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Abstract

The aesthetic experience o f the spectator has a continuous ability to become a new 

experience at every theatrical event. This thesis endeavours to explore this 

phenomenon and test the variables that may influence the theatrical experience o f a 

Kuwaiti spectator through the use and application o f a survey questionnaire.

In Chapter One we aimed to provide the thesis with a historical background to serve 

as a backdrop for the reader o f this thesis to better understand the experience o f 

Kuwaiti spectator and to know the main features and historical events that shaped 

the Kuwaiti society and how various historical events affected as well as shaped the 

Kuwaiti individual and society. The sea and the desert life, the discovery o f oil and 

the Iraqi invasion are the main events which formulated the features o f the Kuwaiti 

spectator.

In Chapter Two we presented the theoretical framework o f this study with emphasis 

on the reception theory.

In Chapter Three we discussed the development o f  Arabic theatre as a backdrop of 

the Kuwaiti theatre.

While the fourth chapter traces the stages o f the development o f Kuwaiti theatre 

from its early beginnings to the present, Chapter Five is the presentation o f the two 

study cases examined in this research.

The sixth chapter is devoted to the experimental application and its results, and in 

Chapter Seven we have examined the correlation between the variables.

in
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The Introduction

This introduction describes the significance o f the study of Kuwaiti audience’s 

aesthetic experience. It then states the purpose of the inquiry and the methodology 

used in the study. The introduction ends with a description o f the thesis organisation.

Although various studies have been conducted about the theatrical response, very few 

have regarded the particularities of the aesthetic experience of the spectator, 

especially in the field o f Arabic theatre. The importance of exploring this theatrical 

phenomenon lies in its continuous ability to be different each time a spectator 

experiences it.

1. The Significance of the Study of the Kuwaiti Audience’s Aesthetic Experience

The significance of the study of the Kuwaiti audience’s aesthetic experience will be 

valuable and convenient when its historical stages and theatrical development are 

explained within the outline of the broader Arabic theatre scene.

It is vital and interesting to study what influences an individual spectator’s theatrical 

experience, in general, and the Kuwaiti spectator in particular because Kuwaiti 

society has witnessed massive and significant changes that transformed desert life to 

modem life within a few decades and become quite distinguished due to its unique 

geographical position on the Arabian Gulf and due to the successful politics before 

and after the discovery of oil, then declined during the Iraqi invasion and is still 

suffering the economic, cultural and psychological effects of the aggression.
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As a reflective literary establishment, Kuwaiti theatre was also established and 

developed for an educational and social purpose, then had been affected by religious, 

cultural and political factors, as we will explain in Chapter Four.

Regarding the changes o f Kuwaiti society and politics, and the essential 

role of Kuwaiti theatre in reflecting and discussing its reality, considering the 

variables that might affect the aesthetic experience o f the Kuwaiti spectator and how 

his/her life- experiences could form their conceptual ideas and values in a theatrical 

event, is therefore a socio-cultural phenomenon worth exploration, and this is the 

significance of this study.

2. The Aim of the Study

The academic aim is to raise the awareness of individual spectators' response to 

theatre in general and Kuwaiti spectators in particular. It is worth mentioning that 

reception theory has been extensively studied in the West, as we will discuss in 

Chapter Two, while it has received little or no attention in the Arab world, apart from 

one PhD thesis by Housam Atta, ‘al- Masrah al-Mudad lil-Waqi‘iy a ’, 1997 in which 

he discusses the aesthetic experiences in Egyptian theatre from 1962 to 1970, and 

another by Kamal Salhi: The Politics and Aesthetics o f  Kateb Yacine: from  

Francophone Literature to Popular Theatre in Algeria and Outside, 1999.

3. The Selected Case Studies

We chose two plays as case studies because both were performed at the tenth Al-Qiyn 

Kuwait annual cultural festival (January 2004), and both were nominated not only on 

this particular occasion but also on other occasions, for example the Youth Theatre
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Festival o f Arabian Gulf Countries (October 2003). The first is al-Muqâyada (The 

Trade) and the second is Munâzarah Bayn al-Layl wa al-Nahâr (A Debate between 

Day and Night).

4. The Methodology of the Study

The originality of this study lies in the survey methodology which applied a 

questionnaire that was translated and modified to the Arabic language; the SPSS or 

the Statistical Package for Social Sciences was used to analyse the data and test the 

hypotheses about the Kuwaiti audience’s aesthetic experience which is the main 

subject of this research.

5. The Validity of the questionnaire

Three measures were taken to ensure the present research’s validity. First, the 

questionnaire was anonymised, in order to obtain reliable information and to protect 

the informants. Second, I conducted self-observation to ensure the validity of the 

reflections of the same phenomenon. Thirdly, I compared audience’s response with 

critical opinion in the media and my own observations.

Although the sample is small, as I distributed 120 copies of which 52 were returned, 

we put to account that many variables were tested and the sample is generally 

representative to the Kuwaiti audience.
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6. The Hypotheses of this Research

We assume that when a spectator views a scene in the theatre he/she perceives it 

according to his/her life experiences and other visual and non-visual variables.

In the assessment o f this experience, my intention is also to identify the influence of 

the demographic variables for example, the education, the age and the gender 

of the spectator, on his/her aesthetic experience.

I also assume that there is a link between Aristotle’s definition o f Tragedy, mainly in 

the role of Catharsis, and the hypotheses of this research; as Aristotle defines 

Tragedy according to its ability to purge both the feelings of fear and 

sympathy, I assume that the spectator feels this purgation when he/she 

compares what is happening on the stage to what is happening in his/her life.

I discuss this link in Chapter Two within the theoretical framework of this research.

7. Organisation of the Thesis

This thesis comprises seven chapters in addition to an introduction and a conclusion. 

The first chapter describes the historical background of Kuwait as a nation who 

passed through four main historical stages; before and after the discovery o f oil and 

before and after the Iraqi invasion.

Chapter Two surveys the theoretical framework of this study in several fields and 

views how the theory o f literary aesthetics was found and developed across the ages. 

Chapter Three outlines the Arab theatre as the broader scene of Arabic Kuwaiti 

theatre, and observes Arab audiences from the early stages o f pre-Islamic Arabia to 

the present.
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Chapter Four focuses on the beginnings and the development stages of Kuwaiti 

theatre.

Chapter Five is the presentation of the two selected plays.

Chapter Six is the core application and testing of the hypothesis of this research. 

Chapter Seven discusses the correlations that were found between tested variables.
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Chapter One

Kuwait: A Historical Background

1.1. Introduction

The aim of this chapter is to describe how Kuwait transformed from a desert and 

coastal country whose people led simple lives, to a modem state whose citizens enjoy 

relative luxury.

This transformation will be discussed through four main historical stages as follows: 

firstly; Kuwait before the discovery of oil, secondly; Kuwait after the discovery of oil, 

thirdly; Kuwait during the Iraqi invasion and fourthly; Kuwait after liberation.

The details presented in this chapter will help to explain how Kuwait’s cultural 

identity was formed; elements that are needed to establish the study’s historical and 

cultural context.

Discussing the previously mentioned four stages requires the provision of general 

information about Kuwait. This information will follow the major changes and 

developments which took place from the early eighteenth century when Kuwait was 

established as a settlement after migrants from the Saudi region of Najd settled there 

until the twenty-first century.

It is convenient to divide the history o f Kuwait into phases in accordance with certain 

major events and developments. Thus the country’s history can be seen as consisting 

o f four main stages. The period before the discovery of oil is the longest phase. It can 

be considered to begin in the eighteenth century, when Kuwaitis endured a hard life 

gaining a living from sea and desert environments. The high temperature, the scarcity

6



of water in the desert and the seasonal winds, together with the harm caused by the 

salty seawater taught Kuwaitis who lived during that period to adapt to their 

environment. The literature of that phase reflected these hard circumstances and 

paved the way for the new prosperous phase that took place after the discovery of oil. 

This discovery, made in 1932, while oil production only started in 1950, brought 

about radical changes in all sectors o f life, which in turn changed the attitudes of 

Kuwaitis, especially the new generation who did not suffer from the hard 

circumstances endured by the Kuwaitis of the first phase.

This new generation of Kuwaitis experienced luxury and enjoyed many facilities, 

especially in education, and therefore literature and culture generally developed, for 

example in the areas of short story writing, cinema and theatre production, cultural 

societies and book publishing.

During the period of the Iraqi invasion (1990-1991) life became hard again, perhaps 

even harder than in the first phase: many Kuwaitis were killed, tortured and detained 

as hostages. All sectors of life were affected or destroyed including the production of 

literature, but Kuwaiti Cultural centres abroad continued to produce books, films, 

theatre and exhibitions around the world.

Kuwait after liberation, in February 1991, was not the same as before; Kuwaitis 

continued to suffer emotionally from the damage caused by the invasion and 

occupation. Political, economic and social problems that had been evident before the 

invasion were exacerbated after liberation because of the emergence of other 

problems and because luxury could no longer compensate as it had before the 

invasion.

Kuwaitis’ psychology became disturbed; they felt, mostly, unable to trust others, 

Literary productions expressed these feelings by representing many individual
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accounts o f the Iraqi invasion. As these key events framed Kuwait’s history, they also 

framed and affected its cultural life, values, literary topics and audiences’ aesthetic 

experiences that are the main subject of this study.

Kuwait is a maritime state, established on the shores of the Gulf. It is surrounded by a 

barren desert that forced its people to dwell beside the sea and it has been famous as a 

nation of seafarers throughout its history. Kuwait became the passing point through 

which Asian goods travelled to the East and the West. This geographical position 

made the Kuwaitis into a vigorous trading people long before the natural resources of 

their land were discovered. These voyages have also provided the Kuwaiti theatre 

with rich sources of traditions, such as African songs and dance.

Kuwait is a tiny sheikhdom, its population is a mixture of settled people and nomads, 

and its economy was based on trade, ship (dhow) building and pearling.1 

This geographical position provided Kuwaitis with both disadvantages and 

advantages. The disadvantages are the hot and humid climate and the scarcity of 

drinking water which used to be brought from Iraq. The main advantage was that 

Kuwait was a vital Eastern desert route for travellers, and was exposed to different 

cultures due to its position on the Arabian Gulf, such as those o f Asia, Africa and 

Europe. This exposure later enabled Kuwait to form its unique identity, as it was able 

to protect itself from external threats. Kuwaiti leaders have been successful in 

providing protection to their state by different means throughout history. According to 

Jill Crystal in her book Kuwait, the Transformation o f an Oil State:

One of the main themes that have dominated Kuwait’s history is the
development and protection of its small community from external threats.
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Since the mid-eighteenth century, Kuwait’s people have had a distinct sense of 
themselves as Kuwaitis. Kuwaitis have also, however, always had a larger 
political identity as well as Gulfians, as Arabs, as Muslims, and as members of 
the world community.2

The state o f Kuwait witnessed enormous transformations after ship building and the 

pearling trade which had begun to flourish in 1841 and also after the discovery of oil 

in 19323. Although sea life is still part o f Kuwait’s daily culture, wealth and 

technology have provided other services such as modem hospitals, housing, 

transportation, jobs and entertainment.

The Iraqi invasion destroyed many features of Kuwaiti society and tried to destroy 

Kuwait’s identification records.4 This invasion was a deeply disturbing and damaging 

experience not only to Kuwaitis, but it had a far reaching effect on Arab societies in 

general. On the other hand, the invasion provided rich material for literary 

productions and tested the Kuwaiti feelings of patriotism, which were expressed in a 

large number of sophisticated literary productions. It also affected the reader’s and 

audience’s perceptions, which is the main subject of the present research.

1.2. Kuwait before the Discovery of Oil: (1752-1950)

1.2.1 Introduction

Kuwait was established in the early 1700s as a settlement by migrants who fled the 

Najd region in Saudi Arabia. Cleveland states that by 1756" Kuwait had become an 

autonomous principality headed by the al-Sabah family" who faced difficulties in 

their tribe and migrated afterwards in search of a new hom e.5
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From north to south Kuwait extends about 200 km; from east to west, about 170 km. 

According to Crystal, Kuwait’s population is likewise small. The most recent census 

was conducted in 1985. It indicates that the official number o f inhabitants is 1,697, 

301, of whom less than half, only 681,288, were Kuwaitis.6

Although Kuwait as a port was described by travellers as "a bustling little pat” 7 it was 

regularly exposed to diseases introduced from different parts of the world. In 1831 

Kuwaitis were infected by a plague which killed a large number of the population, 

and in 1841, all parts of the Gulf area were infected by the epidemic. These diseases 

killed a large number of people; as a result many men from Kuwait had to marry 

women from abroad because so many of their own women and children had died. 

Besides diseases, Kuwaitis have also faced poverty and lack of education but, in 

comparison to other surrounding countries in the Gulf region at that time, we can say 

that Kuwait was the least affected by these problems. As an example, Lackner 

reported that illiteracy in Saudi Arabia was almost 100% in the early 1930s as 

children were only taught to memorise the Holy Qur’an in the Kuttab\ 8 while in 

Kuwait five schools had been built by 1912. It was the Kuwaiti merchants who took 

the initiative of establishing the first private school for boys named al-Mubarakiyah. 

The school’s curriculum included the Holy Qur’an, local and Islamic traditions, law, 

ethics, Arabic reading, composition and grammar, arithmetic, geography, history and 

English.9

Once settling into a community, Kuwaitis built houses of mud brick which were once 

all destroyed when it rained heavily, in addition ship building and the pearling trade 

were taking place only in certain seasons. Agriculture was restricted to certain areas
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such as al-Fintâs, and although Kuwaiti soil did not sustain mud agriculture, pre-oil 

Kuwait had always managed to have sufficient sustenance for its people, and 

managed to establish political, economic and cultural systems that were needed at that 

time and which were developed later as Kuwait’s status was changing.

1.2.2 Historical Overview and Environmental Influences

Prior to the discovery of oil, Kuwaiti people were successful early in their history in 

creating a distinct urban socio-economic identity, Al-Mughni explains:

The internal structure of nomadic society- in terms both of residential unit and 
kinship ties based on a common patrilineal descent-became firmly established 
in Kuwait. It was however, the ‘ashira, rather than the tribe as such, which 
evolved as the fundamental socio-economic unit.10

Kuwaiti leaders managed to avoid paying the taxes that their neighbouring countries 

were paying to the Ottoman Empire. Discussing the political relations between 

Kuwait and the Ottoman Empire up to 1866, Slot notes that:

The sources we have for the 19th century differ markedly on the question of 
Kuwait's status. Geographical manuals o f the day speak o f a "Republic of 
Kuwait", an aristocratic republic, prosperous, well administered and 
independent of the Ottoman Empire.11

Slot also mentions that:

The term "republic" somehow echoes the structure as described in 
Kniphausen's report of 1756. On the other hand, there are texts, originating 
from the expeditions of the British-Indian Navy to chart the Gulf in the 1820s 
that mention Kuwait as a de facto independent state acknowledging some sort 
of undefined supremacy of the Ottoman Sultan. This supremacy seems to have 
been entirely nominal, as there was no effective Ottoman presence in Kuwait 
and no Ottoman taxes or customs duties were imposed there.12
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Slot adds that some sources state that Kuwaiti ships flew the Ottoman flag. Another 

source states that Kuwait paid a nominal tribute to the Ottomans, while other sources 

say the opposite; that the Ottomans paid a kind o f protection money to the Kuwaitis to 

keep the Shatt al-‘Arab safe. On the same issue of Kuwait’s emergence in the 19th 

century and the Ottoman attempt to gain control in 1866-67, Slot states that it had 

been impossible for the Ottomans to intervene in Kuwaiti affairs during the first half 

o f the 19th century because of the weakness of their position in Basra.13

Kuwaiti commercial activities were growing at that time, when the neighbouring 

political entities evidenced different socio-economic patterns that ranged from a 

feudal agricultural entity as in Iraq under the Ottoman domination, through Persia 

under its military regimes, to a predominantly nomadic Bedouin entity, as in most 

parts of the Arabian Peninsula. We should note here that the Ottoman Empire, which 

was expanding when Kuwait emerged as a distinct state, and which continued, 

although weakened, until the early 1920s, was identified with the idea of the 

homeland of Islam, Dar al-lslam. This idea was based on the maintenance of a 

religious connection through applying similar policies in its constituent countries with 

the aim of broadening Islam. Consequently, there were no political boundaries that 

might have hampered this aim. The Ottoman Empire was ruled from Istanbul through 

a complex system of Pashas (Walis or Governors), military troops and followers. 

Kuwait did not fall under this system because it did not consent to the Empire’s 

financial appropriations unlike other parts of the Ottoman State. This confrontation 

with the Ottomans laid the foundations of the Kuwaiti political experience.14 

Another part of this universal state existed in the Wilayats of North Africa, except 

Morocco, whose relations with Istanbul were those of allies rather than direct
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dependencies. These alliances occurred in the case of naval jihad, war, in which the 

Muslims of these Wilayats endured successive European attacks throughout the 

sixteenth, seventeenth and eighteenth centuries. Again Kuwait did not belong to this 

system. It emerged in 1712 after the European wave of colonialism that accompanied 

geographical discoveries and survived the wave of imperialism that reached its peak 

in the last third o f the nineteenth century. The state that emerged in Kuwait depended 

primarily on trade, and endeavoured to maintain its solidarity, facing surrounding land 

powers: the Ottoman Empire in the north and west, Persia in the east and major 

European naval powers in the Gulf, like Holland, Britain and France. This state had to 

maintain a carefully balanced policy to pursue its statehood. Pursuance of this policy 

may explain the kind of relations Kuwait maintained with the Ottoman Empire and 

later with Britain.15

Kuwait’s geographical position situated the state within two vital circles; the first 

being the Arab world and the second the Gulf region. Kuwait is thus a part of the 

larger Arab structure.

Kuwait is located between the vast desert plateau that forms the Arabian Peninsula 

and the Arabian Gulf. The Arabian Peninsula throughout history has been a region 

that witnessed extensive travel to and from the fertile valley o f Mesopotamia that 

became known later as Iraq. In the mid-seventeenth century, the Sheikhs or leaders of 

the Bani Khalid tribe came to the al-Ahsa and Qatif regions of the Peninsula. The 

Bani Khalid did not meet with any interference from the Ottoman State nor were they 

obliged to take part in the Ottoman military followers system as previously 

mentioned. These circumstances enabled the leader or Sheikh Barak ibn Gharir, to 

declare himself the ruler over al- Ahsa and Qatif in 1760. Subsequently, the influence
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of Bani Khalid extended from Qatar to the border o f Basra in the north. Sheikh Barak 

is historically given credit for the building of the Kut or small castle. The Kut was 

used as a supply and ammunition depot that was architecturally similar to the military 

bases and towers of al-Ahsa. This base, especially its centre, was called Kut. The 

newly built base o f Bani Khalid was smaller than a Kut, therefore it was given the 

diminutive name of Kuwait.

At the beginning of the eighteenth century, a massive migration occurred from the 

centre of the Arabian Peninsula; the migrants were the al-‘Utab tribes, who first 

inhabited several parts of the Arabian Gulf, then settled in Kuwait. The Bani Khalid 

handed over the fortress or Kuwait to the al-‘Utab as a prize for their support after a 

struggle between the al-‘Utab and the Ottomans. The al-‘Utab finally inhabited and 

developed Kuwait. So it is clear that the tribe who built the military base, was the 

Bani Khalid and the second tribe, al-‘Utab, inhabited this base and developed it later. 

Both tribes were from the Arabian Peninsula.16 Thus, we must emphasise that Kuwait 

was inhabited solely by Arabian tribes, and so the claim made in some writings that 

Iraqi territory extended into the Arabian Peninsula is demonstrably false.17

History indicates that on the fall of the Abbasid Empire at the hands of the Mongols 

(656 A.H./ 1258 A.D.), Iraq was divided into a group of Mongol emirates. These 

emirates were allied to the Mongol- Persian union, which was overpowered by the 

Ottomans three centuries later.18

As for the features of the Kuwaiti society, in terms of class and politics, we consider 

these with the purpose o f discovering the origins of the characters of Kuwaiti drama,
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and the historical backgrounds of these characters that present their meanings on stage 

or indeed in any Kuwaiti literary production. Because Kuwait was first inhabited by 

Bedouins, it is important for this research to investigate the tribe’s socio-political 

classification system.

A tribe is made up of groups of families, ‘ashira, that were related and had a common 

ancestor. Each ‘ashira usually camped together in the tribal dira, which may extend 

as far as 300 kilometers in any direction, and shared the duties of herding with other 

members o f the tribe.

At the head o f each ‘ashira was a sheikh chosen by the majlis or tribal council and at 

the head o f the tribe stood the primary sheikh, who is also called sheikh mashayikh or 

sheikh of sheikhs. The tribal leaders did not enjoy absolute authority over their kin 

groups. In the Arabic language the term ‘sheikh’ means a male elder but not a ruler; 

the sheikh is obeyed by the younger men out o f respect and not by compulsion. The 

sheikhs were elected by the majlis to supervise the affairs of the '’ashira, that is, to co

ordinate the different sectors of the tribe and to communicate decisions in matters 

such as migration, raids, wars and other related economic activities. Kinsmen were 

consulted and expressed their opinions in major decisions.19 The concept of shura or 

consultation is an important concept of tribal political organisation.

Another important concept in the organisation of tribal society is asll or genealogy. 

Asll was and still is the central principle of social class in Arab countries including 

Kuwait. Most power was wielded by the camel-herding tribes, who claimed to have a 

purer and longer genealogy as they descended from the noble tribes of Arabia. The 

tribes who were considered to have less defined genealogical roots were situated at
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the bottom of the desert social scale. This social classification was based on the 

nomadic mode of economic organisation.

In the desert, the camel was the source of the wealth and power which gave the 

nomads authority over large areas of the desert. Therefore the noble tribes were 

economically and socially prepared to be camel-herders, while the tribes of shepherds 

were less mobile as they depended mainly on sheep and goats. The noble tribes 

practiced a close endogamy to maintain their noble origins and authority in their 

region. Harold Dickson notes in his study of the tribes of northern Arabia, that:

No Arab of a superior or, sheriff, tribe can take a daughter from (or give a 
daughter to) an inferior one. Should a Bedouin elope with and marry a slave or 
a girl of inferior tribe, he can never again return to his kin, for to marry down 
is to defile the tribe’s blood and they will kill him.20

When the Eastern trade route changed due to the occupation o f Basra by the Persians 

in 1775, Kuwait became a vital centre for the caravans carrying goods between Basra 

and Aleppo during the period from 1775 to 1779. At that time, British-Persian enmity 

resulted in a change of practice: goods coming from India were unloaded in Kuwait, 

instead o f using Basra as a route to Aleppo. Trading goods established a merchant 

class on land and sea. Merchants bought the raw material, in the form of teak plants, 

from India and financed the construction of vessels. At first, the neighbouring 

nomadic and semi-nomadic tribes supplied the necessary labour and furnished the 

merchants with goods suitable for export such as ghee and horses. Later, shipbuilders 

came to Kuwait from Bahrain. They did not mix with the Kuwaitis; instead they lived 

in a separate Shi‘a community known as baharna.21
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Shipbuilding soon became one of the most profitable industries in Kuwait. Towards 

the end of the eighteenth century, the number of vessels built and owned by Kuwaiti 

merchants matched that o f any newly established port along the Arabian Gulf. In 

1841, it was reported that Kuwait had 31 large and 50 small vessels engaged in 

commerce and about 350 small vessels used in pearling and fishing.22

People from nearby countries were attracted to Kuwait because of the new job 

opportunities, which prompted tribes from central Arabia to move and settle in 

Kuwait. In 1845, the population of Kuwait rose to about 22,00023 and with this 

increase of the population, the economy flourished. The pearl fishing industry became 

widespread and a new group of merchants formed a privileged class in Kuwaiti 

society. These were the tawawlsh or pearl merchants who owned the vessels and 

financed each voyage. They would always employ a nukhidha, captain, who would 

usually be from a well-known Sunni family, and also a number o f divers, haulers and 

cooks, for a season o f four or five months each summer.24

There were two methods o f financing pearl-fishing voyages: the system of fifths or 

khamamxs and the system of advances or salafiyya.

The khamamis involved pre-fixed shares; after the pearls were sold, the ship-owner, 

usually the merchant, received one-fifth of the income, while the captain and the crew 

divided the rest of the income on a pre-arranged basis, and in addition, a part of the 

income went to the diving tax owed to the ruler, Sheikh Mubarak Al-Sabah. The 

second system, salafiyya, was based on an advance cash payment given to the 

families of divers and haulers while the men were away on their voyage. The 

payments took the form of a loan or salaf. The captain or nukhidha borrowed the
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money from the merchant, who would charge high interest. If the income of the 

voyage did not match the pre-payment, the nukhidha would be obliged to make 

another voyage for the same merchant. If the nukhidha died, his sons and brothers 

would have to pay or work in the same industry until they had paid the merchant.

Both systems gave advantages to the merchants, who controlled both vessels and 

pearl marketing. Moreover, the prices paidxdc for pearls in Kuwait were less than 

those paid in Bahrain and Bombay. This condition created a class of poor employees, 

whose suffering has been depicted in a rich literature of novels and poems, and later 

in films, for example; Hassan Ya'qub al-‘Ali's short stories, Ibn al-Bahar ( The Son 

o f the Sailor), al-fiassba (The Pearl), al-Asabi ' (The Fingers), Mawj, R iah, Mattar 

(Waves, Winds, Rains), and the film Bass ya Bahar (Cruel Sea) by Khalid al-Siddiq. 

In 1939 the British political agent in Kuwait reported that some sailors were so poor 

that their sons had to sail with them as they could not afford to leave them at home.25

During this period, the internal structure of nomadic society, in regard to their 

residential unit and kinship ties based on a common descent, became firmly 

established in Kuwait; however, it was the ‘ashira or group of related families rather 

than the tribe that became established as part o f Kuwait's basic socio-economic 

system. Large families lived in one neighbourhood or farij and the city's districts were 

classified as East, West and Central. The East, Hayy Sharq, was inhabited by the pearl 

merchants, nukhidha and divers. The Western part, Hayy QiblT, was inhabited by 

wholesale merchants. The al-Sabah, the ruling family of Kuwait, lived in the central 

district.
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If  we consider the environmental influences on the Kuwaiti character, we notice that 

the Kuwaiti people have long practised the occupations associated with two 

environments, the desert and the sea. They were mainly engaged in pearl diving in the 

shallow waters around Kuwait until the first seagoing ship was built in 1917 when 

they were able to travel greater distances. However, Kuwaiti people would also reside 

in the desert at certain times of the year, mainly at the end o f the winter and the 

beginning of the spring when mushrooms and the wood o f dry trees could be 

collected. The relationship with the sea established the different classes of society 

because certain functions were performed by particular social categories. Merchants 

who owned the ships and the sailors' houses belonged to the higher rank, while sailors 

and workers belonged to the lower class and were completely dependent on the 

merchant class. Sailors were threatened in the sea, facing its dangers, and threatened 

on land with the loss of their houses if they could not pay their debts to the merchants. 

They were described in literature as slaves of their profession.

The sea life also included the folkloric arts of singing and dancing accompanied by 

basic traditional musical instruments that are still in use in modem Kuwaiti songs. 

Sailors used to sing to encourage themselves to work in severe conditions and dancing 

to the rhythms of their songs would create a joyful atmosphere through the voyage. In 

addition, these sailors’arts contained theatrical elements like certain dialogues and 

body movements that were performed to the accompaniment of particular types of 

music.

Divers faced many dangers: they would dive holding their breath, to where shells 

might be found in places known as hayr; sharks or other lethal fish might attack them,
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and the pearl-oysters would often close their shells on the divers’ hands.26 There were 

also hazards such as chronic lung diseases and sunstrokes. The sailor’s hardiness in 

the face o f danger and difficulty gave him a good reputation that encouraged some 

Bedouins to become sailors or pearl fishers; those who did so are called locally 

Hadhar or the modem people because they left Bedouin life and adopted sea life. To 

gain this social esteem, Bedouins would travel long distances from the desert and live 

by the sea to learn the sailors’ profession.

Another important figure in the country’s sea life was the tawwash or pearl merchant, 

who would buy the pearls before they reached the land. He had his own ship and 

crew. Before the season finished he would go to the hayr where the ships were, and 

would examine the pearls and negotiate prices. The merchant would either sell the 

pearls to a richer tawwash or keep them to be sold in the international pearl market, or 

sell to a nearby Asian country.27

1J  The Discovery of Oil and the Transformation of Kuwait

1.3.1 Introduction

The transformation of Kuwait’s economic status preceded as well as resulted in the 

transformation of its political and cultural life. The discovery of oil necessitated 

immediate political and social changes. Two main social changes occurred: first, the 

increase of the Kuwaiti population in the 1950s, due to the arrival o f 100,000 skilled 

and unskilled workers, encouraged by free health, education and domestic services; 

second, is the provision of unorganised government work that was inadequately 

consolidated.
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Kuwaiti politics also adopted new changes. The Shura or consultation system that had 

been established and maintained since the foundation of Kuwait took a legal form. 

Both legislative and executive powers of government continued to reside with the 

Amir, Abd Allah al-Salim al-Sabah. He issued Royal decrees which constituted the 

legislation o f the state and in 1959, the highest advisory and decision-making body, 

the Supreme Council, was established.28

Social groups that were politically and economically linked continued to grow after 

oil was discovered. The Emir; the chosen ruler of Kuwait, ordered an immediate 

wealth distribution among citizens by providing free housing, education and health 

services, implemented welfare and financial plans and granted the right to 

employment for every citizen. Kuwaiti social development created a social middle 

class which forms the main category of theatre audience in Kuwaiti society.

1.3.2 Historical overview

Oil was discovered at the Burgan field in 1938 29 or, according to a different source, 

in 1932,30 but production did not start until after the Second World War during the 

reign of Sheikh Abdallah al-Salim al-Sabah (1950-1965). His immediate policy was 

to build a new welfare state in which education, medical services and housing were 

free for all citizens. He employed foreign experts to set up an extended development 

plan to modernise the country. Within a short period o f time houses, schools, 

hospitals, power stations, government departments and many other social institutions 

were built. According to Al-Mughni, in the rush to modernise the city, foreign
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planners and architects demolished the old houses and created Western-style 

buildings, ignoring such climatic factors as intense heat and sandstorms. The result 

was catastrophic, and the town was in chaos. In 1954 the British political agent wrote:

In a short space of time there has been imposed on this society an almost 
unimaginable increase of wealth, an influx o f foreigners (...) and finally the 
greatly increased impact of Arab nationalist ideas. These new elements have 
served to increase the power of the Sheikhs o f the ruling family because they 
have access to the newly acquired wealth (.. .)The rich merchants have 
become much richer and those less rich have become more envious. The poor 
have to compete with imported foreign labour (...) each department o f the 
government is headed by a member of the ruling family. Practically no attempt 
has hitherto been made to restrict their expenditure either departmental or 
personal of the oil revenues. Moreover, in all matters they are above the law, 
and are accustomed to impose their personal authority by force if necessary.31

As a result, Kuwaiti society continued to suffer from class divisions as it had before 

the discovery of oil. The situation got even worse in the 1950s, when Sheikh Abdallah 

al-Salim announced the land purchase programme, with the intention to distribute part 

of the oil revenues to the people of Kuwait. Al-Mughni comments on this situation in 

her book Women in Kuwait, by stating that,

In expectation of the government project, the merchants and members of the 
ruling family claimed huge tracts of public land and registered them as private 
property in the newly created Department of Land Registry. The lands were then 
sold to the government at high prices. Because the International Bank for 
Reconstruction recommended that the funds supporting this programme should be 
reduced, many middle-income Kuwaitis went bankrupt because they had taken 
loans to invest in land during the period of speculation with the result that they 
lost the ability to be entrepreneurs and simply became more dependent on the 
government.32

The income the Kuwaitis derived from private businesses formed only a small 

percentage of the total national income. As for the merchants, they established four 

privately-owned commercial banks in 1964; each family planned their own business
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activities, which were managed by their relatives, and each chose a particular trade to 

run. According to a recent study, 13 percent of Kuwaiti households rely heavily on 

welfare assistance and the state still provides substantial aid. In addition to cash 

assistance, needy families received rent subsidies, reimbursement of loan and house 

finance instalments, subsidies for the purchase of clothes for their school-age 

children, subsidies for water and electricity consumption (79 percent and 94 percent 

o f the actual costs, respectively), basic food necessities, and even petrol subsidies for 

private motoring.33

Another important social phenomenon that became established in Kuwait after the 

discovery of oil was the entrenchment of a new category of foreign workers, both 

skilled and unskilled, who became resident in Kuwait and outnumbered the native 

Kuwaiti population. In 1965 Kuwaiti citizens formed 47.1 per cent o f the population, 

becoming a minority in their own country.34

1.4 Kuwait during the Iraqi Invasion

1.4.1 Introduction

Although the Iraqi invasion is the shortest of the four stages, it is one of the most 

important events in Kuwaiti history in view of the profound destructive effect it had 

on society as a whole. Every part o f the country was grievously affected. All sectors 

o f life were destroyed including the theatres, which Iraqi soldiers turned into torture 

chambers where they tortured Kuwaiti citizens. The traumatic effects of the Iraqi 

invasion were later reflected in Kuwaiti literary and cultural productions.
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1.4.2 Historical Overview

In the dawn o f 2 August 1990, Iraqi forces invaded the territory of Kuwait with the 

intention of occupying the country and toppling its legitimate government. The Iraqi 

forces had been prepared four weeks in advance, and the spurious reason given to the 

soldiers was the liberation of Jerusalem! The surprise was not only that the Iraqi 

forces changed their direction to Kuwait, but also their aim.

To invade a peaceful, neighbouring Muslim and Arab country was the real and hidden 

intention of the Iraqi regime. It is hard to teach Arab children the meaning of Arab 

Nationalism without referring to the Iraqi invasion as a negative example. This 

invasion changed contemporary Arab political history because, if  we observe the 

political situation in the Gulf region and the Middle East we notice that the Iraqi army 

in spite of its previous war with Iran (1980-1988) was a force within the Arab and 

Islamic region which could have been used for protection and defence instead of 

invasion and destruction.

Following the march on Kuwait of at least one hundred thousand Iraqi troops, 

supported by Iraqi aircraft and tanks, and after the proclamation of the establishment 

o f the so-called Provisional Free Kuwaiti Government, an announcement was made 

on 8 August 1990 that Kuwait had been occupied by Iraq within a framework of 

unification. The names of two cities were changed and so were the names o f some 

streets, colleges, schools and hospitals which were also given different names 

referring to Iraqi and Arab figures.
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Furthermore, thousands of Iraqi families were brought over to Kuwait to replace 

families who had been killed or forced to leave their homes and become refugees. On 

the economic level, the Kuwaiti dinar was replaced by the Iraqi dinar as a step 

towards complete unity and it was claimed that other projects would be implemented 

to link Kuwait with Iraq through the railway and water distribution network. Crystal 

summarises the effects of the invasion on Kuwait as follows:

The most dramatic effect o f the Iraqi invasion was the attempted systematic 
destruction of Kuwait. Iraqi soldiers gutted the downtown business district, 
ransacked the industrial areas, and looted the residential areas: streetlights, 
hospital supplies, computers, lab equipment, school blackboards, boats, 
windows, phone booths, power transformers, food. Kuwait Entertainment City 
as well as its Islamic Museum were taken to Baghdad, as was most of the 
Kuwait Airways fleet.35

The Iraqi invasion took on a different international dimension when Saddam Hussein 

tried to gain time and use the invasion as a double-edged weapon: at the same time as 

invading Kuwait and stealing its wealth he demanded that the United Nations pay 

Iraq’s expenses for its war against Iran. He was initially hopeful of an international 

pro-Iraqi attitude or at least a neutral posture that would not lead to international 

action against him. But this hope proved illusory, as immediate support was given by 

the Soviet Union and China to the American-sponsored resolution in the Security 

Council, calling for the imposition of such necessary measures as might enforce the 

economic sanctions ratified by the Council.

This same attitude was substantiated in all developments and measures, whether 

within or outside the United Nations. The Iraqi regime manoeuvred with total disdain 

for world opinion, which demanded withdrawal from Kuwait and the return of 

legitimacy. On 12 August 1990 Saddam announced that Iraqi forces would withdraw
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from Kuwait if  Israel withdrew from Arab territories and if Syria withdrew from 

Lebanon. Saddam added that withdrawal would follow the chronological order of 

occupation: the first to occupy, the first to withdraw!

The same manipulative approach was used with the hostage issue, whereby all aliens 

residing in Iraq were detained for eventual bargaining. Saddam released hostages 

gradually, freeing some rather than others depending on the attitude taken by their 

respective countries towards Iraq; in other words, whether they were prepared to 

come to terms with Iraq and the extent of their support for the American attitude 

towards Iraq.

For six months, the Iraqi regime rejected all initiatives for a peaceful withdrawal from 

Kuwait. On 15 January 1991, the war of liberation began and lasted six weeks, during 

which time the Iraqi regime carried out two opposing actions; although Saddam 

repeated his call for help and for the rescue o f the Iraqi people and the holy places, he 

negated this by his action on January 1991, when the Iraqi regime embarked on the 

indiscriminate arrest of Kuwaiti citizens, including women and children. In addition, 

enormous quantities o f oil were dumped in Gulf waters from the Al-Fatah pumping 

station in al-Ahmadi port. This action led to vast environmental pollution and exposed 

the region to a series of catastrophes, besides the damage done to the desalination 

stations of the Gulf States. This was followed by setting fire to the Kuwaiti oil fields.

Finally, on 24 February 1991, the Iraqi regime declared its withdrawal from Kuwait. 

Kuwait was liberated after one hundred hours from the announcement o f land 

operations. On 26 February Saddam announced on Baghdad radio that the Iraqi
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forces, in response to Security Council Resolution 660, would complete their 

withdrawal from Kuwait.

Despite the human, environmental, economic and psychological costs of the invasion 

and the damage to human values, Kuwait remains sixteen years after that invasion a 

safe and secure abode.

1.5 Kuwait after Liberation

1.5.1 Introduction

Since liberation, problems both new and old have been exacerbated. The age of 

prosperity and luxury has ended and Kuwaitis were forced to face the new reality in 

the form of the enormous amount o f destruction caused by the war and the need for 

restoration and repair in all sectors of life.

1.5.2 Historical Overview

In relation to current Kuwaiti theatre, which this research is concerned with, we need 

to examine the economic, political and social problems that became evident after the 

occupation. Although some of these problems certainly existed before the Iraqi attack, 

the invasion brought them to the surface; for example, Kuwaiti women’s political 

rights.

After the liberation, a group of well-known Kuwaitis provided the Emir o f Kuwait 

with a restoration plan covering several years, but there were a number of problems.
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First, the financial problem; such as, the costs of reparing damaged schools, hospitals, 

offices, roads and oil wells exceeded the state income for 1991 by $ 10-20 billion.36 

Second, the separation between Kuwaitis who had remained in Kuwait and those who 

had been outside the country constituted a social problem.

The physical, psychological and financial sufferings of those who had stayed in 

Kuwait made them feel that they had been victims of depredation while those who 

had stayed abroad had escaped persecution. The third problem concerned nationality. 

The bidun jinsiyyah (stateless people) are residents in Kuwait who are unable to prove 

their nationality. The attitude o f some biduns during the occupation had been 

ambivalent. According to Crystal:

The catchall group also included the more opportunistic, who had discarded 
valid passports in the hope of becoming Kuwaitis in order to benefit from the 
state’s wealth, as well as others with no other home who considered 
themselves genuinely Kuwaiti. Those whose papers were not in order could 
not slip through bureaucratic cracks created by the invasion: Kuwait’s 
citizenship records were smuggled out of the country, complete with names, 
addresses, birthdates, and fingerprints. The behaviour of the bidun during the 
invasion was mixed. Many served Kuwait loyally (before the invasion many 
worked for the army and police), working and dying in the resistance. Others, 
including many with Iraqi relatives (some of them in the Republican Guard), 
joined the occupation.37

The government’s reaction was to encourage more Kuwaitis to take on positions of 

responsibility as the reliability of these foreign residents was in question and, 

according to Crystal, many had served as a fifth column, welcoming the Iraqi 

invaders. Another solution was to provide more opportunities for Kuwaiti women, 

who had played an important role during the Iraqi occupation.38 Sheikh Sa‘ad, the 

Prime Minister of Kuwait, in a speech made at Jeddah during the invasion, promised
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that Kuwaiti women will play a greater role in liberated Kuwait, and indeed on 16 

May 2005, as his promise was kept, Kuwaiti women regained their political rights.

