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Figure 1: The first poster for the screening of Iran Is My Home (Iran Sara-yi Man Ast), directed by
Parviz Kimiyavi, 1998.

Introduction

Within the history of Iranian cinema, few films— either before
or after the 1979 Revolution —have directly engaged with the
complex legacy of Iranian literature or centered their narratives
on Iranian poets. Parviz Kimiyavi’s film, Iran Is My Home (Iran
Saray-i Man Ast) is a remarkable exception; the film ambitious-
ly seeks to integrate ancient Iranian cultural symbols within the
framework of modern and contemporary Iranian society. Its
most distinctive feature lies in enabling medieval and premod-
ern Iranian poets to materialize within historical settings such as
caravanserais. The central narrative follows a young research-



er’s struggle to publish a scholarly work on Iranian literary his-
tory, a task complicated by the constraint of state censorship.
Yet, the film transcends the mere representation of the protago-
nist’s recurrent confrontations with the censor. His journey is a
hybrid of reality and fantasy — an intellectual and existential od-
yssey that exposes the audience to the intricate layers of Iranian
culture and the existential challenges it faces in the modern era.
Kimiyavi masterfully constructs this cinematic world through
five interwoven thematic pillars:

1. Geography and environment (the desert juxtaposed with the
city);

2. Culture and intellectual heritage (the centrality of poetry);
Political bureaucracy (the licensing apparatus governing pub-
lication);

3. Material patrimony (architectural and archaeological heri-
tage such as caravanserais and Persepolis, emblematic of the
Iranian plateau’s physical legacy);

4. Socioeconomic transformation (from pastoral traditions to
nascent capitalism and global modernity, epitomized by the
metro).

This deliberate synthesis of motifs underscores the film’s criti-
cal function: to serve as an aesthetic warning against the erosion
of Iran’s cultural identity under the pressures of modernization
and political regulation.

Produced in 1998, the film achieved significant critical recog-
nition, receiving nominations for Best Director, Best Screen-
play, and Best Production and Costume Design at the third Iran
Cinema Celebration in 1999." It also won Best Film at the 30th
Rushd International Film Festival in 2000. Despite this acclaim
the film was never granted authorization for public theatrical re-
lease. In an interview conducted two years after the film’s com-
pletion, Kimiyavi described the experience as profoundly dis-
heartening, attributing the film’s non-release to the instability
of managerial positions, inconsistent decision making, and the
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involvement of inexperienced producers.? The production also
appears to have been plagued by financial problems. The pro-
duction manager acknowledged that there had been extensive
monetary problems during filming coupled with disagreements
regarding the editing process between the producer, Muham-
mad Riza Sarhangi, and the director.’* Kimiyavi himself later
identified extensive financial disputes with the producer—in
addition to his interference with the editing—as the primary
reasons the film was ultimately archived at the Farabi Cinema
Foundation.* Following its completion the film received invi-
tations from international festivals. However, these screenings
failed to materialize due to a lack of coordination between the
producer and the director, along with other unresolved issues.’
These financial and legal disputes, compounded by the Iranian
Cinema Organization’s refusal to grant a release license, result-
ed in an eighteen-year delay. The film was finally released on a
limited basis in 2016.

The prolonged suppression of Iran Is My Home followed by
its belated and restricted screening in a handful arthouse cine-
mas, ensured that the film neither received critical engagement
at the time of its production nor appeared in scholarly discourse
on Iranian cinema. It was only after these brief screenings that
some critics, primarily in online platforms, introduced and re-
viewed it.° Some of these critiques were notably ideological,
often framed from an anti-intellectual perspective and, at times,
couched in dismissive or derogatory language.” The film’s
subject matter and subsequent reception suggest its alignment
with an elitist strand of Iranian cinema, which helps explain
its limited popular appeal. An audience survey reinforces this
interpretation: the film earned an average score of just 4.2 out
of 10.% Beyond its esoteric theme, the eighteen-year delay in
public release likely contributed significantly to this outcome
by creating a generational gap between the film and its prospec-
tive audience.

