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of a new language, but I do not think that this applies to the work of Shirin
Neshat. The film remains an element of a foreign culture; we can identify with
the main character only at the deepest level, as a kind of female archetype.
As for cultural content, the strangeness and peculiar exoticism is clearly felt,
and this boundary is unlikely to be crossed without the further application of
e.g. Iranian elements.

Fig. 6. Transcultural art

Source: Own work.

Works of World Music are certainly examples of transcultural art.” The
need to transfer exotic music in the most original form possible to a western
base and western technology is evidenced by numerous professional publi-
cations in which we see great attention paid to every detail of each scrap of
transmitted culture. This indicates that, in a sense, the transfer of individual
elements sometimes yields better, more conservative results than transferring
entire sets. Operations performed, for example, on one instrument in order to
use it in the field of western culture make us aware of the scale of an obvious
fact — namely, that by transferring one thing we draw its infinite historical,
cultural and symbolic context along with it. What is important here, however,
is precisely the scale of this phenomenon. I believe that the case of the work of
Shirin Neshat, whose subject matter is specifically defined, is similar; the artist

° Cf. D. A. Craig, Transcendental World Music, “Asian Music” 1971, Vol. 2, No. 1,
pp. 4-5.
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exerts great care to ensure that western audiences understand the meaning of
her works and thus succeeds, I believe, in preserving their symbolic depth.
This creates a transcultural narrative.

It is worth adding that when the viewer of a work of art finds him- or
herself outside the area to which the work belongs, it may mean, unless we
indicate its cultural background (which would give us as a result an intercul-
tural or transcultural situation), that he or she is trying to take a metacultural
perspective. This is the hypothetical situation towards which the efforts of cul-
tural experts are heading, especially those involved in comparative studies. It
is a question, specifically, of developing a method and attitude which, at most,
may achieve a distanced position enabling the relatively objective description
and comparison of the components of at least two cultures. It is difficult to re-
solve to what degree it is possible, if at all, to shed cultural burdens. I believe
that the immediate future of cultural studies is transculturalism.
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