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Abstract

My practice focuses on exploring media, censorship, and communication through the mediums of
painting and installation. Satellite dishes are one of the primary communication devices used
access mass media and as a result, have become part of urban design. These devices also play a
dominant role in the infrastructure for surveillance and security systems. Many regions are still
subject to restrictions in media infrastructure, and tiieient biases. Underground information
networks thus emerge. Many secretly engineer homemade devices, such as satellite dishes, as a
lifeline to outside media. Using the concept of cybernetic networks, this project seeks to examine
the relationship thatsts between the political body and the invisible networks demonstrated in
unassuming infrastructures, through the use of an autobiographical methodology. Drawing together
medium and message, the work explores the materiality of place and person, tetcemtre

complicated relationship that exists between technology and oursaldioal climate.
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My story:

élt was censored!

Sometimes frustrating, sometimes laughably obvious. Most popular and mainsartaom series

were broadcasted by the Iranian media on Fridays, which is our national weekend day. Often we
gathered as a familyny parentsmy cousinsand | tooeagerly watcld cartoors togetherat

lunchtime. TV has played an anchoring role in family gatherings. Back then,earlged0s, we

only had two national channels. Everybody knew the detailed schedule of the programs, as they
were very limited morning news, kids shows, cooking show, national geographic shows, afternoon
kids show, evening newandTV series time. Based on the TV shows béingadcastwe

gathered in front of it, and spent our family time together, in the company of our denidags

were the day we most looked forward to, as we watched our shows in a big group. Many of the
cartoon series were productions coming out of&a&urope, with war themes and family

dramas Laterthis changedo Asiancartoonseries, which were me exciting and pleasairt our

youth. Usually after watching a few episodes, we found ourselves puzzled over some relationships
between the main characters, and later we began noticing some missed scenes or the gap in the
storylines. Girls and boys wer# bBrothers and sisters, other men or women were uncles and aunts,
and there were strictly no kissing or holding hands in scenes. For years, | was puzzled over the
logistics ofan Asian boy and a blond girl being legendary twins, or who Miss. Laura wahs, in
Serendipity the Pink Dragon animatiddhewas presented to us as a disembodied voice with a
landscape background. Later, discoveredhat those twins were in fact boyfriend and girlfriend,

and that Miss. Laura was a mermaid with a bikini, meartngs coul dndét be shown!

many examplethat iteventually began to entertain us, ooceinitial confusion had passed. We



would guess the censored scenes, and discover the correct storyline ourselves with our own

imagination and creativity.

The oO6video manbo

Meanwhile, more privileged familiessuallyin bigger towns, had access to VHS and home video
systems. There was al way ssuiteasdalhof videotapesniden 6 car r y i
materialized late at night to exchange videotapesas illegalandrequired him to take care not to

look suspicious on the streets. New clients were acquired based on personal referrals from trusted
contacts. Eventually, being able to watch a full cartoon movie proved exciting, since they were

usually dfferent than the nationally broadcasted seingsansldion andincludedthose censored

scenes we now knew existed. Of course, we were not supposed to discuss these at school, treating

these contraband scenes like a family secret.

Satellite dishes and anewworld

Later, we got access to satellite dishes, which presented a huge technological leap for our

underground network. It was like connecting to an endless sea of channels. Although the

animations were in Japanese or Korean, we still methtmunderstand the storyline, even

sometimegearring a few words. The most exciting part was as we watched the same series on our
nationalchannel being able to compathe newlydiscoveedscenes. What a feeling of triumph!

As a kid, the censorshipwa r el egat ed t o 6odintimdteastenes.Kissingwas ot at us e
moral! Even when we watched a movie as a family that included a kissing scene, | would shy

away, and block my view with my own hands to emphasize that | was not watching it.



Roof Top Camouflage

Having these satellite dishes was banaed so theevices had to be hidden. They were usually
installed on rooftops, camouflaged between air conditioning units, or between hanging laundry or
under tarps. The flat rooftop of our apartmemiding was my favarite spot to hang out after

school until my parents came home from work. | would play around the block of cooler units and
hang out around the precious satellite dishes. It wasn't until later that | realized | should have been
more car&l playing up there. The dish was angled just so, as to receive the signals. The few times
it got disconnected, or | ost the clarity, Othe
the likely culprit, knocking the dish while | was playingcemember my dad trying to adjust the

dish on the roof following each small dislocatidie formed a human chain of family members,
communicating from the rooftop to the sitting rodfrom the sitting roonmy Mom shoutedhe

signal statusfahe TV, while my brotheror | relayed the message from the bedroom window,

while my father adjusted the dish on the rabthe end of the chain.

There was a small storage room on the rooftop, which | managed toasiitop of. From tis

vantage point wasofferedthe best view of the top of the surrounding buildinggiade it a game

to figure out which apartments had satellite dishes, and how they had hidden them. For me, the
buildings with dishes belonged to cool people, and the one without any devices wggrageli

families.

Raids

Once in a while, there were raids to find the dishes, to collect maditethem. Sometimes there
were investigations conducted on each buil dingo

simply raids on a few apartmenEollowing these, the rest of the neighbdmood would catch wind



of what was going on, and proceed to collect or disassemble their devices thermséivesay
they wouldavoid facing any penalty, while protecting their dishes from destmor confis@ton.
There was a very good communication and support system among negjhéibing each other
know about compromising situatiorieuspreventing complications for the rest of the

neighbarhood.

Once, on an early afternoon while walking home from stHaoticed soldiers at our neighlto 6 s

building, collecting their satellite dishe&s | wanted to protect ours, | suddenly started running

towards our apartment. | believe my reaction s&sn asuspicious, since one of them followed

me home. Hegonhit o our front yard after me, but made i
they were not allowed to come inside our building, so in a panic, | tried to save at least our

receiver, by hiding it under a bed. In my alarmed statalled it out too fasand broke the power

cable. From the balcony, | saiedish fly fromtherooftop, landing on the front yard with a crash.

It was sich a surreal scene! Not wanting to carry the dish from the fourth floor, the soldier threw it

over the edge of the roof.

On thenights following the raids, people began repairing their devices, and ordering replacement
parts. The waitlists for parts and repairswerelandgt he O Mr . Satell itesd woul

demand in the black market.

