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The quarterly journal Faslnameh Teatr has been published in the Iranian capital of Tehran
since 1977, althoughwith some interruptions. In a country where, since the IslamicRevolution,
systematic efforts have been made to erase any trace of past monarchies, the continued
publication of this journal proves to be an extremely rare, if not unique, occurrence. Of course,
the prominence of the Ta’zieh ritual gives imposing visibility to the current dominant ideology
within Iranian society, and the journal is effective in propagating the desired vision of the ruling
Shi’ite power. The journal, then, since its very inception, has been intertwinedwith the affairs of
power and has been consistently used as a tool in the hands of the agents of cultural politics in
Iran. It has become themirror of the country’s highly ideological cultural policy and, as a result,
studying it provides knowledge of the fluctuations of culture in general, and of the theatre in
particular, in Iran. FahimehNajmi is the author ofLeThéâtre, l’Iran, et l’Occident (L’Harmattan,
2018) and of articles inAlternatives théâtrales andRegistres.Deprived of work in Iran after five
years of teaching, including in the Faculty of Art andArchitecture of TarbiatModaresUniversity
(TMU) in Tehran, shenow lectures and researches in France. Sheholds a doctorate in Theatre
Studies from the Université Sorbonne Nouvelle in Paris.
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IN THE SUMMER of 1976, when the Inter-
national Symposium on Ta’zieh was held in
Shiraz as part of the Festival of the Arts, the
Kingdom of Persia had no specialized journal
to publish its proceedings. Thus the Iranians
had to be patient andwait until 1988 to be able
finally to read the collection of its articles in
their language.1 The English version was cre-
ated shortly after, in 1979, in partnership with
Soroush publishing house, which was affili-
atedwith theNational IranianRadio andTele-
vision Organization.2 But the absence of a
regular publication, although in itself prob-
lematic for Tehran, which already had two
faculties offering theatrical training, was not
the only reason for this procrastination.3

The subject in itself remained contentious:
How can one, under the rule of Mohammad
Reza Shah, justify to the population the organ-
ization of such an association created to study
a practice that had been prohibited for years
by his father Reza Shah?4 It was necessary to
launch, strategically, a rehabilitation project

for the Ta’zieh phenomenon, which had found
support in the cultural policy of the Pahlavi
dynasty: that is, in terms of the revitalization
of the country’s indigenous arts and the
stimulation of the development of theatre in it.

However, another event occurred, now
during the eleventh edition of theArts Festival
in 1977, and it precipitated a desperate refuge
in ‘traditional values’. This was the perform-
ance of Pig, Child, Fire! by Squat Theatre, in
which a rape scene was shown, right there in
the middle of the street in a working-class
district of Shiraz, near a mosque, and during
themonth of Ramadan. The show, considered
bymanyobservers to be the true starting point
of the Islamic Revolution, sealed the fate of the
Shiraz Arts Festival. And, in the midst of a
deeply chaotic climate, the idea of a project to
recreate a theatre inspired from Iranian dra-
matic tradition was born, drawing, in particu-
lar, from the Ta’zieh5 – recently brought to
light by the major western director Peter
Brook – as a means of circumventing the
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criticisms which had become more vociferous
and virulent everywhere.6

A Journal Born out of Confusion

The Faslnameh Teatr project had started a few
years before, but it stalled so much that in the
autumn of 1977, on the occasion of the publi-
cation of its first issue, a major question was
raised: ‘In your opinion, is it possible to create
some kind of “Iranian theatre” from the reli-
gious ceremony of the Ta’zieh, or the trad-
itional Rouhozi show?’ Farrokh Ghaffari
(1921–2006), the director of the Symposium
onTa’ziyehwhowas also knownas afilm critic
and director, replied: ‘Yes, it is quite possible,
but I don’t know how it will be done or how it
should be done.’7 At the time, nobody seems
to have thought about the necessity of having
this kind of theatre, especially when many
practitioners had been arrested for publishing
‘depressing literature’ or for having partici-
pated in performances of plays such as The
Lower Depths by Maxim Gorky.8 That kind of
question was not in the spirit of the times nor
of the spirit of the organizers of the Arts Fes-
tival, in particular. It therefore linked in with
the cultural policy of the Pahlavi, who were
the ones to have taken action, moreover, at a
time of growing discontent in the streets, by
launching the publication of Faslnameh Teatr
(Figure 1).

