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Abstract 

 

The permanent displacement of millions of people across the globe represents a humanitarian crisis on a 

scale that the world has not encountered before. Dealing with mass migration is also a challenge for the 

governments of host countries and communities. Nations in the New World have shifted from welcoming 

and accommodating immigrants to adopting policy positions that are openly hostile. The theoretical 

frameworks developed to understand migration and to develop policy responses are breaking down under 

the acceleration of mass migration. This exegesis explores the shortcomings of these frameworks in 

accounting for the lived experience of migrants and refugees and discusses my artwork, which attempts 

to respond to this issue. 

 

In particular, my visual satire aims to inform, illuminate, and extend the current discourse (via media and 

academic theory) on displacement and migration. In carrying out this research project, I have engaged 

with migrants and refugees living in Logan and surrounding areas, which has highlighted aspects of the 

lived experience that are common across cultures, age groups and class but remains unsaid in the existing 

discourse. I have used visual symbols in my artworks to capture and express their experience; therefore, 

my work provides a means for extending and expanding the discourse to include this lived experience. 

A historical analysis of these symbols across time, culture and location provides a test of their relevance 

in approaching a complex issue such as displacement. 

 

This exegesis examines my work and its expression of the lived migrant experience in the historical 

context of displacement and the use of visual satire to engage with political discourse generally. It draws 

upon my experiences of working as a newspaper cartoonist in Iran and later as a migrant artist dealing 

with issues of displacement in my new home of Australia. As such, it discusses the political situation that 

has given rise to mass migration in Iran as well as the current treatment of refugees and asylum seekers 

in Australia. To contextualise my work, I also examine the work of three well-known visual satirists: 

Honoré Daumier, Ardeshir Mohasses, and Brad Holland. By comparing and contrasting their work with 

my own, I evidence the ways in which my work builds on the important history of visual satire and its 

place in humorously critiquing the world.  
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Introduction 
 

This exegesis and the related research respond to the issue of displacement from my perspective as a 

professional visual satirist from Iran who is now a migrant in Australia. Displacement is a major issue in 

world affairs: 60 million people are stateless, either living in refugee camps or illegally in their country 

of residence (UNHCR 2015). In total, 244 million people live outside their country of birth (UNFPA 

2015). This is a situation that the world’s governments are struggling to deal with. 

 

The visual depiction of refugees and the displaced is a critical component of our understanding of the 

issue. Just as language frames our understanding, so do the images that we use to represent social issues, 

especially those surrounding displaced people. Visual satire has historically been an effective way to 

capture the disjuncture between the way that the powerful represent themselves and the impact that they 

have on the people over whom they have power. Visual language cuts through class and cultural barriers, 

while satire criticises the intent and actions of the powerful subtly, by highlighting their habits, foibles 

and hidden intent through the use of irony, allegory and humour. This enables the satirical artist to survive 

where the activist or armed opposition may be directly oppressed. 

 

As discussed in this exegesis, the research for this DVA project comprised:  

1. An academic analysis of the theories that have been put forward to understand migration; 

2. an engagement with refugees and migrants living in Logan, Queensland, through art workshops;  

3. a comparison of my work with other visual satirists’ work; 

4. and the creation of a body of visual artwork.  

The academic analysis contextualises my work against the theoretical underpinnings and historical 

context of the political and social forces shaping the displacement of millions. That contextualisation 

provides both a rigorous analysis of the artworks and an examination of the relationship between the 

current discourse and the artworks. That relationship flows in both directions: the current discourse is 

both reflected in the artworks and informed and influenced by the lived experience captured by the 

artworks. 

 

By necessity, that relationship is complex. The theoretical frameworks proceed from an abstract analysis 

of the displaced in aggregate as a population, whereas art, as an expression of the human experience, is 
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more individualistic. Indeed, art in general and satire in particular have made powerful contributions to 

our understanding of political events. Picasso's Guernica is one such example: “Guernica challenges the 

notions of warfare as heroic and exposes it as a brutal act of self-destruction. The works was not only a 

practical report or painting but also stays as a highly powerful political picture in modern art” 

(PabloPicasso.org 2009). Art, then, often shocks and disturbs current frameworks, creating new ones. 

 

As a noted newspaper cartoonist in Iran, my role was to shock and disturb the political framework of the 

day—albeit in subtle ways, given the censorship rules there. My Iranian work was not primarily focused 

on the displaced and my experience of the displaced was as a member of the host society. The Oxford 

Dictionary defines the ‘host society’ as follows: “The host or receiving society is the established and 

dominant society within which immigrant (minority groups) seek accommodation.” 

 

While witnessing the plight of those impacted by displacement and war was a significant component of 

my childhood and helped to form my view of the world, there was no direct, physical impact on my 

immediate family. In essence, I was an eyewitness to the plight of refugees (Afghanis). However, the 

personal experience of coming to Australia as a migrant (student) has sharpened my awareness of this. 

In particular, my understanding of immigration and displacement has undergone a paradigm shift. Now, 

in contrast with my experience in Iran, I am a member of guest society, an unknown person living in an 

unknown land. The Oxford Dictionary defines ‘guest society’ as follows: “Guest society or ‘new’ 

migrants are a group of people who move from one place to another in order to find work or better living 

conditions or escape persecution and loss of liberty or life.”  

 

Through this experience, I have become familiar with the obstacles facing immigrants, such as the 

language barrier and isolation. I have also become aware of a number of very deep ironies in displacement 

that make it a rich field for the visual satirist. This personal experience was expanded and complemented 

by the field work undertaken as research for this paper, which involved engaging with and exploring the 

narratives of displaced people now living in Logan and other areas of South East Queensland. It also 

involved workshopping those narratives to create original artworks. The sharing of formal art training 

and professional experience provided a window on the visual language of art and those components that 

are cultural, political and universal; “Docendo discimus—the best way to learn is to teach” (Dodis 2011). 
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An examination of the interplay between the messages conveyed in this response and the existing 

academic discourse on migration reveals elements of the condition of the displaced that are not 

effectively dealt with by the existing discourse. As that discourse informs policy formation, that 

shortcoming has immediate, real-world implications. The field work thus informed the content, 

symbolism and structure of my artworks discussed in this paper and the historical context in which those 

artworks are placed. Indeed, the examination of the artistic antecedents of this particular visual satirical 

response reveals that some symbols and expressions are cultural, while others are responses to political 

circumstances (such as oppression and censorship), and still others appear to be universal. The 

examination of the artworks themselves weaves together the academic analysis of the discourse on 

migration and historical context, the field work, and my professional and personal experience. This 

research concludes that the current discourse on migration may be expanded and enriched by 

incorporating the symbols and recurring narratives of people who have migrated.  

 

The recent political history of Iran provides both a context for the analysis of displacement and my 

development as an artist and the historical antecedents with which I compare my work. Thus, Chapter 1 

gives a brief history of the political situation in Iran that has given rise to unprecedented migration, both 

internal and external. This is followed by Chapter 2, where I examine the current theoretical discourse 

around migration to contextualise the contribution that visual satire can make. Next, in Chapter 3, I 

examine the similarities and differences between my work and other visual satirists across time and 

culture, to identify and isolate the components of the symbolic language used by visual satire. Following 

this, Chapter 4 examines the artworks I produced during this candidature, specifically looking at the 

relationships between the key concepts of each piece and the theoretical discourse. Finally, the 

conclusion summarises the research, and suggests that visual satire consists of a symbolic language that 

can contribute to the discourse on displacement. 
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Chapter 1: Iran, the West, and Displacement 
 

A historical understanding of displacement in the Middle East, particularly Iran, provides a context for 

my artistic response to the issue of displacement, in terms of my satirical approach and use of symbolic 

language. It also provides a cross-reference for the Western reader on the experience of displacement in 

a country from which many people have migrated. 

 

As a Shia country, Iran has a different experience to the rest of the Middle East, as it was never colonised 

by Western powers. Regardless, the influence of the European countries, in particular the United 

Kingdom, has had a major impact on contemporary history of Iran and largely determines the patterns of 

displacement experienced by Iranians. During the nineteenth-century Qajar Dynasty, Iran was highly 

dependent on the UK. Mismanagement by the Iranian rulers and major loans from foreign countries led 

to Dickensian conditions for Iranians. The circumstances that led to a major population displacement at 

the time included two great famines (1870–71 and 1917–19); weak foreign policies; and huge loans from 

European nations (Yousefi, 2015).  

 

After World War I, Britain used Iran as a bulkhead to contain the increasing influence of Russian 

communism, resulting in the Anglo-Persian Agreement of 1919 which, “if ratified, would have granted 

the British a paramount position of control over the financial and military affairs of Iran” (Fatemi 2011). 

After the Qajar Dynasty fell, Reza Pahlavi, a colonel in the Qajar army, gained power with the support 

of the British government in 1921, when he staged a military coup in cooperation with Sayyed Zia al-

Din Tabatabayi, who  

was a young reformist journalist, sympathetic to the socialist views of Alexander Kerensky. … 

Reza Pahlavi became the new King of Persia/Iran and ruled from 1925 until 1941. He enjoyed 

the confidence of British military and diplomatic personnel in Tehran and had semi-official ties 

with the government. (Shambayati 2015, 1) 

 

Pahlavi and Tabatabayi were supported by a third person who was influential in the 1921 coup d'etat, 

British Field Marshall W. Edmond Ironside. As Wright (2006) notes, 

Ironside’s four and a half months in Persia were notable on two accounts: first, his role in the 

dismissal of more than a hundred Russian officers and NCOs of the Cossack Division and their 

replacement by Persians under the command of Reżā Khan, founder of the Pahlavi dynasty; and 

second, his encouragement of Reżā Khan’s coup d’état of 1921.  
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As a result of this coup, a large number of the Qajar family and the people dependent on its government 

were forced to leave Tehran to remote areas in Iran or to Europe. Reza Shah (as Pahlavi was later called) 

is seen as the father of modern Iran. As Hakimian (2012) observes,  

 

Systematic efforts at industrialization got under way during the reign of Reza Shah. The growth 

of the industrial sector in this period was, indeed, intertwined with the general trend of 

modernization and attempts at the creation of a national economy after the 1920s.  

 

This modernisation changed the nature of internal migration within Iran, as large groups of migrants 

from rural areas moved to cities such as Tabriz, Tehran and Isfahan to find work in the new industrial 

projects. In addition, a large group of migrants worked in the oil industry and in building the large modern 

transportation projects such as railways and roads. Iran had never before witnessed such an internal mass 

migration.  

 

As tends to be the case under dictatorships, opposition scholars and activists faced serious restrictions 

and were exiled or jailed, among them, Pro-Soviet Union socio-political activists. A famous member of 

this group was Dr. Tāqi Arānī, who was the son of a civil servant in Tabrīz, raised in Tehran, and educated 

at the Dār al Fonūn and the Medical College in Europe. With a circle of European-educated, left-wing 

intellectuals, he formed secret discussion groups and founded Iran’s first Marxist journal, Donyā (the 

World). The government closed down Donyā in 1937 after a university strike, and in 1938, Arānī and his 

associates, later called “the Fifty-three”, were found guilty of collectivism, socialism, and communism. 

Most were sentenced to imprisonment. As leader of the “Fifty-three”, Arānī himself was given ten years 

of solitary confinement, the maximum sentence possible. Sixteen months after the trial, Arānī died in 

prison at the young age of thirty-eight. The police report attributed the death to typhus but Adani’s fellow 

prisoners said that he had been murdered (Abrahamian and Alavi 2011). A friend of Arānī, Reza Roosta, 

who was a leader of the pro-Soviet Union party in Iran, was exiled to Soviet Union and East Germany 

and died in exile (Tahbaz 2015).  

 

Reza Shah lost power in August 1941 when Iran was attacked by British, Soviet Union and other 

Commonwealth armed forces, an attack known in Iran as the Anglo-Soviet invasion. Reza Shah was 

humiliated, betrayed by the forces that had put him on the throne. The British, who respect even those 

monarchs who they betray, provided Reza Khan an honourable way out: “Would His Highness kindly 

abdicate in favour of his son, the heir to the throne? We have a high opinion of him and will ensure his 
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position. His Highness should not think there is any other solution” (Kapuscinski 2006, 25). Therefore, 

his son Mohammad Reza became the new king of Iran.  

 

The first decade of Mohamad Reza Shah’s reign was unstable, the economy stalled, and the migration 

from rural areas to the major cities radically reduced. This period witnessed another coup d'etat, this time 

against the Shah’s democratically elected Prime Minister Mohammad Mosaddeq. It was this British and 

United States–backed coup that destroyed the democratic ideals of Iran:  

 

Moṣaddeq was the popular leader of the National front (Jabha-ye mellī), a coalition of political 

parties and prominent individuals formed in 1949 with the primary goals of nationalizing the oil 

industry and democratizing the Persian political system. … Soon after Moṣaddeq’s 

appointment, the British began a protracted effort to have him removed from power, imposing 

economic sanctions on Persia, conducting military manoeuvers in the region, and undertaking a 

variety of covert political activities. (Gasiorowski 2011)  

 

In 2013, the CIA admitted that “it was behind the notorious 1953 coup against Iran's democratically 

elected prime minister Mohammad Mosaddeq, in documents that also show how the British government 

tried to block the release of information about its own involvement in his overthrow” (Dehghan and 

Norton-Taylor 2013). 

 

Once again, secular and Muslim activists and scholars left Iran to avoid arrest or execution. One of the 

famous victims of the post-coup d'etat was Dr, Fatemi, the Foreign Minister of the Mosaddeq cabinet. 

Another wave of mass migration in Iran took place during the Mohammad Reza Shah social-economic 

reformism from 1953 onwards:  

 

The shah reversed Mosaddeq’s nationalization. With U.S. assistance he then proceeded to carry 

out a national development program, called the White Revolution, that included construction of 

an expanded road, rail, and air network, a number of dam and irrigation projects, the eradication 

of diseases such as malaria, the encouragement and support of industrial growth, and land 

reform. He also established a literacy corps and a health corps for the large but isolated rural 

population. (Encyclopedia Britannica 2015)  

 

The White Revolution caused a huge wave of migration from rural areas to the major cities. The poor 

workers who flowed to the cities settled down in low-class suburbs and slums. This new class with its 
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conservative/ religious foothold, which faced poverty and injustice, became a powerful engine for the 

1979 Islamic Revolution that caused the largest international displacement in Iran's history. 

 

Hassan Ghashghavi, the current Deputy Foreign Minister of Iran, claims that more than five million 

Iranians migrated during this period (“Ghasghavi: 5 Million Iranians Are Our Lobby in the World” 2010). 

Many experts believe that the real figure is even higher. For example, Bagheri-Shad wrote in the 

Diaspora online newspaper in 2013, “Since the Islamic Revolution, a large variety of Iranians from the 

pro-Pahlavi supporters to visual artists and homosexual people have been forced to leave their country.”  

 

The first wave of migration took place during and after the Islamic Revolution (1979). The Pahlavi 

family, the people who worked for them, and almost all politicians, generals and military officers fled to 

avoid revenge and execution by revolutionaries. In the next wave, intellectuals and scholars, Baha’i, 

Christians and some Muslims, although not under the immediate attack of revolutionaries, left because 

the situation was very fragile and unsafe. For example, most of the Baha'i community in Brisbane arrived 

after the Islamic Revolution; Shirin Neshat, the Iranian visual artist and film-maker, also migrated to 

New York during this period.  

 

Almost immediately, Iran became involved in the Iraq–Iran War (1980–88), causing two massive waves 

of displacement: one from the cities involved in the war to the capital Tehran and other safe cities; the 

other from Iran to Europe and the US. The Iran–Iraq War was the longest war in the twentieth century, 

which contributed to the pessimistic attitude of Iranians from that time. As the war dragged on, a large 

group of young people migrated to Europe and USA without their passports. They walked through the 

north-West border and crossed Iran’s border with Turkey, guided by Turkish or Iranian people 

smugglers. Many people lost their lives in border shooting between soldiers of both sides or froze in the 

North-West mountains of Iran. According to Mahmood Mesbahi, a sociologist and researcher at Leipzig 

University, the main reason driving Iranians to migrate “was to avoid the restricted political and cultural 

situation in Iran” (quoted in Doostdar 2014).  

 

Indeed, Iran imposed extreme restrictions on political and ideological groups that were not favourable to 

the Islamists. The majority of them were the pro-Mojahedin of Iran (Islamic-Marxist group), Fadaian, 

and the Tudeh Party of Iran (Pro-Soviet Union). The worst example of this conflict was the 1988 

execution of political prisoners; on 19 July 1988 and in the ensuing five months, more than “30,000 
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[dissident] prisoners were executed” (Lamb 2001). This series of conflicts resulted in the massive 

migration of political activists. Many of them left Iran to escape execution after they were sentenced. 

“According to the respect sociologist and historian Mehrdad Darvispoor, ‘This group who left Iran in the 

1980s to Europe became busy with their treatment [psychologically and physically]. They are the 

migrants who were tortured and had run from the war and prison and lost their loved ones’” (quoted in 

Bagheri-Shad 2013). 

 

After the end of the war, Iran witnessed eight years of construction that led to a further eight years known 

as the reformism period. During these sixteen years, moderate politicians were in power. They followed 

the policy of being close to the West. Generally speaking, the reformist leadership was focused on 

governing the country rather than implementing a revolutionary ideology. As a result, Iran witnessed less 

mass migration from Iran to Europe and USA during this time. However, the mass migration from rural 

areas to cities continued at even faster rates. 

 

In this period, the Iranian migrants who left Iran to go to Europe and North America were mostly students 

and skilled migrants. In other words, they prepared themselves for their migration and they fit the 

description of economic migrants, rather than refugees. The last massive mass migration in the recent 

history of Iran took place during Mahmood Ahmadinejad’s presidency. In this period, especially after 

the controversial presidential election in 2009, the number of Iranians who left Iran radically increased: 

“An overview of the number of student visa requests [from European and North American universities] 

and other forms of migration [skilled migrants, refugees, etc.] show a radical increase” (Doostdar 2014).  

 

I left Iran in this period. My story, as a member of the most recent wave of displacement over a century 

of such waves, provides an insight and a connection to the postcolonial experience of many migrants. 

Given Iran's central role in Middle-Eastern politics and current global events, this historical context also 

informs the future. As noted in the following chapter, the historical role of Britain in Iranian affairs also 

influences the choice of English-speaking countries as destinations by many Iranian emigrants, myself 

included. Unsurprisingly, my art reveals many references to war, oppression and corruption, especially 

the art I developed in Iran (which will be detailed in Chapter 4). My awareness of war as a driver of 

displacement and geopolitics as a driver of war also underpins the artwork in general.  
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In conclusion, the bilateral cynicism of the West and Middle East has shaped the patterns of displacement 

of people in and from Iran. While many Iranian rural citizens have been forced to move to the cities, 

Western interference in internal politics has led to a cycle of alternating governments by dictatorship and 

revolution, which have each been accompanied by a wave of migration. In addition, the level of 

radicalisation rises with each swing of the pendulum, increasing internal tensions and exacerbating the 

danger to native Iranians staying and the benefits of fleeing the country. 

 

Cynicism and disregard for humanity are reflected at the end of many refugees’ journeys. Australia's 

public refusal to acknowledge its geo-political responsibility to accept refugees for settlement is a serious 

concern of mine and it has also affected the lived experience of the refugees engaged in the field work 

for this doctoral research.  

 

That denial of responsibility is therefore a major focus of this work and is raised by many of the artworks 

that will be discussed and analysed in Chapter 4. Chapter 2 considers the theories that have been 

developed to articulate migration, and focuses on their shortcomings as revealed by the lived experience 

of the refugees and the visual analysis of their stories discussed in Chapters 3 and 4. 
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Chapter 2: Critical Discourse on Migration 
 

An understanding of the current critical discourse on migration provides a frame of reference through 

which to compare the content of the artworks discussed in later chapters. As this exegesis seeks to 

highlight the contribution made to the critical discourse by the artworks discussed here, a detailed 

examination of the existing discourse is essential. While I interweave examples of my own artworks into 

this discussion, a full exploratory examination of these artworks are undertaken in Chapter 4.  

