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Introduction

This thesis represents the culmination of an extended inquiry into the evolution of Iranian
sculpture and its dynamic relationship with modernity, ascending in a comprehensive
study of the life and works of Bahman Mohasses. The research was born out of a desire
to understand the unique trajectory of sculptural art within the Iranian cultural and
historical context, and how this medium has interacted with philosophical, political, and
aesthetic transformations across centuries. Structured across twelve chapters, this study
bridges the ancient and the contemporary, the theoretical and the visual, and the personal
and the collective. Each chapter has been carefully developed to form a holistic
understanding of Iranian sculpture and Mohasses's inimitable contribution to its modern

form.
Chapter One: A Glance on the Position of Sculpturing in the Persian Art

The thesis begins with a historical overview of sculpture in Iran, providing the necessary
background for subsequent discussions. This chapter traces the origins of Iranian
sculptural traditions from ancient civilizations such as the Elamites, Achaemenids, and
Parthians. Monumental stone reliefs at sites like Persepolis are examined not only as
artistic masterpieces but also as ideological tools of imperial identity and divine
sovereignty. The chapter then explores the profound impact of Islam on visual arts,
particularly the theological prohibition of figural representations, which significantly
influenced the trajectory of sculpture. It discusses how, despite such constraints, sculpture
survived in adapted, often abstract or decorative forms integrated into architecture. This
part lays the foundational argument that Iranian sculpture has always existed in dialogue

with sociopolitical and religious paradigms.
Chapter Two: The Effect of Modern Movements on Contemporary Iranian Sculptu

This section examines the profound transformation of Iranian sculpture under the
influence of Western modernism and postmodern thought. It demonstrates that modern
Iranian art, including sculpture, cannot be analyzed in isolation from the global

philosophical and aesthetic movements of the 20th century. Theoretical frameworks
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drawn from European modernism, existentialism, and surrealism are juxtaposed with
native Iranian motifs and concerns, resulting in a hybrid form of expression. This section
emphasizes the need for interdisciplinary approaches when studying contemporary art,
warning against reductive or purely aesthetic analyses. By referencing the abrupt and
often externally imposed transition from tradition to modernity in Iran, it highlights the

inherent tensions and negotiations in the works of Iranian sculptors.
Chapter Three: A Window on Knowing Bahman Mohasses and His Works

This section introduces Bahman Mohasses as a pivotal figure in modern Iranian art.
Described by critics and contemporaries as enigmatic, iconoclastic, and intellectually
uncompromising, Mohasses is situated both within and beyond Iranian artistic circles.
His deliberate marginality, combined with his avant-garde sensibilities, enabled him to
critique dominant cultural and political narratives. This chapter outlines Mohasses’s
biography, his artistic evolution, and his complex relationship with both Iran and the
West. Emphasis is placed on his dual engagement with Persian cultural heritage and

European intellectualism, especially Italian art and literature.
Chapter Four: The Classification and Features of the Works of Bahman Mohasses

It develops a system for classifying Mohasses’s body of work, not by chronology but by
recurring themes and visual elements. The seven primary categories include: human
figures, fishes, birds, historical events and social conditions, mythical characters and
stories, inanimate nature, and background landscapes. These categories are not arbitrary
but are informed by sustained visual analysis and thematic coherence. The chapter
contends that such classification allows for a deeper understanding of Mohasses’s visual
lexicon and recurring concerns. Each category is introduced with representative examples

and interpretations that link visual form with ideological meaning.
Chapter Five: Form and Content Analysis of Bahman Mohasses’s Artworks

It undertakes detailed formal analyses of selected works by Mohasses. It investigates how
he deploys visual strategies such as distortion, fragmentation, and exaggeration to convey
psychological and philosophical depth. Emphasis is placed on the relationship between

form and content—how aesthetic choices express political critique, existential anxiety,
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and personal trauma. This section also highlights Mohasses’s synthesis of mediums,
particularly his movement between painting and sculpture, and how each medium serves

a different yet interconnected purpose in articulating his worldview.
Chapter Six: Elemental Analysis of Bahman Mohasses’s Artworks