Critics generally classify the film Iran Is My Home within the



category of “experimental indigenous cinema,” a genre that de-
mands from the viewer an active cognitive engagement rather
than passive consumption. In this mode meaning emerges not
from a linear narrative but through the interpretive labor of the
audience, who synthesize the film’s disparate visual and concep-
tual elements.’ After nearly two decades in storage, the film pre-
miered in 2016 through the independent “Art and Experience”
cinema initiative. This organization, despite its limited venues,
aims to elevate cinematic literacy and promote non-commer-
cial, artistically significant films in Iranian cinema.'’

The absence of an initial public screening, combined with in-
ternal disagreements among the crew, left the film vulnerable to
criticism and deprived it of timely scholarly defense. When the
film finally screened in 2016 across selected Iranian cities for
review and critique, during a screening at the Huvayzah Cine-
ma in Mashhad, Marziyah Qurayshi, the production manager,
pointed out that the film was reaching audiences long after the
death of some of its creators, including the producer, and many
of its cast members. She also acknowledged that the filmmak-
ers had anticipated the film’s limited commercial prospects, es-
pecially when compared with the popularity of directors like
‘Abbas Kiyarustami, but had hoped it would resonate with in-
tellectual circles."

Parviz Kimiyav1’s return to Iran (after leaving the country fol-
lowing the 1979 revolution) was facilitated by political transfor-
mations in Iran, following the victory of reformists in the 1997
presidential election (Islahat Movement). The monotonous and
ideological formulative character of Iranian cinema from the
early 1980s prompted the Farabi Cinema Foundation to initiate
a program supporting innovative and diverse works. As part of
this project, ten Iranian directors celebrated for their avant-gar-
de approaches — including Kimiyavi, Khusraw Sina’1 and Mu-
hammad Riza Aslani, came forward to develop new films. It
was under these circumstances that Kimiyavi proposed Iran Is
My Home, which was accepted.'? Although he had visited Iran
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prior to this project, according to him, he had declined to pro-
duce a film due to his awareness of the severe censorship.!* Ac-
cording to Kimiyavi, the concept of integrating classical Iranian
poets into a contemporary setting originated before his return
from France as a means of challenging reductive European per-
ceptions of Iranian history and civilization. In Iran Is My Home,
this vision is fused with the realities of domestic censorship and
the cultural anxieties of post-revolutionary Iran.'* Finally, this
film contains many themes and concepts, perhaps because the
director thought it might be his last film in his homeland."

The Confrontation of Politics and Culture in Iranian
Society

Kimiyavt’s film subtly and symbolically depicts the confron-
tation between culture and politics in post-revolutionary Irani-
an society. At the center of the narrative is Suhrab Zamani, a
young researcher determined to publish his extensive research
on Persian literature, who encounters a formidable obstacle: the
Book Licensing Office of the Ministry of Islamic Guidance. In
the 1980s following the Islamic revolution and during the war
with Iraq, the government, under the pretext of fostering unity
against external threats, imposed strict limitations of social and
cultural freedoms, including restrictions on the publication of
works deemed critical of or incompatible with official ideology.
These constraints persisted for roughly a decade after the war
(1988-1997) gradually easing with the rise of the Reformist
government under Muhammad Khatami. For a brief period, the
publishing climate became more permissive. It was at the outset
of this reformist era that Kimiyavi produced his film, reflecting
on a recent past whose consequences remained palpable.

In Iran Is My Home Suhrab seeks to publish his study on the
intellectual legacy of major medieval Persian poets. However,
the licensing officer at the Ministry of Islamic Guidance, who
is effectively a censorship officer and whom we will refer to as
such in this text, attempts to persuade him to alter the book’s



content to align with state ideology. The film employs a distinc-
tive narrative structure in which three temporal dimensions—
historical, psychological, and contemporary—intersect fluidly.
Suhrab frequently becomes disoriented amid these overlapping
timeframes during his imagined journeys, making the film’s ed-
iting central to conveying this temporal interplay.'®

Figure 2: Suhrab in the film Iran Is My Home (Iran Sara-yi Man Ast), directed by Parviz Kimiyavi,
1998.