Although the Kuwaiti government, as mentioned above, was decreasing the number 

of non-Kuwaiti residents in key positions and replacing them with Kuwaitis after the 

invasion: This law was enacted already in the 1980s by the Civil League but was 

reinforced after liberation; however, the policy was not implemented with sufficient 

thought and care. The Kuwaiti ministries replaced an experienced and trained work 

force with an inexperienced and inadequately trained Kuwaiti work force. The result 

was a decline in the level of efficiency. Another problem is unemployment; as Kuwait 

had not expanded its urban parameters, services had remained unchanged since the 

1960s making the creation of new work opportunities almost impossible.

1.5.5 Conclusion:

From the discussion of the four historical stages lived through by Kuwaiti society, it 

has become apparent that Kuwait is a relatively young state, Kuwaiti history has 

evolved in a very interesting manner; from the pre-oil period when people led simple 

Bedouin and lives connected to the sea, to a period of extensive wealth which brought 

massive changes both in the landscape of Kuwaiti society and culture, to the shocking 

period of invasion by a neighbouring Arab State, which shattered the safe haven of 

the Kuwaiti people and pushed them into new realities, to a period of liberated Kuwait 

which put Kuwaitis face to face with new concepts and challenges of a modem life 

that does not necessarily offer the same wealth as the pre-invasion period, but 

certainly an expanding cultural wealth generated by the war events.
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We can summarise the previous stages by stating that the sea, the desert, the 

exploration o f oil and the Iraqi invasion are the main factors that shaped Kuwaiti 

modem culture and identity, and accordingly directed the Kuwaiti audience’s 

response.
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Chapter Two

Theoretical Framework

2.1 Introduction

This chapter aims to consider a number o f concepts that are believed to be related to 

the hypothesis of this research, which is mainly concerned with the particularities of 

the aesthetic experience of a spectator in a theatrical event.

2.2 The Aesthetic Experience

2.2.1 Theology

In theology, hermeneus is a Greek word meaning an interpreter, and in Christian 

theology, hermeneutics is:

The finding and interpretation o f the spiritual tmth in the Bible. For example, 
the truths of the Gospels may be interpreted and reinterpreted from generation 
to generation, and thus made relevant in different eras. Lately, hermeneutics 
has been generally concerned with the interpretation and understanding of 
human actions, sayings, and creations, and specifically concerned with human 
action through what sociologists refer to as political, cultural, economic and 
kinship institutions.
In the field of literature, it has to do with the way textual meaning is 
communicated. The most important hermeneutic theory in literature appears in 
the conflation of German ‘Higher Criticism’ of the Bible and the Romantic 
period. The history o f hermeneutic theory dates from the work o f German 
Protestant theologians o f the 17th century, who developed methods of 
understanding the Bible to support their theological views.
In the Romantic period, the most prominent figure was Friedric 
Schleiermacher (1768-1834), who introduced the concept of the 
‘hermeneutical circle’. In an essay “Reading and Interpretation”, Ian Maclean 
describes this central feature thus: The circle is that the movement from a 
guess at the ‘whole’ meaning of a work to an analysis o f its parts in relation to 
the whole, followed by a return to a modified understanding o f the 'whole' of 
the work. It embodies the belief that part and whole are interdependent and 
have some necessary organic relationship. In this version o f interpretation, the 
historical gap which separates literary work from critic or reader is a negative 
feature to be overcome by an oscillating movement between historical
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reconstructions on the one hand and divinatory acts o f empathy on the part of 
the critic or reader on the other.1

The German philosopher and historian Wilhelm Dilthey (1833-1911) brought the term 

hermeneutics from theological studies to the field o f philosophy in order to define 

more clearly the methods o f Geistesmssenschaften or ‘sciences of the human spirit’ in 

contrast to the scientific method of the natural sciences, Naturwissenschaften.

In addition, he rejuvenated the term Geistesgeschichte, ‘ history of the human spirit’. 

His main concern was with essential meaning and essence, and thus with 

understanding, Verstehen. The influence o f his methods on scholarly interpretation 

was profound and permanent. This is partly the reason why hermeneutical 

interpretation developed in literary and critical theoiy. Dilthey’s theory relates to a 

general theory of interpretation, to the methods, procedures, and principles involved 

in extracting meaning from texts. It has particular application to a reader’s 

involvement in the creation of meaning. A text may have totally different meanings 

for different readers at different times. Thus, what readers bring to a text, such as 

knowledge, assumptions, cultural background, experience and insight, affect their 

interpretations. A reader is in a position to create the meaning of a given text; this is 

the main assumption o f the present research.

In the 20th century, hermeneutical methods and ideas have had an important influence 

on phenomenology, reader-response theory and reception theory. Such theories were 

developed by well-known theorists like Wolfgang Iser, Hans-Georg Gadamer, E.D. 

Hirsch, and Stanley Fish.2
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In psychology, ‘Aesthetic distance’ is defined as:

A term that implies a psychological relationship between the reader or viewer 
and a work of art. It describes the attitude or perspective of a person in relation 
to a work, irrespective of whether it is interesting to that person. A reader may 
dislike a poem, for instance, for subjective reasons, but this should not vitiate 
his objective reaction. The reader or critic has at once to be involved with, and 
detached from what he is concentrating on. The work is ‘distanced’ so that it 
may be appreciated aesthetically and not confused with reality. The writer 
bears the responsibility for gauging and determining the distance (not in any 
spatial sense) at which his work should be viewed. If he bullies the reader into 
attending, then his reader may be repelled; if  he undertakes too much, then his 
reader may not get the point.

2.2.2 Psychology

The concept o f aesthetic distance became recognised in the 20th century, though it 

appears to be inherent in 19th century aesthetics and, in 1790, Kant, in his Critique o f  

Judgment,4 had already described the lack of direct involvement in our consideration 

o f works o f art. In 1912, Bullough published an essay entitled “Psychical Distance as 

a Factor in Art and an Aesthetic Principle”,5 which proved important in the history of 

the concept. Since Bullough, a number of critics have addressed themselves to the 

matter, including David Daiches in A Study o f  Literature fo r  Readers and Critics, 

1948.6

More recently, Hans Robert Jauss, in developing his theory of the ‘horizons of 

expectations’, has given the term a very different additional meaning.

In his theory, literary value is measured according to ‘aesthetic distance’, the degree 

to which a work departs from the ‘horizons of expectations’ of its first readers. 

Another indispensable term in literary criticism is ‘stream of consciousness’, a term 

founded by William James in Principles o f  Psychology {1890)7 to signify the flow of
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inner experiences. The term refers to that technique which seeks to describe the 

various thoughts and feelings which pass through the mind. The technique is also 

known as the ‘interior monologue’. In 1901, the German playwright and novelist, 

Arthur Schnitzler, published a short novel titled Leutnant Gust ;8 a satire on the 

official code of military honour in which the interior monologue technique is highly 

developed. Nevertheless, the first to use the technique and to prove its influence was a 

minor French novelist, Edouard Dujardin, in Les Lauriers sont coupés (1888). 9 

James Joyce, who is believed to have been familiar with Dujardin’s work, exploited 

the possibilities and took the technique almost to a point nec plus ultra in Ulysses 

(1922),10 which recounts the experiences, actions, thoughts and feelings of two men, 

Leopold Bloom and Stephen Daedalus, during the twenty-four hours of 16 June 1904, 

in Dublin. The following lines give some idea of the method:

Yes. Thought so. Sloping into the Empire. Gone. Plain soda would do him 
good. Where Pat Kinsella had his Harp theatre before Whitebread 
ran the Queen’s. Broth of a boy. Dion Boucicault business with his 
harvestmoon face in a poky bonnet. Three Putry Maids from school. How time 
flies, eh?11

The high point of this extraordinary work is perhaps the forty-odd pages of the 

interior monologue o f Molly Bloom, a passage that has only one punctuation mark. 

The creation of Joyce's A Portrait o f  the Artist as a Young Man (1916)12 is an early 

proof of his interest in this technique. During the same period, Dorothy Richardson 

had begun to bring together her twelve volumes of Pilgrimage (1915-1967),13 and 

Marcel Proust was at work on the equally ambitious A la recherche du temps perdu
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(1913-1927).14 Henry James and Dostoevsky had already noted, through long 

passages of reflective writing, that they were aware of the stream of consciousness 

technique. Therefore, it seems that several original writers had been working, 

independently, towards a new method of writing fiction. After the 1920s, many 

writers were influenced by Joyce. For example, Virginia Woolf in Mrs Dalloway and 

To the Lighthouse (1927)15, and William Faulkner in The Sound and the Fury (1931)16 

are two of the most notable developers of the stream of consciousness method.

This literary technique describes a psychological process that takes place mainly 

inside the consciousness of the character, and the reader recognises it as an interior 

monologue; but what happens to the spectator while attending a theatrical event is not 

very far from this process. It is the assumption of this research that during the 

performance, the spectator develops his/her own interior monologue and experiences 

the same stream of consciousness; he/she is in a state that enables him/her to elaborate 

and evaluate both the events taking place in his/her life, and the theatrical scenes on 

the stage. This flow of experiences and the evaluation which is conducted more 

deeply as the performance progresses is the process through which a spectator gains 

more knowledge, as he would be comparing both situations. When the flow of inner 

experiences occurs during the performance, the spectator compares both these 

experiences; his/her own and the one on the stage, then reaches a belief.

This process takes place in the spectator’s inner consciousness throughout the 

performances.
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In philosophy, the term phenomena is a Greek term meaning:

‘Things appearing’, and phenomenology is a method of philosophical inquiry 
that lays stress on the perceiver’s vital and central role in determining 
meaning. It derives from the thinking of Edmund Husserl (1859-1938), the 
German philosopher. In his view, the proper object o f philosophical inquiry is 
not the objects in the world that are perceivable through the senses but, rather, 
the prior contents of our consciousness.17

This method requires a close examination of mental and intellectual conditions and 

processes. By using this method, Husserl believed, it is possible to reveal the 

inventive nature of consciousness and phenomena. The suggestion is that an 

individual human mind is the centre and origin of meaning.

In literature and literary theory the phenomenologist’s significant move towards an 

entry to and investigation of the underlying nature and essence of the work of 

literature under analysis provides a kind of access to the author’s consciousness.

A different version of the phenomenological approach is the discovery of the 

exceptional personality behind a work of literature. In order to do this, the 

phenomenological critic needs to empty his/her mind of all preconceptions and 

presuppositions about the author and the text he/she is going to study. Having done 

this, the critic is or ought to be in a highly receptive and sensitive state, a state that 

may enable him/her to share the mode of consciousness of the author. This state of 

mind has been described as ‘consciousness of the consciousness of another’. It is 

uncertain, however, if  any critic could actually bring about such a state of mind; with 

the best will and intentions in the world the preconceptions of the critic would 

eventually intervene.

2.2.3 Philosophy
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According to Cuddon in The Dictionary o f Literary Terms and Literary Theory, the 

influence o f phenomenology:

Has been widespread since Husserl founded his theories in 1900 and 
thereafter. Ideas of phenomenology were developed by Martin Heidegger in 
Germany and by Maurice Merleau-Ponty and, in turn, by Hans Georg 
Gadamer. The Polish theorist, Roman Ingarden, developed Husserl’s ideas in 
The Literary Work o f  Art (1937, trans.1973). Important German critics 
affected by Ingarden are Wolfgang Iser and Hans Robert Jauss. 18

Cuddon also notes that the influence is especially clear in Iser’s reader-response and 

Jauss’s reception theory. The term ‘phenomenological criticism’ has also been applied 

to the theory and practice of the Geneva School of critics. The long-term effects o f the 

various theories are also evident in post- structuralism.

2.2.4 Literature

In literature, formalism is:

a literary theory which developed in Russia in the early 1920s. Practitioners 
and followers were called ‘Formalists’, a pejorative term to imply limitations. 
‘Russian Formalism’ was also a pejorative label. It was finished by 1930 
because of Stalinist and Socialist-Marxist pressure on the individuals 
involved. The terms ‘formalism’ and ‘formalist’ are applied generally, not 
exclusively, to ‘literary’, ‘linguistic’ theoretical approaches.

The theory of Russian Formalism had begun earlier, in the Moscow Linguistic Circle 

founded in 1915 and in OPOIAZ (The Society for the Study of Poetic Language), 

which was based in St Petersburg and was founded in 1916. The main figure in the 

Moscow Linguistic Circle was Roman Jakobson (1896-1982), who helped to found 

the Prague School in 1926. According to Cuddon, the Russian Formalists were mainly
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interested in the way literary texts achieve their effects, and in constructing a 

scientific basis for the study of literature.

In their early work, the human content in literature, such as ideas, emotions, actions, 

‘reality’ in general, did not hold, for them, any implications in defining what was 

specifically ‘literary’ about a text. Indeed, the formalists disregard the distinction 

between form and content and regard the writer as a kind of symbol who only adapts 

available literary devices and conventions. The writer is of minor importance; all the 

emphasis is on the ‘literariness’ of the formal devices of a text. As Cuddon notes in 

his, The Dictionary o f Literary Terms and Literary Theory, OPOJAZ went so far as to 

suggest that there are no poets or literary figures, there is just poetry and literature. 

Victor Shklovsky (1893-1984) summarises the attitude in his definition of literature as 

‘the sum total of all stylistic devices employed in it’. Cuddon notes that, the first 

stages o f Formalism were dominated by Shklovsky’s ideas, which were partly 

influenced by the Futurists. One of Shklovsky’s important contributions was the 

concept o f ostranenie or ‘making strange’, later to be called ‘defamiliarisation’.

The Formalists also developed a theory of narrative, making a distinction between 

plot and story. Syuzbet (the plot) refers to the order and manner in which events are 

actually presented in the narrative, while fabula (the story) refers to the sequence of 

events. As for the motivation of a literary work, Boris Tomashevsky, another 

Formalist, used the term ‘m otif to refer to the smallest unit of the plot, and 

distinguished between ‘bond’ and ‘free’ motifs. The ‘bond’ motif is one which the 

story absolutely requires, while the ‘free’ is inessential. The concept of ‘m otif is 

clearly linked to ‘motive’, and thus to ‘motivation’. The Formalists considered a 

poem’s content as subordinate to its formal devices. The dependence on external
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‘non-literary’ assumptions was called ‘motivation’. Shklovsky defined the motivation 

of a text as the extent to which it was dependent on ‘non-literary’ assumptions, and he 

cited Sterne’s Tristram Shandy as an example o f a work totally without motivation.

In the later development of the Formalist theory, Cuddon explains that the idea of 

‘device’ paved the way for the concept of ‘function’ in a work of literature, depending 

on the purpose or mode or genre. It was no longer the device per se which was 

defamiliarising but its function in the work.

One of the key works in the evaluation of the theories of ‘function’ and 
‘structure’ is the Jakobson-Tynyanov Theses 1929. As important is Tynyanov 
and Jakobson’s essay Problems in the Study o f Literature and Language 1927. 
The Prague School was to unite Russian Formalism and Saussurean 
linguistics. It developed a concept of structure close to Saussurean 
linguistics.21

2 .3  The Reader-Response Theory

Following the previously mentioned theories, we can say, as Cuddon notes in the 

Dictionary o f  Literary Terms and Literary Theory that the reader response theory is, 

‘concerned with the relationship between text and reader, and reader and text, with the 

emphasis on the different ways in which a reader participates in the course of reading 

a text and the different perspectives which arise in the relationship’.22 Accordingly, 

the reader-response theory is concerned with the reader’s contribution to a given text 

and it challenges, with varying degrees of plausibility and conviction, the text- 

oriented theories o f Formalism and the New Criticism, which have tended to ignore or 

under-estimate the reader’s role.

According to the Reader’s Response Theory, a text of any genre, be it a poem, short 

story, essay, or scientific exposition, has no real existence until it is read. It is meaning
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in potentia, so to speak; a reader completes its meaning by reading it. The reading is 

complementary; it actualises potential meaning. Thus, the reader does not have, as 

has been traditionally thought and accepted, a passive role; on the contrary, the reader 

is an active agent in the creation o f meaning. By applying codes and strategies, the 

reader decodes the text. Various theories about this ‘collaboration’ have been 

advanced since the mid to late 1970s. For example, in his book The Act o f  Reading: A 

Theory o f  Aesthetic Response (1976, trans.1978) Wolfgang Iser 23 argues that all 

literary texts have Leerstellen (blanks, gaps or lacunae). These blanks have to be filled 

in or ‘concretised’ by the reader in order to interpret the text. But this proposition 

raises a basic question: Is the text itself the cause of the reader’s interpretation, or 

does the reader impose an interpretation on the text? A possible answer to this is that 

the reader supplies a set of social, historical and cultural norms, but the text calls them 

forth, and in a sense contains them.

The Italian Semiotician and novelist Umberto Eco published The Role o f  the Reader, 

in 1979.24 In this, he discusses a division between what he calls 'open' and 'closed' 

texts. According to Cuddon’s Dictionary o f  Literary Terms and Literary Theory,

An ‘open’ text (e.g. Finnegan’s Wake, Eliot’s The Waste Land, or Jacques 
Lacan’s Theories o f  theUnconscious) requires the reader’s close and active 
collaboration in the creation of meaning, whereas a ‘closed’ text (e.g. A 
Whodunit by Agatha Christie, A Thriller by Frederick Forsyth, or A Scientific 
Treatise on Lice) more or less determines or predetermines a reader’s 
response; though, of course, in a detective story, the interpretation of clues 
would be an important part o f this response.25

Another reader-response theory is developed by the Americans Norman Holland and 

David Bleich. In their view, reading is a form of covert wish-fulfillment, so the reader
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engages with a text as with any other form of desire. Holland’s Five Readers Reading, 

(1975)26 and Bleich’s Subjective Criticism (1978)27 respectively, analyse with depth 

the reading habits and responses of individual readers.

In Semiotics o f  Poetry, (1978)28 Michael Riffaterre claims that the ‘Super reader’ is 

the one who ‘analyses a text in a search for meanings beyond and below surface 

meanings’, also he is the one who ‘represents the sum of reactions to the language o f a 

text manifested in the published work of its interpreters, translators and so on’.29 

Cuddon states in his Dictionary o f Literary Terms and Literary Theory, that Gerald 

Prince who invented the term ‘narratee’ in his theory about the reader and the reader’s 

responses, proposed that ‘narratee’ is not the reader, but the kind of person who is 

addressed by the narrator.30

The American critic, Stanley Fish, has developed a reader-oriented theory that he calls 

‘affective stylistics’. Fish on the other hand is more interested in the ‘ways a reader’s 

responses develop and change in relation to the words or sentences as they succeed 

each other in time.’31

Another aspect of reader-response theory, which is related to my hypothesis in the 

matter o f the audience’s contributions, is referred to as the ‘reception theory’, asserted 

by Hans Robert Jauss in relationship with what he calls the ‘horizons of expectations’. 

The Reception theory itself is referred to as a school of literary theory which is 

associated particularly with the University of Konstanz and the journal Poetik und 

Hermeneutik (published from 1964). Cuddon states that Jauss

43



is concerned with the general response to literature in terms of reception 
aesthetics rather than the individual’s response, and he suggests that literary 
work should be studied in terms of the impression or impact it makes on its 
contemporary audience, and that literary value is to be judged according to 
how much the view of a text alters over time. ‘Aesthetic distance’ is the term 
used by Jauss to denote the difference between the contemporary view of a 
work of art (at the time of its first publication), and the present-day view. But 
still the idea holds that the reader has a contribution to make in the process. So 
there is a kind of balance and co-operation between the text and what it 
provides and what the reader contributes. However, all readers are different, 
and therefore may be supposed to bring a different response to any text.32

Cuddon adds more relevant theories, he states:

More recently, a number of American critics (e.g. Edward Said, Jonathan 
Culler and Stanley Fish) have become interested in ‘reading communities’ and 
institutions as determining forces in the reading of texts. Fish, for instance, 
holds that it is only within a given community or institution that the facts of 
literary study (i.e. genres, periods, authors, texts) are available, and that these 
‘facts’ are as much a product o f the community as they are of the interpreters. 
Fish contends that all interpreters are extensions of communities. His 
collection of essays: Is There a Text in this Class? (1980) is relevant.33

A more recent study in the field is Susan Bennett’s Theatre Audiences. She clarifies:

My argument here towards a theorization of audience is then concerned with 
the material conditions for the production and reception of theatre as it was 
and is construed as a cultural practice. This book devotes little space to the 
particularities of an individual spectator’s response to seeing a play and prefers 
to concentrate on the cultural conditions that make theatre and an audience 
member’s experience of it possible. It is, of course, true that live performance 
has an often uncanny ability to touch those very stories by and through which 
we understand ourselves.34

Therefore, we may note that the spectator had and still has an important position in 

the author’s mind. The spectator's reaction is also critical during the production, 

because she/he gives meaning to the imaginary dramatic world and makes it real. Yet,
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also after the production, because each spectator takes home his/her own version of 

the performance that is formulated from the spectator’s life experiences.

It is also obvious that the spectator’s role changes through time. For example; the 

ancient Greek spectator used to determine by voting whether a play should win the 

prize in the Dionysian yearly competitions. However, recently, the role of the 

spectator started to become less and less significant to the point o f passivity.

The spectator seems to have reached a point in which s/he is not only passive, but also 

needs to be hidden in the dark, far from the stage, and protected by his/her own 

barriers to formulate his/her own opinion and his own experience. To a certain extent, 

one could say that these barriers are essential if the audience is not to interfere at the 

wrong time.

In Drama Worlds, Cecily O’Neill discusses the role of the spectator in the following 

terms:

The spectator has been increasingly installed at the core o f the event in such 
disparate disciplines as science and literary criticism. This refocusing has also 
taken place in theatre studies, where semiologists have revealed the extent to 
which the spectator's role in theatre is the reverse of passive. To some extent, 
the actors and directors are also spectators of the work, as well as being active 
in its composition, but they are not the masters of its meaning.35

For the actor, the spectator is an acknowledged partner, and must not be forgotten in 

all decisions that are taken about the presentation of the event. Accordingly, O'Neill 

notes that every change in the alignment of actors and audience, even altering the 

physical location of the spectator in relation to the performers, will bring about a 

difference in response. Roland Barthes also thinks that theatre is precisely that
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practice which calculates the place of things as they are observed: ‘'if I set the 

spectacle here, the spectator will see this; if I put it elsewhere, he will not’.36 

The spectators’ point of view thus, determines their reception of events and their 

attitudes when confronted by the actors. We can see here that O'Neill’s concern, in her 

previous view, is about the immediate and current perceptions o f the audience, but 

what about the audience’s permanent perceptions? In other words, what are the 

thoughts, meanings and ideas that are grounded in the spectators’ mind after the 

production?

In this research, we assume that the theatrical process is a rolling interacting process, 

each action and reaction is important, not only for the other, but also for the whole 

process. According to Cameron, the theatrical process is generally considered to be 

formed o f several interacting parts: ‘the director, the author; the text, the performers, 

the technicians, the performance, and the audience’,37 in The Theatrical Response, he 

clarifies, ‘It is impossible to distinguish between a theatre and its audience, for both 

are part o f the larger phenomenon (the now) that sees performance, performer, and 

audience as an interacting process, each responding to the others and causing changes 

in the others and in itself. Therefore, we suppose that the theatrical process does not 

end with the end of the performance; its impact influences the spectator for hours, 

days, or maybe years afterwards. Different spectators interpret different meanings 

from the same production, and the same spectator may view the same production 

again, but in the second time he/she will comprehend different meanings.
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O'Neill also states that the knowledge or the amount o f knowledge a spectator has, 

interferes in the aesthetic response:

An important part of any aesthetic experience is the knowledge that it is just 
that, and that the parentheses o f form are safely in place. The bracketing and 
distancing of the aesthetic point of view allows the spectator access to 
different degrees of detachment and involvement39

This point of view directs the attention to the knowledge o f the spectator, and also 

his/her physical distance with the stage. We may say that the knowledge of the 

spectator which he/she acquires from the life experiences and the physical distance of 

the aesthetic experience are important to a degree that the history of theatre can be 

viewed as O’Neill calls it, a history o f ‘flirtation’ 40 with the physical distance 

between stage and audience.

In addition, Bullough thinks that: ‘both staging and dramaturgy are closely bound up 

with the evolution o f distance’.41 However, O’Neill concludes that the ideal audience 

is one that ‘maintains some sense o f detachment’.42 She also views the encounter as a 

world in which the audience observes with a balance of sympathy and detachment. 

She thinks that the audience enjoys the double pleasure of seeing through another’s 

consciousness while observing the character; pleasures that include both identification 

and distance.

On the same matter o f pleasure in the aesthetic experience, Fyfe, in his introduction to 

the Art o f  Poetry, mentions that Aristotle was an accurate observer, and he knew that 

emotion must have an outlet and therefore assigned to dramatic poetry the moral 

function o f providing such an outlet safely, conveniently and at regular intervals.
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Fyfe thinks that: ‘if  people try to bottle up their feelings, the accumulated surplus may 

explode in violent and irrational conduct. It is the object o f tragedy to produce 

pleasure.’43

We can see that there are different views about the theatrical experience, indeed one 

cannot deny that theatre, as a genre has always been an interesting phenomenon to 

investigate because of its power to reflect people’s lives through dramatic forms. 

Effective methodologies of theatrical presentation are variable; but what are the 

strategies of receiving those presentations? How do spectators perceive theatre? This 

is the main question that the present research seeks to explore both theoretically, and 

practically.

Cecily O’Neill argues that the audience is not only an important part of any theatre, 

but also the part that takes the play within to other places. She clarifies that it may 

seem that the playmakers are in charge of the whole process, while what really 

happens is that the audience, who can choose and are not forced to join the event, is 

the part that establishes other parts.

O ’Neill questions the role of the audience by declaring that: ‘their apparent passivity 

in the interaction is an active choice’.44 O’Neill also notes that the audience's response 

was increasingly focused on and appreciated after it was recognized that the 

spectator’s rote is o f crucial importance, as s/he is the one who actively masters the 

production’s meanings. Moreover, Pavis insists that: ‘since the time of Aristotle, the 

emotional reaction o f the spectator in the theatre has been the aesthetic and 

ideological touchstone o f the art’ 45

The spectator is important and his/her role is obvious, but why does this research 

regard it as valuable to investigate the role of the spectator although many previous
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studies have explored it? The answer is; we assume that the spectator’s daily new 

experiences add to her/his knowledge, as do the daily new explorations in science or 

in literature or even the spectator’s new beliefs. This research suggests that an 

individual may view a scene or apprehend a dialogue according to his/her own life 

experiences.

The basic theory, on which the current research is based, is Susan Bennett’s study, 

presented in her book, Theatre Audiences. She discusses theatre audiences under the 

assumption that they perceive theatre according to their cultural conditions, we aim to 

extend her theory as we assume that theatre audiences do not only perceive theatre 

according to their cultural conditions but also according to their individual visible and 

invisible conditions. My hypothesis is that an individual spectator’s aesthetic 

experience depends upon her/his own life experiences, and that this experience is 

affected by certain visible and invisible factors. The visible factors are the space, the 

sceneography, and the location of the seat. The invisible factors are the spectator’s 

psychology, his/her level of education, his/her social conditions, and the political 

circumstances of the region in which the spectator lives. It is also assumed that there 

is a link between Aristotle’s catharsis theory and the study’s research hypothesis 

concerning self- interpretation, in that the spectator of a tragedy, according to 

Aristotle, is purged of feelings o f fear and pity; we assume here that this fear is 

aroused by the possibility of being in a situation comparable to that o f the protagonist, 

and the pity occurs when the protagonist faces his or her tragic destiny.

It is also assumed that both feelings occur because the spectator identifies with the 

protagonist as a human. The spectator might face a comparable situation, and thus, 

during the performance, his/her mind is comparing between similar situations in both
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his/her life and what is taking place on the stage. The spectator sympathises with the 

protagonist because both of them face the same dilemmas.

Another assumption of this research concerns Shakespeare’s ‘play within a play’ 

technique, demonstrated in Hamlet, specifically in the scene where the murder of the 

king is re-enacted on Hamlet’s instructions in front of the Queen, Hamlet’s mother, 

and his uncle, who conspired to kill Hamlet’s father. When the murder is re-enacted 

Hamlet’s mother leaves the room, stricken with guilt, while Hamlet follows her to 

confront her with the truth. The Queen's conscience is pricked by the dramatic 

depiction of events directly related to her own experience.

Shakespeare’s use of the ‘play within a play’ theatre technique is connected with our 

assumption of the spectator’s self interpretation according to her/his life experiences 

or the drama of the self. As in the case of the re-enacted murder in Hamlet, the live 

acting in front o f the spectator makes her/him automatically establish a momentary 

bond between what is happening on the stage and what has happened before in her/his 

own life, in a similar situation. We add to this assumption that this comparison does 

not end when the play finishes but keeps processing for many hours after the show 

until the spectator reaches a belief that s/he may change when he/she sees a different 

production presenting a different 'solution' to the same situation that he/she 

experienced. Then the spectator may start asking: Why did I not do the same? Or, the 

spectator may find the logical reason for a situation that had happened and that he/she 

could not understand at that time, but understands it when s/he sees it from a distance 

in the performance. Even if the spectator does not realise the similarities during the 

production he/she may realise them later on when his/her mind tries by analysing the 

information, to establish links between the situations o f her/his life and the situations 

s/he witnesses during the theatrical performance.
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This process is the normal process of forming values in human psychology. Eugenio 

Barba thinks that when the spectator sees a performance, even if he/she does not 

understand it immediately, he/she will recognise its importance later for a certain 

reason, which he explains in his essay, Four Spectators. Barba declares that even if 

the spectator did not understand a production s/he keeps thinking about it, and that 

usually happens because the production has touched at least a meaning in the 

spectator’s memory. Barba elucidates:

There is a part of us which lives in exile, which we or others (the others in us) 
do not find acceptable or sufficiently important. Certain performances burgeon 
in this rationally, morally, or emotionally exiled region. The spectator does not 
consume these performances. Often s/he does not understand them or does not 
know how to evaluate them. But s/he continues to have a dialogue with the 
memories which these performances have sown deep in her/his spirit.46

the impact that a work of literature leaves on the reader/spectator is the essence of art. 

For example, in 384 B.C, Aristotle, the first literary critic in history, measured the 

importance o f any tragedy through its impact. According to W. Hamilton Fyfe, in his 

Aristotle's Art o f  Poetry (1948),47 Aristotle observed the distinction between moral 

and aesthetic criteria. He is definite in his view that the aim of tragedy is to give 

pleasure, a peculiar kind o f pleasure which accompanies the release of feelings 

affected by the stage performance of a tragedy. But does his theory fit the facts? What 

happens today on the rare occasions when we see a great tragedy performed?

The human interest holds us. We share the feelings of people like Othello or Macbeth, 

or Maurya in Synge's Riders to the Sea,48 or Lavinia Mannon in Eugene O'Neill's 

Mourning Becomes Electra49 These are people like us, yet somehow, even in the
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modem dramas, they live with greater intensity. However, we fully share their 

feelings and share them the more easily and exactly because the poet or the reader has 

excluded all those circumstances and considerations which in real life confuse our 

feelings and deny us pleasure. The author embodies his emotion in dramatic form and, 

as we share it, it becomes our own.

Fyfe explains, ‘If the tragedy has its way with us, our secreted emotion and perhaps 

also the bodily secretion of tears is released, and when the storm of excitement 

subsides, we are left with a sense of pleasurable relief.’50 This sharing of feelings has 

its roots in the common humanity of the spectators and the dramatic characters.

We assume that the spectators must have experienced on one way or another similar 

experiences to those taking place on the stage, and accordingly they share the 

characters’ feelings. At the same time, the spectators are not actually on the stage, 

facing the same destiny as the protagonists, therefore they feel safe and secure in their 

seats.

Feelings of both fear and sympathy, as Aristotle suggests, cause the effect of tragedy 

which is catharsis or the release of both feelings, the fear and the sympathy; the fear 

o f being in the same situation as the protagonist and the sympathy for the protagonist 

when he/she faces her/his destiny at the end.

This research assumes that there is a relation between Aristotle's theory of drama 

(tragedy, comedy), and the present researcher’s assumption that during the 

performance, the spectator understands what is happening on the stage through or in 

the light of, his/her own experiences. The different story o f each spectator’s life 

produces a different version in each spectator’s understanding, and finally, each
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spectator goes back home with his/her own version. For example, while reading or 

attending the tragedy of Media; the woman who murdered her two sons to exact 

revenge from her husband who left her to marry the daughter of the king, a given 

spectator who had two miscarriages in the year of this performance would burst into 

tears. Although the spectator’s experience is different from Media’s, when she read or 

viewed this situation, she directly related it to her recent life experience about loosing 

children. Accordingly, the spectator’s perception of Media was translated to a 

particular meaning in her own life. This new unique meaning is the production story 

synthesis of the story told by the drama and the spectator’s own experience. The 

spectator fears being in the same situation as Media and sympathises with her because 

she loses everything, and in the new version of the tragedy, she even loses her mental 

health. Both feelings of fear and sympathy lead to the experience of catharsis.
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2.4 Comparison between Aristotle’s Theory of Drama and the Hypotheses of this 

Research

In order to make the comparison between Aristotle’s theory o f drama and the 

hypotheses of the present research, one need to know first, how did Aristotle define 

catharsis.5‘Although the definition o f tragedy is to some extent clear, the last part of 

the definition is not.52 This is the reason behind the enormous literature that analyses 

the term ‘catharsis’ and its implications, not only because it is vague in itself, but also 

because it is so thought provoking. One of Aristotle’s analysts, Gerald F. Else,53 

thinks that Aristotle added these words at a later date. Kaufmann supposes that any 

real tragedy should not end in a disaster to achieve the catharsis, because Aristotle did 

not prescribe this in his Art o f  Poetry, on the contrary, he leaves the author free to 

decide whether to write a tragic or an ‘untragic’ ending.54 Moreover, Aristotle 

mentioned many plays as examples of Greek tragedies that had no tragic endings, 

some o f which are still the best Greek tragedies, for example; Orestes by Euripides.55 

In the Art o f  Poetry Aristotle, mentioned Euripides among the tragic writers, in spite 

o f  the variety of Euripides’ writings in comedy and tragedy. Therefore, an important 

question arises here: what did the tragedy mean to Aristotle? And what does the 

tragedy means in modem drama? If  a tragedy should not necessarily have a tragic 

ending, what should it have in particular? We can find the answer to this question in 

the last part o f Aristotle's definition of tragedy. He states that catharsis is the only 

obligatory or compulsory characteristic of a tragedy. Catharsis is the tragic reaction 

that achieves the goal of tragedy. According to Aristotle, catharsis should include two
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feelings, pity and fear. Many have argued about the precise meanings of these two 

words, and have enquired about what exactly would the spectator fear or feel pity for? 

We will examine the meanings of these two terms which Aristotle used,phobos and 

eleos, in order to link the purpose of catharsis to the hypothesis of this research.

It is assumed by Kaufmann that it is inaccurate to translate these terms as fear and 

pity.56 At this point we prefer to consider instead, what these terms meant to Aristotle 

during his time and whether these terms still hold the same meaning in the twenty- 

first century. If we focus on the whole of Aristotle's definition of tragedy, we will 

notice that he states that the tragedy should present a noble action, therefore the 

protagonist should be of a higher position, a king, a hero or a leader. It should have a 

particular length and should ultimately cause catharsis.

I f  we consider the meaning of pity in a tragedy, we may find that this feeling may not 

happen when the spectator is witnessing the fate of a protagonist of a higher social 

position. It is more logical to consider that the emotion of pity should be felt by a 

person of a higher position towards a person of a lower position because the later is of 

limited social qualifications. Why Aristotle wants the spectator to feel pity for the 

tragic protagonist who belongs to a higher position when the protagonist chooses to 

commit the hamartia or the tragic flaw? The dramatic character of the protagonist 

makes him/her deserve his/her misfortune or crisis; so the spectator should not feel 

pity for the protagonist who chooses by his/her entire will to commit the tragic flaw. 

As Kaufmann states, Aristotle meant another feeling which has not been considered in 

the translation and analysis of the Art o f  Poetry. A more sensible meaning is the 

feeling of sympathy and not pity; for example, I, as a spectator, do not feel pity for 

Agamemnon, who has killed his cousin’s wife and son, and his daughter Iphigenia as
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a sacrifice to the winds that would take the Greek ships to Troy, and then opened his 

house to his cousin, who sought revenge by seducing Agamemnon’s wife 

Clytemnestra, who then conspired with his cousin to kill him. If we go back earlier in 

the same story of Agamemnon, we find that Agamemnon, the protagonist, had killed 

his cousin’s family and sacrificed his daughter. So he did commit the hamartia, and 

was not wise to leave his wife with the person whose life he had destroyed over ten 

years.

Agamemnon logically deserves his misfortune and he being a king, makes it even 

worse because those in great positions must perform great achievements: I also do not 

feel pity for Oedipus who was proud and arrogant, and did not allow an old man, who 

was in fact his royal father, to cross the road before him, and killed him without pity. 

This is what Aristotle meant when he defined the tragic character as noble, but at the 

same time committed a hamartia upon which the tragic character may deserve its 

tragic ending. We think that Oedipus and Agamemnon deserve their tragic endings, 

and so the spectator might not feel pity for them. According to Kaufmann:

"Pity" has the connotation of feeling sorry for someone, of looking down 
rather than up. We do not "pity" those we greatly admire, much less those to 
whom we look up in awe. "Pity" is not what we feel for Prometheus or 
Oedipus or Sophocles’ Heracles.57

What did Aristotle mean then? Did Aristotle really mean sympathy and not pity? If 

we look at the word sympathy, it means sharing the feelings of someone who is hurt, 

sad or in trouble. This meaning may be closer: we may sympathise with these 

protagonists’ trouble or sadness, but we should not feel pity for them.
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The feeling o f sympathy is therefore, essential to achieve the tragic effect; without 

this feeling, there is no tragedy, and there is no tragedy without sympathy, according 

to Aristotle.

The second feeling is fear; one might wonder what a spectator may fear and, why 

should he/she fear it? We will answer this question later when we compare Plato’s 

and Aristotle’s points of view regarding the ideal city, but first we need to look at the 

meaning o f the word fear. Fear means the feeling that something unpleasant may 

happen, or being afraid of somebody or something. David Ross, one o f Aristotle’s 

critics, explains pity and fear; he argues with respect to the latter term that the 

spectator, as a human like the character on the stage, may fear facing the same destiny 

which the protagonist faces in the tragedy, and Ross reinforces his analysis by citing 

Aristotle’s words from The Speech, ‘We have to remember the general principle that 

what we fear for ourselves excites our pity when it happens to others’. 58 

On the other hand, we find Aristotle referring to a specific meaning in the definition 

o f the tragedy that may be far from all his analysts’opinions because Aristotle makes 

it clear that the fear is for the protagonist him/her-self. In John Henry Freese’s 

translation of Aristotle's Rhetoric, in the Leob Classical Library, we find Aristotle 

arguing that: ‘Men do not fear all evils... but only such as involve great pain or 

destruction, and only if they appear to be not far off but near at hand and threatening’. 