Domestic Censorship

My grandmothers a traditional and religious woman. She and my grandfather lived on the first
floor of the apartment building where my family lived. Having always had knee problems, she
couldn'tclimb the stairs often to visit our unitWVhen she found out we had a dat=dish on the

roof, it made her upset. She preached moratighow foreigners could corrupt us. She was not a



political person, but was worried about the religious aspect of it. The potential for influencing sin

amongst us was tagreat After the frst raidthatcost us our dish, I believe my family kept it a

secret from her. Some nights, my grandfather capn®our unit to watch some foreign series

with my family, telling my grandma that they were watching spofisim thisl learned the first

levelofselfc ensor shi p; |l didndét talk about those chan
was disappointed with my parents tdoaheshstdde coul d
herattentionto me. She told me not to follow their patthich | should wear hijab and pray so |

would go to heaven. | wouldftenhear the same advice from my school teachers too; they all

wanted toget me intcheaven.
Masjid and Chador

6Modernd people wouldn't didn'tweatheochadr'gandmy and mo d ¢
grandmothedid both,sol was curiousabout both Despite the unsolicited advice, | enjoyed

spending time with her, hearing fascinating stories, memories and most importantly the local news
of the neighbarhood. She went to the neighisthood mosque (masijid), regularly, which was

where all her news and information came fradaually, heranalysis of thenews and politis

differed from what | heard from my family, or on satellite channels. She and her friends from
masjid, of courseyereall women and spent a long time every day togethdre female section.

They were a community with shared beliefs and values. At the age of 9, which is the age?of taklif
for women, | acquired my first chad It was actually mandated by our school, &itifun and

exciting. The whole class got new white cbisdwith a pink floral patterrmatchingour outerweatr.

We each had headband with tiny flowers to stabilize our abragdas most of us were weariihg

for the first time and couldn't manage to keepnit We marched to the neighlsbood masjid, my

is anopencloak worn by somevomen in Iran, Irag and some other predominantly Shia countries in outdoor or public spaces
ageof discernment

5



grandmot herdés preferred | ocal, in a feéestive

statusob mat ure girl so.

| started to like the masjids my experiencevolved from myonly previousoneatmy cousi nds
grandmothe&d memorial serviceThen, &erybody had been wearing black chadors, crying and
grieving. Some traditional or religious womewnuld wear plainblack chadors in public, as a hijab,
andthis, | didn't like. | was however attracted teetpraying chadors, which were usually light

colours with floral patterns or designs. Theywalsoc a | | e d 06 h msmeating that thase 0 ,
wishing to sport a hijab indoors could opt for this style. When | saw my grandma folding her

praying chador teut it in her bag, it meant she was going tortfzesjid. If she was taking the nicer

ma n

one,it meantthatthere would be an event or smghtbeg o i ng t o 8he hadlhadorse nd s 6 .

in different colours and patterns. Sometimes we used old and rippetbawer the satellite dish

on the rooftop owe staged hanging laundry tomrcealit.

Each area in town has at least one local masjid, which creates its own community. This becomes
the source of oneds eachhavetmiadwn rmeorksashated idlead, evenf s .
their own selected candidates for electidigery Fridaythe Imamwould preach publiclabout

political and moral discoursed/hile some masjids have simple architecture, some of the bigger or
more important ones aexcellentexamples of Islamic architecturéhey are often ornamented

with geometric blue tilesf floral patterns and a dontleatcreatesanimpressive symmetrical

interior design.

I knew my mgalobjectomh 6 s using the satelliteds di
channels came from h#re talks which took place in the masjithave also heard from my school
friends that the local masjid organized the raids to collect the difhisxreated some mixed

feelings toward that mysterious plackblue tiles.
6
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Radio Jamming

Eventually, using satellite dishes e more common, and was no longer limited to specific

neighbar hoods. The governmentdés strategy stoo count e
block the reception of signalsThey were often turned on for a few hours during peaksime

generally in the early evening. Leaving those complex devices on all day long was impossible, as

they affected other radio wavaedtransmissions. Besides, the heawjiogamming signals could

cause health complications for some people, specifically pregnant women. Once in a while we

would hear storieghat wereperhaps rumars, of effects on newbornét this timel had graduated

from watching cartoons to watching goaperas and music videos, whegovernmerd satellite
jammingactivitieswere expanded. | could now understand the political reasons, and could see the
grownupos frustr at ievantsvhahthe audigyor thermpeggot stackot ne ws
pixelated. For welleducated and intellectupéople having satellite dishes was an intentional

method ofbypas#g the censored national medisada c c e ssi ng o6unbiaseddé gl ob

same time, many families just wanted to use satellite distestdthe moral censorshipf local

medi a, and watch music videos, TV socéries and mo
globalization werexpand ng from TV rooms, in familiesdé dome
places.

Media and Globalization

By the | ate 906s, globalization was beginning t
society and the publiealm Students openly discussed foreign channels they watched, previously

a taboo and secretive topi€hey were learning about @hcultures, and developing language

skills in English, Turkish, and Arabic, depending on which satellite channels they watched or had

accesstono s t often. Il n school , st udentofshenew | ked abou
7



millennium, expressing exeiment about the year 2000, despite it diverging from the traditional

Iranian calendarAccessing channefsom other countriesvas very exciting, as it had educational

and cultural aspects, beyoadadng the moral and political censors. Younger genenastarted
celebrating Chr Dayt naest toirn gv ad veenst ti enrendiszedd was co
intellectual amongst youth$astes indshion, musicandfood all had been affected in this

transition. Still, in public places such as schea hal to be careful to not show off our

Westernized tasseor talk about foreign channels, let alone political ideascould cause issues.

Bk
¢ R e RO
/ R

X

/

Figure 1: my childhood painting, a praying rodwarked by the teacher, 19/20, Dated 6.11.1994



Islamic and PersianArchitecture

The grandness of Islamic architecture seeps into Persian the structures | have grown up around.
Marvels such as the technical prowess of the advanced domes and the delightfully complex
structures of mosques call backe style of ancierislam. This highly aesthetic, geometric and
mechanically inclinedophistication is the historical backdrop of the regidre Golden

Proportion is a guiding principle, applied throughdeasign of the regian

Domes also reign supreme, the sphere having mg#plogical ties as an earthly manifestation of

the heaven

. The etymology of the word indicates a deliberate rapport between heaven and earth. The term
domeis taken from Latiomus(house). The word is close to the Italdumomo(house, house of
God, cathedral). In ancient traditions, a house wseceatumitself, which symbolised the universe
(Hejazi 53). These ethereal domes rest on substructures of circular, dodecagonal, octagonal or
square plans (Hejazi, fig.2).The geomestiperimposition of these forms represent transition from

square substructure to circular shape.

@) (b) ©

Figure 2: Methods of transition from square substructure to circular ddisterical Buildings of Iran: their
Architecture and StructureM.M. Hejazi, 1998P.58



Mosques and Public sphere

The term O0mosqued, in a narrow definition, desi
literal definition is drawn from the Arabic word for place of worship. However, the history of

mosques also designates them as cultural and social spacel§ &soadening their function

outside a simply religious purpose. Mosques are public spaces, where communities have

historically gathered, creatingcare role inpublic life. This adds another dimension to the term

that is not captured in its strictegd i ni ti on. As put forth by Khagha
political elements , as well as architectural tradition of the context in which the mosque was built,

all give particular directiontothecam@t and i mage Khaghani44)e mosques. 0O

The concepof the division of the public and private sphere comes into question in the context of
the mosqueThese divisiongannot beseen asiniversal, indicating a certain degree of fluidity to
the idea of person and space (Khaghani94). For example, a commiddRBattern in Persian art
and il | umi n a,tsymbaiizes diversByhnaunity, artd anity in plurality. Forms radiating

from a single centre illustrate the dichotomy of homogeneity and individuality.