 

Migration is human movement from one place in the world to another. Migrants seek to take permanent 

or semi-permanent residence across political borders (“What Is Human Migration?” 2005). There are 

several reasons why people leave their homeland and migrate to other parts of the world; they can be 

economic migrants, refugees, or asylum seekers. Globalisation has increased the demand for workers. 

Economic migrants leave developing countries to work in developed countries in the hope of earning 

sufficient wages to live and send money to their families. Conflict and natural disaster are some of the 

many reasons that cause people to flee the country of their birth, forcing them to become refugees or 

asylum seekers. According to the United Nation Population Fund (UNFPA), in “2015, 244 million 

people, or 3.3 percent of the world’s population, lived outside their country of origin”. In Syria’s crisis 

alone, “more than 11 million [Syrians have been] forced from their homes” (Rodgers et al. 2016). 

 

Both emigrant and immigrant societies are impacted by displacement: a regional crisis can potentially 

become international; ordinary people in an underdeveloped region may suffer from the political conflict 

of the big powers; and the citizens of developed countries are affected by the social-political crisis 

elsewhere because of the resulting inflow of refugees. Migration often provides an economic boost to the 

host country. It also causes the global circulation of information, resources and people, creating new 

cultures, languages and technologies. Despite the history of migration being almost as long as the history 

of humankind, mass migration is quite new. As cultural theorist Nikos Papastergiadis notes: 

The history of mass migration goes back to the colonial period: The era when Europe was the 

centre of the word. The early mappings of international migration were predominantly Euro-

centric. They were defined either in relation to the colonial ventures from the sixteenth to the 

nineteenth century, or to processes of industrialisation and rapid urbanisation in the late 

nineteenth and twentieth century. (2000, 7) 
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In earlier centuries, Europeans fled religious and political strife to begin afresh in the New World. In the 

twentieth century, migration patterns shifted as people moved from less industrialised economies to more 

industrialised ones. For example, people from Ireland, India and Pakistan went to England; and France 

accepted migrants from Africa. 

 

The common threads here are the influence of both positive forces that attract migrants to the 

opportunities in a host country and the negative forces that cause them to leave. These primal forces form 

the basis of most academic discourses on immigration and are also visually present in many of the 

artworks I will examine in this thesis. 

 

2.1 Voluntarist and Structuralist Theories of Migration 

A range of sociological theories of migration exist without a clear overarching framework in which to 

organise them (Tomanek 2011). There are two major approaches to divide them into manageable 

segments. One approach uses two major categories: voluntarist and structuralist. The second approach is 

to divide them into theories based on economics and theories based on social forces. Most theories 

involve a combination of elements.  

 

The voluntarist analysis places the individual at the centre of the causal relationships, being pushed away 

from hardship, and pulled toward opportunity. It is their individual calculation that determines the 

outcome; “According to Idyorough, ‘migration occurs because individuals search for food, sex and 

security outside their usual habitation’” (Baofu 2012, 256).  

 

For an Iranian migrant to Australia, the push factors may be as follows: the economic crisis in Iran; the 

dictatorship of Iran’s supreme leader; and/or problems caused by rapid population growth. On the other 

hand, the pull factors could be as follows: immigration policies offering benefits to skilled migrants; 

wage differences between the motherland and the host country; the allure of modernity; the existence of 

a secular government and judicial independence; and greater commercial, cultural and academic 

opportunities for individuals. 

 

Neoclassical migration theory is a specific example of the push–pull model, as it is primarily focused on 

wage differences. According to this theory, “countries with a shortage of labour relative to capital have 
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a high equilibrium wage, whereas countries with a relatively high labour supply have a low equilibrium 

wage” (Jennissen 2007, 413). For example, the current wage differences before tax between Iran with 77 

million people and Australia with 23 million are $649 p/month (Iran’s Statistics Centre 2015) and $6,227 

p/month (ABS 2015) respectively. This radical difference is a great motivation for those people who can 

satisfy Australia's immigration criteria. One example of how this project extends and informs the critical 

discourse is that wage differences did not feature in the migration decisions of the migrants engaged 

through the field work discussed in Chapter 4. The clear message from conversations I had with many 

of these people is that the decision to migrate is rarely made on economic indicators alone. The 

determination to leave always precedes a series of decisions made about how to leave and where to go. 

In many cases, no destination has been determined before the family decides to flee. Clearly, this lived 

experience is not easily accommodated by a theoretical discourse that compares the source and 

destination countries.  

 

The art that resulted from my discussions with these refugees and migrants (and will be discussed in 

greater detail in Chapter 4) shows other factors that are not included in neoclassical migration theory. 

For example, the ‘Editorial Satires’ series refers to war as a major push factor (Fig. 2); in contrast, Utopia 

from the ‘Anticipation’ series (Fig. 3) describes Western cultural icons as pull factors. On the other hand, 

social political issues such as the Australian Government's immigration policies, as depicted in 

Immigration (Fig. 101) and Untitled (Fig. 104) from the ‘Editorial Satire’ series, are clearly designed to 

negate these pull factors. While the theoretical framework of the neoclassical migration theory includes 

policy settings as a factor in determining immigration flows, a policy designed to completely arrest the 

flow of immigration falls outside the limits of the theory. 

 

Papastergiadis notes how the push–pull model has largely been discredited in current theory (2000, 31); 

while this model explains many aspects of migration, it reduces all aspects of the immigration process to 

an individual act and decision, ignoring social and political factors. Papastergiadis notes how Janet Abu-

Lughod, a structuralist feminist critic, has “argued that the local and international political conflicts in 

the Middle East generated forms of migration which defy the central objectives of [the push–pull] model” 

(2000, 32). Papastergiadis himself comments: “The emphasis on the individual choice of destination as 

a process that is only constrained by, rather than related to, economic and socio-political factors, seriously 

limits the explanatory scope of the theory” (2000, 31).  
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Pugliese goes further, identifying the trivial nature of the voluntarist analysis: “Scholars of migrations 

devote a lot of attention to [trivial questions such as] trying to find out if the 'push' effect is dominant 

over the 'pull' effect or vice versa” (Pugliese 1992, 514). Papastergiadis points to the work of Stephen 

Castles, who more helpfully draws on a political economic model in which “migration was no longer 

seen as a ‘one-off’ event, but rather as a dynamic process, whose size and direction were influenced by 

the dual forces of state regulation and industrial development” (Papastergiadis 2000, 32). 

 

The inhospitable shores of Utopia (Fig. 3) are a clear example of state regulation designed to influence 

migration patterns. Thus, in this image, we see the axis of economic versus socio-political factors coming 

into play. Structural theories of migration attempt to provide a framework for these factors, taking the 

emphasis away from individual choice. The main pillar of the structuralist theory is the concept of the 

“reserve Army” developed by Karl Marx to explain the forces deliberately governing the individual’s 

employment opportunity by creating a pool of cheap and dispensable labour to meet the varying demand 

for its services. According to Castles, Papastergiadis observes, this topology helps “to explain the 

relationship between the structural position of the immigrant … and general patterns of migration that 

developed under western capitalism” (Papastergiadis 2000, 33). 

 

The structuralist discourse, then, sees displacement as an inevitable outcome of trade. Individuals find 

themselves caught in flows of resources between states that fall outside their sphere of influence. Because 

of the central position of economics in Marxist analysis, structural theories are generally economic in 

nature. However, the lived experience of migrants, as discovered in the field work carried out for this 

paper, indicates that economics is often insignificant compared to safety and freedom. 

 

The New Economics of Labour Migration theory argues that migration cannot be explained only by the 

state of individuals. “According to Stark and Bloom (1985, 173), ‘wider social entities have to be taken 

into account as well”, such as the family, the state and religious or racial groupings’” (Jennissen, 2004, 

33). When a family is in crisis and/or financial difficulty, one way to recover is to send a family member 

as a migrant worker to another country so that they can send remittances home to the family and support 

them through the crisis. Globally, remittances total more than four times the world’s annual aid budget. 

Roel Jennissen, a sociologist and anthropologist working in the Netherlands to determine immigration 

policy for the Department of Justice, comments: “These remittances have a positive impact on the 
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economy in poor sending countries as households with a family member abroad lose production and 

investment restrictions” (2007, 413).  

 

For example, in late the 1980s and early 1990s, a large group of young, mostly low-income, Iranians 

went to Japan to support their families. The enormous flow of Afghan refugees to Europe is another 

example. According to The United Nation High Commissioner for Refugees (UNHCR), there are “3.7 

million Afghans of concern globally” and that “around 80,000 Afghans applied for asylum in the first 

half of 2015” (Dimasi and Maley 2015). One existing theoretical framework stands out as attempting to 

address the complex situation of migration in a more holistic manner: the Theoretical Framework for 

International Migration. 

 

2.2 The Theoretical Framework for International Migration 

A range of scholars have built on the concept of a multilateral framework that takes account of the full 

range of factors that influence migratory flows. This framework attempts to incorporate all the conflicting 

elements discussed above. This exegesis examines the four major groupings of factors that have been 

identified and examines them in the context of the relationship between the home and host nations. 

 

Jennissen’s representation of the four groupings of factors is as follows.  

1. Economy includes income, employment and human capital;  

2. Society contains cultural, social and demographic components;  

3. International Linkage contains cultural and material aspects of the nations concerned; 

and 

4. Policy contains the political components and the migration policy that flows from that. 
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(Diagram 1) Roel Jennissen, The four theoretical categories influencing patterns of international migration (2007). 

 

Each of these contexts is referenced differently in the visual satire that is the ultimate subject of this 

paper. As a visual satirist, my work is more inspired by political and social categories than by the other 

two, but there are significant overlaps and a number of my artworks created for this research project, 

identified and detailed below, that deal with these specific issues. 

2.2.1 Economy 
Wealth is a source and a symbol of power. Satire, as a tool for challenging power that seeks to silence 

dissent, is rich with symbols of wealth and power and the relationship between them. My cartoon for the 

financial paper Poul (Fig. 5) depicts a large, well-manicured hand sporting cufflinks capturing a trickle 

of gold coins, while scrawny, rough hands reach hungrily for their share. This is a typical use of satirical 

symbols to depict the accumulation of power at the expense of the population at large. 
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Such symbols are central to the satirical response to displacement because wealth and its relationship to 

power is so central to any discussion of influences on migration. I have already noted in the previous 

section that Marx's labour pool is a central tenet of many structural theories of migration. 

 

Being numerical, economics lends itself to expression as formulae that predict outcomes. According to 

Jennissen (2007, 435), there is a mathematical “function that reflects when migration is a sufficient 

investment in human capital to induce employees to migrate”:  

            

ER(0): expected net return to migration just before departure at time 0 

P1(t): probability of avoiding deportation from the area of destination 

P2(t): probability of employment at the destination 

P3(t): probability of employment in the area of origin 

Y d (t): earnings if employed in the region of destination 

Y o (t): earnings if employed in the region of origin 

r: discount factor 

C(0): sum total of the costs of movement (including psychological costs) (Jennissen 2007, 417)  

 

According to this formula, if the final net return is positive, the individual will migrate and if it has a 

negative value, the individual will not migrate. Furthermore, the matter of family and household income 

play important role in international migration.  

 

Jennissen (2004) believes that a lack of sufficient income for families is an important incentive for 

migration. “Moreover, Massey et al. (1993, 425) state ‘This uncertainty is determined by private 

insurance markets, governmental programs, and by the possibility for a household to get a loan’” 

(Jennissen 2004, 39). One example of this occurs in Syria where the near total failure of the financial and 

legal infrastructure means that displaced families escaping from death have no private/governmental 

protection/insurance to reduce or offset the risk of household crisis. 
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In my artwork, I depict economic factors through using a range of symbols, such as the relative size of 

characters, certain styles of dress, ragged clothing, battered suitcases, cash in large denomination notes 

or gold coins as opposed to small change. More subtly, the use of suitcases as grains of sand in the 

‘Anticipation’ series (Figures 65–79) provides a poignant commentary on the value of the possessions 

brought by refugees and their significance at different stages of the journey. 

 

The piece False Hope (Fig. 75) from the ‘Anticipation’ series deals directly with the economic hopes of 

migrants. The clothing, slumped-shouldered stance and battered suitcases of the figures all portray the 

impoverishment of the economic migrant. The deliberate echoing of nineteenth and early twentieth 

century images of European migrants leaving for the new world alludes to the common cultural 

experience of seeking a better life elsewhere. The terrifying nature of the fish-ship and the dangerous sea 

behind it allude to the unknown and dangerous journey on which they are prepared to embark in this 

search for a better life. 

 

Thus, we see clearly the central role of economic forces in the network of influences on migration 

patterns. Other series, notably No North Point (Fig. 4 and detailed discussion in Chapter 4) and Editorial 

Satire (Figures 97–108 and discussion in Chapter 4) allude to economic circumstances in a variety of 

ways. The three bottles in No North Point depict economically different societies. The stratification of 

the individuals in those bottles depicts the economic battles that occur within a population. The secondary 

nature of those allusions shows both the ever-present role of economic status in human affairs 

(specifically in this case, migration) but also the primacy of other influences that are uppermost in the 

mind of the displaced person. 

 

2.2.2 Society 

Using Jennissen’s model (Diagram 1), societal concerns include cultural factors, ethnicity, social 

cohesion and demographics. This is a rich source of material for the visual satirist. Again, the armoury 

of symbols employed by the visual satirist provides evidence of the widespread understanding of these 

specific elements of this theoretical framework. Social classes, exclusion of minorities, and oppression 

of the individual by the state are all regularly represented in visual satire and migrant artworks using 

symbols that cross cultural boundaries and tap into a common human experience. 
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Ethnic diversity in host societies and its impact on migration is a major source of the fear of host nations 

and the manner in which they are depicted. The natural tendency for people with a common ethnic 

identity to stick together provides both a source of social capital (enrichment, diversity, innovation) to 

the host society and source of concern (change, ignorance, conflicting values). Jennissen cites Chiswick 

and Miller (1996) as identifying that such immigrants “have more difficulties learning the language in 

the receiving country because they usually live in linguistic enclaves, and as such they are less exposed 

to the language of the receiving country” (Jennissen 2007, 419). In turn, the creation of a separate cultural 

identity can cause fear: “A large influx of strangers can increase xenophobic reactions against foreigners” 

(Jennissen 2007, 419). 

 

The issues of isolation, exclusion and otherness are satirised in I Love Queensland (Fig. 6) through the 

simple portrayal of an alien with a suitcase. The fears of alien invasion and alien superiority play 

ironically against the dehumanisation of refugees currently so commonplace in Australia. The irony is 

enhanced by the use of a spaceship that looks like a typical farmer's Akubra hat. Social inequality and 

cohesion are factors in determining the advantages of migration. For example, the number of Iranian 

migrants dramatically increased during the Mahmoud Ahmadinejad’s presidential period because of the 

corruption and widespread arrests which he made throughout Iran. 

 

The demographics of host and receiving societies influence social, economic and other characteristics of 

the consideration as to whether to migrate. Migrants who live in a country with a large number of young 

people may want to emigrate to a less competitive atmosphere. Aged populations may engage in 

retirement migration. Finally, the gender distribution of migrant populations “in both sending and 

receiving countries may have an impact on the incidence of family formation and reunification 

migration” (Jennissen 2007, 420).  

 

One aspect of this is illustrated in Shared Australia (Fig. 7) in which a wealthy settler clutches the symbol 

of his nation tightly, refusing to share it with the impoverished immigrant. The social inequality and lack 

of cohesion is also depicted in No North Point (Fig. 4), a piece in which I show how isolation, social 

injustice and cultural barriers can impact on different members of society. Moreover, the ‘Editorial 

Satire’ series deals directly with cultural conflict, the political framework of immigration and refugee 

policies, and their impact on displaced people. Specifically, Jackpot (Fig. 8) uses some quintessentially 

Australian symbols to spell out the unwelcoming message Australia is sending to international refugees 
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with its official ‘turn back the boats’ policy. The upright, middle finger and the visual spelling out of ‘Go 

home boat-people’, contrasts markedly with the label ‘Hope’ on the homely and old-fashioned gambling 

machine. The homely nature of the ‘one-armed-bandit’ and the logo using the Australian map are 

reminiscent of a friendlier past. 

 

Similarly, The Cleaner (Fig. 9) shows Foreign Minister Julie Bishop ‘cleaning’ Australia’s Welcome 

mat of refugees. Current policy settings in fact overlap the political factors and the historical links 

between nations. They are therefore relevant to the third category used by Jennissen in his theoretical 

framework. 

 

2.2.3 Linkage between Countries  

Cultural linkage concerns the possible common background of two countries, such as language or a 

shared colonial past, and material linkages and physical matters such as geographical proximity or 

similarity. For the satirist, visual communication is an economic and cross-cultural form of 

communication. Nevertheless, it is the common components of our experience that make this language 

work, and it is often the cultural differences between groups that provides the humour or the ‘hook’ that 

makes a particular piece successful. Thus we see an interplay between the shared human experience and 

our recognition of the idiosyncratic nature of the ‘other’. 

 

For the theoretical analyst intending to inform bureaucratic decision making, there is a similar need to be 

aware of where a migrant population will fit naturally and where there may need to be external processes 

applied to maximise harmony. The ‘Anticipation’ series (Figures 3, 65, 71, 75) presents a number of 

elements dealing with these linkages. Both the distance and nature of the migration journey as well as 

the disparity between the cultural expectations and reality of the migrant are recurring themes in this 

series. 

 

Colonial history warrants special attention here, as Australia's immigration data provide important 

evidence of the manner in which this works. The cultural linkage between Australia and UK is an 

example of how colonial linkages facilitate faster and easier administrative decisions for potential 

migrants. The large numbers of Australian immigrants from the UK (1.2 million), NZ (600,000), India 

(300,000) and other Commonwealth countries indicates this. There are also large numbers of immigrants 
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from countries where Australia has been engaged in military action, such as Vietnam (200,000), Germany 

(100,000), and South Korea (100,000) (ABS 2005). 

The global experiences of colonialism and global capitalism are strong elements in Utopia from the 

‘Anticipation’ series (Fig. 3). This work directly addresses the cultural linkage between the receiving and 

sending countries, by featuring monumental buildings such as the Statue of Liberty in the US and the 

Sydney Opera House in Australia. These cultural icons refer to a specific culture which a group of people 

know and respect. 

 

The ‘Anticipation’ series features fish ships inspired by a deep-sea fish and a colonial ship. The colonial 

ship has a strong connection for immigrant nations such as Australia, the US, and Canada, the people of 

which are a major intended audience for this series. This embedded knowledge of the significance of the 

ship resonates culturally and provides a good form of shorthand to communicate the underlying message 

to the audience. 

 

2.2.4 Policy  

As a political cartoonist, I specialise in satirising current political issues. Having migrated to Australia, I 

have first-hand experience of dealing with Australia’s political framework as it impacts on displacement 

and migration. The political situation in both sending and receiving countries impacts directly on the 

pattern and volume of migration. Violence, war, and oppressive economic policies uproot and displace 

people from their host country. It is interesting to observe the interplay between policies of sending and 

receiving countries in the recent Syrian crisis. The large flow of refugees from Syria entering Europe 

created a crisis for the West that, in turn, changed the policy of the host countries from one that asserted 

that Bashar Al Asad, the dictator of Syria, must renounce power to the current and quite different position 

that the Syrian crisis should be solved by democratic means. 