Building on the previous outcomes, this section delves into the specific visual elements
that constitute Mohasses’s unique style. It analyzes recurring figures such as hybrid
creatures, mythological beasts, and barren landscapes as symbolic motifs. The chapter
argues that these elements reflect Mohasses’s internal conflicts and philosophical
preoccupations—his sense of exile, alienation, and absurdity. This visual vocabulary is
situated within both Iranian and Western mythological traditions, revealing Mohasses’s

ability to merge disparate cultural narratives into a singular artistic voice.
Chapter Seven: Mythology in the Works of Bahman Mohasses

This part explores Mohasses’s engagement with myth—not merely as narrative material
but as symbolic structure. His use of mythological figures and stories is analyzed through
the lens of cultural semiotics and comparative mythology. The chapter proposes that
Mohasses’s reinterpretation of myth functions as a critique of contemporary political and
cultural realities. By returning to mythic archetypes, he reclaims agency in a world
marked by censorship, displacement, and existential despair. It also considers the effect of

his geographical displacement on the mythic tone of his later works.
Chapter Eight: Semiotics in Mohasses’s Works

This section introduces semiotics as a methodological framework to decode the signs and
symbols in Mohasses’s artworks. It distinguishes between linguistic and non-linguistic
signs, showing how Mohasses’s use of visual semiotics enables him to communicate
complex emotional and ideological messages. This chapter contends that the artist’s work
operates as a visual language in which each element—be it color, form, or gesture—
functions as a signifier of deeper cultural and psychological meanings. It also explores

how Mohasses reconfigures traditional sign systems to subvert dominant narratives.

Chapter Nine: Comparative Analysis of the Works of Bahman Mohasses and Pablo

Picasso

XXI



It conducts a comparative study between Bahman Mohasses and Pablo Picasso, focusing
on their shared modernist ethos and formal innovations. The influence of Picasso on
Mohasses is traced through stylistic affinities, such as the use of distortion, fragmented
forms, and symbolic ambiguity. Beyond surface-level comparisons, the chapter argues
that both artists shared a commitment to the idea of the "artisan"—the belief in mastering
form and technique as a pathway to artistic truth. Mohasses’s admiration for Picasso is
documented not only in his artistic output but also in his personal writings and
interviews. This section deepens our understanding of Mohasses’s artistic lineage while

distinguishing the unique cultural inflections in his work.
Chapter Ten: Analysis of Mohasses’s Personality

Here, the focus shifts from artwork to artist, attempting a psychological portrait of
Bahman Mohasses. The chapter explores his loneliness, intellectualism, rebelliousness,
and detachment as both personal traits and philosophical positions. Drawing from
psychoanalytic theory, literary criticism, and biographical sources, the study portrays
Mohasses as a man who saw art as a vehicle for existential exploration and self-
revelation. This section argues that Mohasses’s personality cannot be disentangled from

his art; rather, his entire oeuvre is a mirror of his inner world.
Conclusions

The final chapter synthesizes the psychological, philosophical, and formal threads of the
thesis. It argues that Mohasses’s solitude was not a passive condition but an active
choice—an existential stance that became central to his artistic identity. This solitude,
transformed into philosophical insight, permeates his work in themes of exile, alienation,
and tragedy. The chapter concludes by reaffirming Mohasses’s position as a singular
figure in Iranian modern art—one whose uncompromising vision, intellectual rigor, and

symbolic depth offer enduring relevance in the study of art and identity.
Outcome Remarks

This thesis positions Bahman Mohasses not merely as an artist but as a cultural and
philosophical interlocutor—a figure who compels us to rethink the boundaries of

tradition, modernity, and artistic expression. Through historical contextualization, formal
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and semiotic analysis, and interdisciplinary interpretation, the study offers a
comprehensive understanding of the evolution of Iranian sculpture and the place of
Mohasses within it. His work, steeped in solitude and symbolism, offers not only a mirror

to his era but a lens through which to contemplate the human condition itself.

As the writer of this thesis, I approached this work not only as a researcher but as
someone deeply engaged with the complex intersections of history, aesthetics, and
identity. The process of examining Bahman Mohasses’s life and artistic legacy has been
both intellectually rigorous and personally transformative. In navigating the intricate
layers of his work, I have also encountered the broader questions of exile, expression, and
cultural continuity that shape modern Iranian art. It is my hope that this study contributes
meaningfully to the academic discourse on contemporary Middle Eastern art and inspires
further inquiry into the rich, often underrepresented narratives within it. With humility
and appreciation for the enduring power of artistic expression, I present this work as both

a scholarly endeavor and a tribute to the resilience of creative vision.
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