Within his imagination, rendered through surreal sequences,
Suhrab engages the censor in two major debates: the first con-
cerning wine and the second concerning the concept of women
in classical Persian poetry. These themes represent two cultural
taboos targeted by the state—the prohibition of wine and the
regulation of gender norms. True to the film’s central motif of
spatiotemporal fluidity, these debates unfold not in the sterile
setting of a government office but in an ancient caravanserai
populated by actors portraying medieval poets. In one such
scene, Mr. Safi, the censor’s assistant responsible for schedul-
ing appointments, stands before the caravanserai calling out the
names of poets, who then enter to recite verses relevant to the
ongoing discussion. This creative device transforms an abstract
literary debate into a vibrant, performative exchange, drawing
the audience into a dynamic cultural dialogue rather than a
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purely academic discourse.

The first debate between Suhrab and the censorship officer in
the caravanserai centers on the representation of wine in Persian
poetry. The censor accuses Suhrab of neglecting the symbol-
ic dimension of literary language, asserting—consistent with
certain scholarly interpretations of the time—that references
to wine by poets such as Khayyam and Hafiz signify spiritu-
al illumination rather than literal consumption. He supports his
claim with examples from Sana’t and Rumi, in whose works
wine-drinking is portrayed as morally objectionable. Suhrab
counters with verses by Khayyam, Hafiz, and Firdawsi, which
unmistakably allude to the physical act of drinking. Their ex-
change, mirroring long-standing scholarly disputes, remains
unresolved—ryet, predictably, the censor’s interpretation pre-
vails in practice.!”

During Suhrab’s second visit to the Ministry of Islamic Guid-
ance, he encounters a young girl accompanied by her mother,
seeking approval for her poetry collection. When she reads
several of her poems—remarkably mature meditations on life
and death—their gravity appears incongruent with her youth,
and the unpolished acting lends the scene an air of artificiality.
This episode may allude to the prominence of New Poetry in
modern Iranian literature, though its purpose within the narra-
tive remains ambiguous. Alternatively, it could underscore the
deep-rooted cultural significance of poetry in Iranian identity,
or signal the director’s thematic concern with women—a motif
that emerges more explicitly in the second debate.

The second debate between Suhrab and the censorship offi-
cer concerns Suhrab’s chapter on women and their represen-
tation in Persian literary history. Drawing upon Firdawsi, Na-
sir Khusraw, Sana’1, Nizami Ganjavi, Sa‘di, and Jami, Suhrab
delineates the prevailing medieval perspectives on women.
The censor, however, contests the claim of consistently neg-
ative portrayals, citing poems by modern poets such as Raht



Mu‘ayyirT and Vahid Dastjirdi—sources outside the historical
scope of Suhrab’s study. When Suhrab points out this anachro-
nism, the censor remains unpersuaded, ultimately insisting on
“revisions”—a euphemism for censorship—as the condition for
granting publication approval.

Integrating classical cultural symbols with contemporary
political phenomena

In the film Iran Is My Home, Kimiyavi seeks to reconstruct
Iranian history, literature, and classical cultural symbols within
the framework of modern Iranian society in the late 20th centu-
ry. Kimiyavt’s intention, similar to his film The Mongols (Mu-
ghul’ha, 1973)'%, was to draw the past into the present.'” In this
film, he redefines Iranian identity by relying on Persian poetry,
incorporating the voices of five canonical Iranian poets, well-
known to most Iranians. Poetry occupies a fundamental place
in Iranian cultural life. Unlike the Aristotelian definition of po-
etry, which privileges imagination and emotion, Persian poetry
functions as medium of thought, reflection and philosophical
inquiry. The “Musha‘irah” (poetry contest), staged in the film
between Suhrab and his father illustrate the centrality of poetry
in [ranian cultural life at the time in which the film was made.
Whether the father’s act of shaving his beard during this compe-
tition carries hidden significance remains ambiguous.