The Pahlavi took special care to have the
first editorial written by a figure of traditional
theatre, Ali Nassirian (b. 1935), an actor with-
out any formal training or university educa-
tion. He defines an editorial approach based
on six main elements, all theoretically related
to the theatre, and very ambitious for the time:

Studies on the roots and history of the theatre, but
also of dramatic literature; studies of the social and
cultural aspect of the theatre through sociological
and statistical research.

Studies on oriental theatre and introduction to the
sources and forms of theatre in Asian countries.

Translation and creation of texts onwestern theatre
(for one part, the presentation of theatre personal-
ities: authors, directors, and scenographers and
their work; also, full translations of essential writ-
ings offering theoretical and scientific explanations

of acting techniques, staging, scenography, light-
ing, and make-up).

Opinions of experts and specialists in cultural and
artistic questions on the theatre.

Reviews of shows and theatre books published
during the theatrical season, alongwith news about
the theatrical community worldwide, so as to
broaden the scope.

Full publication of an Iranian theatre play, or a
translation of a non-Iranian dramatic work.9

When released in the autumn of 1977, the first
issue contained a screenplay written by Bah-
ram Beyzai (b. 1938), an eminent researcher of
the theatre traditions of Iran and the Far East,
who remained suspicious of the journal and
never wrote any original article for it.10 Apart
from this screenplay, and in the absence of
qualified researchers, journalists appointed
by the National Iranian Radio and Television
Organization provided the contents of thefirst

Figure 1. Cover of the first issue of Faslnameh Teatr,
1977. Photo: Fahimeh Najmi.
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five issues’ reports on the various theatre fes-
tivals in Iran, interviews with practitioners,
especially in the field of traditional perform-
ances, and a variety of translations of foreign
writings in order to bring forward a certain
idea of theatrical diversity. These subjects
included ‘Television Plays’,11 ‘Radio Theatre:
An Auditory Theatre’,12 ‘Jean Genet’,13 ‘Sta-
ging of Peter Handke’s Plays’,14 ‘Arab
Theatre’,15 ‘Black Theatre’,16 and ‘Karagöz’
(Figure 2).17

Some articles, such as those by Mayel Bak-
tash (1935–1998),went beyond the promotional
framework for performances presented in the
then-defunct Shiraz Arts Festival. Baktash, in
his best writing, attempted to extract a certain
theatrical aesthetic specific to the Ta’zieh by
detaching it from its religious substance.
According to him, ‘the creation of a role, its
embodied presence in the middle of a crowd,
and its relation to a theatrical event’ in trad-
itional performances is an evolution that
occurred after the appearance of particular
social contexts and the intervention of cultural
factors in these performances. For example, he
notes how, in the founding texts of the Ta’zieh
such as that of Rawḍat al-Shuhadā (Rowzat-o-
Shohadā),18 crying is introduced as a new emo-
tional element in the flow of the narration and
as the price to be paid by the spectators to
participate in the event.19

A Journal Restored to Create Confusion

The Islamic Revolution of 1979 interrupted this
late rescue operation and, although the editors
of the journal took care to put on the cover of

the last issue the date of the Jalali calendar
(or Persian calendar) instead of the imperial
calendar, which had appeared on the cover of
preceding issues, Faslnameh did not escape an
interruption of several years during which the
newly established Islamic Republic was to
clean up the Iranian theatrical community as
part of the cultural revolution. This community

Figure 2. Cover of Issue No. 3 of Faslnameh Teatr, 1978.
Photo: Fahimeh Najmi.

Pig, Child, Fire! What Happened

Pig, Child, Fire!, an in situ performance largely created in Rotterdam, was the first programme presented in
the USA by the expatriate Hungarians of Squat Theatre. Originally the group formed in 1969 as Kassak
Theatre at theKassakCultureHouse inBudapest. In 1972, according to TheodoreShank, when the company
did its first completely new work, The Skanzen Killers, the group’s licence to perform was withdrawn on
the grounds that it was ‘obscene’ and ‘apt to be misinterpreted from a political point of view’. Being unable to
give more performances in public, they began performing in the fifth-floor apartment of some of its members
and became the Kassak Apartment Theatre. During the next four years, they also performed in a disused
country chapel, a sand pit, and on an island. In the autumn of 1973, the group attended the Open Theatre
Festival inWrocław in Poland, without an invitation and performed in a college. Throughout the year they had
been under increasing pressure from the authorities, and when they returned to Budapest from Poland the
passports of three members were withdrawn because during their trip abroad they had failed ‘to behave as
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Hungarian citizens’. They were denied ‘every sort of travel’ until 31 December 1977. Nevertheless, the group
succeeded in leaving Hungary in January 1976. After a stay in France and then in Holland, they settled in the
USA. In the West, they took the name Squat because it suggested new settlement, and performed in a
building of NewYork’s 256West 23rd Street that offered them a storefront to perform in, and threemore floors
in which to live from 1977 to 1983.20

