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Abstract

Peepshow 2:anteractive Reflections an interactive installation thahvestigates the

relationship between spectaterand performerswithin a digital mediaontext

This researcHocuses on the use of social media asa@ for women in Iran to express
themselvesthrough digital performancan waysthat arenot physicallypossible in pulic. The
paper analyzeand contextualizethe current intersection of gender and technology in Iran
through acontemporaryanalysis of cyberfeminism and gend®ased segregation. As an
artwork, the project examines the ways in which social medfiectsa@ A S gabtdl haclat
them. Through the development of an interactive and responsngtallation Peepshow 2.0
invites viewers tengag in the creation o feedback loop that reflecsnd mirrorstheir

participation

The development othis paper andnteractive artwork serveas a meanfor me, an
Iranian in diasporéao explore and communicat the complex situatiorof social freedom for

womenin Iran

Keywordsinteractivereflections, digital media, social media, digital performance,
cyberfeminism, interactive, responsive installation, diaspora, social freedom.
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Introduction ¢ Art and Research Creation ind@3pora

| was bornin Iranand livedthere for sixyearsafter the Islamic revolutionn 1979
During this time) experiencedhe devastating impactf living under the Islamic regime as it
oppressed and terrorized its citizens, includmyg family. | withnessedirsthanda diminishment
of social freedoms for womewhichexisted prior to thelslamic revolutionWhile Iraf2a & 2 OA | €
structureswere formedby patriarchal taditionsduring theconstitutionalmonarchythat ruled
for 28 yearswomennonethelesshad manysocial freedoms and rights, including the right to
vote, hold public office, wear what they desired in public, and receive an education based on
their interests and abilities. However, these rights were taken away in both private and public
spaces after th establishment of the Islamiegime.!

Theregimeimplementedstrict and oppressivéaws thatlimited the rights and freedoms
of women 2 Among other restrictions, andatorydress cods, including the wearing of the
hijabwas imposed on all womesndgirls agechine andup when entering public spaces
regardless of faithandsinging and dancing in publieas prohibited for womert Duringthe 43
yearsthat followed, an ongoingstruggletook shapebetween women(alongsidemale allie$
andthe Islamicregime Despite efforts othe authoritiesto controlg 2 Y Sy Q &nbbtih 3 K (i &

publicand privatespaces, wmen continued to resist and puslkbackfor the freedomto choose

1Women in Iran were restricted from various fields of study and professions; the Family Pro#ctishich

provided guarantees and rights to women in marriage was declared void, contraception was made illegal and the
age of marriage for girls was set3¢Esfandiar46-47).

2 The first woman to hold cabinet office under the old regime was executed bigldmaic revolutioaries

(EsfandiarB).

3Wearing hijab in Iran is mandatory for all women and girls over the age of 9 in public spaces of Irarth€his i

case even for noMuslim and foreign women visiting Iraklorality police patrol the streets enforcing mandatory
hijab and social behaviour for women in publiidomen who do not wear their hijab or wear it improperly may be
imprisoned, beaten, dfined (Esfandiar#).
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how todress andnove freely In her book On FreedomFour Songsof Care and Constraint
(2021) Maggie Nelson, an Americavriter, poet, andcritic, exploresthe idea offreedomas a
practiceof liberationanda process of becomingather than afixed stateoad TA Yy I f WO A 3J VY.
2T f A0 BH.Mecording 6 Nelsarour individual freedom is always connected to and
influenced by the freedom of othend that freedom is not just a matter of individual
autonomybut requiresarelationship with othersa create an equitable sociefyL1). | agree
with Nelso gerspectivethat freedom isnot a destination buta procesghat requires constant
guestioning and challenging of the limitations placed on each of us by sotmneliyidual
freedom isinterdependent.This concepbf freedomconnectsmy autonomyto the freedom of
allwomenworldwide and t is one of thereasors why | am passionate about social freedom for
women 4

In September 2022, thstruggles in Iranturned into a nationwidéeminist revolutionfor
social freedomThe current wavewasinstigated and led bipoth young women and schoolgirls.
It started after the death of 2¥earold Mahsa Amini, on September 16, 20328d the
subsequenspread of thdslamicrS 3 A Ydedbgyon social media regarding hdeath The
morality police of Iran arrested Mahsa Amini because her hair was shothiregigh her hijabA
few days after her arrest, she was pronounced dead in the custotyfashicauthorities.> Soon
after, pictures of her injured and beaten body amospital bed were posted ofocialMedia

Stes (SMS), such as Facebook, Instagrama TikTokwhichtriggered widespread protests by

4When it comes tgender equality andreedom,| do not identify as an Iraniamoman but rather as a woman

living in this worldoday, and my freedomnis contingenton the freedom of all female identifyinigdividuals

5Themorality Polic& I f &2 (1y26y Fad (GKS aDdzARFYyOS tIGNREfé¢xX A& | 32
Islamic code of conduct in public spacéley have the authority to arrest and detain individuals who are found to

be in violation of these codes, inclind the dress code for women and segregation of men and women in public

spaces.
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younglranian women and schoolgingho remowved their hijabin public,and in some cases
burnedit in support2 ¥ a | rieéndryQTde news reporter who postegictures of Mahs® a
injured body in the hospitand intervieweal her father after her deathwas detained and
subsequentljailed. ® Accessto the internetand SMSwaspromptly restricted by the Islamic
regime, yet local citizens contindéo find ways toshare images and videos of whaas
occurringon the streets of Iran by postimgelson SVISas well asnobileapps such as Telegra
and ClubhouseProtests against the mandatory hijab for women quickly grew into widespread
uprisingsacross the countryas well asparkingsolidarity demonstrations around the world.

As an Iranian womalivingin diasporaor the last38years | was deeply movedy the
videoson social mediaf youngwomen andschoolgirls bravelprotesting theregime These
images brought back many difficatemories,but they also brought back the memory ohen
| was a teenager in Iraafter the 1979revolution. Specificallyduringsummer holidagwhen
my friends and went for bike rides in our neighbourhoodt the time,the Islamiaegime
imposedrestrictions ongirlsbikingoutdoorswhich becamen invitation for us teenaget® go
on secretbike rides. Thse weresignificant momend of local andcollectiveresistancebecause
we were ableto choose to go out antlike withoutneeding to coordinate with a larger group or
align our actions with any specific ideology or belief system. We just wanted to go for a bike
ride and defywhat seemed to us to be arbitragnd irrationalrulesby the new regimeMy
friends and kalled each other daily to assess the safety of our neighbourhood and whether a

morality policevanwas spotted driving aroundVhenwe felt safe enough, we would swiftly

LN YAFY WSLRNISNI 2K2 LYGSNIASHESR al K.BtJad 2023haeQidk CI (G KSNJ
to Reporters Without Borders page about Iranian reporter who interviewed Mahsa Amini's .father
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cycle aroundhe neighbourhoodand rush back home, full of excitement aexhilaratedfrom
our small but meaningfuiransgressionAt times, while riding my bikeny hijabslipped off my
head andrested on my shouldersThisreminded me ofthe carefree timedefore the1979
revolution, or when we livedabroad onesummer2 S R have d@dess to tools that could
capture thesesweetmoments, butthe strong sensationare, nonethelessmarkedin my
memoty. These were the feelings thatere spakedwhen | first encountered thehort videos
of teenage girls dancing on the streets of Irandividually andcollectively defianof the
regime.

| was unabldo look awayfrom watchingthe growingagitation and violence unfoldn
the streets of Iranl felt a sense of solidarity with the women who were fighting for social
freedom.It becameinexorable to follow social media accoutitsit shared videos and news
related tothe revoltagainstthe forces thattold women like meo stay put, to stay stilland
becomesmall andnvisiblein public Following this movement onlineecame an important
step in my journey towardsly ownawareness and activisrBeeing these womechallenge
their oppressors gave me hoper a free Irarand inspied me tocreateart as a mean$o raise
awareness in mpon-lraniancommunity.

My fascination withevents unfolding in Irated me to discover womeim the country
using publiart, namely streetlancel & | F2N¥Y 2F NBaAadGlryOS | 3 Aya

This prompted me to search for specific keywords and hashtags related to street (@ance

7 Althoughmainstream media outside of Iran covers the news of the unrest and revolution in Iran, the coverage is
limited in time and content and edited to include an overview of all the events, broadcast and updated a few times
per day. By only following mainsam media, it is impossible fecetogether a picture of what is happening at

the street leveln Iran.
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example iran_dance & LJdzoa@nde/ONJ y ¢ Perdidn @dkddor dancefDancing is not illegal

Irang), in order tolearnmore about how women were using dance as a means of resistidhce

research focuses on short videos of women dancing in the streets oivltiarthe purpose of

using their boéesas a form of resistance againstthereging o6y 2y .Bldzof A O Rl y C
| amawarethat myonline experience is curated by a combination of onjline

choice® the types of accounts and keywords | folland interact withd and algorithms run

by social media websites trying to maximize the amount of time and attention they get from

me. | am also aware that the sources of the footage | view are not fully disclosed (for privacy

and protection of those whoapture the footage)yet | recognize that all parties involved in

this processincluding myself, play a role in thimminist revolutionbecause ar interactions

and perspectives are actively shaping the course of evéAtsconsumers of these imagesge

can take a step further and nstmplybe passie observerssurveilling or gazinffom afar. We

canactively participate andontribute to the procesf liberation and freedom for women in

Iran. This can beursuedthroughsharing their stories, raising pubhgvarenessand

demanding action from our local amblitical representatives to take actidoy way of

sanctions and human rights intervention3 Ay ad LN} yQa NBIAYS

8 Under Iranian sharia law, it is illegal for a woman to dance in public.

91n recent years, social media has played a significant role in many countries to mobilize protests and spread
awareness about issues of concémrtountries with totalitarian regime like the Islam®epublicOne example of

the role of social media in relution is the Arab Spring, a series of protests and revolutions that took place in
MENA in the late 2010s. Online platforms such as Facebook and Twitter were used by activists and citizens to
organize and communicate with each other and with the wideriancks around the world. Another example is

the Black Lives Matter movement in the United States, that has used social media to raise awareness about racial
inequality and police brutality.
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My experiencdivingunder the Islamicegime and myobservationf social median
diasporahave played significantole in shaping my understanding of tfieministmovements
in Iransince 2014ln my research, | compatke interaction ofspectatorswith responsive and
interactiveartworksto that of viewes of social media post| explore how technologymight
SYKFyOS FyR | YL AF& (K Sphysikaprgskrtdn e aftidSallatioh G K S
just asthe presence of social media viewassrucialto the impact of the social media posBy
combining these elementsny installation explores howechnology createan interactive
encounterthat blurs the lines between physical and digital worldam specifically interested
in how my interactive installatiormight simulate the interaction between a viewer and a
performer and shift the role of the viewer from spectator to digpalticipant

My researchexplorestwo interrelated dimensionsof technology throughal literature
review, | examine the role of technology, specifically social media, in providing a platform for
Iranian women tashare stories and interact with othershe examinediterature onthe impact
of technologyon womenhasled me tothe concept ofcyberfeminismfirst as defined in Donna
I I NJ 41B9% @ @borg Manifestdollowed by itsapplicationin Iran. Technologyplays a
crucial rolefor Iranianwomen tocreate possibilities forexpressingiew forms of agency and
empowerment Here cyberfeminism is primarily concerned with achievingplicvisibility
rather than gender equalitfBatmanghelichand Mouri2017). Women in Iran are expected to
0S AGAYDAAAOT e congept biprivdteraml pdblidispasin Iran is discussed in
Chapter One). Technology is further explored througim interactive environment where the
viewer of the art installation becomes an active participant and essential component of the

work. Tocontextualize my research, | reference the power oftartvokesensory experiences
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(Nelson 2021) and the utilization of interactive installations (Rokeb$)1&9 examined in
works described iscreensViewing Media Installation A{Mondloch 2010).