The choice of poets by the workers is both astute and in line
with the views of the majority of experts on Persian literature
and poetry, as well as Iranian culture and identity.”” To express
Suhrab’s thoughts and ideas, Kimiyavi draws upon the words of
Firdawsi, Khayyam, Rumi, Sa‘di, and Hafiz. Government cen-
sorship, however, compels him into an internal dialogue, where
his memory animates the poems and personifies the poets them-
selves.?! Alongside the five major figures, Khaji-yi Kirmani
(1290-1352), a celebrated poet from Suhrab’s hometown, also
features prominently. Additional poets appear in exchanges be-
tween Suhrab and the censor, as reflected in the film’s distribu-
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tion of citations: Sa‘di (14 poems), Hafiz (14), Khayyam (8),
Firdawst (7), Rumi (7), Khajii (5), Sana’1 (2), and several oth-
ers—including Mantichihr1 Damghani, Nasir Khusraw, Nizami
Ganjavi, Shaykh Mahmiid Shabistari, ‘Abd al-Rahman Jami,
‘Ubayd Zakani, Sa’ib Tabrizi, Iraj Mirza, Rahi Mu ‘ayyiri, and
Vahid Dastjirdi—represented by a single poem each.

Figure 3: Suhrab recalls Khayyam. Still from Iran Is My Home (Iran Sara-yi Man Ast), directed by
Parviz Kimiyavi, 1998.

According to Kimiyavi he studied classical Persian literature
for three years to write the screenplay and weave the poet’s
verses into the dialogue.”? The film’s fluid conception of time,
achieved by dissolving temporal boundaries, allows Suhrab’s
recollections of poetry to take shape as physical presences.
Each time he recalls a verse, the poet materializes before him—
visible only to Suhrab. Despite its classical foundations, Iran Is
My Home engages directly with contemporary issues, most no-
tably censorship. It also alludes to more recent events, such as
the Iran-Iraq War. Following the second debate between Suhrab
and the censorship official, on his way back to Kerman, he en-
counters the corpse of a soldier killed in the Iran-Iraq war, a
moment visually reminiscent of the Karbala battlefield, the site
of the dramatic martyrdom of the third Shia Imam. This fallen
soldier is one of the passengers who was with Suhrab in his car,
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voices into a shared cultural identity.

The film’s fluid narrative allows characters to move from one
place to another without logical sequencing between scenes. For
example, poets suddenly appear at Persepolis during Suhrab’s
desert wandering despite the site’s geographic distance from
Kerman-Tehran route. The prominence of Persepolis as a na-
tional symbol seemingly compelled its inclusion. Yet the recited
poems by Khayyam and Hafiz emphasize impermanence and
the fleeting nature of worldly power rather than grandeur and
pride. Strikingly, Firdawsi, whose epic Shahnamah celebrates
Iran’s heroic past, does not recite verses in this setting, a deci-
sion possibly linked to censorship.”® Since the director has not
commented on any potential changes made to the film to obtain
a license, we don’t know more about whether this or other in-
stances of censorship or additions have existed. Similarly, in a
scene where the censor’s secretary calls out the names of people
who have come to the Ministry of Guidance to obtain a permit,
they call out the name Hiishang Vazirl. He was a communist
figure from before the 1979 revolution and the editor-in-chief
of the London-based newspaper Kayhan after the revolution.

10
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Figure 4: Khayyam represented at Persepolis. A still from Iran Is My Home (Tran Sara-yi Man Ast),
directed by Parviz Kimiyavi, 1998.

Kimiyavi’s intelligence in symbolism is also evident in the
casting of the censorship officer. Sa‘id Plir-Samimi is the most
well-known actor in this film, playing the role of the censor-
ship officer. It’s interesting to note that at the time the film was
made, he was the deputy head of the House of Cinema (under
Davud Rashidi), an institution that acted as a liaison between
the government and filmmakers. It’s possible that Kimiyavi was
aiming for a kind of symbolism with this fact. A key point in the
censorship officer’s dialogue is that he considers himself empa-
thetic toward Suhrab and repeatedly says the common and cli-
chéd phrase in Iran, “I am a subordinate, and [ am excused.” In
reality, Kimiyavi, whether intentionally or not, reminds us that
the primary censors in Iran’s cultural institutions are unseen. An
individual within the bureaucracy, acting on their behalf, an-
nounces the censorship cases—someone who does not believe
in what they are doing. This separates most of the people from
the government. Furthermore, in the literary debate at the cara-
vanserai, the censorship officer even transforms into a literary
figure who passionately delivers the responses of the invisible
censors who reviewed the book. Ultimately, the film serves as
a cultural odyssey, exploring the long history of cultural cen-
sorship in Iran. This deeply rooted issue has historically led to
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world of Persian poetry, appears to embark on both a physi-

