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Figure 29 - Bespoke website built for promoting SEEING THE UNSEEN exhibition
(www.seeingtheunseen.co.uk)

Ruh Al Alam

Figure 30 — SEEING THE UNSEEN exhibition booklet

Supporting material was produced using the branding and to help promote the
exhibition with the printing of exhibition booklets, a bespoke website with a teaser
of artwork by each artist, and a number of specialist workshops for public

participation and engagement.
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In order to share and encourage knowledge of making and creating digital and
Islamic artworks, and to encourage accessibility to knowledge, a number of
workshops were also arranged to run alongside the exhibition. These workshops
included an introduction to digital technologies for use in interactive projects and
was led by researcher Pruet Putjorn from the School of Engineering and Digital Arts,
University of Kent. | also arranged a number of drawing workshops on Islamic

geometric patterns led by artist and teacher Samira Mian.

The inclusion of these workshops worked as a means to also generate more interest
around the artworks, increasing the number of visitors to the exhibition who might
not have considered attending otherwise. Reception to these workshops was very
positive and informal feedback from participants in these workshops indicated that
they learnt a new side to art and technology and were inspired to attempt using

these techniques some time in the future.

Figure 31 - Participants at the Digital Demo Workshop led by Pruet Putjorn,
As part of the SEEING THE UNSEEN exhibition, Four Corners Gallery, London, 2016
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Data Collection and Visitor Feedback

The gallery space was situated within an arts centre with regular passing traffic to
the building for a variety of reasons. Not all visitors were able to give their time to
complete a questionnaire due to passing through at busy periods, in many cases in
their lunch breaks. The final visitor number to the exhibition was therefore, difficult
to determine, however, the questionnaire was completed by 123 visitors. These
were filled by hand on paper, which allowed for a larger number to be completed

where visits overlapped.

| was able to attend and invigilate the exhibition in person during the majority of its
opening hours. As a result, | was able to approach my data collection and expand
my analysis of the study to include observations and informal discussions with
visitors. | used the questionnaire as a means to open up conversation, requesting
visitors to look around, and then asked for their thoughts on the experience. Once
they had completed the questionnaire | would provide them with a specially
printed exhibition booklet which served as a sort of incentive and reward for their
time. | was able to use this opportunity to share the inspiration and connection
behind the artworks — almost reveal that they were all inspired or influenced by
Islamic visual culture in some form. | felt this was really the most interesting part of
the whole exhibition, discussing thoughts, impressions and ideas with those who

had visited.

The questionnaire was designed to take no longer than 5 minutes to complete.
However, some participants did spend longer, reading all the questions first, then
openly contemplating their answers. Although the questions were straightforward,
they were asked if they enjoyed the exhibition, what type of work they most
enjoyed, how they would describe the collective artworks and whether they would
be interested in learning more about this type of exhibition and the featured

artworks. Many visitors returned to the exhibition space to consider their answers
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more carefully and to note which artworks they wanted to refer to more specifically

in their responses.

5.4 Analysis

Although the questionnaires were paper-based, all responses were electronically
entered onto the online Qualtrics platform. Qualtrics, as used in the first study of
this research, is an online software solution for data collection. Quantitative results
are presented within Qualtrics as visual diagrams and data tables which can be
filtered and queried. However, for qualitative responses the software is not
advanced enough, and so further analysis was required to understand this better
using a manual method for which Microsoft Excel spreadsheets were used. Also,
not all questions were completed by all participants, and due to variations in
spelling and grammar, a manual approach to analysis was the most efficient. All
data, including demographic data, was exported to Microsoft Excel where both

guantitative and qualitative results could be analysed side by side.

A thematic approach, as used in the previous study was also used here, with all
gualitative data being coded and codes grouped to form higher level themes. As
with the previous study, an anonymous 10% sample was shared with independent
researchers for the purpose of establishing intercoder reliability. As a result, the

following coding scheme was developed and finalised:

165



Table 6 - Coding scheme conveying the codes used for analysis grouped under emergent themes
supported by descriptive notes

Coding Scheme for Study 3 analysis (exhibition exit questionnaires)

Theme Codes

Curation

Variety Variety of artworks on display
Mostly noting harmony in the selection, the
Cohesion similarities, work going well alongside and
amongst each other
. Something didn’t make sense or needed
Discord

explanation

Further interest/
development

Desire to see or learn more, request for
explanations, descriptions, labelling
(communication), suggestions, requests,
future, scope

Access

Venue, location

Implementation

Planning, selection, choice of display

Material and visual
interpretation of
artworks

Visual characteristics

Patterns, shapes, geometry

Format or medium

Reference to the use of materials or medium
in the artwork including lights/LEDs

Technique/Approach

Methods of production, hybrid elements,
traditional, Innovation, unique, unusual

Style

Abstract, scientific, traditional

Islamic, Religion,
Spirituality

Islamic art as a genre, or mention of religion
or spirituality in general

Other/ Non-Western

Culture/regions outside of the UK or minority
population: Arab, Middle Eastern, Asian,
cultural, ethnic

Temporality Contemporary, new-age, modern
Sensory/ emotional . Interactive elements within the work,

. Interaction .
engagement with sensors, movement, responsive
artworks Emotional impact, wider impact, scope,

Impact

raising awareness

Familiarity/Nostalgia

Reminders, triggers memories, knowledge of
artists

Appeal Response to the work, approval
Engagement Change of perspective/perception, first time
Concept/ual Towards understanding subject and theme

The opening question on the questionnaire was ‘Did you enjoy the exhibition?’. This

received an overwhelming 100% response of ‘Yes’. Although the questions were

designed to focus on what visitors enjoyed about the exhibition and which artworks

they enjoyed most, analysis of the data led to emergent themes that indicated that
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both the exhibition arrangements as a whole, and individual features within the

artworks, led to enjoyment of the exhibition.

General responses tended to be brief and complimentary, not divulging more than
the most basic of comments. These ventured from ‘It’s nice’ to simple one word
responses such as, ‘Good’ and ‘Positive’. However, in other areas of the
guestionnaire most visitors would expand on their reasons for liking an artwork or
the exhibition. Therefore, using the data collected in this study, the aspects most
enjoyed by visitors could potentially be used for the planning of future exhibitions

which would result in equally high or further visitor satisfaction.

Who were the participants?

The majority of the visitors who completed the exit-questionnaire were aged
between 25-34 years of age, with a larger proportion of females forming 66% of the
group. However, there was fair representation of almost all age groups and these

included visitors from a range of ethnic and religious backgrounds.

Participants by age and gender

20 10 0 10 20 30 40

12-18
19-24
25-34
35-44
45 -54
55 - 64
65 -74
75 +

Female Male

Figure 32 - Bar chart showing participants by age and gender

117 visitors responded to the question regarding their ethnicity, however, due to

the format including only those ethnicities most common in the UK census, some
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visitors (n=20) made the additional indication of which countries or regions they

were from. Entries included European, Kashmiri, American, Thai, South African,

Australian, New Zealander and Canadian.
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Participants by Ethnicity

Figure 33 - Bar chart showing participants by ethnicity

Visitors were reflective of the general population with a majority of White/English

visitors (%), with the next highest majority ethnicity represented by South Asian.