In Chapter One | provide a brief analysisf the cultural and sociaignificanceof private
and public spaces iman, witha particularemphasison the degree of freedom afforded to
women in each of these spac@ssfandiariLl997). The emergenceand significancef public
dance as an alternative form of resistance by women inisaiso explored in this chapter
(Zavareiz022)

ChapterTwo delves into the contrast betweesocial freedom afforded to women in
private versuspublic spaces in Iran aride shift from traditional private spacedo digitalones
andhow this transformation hagiven rise tacyberfeminism Cyberfeminism in Iran centers
around the use of technology as a means of increasiagisibility of women in public space
The role of social medias a newpublic space for women in Iranegaminedthrough an
analysis ohow women in Iran use social medaong with its importance in providing a
platform for engagement and interactiqfraris and Rahin2015) Importantly, in this chapter,
socid mediais introduced assmodernR A 3 jdep shovéd®his comparison highlights the
intricate nature of social media as a public spacediator andexaminesa digitaldynamic
between performer and viewer

Chapter Three explores the role of technology in engaging the viewer and creating a
dialogue between the viewethe screen and artwork (Mondloch 2010Responsive and
interactive workdy artists such aslansHaacke andRafael Lozanblemmerare examined,
along withan exploration ofthe role ofscreens aseflective surfaces enabling the viewer to

seltsituate and reflect (Rokeby 199 The chapterconcludes byanalyzing the role of
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technology and interactive installations in transforming the role of spectator to that of

participant andperformer, alongside thalesign anctreation ofPeepshow 2.

Research Methodologies
The research creation framework used for my exploration is based on the modes
proposed by Owen Chapman and Kim Sawchuk in their 2012 journal RéiskarckCreation:
Intervention, Analysis and Family Resemblanatséch combines the creation of artistic and
creative works with academic research. Chapman and Sawchuk introduce research creation
LINP2SOGa Fa LINeP2SOGa GKIFG adGeLmAOrtte AydaSaNT G
component, or an artistic work asy’ Ay 0 SANJI f LI NNdprojecvasipitarilya G dzR& ¢
drivenby a creative processhat involvescritical analysisreflectionand artbased techniques.
Chapman and Sawchuk argue thadingarts-based techniquessuch as dancer visual ats, can
foster critical consciousness or increasgfawarenesswhich means developing a desp
understanding and awareness of socalltural,and political issues hroughexaminingmy
own experiences and ahaing how social and cultural factors have influenced my identity
formation, | have come to understand hawt can be used as a form of resistance in various
contexts, including in Iralhrough sedawareness andniterative process, | was able to
transform my artwork form its initial iteration in the shape of a box to a more organic form
resembling that of the human bod¥igurel). This artbasedresearch creation haalso
enabled me taxpress the viewpoint of & Y I NH A y§loup (Chafniaéand SawchuKi 2).
Theviewpointof a small group of womewho are not a homogenous groyugdo not belong to a

specific organization, and do not speak on behaHrof Iranian except themselvesret the

Mohtashami 14



ability to showcasé¢heir art-based resistanchas been instrumental in shaping my research
and artistic practice.
Chapman an®awchulalsoelaborateonthe ideaofd ¥ YA f @ NBwhiBhvof | yOS & ¢
refersto identifying characteristicthat are similar in activities and can group theéogether,
while also acknowledging their differences (Chapman & Sawchuk’1d)my research
explorethe familyresemblance®f the technologieghat | am usingo create my artworkFor
instance, while watching shows on the classic peep show machine and scrolling through social
media reels on a mobile phone may appéke two vastly differentactivitiesat first glance, a
closer examination of the dynamics and relationship between the performer and spectator, as
well as the commodified relationship between each of these entities anil thepective
technology provider, revealfiat these technologies share remarkable similarities.
Thetype2 ¥ NBaSH NOK ONBFdGA2y dzaSR Ay Y& LINR2SOI
(Chapman & Sawchulbill collected social media reels, conducted literature reviews, and
sought outartwork and social movements in Iran that predated the feminist revolugiod
experimented with various prototypess a method ta@onductthe research.
The studio practice component of this thesis developed over the coursmefmonths,
from June 2022 to March 2028 | was four months intéhe research creation process when
public uprising byvomenbeganin Iran.Thekey findings frommy studio practicevere

centered aroundhe design of thepeepshowstructure, its placement within the installation

10"Family resemblance” is a term used to describe how conceptaae overlapping, but not necessarily
identical, characteristics-or examplemany concepts, such as "game" or "language," are better understood as
having a complex set of overlapping features that resemble one another in various ways, much like thersnemb
of a family share certain traits but may not all look or act alike.

11 A comprehensive account of my iterative process is available in Appendix A.
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space, and the creation @i interactive installation using visuglhysicalandaudiotriggers

and cues to encourage interactivity.

Building on valuable insights from these iteratiotig finalartwork includesthe
& 0dzt LJi dzNB 2 F | iefalddjaior éhaderf2 yhe dinaldterafiah of a Peepshow
sculptureisthe centerpiece of thenstallation It holdssignificancébecause itelatesto the
embodiment of theyoung womerfeatured in the montaged videagathered from social
media as well as thggoung women and schoolgirls in Iran who instigated and led the feminist

revolution.

Figurel. Peepshow structurégerated over the course of nine mohs, from box to body

12 A chador is an outer garment thattigically a large piece of cloth, often black, that covers thachand body
and drapes down to the feeThe chador isisually held closed at the front with the handispinned at the top of
the head and is worn in public spaces.
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Chapterl ¢ Traditional Publicand Private Spaces

Privatevs.Public Spaces

The 1979 revolution had significantimpact on the social freedom of women liran.
Since thenthe Islamic regimeontinues topolicewomen'sbodiesand presence itoth public
and private spacesn public, women are required twear a hijab or chador which includes a
headscarf that covers their neck and headaddition tolong,loosefitting, modest clothing
that covers their armdegs,and body. This mandatory lamasintroduced earlyin 1980and
continues to be a wato control and marginalize the roend movemenbf women inlranian
society While womenare legally allowedawork in government officesexercise their right to
vote, andhold positions in parliamentheir public existene remainsviolentlyrepressed

restrained andcontrolled by the state'®

Private spaces, on the other hand, are traditionaliyer for womenas it relates to their
physical presenceyherethey do not have to follow the strict hijab rules in their own home or
in the home of a friend or family membefrhey can remove their hijab if the presence of
other women, or men who aredirectlyrelated to them (father, brother, husband, children)
(Esfandiar#). Consideration should be given to thestinction between private and public
spaces for Iranian womein Conquering Enclosed Public SpaéasirEbrahimj urban
sociologist and human geographeistinguishes betweepublic andprivate spaces in IrarThe

A

RAZGAYOGA2Y 0SG6SSY (GKS WYAYISNAZ2NIRQ | yR

13Women can be arrested and punished (by way of being flogged, fined, or jailed) fopengh@ss code
imposed and judged by men.
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judgment of values, which allows in the exterior what has less value (symbolic and material)

and maintains in the interior what is more valualdle. o .Tipspudgment of interior/exterioris

based orreligious and Islamitlesmadeby men whadecidewhat is morallyright or wrong

values and standards for women to adhere to. AEtirahimi describea t dzo t A O 2 NJ SEG SN
placesbiruni: streets, squares, the bazaare considered masculine spaces. While private
spacesandaruni the interior of the home, the neighbourhood and other spaces that could be

closed and controlledre considered to bgin]the feminine domainthe spacesvherewomen
shouldsocially and physicalstayto avoidthed 1 S 2 F a4 ThnsbegragatiNtias o npp O @
created anenvironment where womeiare alwaysvigilantof their physical appearance and
constantlyunder thesurveillanceof religiousgovernmentagenciesvhen in publi¢c makingtheir

existencen public spaceat odds withtheir existence in privatepheres Thislived

disconnection between private and pubticeates dissonanceyherewomenmust hide or

suppress themselvas accordance witlstate segregatediesignationsaand socialsituatiors.

In Reconstructediles Haleh Esfandiargn IranianAmericanPublic Policy Fellowvrites
about the lives of over 30 professional and working women in Iran who she interviewed to
better understandthe social and private lives of women in Ir&he discusses how, following
the 1979 revolution, the state began to dictate the types of octigps that women could
hold, the subjects they were allowed to study, and how they were expected to behave and
present themselves in publithe Islamic regimalso dictatedand continues to dictatehow
womeninteract with men in publicThis was done hynplementinggenderedsegregation in
some public spaceske separate entrances for men and womenbiases, ski hills, universities,

and government office48).According to theeinterviews, the changes were not well received
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and difficult to accepby Iranianmiddleclassvomen.9 & F I Y RA NA 6NAR 1Sa at NB T

the pre-revolutionaryperiod | interviewed displayed a high level of setirth and ambitious

professional goas 77% They describehe Islamic revolutiont & 'y & SF NI KljdzZ- 1S 2N

which created devastation around them and wreaketvocg A G K G KSANI f A@S&a¢ 0O wmyJ
Despite the introduction of theestrictive constraintswomen refused to retreat from

public spaces and give up tkecial rights they already had during the former regime.