cal and spiritual journey. While his physical journey takes him

from Kerman to Tehran to obtain a book license, he simultane-

ously undertakes a spiritual odyssey with great Iranian poets,

engaging in a “journey of spiritual wayfaring” (sayr va sulik)

through the desert. Kimiyavi’s film is imbued with a sense of

mystery, largely due to the skillful use of cinematography and

editing that helps convey these complex ideas. For instance, in

one scene, poets recite their verses among the ruins of Perse-
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carvings and crumbling structures. Another example is the cam-

era’s movement from the depths of a Qanat (underground wa-
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with her back to the light, her veiled figure slowly being envel-
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The documentary-drama style of the film aligns with Kimiyavi’s
mode in his previous works such as P Like Pelican (P Misl-i
Pilikan, 1972) and The Garden of Stones (Bagh-i Sangi, 1976)
of which he is considered one of the first innovators in Iranian
cinema. The main characteristics of docu-drama are the use of
non-professional actors (ordinary people), natural outdoor loca-
tions, sunlight, and a handheld camera—features that Kimiyavi
used in both The Mongols and Iran Is My Home. As one of
the most significant figures of the Iranian New Wave, Kimiyavi
often used non-professional actors to express his ideas and in-
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fluenced famous directors like ‘Abbas Kiyarustami. Here, as in
his other works, despite the importance he places on national
and local identity, Kimiyavi doesn’t seek to turn his actors into
heroes or legends, which is why he chose non-professionals.?
Kimiyavi, in an interview before producing Iran Is My Home,
noted that all of his films except Ok Mister (1979) were docu-
mentaries.”’ In the middle of Tran Is My Home he further gives
his film a documentary-like, docu-drama feel by bringing up
the old custom related to dried-up Qanats in Kerman.*®

A further innovation is his casting of the same actors in dual
roles, as both classical poets and contemporary travelers. Thus,
Firdawsi, Khayyam, and Sa‘di appear simultaneously as pas-
sengers in Suhrab’s car. The director masterfully aligns the
personalities of these modern characters with the philosophical
content of the poems written by their historical counterparts.
This technique is highlighted when the car breaks down on
Suhrab’s return trip. The passengers react in a manner reminis-
cent of the poets they play. The passenger who portrays Sa‘d1
in other scenes scolds the driver (who plays Firdawsi), saying,
“I told you to check the car before the trip, but you were neg-
ligent.” The passenger playing Khayyam calmly counters that
such issues are simply a natural part of life and not worth get-
ting worked up over. Through these dialogues the film brings
the philosophies of Sa‘di, who emphasized wisdom and cau-
tion, and Khayyam, who championed a more carefree, in-the-
moment approach to life, into the modern era.

Desert as a symbol of Iran and cultural complications

KimiyavT’s sustained attention to natural landscapes, particu-
larly desert, is evident throughout his films. Iran Is My Home
opens in the desert, and through numerous extended sequences,
remains in that environment until the film’s conclusion. In the
opening scene, the protagonist Suhrab walks across the desert
while chanting verses from five canonical Persian poets, who
themselves appear and recite their verses. For Kimiyavi, the
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with representing the nation seems almost inevitable. Kimiyavi parvizmya
also foregrounds drought, one of the most persistent natural
challenges of the Iranian plateau. In the film, FirdawsT, reimag-
ined as a modern taxi driver, warns that drought has historically
destroyed settlements and disrupted the lives of rural and desert
communities. Finally, it is not clear if there is any connection
between desert and cultural wilderness in the time of production

or not.