Aristotle also notes that, ‘Fear is accompanied by the expectation that we are going to 

suffer some fatal misfortune.’ Kaufmann comments that these two sentences are 

wrong if "fear" is meant.59 Kaufmann prefers the word terror instead of fear. He uses 

Aeschylus’ tragedies as an example, to prove that the word terror is more meaningful.
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Aeschylus’s tragedies cause terror, Oedipus Tyrannus, and King Lear by Shakespeare 

can cause terror instead of fear.

Wolfgang Schadewaldt, one of the most eminent German classical philologists, noted 

that Aristotle did not mean pity and fear, nor did he mean terror. Schadewaldt thinks 

that the term eleos is very close to the German words Ruhrung, Ergriffenheit, and 

Jammer, but is he right? Schadewaldt fails to explain what is right and what is wrong, 

and why.60

Kaufmann claims that G. M. A. Grube’s analysis o f the term phobos, seems entirely 

right when Grube mentions that ‘the exact meaning of phobos lies probably 

somewhere between fear and terror’. 61

To put the previous discussion into modem and current meaning, no one in the 

twenty-first century would fear being in the mythical situation of Oedipus, who was 

Aristotle’s ideal example. But if this supposition is to make sense in the twenty-first 

century, it will only be so if we consider this fear as the vague fear of a hidden destiny 

that the spectator may not know anything about or, that the spectator may fear his/her 

own future, which could be the logic result of his/her present circumstances. The 

spectator’s fears belong to his present and past which are composed of all the self

experiences, and the situations that s/he has faced. It is also assumed that this is the 

reason why classical tragedies still acquire new meanings when re-performed. These 

new meanings are composed from both the classical texts, and the spectators’ life- 

experiences.

I f  we consider the same example that Aristotle used in Oedipus, it is evident that the 

spectator does not fear that he/she will suffer exactly the same fate as Oedipus; but
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when he/she sees Oedipus approaching his destiny, and has understood his 

characteristic features as mentioned earlier; that is Oedipus being proud and arrogant, 

he/she will then compare and align Oedipus's actions to his/her internal fears. The 

conscious and sub-conscious levels of a spectator’s psyche contain his/her own 

characteristics and features as a human being who shares his humanity with the 

protagonist. The spectator would imagine him/her-self in the same situation, but with 

different conditions produced by his/her own personal memories that he/she lived and 

held in his/her memory.

Aristotle meant a certain meaning that belongs to his time. To find out this meaning, 

we should go back to the Greek times to understand the term within its historical 

context. To Homer, phobos denoted the horror felt when fleeing from a battle, but 

later the word took on a less specific meaning, approximating to the word fear. If we 

consider the word pity in the same way, we find that Aristotle’s critics went far 

beyond the actual meaning o f the term eleos. Aristotle’s meaning is that eleos is a kind 

of pain that is caused by the viewing of evil, an evil that hurts or kills a victim who 

does not deserve it; an evil that one thinks may happen to oneself or a friend or 

relative.62 Aristotle also argues that people feel eleos only when they know that there 

are kind people who fear God. Because if people think that there are no kind human 

beings, they would think that these people always deserve their unfair destiny. The 

human being in general is moved by eleos when he/she is greatly affected or 

influenced, and thinks that such evils might have occurred or might take place in 

his/hers or others’ futures.63

To prove the link between Aristotle’s theory in tragedy and the hypothesis o f this 

research, I enquire here as to why did Aristotle think that a spectator or any human
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being in general might feel eleos? In addition, how could a spectator experience a 

feeling that has no basis in his/her memory?

The spectator should have a comparable experience that he/she can build his/her fears 

on. The spectator is a human being, and what is happening on the stage to the 

character could happen to the spectator too. Besides the previously mentioned 

conscious and sub-conscious levels of the spectator’s memory which may interfere in 

the spectator’s aesthetic experience, the spectator could never experience the tragic 

effect that Aristotle refers to without having his/her personal memories and meanings 

that he/she has formulated through life.

Furthermore, Aristotle sets conditional characteristics for the kind o f audience who 

view tragedies; they must be ‘kind’ and have pity. Otherwise, the spectator may think 

that the tragic character deserves his/her ending, thus Aristotle has his own point of 

view about the kind of audiences who watch tragedies.

Why did Aristotle mention these characteristics? We will try to approach the answer 

through the last part of Aristotle’s definition o f Tragedy, in his words; 'ten ton 

toioutdnpathématon katharsin'.M Or, according to Else’s translation: ‘The 

purification of those painful or fatal acts which have that quality’, and according to 

Grube’s translation: ‘The purgation of such emotions’ 65 As we notice, in both 

translations, catharsis is the last word in the definition of the tragedy, and it is the 

result o f the previously mentioned two feelings, phobos and eleos.

Else claims that his translation is close to Aristotle’s definition of tragedy in the Art o f  

Poetry, but Else also argues that the only other occurrence of the word catharsis in the 

Art o f  Poetry is ‘altogether irrelevant and unhelpful’.66 Else comments that it is a fatal 

weakness to mention a paragraph that discusses catharsis in the Politics where it has
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no other link to the concept of the book. However, as we are mainly concerned with 

the audience’s aesthetic experience, so we need to approach Aristotle’s discussion 

about catharsis in Politics in which Aristotle debates that the feelings that strongly 

affect some souls are present in all to a varying degree, for example, eleos and 

phobos, as well as ecstasy.

He states that the last feeling which is ecstasy, affects certain people greatly. He states 

that they, the audience, are calmed by the influence of music and religious ritual 

songs that should move their souls. They also seem to be healed and cleansed 

emotionally, "Katharseos". These are the people who surrender to feelings of eleos 

and phobos, and emotional people generally, whose feelings are influenced 

sympathetically by events on the stage.67 This suggests that Aristotle dislikes those 

whose souls are susceptible enough to surrender to sympathy and terror. Also, it is 

surprising to discover that the feelings aroused by tragedy did not interest Aristotle, 

this was also the case of Plato.

It is also clear that Aristotle does not put himself among these people, i.e. the 

audience. He argues that: ‘Theatre may provide a great service to audiences, 

especially for those plain, ordinary people who lack experience, in other words; the 

emotional and unstable people who feel better after crying.’ 68 

Grube imagines Aristotle telling Plato: ‘Of course, this catharsis affects only people 

who lose control of their emotions. You and I, as philosophers, will remain 

unaffected. At least I do; I’m not sure about you’ 69 In the Art o f  Poetry, however, 

Aristotle never states that in catharsis, there are differences between vulgar and the
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educated people.70 As for Plato, he thinks that it is essential to banish Tragedy from 

his ideal city because it could undermine courage and social stability. He argues that a 

spectator of a tragedy is likely to become weak when he views the protagonist giving 

in his courage, surrendering to pain and screaming, like, for example, Sophocles’ 

Philoctatese and Hercules.

On the other hand, one can see that Aristotle’s discussion of catharsis indicates that 

attending tragedies may have the opposite effect on audiences, because it would 

release their imprisoned feelings and thus bring about stability, as we mentioned 

earlier.

Why does Aristotle think that those whose feelings are unaroused by tragedy are 

‘clear souls’. What does Aristotle mean by clear or stable souls? And why or how do 

‘emotional’ spectators clear their souls? A possible answer to Aristotle’s thinking may 

depend on the personal experience of each spectator. Aristotle considers emotional 

audiences to be weak, because they are threatened or terrified by the experience the 

protagonist is going through, while people who have really experienced difficult 

situations, or who know how to deal logically and calmly with dangerous situations, 

would not be affected. This is why Plato did not want the citizens or audiences of his 

ideal city to experience terror, even from a distance, because the common 

inexperienced people would be affected, and from his point of view, these 

experiences would cause cowardice to infect a perfect world, both philosophers 

believed that audiences are affected by what they are; that is, by what they have 

become through the experiences they have undergone, whether they are emotional or 

not, these audiences can be influenced by tragedies through their personal ways of 

behaving or dealing with life. However, both philosophers disagreed on the method
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that the members of the audience may use to become better citizens; Aristotle advised 

emotional people to clear their souls by exposing themselves to the experience of 

tragedy, and be strengthened by getting rid of their weak emotions, while Plato argued 

that audiences should not even go through such experiences.

We must then ask ourselves: If we want to reach a belief about a horrible fact, should 

we prove it through experience or should we just believe in it without being brought 

close to its circumstances? That is a question that everyone may answer differently, 

according to his/her own personal experiences in life. That these differences exist 

proves the validity of our assumption, and its crucial importance in creating the 

meaning of a dramatic work influenced by the spectators’ private self-experience, or 

as we may call it the ‘Theatre of the Self.

As we noted earlier, Aristotle and Plato both agreed on one point, which is that 

audiences are affected according to what they are and what they may think about 

themselves when watching a tragedy; but what about the second type of drama, 

comedy? Do audiences still view comedies in the same way as tragedies or in a 

different way? We first need to know how Aristotle defined comedy.

The section on comedy in Aristotle’s Art o f Poetry has been lost, and so we have only 

two places in which Aristotle mentions comedy, which are in the fourth and fifth 

chapters o f what survived of his book. Aristotle considers comedy to be a different 

kind of drama from tragedy. He adds that the major difference between comedy and 

tragedy is the type of person imitated. Comedy presents people o f lower social 

positions, while the tragedy presents people o f higher positions.
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Tragedy imitates the life and actions o f superior persons, while comedy imitates those 

of low-born people who have comic faults, which are part o f their ugliness.71 

Aristotle notes that the comic mask is ugly, but causes no harm or pain. In 1938, a 

Greek manuscript was found72 which goes back to the Peripatetic era. Its subject is 

poetry written following Aristotle’s methodology. The manuscript includes a 

definition of comedy which is similar to Aristotle's definition of tragedy, adding a 

sentence that recalls Aristotle’s remarks on comedy: ‘The comedy is an imitation of a 

laughable action by people of a lower position ... that brings about the purgation of 

souls through the emotion of mirth and through laughter.’73 To Aristotle, it was good 

to free one’s soul through mirth and other trivial emotions by laughing without harm. 

Aristotle and Plato both agreed on this point; however, both believed that laughter 

was dangerous to certain people. Its danger lies in its influence, which is contagious. 

Plato thought that imitation in comedy was not safe, and advised that only maids and 

hired barbarians should see comedies.74 Aristotle advised that it should be forbidden 

for young men to view comedies before they reached an age at which they were 

allowed to sit with older people at one table.75

The role of catharsis in comedy is to free souls, but differently from its function in 

tragedy, in which the treatment occurs by facing danger; homeo pathie, in comedy, 

the treatment occurs by facing the opposite of danger; alio pathie. The comedy results 

in the peace o f the soul. In The Speech, Aristotle mentions that humans are quiet when 

not confronted by violent emotions such as anger, and so imitating and laughing may 

free souls by exposing them to the opposite o f such negative emotions.
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It seems that the ancient Greeks laughed at ugly people, or people of a lower social 

position. Drama in general and comedy in particular has developed into different 

definitions. In other words, what was considered comic during the ancient Greek era 

might not be perceived similarly in the twenty first century. For example; an ugly 

character on stage or a character of a lower position may cause the opposite of comic 

reaction in a modem play. We assume that in addition to the spectator’s experiences, 

the content o f the text and the current political and social circumstances o f the 

performance interfere in the aesthetic experience of the spectator.

The audiences’ perception changes as societies change. In addition, audiences may 

laugh according to their way of understanding or viewing certain situations. The main 

theme of the text, the political and social

circumstances, and the spectator’s experiences are some of the visible and invisible 

variables which we are going to discuss later on in this thesis.

Comic characters are not aligned with certain positions, but aligned to the spectators’ 

thoughts and beliefs about certain social phenomena, especially with regard to 

contradictions, incongruities and absurdities, and various levels or positions of 

society. That means that the comic text could be about a character that belongs to any 

social position. For example, when a spectator sees a homeless character on the stage 

using a laptop on a windy, cold night, the spectator may laugh because he/she may 

use his/her computer in his/her office or at home, sitting on a comfortable chair and in 

better conditions. Another spectator may cry at the same scene or feel sad for this 

homeless, hopeless character who is trying to capture every little pleasure. In a 

production, we may see some spectators laughing at a certain situation, while others 

find it sad, or are unmoved, finding no meaning in it.
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2. 5 The Reception Theory

In this section we will mention the most relevant studies in reception theory as applied 

to theatre audience, which constitutes the main focus of this research.

If  we reconsider Susan Bennett’s reception theory, we may find that her aim is mainly 

to analyse the theatre audiences’ reception as a politically implicated act. According 

to Bennett, the relation between production and reception is positioned within and 

against cultural values because all art forms rely on those cultural values for their 

existence, and among them is theatre, which is an obvious social phenomenon. It is an 

event which relies on the physical presence of an audience to confirm its cultural 

status. In the third chapter of Theatre Audiences, Bennett discusses varied pieces of 

research applied to different audiences; the results of one of these supported Bennett’s 

assumption.

Jacques Leenhardt demonstrated the difficulty o f examining audiences through an 

analysis of social organisations, although the social nature of theatre demands this 

method o f assessment. This difficulty is the reason for the recent academic disregard 

o f the audience’s role in the theatrical process. Daniel Dayan and Elihu Katz found 

that the audience has a limited role. Bennett argues that Dayan and Katz’s analysis is 

applicable only to a specific type of theatre. She also points out that neither Leenhardt 

nor Dayan account for the changing role of the audience in different types of theatre; 

for example, the type of recent non-traditional theatre which includes the spectator in 

the performance and demands

his/her participation. In addition, the simple description of the passive role of the 

spectator neglects the ideology of the cultural institution that produces theatre.

Daniel Dayan and Elihu Katz may not have addressed the changing role of the 

spectator, but they did discuss a type of audience which may be considered typical.
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The study, ‘The Audience-Some Face- Sheet Data’ was conducted on specific types 

o f audience in 1973, by William J. Baumol and William G. Bowen.76 It surveyed 

audiences in the United States and Britain, and its data were collected from surveys 

inserted into programmes at 160 performances, yielding over 30,000 usable replies. 

The study noted a remarkable consistency of the composition of audiences from one 

art form to another, from city to city, and from one performance to another, and 

identified that the audiences came from a very narrow segment o f the national 

population. In the main, the audience consisted of persons who were extraordinarily 

well educated, whose incomes were very high, who were predominantly in the 

professions, and who were in their late youth or early middle age.77 

Australian and American audiences were the subject of the second study which was 

conducted by Throsby and Withers (1979), called The Economics o f  the Performing 

Arts. The aim of their study was to determine the characteristics of the main economic 

supporters o f the performing arts. This study also used data from Canada, New 

Zealand, and Britain, and the results supported those of Baumol and Bowen: the 

proportion o f the population exposed to the performance consisted largely o f middle- 

aged, high- income, highly educated, professional, managerial, and white-collar 

groups; thus when attending a play or a concert in New York, London or Sydney in 

the late 1970s one was likely to be sitting among a group of people whose financial 

status, education and occupation were strikingly similar.

Both studies note that high income is a factor in engaging in leisure activities such as 

attending theatres. Another factor is a high level o f education; it was found that 

teachers made up a significant proportion o f the audience. The results o f this research
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provide additional proof that level of education is an important factor.78 In view of 

these findings, Bennett suggests that because of this high proportion, academic 

institutions might well play a significant part in determining the cultural products 

available (in mainstream theatre at least), as well as the horizons of expectations 

brought to bear by those choosing to attend.

A national idea of culture is certainly an important, and probably overriding, factor. In 

1985, Andrzej Wirth compared German, Polish, and American audiences, who ‘were 

raised in the atmosphere of an institutionalized state theatre’.79 Bennett cites the 

German theatre as an example of supported theatre, and explains that the majority of 

theatres in Germany are state controlled and dominate the country’s theatrical 

culture.80 According to Bennett, state support has several effects upon the financial 

support o f performances, and on the permanence of a ‘state-controlled’ education 

system. She concludes that because of state support, German and British theatre both 

ensure a ‘more broadly based audience’, used to a certain cultural tradition, and that 

this leads to a specific homogeneity of product. She argues that although state support 

may widen theatre’s availability to audiences, it limits the kind of theatre that is 

considered acceptable for all cultures. Wirth reaches the same conclusion as Bennett, 

noting that:

In communist Poland generous state support constitutes also a form of control, 
and the theatre in Poland has developed refined forms of (slave talk) 
Sklavensprache, to articulate the view of the intended audience of the national 
literature. Bennett's analysis of these studies concludes that the issues that 
emerged as central to reader response criticism had an obvious and 
inextricable link to the institutions that produced them. Similarly mainstream 
art is produced and consumed by people with well above-average education, 
both are then products o f the same institutional matrix.81
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A more detailed study was conducted by Coppieters in 1976,82 based on audiences 

who attended two performances at outside venues. The aim is to have a better idea 

about the audience’s response contemporaiy theatre. Coppieters based his project on 

two sample performances from The People Show (Fringe Theatre from London) 

staged at his own university (Antwerp Belgium). He assessed the responses o f the 

audience which consisted of the students o f two university classes, by interviews and 

written expressions. He found that: ‘audience members made categorical remarks, 

describing the show in terms of its difference from what was usually available for 

consumption at local theatres’83. The general reaction of this audience was 

embarrassment, because there was no frame or defined stage-auditorium barrier, and 

especially during the second performance, which was given in daylight, in which the 

audience felt disturbed by the gaze patterns o f the actors and other members of the 

audience. The second show also required

visible participation which resulted in the discomfort o f some spectators; others were 

annoyed at being prevented from employing their usual, ‘traditional’ methods of 

reception. Traditional methods, although they do not seem to include the audience 

within the content o f the performance, allow audiences, as previously mentioned, to 

create their own atmosphere in which they formulate their own experience. 

Coppieters’ study concludes by making the following points about audience 

perception:

1. One’s attitude toward / perception o f / relationship with the rest of the audience is 

an important factor in one’s theatrical experience.

69



2. Perceptual processes in the theatre are, among other things, a form of social 

interaction.

3. Inanimate objects can become personified and/or receive such strongly symbolic 

loading that any anxiety about their fate becomes a crux in people’s emotional 

experience.

4. Environmental theatre goes against people experiencing homogeneous group 

reactions.84

Another interesting study in the field was conducted by Anne Marie Gourdon (1982) 

Théâtre, Public, Perception,85 It is a comparative sociological analysis of audience 

perception. Gourdon analyses three productions at different French theatres: 

Giraudoux’s Ondine at the Comédie Française; Les Anges Meurtriers, directed by 

Joan Littlewood at the Théâtre National Populaire; and 1793 by Théâtre du Soleil, 

staged at Vincennes. Gourdon used a questionnaire to assess the audience’s 

expectations and responses with regard to each play according to the history of the 

institution, director and company, place o f performance, and stage environment. She 

found that ‘those who attended performances by the Comédie Française expected a 

conservative production with conservative values; those who attended performances 

by the Théâtre du Soleil did not.’86 She also found, like the other previously discussed 

studies, that the audiences had a similar social composition. The contribution of 

Gourdon’s study is that ‘her analysis o f the audience’s perceptions of the theatrical 

experience shows significant differences in ideology, in appreciation, in taste, and in 

the importance accorded to entertainment.’ 87
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Bennett thinks that these studies by Coppieters and Gourdon ‘encourage us to see

complex connections between actual theatre audiences and social systems, between

the notion of a theatre-going public and contemporary culture.’88

The last two relevant studies that discussed the reception theory as applied to theatre

audiences are those of Janet Wolf (1981), and Kamal Salhi (1999). Wolf demonstrates

that:

The forms o f artistic production available to the artist play an active part in 
constructing the work of art. In this sense, the ideas and values of the artist are 
themselves socially formed, and mediated by literary and cultural conventions 
of style, language, genre and aesthetic vocabulary. Just as the artist works with 
the technical materials of artistic production, he also works with the available 
materials o f aesthetic convention. This means that in reading cultural products, 
we need to understand their logic of construction and the particular aesthetic 
codes involved in their formation.89

According to Bennett, W olf s study suggests that just as the artist works within the 

technical means available and within the scope o f aesthetic convention, so audiences 

read the work according to the scope and means of a culturally and aesthetically 

constituted interpretive process.

W olfs analysis leads us to Kamal Salhi’s analysis of Kateb Yacine’s theatre in the 

formation and cultural aesthetic codes. Kateb Yacine’s innovation was in the creation 

o f an authentic, popular style of performance that he took to the people because as 

Salhi explains, Yacine failed to reach his Algerian society through the first genre he 

used that was the Francophone novel. As a result he chose to turn to popular theatre. 

Yacine believed that theatre is the genre through which he could directly reach 

people. To reach his targeted audience Yacine took his performances to the people,
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using the traditional Arabic technique of the Halqa (the circle) to represent the tribe in 

its unity.

As sound and gesture circulate, each performer, of actors and audience, become 

involved in turn. The aim of this technique, as Salhi explains, is

the performance offers a theatrical opportunity for the audience to 
demonstratively renew their commitment to an ideology in which they already 
believe. In this way the performance invites the audience to share in an act of 
creation. The public is no longer a mere witness to the repetition of lifeless 
words and gestures: it shares in the adventure of creation. This is an innovative 
theatrical form of direct action, which has a wider symbolic function. It 
indicates that society is still in the process of formation and that it is each 
individual's duty to contribute to this process. Helping the audience to act 
creatively means, from this point of view, making the duration of the 
performance a time for creative renewal. The transformation o f social and 
personal relationships is presented as a creative act. The audience and 
performers do not confine themselves only to acting. They also seek to go 
back to go back to their roots and renew their relationship to history as they 
unite with the actors in recreating its defining moments.90

A similar form of theatre was initiated in the 1970s in Brazil by Augusto Boal. In this 

form, called the ‘Theatre of the Oppressed’ the audience participates in solving a 

situation that happens on the stage. The spectator simply raises his/her hand, then 

he/she will be allowed to perform the role that he/she thinks needs to be changed. The 

situation will be re-performed according to the spectator’s beliefs and ideas in a 

particular situation. To ensure that the spectator is taking an active part in the 

theatrical event and applying what he/she believes, the spectator is asked to react the 

action himself/ herself in the same theatrical event.91 The process is educational and 

highly political as well as creative.
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In light o f all the studies discussed above I would like to argue that a spectator reads a 

theatrical production according to his/her cultural institutions, beliefs, language and 

social position. Furthermore, the spectator understands a meaning according to his/her 

every day circumstances that he/she accumulates before, during and after the 

performance, because as well as being part of society he/she retains his/her own 

individual features, conventions and attitudes which formulated his/her character and 

accordingly his/her own perception of theatre.

The studies considered above analysed groups of audiences in Britain, the United 

States, Canada, Australia, New Zealand, France, Brazil and Algeria in traditional and 

non- traditional theatres, and with regard to specific companies, institutions and 

directors, and measured their aesthetic experiences as a cultural event that takes place 

among a particular group of people who experience it simultaneously.

The present research is interested in the aesthetic experience not only with regard to 

its group practice, but also as an individual one. For example, what makes a particular 

spectator laugh or cry in a particular scene? Why is one spectator especially affected 

by a scene and why does he/she remember that scene, while another spectator is 

affected by or remembers a different scene? It seems reasonable to argue that what 

makes a spectator laugh or cry or remember a particular scene that has special 

meaning for him/her is the meaning presented through this scene that matches another 

very similar and private meaning in the spectator’s consciousness.

It also seems reasonable to assume that preparation for attending the theatrical event, 

the purchase of a ticket, finding one’s seat, the special atmosphere of the performance 

venue, and the productions’ scenography, all affect the aesthetic experience. Besides, 

there is the period before the performance begins, in which, we assume that one’s 

consciousness is prepared to receive the information presented by the production.
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Because these preparations are the traditional ways of attending and receiving a 

theatrical event, some spectators, as previously mentioned in Coppieters’study (1981), 

could be annoyed by the frustration of their expectations, as they were prevented from 

having their full theatrical experience, in which their consciousness or subconscious 

is prepared to receive information before the performance starts, and in the same 

traditional way the spectator uses the atmosphere of the dimmed lighting and the 

space between the proscenium and the seats to shape freely his/her own meanings. 

The inner experience of the spectator contains many situations that have happened in 

the past or are happening in the spectator’s present, or could happen in the future; this 

mixture o f situations and experiences constructs meanings that have equivalent 

meanings on the stage. These meanings are then modified and organised in the 

spectator’s mind. A good example of using memory to reach actual present meanings 

in the field of theatre is the method that Peter Brook uses during rehearsals. In the 

rehearsals, performers are asked to go back in time and find in their memories a 

situation or a moment in which they felt free and innocent. The aim of this exercise is 

to help the performer find simplicity from within and then reflect it to the audience. 

The performer translates this meaning into actual movements, steps, sounds or 

gestures to create a scene, using the innocent, simple feelings that he/she recalls from 

particular memories.93

I would like to argue that the non-traditional theatre prevents the spectator from fully 

constructing his/her own meanings during the production and, instead, leaves him/her 

to draw conclusions after the performance ends.

The idea of the non-traditional theatre to include the spectator as part of the 

production would enable her/him to experience the theatrical event while being part of
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it. However, as I have been part of several similar theatrical events, I may say that it 

was an unusual experience, but I found I could not formulate meanings at the time of 

the performance. My colleagues had the same reactions too, therefore; we can note 

here that these non-traditional theatrical events lead to non-traditional theatrical 

experiences, because they do not allow the audience to construct immediate meanings. 

I ought to note here that although I experienced these productions a few years ago, I 

still physically feel the experience when I remember them, may be because I was 

physically there as I physically participated in the non-traditional performance.

My physical experience, however, still acquires new meanings on every occasion 

when I remember the event. Another example from contemporary English theatre is 

Le Costume by Peter Brook. After I attended the performance at the London Young 

Vic on 30 January 2001, it was clear to me that Peter Brook expected the audience to 

imagine what was not physically presented on the stage.

Now, how is the spectator going to translate these meanings? The translation depends 

on visible and invisible elements that will be discussed later in this chapter, but before 

doing so, it will be useful to examine Susan Melrose's notion of theatre reception 

using the concept o f semiotics. Melrose argues that there are three ways for actors to 

send meanings to the audience as groups and as individuals:

First: To use signs have their likeness in the world.

Second: To read signs as a convenient metaphorical arrow.

Third: To use the opposite meanings o f signs.

According to Melrose, these are the three principal ways in which actors use the signs 

on the stage. These ways are formulated and presented by the director, who decides 

how the piece will be produced. The director, the actors, and the rest of the production 

team collaborate in presenting the production. The spectator, however, does not
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decide in advance how to receive the same production. Does he/she have the choice? 

Can the spectator control his/her personal feelings while entering the theatre? Can the 

spectator prevent a feeling, an idea, or an experience from happening while watching 

a play or even reading it? These are variables that we assume have an influence on the 

audience’s perception, which the present research will attempt to qualitatively assess 

when studying the results of the survey questionnaires. If we want to know how the 

spectator perceives theatre, and if he/she can control the way he/she receives it, it is 

necessary to follow the process of perception from the very first moments. Firstly, the 

spectator chooses to go to a production either because he/she has made an 

independent decision to go, or because others, like reviewers in newspapers and 

magazines or friends, have encouraged him/her to attend. If the spectator has made 

his/her own decision to go, and sometimes without knowing the story, he/she would 

not be affected by others’ opinion, and this would certainly affect his/her perception 

o f meanings during the performance.

The spectator’s choice of a particular production does not only mean that he/she wants 

to be entertained. It also means that the decision to attend this kind of theatre was 

made for reasons having to do with his/her own personality. On the other hand, if  the 

spectator’s decision to attend a certain production has been influenced by a critical 

review, then the critic’s point of view is likely to interfere with the spectator’s

94experience.

There are many theories in the field of the media that explain how vital 

advertisements are in raising the income generated by a given play, but only few 

researches have been done about the influences of these productions on audiences 

after the curtain has fallen.
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Secondly, when a spectator chooses to go to a production, whether he/she selects it 

without any prompting or after being influenced by a review, a conversation or an 

advertisement, he/she purchases the ticket, and reaches his/her seat, and waits for a 

few moments before the performance begins. What happens in these few moments? 

What are the sorts of ideas and experiences that might face that spectator? What are 

the factors found in the theatre environment that might influence her/him?

Thirdly, with whom did the spectator come to this theatrical event? How could his/her 

company possibly affect his/her theatrical experience? Fourthly, during the 

production, how did the actors play their dramatic roles? Is there a harmony between 

the story presented and the colours selected in the scenography?

All of these are some of the variables that we assume do affect the aesthetic 

experience of the spectator; some of these variables can be seen, so we will call them 

visible, while others are invisible and those also will be called after their nature.
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2.6 Visible and Invisible Factors

2.6.1 Visible Factors

2.6.1.1 Seat Position as a Visible Factor

When the spectator arrives at a theatre he/she begins to look around for his/her seat. Is 

it in the front row, in the middle, or in the back seats far from the stage? Or is it 

upstairs on the balcony, or in a box? Why is his/her seat in this position? Why did 

he/she not choose another seat? Was his/her choice constrained or did he/she choose 

freely?

The process o f purchasing a ticket to attend a theatrical event may greatly affect the 

mood or the attitude in which the spectator enters the place of the performance. The 

purchase may, most of the time, depend on the availability o f seats, and perhaps 

especially those spectators who have booked their seats in advance choose their seats 

for a certain reason.

Choosing a particular seat is an indication of one’s financial status and, ultimately, 

social status. In addition, choosing a seat may be affected by others: if the spectator is 

attending alone he/she may choose a different seat from the one chosen if attending 

the event with others. Choosing a seat in company with other spectators will depend 

on the kind of relationship between them, and again on their financial status.

If  we consider the position of the seat it is obvious that if the spectator is sitting, for 

example, at the front, very near to the stage, he/she will have a different experience 

from the spectator who is sitting at the back o f the theatre. If the spectator is seated at 

the front, so that there are only a few metres between him/her and the performers.

They are very close to each other, and logically, this spectator’s experience is likely to 

be stronger than that of a spectator seated further from the stage. One whose seat is in
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the middle of the auditorium will tend to have a less strong experience, but stronger 

than that of the spectator who is seated at the very back, or in the balcony, or in a box. 

He/she will have a distant and less powerful experience of the production, because the 

stage has the greatest influence on the spectator whose seat is closest to it.

The spectator, who is sitting at the back, may think that he/she will get a better view 

o f the stage, will find after the start of the performance that he/she is not able to view 

every aspect.

This position, far from the stage, might not give the spectator the chance to hear 

properly or to see well all the performers’ movements that transmit meaning to 

him/her. In spite of all the new technology and the techniques that facilitate the 

viewing o f productions, like microphones on the stage and headphones in the far 

seats, we assume that the actual physical condition of being far from the stage has 

inevitable effects.

A good example, is one of the productions that I have attended and worked on as an 

assistant director. The production was a Master’s level project at Rose Bruford 

College for Drama and Speech in London in 2001, the Japanese director placed the 

audience’s seats on the stage amidst the decor. In this performance, some scenes were 

acted among the audience, and the performers used a spectator’s shoulder to lean on; 

the director did not want any obstacles to come between the production and the 

spectators. Thus, it is apparent that the position of the spectator’s seat has an effect on 

his/her perception. It is a ‘visible factor’.

2.6.1.2 Architecture and Scenography as Visible Factors

Another two visible factors are the architecture of the playhouse and the scenography 

o f the production. We mention them together because o f the way they affect each
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other. In the first few minutes before the performance begins, the spectator becomes 

aware of the structure of the theatre architecture and what meanings can be taken from 

this architecture that may relate to the production. Perhaps a production of an old 

story will resonate with an old building, or if the building is new, a contemporary 

performance would especially suit it. Is the style o f the production or the director’s 

ideas suitable to the architecture? The architecture of the playhouse has an effect on 

audiences. It is like the frame in which the spectator perceives the era of the 

performances’ scenography, the period evoked by the designs, and the concepts 

presented by the designers, which are part of the production. The scenography and 

costume design may make the spectator feel as if  he/she is living at the time depicted 

by the production.

The spectator might not only feel that he/she is comfortable in the seat, but may also 

identify with, and even behave like the people who lived at the time in history to 

which the design refers.

The scenography is an important factor in the aesthetic experience; we can say that 

after the theatrical event, the scenography could be the only visible factor a spectator 

could remember. If we consider a modem abstract design as an example, its free 

shapes, sharp angles, and meaningful colours will prompt the spectator to respond 

freely rather than formally; he/she will be influenced by these forms and colours when 

responding to the performance. For example; the performance of Medea at the Queens 

Theatre, in London January-February 2001 which was directed by Deborah Warner. 

This performance was a modem presentation of the Greek legend Medea, the modem 

architecture o f the Queens Theatre, the modem scenography of the performance and 

the modem presentation o f the legend, provided a modem experience to the Greek 

classical story of Medea.
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The media received this work as being ‘distinguishly modem’, 'Deborah Warner’s 

marvellous modem-dress production o f Medea gives you a shattering sense', 

according to Theatre Record (January-February 2001).95

We also assume that subsequent visits to the same playhouse have different influences 

according to the spectator’s recent life-experiences after the first visit, and according 

to the drama type. As we consider the playhouse architecture as a part of the aesthetic 

experience, we think that the effect is most intense on the first visit; subsequent visits 

may not be like the same first impression, but it would have its meanings according to 

the new impression of each visit and the performance type. Therefore, the spectator 

may find him/herself establishing new relationships with the architecture, the design 

and the performance on each subsequent visit. I personally try to view every 

performance as a special event which has its own particular features. Aspects of the 

theatre’s architecture may not give a meaning to the performance on one occasion but 

may do so when the spectator experiences another performance on another occasion. 

The event o f attending a performance does not include only the physical, unchanging 

condition of the architecture, but also the inner condition of the spectator on the day 

or night o f the performance, which makes him/her see familiar things differently.

The assumption underpinning this research's objective is that personal experiences are 

part o f the perception of a theatrical performance. As a human being faces new 

experiences every day, it is not only the architecture that may have different meanings 

on different occasions, but also, if the spectator goes to a play more than once, the 

same performance and scenography may have a different set of meanings for him/her 

according to the new experiences he/she has gained since first attending the 

production.
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Cameron’s view about the audience’s aesthetic experience in his Theatrical Response 

argues that audiences respond to theatre to the degree they find it ‘real’ just as there 

are many theatres, so there are many audiences. Cameron considers that it is 

impossible to distinguish between a theatre and its audience, for both are part of a 

larger phenomenon (the now) as noted earlier in this chapter; he explains: ‘To speak 

of the objective of a theatre, therefore, is to speak o f the effect on its audience, and the 

response of that audience; moreover, an idealised aim presupposes an idealised 

audience.’ 96

The most important problem, according to Cameron, is how human beings respond to 

the theatrical event; the individuals making up an audience will respond differently to 

the theatre to the degree that they can find it ‘real’. He also declares: ‘questions of 

reality have become highly complicated in recent years, and one must simply accept 

the idea that one person’s reality is not another’s, each being limited by his/her own 

special attitudes and experiences’.97According to Cameron, there are three modes of 

audience response, each with its related type of performance in the theatre. These 

responses are:

1- Delusion: The belief that whatever happens in a play is happening to real people 

who are not actors but human beings whom one observes. This is often seen in 

children’s theatre.

2- Illusion: Coleridge’s ‘willing suspension of disbelief, the adult attitude that human 

beings are actors and characters, but that they are totally believable, and their whole 

stage existence is a perfect rendering o f recognisable experience.

3- Reality: The sense that whatever is happening in the theatre is happening, both to 

the performer as a performer, not as a character, and to the audience at the same time,
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and that what happens needs to have no specific points of contact with any other 

experience, because it is sufficient in itself.

According to Cameron, both spectators and reviewers are ‘ignorant’, because both 

lack practical knowledge of performances.98 Contrary to what Cameron claimed, he 

does not consider the spectator who may have an insider’s knowledge o f theatre. It is 

possible that spectators who are also practitioners of drama will be attending, and they 

may also have attended all the rehearsals; we assume that this sort o f audience is not 

ignorant. The only problem they may face is being bored, and they will not enjoy the 

performance because they are already familiar with the production.

Spectators o f this kind tend to receive the performance differently: it would not be the 

first time they would have experienced the production, and they would already be 

familiar with the techniques being used. They know what is going on behind the 

curtain, and the time and effort it took to present that production. Some spectators, 

who work in the fields of drama and literature, and sometimes in close relation with 

actors, will also respond differently to the production, and especially to certain 

moments, mainly because they will already have experienced those moments. In this 

situation, the experienced spectator may experience two feelings: amusement and 

depression.

1- Amusement: this happens because the experienced spectator knows what the other 

members o f the audience do not know.

2- Depression: because he/she cannot enjoy the production, because nothing is new to 

him/her except viewing the performance from a different angle and distance.
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2. 6. 2: Invisible Factors

Besides the previously mentioned three visible factors, there are also invisible factors,

2.6.2.1 Time of Arrival as an Invisible Factor

I f  the spectator arrives before the commencement of the production, he/she will 

certainly have a few minutes between entering the theatre and the beginning o f any 

performance. He/she will have time to receive new information; even if  the spectator 

has decided to attend after being influenced by a review, he/she will still not be fully 

informed about the details of the production. These few minutes of waiting put the 

spectator in another condition. At the same time, they may enable his/her inner 

experiences to come to the surface. This psychological condition he/she experiences 

in the theatre prepares him/her to compare his/her memories and experiences with the 

experiences undergone by the characters on the stage.

2.6.2.2 Social, Political and Cultural Backgrounds as Invisible Factors

The broad context in which the production takes place is an invisible factor. What are 

the political and sociological circumstances of the audience? Is it a time of war or 

peace? Are there any figures that are forbidden to be shown on the stage? What are 

the audience’s values and tastes? The political ‘message’ or ideology of the 

production may be the main reason for continuing to present a play or the reason the 

production is banned or abandoned after the first show. The political context will 

influence both the performer’s performance and the spectator’s reception of any 

meaning, because every aspect o f the production will be seen in relation to questions 

o f the state’s political ideology. The audience will also find a way to react for or
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against their political circumstances through reacting towards the production as they 

experience it. For example, in his theatre Kateb Yacine presented a political ideology 

to be performed by both audience and actors. They both form a circle that represents 

the tribe, which was the basic political unit o f Algerian society, in the circle or the 

Halqa they express their emotional and physical reactions, according to Salhi in his 

book The Politics and Aesthetics o f  Kateb Yacine,

Changing and recreating the Algerian world means going back to its 
beginnings and restoring the circle of society to its primeval unity. The actors 
place themselves in a circle which represents and recreates the circle o f the 
tribe. In this way the group recovers a primeval unity. This recreation of group 
cohesion is expressed on the vocal level by the chorus, which reflects the 
alienation o f language within society by a detached use of sounds and voices, 
to which the voice of each actor is added one by one. 99

It is also essential to consider the social circumstances of the production because 

every society has its dominant values, and if the production attacks or challenges 

these values in one way or another, either by making fun of them or using them as a 

tragic element, the spectators are likely to react negatively, and leave the theatre with 

unhappy or even angry feelings that may prevent them from comprehending the main 

aim of the production.

The production will not transmit any valuable meanings if it does not respect the 

culture of the audience. The opposite may happen, however, if the production has 

respected and considered the audience's social values positively. In this case, the 

spectator will respond positively to the goals of the production and fully comprehend 

them.

It is my hypothesis that throughout the performance the spectator is thinking and 

feeling in relation to two levels: one taking place on the stage and the second is in the 

memory of the spectator. Both levels work in synergy to create a third psychological 

level inside the spectator’s persona, that is the values he/she formulates from this
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theatrical event and his/her own experiences, which I will call ‘The theatre of the 

Self. The spectator’s awareness of his/her everyday life includes his/her values and 

the norms of his/her society and culture. If  the production has dealt with these norms 

and values negatively, there will be a struggle at both levels: externally, with regard to 

the perception of the action on the stage, and internally in the spectator’s memory. 

This struggle concerning values and norms is likely to cause feelings of anger or 

discomfort, which may hinder the spectator’s interpretation o f meanings, and vice- 

versa.