This was also seen represented through the religious groups represented with a

majority stating they follow no religion, followed by a high representation of

Muslims (32%).
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Participants by Religion

M No religion
Muslim
M Christian
W Prefer not to say
M Jewish
Hindu
Any other
religion
M Buddhist

Figure 34 - Pie chart showing participants by religious groups

5.5 Discussion of Themes

Curation

Although curation of the exhibition was not intended to be overtly perceived nor
dominate the visitors’ thoughts, it was found to be important in visitors’ overall
impression of the exhibition, and was a strong theme that came through in the
thematic-analysis of responses. It became evident that aspects relating to the use
of gallery space, the selection and variety of artworks, the way in which works sat
alongside each other, and the interpretation of the work, all led to a perceived
harmony and cohesion in the exhibition. In the majority of responses, the
comments on variety were accompanied with admiration, approval, and the

identification of the exhibition as being ‘unique’ for this reason.

The term ‘variety’ was used by many participants in association with the range of
artworks, the medium, the modes of presentation, and use of artistic techniques. In
some cases, variety was even perceived within a single artwork where techniques in

the production of the artworks or visual styles were combined. This conveyed that
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hybridity in the artistic practice employed by artists in their work was apparent to
visitors, and that the visitor was being visually inquisitive in order to determine and

understand the work’s physicality.

Visitors were content to explain why something was good or worked well within the
exhibition. For example, they identified differences between artworks but sensed
an underlying theme binding the work together leading to a feeling of cohesion in
the collection and curation of the work. These descriptions of cohesion are
reminiscent of the unity said to exist in Islamic art as a formative principle. As
explained in the literature review, this is a difficult aspect to describe in physical
terms but is a notion heavily influenced by those who favour either a spiritual or
cosmological essence in Islamic art, an aspect said to manifest itself in Islamic art

regardless of place or time (Ali 1991, Burckhardt 1967).

A very small number of participants (n=2) expressed a possible discord in the
amount of variety they viewed with some suggestion that the collection of work
would benefit from further explanation or more detailed labelling. The desire for
communication of ideas and themes in further depth or simply a statement from
the artist which is sometimes found in gallery spaces was likely being expected
here. This was understandable, in line with a desire for a narrative. It may also have
led to a higher level of enjoyment of the artworks if further information had been
provided (Tschacher, Wolfgang 2015). However, in this case the narrative was being
provided post exhibition viewing. This process created a means for visitors to
reflect upon their first impressions. | spoke with many visitors in person and it was
interesting to hear their thoughts once | explained the influence of Islamic art that
inspired the artists’ work. For some it was something they had determined but felt
unsure about wording it as such. Others nodded with understanding, satisfied that

an answer was provided to appease their curiosity.
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Material and visual interpretation of artworks

The presence of this theme incorporates how visitors looked at and understood the
visually perceivable aspects of artworks. They tended to take their time to look at
each artwork, considering the details within or of it. If it was interactive they
seemed to try and understand in which way behaviours were interpreted by the
artwork and tried to decipher the way in which their actions would affect it and vice
versa. The techniques and practice used in each artwork was of interest to visitors

who were curious as to how the artist had made the work.

Regardless of its form or medium, visitors would look to the individual visual
elements, any graphical aspects, the colours, the textures, or motif components of
the works. They noted the presence of patterns, and abstraction, and some also
mentioned the non-figurative nature of the work. The works were widely described
as ‘beautiful’, the geometry and use of patterns generally perceived to be the

underlying theme that tied all the works together.

In describing the artworks, the visual appearance took precedence as visitors were
limited to what was physically present and not aided by further information.
Therefore, visual styles were used to describe the overall exhibition such as
‘abstract art’ or ‘modern’ or ‘contemporary’ art. These were likely terms they were
most familiar with but indicates a temporal relation to the understanding of art.
These descriptions were contrasted by being paired with further descriptions of the
style and decorative elements in the work such as ‘Tessellations, abstract, pattern,
geometric’ and also ‘digital’ or ‘Islamic’. These grouped descriptions indicated that
visitors may not usually consider decorative elements as being ‘contemporary’ or
being part of wider art genres to simply base their judgement on the medium alone
as they might with a less decorative art which they would then simply name as

‘digital’.
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Making connections with artworks and understanding the wider context from
which they derive seemed to be another strong code in this theme. Although a
large number of visitors were Muslim, they were not the only visitors who related
the work on display to Islamic art, but also made connections to parts of the world
where the styles, aesthetics and motifs were reminders of places they had
travelled. Visitors commented on having seen similar work in mosques, or from
non-local, i.e. non-UK and even non-Western locations such as South-East Asia,
Middle East, and simply ‘abroad’. When describing the type of work on display,
many visitors were therefore combining terms that perhaps were not usually
thought of being encompassed within generally Western styles of art, creating a
sense of ‘otherness’ when they were perceived in the exhibition. These connections
to regions and locations outside of the local area is reminiscent of the findings from
the first survey study in this research, where participants made connections
between Islamic art and particular regions where they perceived these works would

be culturally linked to.

Although Arabic script used in these works was not readable by many, (I was asked
what it meant by some visitors), it was still a visually arresting work and so visitors
were able to make links and connections to the stylistic elements of the work

regardless of a lack of knowledge on the subject:

“Reminded me of art from within a mosque, merged with style of a
graphic novel (like Sin City) with some hint of Japanese calligraphy”
PT22

Others were reminded of locations around the world where they had visited and
were therefore able to recognise the text in calligraphy was Arabic, or were
reminded of patterns they had seen in Muslim countries and so would identify the

work as being ‘Islamic art’.
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The use of certain media was also interpreted as being associated with specific
styles or regions: “Definitely inspired by the Islamic traditions, but using
contemporary media” (PT25). Such an analysis implies that the use of
contemporary media in conjunction with decorative styles is unexpected or
unusual. Therefore, the presence of visuals or techniques associated with non-
Western regions were considered when trying to interpret how to classify art: “It
certainly has a lot of Middle Eastern and Arabic motifs in it, but I'd put it in the large

box of ‘contemporary art™ (PT52).

Sensory/ emotional engagement with artworks

Based on the responses in the questionnaires there appears to be a process
emerging of how visitors viewed and then engaged with the artworks. They
appeared to consider its physicality and materiality, looked at how it was made and
considered in what ways. At this point their engagement followed a process of
making connections to images, visuals, experiences from their past, places they had
seen and visited or objects they had come across including books they had read or

seen as children. These responses were almost nostalgic.

By far the most commented and observed aspect of engagement by visitors was in
relation to the interactive artworks (an example of which can be seen in Aphra
Shemza’s Composition X installation shown in Figure 31 below). Visitors felt this
type of art was fun and playful and allowed them to create a dialogue with the
work. They also felt this type of work had scope for further development, and in
two cases visitors felt there was possibility of addressing wider subjects on culture

and Islam:

“It's interesting and provides a unique perspective of art within an

Islamic paradigm.” PT62
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Visitors also spoke of feeling positive emotions of peace, immersion and awe:

“Its sense of infinity, provoked awe and wonder” PT12

Figure 35 - Installation view: Composition X, Aphra Shemza
SEEING THE UNSEEN exhibition, Four Corners gallery, London, 2016
(Photo: David de Saint Jorre, 2016)

Lasting Impressions from the Exhibition

The final question in the exit-question was the option to provide any further
feedback regarding the exhibition. 43/123 participants opted to answer this
question, a larger drop-off rate compared to all other stages of the questionnaire.
However, it is very likely they felt they had already commented all they needed to.
As this was a request for ‘additional’ comments or feedback, it was a question that
was less demanding in nature. Those who did opt to answer this question gave
positive and encouraging feedback, some with suggestions for further work of this

nature to be displayed, indicating that public interest in digital Islamic art had been

piqued.
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5.6 Reflection

There was a fine line between revealing enough in the exhibition and giving away
too much that may have then influenced the responses in the exit-questionnaire.
This was something that led to continued reflection on not only the planning of the
study but also the execution and resultant findings. | came away from the
exhibition pleased with the responses but also with a desire for extending this
research. | felt a comparative study which would encompass a different approach
to marketing the exhibition as overtly digital Islamic art would provide information

resulting in different impressions and findings.

