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88 Structure of Exilic Television

and in periodicals about television must partly be attributed to the failure
of program producers to take into account the diversity of their target au-
diences. Just because they all share the fact of displacement, a national lan-
guage, and, to 2 large extent, opposition to the Islamic Republic does not
mean that they have no differences. But until the late 19805 exile pro-
ducers exploited the commonalities of their audiences and suppressed
their differences for their own economic gain, and to enlist political
solidarity favoring monarchist nationalism. As such they have acted more
to consolidate Iranian ethnicity than to promote assimifation.

Since the late 1980s, however, a series of factors have coniributed to
modifying the homogenized notion of the dudience as a unified biclogical
or national family: proliferation of producers and programs; emergence of
women producers; availability of multiple transmission channels, particu-
larly cable television; specialization through targeting of microaudiences
based on gender, age, education, profession, religion, and language; termi-
nation of the Irag-Iran war; reduction in the bellicose mutual rhetoric of
Tranian and American governments; and the reduction of the culture of
politics and ascendency of a politics of culture among the exiles.

All the women producers began (and ended) their shows in the late
1980s (Didar, Ma, Sima va Nava-ye Iran). Live phone-in: shows, transmit-
ted nationally via sateilite, began during this period (Emsbab ba Parviz,
Harfva Goft, Sokbani ba Ravansbenas). Exile-produced serials increased
in number and quality. A few shows, such as Tapesh and Diyar, attempted
to target young audiences by programming music videos. The program
You and the World of Medicine became the first regularly scheduled
Iranian program in the English language. The political discourse of exilic
television aiso widened, with the introduction in this period of the anti-
government guerrilla show (Sima-ye Azadi), the Assembly of God reli-
gious program (Mozbdeh), and the somewhat pro-Islamic cultural pro-
gram (Aftab). Clearly this diversity of programming targets hitherto
unaddressed constituencies, or creates constituencies where there were
none. Sach transformations show that one of the keys to the survival of
Iranian exilic television will be its ability to keep up with its audiences and
act as a means for both assimilation and exilic identification.

Over the past decade, Iranian exilic television has developed certain struc-
wures for production, transmission, syndjcation, tme-brokering, cross-
fertilization, advertising, and audience segmentation that have helped to
create an ethnic economy and an Iranian national and exilic identity. At
the same time, by rationalizing the industry and introducing market forces
into production, transmission, and consumption, these structures have
helped exilic television to facilitate the assimilation of its audiences.

4
The Exilic Television Genre and Its Textual
Politics and Signifying Practices

How the Shows Are Seen

For many Iranian exiles, Sunday lunches are big affairs, an occasion
for the entire nuclear or extended family and Jfriends fo get togetber
Jor a late meal. Up to the mid-1980s, many restaurants offering Ira-
nian food in Los Angeles bad installed in a prominent place a televi-
sion set or a video projection system. On these screens, ihe customers
could watch old music videos and TV serials made before the revolu-
tion and imported from the bomeland. They could also watch exile-
produced TV shows such as Iranian, Jonbesh-¢ Iran, and Jam-¢ Jam,
which bave for years been aired on Sundays in one block Sfrom 11
AM. to 2 P.m. The narrow rooms typical of the restaurants and the
symmetrical seating arrangement created a kind of classical quat-
trocento perspective, with the television screen forming its vanishing
point. No matter where you sal, at least ong side of the restaurant
Jfaced the screen squarely and you were Jorced to look at it. Even
though the volume was often turned up so bigh as 1o interfere with
conversation and the image broke up frequently, no one seemed o
mind. It was as though the customers were facing an electronic altar
or gebieh (prayer niche) that displayed sacred icons of an idealized
homeland and an irretrievable past.

Watching the Sunday shows during social functions, bowever, was
not limited to public occasions and places. In bomes, {00, these pro-
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grams provided a moving background for Sunday lunches and chil-
dren’s birthday parties. Television thus became part of public and
private rituals. Even during the inevitable dances and obligatory
singing of the birthday songs, the set would remain on with the sound
turned down. During periods of crises, such as the bombing of Ira-
nian cities, Scud missile attacks, and waves of assassinations and ex-
ecutions at bome, television would suddenly move to the foreground.
The news beadlines or a particular film clip would bring a quick
bush to the crowd. Eyes would be glued to the set, the silenice broken
by an occasional gngry outburst. The celebration would resume, in-
Sected by the news of bome.

Interestingly, not all viewers of Iranian programs are Iranian or
are of Iranian descent. Shared cullures and bistory allow cross-
viewing among not only Iranian subetbnics but also other Middle
Eastern populations in diaspora. My friend’s mother, an elderly Jew-
ish emigre from Palestine, likes 10 watch Iranian programs even
though she does not understand Persian at all. It seems the nostalgic
music and visuals of exile music videos remind ber of ber own child-
bood and homeland.

Exilic Television as a Ritual Genre

The approach to the analysis of television adopted here considers exile
television as a genre, with its own televisual flow, textual strategies, and
signifying practices, This might be called 2 “generic ritual” approach,
since it seeks to understand not only the genre itself but also its interplay
with the evolving community that produces and consumes it. For a com-
munity living in the liminality and anarchy of exile, the television that it
produces and consumes is a vehicle through which the exilic subculture
and its members, collectively or individually, construct themselves in the
new environment. Television for them not only reflects but also consti-
rutes and transforms the community. The televisual exile genre is without
precedence, as it is produced and consumed by people outside of their
own culture and society. The long time frame, the critical apparatuses,
and the common grounds necessary for codifying and internalizing the
genre conventions are largely absent.

As 3 ritual genre, exile television helps to negotiate between the two
states of exile, socfetas and communitas. Societas is the rule-bound struc-
tured world both of the homeland from which the exiles are separated
and the host society to which they are acculturating (Turner 1969). Com-
munitas, on the other hand, is the formless, liminal state in which the rules
and structures of both home and host societies are suspended, and aspects
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of sacredness and religiosity—here, ritual—take their place. When social
structures are threatened, comimunitas emerges, and helps the exiles
maintain similarity through elaboration of differences based on ethnicity
and locality. This is 2 concept that appears to fly in the face of attempis
made by structuralists to negate the concept of community in favor of
universal structures. We are in z historical period characterized by waning
of traditional universalist ideologies such as colonialism, neocolonialism,
and communism and we are witnessing the world over, in preindustzial
and postindustrial nations alike, people continuing to aggressively assert
their locality and ethnicity through marking their boundaries.” Such
boundaries are largely symbolically constructed, sometimes impercepti-
ble to outsiders, redefinable by the members of the community itself, and
maintained through manipulation of symbols of that community.

Rituals gain additional prominence when the actual sociat boundaries
of the community are undermined, blurred, or weakened. Communal
celebrations (weddings, barmitzvas, batmitzvas, discos, political demon-
strations, anniversaries, calendrical festivals) occupy a prominent place in
the cultural repertoire of the exiles, and commercially driven exilic televi-
sion as a ritual functions in paraliel with these social rituals to maintain in-
dividual, communal, and national boundaries.” It introduces a sense of or-
der and control into the life of the viewers by producing and replicating
a variety of systematic patterns that set up continually fulfilied {or post-
poned) expectations: narratological and generic patterns (program for-
mat, formulaic plots, stock characters, regular hosts and newscasters, a fa-
miliar studio set), patterns of consumption (scheduled airing and repeated
airing of programs, interruption of the text for commercials, household
environment, and viewer activity), and patterns of signification {subjec-
tivity, mode of address, iconography).

Together all these narratological, consumption, and signification pat-
terns produce an clectronic commamitas, which creates for exilic
producers and viewers alike a sense of stability out of instability and comn-
monality out of alienation. Part of the work of exilic popular culture, in-
chuding television, is to produce a repository of symbols and 2 web of sig-
nification with which exiles can think and through which they may
differentiate themselves from the host society. That is why exile is such
an intensely symbolic and semiotic space and exilic television so integral
an clement in it.

As ritual, exilic television not only aids in creating an exilic communitas
but also facilitates the wansformation of the communitas toward the host
societas. As such, exilic television helps the exiles maintain a dual subjec-
tivity and 2 syncretic identity. There are many characteristics that set apart
the exific genre from other televisual genres. At the level of texts and intet-
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texss, the exile genre is characterized structusally by nested texts, fiow,
and schedule, and by the magazine format; narratologically and ideologi-
cally by the narratives and iconographies of fetishization and ambiva-
lence; thematically by nostalgic longing for a reconstituted past and
homeland and the metaphoric staging of return to the origin; and politi-
cally by the construction of a particular imaginary nation-at-z-distance in
exile.

Televisual Texts

Determining what the unit of analysis for television should be and what
2 televisual text is has proven to be a problem largely because television
texts are so multipurpose, polyvalent, and amorphous. Raymond Wil-
tiams formulated the television text as 2 rather hermetic and scamless
“planned flow” in the construction of which viewers play a more Or less
passive part (1975). Horace Newcomb’s concept of the “viewing strip,”
on the other hand, foregrounded the active role of viewess in construct-
ing the texts they watch (1988). In an effort to move away from text-based
analyses toward locating television within the political econcmy of
production and consumption, Nick Browne proposed the concepts ofthe
“supertext” and the “‘megatext”’ as textual units of analysis. The supertext
includes the program and all the interstitial materials surrounding it—
teaser, titles, credits, advertisements, station identifications, program pro-
motions, and public service announcements—its position within the
schedule, and the relation of the schedule to the “socially mediated work-
day and workweek.” The megatext consists of “everything that has
appeared on television” {1984:177). Although these concepts take into ac-
count the television's textual environment and advance our understand-
ing of the way the texts are linked with the political economy of con-
sumerism, they fail to account for viewer activity, which, as wilt become
evident, is much more complex in exilic than in mainstream television.