Also, Pig, Child, Fire! was a storefront performance and it was played everywhere in a shop. The wall in
front of the spectators installed inside the building was the glass which permitted ‘spectators’ both inside and
outside to view each other through the glass. In Shiraz, this ‘most avant-garde play of themoment’was staged
in a store window on a busy street located in a traditional working-class area without a theatre. Which means
the shirazi, simple residents or passers-by, could attend the parts played in the street and also see what was
happening insidewithout any kind of theatrical knowledge. None of the reports of the journalists present at the
performances given in Shiraz allowed even a partial reconstruction. However, one of them admitted that what
they sawwas almost identical with the performances given inNancy.21 All this contradicts the relatively recent
affirmation of an Iranian researcher who claims that Pig, Child, Fire!, shown in Iran, had originally been
performed in Budapest in 1975.22 Still according to Shank, the performance consisted of five parts:
(1) Stavrogin’s Confessions: Dostoevsky’s The Devils; (2) Nous Sommes les Mannequins; (3) Dinner
(sometimes, as in Baltimore, parts 2 and 3 were combined); (4) Letter to André Breton by Antonin Artaud,
February 1947; (5) The Last One. In Shank’s descriptions, we can also find highly problematic scenes for a
society such as Iran. For instance, in part 2, ‘a man stands on the table, drops his pants, kneels down, and
sticks the gun in his anus’.23 And the organizers of the Shiraz Arts Festival could not have known, because
Iranian journalists like Jamshid Chalangi implicitly admitted in their reports from the Nancy Festival that they
were unable to describe certain scenes.24 The Shiraz Arts Festival nonetheless chose to programme
it. Anyway, in what can be seen as ‘an orchestrated version’, some claimed that ‘the religious extremists’ had
misinterpreted a scene in which a rape scene was played out ‘symbolically’, by a man and a woman ‘fully
clothed throughout’.25

This versionwas severely undermined by thewords of Anthony Parsons, British Ambassador to Iran from
1974 to 1979, himself very critical of the Shiraz Arts Festival, who states in his memoirs that an eyewitness
told him a ‘rape was performed in full (no pretence) on a woman whose shirt is torn by aman either naked or
with bare legs (I forgot which)’. After which came the ‘anus’ scene.26 These scenes were played on the
street. Public reactionswere immediate: the showwas still going onwhen a brick smashed the shopwindow
and landed right before the feet of the spectators seated inside.27 However, the performances carried on,
according to the critic Iraj Zohari, who says he attended three times.28 In response, the Imams of Shiraz
decided to refrain from attending mosques and performing congregational prayers, and it was only after
‘appropriate actions by the authorities’ that they agreed to reverse their decision.29 Moreover, supported by
their counterparts in Isfahan, they called for the Shiraz Festival to be stopped, starting the following year.
The pro-government newspapers attacked the spectacle for ‘showing sexual acts on the street’. One of
these journalists, Maryam Kharazmi, writing for the newspaper Kayhan, was even assaulted by Arby
Ovanessian (b. 1942), Iranian director of Armenian origin, and one of the main programmers of the festival,
following her questions about this show. Ovanessian, apparently very upset by the criticism of this show,
emptied a bottle of 7-Up on the journalist’s head before being arrested for trying to choke her.30

Numerous reports from the SAVAK, the Intelligence and Security Organization of the Country, clearly
demonstrate the political dimension of the event. In these reports, SAVAKagents describe the performance of
the show as ‘an unintentional error’ and attempt to place the onus on the organizers of the Arts festival.31

Nevertheless, they recognize that the involvement of FarahDiba in the organization of this festival –described
by foreign journalists as ‘her big toy’32 – significantly reduced their room for manoeuvre in calming the
protests. It was an adequate reading of the situation. Since Ayatollah Khomeini, who violently denounced
‘obscenities at the Shiraz Arts Festival’ in an incendiary speech, seized the opportunity – in a more than
favourable context caused by the rise of religious sentiment meticulously described by Anthony Parsons – to
attack Mohammad Reza Shah for being solely responsible for these ‘obscenities’ because ‘nothing can be
done without his endorsement’. And he concluded that ‘if all the people objected together, if they all stood up
for the Islamic laws and spoke out, then such events would never occur’.33 This was a call that would be
strongly heard, giving unstoppable momentum to the protests.
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was subjected to endless and constant pressure
as people were deprived of jobs, liable to arbi-
trary detention and even to execution. Many
playwrights, directors, actresses, and actors
opted for exile, or simply put an end to their
existence.34Once the theatricalmilieu hadbeen
purified of ‘elements useless for the realization
of the Islamic Revolution’s objectives’, the gov-
ernment felt the necessity to put forward a
theatre of its own.35

