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Dear reader,

Drama, like a masterful stroke of the artist’s brush upon the canvas of
existence, breathes life into the human narrative. It weaves the threads
of imagination and reality, stitching together a tapestry of emotions that
dance on the stage of our hearts. Theatre, the grand cathedral of this artistic
revelation, offers a sacred space where souls converge to witness the profound
revelations of human experience.

In the dim glow of the spotlight, characters emerge from the shadows, their
voices echoing the melodies of joy and sorrow that resonate within us all.
In this symphony of narratives, drama carves a path to introspection,
igniting a fire of introspective contemplation. It challenges our perceptions,
dismantles our biases, and forges a bridge between cultures, generations, and
languages. Drama and theatre stand as pillars of connection, reminding us
that we are not alone in our journeys, but part of a grand ensemble that plays
the eternal melody of life.

So in this issue, we raise the curtains to look into the mirror of our reality,
in order to find out who we actually are and we invite you to join us in this
performance of life.

Shahriar Ahmadi
Editor-in-Chief

The Decorum Journal is a monthly student publication of
Ferdowsi University of Mashhad’s Dr. Ali Shariati’s Faculty
of Letter and Humanities. The scientific/cultural/social
work is dedicated to professional journalism standards and
regulations. © 2022 Decorum. All rights reserved.

English Language and Literature
Students’ Scientific Association
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I By M.R.G Sabbagh

| Associate Professor at Ferdowsi University of Mashhad's
| | English Department

BEYOND WORDS: THE
ROLE OF PERFORMANCE IN
ANALYZING PLAYS

The analysis of plays has long been a subject

of debate in literary criticism. One aspect that
has sparked discussion is whether the focus
should be on the written text of the play or the
live performance. In this passage, we explore
the contrasting viewpoints put forth by Short
(1998) and McIntyre (2008) and Busse (2011)
regarding the significance of analyzing the play
text and performance features. By understanding
these perspectives, we can gain insights into
the relationship between the two and the
implications for stylistic analysis.

Emphasizing the Play Text

Short (1998) presents a compelling argument that
traditional literary criticism has predominantly
focused on the play text itself as the primary
object of analysis. According to this viewpoint,
scholars have dedicated their efforts to exploring
the intricate details of the script, unraveling its
underlying themes, examining its structural

il
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Literature

elements, and delving into its linguistic features.
They contend that the written text contains rich
and comprehensive indications of how the play
should be performed.

Short further asserts that production and
performance are inherently derived from
inferences drawn directly from a careful reading
of the text. This perspective highlights that
various performance features, such as action,
gestures, intonation, and character appearance,
can be effectively inferred from the play text
itself. These performance elements play a
crucial role in shaping the interpretation and are
considered integral components of the overall
theatrical experience.

According to Short’s argument, a meticulous
analysis of the play text alone provides sufficient
insights into the intended performance, as
production and performance are fundamentally
grounded in the inferences and constraints
derived from a thorough reading of the script.
This perspective suggests that the script serves
as a comprehensive guide, providing detailed
instructions and cues for the realization of the
performance, leaving little need for additional
exploration beyond the text itself.
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By emphasizing the primacy of the play text and
its capacity to inform and guide the performance,
Short argues for a focused approach that
prioritizes textual analysis over the examination
of live performance aspects.

Including Performance Features

In contrast to the emphasis on the play text
advocated by Short (1998), McIntyre (2008)

and Busse (2011) argue for the inclusion of
performance features in the realm of stylistic
analysis. They contend that examining the
performative aspects of a play, such as facial
expressions, movement, lighting, and blocking, is
essential for a comprehensive understanding of
the theatrical experience. According to McIntyre
and Busse, these multimodal elements transcend
the linguistic aspects of the text and contribute
significant layers of meaning to the overall
interpretation of the play.