Much of the cultural studies work conducted in Britain, beginning with
the work of Centre for Contemporary Cultural Studies at Birmingham
University, focused on establishing links between the production of tele-
vision texts and their reception by audiences, The ideological, ethno-
graphic, and feminist analyses that followed explored the links between
the signifying practices of production and the socially structured au-
diences, thus turning television texts into writerly {in Barthes’s sense,
1975), open (in Eco’s sense, 1979), and producerly {in Fiske’s sense,
1987b) thereby accounting for muitiple readings.

“Liveness’ characterizes the televisual flow and its texwal compo-
nents. Even when the event is prerecorded, jts simultanecus transmission
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and reception affirms its live ontology and the ideology embedded in i,
which Jane Feuer has defined as “‘the ideology of the live, the immediate,
the direct, the spontaneous, the real”” (1983:14). This ideology dominates
the magazine and the talk-show formats, the quintessential forms of both
mainstream and exilic television. The liveness of exilic television, how-
ever, has a fundamentaily different character in that it unfolds in 2 liminal
space, activating memories of elsewhere, and it is received in an exilic
househoid.

Nested Exilic Text, Flow, and Schedule

The “text” of exilic television is what might be called a “nested text,” in
the sense that it is an exilic supertext nested within an exilic flow that is
embedded within an ethnic flow which itself is nested within the main-
stream television's megatext. The exilic supertext itself is a split or a dou-
ble text because the program (text) is infused with sounds, images, and
discourses primarily driven by the values, culture, and language of the
homeland while the interstitial materials, particularly commercials, are
driven chiefly by the consumerist ideology, values, and culture of the host
society. Thus exilic television supertext is an instance of Derridean “'dou-
ble reading and writing,” in which neither of the adjacent texts obtains
primacy, as each resonates with or against and deconstructs the other.
Split subjects produce split texts, and exilic supertexts both inscribe and
erase cultural, racial, ethnic, historical, and linguistic differences and ten-
sions which can be read when attention is paid to their interpermeability
and resonances. The result is that the cohesiveness of the communitas
created by televisual texts is threatened constantly by the implosion of the
dominant host values by means of both the commercials interrupting the
texts and the commodification practices of exile television itself.

Exile television programs are usually broadcast by television stations
not as singie entities but in clusters, forming an exilic flow. Los Angeles
cable companies schedule fran and Shabr-e Farang programs back to
back on Friday nights and Negah and Diyar on Sunday nights; KSCI-TV
schecules a series of Iranian programs from 7:30 AM. to 9:30 A.M. On
weekdays and from 11 A.M. to 2 P.M. on Sundays (see Table 8). These ex-
ilic flows are themseives nested, particularly in the case of KSCL-TV,
within an ethnic fiow containing clusters of programs from many na-
tional, ethnic, and linguistic groups (prograims in 16 languages are aired).
The majority of these programs are imported from home countries, Chi-
nese programs occupy the afternoon and early evening siots, Korean
shows dominate the prime-time hours on weeknights, and Japanese
shows the prime-time hours on weekends (Table 21).
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This conception of a multilingual nested ethnic televisual flow is radi-
cally different from the monolingual, monochannel, monocultural flow
television scholars have formulated and studied. What is more, this ethnic
flow is not insular. Through viewer activity and channel selection, it is in-
serted yet again into the larger megatext of television, which includes all
broadcast channels. Exile television programs, therefore, are consumed
within a triple-tiered viewer-strip selected Dy the audience. Exilic and ethr-
nic viewers can travel across these nested flows {exilic, ethnic, and main-
stream) because they are generally familiar with more than one language.
For a majority of the monolingual viewers, however, the exilic and ethnic
flows remain generally unreadable.

The ethnic flow at multiethnic stations is characterized not s0 much by
seamlessness as by segmentation. It is aiso intensely hermenecutic, as var-
ied politics, nationalities, ethnicities, religions, cultures, languages, clas-
ses, news values, narrative strategics, modes of address, physical loca-
tions, tastes, gestures, faces, sights, and sounds clash with one another .’
This segmentation peneirates to even below the level of nationality as
many emigre and exile communities are themselves not homogeneous.

‘The diversity of the Iranian population in terms of internal ethpicity,
religiosity, and language allows its members L0 access not only Persian and
English-language programs but also Armenian, Arabic, Assyrian, and He-
brew programs not necessarily produced by Iranians. Access to multiple
texts produced in multiple languages by multiple nationalities and ethnick-
ties makes the flow not only interethnic but also intraethnic. This textual
access means the ethnic flow is replete with excess and alternate mean-
ings, going beyond cither intent Or hegemony.

The oppositional use of this excess is made possible by the dgifferences
and contradictions among the exilic, ethnic, and dominant texts, which
access brings to the fore. This seriotics of excess tums the viewer activity
into 2 rather complex and intertextual one, both along the exilic and eth-
nic flows (syntagmatic intertextuality) and across the nested texts (para-
digmatic intertextuality). Because the exilic supertexs are nested within
an ethnic flow, viewers are constantly made aware of the minor status of
the exilic texts themselves and their own minogity status as an audience
in exile. A syntagmatic viewing of the exilic supertexts can serve to con-
solidate a sense of cohesion and hermeticity around the notions of exile
and nationality. A paradigmatic intertextual reading of it, which places it
within its commercial environment, the ethnic flow, and the mainstream
megatext, however, creates multiple splittings and deconstructive nu-
ances across all the texts, which serve to continually problematize the co-
hesive exilic, ethnic, and nationalistic readings. The exilic supertext and
flow are thus not only excessive but also ambivalent and unstable.
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Mainstream television establishes its relationship to the real world
through the schedule, keyed to the workday and the workweek. As a re-
sult, the schedule tends to reproduce and naturalize the “logic and the
thythm of the social order” (Browne 1984:176). However, the exilic and
ethnic television schedule—at least that produced by multiethnic
stations—reproduces a radically different logic. Muitiethnic stations lease
their time not to the most popular shows but to the highest bidder, regard-
less of the type of programming. The majority of exile and ethnic
programmers, in turn, do not make their programs with the schedule in
mind, since the statjons can change their airtime or bump them off the air
on short notice. As a result, Iranian exile morning programs are not vastly
different from afternoon or evening programs. The schedule then refiects
the exile’s own liminal condition, its formlessness, the endlessness of its
time, its ambivalence,

The Magazine Format

The magazine format dominated exile TV in the first decade of its exis-
tence. Like most genres and rituals, the magazine format is not unchang-
ing; here, it is a symbolic construct that changes with time as it responds
10 and inscribes the evolution of individual subjectivity and collective
identity of the exiles, In this sense, exilic television by definition is both
processual and contradictory as it encodes the tensions of exilic evolu-
tion, adaptation, and resistance. In the magazine format, the program unit
typically consists of a collection of usually single-topic miniprograms
linked by commercials. Historically, the format’s use in the public affairs
area resulted in talk shows and news magazines (the lattes will be high-
lighted here).

The magazine format is one of the most proliferating and least studied
forms of television and it is central to my analysis of the exile mnm:m.m
There are many variations, but in its classic form, the news magazine con-
sists of several important structural features that set it apart from daily tele-
vision newscasts and talk shows.® Like its printed namesake, a television
magazine is transmitted on a specific day and at a specific time ona daity,
weekly, or monthly schedule. Like printed magazines, it contains several
self-contained segments, which are much longer than a typical item on 2
newscast. Unlike talk shows, which are usuaily studio-bound, the news
magazine’s segrents are usually shot on location. Television magazines
rely on a regular cast of anchors and reporters—stars of the format—who
supply it with a public image, a sense of continuity, calmness, knowledge,
authority, reliability, and humanity.’ The enunciative strategy of the for-
mat is generaily as follows: the regular in-studio anchors or hosts in-
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troduce 2 segment, which isthen reported by a correspondent in the field.
In some cases (60 Minutes) the anchor and field reporter are the same, in
others (20/20) they are different. Advertisements follow the completion
of one segment, 10 be followed by another in-studio mgroduction Lo the
next segment.

The magazine's mode of address is live and direct, with anchors and
correspondents facing the camera and speaking directly to the imvisible
audience at home. The program’s guests, likewise, speak without a writ-
ten script to the hosts who act as intermediaries between them and the
audience. The phatic banter and the “ritual of hospitality” between the
in-studio hosts and guests or berween anchors and field reporters enhance
the “liveness” of the medium, All this is undergirded by the currency, Ut~
gency, and “realness’” of the social issues the format usually tackles. The
news magazine format can thus be characterized by immediacy, intimacy,
and intensity.

A side effect of the ritual of hospitality is the creation of a sense of
familiarity and familiality at the level of enunciation. At the reception end,
to0, these familiar and familial attributes are mobitized again by reception
of the program within the home environment and by the pattern of view-
ing, which is often collective.® The direct address and the direct gaze of
the anchors and reporters tend tO SUppress individual subjectivity ob-
rainzble through the primary process and suture. Instead, they fore-
ground a kind of collective subjectivity, made available through the
secondary process and through language.

The magazine’s narrative regime is presentational, 1ot representa-
tional. Itis also self-reflexive and self-referential, and does notuse the real-
ist itlusionism that dominates dramatic programming. Unlike these pro-
grams, the magazine does not hide its narrative and enunciative
apparatuses {(direct address and presence of reporters, <ameras, micro-
phones) or its own existence.® While dealing with the individual and so-
cial issues that real (empirical) people face in their daily lives, meagazine
shows do not ignore drama, News magazines generally do nnot use reenact-
ments (although there are recent tabloid exceptions in mainsiream
programming), but they inject drama into the treatment of their “stories™
by selecting sensational topics and exciting, villainous, or heroic personal-
ities, and by employing classic dramatic structure. Further, aithough the
magazines subscribe 1o the standard values of “objectivity” and “fair-
ness,” they do allow the expression of a wider and deeper range of opin-
ions than do newscasts.