Faslnameh Teatr resurfaced at that very time
with the aimof theorizing, propagating, and, in
a sense, justifying this theatre (Figure 3). The
restoration of this already established frame-
work proved to be an advantage that could not
be overlooked; even the former editorial man-
ager, Lalah Taghian, was kept, along with her
husband, the former senior official of the cul-
tural administration of the Pahlavi, Jalal Sattari
(1931–2021). But there was no question of con-
tinuing on the previous path. The central prem-
ise behind the contents had changed in nature:

instead of giving birth to a theatre originating
from traditional Iranian shows, these ritual
performances were now described as Iranian
theatre par excellence whose contemporary
side would be the ‘Sacred Defence Theatre’,
focused exclusively on the war imposed on
Iran by Iraq (1980–88).36

In his brief editorial, Ali Montazeri (b. 1958)
– then the Head of the Performing Arts Centre
of the Ministry of Culture and Islamic Guid-
ance –was careful not tomake any allusions to
the royal vestiges of the review.At a timewhen
revolutionary dogmas were prevalent, he con-
finedhimself to emphasizing the importance of
research in order to make theatre a ‘serious’
business’. A biomedical analysis technician by
training,Montazeri developed his definition of
‘theatre research’, drawing from various Per-
sian encyclopedic dictionaries:

Inquiry, investigation;
Scientific studies and research;
Search; Research.37

Concretely, from the imprecision (not to say
the nonsense) of a framework thus defined
resulted articles based solely on the collection
of data,without any analysis or in-depth inter-
pretation, devoted primarily to traditional
shows and, of course, to the Ta’zieh. Many of
these articles, many of them foreign transla-
tions, were carefully unearthed from the writ-
ings of western orientalists in line with the
editorial policy of the journal. Jalal Sattari in
person was particularly committed to the
task.38 Some other ‘articles’ were internally
generated, although the process employed is
hardly different. For example, the ‘article’ by
Nadereh Badi’i on a collection of Ta’zieh
played in Tekyeh Dowlat is a mere reproduc-
tion of poorly photographed pages from a
manuscript, and does not not even provide a
transcription in legible writing.39

Badi’i himself does not hide his desire to
make such poormaterial available to potential
future researchers.40 It did not matter to him
that some of these texts did not even include
the names of authors – texts that were exact
replicas of a few pages of books published for
the Shiraz Arts Festival and never reissued;
cited were merely anonymous generalities

Figure 3. Cover of Issue No. 18–19 of Faslnameh Teatr,
1999. Photo: Fahimeh Najmi.

54

https://doi.org/10.1017/S0266464X22000367 Published online by Cambridge University Press

https://doi.org/10.1017/S0266464X22000367


such as ‘the producers of Ta’zieh and Tekyeh in
Tehran’41 or ‘Ta’zieh performers and Tekyeh in
Shiraz’.42 What counted most in publishing of
this kind was to cover the ground at all costs;
to give the illusion of a theatre with a very
widespread Shi’ite character, even in the prov-
inces where the Sunni population is not neg-
ligible, such as that of Hormozgan.43

However, the intended scope of an article
titled ‘Stone Striking’, which merely enumer-
ated sources alreadynoted in the English sum-
mary of the text, was of another nature.44 In
this article, the mourning ceremony of Imam
Hossein, which involved striking two stones,
or two pieces of wood, or even cymbals, to
punctuate and accentuate the songs during
religious processions, was raised to the level
of a fundamental part of ‘Iranian theatre’.45 In
this type of article, other than on the Ta’zieh
itself,46 different parts of the Imam Hossein
mourning ceremony were isolated in order to
‘theorize’ them later as a ‘dramatic system’ in
its own right, or just a ‘theatre’, ‘a dramatic
form in itself’. The ‘Rowzeh khāni‘,47 in other
words the reading of the Rawḍat al-Shuhadā
written by Mulla Hossein Wā’ez Kāshefi
(already quoted) on the martyrdom of Imam
Hossein and theKarbala events, togetherwith
the āeen-e sineh-zani (the ritual of ‘chest
beating’),48 are interpreted from a similar
point of view. These works, intended to con-
tribute to the studies of the ‘origins of theatre
in Iran’, aimed, above all, to demonstrate that
‘this art (in Iran) is rooted in religion’.49