Middleclass women were accustomed to working in government agertbiesducation

sector, and the legal system. Furthermore, after lséamic revolutionmanyconservative

motherswho were comfortable with the required hijab rules and observance of religious rituals

for themselvesvenbefore thelslamic revolutionno longerwantedto see their daughters be

denied opportunities for higher education or be excluded from certain employroecareer

pathsLy 2yS gl & GKS LaflYAO NBIAYSQa F3ASYyRI G2

social classes closer togetharfighting for their rightsFor example, dring the Iranlraq warof

the 80s whenfood distribution was rationedamiliesof all claseshad to line up at the grocery

and food markets to obtain necessitiadomen often took on this responsibilitandthis

providedan opportunity for them to connect with each other at the neighbourhood level. As

they waited in line and takkd to each other, they formed bonds of support and solidaaiby

shared information abet localand online forms of resistance agaimggnder segregation

(Esfandiari 157When Esfandiari asked how the womenderstandd ¢ 2 YSy Qa NBaAadl y

against the impositions of theate,d Y2 aid ¢2YSyYy | yag SahBraiam A K 2y S

women took pride in their creativevays of resisting the Islamic dress cotleat became a

principal battleground between theate andmiddle-classvomen and this battle took political
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significance (133)//hilewearing the mandatory necko-anklecovered dress cod& public,
they also find subtle waysf circumventing itEsfandiari explainshe robes are shorter and
come in a variety of color®r in wealthiemeighbourhoodf Tehran a raincoat or overcoat
replaceshe robe. Women wear loosélowing, andvibrant scarvesrevealingthe tip of their
ponytails or the fringe of halbeneaththe scaf (133).My friends and usedsimilartechniques
in Iran 38 years ag and Figure2, the mosticonicpicture ofMahsa Aminon social media also

showsher wearinga hijab with her hair showingn defianceof the rules

Figure2. An undated picture of Mahsa Amini obtained from social media (photo credit: Retiters)
Resistancén Public Spaces

This level ofesistanceat the local levehgainstthe imposed restrictions by the regime
has been ongoingince the 1979 revolutioandthere has been persistemtctivismtowards

greatersocialfreedomsin public spacedranian womerand theirmaleallieshave pushedack

BLNFYyQa wkA&A 2FNya F3AFAyad al OGa.H2pErlink tK Reitdrs WebsfieS NJ al K& |
about Iran's Raisi warns against 'acts of chaos' over Mahsa Amini's deggssed 5 Mar. 2023.
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against the government restrictions by speaking out against the segregation of goidties

and callingfor genderequalityand freedom Some of thesefforts have beemecognized

internationally, even before the widespread use of social metia
While human righd activistsfocus on making systematic chanidpeoughlongterm

strategies andnethods toaddressnjustices in the systepother women finduniqueways to

expresthemselvesand resist the stat¢hrough public display and social media poSsme

women challenge the state lwearing their hijab in a defiant wagthers engage in public

dancing as a form of resistance, using their bodies and movement to assert their right to self

expression and @aanomy.Iranian artist, researcheand writer Saba Zavarei explores the

intersection of gender and dance in public spaces in Iran and the way danbedwsea form

of protestand a means of expressiéor womento find their own place in publispaces

despite cultural and legal restriction of movement and behaviouh&se spacesZavarei

RSAONAROSa I 62YFyQa RIFyOS 2y GKS NB2F 2F | O
LY | OAdGe dzyRSNJ KS O2yadalyd LINBaada2NB 27F
heavy socigoliti A OF £ 2 LIIINBaAaA2y> GKA& 62YFyQa RIyOA
radiates hope by embodying a differenbrld anddancing another possibility. She
occupies a fleeting moment of change, and cuts through the patriarchal norms of a
geography thatexclude KSNJ OSNEB o02R& FTNRY o0SAy3d (GKS a3
embodied collage, her performance creates a surreal contrapuntal juxtaposition
between what has been lost, and what has not yet been realized. No one knows her
name. No one knows what happens after seawenty odd seconds of video recorded

2y LIS2LX SQa LK2ySaod ! -elRéylSquarg, South Yerany A a
FPLINAE HAHMODE

15 As an exampleShirin Ebadi, the first woman to become a presiding judge in Iran, was dismissed from her
positions after the Islamic revolution and became a human rights activist, author, and outspokenfdtit
Iranian government. She won the Nobel Peace Rni2Z803for her efforts to promote democracy and human
rights in Iran.
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Zavarei explores thmovies and reels atancing bodies of four anonymous women in
Iran found on the internet anébcuses orhow these dancing bodies crealeNS a A a (I y OS (i K1
SOFrargdsS 200dz2Ld G AR ZBOHIEOT AOAH LI RSAaO2yONBGS 2
These everyday acts of resistance are of intereshéo Rather than waiting foduman Rights
activiststo changethe oppressivaegime thesewomenclaimpublicspaces that are denieit
them, one dayand one movet a timg aeatingenough cracks in the system to eventually
break it The fact that these dancese captured andsharedon social medias crucial in making
their presenceand narrativevisible to a(digital) public, and as a result furthehallengesthe
dominant narrative of an oppressive regim@echnologycan amplify andevealtheseacts and

potentially encourage others to do the same aréae more cracksin the system

Dance is an art forrthat requiresboth skillandartistic expression. The danger
therefore, isanartist who createsawork of art through movement and performande. Iran,
where public art is censored or illegalpmendancingin the streets becomes not onlypablic
art performance but also an expression of resistan@way for women who dance take back
ownership of their bodies in public spacd@$e pectator whopoststhese dance®n social
mediato a wide audienceacknowledgsthe public performance andy sharing thenamplifies
their impad. Thesesocial media postserve a dual purpose: they showcake spectatorship
ofank NIIi F2N)XY GKAf S | f &8of sistaricd ahdBef tightyobe seenYhSy Qa I O
publicspacesThese secret acts of resistance performed in hiding and published on SMS where

anyone, including thauthorities couldseethem createda new s@cefor womento explore
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Chapter2 ¢ FromPrivate to DigitalSpaces

Womenin Iranusedigital spacedo exchange ideaand engage in conversatisabout
g2YSyQa L3Rt AGA Olbbth withinfran@r?l Ouksidd the EMEIFORlIAY
platforms allow women t@xpress themselves freelyithout the constraint of strict local laws
Women @n explore these spaces from the privacy of their hom&sveralwomenQ @ghts-
based platforms such &idarzan2 2 YSy Qa 2 | (i EKely dayBaxak Y\and My
Stealthy Freedorhaveemerged anduse social mediai 2 | YL AF& 62YSyQa @2AC

for their rights(Batmanghelichi and MouBO).

Women of Irarused social media toreatean mline presenceand participatein
national and transnationatonversationon political gender issue3heyshared their viewsand
perspectiveon variousosubjectssuch as sexuality, divorce, and hgdBreberny 35Y. This
online social activityis a political act of defiance agairtste strict rulesthat governg 2 Y Sy Q &
publiclife. As thesedigital conversationsre accessible to anyon@ho can access the Internet,
(includingthe morality police andjovernment agencie8 K| & Y2y A 02 NJ G4 KS LJ2 Lidz |
and socialife), therebybreaking down barriers between public and private spg@€aris and

Rahimil26-129).

Exploation of DigitalSpace

The increased visibility of Iranian women in digital spdsesreated greater awareness
and sparked conversations about gender equality and social freedom for women on social
media sitesOnenotableeventwas thelaunch of My Stealthffreedom (MySFocial media
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page in 2014MySF wasreatedby Masih Ainejad, an Iranian American journalist and activist

F2NJ 62 YSy Qa Thepageknvasinitially laubdidd Peeboolas a platfornfor

I[ranian women to share theexperiences andtruggles of the mandatory hijadaws To kick off

0 KS LI 3S Q #inejhdpostad@phdtdiothargelf without her hijatalongside a caption in

which shedescritesthe joy of not wearingt (Figure3). She encouraged other Iraniavomen

tod 1S 2FF GKSANI KA2FI06 aadSIfakKAtesd (o | g2AR |
then postphotos of themselves. The page quickly gained popularity and became a source of

support and empowerment for women in Irafter! £ Ay S2F RQa FTANBRG LI2ad 2y
women began posting photos of themselves removing their hijab slgargbublic, defying the

rules imposed by the Islamic regime. MySF soon evolved into a platform for women to connect

with each other, share their sties, and raise awareness about the lack of social freedom and

gender inequality in the country. MySF became a powerful tool for women to assert their rights

and advocate for change in the country.

Figure3. Screen Capture by Authdfirst post of the My Stealthy Freedom Facebook p&ge

16 Screen capture frorhlyperlink to Stealthy Freedom Facebook page
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https://www.facebook.com/StealthyFreedom/

In her first post on MySF, Alinejad writd® following message in Persian translated by

Facebook translator:

Womeng sneaky freedoms that d@hurt anyone either|[sic]

#Freedomof sneaking

Compulsion to hijab is not only from the guidance patrol, compulsion is sometimes because of
family, sometimes because of jodnd sometimes because of concern about judgement of
others, | myselfsic] experienced all of these, but | bet majority of Iranian women who®lon
believe in compulsion, enjoy the sneakiness of freedom They have tasted the.

| bet a lot of women have pictGra 2 F (KSaS aySrieée FTNBSR2vYa (KL
Shall we publish photos of driving without a scarf, walking without a scarf, gotoeget and

going without a scarf, in the forest, on the beach, on top of trees and breathing in the plain?
This is aneak photo of my freedom on the North Haraz Road:

Poppies on the side of the road sometimes.

They are more powerful than the patrol officers.

The crumpled robe and the scarf that has fallen on the floomidtrzess.

From the collection of wome® sneky liberties

In a June 2016 posin the MySF page, Alinejad ote:

.8 aSYRAYy3a (GKSANI dzy dSAf SR LK2G2a (2 GKS
striving to change this oftirculated misconception that the compulsory veil is part of
Iranian culture. In fact, the compulsory veil has never been part of Iraniarreulfhis is
merely a backward law imposed by the Islamic Republic, which has been trying to
convince the entire world that the compulsory vell is part of Iranian culture. This

RAAUGAYOUAZ2Y Na OSNE AYLRNIFYyGoé

(0p])

It isimportant to acknowledge that some womeshoose to wear the hijab for religious
2NJ LISNE2Y I f NBlFaz2zya yR a@d{C R2Sa y20i dzyRSNXA
| 26 SHSNE YI yRI(G2NE RNB sappeataficRisdinovanient deniésk NES G ¢ 2
$2YSyQa FTNBSR2Y (2 anoxdiisspersinazexpréassionlidtB a Sy a1 G A

something to beegulatedby the state. When | was in Iran and the mandatory hijab was

V"alaAK !fAyS2FrRY daé {0SIFItdiKeé CNBSR2Y CI OS%gp2rgnktot  3Sx¢

Stealthy Freedom timeline on Facebook
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enforced, lobservedthe violentway women were treated in public spaces, by morality police
and by random meicting on behalbf the state They acted as if they had ownerslupmy
body and behavionwhichmademe feelas if | wasinder constant threaof being punished for
transgressingWhile in Iran, | have personakyperienced verbal and physical abuse from
strangers and morality police wheere legally supportedn their sanctionedeliefthat they

had the right tomorallydictate how | should presemhyselfin public. This mandatonyearing

of the hijab is thefoundation of other restrictions and bans, such as the ban of public art and
dancing. The focus of MySF is to reject the compulsory imposition of a specific dpasaer

RNBaa O2RS> y20 (2 NB2SOG NBfAIA2Y sANI Fyez2ySQ

In her2016article To be Myself and have My Stealthy Freed@imYeon Kaa cultural
anthropologst, explores the development of social mediadndd YAl Yy 2 YSy Qa Sy 3l
with MySFin creatingtnewa LJ- OS & F 2 NJ LJdzo.KdoOondudied @ Gualidvé& ¢ o6 mn m 0
analysis of the MySF Facebook page and interviewed Iranian women to explore how digital
spaces provide a unigue environment for resistance. Through this research, Koo found that
these online platforms allowed local Iranian womenconnect not only with other women in
Iran, but also with international communities, to share their stories and voice ploditical
concernsand perspectivesDigital spaces allowed women to challenge and dismantle gender
binaries, enabling them to egst the limitations and restrictions imposed on them by the Islamic
regime.Kooalsobringsattention to the factthat most womenrelated issues of th&liddle East
and North Africa (MENAggion are discussed online not only in the native languddbeo
women participating but also in English and French, indicating the importance of a Middle

Eastern diasporaround the world(144). Scial mediaand digital platformsare powerfultools
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that havecreated online spaces for discourssubvertingraditional public spacesndallowing

women in Irarto challenge traditional norms and power dynamics.