The psychological condition formed by cultural norms and individual taste is unstable 

because o f the constant change of the demographical factors, such as the level of 

education and age, in addition to the personal experiences that we assume are 

affecting the spectator’s psychological condition.

2.7 Conclusion

Because the spectator is an active part in the theatrical production and the master of its 

meanings, this research endeavours to explore the response of the spectator taking into 

account the influence of visible and invisible variables.

There are defined variables that influence the audiences’ interpretations which 

together create a theatrical experience which also holds the spectator’s beliefs and 

his/her own self-experiences. The most relevant methodology to measure the 

psychological condition of the spectator in a particular theatrical event is to do a 

survey on a group of spectators to assess their aesthetic experiences in light of the 

influence o f invisible and visible factors.
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Several studies have assessed the theatrical responses of different European and 

American audiences and have chiefly found that spectators having the same social 

position, educational level, and financial status attend the same kinds of productions 

and choose similar positions for their seats as suggested by Bennett.100 

This research will analyse the Kuwaiti audience’s response through examining 

individual responses by means of this survey, the results of which will be presented in 

Chapter Six o f this thesis.

It is also the aim of this research to expand Bennett’s argument concerning the 

‘uncanny ability of productions to touch those very stories by which and through 

which we understand ourselves’. 101 when Bennett and other critics in the field of 

theatre, suggest that productions must touch each spectator with a meaning, they are 

referring to this ability, which permits the spectator to draw a comparison through the 

theatrical event.

The spectator compares what is happening now on the stage to what is happening now 

in his/her life or what had happened in the recent past; sometimes he/she may also 

face a situation in the future and compare it to what he/she had seen in the production. 

Furthermore, this research assumes that visible variables like the architectural and 

stage decor and the position of the seat do, to some extent, determine the spectator's 

response. Some invisible factors, such as the spectator’s level of education, social 

position, political circumstances and psychological condition, also contribute to the 

shaping of the spectator’s response.

The interpretation o f a literature text from a very different era is a challenge not only 

for the author’s abilities to make the text comprehensible and meaningful, but also for 

the receiver whose knowledge and ability to understand will interfere with the 

aesthetic response. The present research is mainly interested in different individual
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interpretations and the variables that may affect them. It assumes that each spectator 

views a production within the context o f a unique set of circumstances and 

perceptions and that this may be the reason for the audience’s variable understandings 

o f one single production.

To measure this theatrical phenomenon, a general questionnaire designed by Patrie 

Pavis (1985) was translated, and modified to apply to a Kuwaiti Arab, audience.

The contribution of this research lays mainly in that it extends the previously 

mentioned theoretical studies of self- interpretation into a socio-cultural context 

hitherto under-explored in this fashion. For this end, a theatrical sample from Kuwaiti 

theatre was selected and will be the subject of the investigation in Chapter Six. 

Nevertheless, before attempting to do so a chapter on Arabic theatre will put the 

research in the general framework of Arabic theatre.
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An Overview of Arabic Theatre and its Audience

This chapter aims to provide an overview of Arabic theatre and its audiences as a 

backdrop for Kuwaiti theatre, which will be the focus of the next chapter and the main 

subject of this thesis. In order to present a comprehensive overview of Arabic theatre, this 

chapter endeavours to trace the development of Arabic theatre, present its dramatic 

elements and finally discuss Arab audiences and their reception of theatre.

3.1 Development of Arabic Theatre

There are different views about the development, the dramatic elements and the audience 

o f Arabic theatre, in this chapter we will discuss selected views of a selection o f scholars 

including Maati Moosa, M.M.Badawi, Ibn al-Hajj al-Abdari, Paul Starkey, Muhammad 

Ghunimi Hilal, Shmuel Moreh and Philip Sadgrove, Essam Abu al-Ela, TawfTq al- 

Haklm, Jacob M. Landau, and Jamshid Malekpour.

In his book The Origins o f  Modern Arabic Fiction, Maati Moosa claims that: ‘Unlike the 

West, the Arab Middle East did not have a tradition of recognisable and generally 

accepted literary forms to reflect the ethos of Arab culture.

The development o f Arabic literature came late, and did not attain fruition until the 

end of the first half of the 20th century’.1

Chapter Three
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In his book Modern Arabic Drama in Egypt, Badawi declares that: ‘It is an established 

fact that modem Arabic drama was borrowed from the West independently by Marun al- 

Naqqash, in Lebanon in 1847, and by Ya‘qub Sannu‘ in Egypt in 1870.’2 

Badawi goes on to assert ‘Yet the Arab world did have certain indigenous types of 

dramatic representations at the time, some even going back to medieval Islam.’3

In contrast to Badawi’s views, Ibn al-Hajj al-Abdarl (d. 737/1336)4 suggests that the Arab 

Middle East had such a tradition since the Pharaonic age of Egypt.

Furthermore, one should note that Arabic literature was fully developed even in the 

JdhilTya,5 the pre-Islamic era, when Arabic literature appeared in mature forms, and 

reached the peak of its glories during the Abbasid era (749-1258). Paul Starkey notes in 

his Modern Arabic Literature:

Classical Arabic Literature makes its first appearance around the middle of the 
sixth century ad , when we find a corpus of tribal Bedouin poetry emerging in and 
around Arabian Peninsula, with well-developed metrical and rhyme schemes 
indicating a considerable period (several centuries, presumably) of prior 
development. 6

According to Starkey, like the Greek theatre, Arabic literature entertained its audience,7 

and, the origins of both the classical literature of Greece, and the literature of Arabia were 

lost in time because they were transmitted orally and were not written in their time.
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As our main concern is the Arab audience, we need to have an idea of how theatre, as a 

Western genre, was imported and gradually adopted by both Arab playwrights and Arab 

audiences, here we will address and compare the views of both scholars; Paul Starkey in 

his book Modern Arabic Literature, and Muhammad Ghunimi Hilal in his book al-Naqd 

al-AdabT al-Hadith.

While Starkey declares in Modern Arabic Literature that it is impossible to understand 

the way in which the imported forms were received and regarded by the Arab audiences, 

Hilal, in his book al-Naqd al-AdabT al-Hadith, traces the development of the forms of 

Arabic literature including theatre. He firstly discusses the question why the Arabs did 

not develop a theatrical tradition, or dramatic forms, similar to those found in Western 

Europe; to do so he refers to the development of the Arabic story as an important drama 

supplier to theatre production.

Hilal states that the sources of Arabic literary genres are two fold. One is originally 

Arabic, such as al- Maqama, Risalat al-Ghufran and Hayy ibn Yaqzhan. The second 

source comprises translations from other cultures, such as A If Lay la wa Layla and Kalila 

wa Dimna, both being translated from Persian and Indian sources.8 

Hilal claims that the major difference between Arabic and Western literature lies in the 

nature and the function of the two traditions. The Arabic story, whether it contains 

philosophy or not, did not reflect the conflict between the protagonist and other 

characters, or natural and unnatural powers, as the Greek classical stories did.9
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He also claims that the authors of the Arabic stories did not aim to direct their audiences’ 

attention to agree or disagree on a general social or philosophical issues.10

He also suggests that the lack of legends in Arab history may be another reason 

for the shallow characterisation found in these stories, and goes on to assert that 

the most important difference lies mainly in the conflict between the idolatry (al- 

wathanyah) that characterised the religions of the ancient Greeks and that of the 

Arabs of the Jahilyah .

Even in their age of idolatry, al- Jahilyah, the Arabs did not create, as the Greeks 

did, heroes being treated as gods or gods having weaknesses like humans, or 

confronting humans and unnatural powers.

According to Hilal, this is the reason why Greek dramatists had the imagination 

and the ability to produce deep characterisation, while the Arabs rejected this 

form of literature.

Furthermore, Hilal assumes that Muslim Arabs did not apprehend Aristotle’s Art 

o f  Poetry thoroughly because the Greek’s religion was clearly pagan, and idolatry 

is prohibited by Islam.

Moreover, Hilal argues that pre-Islamic Arabic literature was based on true stories and 

real situations which they described often with extensive detail, and therefore did not 

dwell into imaginary myths as in Greek literature.

96



We should state however, that Hilal’s statement does not mean that the JahilTliterature 

was unimaginative; we suggest that imagination was used, but in different ways because 

the Arabs' environment and culture were different from those of the Greeks.

Hilal attributes the lack of development of Arabic theatre to a lack of the type of 

imagination that was encouraged in the Greeks’ culture because o f their religion, in 

which human individuals became gods, and that gods and demigods acted in a similar 

way as humans.

It is important to highlight here, that in contradiction to Hilal’s argument, there is a great 

deal of imagination in pre-Islamic poetry. We argue here that their environment, by the 

desert, oases, palm trees, birds, mountains, rivers and other features, stimulated the 

Arabs’ imagination.

The literature of any part o f the world needs to be suited to the nature of its environment, 

otherwise it will not convince its readers and audiences. Accordingly, concerning Hilal’s 

explanation that the Arab authors' lack of imagination was the reason why Arabic theatre 

did not develop, that it is not convincing, because classical Arabic genres contained a 

fertile corpus of images, which emanated out of a physical, social and cultural 

environment different from that of the Greeks.

Regarding the stages of the development of Arabic theatre, Hilal considers the influences 

o f both Arabic and Western cultures, while Badawi only mentions the Arabic influence 

and how a specific genre developed using the old Arabic popular performances of the 

likes of shadow play. Badawi described Ibn Daniyal’s (1248-1311) shadow plays as:

‘they all share several features. They include singing, music and dancing; they are written
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in a mixture o f verse and rhymed prose, a clear indication that the shadow theatre 

developed out of the Arabic form of imaqama\ 11

First; came Hadith Isa bin Hisham by Muhammad al-Muwayilihl, in which the Arabic 

genre o f al-maqama is mixed with Western influences; the reader cannot fail to note the 

classical Arabic influence in, for example, the characterisation of the protagonist and the 

narrator, the protagonist's speeches and the organisation of the actions and events that 

establish the relations o f the protagonist with the other characters. The Western 

influences, on the other hand, can be found in the variation of images, the development of 

the plot, the psychological analysis of the characters, and in the social criticism of the 

conflict between the old and the new societies. The conflict is about old family traditions, 

police regulations, national and local courts, and issues of daily life, and the end of the 

plot emphasises the importance of keeping what is beneficial from the old traditions 

while adopting what is suitable from Western culture.

Hilal notes that this literary work refers to a stage in which modem Arabic literature first 

developed. 12 The development of this stage does not only appear in the mixed techniques 

of both the Western and Arabic literatures, but also in the final message that it addresses; 

keeping what is beneficial from the old and what is suitable from the new. This valuable 

advice to the audience encourages them to raise their awareness by comparing between 

what they had inherited from the old Arabic culture and what they were experiencing 

then in the late nineteenth-century in their modem, almost, Western, culture.

The second stage o f development can be seen in La Disias by Ahmad ShawqT, is which 

he was influenced by the maqama, A lf Layla wa Layla and the Western action stories,13
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for example in his descriptive style and in using the time factor to develop events.14 In la 

Disias, the prince Hamas marries the Greek princess la Disias, as a result he loses both 

his Pharaonic crown and la Disias who is kidnapped. The prince leads a heroic fight until 

he regains his crown and his princess.

The third stage of the development o f Arabic literature came when it added French 

literature to its sources. We noted earlier that there had hitherto been two sources: Arabic 

itself, and translations from Persian literature. In this stage, Hilâl mentions that the style 

o f Arabic drama developed further when it became clearly influenced by European 

models, and especially by French literature, notably the Fables of La Fontaine (1621-95). 

For example, Adab al- ‘Arab by Ibrahim al-‘Arab did not keep La Fontaine's Fables as 

they were, but exaggerated his comic style for an educational aim.

Muhammad ‘Uthmân Jalâl re-translated La Fontaine’s Fables into the Egyptian dialect in 

his book al- ‘Uyûn al-Yawàqiz, which he claimed was a translation from Aesop.IS 

Shawql also translated La Fontaine’s Fables during his stay in Europe with the aim of 

adding a richer content to Arabic literature. He declared in the introduction of this work 

that he was imitating La Fontaine’s style. According to Hilâl, Shawqï’s innovation was in 

the presentation of true-to- life images, in the symbolism in which animals represented 

human beings, and in the introduction of modem values, such as national awareness and 

the criticism o f contemporary social mores.

The fourth stage of development occurred between the mid 19th century and the 

beginning of the 20th century, when Arabic literature started to depend more on foreign
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cultures and less on classical Arabic literature, but with applying certain modifications. 

For example, Arab authors changed the names, places and sometimes the events of the 

works that inspired them. Although these translations were not accurate in plots or in 

values, they, as Hilâl claims, stimulated Arab authors’ imaginations, and were admired by 

Arab audiences. For example, Waqa 7 ‘ al-Ajlak fïHawâdith Tilimâk, was a translation by 

Rifa’a Raff al-Tahtawi of a story by the French author Fénélon. Also al-Amâm wa al- 

Minna by Muhammad ‘Uthmân Jalâl, was a translation of Paul et Virginie by Bernardin 

de St Pierre. The same story was also translated by Mustafa Lutfi al-Manfalütl with the 

title al-Fadhila. Al-Manfalütl translated other works that are considered as belonging to 

the same stage, such as Magdalene by Alfonse Kar and other French short stories which 

were all gathered in al-Nazarat. Also Les Misérables by Victor Hugo was translated as 

al-Bu 'asa by Hafiz Ibrâhîm.16

Hilâl claims that between the two World Wars, Arab audiences’ awareness increased and 

they began to demand more accurate translations, which were supplied by Jâhâ Hussein, 

and by ‘Abd al-Rahâman Badawi, ‘Abd al-Rahmân Sidqi and Muhammad Awwâd.

In Hilâl’s view these translations paved the way for modem Arabic literature because 

they provided examples of mature art.17 Thus, Arabic literature was influenced by 

Western classical literature then by Western romantic literature and finally by Western 

historical-romantic literature, resulting in such works as the historical tales of JurgT 

Zaydân, the historical-romantic stories of Muhammad Farid Abu Hadîd, for example in 

Zambiya and al-Muhalhal, and Muhammad ‘Aadh’s Sanawhl
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According to Hilal, after the above-mentioned stages, Arabic drama started to address 

society’s problems and attempted solutions in a mature way, such as in Ana al-Sha ‘b by 

Muhammad Farid Abu Hadld, ‘Awdat al-Riih ( The Return of the Soul) by TawfTq al- 

HakTm.

We will go back now to Moosa’s claim that the numerous attempts to produce an Arabic 

theatre did not result in a polished drama in the Western sense. He argues that: ‘Arabic 

drama until the first few decades of the 20th century remained unpolished mainly due to 

the absence of a literate and appreciative public’. 18

Contrary to Moosa’s view, Moreh and Sadgrove in their book, Jewish Contributions to 

Nineteenth-Century Arabic Theatre, declare that: ‘without doubt, imitation and mimicry 

are an integral part of human nature, so it cannot be that in Arabic society shadow theatre 

flourished without its human parallel’ 19 As Moreh explains in his Live Theatre and 

Dramatic Literature in the Medieval Arab World:

.. .for a considerable period before the end of the tenth century, the oral genres of 
hikaya and khayal in the sense o f live theatre, preceded both khayal-zill 
(shadow play) which reached the Arab world from the Far East sometime 
during the tenth and eleventh centuries, and the dramatic genre of the 
maqama,(sic) which adopted the dialogues of the oral farces prevailing before its 
emergence.20

We note here what we have previously mentioned that Arabic literature was 

already mature in the sixth century.
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Moosa could be partly correct when he claims that the attempt to produce an 

Arabic drama remained unpolished until the first few decades of the 20th century, 

but his view that the Arabic drama remained unpolished mainly due to the 

absence of a literate and appreciative public needs further investigation.

According to the Encyclopedia o f Arabic Literature, in Arabic literature, and in 

Greek and Syriac works translated into Arabic, ‘theatre’ is rendered as mal'ab or 

ddr mal'ab and rarely called tayatir ( theatre).

In Smith’s Thesaurus Syriacus,21 the Greek ‘theatron’ is given in Syriac as 

teatron and in Arabic as shuhra, manzar (spectacle) and mal'ab. In Muslim 

Spain, the term mal ‘ab, together with its synonym masrah, continued to be used 

to mean theatre until the fall o f Muslim Granada and the expulsion of the Jews 

from Spain in 1492.22 In the Muslim East, only the term mal'ab was current until 

the mid-nineteenth century, when it was replaced by masrah and marsah. 

According to the same source, there are three pieces of evidence, which 

demonstrate the important role of theatre in the mediaeval Middle East. One is the 

ruins of Hellenistic and Roman theatres in Turkey, Mesopotamia, Syria, Lebanon, 

Jordan, Israel, Egypt and North Africa, which is regarded as concrete evidence of 

the theatre's power in the Hellenistic religious, political and cultural life of those 

areas. Further evidence is found in two written pieces; one is by the Prophet 

Muhammad's poet, Hassan Ibn Thabit (d. 54/674?),23 who mentions one of his
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poems: Mayamisu Ghazzatin, as an example of something feeble;24 the second 

occurs in an episode by ‘Amr ibn al-‘As (d. 42/663), who recounted that, during 

one of his visits to Egypt as a merchant at the time of theJahiliya, he attended a 

celebration in Alexandria where various plays were performed in a mal'ab 

(theatre or amphitheatre). The third consists o f references to the live performances 

of the Jewish conjurer and actor BustanI, who came from a village near Kufa, and 

performed many kinds of magic, illusion tricks and acts of buffoonery before al- 

Walld ibn ‘Uqba, the governor of Iraq, in 35/655. These pieces of evidence reveal 

that, on the eve of Islam, impersonators, clowns and buffoons had replaced the 

classical theatre in the Near Eastern provinces of the Byzantine Empire. The same 

source stresses that Islam was no less hostile to theatre and drama than Judaism 

and Christianity were. However, the original meanings of the pagan religious 

dramas among the Greeks, Romans and Persians had long been forgotten. Instead, 

these dramatic ceremonies came to be understood as commemorating some 

legendary or historical events, and became seasonal folk theatre.

Therefore, we can say that some forms of Arabic theatre existed in the sixth 

century; and as Starkey notes here that:

The Shi'ite, Islamic world had a tradition of the ‘passion play’ ( ta' ziya) from 
at least the eighteenth century, and probably considerably earlier. Still older 
and more widespread was the phenomenon of the ‘shadow play’ (khayal al- 
zill) the earliest accounts of the shadow play date from the eleventh century 
AD...composed in a blend of classical and colloquial Arabic, and a mixture of 
verse and rhymed prose that suggests a development from the maqama 
form.25
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Arabie theatre, because Arabic playwrights were interested in translating and adapting 

European theatrical productions. The third stage was a period of great creativity in which 

many talented Arab playwrights, directors and actors, while continuing to be influenced 

by the West, developed original creative visions. The fourth stage was one in which two 

conflicting approaches emerged in the Arabic theatre.

The first approach called for the return of the Arabic folk-theatre that the Arabs had 

inherited from their ancestors, and it was thought this could be achieved by using the 

traditional types of drama but using modem texts. The second approach produced texts 

that utilised Arabic folk techniques but also included Western theatrical characteristics. 

The first approach was adopted by well-known Arab playwrights like TawfTq al-Haklm 

and Yüsuf Idris.28 The second approach was used by other well-known Arab playwrights 

like Naglb Surüor after the publication of Yüsuf Idris’s three essays Towards an Egyptian 

Theatre in 1964.

In the history o f Arabic theatre, there were important individual attempts like those by 

Tawfiq al-Hakim in Egypt and earlier the Syrian Mârün al-Naqqash (1817-1855), who 

was influenced by European theatre when he visited Italy and France, and when he came 

back to Syria, he taught members of his family the art of theatrical performance. The 

most important plays he presented in Beirut were based partly on certain comedies of 

Molière, which greatly entertained his audience. In 1847, he presented Al-BakhTl (The 

Miser), which he based on Molières L'avare. He added to his plays some Arabic folk 

songs, an innovation which intrigued his audience. In 1853, he presented Al-Hasüdal- 

SalTt (The Impudent, Envious One), a modem, social, ethical comedy and Abu Alhasan 

Al-mughaffal which was influenced by the Arabian nights. Members of Al-Naqqash's
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troupe continued its theatrical activities for a long time after his death, and a new troupe 

was framed under the direction of his nephew Salim al-Nâqqash.29 

Another important figure in Syrian drama was Abü Khalil al-Qabbànï (1871-1902) the 

founder of Arabic musical theatre. In Damascus he wrote and produced his first plays by 

himself. His theatre presented plays adopted from stories in The Arabian Nights, and he 

directed and performed in sixty plays, fifteen of which were his own compositions. In his 

plays, the major concerns were music and dance.30

Ya‘qüb Sannü‘,31or Abu Naddâra (1839-1912) is well known to scholars of Arabic as 

founder of Egyptian theatre. The Khedive Isma‘il (1863-1879) invited him to present his 

plays in the Qasr al-Nii (The Nile Palace), where the courtiers admired his work and 

called him Egypt’s Molière. He was aware of the problems confronting Egyptian society, 

and addressed political and social issues in his drama. His most important works are 

An is a ‘Ala al-mawda (The Fashionable Miss), Al-AmTra al-lskandammya (The 

Alexandrian Princess), al- Bint al ‘Asriya (The Modem Miss), Al-Boursa (The Bürse), 

Al-Hashshâsh (The Drug Addict), Al-Durratàn ( The Two Wives), Zubayda, and Al- 

Watan wa al-Huriyyah (The Nation and Freedom).

Sannü‘ was concerned with the significant issues of his time, and wrote exclusively for 

the stage. Also, the music was specially composed and well adapted to the meaning of 

each play, and to satisfy the audience’s taste.
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Other individuals later attempted to add to the Arabic theatrical repertory by adopting 

Western theatrical forms. They include ‘Aziz Abaza, George Abyad, and Farah Antwan. 

These attempts, however, remained copies of Western theatre.

In Tunisia, the most widely recognised playwright is ‘Izz al-DTn al-MadanT (1930-). In 

his plays he drew on the Arab literary and historical heritage to discuss questions of 

contemporary relevance such as oppression, tyranny and liberation.32 His most important 

plays are Thawrat Sahib al-ffimar (The Revolution of the Donkey owner) in 1970, 

Diwan al-Zinj in 1972, Rihlat al-Hallaj (Journey of al-Hallaj) in 1973, and Mawlay al- 

Sultan flasan al-HafsT (The Hafsid Sultan) in 1977.

In Morocco, al-Tayyib al-$iddlql 1938-, followed al-Madani in presenting the heritage 

within a modem context.

As for Algeria and Libya, although Starkey claims that serious drama in these countries 

has yet to establish a solid basis for future development,33 al-RaT notes in his al-Masrah 

fial-Watan al- ‘Arabi, that the Algerian theatre is a unique phenomenon in that in the 

early years of the century its audience did not engage with performances presented in 

classical Arabic. In 1921, George Abyad and his travelling theatrical troupe, which had 

performed successfully in many countries of North Africa, found out that they were 

received more coolly in Algeria, because most of the Algerian literati were educated in 

French. It needs to be highlighted, however, that Algerian theatre has its own features; it 

was a popular theatre because it was performed in the Algerian dialect. Algerian actors 

took on the task of writing and editing texts. Rasheed Qasantini (1887-1944) enriched
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Algerian theatre with his innovation in acting technique. Other important figures were 

Mohiy Al-Din Bashtarzi, Kaki abd al-Rahman, and KatebYasine, who mixed 

documentary and comedy in his Muhammad Khudh Haqibtek ( Muhammad, Take Your 

Bag).34

In twentieth-century Arabic drama, according to Starkey, in Modern Arabic Literature 

was dominated to an unusual degree by a single figure; Tawfiq al-Haklm (1898-1987).35 

According to Badawi in Modern Arabic Drama in Egypt, 

al-HakTm followed in Muhammad Taymur’s footsteps. Badawi explains,

In many aspects al-Hakim seemed to follow in the footsteps of his distinguished 
predecessor, Muhammad Taymur (1891-1921). Like Taymur, he fell under the 
spell of the theatre while still a student in Egypt. They each went later to France 
to pursue their higher legal studies, but instead of law they devoted most of their 
energy to the study of the French stage. In France their interest in drama was 
further developed, their taste refined, their ideas sharpened, their views of what 
Egyptian drama should be like formed.36

Although, during his stay in France in 19 September 1925, al-HakTm wrote in one of his 

two letters which both were reprinted recently, that he decided to:‘work as a lawyer, not 

because o f  his love for the profession but because it would enable him to study in depth 

some of the social ills of his country and therefore qualify him to write better drama’,37 

and he called for a return to the Arabic folk tradition, as Abu al-‘Ela stated above, he 

preferred not to present his most important works to the Arab audience. When al-HakTm 

was asked why he would not allow performances of these plays, he answered that this 

kind of story needed a special production in a special theatre. Al-Haklm explained his
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opinion o f the Arab audience in a letter to the eminent Egyptian writer Taha Hussein 

(1889-1973):

All the Arabs’ thinking and all the Arabs’ literature are concerned with tangible 
and material pleasure, rapid pleasure snatched hastily, for everything to the 
Arabs is characterized by haste and snatching. The Greeks have movement 
that is life; Arabs love haste that is rapid pleasure. To the Arabs, everything is 
decoration. Literature, whether prose or poetry, is not based on structure; there 
are no epic stories or stage performance, but there is instead beautiful, 
elaborate decoration enjoyed by the senses.38

Was al-Ifaklm contradicting himself when he mentioned in his letter that he wanted to 

know his society’s problems and also by his call for a return to the folk tradition. Why 

did al-Hakim prevent his Arab audience from judging his work and practicing its role as 

an audience? It seems that because al-Hakim was influenced by the French theatre. He 

disparaged the taste o f the Arab audience, as we can see from the extract quoted above 

However, while al-Hakim decided not to present his work in performance, successful 

.productions were mounted by others. We assume here that, if a theatrical work manages 

to make its essential elements: text, performers, decor, music, director, costumes, stage 

management, and audience complement each other, there should be no reason for the 

production not to succeed.

Although al-Hakim decided that presenting his last plays to the Arab audience would not 

succeed at that particular time, this research assumes that the spectator’s life experiences 

will give meaning to any performance. Therefore, dramatists can present their work 

without the fear of being misunderstood or not understood at all, because they could give 

the spectators firstly, the choice to interpret performances on the basis of their life
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experiences; secondly, the responsibility to give the same production further meanings by 

passing their self-interpretation to others; finally, the power to ensure that the 

performance will stay alive because it has been given different meanings by different 

spectators.

So even if  a dramatist or a playwright thinks that his/her work is not suitable for 

production, he/she needs to put the work into performance and give the work, the Arabic 

audience and him/herself a chance.

Let us now take a closer look at the plays which were classified by al-Haklm as not 

suitable for production on the stage for an Arab audience and needing a special 

production in a special theatre. One of these is Ahl al-Kahf{The People of the Cave, 

1933), which tells the story of three Christians who escape from the injustice of a 

tyrannical ruler, who wants to divert them from their faith. They take refuge in a cave, 

where they hide from the tyrant. God causes them to lie apparently dead for 309 years, 

after which he revives them. On coming to life again, they find themselves in conflict 

with time, because they have to deal with a different era.

The play ends with the failure of the men of the cave to cope with life; so they return to 

the cave to face death. This stoiy was taken from the Holy Qur'an.

It would not be impossible to achieve a successful performance; on the contrary, the story 

may not need a lot of scenography because it is mainly about two different ages separated 

by three centuries. So the costumes, props and the lighting could create the effect, or the 

costume alone could provide the meaning.
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Another play in the same category is Shahrazâd (1934), whose story al-Hakïm took from 

the Arabian Nights?9

Briefly, the story is that the king Shahrayâr marries a maiden every night. He kills her in 

the morning because he does not trust women. When he marries Shahrazâd, she resolves 

to teach him a lesson. When night falls, she starts to tell a story but stops before the end, 

promising to continue the next evening. Shahrayâr grows to love her and consequently 

changes as a person. Finally, she tests his trust and finds that he trusts women after all. 

This story is very suitable to be performed on stage, and I have seen many productions, 

both old and modem, on the same theme by other playwrights.

Although these two plays were not performed on the Arab stage, they were performed 

successfully in France in the 1950s by the Comédie Française. The critic Kritzek, on the 

other hand, claims that Ahl al-Kahf and Shahrazâd brought Arabic, and especially 

Egyptian, theatre from its early stage to that of a truly modem and tragic theatre. It shows 

how far Arabic theatre came in a relatively short time.40

One can note that this stage of al-Haklm’s writings was during his stay in France when he 

was exposed to the European theatre, and he compared the literature and the audience of 

both Arab culture and European culture. Such a comparison, as previously noted is 

dubious and not based on the same criteria. We think that al-Hakim should have 

presented his work to the Arab audience and let them decide. Although, these plays were 

not performed in the Arab world, they were performed and admired by non-Arab critics 

and audiences. Furthermore, such productions in Germany, England and France were 

very successful.

I l l



In 1953, the Mozarteum theatre presented Pygmalion in Germany, directed by Jizarish. In 

1995, BBC radio presented Shahrazad in English, directed by Christopher Sykes. Ahl al- 

Kahf and Shahrazad were both presented in London and Paris, and the European 

audiences were highly interested in these productions. Other plays of the same kind: OdTb 

al-Malik (Oedipus the King), 1949; Sulayman al-Hakim (Sulayman the Wise),\9AV, Isis 

and Al-Sultan Al-Ha'ir (The Suita’s Dilemma), 1960, which al-Hakim called collectively 

his ‘Theatre o f the Mind’.

Perhaps the most important recent theatrical figure in the Arab world is the Syrian 

dramatist and critic Sa'd Allah WannQs (1941-1997), who in the 1960s and 1970s called 

for ‘Politicising Theatre’or Tasyis al-Masrah. He used the traditional folk form of the 

hakawati and the tradition of puppet theatre.

Besides using these traditional forms, he created certain innovations influenced by 

Bertolt Brecht’s Epic theatre; for example placing actors among the audience. His works 

include Mughamarat Ra's al-Mamluk Jabir (The Adventures of the Slave Jabir), 1972, 

Sahra ma ‘a AbiKhalil al-Qabbani (An Evening with Abu Khalil al-Qabbani), 1972, al- 

Malik huwa al-Malik (The King is the King), 1977, and his final play, Yawm min 

Zamanina (A Day of our Time), 1996.

We can conclude that the issue of the Arab audience is rarely mentioned in the history of 

the Arab theatre, and that it played a bigger role in the Arabic folk theatre than in any 

subsequent stages although Wannus regretted the loss of this role and tried to include the 

audience in the performance, especially in his ‘Theatre of Politicisation’.
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3.2 Dramatic Elements of Arabic and Islamic Theatre

In this part of Chapter Three, we consider the significant dramatic elements of Arabic and 

Islamic theatre41 in order to understand how they differ from other dramatic elements 

found in other parts of the world and how those elements with time became the features 

of Arabic and Islamic drama.

In general, according to Aristotle, the elements of drama are the unities of text, the 

performers, time for the presented story (which should be a day), and the place at which 

the presentation occurs. Therefore, we can say that every human action that includes 

those elements is a drama.

However, the elements o f the pre-modem Arabic drama were affected by the purposes o f 

presenting these performances and certain props were added to the performances. 

According to the Encyclopedia o f  Arabic Literature, Arabic drama began as seasonal folk 

theatre that became secular entertainments tending towards imitations of earlier customs 

and rituals. These early manifestations incorporated certain Persian and Central Asian 

elements that had entered the Islamic world, such as the hobby-horse (kurraj).42 These 

elements are also found in the performances of Nayruz festivals that are still practiced in 

Iran every year in March, to celebrate spring.

Performers used fire, splashed water and knocked on doors. If we look more closely at 

the hobby-horse performance, which was used in various dramatic rituals such as
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shamanic rites and seasonal fertility rites, we find that the same props (horses, fire, 

water), accompanied by music and dancing, were used for celebrating feasts or producing 

a delirious and excited state in combats and military exercises. The performance of the 

Amir al-Nayruz was presented in a carnival called the Feast of Fools.

In this festival, a play featuring a temporary king or false Emir was presented, and this 

performance symbolised the sudden changes of weather brought by spring. This 

performance used to take place in the market places of Persia, Iraq and Egypt.

In Egypt, it became a festival celebrated by both Copts and Muslims.43 In addition, masks 

were generally used in mediaeval drama to keep evil spirits away.

Therefore, performances of pre-modem Arabic theatre included props used for certain 

ritual purposes, in addition to the purely dramatic elements which were their main 

feature.

Elements such as props, place and subject or text certainly existed in early Arabic drama, 

but have not been regarded by some scholars as being evidence of theatre, because they 

were comparing early Arabic drama to modem theatre, which is the result of many 

centuries of experience. This comparison is dubious because the criteria are different; 

each period of time is marked by particular conditions giving rise to the specific factors 

which form its literary productions. In the realm of theatre it is impossible to make a final 

judgment regarding pre-modem Arabic theatrical performances, and so their nature as 

drama remains an open question.
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Place, as previously mentioned, is the third theatrical element that one can find in the 

drama of the pre-modem Arab world and its theatrical performances. At this time, 

performances took place in the open air, creating a lively atmosphere in which the 

performers would experience immediate audience reaction. These performances were 

given in market-places, squares, courtyards or palaces.

Much contemporary Arabic drama is trying in the 21st century to recreate the atmosphere 

o f these live performances. Modem performers are trying to perform ‘among the people’, 

to apprehend the audience’s response directly, and share the whole theatrical experience 

with them.

In pre-modem Arabic theatre, performances would generally proceed as follows: the 

troupes would play their drums and other instruments to attract the attention of the 

audience, who would form a circle around them to watch their plays and exchange 

comments. Music was thus a way of promoting or advertising the performance, and the 

comments which were exchanged often took the form of sharp retorts and jokes.44 These 

sometimes obscene comments are assumed by Moreh and Sadgrove to be a factor in the 

decline of the pre-modem Arabic drama and a reason for its rejection by the nineteenth 

century pioneers. In Jewish Contributions to Nineteenth-Century Arabic Theatre, they 

note that traditional Arabic drama was:

considered by many as immoral and degenerate, corrupting the population with its 
vulgar sexual comments and gestures. This may be the reason why the nineteenth- 
century Arab pioneers turned to Europe, and why traditional drama was frowned 
upon by the literati, and subsequently rejected and not adapted to the modem stage. 
Medieval Arabic drama, in its criticism of the rulers, the judiciary, government 
officials and the other targets of its satire, may have innocently amused the
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majority, but it had over the centuries declined in the eyes of many into a socially 
unaccepted, salacious, satirical dramatic form.45

This argument raises the question, was the Medieval European theatre so different in 

terms of being vulgar and sexual? Has not every form of popular theatre, in any part of 

the world, from its early beginnings until its modem form, included sexual terms or 

gestures?

Ancient Greek drama was performed in festivals honouring Dionysus, and included not 

only tragedies, many of which contained overtly sexual allusions, but also Satyr plays 

and Satirical comedies, most notably Aristophanes’ Lysistrata, which did not shrink from 

'vulgar' portrayals of sexuality. But it may be true that in the 19th century the opinions of 

puritanical critics influenced the direction taken by the pioneers. Moreover, the 

questionable performances which were given in pre-modem Arabic theatre were not 

presented to young audiences who might have been negatively affected. On the contrary, 

performances for young audiences were appropriate to their experience of life and were 

used to instil moral values.

Pre-modem Arabic drama reflected life as it was lived, and its audience responded by 

participating and exchanging comments. This could not have occurred if there had been 

no free minds and spirits who were rich in their human experience, and capable of 

discussing it and sharing it in open places. This also indicates the importance of these 

performances in their social context, because they functioned as a popular form of 

parliament in which commoners - as well as the performers- could express their points of 

view.
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In this social context, the pre-modem Arabic drama established the cultural habit of 

attending theatres. Landau, in his Studies in the Arabic Theatre and Cinema, devotes the 

first part o f his book to the description and analysis of those elements which contributed, 

before the 19th century, towards an awareness of drama in the Arab world.

He discusses mimicry, the passion play or Ta'ziya, and the shadow play. 46

Like Moosa, Landau argues that in the Arab world there was no theatre as understood by 

the West until the 19th century, and claims that this phenomenon may be explained by 

two main factors: first, the peoples with whom the Arabs came into close contact had no 

well-developed theatre; second, women, particularly if unveiled, were strictly forbidden 

to appear on the stage.47

Evidence exists, however, that women participated in pre-modem Arabic theatre, 

particularly in the festivals of khayal. Moreh and Sadgrove in Jewish Contributions to 

Nineteent -Century Arabic Theatre, cite the philosopher Maimonides (1135-1204), who 

describes one performer as follows:

The actress who performs with a mask, and performs on the hobby-horse, while going 
from one house to another in the same street, wears a net upon her hair and a shirt of 
fine fabric, but of hideous shape, for comic purpose, in her theatrical performance.48

Thus, we know that women took part in some forms of theatre in the pre-modem period. 

Moreover, in Greek drama, men acted women’s roles on stage, and that did not affect the
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development of theatre. On the contrary, the Greek theatre has served and still serves as 

the classical foundation of theatre history, in texts, acting, decoration, props, even in 

theatre techniques. Therefore, we can say that women were not absent from theatre in the 

Arab world at that time, and it should not have delayed the development of theatre. 

Accordingly, the evidence suggests that the Arab world, as a culture and a civilisation, 

did develop its own types of theatre, which expressed the Arabs’ culture and milieu.

3.3 Arab and Islamic Audiences

The third part of this chapter explores the Arab audiences’ reception of the pre-modem 

and the modem theatrical performances. The subject of the Arabic audiences’ reception 

has been neglected by academic studies because the main focus of those studies was 

mainly on the dramatic elements of pre-modem Arabic theatre. Therefore, in this part we 

will tiy to investigate the available sources to shed some light on this matter, and will 

consider how audiences reacted to literary and theatrical performances.

In the Souk 'Ukaz, poets used to gather for competitions in which the audience chose the 

poem that deserved the prize. As in classic Greek drama traditions, the audience was the 

judge. Al-Naqa'iz or ‘the opposites’, was a famous poetry competition in the Abbasid 

era. In this competition, audiences would gather in a courtyard to choose the best poet. 

The poets would challenge each other to improvise a poem opposing the one presented 

immediately before. This competition entertained its audience as much as any play in the 

early Greek drama.
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Regarding the matter of the Arab audience’s involvement and response, Landau in his 

Studies in the Arab Theatre and Cinema states that the dramatic element, considered the 

chief artistic factor in the theatre, as it is chiefly responsible for the impression left on the 

audience, was not entirely absent from the Muslim Near East. Landau considers this 

impression to be the only sign that the dramatic element has achieved an effect. Thus, 

whether or not the audience participates as judges or in some other way still has a role in 

achieving the drama by just being part o f the performance. We agree with Landau and 

have a further explanation of the audiences’ silent role. As we assume in this research 

that the life-experiences of the spectator interfere in his/her aesthetic experience, we can 

say that the silent role of the spectator is not merely negative, as it may seem. We assume 

that the spectator establishes relations between what is happening in the performance and 

what has happened in his/her life and, finally, reaches his/her own story. About the 

favourite genre of the pre-modem Arabs, Landau mentioned in the same source above 

that the favourite ‘pastime’ to pre-modem Arabic audiences was mimicry:

Mimicry, since time immemorial, has been a favorite pastime, not only of children 
but of adults as well. Its scope is admittedly narrower than that of the theatre, 
for its range of subjects is strictly limited to amusing imitation, whether of voice or 
manner, more often than not through exaggeration. This imitation of the 
phenomena of life -behaviour and manner of speech- was found in Greece as well in 
the ancient East.49

Landau adds that mimicry was used as a form of a comic relief for the audience of the 

Maqama,
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Another popular literary form which often contains the elements of mimicry is the 
Arabic Maqama, in which the theme was frequently presented in the guise of 
conversation, parts of which imitated various characters. However, in this genre the 
artistic-literary factor is more important than in the Hikaya, and linguistic 
sophistication is valued more than successful imitation (...) At times, they would 
use this means as a sort of "comic relief' from the tension their captivating 
stories would create amongst the listeners. As they seldom found time to dress, they 
limited themselves to a change of headgear in order to represent various 
professions, age-groups, and types of different nationalities. They often used a 
handkerchief and a cudgel to aid their mimicry, and accompany by the latter's 

knockings their imitations of beasts and birds.