The magazine format’s relationship to advertising was spelled out most
clearly in the inception of the format by NBC in the early 1950s. Unlike
the single-sponsor programs, then usually produced by advertising agen-

M
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cies, the “magazine concept’”’ promoted the idea of inserting spot ads by
multiple sponsors within programs produced by the networks themselves
(Rarnouw 1978:47). This arrangement allowed the networks to retain
contro! of both the contents and the revenues. It is this same arrangement
that drives exilic magazine programs.

The Exile Magazine

Structurally and narraiologically, the exile magazine format is 3 composite
genre combining features of both hard-news and tabloid magazine for-
mats. At the same time, it contains certain elements that differentiate it
from both of these forms of mainstream television and mark its exile sta-
tus. Typically, the exile magazine contains the following severn elements:
a program opening containing a visual logo and a musical signature; greet-
ings by the program host and introduction to the program; advertisement,
chiefly for ethnic products; then a newscast featuring news of the home-
land, the world, and the United States, delivered often by regular news
readers different from the host. While news usually is defined as political
news, when it comes 10 news of the community in Los Angeles, it is often
limited to entertainment news. Various types of news are separated by ad-
vertisements. A segment containing one or more of these constituent ele-
ments foliows: a comedy skit, a segment of a continuing satirical or soap-
opera serial, news commentary, interviews with people in the news or
with experts in law, medicine, real estate, and financial matters. This seg-
ment may contain more than one commercial brezk. Then come current
stocks, weather, sports, and fashion reports, and rhen one Or more musi-
cal numbers, including music videos. Often the musical numbers are
preceded or followed by a publicity interview with the performer.
From this taxonomic listing of elements of the magazine supertext, it
becomes clear that the exile magazine, unlike its mainstream television
counterpart, is an extremely heterogeneous, cOmposite genre, combining
both fictional and expository nacratives and their various subgenres. In es-
sence, this is 2 “montage’ genre in which a number of genres and dis-
courses meet head to head. Its principle of cohesiveness is not continuity
but ciash, not seamlessness but mmmgnﬁwaops The hosts and commer-
cials are the chief producers of continuity within the exilic supertext and
flow. .
The segmentation of the format, and the multiple ownership of pro-
grams by one producer, provide a built-in mechanism for intertextuality
and self-referentiality, whereby producers and hosts can refer 10 and pro-
mote across a number of programs {and even media) the various programs
in which they have an interest. This enhances discursive exposure, and
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Fig. 11. Sportscast on Iranian.

also the earnings of the producers. That the “magazine concept’ forces
the exile producers to rely on spot ads instead of single sponsors means
that they are not theoretically very susceptible to €conomic influence
from a few powerful commercial sponsors. However, the exigencies and
vulnerabilities of exile, at least in its early phase, open the producers to
heavy political (even financiaf) influences brought on by powerful polit-
cal factions.

Program Types

Throughout much of the 1980s and 1990s, the magazine-style supertext
dominated, although there were programs that did aot fit into the form
as tightly as others. Reflecting the processual nature of the exile genre it-
self and of television in general, which must continually change to find
new audiences, during this period producers astemptled to differentiate
their programs from one another by varying the mix of the seven format
elements noted above. This resulted in a gradual emesrgence of 2 number
of types within the exile magazine format, which are listed here with one
sample from among the current @nomnmam_: newscast {Jong-e Bamdadi),
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news-feature magazine (Sima-ye Ashna), news commentary magazine
(Cheshmandaz), cultural talk show (Harf va Goft), news magazine (fran-
jan), variety magazine {Jam-e Jam), pOp music magazine (Diyar), satirical
magazine (Shabr-e Farang), serial magazine (Negah), live phone-in maga-
zine {Fmshab ba Parviz), women and family magazine (Didar), religious
magazine (Mozbdeb), ethnic magazine (Bet Nabarin), medical taik show
(You and the World of Medicine), guerrilla magazine (Sima-ye Azadi), and
program-length advertising magazine (Sobb-e Ruz-e Jom’eb). It must be
noted that each type of program may not necessarily contain all of the ele-
ments of the magazine format, but it will contain many of them in varied
combination. For example, 2 news magazine may contain more news than
a2 variety magazine but it will also contain at least one musical number.
Likewise, the variety magazine containg some hard news. In the same
vein, the interview on the news magazine may be focused on news and
current affairs, while that of the variety magazine would deal with the en-
tertainment field.

Gradually, several programs became 80 specialized that strictly speak-
ing they can no longer be called magazines, but even these retained some
of the features of the format. In the 1980s and early 1990s, for example,
Negab devoted much of its half-hour broadcasts to airing two engaging
soap-opera serials produced in exile, but it retained some of the format
elements: opening logo and musical signature, greetings by the host,
phatic banter with CO-host, news, interview with a psychologist about the
topics raised by the program, and advertisements. In 1992, the Assembly
of God religious program, Mozhbdeh, came On board. Although the pro-
gram is commercial-free and devoted to proselytizing, it uses a number of
hosts, choral and musical religious numbers, and interviews with and tes-
timonials from Iranians who have converted to Christianity. The basic
structure of the magazine has remained remarkably intact principally be-
cause it is a fiexible format capable of responding to and encoding the
shifting and multiple exigencies of exile. This flexibility has allowed it to
give access to diverse voices, even though the magazine’s familiar format,
regular daily or weekly broadcast schedule, and longevity (some pro-
grams have been on the air in the same time siot for over a decade) have
served to reguiate and contain the flux of exilic liminality.

Variation in the mix of format elements helped to recast the concept
of audience from an amorphous, famiiial, and homogeneous mass to 2
number of different rargetable clusters. The principles of variation were
the broadcast time of the program and gender, age, politics, and ethnoreli-
gious affiliations of audience members. Significantly, language differences
were suppressed. This is understandable; the first step in identity forma-
rion for most exiles is to differentiate themselves from the host society by
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reducing their own internal differences. Due to the absence of a reliable
rating system, the producers were guided in this targeting practice more
by trial and error than by demographic studies.

The exilic and ethnic television schedules are in considerable flux and
although they are unable 1o closely replicate the social order of the work-
week and the weckend, the producers of exilic television attempted
throughout the years to link their shows to the time of broadcast, how-
ever loosely, and to the life patterns of their increasingly assimilating au-
diences.

Program Contents

The two daily morning programs are current affairs programs. jong-€
Bamdads presents hard internationai, national, and local news, including
extensive coverage of Iran and of Iranjans abroad, while Sima-ye Asbna
is chiefly 2 news magazine, emphasizing soft feature stories and film clips
from around the world. Both programs target adults who view the pro-
grams before leaving for work. The morning medical programs (Pezeshg-e
Kbub-e Khanevadeb, Mardom vad Jaban-e Pezeshgi, and You and the
World of Medicine), in relaxing talk-show and interview forms, offer med-
ical and health tips to the eldest members of the family, those men and
women who stay at home during the day. Sobb-e Ruz-e Jom'eb is an in-
fomercial or advertising magazine, in which the host, using a talk-show
format, talks amicably and persuasively to the camera or with a guest
about an Iranian product of service, interspersing his presentations with
well-known poetry and proverbs. These interviews and presentations are
interrupted by prerecorded spot commercials for products and services.

Prime-time programs are generally more entertainmeng-oriented and
can potentially attract audiences different from those of the morning
shows. Of these, fran seems (o be targeting a2 younger viewer. It5 younger
host has an informal and hip style and his program is loose in form, upheat
in tone, feature-oriented, music-dominated, and less concerned with the
politics of home. The program has featured a number of television serials,
such as the satirical serial Da 'ijan Napele'on (Uncle Napoieon), produced
in Iran before the revolution, and the drama serial Amir Kabir, made in
postrevolusionary Iran. Shaby-e Farang is a satirical vasiety magazine. Its
host is a well-known comic who mixes satirical commentaries about cur-
rent events and personalities in Iran and the United States with dramaiic
serials he has produced onlife in exile.?? fran va Jaban is currently chiefly
a variety magazine, containing news, News commentary, music videos,
and tourist films about Israel. The religious program Mozbdeb carries no
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Fig. 12. Newscast: fong-¢ Bamdadi’s Nureddin Sabetimani.

commercials but uses its magazine format to proselytize for the Assembly
of God church.

Weekends for Iranians are traditionaily occasions for visiting friends
and for extended-family get-togethers. As a result, dayiime Sunday pro-
grams provide a very diverse mixture of adult and family programming.
[ranian and Jonbesh-¢ Iran provide news, interviews with Iranian politi-
cat and cultural figures, and one Or twWoO music videos, while Jam-¢ Jam
provides news and many entertainment segments, particularly music
videos. Negak’s most innovative feature has been the airing of a series of
well-produced soap operas (Roya-ye Emrika’i [The American dream]
and Payvand [Connection]) that explore the tensions of Iranian families
and young couples in the process of acculturation. Sometimes the serial
is followed or preceded by an interview with an expert on immigration
or family counseling. Diyar is a musical variety rmagazine targeting
younger viewers, and it is devoted entirely to entertainment news, inter-
views with Iranian entertainers, and various types of music videos. Aftab,
much of whose programs are imported from lran, attempts to stdy away
from straight political news and to operate instead in the cultural domain.
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Each week its host presents commentaries that attempt to link Iranians liv-
ing abroad with those who have remained at home. The magazine format
and the two-hour time sfot allow him to present 2 melange of segments:
dramatic and satirical serials, portions of feature films, and animated car-
toons for children. (Although, over the years, 2 few of the exile programs
tried to target Iranian children, they failed to attract them because of 2
dearth of existing programming, the high cost of producing new mate-
rials, and the impossibility of competing with American mainstream chil-
dren’s programs.)

