The repertoire of Israeli theatre is mainly Western-oriented and inclined towards centralization, and most of its gatekeepers and tastemakers hail from the secular Ashkenazi Jewish hegemony – and it is largely directed at this hegemonic audience. Thus, even in those rare instances in which Israeli theatre deals with Mizrahi issues, it does so from a hegemonic perspective, reproducing it.  As such, the bulk of the public budget allotted to theatre, roughly ninety percent, goes to the seven largest repertory theatres comprising the mainstream of the theatrical field. A historical overview of the repertoire reveals the presence of stereotypes: from the “Moroccan knife” of the 1950s to the tchah-tchah of the 1960s and the `ars and freha of the 1980s and onward – stereotypes largely intended to evoke Orientalist images of violence and primitivity. Despite the rise of more critical tendencies and the changes undergone by Israeli theatre, Mizrahi stereotypes of varying intensity can still be found throughout the field. As such, theatre perceives the issue of Mizrahi identity according to the hegemonic discourse, as an anachronistic matter irrelevant to Israeli reality, and as such relegates it to the sidelines. Thus my examination of the flourishing of Mizrahi theatre is rooted in this context of simultaneous material and symbolic inequality.
[bookmark: _GoBack]	Despite what I have written above, I am not interested in solely asking, “What is Mizrahi theatre?” Such a question is likely to lead to a static answer that obscures the phenomenon’s social context and historical process. I prefer an essentialist line of questioning: how, why, and under what circumstances did Mizrahi theatre come to be? These questions are aimed at revealing historical processes within social reality, as well as the unequal power relations in the field of Israeli theatre itself.