Among the most important genres of the pre-modem Arab theatre was the Shadow play 

(Khayal al-Zilf). Al-RaT, in al-Masrahftal-Watan al- 'ArabFstates that Arab audiences 

were acquainted with different kinds of theatre for many centuries before the nineteenth 

century. He argues that theatre was part of their religious and social rituals, some of 

which, in certain regions, did not develop to be a performing art, as occurred in other 

parts o f the Muslim world, i.e. Iran. Al-Ra‘I provides much evidence in his book that the 

shadow play was a well-known performing art in the Abbasid era.51 The shadow play can 

be a short scene of pantomime, ifasl or babah) or a dramatic play performed by one or 

more actors, with a dialogue and props, including the puppets whose shadows appear on 

the screen. The actor is hidden behind a cloth screen, performing his repertoire with 

songs, and changing his voice according to the different characters appearing on the 

screen. While these dramas were sometimes performed according to written texts, they 

were more often improvised. Hamada, in his Dictionary o f Drama and Theatre Terms, 

defines the shadow play as a sort of puppet performance, and notes that according to 

some scholars, it originated in the Far East, probably in China, or perhaps India. 

According to Hamada, it is believed that the shadow play moved to the Arab East, then
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Turkey, then traveled to Greece, Italy and other European countries, and finally to the 

United States. Performances take place against a light white curtain stretched on a square 

wooden frame. The performers stand behind this curtain with different puppets made of 

leather, which represent dramatic characters, animals (camels, donkeys), or objects 

(ships, trees, houses), which have a major role in the show. The performers use sticks to 

move the puppets by placing them in holes in the joints.52

In the show, lights fade on the audience, the performers place the puppets very close to 

the stretched cloth, then lights are shone behind the performers so the audience views the 

puppets’ shadows clearly. Then the performers start to move the puppets and speak their 

parts, as well as singing and playing music according to the scenario. The audience used 

to comment on the scenes as they did in other forms of drama. Hamada notes that the 

oldest historical reference to the shadow play is found in the reign of Sultan Salah al-DTn 

al-Ayyubl, and the shadow play as a cultural heritage remained the amusement o f Arab 

countries for many centuries; but it started to disappear, especially in Egypt in the early 

decades of the 20th century when the cinema appeared, replacing the shadow play as a 

form of popular entertainment. Only a few early texts have survived; these were written 

in prose by Ibn Daniyal al-Mawsilyi (1238-1311).

His three plays, each called baba, are: Jayf al-Khayal ( The Shadow Dream), Ajlb wa 

Gharlb (The Strange and the Unusual), and al-Mutayyam wa al Da ‘iya al-Yatim (The 

lover and the Orphan’s Prayers).
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The most obvious example of interaction between audience and stage can be seen in the 

Ta'ziya or, as some scholars call it, Islamic drama.

As we have noted, many scholars consider al-Ta‘ziya a form of drama; but it is 

essentially a religious ritual which includes several dramatic elements. Moreover, the 

members of the audience do not consider themselves to be attending a theatrical 

performance. They believe that they are attending and participating in a ritual practice. 

We refer on this point to Landau’s view, who equates dramatic influence with the 

impression left on the audience. Indeed al-Ta'ziya leaves a powerful impression on the 

audience; nevertheless it should not be regarded as a theatrical event, because its 

audience neither conceives nor perceives it as such.

The impression left on the Sh la  audience is a religious impression as a result of their 

religious intention to take part in a religious ritual.

In his book The Islamic Drama, Jamshid Malekpour has conducted a thorough study of 

the Ta lziya. He defines it as a ritual form of drama requiring both participation and belief 

to reach its theatrical realisation. The earliest known versions of such performances date 

back to the 10th century ,53 The Ta ‘ziya is identified not only as being Islamic, but more 

specifically as a Shi a ritual. Iran follows the Shi a tradition, and therefore the tragedy of 

Karbala is commemorated every year by nearly 70 million Iranians. The Ta'ziya is 

practiced yearly in the first month of the Islamic calendar, which is the month of 

mourning for every Sh i a Muslim. Landau suggests that:

the Ta'ziya lacks a veiy important element found in both Eastern and Western 
Passion plays, i.e. the leading character's resurrection. This is even stranger
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considering the fact that the sectarians who celebrate this ten-day rite do believe in 
the return of a scion from the Prophet's house to serve as a sort of Messiah.54

The Ta lziya commemorates the martyrdom of the venerated al-Hussain, the grandson of 

Prophet Muhammad, in Karbala in 680 A.D. In the tenth of the cycle of plays, the tragic 

events of his death are ritually reenacted. We should note at this point that Islamic theatre 

is different from Arabic theatre: the Arabic theatre is the theatre produced by Arabs, 

while Islamic theatre is theatre produced by Muslims, who are not necessarily Arabs. 

Ta‘ziya is performed yearly during the ten days preceding ‘Ashura (the tenth of 

Muharram). While Sunni Muslims fast for one day, and give to the needy, Shi'a Muslims 

reenact the events of Karbala in a dramatic form called Ta'ziya. For ten days they 

commemorate the tragic events of the martyrdom, and remember with grief and 

lamentations and in some cases flagellations the suffering of al-Hussain and his 

followers, and on the tenth day they abstain from eating and drinking for the length of 

time that the battle lasted for, in an attempt to feel the hunger and thirst felt by al-Hussain 

and his family prior to their martyrdom.

Thus, the Ta‘ ziya, its preparation and enactment, is a religious ritual observance 

involving extreme emotions and grief, which are true emotions and not just a staged 

event, as in the case of drama, though it undeniably contains dramatic elements.

To describe the Ta'ziya's main structure, we refer to Malekpour, who notes in his book 

The Islamic Drama, that it was completely developed by the 18th century. Since then the 

writers of the cycle have added elements and styles of presentation, while keeping the 

story of the original historical event along with its sorrow and appeal to the faithful. The
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reason for the Ta‘ziya to be considered a form of theatre is mainly its structure, which 

includes ritual and historical elements as well as poetic recitation, story telling, music and 

song. There are also elements of improvisation that provide space for political and 

religious interpretation. It is particularly that part which causes debate, and due to the 

controversy aroused by the ritual performers they were removed by the government from 

large cities to smaller ones early in the twentieth century.55

In 1979, after the Iranian revolution, the Ta'ziya slowly started to reappear in many parts 

of Iran. The aim of the Ta'ziya is to make the audience so emotionally involved that they 

entirely empathise with the martyrs. The Ta'ziya, as it was originally formulated and 

developed, is meant to express a religious faith, and participation by the audience is a 

religious duty more than a theatrical experience. Participation is almost an obligation for 

Shi"a Muslims: the whole community is asked to grieve for the martyrs and express 

strong emotions. The audience is required to dress in black. At certain moments of the 

scenario, flags and banners are waved by the participants. Men play the roles of both 

males and females. The music composed for the performance is a noteworthy part of the 

event, as are the choral laments, structured eulogies, and shared recitations. The Ta'ziya 

also includes enormous communal processions, with the carrying o f coffins and posters.

Obviously, a huge space is needed for the performance, especially with the numerous 

actors involved together with as many as 4,000 participants. When the prominent English 

director Peter Brook saw this event in 1970 during his visit to a village in the north of 

Iran, he described it as being very powerful, and it influenced his experimental 

productions, such as Orghast and Conference o f Birds.56
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We conclude that, despite its emotional power, the Ta'ziya as a form of tragic Islamic 

drama, should be regarded as a ritual event more than a theatrical one, and the 

participation of the audience is a religious obligation rather than prompted by an interest 

in experiencing a theatrical event. Therefore, one cannot consider the participants o f the 

Tal ziya as a real theatrical audience, and we can reach the view that the whole event is a 

religious one that includes theatrical elements.

The aim of this research is to question a real audience o f a real theatrical production to 

assess their reception, but it would be impossible to assess the Ta‘ ziya audience, due to 

the nature of the event.

3.4 Conclusion

To conclude this chapter we can say that Arabic theatre went through several stages of 

development. Various views disagree about when and how this form of literature 

appeared and developed but one can be certain that Arabic theatre formulated its identity 

mainly from its language and its culture since it began. However, what was happening on 

the stages of the Arab world had been more advanced than that of the Kuwaiti theatre. 

The Kuwaiti theatre started and remained a ‘school theatre’ for a quarter of a century as 

we will demonstrate in the next chapter.
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Kuwaiti Theatre: Beginnings, Development and Current Status

4.1. Introduction: The Beginnings of Kuwaiti Cultural Life

It is widely recognised that a country’s geographical position and the socio-historical 

events it experienced have direct effects on its cultural life and literary production. 

Kuwait is no exception in this regard. The various historical phases experienced by 

Kuwaitis, as demonstrated in Chapter One, are faithfully reflected in Kuwait’s literature 

as they provide its subject matter.

Khalifa al-Wuqayan in his book al-ThaqafaJial-Kuwaiyt (Culture in Kuwait) devotes a 

whole chapter to the discussion of the four main factors that he considers have played a 

part in establishing Kuwaiti cultural life since 1613. They are: the nature of the country’s 

inhabitants, its geographical position, its political system and the external influences 

affecting its culture.1

The first factor is the nature of the people who first inhabited Kuwait at the end of the 

seventeenth century and the beginning of the eighteenth. They were seeking security 

away from tribal conflicts in their original lands. They came from well-known cities that 

had developed advanced cultures such as; al-Hadar. Al-Hadar was the original land and 

city of al-Atub, the family who first inhabited Kuwait, as mentioned in Chapter One. Al- 

Iladar was established on the remains o f BanI al-Khuraysh, which had many castles and

Chapter Four
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wells; for example, the castle of Musa ibn Numlr al- KhurayshI which has survived to 

this day. The castle covers three thousand square metres and it has, within its walls, 

natural wells that were sufficient to supply a besieged army. It is believed that al-Atub 

emigrated from this city because of a conflict with their cousins, not because they were 

searching for a better standard of living. Al-Wuqayan refers to these inhabitants’ usage of 

their individual and family names, and not their tribal names, as evidence of their social 

development. It is also believed that al-Atub inhabited Qatar first, where they learned the 

skills o f sailing and pearl-fishing before coming to Kuwait. 2

Kuwait became a secure place to live and work, and these conditions encouraged 

immigration from other Arabian islands and Emirates on both the eastern and western 

coasts, in addition to the immigrations from Iraq and Iran for financial, social and 

religious reasons. Al-Wuqayan notes that those immigrations included numbers of 

scientists and scholars who brought their precious books, and this, besides the general 

scientific interests of these families, explains the long-held and deep interest in science 

and literature in Kuwait, which would otherwise be surprising in such a small country.

Some of the families that moved to Kuwait were rich traders who transferred their funds, 

experiences and cultures to Kuwait, and this explains the rapid development of trade and 

commerce at that time.

The early inhabitants were not only accomplished in the fields of science and literature, 

but they were also eager to know more. They sent scholars abroad during the nineteenth
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century; the first was ‘Isa bin ‘Alui, who went to Egypt to study religious sciences, and 

later, medicine. ‘Aloi studied in Egypt until his death in 1863. Other Kuwaiti scholars 

followed him; they were sponsored by the rich businessmen who were also the sponsors 

of educational and cultural establishments inside and outside Kuwait since 1911. For 

example, Qasem al-Tbrâhïm funded the establishment of the Modem Islamic College and 

donated towards the building of the Kuwaiti hostel in Egypt in 1911.3

The inhabitants, who were by then called Kuwaitis, joined international newspapers 

which reported global news. Other families used to invite scientists from other parts of 

the world to their homes and provided them with financial and academic support; these 

included men such as Rashid Rida, Muhammed al-Shankittï, ‘Abd al-‘Azïz al-‘Algy and 

Hafiz Wahba.4

Other business men established cultural and literary clubs in the countries in which they 

were staying to conduct trade and business. These included Khâlid al-Faraj, who 

established the Arabic Club in Bombay, where he was resident from 1917 to 1922, and 

Khâlid ‘Abd al-Latlf al-Hamad, who established the Literary club in Aden in 1925. In 

addition, ‘Abd aI-‘Azïz al-Rushid’s substantial achievements in Indonesia included 

establishing and editing newspapers and participating in several cultural and educational 

activities.
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These Kuwaiti businessmen were also donatoers who established the first Kuwaiti 

schools, which taught mathmatics, Arabic, English, science and crafts in the main 

curriculum.

In 1913, Farhàn Fâhid al-Khàlid established al-Jam'îya al-Khayriya (The Charity 

Society); its main aim was to send scholars into the wider world to study Islamic sciences 

and acquire knowledge. In addition, the Orphans’ school was founded by Shamlân bin 

‘AIT Saiyf in 1924.5

At the beginning of the twentieth century, Kuwait had a large social sector of highly 

educated scientists. This encouraged King ‘Abd al-‘AzIz bin Sa'üd to ask members of 

this professional and educated sector to work in Saudi Arabia and teach Saudi workers. 

For example, the poet Khâled al-Faraj was responsible for the establishment of al-Katyf 

city, and other scientists and artists also participated in the establishment of Saudi cultural 

sectors, such as the poet and writer Khâlid Sulymàn al-‘Adsanï, the poet Hajj bin Gàsim 

al-Hajj, the poet ‘Abd al-Latlf Ebràhlm al-Nesïf, the artist Hâshim al-Rifa‘i and other 

highly educated Kuwaitis.6

We conclude by emphasising that in the twentieth century many of Kuwait’s inhabitants, 

some of whom were scientists, brought with them their cultural experiences and their 

books, and thus enriched the beginnings of Kuwaiti culture and established among 

Kuwaitis a deep interest in acquiring knowledge that was later fed by sending scholars, 

inviting scientists and founding educational establishments in Kuwait.
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The second factor that influenced the early formation of Kuwaiti culture was the harsh 

conditions created by Kuwait's geographical position, which drove the Kuwaitis to 

struggle hard to make a living. Kuwaitis made use of their knowledge of sailing and 

pearl-fishing and soon became famous for their talents in boat-building, sailing, pearl

fishing and for their wide experience as voyagers and travellers.

The geographical position of Kuwait at the northern edge of the Arabian Gulf enabled it 

to be a transfer point for the goods coming by sea from India and East Asia and 

continuing on the land route to Europe. Those goods included Arabian horses, which 

were carried from central Arabia to India on Kuwaiti boats. Al-Wuqayan asserts that in 

1758 a Dutch Baron, Knbha (sic), advised some English travelers who wanted to reach 

Syria to use Kuwait's eastern road as a safe and fast route and mentioned that a friendly 

sheikh in Kuwait would facilitate this journey. The company contained five thousand 

camels and one thousand travelers. Thus, already in 1758 Kuwait was able to protect 

travelers passing through its land.7

Kuwaiti boats sailed across the Indian Ocean from East Asia to East Africa and would 

often dock in the harbuors of other Arabian Gulf countries. It is known that they reached 

Russia in the nineteenth century to trade goods of wool and leather. In the twentieth 

century Kuwaitis traded pearls in France and Italy, visited the United States in the 1930s 

to trade dates and even voyaged as far as Tokyo.8
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We can conclude that the geographical position of Kuwait enabled the Kuwaitis to 

transfer goods and through their aptitude for trade, they established connections with 

other cultures, whose influence on them enriched the beginnings of Kuwaiti culture. The 

following factor is the nature of the Kuwaiti political system that was established on 

democracy or Shura.

The nature of the political system in Kuwait, and particularly its roots in Shura 

(democratic consultation) was the third factor that affected the beginnings of Kuwaiti 

cultural life. According to Ben J. Slot in his book Kuwait: The Growth o f a Historic 

Identity:

The open nature of the Al Sabah style of government and, in particular, their 
relationship with the other social groups comprising Kuwait society, has always 
given Kuwait its distinguishing feature. A close consideration of each of the 
social groups that made up Kuwaiti society, namely the ruling family, the 
merchants and the mariners, in addition to the Bedouin, and the relationships 
among these groups prior to the advent of oil wealth, is therefore essential in 
attempting to understand Kuwaiti society and its politics.9

Before the Kuwaitis chose a ruling family, they used to advise each other and make their 

decisions within a democratic system known as Shura. This system was not found in 

Kuwait’s neighbouring countries, in which the ruling family used to inherit governmental 

authority. In addition, the judgment system was totally independent, the first judge being 

Muhammed bin'Abd al-Wahhab bin Faiyruz, who died in 1722.

This democratic atmosphere encouraged writers and artists to express their views in 

literary productions, which was an unusual activity at that time, and in that part of the
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world.The fourth factor influencing the beginnings of Kuwaiti cultural life was the 

external influences, introduced mainly by the scientists who visited Kuwait or were 

resident there. According to al-Wuqayan, many scholars visited the country; the earliest 

was ‘Abd al-Rahman bin ‘Abd-Allah al-SuwaydT, who visited the Kuwaiti mosques in 

1772 and gave public lectures on religious matters.10

Al-Wuqayan also points out that during the nineteenth century and particularly from the 

beginning of the twentieth, the number of scholars and Arab leaders visiting Kuwait 

started to increase and it is well known that the Kuwaiti people were able to meet those 

scholars and discuss religious, scientific and literary issues. Many of those scholars 

stayed in Kuwait to teach; for example, Hafiz Wahba taught for many years in al- 

Mubarakiya and al-Ahmadiya schools.11

An important event that took place in 1926 and that demonstrates the external cultural 

link occured when the Egyptian newspaper al-Shura, supported the Kuwaiti writer ‘Abd 

al-‘Az!z al-Rushayd, who was mistreated because of the views expressed in his History o f  

Kuwait, in which he questioned the importance of some Kuwaiti religious leaders. In 

addition, Kuwaiti writers made constant reference in their articles and books to their 

colleagues in the Arab world. For example, Yousef al-Qna'ai stated that his reading of 

the magazines al-Hilal and al-Muqtataf formed his moderate and modem views.12

We will now explore the beginnings of the Kuwaiti theatre as a reflection of the factors 

discussed above.
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4.2. The Beginnings of Kuwaiti Theatre: 1939-1947

In the midst of the cultural revival of the first half of the twentieth century, Kuwaiti 

theatre emerged as part of the schools curriculum in 1939 and was therefore used for 

educational purposes. It was developed during the 1950s, when social issues became its 

main subject, and reached its current form after being exposed to other forms of theatre 

after 1961.

Because Kuwaiti theatre was established as a school theatre that took the form of an 

educational theatre, its main audience consisted of students, together with their families 

and concerned people who attended these school performances.

It is agreed among scholars that the first play written for performance in a Kuwaiti school 

was Islam 'Umar, which was performed in 1939 in the al-Mubàrakiya school, and that 

this play marks the beginning of this stage.

In his research The Kuwaiti Theatre: A Search fo r  Identity 1939-1980 13 M.M. Bilal notes 

that there are different opinions about which play marked the actual start of Kuwaiti 

theatre; he mentions that for some, Islam 'Umar marks the start, while others claim that 

Umm 'Anbàr (1943) marks the start because it was the first farce performed in the al- 

Ahmadiya school.
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A third opinion regards the farces and interludes performed by scout troupes as the 

beginning of Kuwaiti theatre, while the Kuwaiti actor Muhammad al-Nashml considers 

his play Mudir Fashil ( A Failing Manager), which was the debut production of his 

troupe al-Masrah al-Sha'bln 1956, as the true beginning.

Mahbub al-'Abd-Allah, a Kuwaiti critic, disagrees with all these opinions, claiming that 

the year 1959 marked the start of the Kuwaiti theatre when Taqalld by Saqir al-Rishud 

was performed.

While each of these claims could be considered acceptable on different grounds, it is 

possible to trace the beginning of Kuwaiti theatre to a much earlier production.

According to the Kuwaiti magazine al-Bayan,14 in the summer of 1921,'Abd 'Aziz al- 

Rushayd performed a short play in the al-Ahmadiya school for the benefit of modem 

education.

I consider this the true start of Kuwaiti theatre, because it was an attempt to put theatrical 

activity, as a form of literature, in the context of the country’s modem educational 

system. This modest beginning influenced Kuwaiti theatrical efforts for a quarter of a 

century.

If we examine the first twenty plays performed in Kuwait we find that all of them were 

performed in schools by students and teachers. These performances also presented stories 

that were taught in history and Arabic language classes. Students and teachers performed 

dramatisations of these stories as part of the school curriculum and took part in yearly
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competitions between schools in which various theatrical skills such as playwriting, 

acting, stage managing, lighting and scenography were evaluated.

In this stage, theatre reflected Kuwaiti society’s general religious attitude, and the 

significance of Kuwait’s geographical position as a neighbour of Saudi Arabia, the 

birthplace o f Islam, and how that relationship may have influenced the religious attitude 

of Kuwaiti society. The first twenty school theatre plays were influenced by this social 

and religious attitude. Moreover, Kuwaiti school performances were regarded as an 

extension of the role of the mosque where religious and moral themes were presented.

4.2.1. The Presentation of the Plays

The performance by 'Abd al-'AzTz al-Rushayd was, as noted above, mainly staged for the 

benefit of modem education. It is stated in al-Baydn that this performance was short and 

took place at the al-Ahmadiyah school in 1921.

As in most of the subsequent school performances, the actors used the Liwán as a stage. 

This is an open fronted, roofed space. It contains rooms and faces the main yard of the 

school building.15

During the performance, the audience sat in the open yard facing the stage on seats taken 

from classrooms or hired from nearby cafés. School tables were used in the Liwán to 

form a suitable stage, being placed next to each other between two pillars of a room. Al-
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NashraT notes, ‘we would build the stage using the teachers’ tables’ 16, while Bilal 

explains that:

The organisers would have only half of the project accomplished and they were 
left with a stage that had two open sides, because the back of the stage would be 
blocked by the wall and the front should be left open to form the proscenium. 
Apparently, the thick hems of tents were the means by which they filled these two 
gaps and established the first (coulisse) or the side curtains in the history of the 
theatre in Kuwait.17

As religious and moral themes were the main subjects of these plays, a style of acting 

was applied which, though considered suitable, tended to the melodramatic, employing 

exaggeration of the actor's voice, hand movements and body gestures. Bilal suggests that 

a similar style of acting was practiced in Egypt after World War II, especially by the two 

well-known actors Yusuf Wahbl and George Abyaid. Their melodramatic style of 

performance has been described by ZakI Tuliaymat in the following terms:

It was a method of exaggeration and gave the impression of affectation when the 
actor exaggerated in the way he utilised his voice, and overstated his gestures by 
waving his hands. Moreover, he would be affected in the manner in which he 
pronounced the letters of each single word, to the extent of bragging and 
boastfulness...his main concern was to produce a thundering voice which was 
exceedingly clear.18

Performances in Kuwaiti schools took place after the afternoon prayer and finished 

before dusk. Because these performances were presented in daylight lighting was not 

necessary but on those occasions when plays were performed in the early evening, gas- 

operated lamps were used. As al-NashmT testifies: ‘We would utilise more than twenty
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lamps, which were lined up on the stage in an artistic manner, to provide an adequate 

amount of light for the audience to see’.19

The make-up was simple, as all that was needed was to make the young boys resemble 

men belonging to the old Islamic era. Bilal explains: ‘The make-up designer, who was the 

local barber, used sheeps’ wool for beards and moustaches, and occasionally burnt corks, 

and in order to attach the beards to the actors’ faces he would utilise a certain type of 

gum.’ 20

Costumes were designed using descriptions found in historical books and closely 

resembled Kuwaiti traditional dress. Props such as swords and daggers were borrowed 

from merchants and sheikhs, especially because there were young sheikhs acting in the 

performances. The recent ruler of Kuwait, Ahmed Al-Gabir Al-Sabah acted in one of 

these school performances.21

Bilal notes that the ruler of Kuwait at that time encouraged these perfonnances by 

attending them. When he attended Islam 'Umar in 1939, the Kuwaiti ruler remarked:

‘Why has this been hidden from us?’.22 According to Bilal, this question was regarded as 

providing ‘implicit consent’ for the teachers who organised these performances and had 

founded school theatres.

On the other hand, the ruler’s remark was partly misunderstood; religious and moral 

themes were not abandoned even after the school theatre developed into the youth clubs' 

theatre, and remained part of the main subject of the performances.
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There was another reason the same themes continued to be presented: the same teachers 

who were performing in and organising theatre in schools became the organisers of the 

youth clubs.

The foundation of the Kuwaiti youth clubs in the 1950s did not result in the complete 

decline of the school theatre, which continued to be an important element in Kuwaiti 

schools. By the 1950s the founders of the Kuwaiti youth clubs had become experienced 

actors, whose talents exceeded the school theatre’s limits.

At this stage individual theatrical works started to appear such as those by al-Rujayb, 

who wrote MahzalafiMahzala (Chaos in Chaos)23 in collaboration with al-'Adwani in 

1947, al-Khuli al-Mufattish (The Worker Who Was Distinguished as an Inspector) in 

1950, Idrab al-KhababTz (The Bakers’ Strike) in 1951, and 'Ariis al-Zuniij (The Black 

Bride).

The value of these individual attempts is that they laid the foundations of Kuwaiti popular 

theatre, which started in the 1950s. The Kuwaiti audience started at this point to attend 

various performances outside the schools. Although these were still partly influenced by 

the school themes, they presented the lived experiences of Kuwaiti people in a comic 

manner. This comic manner has perhaps been the dominant feature of Kuwaiti theatre 

since the 1950s.

We can conclude that the Kuwaiti school theatre was established as an example of 

modem education and continued to present educational and religious plays in what was
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then considered a suitable acting style. Its organisers and its audience may be described 

as belonging to a religious society that required a religious theatre.

4.3. The Development of Kuwaiti Theatre: The Popular Theatre of the 1950s

The Kuwaiti popular theatre was so called because it presented popular issues and the 

daily concerns of Kuwaiti citizens on the stage. The earliest play belonging to this theatre 

was produced in 1943, when the farce Umm Anbar ('Anbar’s Mother) was presented in 

the al-Ahmadiya school theatre.

This play was considered by many to have marked the true start of Kuwaiti theatre, 

because it presented a story addressing a problem prevalent in Kuwaiti society, that of 

unemployment. Although Umm Anbar was followed by similar types of interludes 

presented in the religious school theatres, it did not greatly affect the general taste of the 

Kuwaiti audience because, as mentioned earlier, Kuwaiti society was mainly religious in 

the 1940s. However, as the young performers of the Kuwaiti school theatre became 

mature actors who were also able to write and stage works addressing these new 

conditions, the prominent Kuwaiti actor al-Nashml was encouraged to establish a scout 

troupe in 1950 with the aim of providing a workshop for amateur actors; ‘These 

workshops were a medium for the discovery and training of talent’. 24 Al-Nashml recalls,

In 1950, when I was a student in the al-Mubarkiyah school, I realised that I was 
extremely drawn towards theatrical acting. Therefore, I began to develop my 
talent by organising Scout review parties in which we performed certain comic 
short plays, composed and improvised principal roles.
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Al-NashmTs early attempts introduced the Kuwaiti audience to the popular theatre. These 

audiences became familiar with it and started to react positively to it. Nevertheless at first 

the popular theatre faced several difficulties. Although al-Nashml was strongly motivated 

to become a comic actor, he had no intention of forming a popular theatre company. At 

this stage, he was only aiming to practice his craft and discover new theatrical talents in 

Kuwait, but in order to achieve his goal he needed government financial support which 

was not available. The Administration of Education, which was the old title of the current 

Kuwaiti Ministry of Education, would not provide al-Nashml’s theatre with the financial 

assistance he needed, as it had done to the school theatres. Instead, al-Nashml sought 

individual members who could support the workshop financially, which meant they 

needed to be employed as well as be able to act and improvise without a script.

The actors' ability to improvise was important for two reasons; on the one hand, to 

demonstrate the type of acting required in this theatre and on the other to be able to react 

to the audience’s objections if these were openly expressed during the performances.

As we might expect, financial security remained a problem and certainly affected not 

only the quality of props but also the facilities offered to the audience, to the extent that 

sometimes there were not enough seats and many members of the audience had to watch 

the play while standing.

While overwhelmed by these difficulties, al-Nashml was profoundly influenced by an 

event that was to change his life and practice, and encouraged him to establish the 

popular theatre. In 1950 he travelled to Egypt and stayed for three months, during which
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time he was exposed to Egyptian theatre while participating in scout training courses. He 

recalled: ‘I attended at least thirteen performances at Masrah al-RThanT, and I even 

managed to establish a friendship with many artists such as Maty MunTb, al-Qussarl (...) 

who took me to the back stage to learn more about theatre.’ 26

This exposure to the Egyptian popular theatre, which was undeniably more developed 

than its Kuwaiti counterpart, encouraged al-Nashml to work for three years to establish a 

similar type of popular theatre in Kuwait.

Through the scout workshops, he transformed his dreams to reality by developing ideas 

and new techniques, which enabled him to announce the foundation of al-Masrah al- 

Sha'bl (The Popular Theatre) in 1954.

In an interview given in 1983 he stated: ‘In 1954 we were convinced that it was time to 

form a theatrical group to present popular plays, and we began to perform short 

colloquial farces in the stadium of the M a'arif.’ 27 The establishment of al-Masrah al- 

Sha'bi prompted al-Nashml to continue to search for qualified actors, and he also 

discussed his theatrical intentions with all those whom he believed could support the 

Kuwaiti popular theatre.28

Some critics have cast doubt on the originality of al-Nashml’s work, claiming that the 

circumstances in which he founded his theatrical company were particularly favourable. 

They maintain, for example, that Al-Nashml used al-Rujayb’s departure to study in Egypt 

as an opportunity to take over the leadership o f improvised theatre and that ‘Abd al-Malik 

Al-Salih’s death in 1946 left the field open for him.
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These criticisms seem baseless, and in any case the Kuwaiti audience continued to 

encourage al-Nashml by flocking to attend his plays, which reflected their actual lives.

Both al-Rujayb and al-Salih were active and prominent in the field of Kuwaiti theatre. 

Al-Rujayb was in Kuwait when the popular theatre was founded by al-Nashml and did 

not travel to Egypt to study theatre until 1948; after he returned in 1950, he acted and 

collaborated with al-Nashml in the writing of many farces, in particular Umm 'Anbar, the 

first farce in the history of the Kuwaiti popular theatre. As for the death of al-$alih, this 

did not benefit al-Nashmi in any way. These opinions hostile to al-NashmT were based on 

their holders’ disapproval of the popular theatre and their support for the plays performed 

in standard Arabic in the school theatres.

Al-NashmT’s critics did not approve of a theatre established for the Kuwaiti people, 

which they saw as a threat to classical theatre of the kind presented in schools, with its 

overwhelming focus on classical history and its imposing religious and moral agenda. 

The popularity of the popular theatre resulted in a decline in the attendance of the school 

theatre. The reason being, the Kuwaiti audience identified itself more in the performances 

o f the popular theatre. Members of the audience saw familiar characters from their 

everyday lives presented on the stage and found that this raised their awareness of their 

deficiencies, not through heavy drama but through light comedy.

This style of drama increased the popularity of al-Nashml’s theatre to the extent that his 

audiences reached 12,000 in the 1950s.29
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In his evaluation of this form of theatre, Tulayimat, states that: ‘It represents the major 

theatrical activity in Kuwait, due to the fact that its performances are attended by an 

audience which consists of all social ranks. It treats this audience’s own environment, and 

utilises the Kuwaiti dialect.’ 30

Basing our view on Tulayimat’s statement and al-Rujayb’s occasional comments in the 

Kuwaiti press about the importance of finding a lively drama that reflects Kuwaiti 

peoples’ social problems, we can conclude that even some of the intellectuals or the 

groups who encouraged the classical Arabic play and opposed the popular theatre in the 

vernacular helped in forming the basis o f the popular theatre.

Others who opposed al-Nashml’s popular theatre based their opinions on a particular play 

first performed in 1955, namely Mudir Fashil (A Failing Manager).

Both M. H. 'Abd-Alla and Khamis S. al-Zayd did not consider that this play provided a 

professional theatrical performance, but 'All al-Ra'I states in his al-Masrah ftal-Watan 

Al- 'Arab! that al-Nashml’s popular theatre was appreciated by the Kuwaiti audience and 

this improvisational form of theatre was being developed at the same time in other parts 

o f the Arab world.

Al-Ra'I also supposes that if al-Nashml’s theatre had not existed, the Kuwaiti theatre 

might have merely continued to present performances of the kind found in the school 

theatre. About Mudir Fashil we may say that it represented a new form and a transition
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from the short farce to the full-length play. The Kuwaiti popular theatre subsequently 

presented twenty full-length plays from 1955 to 1960.

We may conclude that the productions of the popular theatre mark the beginnings of a 

genuine Kuwaiti theatre by presenting familiar characters and real situations on the stage. 

We could measure the success of this form by the enormous encouragement of the 

Kuwaiti audience, who often insisted after several performances on providing al-Nashml 

with further information about the situation presented on stage. The audience would also 

ask for certain favourite scenes to be repeated.

Al-NashmI’s theatre included Kuwaiti folklore and traditional arts that entertained 

Kuwaitis of all ranks, but the most important feature of his theatre was its utilising of 

colloquial Kuwaiti Arabic.

Finally, the Kuwaiti popular theatre made attending the theatre a widespread social 

practice and thereby developed a national Kuwaiti audience.31

4.4. The Coming of Age of the Kuwaiti Theatre in the 1960s

The impact of the traditional ways of life on Kuwaiti literature, for example, can be seen 

especially during the 1960s, probably because that decade was a period when Kuwaiti 

society was changing radically from its old ways. These literary works contrasted the old 

times, in all their cruelty and poverty, with the new, in all their luxury and wealth brought 

about by the discovery and exploitation of oil. Poetry, short stories, plays and films were
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produced to show the present generation the difficulties and hardships of the past, so that 

the young people would appreciate both their present and their past.

The year 1961 was significant in Kuwaiti history for several reasons: most notably, 

Kuwait gained its independence of the British mandate on 19 June 1961.

These events increased the Kuwaitis’ feelings of patriotism, and adherence to pan- 

Arabism. At that time there was strong support for the idea of Arab nationalism and deep 

feelings of unity, and when the United Arab Republic was formed between Egypt and 

Syria in 1958 it was greatly encouraged by Kuwaitis, who hoped it might lead to a larger 

unity under Gamal Abd al-Nasser, Egypt’s President. And despite the break-up of the 

UAR in 1961, the Arab world continued to be dominated by the idea of pan-Arabism.

In accordance with the idea that Egypt was the head of the Arab Unity movement and the 

key power in the struggle to create an Arab identity, and with the encouragement of many 

Kuwaiti intellectuals who opposed the Kuwaiti popular theatre, al-Masrah al-'Arabl 

(The Arabic Theatre) was founded by the Egyptian theatre instructor, Zaki Tulayimât.

He returned to Kuwait in 1961, having first visited in the 1950s to make a report about 

the Kuwaiti theatre, and established this theatre on 10 February of the same year with the 

Kuwaiti government’s assistance. Tulimât remained in Kuwait for ten years, during 

which time he controlled the administration of art and theatre, besides running al-Masrah 

al-'Arabï, which was sponsored by the Ministry of Social Affairs and Work.

Despite generous encouragements by the government and many Kuwaiti intellectuals, the 

Kuwaiti audience’s attendance was very poor. Perhaps Tulayimât’s scripts and acting
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techniques were an important factor in this matter, as they were classical and lacked 

vivacity.

One cannot say, however, that the reason of this poor attendance was the language barrier 

as it was the case, for example, in Algeria, for three reasons; first, the Kuwaiti audience 

was familiar with the Standard Arabic of the school theatre. Second, the Kuwaiti dialect 

itself is similar to Standard Arabic, and the third reason is that the state of Kuwait had 

never been controlled by a foreign coloniser who would dominate the usage of Standard 

Arabic, as was the case in the states of the Maghreb, where Standard Arabic was banned 

from schools during the colonial period.

In addition to the lack of vivacity in Tulimat’s scripts and acting techniques, if we 

consider the radical social changes that took place in Kuwait in the 1960s, we may 

comprehend why the Kuwaiti audiences preferred the modem comedy or the light 

comedy to the classical satiric performances of al-Masrah al- 'Arabl

These changes were evident in all aspects of life, in politics, economy, and education.

The 1960s coincided with the government of the Kuwaiti ruler, 'Abdallah al-Salim al- 

Sabah, who ordered that the old city of Kuwait be transformed into a modem capital.

In order to change the old city, old houses needed to be demolished and their owners 

compensated. The owners of the old houses felt great emotional bonds to their homes, 

which contained all their memories and which they left with heavy hearts, and saw the 

modem life of luxury as a compensation for the loss of their beloved simple old ways; 

however, they began to enjoy prosperity and cease to feel nostalgia for the sufferings of
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the old life. Therefore, we may agree with Bilal’s opinion that the light comedy form was 

more attuned to the mood o f Kuwaiti audiences at that time.32

There were also other intellectual factors such as the wide popularity of the popular 

theatre, which had dramatised the changes between past and modem ways of living, and 

the appearance in 1961 of television, which presented, among other kinds of drama, the 

comic plays of al-RTyhani who, as previously mentioned, influenced al-Nashml’s 

theatrical beginnings when the future actor attended al-Rlyhani’s plays while in Egypt in 

1950.

Ironically, while al-Masrah al- Arabi was poorly attended by the Kuwaiti audience and 

al-Masrah al-Sha 'bi was widely attended, the first was fully sponsored by the Kuwaiti 

government without conditions or even a yearly evaluation. In spite of this unequal 

treatment, the situation in general created a healthy atmosphere for other playwrights, 

actors and theatre professionals who were eager to contribute to the field of Kuwaiti 

theatre. In this atmosphere, two other companies were established: Masrah al-Khalîj and 

al-Masrah al-Kuwaiytl

Each company had and still has its own playwrights, actors, directors and board of 

administration, besides government sponsorship. There were now four important 

theatrical companies and it was felt in government circles that some form of censorship 

was required, and so a government department was instituted. This department 

encouraged some playwrights, while discouraging or even preventing others from
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contributing. It is believed that the officials of this department had no knowledge or 

experience of the field of theatre.33 As a result, the four Kuwaiti companies traveled 

around the Arab world seeking a wider audience and different theatrical experiences.

The most obvious measurement of the success of the theatre of that time was the 

behaviour of Kuwaiti audiences, who had become increasingly sophisticated and 

demanding, having been educated by the school theatre and al-Nashmi’s theatre, which 

had established Kuwait’s theatrical conventions.

As for al-Masrah al-'Arabl, in the 1960s poor attendances forced it to close down; 

perhaps the problem was that its performances were limited to classical topics and 

provided no innovations. But it reappeared in the 1970s, after a break often years, to 

perform political Arabic drama.

The innovations of the 1960s were not only due to these factors; Kuwaiti playwrights 

began to look abroad for inspiration. They started to adapt international plays which 

added to their theatrical knowledge and gave their audience new experiences. For 

example, Jerome K. Jerome’s play The Soul o f  Nicolas Snyders was presented by Masrah 

al-Khalij, having been adopted by its director, Saqir al-Rushud.

Al-Masrah a l- 'Arab7, on the other hand presented only Egyptian adaptations, which were 

major failures apart from two plays, namely, Hatt al-Tayr, Jar al-Tgyr (The Bird Has 

Landed, The Bird Has Flown), and Badawiyan f i  al- Tyada (Two Bedouins in a Clinic).
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Al-Masrah al-Kuwaiyti adapted The Common Room by John Madison, which was 

directed by Sa'dun al-‘Ubaydi and performed in February 1970. Al-Masrah al-Sha 'bf 

presented an adaptation of George Theotaka’s The Boat. This play was chosen by al- 

Masrah al-Sha 'bi because it concerned the life of the sailor and the Kuwaiti version had 

the resources to portray the old Kuwaiti sea life.