The elegance of this architecture and itsspeerance through ugly times serves as an important
reminder. Our roots as a people are deep, and they pirewail culture. As the landscape shifts
politically, the physicality of spaces reminds us ofiieed toendue withinour environment, both
marufactured and natural. All the while, starkcontrasts the truth of its ephemeralitBuildings
aredestroyed in war, satellites plummet from roofs, sand blow away engravings. This also brings
into question the use and function of these spaces, amatiba of unity. Communitys

contrasted with divisiveness, the publiith theprivate spheres, and their relationship to

surveillance, community and politicization.

10



Figure 3: Fatapour, ShamselDesign, Acrylic on a satellite disB019

fiThe notionof a public has been deeply allied with the concept of a public sphere, which
is defined ideally as a spate physical place, social setting, or a media aenavhich citizens
come together to debate and discuss teeging issues of their society.

Inthe 19206s, social commentator Walter Lippm
not hi ng mor e & thahitnwasaposaBilgerfar avéragenditizens to keep abreast of
political issues and events and give them due consideration given the chaeiid patuistrial
society. Definitions of the public sphere have been enormously influenced by the iGeamah
theorist Jurgen Habermas He sees the public sphere as a gr ol
assemble to discuss maesttnavays thad hediatostamyen A publ i ¢ o
(Sturken, Cartwright, 241)

The conceptothepu bl i ¢ sphere is also supported by theo
flow of information and discourse through space. This is central to my aadframesmy
practice. An important theme in my work is that of the merging the private and public spheres, and

how this ties in to the sociopolitical attachments of the Humalitic.

Using Michael Warnero6s definition offomthehe publ i c
relation between strangers, my work is basethe idea put forth by Warner that public speech is
at once personal and i mpersonal. Thus, public s

circulation of discoursedéd. (Sturken, Cartwright

11



My work looks to contextualize the collision of the public and private sphere of discourse, where
the public sphere moves inwards, breaching the doors of the private home, while the private sphere
moves outwards, thrust intbe public domain. This is sedyy the dialogue in my work of
domesticextile, andfemaleorientedcraftwork, and its superimpositiam the surveillance

mechanisms of the public sphere.

12



Visual Autobiography

As lines blur between tisespheres, bodies serve as mediums of messalgere is an important
narrative that emergelrough thedisplaced bodies of diaspora. Drawing on Sara Brophy and

J ani ce EmrbodimdntioPslitics in Visual Autobiograplypdies become vessels of lived
experiences and events, manifesting biographies that are often rooted in trauma, oppression,
vi ol ence and Hhesualsattobiographen aresengadee in reinvigorating public

spheres, articulation multiple embodiments, and fostering new formadfans i s and coal it

The media we consume is rife with autobiographies, which Patrick Zimmetesanbes as
Airadical media democracies that animate content
Rak emphasizes that the terminologymito/biographfdemonstratet he ways t hat Os el

can be articulated in cultural prodiget. (Rak16)

AiGl obalization and cul tur al studies critics
contemporary culture as a symptorand a mechanisnof neoliberal privatizationZygmunt
Baumanér exampl e, sees the new prominence of d@dind

evacuation of the public sphere of collective,

| seek to use my own bodysualy in a statemerthat isautobiographicaih nature. My body and

the space it occupies is politicized, therefore | embody cultural practice, as per Brophy and Hladki.
Visual autobiographies, they explain, push tédragne conventional means of the transsion of

stories, in @ manner that transcends materiality. The foarsmgeraction and relation, thus

imagining a ceexistence with an environment, in a manner thatlitativelyemphasises visual
engagement. My video arbrks soil, sand, saltare inbrmed by this practice, representing a

rhythmic repetition of motifs, both physical and intracorporeal.

13



Past works

| think of my practice as a vessel for memories of past traumas. | use imagery, colour and
technique to charge my paintings with empathy gregent them in mixed media installations that
encompass the viewer. In order to convey both personal narratives and connect with a larger
context, | depict my body in foreign spaces. | often paint figurative work, at life scale. The
installation of thisvork immerses the viewer and in doing so, opens a dialogue about the
survivorship of displaced peoples and the power of the state over its.pdgpl®rk strives to be
chargedwith empathetic visions, reified into mixed media installations often involving painting

and performance

My practice references Michel Foucaultés fAbiopo
control, restrict, and maamdepsopglietyAs khnoll & s
notion of the culturally constructed body (waiting for historical inscription) informs my practice, so

too does Judith Butlerbdés paradoxi cal response t
identity. Butler offes the idea of a preultured body untouched by history. Through the

combinati on o finmgaw pamting and ditehspeaific ingtadlatiohg)vestigate

how specific historical events from wiirn communities have a paralyzing effect ovedibs.

My initial artworks began as studies of Persian miniatures and oriental design. This style is very
composed and expertly detailed, and its narration of history and literature are inherently
intertextual andgoremain contemporary. | employ traditidrcarpet design and aged fragments of
handmade carpets to symbolize the historical significance and cultural importance of these objects.
The patterns and colounsesymbols to propose nemormative ways of understanding history, as

each work meshes togpetrr with human bodies to create a larger homogenized being that involves

all people.

14



Figure 4,Quilted,Mixed Mediaon Canvay, TERT & X HAMC
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2016

Figure 5,Dual Realities Mixed Media on Canva$, 5 x 9 8 0
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Figure 6,0n the EdgeMixed Mediaon Canva$, 5 x 6 006, 2016
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Figure 7 Hibernation Mixed Media on Canva$, 6 x 8 70, 2016
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Due to the lack of connectivity between a social structure and a body, | have found myself
developing my art through a new medium of performance. Performance has allowed meto furth
my painterly skills; hence | have started hybrid paintings, a creation beaneastern flaened

style and western painting, as evidenced in the photographs of my performances.

Mirage was my first attempat still performance antheinclusion ofmy own body ito my art

pieces (figure 8 and 9). This series was based on my personal experience of emigration from Iran.
The works attempt to represent the difficultly of living between cultureseimh§a sense of
Afhomeo. The wor kowrapersonalemaianlstrugglein adoptimgyny new home
while still living with the lingering thoughts of my traumatic past. The work is created using a
combination of painting techniques on the glass that are then projected on the artist, to create an
ernvironment that opens itself up to performance, installation, and painting. Blending these media
together to create a single work of art expresses the sense of illusion and a longing for home in a

land that is foreign.