In this way, Faslnameh‘s new category of
articles was created in order to prove why
the Ta’zieh, and therefore a large part of
‘Iranian theatre’, was assigned to the domain
of the ‘sacred’. ‘The shabih khāni (ta’zieh) is a
religious art,’ writes a certain Mohammad
Hossein Naserbakht. According to him, ‘reli-
gious art is an art issued from religion; an art
that possesses an equally religious form and
appearance, an art that is the historical result
of man’s affinitywith absolute truth; this art is
an art formed directly alongside the rites of
religion’.50 Then ‘a re-reading of the hero of
the Ta’zieh’ takes place to prove that the hero
of the ‘Iranian drama’, in other words the
Ta’zieh, is ‘a religious element’ whose lineage
goes back to Karbala and the Ashura events.51

He also does his best to demonstrate that the
epic register in Persian culture is basically the
same as that of Iranian religion.52

Once the ‘religious dimension of the
Iranian theatre’ is proven, the deciphering
of a religious theatre follows. To this end, it
is argued that the relationship between reli-
gion and theatre is expressed in real and
indubitable relationships. Milad Akbarnejad
declares:

The real and organic relationship between religion
and theatre means that all members of the theatre
are religious and adhere to religious faith and
behaviour. And without any artifice or obligation,
they try to ensure that the components of their
theatre do not contradict the concepts and rules of
the Sharia. . . . But from another point of view, the
legal relationship between religion and theatre
leads to the search for religious theatre solutions
as a fundamental thing. In other words, the ques-
tion is, what solutions has religion incorporated
into the theatre to express its intentions, or how
can the rules of the theatre be fundamentally reli-
gious in their principle?53

In ‘Religious Drama and the Role of the Audi-
ence’, Faslnameh examined the modality by
which the audience makes a religious inter-
pretation of a performance.54 It surmised that
the religious nature of a play was determined
by the critic or the spectator, and not by the
author, the director, or the producer. It
asserted that verisimilitude becomes the main
issue of artistic works. As for the spectator, in
order to adhere to a sacred spectacle, this
spectator must believe that what he sees finds
its root in reality.55 Thus, at least part of the
sacred spectacle must be based on sacred
texts, and the lives of prophets and saints.
According to the author of the article in ques-
tion, such knowledge helps the viewer to
believe in the unusual and amazing events
of this type of show.56

However, the denomination of ‘religious
theatre’ is nevertheless not unanimous, and
Fahimeh Sayahian attempts to demonstrate
that these new expressions – defined as reli-
gious theatre, religious cinema, andmeaningful
art – are a product of a world that wants to
present human phenomena in colourful pack-
aging, whereas neither theatre, nor cinema, nor
art, nor life is anything other than religion.57 In
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order to prove her hypothesis that theatre and
religionare similarphenomena, Sayahian refers
to the fact that, in the Qur’ān, Allah swears by
the pen.58 She deduces that each of these sys-
tems, theatre and religion, communicates with
people and their audiences through linguistic
tools.59 Their similar narrative structure
emerged for the development of the thinking
humanbeing,60 the latter being a trait shared by
them as well. According to her, as in religion,
the narratives of the ‘major’ works of world
drama withdraw from evil to lead human
beings towards good. She therefore concludes
that, like religion, the works of Shakespeare,
Ibsen, and Genet ‘aspire to guide and educate
humanbeings’: such plays are immortal for this
very reason.61 In its first inventory of the ‘The-
atre of the Revolution’, Faslnameh carefully

classifies the plays resulting from this ideology,
indicating that the work of foreign playwrights
– Shakespeare, Strindberg, O’Neill, Molière,
Chekhov, and Gatti, all of them published or
reissued after the fateful year 1979 – are ‘repre-
sentative’ of Iranian dramatic work.62 The pro-
ject of co-option had come full circle.