MclIntyre asserts that neglecting the analysis

of performance features would result in an
incomplete understanding of the play. He

argues that performances often incorporate
production elements that substantially impact
the interpretation of the play, influencing the
audience’s perception and engagement with the
dramatic work. These production elements, such
as set design, stage direction, sound effects, and
visual cues, play a pivotal role in shaping the
audience’s experience and the overall reception
of the performance. By excluding these aspects
from stylistic analysis, the analysis itself would be
deemed inadequate and limited in scope.
Similarly, Busse (2011) emphasizes the importance
of including the multimodal aspects of
performance in stylistic analysis. She argues that
studying dramatic performance enhances the
systematic analysis of a play by incorporating
the multifaceted nature of (filmed or staged)
drama as discourse. Busse posits that a stylistic
analysis of dramatic discourse should account
for the interaction between action, speech, and
perception, as these elements collectively shape
meaning within the theatrical context. According
to her perspective, the inclusion of performance
features enriches the analysis by capturing the
interplay between various modes of expression
and characterization.

Discussion and Conclusion:

In navigating this debate, it is crucial for
stylisticians to recognize the inherent
complexities and nuances of each approach.
The emphasis on the play text provides a
solid foundation for analysis, acknowledging
its influence on performance choices and

interpretations. Conversely, incorporating
performance features enriches the analysis,
capturing the full spectrum of artistic expression
and the sensory dimensions of a live production.
Balancing these perspectives allows for a more
comprehensive understanding of the interplay
between the written text and its realization in
performance.

Ultimately, the choice between emphasizing

the play text or including performance features
depends on the specific research goals, context,
and available resources. Stylisticians must
carefully consider the research questions at

hand and the insights they seek to uncover. By
engaging in a thoughtful dialogue between these
approaches, scholars can advance the field of
stylistic analysis, deepening our understanding
of the intricate relationship between text and
performance in the realm of theater.

In conclusion, the debate surrounding the analysis
of plays necessitates a balanced approach that
considers both the play text and performance
features. While the play text provides a
foundation for interpretation, performances add
a unique dimension that enhances the audience’s
understanding. By incorporating these elements,
scholars can gain a comprehensive understanding
of plays and enrich their stylistic analysis. The
recognition of the interdependence between the
text and performance opens avenues for further
exploration in the field of literary criticism.m
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By Arghavan Behvaran
B.A English Language and Literature alumna
at Ferdowsi University of Mashhad

INFINITE HEARTBEATS

In the realm of shattered dreams, where joy
once reigned, this poignant poem delves into
the heartache that unfolded amidst the tragedy
of the 2017 Las Vegas shooting. It unveils a
delicate moment frozen in time, where a young
girl stands on the precipice of euphoria, basking
in the embrace of paternal love. The verses, like
a carefully crafted melody, hold her hand as she
prepares to step into the grandeur of applause.

And there she stands

Now, feeling more cherished
More content

On top of the whole world

The strong, broad shoulders of her father
Now, feeling every single shred of her existence

Carried away by the spirit of words
Phrased just so beautifully

In such a plain song,

They now hold hands tight

Ready for the big cheer

But wait,

Could there suddenly be no reason for an ovation?

After a collection of seconds,

There’s silence

Sheer, deafening silence

In which the vicious murmur of bullets
Wakes every sleeper in the town

For one, fleeting moment,

She’s still there

Carrying the innocent smile on her face
Which, grows smaller

As the bullet swallows her

The end of a glittering star

I[s marked

But their hearts,
Beat, they still beat,
For each other

And for the million ages to come after.m
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: By Hooman Gilasi

B.A English Language and Literature alumnus
at Ferdowsi University of Mashhad
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WHEN THE GATES OF HELL
COLLAPS

From the time humans gathered in groups

to survive, their urges, desires and fetishes
have been satisfied not in those names but as
servings for another higher power or purpose.
The common conscious the early human tribes
designated these urges to the Sun, the Moon, a
shape in the woods. Early human civilizations
put these wrongful servings at the feet of
idols and raw ideas of deities. Each day passes
humans move towards individualism a step
more and today we sacrifice millions, exploit

a crucial resource of another country, keep

a whole region in distress and many other
horrid acts in the name of humanity and
freedom, but for the sake of satisfying one’s
urge to kill and bottle the thirst of power.

Literature

When the time comes and gates of hell
collapse,

there will be no demon lurking out.

There will be no fire, no crimson bident,
there will be us and us alone.

A mass of horror marching on stone.

There will be us and us alone.