Following the model of American mainstream television, late-night ex-
ile programs employ chiefly the talk-show form of the magazine, with the
recent addition of the phone-in feature. Ciearly, the intended audiences
for these shows are adults. In Emsbab ba Parviz, aired live nationally, the
host interviews one guest each time abouta single topic and takes phone
calls from viewers. Sokbarni ba Ravanshenas, 100, is 2 live call-in show,
during which audience members discuss with the psychiatrist-host of the
show their personal and familial problems. Harfva Goftisa live interview
show in which the host taiks with one or more individuals about some as-
pect of culture and life in exite. Often films or other works of art are
shown and the contenits explored with the artist or a critic. Midnight Show
is the longest-running talk show, the format of which is flexibie enough
to allow its host to interview his guests either in the studio or on location
and to cover news and cultural events of interest 1o Iranians. Pars is a vari-
ety magazine, containing music videos, news, hard news, entertainment
news, and news commentary. Agabi-ye Bebtar is a program-length com-
mercial for ethnic products and services, produced and hosted by the
same person who runs Sobb-e Ruz-¢ Jom’eb. Although the guerrilla maga-
zine, Sima-ye Azadi, does not carry advertisements for consumer
products, the entire program is 2 commescial for its producer, the Moja-
hedin guerriila organization, which is engaged in armed struggle against
the Islamic goverament in Iran. This progeam, too, utilizes 2 magazine for-
mat presided over by a host who links the various segments, including 2
newscast, videotaped reporis of the Mojahedin activities, speeches by the
organization leaders, musical numbers, and antigovernment music
videos.

Although women have produced three programs (Didar, Ma,and Sima
va Nava-ye Irarn), none has survived. Women’s issues and tensions in the
famity structure in exile were foregrounded in Didar and Sima va Nava-
ye Iran. The former dealt with them in a variety talk-show form while the
latter used the soap-opera format as well.

Iranian ethnoreligious groups have in the past produced a number of
programs. Mozbdeb is entirely devoted to preaching Chsistianity, while
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Fig. 1%. Interview show: Midnight $how’s host, Nader Raft'i {right), wmﬁzmmém Reza
Pahlavi,

Assyrian programs tend to focus on issues related to the Assyrian ethnic
and refigious communities in diaspora, Although various ethoic and reli-
gious minozities are represented among producers of other programs, it
cannot be szid that these programs are openly ethnic or religious, Rather,
because of fear of bad publicity and persecution, ethnicity and religious
affiliations have become submerged presences encoded at a latent level in
the programs. For example, the overall discourse of Jam-e Jam and fran
va jaban, both produced by Jewish Iranians, is not religious or ethnic, but
news and news commentary about Israel forms a greater part of their
newscasts and they seem to carry more advertising from Jewish busi-
nesses. Satirical segments produced by the Armenian Rafi Khachaturian
(Jan Nesar and Kbub, Bad, Zesht) are not ethnic or religious. In fact, they
are highly political, against the Islamic regime in Iran, and they poke fun
at the foibles and frailties of all Iranians. Programs produced by Iranian Ba-
na'is, too, do not foreground their religion or ideology, although they
may favor Baha’i concerns. For example, Mona's Execution, a harrowing
music video recreating the execution of a Baha’i girl in Iran, was aired by
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Chesbmak, produced by an Iranian Baha'l. Finally, during much of the
first decade of programming, none of the Muslim producers highlighted
Islam in their discourse. Its presence was limited to references to the poli-
tics of the Islamic Republic in the news or the periodic condolences Of
congratulations offered audiences on the death days or birthdays of major
Islamic religious figures. In the eatly 1990s with Aftab, the creation of an
Islamic Center in Bevertly Hills by Iranian Muslims, and the gradual accul-
turation, depoliticization, and democratization of the exiles, islam and
Islamic issues began to surface. Sobb-e Ruz-¢ Jom'eb dared to feature in
Jene 1992 a religious sermon (rowzeb) 1o COMmMemMOrale the death of
imam Hosain, the slain martyr of Karbala.

The ethnic flows and the megatext of KSCI-TV znd the cable compa-
nies in which exilic programs are nested place at the disposal of Iranian
ethnoreligious minorities ethnic programs produced by others with
whom Iranians share cultural, linguistic, or religious affitiations, Jewish
franians may watch Israel Today, Phil Blazer, or the Jewish Television
Nerwork; Armenian [ranians may watch Armaenian Teletime or ANC Hori-
zon; Assyrian Iranians may view Bet Nabarin, Arab Iranians may watch
Arab American TV, Alwatan, ot Good News; and those interested in the
religion and practices of Islam may watch Islam. ™

The basic magazine format has endured, although many variations in
the mix of its elements have been introduced. These variations and the
differing signifying practices of the aforementioned programs clearly
demonstrate that the conception of Iranians asa homogeneous mass of ex-
iles or as a cohesive biological or national family is no longer tenable.
Programmers have succeeded by trial and error in segmenting and target-
ing their audience by age, politics, religion, profession, interests, ethnic-
ity, and gender. They do not usually couch their programming strategies
in the cold and calculating terms of commerce, however. instead, they of-
ten differeatiate themselves and justify their format variation by claiming
a greater stake in and allegiance to an “aggential” and “‘authentic’” Trami-
ANNESS.

Subjectivity and Mode of Address

Televisual and cinematic signification differ from one other on 4 number
of levels. The most significant of these is the process by which viewer sub-
jectivity is formed. Theories of cinermatic spectatorship have highlighted
the function of vision and voyeurist in the constitution of the subject
(Mulvey 1975, Metz 1982). This function is said to be driven by the pri-
mary process, which Freud associated with the prelanguage unconscious
and with the pieasure principle. It is chiefly concerned with affect and
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sensory data, particularly visual. The primary process is remarkably
single-minded and insatiable and does not distinguish between real ob-
iects and persons and their images. If it is blocked from attaching itseif to
one object, person, Or MEemory, it wiil seek znother. As Thave shown else-
where in this study, it is this process that is responsible for the fetishistic
jconography of exile television, whereby the lost or absent homeland is
recovered through overinvestment in the signs that stand for it {such as
the flag and its colors, the map of the country, dead and tortured bodies,
and national monuments). It is also the same process that drives the nostal-
gic narratives of return to the homeland and to nature. These processes
are operative chiefly in the magazine format’s logos, music videos, and
narrative portions which rely on vision and affect more than on words.

Freud also posited the secondary process, which works in tandem but
in opposition to the primary process. This process, associated with the
preconscious and the reality principle, tends to tame and hold in check
the impuisiveness of the pleasure principie by “‘binding” it chiefly to lan-
guage (Silverman 1988:69). By submitting the unbounded pleasure princi-
ple to linguistic structuration, the secondary process tends to reduce the
intensity of the affective and sensory values of the mnemic traces. This is
the process that forms the basis of televisual subject positioning, particu-
larly in the case of the magazine genre, which is driven chiefly by words
and the direct address. Since the exile magazine contains both expository
and fictional forms, however, it encourages a split subjectivity that must
oscillate between the primary and the secondary processes, between af-
fective sights and sounds and linguistic structuration, and between fic-
tional and real-worid issues. If the former promotes fetishization within
the visual track, the latter encourages fetishization within the audio regis-
ter. This is because while subject formation in the case of the narrative
portions may occur primarily through scopophilia, in the case of exposi-
tory sections it is driven primarily by epistephilia. This textual and subjec-
tive duality is undergirded by a further split {explained earlier) in which
program matter is largely encoded by home while the ads inscribe host
cultural values. These multiple dualities and splits resonate sympatheti-
cally with ambivalent identities—which typifies exilic liminality.

The direct address of the hosts, reporters, interviewees, and commer-
cials, which bare the device of enunciation, enhance the overall sense
among viewers of being continually addressed. The direct address, more-
over, tends to suppress individual identification by situating the viewers
not only within language but also within the home. The “leaky,” seg-
mented, and contradictory supertext of television as well as the extratex-
tual environment of the home in which it is received (telephone calls,
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doorbells ringing, lighted rooms, presence of children, availability of a
kitchen nearby, neighborhood noises) tead to suppress the intensive gaze
characteristic of cinematic viewing. Instead, a type of distracted and cur-
sory gaze, what John Eliis has called “glance,” is encouraged (1985:137).
In the case of ethnic and exilic television, the viewer's glance not onfy
takes in the television set but also the home interior, which is ethnically
and exilically coded by souvenirs, photographs, flags, maps, carpets,
paintings, food, aromas, art objects, and handicrafts from the homeland.
The reconstitution of the television signal by viewers within such a highly
coded environment tends to enhance the collective experience of being
{dis)placed, in exile.