Figure8, Mirage Series, Still Perfiamance, York University, 2017

19



Figure9, Mirage Series, Still Performance, York University, 2017
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Figure 10 My Story,Installation Shot, Solo Exhibition by North York Arts, 918 Bathurst Gefdr Arts and
Culture, September 2019

Figure 11, Ddnstallation shotMy Story Solo Exhibition by North York Arts, 88 Bathurst Centre for Arts and
Culture, September 2019
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MFA practice

We live hungry for the truth, and connections to the outside world. The Iranian diaspora has flung

us dl over the world; however ties to home are lifelines that flow both ways. | was born during the

Iragi-l r ani an war in the mid 198006s. Communication
censored. | remember excruciatingly long lines for the internatidmaigobooths, communications

being throttled througthe funneleffect of human bodies. John Durham Peters encapsulates an

important nuance illustrated through international family cafls humorous recounting ah

absurd cyclical phone call routine consisting of the briefest of hellos, immediately succeeded by
scheduling the time and date for the next phone Cahllversations that are over as soon as they

begin are less about sharing news and more about fostepimgsical connection to those far away

(Peters 37).

| decided to create a series of satellite dishes built with unexpected materials such as copper and

clay.

These materials are chosen to relate to ideas of concealment and dysfunction. Copper is an
indispensable conducting metal used in most telecommunication devices, while clay alludes to
drought and war, realities that plague the Middle East. These pieces reference the grassroots
strategies used in response to the oppression of restricted mediaandldie ban on satellite

dishes in some regions (figure 12).

Despite beingllegal, satellite dishes are embedded in Iranian society, much like a mycelium
network, forever blooming, dying and reappearing somewhere else thanks to an invisible,

biopolitical infrastructure.
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For the copper piece, | obtained a large copper sheetytatircle with and sandeatlall around

it to smooth the sharp edges (figure13). Then | applied layers of mineral salts to oxidize it and
extract the natural variety of coloursin it, makng it look like an abstract painting. Later |
hammered the back of itsing thesame method as the production ofcopper handicraftg

commonlranian souvenir (figurel14).

Figure 12, Experimenting clay on satellite dish, York Universiof&
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Figure 13, Process of cutting the copper piece, 2019
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Figure 14, Process of oxidizing the copper piece, 2019
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Artist Statement

My practice focuses on exploring the topic of media, censorship, and communication through the
mediums of paintingnstallationand video artSatellite dishes are one of the primary

communication devices used to access mass media and as a result, have become part of urban
design. These devices also play a dominant role in the infrastructure for surveillance atd securi
systems.The networks that support media transmission are structured to maintain existing systems
of power. Subsequently, ideologies and priorities are built into media, and the system of their
transmission isndt neuttoradrictionslim mgdia nfeagfructures ar e st
Efforts to maintain the status quo result in means that directly control the knowledge citizens have
access to. Underground ammation networks thus emerge such asstwetly engineed

homemade devices, suchsagellite dishes, as a lifeline to outside media. The raids to unearth

these devices became so frequent during my youth, that it became imperative to camouflage them.
They were often hidden in plain sight, camouflaged as air conditioning units, congedé&darps

or between hanging laundr&s found in nature or the military, a range of strategies to blend in and

create invisibility can be found.

This practice has culminatéa my currentinterestsas an artist. My exploration of growing up in a
surveillance state, my status as a produetdifispora and my trajectory as a vessekfory

telling haveled me to this most recent project. My work now reflects on the current state of
censorshiffairs, informed by the evolution of the sogolitical sphere, which | have witnessed

in my lifetime. Addingthedimensiors of time and space to my practidegough the inclusion of

video and performanc¢effers an opportunity for reflection. | am witnessargerosion of the

spaces that have been defined as o6épubliasd and 6

previous workdavethrust female domesticity into the scrutiny of the public. Niokeel my new
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work requires subtle contemplation. Mypdoration of censorship, and the idea of hiding in plain

sight, invites those around me to read between the lines.

Incorporating the concept of visual autobiographical artwork and storytetingracticebecomes
complete, incorporatingll aspect of my lived experience. This exploratioelves intahe

connectionbetweeremboded knowledge, cultural pedagogy and visual autobiography.

This stems as an al most | ipbliger omd of meyrfubdardentahe nt o f F
guiding theories informing my work. In a way, it presents a rebuttal to the biopolitical gaze of

surveillance, of the oppreegtyg.i on of government sé

My work looks to blend the deep traditeof Iran with the race foprogress Deal i ng wi t h |
rich and ancient history, and yankingnto the nowJed toa series of works that deal with

superimposition.

My satellite dish project has brancheff in a few different directions. | sought to create my own

vessels to represent the invisible cybernetic networks around us; combining the natural, earthen

material withthe physicaity of new technology, creating biological computers of sorts. Phisica

manifesting the reach of an invisible network, this project led me to tour satellites in Iran,
identifying sites for possible 6communicationo.
work, | seek to allow them to speak their own messagespfisicality of the materials, the

landscape and the process symbolize a sgighEmedium and message.
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Framing Pieces in Cybernetic, I nvisible I nfra

The art pieces | am creating will combine media theory and organic matter. | wikrggng
technology, social practices asgmbolicmateriality. The copper satellite is an explicit reference
to the conductive material that is a key to telecommunicatibims material also represents a tie to
the land, as Iran is an important mineral rich d@naéholds significant resergaof copper. Copper

is also a material that oxidizes over timéis temporal and environmental sensitivity of copper is
symbolic ina few ways. The oxidation of the copper morphs the metal from a shiny, dyeowe
shadejnto a teal patina with the passing of time and exposure to its environmeénpafina

serves as a means of preservation prévgfirther degradation of underhg layers.

This colour also emulates turgquoise, a stone
emblem. Turquoise is used extensively in Iranian and Islamic architecture, as well as handicrafts,
due to its prevalence as a natural resourceam [This shade also holds spiritual significance, as it
recalls the celestial sky, implying a heavenly connection. Satellites are inherently bound to the sky,
through the way in which they function. This creates a conversation between technology, and the

physical character of the satellites through this connection.

The transformative nature of the coppeferst o Pi ckeringbés description

n a

o

computes, whi ch he characterizes as Oadaptive syst e

face of environment al #MaThssftle cap@etbehavesidchtiePi c ker i

same way aa biological computer, striving to achieve equilibrium, and achieving so through

adaptation. | carry this idea through to the desire for equilibmulranian society, and how the

satellites themsel wmds tshearfovaeaendesofbalangeani ¢ ér egul at
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Using clay ties back ttheland as well, however its principal use in this piece is to mimic the

practice of camouflaging satelliteéBhis demonstrates how it is possiliebe hidden in plain sight,

using materials taken directly from the environment, applied in the simplest ways. Similarly to its
compl ement, the clay satellite refemmediate Beer 6s
technological problem lay in achieving a coupling between naturally adaptive systems and the

systems they were intended to controldo (Pickeri

Symbolically, using clay that is cracked and dry refers to g laatk a lack ofvater(a symbolof
life), andthelack of a critical elementor life. In thisanalogy, what isnissing is that of free

flowing media.

