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Tehran Bird Garden is a beau-
tiful and green environment in
which you will see rare birds
that are not found anywhere
else. Some birds are flying free-
ly in a part of the garden, where
visitors can communicate with
nature directly.

A huge steel structure, with a
large net about 50m high, cov-
ersthegarden.

In the Tehran Bird Garden you
can walk alongside the birds
and enjoy the beauty of these
incredible creatures. The lakes
and creeks flowing in this gar-
den,aswellasbeautiful wooden
bridges built over these rivers,
have doubled theirbeauty.
Manager of Tehran Bird Garden
Hamid Reza Mahabadi put the
total area of Tehran Bird Gar-
den at 86 hectares, of which 23
hectares are used for keeping
thebirds.

He added that 8,000 birds, from

176 species, are presently kept
there.

Cassowary, a type of rare and
flightless bird native to Aus-
tralian forests is among the
strangest birds you can see in
the garden. The Cassowary is
usually considered to be one
of the world’s most dangerous
birds,atleastwherehumansare
concerned. Cassowaries are shy
and usually hard to spot.

“We have prepared a special at-
mosphere for this type of bird
to not only live freely but not
harm themselves and others,”
hesaid.

He noted that the Tehran Bird
Garden has close cooperation
with the Department of the En-
vironment (DoE).

“Sometimes the department
gives us birds which are in need
of care. We look after them with
much attention and prepare
them forreturntonature.”
Some ponds have been built
at the entrance of the garden,

which are used to disinfect vis-
itors’ shoes. Moreover, the gar-
den’s personnel remind people
toavoid feeding the birds.
Mahabadi said that the manage-
ment of the Tehran Bird Garden
was handed over to the private
sector.

Referring to the financial prob-
lems they faced in running the
garden, henoted thatthe spread
of COVID-19 in the country led
to atwo-year closure of the Teh-
ran Bird Garden.

“This helped create many finan-
cial problems for the complex;
however, it was not possible for
ustoleavethebirdsunattended.
They needed food, treatments
and vaccinations. Our special-
ized workers were present in
the garden all days during the
period,” he said.

He noted that the garden ranks
firstin the Middle East in terms
of area and the number of birds
keptinit.Ithasbeenbuiltin two
sections, the first of which is al-
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the region

located to caged birds.

He noted thatin the second sec-
tion, expanding in an area of 6.5
hectares, thebirdsare free tofly.
He said that some people buy
birds, but after some time they
can’tkeep them any more due to
certain reasons including living
an in apartment, thus, the best
solution is to give them to the
bird garden.

Mahabadi said that about 150
workers with various tasks are
active in the Tehran Bird Gar-
den. Some of them manage the
green space of the garden while
others are involved in feeding
and taking care of the birds.
“Active in the garden is a team of
veterinarians who visit various
parts of the garden on a daily
basis and bring sick birds to the
clinictobetreated,” he said.

The Tehran Bird Garden, locat-
ed on East Babaie Expressway,
Kouhestan Street, is open to the
public in the summer from 10
a.m.to 6:30 p.m.every day.

Development of Persian Islamic art

Islamic art history was essen-
tially developed from the 19th
tothe20thcentury,and thema-
jor discourse of the double-ad-
jective “Persian Islamic,” or the
more hybrid term “Perso-Is-
lamic,” art was thus conduct-
ed chiefly by Euro-American
scholars. During the formative
period of its scholarship, the
primary concerns for Persian
art among western scholars
were given to architecture and
“miniature” painting of the
great mediaeval dynasties of
the Seljuks, Ilkhanids, Timu-
ridsand Safavids.

Sculpture, which traditional-
ly ranks highly in western art
history, lostits significance af-
ter the Muslim conquestwhen
many figurative traditions of
the Persian world were dis-
missed or modified. One cate-
gory that did not match west-
ern art historical concepts
but was soon accepted as dis-
tinctively “Persian” as well as
rightly “Islamic” along with
architecture and “miniature”
painting, especially among
collectors and museums, was
carpets. Surviving examples
that can be attributed to the
pre-Islamic Persian world

were not discovered until the
mid-20th century, although
mediaeval descriptions of
pre-Islamic Persian carpets
were already well-known.
So-called “minorarts” or “arts
and crafts,” according to west-
ern art-historical traditions,
such as metalwork, ceramics
and glass, were also viewed
as subjects of investigation
butmore often integrated into
the wider category of Islamic
art. Other genres of the “mi-
nor arts,” such asarms and ar-
mour, were also collected, but
these were rarely viewed dis-
tinctively as Persian objects.
Euro-American scholarship
inevitably = Euro-American-
ised the approaches to these
topics. This is particularly
the case with the single Per-
sian “miniature” painting
leaf, which was viewed and
appreciated as the Persian
equivalent to old master’s
oil painting but not as a book
illustration. Persian “minia-
ture” painting was thus sold
individually, as well as deli-
cately framed, often with the
emphasis on image rather
than the entire page with text,
and it was predominantly

displayed on the wall in Eu-
ro-American museums.

In order further to establish
the connoisseurship of Persian
“miniature” painting in the
West, the role of painters was
overemphasised, while callig-
raphers and other aspects of
the art of the book were down-
played. For most westerners
of this time, undecipherable
Arabic letters must have been
viewed as irrelevant for the ap-
preciation of “miniature” paint-
ing,and thistendency may have
promoted the detachment of
image fromtextbothinscholar-
shipandinartdealing.

While calligraphers were
rarely featured in the early
writing of Persian painting in
the West, some identifiable
figures of Persian painting,
like RezaAbbasi(1565-1635),
became “stars” or “mas-
ters,” following the western
art-historical canon. Deriving
from pre-existing Persian no-
tions of Kamal al-Din Behzad
(1460-1535), this late-Timu-
rid painter became “the Per-
sian Michelangelo (an Italian
sculptor, painter, architect,
and poet).”

These juxtapositions enabled
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A miniature by Reza Abbasi
artang.ir

Europeanscholarship tobuild
up Europeanised constructs
for the discussion of Persian
art in which the lonely genius
of a Behzad or another paint-
er eclipsed the manuscripts
which contained the paint-
ings.

Like the Japanese rediscovery
of Ukiyoe prints’ painters, the
Persian world rediscovered
the Persian artists through
European assessments. In
turn, Iran and Tajikistan
would name their new mu-

seums in honour of these
rediscovered artists, hence
the Reza ‘Abbasi Museum in
Tehran (opened in 1977) and
the Kamal al-Din Behzad Mu-
seum in Dushanbe (opened
in 1945). Ironically the latter
museum doesnotpossessany,
even single painting by its de-
nominator, but it has modern,
European-inspired, oil paint-
ings, intending to evoke the
forgotten, if not mythical, past
ofthe Tajik nation.

Such a painter-oriented taste

ultimately set a borderline
between art history and phi-
lology (text) in Persian man-
uscript studies. This often
resulted in distorted trans-
literations and misinterpre-
tations of the text in the past.
Yet thanks to the rise of cod-
icology in the field of Islamic
manuscripts in recent days, it
is a right time to declare that
every aspect of the physical
condition of Persian book
painting has nowadays thor-
oughlybeenstudied.

Theaboveisalightly editedversion of partofa chapter entitled, ‘Why Persian artneeds to be studied and collected, from a book entitled, ‘The Shaping of Persian Art: Collections and

Interpretations ofthe ArtofIslamiclran and Central Asia’ edited by Yuka Kadoi and Ivan Szanto, published by Cambridge Scholars Publishing.