In planning and executing the study as | had, | now wonder if perhaps a part of me
was attempting to counteract some of the negativity and sceptical concerns
expressed by the interview participants in the previous study. And yet | had to
guestion myself as to whether it would be more beneficial to express that it would
be an exhibition of contemporary Islamic art or to market it as simply a
contemporary art exhibition and hope to instead surprise visitors with the beautiful
and provocative work within. In effect, it would have made for an interesting
comparative study if two separate exhibitions were held. One openly marketed as a
display of Islamic art and one as was conducted in this study. It would be interesting
to see if there is a better response from the local Muslim and South Asian
community, who although were approached with the printed flyers, did not form a

large proportion of the visitors.

In hindsight, | would have added further information about the artists in the
exhibition space too, whilst accepting this would have changed the design of the
study slightly and would have influenced the visitor responses; it would no longer

have been about first impressions.

What | have taken away from this study is the positive optimism it has generated

for myself at least - the experience of curating and sharing work with the public. It
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is almost unheard of to receive such overwhelming positive response to an
exhibition and is very encouraging for someone like myself who is continually either
asked or is required to question their place in the context not just of an art scene,
but of a wider cultural and intercultural locality. | remain hopeful that these
positive responses will continue into the future so that arts of all kinds and types

can be openly shared and viewed with open minds with the public.
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Chapter Six: Conclusion

The aims of this research were to clarify definitions of Islamic art, which led to a
differentiation of contemporary Islamic art, and to also determine how digital
technologies were being used by artists producing Islamic art in the UK. Alongside
this was the aim to gather and understand public opinion and reception of digital
Islamic art. Below is provided further detail of the answers to the research

guestions which were designed to meet these aims.

6.1 Answers to Research Questions

What are the definitions of ‘Islamic art’ and more specifically those of
‘contemporary Islamic art’?

Definitions and classifications of Islamic art were found to vary amongst scholars
and also the general public and stakeholders involved with the production,
pedagogy and promotion of Islamic art. However, the visual elements of
calligraphy, geometry and arabesque (floral) patterns were found to be strong
elements in the majority examples of Islamic art, both historical, contemporary and
also based on the responses collected from those who participated in the studies

for this research.

Although very strong views were expressed that discouraged the use of the term
Islamic art in relation to contemporary art, it was found that production of Islamic
art continues today within global localities including the UK where this research was
focussed. This was demonstrated through considering those artworks that have
been exhibited and discussed in scholarly terms previously (shown in the literature

review), and also those examples given and discussed by participants in the surveys,
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interviews and exhibition feedback. Therefore, the validation for using such a term
does exist and is attested by the presence of many artists who relate to the
influence and inspiration that Islamic culture and faith has had, and continues to

have on their work and artistic practice.

However, in order to be considerate of the varying views on how the
‘contemporary’ is discussed in the large scope of Islamic art history, it may be more
appropriate for those in curatorial roles to describe such work as contemporary
artworks inspired by Islamic tradition or Islamic visual culture instead of as
contemporary Islamic art, whilst considering the artists’ views on this terminology.
It would be advisable to address such work in consideration of the aims and intent
of the artist where possible, as in some cases this terminology is one the artists are
comfortable with (such as in the context of the annual Islamic Arts Festival in
Sharjah), and in others it is not as explicitly labelled (such as in the example of the

Jameel Prize).

In response to the claims highlighted in the literature review that Islamic art no
longer exists, or that there is no such thing as contemporary Islamic art, the many
examples of artworks, the views of the artists views presented within this thesis,
and the examples of my own work, present a basis for at least questioning these

views, if not provide evidence to the contrary.

To what extent are artists of Islamic art in the UK using digital technologies in
their artistic practice?

Through a thorough literature review, and through the design and implementation
of the studies within this research, it was possible to determine that a fair number
of artists in the UK produce Islamic art with the use of digital technologies. These
artists were representative of both Muslims and non-Muslims and shared an
appreciation for the historical and continued influence of Islamic faith and/or

culture which they manifest or incorporate in some way through their work.
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The research also highlighted the sentiments that artists hold regarding the use of
digital technologies in consideration of their creative role and authorship, whilst
also appreciating the benefits of working efficiently and innovatively in this manner.
Although, there were some concerns that the use of digital technologies might raise
guestions from art viewers regarding the creative process, questioning how much
of that creativity is the work of the artist and how much is that of the digital
technology, the artists resolved that this was something that perhaps their
audiences did not perceive correctly. However, these concerns were seen more as
challenges that continue to be overcome with the increasing use of digital

technologies within artistic practice.

Artists are also increasingly engaging with audiences and viewers of their work
through social media, which provides them a further opportunity to share the
processes of art-making, not just the final artwork. This allows a better
understanding of how digital technologies are used by artists in part or in the whole
process of creating their work, leading to increased knowledge regarding hybrid
and digital practices, and more familiarity with these processes on the part of the

wider public.

What are the attitudes towards the adoption of digital technologies within
contemporary Islamic art in the UK?

Strongly related to the above research question was the perception of digital
technologies by those involved and engaging with Islamic art. These included
stakeholders such as curators, artists, and academics, but also the general public

attending an exhibition of such work.
The concerns of curators regarding contemporary Islamic art presented the
challenges they face in classifying and exhibiting such work in a manner that

provides the contextual link it has to historical Islamic faith and culture. However,
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this was quite detached from their perceptions and value of digital Islamic art which
as a medium was not less appreciated but did pose some concerns in regards to
archiving, preserving and even displaying this work. Curators were most worried
that the inclusion of digital technologies would result in problems with
functionality, that they would be ill-placed to resolve quickly and with the available

resources.

However, within the findings of this research, specifically detailed in chapter four, it
was suggested that these concerns and challenges may become less concerning
with time, as much investment has been made by reputable organisations and
institutes who are generating policies, advice and information specifically
addressing these issues. Many museums and galleries have had to adapt to the
increasing use of digital technologies in all departments, from interpretation, to
cataloguing, archiving, and distribution to educational engagement. Therefore, it

would be no larger challenge to accommodate artworks of a digital nature too.

6.2 Limitations of Research

Although the research conducted allowed for many answers to be sought and
insights to be understood regarding the Islamic art scene in the UK and perceptions
surrounding the use of digital technologies within this, there are always

improvements or developments that could be built upon further.

Online Survey

Regarding the first study by online survey, there was a successful uptake in
participants with over 500 completed surveys. However, the distribution of
participants and demographics they represented were not entirely proportional to
those present in the whole of the general UK population. Demographic groups in
the survey participants weighed more towards those who were of a younger age,

who likely had quicker and easier access to the internet (through use of smart

180



phones and laptops) and the survey also attracted a higher number of females than

males. If this survey were to be conducted again, filters and

Conducting this survey as a post research exercise, to understand the impact of the
exhibition in the last study or in conjunction with it might also have produced

different results.