Viewers read exile television programs npot merely as textually posi-
tioned subjects but also as historically and socially located individuals
who bring to their viewing their national, cuitural, ethnic, and ideological
orientations. ™ Spectatorship cannot be disengaged from the viewers’
preconscious and conscious activity."” Neither can it be divorced from the
viewers' rules of social interaction, nor should we universalize the West-
ern psychic structure, which is based on 2 strongly individuated self.
Cinematic techniques of spectator positioning, such as shot reverse-
shot—in film the armature of suture—are not universal and can be cultur-
ally coded and read. If rules of the Iranizn system of courtesy (called
ta’arof) are applied, for example, an over-the-shoulder shot in television
can be read as an impolite gesture, because one character has his back to
the viewers. Turning one’s back to someone, especially a stranger, is con-
sidered very impolite in the discourse of ritual couztesy. An example of
this type of reading is provided by Zendegi-ye Bebtar (2/12/1990}, in
which the host interviewed a real-estate agent and the pop singer Martik.
During both interviews, the host was taped from over his shoulder or
from a three-quarter angie, with the result that his back was to the au-
dience for much of the time.*® Noting that he had violated one of the key
codes of courtesy, at the end of the program the host faced the audience
and apologized for having turned his back to them, "

The spectator is positioned not only by the text but also the orienta-
tional schernas of the society, which in the case of Iranians inciudes ritual
courtesy, modesty of vision, and veiling and unveiling practices, These
schemas and practices have a profound cffect on the constitution of a
communal subject in cinema and I have discussed them at length else-
where (Naficy 19912)."® The familial and communal structure of the self
among Iranians also works against the notion of television and cinema
creating 2 unified, stable, and individuated mcgmnmiﬁ.@

Exilic Television Genre 107

Epistephilia and Collective Subjectivity

Words are necessary to express and shape both the fear of and the fact of
the changed consciousness that exile engenders. Bxilic television (along
with independent transnational cinema, feminist films, and politically rad-
ical documentaries) relies greatly on such words. Epistephilia and the di-
rect address of the exilic supertext destroy the distance and absence
necessary for gaze-driven voyeuristic scopophilia. Instead, they institute
glance-driven viewing, based on presence and on language. As a result,
while in fictiona} narrative cinema the spectator is engaged through sexual
pleasure, in expository nonfictional magazines the viewer draws pleasure
through social engagement. Bill Nichols noted this difference in his dis-
cussion of documentary films:

The engagement stems from the rhetorical force of an argument
about the very world we inhabit. We are moved to confront a
topic, issue, situation, or event that bears the mark of the histori-
cally real. In igniting our interest, a documentary has a less incen-
diary effect on our erotic fantasies and sense of sexual identity
but a stronger effect on our social imagination and sense of cul-
tural identity. (1991:178)

In exile words play an important role in creating social imagination and
cultural identity. There is an insatiable drive among Iranians in exile for
information, knowledge, and the exchange of ideas and words. Episte-
philic desire is well suited to the television magazine because the maga-
zine's expository form invokes and promises fo gratify the desire to
know. This desire and its expectation of fulfillment in exile sets into mo-
tion a generic contract between viewers and television producers that is
not only binding but also speilbinding. This may partiaily account for the
behavior of Iranian audiences, who complain constantly about the num-
ber of cornmercials interrupting the programs (sometimes totaling over 40
minttes in an hour-long show) but who apparently cannot help but con-
tinue to watch. The spell, however, is cast not only by epistephilia but also
by the segmentation of the televisual supertext itself, which tends to psy-
chologically intensify the desire to watch, thereby making spectators con-
tinually available for commercial messages (Houston 1984). In exilic tele-
vision, each commercial interruption or delay in obtaining epistephilia
constitutes a lack that tends to intensify the desire, thus encouraging con-
tinued viewing.

The status of the gaze requires further elaboration. As already noted,
television suppresses the probing voyeuristic gaze and promotes the cur-
sory glance. Moreover, the exilic magazine format, integrating a variety of
genres and styles including documentary and nonfictional footage, ac-
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commodates a variety of what Nichols has catted “ethical looks,” which
link the style of filming and Iooking to the moral and political points of
view of the filmmakers and to their ethical imnplications. This is because
the subjects in documentary cinema are usually social actors who live in
history, not screen actors inhabiting the diegesis. What the viewer sees in
this type of cinema is a record of how filmmakers look at and regard their
fellow human beings. There is considerable tension between an ethical
and moral standard requiring those who film real events to place the pub-
lic good uppermost, and the exigencies of producing commercially viable
television, particularly in exile. The fact remains, however, that the maga-
zine format’s reliance on concern with the real, the social, and the collec-
tive means tha its credibility rests upon some fulfillment of public good.

Collective Address and Collective Subjectivity

Television’s direct address is 4 strategy of presence, while cinema’s narra-
rive address is one of absence. The narrative space of classic narrative
cinema effaces the presence of the spectators and encodes it as absence;
the expository space of the television magazine recognizes 2nd highlights
the presence of the viewets. The televisual direct address has an added
dimension of nowness, promoted by the technology of the apparatus,
which removes the distance between rransmission and reception at
home. As 2 result, the subjectivity that the welevision magazine cultivates,
based on its live ontology, the copresence of image and viewer, direct 2d-
dress, epistephilia, and the primacy of language and thus the secondary
process is collective and in the present tense, while cinematic subjectivity,
based on the separation of enunciation and reception, and the image and
thus the primary process, is individualistic and in the past tense.
Because of its composite form, the exilic magazine encodes both ab-
sence and individual and presence and collective subjectivities. Collective
subjectivity tended to dominate pecause of producers’ previous concep-
tions of audience as a mass of homogenecous exiles, and because of the col-
lective mode of address, which targeted neither individuals nOr segments
of the population but the entire family and exilic community. Early on,
then, most exile programs attempted to provide materials suited to all
family members, including cartoons and special segments for children. In
terms of the manner of address, many of the program hosts continue to
use either a collective term of endearmens 1O address the audience such
as “you dear ones” or a familiar, poetic form of address reserved for inti-
mate friends, such as ‘‘greetings to you, my lovely, my fellow country-
man, my unique one.”?” Likewise, many program hosts use collective
transitional phrases when going into commercials, such as “let’s watch
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the following messages together,” ‘‘we’ll be together again after these mes-
sages’’ (emphases added). These types of formulaic, collective, and poetic
forme of address, repeated many times during a show, encourage a fam-
iliar, familial, complicit, copresent discourse in which the relationship
between program hosts and viewers is not so much based on individual
psychological identification driven by scopophiliz as on a collective com-
munitas developed by means of epistephilia, in the formation of which
both the hosts and viewers participate. The direct address of the commer-
cials, too, which regularly aim their sales pitches at what they call “the
Iranian community,” further emphasizes the collective conceptualization
of audiences. In this it can be seen that Iranian exilic television is intensely
communitarian.

Such efforts at creating 2 community of address are enhanced by the
nature of the magazine format itself, characterized by what Michael Arlen
has called the ‘‘ritual of hospitality” between the hosts and guests
(1981:310-12). In this type of program, in-studio hosts invite guests to
visit the set, which is often made to look like a living room. In the case
of exilic magazines, both the set and the ritual of hospitality are informed
by the exiles’ traditions and cultural orientations. Many early shows were
staged in 2 set that resembled 2 typical Iranian drawing room in which
nonfamily visitors are received formally: 2 sofa, a few comfortable chairs,
a coffee table, a large bouquet of flowers on the coffee table, and large
plants in the background. The exilic format relies on life-size close shots,
an expository form of enunciation, formal dress, composed posture, a for-
mal style of communication characterized by literate language (not ver-
nacular), and appropriate invocations of rules of ritual courtesy in in-
rroducing guests, speakers, and program scgments. These rules require
that, as guests who come to viewers' homes via the magic of television,
the hosts camouflage their personal emotions under a veneer of politeness
and civility. Programs always begin with the hosts greeting the viewers,
sometimes in effusive terms (which displays humility and rituat courtesy).
Even when Los Angeles-produced programs ate synadicated to other cities
in the United States, greetings specific to each city are inserted at the head
of the program.’! When viewers perceive that codes of courtesy have
been violated, they complain to the producers:

Sir, right now ! am watching an Iranian television program and I
see that the news anchor is appearing in front of the camera with
a T-shirt. As jong as 1 remember, television anchors have read the
news to the camera wearing a proper suit, tie, and a clean shirt.
{Sobb-e Iran, 2/3/1989, p. 15)
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Fig. 14. interview seiting: Janr-e Jam’s 1992 New Year program.

When there is bad news to impart, the system of courtesy authorizes the
display of personal emotions, particularly sadness and grief—core values
for Iranians. In Aprif 1988 during the bombing of Iranian cities by Iragis,
the news anchor of the morning program Jong-e¢ Bamdadi {(Nureddin
Sabetimani) began his newscast not with news about the incident but with
a personal metadiscourse on the news designed to prepare the audience
for the bad news he was about to read. He said:

I would have preferred to begin the carefree houts of the morn-
ing with the most pieasant and comforting love poems instead of
with disturbing news. But how can we sit back and witness our
country becoming such an arena of battle for traders of

war? . . . Has this spring morning in Iran begun with delicacy
and freshness that we shouid begin ours with tranquil-
lity? . . . Are we separate or different from the Iranian nation?

So let me begin with a poem about spring, 2 spring without
pansies.

