presentation tricks, and so on, have set new standards for
captivating. The photos we post address significant identity clues. Self-presentation on
digital networks, according to the interpretation and comprehension of the audience, has put
us in a very unstable and shaking position. However, these social environments have
provided us with multiple identities, which gives a sense of freedom to many people. At the
same time, we should not ignore the fact that this situation can put us in danger of feeling
empty inside while presenting ourselves. These emerging digital media have become an
identity symbol, which has turned our inner selves into single words and actions.

Conclusion

Social media has created a new public space that provides us with multiple identities. These
conditions allow persons to present themselves in many different ways to add value to their
real selves. It is hard to ignore the relevance and significance of Goffman's theory regarding
the emerging time. This new media has provided a suitable source of feeding for creating
multiple self-presentations. By using personal profiles, web links, digital biographies, web
blogs, photos, and status updates, people can now create a new list of followers. This
emerging media allows users to reveal features of their identity that have been hidden until
now, and at the same time, they can show a free sense of their appearance. According to
Goffman's theory, posting a selfie photo can be considered as a play on stage, in which, the
subject consciously handles his/her appearance with his influencing management, even if
only partially. After all, by masking/unmasking, the subject reveals the personality traits
that will introduce a beautiful and ideal image of him in the social media environment.
Moreover, by masking/unmasking, the subject reveals the personality that represents a
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beautiful perfect image in social media. It can be indicated that the kind of personal identity
we present in real life, based on our learning, occasions, agreements, desires, and social
class, now has an additive interactive form in virtual spaces. This increased interaction
continuously updates our self-concept and brings us a huge amount of identity images for a
positive effect. So it is clear that, based on social acceptance, we will post those acts,
decorations, plays, and gestures that, by satisfying our followers, are highly attractive to our
future followers and also confirm our self-image.
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