Interviews

There were fewer limitations found in this study, where the methodology looked
for qualitative responses through interviews of carefully selected participants who
would represent stakeholder groups of artists, curators and academics. There was
an almost equal split of gender with 14 females and 12 males. There was also a fair
distribution of ethnicities and faiths represented, which was not deliberately sought

but presented a favourable outcome to providing open and varied viewpoints.

The data from this study was therefore the most insightful of the whole research
and provided a good overview of the themes and perceptions prevalent within the

Islamic art scene from those with much experience in their fields.

Exhibition

As mentioned in Chapter 5, the exhibition held in Bethnal Green was open and
accessible to almost all possible audiences. However, there was less engagement by
those members of the community who were directly local to the exhibition venue,
within the London Borough of Tower Hamlets, who might be more familiar with
Islamic art. This was witnessed through my own interaction with locals to whom |
spoke on nearby streets, handing out leaflets to encourage them to visit the
exhibition but seeing few come through the doors. The Tower Hamlets area has the
largest proportion of Muslims within London (Ali 2016). Presenting an exhibition

that perhaps felt more representative of that community and also one that was
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family-friendly, created an opportunity to draw in diverse audiences, and although

diverse audiences did attend, many came from other areas of London.

The Four Corners centre itself is known amongst students, artists and teachers
already familiar with art spaces in London and especially those engaging with
photographic practice. It has also had a history of political, activist campaigning and
has associations with the feminist movement (Four Corners Archive 2018). It may
be that these associations have remained amongst the local community, who may
not be aware that the space is also available for arts activities and events unrelated
to just these themes. Shifting these impressions and associations, and providing an
impression that the space is open and welcomes anyone to explore the displays and

activities may take more time and outreach.

There is also the need to consider what associations might be made with
photography as being a representational art form, often depicting subjects that
would be deemed by some Muslims to go against the principles of image-making.
Again, it would require further outreach to dispel the notion that photography need
only be of people or animals in order to be creative and artistic, and that this

practice also still be within the realm of Islamic digital art.

The Four Corners centre does hold workshops specifically targeting disadvantaged
and minority groups specifically in the local borough through the Zoom programme.
There is also the opportunity to work with community groups further, to
demonstrate how photography can be used in creative ways to produce art that
still complies with Islamic adherence yet can be a means to produce artistic

expression.
6.3 Impact of Research
The underlying thread that has been revealed through this research is that of

impact and familiarity, and how these can be generated and facilitated through
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engagement with art, which can further be facilitated through the use of digital

technology.

Engagement with digital technologies appears to be something that could facilitate
the level of engagement in art for the general population but could also further the
knowledge amongst all stakeholders and inject a feeling of confidence for those

collecting and curating artworks that make use of digital technologies.

If familiarity and understanding can also be achieved through representation
(through the presence of local Islamic art in mainstream or public spaces in the UK),
then representation through art may well be a solution to resolve animosity
between pockets of differing culture within society. As we have seen in the
literature review and through the findings of the studies within this thesis,
familiarity is a strong component for generating understanding and can also lead to

appreciation, or at least knowledge of wider Islamic culture.

The knowledge gained through this research presents a documentation of the
contemporary Islamic art scene in the UK and demonstrates its continuation as part
of the long history of Islamic art regardless of a Western (non-Islamic) locality. The
findings reveal that the Islamic art scene continues to develop with contributions
from artists who have adopted the use of digital technologies as part of a hybrid
artistic practice and that audiences in the UK are receptive to viewing and learning

more about digital Islamic art.

The audience for this research includes artists who may want to better understand
how their work is perceived by others, and learn how their own attitudes,
motivations and concerns might compare to that of their peers. Academics will be
able to better understand how the Islamic art scene in the UK is negotiated by
those who contribute towards its development, including artists and teacher

outside of higher education. Curators might consider how their role in classification
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and dissemination might influence public interest in exhibiting further digital
Islamic art. And finally, policy makers and those seeking to encourage engagement
in the arts, may be able to consider how cultural engagement can be further
facilitated through education at early and later levels which incorporates visits to
museums, galleries and spaces where familiarity with varying arts can be instigated.
These actions could help generate familiarity with arts relating to minority

community groups regardless of proportions represented in the general population.

Considering again the examples of the Islamic Art Museum in Melbourne and the
Institute of Arab and Islamic Art in New York, it may also be possible to consider a

similar, permanent, and dedicated space for contemporary Islamic art in the UK.

It would not only be an apt fit for the existing audience for Islamic art, but would go
some way towards recognising the existence of artistic expression amongst those
who are very much a part of the UK population and engaged and contributing to
the Islamic art scene. It would also allow for new audiences to engage with Islamic
art and better understand the nuances, variations and connections that can be

made between themselves and their globalising locality.

The soon to open Aga Khan Centre in London (September 2018), may come close to
fulfilling the desire to see and promote Islamic art through a dedicated space in the
UK. Along with programmed lectures, tours of the terraced gardens and in-house
focus on research, there is also an exhibition space within the newly built offices
(Aga Khan Development Network - AKDN 2018). As it currently stands, the centre is
an umbrella for their sub-organisations in the UK which are centred on higher
education and scholarly studies. Prior to opening they have expressed an aim to
build bridges in “understanding about Muslim cultures and societies” and a public
programme of events (AKDN 2018). If, they are able to match the success of the

Aga Khan Museum in Toronto which is also dedicated to providing insights into
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Islamic culture, then the London centre may well generate much interest locally

and internationally as has their museum in Toronto (Aga Khan Museum 2016).

Such initiatives have the potential to provide a positive lens through which to see
the Islamic culture and faith as a counteraction to negative stereotypes presented

and conflated through the media.

6.4 Further Research

To further extend this research, a practical study involving art-making with digital
technologies may be of interest to further explore some of the attitudes and
concerns expressed by artists and curators in this research. Either through case
studies or practical workshops, further information regarding engagement with
digital technologies could be gathered. A comparative element could be introduced
prior to workshops taking place, where levels of engagement could be measured.
In-depth qualitative feedback could also be gathered where participants are
responding with their feelings and experiences in using digital technologies either
as the only method to create art, or as part of a hybrid process combining manual

methods.

A further suggestion would be to compare similar research in various localities in
the UK and abroad where the demographics of participants are much different to
the diverse nature of the population in the South-East of England. In a Muslim
country perhaps the approach to classification would not be found to be as
problematic as it appears in the UK. The engagement with digital technologies by
locals in a non-Western, Islamic locality, may also throw up differing concerns or

perhaps as many as those perceived by stakeholders in the UK.
It would also be an avenue for further research to consider how an online-only or
virtual exhibition might be received by a public audience. Their engagement with

the displayed artworks could be determined through post-viewing survey or
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guestionnaires. If a further study for displaying physical versions of the same works
could be exhibited, participants could also be called on to indicate their preference
for one or the other type of exhibition. The results of such a study could have a

large impact on decisions made by artists, curators and technology developers who
may want to increase and make art viewing more accessible for a wider public. This

could include those who are less likely to step into more formalised art spaces.