There will be us, the hunted foxes,

Whose noble hunters were foxes to boot.
There will be us and us alone,

Crumbling the peace of hell,

With the stench of humanity.

There will be us, the cocky crowning crones,
Who were the pig, yet to the collie of stench
groans.

There will be us and us alone,

Saving hell from ashes to civilization,

To culture from Hade’s serene abomination.

When the time comes and gates of hell
collapse,

When demons go helpless in front of us,
We will be there with peaceful bombs,
There will be human and human alone.n
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By Mahboubeh Moradi

‘_. A English Literature B.A Student

THE REFLECTION OF ANCIENT
DRAMA IN MODERN DRAMA

If you are one of those who are interested in
English literature and specifically English drama,
I’m sure that you’ve heard these names at least
once. Aeschylus, Aristophanes, Plautus, Sophocles,
Terence, and so many others. Sounds familiar
right? They are considered the fathers of drama,

all came from Ancient Greek and Rome. Although
many centuries have passed, it is interesting to
know that they’re still alive through their plays
and especially their profound influence on modern
dramatists of our day. These effects can be studied
in different ways such as social commentary,
themes, subject, theatrical conventions, dramatic
techniques and structure. We are going to discuss
the last two items mentioned here.

First of all, let’s have a look at dramatic structure.
An important principle in drama is Aristotle’s
unities, also known as classical unities which
define the structure and coherence of classical
Greek drama involving unity of action, time, and
place.

Unity of action suggests that a play should have a
single main plot without extra subplots and that all
the events and characters should contribute to the
plot development. As an example, we can mention
a tragedy play by Euripides named Medea. The play
follows the story of this woman seeking revenge
against her husband, Jason. The play explores

the power of Medea’s anger and her actions
throughout the plot. A modern example of unity of
action can be Arthur Miller’s Death of a Salesman.
The play goes around the tragic downfall of Willy
Loman, the protagonist, and his determination

to pursuit the American Dream that resultsin
nothing.

Besides unity of action, there are unities of time
and place. According to these principles, the events
in a play should ideally occur in a single timeframe,
for instance, a day or a few hours, and a play should
take place in a single location. We should keep

in mind that modern plays are often depicted in
longer periods and employ multiple settings, but
some modern dramatists have created plays that
match Aristotle’s unities. For instance, Glengarry
Glen Ross is one of the best works by well-known
modern playwright David Mamet. This play which
takes place within a single day, tells the story

of four real estate salesmen who are trying to
deceive ignorant clients into buying inflated-price

Literature

property. An outstanding example of unity of place
is Who’s Afraid of Virginia Woolf? by Edward Albee.
In this play, we see that all events happen in the
living room of a couple named George and Martha,
and depict the troubles and problems of their
unhappy marriage.

Now it’s time to have a look at our second category,
dramatic techniques which are soliloquies and
monologues, and their streak in modern drama.
You may ask yourself what the difference is
between these two dramatic devices. Let’s put it
this way. Imagine that you’re talking to yourself
about the day you’ve had while you’re alone.
Actually you’re thinking out loud! It’s a soliloquy
that provides the audience with a chance to hear
the character’s inner thoughts and emotions.

On the other hand, a monologue happens if you
address people around you and talk to them
directly. In Ancient drama especially in Ancient
Greek and Rome, soliloquies and monologues

were mostly used to show the inner thoughts,
emotions, and motivations of the character. A
notable example of ancient drama soliloquy is
found in Sophocles’ tragedy play named Oedipus
Rex, in which the protagonist who killed his father
and marries his mother unknowingly, delivers a
soliloquy that shows he struggles with his fate.
These two dramatic devices were used in the works
of modern playwrights but may be found with

a few changes. Some dramatic employ them as
traditional as they were, for example, monologues
addressing directly the audiences while others
have used them in a more unconventional form,
mixing them with other theatrical techniques. A
famous example can be found in Angles in America
written by Tony Kushner. The play explores
various themes like identity and AIDS crisis in
1980s America. Angles in America incorporates
soliloquies and monologues to show the complex
idea and emotions of the character Prior Walter.
One of these soliloquies that is known as The Great
Work Begins follows below:

This disease will be the end of many of us/But not
nearly all/And the dead will be commemorated,
and we’ll struggle on with the living, and we are
not going away.