Thelntersection of Digital ané&hysicalSpaces

As more and more women joined tiySH-aceboolpageby liking or followingposts
they alsoshared their experiences and perspectivéhispagebecame an important platform
for fostering connectionanddiscussing issueglating todaily livesof Iranian women and their
social freedom®+ A Rl a2 @ KSR gl a IffS3ISRf& AyalLANBR
project wherein Alinejad asked women (and men) to wear something white on Wednesdays to
protest the mandatory hijab (Hashemi &n WednesdayDecember27, 2017, Movahed stood
ontop of a utility box at the corner of a busy Engelab Street in Tehran waving her white hijab in
one hand with her hair uncovered while people walked and drovedryFigure4). A few
spectators recorded hesilent protestand postedit on SMS. The videguickly went viralvith
the hashtag #GirlOfRevolutionStreet and #WhiteWednesday. This was one of the finstanst
publishedacts of defiance in publispace Movahedwas arrested and sentenced to one year in

prison for improper public appearance. Within the following month, over 30 other women

0oeée

F2f{f26SR az20F KSRQa | OG FYyR¥gSNBE | NNBadiSR F2NJ

18Within a few days of the launch of MySF, the page received over 100,00@liklsy the end of 2016, it
reached over 968,000 likésahmasebBirgani, Victori® So@ial Media as a Site Bfansformative Politics: Iranian
Women's Online Contestatich2017).

Pwlk RA2 TENVYALY 72Y&Yy wAia]l ! NNBad Fa ¢KSeé wSY2@S ¢KSANJ

CBC31 Jan. 2018]yperlink to CBC radio The Current web page about Iranian women risk arrest as they remove
their veils for white Wednesday.
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Figure4. Vida Movahed at the corner of Engelab Street in Tehian

Arrests were usually carried out as part of a wider effort to enforce strict gender roles.
These crackdowrdy ¢2YSy Qa 2yt AyS OGAGAGE KAIKEAIKGaA
they can be used to challenge and subvert traditional public spakesther example § the
caseof Maedeh Hojahir In 2018, the Islamic reginerested Hojabri, 4 7-yearold girl, who
had postedvideos of herself dancing in her roamn Instagram?! Her arrest created significant
media coverage and sparked a movement where maayian womerpostedtheir own videos
dancingusing the hashtagdancing isnt_a_crime teshowsolidarity with Hojabri andppose

theregimeRd 2 LIINBaAadA GBS | OlA2yaod

In her paperTo be myself and have my Stealthy Freedéoo cautioned reademot to

overestimate the power of séal mediaandits role indiberating women from oppressive

[@N
A
w»

offline realitiesé as Iranianwomenwerd G A f € GG AIKGE & @t2haziniR€146)i 2

Making a connection betweeoifline events as a direct consequence of online activities inot

20 Screen Capture by Author, sourtéyperlink to Radio Free Europe page on iconic Iraniarhgali protestor
Jailed

21 Dehghan, Saeed Kamdaian correspondentWoman Arrested in Iran over Instagram Video of Her Dariing.
The Guardian9 July 2018The GuardianHyperlink to the Guardian website about Iranian womaresied for
Instagram video dancing
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straightforward taskyet it is important to note that ly 2022, the Iranian womewho did not
agreewith the rules of thelslamicregimeandhad acces$o technology and saal mediasites
took concretestepsin line withtheir expressedind documentedlesireson SMSor social
freedom and removal of the mandatory hijaéind today six months after the onset of the
feminist revolution,despitethe mandatory hijabaw still being ireffect, manylranianwomen

across Iran walk in public withoathijab (and not stealthilyeither). 22

Feminism and Technology

Theterm Cyberfeminismemerged inthe early 199040 describe annternational group
of feminist thinkers coders and media artists who begaonnectingonline.?® Someearly
ideasin Cyberfeminist movemergincluded the recognition of thdnternet as a space that can
be claimedand used by women taddressgenderinequalitiesby challengng patriarchal norms
andassering digital agency Moreover,cyberfeminismencourage critical thinking about
technology andts potential asa feminist and queer site of knowledge her groundbreaking
essayA CyborgManifestg Donna Harawagxplores how information technology has become a
tool for domination and control of populatiaespecialljwomen andmarginalized
communities Harawaycontinues that in order to confront these power structurésminists

must actively uséechnology in ways that resist the dominant narratthat technology is the

22Tanis, FatmaWomen across Iran Are Refusing to Wear Headscarves, in Open Defiance of the IReBinia
Mar. 2023 Hyperlink to NPR website about protests against the regime's politics

23 (TheAustraliarbased media art collective known as VNS Matrexeslited as one of the first to use the term,
around the same time as the British cultural theoristli®aPant was coining it in England in her writings on the
feminizing influence of technologyBatmanghelichi and MouB4).
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domainof patriarchy(164).The case olranian womenwvho usedsocial medido reclaim their
visibilityin the digital spherds an example otechnology in oudaily lives It isthis active use
that subvers state power, even whertechnologyis alsocontrolled by the state to survethe

same population

In the context of Iranian womerhe term cyberfeminism takes on a particulareaning
Scholars irstudy ofModernIran, SorayaBatmanghelichi andleilaMouri, explorelranian
g 2 Y S pr&sénce ircyberspacén their 2017essay Cyberfeminism, Iranian Stylay
examining five Iranian righisased platformsncludingMy Stealthy FreedomAccording tahe
authorsd/ @0 SNFSYAYyAAG aLI OS Aa | aLlk OS 2F yz2i
important observatiomparticularlyfor Iranian women whdnave feltrestricted in public spaces
andhavenot presened themselvesn waysthat they havewanted Batmanghelichi and Mouri
arguethat for Iranian women who do ndind social freedom in physicalblicspheres dthe

Internet is viewed as a gendeeutral space and platform upon which feminist messages can

2 dze

68 ONRBIROI&G 6AGK 844 I2PSNYYSY lnotdligtIS At £ | y O

a L QS2aThétermd £ S & & £ontaxyof goviérBmefl swveillanceof women and their
behaviou isworth noting, given strict rules and regulationgth the presence of the morality
police on the streetsForinstance in astreet surveillancerideoavailable on social media
man who seems to be strangerandnot an official morality police officephysicallyattacksa
woman walking on the stredbr what seems to beaelated to notwearing her hijab properly*

Theexistenceak f Sdaé¢ AdzNBSAttlIyOS Ay 2yfAyS aLl O0Sa

2L &1 I Y RI Niaryah WomaréBeaten for Wearing Loose Hijab, Fights Back and Goas&fimNational, 12
Mar. 2020 Hyperlink to ThéNational News website about Iranian woman beaten for wearing loose hijab
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https://www.thenationalnews.com/opinion/comment/iranian-woman-beaten-for-wearing-loose-hijab-fights-back-and-goes-viral-1.991834

opportunity to exploretheir autonomyin a wayli K | (i po&siblg if® gublic spaceas an

example SarinaEsmailzadehl 6-year-old teenager in Irangreateda personalVlog on YouTube

to shareher dailylife on social mediaHer videos showcased a range of activities, from cooking
and going to the malto doing yoga and getting ready for a birthday pakipwever, in one

post titledd always think, why didHave to be born in Iraizhe shares her critical views on

LN yQa O2NNHzZLJi SO2y2Yeé FyR Odz Gdz2NB>X FyR (KS
the mandatory hijab?® According tcAmnesty InternationalSarinawvasbeaten to death with a

baton by laniansecurity forcesluring theearly days of th@ngoingfeminist revolution 28 It is

worth noting that citizen and government surveillance still exists online, although it

comparatively less pervasive, providwgmen a platform to express themselvesline,

therefore, using the technologio their ends

As of 202178% ofL NJ y Qa wdedibazinteriek Bwas ranked as the fourteenth
highest country in the world in terms of mobile subscribéfsThe widespread access to mobile
technology played a strong role in the adoption of messaging apps and social media sites
among the populationDespte the ongoirg censorshiprestrictions,and governing agencigs
social medidecame an importantJ- NIi 2 ¥ L NJ y Afé, ghd theycorBini@td us® | A £ &
the Internetnot only forpersonalactivities(surfing,chatting,and shopping) but alsim

communicatewith others andpartake indissidentpolitics (Faris and Rahin20). Mobile

25| Always Think, Why Did | Have to Be Born in IEdrezted by Sarina Esmailzadeh, 202@uTubeHyperlink to

YouTube video of Sarina Esmailzadeh

ByStfes ! yYAST 'HWy2RIKGSINI LOFS Sy FNaSSy DA NE 5SIR G I TgRa 27F
The Guardian7 Oct. 2022TheGuardian Hyperlink to The Guardian website about another teenage girl dead at
hands of Iran's security foree

27dran Internet UsersData, Char® TheGlobalEconomy.Coidyperlink to the Global Economy website about use

of Internet in Iran Accessed 13 Feb. 2023.
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phones and gcial mediaherefore, have the ability to function bothas adevice for political

resistance, as well assaurce of entertainment, providing a constant stream of content

SocialMediaasContemporaryPeepShow Machine

Sincethe 19" century, account®f mobile storytelling andentertainmentmachines
known as peep show machinese foundin various regionsvorldwide, includingEurope, Asia,
and the Middle EastThese boxes were used to display a rangeooitent, from images of
foreign cities to exotic spectaderhepeepshowmachines were a form of entertainment that
involvedviewing miniature scess, painted or photographiemages through a small aperture
(Scheiwiller, 2013, 33 Iran,the peepshow machinewas referred to as théShahr-e H NJ- y 3 €
(Figure5) whichtranslates literally tat F 2 NS A 3y  OA (i & éimagasdf hehr®a G SN OA
Farangdepictit as a structure with towerthat resembe a traditional Persiarbuilding 22 It has
cylindrical openingwhere the viewercanplace their eyeso observethe images displayed in
the back of the structure. The vendavho collects money to allow access to the images and

stories,stands behind the boand spingarratives that accompany thenages

286Share Farangp ¢  { A NJ NJ 9 Hypedlidk to{TAnNr Webs@el dhodtEntique peep show in Golestan
Accessed 12 Mar. 2023.
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Figureb. Shahre Farang: antique peep show fBolestan Palace, Iran
In someimages ofhahr-e Farang a curtainwasusedto create a barrier between the

non-paying and paying customenzroviding a level of privacy for thpatrons(Figure6).