Another innovation of the 1960s was the appearance of women on stage, a change that 

was encouraged by both al-Nashml and Julayimat. This movement against Kuwaiti 

social traditions was commenced by two actresses, namely Mariyam al-§alih and 

Mariyam al-Qadban, who were to be followed by many others.

We have discussed the important factors that transformed the Kuwaiti theatre and created 

a more experienced audience: early movements and experiments, the transformation of 

all aspects of Kuwaiti life including literature, the trips to learn from other Arabic 

theatres, and the international adaptations. These factors did much to raise theatrical 

standards in Kuwait, notably in the establishment of the four main theatrical companies, 

which have continued to present performances since the 1960s. It is believed that the 

Kuwaiti theatre reached its mature stage in the 1970s for a number of reasons that we will 

discuss next.
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4.5 The Maturity of the Kuwaiti Theatre in the 1970s

We can call the 1970s the mature age of the Kuwaiti theatre because of the theatrical 

achievements that occurred during this period. Bilal calls this period a ‘boom’, one in 

which Kuwaiti society enjoyed prosperity.341 would argue that in this period the Kuwaiti 

theatre was affected by three main factors: first, the experience of both the Kuwaiti 

playwrights and the Kuwaiti audience; second, the political circumstances, which were at 

first democratic then changed towards the end of the period; third, the theatrical 

experiences which the Kuwaiti theatre gained from the visits of foreign theatrical groups 

invited to Kuwait and, in response, the participation o f Kuwaiti groups in theatrical 

festivals outside the country.

Regarding the first factor, one notices that by this period, the new generation of Kuwaiti 

playwrights no longer referred to the old Kuwaiti hard life as the previous generation had 

in the 1960s; on the contrary, they started to discuss new issues on stage and disapproved 

the old Kuwaiti theatrical conventions. One could cite, for example, the Absurdist plays 

of Sulayman al-HuzamT, and note that the new generation of the Kuwaiti audience who 

encouraged these developments by attending in large numbers, while ignoring the plays 

written in Standard Arabic by not attending such performances.

In the 1960s the unpopularity of al-Masrah al- Arabi had led to the closing down of the 

company, as mentioned earlier; and in the 1970s the Kuwaiti audience’s taste had not 

changed. The failure of both attempts to present the ‘Arabic play’ or plays written in
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Standard Arabic show that the Kuwaiti audience were not inclined to accept this style of 

theatrical presentation, not in the 1960s nor in the 1970s.

Nevertheless at the turn of this century things seem to have taken a different turn; the two 

cases studied by this research were written in Standard Arabic and both were well 

attended by the Kuwaiti audience in 2004. This research measures the development of the 

taste of the Kuwaiti audience over forty-four years; the results of the survey will be 

presented in Chapter Six.

I ought to mention here that although the Arabic play did not achieve much success, it did 

act as a transitional stage between the Kuwaiti social play and the Kuwaiti political play 

that played an important role in the 1970s; also, presenting all these various types of 

drama required several directing methods, such as those required by the Epic theatre.

The second factor that may influence the condition of theatre in any part of the world, 

and necessarily influenced the Kuwaiti theatre is a country’s political atmosphere, which 

in Kuwait was democratic at the beginning of the 1970s or even from the establishment 

o f the country, as we demonstrated in Chapter One; but on 28 September 1976 the 

Kuwaiti Parliament was dismissed, and certain items of the Kuwaiti constitution were 

suspended35.

M. H. 'Abd Allah described the impact of this situation on the Kuwaitis, as ‘the most 

crucial event of the 1970s, which shocked the Kuwaiti conscience’.36 At this difficult 

time, two plays presented this situation. The first was Mughamarat Ras al-Mamluk by the
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Syrian playwright Sa'd Allah Wannus, which took corruption, opportunism and 

dictatorship as its main themes.

The second was al-Thalith by the Kuwaiti playwright Hasan Y. al-'AH, which discussed 

the right of the ruler to legitimately claim authority.37

The third factor was the theatrical experiences that the Kuwaiti theatre gained through 

witnessing the work of foreign theatrical groups invited to Kuwait and, conversely, the 

participation of Kuwaiti groups in theatrical festivals outside Kuwait. We mentioned 

earlier in regard to the Kuwaiti theatre of the 1960s that the Kuwaiti theatrical companies 

started to look for external inspiration at the end of the 1960s; then in the 1970s, when the 

theatrical atmosphere started to be of more importance in Kuwaiti society, some Arabic 

theatre companies visited Kuwait and performed multiple plays. For example, in 1974 the 

Moroccan National Theatre staged two plays: Maqamat BadT al-Hamadham, and Sidi 

'Abd al-Rahman al-Majdub. Later on, the Company of the City of Tunis presented al- 

Lughz ( The Quiz), and Bayram al-Tunisi in 1976. The year after, the Syrian National 

Theatre presented: Sahra Ma'a Abi Khalilal-Qabbaniby Sa‘d Allah Wannus, and al~ 

Ghura ’ba by 'All TJqla ‘Irsan.

In exchange and to gain further theatrical experience, the four Kuwaiti companies were 

taking their parts in the annual Arabic theatrical festivals, for example, the ones in 

Casablanca, Tunis, and Damascus. At this stage, when the Arabic play and particularly 

the performances of al-Masrah al- 'ArabI were particularly appreciated by Arab audiences 

outside Kuwait, it was more appropriate for the Kuwaiti acting companies to stage their
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performances utilising Standard Arabie in order to be understood by other Arab 

nationalities. Accordingly, more government sponsorship was given to the company that 

performed mainly in Standard Arabic: al-Masrah al-‘Arabf. Such sponsorship was 

considered necessary because conducting these kinds of plays required particular 

custumes, props and décor. Al-Masrah al- 'Arab! benefited from this experience and came 

to realies that the political play was the genre most appreciated by the audience, and 

accordingly they staged other Kuwaiti political dramas, which led to the company finally 

attaining success.

A notable and positive reaction to the Kuwaiti theatrical activities that were taking place 

inside and outside Kuwait was the growth of theatrical criticism, which started in the 

local newspapers. Although some of these articles were not informed by theatrical 

experience or serious attempts to evaluate Kuwaiti theatrical activities, others were based 

on adequate theatrical knowledge and experience, such as those of Hassan Y.‘A1I, 

Mahbüb al- ‘Abd Allah, and M. H ‘Abd-Allâh.

Another positive reaction to the new atmosphere created by the activities of the theatre 

companies and the start of the media documentation of those activities was the 

establishment of the Higher Institute o f Dramatic Arts in 1973.

This institute consisted of three major departments: acting and directing, critical research 

and studies, and theatrical design. Only at this stage did academic, and later, professional 

performances start to take place in Kuwait. Regarding the Institute’s contribution, Bilal 

remarks:
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The Institute of the Dramatic Arts participated enormously in the enrichment of 
the Kuwaiti theatre in several ways such as producing highly qualified artists in 
all fields of theatre, like acting and directing, design and criticism. The institute 
also produces two full productions in the scholastic year as an examination for the 
acting students of the final year and all these performances are attended by the 
public and televised by Kuwait television.38

The last theatrical phenomenon that appeared in the 1970s and continued through the 

early 1980s was the establishment o f ‘private’ theatrical companies. Two prominent 

artists who were members of al-Masrah al- 'Arabi first established this trend: Abd al- 

Husayn Abd al-Rida and Sa'd al-Faraj founded their own art establishment, which was 

not attached to the Ministry of Social Affairs as the previous theatrical companies had 

been, and so it did not receive any governmental support, and was treated as a business 

venture operating within the purview of the Ministry of Commerce and Industry. Riçla 

and al-Faraj called their establishment al-Masrah al-Watanl (The National Theatre); as 

the name may suggest, they presented performances addressing local issues using the 

Kuwaiti dialect. These included the three successful plays Bam garnit (The Silent 

People), Dahiyyat Bayt al- 7Z(The Sacrifice of the Rich), and 'Ala Hamân yâ Fuir 'un 

(Those Days are Gone Pharaoh).39

Al-Masrah al-Watani achieved wide success, and its independence enhanced its 

reputation. According to M. H. Abd Allah, in his article al-Khishya Wa al-Raja'( Fear 

and Hope):
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This team, which left al-Masrah al-‘ArabT to engage in wider private 
theatrical activities, achieved a notable success when they became unique 
by funding their own work, because al-Masrah al-Watanl, which was founded 
by ‘Abd al-Hussayn 'Abd al-Rida and Sa'd al-Faraj is presenting a good standard 
of work and has a wide audience, it is probably the creator of the wide audience in

• j  40this period.

Bilal insists that al-Masrah al-Watani should not be called ‘commercial theatre’, a 

pejorative name that was given to this company by some envious individuals working in 

certain local newspapers. His view of the ‘commercial’ Kuwaiti theatre is that:

It is unfair to accuse them all of "Running after profit", because they participated 
in the enrichment of the Kuwaiti theatre with several good standard plays, which 
created an atmosphere of competition and played a positive role in preserving the 
authenticity of the Kuwaiti themes.41

Al-Masrah Al-Watani not only presented many serious and artistic productions in the 

field of theatre, but also presented television plays and serials, and radio plays.

The last substantial achievement of the Kuwaiti theatre in the 1970s was the development 

of children’s theatre, an achievement that began with positive intentions but later adopted 

a negative attitude overly concerned with financial profit towards the end of the 1970s. 

This attitude was the main feature of the Kuwaiti theatre in the 1980s that we will discuss 

next.
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4.6 The Decline of Kuwaiti Theatre in the 1980s

The Kuwaiti theatre of the 1980s experienced a decline for two reasons; the first was the 

death of the prominent Kuwaiti director $áqir al-Rishüd, the second was that the majority 

of theatre productions were more concerned with financial profits.

Although the sudden death of §áqir al-Rishüd in 1979 was regarded by the local press as 

signalling the death of the Kuwaiti theatre, Bilal disagrees, arguing that there were other 

directors who were capable of producing competent Kuwaiti vernacular plays; moreover, 

al-Rishüd’s company, Masrah al-Khallj, mounted several productions after his death, in 

which his surviving colleagues’ views were expressed regarding the needs and problems 

of Kuwaiti society. Bilal explains the attitude of the local press as stemming from a desire 

to create an ‘illusion’ that would enhance the status of §aqir al-Rishüd. However, one 

cannot deny that the majority of the Kuwaiti theatrical productions in the 1980s were not 

up to the level of those of the 1970s, or that the decline followed the death of a prominent 

artist, which can certainly be regarded as a great loss to the Kuwaiti theatre of the 1980s. 

As to the ‘illusion’ that the local press created, one can consider it a celebration of an 

eminent artist who deserved to be better appreciated, and an attempt to create a healthy 

competitive atmosphere.

The competitive atmosphere created by the local press encouraged a few directors to 

make substantial contributions to the children’s theatre: for example, in 1979 al-Badir 

Establishment presented al-Bisqt al-Sihri (The Magic Carpet) by Mahdi al-$aiq, which
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told the story of a lazy, young prince who learns the importance of work after being 

kidnapped by a gang who force him to work during his captivity. Another good example 

is al-Zarzur by the academic playwright, Fahad §ultan, which was produced in 1982. 

The play presented the theme of fear and how it should be managed. Zarzur is the name 

of a little bird, a sparrow that is known for its cowardliness.

The competitive atmosphere, however, led to a more negative phenomenon: the drive to 

make a quick profit whatever the consequences. The majority of the productions of this 

kind were for children’s theatre and this situation continued to be characteristic of the 

Kuwaiti theatre of the 1980s. According to the director, Sulaymân al-Huzamï:

Unfortunately, theatre in Kuwait has, during the last five years, lost its balanced 
form and its human dimensions and came into the hands of some people who are 
outsiders to the theatre in an enterprise which is being run according to the 
commercial principle of supply and demand ...this phenomenon can be seen, I 
repeat, in some people who represent the majority of children’s theatre. 42

In 1990 the Iraqi invasion halted Kuwaiti cultural life as it halted and damaged other 

sectors of life, but Kuwaitis were eager to continue their cultural life outside Kuwait 

through the Kuwaiti Cultural Centres around the world. The invasion had profound 

effects that were reflected in Kuwaiti literature, as will be explained next.
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Despite, or perhaps because of, its traumatic effects on Kuwait, the Iraqi invasion left a 

rich source of dramatic events to represent in the country’s literature. The fact that one 

Arab country had invaded another, besides the destruction of much of the infrastructure 

of Kuwaiti society created a painful heritage of many social, political and economic 

stories that might be presented on stage after liberation.

During the invasion no plays were presented in Kuwait, but Kuwaitis outside the country 

did manage to produce drama; for example Azma wat ‘adì (A Temporary Crisis) was 

performed in Egypt in October 1990, presented with the support o f the Kuwaiti Media 

Centre in Egypt. After liberation several productions presented the story of the invasion, 

the most successful being Saiyf al- 'Arab (The Sword of the Arabs) by the al-Masrah al- 

' Arabi company, which concerns the character of Saddam Hussein and his ways of 

manipulating the Iraqi people.

Another production was Makhrùsh Tab Bi Khriish (The One with the Good Luck)43by the 

playwright Mubarak al-Hashshash, which makes black comedy out of the story of the 

Iraqi invasion. The director, Hussein al-§aliht, framed the people’s real sufferings within a 

comic style. Makhrùsh Tàh Bi Khrùsh presents the author’s experience as a Kuwaiti 

individual who suffered through many tragic situations during the invasion and 

occupation, and in the production the actors, as Kuwaiti individuals, acted as if reliving

4.7 The Impact of the Invasion on the Kuwaiti Theatre and the Cultural Life from

1990 to the Present.
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their everyday experiences. The décor was a naked skeleton surrounding the Kuwaiti 

flag, indicating the dire condition of the country during the occupation. The play 

documents the forms of physical abuse and activities of the spies and traitors 44 who 

helped the Iraqis. This form of post-invasion theatre can be categorised together with a 

variety of cultural productions that allows us to gauge the impact of the invasion on 

literature. The post invasion short stories are a good example. 'Abd Allah al-Qatam in his 

book ffawla al-Ghazw (About the Invasion) described the impact according to the 

chronology of events: 1. The Invasion, 2. The Resistance Movement, 3. Captivity, 4. 

Patriotism, 5. Departures, 6. The Invaders’ Behaviour, 7. Liberation. 45

Barbara Michalak- Pikulska in her book The Contemporary Kuwaiti Short Story in Peace 

Time and War 1929-1995, adds more themes to those of al-Qatam: ‘the reaction on the 

part of Kuwaiti society to the occupation, the situation of threat to state, family and 

spiritual identity, the situation of the civilian population: children, women and men, the 

military destruction-as equally external as internal.’ 46

Al-Qatam and M ichalak- Pikulska attempt to systematically connect the range o f  war 

literature as it appeared with the chronological order o f  the events; they succeeded in the 

task o f  addressing the historical issues, and this has certainly been the main aim o f 

Kuwaiti authors.

Similarly, the aim of Sulymân Al-Bassàm, the Kuwaiti playwright of the first case study 

in this research is mainly to address the socio-political issues confronting Kuwaiti
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society. He chose to present his work at the al-Qurayn Annual Theatrical Festival, an 

important event that appeared after the liberation. The government recognized the great 

importance of the role played by culture and the arts during the invasion; the Kuwaiti 

Cultural Centres’ exhibitions, which included work by the older and younger generations, 

had directed international attention to the Kuwaiti crisis of 1990. As a result, theatre 

became one o f the main concerns of the Kuwaiti government after liberation.

4.8 Theatre as the Core of Cultural Life in Liberated Kuwait

After liberation, cultural life was mainly devoted to expressing the Kuwaiti people’s 

reactions to the invasion, the national feeling of belonging, and the distinct Kuwaiti 

identity that had almost been lost as a result of the invasion. Literary productions were 

enriched by a myriad of individual experiences, and theatrical productions which were 

mainly concerned with what had happened during the invasion and occupation. However, 

different opinions were expressed about the causes of the invasion, the invaders’ attitude 

and the Kuwaitis’ attitude during that time and after liberation.

Because o f the trauma of the invasion, which has not been erased from the minds and 

hearts of Kuwaiti people, plays such as The Trade, are effective, not in suggesting 

solutions for the country’s social problems, but in making the audience more aware of 

these problems, which affect everyone.
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This research’s survey aims to analyse how each spectator interpreted the events on stage 

in terms of his or her own life experiences.

Although there are several Kuwaiti annual theatrical festivals, we chose al-Qurayn 

because it is the most popular festival, and it does not only include theatrical 

performances; the festival lasts for a month, during which time many cultural activities 

take place, such as lectures, seminars, art exhibitions, book exhibitions, poetry evenings, 

and musical performances, and ends with a ceremony in which Kuwaiti and Arab artists 

are rewarded. The al-Qurayn festival was established in 1972 by His Highness Gaber al- 

Ahmed al-Sabah when he was Prime Minister. He ordered that a ‘Higher League’ be 

formed; its main aim is to raise the standard of literature and art in Kuwait. The League 

then formulated urgent plans; theatrical festivals were conceived and planned and started 

three years after liberation in 1994. Al-Qurayn is an old name for Kuwait as a country, 

and means ‘the small fortress’.

Among the most important activities that were organised at the first few al-Qurayn 

festivals, we might mention three lectures about the critical issues in Arabic literature, 

seminars on Modem Art and Traditional Arabic Music, five poetry evenings under the 

title of DTwan al-'Arab, a lecture celebrating the twenty-fifth anniversary of the 

foundation of the magazine ‘Alam al-Fikr, and other important cultural activities that 

were both thought-provoking and entertaining.
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4.9 The Conclusion

We have argued that there were four main factors: the nature of the Kuwaitis, Kuwait’s 

geographical position, its political system and its external connections, that created the 

cultural conditions in which the Kuwaiti theatre could be established and progressed. In 

the 1940s the Kuwaiti theatre was mainly restricted to school stages as a part of the 

curriculum, in the 1950s it began to address popular issues and was able to attract larger 

audiences due to its vivid presentations, in the 1960s oil was discovered and the Kuwaiti 

theatre dramatised the differences between the old life and the new. The 1970s was a 

unique stage owing to the new methods that playwrights explored, and large audiences 

were drawn to the private theatre; but the success of some artists in the late 1970s 

negatively affected the majority of performances in the 1980s, especially of children’s 

plays, although the possibility of commercial success encouraged a few Kuwaiti 

playwrights to create successful productions.

In 1990, the Iraqi invasion and occupation proved to be a double-edged weapon: on the 

one hand they left Kuwait with massive destruction of the infrastructure including in the 

theatre sector; on the other they provided Kuwaiti writers with a wealth o f dramatic 

material. Theatre in liberated Kuwait was rich with these stories, drawn from the bitter 

experiences that deeply affected the Kuwaiti audience’s aesthetic response. The Kuwaiti 

spectator’s cultural experience now does not only include the difficult past and the 

luxurious standard of living after the discovery of oil, but also the tragic present after the 

destruction wrought by the Iraqis and the unknown future that will emerge from this
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present. Festivals such as al-Qurayn encourage Kuwait’s contemporary arts with the aim 

of maintaining and developing the country’s cultural life and building national 

confidence in the future.

165



Endnotes of chapter four

1. Khalifa aI-,Wuqayan, a l-T h a q a fa f t  a l-K uw aiyt: B a w a k ir  w a  Ittijaha t, Matba at al-Magahwy al-Qla, al- 
Kuwaiyt: 2006, pp. 13-41

2. Ibid., p. 15

3. Ibid, pp. 18-19

4. Ibid., p. 19

5. Ibid., p. 22

6. Ibid., p. 22

7. Ibid., p. 26

8. Ibid., p. 26

9. Ben J. Slot, K u w a it: The G row th  o f  a  H isto ric  Id en tity , London: Arabian Publishing, 2003. p. 101

10 al-Wuqayan, al-Thaqafa f t  al-Kuwaiyt, p. 35

11 Ibid., p. 36

12 Ibid., pp. 37-38

13 Muhammad M. Bilal, 'The Kuwaiti Theatre: A Search for Identity ( 1939-1980)', PhD thesis, University 
of Exeter, 1985. p.I20.

14 Khalid S. al-Zayd, al-Bayan, no. 195, Kuwait: June, 1982. p. 37

15 The Liwan was part of the old-style Kuwaiti houses.

16 Al-NashmT, ’Plant al-Fann, October/November, 1971. p. 39 

1 7 Bilal, ’The Kuwaiti Theatre', p. 125.

18, ZakI Tulayimat, F a n  a l-M u m a th th il al-'ArabT, Cairo: al-Hay’a al-Misriya al- 'Amma lil-Ta'lif wa al- 
Nashr, 1971. pp. 37-38.

19’ Al-NashmT. ’Plant al-Fann, p. 39.

20' Bilal, 'The Kuwaiti Theatre', p. 126.

21. Salih al-Khlifi, al-Haraka al-MasrahyiaftDuwal Majlis al-Ta awun al-KhalijT, Kuwait city: Matabe' 
al-Anba al-Tujaria, 1989. p.176.

22 Bilal, 'The Kuwaiti Theatre', p. 127

166



23. Here al-Ruglb meant M a h za la  or (Chaos) in its Arabic context, and did not use Mahzala as a theatrical 
term. M a h za la  in its theatrical context would mean farce which is not the case in this play.

24' 'Abd Allah M. H., al-f{araka  a l-M a sra h iya  F i  a l-K uw aiyt, Kuwait: Masrah al-Khalnj, 1976. p. 16.

25 Ibid., p. 16.

26‘ An interview with al-Nashm! by M. M. Bilal, October 1983.

27• Ibid.

28' Bilal, 'The Kuwaiti Theatre', p. 182.

29 Khalid S. al-Zayd, a l-M a s r a h fi  a l-K u w a it, Kuwaiyt: Mu'assasat al-Rubay an, 1983. p. 93.

30 Zaki Tulayimat is a prominent figure in the Egyptian theatre who was asked to evaluate the theatrical 
activities in Kuwait by the Kuwaiti Ministry of Cultural Affaires in 1950s.

31‘ Bilal, 'The Kuwaiti Theatre’, p.190.

32‘ Ibid., p.233

33- Ibid., p, 234

34 Ibid., p. 234

35 Ibid., p. 357. For more information see a l-K u w a iy t a l-R a 'y  a l-A kh a r , A. F. al-NifisT,Ta- Ha, 
advertising, London, 1978, p.p. 229-236. Also see a l- Ja lT ’a  f i  M a  'ra ka t al-D im utTya, Sami al-Munayss, 
Sharikat Kazma, Kuwait, 1984, p.p. 121-146

36 M. H. 'Abd Allah, a l-K h a sh ya  W a a l-R a ja ', Kuwait: Dar al-Kutub al-Thaqafiya, 1978. p. 37

37 Bilal, 'T h e  K u w a iti Theatre', p.358

38 Ibid., p. p. 353-354

39 . Haman is a magician who was well known to be more professional than the Pharaoh.

4 0 . 'Abd Allah, a l-K h ish ya  W a a l-R a jja ’, Kuwait: Dar al-Kutub al-ThaqafTya, 1978. p.37

41 Bilal, ’The Kuwaiti Theatre’, p.p 351-352

42 Sulayman al-Huzami, al-Anba', 8/11/1984, Kuwait.

43. The title of this play is an old Kuwaiti proverb, in Kuwaiti dialect M a kh ro o sh  is the one who likes food, 
J a h  means found, B i K hrush , is the stomach of the sheep that used to be expensive in Kuwait before the 
discovery of oil.

44 M. M. Bilal, M a q d la t F i  a l-N a q d  a l-M a sra h i, no place of publishing: no publisher, 1994. p, 58.

45 'Abd Allah al-Qatam, H a w la  a l- 'G hazw  a l- ‘Ira q i, Kuwait: al-Bayan, no. 294, May 1994, pp. 227-260.

46 Barbara Michalak-Pikulska, The C o n tem p o ra ry  K u w a iti S h o r t S to ry  in  P e a c e  T im e a n d  W ar 1929-1995 , 
Poland: The Enigma Press, 1998. p. 94

167



CHAPTER FIVE

The Selected Productions

5.1 Introduction: The Occasion

The two selected productions as case studies for this research were both performed at the 

tenth al-Qurayn Kuwaiti Annual Cultural Festival (January 2004), and both were 

nominated not only on this particular occasion but also on other occasions, for example 

the Youth Theatre Festival of Arabian Gulf Countries (October 2003).

The first play is titled: al-MuqSyadha (The Trade) and the second is U m Sfara Bayrn at- 

Layl wa al-Nahâr (A Debate between Day and Night).

A I-Muqâyadha was performed at al-Dasma theatre on 4 January 2004; it was a Kuwaiti 

youth production sponsored by the Kuwaiti General League of Youth and Sport 

It staged two main styles of modem theatre: the conversational theatre and the critical 

social theatre in order to dramatise the play’s central ideas.

The play addresses two contemporary social problems facing Kuwaiti society, and the 

production was performed by fifteen performers.

For a better understanding o f the production, a brief description o f the occasion at which 

it was staged would be relevant.

Al-Qurayn festival is a significant annual cultural occasion sponsored by the Kuwaiti 

Organisation o f Scientific Research and has been organised every year since 1994 by the 

Kuwaiti National League of Culture, Arts and Literature. The festival's main concern is to
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put a spotlight on, and to increase the appreciation of local and international masterpieces 

of art and literature. The festival provides a wealth of events which every year leave the 

public looking forward to attending the next festival.

5.2 Al-Muqayadha (The Trade)

5.2.1 The Setting of the Play

Al-Muqayadha, (The Trade), was presented to the public in standard Arabic, with some 

interspersed dialogue in Kuwaiti dialect. The general outlines of the plot were inspired by 

Shakespeare’s romantic tragedy Romeo and Juliet. The aim of the Kuwaiti scenarist, 

Sulyman Al-Bassam who was also the director, was to add new perspectives to the 

original romantic theme. In this production, he wanted to present new solutions to some 

problems experienced by Kuwaiti youths such as unemployment and corruption, which 

can be considered as one aspect of the story that runs parallel with the romantic side, 

and the romantic side also reflects other parts of the story.

This romantic aspect acts as a mirror that shows all the themes within one fine frame. We 

can say that the production’s central idea was not new, but the way of presenting it was 

different. The first successful device was the updating of the romantic framing of events, 

and reusing it to express different points of view.

The second device was the language, which was not solely standard Arabic, nor fully 

Kuwaiti dialect, which added a comic dimension to the play. For example, while one of
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the characters may speak formally in one situation, another may comment informally 

using the Kuwaiti dialect.

The third and the most surprising device was the décor, which was simple but deeply 

reflective; for example, the yellow prop placed in the middle of the stage to reflect the 

main quarrel o f the play which was the piece of land and the enormous chandelier 

hanging from above the middle stage to indicate the wealth in a scene then a big spider or 

a trap for the lovers in a different scene.

The fourth device was the lighting, which was used to emphasis the changes indicated by 

the text, and the screen at the rear of the stage that was used to provide the audience with 

specific information. The props included a car, a big crystal chandelier above the central 

point of the stage, a tent and a number of chairs.

The four devices created an unusual aesthetic experience for the audience. As a spectator 

who had attended many previous Kuwaiti productions, I found this production a truly 

satisfying theatrical experience in all its essential elements.

5.2.2 The Story;

The main aim of the text was to alert Kuwaiti society to its weakness by arousing 

feelings o f  anxious concerns and disappointment. The play is a romantic tragedy o f two 

cousins, Jamil and Jamlila, who love each other greatly, but the lovers and their love are 

destroyed. They are the victims of greed and family problems in a materialistic society 

that sacrifices the precious values for the sake of money.
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The play begins when Jamil returns from abroad and wants to claim his rights, which 

were taken from him by his uncle, Jamlla’s father, who stole Jamil’s piece of land after 

his father's death. The land was taken by illegal means, and thus the play addresses a 

problem in Kuwaiti society.

In the middle of this moral darkness a bright light of love appears, joining Jamil and his 

cousin Jamlla. This latter’s greedy father does not only use the intervention of a very 

influential friend, but also ruins his daughter’s future by forcing her to many his friend's 

son in exchange for a favour, that is keeping the land illegally.

JamTla’s father succeeds in accomplishing the exchange. Jamil refuses to accept this 

outcome and tries to rescue Jamfla, but he fails. Finally, Jamlla and Jamil commit suicide.

5.2.3 Text Analysis

It is interesting to mention here that the acts of these scenes were written upon several 

workshops in which young Kuwaiti actors and actresses improvised their life 

experiences. Sulyman al-Bassam, the director and the playwright o f The Trade, declared 

that:

The Trade is a free text which took its main acts from the life experiences of the Kuwaiti 
youths; their problems in their society along with a critical vision into the Kuwaiti 
society.
The aim of this text is to remedy the reality with an emphasis on change. I wanted the 
spectator to go out of this performance with an irritated condition, different from the 
feelings he/ she had when he/she entered the event.1
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The text is presented in three acts, Act One consists of six scenes, the second consists of 

five scenes, and the third act consists o f nine scenes.

5.2.3.1 Act One (six scenes)

Scene One:

This scene takes place around the land, there are seven characters; the first watchman, the 

personal assistant, Muhammed, the second watchman, Jallal (the lawyer), Tariq and 

Jamil.

This scene is an introductory scene, its purpose is to provide the spectator with the 

historical background of the main story of the performance, which is the fight about the 

land, Gameel says: ‘This is my land’, his cousin Tareq says: ‘This land is not 

yours...your father’s greed did not leave anything’, the personal assistant comments: ‘No 

knife goes as deep, no cut bleeds as much, no wound is as fatal, as the knife wielded by 

one’s own blood. But in my experience in this country nothing protects a man like 

money’,

Scene Two:

This scene takes place in Jamlla’s house. There are two characters in this scene, JamTla 

and Fayza. Fayza is helping Janula to dress up for a concert in which Jamlla will sing.

The spectators understand from this scene that Jamlla and Fayza are two different female 

characters, one is romantic while the second is realistic. Jamlla says: Don’t you believe in 

love Fayza?, Fayza answers: ‘No, I believe in exchange...it is part of economy. You give
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yourself to a man, you give your entire empire to a man, your beauty, your body, your 

life, do not give it for free’.

Scene three:

This scene takes place in a government ministry. There are seven characters in this scene, 

Jamil, Nabll, Sami, Khalid 1, Employee, Khalid 2 and Tariq. The spectator understands 

from this scene about the irresponsibility of some employees in a Kuwaiti ministry as 

Jamil says to an employee: ‘Eveiy time I come to this office, I find your head buried in 

that newspaper, don’t you ever do any work? ... A generation of wrecks, how you are 

going to build a country?’.

In the same scene two men, while waiting for the lifts ridicule the fact that the building 

has 4 lifts, two of which are reserved for the minister. One character says: ‘There are one 

thousand employees in this building, 20 flours and four lifts, two of them, two! Are for 

the minister alone-what's going on, people?’ the other replies: ‘The jungle is big, my 

brother, you and me are as small as mice’.

Scene Four:

The post-concert reception. There are nine characters in this scene, Abu Tariq, Abu 

Khalid, Tariq, Jamil, Jamlla, Sami, NabTl, Khalid and Fayza.

Jamil and Jamlla meet for the first time in this scene, Tareq (Jamil's cousin and Jamila’s 

brother) reject Jamil’s contact with his sister Janula in public as Tariq says to his father 

Abu Tariq:41 am going to teach him a lesson in Kuwaiti public manners, did you not see 

how he was staring at Jamlla?’.
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Scene Five:

This scene takes place in Nabll’s car, who is Jamil’s friend. There are three characters in 

this scene, Jamil, Sami and Nabll.

The scene is about text messages which appears on a digital screen in the backstage.

Both Jamil and Jamila are in the rage of love despite all the danger around this 

relationship. Sami reminds Jamil that he is already engaged and his marriage is within 

two days, Jamil does not care, he replies: ‘That’s off, cancelled, finished, tell my mother, 

where’s the phone, I'll tell her myself.

Scene Six:

This scene takes place in JamTla’s room, there are two characters in this scene Jamlla and 

Jamil.

They meet in the balcony of her room, a romantic scene that was designed in accordance 

with the Shakespearean text, Romeo and Juliet. Both lovers know how dangerous it is to 

be in contact with each other and decide to accept the consequences. Jamlla: ‘If this is our 

curse, then I am cursed to love it’.

5.2.3.2 Act Two (five scenes)

Scene One:

This scene takes place in Jamil’s house. There are three characters in this scene, Jamil, 

his mother (Baslra), and the maid.
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Jamil’s mother asks him to get ready for his marriage, while he informs her that he has 

already been involved in a relationship. She gets angry and blames Jamil for the dark 

future awaiting for both himself and his lover.

Jamil defends himself and insists on his choice, he tells his mother: ‘I refuse to marry her. 

I am already married, yes! Married to a woman whose name would make you weep!’.

Scene Two:

This scene takes place in NabTl’s and Sami’s flat, both are the characters of the scene, 

they discuss the problem of unemployment which the Kuwaiti society has been facing 

before since 1980s and how they are both bored and tired from hunting for a job. NabU: 

‘We are running round the back corridors of ministries like rats’. They finally decide to 

help their friend Jamil by guarding his land before anybody puts their hands on it.

Scene Three:

This scene takes place in Táriq’s car, he and Khalid, his friend are taking drugs (sniffing 

cocaine). This scene reveals a homosexual relation between Táriq and Khalid who kiss 

each other on the lips.

Scene Four:

This scene takes place by the sea, Jamlla and Jamil are the characters of this scene, they 

are married and thinking of the future, the scene ends by the two not knowing where to

go-
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Scene Five:

This scene takes place, in a tent. There are eleven characters in this scene. Nabfl, SámT, 

Faiyza, Tifia (Fayza’s friend), Táriq, Khálid and four guards.

Sami, NabTl, Faiyza and Tifia were preparing for a friendly night when Táriq appeared 

with Khálid together with four guards to protect the land. The fight ends by the first 

group tied in the tent. JamTl appears later, he hits Táriq on his face and unties his friends.

5.2.3.3 Act Three (nine scenes)

Scene One:

This scene takes place in JamTla’s room, There are three characters in this scene, Jamlla , 

her father ( Abü Táriq) and Khálid.

Jamlla s father tries to convince her that it is time that she gets married and brings Khálid 

to her room as a surprise, she refuses the marriage.

Scene Two:

This scene takes place in a shopping mall and in a café. There are seven characters in this 

scene, Jamlla, JamTl and five police secret-agents.

Jamlla and JamTl dialogue on the phone, each is sitting at a separate table in a café, JanTTla 

wants to run away with Jamil, but he asks her to wait, she collapses and he gets hunted by 

the police secret-agents.
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Scene Three:

This scene takes place in Abü Táriq’s house. There are two characters in Scene Three, 

Abü Táriq and the lieutenant, Saffah.

Abü Táriq is urging the lieutenant to find Jamil as soon as possible and to keep this 

matter away from the press, especially what happened in the café. Abü Táriq gives the 

lieutenant a car as a gift. Abü Táriq: ‘Just catch this insect that’s eating my land, my girl’.

Scene Four:

This scene takes place in Sami’s flat. There are three characters in this scene, Fayza,

Sami and Jamil.

Sami, is informing his friend Jamil about the time of the flight in which he will escape 

abroad. Fayza, Jamlla’s friend wants to take the marriage documents from Jamil and 

destroy it, so Jamlla could marry Khalid because Jamlla has no choice now but to obey 

her father as she cannot escape with Jamil who will not be able to afford their living costs 

abroad. Fayza: ‘you can’t give her a roof to live under, not even a meal!’.

Scene Five:

This scene takes place in Jamlla’s room, she and her brother Táriq are the characters of 

this scene. He shows her the scar on his face and how he lost one eye after the fight with 

Jamil.

She hates the scene but Táriq tells her that this scar is his curse and he will keep it as it is.
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Scene Six:

This scene takes place in Jamlla’s house. There are three characters in this scene, Abu 

Tàriq, Fayza, and a tailor.

Abu Târeq tells Fayza while she was entering with a veiled lady that she is late because 

JamTla needs help in getting ready for the wedding and she needs the tailor. Fayza 

explains that she brought the tailor with her. The tailor is Jamil hiding in a lady’s 

costume.

Scene seven:

This scene takes place in Jamlla’s room. She and Jamil are the sole characters of this 

scene.

He blames her as he thought that she agreed to many Khâlid. She tells him that she 

decided to commit suicide and not to marry Khâlid. He asks her to run away with him. 

Jamil: ‘I have Sami waiting for us in the car; we will go together, across the desert, across 

the borders, into a new life’.

Scene Eight:

This scene takes place outside Jamlla’s house. There are three characters in this scene, 

Sami, the lieutenant and a policeman.

The lieutenant and the policeman suspect Sami who has been driving around Jamlla’s 

house, waiting to help the lovers to escape. They arrest him.
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Scene Nine:

This scene takes place in Jamfla’s house. There are nine characters in this scene; Jamila, 

her father (Abu Tàriq), her brother (Tàriq), her friend (Fayza), Jamil, his mother (Baçïra), 

his friend (Sami), Khalid, and the lieutenant.

Jamïla and Jamil are trapped in her room, Jamil’s mother urges him to surrender, Jamlla 

asks Jamil to die at once together; both lovers commit suicide. Jamlla: ‘They will kill 

you, and I will kill myself. Let us die together now’.

5.2.4 Scenery Analysis: Décor, Colours and Lighting:

This production contains particular scenes that I think are most influential on the 

spectator’s aesthetic experience.

5.2.4.1 Scene Two/Act One:

Here we witness a conversation between Jamlla and her friend Fayza.

This scene reflects a warm atmosphere, with a huge array of colours, which makes it 

the most colourful scene. It can also be described as exciting, which is due to the mixture 

o f different shades o f hot colours, starting with a lively red that gives the feeling of 

activity and life, through the lighter shades of red which express mobility and motion, to 

the orange colour around the stage that gives the feeling of flammability, and reflects the 

meanings o f the conversation between the two friends. Also, the yellow spot, on which 

the two characters are standing indicates the importance of the subject of the
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conversation. In addition, the mixture of all these colours on the front stage indicates the 

unknown, which both characters are trying to control each in their own way.

5.2.4.2 Scene Three/ Act One:

This scene takes place in the ministry which is regarded as a centre of power. It 

incorporates a good number of techniques; at the back of the stage the spectator can see 

television screens and an electric lift, while the walls of the ministry are created by 

lighting.

The lighting in this scene is mainly focused to highlight the dialogue of the employees, 

to indicate their empty gossip and the irresponsible behaviour of some of them.

5.2.4.3 Scene Four/ Act One:

This is the scene of the post-concert reception in JamTla’s house. It is visually effective; 

the decor includes a prop of a raised front stage to indicate the land that is the subject of 

the quarrel; the lace curtains and the crystal chandelier in the house indicate the wealth of 

JamTla’s father. The colour o f the land is bright yellow, which indicates the strong 

feelings about this piece of land, around which the plot revolves, and suggests the power 

o f the land owner.

The colour of the backdrop is cold blue, with a dark shade at the top, then getting 

gradually lighter and lighter until it is very pale at the bottom o f the back drop. The blue 

colour expresses fear and coldness, but the combination of the blue with the yellow 

creates a harmony and the general effect produces a feeling of happiness.
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The brightness of the ciystal seems to indicate riches and the glory of dreams, which may 

glitter but are also fake. This scene prompts an internal conversation in the spectator's 

mind, and he/she starts to ask several questions. The characters in Scene Four are 

distributed on the strong points around the piece of the décor which indicates the land.2 

The dialogue between the characters, in the same scene, is enhanced by the lighting and 

props; in other words, each element is playing its role at the appropriate moment. In the 

same scene, when the dialogue got more tense, it was emphasised by the use o f a spot 

focused on the centre stage, so one can say that both the lighting and the dialogue are 

working in a mutual rhythm.