6.5 Summative Reflection

In the preceding chapters | provided reflections of my own journey alongside the
research and how my past experiences and perceptions tied in with this. This
research came about through my personal engagement as an artist and researcher
in the Islamic art scene in the UK. | situate myself in this art scene as | identify as
someone who produces Islamic art within the locality of the UK. Being a British
resident since birth of Pakistani heritage, and also a practising Muslim, it might be
considered by some enough of a qualifier for assigning the label of Islamic art to my
work. However, with a knowledge of Islamic religious and cultural history and how
these have shaped contemporary Islamic art, provides an awareness that these are

not the only criteria for assigning such labels.

In addition to the relevance of my identity, | also engage with a practice that
combines traditional Islamic pattern-making with the use of digital technologies. |
wondered what this art could be defined as, as it was not being considered by some
‘traditionalists’ as adhering to the concepts of Islamic art. Nor was this type of art
visible within the field of digital arts, and it certainly was not being exhibited widely

in mainstream art spaces.

My instinct was to employ the term ‘digital Islamic art’ to describe some of my own
artworks and also work by artists following a similar approach to that which | had
developed. Having conducted this research, | am aware of varying views and

understand the complexities and the intentions behind those who feel such terms
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as Islamic art or Islamic artist may not be suitable. However, | feel confident in my
own usage of these terms and feel that my artistic production and that of my peers,
supports the usage and suitability of this terminology. If an artist chooses not to use
these terms then that is their prerogative. Equally, | do not feel that an artist can be
told that the field of Islamic art (which clearly has a continuing timeline) and which
they are contributing towards, does not exist. As a result of this research it has
become clearer that the artist’s voice should be sought in discussions of what their

work speaks of and how it relates to the wider world.

In October 2018, the British Museum’s new Islamic Art gallery is due to open, and
will no-doubt receive much media coverage (The British Museum 2017). The patron
sponsor for this new gallery is the Malaysian Albukhary Foundation. The investment
from one to the other will form a relationship between East and West that provides
an interesting perspective of continued appreciation and engagement for Islamic
art regardless of locality. The Middle Eastern department at The British Museum,
although have been working closely with this project, will likely also incorporate
modern and contemporary artworks in this gallery. However, it will be interesting
to see if representation of local contemporary artists in the UK will also feature
within the displays of the new gallery or within the museum’s permanent

collections in the near future.

A further exhibition due to take place in the coming year is that of Manifesting the
Unseen, in November 2018 at the Guest Projects space in London (Manifesting the
Unseen 2018). This exhibition aims to break down barriers, open discussions and
challenge pre-conceptions through the use of Islamic art and cultural expression.
The exhibition will feature the work of 10 Muslim female artists (myself included)
and will also feature spoken word and poetry. The context of this art venue is a
significant one as Guest Projects was founded by the award-winning artist Yinka
Shonibare. Shonibare, a British Nigerian artist, fuses symbols and scenes of

colonialism, post-colonialism, class and cultural identity into his work. In many
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cases, Shonibare presents scenes or persons of notable British classics (both in art
and literature) in visually striking, sculptural form. He juxtaposes what have been
described as ‘African’ objects alongside those available from British high street
stores, and also uses ‘African’ batik fabrics to dress many of the British, aristocratic,
and imperialist characters he presents as a discussion of what identity means and

how this can be symbolised or misrepresented through fabric (Hynes 2001).

The Manifesting the Unseen exhibition was selected by Guests Projecrs as part of a
wider residency programme and was conceived by curator Nazia Mirza, to include
workshops and recitations. Its successful selection from a competitive open call is a
positive indication that there is a desire for viewing and providing access to
contemporary Islamic art in popular art spaces in the UK. The exhibition and
residency sit well in association with a space founded by Shonibare, who himself
manifests hybridity in his experience of living in both Nigeria and Britain, his

heritage and his use of symbolic visuals from both British and Nigerian cultures.

The invitation to include my work in this exhibition is one that feels inclusive of
digital forms of Islamic art too. To be situated in the same space as work which
might be considered of a more traditionalist nature, is indicative of accepting digital
Islamic art as part of a narrative that is connected to tradition and a culture that is
not bound by geography or ethnicity. The exhibition premise and selection
therefore makes an explicit statement of the contributions artists are making to the

contemporary Islamic art scene in the UK in all its manifestations.

As a final summary, as has been demonstrated through this research, there are
strong contributions being made by artists of various backgrounds using hybrid
artistic practice, combining Islamic art with the use of digital technologies in the UK.
Their presence and activity provides a marker of continuity in Islamic art from the
historical to the contemporary, and hopefully stands as a sign of further continued

development of the Islamic art scene in the UK.
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Appendix |

Portfolio of Artworks

2014 - 2017

Sara Choudhrey

www.sarachoudhrey.com
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Artist Statement

Sara Choudhrey’s research-based approach to artistic practice informs an
investigative process engaging with themes on space, place, border and
order.

Sara’s interests in pattern-making are influenced by historical sites around
the world where the construction and application of patterns are based on
geometry and stylised botanical forms. Through both her research and
artworks, Sara raises the question of whether hybrid art presents an affinity
to an ever globalising and hybrid society, seeking inspiration through spaces
where cultures intersect. Through her work Sara aims to convey that artistic
traditions are continuous, cross-cultural and transnational.

The results are hybrid in both practice and media and include examples of
light art, interactive installations, painting, sculpture and etching.

217



Mirror Mirror Mirror

2014

This triptych engraved and cut with laser was commissioned for a client who
had learnt of my experimenting with laser on mirror Perspex. The pieces
were developed to show how a single pattern could be presented in various
ways by highlighting the component shapes through full cuts, partial cuts
and just engraving with no cuts. The final effect was one that conveys a unity
yet variation in the body of the work, and its individual parts.

218



Untitled

2014

A full laser cutwork, Untitled, is one of a series of early prototypes looking at

scalability in pattern, adding contrast with subtle layering, and exploring

impact of colour in combination with density in pattern.
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Series Title: Ulterior Motifs

2015-2016

The Ulterior Motifs series is formed of artworks which convey the distinctive
styles, patterns and motifs found on historical artefacts and architectural
sites across the Islamic world.

The series brings forth the craft of historical artefacts to a fine art context —
asking the viewer to consider their understanding of wider art histories and
continuities. The re-positioning and re-presentation of traditional Islamic art
forms in contemporary settings and media creates a platform from which
one can reflect upon the impact of appropriation of all manner, showing the
distinctive style of Islamic art outside of its original context.

Within this series laser-cut and engraved patterns on almost white birch are
presented against stark backdrops of black, leading to an exploration of
depth. The play of light and shade results in an appreciation of each piece
from a distance and also within close proximity, engaging the viewer in
dynamic motion amongst analogue objects. The presence of digital process
in the production is a key element in the visual outcome, blurring the line
between decorative and fine art practice yet emphasizing a continuity in
tradition.
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Layers

2016

Layers can be described as a demonstrative artwork, made of layers of laser
etched and cut Perspex. Each layer illustrates the steps that are required to
construct a geometrical pattern. This method is traditionally followed using
a compass and straight edge. However, layering each piece allows for an
appreciation of the complexity of the process needed to create a
proportional and therefore harmonious design.

This artwork started as a proto-type but was visually very compelling and
demonstrated how an artwork could also be a visual learning aid too. In this
case the artwork allows the viewer to better understand how the final
pattern result can be achieved using the step by step process of drawing
each layer on top of the other, just as a draughtsman might.