Figure6. Antoin Sevrugui@® Historical photograph of ShabrFarang in Irarf®

When designing the Peepsha@aulpture for Peepshow 2,0 analyzed the shape of
traditional Shahte Farang and noticed that it was typically designetegemble a conventional

t SNBAFY &aGNHZOGdZNBSE RS&ALIAGS A G Ehis gosewstionobttieA OK (1 N.

29 Antoin Sevruguint. Y G2 Ay { S @NHz3A dzA ¥ Q ahttp:/Anewigodifle ©dorh/sevrigainfirtiek KinlLIK a
Wikimedia Commongiyperlink to Wikimedia website of Antoin Sevruguin Shahrefarang
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disjuncture between the form and content led me to question whether the design of Shahr
Farang was a deliberate attempt to bk it in with its surroundings and convey conformity to
social norms, while simultaneously providing a means for the paying viewers to escape to a
distant and exotic place through the experience.

Peepshowmachines are a key element of the origiorst of motion picture cinema. In
the 19" century, peep shows were box#sat displayedstatic images of distant and exotic
Odzft 1dzNBaz aYealuSNAR2dza | LISNIdzNBa Ayid2 oKAOK (K
LIA O dzNB 4 ¢ 0 wikinetbsgapehathine tas dreate& I8y Thomas Edison, combining
moving images with the peep shavewing format. The movies and films shown at first were
educational and informationa] the first movie is known to be of that of a sneg&obinson
42). Whetherthe audienceébecame increasingly mal#ominated,or this was anticipated by
those promotingkinetoscopes, t shows began to revolve around the activitibat cateredto
male interests, such as dancing girls, cockfights, and boxing mattizeg)ing the significance
of peep showto amale-centric entertainmentmachine

Mediahistorian Amy Herzodescribeghe peepshow asa uniqguemaotion-picture
viewing experienced Ly (G KS LISSL) t22LJax GKS TFTAfYSR 0602Ré& A
The body of the viewer, too, explicitly acknowledged by the apparatus of the booth, machines
Ay Lzt AO F28SNBR GKIFG aSRdzZOS LI aaSNmroe oAGK G
34).¢KS NBflIiA2yaKALl 0SG6SSy GKS aFAfYSR 02Reé¢
the viewer, the spectator, is of importance. In a traditional peep show arcade, the performer is
aware of being filmed bus shelteredfrom direct interactionwith the spectator.The spectator

only viewsthe representation of the performelpecause the perfanance igre-recorded and
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mustpositionone eye on the peep hole amhly gets a limited view of thperformance
Herzogwrites,d ¢ KS OG0 2F LISSLIAYy3 ySOSaaArdlraSa | RS3AN
immediate surroundings, assuming a pose talldws for an ocular encounter with a space
OSAUKSNI NBIFf 2NJ NSLINBaSyidl A @4).MHswesigpne@8esa A of S
unique experience for the spectator as thegedto be fullyengagedwith the viewing
experience whilalsorecognizing the separation between their body and the screen playing the
performance
Herzogconcludeghat the peepshowmachine brings to the forefront the inherent
contradictions between various aspects of perception such as here and there, then and now,
seeing and knowing, perceiving and acting, as well as exp&iegontinueswith:
a¢KS A YheJpe€pimachifie is often one of disruption and failure, yet that failure
Ad | OuA@gSte NBIAAUSNBR gAUKAY UKS 02Re 27
return, engages a multisensorial, mesfpaial cohabitation that extends beyond an
involuntaryresponse and that is irreducible to a mere voyeuristic fascination within the
image. Thq peep shawvillusion may be hollow, yetvits experiencg IS QIeepIy embodied, o
withfarNB I OKAy 3 a20Alf | yR LR2EAGAOFE AYLI AOI UA
Engagingi KS @A S ¢ S Nilsansodia? ahé mulispatia¥experiencesuggests that
GKS @GASESNRa Sy3ar3asSySyid ¢A0GK GKS LISBuanYl OKAYS
activeand immersiveparticipation through their bodyy first disengaging fro® y' S Q &
immediate surroundingthe éhere and now andbeing immersed in the visual story that is
unfolding through the peep holembodyingthe dthere and ther. The notion of engajingthe
body in theact of peepshow viewingesonateswith the conceptsdiscussedn the 2013 paper

by art historian Staci Gem Sheiwillén Cartographic Desires: Some Reflections on the Shahr

Farang (Peepshow) and Modern Iy&heiwiller explores theole andsignificance of thgaze in
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peepshow machines in Iraduring the B™" century. Sheiwillemotesthat the act of gazingan
transformthe viewer from one physical location to anothécpnnecting the two separate
geographical entities into one through the body of the vies&8).3°
Ly O2y(dSYLRZNINE a20ASGez I 3INBFG LINRLIRZNIA?
and entertainment is through personal digital devicgschas mobilephones or tabletsvhich
connect to the internet and social media. Our interaction with social media resembles the
experience Herzognd Sheiwilledescribe in engaging with a peep show machine, featuring a
visual immersion with the screen aadlisconnecton¥ NB Y 2 vy S QuiroundiKiad, Belnd | £ &
transportedfrom the here and novto the visual representationsf there and then Our mobile
phones offer atertainment in exchange for attention and participatiarich createsa
commodified relationship betweeus, the spectatorsandthe providers of social media
platforms, effectively makingocial mediaour digital and personal peep shawachine
providing an instant source of curious and exotic entertainméite commodifcation of our
attention and participatiorhas sgnificant implicatios on our engagementvith social media
and raisegjuestiors about the nature of our participatianOn the one hand the platforms are
often offeredfor free to use and provide accetsa wide range of people and content.
However,the ultimate purpose otheseplatforms is to generate profits for the companies that
run them. Theyachieve this by using algorithms that optimize the content that would grab the

most attention from usersQur relationship with social mediextends beyond mere

entertainmentthough, and we interact andengage with the content in a way that creates

30 Sheiwiller paper is captivating read, asxamineghe historicalfascination of Iranianwith obsening Europe
Sheivilledelves inb the writing of some Iranian scholars and politicians, who consider Iran to be part of the Aryan
race and have mapped parts of Europe as part of Iran based on tHslpmic Persian Enrp literature.
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tangiblechange in our immediate environmerdas well as those viewing our actioss an

exampleof the role of social media in creating tangible changesl relating to the feminist

revolution in IranSherwin Hajiportaniranian singer songwriter posted a satitted Barayeon

his Instagrant OO02 dzy i a K2 NI f & I TXT®dSorm dHréwnaflormweesingde Qa RS (
by Iraniansvho explainedheir reasongor joining the street protestsinlran T4 SNJ al Kal Qa
death. Thesonglyricsstart with:

For dancingn the street alleys
Forthe fear when kissing
For my sister, your sister, our sist¥r3

Thesongquickly gained tractiomndwent viral receivingmore than 40 million views
within two days 33 Within a fewdays of its releaseHajipour was arrested and jailed for several
RFead o0& LINNNQAKSBAAYS 6l a NBY2OSR ITXNBY | | 2ALR
However,others whohad access tthe song before it was removed froml 2 A LJ2 dzZND & Ly a i
accountwere able to continueirculatingit on the Internetby posting it on SMS he sondpas
sincebecomethe anthemof the feministrevolutionin Iran

However, it is important to note thatwr interaction withsocial media differs from that
with atraditional peep showThefeedback loof interactionthat existsbetweenphysical

actionsand virtual engagemertdf the vieweras a result of social media pos$snot present in

SBarayeA Y t SNBAIY GNlyatlaSa (G2 9y3atraakK Fa aF2N GKS arlri1s
32 Baraye- Shervin Hajipour Official Music + Videog m_t F ¢ -a 3 MDirédted by Sadra, 2022. YouTube,

Hyperlink to YouTube video of Shervin Hajipour official music video

(With subtitles: YouTubejyperlink to YouTube video of Shertdajipour's video with subtitle}

BE KE LNIyQa !'y2FFAOALE t NP G Sitndl 6 Fely. A0REDWerlitk.tol TN @ef®e 2 2y | D
about $iervin Hajipour winning the Grammy's

34 dranian Singer Shervin Hajipour Arrested during Amini Protests Releiseait Times, 4 Oct. 2028yperlink

to Kuwait Times about Hajipour arrested during Amini protests

Mohtashami 37


https://www.youtube.com/watch?v=BKo6DqTU7M8
https://www.youtube.com/watch?v=tKPORYN5mCQ
https://time.com/6253188/iran-grammys-shervin-hajipour/
https://time.com/6253188/iran-grammys-shervin-hajipour/
https://www.kuwaittimes.com/iranian-singer-shervin-hajipour-arrested-during-amini-protests-released/
https://www.kuwaittimes.com/iranian-singer-shervin-hajipour-arrested-during-amini-protests-released/

traditional peep showdn a peep shownachine, the stories, and the order in which they are

shown to aliviewers remain static andhe interaction between the viewer and the

performance is limited to the physical space of the peep show machiege is no

engagement or feedback loop beyond the immediate interacti®ocial medigosts are

differentastheid f 32 NA G KYa | NBE RS&aAIYSR (i 2meanBgtids & L2 y a4 A
the content that appears onnedza SN & FSSR Adea $EddusieSgageddrt 6 & (0 K S

with similar content Social media users with the same interest, might see the sants pos

not necessarily in the same order.
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Chapter3 ¢ Peepshow 2.0An Experiment in Creating