The same scene contains the meaning of the play (The Trade) or the exchange in which 

Jamlla’s father arranges the marriage of his daughter to the son of his influential friend in 

return for bending the law, so that Jamïla’s father could keep the land he stole from JamTl. 

A spotlight on both men indicates and emphasises the meaning of the exchange. Also, 

other weaker spots light the other characters, who are waiting to know the results of the 

dialogue about the exchange. The scene of the exchange may arouse strong feelings in 

the spectator. The lighting is the most effective device in this scene because it indicates 

not only the physical movement of the main characters and their dramatic positions, but 

also their conditions, and unseen feelings. The lighting thus acts as another dialogue 

which is taking place on the stage, but this dialogue contains no words.
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5.2.4.4 Scene Six/Act One:

The scene of the balcony. This scene is borrowed from Shakespeare’s Romeo and Juliet. 

It shows the lovers’ attempt to escape from their destiny, their resistance and devotion. 

The colours are dark but there is an orange light effect on the moon which indicates 

desire.

5.2.4.5 Scene One/ Act Two:

This scene indicates the psychological condition of JamTl as he rejects the reality. The 

colour of the scene is black in all its shades, which expresses the sadness of the situation. 

The second colour of the scene is blue, used in this scene to indicate the tenderness of 

Jamil’s feelings, and the blue is mixed with the black to indicate the melancholy 

character of these tender feelings. Both colours combine to create a harmony between the 

text and its visual meanings.

5.2.4.6 Scene Four/Act Two:

This is a romantic scene that includes the different reactions of the lovers to their 

disparate situations. Each character expresses their own feelings, how they suffer and the 

reasons for their sufferings. In this scene, the spectator can see the inner conflict of the 

two main characters, the conflict between their reality and their dream. Their rejection of 

their parents’ deal is conveyed by the mixture of the stage colours, particularly orange 

and yellow.
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5.2.4.7 Scene Five/ Act Two:

This scene takes place in a tent. There is a simple small lamp and some ropes to indicate 

the tent’s interior.

The colours of the props are yellow and black to indicate the disagreement of some 

characters who are taking part in the dialogue, and the dishonesty of others.

In this scene there are many colours and light effects, all mixed in synchronisation. In 

spite of the obvious aggression, the spectator can still see the slight spotlight in the 

middle of the stage to indicate that there is always hope in the middle of problems and 

darkness.

In this scene, the director creates a setting that correlates to the subject, using chairs 

placed around the piece o f décor that indicates the land at the front of the stage. The 

chairs look as if they are about to fall. The rapidly cut conversation and the difficult, 

heavy movement of the actors combine to indicate that this is a key moment in the 

performance.

This scene creates an unstable and questioning mood in the spectator; for example, what 

will happen next. Although most or maybe all of the spectators may be familiar with the 

original story, this does not prevent them from being anxious to know the end of this 

production. This anxiety, which is created by the décor, lights, and dialogue, may echo 

similar feelings experienced by the spectators. As human beings who may have faced a 

similar situation before, they are eager to know what will happen to the lovers.

In the same scene the chandelier has been transformed into an enormous net resembling 

a spider’s web to indicate that the two lovers are trapped. The lights are dimmed but 

bright enough to give the spectator a little hope for the following scene. The chairs are
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revolving rapidly as if  about to fly off the stage, making the spectator breathless. In spite 

o f the gloominess of this scene, the spectator can still see the sharp white spot light 

falling across the middle of the stage, indicating that one must not abandon hope.

5.2.4.8 Scene Two/ Act Three:

The scene of the shopping mall where both lovers try to meet far from their families’ 

sight. The dialogue, the slow movement, and the slightly dimmed lights indicate the 

depressed mood of both characters. The black mixed with the blue indicates sadness and 

the blue alone expresses worries and instability. The two yellow spots in which both 

characters are moving indicate the warmth of their affection. Another physical code that 

appears in the same scene is the detective who is sitting on the left side o f the stage. A 

spotlight is focused on the detective to create a feeling of fear in the spectator. There is an 

obvious harmony in this scene, so we can say that this scene expresses all the meanings 

o f the text through both verbal and visual means.

5.2.4.9 Scene Seven/ Act Three:

This scene emphasises the miserable condition of the couple in love. The warm colours 

disappear gradually and are replaced with dark, cold colours. The chandelier is now 

completely on the floor, while in the previous scenes it was descending slowly; its final 

position on the floor, where it looks like a spider’s web indicates a disaster is about to 

happen, and there is no way to escape. Jamlla feels that all hope is lost. The lights are dim 

in contrast with the white gown she has in her room, the contrast between black and
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white indicates the difference between evil and innocence, and also the spotlight has 

disappeared.

5.2.4.10 Scene Nine/ Act Three:

The spectator’s eye is directed to the two main characters under the spot -light and the 

event that is about to happen. In this scene Jamil also decides to commit suicide. Both 

lovers participate in making this decision. They explain that they are going to die for love 

together.

The scene is full of warm colours, which grow in intensity. In this last scene subject and 

setting match: the chandelier is totally collapsed on the floor, and the time for hope is 

over. Here more than in other scenes, the spectator can interpret the meaning and relate it 

to the meaning he/she finds in his/ her consciousness. The lighting, the live music and the 

décor transform the text into a performance in which each element interacts 

appropriately. The appropriate use of dramatic elements in this particular production, as 

in any other, demonstrates the play’s meanings and gives the spectator the chance to 

interpret those meanings in accordance with his/her life experiences.

We conclude that this production has used a number of techniques to indicate the 

meanings suggested in the performance. We analysed above the techniques and how 

these may be received by the audience. However, different interpretations may occur 

according to the influence of different variables that may have affected each individual of 

the Kuwaiti audience’s aesthetic experience. Further development of this analysis will be 

illustrated in the application of the survey in Chapter Six.
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5.2.5 The Reception of the Play in the Kuwaiti Media

The two productions The Trade and The Debate between Day and Night are unpublished 

plays and are not included in any academic research, so the best resources to use are what 

were published soon after the performance. In al-Siyâsa Politics which is one o f the five 

main newspapers in Kuwait, the first production The Trade was described as totally 

belonging to Kuwaiti society. Another critic said that the aesthetic experience o f the 

production is created by a pessimistic director. A third critic said that the society needs 

such plays to expose corruption.

The Trade is an experimental production that has a pessimistic outlook with features of 

Brecht’s techniques of defamiliarisation.1 The décor is the most efficient element but the 

lighting technique did not work in intervals. The technique of using television screens 

worked as a brilliant way of presenting the work. The Trade is a cry against corruption. 

Al-Qabas (The Light) is another Kuwaiti news paper that described the author as a brave 

dramatist who faces the truth of a dark side of Kuwaiti society. According to al-Qabas, 

Kuwaiti society needs this kind of brave writer and al-Qabas encouraged Sulyman al- 

Bassâm, the playwright and the director of The Trade to continue their serious approach 

to solve social problems and prevent any dangerous consequences for Kuwaiti society. 

The descending of the chandelier resembles the sand clock and that is the message of the 

production which means that danger is close if the society is not aware of its weak points. 

al-Anbà (The News), reported that al-Bassam transformed a previously presented play, 

Hand AL-Diyar, (The Protector of the Land), into The Trade and that al-Bassâm did not
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do his reputation a favour by simply adapting another play under a new title. According 

to the same report, which pointed out that one character of the play looks like another 

character in ffâmT al-Diyàr, pointed out that this character has appeared in one scene and 

the character’s main role was the inspector. The inspector refuses to accept their 

misbehaviour and the strange habits that do not belong to the Kuwaiti Moslem, Arab 

society. The same report declares that al-Bassam is a brave writer who sent out huge 

number of important messages through his play like the irresponsibility of some 

employees, which is strange but becoming acceptable.

In the same newspaper it was mentioned that Kuwaiti youth are active participants in 

theatrical competitions, it was also mentioned that The Trade is a perfect theatrical 

experience. Al-Anbâ described the lady who played Jamïla in The Trade, He?a al- 

Nabhân, as a follower of her father Gasem Al-Nabhân who is a professional actor on the 

Kuwaiti dramatic scene. Al-Ra'y al-‘Àmm or (The Public Opinion) is also a local news

paper that expressed its view on The Trade; for them al-Bassâm as a director was 

successful in directing the production depending on the light effects that reflected the 

scenery changes, the experimental décor and the new presentation of ideas .The only 

element that needed to be modified is the language which should have been only spoken 

in the Kuwaiti dialect instead of Standard Arabic which was expressed with no sense of 

being suitable for dramatic moment. The décor, the lighting, the chandelier, the car, the 

mobile messages, sound effects and the television screens created a great connection 

between the scenes and transmitted the meaning of time and space to the audience.
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Another critic in the same newspaper encouraged the use of standard Arabic language, 

because non Kuwaiti spectators may not understand the dialogue. According to al-Watan 

newspaper (The Nation), The Trade urged the audience to change the reality o f their lives 

by staging the events in an atmosphere of worry and despair. The critic mentioned that 

direct, and forward advice is missing in the text. The lighting creates sadness but the spot 

lights in Jamil and Jamlla scenes create the opposite feeling. Using the sound of mobile 

messages as intervals was emissive and did not work with the appearance of the narrator 

in the last scene. In addition, the production includes acts encouraging the action of 

suicide.

According to another critic, the language of the production is sophisticated and the 

lighting’s pessimism embodied the required feelings of worry. The same critic did not 

agree with the narrator’s idea at the end, because he was not there at the beginning of the 

production so why does he appear at the end. He also disagrees with the previous critic 

who thinks that the text encouraged suicide because this is a mature text attended by a 

mature audience and each spectator can make up her/his own mind to decide whether to 

carry on with life or n o t.

5.2.6 The Play in a Kuwaiti Social Context

As we demonstrated earlier in Chapter One, Kuwaiti society has faced several historical 

events. The Iraqi invasion was the last and the most destructive event which is still 

influencing Kuwaiti society, in economical, political and social terms. The Trade has 

reflected these negative influences and the purpose of the play, as al-Bassam declared, is
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to urge this society to wake up and solve its problems before they become too 

complicated. Al-Bassam has taken the stoiy of the play from the many stories about 

Kuwaiti youth to introduce it to the Kuwaiti youth including his view that the Kuwaiti 

society needs to change some of its archaic traditions.

The romantic frame of the play reflects the romantic side of youth's dreams to achieve 

what they hope for, but as the lovers of the story face social and the economic obstacles, 

Kuwaiti youth faces the same. Al-Bassâm emphasised on the bright side of youth's 

dreams visually in the décor by the chandelier and the bright spots of lights in almost all 

the scenes apart from the last scene, when the lovers lose their hope in being together in 

life so they decide to be together in death.

Al-Bassâm is giving an example for the Kuwaiti youth to advise them to check the reality 

o f  their dreams, before they pursue them by all means. The sad end of the play indicates 

that the characters’ choice o f dreams was not realistic. As for JamÏÏ who has just finished 

his University education and has no job, it was not sensible for him to marry. JamTla, who 

got used to living at a high standard, it was not reasonable for her to marry someone who 

is o f a lower economic level, even if this person is her cousin. Fayza, who said the key 

words of the text, answered Jamïla, who asked her if she believes in love by saying: ‘No,

I believe in exchange.’

One can say that Fayza’s character, who was fairly realistic, reflected a logical response 

to Jamïla’s romantic side and that gave balance to the text, in addition to Baslra, Jamil’s 

mother, who tried to prevent her son from dwelling in his unrealistic dreams. Jamïla’s 

father and his son Tàriq were the evil characters in the stoiy who used violence and bent 

the law to achieve their goals while Nabll and Sami were the faithful friends who tried to
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protect their friend from danger inspite of their social and economic problems as young 

men who are suffering from unemployment. They played the positive roles in the play.

The romantic side was complemented by the sensible and the evil side was 

complemented by the good; all these factors worked to balance the theatrical text and 

present reality to the spectator. The audience’s personal lives are a mix of sensibility, lies 

and truth. It is the role of the theatrical text to offer what the audience may have 

experienced in reality, but from the playwright’s view, then the audience may formulate 

its own aesthetic experience.

The text in a modem Kuwaiti social context, bravely includes the problems of 

corruption, unemployment and drug addiction which are somehow inter-connected. There 

are other productions that may have addressed the same issues, but the unique 

presentation of this production lays in the harmony between its elements; the text, the 

decor, the lighting, the acting, and the music.

5.3 Manama Bayn al-Lyl wa al-Nahar (A Debate between Day and Night).

5.3.1 Introduction:

The second production is a debate between day and night. The production was presented 

on 10 January 2005 at the Sheraton Hotel in Kuwait. The play is a monodrama performed 

by one actor in one scene, and the production was accompanied by live music on the 

stage. The text was adapted from classical Arabic literature, and it represents a reasoned
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debate between day and night; which one of them has more advantages and virtues than 

the other? The conversation is a symbolic debate between good and evil, love and hatred, 

presence and absence. The production was sponsored by Masrah al-Khallj. It was 

adapted, directed, designed and performed by the prominent actor and director Abd al- 

‘Azïz al-Haddâd, and the music was performed by Rashid Gomea.

The production was presented, together with (The Exchange), at the Al-Qurayn Kuwaiti 

Cultural Festival in 2004 as part of the festivals’ programme. Recently, A Debate 

between Day and Night was a prize winner in two festivals; in February 2005 at the 

Bichelia Peace Festival in Italy, and in October 2005 at the Al-Kurafi Theatre Festival in 

the United Arab Emirates.

The production was presented in standard Arabic, with dialogue adapted from classical 

Arabic literature, and the actor added action to the text. In addition, he created the décor, 

costume, lighting and props. The dialogue is a levelheaded conversation between day and 

night, and each tries to convince the spectator of its advantages and beneficial features. 

The dialogue is suitable for all age groups.3 The production was developed from a simple 

dialogue that inspired the actor, who imagined a real situation and translated it into a 

play.

Al-Haddâd played both characters by dividing costume, décor and dialogue. In the 

monodrama which is the genre of this production, one actor runs the show; even if there 

are other performers, they have to be silent. The idea of the monodrama is to create a 

high level o f concentration from the audience by focusing on one actor during the 

production. The monodrama does not differ from any other sort of drama, and like all
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other theatrical productions it has a dynamic relation with its audience. The relation 

between the actor and the spectator will obviously differ from one production to another, 

and furthermore, it might take a different path due to the way it presents the literature, 

work and to the extent of the performer’s commitment to his/ her mask or the performed 

character. In addition, the same performance will differ due to the kind and the degree of 

spectator response, negative or positive.

According to Seliha,4 the audience’s response to monodrama is positive or negative, 

depending on whether spectators completely accept the illusion and momentarily believe 

in it or partly accept the illusion, and participate in establishing the illusion in a condition 

that swings between believing and not in a play or a ritual which is not religious. 

According to Seliha,5 monodrama started when human beings started to imitate and use 

the mask for different goals, religious, educational, or for entertaining. This imitation 

does not include the solo or individual performances or the presentational performances 

in which the performer exposes his/her own abilities or capabilities. The monodrama also 

does not include the usual daily human activities. Although the normal performance may 

have similarities with the monodrama, the latter still has its own characteristics, these 

may be, as described by Seliha:

1. The mask or the imitation of other characters or creatures or imaginary things through 

physical or verbal imitation of the original object in real life, in myth, or in history. The 

imitation may be completely or partly realistic, or not realistic. The performer can use 

his/her body and own voice or he/she can use dolls or puppets, and recorded voices.

2. A narrated story, continual or separated, logical or rational, spoken or silent, within a 

dialogue or part of a monologue (for example, a monologue directed to another who does
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not exist, in a situation formulated from the past, or imagined from the future) or an 

internal confession in a separate imaginary situation with the audience, or within a direct 

conversation with the audience, or a mixture of both or more than two styles.

3. The reception by the audience is another different element because the performer is 

actually performing to the audience, and whether the spectator is positive or negative, he 

/she is still part of the performance materially or signally.6

5.3.2 Synopsis: (The Story, Text and Scenery Analysis)

Text analysis

The play is a dialogue presented by one actor who acts each character separately wearing 

the same costume that is coloured half silver and half gold. The silver is to resemble night 

and the gold resembles day light, the same character plays the narrator too.

Night and Day are in a head to head debate, each lays claim to its benefits. The night 

starts the dialogue by saying a verse from the Qur'an, which means that: ‘the night time 

is like dropping curtains on the world, the war starts by words then it brings a victim or a 

prisoner.’ The narrator comments: ‘by the dawn all surrender.’ Night goes on defending 

itself: ‘I am the privacy for lovers, the time for weddings, God created me to be the rest 

for humans, silence for researchers, moments of creations, the moon adds glory to my 

charm’ . The day answers:

‘Oh, night, do not be so proud of yourself! You hide criminals, are the chance for 

maneuvering and tricks, oh you are evil. What is so good about being the theme of

193



privacy for lovers, what happens if they are apart? You become the lovers’ agony. They 

start to count your stars and their hearts are enflamed with lust. Do not claim the glamour 

of the moon to be yours, it is mine I gave my shade to it, it is just a little of my light. 

Being the time for rest should bring shame to you because the time of work is what 

makes life worth living. Do not forget Gods’ gift to me in Ramadhan when the Qur’an, 

was sent to people. Surrender or I will make your present like your past.’

Then Night defends itself by saying: ‘Damn it, Day, get lost, do you argue while you 

came out of me, you think you are better and I have been always the end of the troubles 

you cause, all evil comes from you, the evil and black is only in the heart. You think 

wickedness happens at night, no, it happens during the day. How can you be proud of 

Ramadhan, would fasting be right until I show the time of beginning and end, I am the 

one who provides fasting people with rest and gives them time for praying. Enough of 

your lies, I am the one who hides all the troubles you caused’.

Day ends the argument by saying: ‘I swear to God to cut you into pieces, how dare you 

compare heights with grounds, if you think that you are first, that’s normal for servants to 

precede their masters. Stop being overconfident, which of us is more beautiful, I am 

white and bright and you are black and dull. I hear promises from you but I do not see 

actions, wake up or I will cut you to pieces’.

The narrator ends the discussion by blaming Day and Night for their endless arguments 

and says a verse from the Qur‘an, that goes to mean, it is God who created day and night 

and they are both some of God’s creations.
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One can understand from the dialogue that both Day and Night were providing logical 

reasons to prove that each is better than the other. For example, day lightens the earth, 

and provides living things with energy to work and do their jobs, while night provides the 

relaxation that people need, and the romantic atmosphere for lovers and in any case night 

is more beautiful than day. Day defends itself by saying that it has more benefits for 

humans, then the Night says that it is the inspiration to artists. The conversation between 

Day and Night goes on, and each of the two characters is acted in one side of the stage. 

The actor changes his position each time he indicates Day or Night; he turns to the right 

side of the stage when he acts Day, showing the audience the golden side of the costume 

then turns to the left side of the stage to act Night, showing the silver side of his costume. 

Each turn has different light effects, different props, and different live music.

The analysis of the scenery

The production is one uninterrupted scene. The dialogue is divided between Day and 

Night, and the performer presents each character as a different person. As a spectator, I 

would say that the comparison which took place on the stage took place in my 

consciousness too.

The comparison was not only between day and night, it was between beauty and malice, 

between love and hate, between good and evil. These contrasted abstractions were 

demonstrated through two different characters, Day and Night. The application of the 

idea of contrast gave the opportunity to each character to defend himself with logical 

reasons, and allowed the performer to present his skill in convincing the spectator of the
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truth of each character’s argument, especially in the middle of the performance, when the 

dialogue reached its peak. Both characters seemed to have endless vitality. By the end of 

the production, it was hard to decide which was better, but it was clear that both day and 

night are indispensable. One needs day as much as night, each completes the other in 

some way. Finally, one simply admires this unique way of presenting an every day and 

night matter.

5.3.3 The Play in its Social Context:

The play gave the audience the opportunity to see a unique kind of debate between two 

natural features. The debate between Day and Night may provoke the same debate in the 

spectator’s conscious, what is good and why? The reevaluation of previously believed 

factors is needed for the development of any society. For example, the spectator would 

start thinking about the kind of job he/she does, is it good enough, how can I make it 

better, what are the ways of developing it ? the role of the tent in this context to 

encourage the spectator to reevaluate his/her every day life affair and determines why 

they are useful.
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Endnotes of Chapter Five

1 An interview with Sulayman al-Bassam, the director and the playwright o f the performance in Kuwait on 
11/ 4 /2007.

2 The strong points are the eye catching points for the spectator on stage.

3 The production has been presented to a young audience to measure their response. My own child attended 
this production when she was four years old and she was totally involved.

4 A conference on ‘The Historical Routs of Mono-drama and its Development’ Al-Fujayira International
Festival of Monodrama, 2-12 December 2005

5 Ibid.

6 Ibid
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Chapter Six

The Main Field Study: Experimental Testing of the Hypothesis 

Introduction

To test the hypothesis of this research; that is, when a spectator views a 

scene in the theatre he/she perceives it according to his/her life experiences and other 

visual and non-visual variables, I conducted a survey questionnaire in Kuwait in 

December 2003 and January 2004. This chapter presents the application of this 

methodology through the survey questionnaire that I adapted, modified and 

translated from Patrie Pavis’s general questionnaire, which was designed to test 

the aesthetic experience of the theatre audience. The questionnaire was employed 

to obtain data about the Kuwaiti audience’s perceptions of two productions 

presented at the al-Qurayn Annual Theatrical Festival. The research also used 

self-observation, description and analysis, in addition to making 

recommendations. I also made use of critics' reports in the press about the two 

plays used as case studies. I attended all the performances of both productions to 

observe systematically the different circumstances that may have affected the 

audience’s perception, like change in the venue or a change in a piece of décor or 

any other relevant factor. Another reason for attending all the performances was 

to distribute and collect the questionnaires.
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6.1 The Aim

My argument is that the spectator mainly perceives theatre according to his/her 

experiences and according to the visual and non-visual variables which I assume, 

may affect the aesthetic experience of any spectator. Thus, different spectators 

may perceive the same theatrical scene differently. The questionnaire was adapted 

from Pavis’s questionnaire and then modified to test the influence of several 

variables that I assume influence the spectator's theatrical experience.

6.2 Methodology: Applications and Limitations

The survey questionnaire was chosen to examine the aesthetic experience of the Kuwaiti 

audience because of its methodological advantages. First, the survey can assess a large 

sample at the same time; second, the questionnaire can be designed to collect detailed 

data for later analysis in order to test the research hypothesis; thirdly, others can be asked 

to administer the questionnaire.1 On the other hand, the main limitation of the use of the 

questionnaire as a methodology lies in the risk of a low rate of response. In the case of 

this questionnaire I distributed 120 copies of which 52 were returned. The other potential 

problem of using a questionnaire is that the respondents may interpret the same questions 

differently. Because respondents complete the questionnaire in their own time, they 

cannot ask the researcher for explanations of specific questions. Therefore, to overcome 

this problem I provided my telephone numbers and my e-mail address along with my 

home address on the first sheet of the questionnaire in case there were further inquiries.
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6.3 The Case Studies

The case studies of this research are two productions which were carefully chosen to 

provide both qualitative and quantitative information on the responses of the Kuwaiti 

audience as a representative sample, thus enabling the assessment of the controlling 

variables with respect to the audience's perception. Both productions had won awards at 

previous theatrical festivals, and both received awards at the al-Qurayn Festival and went 

on to receive awards at other theatrical festivals.

6.4 Composition of the Audience

It was thought useful to divide the audience into three education-based categories: highly 

educated, an average level of education and a low level of education. The highly 

educated category comprised the spectators who had a university degree and / or a higher 

degree; ‘average’ indicates the spectators who had gained a secondary school certificate 

or equivalent and ‘low’ indicates the spectators who had completed only primary 

education.

These three levels were chosen because I assumed that education level would be the main 

variable affecting the spectators’ aesthetic experience. As I expected, the largest group 

consisted o f highly educated respondents, but it was still surprising that such a high 

number of educated people could be found in one place in a country with a small 

population. Another reason for classifying the audience was to enable me to compare 

categories and distinguish similarities and differences, then find relationships to explain 

the response.

200



The reasons for choosing the Kuwaiti audience in particular are as follows:

First; there are hardly any studies adopting the same approach that have been conducted 

on the Kuwaiti audience or Arabian Gulf audiences or even Middle Eastern audiences. 

After lengthy research only three studies were found; two Master’s degree theses have 

been written in Egypt: one by ‘Abd al-Rahman ‘Abd-al-Fattah (2001) entitled “Strategies 

of Perception”, and the second by Hussam Atta (2005) “The Reception of Realistic 

Theatre in Egypt 1960-1969”. The third study is a book, a published PhD by Kamal 

Salhi, The Politics and Aesthetics ofKateb Yacine (1999).

None of the above studies adopted an experimental approach nor conducted field work, 

interviews, survey questionnaires or monitoring of events.

The second reason for choosing the Kuwaiti audience was to explore the Kuwaitis 

perceptions in relation to recent political events, especially the Iraqi invasion and its 

financial, social and psychological influences on Kuwaiti society.

The last reason is related to my own academic experience: I noticed a phenomenon while 

participating in a seminar that was part of my MA course in Theatre Practices at the Rose 

Bruford College for Drama and Speech, in London in 2001; it was evident that although 

all the group on the MA course had attended the same performance, each student 

perceived it differently. After listening to each student’s perception, I realised that each 

one was interpreting the same scene according to his/her own experiences. I assumed that 

the reason was probably a socio-cultural influence as every student was from a different

6 .5  The Rationale of the Study
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nationality, but after several readings in the field of reception theory, I realised that self

experience might be another factor for these different perceptions. It follows that each 

spectator will construct his/her own version of the play. At this point, I decided to 

investigate how a spectator’s life experiences may affect his/her perception, what these 

factors are and how the producers of the production might control these factors.

As a Kuwaiti spectator, I thought I should ask myself first, how I personally was affected 

by those factors and, second, what variables might affect my aesthetic experience. Then I 

should develop a method to assess the theatre audience’s aesthetic experience in general. 

I subsequently discovered a questionnaire designed to assess the audience’s general 

aesthetic experience of a theatrical event, but found that it included many technical 

questions that the average spectator might not easily comprehend; also it was not in 

Standard Arabic, but in English.2 So I adapted the questionnaire devised by Patrie Pavis 

to suit the Arab spectator and approached this assessment by making use of the research 

elements mentioned previously.

6.6 Ground Theory

The ground theory underpinning this research's hypothesis is Bennett’s theorisation of the 

audience and in this thesis we aim to extend her study.

Her theory is concerned with the material conditions for the production and reception of 

theatre as it was and is construed as a cultural practice, while we are especially concerned 

with the particularities influencing the individual spectator's perceptions in the course of 

a theatrical experience.
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We assume that these particularities can be regarded, according to their nature as, 

invisible and visible variables.

In her book Theatre Audiences, Bennett acknowledges that she devotes little space to the 

particularities of an individual spectator’s response to seeing a play and prefers to 

concentrate on the cultural conditions that make theatre and an audience member’s 

experience of it possible. However, she also points out in the introduction that live 

performance has an often uncanny ability to touch those very stories by and through 

which we understand ourselves.

Bennett, and the other researchers cited in her book argue that cultural conditions and 

government organizations decide the kind of theatre presented to a given public. These 

researchers, however, do not discuss the audience’s reception of these kinds of theatre, 

how they construct meanings from particular scenes, and the influences of their various 

life experiences on their aesthetic experience.

On the other hand, Eugenio Barba in his essay Four Spectators is mainly concerned with 

the influence a theatrical production has on spectators according to their type; and he 

divides the audience into four types of spectators.3

Nevertheless, all the previous researchers chose not to investigate the aesthetic 

experience of spectators in detail, due to the difficulty of conducting such studies. As 

Cameron claims in his book Theatrical Response, it is an almost impossible task to test 

the aesthetic experience of an audience.

Truthfully, I cannot deny the difficulty of this research nor can I deny that conducting 

such research was an interesting challenge. I also recommend that the same study be 

repeated every five years to assess and compare findings.
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6.7 Validity

Three measures were taken to ensure the present research’s validity. First, the 

questionnaire was anonymised, in order to obtain reliable information and to protect the 

informants. Second, I conducted self-observation to ensure the validity of the reflections 

of the same phenomenon. Thirdly, I compared audience’s response with critical opinion 

in the media and my own observations.

^8 The Questionnaire

The questionnaire was adapted and translated into Standard Arabic from Patrie Pavis’s 

questionnaire (1985), which was designed to assess the theatre audience's aesthetic 

experience in general.

Pavis’s questions, with a few exceptions, may be easily answered by any spectator, and 

were designed with special reference to the particularities of an individual spectator’s 

response to attending a theatrical event. The questionnaire consists of 38 questions about 

various aspects of the production including text, performance, use of colours, décor, the 

spectator’s seat position, his or her companions (whether he/she attended with a group of 

relatives or friends or colleagues), how the play first came to his/her attention, his/her 

reactions during the performance, his/her psychological condition before and after the 

show, the moment in which he/she felt ‘almost alone in another world away from the 

atmosphere o f the theatre’, his/ her level of education, age and gender.

This research aims to assess these different variables though the questionnaire. I did not 

expect that the informants would be able to answer or even be interested in answering 38
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questions after attending a performance partly designed to entertain besides its 

educational aim, but surprisingly the questionnaires were answered by 52 respondents 

including a small number who needed further explanation of some technical questions, 

which I was able to provide; this, I think, is the main difficulty with Pavis’s 

questionnaire.

Besides its length, which may discourage some respondents, some questions are intended 

to be answered by professionals rather than the average spectator. When I first translated 

and adapted the questionnaire to suit the Arab spectator, I recognised this difficulty but 

left my informants free to choose whether or not to answer these questions. The 

questionnaire’s purpose is to assess the aesthetic experience of all kinds of spectators: 

specialists, those with some knowledge and those with none. It was also interesting to 

find that almost all the informants answered all the questions fully.

Another difficulty I faced was distributing the questionnaire. I contacted the organisers of 

the festival six months before the event and asked about the best way to distribute the 

questionnaire. I was informed that it would be distributed on the same evening of the 

performances by employees who are responsible for the organisation of the show, but that 

did not happen, so I obtained permission to distribute them myself.

Another difficulty was deciding when would be the best time to give the questionnaires to 

the spectators: before the performance, so they could have some idea of the questions 

while watching the performance, or after the performance, so they could experience the 

event and then answer questions about it. I found that it would be impossible for one 

person to distribute the questionnaire to the whole audience after the show as they would
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all be leaving at the same time, so I decided to distribute them while the audience was 

entering the venue and while the spectators were taking their seats.

6.9 Analysis of the Responses

The Statistical Package for Social Sciences ( SPSS) was applied to process the data. To 

enter the data into the SPSS system I coded the answers; for example, yes=0 and no=l in 

questions (4 , 5, 7,9, 10,11,12, 13, 14, 16, 18,21,23,26,28,33,35,37,38).

In addition, I gathered the answers in which the spectators express different opinions, and 

then grouped them in a list to facilitate counting the respondents’ number of answers; 

such as questions ( 6, 8,15,17,19, 22, 24, 25, 29, 34, 36).

The data analysis will be presented in two parts. Part One includes the tables that show 

the number and percentage of the audience who actually answered each question and the 

number and percentage of their answers. The significance of the answers will be 

considered in Part Two, where we present the tables that indicate the correlation between 

the highest positive or negative correlations between variables.

Table 1: Age Group

Question 1 asked the spectators to indicate their age group. Group 1 comprises the ages 

21-31, group 2 the ages 32-41, group 3 the ages 42-51, group 4 the ages 52-61 and, group 

5 the ages 62-71. The table below shows the ages of the spectators who attended both 

shows.4
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Frequency 
of persons 

who
answered

Percent of persons 
who answered

Valid Percent of 
persons who 

answered

Cumulative Percent of 
persons who 

answeredValid 1.
2.

20 38.5 38.5 38.5
27 51.9 51.9 90.43. 5 9.6 9.6 100.0Total 52 100.0 100.0

As we can see in Table 1 the audience fell into three groups: 1, 2 and 3, the majority were 

under 41 years old in group 2, and only 5 were between 42 and 51 years old in group 3, 

while there were 20 spectators in group 1.

Table 2: Level of Education

Question 2 asked the members of the audience to provide information on their 

level o f education, choosing one of three categories: higher, intermediate and primary.

Frequency of Percent of Valid Percent of
persons who persons who persons who Cu

per;answered answered answered
High 41 78.8 78.8 78.8

Intermediate 8 15.4 15.4 94.2
Primary 3 5.8 5.8 100.0

Total 52 100.0 100.0

i who answered

As we can see in Table 2, almost 80 percent of the audience fell in the highly 

educated category. Thus as expected, the great majority o f the Kuwaiti audience for these 

productions were highly educated.
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Table 3: Gender

The third question asked the audience to indicate their gender,

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid Male 25 48.1 48.1 48.1
Fem ale 27 51.9 51.9 100.0

Total 52 100.0 100.0

As we see, there were slightly more females than males in the total audience. The result 

indicates that the Kuwaiti audience consisted of almost equal percentages of male and 

female spectators with a slightly higher percentage in the latter gender.

Table 4: Convenience of Seat Position

The fourth question asked the members of the audience to say whether they thought they 

had chosen a convenient seat position or not.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 5 9.6 9.6 9.6
Yes 4 7 90.4 90.4 100.0

Total 52 100.0 100.0

As the above table shows, only 5 members o f the audience thought that they had not 

chosen convenient seats; 47 had chosen convenient seats. The importance of this question 

will be seen in part two when we present the correlation between different variables 

regarding the aesthetic experience of theatre in general.
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Table 5: Influence of Seat Position

Question 5 asked the spectators whether or not they were aware that their seat 

position might affect their aesthetic experience. By asking this question, I aimed to 

direct the spectator's attention to the possible importance of his or her seat position, i 

used the same data in part three in the correlation between awareness o f the influence of 

seat position and level of education, and with the perception of other theatrical elements 

in the same theatrical event.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

--------------------------

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 19 36.5 36.5 36.5
Yes 33 63.5 63.5 100.0

Total 52 100.0 100.0

As we can see in Table 5, 19 spectators answered ‘no’ while 33 were aware of the 

importance o f their seat position in the theatre.

Table 6: The Reasons for the Influence of Seat Position

As an extension of the previous question, those spectators who had answered ‘yes’ to that 

question were asked to indicate the reason. Their answers were grouped and counted.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answeredValid The seat had a

restricted view 1 1.9 16.7 16.7
I did not choose

the right seat 4 7.7 66.7 83.3
Minimal choice of

seat 1 1.9 16.7 100.0
Total 6 11.5 100.0

Missing Unanswered 46 88.5
Total 52 100.0
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The response here was low: although 33 members of the audience were aware of the 

importance of their seat position, having answered ‘yes’ to the previous question, only 6 

answered the question concerning the reason for the importance of their seat position.

Table 7: Influence of the Architecture

When the audience were asked if they were affected by the architecture of the playhouse, 

47 answered 'yes' and only 5 answered ‘no’.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 5 9.6 9.6 9.6
Yes 47 90.4 90.4 100.0

Total 52 100.0 100.0

Table 8: The Reasons for the Influence of the Architecture

In question 8 ,1 asked the spectators who had answered ‘yes’ to the previous question to 

indicate the reason they were influenced by the architecture of the playhouse.
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Frequency of 
persons who  

answered

Percent of 
persons who 

answered

Valid Percent 
of persons who  

answered

Cumulative 
Percent of 

persons who 
answered

The architecture helped me to 
establish meanings

16 30.8 30.8 30.8

There is a live relation 
between architecture and 
performance 10 19.2 19.2 50.0

Affected by architecture but 
meaning does not suit the 
performance 4 7.7 7.7 57.7

The architecture is the frame 
of the author’s work

19 36.5 36.5 94.2

Successful play=Suitab!e 
architecture +professional 
actor+educated audience. 3 5.8 5.8 100.0

Total 52 100.0 100.0

Table 9: Influence of Colours

Question 9 asked members of the audience to indicate whether or not they had 

been affected by the colours used in both productions.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 6 11.5 11.5 11.5
Yes 46 88.5 88.5 100.0

Total 52 100.0 100.0

In the table above we can see that almost 90 percent of the spectators were affected by

the colours used.
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Table 10: Harmony of the Colours with the Subject of the Performance

Question 10 asked members of the audience about the harmony between the 

colours o f the decor and the subject o f the performance; in other words, whether or not 

the colours were suited to the subject of the performance.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 16 30.8 30.8 30.8
Yes 36 69.2 69.2 100.0

Total 52 100.0 100.0

As we can see in Table 10, 36 members of the audience answered ‘yes’ while 16 

answered ‘no’; thus the great majority thought that the colours were suited to the subject.

Table 11: Harmony of the Lighting with the Subject of the Performance

Question 11 asked members of the audience to indicate whether there was a harmony 

between the lighting used in the performance and the subject of the performance.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 16 30.8 30.8 30.8
Yes 36 69.2 69.2 100.0

Total 52 100.0 100.0
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We can see that the same number of spectators who thought that there was a harmony 

between the colours and the subject of the performance also thought that there was a 

harmony between the lighting and the subject of the performance.

Table 12: Harmony between Musical Effects and the Subject of the Performance

Question 12 asked members of the audience to indicate if there was a harmony between 

the musical effects and the subject of the performance.

Frequency 
o f persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 9 17.3 17.3 17.3
Yes 43 82.7 82.7 100.0

Total 52 100.0 100.0

In Table 12, we can see that the number of spectators who thought that there was a 

harmony between the musical effects and the subject of the performance has increased 

considerably from the numbers of those answering ‘yes’ to questions 10 and 11.

Table 13: Arrival Time

Question 13 asked spectators to say whether they had arrived early for the 

performance or not.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 3 5.8 5.8 5.8
Yes 49 94.2 94.2 100.0

Total 52 100.0 100.0
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As we see in Table 13,49 out o f 52 spectators arrived early for the performance, while 

only 3 did not.

Table 14: Effect of Early Arrival on the Performance

Question 14 asked members o f the audience to indicate if they thought that arriving early 

for the performance was going to affect their aesthetic experience or not.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 3 5.8 5.8 5.8
Yes 49 94.2 94.2 100.0

Total 52 100.0 100.0

We notice that the number o f spectators who arrived early (Table 13) exactly matches the 

number o f spectators who thought that arriving early would affect their aesthetic 

experience.

Table 15: The Reason for being Influenced by the Arrival Time

The spectators who answered ‘yes’ to the previous question were asked by question 15 to 

provide a reason. Their answers were grouped in the list below and then counted to 

extract the percent age of each answer.
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Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid Arriving early
gives me time to 
adapt myself to 
the place

11 21.2 21.2 21.2

Arriving early 
allows me to 
relax my body 
and mind

13 25.0 25.0 46.2

Arriving early 
allowed me to 
find a seat 
quickly; then 1 
started to think 
about personal 
matters before 
the
commencement 
of the show

23 44.2 44.2 90.4

Unanswered 5 9.6 9.6 100.0

Total 52 100.0 100.0

In Table 15 we notice that the highest number of spectators gave the third reason, which 

confirms what we have discussed earlier in this research about how the spectator may 

perceive the theatrical event. We mentioned earlier that when the spectator arrives early, 

some minutes before the start of the show, he/she will sit on his/her seat, relax his/her 

body and then start thinking about personal matters. This flow of the subconscious takes 

place before he/she experiences the event taking place on the stage. The spectator will 

keep comparing both levels of information during the show and finally, by the end of the 

show he/she reaches a third level of meaning, which forms his/her aesthetic experience of 

this particular event.
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Table 16: General audience response

Question 16 asked members of the audience to indicate if they noticed any common 

audience response to a particular scene.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 3 5.8 5.8 5.8

Yes 49 94.2 94.2 100.0

Total 52 100.0 100.0

We can see in Table 16 that 49 of the audience noticed a common response among the 

members of the audience and only 3 did not.