According to Hamilton: “The government of a sending country can influence the extent of 

emigration explicitly by policy measures. Within international political relation, sending 

countries can use the immigration issue to achieve other goals.” (Jennissen 2007, 421)   

The immigration policy of the receiving countries is the other primary component in this category. For 

instance, the policy of Australia government to refuse the settlement of refugees arriving by boat has 

been specifically designed to limit refugee arrivals. This can have a flow-on effect: “Stricter entry 

requirements of one particular country can lead to increasing immigration levels in other potential 

countries” (Jennissen 2007, 422). For example, the new policy of Australia in this regard limits the 
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number of refugees leaving Malaysia and Indonesia; and the recent policies of Germany and UK have 

directly increased the number of refugees in Greece and Turkey. 

 

The untitled work from the ‘Editorial Satire’ series (Fig. 10) shows refugees heading to Australia by boat. 

However, their boats fall down a waterfall before they reach the impenetrable fortress of Australia. The 

waterfall represents the immigration policy of the Australian government. The dominance of Fortress 

Australia by fighter jets represents Australia's military engagement in the countries from which these 

refugees flee. The creation of a policy that refuses refugee status to those fleeing is not new, but it is not 

considered as a component in the theoretical frameworks considered here. This is a specific example of 

the analysis of these artworks and the research that informs them, which offers new ideas that 

complement existing academic discussion. 

 

Cohesion and injustice in society have been discussed in terms of its social dimension (in 2.2.2), but it 

has a political dimension as well. The injustice in the receiving society could lead to some violence 

against the arrivals. The countries with a higher level of equality are more desirable as receiving 

countries. To a large extent, the false hope of equality previously held out by Western democracies that 

are now closing their borders is a major, recurring theme in the stories of the displaced engaged through 

this project. 

 

The Detention Centre piece (Fig. 11) from the ‘Anticipation’ series addresses these policies on a number 

of levels:  

 The use of astronauts controlling the refugee fish evokes outer space, depicting the reality that 

many refugees in the world today have nowhere to go.  

 The use of a primitive lance by the astronaut/controllers indicates that politicians do not have 

appropriate tools at their disposal to deal with the issue confronting them.  

 Further, the ragged ship/fish is decaying while it is alive.  

 The use of the many ties to tether the fish-ships evokes the capturing of Gulliver by the 

Lilliputians in Jonathan Swift's Gulliver's Travels (originally published in 1726). The inversion 

of the role of villain and victim from that story is representative of the casting of innocent refugees 

as the invader. 

Many of the artworks examined here are pertinent to this aspect of the current discourse. For example, 

the Medallion of Selfishness (Fig. 91) shows individuals suffering as a direct result of political decisions. 

It is to this component of the discourse that the field work and art informed by it can make the greatest 

contribution. 
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2.3 Democracy and Globalisation 

One of the most complex components of this global approach to migratory flows is the perceived 

relationship between democratic freedom and capitalism. From the examples of False Hope (Fig. 75) 

and the analysis of policies that close borders to prevent migration at its destination rather than dealing 

with displacement at its source (2.2.4), it may seem naive that refugees generally associate capitalism 

with freedom. 

 

Scholars acknowledge the tenuous nature of the link. Theo van de Klundert (2013) describes it as “a 

fragile alliance”, while others point out the fundamental nature of the link: 

Insofar as free international transactions benefit society as a whole, democracy that renders 

leaders more accountable to the citizenry should be conducive to the removal of restrictions on 

such transactions. … In financially open economies, the government and central bank must be 

transparent in order to retain the confidence of the markets, and transparency spells doom for 

autocratic regimes. (Eichengreen and Leblang 2006, 1) 

My own experience illustrates just how important that link is to individuals in undemocratic countries. 

The main reason that I left Iran was to regain freedom of speech, a fundamental component of democracy. 

As a satirist struggling with the regime over censorship of my work, I felt forced by external 

circumstances to choose between leaving my homeland or losing that freedom for ever. 

Iranians generally perceive global capitalism as bound together with democracy. From an observer in an 

undemocratic nation, personal, political and economic freedom go hand in hand. 

 

My personal experience in this regard is evidence that simple economic drivers are not sufficient to 

explain individual decisions. As the General Theoretical Framework of Migration predicts, economic 

reasons were not my primary motivation to leave my motherland; I was drawn to the democracy of 

Western capitalism. 

 

Structuralist theory, then, underpins the stance I take as a satirist. It provides a broader context in which 

the satirist can unpack the socio-political issues. It requires the most generalised and complex expression 

of that theory to deal with the issues that have emerged through my engagement with displaced people 

and captured in this artwork. Even then, there are significant aspects of migratory experience and the 

global reality that are outside the current discussion around that framework. The increasing number of 
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refugees who are permanently displaced and will never find a homeland is one such problem. The 

symbolic language used by visual satirists in general and specifically in the works informed by the field 

work with refugee migrants in Australia therefore contributes significantly to the discussion of 

displacement. 

 

2.4 Geo-Political Borders 

Another aspect of the experience of displaced persons that contributes powerfully to the visual satire 

examined here that is not highlighted in existing conceptual frameworks is the concept of geo-political 

borders. As a symbol, it is easy to visualise and easy to digest for the majority of audiences. Thus, I have 

repeatedly addressed this matter in my art practice.  

 

The highly political nature of the border allows the visual satirist to make a strong critique of the social 

issues such as social injustice, political conflict, and the concept of “us” and “them”. It is important to 

note that we are becoming increasingly hysterical about borders, precisely as they are dissolving. A large 

component of the pressure on borders comes from the global economy. 

 

Today, the economy and open market are omnipresent; as Papastergiadis notes, “The market is now God: 

economic planning is the devil incarnate” (2000, 81). When we talk about the economy and the matter 

of globalisation, we automatically engage with the concept of borders. Globalisation increases the 

turbulence of migratory flows. However, borders restrict these movements. Commentators such as 

O’Neill (2010, 29) note that the twentieth century is characterised by refugees because the colonisation 

of the globe was completed and almost all regions had been converted into self-governing nation states. 

Moving beyond this stage in the second decade of the twenty-first century, we face even more 

complicated scenarios as statelessness emerges as a source of threat to the established order. 

 

From the classic economic forces of migrant workers to the violent creation of stateless Syrian and Iraqi 

refugees, the border is a critical element of the displacement narrative. As travelling across borders 

becomes more commonplace, it has also become more and more dangerous and difficult. It is paradoxical 

situation:  

 

While the flows of global movement are proliferating, the fortification of national boundaries is 

becoming more vigilant. Every nation-state is at once seeking to maximise the opportunities from 
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transitional corporations, and yet closing its doors to the forms of migration that these economic 

shifts stimulate. (Papastergiadis 2000, 3) 

 

Moreover, the concept of the border is highly political and racial. Borders are, by definition, the ultimate 

limits of each state and so the state’s policies to the ‘other’ are highly visible at the border; Papastergiadis 

observes, “Borders are the most radicalised and militarised zones on the political map” (2000, 61). In 

recent years, the shadow of terrorism has increased the investigation of migrants and travellers at airports. 

However, stereotypical racial behaviour is commonplace at the borders and so migrants and passengers 

are exposed to the inequality with which the political framework and the security forces that uphold it 

view different nationalities.  

 

A personal experience passing through the arrival gate in an Australian airport compared to a Swiss 

friend’s experience is a case in point. Both of us had the same official status; however, I spent more than 

one hour in the customs office, while my Swiss friend passed through the gate in a minute. A single 

example is not scientific evidence, but such occurrences shape the experience of migrants and refugees 

and, consequently, the narrative that emerges. 

 

In addition, the intertwined concepts of border and the ‘us’ whom the border protects play an important 

role in the distribution of power; especially at election time. Populist leaders increasingly refer to 

migration and refugees as a matter of security and economic well-being to gain the attention of the 

masses.  

As racist ideologies against migrants and refugees gain ascendancy in many western countries, 

political leaders increasingly avoid any moral considerations in determining their national politics 

on migration quotas. (Papastergiadis 2000, 56)  

For example, Donald Trump, the American billionaire who is contending for the presidential seat in the 

US, has said he will build “a wall along the Mexican border” (Carroll 2016). Furthermore, he has called 

Mexican migrants “rapists” (Miller 2016). In another racist speech, he has said that, if elected, he will 

“ban all Muslim travel to the US” (Diamond 2016). Shockingly, as of May 2016, he is the presumptive 

presidential candidate for the Republicans. Similar events have played out in the Philippines (Bello 2016) 

and Austria (Foster, Huggler, and Rothwell 2016). 
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The bottles in No North Point (Fig 4.) symbolise borders. In addition, the map of Australia features 

regularly in the ‘Editorial Satire’ series. There, the border is often represented as an impenetrable cliff, 

exactly as the Australian government attempts to portray it in the domestic media.  

 

2.5 Conclusion 

Economic and political theories of displacement focus on its causes, the purpose of which is twofold: 

Firstly, to help minimise displacement by reducing the prevalence of these causes and, secondly, to 

mitigate the potentially negative impacts of displacement in host countries by better understanding the 

displaced. A good deal of the research discussed in this section was undertaken by Roel Jennissen, who, 

as previously noted, is a Dutch sociologist and demographer working for the Department of Justice in 

the Netherlands, which is responsible for integrating migrant populations there. 

 

This exegetical research addresses the shortcomings of this discourse in light of the knowledge I have 

gained from working with refugees and developing a visual language to express their experiences. By 

placing the findings of the field work and art produced from it into the context of the existing discourse 

on migration, I hope to contribute to and extend this body of knowledge. Given that the theoretical 

frameworks discussed here are used to make bureaucratic decisions that affect the lives of refugees, it is 

my fervent hope that such enrichment is possible. 

 

The next chapter places my work in the historical context of visual satirists both in Iran and the West 

across the centuries. In doing so, I identify those elements of visual satire that form a regular and well-

understood symbolic language and thus, by exclusion, also identify those elements in my work that 

contribute fresh insights and knowledge to the discourse on displacement. 

  



26 

 

Chapter 3: My Work in Relation to Other Visual Satirists’ Work 

 

This chapter examines the development the artistic language I have employed in the work created for 

this DVA project, and the historical antecedents of the visual satire used to address displacement, its 

causes and effects. The intention of examining this historical framework is to contextualise my satirical 

work, thereby providing evidence of the contribution made by these artworks to the discourse on 

displacement. 

 

By definition, any specific artwork, or one artist's body of work, expresses a particular perspective: the 

perspective of that artist. While a given artwork may shock its audience and alter the discourse current 

at the time (PabloPicasso.org, 2009), understanding the historical context of that artwork reveals a great 

deal more about its relevance and impact. The first section of this chapter compares and contrasts my 

visual satire with three masters in this genre. Two of them are contemporary artists and one of them is 

from the nineteenth century. Respectively, they are Ardesir Mohasses, Brad Holland, and Honoré 

Daumier.  

 

Mohasses was born in Iran and passed away in exile. His common cultural base, similar political concerns 

and certain similarities between his life and my own provide a powerful insight into the response of visual 

satire to the imbalance of power and wealth. American artist Holland takes a strong, critical point of view 

against war and social injustice. A survey of his work identifies remarkable similarities in the symbolic 

language employed in different eras and different cultures to convey specific messages. This highlights 

those elements of the visual, symbolic language that cross cultural boundaries. Finally, the French 

illustrator Daumier worked over a century ago and offers insight into those elements of visual satire that 

are timeless and those that are contextual in the modern world. The focus on and depiction of the 

imbalance of power, for example, and its impact on the powerless, is strikingly similar across the 

centuries. 

 

This chapter unpacks each artist’s response to the social political issues they selected and the symbols, 

metaphors, and other devices they use to convey their satirical message to their audiences. It also 

compares those symbols and the nature of the messages expressed to those of my own body of work. 

This identifies and collates the symbolism, identifying some as being of universal relevance, and others 
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as belonging to particular cultural or political frameworks. It therefore allows us to identify the 

contribution made by satire in general, visual satire in particular and, specifically by this body of work.  

 

3.1 Ardeshir Mohasses  

This section compares my work with the Iranian satirist Ardeshir Mohasses (1938–2008). Mohasses and 

I were born in the same country and left our homeland in adulthood. Despite growing up in different 

periods, both of us were inspired by the social and political atmosphere of our country but found courage 

and freedom in exile, escaping the restrictions of an oppressive culture. Mohasses made most of his work 

in the US, allowing him to be extremely brave in comparison with other Iranian satirists. 

 

Similarly, since coming to Australia, my work has explored forbidden subjects such as hunger for power 

and weapons. I have utilised this freedom of expression in the ‘The Weapons’ series (e.g. Fig. 12), which 

specifically deals with a subject that is taboo in Iran. Despite this lack of restriction on my expression, I 

plan to keep my message more satirical and indirect, in keeping with my existing body of work.  

 

Mohasses’s family life played a role in his character:  

The youngest of four children, Ardeshir was born to ʿAbbās-Qoli and Sorur Mahkāma Moḥaṣṣeṣ. 

His father was a judge and died when Ardeshir was an infant. His mother, an educator and the 

principal of the first school for girls in Rasht [city in the north of Iran], was a poet and literary 

figure in her own right, and a close acquaintance of the noted contemporary Persian poet, Parvin 

Eʿteṣāmi. Her endless supply of funny stories helped to enrich Ardeshir’s imagination. (Nodjoumi 

2013) 

 

He started work with local publications and media, moved to New York in the 1970s and died there in 

2008 at the age of 70. Mohasses focused on the issues Iran faced from the 1960s to 1980s rather than 

addressing global themes. In his work, he used Islamic figures, such as women with hijab (Islamic dress 

code for women) and miniature-like figures that referred to late-nineteenth and early-twentieth century 

traditional clothing. This contrasts with my works, in which I use international stereotypes and clothing.  

 

Moreover, while “Mohasses … was well established in the field of Iranian political caricature before the 

revolution in 1979” (Föllmer 2011, 303), his focus is more social than political. Coming from a similar 

environment and understanding the generational frustration with politics, my opinion is that he believed 

in improving society through better social behaviour rather than political change. Mohasses and I share 
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some methodology, in that we both use pen and ink: “Mohasses also made the style of the illustration of 

Qajar [the royalty in Iran] lithograph prints suitable for political caricature” (Föllmer 2011, 303). He used 

illustration and the cross-hatching method to express his ideas. 

 

As Iranian satirists, Mohasses and I deal with common issues, including dictatorship. Dictatorships 

employ censorship and deliberately limit the freedom of speech. In such a situation, satire offers a tool 

for artists to find their way around the restrictions. Mohasses, who lived in the period of the Shah 

(Pahlavi), usually illustrated Qajar kings (Fig. 13) from the kingdom that preceded the Pahlavi dynasty. 

Many Iranian satirists refer to previous rulers (kings, shahs or dictators) when addressing current issues. 

Mohasses used this approach perfectly. The face of Mohasses’s king is reminiscent of Mozaffar ad-Din 

Shah Qajar, who was the fifth Qajar king. This is clearly the case in figure 14, which depicts a Qajar king 

who holds an enslaved young man by a chain around his neck. The tall cylinder crown, the big grey 

moustache, and the military coat clearly represent Mosaffar ad-Din Shar Qajar. 

 

The dress code of the slave derives from clothing worn by people in Iran’s rural areas during the first 

decades of the twentieth century, and could be interpreted as the people who left rural areas and settled 

down in the slums of mega-cities such as the capital Tehran in late 1960s and early 1970s. This work is 

signed and dated 1978, which is the last year that the last Shah of Iran was in power. 

 

I followed this well-established tradition of referring to the mistakes and characteristics of past rulers 

that are being repeated by the current ones that overthrew them. I was born and grew up in a republic so 

we had no king, but I have used the figure of a king in different manners and shapes to critique the 

dictatorship. I also employed the symbolic form of chess figures to represent royalty, military and clerical 

power. 

 

No. 20 of the ‘Chess’ series (Fig. 15), addresses Iran’s delicate international situation during the Islamic 

Revolution. The king and pawn pieces (we call the pawns ‘soldiers’ in Iran) represent the ruling elite and 

the people. I have added another message to my work; the king himself is chained by someone else, who 

is out of frame so we cannot identify them. This shows that the power dominating the lives of ordinary 

people is itself influenced by powers outside of Iran. 

As Iranian satirists, both Mohasses and I have also responded to the matter of execution. During the 

twentieth century, many countries have continued to use execution as a penalty for major crimes from 
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murder and drug trafficking to spying for the benefit of foreign countries. However, in the twenty-first 

century, only a few countries still apply the death penalty. Iran is one of them. According to the Iran 

Human Right Documentation Centre, in 2014, 721 people were executed in Iran although the official 

government figure is 268 (“Iran’s ‘Staggering’ Execution Spree” 2015).  

 

It is clear that I am not in the position of judging the crimes, the criminals, nor the victims. Nevertheless, 

as a human, as a citizen, and as a person passionate about art I have the right to make my position against 

the death penalty clear in any manner I choose. I have several reasons for this point of view, one of which 

is appropriate to this chapter: dictatorships use the death penalty as a legal device to wipe out their 

opposition. For example, in 1954, nearly eighteen months after the US coup d’état against Iran’s prime 

minister of the time, Mohammad Mosaddeq the foreign affairs minister, Dr. Fatemi (Figs 16 and 17), 

was executed.  

 

I believe that Mohasses, like many other members of his generation, was influenced by these incidents 

of the 1950s that caused the failure of the democracy-movement of Iran. Mohasses dealt with execution 

in a number of artworks. In the piece The Convict’s Execution Coincided with the King’s Birthday 

Ceremonies (Fig. 18), he shows soldiers and ordinary people watching a man who has been hanged from 

a gallows. At a first glance, the piece seems illustrative and less satirical. However, a more careful look 

reveals that the noose is, in fact, a string of party lights. In other words, Mohasses depicts the death of 

one as the entertainment of another. In this work of satire, the executed not only was hanged on the 

King’s birthday but also, in my opinion, his life sacrificed for the life and health of the King. This refers 

to both the practice in ancient civilisations and to the execution of opponents to maintain power. 

 

I have also employed the visual power of the noose in a number of pieces, particularly No. 17 (Fig. 19) 

from the ‘Chess’ series. The Pawn or Soldier piece has an interesting property. Despite being 

incomparable with the king in influence and power, the soldier is the only piece that can upgrade and 

increase its power and influence by crossing the whole battlefield. For me, this ability of the soldier to 

upgrade its power holds a strong irony contrasting with its weaknesses: it has no voice and little worth, 

yet the Soldier is a potential threat to the King. It has a chance to be a game changer. For me, the chess 

piece is representative of ordinary people who have stood up for their rights on several occasions during 

the twentieth and twenty-first centuries. For example, it is a metaphor for the uprising against the Shah 

in the 1978 revolution. Right now, it seems they have lost the game; however, they still have hope. 
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I selected chess pieces as a metaphor not only because of their ability to carry a satirical message but also 

because they are a good means to bypass censors. Using an object rather a human character reduces the 

likelihood of the censor to interpret the image as someone in particular, or as evidence of a hidden 

message. Despite this, No. 17 from the ‘Chess’ series has never been published in Iran, which is another 

irony.  

 

The 1979 Islamic Revolution was a radical change for the Iranian people. Mohasses’s generation was 

involved in this regime change and my generation was born after it had already taken control. So 

Mohasses and I represent the two generations who have responded directly to this set of circumstances, 

although in different ways. Mohasses’s drawing Long Live the Nation (Fig. 20) shows an unchained but 

stricken man who flourishes his hand in the air and cries loudly, while walking to an unknown 

destination. This is a typical illustration of a revolutionary. However, the eyes of the man are blinded by 

a piece of cloth. In fact, Mohasses shows us how Iran’s revolution and its intense and excited 

revolutionaries are walking blind. This work of satire forecasts the corruption of the democracy-seeking 

movement of Iran into a religious dictatorship.  