Interactive Art
Engaging the Viewer

| use the termresponsive arés art that adapts and transformas formbased on the
changes ints environment from its audienceanteractionto weatherchange andother
external factorsin hissculptureCondensation CubgLl963¢ 1968)artist Hans Haackases
clear acrylic plastic to build a rectangular contaimdrichis then filled withdistilled water.The
temperature of the distilled water inside the culflectuates based orthe room temperature
andair flowwhich changedepending on the number of visitons the room as well as the
gallery lightingconditions surrounding theculpture These environmentalfluctuations create
condensation on the surface of the aiand produce a dynamic and evolving formattbat is
dependenton the physical characteristics of tarroundingenvironment In his1971
statement titledProvisionalRemarksl |  O1S gNROSY G¢KAA gl & +y 2LIS
responsve to changes in its environment. Ambient climatic changes were answered by a
transfer of energy and material inside the boxes in agagjiilatoly way, with the gal of
YFEAYGFEAYAY F48S|jdzA £ A 0 NR dzY €

Theresponsivenessf | I | O4rt%ddkio itsimmediate physical conditions and
environmentis relevant to my researdbecausehe a O dzf L dibrdidhSatbdappearance and
formation, despite beingephemeral, ighe result ofthe immediatepresence movement,and

interaction ofthe gallery goerThestatusof the artobject is a directesult ofthe accumulation
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of pastand presentonditions Thiscreatesa dynamic interplay between thartwork, the
viewer,and its environment

| would argue thathe responsive behaviouwf social mediglays an equally important
role for its usersWhat the viewersees on SMSand howa postis interpreted,is not justthe
contentsharedby way of imagesreels,or stories but also thesubsequentikes and comments
from previous viewers. Boalescence of thoughts and emotions that are laid on top of the
originalposts, creating anediumwhere usersare exposed tanany andpotentially conflicting
ideasand canlearn fromthe experiences of otherd'he viewer capotentially usethe SMS
platforms and thepostsasa means toexpress themselvesr find allies.The emotional

response of viewert online content is often influenced by whether they agree or disagree

with the message conveyed in the post. Viewers may feel a sense of connection with those who

created the post or engaged with it, leading to emotions such as joy, excitement, or lynpat

On the other hand, viewers may feel irritated or disconnected with those they do not identify

with, leading to emotions such as anger, frustration, or sadrieshis caseaviewerQ a
fluctuatingemotional energycan belikened tothe Condensation Cub&hisemotional
fluctuation is then transferred back to social media by way of comments, likes and shages
SMS algorithmssethis response talisplaysimilarposts for the viewer to engage with
reflecting back the samemotions that were put into the systenthis emotional energig also
transferred to the physical world around the viewethe viewer talks abouthe post and their
own reactionswith others oruses this information to make social or politidgcisionsA
dialogueis createdbetween the viewer and their immediatnd virtualenvironmentcreating a

GFSSRolF O] 221 6SG6SSy 2dzNJ SY2dA2ylLt | yR
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Contextualizing the Viewer

Contextualizing the viewer withiaresponsiveartwork can take shape when the viewer
engages with the arand seesthemselves within the artworKkn his 2006 interactivgiece
Closeup, media artist Rafael Lozademmer,investigateshe concept of survilance, identity
and the relationship between the body and technology in a lescge interactive installation
by usingsilhouettes of the participants to reveal the video recording of hundreds of other
people who have previously stood in the same pland looked at the work. Participants stand
in front of the wallwhile their face is captured by cameras and then projected in-tiea¢ onto
the wall as a highesolution closeup. The participants interact with their own silhouette while
watching the vides of others who have stood in front of tisamewall, creating a collective,
interactive, and immersive experienteat placeshe current viewer in the artwork as well as
the recent history of the workThe viewer recognizthat by viewingthe installation, they
become part of it andheir presence isreatingthe artalong with the artist and all previous

viewers.

Peepshow 2.@ims to contextualizéhe viewerand encourageself-awarenesdy using
projection mapping technology to refledktS @A SHSNN& dAf K2dzSGGS 2y a2
Peepshowsculpture. With this technique, the viewer is invited to interact with the artwork and
become conscious of how their movements and actions affethie. walls become the screen
GKSNBE GKS @A SgSNDDlurNdg thé Buddakie? petwaeh the NGO i SR>

the performers in the projected reel@ondloch 75)
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Beyond theScreen

In his 1995 essayransforming MirrorsSubjectivity and Control in Interactive Media
Canadiannstallation artistDavid Rokeby writegtechnology is interactive to the degree that it
reflects the consequences of our actions or decisions back.tl fdlows thatan interactive
technology is a medium through which we communicate with ourselaesirrore (133).

Rokeby arguethat interactivetechnologyfunctionsas a mirror andh medium through which

we communicate with ourselveandintrospect.Thisact ofreflectioncan have a transformative
effectandprovides a sense dhe relation betweenusand the world around ud.ater in the
section onmirrors, Rokebynotes that incertaininteractive installationshe spectator sees a
representation of themselves on a video projectgsreen which follows their movements like

a mirror-image or shadow that is transformed by possibilitiesthat the artist has placed

within the spacg145) Theideaof interactivetechnologyfunctioning asa mirror isan
interestingconcept b explorein socialmedia.Social media allows us to present a particular
version of ourselves to others, and when we view our own posts or profiles, we can see how we
appear in the online world, much like looking into a (digital) mirror. Furthermore, social media
algorithmsare specificallydesigned tacapture and maintaimur attention by showing us

content thatis most likely to keep us engagegipically by displaying information that we say is
relevantto us by engaging with the posts that interest us. This can have the consesoé
creating a feedbacloop where we primarily interaavith people and content that reinforee

our existing values and beligfeadngto an decho chambet S Fwhedelniirown values are

reflected back to uke amirror.
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When creating the interactive artworkjricorporated reflective surfaces, mirrors,
webcamsand other methods of reflecting the presence of the spectator in my installafibis.
encouragesthe viewerto stay present wittthe & K S NS | whife cofirediirigwith the
projected images oft (i K S NS &l @/hin thie Ki&wér recognizes tlianovementshapes
and changes the projected imagdiseir active participatiorbecomes an integral part of the
art. The silhouetteof the viewer becomes visible on the scremmdthe space between the
viewer and thescreen,as well as the size and shape of the projectecomes an essential
component of thenstallation

In her2010book ScreensViewing Media Installation ArtKate Mondlochcomparegshe
role of screerreliantart installationsto that of mainstream narrative cinemavhere the
gA S 6 SNDa aslintelddtidngty tBeSscreen is not only focusemh the space between
the viewer and the screen but also the space sleeeen itself takes. The screen becomes a
G O 2 yualsnd literal point of emphasis that the viewer moves arogmdaking the screea

sculptural part of the artwork and not just a surfactor projecting the art(64).

Mondlochexamines S G S NJ / | Yritdozétie® instapatierinterface anddescribes
how oncethe viewer steps in front of theheet ofglass (the screen), they can see two
simultaneousfull-lengthimages of themselvesppear on it, a reflected mirror image beside
their live video image (captured laycamerarom behind the glass)Campusises the screen as
Fy AYOGSNFIFOS (2 ONBIGS | g1 NBy S adanipwating 02 y OS LI dz
relationsbetweenitself, 1 KS LINB 2 SOU A 2 (70). Méngldehcanip&esiteA S 6 S NE
traditional use ofscreensand how theycould play the role of a windower a barriercreating a

boundary linebetweencdthe W K S(&lib@lied subjectin the material exhibition spagend
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W {i K $éE@rdabking onto screen spaces) 0O @eatingba double spatial dynanticat
involves physical interaction in retane, reimagininghe waysin which individuals engage with
technological screen intéaces Thiswindow or glasss an interface between the real and the

virtual operates as a literal and conceptual barrier for the viewgvingthema | F I cel RS

2T

Fdzi2y2Y2dza RAA&Sy 3l 3S Y@ intistBLRhYas Caflus us@tiiefsSded a4 A RS

to remain fully present in botldemporal and spatial realndsy creating a dual spectatorship
frameworkwhere the viewercanshift betweenseltawarenesghere) and the illusion (there)
Thesetwo types ofspectatorshipsare not mutually exclusivéy using video feedback, the
GRS SNDa LchalNIg&pdd thewewek id invited to slowly transform their perception
of a0 SYLRINE A H fi6 RM&virdalityzoftbeing present withoth realms blurring

the lines between the real and the virtuélondloch writes dinterfacegenerates an embodied
spectatorship byaskingthe spectatorsto engage with virtual screen spaoehile being aware

and present of the physical space they residé€ri).

In Peepshow 2.,0he Peepshoveculpture is placed as the centerpiece in the exhibition
space. This physical manifestation or embodiment beckons the viewer to engage with its
presence, creating a moment of encounter between the spectator and the sculpture. To create
the screen to projecbn, | place a light source behind the Peepslsoulpture to cast a shadow
on the wall facing it, making the screen an extension of the Peepsbolpture. This initiates a
NBfFGA2YaKALI 6S06SSy (KS aOdz LI dzNBS Qce théy2 Re X
enter the space.The shadow ideliberatelysetto belarger than theaverageheight ofa person
with the intentionto createan exaggerated spatial experiemcdhus ymbolizingthe far-

reaching impact of digital lifdighlighting howour digital socialnteractionscanhave
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significantand transformative consequences people across the globenages and reelsf
Iranian women dancing eve selected from social medigpostsand projected on thisshadow

(the screen)The physical and present realm is felt by the vieagthey move around the
installation space and approach the sculptubecoming aware that theimovementgives

them a different vantage pointf theinstallaton ¢ KS @A SgSNDa Y20SYSyi
Peepshowsculpture changeghe images on th& A NIi dzi tispliySstréenudeénthe viewer
activates the sensors around the sculpture, the projected artwork becomes dynamic and
changes in response to the movement of thewer. This is when the lines between physical
and virtual presencbéecome blurryThe viewer is aware of being physically separate from the
virtual world while recognizinghat their movementsn the physical spadeas impact on what

is displayed irthe virtualspace

Figure?. Studio Visit January 2023
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Conclusion

The strict social control in Iran, including media control, has madéntieenet and
social media powerful tools for accessing information, communication between citizens, and
documenting eventsOrdinarycitizenswho capturelocalevents, suclasdanceperformances,
or publicprotests share them orthe Internet andsocial medidecomning participants inthese
performancesUsingtechnology to sharebservations on social media makbéem an integral
part ofthe performance, and not just passive viewesanilarly, incontemporary art
installations, technology can add a new level of engagement between the spectator and the
artwork. Sensors and camerasanbe used tacapture the presence and actions of the
spectatorsjncorporating them into the artwork