Then he read 2 highly emotional, elegiac, and patriotic poem about his
homeland before presenting the news. With these statements he not only
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cushioned the bad news but also made himself vulnerable by revealing his
inner seif and his own personal emotions to his unseen audience-—that is,
he displayed intimacy and sincerity instead of objectivity and clever-
ness.2? When bad news is not properly processed through politeness it
can lead fo audience displeasure. Ali Limonadi, producer of franian, told
me of an engineer who called him after a broadcast and threatened to sue
him on the grounds that his newscast had caused his mother to faint and
go into convulsions (2/4/1989). In the case of Sabetimani, who did deliver
the news with appropriate processing, one would expect a sympathetic
response. 1 do not know how the audience reacted to his presentation,
but the only public reaction, printed in Rayegan magazine (4/22/1988, p.
22), corroborates the expectation. In an editorial, the weekly not only
quoted the newsman. and his poem at length but also praised him lavishly
for his display of sincerity and patriotism.*

Such a collective feedback completes the circle of courtesy, for ritual
courtesy is not only a “social contract” between interacting people in a
face-to-face situation but also an “implied contract” between viewer and
mmomﬂmﬂhx where the contract is implied not by the traditions of the text,
as in filmn, but by the social context—the cultural orientation of both pro-
gram makers and viewers. In such 2 conception, every narrative may be
considered to be a medium of exchange “‘determined not by a desire o
narrate but by a desire to exchange” (Barthes 1974:90). What is being ex-
changed is not only textual pleasure but also social relations between two
interactants: the viewing public and the film-television texts. This interac-
tion, however, is not between two equal sides, since in an Islamist reading
of the spectatorship the screen occupies a hierarchically more privileged
muo&aom.& Nor is it between familiar partners, since in such a reading the
screen is considered to be unrelated or 2 stranger (namabram) 10 Viewers
(Naficy 1991a). Ritual courtesy, designed to deal with hierarchical and for-
mal relations, must be inscribed as a component of viewing, particularly
in television and its most collective form, the magazine format,*® Televi-
sion cannot then violate the protocol of formal relations between
strangers without incurring the discomfort and criticism of its audience.

Even though format and polite In its presentational mode, the exile
magazine creates a familiar and familial community of address. What turns
the formal into the familiar is exilic space, which in its liminal stage finds
the formality of the ritual courtesy of the homeland to be comfortingly
familiar. “This is enhanced by the familiar form of address that some hosts
occasionally use. What turns the polite into the famnilial is the sense that
hosts and audience share not only the copresence of the television
medium but also 2 common language, culture, value system, and orienta-
tional framework. This concern with collective cultural institutions, par-
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ticularly with the family structure and the native language, which are per-
ceived to be threatened, tends 1o enhance the communitarian structure
and discourse of exile television. I will deal figst with the configuration of
the family structure and then the native language as methods by which ex-
ile television creates a type of community of address.

Exile media repeatediy and segularty focus on the threat to the constitu-
tion of the family. Deterritorialization problematizes, even severs, the
bonds with tradition, culture, ethnicity, language, status, family, and na-
tion that tend to interpellate individuals as subjects within ideologies and
politics and locate them within the state or civil societies of the homeland.
‘That many exiles enter the host society without their families elevates the
threat of severance and deepens the sense of tragedy and loss.” Even for
those who leave their homeland with their families, the familial tensions
are great because of the conflicts that exile sets into motion between
generations and gender roles within the family, and the discrepancies it
creates besween here and there and now and then. These conflicts and
discrepancies cause some Iranians (o regard family life in exile as un-
manageable and altogether undesirable. Consider, for example, the fol-
lowing desolate imaginary picture of a family in exile, which appeared in
the weekly magazine Javanan (12/12/1988, p. 3):

Whenever I was alone at home {in Los Angeles] I would imagine
that | was married, that my wife would return home from work
tired, take a shower without my noticing it, and cook her own
meal and eat it alone. 1 would imagine my son dancing and
stomping his feet with his girlfriend upstairs and when con-
fronted with my protest he would shut his door and urge me to
be quiet. I would imagine my daughter arriving home drunk and
stupefied at midnighs, turning the key in the door, and stumbling
down the hail to her room. I would imagine the phone ringing
the next morning and the school counselor calling me for a new
round of counseling, the police summoning me for investigation,
and the psychologist urging me to pay his office a visit.

Since, in the case of [ranians in America, the exiles are moving from a
tamilial cultare to an individualistic culture, the self is under tremendous
pressure to transform accordingly—a process fraught with fear and loath-
ing. The symbiotic, reciprocal, and emotionally intimate retationship that
some nostalgic exiles think characterized family life in the homeland
comes under serious questioning in the new environment, particularly by
women and children, who seem to be the primary agents of acculturation
and change. The self cannot maintain an intact sense of ““we-self,” and be-
cause of the change of social context, it loses the grounds on which con-
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textual ego-ideals and successful hierarchical refationships are formed.
Familial tensions in exile are so great that many exile periodicals and radio
programs carry regular sections in which psychologists and counselors
answer questions from readers and listeners about family problems. These
professionals also appear regularly on exilic television for short interviews
or full-hour discussions with in-studio audiences. Sokbani ba Ravan-
shenas, which began in 1992, is entirely devoted to phone-in questions
and answers between audiences and the in-studio psychiatrist-host of the
program, The Christian program Mozbdeh has attempted to deal with fam-
ily tensions from a religious point of view.

The use of the native language is another significant marker in exile tel-
evision’s construction of a collective community of address. As I have
noted, until recently, with the exception of Assyrian-language programs,
alt other Iranian programs in Los Angeles were in Persian. Exclusive use
of the native tongue is caused not only by Iranians’ recent arrival here
(they are still liminars) and their nationalism, ethnocentrism, and resis-
tance to assimilation, but also by their desire to validate and consolidate
an essentialist Iranian subjectivity in exile. In the discourse of Iranian
ritual courtesy this is tantamount to “‘raising’’ the exiles to a privileged sta-
tus. Ignoring the native language causes negative audience reaction, par-
ticularly from the older generation. For example, when in the mid-1980s
Franian aired 2 five-minute English-language news commentary for six
months, the producer received many negative comments from viewers,
forcing him to discontinue the experiment.”® Overreliance on the native
language, however, discourages younger people from watching exilic tel-
evision. Based on my interviews with program producers and analyses of
audience demography elsewhere in the book, it is evident that middle-
aged and elderly people form the largest segment of the Iranian television
audience. Young people, in their conversations with me, have shown a
clear disinterest in television programs that fail to address them and their
problems directly. Manuchehr Bibian, producer of Jam-e fam, sumimed
up the dilemma of generational division that television producers face:

Young people who have learned the English language obtain
their music and news from American television channeis. Chil-
dren watch cartoons on American television with which we can-
not compete. But there are people who were 25 years or older
when they left Iran; they are accustomed to Persian music and
proverbs and they cannot speak English as well as their mother
rongue. There are those among this group who cannot believe
they will die in exile. Qur television programs give these people
what they want. (Interview, 3/4/1989)
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Fig. 15. Discussion show: Parisa Sa’ed hosts Me.

By foregrounding the Persian language, television producers cater to the
older mmm group who are their most loyal viewers, and leave the young
people to the assimilative power of American pop culture.”

The ways exile producers and viewers use the magazine format to en-
gage in collective social construction and negotiation of reality turns exilic
television into what Newcomb and Hirsch have calied 2 “cultural forum”
(1983}. Such a forum can disseminate information, express shared beliefs
and values, and zssist the producers and viewers in their acculturation,
and their construction of individual and coliective idensities. The maga-
sine form can both present ideclogies and comment on ideclogical prob-
lems. By adding the live phone-in format, the magazine has evolved into
2 multivocal cuitural forum in which a variety of views by various peoples
of different ethnozeligious affiliations ar¢ exchanged in varied accents. In
the process, perhaps more questions will be posed than answered-—even
about exilic television itself—but this is precisely a chief function of televi-
sion as a cultural forum, particularly in lirninality, when there are more
questions and criticisms than answers. >

The notion of cultural forum and collective subjectivity necessitates a
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reverse flow of communication, from viewers 1o programmers. Such an
exchange does occur in exilic television, more directly and intimately
thag in mainstream American television, Exile productions are often very
small, one-person operations in which the producer is often host, direc-
tor, and advertising sales manager. To obtain advertisements and au-
dience feedback, exile producers, unlike their mainstream television
counterparts, urge advertisers, businesses, and viewers to contact them
personally through the phone numbers that are flashed on the screen. In
their interviews with me many producers pointed to viewers’ calls as sig-
nificant indicators of the size of their public or the popularity of certain
topics or personalities. This type of direct interaction increases discursive
traffic and assists in establishing 2 personal and collective link between
program producers and their viewers.

Cultural productions not only air the tensions of communitarianism
and fragmentation, ethnicity and acculturation, liminality and incorpora-
tion, but alse often disavow or displace them by ideological rearchaiza-
tion and reconstitution under the sign of some type of essentialist collec-
tivity, which may predate history and time. The story of the Simorgh is
invoked in exile as a way of reconstituting a communal self and a national
Iranian identity. This ancient story is best told by the great rwelfth-
century Iranian mystic poet Faridoddin Attar, in his allegorical epic Marn-
teg al-Teyr (The conference of the birds), which tells the story of thou-
sands of birds on a quest for 2 legendary king of the birds called Simorgh
(tizerally “thicty birds™). After much hardship onty thirty birds survive and
arrive in the Simorgh’s palace, only to discover that the Simorgh they
were searching for is none other than the thirty surviving birds them-
selves, reflected ina mirror (Atear 1971). Thisand other mystical allegories
are 50 well known to Iranians as to have become encoded into their con-
sciousness. One way to decode it is this: the Iranian self is a communal
one—all are one and one is all—and every one is potentially the bearer of
a singular, unified truth, or capable of absorption into the unique supreme
Being.*! The homogenizing work of the Simorgh paradigm in Iranian cul-
ture far surpasses Attar’s allegory, as it shadows over myths and ideals of
selfhood, heroism, and nationalism that are drawn upon heavily in exile
(Naficy 1990b:231-33). The use of the paradigm in exile, where literary
and business establishments are named after the Simorgh, would seem to
either disavow the threat of fragmentation of individual and national iden-
tities by exile or rearchaize these identities by reconstituting them under
the essentialist Iranian communal seif, the Simorgh ideal.