The copper satellite stands with its earthen countelbpaed onvhat they represent within Iranian
society. Both pieces are created from the earth, thealadtthe surrounding nature of these people.

In a sense, copper represents industry and moddonitiging light to the interior workings of this
technology, prodly demonstrating its funictnality and the beauty of thi¥he oxidation of the

metal over time exemplifies how these perceptiondad@over time, and how we can wind up

with an entirely different version of what one had hoped for, sometimes resaltegperate acts

of seltpreservation. The realization, however, is that this is a sham that is idealist in its formulation
but falling short of being usable in reality, much like a satellite built entirely from coPfasrand
earthalso te back to thdand, but in a way that recalls the ancestral and unprocessed. It also can

represent aridness and a want for something critical.

I would like to present these satellites as cybernetic models, which would be an example of

biological computers, asoutlinddy Pi ckering in 6Beyond design: ¢
computers and hyl ozoi sméb. Norbert Wi ener famous
study of control and communication in the ani ma
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fascinathg and complicated history of British cybernetics, studying curious cases of attempts to
create biological and chemical computers. Det ai
explains how the machine managed to become homeostatic itself, becomally aetdormative
(Pickering 473). Pickering then moves to Beer 0s
environmental transformation. These cybernetic models respond to changes in homeostasis that

threaten viability by reconfigurinthenselesto re-establishequilibrium (Pickering 479)They

emerge as a means to redress the balancerdkis line of cybernetic theorf?ickering also
introduces Hertzdés str at e tnhymanher@mlarto his, Hooktay t he a
incorporate th act of oxygen being harnessedheoxidization ofcopper. With thelay satellite,l

demonstraa lack of balance, resulting in a failure in a seas#je satellite experiences

degradation through cracking.

The physical manifestation of these desiby thelranianpopulation could be argued as a

blending of medium and message. The term, coined by the trailblazing Canadian media theorist
Marshall McLuhan, is a theme | address irstiy@eces. These satellites serve to represent the
biological networkthat exists in human media, combining technology and humans to create a
cybernetic network. In the most literal of senses, the medmbecome messages through the

choice of materialscopper for conductivity, and clay for dissimulation.

Peters makes @&k between the media and unassuming infrastruckleéooks to nineteenth

century thinkers, obsessive about determining infrastructures into understandable @rtepts

argues that this has translatetbia deep infrastructural ethic in modern thoudymrastructure,

argues Peters, is by natwure indiscernible to ou
0infrastructural conceal mentd, he explains that

pipes by design are meant to blend in with scersagund it (Peters 336).
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6l nfrastructures tend to change incrementally,
upon. They are improved upon modularly, and clearly illustrate the principle eflppindence.
They demand labour and upkeepete are infrastructure only to the degree that they are

normali zed into taken for granted; they have so

He posits that infrastructuralism overlaps with media theory in the call to make environments
visible. We can therefore see how the idea of a cybernetic network could be structured through
infrastructuralism. Peters argues that infrastructure tends to be thought of as new, flashy
technologyand hstorically, we are apt to label media technologies as ttiagere explicitly

innovative. However, Peters looks to draw attention to the unremarkable media infrastructures that
surround us, that have become ordinary and are therefore overlooked (Peters 36). The idea of
invisible infrastructures, such as the gegaylight and direxpandgshe possibility of mediums for
messageandsupersedethosewe would normally identify (Ibid). My satellites use the literal land

of Iran as a medium, ideologically aligning with the symbolism of this democratized societal
network of satellites. The mediums used serve to make this invisible network visiblehttiteug

use of common materialBeters also cites the importance of knowing nature only through our
artifacts (Peters 50). | am emphasizing this relationship by usingahataterials in an explicit

manner to create these artifactsnfrastructurel imagine a paradigm for the creation of these
satellites where harnessing Peters theory of organic evolution between human-ancthaos

these satellites have 0evosuchasdeinulacbumand apt t heir

networls.

Censorship is a gamé controlling what is real. Peters touches on this, discussing the expression
6quod non est in acti s, noumentsshotintheworldPeter 6; what

explains how using media technology as a me&fsneling power to the elifgoresents a
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Gystematic favouring of paterial over material pow@pgters 20). This illustrates the critical
value of holding power over media, as ideological domination pos&snore total means of

control.

The Iranian return to a theocraticautr@rit i an model is in a sense a re
the scientific state apparatus.-pbéiattsibbofesht
human body, through the removal of monocratic practices. The emergence efaci®e

undergroundatellites amongst the Iranian population, however, could be argued as an effort to
democratize and decentralize this monopoly on knowledge and powereWwinetwork emerges

as a conscious undercurrent to the tightly regulatettepressive state apparat using

technol ogy as a means to foster a 6scientifico
outlined above citing I nnisdé principle of |lever

demonstrates a movement rooted in a desire to haroegs ; a democratic fashion.

Foucault traces the development of technology and the role it will come to play within biopolitics:

AiTo say that power took possession of |ife in t
takes life under its caiia the nineteenth century, is to say that it has, thanks to the play of

technologies of discipline on the one hand and technologies of regulation on the other, succeeded

in covering the whole surface that lies between the organic and the biologicakh&wdy and

population. We are, then, in a power that has taken control of both the body and life or that has, if

you like, taken control of life in generalwith the body as one pole and the population as the

other. What we are dealing with in this neaglinology of power is not exactly society (or at least

not the social body, as defined by the jurists), nor is it the individual body. It is a new body, a

multiple body, a body with so many heads that, while they might not be infinite in number, cannot

necassarily be counted. Biopolitics deals with the population, with the population as a political
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problem, as a problem that is at once scientific and political, as a biological problem and as
power 6s problem | woul d | i lorenotiattthe fewelotpoliticalk e t o
theory, but rather at the level of the mechanisms, techniques, and technologies of power. We saw
the emergence of techniques of power that were essentially centered on the body, on the individual
body. They included all deces that were used to ensure the spatial distribution of individuals

bodies (their separation, their alignment, their serialization, and their surveillance) and the

organi zation, around those individd3I|l s, of a

Although these satellites are fundamedgitaymbols of resistance and ingenuity in the face of
adversity, they also serve as important reminders of just how dysfunctional and threstemeng
countrieshavebecome for the freedom of rights ewsith the arrival of internet access. As

Sereghy, Bunk and Preiss cover in their work on the role of new media in the context of recent
Arab revolutions, there are many difficulties still being faced despite access to techndlogres.
are examples théhe govenment used the internet to track down those rallying and organizing
protess, to then carry out a brutal police crackdown. Following this, control remained in
governmenhands as they simply shut down social media outlets such as Facebook and Twitter.
(Seeghy et al 13) As alwaysiaysto circumvent this censorship emerged, through the installation
of Virtual Private Networks on cellular devicesrémain one step ahead by creating new versions
onceolder ones are blocked by the governm&his againdemorstrates a desire for homeostasis

within societylike in nature.