Faslnameh: A Theatre Journal Devoid of
Theatre

Admittedly, the longevity of this journal for
internal use is above all due to its active par-
ticipation in the development of a strongly
ideological view of theatre, which also gives
it the status of a reference for all Iranian ‘the-
atre studies’. It is now directed by a panel of
university academic staff who also act as a

Sacred Defence Theatre. What the Journal Suggested

The journal is slow to deal with themovement SacredDefence Theatre concretely. It is treated as a ‘given fact’
without any effort made to discuss it in theoretical terms or define it. The publication is not the only one to
behave in this way. According to the authors of a so-called ‘study’ published in Faslnameh, ‘Sacred Defence
Theatre and CriticismReview’, between 1980 (the year of the first performance of Sacred Defence Theatre in
Tehran) and 2001, not a single show of this type had been reviewed in any of the specialized journals
published in the Iranian capital. As a result of their studies, these authors, hoping to remedy obviously
widespread indifference, advocated ‘the necessity of planning for the development of theatre performance
criticism as a lever to measure the improvement of the quality of this theatre’.63 However, Seyed Maysam
Motahari, who describes Sacred Defence Theatre as an art movement with popular roots appearing after the
Islamic Revolution, recognizes in his article that writing more on this subject does not necessarily improve
quality and that ‘the level of artistic quality and scientific research’ in this field is quite problematic.64

Faslnameh then opted to find inspiration elsewhere. It advocated the use of the entire ‘resistance literature
as an important and influential branch of Persian literature’ which deserved, according to these authors,
‘considerable attention to preserve the culture and literature of the ancient land of Iran. This type of literature,
which includes many distinguished contemporary works, in addition to its literary and cultural richness, will
influence the members of society, especially the young generation, to protect their homeland as much as
possible.’65 Thus an article in its entirety, ‘Poetry of War’ by Qaisar Aminpour (1959–2007), is devoted to
deciphering ‘the use of symbols and displays such as tulips, air-raid alarms, stars, night, and death as the
features that can be used for dramatic effect’. The contributors to this article stress that ‘the ideological
thoughts of the poet’ (described as a popular poet, a war-damaged person, a revolutionary poet) and ‘his
familiarity with moral and social obligations’ were the main factors in choosing this poem. The contributors
also say that they want to ‘provide backgrounds in order for the people and theatre enthusiasts to become
acquainted with children’s concerns during wartime’.66

Reclaiming’ works unrelated to the dominant philosophy of Sacred Defence Theatre was on the
agenda. Take, for instance, Kalāt Claimed by Bahram Beyzai, written in 1982 during the Iran–Iraq war.
The play is about ‘death which comes cheap in the battle’ and turns around the disputes of two generals in
theMongol conquest of Khwarezmia over the accession of Kalāt.67 The casualties of these confrontations
are described as ‘victims of a groundless war, triggered by the rivalries of two stubborn contenders’.68

Despite the strong position articulated in this statement, the review described the moral of the play as
advocating that defence not be limited to men but also be extended to women so as to encourage a sense
of patriotism.69 Such blatant distortion, which further reveals the inadequacy of the theoretical basis of
this so-called ‘art movement’, is increasingly used to denounce the loss of ‘fundamental values’ during the
wartime of the 2000s.
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reading committee. It should be noted that, in
recent years, the journal has seen the flower-
ing of many articles taken from Master’s dis-
sertations and sent to the journal by directors
of research posing as their lead authors in
order to accumulate the points necessary for
advancement on the academic ladder. The fact
of swearing allegiance to the system, through
their contribution to ‘theorization’, gives the
academics multiple titles. They are directors,
organizers, selectors and members of the jury
of many festivals, notably the Fajr Inter-
national Theatre Festival. They also take turns
to serve as members of the Art and Architec-
ture Commission of the Supreme Council of
the Cultural Revolution. They are responsible
for the Performance Evaluation and Supervi-
sion Council of the Performing Arts Centre.
They are in charge of censorship during vari-
ous stages of production and presentation of
each show; members of the Artistic Policy
Councils of various theatre centres; members
of Planning Committees for the artistic study
programmes, particularly in schools and uni-
versities; senior experts in theatre in the Foun-
dation for the Preservation of Sacred Defence
Values; organizers of various conferences and
scientific seminars on the Theatre of Sacred
Defence or the Theatre of Resistance, and so
on.70 This multiple control ensures their
almost complete monopoly of the theatre
environment, putting anyone wishing to
make any attempt in this area at their mercy.
Published from the start in royal format, its
few photos in poor quality, and modestly
avoiding images of women or any controver-
sial image, Faslnameh Teatr is now, thanks to
international sanctions, an online publication,
openly advocating a return to the morals of
theMiddleAges.71 It echoes the official speech
of a ruling regime that has given itself the
mission of bringing people into paradise.72
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