The music video Ma Hameb Irooni Hastim (We're all Iranian), sung by
Andy and Kouzos, the duo rock stars of Iranian exiles, provides a rich
televisual example for both fragmentation and reconstitution of the com-
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munal self and the collective national identity in exile.** The video con-
sists of a fast-paced collage of an Andy and Kouros concert in front of a
rumultuous audience. It creates an alluring narrative charged with sex,
mystery, power, and wildness by means of huge, short-duration close-ups
of body parts, musical instruments, and a frenzied audience (mostly fe-
males) in an atmosphere saturated by rolling fog, flashing lights, and
chiaroscuro lighting. The two singers sing an up-tempo song in Persian
that first differentiates Iranian exiles by naming the diverse regions of the
country from which they have originated, and then reconstitutes them as
a homogeneous population united in their desire for a return to the
homeiand:

You are g native of Khuzestan
You are a child of Abadan

You are a native of Kermanshah
You are a native of Kurdestan
You are a native of Azarbaijan
You are a child of Kerman

You are a native of Baluchestan
You are a child of Sistan.
Regardless of where we are from,
We are all Iranians

Waiting to go back home.

Having united the exiles in their desire to return, the singers proceed to
further unify them by suppressing regional differences. Here, the video
becomes dizlogic: the singers query the audience about their native
regions, and the audience responds to each guery en masse,

SINGERS: Who is from Khuzestan?
AUDIENCE: We are from Khuzestan.
SINGERS: Who is from Kurdestan?
AUDIENCE: We are from Kurdestan.
SINGERS: Who is from Tehran?
AUDIENCE: We are from Tehran.
SINGERS: Who loves Iran?
AUDIENCE: We love Iran.

This video posits that regardless of regional and ethnic differences, Ira-
nians are zli members of the same nation and pational famity. It becomes
2 modern reworking of the ancient Simozgh paradigm, at 2 time that the
ideals encoded in it are threatened. In the liminality of exile, nationality
supersedes ethnicity. It is only much later, and in order to gain pelitical
power in the host country, that the exiles will turn to ethnicity.

1t is ironic, however, that exilic television rends to reconstitute the
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familial self and communal identity largely as a consuming seif and iden-
tity. This is because the magazine format is disproportionately filled with
expository materials and commercials for products and services, which
impede individual subjectivity but aid the formation of collective subjec-
tivity based on consumerism, In this case, it is not so much the intense
emotional relations among family members and significant others that are
responsible for creating unity as it is economic relations and the pleasures
of consumption.

Exilic television’s refationship with the familiat self and its treatment of
the family unit is made more complex because collective subjectivity,
which television creates and caters to, is neither fully stable nor unitary.
In it an individual subjectivity is unfolding. This is an uncertain, liminal
subjectivity, one that is not always already in place. By and large, in its first
decade, Iranian exilic television ignored the drama of this unfolding in-
dividual identity and the reconfiguration of the traditional patriarchai fam-
ily structure demanded by it. Television was dominated by forms, such
as the magazine, that usually give access to the pubtlic self, and there were
very few examples of forms, such as dramas, more suitable for expressing
emotions and exploring the dramas of self-fashioning and identity forma-
tion. With the exception of music videos and occasional serials—Ro ya-ye
EBmrika’i (The American dream), Payvand {Connection), and Faseleh
(Distance)—none of the other components of the magazine format ex-
plored in any extended, dramatic, or narrative form the interior world of
emotions, affect, and the evolving self or the nuances of family jife.? In
The American Dream serial the unit of analysis is a transplanted family
consisting of a young couple who must deat with their ties to the home
country, their relatives abroad, and their own relationship with each
other in the new society—all in the context of their status as foreigness
foreed to live in a society that is hostile to them and stereotypes them
negatively, Among other issues, Disiance also deals with 2 mother-
daughter relationship in exile. By focusing on the dynamics of the family
relations and by pitting the collective national identity against the in-
dividuasing hybrid exilic identity, these shows express the instability and
complexity of that identity.

Aesthetics of Exilic Repetition

1n cybernetics redundancy and repetition ensure accurate transmission of
signals. Redundancy reduces variability, indeterminacy, and unpredicta-
bility. ¥f in times of normalcy humans seek the thrill of the unexpected,
in times of chaos they seek certitude—the expected. Exile as a time of
chaos demands stability, which can be found in television as riteal, fetish,
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Fig. 16. Serials: Mother-son drama in exile in The American Dream.

and nostaigia. Exilic television produces discursive and symbolic order
and rigidity in the face of personal and sociat disorder and fluidity.

Repetitionand redundancyare encouraged by the exile magazine format
and its postmodern pastiche style, which tend to suppress narrative sin-
gularity in favor of expository diversity and segmentation. Repetition takes
many forms. Images arceither replicated synchronically withinthe frameit-
self or repeated sequentially and diachronically within the flow. This is es-
pecially true of the commercials and certain fetishized and stereotyped
icons, which are repeated a number of times during any one program.

In exile, repetition is a way of reassuring the self that it willnot disappear
or dissolve: “Itis as if the activity of repeating prevents us, and others, from
skipping us or overlooking us entirely” (Said 1 986:56). Two contradictorny
processes seert 10 be involved: one an affirmation of the “old” identity in
the hometand {relatively unified, usually familial), the other a confirmation
of the “new”’ identity in exile (syncretic and generally individuating). The
nostalgic tropes of home that are circulated repeatedly within program
Iogos, texts, and music videos in exile represent an affirmation of the old
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H

s image in her music video, aired by Jam-e Jam in

Fig. 17. In-frame repetition: Fattanels
March 1992,

self, away of reminding ourselvesnotto overlook ourselves. The validation
of the new seif figures the individual as a consumer; an individuating selfin
exile; and a member, if not of a physical community, at least of a symbolic
community (communitas) in exile.

The formation of the new self as a consumer is evident predominantly
in commercials. Recently arrived in this land of affluence and waste, the
average exile from the Third World, who in the past more than likety cy-
cled and recycled all products, from food cans to old tires, requires indoc-
trination through repetition to become 2 guiltless consumer. The inces-
sant repetition of commercials on Iranian television not only makes
economic sense for the advertisers and program makers but is productive
ideologically, inculcating consumerism. The high educationat level and
financial resources of recently arrived exiles from Iran make them more
receptive than some to the ideology of consumerism, and more adept at
integration into that ideclogy and economic system. In postmodern con-
sumer ideology the adoption of a consumer lifestyie and consumption of
products extend to the creation and consumption of media for communi-




120 Exilic Television Genre

cation, propaganda, and advertising so globally widespread and locally in-
tense that it has been dubbed “‘mediolatry” and “semiotic fetishism”
Mitchell 1986:202). The active Iranian popular culture in Los Angeles,
which within less than a decade has produced the following varied menu
of media, provides an instance of such mediolatry: nearly 80 periodicals,
62 regularly scheduled television programs, 18 regularly scheduled radio
programs, and 4 telephone newscasts weie produced. During this period,
some 180 feature films were screened in public theaters in LoS Angeles
and 26 features produced. By 1992, over 700 music cassettes had been
produced in Los Angeles, half-a-dozen discos with a mixture of Iranian
and Western music were in operation, and Iranian rock concerts were be-
ing staged in such bastions of American pop culture as the Shrine Audito-
rium and the Hollywood Palladiom. The menu was rounded off with 2
piethora of poetry reading nights and academic and serniacademic confer-
ences, seminars, and lectures.

The affirmation of the individuating self in exile can be seen in many
aspects of televisual production: changing program format, froma general
magazine catering to all family members to more specialized formats; evo-
lution of the notion of audience from a homogeneous mass o targetable
clusters; development of an advertising-driven schedule; syndication and
networking of programs; and increasing professionalization, involving di-
vision of labor and inscription of aesthetics and ideological systems of
mainstream cinema and television. The self in exile, however, is notan au-
tonomous, always already individuated self; rather, it is a self in process
of formation and differentiation and as such it is hybrid and ambivalent.
The textual practices of the heterogeneous, segmented supertext and flow
of exilic television inscribe and promote these multiple subjectivities.

The confirmation of the new communal identity, a5 a national group
uprooted in exile or an ethaic group with roots within the host society,
is also complex. The Hminality and ambivalence of exile produce pro-
found crises of identity and *‘ethnic anxiety.” Living with such crises is
painful, and they must be resolved. One way to accomplish this, suggests
Michael Fischer, is through repetition of the individual experience, which
“cannot be accounted for by itself” (1986:206). It must be repeated in Of-
der to establish its reainess, its validity. Moreover, since the unitary ex-
perience of a single individual is deemed insignificant and insufficient in
exile, televisual repetition is needed in order to establish the truth of living
as a community in exile. By circulating fetishes of there and then and the
nostalgic narratives of return, television tends to affirm the old “authen-
tic’” self, and by repeating representations of consumer lifestyle here and
now it tends o confirm 2 new emerging “‘consumer”’ self.’* Taken to-
gether, it can be seen that television assists the exiles in constructing a hy-
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brid self and identity, not by producing absences but by muitiplying
presences of the home and the past and of the here and the now through
the magazine format and its ontology of liveness and copresence.

This exilic recapitulation (affirmation of the old and confirmation of
the new selves) is part of an aesthetics of seriality and intertextuality
fostered by the postmodern world of late capitalism, characterized by dis-
solution of centers, amorphousness of texts and boundaries, indeter-
minacy of meaning, and multiplicity of subjectivities. T he pleasure of tele-
vision’s system of intertextual seriality and simulation is not $O much
derived from innovation and “shock of the new' as it is from pull of the
permanent, and “return of the identical”’ (Eco 1985:178).