We won’t die secret deaths anymore. The world
only spins forward. We will be citizens/The time
has come/Bye now/You are fabulous creatures,
everyone.

And I bless you: More life/The Great Work Begins.
All in all, each of the ancient dramatists has a
profound influence on not only Shakespearean
playwrights but also our modern playwrights of
the 19th and 20th centuries in various ways and
their role according to their authenticity is not
ignorable.m
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By Fariba Keyvanlou
English Literature B.A Student
at Ferdowsi University of Mashhad

THE GAME OF ILLUSIONS

Introducing Edward Albee’s Who's Afraid of
Virginia Woolf

“Martha: Truth and illusion, George; youdon’t
know the difference.
George: No; but we must carry on as though we

did.”

Edward Albee’s 1962 play, Who’s Afraid of
Virginia Woolf?, portrays ultimate levels of
creativity in 20th-century absurdist American
theatre. The play is long but very fast-paced

as it is highly dialogue driven. Albee’s talent

for mingling genres makes the play even more
interesting. While it seems to be completely
realistic, it is as absurd as its title. The story

is definitely a modern tragedy, but its witty
language makes it hilarious at times. Albee’s
writing style is both simple and literary, making
the play enjoyable to read, and the stage enjoyable
to watch.

The play portrays a realistic image: a bickering
couple. George and Martha, middle-aged and
not-so-sober, keep arguing from the very
beginning of the play about every trivial thing,
say hurtful things to each other, and then laugh
it off. The audience soon notices the strong love-
hate relationship between the two. Everything
starts to get uneasy from Act [; it’s 2 in the
morning when Martha announces that they are
having guests and soon a young couple, Nick and
Honey, arrive. The two couples start chatting
and drinking, but the guests notice how weird
George and Martha’s behavior toward each
other is. While George is occupied with mocking
the young professor, Nick, Martha soon begins
humiliating her own husband, while shamelessly
tlirting with Nick in front of George. George is
enraged when he learns that Martha has told
Honey about their young son. This is surprising
because earlier in this act George told Nick that
he does not have any child; however, it is not as
shocking as George’s sudden rage; no one seems
to understand why is he so angry at the mention
of his son’s name. The argument between George
and Martha becomes more and more intense

and hateful, although George refuses tocall it a
fight, claiming that “Martha and I are merely ...
exercising’.

Literature

While George passively accepts his wife’s abusive
behavior in Act 1, he gradually gains more power.
He has a long conversation with Nick about their
wives. While the conversation seems friendly,
George’s actual intention is to get as much
information from Nick as possible, to use against
him because he sees Nick as a threat. Martha
continues humiliating George whenever she gets
a chance. She mentions all of George’s failures,
including the fact that he is still not the head of
the history department in college and his first
novel getting rejected by the president of the
university, Martha’s father. Eager to take revenge,
George tells Honey all the secrets Nick had
shared with him about their marriage. From this
point on, George is the one in control. Even when
Martha and Nick try to get back at him by having
a sexual affair in his presence, George still has a
more powerful card to play to hurt Martha. He
forces Martha to talk about their son and when
Martha is done saying her emotional monologue,
George calmly tells her that a telegram came
when she was with Nick, saying that their son is
dead. Martha cries in agony and George seems to
consider it a punishment for her for going against
the rules and mentioning their son when he had
told her not to.

A shocking truth is revealed to Nick, and also

to the audience, by the end of the play. George
claims that their son was killed in an accident,
but Martha keeps crying and tells George that
he cannot just kill their son like that, and George
simply says that he has every right to do so. The
contradictions in their words soon reveal that
their son is nothing more than an illusion, just a
part of the game they were playing.