To foreground Iran’s climatic conditions, Kimiyavi situates
Suhrab’s hometown in Kerman, one of the country’s most arid
provinces. The protagonist repeatedly travels between Kerman
and Tehran in pursuit of a publication license for his book.
During these journeys—filmed on desert roads in a dilapidated
car with fellow passengers—Suhrab is accompanied by medie-
val poets, most notably Khvaju-yi Kirmani, who embodies the
city’s cultural legacy. In one scene, Hafiz recites poetry at the
Bam Citadel, acknowledging his own indebtedness to Khaji-yi
Kirmant.

Caravanserai: From Refuge to Cultural Metaphor

The caravanserai, an enduring feature of Iranian architecture
and material culture, acquires special resonance in relation to
the desert. Kimiyavi highlights this motif in Iran Is My Home
just as he had in The Mongols. Their abundance across Iran,
their frequent abandonment, and their preservation made car-
avanserais both accessible and evocative filming sites. Signifi-
cantly, Kimiyavi reused the same caravanserai he had filmed
25 years earlier. By choosing this site to represent the Ministry
of Culture and Islamic Guidance, he employs a deliberate met-
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aphor: the caravanserai becomes a symbolic courtroom where
debates unfold. More broadly, the caravanserai evokes the Ira-
nian cultural imagination of perpetual transience—an unstable
space of arrivals and departures, mirroring the precariousness
of cultural life.*

Iranian Heritage: From Monuments to Qanat Rituals

Beyond caravanserais and Persepolis, Kimiyavi integrates other
iconic markers of Iranian civilization into the film’s geography
and locations, especially those tied to Kerman. The Bam Cita-
del, one of Iran’s world heritage sites, provided him the oppor-
tunity to shoot some scenes. Within its walls five great Persian
poets recite their poems. Iran Is My Home is one of the last
films recorded at the Bam Citadel before the devastating earth-
quake of 2003 and its widespread destruction, which makes the
film a historical document in its own right.

While depicting Suhrab’s journey, Kimiyavt also gives a nod to
Iranian music. On his second return journey from Tehran to Ker-
man, as Suhrab becomes separated from the other passengers,
an old man joins the group. He is a surna (an ancient wind in-
strument) player. The surna is played in various regions of Iran,
but the instrument’s features differ from one region to another.
The passengers, who have given up hope of finding Suhrab, ask
the old Kermani surna player to play the instrument, hoping
Suhrab will hear it and appear. The old man plays the surna,
but there is no sign of Suhrab. The surna player gets off after a
while to go to a village to perform at a wedding ceremony. From
here the film takes the audience to another Iranian world heri-
tage site, the Qanat. It is revealed that the wedding is actually
a traditional and lesser-known ceremony carried out in some
parts of Iran (including Kerman and Khurasan). It was held to
bring water back to a dry Qanats, a practice that continued until
recently.’! When Suhrab reaches the Qanat’s well, in a sequence
, local women, gathered there for the ceremony appear in main
story, and explained the details to him. The sequence, ethno-



graphically rich, could stand alone as a documentary.*
Tradition and Modernity: From Qanat to Metro

In the final stage of his wandering in the desert, Suhrab en-
counters women recounting the story of Suhrab ‘Ali, who has
been living inside the Qanat for seven years and will not come
out. The women explain that Suhrab ‘Ali is a man who was
designated the “Groom of the Qanat” in a ritual that failed to
restore water, and has lived reclusively underground ever since.
After hearing the story, Suhrab decides to go into the well and
help Suhrab ‘All. It seems that he is manifested as Suhrab’s
doppelgéinger at the bottom of the Qanat.* However, the char-
acter of Suhrab ‘Ali is more than just a psychotic person or
a doppelgédnger for the researcher; other points are hidden in
his character, name, and actions. With Suhrab ‘Ali, Kimiyavi
attempts to both symbolize the fate of the main character and
allude to Iranian mythology. The hybrid name “Suhrab ‘Alr”
fuses pre-Islamic mythology with Shi’i devotion, encapsulating
Iran’s cultural contradictions.