With satellites, similar tactics were used. TigsallsFoucaul t 6 s bi opolitics,

w h

a

strategies of governing bodies to achieve contr

knowledge, power and people. By using radio jammers, the goversmagitto manage illicit

satellite network usinganother manifestation of an invisible infrastructure to control the
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bi opolitic. On enederapgpadigm,canBd appliee,.whemegndns | | ke Beer 6s
automatic factory where output and inputs are programmed and controlled by the designer

(Pickering 485)

The role media plays in democratic societies is critical in a system of checks and bayances
government. The media becomes essdyalatchdog. The democratization of the

communication of information has been the basis of revolutions, a pattern dating back to the
invention of the printing press during the European Reformation. The ability to communicate ideas,
theories, critiques ahnews gives individuals collective bargaining power with governments.
Informed people are powerful ones. Hyper propagandist regimes, such as North Korea, serve as a
jarring reminder of the importance thfe free flow of media. The alternative results ganly

comically dysfunctional and diabolic means of control.

Figurel5, Clay Dish, York University, 2019
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v
Figurel6, Studio Wall, York University, 2019
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An ironic situation took place in November 202\&hile reading Marshal McLuhantheories

about communication and Canadian journal of communications, and the treatment of media as a
natur al resource, I rands einrnedponse toithe hationwidet net wor
protests regarding fuel price increasesonstantlychei&edmy phoneandwokeat all hours of the

night to see whether my family had received or responded to my messages. Propaganda and fake
news peaked during this time, with no reliable news broadcasts accessible to those within the
country. With the internethut down, citizen journalism which had been used to ensure more
reliable news sourcewent down along with it. International news agencies, with a broad spectrum
of ideologies, allegiances and biases broadcast contradictory reports of what was happering
behind the now closed dmoof a country of 80 millionAnother frustratbn was that during this

period, which seemed like it was about to lead to civil war, | was hard pressed to find any coverage
of the news on Canadian outlets, even thosditapthemselves as international. In fact, the only

time | encountered Canadian coverage was in a fleeting midnight report on CBC. | found myself
guestioning what was considered 6newsworthyodo, a
with severalmjuries make the news, instead of the nationwide protests of an entire country being
strongarmed by their government. This lapse in coverage meant that as nasty rumors of violence
back home madi to us, those cut off from friends and familyltfeven nore despair and anguish.

For the first time since my immigration to Canada, | felt torn in half. My body was in Canada, but
my mind and soul were wandering in Iran. | rely entirely on communication apps to communicate
with my family and relatives, usingem daily, sometimes hourly. Those blackout days made me
think about how easily | had become disconnected from my source.

| felt like a floating satellite dish wandering around in the, sksconnected from its provenance. |

kept staring at my studio wall, where | hung screenshots of my videos and thought about this

disconnection and media censorship. The images of a sky crossed by batievares aimage
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of myself, trying to go throughbstacles to install my dish and connect to the 8kyve those
images, a satellite dish had been installed covered with clay, pointing towards the stills, trying to
make conversation.

The whole situation made me think about the Loon LLC prpjelich isan Alphabet Inc.

subsidiary working on providing Internet access to rural and remote areas. Billionglaf peo
around the world are still without internet access, and Loon is a network of balloons traveling on
the edge of space, delivering connectivitpémple in unserved and underserved communities
around the world. Loon partners with mobile network operators globally to expand the reach of
their LTE service. One example projecs delivering emergency connectivity in Puerto Rico after
Hurricane Marian 2017.

As a response, | created this pieseng adysfunctional found satellite dish, which | covered with
clay. It looks like &ragmentof dry land, perhaps ithedesert. It beconsa part of landresting
heavilyon ground, while a blue helium balloon tries to hold it afloat. It yearns to be released,

connecting to the sky, but it canét.
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Figurel7, Untitled, Inspired by Loon LLCProject, Special Prjet Gallery, York University, 2019

Satellite dishes have always been interesting objects for me. | have seen them carrying many
different meaningsalmostdeveloping personalities based on their context. Haafiegy of them
installed together creates a feeling of a military zone or unoteeilance. When a group of them
isinstalled on a building, generallyreveat the buildingo bea news agency or a governmental
office as thes@eed a higher degree of communicative powdnerever | go, | look for them.

(Figure1820)
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FigureB, Roof top view, Tehran, Iran, 2019 Figure 19, Roof top view, Mexico City, 2619

-‘:“ - \\

Figure?0, Hikiﬁg trip in Als France, 2019
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Camouflage

At its most general, camouflage is taken to mean strategic concealment within physical, social and
political contexts as it pertains to surveillance, aesthetics, communities and, of course, nature. The
concept of camouflage goes beyond simple strategies of mirh&ygnd the politics of

appearance or beyond the art of disappearance. In a digitally networkefdsageeillance and
countersurveillance and under specific cultural conditions, pervasive networks have transformed
the logic of camouflage. Because of new technologies and digital networks, the physical
camouflage of dishes is not always necessary argin@8ubsequently, the perception of

camouflage in the visual field may not play the same ontological role as it has in past. My work
attempts to understand h@mamouflagevorks in society and culturét.can be a vital conceptual

t ool f or a nsansoyysvorld.Jhistsendoay yvérld starts froorselves outwartb our
domestic environment and to complicated social and political af@tEcensorship becomes

more frequent, starting at a small scale in our daily interactions with others, or haltevoeir

images oburselvedor social media.Eventually itexpand to involve other people and to the

scale of society.

Satellite dishes are often installed using camouflage to conceal their presence in public space, thus
avoiding confiscationTheyhave become a part of urban designs and in my practice | link them to

vernacular architecture.

I use colour and pattern to fidisguised each dis
the object blend into the wall behindliuseda functiamal international channel satellite. The
dimension of local channels satellitesareabot2 0 and t he di shes which a
the ability to receive international broadcasted channels.sakedlitewith thelow-noise block

(LNB) could receiveseveral Iranian channels if it was instalfading thecorrectdirection
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Figure21, The Brick Wall Next|Wave Exhibition, Varley gallery, Toronto, 2020

In I ran, people who Iive close to the countyos

diverse culture, bilingualism and their sense of belonging, or perhaps not belonging, to two
countries. As a child, | envied the border areas as they had the privilege of accessing the
nei ghbouring countryds medi a wostlyhilingualgthey a r

could watch foreign cartoons withoegnsorship and understand them.