 

Another symbol that also appears in both Mohasses’s and my work is the book. Persian book-making 

and books themselves hold an elevated position in Iranian culture. The most important ancient Persian 

and Iranian works of art emerged as illustrations for poems and historic or mythical stories. In the New 

Year ceremony, a holy book (Quran) or poetry book is used as a central symbol. Mohasses uses the 

Persian book for its philosophic/satirical context. His focus is more on the illustrative capacity of Persian 

books. For example, in the work depicted in figure 21, he uses the Persian miniature style to make a 

satirical self portrait of himself. By using this style, he references his Persian heritage, while his clothes 

are in the Western style. In that figure, Mohasses’s work is compared to a traditional, illustrated Iranian 

work to show the common elements he has used to convey cultural depth. 

 

Deep cultural references like this form a means of communication that eludes spoken and written 

discourse (or complicates it so much as to make it unwieldy). It is an important thread in the study of an 

artistic response to displacement that symbolic language is a powerful way to compress and convey 

information. In my work, I use the book much more traditionally—as a publishing media. Most of my 

series have been published in the form of a limited edition artist’s books. These books provide the entire 
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series without the geographical and logistic difficulties of exhibitions. Books can travel across both 

geography and time.  

 

The common experience of Mohasses and me, a generation apart, provides a rich insight into the role of 

Iranian history and politics in determining the symbols that are used in our works. Some of those symbols 

(particular kings or forms of dress) are specific to Iranian culture, while others (hanging, enslavement, 

the power of the book) are global. Comparing the shared use of symbols that Mohasses and I use to the 

work of artists from completely different cultural backgrounds provides further insights into the visual 

language used to respond to displacement and how that might contribute to the wider discourse on the 

subject. Thus, I turn now to the work of American artist Brad Holland. 

 

3.2 Brad Holland  

The work of Brad Holland (1943–) came to my attention when I was nineteen years old and living in 

Iran. At the time, I had already started to work as an artist; Iran was in the post-war period and the breeze 

of change had begun. Thanks to the post-war policies, a number of Western books had been translated to 

Farsi. One of the books was Holland’s Human Scandals (1977). The book had already been censored; 

however, it still contained around two dozen, highly political, pen and ink drawings. This book had a 

great impact on my work. 

 

The examination below identifies certain stylistic elements that I adopted, or focused on, as a result of 

seeing Holland’s work. They include the use of pen and ink illustration with cross hatching as a common 

method of providing shadow and depth. Interestingly, there are also many similarities between both the 

subjects we have chosen in our work and the form that we have used to depict them. Most importantly, 

these resonances are most striking in works that do not appear in Human Scandals; I discovered these 

works while undertaking the research for this project. If there were only one or two of these incidents, it 

could be explained as a coincidence, an accident, or forgetfulness on my part, but there are many. An 

examination of these similarities provides a great deal of information about the components of the visual 

language used to satirise, challenge, and undermine power. 

 

Whereas the study of Mohasses’s work identifies cultural elements common within Iran, this examination 

of Holland's work isolates a number of techniques and symbols that form fundamental elements of the 
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visual language used to contribute to the discourse on displacement. The identification of this common 

language provides evidence of its power and usefulness as a means of engaging in this discourse. 

 

An American cartoonist and illustrator, Brad Holland is a self-taught artist who has contributed to many 

leading periodicals, including The New Yorker, Time, Rolling Stone, Vanity Fair, among others. In 

contrast to Mohasses, but similar to me, Holland uses global references to express his ideas; he does not 

specifically refer to his nationality in most of his work. Holland focuses on both social and political 

issues, such as war, wealth, poverty, dominant powers. 

 

In terms of visual material and composition, he changes the scale of objects to highlight the main subject 

in the frame. In the majority of his works, for example, the dominant power is shown as a large male 

figure and the other, less powerful, players are exhibited as smaller male figures. In some works, these 

‘unimportant’ figures have the quality of insects and small creatures. 

 

Stereotypes are very prominent in Holland’s work and he uses many Western classic stereotypes, 

symbols, and icons, such as knights in medieval armour, circus clowns, and horseshoe magnets. 

However, he mostly uses those parts of his culture that are readily interpretable in different cultures. For 

example, in Untitled (Fig. 22), he has used the stereotype of Roman soldier with a blade in one hand and 

a shield in the other. By representing the shield with the shape of a coin, he shows how money can play 

a role as a weapon and means of defence.  

 

This image shows how Holland uses the cross-hatching method to create an aggressive feeling in the 

artwork, which supports the context. Like many other satirists, Holland is interested in the matter of 

money and its relation to power. In one work (Fig. 23), he has illustrated a mysterious man in ragged 

clothes. However, the man is sitting like an influential person. He is confident like a banker, which is in 

contrast with his clothes. Looking more carefully at his ragged clothes, we see that the patches are 

American dollars. In fact, we are seeing a man who has repaired his clothes with money. Unfair wealth 

distribution increased during the twentieth century and has intensified in the twenty-first (Grenville 

2014). The ironic message of using cash to make clothing repairs tells us how a rich person’s lifestyle is 

different when compared with poor people’s.  

The issue of unfair wealth distribution has always been important for me. Thanks to oil, natural gas and 

other resources such as expensive metals, Iran is one of the wealthiest countries in the world. However, 
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its wealth distribution is one of the most unequal in the world. In Populism (Fig. 24), I address the unfair 

gap between rich and poor by juxtaposing the two groups, showing the state of their clothing. The top 

hat, in my work, is a symbol of political power. In Iran, a large number of governors are misusing their 

power to earn more wealth. This work is also a critique on those people who follow their wrongful and 

lawless desires under the guise of duty and service to people.  

 

In his drawing Untitled (Fig. 25), Holland addresses the unfair distribution of wealth using three male 

figures of different sizes. The sizes reflect wealth and power. The giant man is the most powerful and 

holds a big pot with a paste-like material. He pours the paste into the second man’s pot who himself 

pours the paste into the small pot of the last man. The last man, in comparison with other two, has the 

quality of an insect. In addition to the obvious satirical point about the relative wealth of the classes and 

the one-way nature of their perceived dependency, there is also the issue of ‘the missing paste’. During 

the act of passing on the liquid paste, which could be interpreted as wealth, a big part of the liquid is lost. 

This work uses satire to strongly criticise the state of social justice and unequal access to opportunities.  

 

I also address this issue in a cartoon (Fig. 26) which I made for the financial newspaper Poul. My focus 

was on the issue of poverty and unfair wealth distribution. During the Mahmoud Ahmadinejad 

presidency, Iran was faced with backbreaking and sometimes inhumane sanctions. While these sanctions 

pushed the middle class into poverty and poor people to the edge of life and death, a small group of pro-

government people made fabulous fortunes. Like Holland, I have illustrated power by using scale. The 

giant hand with a diamond stud holds the power. The powerful hand does not allow the ordinary people 

(symbolised by the small hands) access to the golden coins. 

 

Feelings of humiliation can come about as a result of poverty. In Untitled (Fig. 27), Holland satirises the 

wealthy and their ridiculing of ordinary people. He has illustrated a fat man with a large stomach 

decorated as a joker face. Stereotypically, a fat body refers to the wealth and comfort. Apart from the 

modern issue of being overweight due to lifestyle, being fat has historically been a sign of wealth. 

Holland uses this stereotype to show a wealthy man humiliating someone with his joker stomach. Both 

faces are looking to a point outside the frame of the cartoon; therefore, outside our frame of observation. 

This use of an external focal point allows Holland to better convey his message in a number of ways. 

Firstly, showing a face from the side is more expressive than from the front. Secondly, and more 

importantly, the audience viewing the cartoon is not the victim of the humiliation. In this way, Holland 
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avoids the trap of humiliating his audience. We understand someone is humiliated but assume that it is 

not us. We receive the message without feeling victimised. 

 

I made a similar cartoon for the Etemad-e Melli newspaper (fig. 28). My fat man wears a top hat, 

symbolising a connection to official power. The man’s stomach rests on the back of a tiny man, 

representative of ordinary people. The fat man’s stomach is like a huge piggy bank collecting all the 

coins dropping from the top of the frame. The fat man collects the money, with the weight of his stomach 

resting on the back of the little person. My message is that middle-class Iranian families were bearing 

the cost of all those illegal but systematic abuses of the system by the pro-government minority. Not only 

is wealth unevenly distributed but the effort of supporting that wealth falls unfairly on the poor. In this 

image, the dependency is not flowing in one direction. The wealthy depend on the poor, even though 

they prevent them progressing economically. 

 

Power provides a very interesting topic for satirists such as Holland, and he has made dozens of works 

upon this subject. For example, in Untitled (Fig. 29), he addresses absolute power and its relation to 

lesser powers. The satire shows a giant man in a suit with a classic U-form (horse-shoe shaped) magnet 

for legs. This magnetic man irresistibly attracts a few small characters dressed as iron-clad knights. The 

knights have a hunger or penchant for power. They want power to enjoy the facilities it provides. Anyone 

wearing that armour, though, is irresistibly drawn to the magnet. In addition, when we look to the small 

but fully equipped knights, we find out they are powerless. They even seem like dead bodies. In fact, 

Holland with his unique elegance shows how this temptation to absolute power would be the death of 

small pieces. 

 

Similarly, I have addressed this issue in piece No. 23 of the ‘Chess’ series (Fig. 30). The work shows a 

giant King piece attracting the small pawns (soldier pieces). The King and the soldiers are the same 

colour, referring to their being on the same political side. Moreover, Iranian language uses a social-

political term “dissolution to the supreme leader”, which means that the person the phrase is applied to 

would do absolutely everything that the leader might ask. In other words, they not only would agree with 

supreme leader’s attitude in any manner, but they would also sacrifice their life for the leader and his 

political view. The term also covers the hidden meaning of punishment for those who dissent from their 

point of view. The political opposition, for example, can be described as breaking the rule of dissolution 

to the Supreme Leader by opposing his wishes. 
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Weapons in general, and guns and bombs specifically, exist as symbols of power, violence, war and 

domination in both Brad Holland’s and my works. Both of us are suspicious about this source of power. 

In our works, the weapons usually carry negative meanings. Holland and I have also both made work 

identifying power as a motivator for people. In one of Holland’s satires (Fig. 31), the famous Don Quixote 

and Sancho Panza represent the US and a Middle Eastern soldier. Don Quixote with the top hat and 

goatee is a look-alike for Uncle Sam, a personification of the US government or people. Holland mocks 

the US and its capitalistic policy by comparing Uncle Sam with Don Quixote. To make his sting more 

harmful, Holland shows Uncle Sam’s horse as the world, using a map of the world as the ragged poncho 

on the back of the horse. The motivation of the world to allow Uncle Sam to ride ‘on our back’ is a bomb 

hung in front of the nose of our horse. This echoes the ‘Carrot and Stick policy’ promoted by the West 

to developing countries. This is a carrot that also threatens war for all people of the world.  

 

My response to this issue focuses on politicians. In piece No. 21 of the ‘Weapons’ series (Fig. 32), I have 

shown two men, one riding on the shoulders of the other. Both men are in the suits and shiny shoes 

characteristic of politicians. As in Holland’s work, I portray the hunger for power with the symbol of the 

carrot, depicted here as a pistol. The second man thinks he is following his dreams; however, his efforts 

are solely for the benefit of his leader who rides on his back.  

 

Other striking similarities in our work include the depiction of the powerful ravaging the brains of the 

people, and the normalisation of violence through the constant presence of weaponry. Space does not 

permit a full analysis of these topics but the additional images provided (Figs. 33–37) speak for 

themselves. 

 

This section has examined the similarity of the images used by an American and an Iranian artist to 

portray inequality, power, corruption and the conundrums that those conditions present to society. Those 

similarities reveal a powerful, succinct language with which to engage in the political discourse. 

As many of these topics are central to the discourse on displacement, this examination of Brad Holland's 

work and comparing it to my work advances an understanding of how visual satire might engage in that 

discourse, even though it is not a topic specifically addressed by Holland. 

The next section expands that project by examining a French visual satirist from the nineteenth century. 
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3.3 Honoré Daumier  

There are many similarities between Honoré Daumier’s work and career and the time in which he lived 

(1808–79) and the time that I worked in Iran. These include the ongoing influence of revolution; the 

censorship of the artist by the powerful, and the use of satire and humour to get around that censorship; 

and the use of visual language incorporating symbols from traditional stories to engage succinctly, subtly, 

but effectively, in a critical discourse. 

 

Despite the technological differences between our times, printmaking is fundamental to both our 

practices. In my case, there is an ironic reference there about the importance of print as a means of 

communication. In Daumier’s case, print was unironically and unequivocally an enabling technology. 

Time and era play a very important role in satire. Daumier is a famous, politically motivated, visual 

satirist. With his “artistic prowess and biting wit, he recorded the 1848 revolution, the rise and fall of the 

Second Empire, the Crimean and Franco-Prussian Wars, and the Paris Commune” (Lucero-Criswell 

2004, 1). 

 

Daumier studied lithography, a practice a bit older than Daumier himself. The lithography technique 

“had been discovered in 1798 by a German, Aloys Senefelder, a struggling actor-playwright seeking an 

inexpensive method for printing his plays. He found that the smooth Kelheim stone used for flooring in 

Bavaria had the fine porous textures best able to take the drawing from the grease crayon and to print 

that drawing in almost limitless quantities” (Vincent 1968, 8). In contrast with etching and engraving, 

which have several steps and a more complicated procedure, lithography is very direct and fast. These 

advantages made the technique suitable for illustration and editorial cartoons.  

 

Print plays a significant role in my art practice. The limited edition lithograph of Daumier’s time was the 

latest in contemporary technology but it is now considered classic, along with etching and engraving. I 

have also used contemporary technology: my cartoons for newspapers in Iran were printed using offset 

printing, while almost all my art practice, including the series made here in Australia, have been 

reproduced as digital prints.  

In some cases, I have made just two printed copies of my recent work for this project to deliver a satirical 

message about the context of print. Printing still works as a way of reproducing the image and as a symbol 

of the freedom brought by the printing press, but the now standard means of digital reproduction is much 
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more suitable for wider consumption. My personal restriction on the number of printed copies can be 

interpreted in the context of democracy, in which freedom of speech is a fundamental value.  

 

As with many satirists, Daumier used stories from his culture. For example, the plate Gargantua (Fig. 

37) uses a French myth about the adventures of Gargantua and his son Pantagruel. These two characters 

are giants. “[Gargantua was] once a folk hero in the Lyons area (East-central France), who was given 

immortality by Rabelais” (Vincent 1968, 26). This story itself is satirical. Daumier creates the satire in 

Gargantua by referencing this earlier satire, made centuries before his time, and substitutes Gargantua 

with the king of France. In his work, “huge-bellied figure of the King sits like a massive idol on an 

enormous throne towering far above the plain outside Paris. A long ramp extends from the earth to his 

wide-opened mouth, and up this ramp little men carry baskets of gold to dump into his great maw, filling 

the bloated belly” (Vincent 1969, 27–28). The satirical message is clear and there is no need to explain 

it. Even now, after centuries, this work of satire is easily interpreted in the context of social injustice and 

globalisation. According to Howard P. Vincent, this piece is “Daumier’s accession to fame and his arrival 

at satirical power” (1968, 25).   

  

Like Daumier, I use traditional stories as a means of conveying complex messages simply. The stories 

that I have used are both Iranian and European. For example, in the drawing Detention Centre (Fig. 38) 

from the ‘Anticipation’ series, I have referenced Gulliver’s Travels, which is a satirical story written by 

Jonathan Swift, the eighteenth-century Anglo-Irish writer. I was introduced to this story through The 

Adventures of Gulliver (Fig. 39), an American television cartoon series by Hanna-Barbara Productions. 

This series was broadcast in Iran during the Iran–Iraq war. This series was one of a small number of 

healthy visual materials that we could watch at the time. My generation suffered technologic restrictions 

because of the lack of satellite TVs and the Internet in Iran in the 1980s, which caused isolation for 

developing countries. This situation was exacerbated by a regime based on the state adoption of Sharia 

law, hostile to the West, and the deprivations of fighting a regional war for eight years. As a child, I 

eagerly consumed each single frame of visual materials from the West and they were etched into my 

mind forever.  

In Detention Centre (Fig. 38), I reference these childhood memories of Gulliver's Travels. In a satirical 

way, I refer to the famous tying down of Gulliver by the Lilliputians, substituting Gulliver with the fish-

ships. According to Swift, Gulliver easily releases himself from the ropes that have been tied by the 

Lilliputians. In reality, refugees in Australia do not easily escape the detention centres. In addition, 
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Gulliver himself is a peaceful person. In fact, he is the good guy of Swift’s tale. In contrast, the ship-fish 

seems aggressive and un-trustworthy. This reversal of the character's roles is an important point of the 

satire. In our reality, there is a big question around whether we should trust refugees and give them the 

chance to live in Australia. 

 

Good quality satire has sub-plots and secondary messages; each work of satire builds on some previous 

knowledge. For example, the King’s head in Gargantua is shaped like a pear. This form is not accidental, 

nor a simple caricaturising of a face. Rather, it refers to another work made by French satirist Charles 

Philipon. Philipon’s “caricatural eye had noted that the king’s head was thick at the base and somewhat 

pointed at the top, like a pear! Since pear also had a slang meaning of ‘simpleton’ and ‘fool’, he would 

publicise the pear as a symbol of the king” (Vincent 1968, 20). Philipon was tried for insulting the King 

but presented a metamorphoses of the King’s head into a pear in his defense (Fig. 40). Nevertheless, the 

representation of the King as a pear was therefore well known to all French people of the time. 

 

In the piece To Australia (Fig. 41), I have metamorphised the map of Australia into a folded paper boat, 

using a similar series of images to subtly comment on the frailty of the boats and the role of Australia as 

an immigrant society. Daumier used the symbol of pear “very little” but effectively, and sometimes in 

very radical ways. For example, in the piece The Pear Hanged in Effigy (Fig. 42), he hangs the pear! 

Daumier is impolitely hanging King Louis Philippe in effigy and “in addition is making an obscene 

suggestion about the shape of the pear that is obvious to the masculine mind, and painfully comic” 

(Vincent 1968, 23). Again, an examination of the symbolic language used in visual satire reveals subtle 

and indirect ways to communicate rich messages and engage in the political discourse.  

 

I have also used universal symbols as responses to contemporary events. For example, in a cartoon I 

drew for the Etemad-e Melli [National Trust] Iranian newspaper (Fig. 43), a caveman with a club has a 

dove of peace on his head. This ironic message is understandable for non-Iranian audience: the club and 

the caveman refer to the ununiformed militia. Specifically, at the time, a non-uniformed militia had been 

organised by supporters of the Shah at the time to attack democratic rallies. In the first draft, the dove 

left a dropping on the head of the caveman. While this made the satire more obvious, the editor did not 

allow the cartoon to appear through fear of censorship. 
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Both Daumier and I have used basic human biology, natural habits like eating and feeding, and 

behaviours like foolishness, anger and greed. An example in Daumier's work is the piece The Republic 

(Fig. 44), where a breast-feeding mother is used as a symbol of the second French Republic. The form 

of the mother/republic is a pyramid, which offers power and stability. This natural human habit of breast-

feeding provides a metaphor for growth, learning, and strength in the Republic. 

 

I have also used the symbol of breast-feeding in the ‘Weapon’ series. In No. 6 (Fig. 45), I show a man 

who suckles at the breast of an oversized woman, who represents the nurturing role of the rule of law. 

This image, though, points to double standards in the justice system. The right hand of lady justice is 

holding the body of the man instead of the scales, which are hung loosely from the traditional sword in 

her left hand. Justice is suspended from the sword and the ordinary people are held at the mercy of pro-

regime elites who control the application of the law. 

 

Despite the passage of time between the life of Daumier and my own, there are many similarities between 

our works. Daumier dealt with the absolute power of the King, while I deal with similar power exercised 

by the Ayatollahs. The similarity of the symbols across cultures and centuries identifies that universal 

human experience—breastfeeding (Figs 44–45), violence, sensitivity of testicles (Fig. 42), birds 

defecating on statues (Fig. 43)—provides a rich symbolic vocabulary that we can use to engage in the 

political discourse.  