Throughout the play, the audience is given
different versions of reality. The line between
reality and illusion gets more and more blurred
and it seems like the characters are using illusions
to add meaning and excitement to their dull
modern life. George and Martha could not have

a child, so decided to create an imaginary one as
“the one light in all this hopeless. .. darkness”.
They force everyone to believe their illusion is real
because that illusion is what keeps them together.
George and Martha constantly mention playing
“games”. They say the most hurtful things to each
other and reveal their ugliest secrets just to play.
They insist that their guests stay even though
they do not want to, just because they seem fun to
play with. This manipulative attitude is the only
thing that helps George and Martha keep going.
They Amarried life, so they play the only game
they are good at: changing reality.m
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By Parsa Mashayekhi
&
Amirhossein Zohourian|

English Literature B.A Students
at Ferdowsi University of Mashhad

REVIEW OF PERSIAN
TRANSLATIONS OF
SHAKESPEARE’S KING LEAR

King Lear, a tragedy written by William
Shakespeare, is considered one of the greatest
literary works of all time. Its complex characters,
intense emotions, and profound themes have
captivated readers for centuries. In this article, we
will delve into the world of Persian translations
of King Lear, exploring how the beauty of
Shakespeare’s language and the depth of his
characters have been brought to life in Persian.
Join us on this poetic journey through the realm
of King Lear’s Persian renditions. The Persian
translations of King Lear have aimed to preserve
the essence and beauty of Shakespeare’s original
work while infusing it with the poetic nuances of
the Persian language. These translations strive
to evoke the same emotional depth and intensity
as the original text, allowing Persian-speaking
readers to experience the tragic tale of King Lear

Translation

in their own cultural and linguistic context. In this
article, the translations of Abolhassan Tahami and
Mahmoud Etemadzadeh aid us in this task.

Due to the spatial and temporal restrictions, we
have decided to analyze only the speech dialect

of one minor character, though quite significant

in terms of his dialogues, the fool. Needless

to say, the readers of Shakespeare are already
familiar with the linguistic differences between
the nobility/the gentry and the yeomanry/the
poor, in terms of conversing or even properly
respecting the subject. Based on Sung (2020), the
translation’s competence of the two texts provided
by Tahami and Etemadzadeh will be considered
through three means of equivalence: Phonetic,
lexical and syntactic choices.

Fool: Mark it, nuncle.

Have more than thou showest,
Speak less than thou knowest,
Lend less than thou owest,
Ride more than thou goest,
Learn more than thou trowest,
Set less than thou throwest.
Leave thy drink and thy whore,
And keep in-a-door,

And thou shalt have more
Than two tens to a score.

(p. 42, ibid)

(%] CamScanner


https://v3.camscanner.com/user/download

Ol ga3 (Sl g L6 & anl

oy () guid gax yiaS (¢ o Jla (o2 8
02 (g (ol s 5 9 DA s gdan
o2 A S Syl la (S )

oaly iaS 5 AL )l gu sl

DI )5k (Al 4S a a

Dlal 5 S G e )

D e sla ) Cdauld 5ol
I sas)l DR A 5

Uolbaw » 7505

(3 caled) 1a a8

sae ¢S Aa gi 1Sl

¢l o ania 434S AL Gl ) i &l 107
(e 4SS o) ) S

o al 5 (g A 4l ) S

codlyy U (3L o)) gun sl

¢ 3 3aly (o2l g 4l ) Gl

(Ll Sl e 4 ) SieS
(KIS g g0

(O gl Jler G
Coalign 3 il ¢ ¢ g0

(VY pdl 4p) « cudla ool ga BCuay

From a phonetic point of view, Tahami has put
more emphasis on conveying the rhythm and the
flow of the speech by using puns in the Persian
language. This has enriched the fidelity of the
translator to Shakespeare, as the Shakespearean
common people are accustomed to using short
sentences, rather noun phrases due to their

comic effect, with quick utterances. However,
this does not always end in favor of lexical
appropriateness. For example, <l» i interprets as
a sense of capability, whereas “knowest” refers

to knowledge, morphologically speaking. Also

by using U_lk=> 4 as the equivalence (?) of “more”,
conserving rhythmic fidelity resulted in sacrificing
accuracy.

More importantly, however, since Shakespeare
carefully chose his character’s names, fool can

be quite significant in terms of interpretation.
The character can either be unaware of his
surroundings (or ironically, more understanding
than even King Lear himself) and thus, be labeled
as <=l or he can pose as a jest with enough self-
awareness (which is very common amongst
Shakespearean characters) and be called a i,
the latter, however, helps the Persian reader to
understand fool is not just an adjective but a
proper name; <\ is not just merely a bystander in
the desert, but a strong theatrical character whose
intelligent climbs to the heights of the nobility.
The interesting point here is that Etemedzadeh
was consciously aware of the dynamic of the Fool
and King Lear’s relationship, while Tahami seems
to miss the point.