Peepshow2.0usesprojection technology andeflective surfaceso create an immersive
experience for the spectator. By projectiigk S a LJISOG I 12 NR&a aAf K2dzS4GGS =
walls of the Peepshow sculpture and combining it with-preordedand montaged
performances, the artwork invites the spectator to interact and become conscidiheiof
presence within the installationThisinteraction transforms the spectator from a passive
20aSNWSN) G2 +y FOGAGS LI NILAOALI YOG Ay (GKS ONEBI
performance the lines betweerthe spectator and performer become blurrethe reflective
nature of the installatiorcanchallenge thed LIS O i I (i 2 NXaisenkaSublISp@dtaioisidpy
YR aKAFTG 0SG6SSY GKSNB YR y2g¢é (G2 AaGKSNB |y
virtual realms.Ths blurry space between here and thasewhere | feel | havbeen livingsince

the beginning ofhis feminist revolution While | enjoypersonal freedom in my present
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surroundings, | amlsoexperiencinghe strugglesof Iranianwomenvicariouslythroughthe
virtual world ofsocial media

As | write this, thdeminist revolution in Iran has surpasseddXfays. While the
outcome of this movement remains uncertain, undertaking this research has been an engaging
and enlightening experience, providiag opportunity to reflect on my life and my art praatic
Through my research | have come across many reels and videos of ordinary women in Iran
NBaAaldAy3d G§KS 02 dzy iebl@mingagehdynidBsing ifa®$h indtiBraeht oS o0 &
create art by dancing in public. Although each of these women perfodigidually, the use of
technology to share their dance with a wider audience creates a significant impact that extends
beyond a singlperformance While the physical repercussions of their performance exist in the
physical world, these acts of resistarmantinue to live in the virtual worldThe incorporation
of technology in this loop of resistance brings to mind the classic philosophical question of
whether a tree falling in the forest makes a sound in the absence of any listeners. This speaks
to the importance of acknowledging and giving voice to experiences that may otherwise go
unnoticed or unacknowledged and this is where social media and technoémplay a
significantNR f S® Ly Yeé AvyadlttlraAazys GKS Vposiibhr GASBS A
FYR Y2@8SYSyiliod LT (KS OASHSNI R2Sa y20dww20S (2
remain hidden to the viewer antthey only get a partial view of the artwarklowever, as
technology has it, the images in my installation conéro live and will be ready to be
uncovered by anothespectatod® LYy (GKS aaz2dzyR 2F (GUKS GNBSe¢ 02y
as because of technology the sound of tfalingtree awaitsin the digital world until there is a

listener who is ready tbear it
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Appendix A¢ Studio Practice

Understanding Through Iteration

In the early stages of nmgsearch, | planned to use the traditional form of the peep
show machine shaped as a box and | experimented with various shapes and evaluated their
effectiveness through studio visits with my peers and academic advisors. The process involved
iterative expeimentation to determine the optimal size and fit of the box within the framework
of the interactive installationThe aim was to use the peep show box as a tool to achieve two
objectives. First, | intended to use the peep show box as a tool taddéeitwo distinct
experiences for the viewer: a private, introspective engagement that would take place when
viewing the videos within the peep show box, and a public, immersive experience that would
involve projected images on the screens and walls sumding the peep show box. By
combining these two elements, | hoped to create an exhibition that would encourage viewers

to actively participate and engage with the installation.

{SO2YyRXZ L FAYSR (2 ONBIGS | yI NNdaadh S G KI @
encourage them to explore the installation further. By approaching the box, moving around the
space, and eventually noticing how their movement and presence changed the installation, the
spectator would recognizéhat they are an integral part of thexperience. This engagement
would further be enhanced by the use of projected images and other visual elements that

would create an immersive, mulsiensory experience. My goal was to create an installation
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that would not only convey a message, but alsate viewers to actively participate in the

storytelling process.

The criteria used to evaluate the different shapes and configurations of the peep machine was
twofold. First, its purpose and operability by the spectator: would the spectator instingtivel

understand the purpose and function of the peep machine and be able to interact with it

without instruction®¢ KS 62EQa RS&A3IYy 61 & |ylrteli SR 2y 6KS
intriguing enough for the viewer to approach and explore it. Once the viewemapped the

box, visual cues such as labels and lighting were put in place and evaluated to help the viewer
2LISNI GS YR AyiGSNI Ol ¢6AGK GKS 062E® ¢KS 02EQA
whether it was easy to use and manipulate or were the indioms to operate it were unclear

or complex.

Second, its relevance to the interactive and overall installation: that the existence of the
peepshow box was perceived as integral to the overall interactive installation, and whether it
effectively directedt® | dzZRA Sy 0SQa | GiSyiArzy (eK8K&E2KWSER T
placement within the installation was analyzed to make sure it would fit thematically,
aesthetically, and functionally to make sure it contributes to the overall narrative and cbncep
of the installation and is not an extraneous elemebifferent approaches were evaluated to
YI1S adzNBE (KS LISSL) YI OKAYS RANBOGSR GKS @ASgS

engagement.

Prototypes and challenged started with the idea of modernizing the classic design of a

coinoperated peep show box, incorpating updated stories and videos that aligned with the
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2PSNrtf GKSYS 2F (KS Ayadalftriazys OSyuaSNAy3
approach raised questions about the purpose of utilizing a peep machine within the context of

the installation. The closed box format felt disconnected from the installgtaondit was a

challenge to integrate the peep show concept within the context of freedom for women in Iran.

Once | abandoned the idea of using the shape of a cube or box as the peepe¥ioe, the

primary challenge shifted to ensuring the new design was relevant and aligned with the

overarching theme of the installation. Different ideas for the shape of the peep show were

considered and examined, including the idea of creatiighay @ NB 2Y GgAGKAY (GKS
area where viewers could peek through holes to watch the show played inside of the small

space. A prototype was created for thiea,but it still felt disconnected and out of place

within the installation.

First Protdaype June 2022

Figure8. First prototype of peep show box, June 2022
The first prototype for the cokoperated peep machine was inspired by the classic setup of
such a device, usually found in the erotic and intimate peep show arcades. | used a

microcontroller (Raspberry Pi) and connected it to a small LCD monitor moumtied back of
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the box.A Python script running on the microcontroller monitoring two input pins was
activated once a coin was inserted into the coin accepter, causing the script to initiate the
playback of the preadited montages that | created and uploaded on the microcorgroll his
design offered a simple yet functional solution for a eoperated peep show box, using a low
cost and readily accessible computing platform in the Raspberry Pi and a flexible, easily
modifiable scripting language in Python. Several issues erdevhen evaluating the design

that required careful consideration and attention. One of the many challenges was the size of
the housing, which proved to be too large for the size of the screen. This presented difficulties
for viewers who found it challenginto clearly see the videos displayed on the screen way too
far from the viewing holes. Another significant challenge was the use of two peep holes, that
GSNE y2i O2yaraiSyidt &eyelehdingty dffcultiedinachie@r S NE OA S &

optimal vewing conditions with both eyes.

After experimenting with the initial prototype, a smaller and more compact box was
constructed. This secorutototype (Figure9) maintained the same technical capabilities as the
first one (coiroperated, Raspberry Pi based microcomputer attached to a small screen at the
back of the box) with a smaller form factor wia door viewer as the mechanism to watch the
movies through a single peep hole. This created a slightly enhanced interaction, and the
functionality was not compromised. The use of a door viewer improved the aesthetic of the
installation, but it presente@ challenge for some viewers to see the videos clearly. This unclear
viewing experience made it difficult for viewers to make a connection between the video and

the projection surrounding it, which lessened the overall impact of the installation.
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Figure9. Second Prototype of Peep show box, November 2022

Studio visit 1: Interactive Installation

Figurel0. Studio Visit October 2022

At the time of this first studio visit (Octob@022), my interest was focused on the topic
2F 62YSyQa o02RASA& dza SBuring théldrst Studidvisit, tfieRpeeqzy” LI- A R
machine was placed in the middle of the studio, a video montage of a woman dancing with
feathers played inside the peep machine to set the tone and story of the installation. When the
viewer placed a coin in the ppamachine it triggers the start of a omeinute video with
subtitles to set the context of the video in the installation. The video was edited from a dance
by Sally Rand, the American burlesque dancer famous for her ostrich feather fan dance. The

same vide of Sally Rand was projected on the walls of the studio surrounding the peep
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machine, with a slightly different subtitle. A pair of large feather fans similar to the ones Sally

Rand placed on a table in the studio close to the projected screen. Whepéatasor is close

to the table to pick up the feather fans, the sensors connected to the projection mapping

software trigger and activate the music and change the color and hues of the projected movie

on the wall (adding rays of red and green following fibathers).Due to the location of the

GASGSNI YR GKS fA3IKGAY3A LI I OSR 0SKAYR GKS @AS
projected movie. The goal of the installation was to create an environment that would be

inviting for the viewer to dance with thieather fans along with the performer. However, this

did not happen.

Discoveries and Reflections:

The projected body of the dancer on the wall was disorienting to some of the viewers
and made it harder to participate in the artwork. It felt like theyrei@sked to watch a movie
rather than interact with it. Once | explicitly invited the viewers to take the feather fans, they
then engaged with the installation and when they saw their shadow cast on the walls with the
feather fans, their engagement becarieelier and more active. Questions around removing
the body of the dancer from the projection and only including the shadow of the spectator and
placement of the feather fans in a location that invites the viewers to pick them up and interact
and particimte with the installation were raisedlost importantly, the viewers indicated that
the peep machine felt separate from the installation and its role within the installation was not

clear.
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Iterating on the context and interactivity

Figurell. StudioVisit November 2022

By the second studio visit (November 11, 2022), the installation focused on Iranian
$2YSyYyQa RIyOS | a | peepshol viceFmohtdyé shawitased &S & ¢ K S
professional Sufi dancer dancing to enchanting and rhythmic music. &athwough the video,
the video of the Sufi dancer morphed into another video that | collected from social media of a
young woman in a street in Iran dancing in the same Sufi way (whirling) close to a fire where
hundreds of people gathered around her. Ssevhirling while holding her hijab in one hand
and after a few spins, she throws off her hijab in the fire and the crowd cheers. Another girl
walks to the fire and throws her hijab in the fire. Then another. This powerful display of
liberation and seHexpression of the first girl who is whirling like a Sufi dancer inspired me to
use the two forms together. The juxtaposition of these two forms of dance, traditional Sufi
dance which is often used for introspection and contemplation, and contemporary dtreelt
dance, which is used as a form of public display of resistance, inspired me to highlight dance as
a tool for both individual and collective resistance against social constraints. The projection on

the walls surrounding the peep machine were a colaland abstract version of the Sufi
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dancer, adding a dynamic dimension to the installation. As spectators of the installation moved
to certain areas of the studio, sensors captured their presence and triggered music, with the
LINE2SOGA2Yy 2dlhoiekeSlormdids DaidbgiratNkxge of the Sufi dancer. The

ALISOGI G2NNaA AAfK2dz2SG0S g2ddZ R Y20S Ay NBaLRyas

(0p))

AYUSNLI e 0SisSSy (KS aLlSodGraz2zNna FyR GK RIY
installation ncreased viewer engagement and interaction and allowed for a fusion of traditional
and contemporary dance and movement forms. However, while some viewers still questioned

the purpose of the peep machine within the installation, a few even overlookedetsepce

within the work and were only engaged with the interactive part of the installafion.