3.4 Conclusion 

Examining the work of artists from different cultures and eras allows one to separate those symbols that 

are specifically cultural from those that are useful across cultures and political frameworks. The 

exploration of these symbols follows the general outline of the Theoretical Framework for International 

Migration. Language, culture, shared colonial experience, relative wealth, and political attitudes all 

influence the degree to which visual symbols are shared in the same way that they influence the patterns 

of migration. 

 

The satirical responses of the three artists discussed here reveals that the symbolic language used in visual 

satire echoes the human connection between cultures and nations. As an established cultural system of 

commentary on the political and cultural heritage of a society, visual satire contributes to the discourse 

of power relationships in all societies. 
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In relation to the discourse on displacement, the development of symbols that deal specifically with that 

topic is the primary focus of the next chapter. It builds on the examination of existing visual satirists, my 

antecedents, to identify original contributions to the discourse on displacement. The relevance and 

importance of those contributions is largely left to the conclusion, which draws together threads from 

each chapter of this exegesis. 
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Chapter 4: My Satirical Practice 

 

My development as a visual satirist who is focused on displacement has been crystallised by my 

migration to Australia and by the work I have done with other immigrants, especially refugees. However, 

the artistic language that draws on and communicates that experience has its roots in my work as a 

cartoonist in Iran, and is informed by the visual satirists who came before me. 

 

This application of the symbolic language employed by visual satirists to the existing discourse around 

displacement highlights the differences between the abstract, theoretical approach and the artistic 

expression of the human experience. By examining these symbols in the context of the theoretical 

framework and historical context, we can identify areas where the theoretical framework does not 

sufficiently accommodate the lived experience and the reality of displacement in the modern world. By 

comparing my perspective as a member of the host society in Iran and of the guest society in Australia, 

I can cross-reference those opinions that were identified in the examination of the historical antecedents. 

The advantage of this is that it helps separate my subjective experience from those of other immigrants. 

Thus, I can seriously examine the contribution that my artworks make to the over-arching discourse and 

identify the shortcomings of the existing theoretical frameworks used to analyse that discourse. 

 

My artwork and its engagement with the discourse around displacement are presented chronologically, 

in the order that it was made. This continues naturally from the historical framework and reflects the 

increasing sense of urgency in my engagement with that discourse. This discussion of my practice, 

therefore, begins with a discussion of the work I produced while still living in Iran. 

 

4.1 Work Completed in Iran: Pre-Doctoral Practice 

My work in Iran is relevant to this research question because it reveals my development as a satirist. 

Although I was not personally displaced at the time, I was aware of the displaced Afghanis living in Iran 

and I was made keenly aware of the government’s restrictions on free speech. As an artist with an interest 

in activism, I chose to work as a cartoonist. I had a weekly column on the last page of reformist 

newspapers such Etemad Melli [National Trust] and Poul (Figs 46, 47). The term ‘reformist’ here refers 

to left-wing newspapers that supported normalising Iran's foreign policy towards the West (especially 

the US) and supported greater liberty, freedom of speech, and democracy inside Iran. 
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Due to the censorship of reformist newspapers, I had to use international symbols to depict current issues 

in my country. As a cartoonist, I was aware of my editor’s concern that any offensive images might result 

in the newspaper being closed by the government. In addition to each cartoon, article, and so forth being 

approved by the editorial section, it was checked by the Cultural Islamic Ministry, a censorship 

organisation. 

 

Seyyed Mohammad Khatami’s presidential period (1997–2005) is described as the ‘newspaper’s spring’ 

in Iran. However, this spring became winter very soon. One day after the Iranian supreme leader gave a 

speech arguing that some Iranian newspapers were “dens of strangers” and the “agents of foreign 

countries” (“Some Newspapers Are Agents of Foreign Countries” 2007), the regime closed down more 

than fifteen reformist newspapers.  

 

In addition, systematic corruption made Iran’s poor economy even poorer. According to Transparency 

International, as cited in the International Campaign for Human Rights in Iran (“The Ahmadinejad 

Period” 2013), “the level of corruption in Iran has increased during the presidency of Ahmadinejad. Iran’s 

corruption ranking worsened by 13 steps in 2012 to reach 133/174. In 2005, Iran ranked 88/158.” 

Ahmadinejad was a populist, a “showman” who “was keen to maximize the attendant publicity” (Ansari 

2008). He travelled across the country to meet the people and to espouse an economic program that many 

experts said was technically impossible.  

 

Iran’s National Television regularly showed images of people trying to climb his armed SUV to 

personally give him letters spelling out their requests (Fig. 49). In contrast with Ahmadinejad’s 

propaganda promoting him as a man of the people, his bodyguard pushed people back. The images of 

people climbing on each other and falling back from the president’s car, in my opinion, undermined 

human dignity. For me it was a tragic, medieval comedy featuring the Iranian people.  

 

In response to the dishonesty of this projected image, I made several cartoons, including Populism (Fig. 

48), showing two very unequal human figures. They stand on a black surface that could be interpreted as 

a bed of oil, facing one another with friendly smiles. Both figures have patches on their clothes. However, 

their patches are of distinctly different quality. The figure of the poor man on the left is drawn using the 

cliché of square patches roughly sewn. In addition, he has no footwear and stands barefoot. By contrast, 
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the right hand figure wears a long coat with a black top hat, which stereotypically refers to the upper 

class. His repairs are made with golden coins.  

 

The use of the top hat (known as a cylinder hat in Iran) is a technique for bypassing the censors. In Iran, 

this hat refers to the Western style politicians and dates from the Shah period from 1900 to 1977 when 

we had a dozens of British-educated politicians. Because the contemporary regime did not approve 

Western dress, and produced propaganda films that dressed the villains in this manner, I found this dress 

code very safe to use. In fact, I was using the regime’s material, but in an ironic way. 

 

I also drew cartoons that commented on the collapsing currency (Rial) (Fig. 51) and consequent rise in 

the price of imported goods. For more than three decades, Islamic authorities presented themselves as 

leading the Islamic world in the successful battle against capitalism (in turn led by the US). The 

plummeting Rial against the US dollar (Fig. 51) undermined this claim of both leadership and victory. 

Figure 50 illustrates a machine into which dollars are fed from the top and cheap coins spill from the 

bottom. The machine symbolically refers to the poor economic condition and machinery of organised 

corruption, so prominent during Ahmadinejad’s reign. The green paper money is representative of the 

highest denomination (10,000 Rial) Iranian note as well as the US dollar. 

 

The year 2009 was the season of the tenth Iran presidency election. The main reformist presidential 

candidate was Mir Hosein Mousavi (1942–), who had been Iran’s prime minister for eight years during 

the Iran–Iraq war and was famous for economic frugality and political honour. A large proportion of 

Iranians supported his presidential campaign under the slogan “Hope Government”. As they chose the 

colour green for their campaign, it became known internationally as the Iranian Green movement.  

 

Iran’s atmosphere before the election was full of joy and hope (Fig. 53). Extraordinarily heated debates 

on national television and in newspapers reflected the temperature of society’s emotions. A day before 

the election, I made a cartoon that showed a ballot box as a thermometer (Fig. 52). I chose to display the 

ballot box at the boiling point of water because it was an easily understood symbol. When officials 

announced that Ahmadinejad had been re-elected for another four years, the city was in a shock. At 

around 11am that day, I left the office and saw people in the street. Dozens of citizens got together at a 

local square in the north of Tehran. They started to move to Freedom Square downtown. In less than one 
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hour, the crowd was uncountable. By nightfall, three million people were in Revolution Street as they 

could not all fit in Freedom Square (Fig. 56). 

However, around 4pm, the military troops and the semi-military Basij force became involved and the 

rally was crushed. My response to re-election of Ahmadinejad was a cartoon (Fig. 54) that showed a 

magician pulling a rabbit out of an Iranian ballot box. To pass censorship, the dress code of the magician 

is again in the Western style. In this instance, I used a bow tie because Western clothes and a top hat are 

sometimes not enough to pass the censor. As it is prohibited in Iran to wear a tie or bow tie, I could argue 

that my satire referred to other countries and so there is no relation to my country.  

 

4.2 Beyond Cartoons 

Following the 2009 election, like many other activist artists, I felt useless. Due to the increase in 

censorship, the newspapers were closed, I lost my job, and so had lost my connection with my audience. 

I focused on other opportunities that, unfortunately, did not receive as much exposure. One of those 

opportunities was exhibiting in galleries. The following two projects were completed for publication in 

newspapers, but were presented as exhibitions. At the time, the authorities confiscated the artworks, 

catalogue, and published book of the works both from the exhibition and the bookstores. Consequently, 

the exhibition was closed the day after it opened.  

 

In the ‘Human Rights’ series, I illustrated the thirty articles of the International Declaration of Human 

Rights (IDHR). For example, No. 14 (Fig. 57) shows an isolated figure being attacked, in contrast to the 

article that it relates to: Article 14 of the IDHR states that “Everyone has the right to seek and to enjoy 

in other countries asylum from persecution.” Some of the works in this series are simple illustrations of 

the positive intent of the declaration, while others depict the current reality in contrast to the declaration. 

 

The second series depicting humanitarian issues was ‘Spirals’ (Fig. 58). The title refers to the 

complicated relationships between people, especially in situations of dominance and power. It was 

chosen due to the twisting, interlocking forms and the formal, disciplined quality of the lines. This body 

of work addresses the issues and problems of humans in relation to individuals, power and society. 

‘Spirals’ illustrates my understanding of Iran as a religious developing society and the relationship of the 

society with its members and the dominant power. 

 



45 

 

Most of the works in this series refer to society and the workings of power in a dictatorship. The symbols 

developed in this series, many of them reminiscent of those employed by Holland and Mohasses, are 

useful for engaging with the discourse on displacement. As discussed in Chapter 1, wealth and power are 

primary drivers of displacement across theoretical frameworks. These symbols provide a visual 

shorthand for making important points about this relationship. 

 

A couple of my satirical responses to the post-election events were published in the foreign media, such 

as Voice of America and BBC, as well as over the internet and Iranian media. For example, in Smiley 

Face (Fig. 59), the international icon of peace and happiness has been defaced: it reappears as a sad face 

that has been punched in the eye. Moreover, someone has drawn a smile on the face using blood. This is 

the face of Iran, smashed by its own government which is pretending that everything is going well while 

washing the blood of its citizens from its hands. 

 

The light-blue background, famous in Iran as ‘Sky Blue’, signifies a better future. This places the 

emphasis of the cartoon toward hope: “The future is for us, despite our current situation.” Another post-

election cartoon I created was Victory Is For Us (Fig. 60), depicting a hand with its two middle fingers 

in the shape of V (the initial letter and international symbol of victory). The hand has been injured and 

is dressed with bandages. The injuries seem fresh because blood has soaked into the bandages. Despite 

being injured and damaged, the movement still believes in its cause and stands against totalitarian regime: 

“Victory is for us.” The Smiley Face and the The Victory Is For Us cartoons were printed on A2 and A1 

sized cards and were carried as placards by protesters in the Tehran streets.  

 

The Iranian artworks and my development as an artist through the process of publication, censorship and 

documenting and responding to the revolutionary fervour of the time establishes a symbolic language 

that echoes that of other visual satirists discussed in the previous chapter. The application of this language 

to the issues of displacement I have experienced and researched in Australia is the core subject of this 

dissertation. This historical development of that language is important for understanding my position in 

the discourse on displacement and therefore the manner in which the works I have produced as part of 

my candidature engage with that discourse. 

4.3 Australian Work 

The work discussed in this section was created as part of my DVA candidature. It is informed by my 

experience as an immigrant to Australia and as an artist expressing the views of the refugees whom I 
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have engaged in the field work for this dissertation. The messages and the symbols that I have used to 

convey these views provide the essential components of my contribution to that discourse. As an 

activist artist, I try to make artworks that “have to be seen (and artists have to see themselves) as a 

resource for other people’s non-artistic goals” (Di Mauro 2014, 152).  

 

I sought to complement my experience with that of other displaced people so as to bear witness to their 

situation. As Zelizer comments,  

 

Defined as an act of witnessing that enable people to take responsibility for what they see, bearing 

witness moves individuals from the personal act of seeing to the adoption of a public stance by 

which they become part of a collective working through trauma together. (2002, 698)  

 

To achieve this, I met with several displaced people in different age groups. The art workshop with 

asylum-seeker children and teenagers helped me to collect stories about their homeland and their journey 

to Australia. The engagement with adults provided more material that featured different personal stories, 

which in turn informed my artwork.  

 

I use the narrative form in my artwork to convey the experience of migrants to my audience. As a witness 

delivering my own story and the stories of other displaced people, the narrative form is important. As 

Shoshana Felman states: “Bearing witness in not merely to narrate, but to commit oneself and… the 

narrative to others: to take responsibility for history or for the truth of the occurrence… [it is] an appeal 

to community” (Felman cited in Zelizer 2002, 204). In my opinion, this methodology could give voice 

and face to asylum seekers.   

 

In addition, the various media and outputs I use—fine art works for galleries, editorial pieces for 

publication, and street art—and the public and official reaction to them provide further information about 

the nature of the engagement in that discourse. These aspects will be highlighted in the analysis of each 

series and drawn together in the conclusion. 

4.3.1 No North Point 

No North Point (Fig. 61) is a large work (200 x 500cm), which incorporates many layers of meaning in 

both the drawing and the presentation. The size determines its status as a gallery piece, intended for an 

audience versed in artistic appreciation. The fine nature of the drawing and the multi-layered symbolism 
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stand in stark contrast to the direct and easily absorbed messages of the ‘Editorial Satire’ series, which I 

will discuss later. 

 

For this work, I used a 0.1 mm pen and black ink to convey the messages about the harmful process of 

displacement. Those messages were collected and collated from my engagement with refugees in the 

field work done as research for this dissertation. Its role as the repository of the collective experiences of 

a large number of people gives it an important place in the conclusions drawn by this paper. 

 

As with most of my work, this piece draws upon stereotypes, symbols, and economical language to speak 

across cultures. In No North Point, I illustrate the differences between the common understanding of 

issues and the deeper understanding available through my experience and research. Visual symbols are 

more commonly understood by the mainstream and I have focused on those that have similar meanings 

in various cultures. 

 

No North Point was a long-term project, taking more than seven months to finish. The piece contains 28 

tiles, each 50 by 70 cm. I used tiles to show the diversity and separation of nations and individuals. In 

addition, the tiles echo the ancient Persian art of tile making. Tiles are related to community, alliance and 

unity in diversity. Tiles can be meaningless when they are alone, but gain meaning as soon as they are 

joined together. To create this work, I engaged with sixty displaced people in workshops held to coincide 

with my solo exhibition Vivid Darkness, at Logan Art Gallery: 

1. Iranians who came to Australia during or shortly after the 1979 Islamic Revolution.  

2. Adults and teenagers from the new wave of refugees after the Iranian Green movement. Most of 

them came by boat.  

3. Recently arrived refugee children from Afghanistan, Iran, Pakistan, Iraq and some Asian 

counties.  

Iranians who came to Australia in the early 1980s generally came as a direct result of the Islamic 

Revolution. Many members of this wave of immigrants came from Baha'i community that is not 

recognised as a “legitimate faith by the Islamic government” (Afshari 2001, 1). Others came from the 

Mojahedin political group, persecuted because of their “Marxist sympathies” (Karimi 2005).  

The children I worked with came from many different backgrounds. It was important for me not to force 

them to relive their disturbing memories. Attempting to help those children heal the wounds of time was 

rewarding, and provided valuable insights that make an important contribution to the discourse around 
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displacement.  

In the workshop, my assistant and I communicated with over 60 participants in Farsi, English, Turkish, 

and Arabic. As we were able to communicate in their language, we broke the virtual wall separating them 

from us. We commenced the project by discussing my existing artworks on the subject of displacement 

and the symbols I was using in them, as well as my experiences as an artist working in the Middle East. 

This served to break the barriers between us, create trust, and inspire a conversation about the ways 

participants might choose to communicate and narrate their lived experience using visual art.  

We asked participants to think of a joyful story from their experience of moving to Australia, to express 

the story in five sentences, and then to visualise it. We supported them by showing them techniques and 

tools to illustrate aspects of their stories for which they did not already have skills.  

At the end of the workshop, the participants shared their artworks and the stories behind them, and talked 

about their experience of creating the artwork. This was a particularly empowering and emotional 

component of a very rich and rewarding process that both inspired and informed the artworks described 

below. 

The Ocean: 

The ocean in No North Point is the symbol of the journey as well as the psychological and physical 

difficulties that displaced people experience on their way to a new society. To represent these 

psychological difficulties, I symbolised the displaced as severed heads. Of the human body, the head is 

the most important part. However, a head itself is unable to survive without a body. I visualised severed 

heads with roots freshly growing from the truncated neck, which looked like roots from a plant cutting. 

The combination of head and roots provides the visual appearance of an octopus (Fig. 62). The roots 

show the efforts of the head (displaced person) to change and re-grow. The octopus form presents the 

heads as unfriendly. I tried to show the grief and plight of this group; and I decided to represent the 

displaced people as others, highlighting the issue of ‘us and them’ that always accompanies the 

mainstream discourse about the displaced. We know that the creation of an ‘us and them’ mentality is a 

classic propaganda approach to encourage the population to dislike ‘them’.  

 

In addition, I symbolised both displaced people and their past culture as severed trunks. This 

demonstrates how a displaced person can cut him/herself off from his/her past (family, culture, language, 

etc.) in their effort to find a new place to live. As well as being cut, the severed trunks are uprooted. The 
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displaced person has her/his culture from the past; however, this culture starts to ‘rust’ from the time s/he 

leaves her/his motherland. Since I left Iran in 2011, I never miss an opportunity to be involved in social-

political events in Iran from the other side of the world. In addition, I regularly read about current issues. 

However, my understanding of Iran is no longer first hand. I follow my culture from a different continent 

while I am living in a new society with a different culture. In other words, I occupy the position of an 

uprooted severed trunk: I can still make a valuable, rich contribution that is sometimes emotional and 

unique, but it is not in the soil of daily lived experience. Figure 62 also shows an abandoned boat full of 

severed roots. This represents the vagabond nature of the cultures of the refugees.  

 

The Bottles: 

In No North Point, the bottles represent different societies. Like a bottle in the ocean, they are suspended 

on waves; in this case, waves of immigration. I chose to represent societies as bottles because a bottle 

has the qualities of being solid and isolated from the outside word. Thus, the bottles are barriers and also 

containers that can survive an ocean voyage but also avoid the intermingling of their contents. This 

symbol of a society, its insularity and so its resistance of migration, applies equally to ancient, non-

multicultural societies as well as the modern world’s more recent restrictions on migration.  

 

Inside the bottles, a microcosm of the society that the refugees have fled is depicted. Upper, middle and 

lower class people are depicted with the internal struggles that take place in every society. Figure 63 

shows the relationship of upper-class power to the middle class. In this part of the image, I portray the 

powerful milking the middle class. A group of kings are sucking on the ordinary people’s flesh, with 

their roots reminiscent of the way a strangler fig feeds from its host plant. 

 

There are many different stories told in this series, but there is not space in this paper to discuss them in 

detail. My personal experience and the messages conveyed through the engagement with migrants and 

refugees performed as research for this project are delivered in a subliminal, indirect and symbolic 

manner. 

 

While there is no explicit, commonplace censorship of artwork in Australia, my experience of the success 

of subliminally delivering messages to an audience encourages me to continue this practice even when 

not necessary for political reasons. 
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4.3.2 The ‘Anticipation’ Series 
The ‘Anticipation’ series is another multilayered body of work that uses powerful symbolism to subtly 

convey strong messages that may be difficult for some people to digest. Designed for exhibition, it is a 

narrative series containing six pieces, each with an independent story that together narrates a journey 

from one place to another. The series itself contains symbols that are independent of each work. An 

example of that is the number of the pieces in the collection.  