There is also a play with light in combination with the fluorescent nature of
the Perspex used. The back panel is deliberately black to allow for the
contrast to heighten the etching visibility in all light modes.

Layers
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Digital B-Orders

2016

Digital B-Orders is an interactive installation enhanced by motion sensitive
lighting. An ornately decorated artwork inspired by traditional Islamic
Qur'an and manuscript illumination, Digital B-Orders, upon closer inspection
reveals that there is more to meet the eye than what is apparent upon the
intricate surface. The decorative art of lllumination is made literal through
this work with the use of software, circuits and electrical components
allowing for interactivity based on the viewer’'s movement. The almost
visible underlying structure alludes to the hidden order beyond the surface,
in this case bringing newly interpreted life to a traditionally static art form.

In naming Digital B-Orders there is an intentional play on words. For one it
is drawing attention to the digital in the digital age, questioning our
interactions through digital devices and interfaces. There is also the
significance of the border in a literal and figurative sense - the order of not
only nature (evoked by the floral pattern) but order imposed by boundaries
affecting the movement, placement and displacement of people and
communities. The work speaks of hybridity in its physical form, in its craft
and also in concept of globalisation. It allows for the decorative
ornamentation to draw connections between East and West, alluding to the
long history of material interactions that continue from all over the world
today. By incorporating the engaging elements of interaction, the artwork
forces the user to understand their impact in a sensory manner and hopes to
instigate contemplation of interactivity between persons in the wider global
community.

Arabesque/islimi patterns in border form are traditionally used for
illuminating the pages of Qur'ans, manuscripts and legal documents. The
arabesque design is applied here to Perspex® in a semi-transparent dark
grey, providing a subtle transparency but highly reflective surface. LEDs are
placed around an internal wooden frame which is also used to attach the
laser-cut Perspex® panels on both the front and back of the installation.
Through the use of a mini Arduino circuit board and a number of infrared
proximity sensors, movement within a metres range of either side of the
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artwork can be detected, this then activates the LEDS creating a digital
conversation between the viewer and the installation.

In this artwork, the act of illuminating the artwork is placed into the users’
hands. Unlike in traditional illumination, the decorative aspect is at once
visual and literal; the illumination itself is illuminated. This arrangement
moves away from the traditional gallery set-up where framed artworks are
the central focus and their frames can be ignored. In this case, the framing
border is a central component of the artwork, highlighted by the user’s
effect on it. A further aspect of suspending the work in this nature produces
a frame, positioned off the floor, as if suspended in mid-air. The position of
the framed space with reflective surface allows for a self-portrait of the
viewer, whilst the semi-transparent, hollow centre creates a frame viewable
by anyone positioned on the other side. This placement of the work
encourages the viewer to look beyond their ‘selfie’ of a more traditional

nature to contemplate the composition and relevance of a highly decorative
border.

®

e

Digital B-Orders
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Series Title: Iznik

2016

The Iznik series is an exploration of colour and form through a study of
hyper stylized floral motifs.

Abstract and stylized motifs were commonly found on decorative ceramics
produced in the town of Iznik and sent to decorate some of the most
famous and historical sites of the Ottoman Empire, most notably within
present day Turkey. Providing a contemporary interpretation of traditional
Iznik floral motifs, Sara Choudhrey’s paintings and laser etched

panels unusually bring focus to the individual motifs, highlighting their
invaluable part in contributing to larger and complex compositions. In these
works, the relationship between colour and shape is heightened by
proximity of individual motif components. Where gaps were deliberately left
with ceramic glaze, gaps created in these contemporary works provide a
new consideration of the effect and dynamism of boundaries, space, change
and growth.

Whilst the motif forms are closely linked to the Iznik artistic style, the colour
combinations used within these artworks pay homage to a continuity in
artistic movement on a global scale. Colour families include those
influenced by artefacts of Japanese, Indian and European origin.
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Hatayi Gold | Hatayi Gold I

Hatayi Gold IlI Hatayi Gold IV
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Hyper Hatayl Gouache on paper (6x6, 8x8)

Hyper Hatayi 03 Hyper Hatayi 04
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Motif Panels

[lluminated Installation

Moss Flame
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Series Title: Tethered

2017

Tethered is a series that explores the notion of movement through and in
response to encounters in place and space. The artworks in this series
portray non-visible entities as controlling forces. Natural elements, physical
barriers, and reactive behaviours are implied through the use of redundant
objects. For example, in the artwork Traverse, a kite formed of a cutwork
pattern would not normally be able to fly, yet it is shown in motion,
controlled by a distant tethering. The use of shadows and black holes also
allude to our understanding of the natural world we inhabit but contradicts
what we know of natural forces that would normally prohibit or restrict

movement in reality.

Traverse

(Triptych — digital print on paper mounted on card)
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Series Title: In Visible Frames

2017

In Visible Frames provides a reinterpretation and re-imagining of the
traditional picture frame as a means to evaluate our perceptions and
engagement with space, borders, and movement. What does place mean
after displacement? Providing a redirection of focus, the almost invisible
outer decorative frame represents those on the fringes whilst offering a lens
for conscious awareness of locality for others. This series represents evolving
societies, continuity and change. A juxtaposition of material and form

leading to an emergent hybrid in both visual and social domains.

In Visible Frame 01
Mixed media

231



Appendix Il = Survey Questions

UK Survey of Attitudes Towards Islamic Art

Introduction

Thank you for taking the time to participate in this survey. Your answers will be of
great help to our research in understanding what the UK public think about Islamic

art.

This survey should take only 5 minutes of your time.

At the end of the survey you will be provided with the opportunity to enter a prize

draw for a chance to win a £25 Amazon voucher!

Your answers will remain anonymous and your contact details (should you wish to
enter the prize draw) will remain confidential and will not be shared with third

parties.

Tell us a little about yourself

Q.1 Are you a permanent UK resident?

O Yes
O No

Q.2 How would you describe your national identity?

O English
O Welsh
O Scottish
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O Northern Irish
O British
O Other

Q.2b What is your nationality? (If not a British resident)

V Please select... ... Zimbabwe

Q.3 What is your gender?

O Male

O Female

O Other gender identity
O Prefer not to say

Q.4 What is your age?

V¥ Please select... ... 75 years or older

Q.5 What is your ethnic group?

Choose one option that best describes your ethnic group or background

O English/Welsh/Scottish/Northern Irish/British

O TIrish

O Gypsy or Irish Traveller

O Any other White background, please state:

O White and Black Caribbean

O White and Black African

O White and Asian

O Any other Mixed/Multiple ethnic background, please describe:
O Indian

O Pakistani

O Bangladeshi

O Chinese

O Any other Asian background, please describe:

O African

O Caribbean

O Any other Black/African/Caribbean background, please describe:




O Arab
O Any other ethnic group, please describe:

Q.6 What is your religion?

Christian (including Church of England, Catholic, Protestant and all other
Christian denominations)

Muslim

Jewish

Buddhist

Sikh

Hindu

No religion

Other, please describe:
Prefer not to say

ONORCNONONORORORNNG

Tell us about your interest in art

Q.7 How often do you visit an art gallery, exhibition or museum?

O At least once a week
O At least once a month
O At least once a year
O Never

Q.8 Have you seen Islamic art in the UK?

O Yes
O No

O Not sure what Islamic art is

Q.9 In which cities or venues (gallery or museum) did you see Islamic art in the UK?