These multiple notions of repetition characteristic of Western post-
modernism provide the context in which the exiles, through their cultural
productions, can stage repeatedly their own imaginary retuzns to their
own originary schemas and values. For them, however, this “return’ is
not wholehearted; it is charged with potential choices about which there

" is much ambivalence: a return to the old originary identity, of a turn (o-

ward consumerist subjectivity, or 2 move to construct 2 third, syncretic
identity. Thus the repeated circulation of narratives and fetishes that em-
body both the exilic search for the schema and for the permanent, and the
craving for the current and the new not only rewards our ability to textu-
ally foresee parrative developments but also serves to reinforce the inter-

nalization of a split subjectivity and of a syncretic identity in exile.®

The Ideology of Professionalism

With the development of structures of commaodification and assimilation
such as advertising-driven schedules, varied magazine formats, live trans-
mission nationwide, tme-brokerage, syndication, and audience segmen-
tation, there has emerged not only a certain diversity in televisual dis-
courses but also an ideology of professionalism—Dboth of which have
begun to gradually erode the authority and the univocality of the dis-
courses of the first years of liminal exile. Stuart Hall defines professional-
ism as “practical technical routinization of practice” (1977:344), and it can
be seen in the division of iabor and the variety now becorming evident in
Tranian television programs. One person no longer produces, tapes, edits,
hosts, and distributes a program by him- or herself. The number of
producers has increased, as have the number of hosts, who are not neces-
sarily producers any more. A single program may contain a number of seg-
ments, each produced and presented by a different male or female host,
thereby increasing not only the variety of faces and voices but also the
polysemy of discourses. Likewise, the diviston of labor has extended to
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technical personnel, which have been growing in number, experience,
and specialization. In addition, in Los Angeles 2 number of advertising
agencies have emerged that obtain and place the majority of the ads on
Iranian television.

Variety is another element in professionaiization, which is undergirded
by the diversification of program types and formats. The rigid magazine
format evolved into other types, with many shows emulating mainstream
American TV. Experimentation with narrative forms led to the airing of
over a dozen satirical serials and soap operas about exile.*® A new genre
of exile-produced music videos influenced heavily by American music
videos also emerged, which provides a discourse as well as a metadis-
course about assimilation and consumerism.’

Professionalism entails internalization of ideological, narrative, and
aesthetic codes of the profession. Int Los Angeles, Iranian television is be-
ing produced, transmitted, and consumed in 2 highly media-conscious
and media-sophisticated context, whose codes and values have gradually
been internalized by exile producers (and audiences). At the most obvious
level, this entails simulation and imitation of the predominant televisual
formats of mainline media, For example, Médnight Show seems 10 pattern
itself after ABC’s Nightline (in an ad its host is called “Iran’s Ted Koppel™},
Ma {whose host is sometimes labeled “'the Iranian Barbara Walters’") was
modeled after the syndicated Oprab Winfrey Show, Arya in L A. in much
of 1989 resembled KABC-TV’s tourist magazine show Hye on L. 4. (taking
its audience to various tourist spots around town), Jong-e Bamdadi, with
its heavy news emphasis, is like CBS Morning, and Sima-ye Asbna resem-
bles ABC’s Good Morning America.

Internalization of American ideologies of liberal democracy and con-
sumerism and the codes of professionalism, inteflectual property, and
ways of seeing and narrating the world does not occur automatically or
naturally, especially for exile producers from non-Western worlds with
vastly different cultural frameworks. They require training, which is often
provided by the stations broadcasting exilic programs. KSCETV's proce-
dure for training, and in effect interpellating, foreign-language producers
is inscribed in the Foreign Language Program Monitor Form, quoted in full
below.

KSCI-TV’s Foreign Language Program
Monitor Form
Title of Show: Date:
Alrtime: Length:

If the answer to any of the following questions is YES, please ex-
plain on reverse side.
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DIl THE PROGRAM DEAL WITH A CONTROVERSIAL SUBJECT OF
PUBLIC IMPORTANCE?

DID THE PROGRAM CONTAIN OFFERS TO THE VIEWER INVOLVING
LOTTERIES OR GAMBLING?

WERE THERE ANY PERSONAIL ATTACKS?
WaS THERE ANY OBSCENITY?

WAS THERE ANY OFFER TO THE VIEWER THAT MIGHT BE A
FRAUDULENT SCHEME?

DID THE PROGRAM HAVE ANY POLITICAL CONTENT, SUCH AS
PRESENTATIONS BY CANDIDATES FOR PUBLIC OFFICE?

WAS THERE ANY ADVERTISING THAT MIGHT HAVE BEEN FALSE OR
MISLEADING?

WAS THERE ANY ADVERTISING WHOSE SPONSORSHIP WAS NOT
CLEARLY EVIDENT?

HOW MANY MINUTES OF COMMERCIALS WERE SHOWN?
BRIEF DESCRIPTION OF THE CONTENTS:
SQURCE: KSCI-TV.

This form is given to the foreign-language monitors whom the station
hires to view and evaluate ethnic programs as they are being aired. If a
programmer continually receives negative evaluations from the monitor,
his contract can be terminated by the station with a monthi’s notice. The
items in the questionnaire are in effect the station’s standards and norms
of professionalism disguised in an interrogative form, and the monitors
are asked to carefully judge adherence to them. According t0 2 KSCETV
official, Iranians were particularly singled out for extended monitoring on
a reguiar basis because of the volatility of their politics; the anragonistic
competition between exilic periodicals and television programs; and the
excessive airing of commercials, far beyond the station’s standard 14
minutes of ads per hour-long program (extended to 20 minutes for Ira-
nians). In addition, extended monitoring was motivated by a desire on the
part of the station to avoid jeopardizing its broadcast license.*

The criteria embedded in this form and the station’s power o ter-
minate 2 show with 2 one-month notice place the programmers in 4 rela-
tively vulnerable financial and political position, with the result that they
discourage substantial investment due to fear of short-notice termination,
and encourage short-term tactics to maximize immediate profits. Timidity
regarding controversial mattets and a reduction over time of partisan poli-
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tics are also a result.?® Those U.S. laws dealing with copyrights, libel, slan-
der, and obscenity are enforced by this regime,*® and “professionalism”
is inculcated in producers by the fostering of appropriate routines and
procedures of television production. All of this naturalizes the codes and
values of the dominant host culture !

The ideology of professionalism involves employing the dominant
codes and rules of narration and representation. Increasingly Iranian tele-
vision programs have began to subscribe to the routinized rules of the
host country’s discourses, encoded in the four narrative and program-
ming regimes of mainstream television: classical Hollywood cinema style
for narrative and dramatic serials; seamiessness and segmentation of the
televisual flow; objective news_value for newscasts and public affairs
programming; and variation 2s 2 principle governing programming, coun-
terprogramming, preseniation, and format differentiation—all devices
used to establish individual program identity not through sameness, as
was the case in the early phase of exile when home infused the discousse,
but through difference. In effect, by adopting and routinizing these re-
gimes of professionalism in their practice, Iranian producers (and viewers)
are interpellated unknowingly into American consumer capitalism, in-
dividuated subject positioning, and representative democracy. Signifi-
cantly, however, the presence of such professionalism not only signals
the Incorporation of Iranian exilic television into the dominant cultural
mode of production but also masks that incorporation by naturalizing it.

Iranian exilic television in its first decade structuratly reflected and shaped
the Hves of its producers and audiences. Reflecting the formlessness of
liminality, it first emerged as a hermetically sealed collection of zudi-
ovisuals put together with great individual effort by producers and ad-
dressed to what was thought to be a homogeneous audience. A ritual ex-
ilic genre of television was developed with its own gencric convensions,
strategies of signification, viewer positioning, and transmission and con-
sumption patterns. The emergence of these strategics of structuration and
commodification signals the evolution of Iranians from liminality toward
incorporation, and from exile into ethnicity. This process, however, is
neither linear nor consensuat as much of the tradisional sociological litera-
ture would seem to posit. It is, rather, a conflictual and dialectical process
involving resistances, differences, reversals, and leaps forward, during
which features of both liminality and incorporation may coexist for quite
some time—a truly syncretic culture. These tensions, ambivalences, and
syncretic practices characteristic of exile are more evident in the pro-
grams themselves and in the intertextual interplay between them and their
interstitial materials, a subject discussed in the next chapter.

5
Fetishization, Nostalgic Longing, and
the Exilic National Imaginary

Returning to the Homeland

The warm midnight air of August that suddenly bit me was the first
sign that I bad arrived in Iran. As ] stepped out of the plane onto the
ramp—1the last person fo get off—I encountered this incredibly warm
air, so thick and warm that it bad become a material thing into
which I stepped. Ghosts of other planes seemed 10 silently float in that
dark thickness like grey whales in water. I was remarkably calm. For
a moment I flashed back on the image of the Pope years back landing
in bis bomeland of Poland, or that of the American bostages held in
Iran veturning home, kneeling down on the tarmac 1o kiss the
ground. I dismissed the ideq immediately as too sentimental. I also
bad no sense of panic or fear of the pervasive securily system, even
though I bad worried about it eariier. It had been thirteen years since
my last stay in Iran in 1978, the year the revolution took out the
Shab. I did not know whether my name would be on the list kept by
the airport security and this began to gnaw al me as passengers lined
up for the first of what turned out to be four checkpoints. At the first,
the customs agent asked what the address of my residence in Iran
would be. For a moment I panicked because I could not remember
the bouse number. I told bim I bad been away for many years and
could not remember it. My candor brought a smile to bis face. “How
about 280, be said. Considerably relieved, I said: "“That'll do.”
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