 

“Haft”, the Iranian name for the number seven, is important both traditionally and in current pop-

culture. In nations with Indo-European background, the “number seven has been revered as a mystic 

device denoting periodicity, completeness, and spiritual and mundane concepts (Graf; Varley; Andrian; 

Hehn, 1925; Roscher). Haft, or seven, often ‘conveys the ideas of perfection and periodicity’” 

(Shahbazi 2012b, 2). In the ‘Anticipation’ series, I have addressed this point satirically and indirectly. 

By producing six pieces, I have created an unfinished and imperfect story. The story is incomplete: 

there is one piece missing. The series starts with a group of people who are leaving their homeland and 

the sixth piece of this collection is The Detention Centre. In other words, release from the detention 

centre would be the subject of the seventh piece, completing the story. 

 

This is an example of symbolism in the form of the artwork, something I have employed in making 

medallions, books and other ironic choice of media and delivery. In the Anticipation series, the fish is a 

constant element. In my culture, the fish is the symbol of freedom and fertility. In addition, the fish has 

the meaning of mobility. It can travel through the seven seas and has no boundaries. Moreover, the fish 

conjures up the story of Jonah and the fish (Fig. 64) which exists in all Abrahamic religions. Jonah left 

the people of Nineveh and was eaten by a big fish (whale) while on his journey. Jonah's story is the story 

of a displaced person. Based on this story, I have drawn the fish much larger than the human figures. 

 

The fish are in fact hybrid fish-ship creatures. To compose them, I used the shape of a deep-sea carnivore 

which is both familiar but strange, which provides a good metaphor for refugee ships. In addition, the 

term ‘deep sea’ contains the meaning of enigma, fear and potential threat which come with these 

creatures. I have based my ship illustrations on the classic sixteenth-to-eighteenth-century ships, 

referencing the colonial era. At that time, the people of the West occupied and dominated the world. The 

connections of current migration patterns to that colonial history have been discussed in section 2.2.3. 
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The number of pieces in the series and the level of detail present means there is not space in this paper 

to provide a detailed analysis of each piece; however, some features worth pointing out are visible in the 

first, fourth, and sixth pieces. To facilitate the rapid identification of this symbolism in the complex 

artwork, I have provided colour-coded keys to each image. The first piece is called Hopelessness (Fig. 

65). This elucidates the social and political issues that drove the displaced from their motherland and 

identifies the journey as their escape from that situation.  

The key to this image divides it in two (Fig. 66): 

1. The fish (presented in grey and blue); and  

2. the background (yellow).  

 

As in No North Point, the ‘Anticipation’ series shows the displaced as severed heads with roots and a 

hybrid man-tree creature. The message is clear: these people have cut themselves off from their homeland 

and are on their way to a new and unknown place. Many refugees are fleeing from war and social political 

injustice. Detail 1A (Fig. 67) addresses this point. I have shown the dictators as the severed heads who 

are in the mouth and the eye of the fish. Specifically, the severed-headed King in the mouth of the fish 

refers to the Libyan dictator Muammar Gaddafi (1940–2011). I have placed him in the mouth of the dead 

fish because it depicts what happened to him after the revolution in Libya. He was forced to leave his 

palace and hide in the desert; however, the revolutionaries found and killed him. His last minutes were 

shocking. In other words, the fish that he destroyed ate him. Moreover, I have drawn Syrian dictator 

Bashar al-Assad in the eye of the fish. He is shown as the eye because he is still in power and controls 

the country. I have metaphorically equated the act of seeing in live creatures as the act of 

leading/controlling of a country. In this piece, the fish’s head is the symbol of scholars.  

 

Detail 1B (Fig. 68) refers to ordinary people who are damaged and displaced as a result of the dictator’s 

behavior. This representation is inspired from the typical image of refugees on board the ragged boats on 

the ocean (Fig. 69). I found the boat’s shape looks a like a fish body and, because they were packed 

extremely close together, the people on board look like fish scales. Typical images of refugees in the 

mainstream media always represent them as a mass of people. They are faceless and they have no 

individuality. In my drawing, the faces are varied; however, it is difficult to find and pick any individual. 

They are all moaning and sad. They have no individuality.  
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Moreover, I have shown the dead fish in a state of decay. Half of the fish has already lost its flesh and 

the bones are exposed. This is the situation of displaced people. A group of them lost their life in their 

journey; and a large group of those who have survived have lost everything they had. They must re-start 

their life from some point close to zero. Neither their homeland nor the vessel on which they escape is 

safe, nor can it nurture them. 

 

The theoretical framework for international migration deals with the dangers of migration and its role in 

shaping both migratory patterns and the migrant experience as a small component within geography. 

Clearly, as the number of permanently displaced people grows, their desperation will grow and the 

hostility of the potential host-country population may increase. This becomes a highly significant axis in 

the current discourse around displacement. 

 

Figure 70 shows the background of the work. The overall piece shows a dead fish beached on the shore. 

The grains of sands on the shore are ragged suitcases, representing the countless journeys of the displaced 

and the numerous people who lost their lives on the way. The timelessness of sand on a beach is a symbol 

of displacement as one of the oldest issues for human kind. Another piece from the ‘Anticipation’ series 

highlights the attraction that draws the displaced from their homeland. Utopia (Fig. 71) reflects my first-

hand experience of the printed image of the West and the stories of others who have had the same 

experience as me. This piece does not explore whether utopia exists or not; it just symbolically shows 

some of those common icons that motivated me and others to leave their homeland to ‘visit’ and 

‘experience’ the new world. It represents the notions of following the dream to experience the unknown, 

and going further.  

 

Utopia is divided into three major parts: the ocean, coloured blue; the fish-ship, coloured yellow; and the 

image of Utopia itself, coloured red (Fig. 72). Detail 2A (Fig. 73) shows the ocean. Again, the stormy 

ocean refers to the condition of the journey and suitcases address the people lost in the journey. Similarly, 

the fish-ship has the same context in this piece as well. It is an aggressive vehicle that contains a threat 

for the host society but is also not friendly to its passengers.  

 

The main interest to the research question in the Utopia piece is the island of Utopia. This Utopia is made 

of the symbolic monuments and buildings advertised in the mainstream media. Some monuments such 

as the Sydney Opera House on the left and the Statue of Liberty on the right (behind the tower) show the 
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countries that they belong to. I made Sydney’s Opera House more prominent and bolder than the New 

York’s Statue of Liberty and placed it on the left, which is the starting side for reading and writing in 

English, because of my choice to come to Australia as a migrant. Furthermore, it refers to the history of 

the two countries in regard to migration. Australia is a newer country than the US. 

 

In addition, the work depicts the Western film industry in general and Hollywood in particular. I have 

placed the Walt Disney castle and its most famous character, Mickey Mouse, in the middle of the image. 

He is the only recognisable character in the work, which depicts the natural environment, iconic 

buildings, and the fish-ship. He is also the only element in black and white; everything else is a shade of 

grey, made by cross-hatching. Mickey deserves this emphasis as he is one of the greatest icons of the 

film industry, which itself is one of the greatest elements of the propaganda machinery of the West. 

Personally, this character had a significant influence on my childhood. Mickey Mouse is innocent and 

sometimes childish. For me, he represents the reality and the illusion of Utopia. The inhospitable shores 

of the island Utopia show the illusory and dangerous nature of the dream of paradise through migration. 

 

False Hope (Fig. 75) is another piece in the ‘Anticipation’ series. It refers to the matter of leaving one’s 

homeland. Through it, I have tried to show the archetypical moment captured on camera that represents 

migration in our visual history. In making this piece, I was inspired by the historic images captured during 

the European migration to the US (Fig. 76) in the early twentieth century and during World War II.  

 

This piece is my interpretation of the moment a migrant leaves their homeland. I wanted to show my 

symbolic response to this matter, so historic images of European migrants were a strong and appropriate 

choice. This reference helps me to use the memory of this historically dominant group to convey my 

message. Moreover, I had another ironic message as well. The ‘Anticipation’ series is my response to 

the difficulties that displaced/ refugees face. One of those difficulties is the restriction that the new 

policies place on refugees who come by ocean. In the False Hope piece, I have recalled old images of 

European migrants to remind politicians that their families were migrants too. Everyone except 

Indigenous Australians came to this land as migrants. 

 

The coloured key to this piece (Fig. 77) shows the two major components of the False Hope image. The 

red part shows the migrants and the blue part shows the ship which they use to leave their homeland. 

Firstly, the migrants are depicted as a series of hybrid tree-human creatures. All of them are severed from 
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the land and suspended between the land and air. I drew them as suspended tree-humans to address their 

stranded status. They are displaced from their land and have no guarantee they will reach a new country. 

Even if they make their journey successfully, there is no guarantee that the host society will accept them. 

However, I have drawn new shoots emerging from some of their bodies and heads. These new shoots 

refer to the hope that refugees carry. In fact, ‘hope’ is the only asset that refugees have; even when they 

lose all their belongings, hope motivates them to complete their journey. 

 

This image employs several clichés. The suitcase is the symbol of travelling, belonging, and 

displacement. In addition, I have used the saw to emphasise the violent act of cutting. As in No North 

Point, the separation of migrants from their culture, language and family is a major trauma well 

represented by using a saw to amputate limbs. Furthermore, I have drawn paper boats on top of suitcases 

on the wharf. The paper boats are representative of the refugee boats, showing how fragile and dangerous 

these ships are. In one of my solo exhibitions, I made this part of the image into an installation (Fig. 79). 

In the installation, the paper boats were made from newspapers printed in Farsi, Arabic, Vietnamese, 

English, etc., to show the displacement as presented in the mainstream media. 

 

Secondly, the people board the fish-ship through its mouth, dominated by its sharp teeth. The aggressive 

nature of the fish is again a reference to the ancient story of Jonah and the Fish. The passengers have no 

choice but to trust the creature and enter its mouth. This reflects the fact that they have no alternative 

except to leave their homeland. For example, Syrian refugees have, on one hand, the dictator of Syria 

Bashar Al-Assad attacking innocent civilians with barrel bombs and, on the other hand, ISIS beheading 

citizens in Syria and Iraq. They have no alternative other than to travel to Europe through the Black Sea 

in small and unsafe inflatable boats. 

 

Like No North Point, the ‘Anticipation’ series interprets and expresses the dreams, hopes and realities of 

displacement and the difficulties that displaced people experience during their journey. The many 

powerful symbols used in it—the fish-ships, the stormy seas, the sand grains made from luggage, the 

severed head cephalopods, severed trunks and so on—directly engage the discourse around displacement, 

often contributing knowledge that is outside existing theoretical frameworks or difficult to express within 

them. 
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The different circumstances of the fish-ships and their cargo in each image of the series identify different 

stages of the journey and also relate to different components of the Theoretical Framework of 

International Migration referred to in Chapter 2. Importantly the ‘Anticipation’ series conveys the 

messages of a diverse group of people. My role has been to act as an artist expressing the lived experience 

of refugees and only to work as a satirist and critique the social and political discourse around 

displacement as a secondary function. That in itself brings a special significance to the messages that this 

series contributes to the discourse around displacement. 

4.3.3 Cross Cultural 
The piece Cross Cultural (Fig. 81) addresses the interactions and relationships between source and host 

cultures. It is specifically about my experience as an Iranian person living in Australia. I left Iran in my 

late twenties and so spent my childhood and early adult life immersed in Iranian culture; thus, I have had 

to come to terms with a totally different culture as a mature adult. Historically (and certainly this is the 

view taken by the theoretical frameworks of migration), two cultures brought together gradually dissolve 

into each other, and a new hybrid culture is born. This new culture is a combination of both cultures, and 

develops its own characteristics. The difficult changes brought about through displacement are often 

harmful, time-consuming, confusing and difficult. 

 

As an Iranian satirist dealing with cultural issues as a prominent subject of my work, I find it important 

to introduce my culture to my new society. As an artist, using my culture as a source of symbolism and 

lived experience is not only an avenue to express my ideas to my new audiences, but also is a way to 

establish myself as a migrant in my new home. In Cross Cultural (Fig. 81), I use familiar objects to 

communicate my message. The coin is a symbol of both value and nationality. Both meanings are almost 

globally universal and easily understood: “Coins are both historical documents and archaeological 

objects. The production of coins in all societies is linked to some kind of authority—in most cases 

historically documented—while the consumption [i.e., use] of these same coins normally involves all 

levels of society, and can be traced archaeologically” (Kemmers and Myrberg 2011, 89).  

 

Moreover, as Fleur Kemmers and Nanouschka Myrberg (2011) assert,  

Humans and objects are engaged in a continuous dialogue (cf. Burström 1998; Shanks 1998; 

Olsen 2003). The object is essential to how human action is shaped; the materiality of the object 

is often a direct result of human action and intentions, but has a reciprocal effect on those very 

actions and intentions. The practical use of coins is very much a result of human intentions (from 

the system itself to the shape of the coin) but may have unintended effects and uses. (94) 
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In Cross Cultural, Iranian and Australian coins are forced together, into a cross, to make a new, cross-

cultural object. “Coins are a source to be analysed from a perspective of … material-culture studies” 

(Kemmers and Myrberg 2011, 92). I have chosen two coins familiar to any Iranian who lives in Australia 

or any Australian who has spent time in Iran. In other words, this selection of coins makes sense for a 

person who knows either culture.  

 

The Persian coin (Fig. 82) shows the very ancient symbol of ‘The Lion and Sun’. The origin of this 

symbol dates back to 800–1000 BC: “A vast amount of literary and archaeological evidence … 

demonstrates that from the 12th century the ancient zodiacal sign of the sun in the house of Leo (well-

known from illustrations in books on astronomy, e.g., Abū Maʿšar Balḵī’s treatise on astrology) gained 

popularity as an emblematic figure” (Shahbazi 2012a). This symbol became the Iranian national symbol 

in the eighteenth century, when it was printed on the Persian flag and appeared on coins (Fig. 83). 

 

This choice of this symbol holds an ironic message for my Iranian audience and those familiar with the 

history of Iran, as it was removed from Iranian flag after the Islamic Revolution. Despite this, the ‘Lion 

and Sun’ has a strong relationship with Islamic/Shia culture and so survives in pop culture as a symbol 

of the pre-revolution area. Therefore, in this piece, the Persian coin ironically refers to the ‘good old 

days’ in a manner readily understood in Iranian society. 

 

The other coin (Fig. 84) is reminiscent of the original, round, Australian 50c piece. It shows the 

Australian Coat of Arms, the formal symbol of the Commonwealth of Australia, and its monarch, the 

Queen of England. These two coins, representative of the two cultures that I have lived in, are forced 

into each other at right angles. This puts them together in the shape of a cross. They are drawn so that 

there is no gap between the coins: it seems as if they are one object and have never been separated. 

Despite this ‘perfect union’, the transition has not been completed; the act of joining the two coins is not 

yet finished. This represents the challenges and difficulties of the process of merging cultures. 

 

The formation of a cross with two coins from vastly different backgrounds is a comment on the West’s 

policies to the Middle East and the regional conflicts those policies have generated. The word ‘Cross’ in 

the title Cross Cultural, and the shape formed by joining the two coins at a 90 degree angle, refers to the 

Christian Cross and its historic role in the Crusades. After the tragic terrorist attack on the World Trade 
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Center buildings in New York, President George W. Bush said: “This crusade, this war on terrorism is 

going to take a while” (G. W. Bush, White House archive 2001). In other words, he generalised the term 

‘terrorists’, shifting its application from the specific terrorists involved in that attack and applying it to 

all Muslims and residents of Islamic countries. Not only that, he did so using the religious language of 

the Crusades. That reference and subsequent religiously inspired rhetoric have dominated US foreign 

policy ever since. 

 

Fifteen years after his speech and several bloody wars later, we can see the fruits of his ‘crusade’-inspired 

policy. As a direct result, life has become more difficult for the majority of Middle Eastern people, 

regardless of where they now live. For example, travelling as an Iranian is extremely challenging. It does 

not matter whether or not you are Muslim, whether or not you ‘look’ radical, you are investigated more 

than conventionally normal. This has been discussed in section 2.4. Its relevance here is that such 

discriminatory and close examination of a minority is harmful to democracy. 

 

I have included this artwork in this analysis because of the important role that culture plays in determining 

both patterns of migration and the experience of the migrant. While it does not challenge the framework 

of the existing discourse, it potentially adds depth and perspective to the specific experience of those 

displaced from the Middle East currently settling in Western countries. The direct mapping of this 

message onto the existing theoretical framework strengthens the central assertion of this research and 

exegesis that an examination of the symbols used in visual satire and the messages they convey can make 

a valuable contribution to the current discourse around displacement. 

4.3.4 Street Art: Oilik 
By its nature, street art is immediate and temporal, perhaps more so than work designed for newspaper 

publication. It may be seen from a moving car or bicycle. It is inserted into an already visually cluttered 

landscape and stands like a manifesto; a powerful statement. In addition, its generally surreptitious 

creation and the challenges of buildings and built infrastructure as a medium mean that the artwork is 

generally rendered in the simplest and strongest manner possible. 

 

As such, we might expect it to be least aligned with formal frameworks of discourse and most aggressive 

in terms of its presentation of a particular point of view. In keeping with this, the subject matter is 

generally urgent and driven by passion. It thus drips with the subjectivity of the lived-experience, even 
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when it addresses issues, such as financial inequality, which might be at the heart of the theoretical 

framework’s formal framing of the current discourse. 

 

In this part, I will discuss five street artworks I made that respond to displacement. In 2014, I tried to 

extend my possible audience by approaching several Brisbane-based newspapers such as the Courier-

Mail with my artwork. In addition, I contacted mainstream reporters through Twitter and their official 

email channels. However, I was unsuccessful and sought an alternative means of broadcasting my 

message. 

 

I have always been interested in street art and had several experiences of using it in my homeland. As a 

published artist, street art was, for me, just another medium. In Iran, street art is widely used by the 

government and a range of official organisations as well as by activists, so it is considered an entirely 

legitimate means of expression. One of the characteristics of street art in contrast with published and 

exhibited works is that it is more pro-active and aggressive in its visibility. In the media or the gallery, 

an audience chooses to see the works. However, street art exposes itself on a wall in front of an accidental 

audience. As a result, street art has another distinction: it is designed to reach an audience that may not 

be sophisticated or mature enough to parse the complex layers of a gallery piece. It is this blunt directness 

that stands in greatest contrast to the theoretical comprehension of the current discourse. 

 

In 2015, I adopted the pseudonym Oilik (Fig. 85). Oilik has no exact meaning, although it plays on the 

combination of the words ‘oil’ and ‘leak’. The word ‘oil’ refers to my country and its most famous natural 

resource. Oil provides wealth to Iran; however, it also brings corruption, coups d'etat, war, and social 

political crisis. ‘Leak’ refers to me as a person who has leaked from another society/world to a new one, 

and who ‘leaks’ the truth of the migrant experience into the mainstream. Also, there is a slight hint of the 

word ‘like’, which reflects my passionate online support of activists and activist art. 

  

As Oilik, I have made several satirical works about different issues, such as the influence of US culture 

on Australia, the G20 Summit, etc. However, my focus in this section is those works that form part of 

my engagement with the current discourse around displacement. In I Love Queensland (Fig. 86), I have 

used an archetype of an alien with its ship and suitcase. ‘Alien’ is an official but colloquially used 

impolite description for a non-domestic person. I have use the image of a friendly alien to show that 

aliens and migrants can be friendly. I tried to evoke an alien like ET (Spielberg 1982), rather than the 
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villain of the 1979 movie Alien (Scott, 1979). In this piece, I convey that a newly arrived alien, like me, 

can love Queensland as its new-found home as much as a native Queenslander does.  

 

The piece Welcome (Fig. 87) is about the host society’s acceptance of the new members. In this piece, I 

show how new members help the society to be complete. This work is about unity. Shared Australia 

(Fig. 88) is a critique of the policy of the Australian government towards asylum seekers. In this piece, I 

have used economical language and cliché to convey my message. This work is about humanity and 

human rights.  