Third Prototype- The making of thdPeepshowsculpture.

Figurel2. The making of the Peep Body Sculpture

35 A short video of the studio visilocumentation of November 2022 is available this site
https://youtu.be/Rz8D9chQOrE
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In this prototype the Peepshow sculpture is placed as the centerpiece iregebition
space.To create the screen to project on, | place a light source behind the Peepshow sculpture
to cast a shadow on the wall facing it, making the screen an extension of the Peepshow
sculpture. This initiates a relationship between the sculpfide 6 2 Ré > (GKS &aONBSy:
of the viewer once they enter the spac&he shadow is deliberately set to be larger than the
average height of a person with the intention to create an exaggerated spatial expertbnse
symbolizinghe far-reaching impact of digital life¢ KS @A SgSNDa Y2@3SYSyid | NP
t SSLJAK2g &a0dz LI dzNBS OKFy3aSa (KS AYlF3ISa 2y GKS
When designing the Peepshow sculpture Raepshow 2,0 analyzed the shape of
traditional Shahte Farang andoticed that it was typically designed to resemble a conventional
Persian structuravhile providing images and experiencedateign landsThis observation of
the disjuncture between the form and content led me to question whether the design dfrSha
e Farang was a deliberate attempt to blend it in with its surroundings and convey conformity to
social norms, while simultaneously providing a means for the paying viewers to escape to a
distant and exotic place through the experience.
The centepiece ofPeepshow 2.0 beinig the shape othe body of a young womatully
covered with hijaldoes not conform with what viewers of an art exhibit expect when they
enter an art studioin Torontg and| noticedduring critquesthat the Peepshovsculpture
evokedemotional reactiorfor the viewers who entered thepace Thiscouldbe becausethe

sightreminded them of theongoing andtonflicting events in Iran involving young woneemd

schoolgirlscovered in the newsor becausehey were confronted with an unusual IHi&ke
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sculpture that they did not know how to interact with. éither casethe encounter left the

viewers with an uncanny first impression.
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Afterward

The exhibition spanned over threlays,and it was a captating experience for me to
observe how spectators interacted and engaged with the art piece. | was fascinated by the
varying levels of engagement and how some individuals seemed deeply immersed while others
simply observed from a distance. As | documelrtteeir presence within the installation, |
found myself becoming a spectatof the viewer§engagement with the artworkas if they

were thecenterpieceperformers of the installation.

The Peepshow Sculpture

The Peepshow sculpture, positioned in tinéddle of the exhibition room, serdeas a
thought-provokingcenterpieceand set the tone for the entire installatidirigurel3). The
sculpture's deliberate design choices, such as the useyotiagschoolgirl's body shape and full
hijab,was intendedo highlightthe presence ofranianschoolgirlsandmore broadly the dress
restrictions imposed on women in Irafiheinclusion of headphones on the sculpture credte
the impression of detachment and disengagement from the surrounding environment,
highlighting the societal pressures that often lead women to suppress their true séhees.
presence ot sculptureof a young ginvearinga hijab createdatension for many of the visitors
to the exhibitionbecause the encountewith the sculpturewas jarring and unexpectedpon
entering the space viewers could only view the sculpture from behind anddghesfwas
dressed entirely in black denying the viewer any immediate identificatiRecent events of

schoolgirl demonstrations in Iran are commonplace imagethemews and in social media, so

Mohtashami61



the presence of the figure had an immediate relevance for viewers when they entered the

exhibition spaceThe position of the sculpture facitgy R a3 T Ay 3¢ G -GKS g1 f ¢
type images were projectecreated a possie sense okspeculation whether the sculpture was

itself a cyborg looking at its owshadow. Thisnight have been the reasdor viewers' initial

surprise and provokegconversation on sensitivissuessuch adslamophobiareligion,and

personal freedom.

Figurel3 The Peepshow sculpture in the exhibition room.

Spectator Interaction
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| observedthat viewers madeavhat looked likea conscious decisicabout how they
would interact with the space and the sculpture. Sospectatorsstood behind thesculpture
andwatched froma distance. After a few minutes, they would leave, sometimes offering
comments on thgowerof the piece. Otherstood beside the sculpture and wateld the
images on the screen without moving. contrast tothis, some viewersnoved withinthe space
and explored by walking slowly and carefully around the sculptuseetheard several
comments from viewersuggesting that their first impressions weidzy” & S  antl thaf 3 ¢ >
seeing the sculpture gave thein3 2 2 & S 6 dzYi IKA[dieSsculpyir8]sets a solemi 2 y S ¢
These observations confirmed for me the varied and powerful ingthet the sculpturecould
have on individuals and how their engagement witlsitapel their experience.

As the viewers approached tlieepshowsculpture, they often noiced the phone
screen insidéts head andsomelet out a sigh of relief. lippearsthat these sighs were like
signsof beingmore relaxedabout what they had encounteregberhaps due to the familiarity of
seeing social media reels with subtitles that set the context of the exhibition p@rssn
commentedd h K G KFiQa K& A0GQa OlFfftSR tSSLIAK2g Hodné
wasa palpable tension beteen the spectator and the sculpturgiewers wanedto see what
was on thephonescreenbut there was a barrier they had to crosshey had to physically
move from the public studio space and entke proximity or what came to be defined as the
oprivate€ andimmediatespace of the sculpturésome vieweradmitted feelingshy about
getting too close to the face to read the text, while others felt uncomfortable bsoxose to
the sculpture.The feedback receivedreinforced my choiceof placing the mobile phone inside

G0§KS &O0dz Las iatdBdrayerfo®I2 X LI SEAGE (2 O KBreqite®theS ND& S
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viewer todetachFf NBY GKSANJ LINBaASyld Y2YSy lopridatedsphs® | y R

2F (GKS aO0dz LJi dzZNB Q &o eapérzridé@the@idcé KSNBE | yR (GKSy£0

Figurel4 Viewing the videos inside the Peepshow sculpture's head.

Participation

During the exhibition, everyone who moved around the room activated the sensor that
started the music and changed the projection on the screen, turningnitial cyborgstyle
images intahe artistic representation of videos of womelandng on the streets of IrarAt
this time, the viewers could see their own shadow cast on the screen beside the dancing
images| sensed that this was when the viewertfebntextualized within the work and some
started dancing alongside the projected vidé¢bgyurel5). This experience was in line with
David Rokeby'statement inTransforming MirrorsSubjectivity and Control in Interactive
Media,that when the viewer sees a representation of themselves reflected back to them, they
become more consciownd selfawareof their movements, and might even act in responge t
the feedback from the installatio(i45) However, regardless of whether tlspectatorsdanced
or not, this was whethey tookout their mobile phones andtarted taking pictures and videos

of the installation and themselves interacting withTo me thisnoment was when the viewer
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capturedtheir spectatorshipandcreated a record of their physical presence in the exhibition,

possibly even posting it on social media as evidence of gagticipation.

Figurel5 Some spectators participated by dancing when the sensors were activated.

Feedback Loop
The experience adeeingviewers record their interactions with the installation on their
phones waglelightful. It allowed them to experience the installatiahleast twice once
through their naked eyandagainthrough thescreen of their mobilgphones. | noticed that
some of these recordings later appeared on my social media feed along with thatgpesct
own comments.Thisbehaviourexemplifies the feedback lodpat is createcbetween physical
actions and social media content, as described by Maggie Nelson in heOimoeieedomAs
viewers recordheir physical experiences and pdabem on social media, algorithms use them
to show us similar activities from our social networks, feeding us more of our own behavior and

value systemgNelson 14)
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Figurel6 Spectators videotaping their experience.

Beyond the screen

The interactions between the viewer, the artwork, and the screen creatddtaresting
dynamicduring the exhibition. The shadows of the viewers cast on the s¢cedengside the
projected videoshecamea uniqueperformative element of the overall worKhe interaction
between the viewers and the projected imagaeated distinct moments and shapes, as
@A S gshad@v<blurred the boundaries between the physical atigital worlds Kate
Mondloch in her bookScreensViewing Media Installation Arhas observed that this
interaction(where the boundaries between the physical and the digital are bluraédyvs
viewers to disconnect from their immediate surroundingsl@ngage with the performance on
the screen In other words viewers disengage from the "here and now" and participate with

the "there and then'(Mondloch72).
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Figurel7 Shadow of spectators cast on the screen of the exhihition

Future Work

The positivdeedback | received frortine exhibitionhas caused me toonsiderpossible
next versios for the installation There are several strategies that could be implemented in
future versions tancreaseaudienceengagement with the workOne such approach is to place
the Peepshow sculpture in a pubfipacewith a mobile phone inside her skalhd observe how
passersl mightreact and interact with itMoving the sculpture outside of the confines of the
gallery spaceffersa unique opportunity tattract a broaderaudiene to the work

Another way forexpandingvisibility of the workis tomake existing hashtagselatedto
dancing in public in Iran more prominent within the exhibition spades wouldencourage
spectators to use those hashtags when posting reels of the exhildticgocial media
potentially expanding the reach of tieNJ Yy A | Y mesgaye8oi Focial freedom in Iran

to a broader public
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Finally, recording spectatoancing withinthe exhibition spacgand digitally adding
thesecapturedimagesto the projected videos on the scregrould create a more dynamic and
interactive experiencgfurther blurring the lines between the physical and digital woddd

engaging the spectators on a deeper level

Overall, this exhibition was a memorable experience that provided me with a unique
perspective on the power of art to briqgeople together and create shared experientes
engage ircomplicated conversations relating to social freedom for women in litzadso
allowed me to process my personal experiences with the Islamic regime in Iran and articulate
the complex situation to others through art. | am both happy and proud of its outcome as it
brought a complex situation to life. The installation preszhthoughtprovokinginteractiors
between viewes and the artwork,nviting them to contemplate their own relationship with
social mediaand its impact on their lives. Overall, | believe the installation achieved its intended
purpose of creating ammmersive and engaging experience, while also provokiegyersto
think criticallyabouttheir role as participantsn social media feedback loops

Peepshow 2.@reated a means for social commentary and conversation on topics that
people might find uncondtrtable discussing, such as Islamophobia and religious beliefs vs.
personal freedom. By examining the current situation in Iran through different cultural and
social lenses and analyziogberfeminismthis thesis paperland exhibition shed light on the use
of technology in relation to social freedom for women in Iran and how social media is used by

women in Iran for seleéxpression and creating digital space to be visible.
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