If more than one city or venue, please use a comma to separate answers

Q.9b Have you seen Islamic art abroad?

O Yes
O No
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Q.9c¢ In which cities or venues (gallery or museum) did you see Islamic art abroad?

If more than one city or venue, please use a comma to separate answers

Q.10 In your own words, please describe what Islamic art is:

Q.10b In your own words, please describe what you think Islamic art might be:

Q.11 Which region(s) of the world do you associate Islamic art with? (Please select all that
apply)

O United Kingdom O Western Europe

O South Asia O North America

O South America O Africa

O South Africa O Euro-Asia

O Eastern Europe O Central America

O Far East Asia O No particular region
O North Africa O Other please state:
O Middle East

Q.12 Would you expect an Islamic artist to be:

O Religious

O Non-religious

O Either religious or non-religious
O Idon't know

Q.37 Which religion would you expect an Islamic artist to follow?
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ONORCNONONORONORNNG)

Christian (including Church of England, Catholic, Protestant and all other

Christian denominations)
Muslim

Jewish

Buddhist

Sikh

Hindu

Any religion

No religion

Other, please describe:

Q.14 What types of artworks do you think might be most common in Islamic art?

(Please select all that apply)

ONONONORONONG)

Paintings

Textiles

Film

Sculpture

Calligraphy
Jewellery/Ornaments
Books

ONONONORONONG)

Photography
Ceramic/Glassware
New Media/Installation
Buildings/Monuments
Armoury/Metalware
| don't know

Other please state:

Q.15 Please provide further details of which types of artworks you think might be

most common in Islamic art

Paintings:

O
O
O
O
O
O

Portrait

Figurative

Landscape
Miniatures

Abstract

Other, please specify:

Ceramic/Glassware:

O
O
O
O

Bowls
Vases
Plates
Pitchers/jugs

236



O Other, please specify:

Jewellery/Ornaments:

O Crowns/tiaras/jewels
O Jewellery boxes

O Trinkets

O Lamps

O Other, please specify:

Buildings/monuments:

O Religious buildings (place of worship, sacred locations)
O State buildinds/palaces/mansions

O Educational Institutes (e.g. madrasahs)

O Museums/Galleries
O Other, please specify:

Books:

O Manuscripts
O Sacred books/scripture

O Royal/Government/Official documents
O Other, please specify:

Textiles:

O Tapestries/wall hangings
O Carpets and rugs

O Clothing

O Other, please specify:

New Media/Installation:

Immersive
Interactive
Interactive
Virtual/Augmented reality
Kinetic

Generative

Other, please specify:

ONONCNONORONO)

Q.16 Would you like to see more Islamic art in UK museums and galleries?
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O Yes
O No

Q.17 Would you be interested to learn more about Islamic art in the UK?

O Yes
O No

Tell us a little about your communication choices

Q.18 Are you subscribed to any arts related communications? (These could be in
the form of magazines, newsletters, news feeds, mailing lists and event updates)

O Yes
O No

Q.19 Which of the following devices do you own
(Please tick all that apply):

O Smartphone

O SmartTV

O Laptop

O Tablet

O Desktop Computer

O Games Console (with internet connection)
O None of these

Q.20 Do you currently seek to view art on any of the devices?

O Yes
O No

Q.21 Would you be interested in viewing art on any of these devices?

(Please tick all that apply):

O Smartphone
O SmartTV
O Laptop
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O Tablet

O Desktop Computer

O Games Console (with internet connection)
O None of these

Q.22 Please indicate on which of your devices you currently view art? [If yes to Q.20)

(Please tick all that apply):

O Smartphone

O SmartTV

O Laptop

O Tablet

O Desktop Computer

O Games Console (with internet connection)
O None of these

Q.23 Would you be interested in viewing Islamic art in a digital form in a UK gallery
or museum? (These are artworks which are either made with or are presented
using digital technology, for example using computers and electronic devices?)

O Yes
O No
O Unsure

Q.24 Please add any other comments on aspects of our survey or the topic of

Islamic art in the box below

Enter Prize Draw for £25 Amazon Voucher

Thank you for taking the time to complete this questionnaire.
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If you would like to be entered into the prize draw for a chance to win a £25

Amazon voucher please enter your name and email address below.

Lastly, if you would like to stay informed about this study, please answer yes in the

box below.

Your details will not be shared with any third parties and your answers will remain
confidential.

O Name
O Email
O To stay informed, please enter 'Yes' in the box:
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Appendix lll: Interview Participant Information Sheet

Digital Islamic art in the UK

Researcher: Sara Choudhrey

Research supervisors: Ania Bobrowicz and Dr Farzin Deravi

Purpose of this study

You are being invited to take part in this research study in order to help us
understand and document the perspectives of stakeholders within the Islamic art
scene in the UK. The aim of this research is to understand current artistic practice
and the engagement stakeholders may have with digital technologies in the context
of Islamic art production and/or presentation. The stakeholders will include artists,
curators and researchers in order to determine which factors may influence some
of the decisions made in the production and presentation of artworks at varying
stages of the process, as well understand whether utilising digital technologies may
play a part in these decisions.

Please take the time to read the following information and do not hesitate to ask
the researcher for further details or clarification. If you are happy with this
information, and the answers provided to any questions you may have, then please

let us know if you are happy to participate in this study in the form of an interview.

Form of the Study
You will be asked to sit for an interview, which will last between 45-60 minutes. In
this interview you will be asked questions on topics related to your profession and

your experience with Islamic art, digital technologies and the wider art scene. Your
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responses will be recorded using a dictaphone and during the course of the
interview the researcher may take sparse notes.

You have the option to remain anonymous, in which case, any information you
provide will be associated with an allocated ID and not your name. Only the
researchers named above will have access to this information.

If at any time there is a question you would prefer not to answer, then you have the

option to skip the question.

Withdrawal

You also have the option to completely withdraw from the study at any point either
before, during or after the interview should you so wish, in which case, any
responses you provide will not be added to the data set for interpretation or

analysis and will be duly destroyed.

What will happen to the responses | provide?

The responses you provide in the interview will first be saved as an audio recording.
These audio recordings will then be transcribed and kept in digital document form.
The audio files themselves will be archived until they are no longer needed and
then destroyed (no longer than twelve months after the interview takes place). All
archival digital files and related research material will be kept on a secure server by
the University of Kent; encrypted and password protected. The University of Kent
takes security, privacy and confidentiality very seriously and so any data will be
accessible only by the researchers of this study. All participants will be allocated an
ID number and so will not be identifiable by any persons beyond the research team

unless otherwise consented by the participant.

What will happen to the responses after they have been analysed?
The responses from this study will be analysed and interpreted in order to find
patterns and significant points of interest. The findings from the analysis may be

compared to academic speculations and concerns, or may be used to make new
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points regarding the nature and development of the Islamic art scene in the UK.
These findings will be made accessible for an academic audience in the form of a
journal publication or an international conference. Any quotes from the interviews
themselves will not be linked to a name unless permission is explicitly granted by
the participant.

Any findings that are published will be made accessible to all participants via email.

Going forward

If you feel comfortable to participate in this study after reading through this sheet
you will be asked to sign a consent form prior to the interview commencing. The
consent form will allow you to indicate if you have understood and consent to the
following aspects of the interview:

Reading of this information sheet

Your participation in the study

Audio recording by dictaphone

Whether you would like to remain anonymous
Opportunity to withdraw at any time

Support and advice

If you have any questions about the research, or the response collection process,
please feel free to speak to the researcher at the time prior to, during or after the
interview using the contact details provided below. If you seek any further advice
please do not hesitate to request this as the University of Kent takes its
responsibility in collecting data for research very seriously and is happy to advise or

counsel if requested.