 

Screaming (Fig. 89) is about anxiety. Specifically, this piece refers to the psychological pressure on new 

arrivals. In this piece, I have visually referred to Edvard Munch’s The Scream (1893), which is not only 

one of the most iconic and famous paintings in pop culture but has also become a cliché for anxiety. 

Screaming uses the Sydney Opera House as a background to Edvard Munch’s The Scream to highlight 

and to express the very real pain of many migrants in Australia. 

 

This work also reflects one of the worst experiences of my life. In the early months of my time in 

Australia, I had many restrictions. I could not speak English properly and I was not familiar with the city. 

At the time I had no car so I used my backpack to carry my shopping. One day, I left university to shop 

for my weekly groceries. On the bus, I started eating a half-full packet of nuts from a convenience store 

close to my university. The packet was in my hand when I entered the supermarket where I was going 

shopping. I continued to eat the nuts as I shopped. Suddenly, I was shocked by the loud voice of a middle-

aged lady. She was shouting at me: “Did you pay for those nuts? Shame on you.” She was so loud that 

other shoppers looked at us and gathered round. With my poor English, I tried to explain that I had bought 

the nuts elsewhere. Amazingly, she contradicted me, claiming that she had seen me steal them! I was 

helpless. I could not express myself in English. I asked to call the police and check the CCTV footage. 

In the end, her false argument was unsuccessful, not because the shopping centre security checked the 

CCTV but because the product in my hand was not available in that supermarket. The lady left without 

giving an apology and many customers remained convinced that someone had caught a shoplifter.  

 

This experience left me feeling angry and sad. I felt like a nobody who belonged nowhere. It forced me 

to examine the reasons why this woman reacted with such violence and hatred to someone she knew 

nothing about? It was my first experience of humiliation, rejection, and total helplessness. It caused me 
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to reflect on the role of class, culture and identity—all the symbols I had used professionally—and how 

I stood in relation to them in my new life as a migrant student in Australia. The experience both sharpened 

my understanding of how those symbols apply in real life and the importance of communicating the 

plight of the displaced in a manner that might bring it to the attention of the host culture. 

 

The last piece that I am going to discuss, Rug Rider (Fig. 90), relates to a tragic incident that took place 

in Australia. On 16 December 2014, Man Haron Monis, an Iranian-born Australian citizen, took hostages 

at the Lindt Café at Martin Place in Sydney. The crisis took seventeen hours to unfold and finished with 

casualties: Tori Johnson, the manager of the Lindt Café, died after being shot by Monis, and Katrina 

Dawson was killed by a ricocheting police bullet. Haron Monis was killed by a police bullet as well. This 

incident shocked Australia (ABC News 2014). 

 

However, I think Iranian-Australians were more shocked than anyone else. Some Iranians worried about 

a potential backlash. Monis not only was an Iranian-born but also revealed himself as a radical Muslim 

and supporter of ISIS group. We worried that mainstream media and those hostile to migration would 

fail to make the distinction between radical Islam and migrants from Islamic nations. This fear has proven 

well-founded. 

 

Rug Rider (Fig. 90) presents the Iranian community as a young female character on a magic carpet. It 

uses a number of clichés and stereotypes, some of them ironically, and satirises others: 

 The female character is dressed in Western style, rather than wearing a hijab. I used a female 

character because the Western media generally depicts Iranian protestors as a group of angry 

men, which is biased.  

 Eighteenth-century Persian miniatures are to evoke the Thousand and One Nights stories and 

Shahrzad the storyteller.  

 Shahrzad’s T-shirt features the slogan “I Love Australia” in abbreviated text.  

 The character holds a “Sertar” (Sitar), which is a Persian music instrument. The Sitar refers to 

peace and happiness. 

 Moreover, Shahrzad rides a rug. Rug riding is a famous oriental myth. In the Western culture, rug 

riding is always shown with joy and happiness, such as in Disney’s Aladdin movie.  

 Shahrzad’s rug is in fact an Australian flag to show joy and friendship that Iranian community 

brought to Australia and also gained from it.  
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The street art project succeeded, whereas my effort to find a voice in media such as the Courier-Mail 

failed. I have been contacted by ordinary people through the Internet in response to the artwork. In 

addition, I received a couple of interview requests, one of them from a Courier-Mail journalist! 

 

Despite, or perhaps because of, this success, I was arrested by police after making more than dozen street 

artworks. I attended court in 2015 and tried to explain my work to the judge; however, she was not 

flexible. As a result, I have been charged with vandalism. I am not a vandal; in my whole life, I have 

never damaged any property. Despite my belief in my own innocence and the unfair nature of the charge, 

because of my visa situation, I decided to stop making new street art. It is ironic that this most urgent 

expression of the need for freedom and understanding is on hold due to my arrest and conviction. Street 

art forms the most urgent part of my visually satirical response to the discourse on displacement and thus 

stands in the greatest contrast to the limited scope of the Theoretical Framework on International 

Migration. By the same token, it also expresses those elements of the displaced experience that need to 

be incorporated into the current discourse. 

 

4.3.5 Medallion of Selfishness 

This piece comments on the shameful official treatment of refugees in offshore detention centres, known 

as The Medallion of Selfishness (Fig. 91). It is my satirical response to two tragic incidents that have 

taken place on Manus Island, one of the sites that Australia uses to house asylum seekers. This piece is 

my reaction to the Dickensian situation of refugees who live on the island and the responsibility of the 

authorities for the people who are in custody. I believe the incidents on Manus Island were counter to 

modern values, particularly human dignity. 

 

The first incident was the tragic death of Reza Barati a 23-year-old Kurdish Iranian. He was killed on 17 

February 2014 at Manus Island Regional Processing Centre. A “government-commissioned report 

written by former senior public servant Robert Cornall found that Mr Barati had been killed after being 

hit from behind with a heavy stick, then being kicked by a mob of about 10 people and finally having a 

rock dropped on his head” (Wroe and Whyte 2014). 

 

The second incident was the death of Hamid Kehazaei. In contrast with Reza Barati, Hamid was not 

killed by direct physical violence. His death was even more shocking than Reza. He passed a way as the 

result of the “filthy” condition of the centre: “The 24-year-old died in Brisbane's Mater hospital (on 
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September 5) after first being transferred to Port Moresby. A worker on the island told Fairfax Media Mr 

Kehazaei died from severe septicaemia after having been kept for a week on the island by the 

International Health and Medical Service after cutting his foot. The ABC's Lateline program on Friday 

reported the infection was caused by a bacteria called Chromobacterium violaceum that aggressively 

attacked internal organs when it entered the bloodstream” (Ralston 2014). 

 

Leaked photographs and documents from the centre show the incredible condition of asylum seekers on 

Manus Island. For example, figure 92 shows a picture of the Centre’s toilets. In another example, leaked 

documents “revealed a pattern of medical negligence on the island, including untreated skin infections, 

tooth decay and tropical diseases” (Ralston 2014). According to the facts, the general condition of the 

facilities on Manus Island are not only below the acceptable standard but they contravene basic human 

rights and human dignity. Such medieval conditions in the twenty-first century are poles apart from 

modern values. 

 

The Medallion of Selfishness is an ironic medallion awarded to the people who are directly or indirectly 

responsible in such incidents. The ironic message of this work is straightforward; according to the Oxford 

dictionary, a medallion is “made to commemorate an event or awarded as a distinction to someone”. The 

Medallion of Selfishness is a distinction for the inhumanity and barbarity that exists in the twenty-first 

century. In the Medallion of Selfishness, I have used an ancient Indo-European story from the Kelileh va 

Demneh book from 1429, in which all characters are animals. The story of “The Pelican, the Fish and 

the Crab” (Fig. 93) is an ancient story about migration, friendship and dishonesty. The story is about the 

many fish that live in a lake that is drying out. The crab, who is the mentor of the fish, suggests the idea 

of migrating to another lake, using the pelican for transport. In contrast with the crab and the fish, which 

have never left their lake, the pelican had the ability to fly and so is ‘knowledgeable’. The crab and the 

fish trust the pelican and so make a plan where the pelican will take a dozen fish at a time to the new 

lake. However, out of sight of the lake, he eats the fish. The pelican does this on several occasions until 

his dishonesty is discovered by the crab. 

 

The middle of the Medallion displays a pelican with a human body that carries several fish. To make my 

idea clearer, I have drawn the fish with suitcases. In addition, I have added some fish skeletons in the 

pelican’s stomach. The condition of asylum seekers in Manus Island in general and the tragic death of 

Reza and Hamid reminded me of the Pelican’s story. They are both stories of people who left their 
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homeland because of serious difficulties. They have no choice but to trust people smugglers. They dealt 

with dangerous environmental conditions and finally ended up worse off. This piece was made in bronze. 

I have used this material to make the medallion more physical and touchable to show how these incidents 

are close to us. 

 

4.3.6 Real Australians Say Welcome?  

Real Australians Say Welcome? (Fig. 94) addresses the issue of refugees and the matter of the host 

society. In this piece, I have shown a migrant who holds a suitcase receiving a friendly welcome from an 

Australian. This piece uses a famous Victorian toy, the thaumatrope, which is a simple disc featuring a 

different image on each side. The disc is attached to two pieces of string. When the strings are twirled 

rapidly, the disc rotates and the images combine in the audience’s eyes, creating the illusion of a united 

image. According to UK Museum of the History of Science, this toy was invented by John Ayrton Paris 

(1785–1856). The very famous image of this toy, which became a cliché, is a bird in a cage (Fig. 95).  

 

I used the thaumatrope because a toy carries the meaning of innocence. In addition, the thaumatrope is 

about illusion. I have titled this piece as a question, raising the ironic point that Australia claims to be 

welcoming but officially is not. As with the original toy, I have drawn two different images on the both 

sides of the disc (Fig. 96). On the first side, I have shown a character that holds a suitcase with one hand 

and holds his other hand up in the air. On the other side of the disc, I have drawn a human figure inside 

a geographical map of Australia. The figure holds his arm in the same position, but in reflection to the 

character on the other side. 

  

When the strings are released, the two images merge together and make one singular piece that is an 

Australian character holding hands with the migrant. 

 

4.3.7 Editorial Satire 

The final series created specifically for my doctoral program is entitled ‘Editorial Satire’. This collection 

is more satirical in editorial style and specifically addresses the Australian government policy in relation 

to refugees. It also responds to the matter of war in general, specifically the Australian involvement in 

the Syrian war.  
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As such, it is a direct response to the policy category of discourse discussed in Chapter 2. Since policy is 

a core feature of the current discourse in Australian politics and political media, this examination is 

important in understanding how my artistic response engages the broader discourse, challenging and 

developing the existing theoretical frameworks. 

 

Editorial satire is intended for rapid consumption in media such as newspapers. It necessarily extracts 

the essence of an issue, using strong and straightforward symbolism to convey a message effectively and 

memorably. As it responds to current affairs in a timely manner, its subject may challenge the existing 

discourse in a blunt and direct manner, investing less time in responding to the nuances of that discourse. 

This is reflected in the stark, less layered symbolism of these pieces. As becomes clear in an examination 

of each piece, however, there is still plenty of scope for parallel meanings, irony and the raising of 

fundamental contradictions. 

 

As each artwork stands alone, they are each discussed separately below: 

 

Australia Book (Fig. 97) critiques the policy of Australian government toward refugees. I believe 

migration makes a host society stronger, more vibrant and engaged. This illustration depicts Australia 

and Australian culture as a heavy book that is not complete. A typical refugee boat with its passengers in 

orange life jackets comes to Australia to fill the empty hole cut into the pages and complete the book. 

When the boat and its passengers reach the Book of Australia, both of them become one piece, 

completing the nation allegorically represented by the book.  

 

The Evolution (Fig. 98) has already been referred to in reference to metamorphosis in the discussion of 

Daumier in the previous chapter. It demonstrates the symbiotic relationship between Australia and 

immigration, using a very economic visual language. Here, a simplified Australian map as the symbol of 

the country morphs into a two-dimensional interpretation of an origami paper boat as the symbol of 

migration. To show how these two matters are connected to each other and impossible to separate, I have 

used the concept of Darwin’s evolutionary progression. By arranging the elements into a circle, however, 

it is impossible to say which one came first, thus emphasising the symbiosis of the relationship. 

 

Fertility (Fig. 99) uses the concept of fertility to address the fundamental role of migrants to the existence 

of Australia. In Fertility, boats are represented as sperm and the Australian continent as an egg. This 
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shows how migrants fertilise Australia and create a new generation who describe Australia as their 

motherland. This is an example of the use of fundamental human biology to create a universally 

understood symbol that crosses cultural boundaries. 

 

The piece Boomerang (Fig. 100) is my satirical response to the policy of the Australian government to 

send refugees to other countries. I have shown a refugee boat in shape of a boomerang. The boomerang 

is a symbol of the concept of ‘return’ and is a uniquely Australian symbol. A boomerang returns to its 

location after travelling on a circular course. Current government policies lock refugees into a useless, 

endless cycle.  

 

Immigration (Fig. 101) uses a distorted Swiss Army Knife as a symbol of Australia’s twisted immigration 

policy. I have replaced all gadgets of the traditional knife with thirteen hands that each point in different 

directions. In addition, there is another clue and element of wit: the number thirteen is considered 

unlucky, which describes the situation of the refugees involved with this new policy.  

 

Jackpot (Fig. 102) represents the risk that refugees have taken in journeying to Australia to find a safe 

place and the Australian response. The rude finger depicts the policy of the government in response to 

the refugees’ legal claim to seek asylum. The first two columns of the rolling mechanism of the jackpot 

machine display “go home” in symbolic language. The last column of rolling symbols has already passed 

a geographical map of Australia and looks likely to stop on the paper boat. The message “go home boat 

people, you are not welcome here” is clearly spelled out. 

 

The Cleaner (Fig. 103) shows Foreign Minister Julie Bishop helping the government to keep Australia 

‘clean’ of refugee arrivals. The fact that she is cleaning a mat, traditionally known as a welcome mat, 

carries further irony. 

 

As a person who has first-hand experience of living in a war-torn country, and as a satirist, I critique the 

international policies that sacrifice Middle-Eastern people in the geopolitical game over their countries’ 

resources. The following pieces in this series are my responses to Australia’s foreign policy towards the 

Middle East. 
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In Figure 104, I have shown refugees coming to Australia by boat. However, their boats are falling down 

a waterfall before they reach the island nation of Australia. The waterfall represents the immigration 

policy of the Australian government. The fighter jets represent the matter of war. The fact that Australia 

is not in the stream of water, but is an island fortress with sheer sides, represents the Fortress Australia 

policy of the Australian government. 

 

Figure 105 again uses the concept of Fortress Australia to convey Australia’s engagement in Syria and 

alliance with the US military. Its hostility to refugees is almost a thoughtless side-effect, “collateral 

damage” of this foreign policy. 

  

Figure 106 shows how war and its resultant displacement create trauma. In this piece, I have used the 

cliché of suitcases to address the matter of displacement. In addition, the fighter jet is the symbol of war 

in general and echoes the new policy of the Australian government to use its aircraft in Syria.  

 

Shadow of War (Fig. 107) shows how war impacts the displaced. I have shown a fighter jet as a grey 

blanket that covers several refugee boats. The grey blanket recalls the shadow of the fighter jets when 

they become close to the ground in the cities to release their rockets/ bombs. In addition, the ‘blanket’ 

and the concept of ‘covering’ refer to the fact that the experience of the victims of the Syrian war has 

been smothered. Those people do not have a voice in our media. Also, the blanket that covers the boats 

renders them ‘an ordinary subject’ and usurps their news value. When I made this piece, I had in mind a 

quote of the dictator Joseph Stalin: “A single death is a tragedy, a million deaths is a statistic.”  

A primary symbolic use of the blanket is its familiar role in covering dead bodies: once covered, they are 

identical and faceless.  

 

The last piece of this series, Bowling (Fig. 108), shows how war generates displaced people. Bowling 

shows the relationship of war and displacement; and their similarity with the ball and pins in a ten-pin 

bowling game. Just as a bowling ball is used to explode the careful arrangement of the pins, so war 

spreads its victims from their motherland and discards them, simply to score points in an abstract game.  

In addition, I have used the traditional bomb shape known as Fat Boy (after the bomb that was used in 

Hiroshima) and show refugees as faceless small figures in boats. This use of faceless refugees highlights 

the general representation of refugees in mass media. 
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4.4 Conclusion 

Through this body of work, I have developed and employed a range of visual symbols to portray the 

lived experience of the displaced in modern Australia. Those symbols include the classical tropes of 

visual satire (e.g., size, clothing, body mass, aggression, metallic armour, hangings) as well as elements 

that are familiar to the artist from the Middle East in general or Iran in particular but may have resonance 

across cultures (e.g., the infallibility of a supreme leader, the emptiness of populism, the lure of the West, 

the promise of capitalism). 

 

Most importantly, a visual language has emerged from my work with refugees as a means of expressing 

their lived experience. The visual symbols used in my work are as follows: 

 Aggressive and unreliable “fish-ships” that represent the vessels in which people must cross the 

ocean to flee;  

 The suitcase, which represents the refugee’s meagre possessions; 

 Skulls as grains of sand, which indicates the massive scale and hopelessness of displacement in 

the modern world; and 

 Severed trunks, roots, and disembodied branches, which represent those people cut off from the 

society that nurtures their humanity. 

 

These symbols express a number of aspects of the refugee’s lived experience that is completely ignored 

by traditional academic frameworks. One fundamental difference is that all existing academic 

frameworks assume that the migrant moves from one place to another because of the relative safety of 

the second place. The reality, however, is that people flee their homeland without any clear idea of the 

destination, rendering redundant all analysis based on that assumption of a comparative analysis driving 

the decision. Similarly, the policy of deliberately excluding refugees and forcing them into eternal limbo 

as a ‘solution’ is completely outside the framework provided by existing tools of analysis. 

 

Many of these symbols arose from the workshops I held with refugees and I applied them in the artworks 

Anticipation and No North Point. These specific symbols, developed to engage with the discourse on 

displacement, have been combined with the classic symbols of the political cartoonist to create street art 

and illustrations that are designed to convey particular messages concisely and with intensity.  

 



68 

 

The ‘Editorial Satire’ series represents a direct application of the symbols developed through the research 

for this dissertation to the current discourse on displacement. The analysis of the messages delivered in 

these pieces forms the basis of the overall conclusion. 
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Conclusion 
 

This exegesis has examined my response as an Iranian satirist to the difficult subject of displacement. I 

have done this against the context of existing theoretical frameworks on migration, the geopolitical 

historical context of Iran, and a discussion of selected visual satirists. 

 

The examination indicates that there are a number of fundamental aspects missing in the discourse around 

displacement, which are captured by my artwork. As that discourse is used to frame bureaucratic 

responses to immigration, and as the political pressures on those responses increases through widespread 

public alarm, it is important that these contributions to the discourse are highlighted and promoted. 

 

They include the following points: 

1. Receiving countries such as Australia are deliberately disrupting patterns of migration by 

arbitrarily closing their borders, thereby reducing to zero one of the factors that influence 

migratory flows. This is directly depicted in a number of artworks, most specifically Untitled 

(Fig. 104). 

2. Over 60 million refugees simply have nowhere to go. All the theoretical models assume a sending 

country and a receiving country. The lack of a receiving country not only renders the theoretical 

models inoperable; it calls into question the assumptions at the very basis of those models. That 

is, that the destination plays a basic role in the decision to migrate. The use of outer-space as a 

mooring for the fish/ships in Detention Centre (Fig. 38) identifies this problem. 

3. The migratory experience, especially the refugee experience, involves a historical disruption in 

which the migrant is cut off from the cultural evolution of their homeland while also struggling 

to engage with the culture (and its evolution) of their host country. Without attention to this, there 

is a significant loss of potential that could greatly benefit a responsive host country. The 

symbolism of both the truncated tree and the severed heads with roaming roots (as an octopus) 

and/or a root itself as a gallows rope throughout the ‘Anticipation’ series and No North Point 

depict this problem graphically. 