In one of my recent trips, | stayed in a Turkman tribal village close to the border of Iran and
Turkmenistan taliscovermore about their culturendtraditions ad to learn how to weave

carpets. The scarves usedny installation homemade satellite dishese obtained from that

region. Apart from Turkmenistan, Turkmen also live in Iran, Afghanistan and other parts of the

former Soviet Union. Turkmen women wedifetent clothing depending upon their age. For

example, young gislwear traditional dress made from dark fabric richly embroidered with bright
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spring flowers that convey beauty, health and fertility. The clothing of miigkel wonen is

adorned with brigt colours such as yellow, the color of autumn and symbolic of the sun warming

the land and the woman's entire family with its r&swnsworn by a woranover 63, the prophet

age arewhite andtheirembroidery brings to mind desert plants. More spatadtibetween

embroidelesr e presenting "the space of I|ifed intended
alsodivided into several categories: working clothes, city clothes, ceremonial and home

clothes. When going out or having visitors, a woman ceveer hairs with a large shawl designed

by floral pattern with a long macramée fringe.
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homemade satellite dishes

This installation examines the subjective experience of censorship through the lens of self
censorship, media, gender and textilemgsatellite dishes used to receive local channels. With
paint, | have mimicked the colour and the patterns of Turkman scarves teteltagies of
camouflage to a domestic, and female dominated, environment. These pieces were initially
installedin the AGYU vitrines (figure 20). The colour of each vitrine was modified to match the
colours of the scarves so that the dish blends into its backgrdimdugh these meanshope to
evoke a sense of personal insecurity and open a more general disonssimicealment ranging

from that used by animals to the military or from gender to aesthetics (figurel19).

¢ 3P g 1 v\ [l!
Figure22, homemade satellite dishesrt Gallery of York

University, Torot, 2020
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Figure, Installation Shothomemade satellite dishesrt Gallery of York University, Toronto, 2020

| have started to create more pieces miningthnection between satellite dishes, concealment,
textiles, gender and domestic spacesotligh the use of small scale, local channel satebites

tripods | opened a new conversatiahouttheir connection to the body.

Colourand patternisused o A d i s g u iasdehien tieeg arenenvelopedihg fabric of the
Chador, anopen cloak worn by some women in Islamic countfiégs extendsheideasinto the
domestic and religious realm. The colour of each dish is modified to match the hue and pattern of
the veil that covers it, so that the dish blends into the fabric. Pixelated elements paihied on

d i s kuefecd hint aits original electronic function Through these means, | seek to evoke a

sense of personal insecurity and op@eraeraldiscussion on concealment
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Now, | am designing my own fabric pattsrpixelating them like TV wasaffected byajamming

device These patterns atensferedto the satellite dish whicts thencovered by that fabri¢hus

blendng the object ito thedomestic sphere.

Figure, Transformingabricd e si gns o6éef fected by TV jamming
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Figure B, homemadsatellite dishes Seriedlext|Wave Exhibition, Varley gallery, Toronto, 2020
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Soil, Sand, Salt

Figure Z, image fronmsoil video art, Iran, 2019
Videography and Photo by S. Eskandari
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Figre ',mags 1:ro.‘msb|IV|deo art, Iran, 2019
Videography and Photo by S. Eskandari

48



| captured three videos on my last visit to Iran, in Jafri2019. Thes&ideosare an exploration of
my solitary relationship with the lantlaimed to conveyhte nexus of a place and the feelings it
evokes through wisual autobiographyAs a product of diaspora, my pilgrimage back to these

ancient and barren landscapes afidar a deep focus on this connection.

The desert | travelled through was covered by water, millions of years ago. Once a part of the
Tethys Ocan, you can still find fossils of marine plants or shells in the deé@itis a journey,
documenting my search for a site to instal.l

which | wore on my back lika desert nomad carrying their estial belongings.

| eventually found what | was searching,fibre remains of a small room with a destroyed ceiling,

to work on my installation. The sky looked over me as | worked, ripping the mud and clay from the
wall and mixingit with water to createnud. This method is tied to desert architecture, as the
buildings here are fashioned from the land itself. Walls, ceilings and wiral@eseated from the
marriage of land and watem.he process emulated feminine household labour, mixing mud much
like ahousewife would make bread. This delicateiaatis in contraswith the roughness of the

corstruction materialsised

| covered the whole dish withlayerof clay, explicitymergng my dish with its domestic sphere,
covering it in local constructiomaterials. This act of camouflage in the domestic sphere recalls

seltcensorship.

Removing the dish from the domestic sphere, | thrust it in the outside world, placing it on the roof.

The absent ceiling, adorned by barbed wires, created a spacettliles felprison. The sky itself
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became therisoner, slashed by the barbed wiBse surrealness of the space was perfect for this

project.

Barefoot, | climbed the wall to situate my dish in a camouflaged position that looked as though it
wasconversingwith the nearby radio towendleft the dish there. Maybe in a year, when | return,

it will still be there. Perhaps, someone will have taken it down, treating it as a suspicious device.

Figure @, image fromsandvideo art, Iran, 2019
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Sandis aperformativeacion, drawing on a surface thailivssoon erode. Like a child drawing on

the seashore, | work knowirlgatat any moment a wave of windight sweep my efforts away.
Here,in a placewithout water, the wind leaves tracks on the duhatook like rippling waves.

| see this project aggain exploring th&onnection between thedy andheland perhapsn terms

of reclamationl, reclaiming my land and my connection to it, while the laself reclaims it all,
swallowing my act once it isver. The overarching feeling is that of impermanence and transition.

The shifts and chang&sthe landarecontrasted byts durability anddominance over time.

Satwas captured on Salt Lake (Qom salt | ake), in
A material of preservation, salt has produced phenomenon in this area, such as acting as a

preservative to desiccate human bodies in salt lakes and iNadesally ayed over thousands of

years these human remains were mummified, fabric and hairs onthem | onger r ecogni z
used salt minerals in my satellite projecttlassole medium used to oxidize copper in an effort to

coaxcolourputof my terroir in the metal 6s patina.

My drawing on the salt lake served as an act that nature wouldmeshartly. Crystals covered

my drawing days later, and returned the ground to its natural homeoBtessattern | drew

evolved organicallyandincorporaédelements of Islamic architecture; meditative stylizatianda
dome, perhaps from a mosque. fisia architecture is rooted in symmetry, with geometric design
being a dominating paradigm. Often intently complex and rife with minute details, these designs
always begin with a circle. | found myself contemplating shape, reminisnt ofmy satellitesa

shapehatgrows, repeas and becorasa sign of infinite repetition.
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Figure30, image fromsaltvideo art, Iran, 2019

52



| borrowed an ancient artisanal techniqueaahisdrawing, using a nail and a piece of rope to
fabricate asimplecompassArchitects and builders employed this technique to create domes.
Drawing the design on the ground, they replicated the exact ratio and proportions above to guide
the fabrication of the dome. Here, | drew a datmactural patternthe gate to the sky andndow

to heaven, down otlheland.

Once the drawings were completed, | felt | had created my own space of is@aticapsreaing

my own place of worshiphatconnecs my land, my history and my culture. | sat as though | were
doing my prayers, in mgelf mademosque in the desert. Nighttime came over me, brinfgirig

that special relationship between the land and thetsiatrexists amongst nomads and desert
travelers. There is a surreal connection in this land, where the stars provide direction to those
passing through. That night, something unusual happened; a thunderstorm rumbled on the horizon.
The universe seemed to connect to the land in a bigger way, @siighhit the flat desert

ground.
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Figure31, image fromsandvideo art, Iran, 2019
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Thesis Exhibition Layout (proposal)

The selected venue for my solo exhibitisiGales Gallery, at York University.