The dried Qanat symbolizes the decline of cultural heritage. It
eventually transforms into a metro tunnel, dramatizing the ero-
sion of tradition by modern urban life —a constant concern for
Kimiyavi. Additionally, the drying up of the Qanat wells may be
linked to censorship, as it represents a departure from the source
of ancient Iranian literature and culture.’ The dried-up Qanat,
which has been converted into a metro, suddenly becomes a
symbol of Iranian history and civilization, with symbols visible
on the train cars. In this strange scene, the train cars are trans-
formed into the different periods and dynasties that ruled Iran,
and the Achaemenid, Safavid, Qajar, and Pahlav1 train cars pass
in front of Suhrab. In these fleeting scenes, the director tries to
show the audience the most important icons of each dynasty;
Achaemenid with the carvings of Persepolis, Safavids with a
tar (a musical instrument) and Qizilbash, mistakenly wore blue
hat instead of red hats. The Qajar train car aims to present a
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picture of a dark era: Aqda Muhammad Khan Qajar, the founder
of the Qajar dynasty, holds two human skulls, while a number
of women in black veils (chador) weep for the dead, and other
Qajar courtiers burn books and documents. On the Pahlavi train
car, a person with their lips sewn shut is visible, which could
be a reference to Farrukhi Yazdi and his lips being sewn shut
in prison, which may refer to the prevalence of repression and
censorship during this era.

The final scene of the film also reflects Kimiyav1’s perception
of the cultural situation in Iran at the time of the film’s produc-
tion. Suhrab, en route to the Ministry of Culture and Islamic
Guidance again gets into a taxi, driven by director Kimiyavi.
As the taxi moves people on the street call out their destination
street names, all of which are named after the famous Irani-
an poets, but the driver does not pick them up. By each street
name, a related poet appears in the passenger seat of the taxi. At
the same time, a radio broadcaster reporting on Tehran’s traffic
announces the street names and describes the heavy traffic as a
familiar problem in the city. It seems that the director suggests
that, by this time, people remember only the names of historical
cultural figures like Ghazzali, Rudaki, Abl Sa‘id Abt al-Khayr,
ManiichihrT Damghani, and Khaqgani, while their teachings are
largely ignored.

Figure 5: Final shot of the film Iran Is My Home (Iran Sara-yi Man Ast), directed by Parviz Kimi-
yavi, 1998.
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After enduring censorship Suhrab receives a publication permit 8%

but is denied access to government-subsidized paper, forcing

him toward the private marketplace. Kimiyavi satirizes this final

obstacle—the economic barrier to cultural production—through

humorous imagery such as poets pedaling on a five-seated bi-

cycle while reciting verses on independence. A meeting with a

profit-driven merchant further underscores the conflict between

cultural integrity and materialist priorities. The intervention of

Khaju-yi Kirmani, whose poetry stresses divine reliance, and

Sa‘d1, whose Gulistan criticizes mercantile greed, deepens this

critique. Ultimately, despite his efforts, Suhrab cannot publish

his life’s work, and the film concludes with images of futility

and despair in the desert—his fate paralleling the tragic Suhrab

of the Shahnamah.?
Conclusion

The central theme of Iran Is My Home is the fate of Iranian
culture and civilization amidst the tension between tradition
and modernity from an ideological administration. Kimiyavi’s
cultural concerns, evident since the production of The Mongols
in the 1970s, resurfaces here with sharper focus: whereas televi-
sion once symbolized the encroachment of modernity, now the
urban-industrial environment—exemplified by the metro, com-
bined with censorship, threatens to obliterate traditional life-
ways, from ganats to poetry. The film thus situates itself within
a larger discourse on Iranian identity, emphasizing Kimiyavi’s
lifelong commitment to cultural preservation. Laden with lay-
ered symbolism, historical allusions, and ethnographic detail,
Iran Is My Home emerges as both a cinematic meditation on
Iranian identity and a summative work, perhaps conceived by
the director as his final contribution to national cinema.
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