4. The links between capitalism and democracy are being questioned and tested by the experience 

of the displaced in the developing world as pawns in a geopolitical chess game being played by 

the military industrial complex. The academic analysis of this focuses on where economic and 

political models fail to accurately reflect global trends. The field work carried out for this project 

indicates that the lived experience of displaced people is doubt and disappointment, which 

significantly undermines the hegemonic view that capitalism and freedom go hand in hand and 

represent a New World Order. Both False Hope (Fig. 75) and Utopia (Fig. 3) in the ‘Anticipation’ 

series directly address this challenge. 

5. The disjunction between the Australian government's international claim to be an open, 

democratic country governed by the rule of law and bound by international treaties on the one 
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hand and its joint and contradictory actions of, firstly, it's military engagement in the Middle East 

and South China Sea and, secondly, an immigration policy that disengages it from its international 

responsibilities, on the other, is increasingly untenable. The entire ‘Editorial Satire’ series focuses 

on different aspects of this challenging problem. The role of visual satire in leading the discourse 

is absolutely critical in this case. 

Visual satire is a powerful tool for communicating the unspeakable. As I have discussed here, it has a 

long history of being used to undermine oppressive regimes and to synthesise and communicate 

subversive messages. It draws on an even more ancient tradition of using humour to deflate the self-

importance of the powerful and combines that with a sharp political analysis and rich toolkit of symbols 

and icons to create an economic language that crosses cultural and linguistic boundaries. It is powerful 

precisely because it acts swiftly, using the emotional resonance of specific symbols within the population 

to make its point economically and effectively. Even while the proponents of a policy are coming to 

terms with its impact and place in current discourse, the satirist can be responding in a meaningful 

manner, using symbols that can be directly mapped back to current theoretical framings of the discourse, 

even where that framework has yet to evolve to take account of current affairs. This is perhaps the critical 

message emerging from this study. My use of visual satire to respond to the matter of displacement 

provides a powerful and complementary set of tools to test the shortcomings of the current discourse and 

to formally and objectively identify the nature of those shortcomings through an analysis and restatement 

of the subjective experience of the displaced. 

 

The role of art in powerfully expressing a subjective, human experience is important as an agent of social 

change. The analysis of the symbols used and the messages they convey provide clarification of what 

that subjective experience can tell us about the shortcomings of the current discourse. In the work 

presented here, I have set out to contribute a deeper understanding of what shapes the experience and 

growth of the displaced and, hence, the contribution the displaced can make to the host society. The 

intention is to enrich the political debate, the academic understanding, and the bureaucratic handling of 

the issue. A rigorous examination of the works, in their theoretical and historical framework, has been 

undertaken to highlight the possible contributions they might make. 

 

My conclusion is that an analysis of the displaced in the aggregate, such as that which informs the 

Theoretical Framework for International Migration, is ill-equipped to deal with the huge role that the 

displaced will play in future global affairs, and their prominence in current mainstream discourse. That 

prominence indicates the importance of the issue in contemporary Western society. The influence that 
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simplistic discourse currently has on political outcomes indicates the urgent nature of adding depth and 

sympathy to that discourse. 

 

To do that effectively, it is necessary to insert the lived experience of the displaced into the theoretical 

frameworks used to deal with them. This study of the symbolic language used by visual satirists 

(including myself) to engage with the current discourse in its historical and theoretical context has 

provided some guidance on how that may be achieved. 

 

This exegesis contends that incorporating the lived experience of the displaced into the current discourse 

expands it to recognise our common humanity and the positive role that change potentially plays in 

growth and development. Such expansion of the discourse is required to help us maximise the positive 

outcomes from this global challenge and avoid the worst excesses of populist xenophobia. Global 

reactions to the fear-mongering of potential world leaders such as Donald Trump provide some insights 

as to why such an effort is worthwhile. The lived experience of the migrants and refugees engaged in the 

field work for this dissertation, as well as my own experience, provides additional insights outside the 

discourse on migration and displacement presented in the mainstream media and academic frameworks.  
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Appendix 1: Artworks  

Critical Discourse on Migration 

 

 

(Fig. 1) Hesam Fetrati Cross Cultural 2015, pen & ink on acid free paper, 50 x 70cm 
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Voluntarist and structural theories 

 

 

(Fig. 2) Hesam Fetrati Untitled 2015, pen & ink/ digital art 20 x 30cm 
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(Fig. 3) Hesam Fetrati Utopia (from the ‘Anticipation’ series) 2014, pen & ink on paper, 50 x 70cm 
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(Fig. 4) Hesam Fetrati No North Point 2013, pen & ink on paper 200 x 500cm 

New Economics of Labour Migration 

 

 

(Fig. 5) Hesam Fetrati untitled cartoon for Poul newspaper (Financial Media) 2010, pen & ink on paper, 10 x 

15cm  
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(Fig. 6) Hesam Fetrati I Love Queensland 2015, stencil and spray can on concrete, approx. 50 x 70cm 

 

(Fig. 7) Hesam Fetrati Shared Australia 2015, stencil and spray can on concrete, 120 x 100cm 
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(Fig. 8) Hesam Fetrati Jackpot 2015, pen & ink/ digital art, 50 x 70cm 
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(Fig. 9) Hesam Fetrati The Cleaner 2015, pen & ink/ digital art 21 x 30cm 
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(Fig. 10) Hesam Fetrati Untitled 2015, pen & ink/ digital art, 21 x 30cm 
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(Fig. 11) Hesam Fetrati Detention Centre (from the ‘Anticipation’ series) 2014, pen & ink on paper, 50 x 70cm 
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Historical Framework 

 

 

(Fig. 12) Hesam Fetrati Untitled (from the ‘Weapons’ series) 2011, pen & ink on paper, 30 x 40cm 
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(Fig. 13) Unknown Photographer, Mozaffar ad-Din Shah Qajar, 1853–1907 

 

. 
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(Fig. 14) Ardeshir Mohasses Untitled 1978, pen & ink on paper, approx. 20 x 30cm 
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(Fig. 15) Hesam Fetrati Untitled No. 20 (from the ‘Chess’ series) 2005, pen & ink on paper, 21 x 30cm 

 

 

(Fig. 16) Left: Unknown photographer, Hossein Fatemi, the Foreign Minister of Iran during his position in the 

Mossadeq cabinet 

(Fig. 17) Right: Unknown photographer, Hossien Fatemi, a couple of days before execution 
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(Fig. 18) Ardeshir Mohasses, The Convict’s Execution Coincided with the King’s Birthday Ceremonies 1978, 

pen & ink on paper, approx. 30 x 42cm 
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(Fig. 19) Hesam Fetrati No. 17 (from the ‘Chess’ series) 2005, pen & ink 21 x 30cm 
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(Fig. 20) Ardeshir Mohasses Long Live the Nation 1978, pen & ink on paper, approx. 20 x 30cm 

(Fig. 21)  

Left: A sample of a Persian book’s internal layout, c. sixteenth century 

Right: Ardeshir Mohasses Self Portrait late 1970s, pen & ink on paper, 21 x 30cm 

In order to comply with copyright this image has been removed.
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Brad Holland 

(Fig. 22) Brad Holland Untitled late 1970s, pen and ink on paper, approx. 20 x 30cm 

Left: (Fig. 23) Brad Holland Untitled late 1970s, pen and ink on paper, approx. 20 x 30cm 

Right: (Fig. 24) Hesam Fetrati Populism 2010, pen and ink on paper, cartoon for Etemad Melli newspaper 

(economy related media), 10 x 15cm  
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Left: (Fig. 25) Brad Holland Untitled late 1970s, pen and ink on paper, approx. 20 x 30cm 

Right: (Fig. 26) Hesam Fetrati Untitled 2010, pen and ink on paper, cartoon for Poul newspaper (economy 

related media) 10 x 15cm 

Left: (Fig. 27) Brad Holland Untitled 2000s, pastel on paper, approx. 20 x 30cm 

Right: (Fig. 28) Hesam Fetrati Untitled 2010, pen and ink on paper, cartoon for Etemad-E Melli newspaper, 10 x 

15cm 
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(Fig. 29) Brad Holland Untitled late 1970s, pen and ink on paper, approx. 20 x 30cm 
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(Fig. 30) Hesam Fetrati No. 23 (from the ‘Chess’ series) 2005, pen and ink on paper, 21 x 31cm 

 (Fig. 31) Brad Holland Untitled late 1970s, pen and ink on paper, approx. 20 x 30cm 
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(Fig. 32) Hesam Fetrati No. 21 (from the ‘Weapons’ series) 2011, pen and ink on paper 21 x 30cm 

(Fig. 33) Brad Holland Untitled late 1970s, pen and ink on paper, approx. 20 x 30cm 
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Top left: (Fig. 34) Hesam Fetrati No. 13 from the ‘Spiral’ series 2008, pen and ink on paper 21 x 30cm 

Top right (Fig. 35) Hesam Fetrati No .23 from the ‘Spiral’ series 2008, pen and ink on paper 21 x 30cm 

Bottom: (Fig. 36) Hesam Fetrati No. 25 from the ‘Spiral’ series 2008, pen and ink on paper 21 x 30cm 
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Honoré Daumier 

(Fig. 37) Honoré Daumier Gargantua 1831, lithograph 
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(Fig. 38) Hesam Fetrati Detention Centre from the ‘Anticipation’ series 2014, pen and ink on paper, 50 x 70cm 
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(Fig. 39) The Adventures of Gulliver, Animation Series, Hanna-Barbara Production, 1968 
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(Fig. 40) Honoré Daumier Metamorphosis of the Pear 1831, lithograph 
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(Fig. 41) Hesam Fetrati Evolution 2015, pen and ink/digital art, 30 x 30cm 
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(Fig. 42) Honoré Daumier The Pear Hanged in Effigy 1832, lithograph 
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(Fig. 43) Hesam Fetrati The Caveman, cartoon for Etemad-E Melli newspaper 2009 
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(Fig. 44) Honoré Daumier The Republic 1848, oil on canvas, 60 x 73cm 
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(Fig. 45) Hesam Fetrati No. 6 from the ‘Weapons’ series 2011, pen and ink on paper 21 x 30cm 
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Iranian Work 

Left: (Fig. 46) Hesam Fetrati Newspaper Collection 2009–2010, 10 x 15cm each 

Right (Fig. 47) Hesam Fetrati Newspaper Collection 2009–2010, 10 x 15cm each 

Left: (Fig. 48) Hesam Fetrati Populism 2007, pen and ink/ digital art, from Etemad-e Melli newspaper, 10 x 

15cm 

Right: (Fig. 49) Mahmoud Ahmadinejad, during his state travels, surrounded by his bodyguards and ordinary 

people. 
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Left: (Fig. 50) Hesam Fetrati 1388 [meaning the year 2008] 2008, pen and ink/ digital art, from Poul newspaper 

Right: (Fig. 51) Iran’s Rial vs. USD, according to Trading Economist website 

Left: (Fig. 52) Hesam Fetrati Boiling Point 2009, pen and ink/ digital art, from Etemad-E Melli newspaper, 10 x 

15cm 

Right: (Fig. 53) A group of Iranians in the queue to vote in the 2009 presidential election. 



References & Appendices – 110 

Left: (Fig. 54) Hesam Fetrati The Magician 2009, pen and ink/ digital art, from Etemad-e Melli newspaper, 10 x 

15cm 

Right: (Fig. 55) Hundreds of thousands of Iranians get together at Azadi (meaning freedom) square in Tehran, 13 

June 2009. 

(Fig. 56) Three million people protesting in Enghelab Street in Tehran, 13 June 2009. 
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Beyond Cartoons 

(Fig. 57) Hesam Fetrati Article No. 14 of International Declaration of Human Rights 2011, linocut, 21 x 21cm 
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(Fig. 58) Hesam Fetrati Spirals 2011, pen and ink on paper, 20 x 20cm 
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Left: (Fig. 59) Hesam Fetrati Smiley Face 2009, pen and ink/digital art, 10 x 15cm 

Right: (Fig. 60) Hesam Fetrati The Victory Is For Us 2009, pen and ink/ digital art, 10 x 15cm 
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Australian Work 

No North Point 

(Fig. 61) Hesam Fetrati No North Point 2013, pen and ink on paper, 200 x 500cm 

(Fig. 62) Detail from tile No. 24 
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(fig. 63) Detail No.7, from tile No. 2 

Anticipation 

(Fig. 64) Unknown Artist, Jonah and Fish, Jame-Al-Tavarikh book, fourteenth century 
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(Fig. 65) Hesam Fetrati Hopelessness 2014, pen and ink on paper, 50 x 70cm 
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(Fig. 66) Components of Hopelessness 

(Fig. 67) Detail No. 1A 
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(Fig. 68) Detail No. 1B 

(Fig. 69) Refugee boat 
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(Fig. 70) Detail 1C 



References & Appendices – 120 

(Fig. 71) Hesam Fetrati Utopia 2014, pen and ink on paper, 50 x 70cm 
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(Fig. 72) Components of Utopia 

(Fig. 73) Detail No.2A 
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(Fig. 74) Detail No.2B 
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(Fig. 75) Hesam Fetrati False Hope 2014, pen and ink on paper, 50 x 70cm 
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 (Fig. 76) Swedish emigrants boarding ship in Gothenburg in 1905 

(Fig. 77) Components of False Hope 
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(Fig. 78) Detail No.3A 
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(Fig. 79) Detail No.3B 



References & Appendices – 127 

Fig. 80 Detail No.3C 
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Cross Cultural 

(Fig. 81) Hesam Fetrati Cross Cultural 2015, pen and ink on acid-free paper, 50 x 70cm 
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(Fig. 82) Detail No. 4A, The Lion and Sun 

(Fig. 83) Left: Gods of Sun and Moon situated on the back of the Lion, 850–950 BC 

Right: An illustration in Abū Maʿšar Balḵī’s treatise on astrology, 850.  
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(Fig. 84) Detail No. 4B, Coat of Arms of Australia 

Street Art: Oilik 

(Fig. 85) Oilik signature 
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(Fig. 86) Hesam Fetrati I Love Queensland 2015, stencil and spray can on concrete, approx. 50 x 70cm 
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(Fig. 87) Hesam Fetrati Welcome 2015, stencil and spray can on concrete, approx. 80 x 100cm 

(Fig. 88) Hesam Fetrati Shared Australia 2015, stencil and spray can on concrete, 120 x 100cm 
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(Fig. 89) Hesam Fetrati Screaming 2015, stencil and spray can on concrete, 120 x 100cm 
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(Fig. 90) Hesam Fetrati Sketch for Rug Rider 2015, stencil and spray can on concrete, 120 x 100cm. (Please 

note: the final artwork image is not available because it has been removed from street’s wall.)  
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Medallion of Selfishness 

(Fig. 91) Hesam Fetrati Medallion of Selfishness 2014, engraving on bronze, 10.5 x 10.5cm 
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(Fig. 92) A photograph from the Manus Island facilities. “Beau Mitchell used secret cameras to smuggle out 

pictures of conditions inside asylum seeker compounds on Manus Island” (Greene and Sveen 2014) 

(Fig. 93) Pelican, Fishes and the Crab. An Illustration of Kelileh via Demneh Book, around 1429. 
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Real Australians Say Welcome? 

(Fig. 94) Hesam Fetrati Real Australians Say Welcome? 2015, Thaumatrope/ pen and ink on paper, 5 x 5cm 
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(Fig. 95) A bird in a cage is the classic example of a Thaumatrope toy. 

(Fig. 96) The two sides of Real Australians Say Welcome? 
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(Fig. 97) Hesam Fetrati Australia Book 2015, pen and ink/ digital art 21 x 29cm 
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(Fig. 98) Hesam Fetrati Evolution 2015, pen and ink/ digital art, 50 x 70cm 
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(Fig. 99) Hesam Fetrati Fertility 2015, pen and ink/ digital art, 50 x 70cm 

(Fig. 100) Hesam Fetrati Boomerang 2015, pen and ink/ digital art, 50 x 70cm 
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(Fig. 101) Hesam Fetrati Immigration 2015, pen and ink/ digital art, 50 x 70cm 
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(Fig. 102) Hesam Fetrati Jackpot 2015, pen and ink/ digital art, 50 x 70cm 
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(Fig. 103) Hesam Fetrati The Cleaner 2015, pen and ink/ digital art 21 x 30cm 
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(Fig. 104) Hesam Fetrati Untitled 2015, pen and ink/ digital art 21 x 30cm 
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(Fig. 105) Hesam Fetrati Untitled 2015, pen and ink/ digital art 21 x 30cm 
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(Fig. 106) Hesam Fetrati Untitled 2015, pen and ink/ digital art 20 x 30cm 
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(Fig. 107) Hesam Fetrati Shadow of War 2015, pen and ink/ digital art 20 x 30cm 

 

(Fig. 108) Hesam Fetrati Bowling 2015, pen and ink/ digital art 20 x 30cm 
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Appendix 2: Activities/ Research Outputs over the Duration of My Candidacy 

 

Award: 

2016 Marie Ellis OAM Prize for Drawing, Runner Up 

http://www.jugglers.org.au/2016/08/08/2016-marie-ellis-oam-prize-for-drawing-

winners-announced 

 

Publications: 

2015 Book of Australia, The Equal Standard [zine], Issue #3, inside the cover 

2015 Utopia, The Equal Standard, Issue #2, 18 

2015 Suspicious Suspension, The Equal Standard Issue #1, 32 

2014 Community Engagement and Interdependency (paper presented at International 

Congress On Civilisations Past Present and Future of Civilisation, Turkey) 

 

Articles about my DVA body of work:  

2016 Strachan, Alison 2016. “Thought Provoking and Satirical Illustrations With Hesam 

Fetati” Fringeartculture (blog), last modified 13 July 2016. Accessed 14 July 2016, 

http://fringeartculture.com/thought-provoking-and-satirical-illustrations-with-hesam-

fetrati/  

2016 Wolter, Angela “Memorial Union exhibition depicts refugee struggles”, The Daily 

Cardinal, 25 February 2016, http://www.dailycardinal.com/article/2016/02/02-25-

angela-wolter. 

 

Solo Exhibitions: 

2016 Suspicious Suspension, Bundaberg Gallery, QLD, Australia 

2016 Suspicious Suspension, Wisconsin University Gallery, USA 

2015 Suspicious Suspension, Gympie Gallery, QLD, Australia 

2015 Anticipation, Umbrella Gallery, QLD, Australia 

 

Group Exhibitions: 

2016  2016 Marie Ellis OAM Prize, Jugglers Gallery, QLD, Australia 

2016 Tradition Now, State Library of Queensland, QLD, Australia 

http://www.jugglers.org.au/2016/08/08/2016-marie-ellis-oam-prize-for-drawing-winners-announced
http://www.jugglers.org.au/2016/08/08/2016-marie-ellis-oam-prize-for-drawing-winners-announced
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2016 Finding Home, Logan Art Gallery, QLD, Australia 

2015 Books by Artists, Webb Gallery, QLD, Australia 

2015 Note From Elsewhere, Node Gallery, Finland 

2015 Dis/placement, The Ditch Gallery, London, UK 

Media: 

2016 “Great South East” television program on Channel 7 

2014 Interview/Neshat Radio, Brisbane-based Farsi radio 

2014 (April) Interview/ Documentary Iran-Wire Website 

2013 (20 June) Interview – BBC Persian Website 

2013 (19 June) BBC Persian Radio 

Professional Activities: 

2014 (March) Member of jury in Harmony Day Program 

Workshops: 

2016 (1 Oct) Tradition Now, State Library of Queensland, Australia 

(18 June) Human Library, State Library of Queensland, Australia 

2013 (5 April) Satire and Cartoon, Logan Art Gallery, QLD, Australia 

(1 April) Drawing with children and juvenile refugees, Mount Tamborine, QLD, 

Australia 