Translation

Fool: I marvel what kin thou and thy daughters
are. They’ll
have me whipped for speaking true, thou’lt have
me whipped
for lying, and sometimes I am whipped for holding
my peace.
[ had rather be any kind o’thing than a Fool, and
yet I would
not be thee, nuncle. Thou hast pared thy wit
o’both sides,
and left nothing i’the middle. Here comes one
o’the parings.
(p. 44, 1ibid)
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One thing that might catch your attention is
the word &wlids While Tahami chose a rather
localized version, Etemadzadeh went for a literary
equivalent. However, since the comic language
of the fool is closer to the colloquial language, we
take a more moderate approach on this one.
Syntactically speaking, “ sie (25l j4ul 3Ly | 7 is
a reversion. Originally, the effect is put prior
to its cause, whereas Tahami decided to take
the alternative approach. “I s 48 aii ) e 282G g
...” prevents the reader from being lost in the
suspense, and makes it more clear. “ = Uss o) 3l S
a3~ is also a more thoughtful choice compared
to “Gldie aai 4 wlaba | 7 since there’sno sign of a
possessor («slx) in the original dialogue.
Although Tahami decided to recreate (I used
the word recreate since translating Shakespeare
yearns much more than mere translation) the
works that has been long translated, Etemadzadeh
still holds his safe place among the Persian
readers of Shakespeare. Etemadzadeh talks
Shakespearean more than Tahami, yet the latter is
closer to how we converse.=
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By Amirreza Mazinani

Film Critic

THE GRACEFUL DESCENT
INTO MADNESS

In the tumultuous epoch of 2010, the cinematic
domain bore witness to the audacious unveiling
of Darren Aronofsky’s psychological tour

de force, “Black Swan.” This mesmerizing

opus stands as an incisive expedition into the
human psyche, delving inexorably into the
haunting realm of ballet. With an indelible
narrative imbued with darkness, resplendent
performances, and consummate directorial
finesse, this opulent creation unequivocally
attains the status of a modern artistic
masterpiece. In this extensive exposé, we delve
profoundly into the multifaceted components
that coalesce harmoniously to

engender “Black Swan” as a

mesmerizing, thought-provoking

magnum work of art.

“Black Swan” navigates the arduous
odyssey of Nina Sayers (Natalie
Portman), a resolute ballet dancer
embarking on a relentless quest

for artistic perfection within

the hallowed precincts of a New
York City ballet company “Swan
Lake.” The mounting pressures,
both external and intrinsic, thrust
Nina into a maelstrom of crippling
insecurities, exacerbated by the
towering expectations imposed by
her formidable matriarchal figure,
played by the inimitable “Barbara
Hershey”. Within this hallowed
world, a pernicious rivalry blossoms
between Nina and the captivating
newcomer, Lily (Mila Kunis).

At its core, “Black Swan” probes the
labyrinthine corridors of obsession,
the dichotomy of human nature,
and the sacrificial tribulations that
artists endure in their unwavering
pursuit of excellence. Aronofsky
adroitly constructs a narrative
tapestry that tantalizingly blurs
the boundaries of reality and
hallucination, meticulously
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scrutinizing the psychological descent of his
fragile protagonist into the unforgiving abyss of
her own all-consuming yearning for perfection.
The ballet’s thematic duality, embodied by

the ethereal White Swan and her maleficent
counterpart, the Black Swan, serves as a
metaphorical mirror, reflecting Nina’s internal
struggle against the relentless undertow of her
harrowing journey.

Within the hallowed realm of “Black Swan,”
Darren Aronofsky’s directorial prowess is
transcendent, radiating an aura of sublimity
that reverberates through every celluloid frame.
His direction in “Black Swan” is nothing short
of brilliant. He employs a variety of techniques
to immerse the audience in Nina’s psychological
torment. The use of close-ups and handheld
cameras intensifies the film’s raw emotion and
contributes to the sense of claustrophobia and
unease. The frenetic editing, complemented

by the visceral sound design, enhances the
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