Contacts for further information:

Researcher: Sara Choudhrey

School of Engineering and Digital Arts, Jennison Building, University of Kent,
Canterbury, Kent, CT2 7NT

Email: s.choudhrey@kent.ac.uk Telephone: +44 (0)1227 823246
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Appendix IV: Interview Questions

Proposed list of questions for semi-structured interviews based on interviewee role

Questions for Artists

Participant background

How did you come to be an artist?

Have you had any formal training/qualifications in art or are you self-
taught?

If you were to describe yourself as an artist of a particular type, what would
this be?

About Islamic art

What is your understanding of the term ‘Islamic art’?

How did you become involved in Islamic art?

If you were asked to name some characteristics of Islamic art, what would
they be?

How would you identify an Islamic art work?

How would you identify an Islamic artist?

Your work has previously been exhibited under the theme of ‘Islamic art’,
how did you feel about this?

Is there a spiritual element to your work? Do you follow any particular
religion? How much does this influence your artwork, if at all?

What is the art scene for contemporary Islamic art in Britain?

Where do you see Islamic art compared to something like mainstream art?
What are the key venues for exhibiting Islamic art in the UK?

Do you believe there is a link between the type of art being produced and its
acceptance as Islamic art?

About digital art

The next question will be about digital technology, by which | mean any
hardware (for example computers, web cameras and printers, projectors),
any software used to create or manipulate digital media (for example
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Photoshop, 3DSM or Flash) and also online based networks (such as social
media sites like Facebook and Twitter), etc.

Have you ever used a computer or any electronic device or software in any
of your art work? (This can include hardware and software and can be in any
stage of the production as well as in final display of the work)

Please describe what methods you used to produce this artwork and

How was this work received by curators and/or the general public

How likely are you to use digital technology in either producing or
presenting your art work? (‘again’ — if previous answer was yes)

What do you understand from the term ‘digital art’?

What do you think of the term ‘digital Islamic art’?

How do you feel about learning a new technology or software?

If you were asked by a curator to produce a digital Islamic artwork for an
exhibition, would you consider making something of this nature?

General

Where do you see Islamic art in Britain in say ten years’ time?
Is there anything else you’d like to tell me in regards to any of the topics
we’ve covered today?

Questions for Curators

Experience as a curator

How did you come to be a curator?

Have you had any formal training/qualifications in art history or
curatorship?

In your experience which factors add value to an artwork?

About Islamic art

What is your understanding of the term ‘Islamic art’?

How did you become involved in Islamic art?

If you were asked to name some characteristics of Islamic art, what would
they be?

How would you identify an Islamic artwork?

How would you identify an Islamic artist?

What are the key venues for exhibiting Islamic art?

Which factors add value to an Islamic artwork? Are they any different to
those for non-Islamic artwork?

Where do you see Islamic art compared to something like mainstream art?
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e Do you or your department have any long-term goals to extend the
collection of contemporary Islamic artworks?

e What are some of the current considerations for exhibiting Islamic art in
Britain?

e In what ways might artists influence your collections/exhibitions?

e How might the choices made by an artist to use a particular practice or
medium influence the development of the Islamic art scene in Britain?

e How likely is it that the gallery/museum you work for would exhibit artists
under the theme of ‘contemporary Islamic art’ (not necessarily with this
title)?

About digital art

e How familiar are you with digital art?
® Please describe what you understand this form of art to mean?

The next question will be about digital technology, by which | mean any
hardware (for example computers, web cameras and printers, projectors),
any software used to create or manipulate digital media (for example
Photoshop, 3DSM or Flash) and also online based networks (such as social
media sites like Facebook and Twitter), etc.

e Have you ever featured or exhibited artwork that involves digital technology
in an exhibition? (This can include hardware and software and can be in any
stage of the production as well as in final display of the work)

e How likely are you to feature a digital Islamic artwork in your exhibition?

e What do you think of the term ‘digital Islamic art’?

e Would the value of such works be less or more than those made using
traditional methods?

e |[f you were invited to curate an exhibition of works that fit the concept of
digital Islamic art, is this something you would consider?

e [f you were requested by a curator or an artist to provide feedback on a
future exhibition of digital Islamic artworks, is this something you would
consider?

General

e Where do you see Islamic art in Britain in ten years’ time?
e |s there anything else you’d like to tell me in regards to any of the topics
we’ve covered today?

Questions for Researchers

Experience as a researcher
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How did you come to be a researcher in [state participant’s specific subject
specialisation here]?
How long have you been researching this subject?

About Islamic art

What is your understanding of the term ‘Islamic art’?

If you were asked to name some characteristics of Islamic art, what would
they be?

How would you identify an Islamic artwork?

How would you identify an Islamic artist?

Where do you see Islamic art compared to something like mainstream art?
How might the choices made by an artist to use a particular practice or
medium influence the development of the Islamic art scene in Britain?

About digital art

What do you understand from the term ‘digital art’?

Can you provide any examples?

How familiar are you with digital art?

What do you think of the term ‘digital Islamic art’?

If requested by an artist or curator to provide feedback on a future
exhibition of digital Islamic artwork, is this something you would consider?

General

Where do you see Islamic art in ten years’ time or further in the future?
Is there anything else you’d like to tell me in regards to any of the topics
we’ve covered today?
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Appendix V: Exhibition Exit-Questionnaire

S ]

L. N

Tell Us What You Think

Did you enjoy the SEEING THE UNSEEN exhibition today?
[]Yes [ ] No

Why do you feel this way?

Was this your first time attending an exhibition like this?

[ ] Yes [ ] No
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What kind of art would you say this exhibition displays?

Which artwork did you most enjoy today?

Please explain why:

What do you think of the combination of different artistic techniques?

Would you be interested to learn more about this type of art?
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[] Yes [ ] No

Please add any further comments, feedback or suggestions below:

-

.

If you would like to be notified of further activities related to this exhibition, please

let us know your email address. This will not be shared with any third parties.

Email:
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Please Tell us a Little About Yourself

Sex

[ 1] Male [ ] Female [ ] Prefer not to say
Age

[ ] Under 11 []125-34 []155-64
[]12-18 []135-44 []165-74
[]119-24 []145-54 []175+

[ ] Prefer not to say

Ethnicity

[ ] English/Welsh/Scottish/Northern Irish/British
[ ] Irish [ ] Gypsy or Irish Traveller
[ ] Any other White background, please state:

[ ] White and Black Caribbean [ ] White and Black African
[ ] Any other Mixed/Multiple ethnic background, please describe:

[ ] Indian [ ] Pakistani [ ] Bangladeshi
Chinese
[ ] Any other Asian background, please describe:

[]

[ ] African [ ] Caribbean[ ] Arab
[ ] Any other Black/African/Caribbean background, please
describe:

[ ] Any other ethnic group, please describe:
[ ] Prefer not to say

Religion
[ ] Christian [ ] Muslim [ ] Jewish [ 1 Sikh
[ ] Noreligion[ ] Hindu [ ] Buddhist [ ] Prefer not to say

[ 1 Any other religion, please describe:

THANK YOU!
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