The layout of the gallery lends itself well to the sonic component of my exhibition, thanks to the

large expanse of hard, flat surfatleatwill bouncean echo well.

Upon entering the space, visitors would be asked to remove their footwear, leavirag them
doors of the gallery. This act prepares them to interact with the gallery as though it were a holy
place. The act is also somewhat liberating, imitating the desire to be barefoot when walking
through sand. Caution should be taken, however, to deidharp crystals of salt, which can be

irritating underfoot.

| will be drawing the structural lay out of a dome as a performative act, simiiaitteideo on the

gallery floor, using salt as a medium.

The doméike pattern on the floor brings togetttbe earthlyand theheavenly, explicitly

connecting the grouni the sky. Much like th&hamseldesigns, this piece will senasa

window or gatevayto the sky. The audience will lB®courage to engage with this piece as they

move through the galleryequiring them to be conscious of where their feet laods to leave the
drawings in placeThere is an ephemeral component of this, as inevitably the grains of salt are
carried through the space, swept by wind or carried by steps. This motif caksdgnamism of

the earth, and the drawing that occupied that salt flat for what seems like the blink of an eye, to that
ancient land. It also pushes those interacting with the exhibition to engage with the nature of the

passing structure, creating shifliines and paths that evolve as time elapses.

The three main walls of the gallery will house a display of three video pigogsSandandSalt

Eachvideo will be projected on each wall, in sequence. The order of the pieces, combined with the
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large scale projection encourage the viewer to root themselves in the gallery, finding a centre point
from which they must rotate slightly to view each episodeldimg on the three different walls;

viewing first Soil, Sand and finallySalton the third screenVhat is prompted is a dynamic

viewing of these moving images, as viewers stand, sit, sway and pace as they watch the films,
perhaps allowing deeper padistheir conscience to engage with the material. beile viewer

will thus emulate migration and humgassagelike pilgrims through the deseifthe projections

are intended to be immersive, enveloping the viewer and transporting them to the hésrt of th

manifestation of personhood and place, colliding.
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Th&n dd of this story

My practiceand thisthesisprojecthavebeen a small look into the perpetuatiorcehsorshi@nd

how it seensto be evolving at an alarming pace.

| felt the peak of tis issue recently, thanks to the recent geopolitical tensions between Iran and the
United States in January. | observed two cour@isiessions of censorship, and the biases they held
against each other bleed into their news. On the night of Jarlia628, anairstrike from Iran hit
American troops in Iraq, in retaliation for the assassination of a high ranking Iranian general. The
footage of the rocket attacks that | saw on this side of the world made me shake and panic, despite
the fact that | was falemoved from the immediate danger. To me, those feltti&drums of war.

| could only hopehatthosevideos were fake.

In the last few days dinalizing my thesisn March 2020the COVID-19 virus pandemic has

flooded our news outlet@nce gain,apattern of unreliable media has generated a murky
environment, wherduring thisglobal crisis countries are censoring critical figures such as
mortality rates.

During this time, | question the censorship | see in international news outlets. Even sidiba a
seems to have become contrived, the reliability of official statistics coming in to question. When
the numbers are lies, who can you believe?

Around me, people censor themselves; the domestic censorship effect has never been so apparent,
as two méer radiuses feel more like a void. Monitoring ourselves, and others is the key to halting
the spread of the virus. And yet, we see how rapidly we fall in to automation and disengagement
with societal norms, as performative acts creep in to the main Stag@ublic and the private

have never seemed to far apartselécensorshigpervades our discourse.

Seltisolation has cut me off from my two worlds; the one near, and the one much further. As |

wrote about the vital networks and channels of commtinithetween us, | could never in my
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wildest dreams have imagined this future where they are more important than ever. | can only hope

this leads to a brighter future.

58



Exhibition Description

September 2020

| began installing my projection and performative drawing as the proposed plan, with the only
difference | faced being the lack of visitors. In light of the pandemic, at the time of installation no
visitors would be allowed in the gallery. This becamexsmbition for myself, in my own

isolation, to bring my virtual homeland landscape to the galley walls in 9800 km away.

The gallery floor was around 30x30 feet, allowing me to draw my architectural design up to 20 feet
on the ground. The main foundatiohtlee dome design or any geometrical structure is the
symmetrical geometry, which can be calculated with a simple compass tool.

In my first drawing on the salt lake, salt, | borrowed an ancient artisanal technique to execute this
drawing. This process etiltzd using a nail and a piece of rope, the domestic objects | found there,
to fabricate a compass.

| decided to the same strategy here in the gallery and looked for some objects in the gallery storage
section to create my compass. Found a rope and doakver as the gallery floor is concrete, |
coul dnét exactly replicate the same met hod as
make this work, | found a sand bag sitting in a corner of the small busy storage. Sand! My other
sentimentamaterial. | filled a found bowl with the sand and used it as the centre of my compass,
attaching my nail and the rope to calculate the ratios and with an assistance of a found piece of
wood draw my pattern on the floor. | always look forward to spontanakbernations in my

project which could expand my creativity.

Drawing on the gallery floor with salt was more difficult than curving the same pattern on the salt
surface. | replicated the same dome pattern which I initially drew on the salt lake ertandesh

rarely sees rain, this time with a salt which is used here to melt snow. There is certainly an irony to
be found in this situation. While | was drawing, | could see the salt crystals slowly melting and
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creating a salt pasted drawing. | was haihyy | could find the blueish salt which would be

creating the reflection of my imagery blue sky above.

While working on the drawing, the three video clips were unfolding on each wall, as large as the
galley walls would allow. | created the immersive petign and been performing in the centre,
where | was communicating with my videos, feeling | am there again and responding the scenes
back here in the gallery by the performative actions of drawing. The surreal immersive projection
and my own shadow andflection on the wall created the illusion of the presence, being there
while | am hereé.

| would have been looking forward to engaging my visitors in this created space, capturing the
reflection of the projections on them, while their reflection would bera part of my projected
videos, creating the illusions of they were there.

Anyhow, | created this imagery environment for myself to create a virtual exhibition from this
virtual installation. It reminds me of when there is a mirror in front of anotliveomnwhich results

in infinite reflections.

On the next day, after the hours spent executing a full intense drawing, while my body still hurt, |
swept away my ephemeral drawing, as the salt had been turning to a semi solid paste. It was so

hard to clea it out.
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Figure32, soil sand salexhibition installation, The Gales Gallery, September 2020

Figure33, soil sand salexhibition installation, The Gales Gallery, September 2020
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Figure34, soil sand salexhibition installation, The Galg3allery, September 2020

Figure 35, soil sand salexhibition installation, The Gales Gallery, September 2020
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