Table 17: Specification of audience’s common responses

Question 17 asked the spectators to specify the responses they felt were shared by the 

whole audience.
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Frequency 
of persons 

who
answered

Percent of 
persons who 

answered

Valid Percent of 
persons who 

answered

Cumulative Percent 
of persons who 

answered
Valid

There was common 
audience response 
regarding negative 
behaviour of the rich

5 9.6 9.8 9.8

There was a negative 
response regarding the 
forced marriage in the 
play and its instances 
in society

3 5.8 5.9 15.7

There was a negative 
common response but 
the respondent could 
not remember

2 3.8 3.9 19.6

There was a positive 
common response but 
the respondent could 
not remember

3 5.8 5.9 25.5

There was an 
enthusiastic common 
response to a particular 
scene

6 11.5 11.8 37.3

There was a positive 
response when the 
truth was revealed 7 13.5 13.7 51.0

There was a common 
response toward the 
frightening scenes 1 1.9 2.0 52.9

There was a common 
response to every 
scene 11 21.2 21.6 74.5

There was a common 
negative response 
when the spectators 
felt they were being 
ridiculed

12 23.1 23.5 98.0

There was a common 
negative response 
when the spectators felt 
bored

1 1.9 2 .0 100.0

Total 51 98.1 100.0
Missing System 1 1.9

Total 52 100.0
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As we can see in Table 17,12 spectators out of 52 noticed a common response when the 

audience reacted negatively to being made fun of by the actors on the stage. We have 

discussed this point previously when considering the invisible factors that may affect the 

audience’s perception. The highest number of spectators chose this answer and this 

supports our assumption that the audience might dislike being ridiculed on the stage and 

that would certainly affect both their aesthetic experience and the success of the 

production.

Table 18: Themes that were not Well Addressed

Question 18 asked members of the audience to indicate whether there were any aspects 

that were not well presented in the performance. This question concerns the current 

political and social circumstances of the region in which the audience lives, because those 

circumstances create the general atmosphere in which the performance is presented.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 6 11.5 11.5 11.5

Yes 46 88.5 88.5 100.0

Total 52 100.0 100.0
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As we can see from the Table above, 46 of 52 spectators answered ‘yes’ to the above 

question while only 6 did not.

Table 19: Specification of the Themes that Were Not Well Addressed

Question 19 asked members of the audience to indicate the theme, the spectators answers 

were grouped in the list below.

Themes that were not well addressed

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid Drug addiction 
in Kuwaiti 
society 5 9.6 9.6 9.6

Psychological 
history of the 
main character 
(The
protagonist)

12 23.1 23.1 32.7

Conflict 
between social 
classes was 
not well 
presented 
verbally

14 26.9 26.9 59.6

Nothing in 
particular 2 3.8 3 .8 63.5

The issue of 
the Kuwaiti civil 
law was  
presented 

vaguely

11 21.2 21.2 84.6

Unanswered
Total

8
52

15.4
100.0

15.4
100.0

100.0
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As we can see in Table 19,14 members of the audience stated that the conflict between 

social classes was not well presented verbally on stage, 12 thought that the psychological 

history of the main character was not well presented, 11 considered that the issue of 

Kuwaiti civil law was not well presented, 5 remarked that the theme of drug addiction 

was not well presented, 2 did not indicate a particular theme and 8 did not answer this 

question. This question was designed to reveal the influence of current social and 

political circumstances in the perception of the theatre audience. The spectators then 

supplied the information that they realized during the event. This particular question is 

able to raise the spectators' awareness of their aesthetic experience, because it prompts 

them to compare the political and social events in their lives to the events and themes 

presented on the stage and decide whether these were well presented or not. In the future, 

they may be able to judge theatrical productions more discerningly owing to their 

enhanced ability to assess the presentation of themes in any performance. We would 

argue here that regular assessment of audience response may be able to raise a nation's 

general awareness of the social and political issues.

Table 20: General Feelings about the Performance

Question 20 asked members of audience to indicate their general feeling about the 

performance.
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General feeling about the performance

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answeredValid Sad 8 15.4 15.4 15.4

Happy 30 57.7 57.7 73.1
Bored 1 1.9 1.9 75.0

Nothing in
particular 13 25.0 25.0 100.0

Total 52 100.0 100.0

We notice in Table 20 that the general feelings of 30 spectators about the performance 

were happy, 13 had no particular feelings, 8 were sad and 1 was bored.

Table 21: Involvement in a Certain Scene

Question 21 asked members o f the audience to indicate whether they had become totally

involved in a certain scene or not.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent o f 

persons who  
answered

Valid No 18 36.5 36.5 36.5
Yes 34 63.5 63.5 100.0

Total 52 100.0 100.0

Table 21 shows that 34 members of the audience felt totally involved in a certain scene to 

the extent that they were unaware of other spectators, while 18 did not feel involved. 

Their comments on their involvement are given in Table 22.
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Table 22: The Occasion on which the Spectator Felt Totally Involved

Question 22 asked members the audience to indicate the scene in which they felt 

involved. The 34 respondents who had felt totally involved provided the answers.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid There was a moment 
when the spectator felt 
totally involved but 
now cannot remember 
it.

2 3.8 3.8 3.8

Spectator felt totally 
involved when actors 
discussed a social 
issue.

9 17.3 17.3 21.2

Spectator felt involved 
in the romantic scenes. 3 5.8 5.8 26.9

Spectator felt totally 
involved in a certain 
scene but would rather 
not discuss it.

2 3.8 3.8 30.8

Spectator felt totally 
involved in the comic 
scenes. 7 13.5 13.5 44.2

Spectator felt totally 
involved when lies 
were uncovered on 
stage.

3 5.8 5.8 50.0

Spectator felt totally 
involved in the tragic 
scenes. 8 15.4 15.4 65.4

Unanswered
Total

18
52

34.6
100.0

34.6
100.0

100.0
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Table 22 shows that 9 of the spectators felt involved when the actors discussed a social 

issue, 8 felt involved in the tragic scenes, 7 in the comic scenes, 3 in the romantic scenes, 

3 when lies were uncovered on stage, 2 felt involved in a certain scene but could not 

remember it, 2 were involved in a certain scene but would rather not to discuss it, and 18 

did not answer this question.

Table 23: A Certain Scene which Awakened a Certain Memory

When members o f the audience were asked if there was a scene that awakened a certain 

memory connected with their life-experience, their answers were as shown below.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

I Cumulative 
Percent o f 

persons who 
answered

Valid
No 20 38.5 38.5 38.5

Yes 32 61.5 61.5 100.0

Total 52 100.0 100.0

In Table 23, we can see that 32 spectators’ memories were awakened by viewing a 

certain scene on the stage and 20 had no such experience. This result does not support 

totally the research's assumption that the audience’s memories are awakened by certain 

scenes. We must therefore conclude that not all spectators will experience an awakening
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of memory, but in this case at least the majority of the audience (61.5%) were awakened. 

It is also strange that some spectators who chose the answer 'No' to question 23, provided 

specific memories in the following question as we will see in Table 24 .1 assume that 

those spectators did not link a certain scene to a certain memory, but the production, in 

general, awakened a specific memory.

Table 24: Specification of the Memory

Question 24 asked the spectator to specify the memory that was awakened during the 

performance. The aim of this question is to prove that spectators recall their own 

experience while a similar situation is being portrayed on the stage.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid Memories of the Iraqi 
invasion. 10 19.2 19.2 19.2

Romantic memories. 4 7.7 7.7 26.9

Family memories. 8 15.4 15.4 42.3

Memories of a friend. 2 3.8 3.8 46.2

Scene awakened a 
certain memory but 
spectator would 
rather not say what it 
is.

13 25.0 25.0 71.2

Unanswered 15 28.8 28.8 100.0

Total 52 100.0 100.0
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As we can see in Table 24, members of the audience remembered different personal 

experiences. For example, 13 mentioned that a certain scene had awakened memories of 

something that happened in their lives but they would rather not say what it was, 10 

spectators stated that they had remembered certain experiences they had undergone 

during the Iraqi invasion, 8 had recalled family memories, 4 had recalled romantic 

memories, 2 had recalled memories of friends, and 15 did not answer the question.

Table 25: The Images that Lingered in the Spectator’s Mind Even after the 

Performance

Question 25 asked the spectator to mention the scene that lingered in his/her mind even 

after the performance was over. I aim here to demonstrate what was previously said about 

the way in which the spectators form their own version of the theatrical performance. I 

assume that the spectator’s mind chooses a certain theatrical image or perhaps a 

particular scene and keeps analysing it for some time after the performance until reaching 

an opinion about it. This particular image or scene may connect to the spectator’s 

personal experiences, and this could be one reason why different spectators perceive a 

particular production differently. As Barba explains:

There is a part of us which lives in exile, which we or others (the others in us) do 
not find acceptable or sufficiently important. Certain performances burgeon in this 
rationally, morally, or emotionally exiled region. The spectator does not consume 
these performances. Often s/he does not understand them or does not know how to 
evaluate them. But s/he continues to have a dialog with the memories which these 
performances have sown deep in her/his spirit.5
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Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid The image of 
the protagonist 18 34.6 34.6 34.6

The décor 15 28.8 28.8 63.5
The frightening 
images 6 11.5 11.5 75.0

The romantic 
images 10 19.2 19.2 94.2

The digital 
images 3 5.8 5.8 100.0

Total 52 100.0 100.0

In Table 25, we can see that the protagonist lingered in the mind of 18 spectators even 

after the performance had finished. In 15 cases it was the décor, in 10 the romantic 

images, in 6 the frightening images, and in 3 the digital images used in the performance.

Table 26: A Scene that Took on Further Meaning after the Performance

Question 26 asked the spectator if there was a scene in the performance that took on

further meaning after the performance in his or her own life.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 13 25.0 25.0 25.0
Yes 39 75.0 75.0 100.0

Total 52 100.0 100.0
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As Table 26 shows, 39 of the spectators answered ‘yes’ to this question while 13 

answered ‘no’. That means that for 75 percent of the spectators certain scenes took on 

further meaning after the performance had finished, and this result supports our 

assumption about the process of the spectator’s aesthetic experience; that is, the spectator 

perceives and interprets a certain scene that is usually linked to his/her past experience, 

or, it may be, to an experience occurring after the performance, in which case the scene 

will acquire further meaning. I assume that a scene may take on further meaning in this 

way because as a spectator I have had similar theatrical experiences.

Table 27: Those Accompanying the Spectator

Question 27 asked the spectator to indicate who accompanied him/her to the

performance.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid
Friends 12 23.1 23.1 23.1

Family 21 40.4 40.4 63.5

W ork
Colleagues 5 9.6 9.6 73.1

Nobody 14 26.9 26.9 100.0
Total 52 100.0 100.0
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As we see in the table above, 21 spectators attended the show accompanied by their 

families, 14 alone, 12 attended with friends and 5 with work colleagues.

Table 28: The Influence of Different Companions on the Aesthetic Experience

Question 28 asked members of the audience to say if they thought that attending the same 

theatrical event with different companions might influence their aesthetic experience.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid
No 14 26.9 26.9 26.9

Yes 38 73.1 73.1 100.0

Total 52 100.0 100.0

As we can see from Table 28, 38 members of the audience thought that their aesthetic 

experience might be different if  they were accompanied by a different person; while 14 

did not think that a different companion would affect their perception. It is interesting 

that 73.1 percent of the spectators recognised the influence of their companions. The 

high percent age who answered ‘yes’ to the above question is good evidence in favour of 

the hypothesis that the spectator’s companions not only may influence his/her aesthetic 

experience but actually, strongly influence it.
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Question 29 asked the 28 spectators who answered ‘yes’ to the previous question to 

specify the reason for their answers.

Table 29: Reasons the Spectator might be Affected by the Views of Companions

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid Spectator's perception 
would be affected by 
hearing the 
companion's ideas.

14 26.9 26.9 26.9

Spectator's perception 
would be altered if the 
companion had very 
different views.

12 23.1 23.1 50.0

Spectator's view would 
be different if 
companions were 
theatre professionals.

1 1.9 1.9 51.9

Attending the 
performance with a 
group would affect the 
individual's view.

11 21.2 21.2 73.1

Unanswered 14 26.9 26.9 100.0

Total 52 100.0 100.0

As we see in Table 29,14 respondents admitted that their perception would be affected 

by their companion because ideas would usually be shared between them, 12 mentioned 

that their perception would be altered if their companion had different views, 11 

acknowledged that attending the performance with a group affects the individual's 

perception, 1 spectator stated that if his/her companion were a professional in the field of 

theatre, his/her perception would be different, and 14 spectators did not answer this 

question.
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Table 30: How the Respondents First Heard about the Performance

Question 30 asked the spectators to indicate how they first heard about the performance.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid Media 34 65.4 65.4 65.4
Friends 9 17.3 17.3 82.7

Work 5 9.6 9.6 92.3
Other 4 7.7 7.7 100.0
Total 52 100.0 100.0

As we see in Table 30, 34 spectators heard about the performance through the media, 

such as television and newspapers, 9 from friends, 5 from work, and 4 from other sources 

that were not mentioned in their answers. Accordingly, the media was the main source of 

information. We had assumed that the source of information might affect the spectator’s 

perceptions because it would provide a number of perceptions about the performance. We 

will be able to find out how much this source of information affected the audience’s 

perceptions when we compare the results of Table 30 with those of Table 36, which 

shows the spectator’s conceptions o f the play’s central theme. We chose the central 

theme as a measurement because it is a general variable that enables us to assess the 

spectator’s perception of the performance.
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Question 31 asked the spectators to indicate the most important element of the 

performance.

Table 31: The Most Important Element of the Performance

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid Acting 23 44.2 44.2 44.2
Decor 8 15.4 15.4 59.6
Music 5 9.6 9.6 69.2

Lighting 6 11.5 11.5 80.8
Text 10 19.2 19.2 100.0

Total 52 100.0 100.0

As we see from the table, 23 spectators indicated that acting was the most important 

element, 10 indicated the text, 8 indicated the décor and 5 indicated the music. Thus, 

while there was some disagreement, by far the largest proportion of the respondents (44.2 

%) chose acting as the most important element.

Table 32: The Relationship between the Theatrical Elements

Question 32 asked the spectators to describe the relationship between the theatrical 

elements as they viewed them.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid Excellent 13 25.0 25.0 25.0
Very good 17 32.7 32.7 57.7

Good 21 40.4 40.4 98.1
No relationship 1 1.9 1.9 100.0

Total 52 100.0 100.0
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As Table 32 shows, 21 spectators viewed the relationship between the theatrical elements

as good, 17 described it as very good, 13 as excellent and 1 considered that there was no 

relationship.

Table 33: The Relationship between the Performance, the Audience and the Text

Question 33 asked the audience to indicate whether there was a relationship between 

performance, audience and text.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid
No 13 25.0 25.0 25.0

Yes 39 75.0 75.0 100.0

Total 52 100.0 100.0

As we can see from the Table above, 39 o f the spectators thought that there was a relation 

ship between the performance, the audience and the text, while 13 did not.

Table 34: Reasons for the Relationship between Performance, Audience and Text

In this question those spectators who thought there was a relationship between 

performance, audience and text were asked to indicate the reason.
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Frequency Percent of Cumulative
of persons persons Valid Percent Percent of

who who of persons persons who
answered answered who answered answered

Valid
The text was the 
foundation of 
the

19 36.5 36.5 36.5

performance. 
The text was the
literary aspect of 
the 4 7.7 7 .7 44.2
performance.

Shakespeare's 
original text 
provided the 11.5 11.5 55.8romantic aspect 
of the

0

performance.

The
performance 
was the living 
modem  
translation of 
the classic text 
to the audience 
who in return

15 28.8 28.8 84.6

brought its own 
perceptions to 
the
performance.

Unanswered 8 15.4 15.4 100.0

Total 52 100.0 100.0

As we can see from Table 34,19 spectators thought that the text was the foundation of 

the performance, 15 thought that the performance was the living and modem translation 

of the classic text to the audience who in return brought its own perceptions to the 

performance, 6 thought that the original Shakespearian text provided the romantic aspect 

o f the performance because the main issues of the performance were social and political,
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4 thought that the text provided the literary aspect of the performance or, in other words, 

it expressed the performance’s human values, as some of them indicated.

Table 35: The Pace of the Performance

Question 35 asked spectators to indicate whether the pace of the performance was fast or

not.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 36 69.2 69.2 69.2
Yes 16 30.8 30.8 100.0

Total 52 100.0 100.0

Table 35 shows that 16 spectators answered ‘yes’, while 36 answered 'no'. In the 

hypothesis, it was assumed that spectators who have seen the performance in advance or 

have been involved in the production process may find the pace of the performance 

slower when they view it again. According to my personal knowledge about my 

informants I noticed that their answers matched this hypothesis.
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Table 36: The Main Theme of the Performance

Question 36 asked the spectators to indicate the central theme of the performance

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid Domination of 
materialism in 
modern Kuwaiti 
society. 13 25.0 25.0 25.0

Corruption in 
modern Kuwaiti 
society. 8 15.4 15.4 40.4

The everlasting 
struggle between  
evil and good. 9 17.3 17.3 57.7

The different 
faces of the truth 6 11.5 11.5 69.2

The social 
problems of 
modern Kuwaiti 
society 16 30.8 30.8 100.0

Total 52 100.0 100.0

As we see in table 36, 16 spectators thought that the social problems of modem Kuwaiti 

society was the main theme, 13 thought that the theme was the domination of materialism 

in modem Kuwaiti society, 9 thought that it was the everlasting struggle between evil and 

good, 8 thought that it was the corruption in Kuwaiti modem society and 6 considered 

that it was the different faces of the truth. If  we compare this table’s results with the
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results o f Table 30, which shows the ways in which the spectators gained prior 

information about the performance, we can reach the conclusion that the way of 

informing the spectator about the performance does not necessarily influence his /her 

aesthetic experience. This result contradicts our assumption about the audience’s 

perception.

Table 37: The Innovations of the Production

Question 37 asked the spectators to say whether or not the production was innovative in

terms of its changes to Shakespeare’s text.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid

No 2 3.8 3.8 3.8

Yes 50 96.2 96.2 100.0
Total 52 100.0 100.0

The table shows that 50 spectators - the overwhelming majority - considered the 

production to have been innovative; only 2 did not.
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Table 38: The Degree of Reality of the Events on the Stage

Question 38 asked the spectators to indicate whether they thought that what was 

happening on the stage was real to them or not. We added ‘maybe’ to the multiple 

choices to give the spectators another option.

Frequency 
of persons 

who
answered

Percent of 
persons 

who
answered

Valid Percent 
of persons 

who answered

Cumulative 
Percent of 

persons who 
answered

Valid No 1 1.9 1.9 1.9
Maybe 21 40.4 40.4 42.3

Yes 30 57.7 57.7 100.0
Total 52 100.0 100.0

As we can see that 30 answered ‘yes’, it was real to them, 21 answered ‘maybe’ and 1 

answered ‘no’. This question aims to test Cameron’s theory proposed in his Theatrical 

Response, by applying it to the contemporary Kuwaiti audience.

Cameron claims that the audience responds to theatre according to the extent that it finds 

theatre ‘real’. We added the choice ‘maybe’, to find out if the spectators who doubted the 

reality of the performance would respond to the performance or not. As we can see from 

all the previous tables, the contemporary Kuwaiti audience responded to the performance 

but their responses were different.

Accordingly, we can conclude that the audience responds to theatre whether it finds it 

real, unreal or close to reality.6
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End Notes of chapter Six

1 Dorothy Faulkner, Methodology Hand Book, Southampton: Hobbs, 1991. p. 51.

2 The original questionnaire can be found in Elaine Aston and George Savona, Theatre as Sign System • a 
Semiotics o f  Text and Performance, London: Routledge, 1991. p. 111

3 For more information see Eugenio Barba’s essay 'Four Spectators' in his book Beyond the Floating 
Islands, New York: PAJ Publication, 1986. pp. 96-100.

4 The ‘Valid frequency’ statistical term: is the number of spectators who answered, then their percent and 
their valid percent, and 'The cumulative percent': is the percent that counts each row subsequently;

5 See Barba, Beyond the Floating Islands'. Four Spectators, p. 97.

6 Charts showing all the percentages will be provided in appendix.4
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Chapter Seven

The Correlation between Variables

7.1 Introduction

This chapter aims first, to analyse the structure of variables and second, to assess the 

effect of these variables on each other. We mentioned previously the method of the 

present study. We then clarified our hypotheses and sample selection. The time and place 

o f data collection were also explained. In this chapter we will explain the structure of the 

questionnaire as a main instrument of data collection as well as the conceptual definitions 

o f variables, definitions of statistical tests, and eventually the measurements of variables.

7.2 Method

This study applied qualitative research carried out by the survey method. The 

quantitative phase was formative and was undertaken to improve the understanding and 

the knowledge of attitudes and concerns of the general public related to the aesthetic 

experience of any theatrical performance.

7.3 Hypotheses

Based on the theoretical framework of the study, the following hypotheses were 

formulated:
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1. There is a relationship between the age and the perception of the audience members 

who were affected by the architecture of the playhouse.

2. There is a relationship between the level of education and the effects of arrival time.

3. There is a relationship between the level of education and the list of themes that were 

not well presented in the performance.

4. There is a relationship between the level of education and the reasons for the influence 

of seat position.

5. There is a relationship between convenience of seat position and the audience's 

perception of the stage colours.

6 . There is a relationship between the influence of the seat position and the perception of 

the architecture of the playhouse.

7. There is a relationship between the effects of arrival time and the perception of the 

audience who were affected by the architecture of the playhouse.

8 . There is a relationship between the effects of the arrival time and the influence of the 

stage colours.

9. There is a relationship between the perception of musical effects and the perception of 

the stage lighting.

10. There is a relationship between the arrival time and the perception of musical effects.

11. There is a relationship between the effects of the arrival time and the perception of 

musical effects.

12. There is a relationship between the arrival time and the reasons given concerning the 

themes that were not well presented on stage.
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7.4 Samples and Data Collection:

The questionnaire was distributed to 120 spectators of whom 52 returned the 

questionnaire, in the capital city of Kuwait. The field work was carried out during the 

period 20 December 2003 - 24 January 2004.

7.5 Instrument:

The questionnaire was the main research instrument applied in this survey and consisted 

of, first; socio-demographic module, second; visible variables module, third; invisible 

variables module.

7.6 Definition of Variables:

The present study incorporated 38 different variables, which have been operationalised 

according to the general aesthetic experience of any spectator. Here are the explanations 

o f  the measurements o f the variables.

7.6.1 Age

Age is measured by a direct question to get a raw number of years and then classified into 

five groups. These groups are coded as 1 = 21-31 years old, 2 = 32- 41 years, 3 = 42-51 

years, and 4 = 52-61 and 5 = 62-71 years old.

7.6.2 Gender

The gender answers were coded using a dummy variable with I = male and 2 = female.
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7.6.3 Level of Education

The level of education was measured by asking the respondent to indicate their level of 

education: Higher= 1, Intermediate = 2, Primary = 3 .

7.6.4 Convenience of Seat Position

To measure the variable convenience of seat position, we asked the respondents: Was 

your seat position convenient? Their answers were coded as Yes = 1, No = 2.

7.6.5 Effects of Seat Position

The effect of seat position was measured by asking the respondents to answer the 

question: Do you think your seat position affected your response? The responses were 

coded as Yes = 1, No = 0.

7.6.5.1 Reasons for (Seat Position) Influenced

The respondents gave reasons why they thought their seat position may have affected 

their perception and their answers were coded as: the view was restricted = 1,1 didn’t 

choose the right seat = 2, and Minimum choice of seat = 3.
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7.6.6 Affected by the Architecture of the Playhouse

To measure whether the audience had been affected by the architecture of the playhouse 

or not, the respondents were asked to answer the following question: Were you affected 

by the architecture o f the playhouse? The answers were coded Ye s= 1 , No = 0.

7.6.6.1 Reasons for Being Affected by the Architecture of the Playhouse

Respondents were asked to mention the reasons why they were affected by the 

architecture o f the playhouse and their answers were coded as: the architecture helped me 

to establish meanings in relation to the show; it was my first impression = 1, there is a 

relation between architecture, performance and audience= 2 ,1 was affected by the 

architecture but its meaning did not suit the performance= 3, the architecture is the frame 

o f the authors' work= 4, successful play = suitable architecture + professional actor + 

educated audience, this answer was coded as choice number 5.

7.6.7 Affected by Colours

To measure whether the respondents were affected by the stage colours or not, we used 

the question: were you affected by the colours of the décor? Yes = 1, No = 0.

7.6.8 Harmony between Décor, Colours and the Issue Presented

The perception o f harmony between the décor colours and the issue presented was 

measured by a direct question: Was there a harmony between the décor, colours and the 

issue presented on the stage? The answers were coded as Yes = 1, No = 0.
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7.6.9 Harmony between Lighting and the Presented Meanings

Perceived harmony between lighting and the presented meanings was measured by this 

question: Did the lighting suit the meaning presented on stage? Here the possible answers 

are represented by dummy variables, Yes = 1, No = 0.

7.6.10 Harmony between Music and the Presented Meaning

To assess the musical effects on the audience, they were asked: Were the musical effects 

suitable to the meaning? Their responses were coded as Yes *  1, No = 0.

7.6.11 Arriving Early

To know if arriving early influenced the spectators’ experience o f the performance, it was

necessary first to ask the question: Did you arrive early? Their responses were coded as 

Yes = 1, No = 0.

7.6.11.1 Effect of Early Arrival

We asked the respondents: Do you think arriving early affected your aesthetic 

experience? In order to measure the effects of arriving early to the show. The answers 

were coded as Yes = 1, No = 0.

7.6.11.2 The Reasons for the Effects of Early Arrival

To measure the reasons of why some given by those spectators who answered 'yes' to the 

previous question, the respondents' answers were grouped into three forms: arriving early 

gives me some time to adapt to the place =1, arriving early allows me time to relax my
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body and mind in a convenient seat = 2 , arriving early allowed me to sit and begin to 

think about my personal matters before the commencement of the show = 3 .

7.6.12 Common Audience Response to a Certain Scene

We measured this variable by the question 'Did you notice a common response of the 

whole audience to a certain scene?' The answers were coded Yes = 1, No = 0.

7.6.12.1 Reasons for the Common Response to a Certain Scene

Question 17 probed the reasons for the common response to a certain scene, and ten 

different answers were grouped from the audience’s responses.

These answers were coded as: there was a common audience response towards the 

negative behaviour of some rich Kuwaiti characters on stage =1, there was a common 

negative audience response towards the forced marriage in the play as a phenomenon 

which is still happening in Kuwaiti society = 2, there was a common negative response 

but I cannot remember it = 3, there was a common positive response but I cannot 

remember it = 4, there was a common enthusiastic positive response during the show = 5, 

there was a common positive response when the truth was revealed eventually =6 , there 

was a common response to the frightening scenes =7, there was a general audience 

response to every scene = 8 , there was a common response when the audience rejected 

being ridiculed through the presentation of negative behaviours ironically = 9 , there was a 

common audience response when spectators felt bored = 10.
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7.6.13 Themes that were not Well Presented in the Performance

To measure the audience’s view about the themes that were not well presented, we asked 

the question: Are there any themes that were not well presented in the performance? The 

responses were coded as Yes =1, No = 0 .

7.6.14 Specifications of Themes that were not Well Presented

The respondents answers produced 5 statements designed to measure the variable 

influence. The theme of drug addiction in Kuwaiti society = 1, the psychological history 

o f the main character = 2 , the conflict between social classes was not well presented 

verbally = 3, Nothing in particular = 4, the issue of Kuwaiti civil law was presented 

vaguely = 5.

7.6.15 The General Feeling about the Performance

The respondents’ general feeling about the performance was measured with a direct 

question: What was your general feeling about the performance? Their responses were 

coded as, sad =1, happy = 2, bored = 3, nothing in particular = 4 .

7.6.16 The Spectators’ Involvement in a Certain Scene

To measure the audience’s involvement in a certain scene, we asked: Did you feel totally 

involved in a certain scene? The answers were coded Yes =1, No = 0.
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7.6.16.1 The Particular Scene that Caused the Involvement

The answers concerning the particular scene that caused total involvement during the 

performance were coded into 7 responses as follows: there was a moment that I felt 

totally involved but I can not remember i t= 1, the moment that I felt totally involved was 

when the actors discussed a social problem =2 , 1 felt involved in the romantic scenes = 3 , 

I felt totally involved in a certain scene but I would rather not to discuss it = 4 , 1 felt 

totally involved in the comic scenes to the extent that I became oblivious of the other 

audience members = 5 ,1 felt totally involved when lies were uncovered because a similar 

situation happened in my life =6 , 1 felt totally involved in the tragic scenes =7 .

7.6.17 The Scenery that Awakened a Certain Memory

To find out about the ability of a theatrical scene to awaken a certain memory connected 

to a spectator’s life, we asked the question: Was there a particular scene on stage that 

awakened a certain memory connected to an experience in your life? The answers were 

coded Yes =1, No = 0.

7.6.17.1 The Memories that were Awakened by a Particular Theatrical Scene

The question that asked about the memories that were awakened by a particular 

theatrical scene produced a number of responses from the spectators who had answered 

‘yes’ to the previous question. These responses were coded in a list of five: memories of 

the period of the Iraqi invasion =1, romantic memories = 2, family memories = 3, 

memories of a friend = 4, there was a scene on stage that awakened a certain memory but 

I would rather not to say what it is = 5.
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7.6.18 The Image or Scene that Lingered in the Spectator's Mind even after the 

Performance

To find which scene that lingered in the spectators mind even after the performance, we 

asked a direct question: Which scene lingered in your mind even after the performance? 

The answers were coded as: the image of the protagonist = 1, the decor = 2, the 

frightening images = 3, the romantic images = 4, the digital images = 5.

7.6.19 A Scene that Took on Further Meaning after the Performance

To assess whether the spectators were able to derive further meanings after the 

performance or not, we asked: Was there a scene in the performance which took on 

further meaning after the performance? Their responses were coded: Yes =1, No = 0.

7.6.20 The Spectator's Companions

To measure the influence of the spectators' companions we asked three questions. The 

first was: With whom did you come to the show? Their answers were coded: friends = 1, 

family = 2, colleagues = 3, nobody = 4.

7.6.20.1 The Companion's Influence on the Spectator’s Experience

The second question intended to measure the companion’s influence: If you came to the 

show with a different companion, would your theatrical response be the same? The 

answers were coded as Yes = 1, No = 0.

248



7.6.20.2 Reasons for the Companion’s Influence

In the third question, concerning the reasons for the companion's influence, the 

spectators' answers produced four distinct statements which were coded as: my 

perception would be affected by the ideas I share with my companion = 1, my perception 

would be altered if  my company had different views from mine = 2 , my perception would 

be different if  my companion were professionals in the field of theatre = 3 , 1 think that 

attending a performance with a group would influence the individual’s perception = 4 .

7.6.21 The Source of the Respondent's Information about the Performance

The spectators initial source of information about the performance was revealed by a 

direct question: How did you first hear about the performance? The respondents’ answers 

were coded as: media =1, friends = 2, work = 3, other = 4.

7.6.22 The Most Important Element of the Performance

The audience’s view about the most important element in the performance were coded as: 

acting = 1, décor = 2, music = 3, lighting = 4, text = 5.

7.6.23 Evaluating the Relationship between the Elements

Four items were coded to measure the spectator’s opinions on a scale ranging through 

excellent = 1, very good = 2, good = 3, not related to each other = 4.
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7.6.24 Correlation between the Audience, Performance and Text

To measure the audience’s perception about the existence of correlations between the 

audience, the performance and the text, we asked them directly: Do you think that there is 

a relationship between the audiences, the performance and the text? The answers were 

coded Yes =1, No = 0.

7.6.24.1 The Reasons for the Correlation between the Audience, the Performance 

and the Text

The spectators’ answers produced four statements designed to measure the reasons why 

they thought that there was a relationship between the audience, the performance and the 

text. Their statements were coded as: the text was the foundation of the performance, 

providing dialogues and the main scenes = 1, the text was the literary aspect of the 

performance because the text holds its human values = 2 , the text provided the romantic 

side o f the performance while the actors’ actions provided the realistic side of the same 

performance= 3, the performance is the living modem translation of the classic text = 4.

7.6.25 The Pace of the Performance

To measure the spectator’s view about the pace of the performance, we asked: Was the 

performance fast? The answers were coded: Yes =1, No = 0.

7.6.26 The Main Theme of the Performance

The respondents’ answers were used to construct five statements encapsulating what they 

considered the main theme of the performance: the domination of the materialism of
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modem Kuwaiti society =1, the corruption of the modem Kuwaiti society = 2, the 

everlasting struggle between evil and good =3, the different faces of the truth = 4, the 

social problems of modem Kuwaiti society = 5.

7.6.27 The Innovation of the Production

This aspect was explored by a direct question asking the respondents, If you are already 

familiar with the text, do you think this performance was innovative in terms of its 

changes to Shakespeare’s text? The answers were coded: Yes =1, No = 0.

7.6.28 The Degree of Reality of the Events on Stage

The aim of this question aim is to reassess Cameron's theory in his book Theatrical 

Response, in which he claimed that spectators respond to theatre to the degree that they 

find it real. In this question we added the third possibility of (maybe) to provide the 

spectator with a third choice and as we mentioned in our comments on the results of this 

question that was demonstrated in table 38 and chart 38, we found out that spectators do 

respond to theatre of different reality levels. The degrees of reality perceived by the 

spectators were measured by a direct question: Do you think what you saw happening on 

the stage could happen in real life? The responses were coded as: may be =1, yes = 2,

No = 0.
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7.7 The Definitions of Statistical tests

To assess the correlation among highly effective variables I used a number of statistical 

tests, they are:

7.7.1. Pearson's chi-square test (X2) is one o f a variety of chi-square tests-statistical 

procedures whose results are evaluated by reference to the chi-square distribution. The 

correlation between two variables are related. The most common measure of correlation 

is the Pearson Product Moment Correlation (called Pearson's Correlation for short), and it 

is also called so because its properties were first investigated by Karl Pearson. It tests a 

null hypothesis that the relative frequencies of occurrence of observed events follow a 

specified frequency distribution. The events are assumed to be independent and have the 

same distribution, and the outcomes of each event must be mutually exclusive. Pearson's 

chi-square is used to assess two types of comparison: tests of goodness of fit and tests of 

independence. A test of goodness of fit establishes whether or not an observed frequency 

distribution differs from a theoretical distribution. A test of independence assesses 

whether paired observations on two variables, expressed in contingency table, are 

independent of each other. 2

7.7.2. C ram er's and Phi tests are also called Cramer coefficient and Phi coefficient 

because they are two statistical tests that measure the association of variables. It is a non- 

parametric Statistical test especially for nominal or categorical level of measurement. The 

Cramer-Von-Mises Criterion is generally a test to assess the goodness of fit of a 

probability distribution. The criterion is named after Harold Cramer and Richard Edler 

von Mises who first proposed it in 1928-1930. The generalisation to two samples is due
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to Anderson 1962. Phi is referred to upper case O, lower case 9  or □, pronounced [fi] in 

modem Greek and [fai] in English, is the 21st letter of the Greek alphabet. In modem 

Greek, it represents [f], a voiceless labiodental fricative. In Ancient Greek it represented 

[ph], an aspirated voiceless bilabial plosives. In the system of Greek numerals it has a 

value of 500 (cpn) or 500.00 (cup).

7.7.3 Likelihood-ratio test is a statistical test in which a ratio is computed between the 

maximum probability of a result under two different hypotheses, so that statisticians can 

make a decision between two hypotheses based on the value of this ratio. The numerator 

corresponds to the maximum probability of an observed result under the null hypothesis. 

The denominator corresponds to the maximum probability of an observed result under the 

alternative hypothesis. Under certain regularity conditions, the numerator of this ratio is 

less than the denominator. The likelihood ratio under those conditions is between 0 and 1. 

Lower values of the likelihood ratio mean that the observed result was less likely to occur 

under the null hypothesis. Higher values mean that the observed result was more likely to 

occur under the null hypothesis. The likelihood ratio, denoted as A (the Greek letter 

lambda), is a random variable with a probability distribution. If the distribution of the 

likelihood ratio corresponding to a particular null and alternative hypothesis can be 

explicitly determined that, directly, can be used to form decision regions to reject or not 

reject the null hypothesis.
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7.7.4 Linear by Linear association is also called the Mantel-Haenszed statistic test. It is 

appropriate if both measures are at least ordinal. Linear by linear association is mainly a 

symmetric measures for Ordinal data. The output from crosstabs is organized into table of 

statistics that are symmetric or directional. Directional measures yield different values 

depending upon which measure is considered to be dependent variable. The symmetric 

measure for ordinal data include the linear by linear association test, gamma test, Ken 

dall's tau -b , dall's tau -c, and Spearman's rank order correlation.

7 .7 .5  Two tailed tests or (2-tailed), the purpose of a hypothesis test is to avoid being 

mislead by chance occurrences into thinking that the effect one is investigating (for 

example, a difference between treatment and control) is real. If one is investigating, say, 

the difference between an existing process and a ( hopefully improved) new process, 

observed results that do not show an improvement would not interest him/her so s/he do 

not need to protect her/himself against being mislead by "negative" effects, no matter 

how extreme. A 1-tailed test would be appropriate. If, on the other hand, one is interested 

in discerning a difference between samples A and B (regardless of which direction the 

direction goes), a 2-tailed test would be appropriate. We would use a two tailed test to see 

if two means are different from each other, (i.e. from the same population or from two 

different populations). In a two-tailed test, we are looking for either an increase or a 

decrease.

254



I need to note here that the main significance of using the previously mentioned statistical 

tests is to test the strength o f the correlation between variables and their association, in 

other words we are looking at the influence of variables on each other in the same 

direction for example if one variable is increasing would it mean that the other is 

increasing? or decreasing?. In a statistical test a result is called statistically significant if it 

is unlikely have occurred by chance, a statistically significance difference simply means 

that there is statistical evidence that there is a difference; it does not mean the difference 

is necessarily large. The significance level of a test is a traditional frequent statistical 

hypothesis testing concept. It is defined as the probability of making a decision to reject 

the null hypothesis when, the null hypothesis is actually true.

7.8 The Significance of statistical tests

7.9 The Statistical Tests

We applied two levels of statistical tests: descriptive tests and inferential tests. In the 

descriptive section, we used frequency tables to show the frequency, percent, valid 

percent and cumulative percentage of each variable. We also benefited from pie chart 

diagrams in order to provide further illustration of data, which will be provided in the 

fifth appendix. In this test of inferential statistics we tried to test the survey hypotheses by 

cross-tabs, Chi-Square and Phi- tests to assess the possible associations of variables.1
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7.10 The Results of the Study

7.10.1 Descriptive Results

We applied descriptive tests to show the frequency, percentage, valid percentage and 

cumulative percentage of each variable. We also benefited from the use of different 

diagrams, to provide an illustrative description of the data analysis.

7.10.2 Testing the Hypotheses

In this section, we applied inferential statistics to test the survey hypotheses. We used 

mostly cross-tabulation, Chi-Square and Phi- tests to assess the possible associations of 

variables.

7.10.2.1 Hypothesis 1: There is a relationship between the age and the perception of the 

audience members who were affected by the architecture of the playhouse.

To assess the relationship between the age and the perception of the spectators who were 

affected by the architecture of the playhouse, we applied cross-tabulation and Chi-Square 

test. The cross-tabulations result is given in the following table.
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Correlations between the age group and the influence of the architecture

Architecture
Test variable 1 Aqe.Group Influence

Kendall's tau_b Age. Group Correlation
Coefficient f.0 0 0 -.251
Sig. (2-tailed) .064
N 52 52

Architecture
Influence

Correlation
Coefficient -.251 1.000
Sig. (2-tailed) .064 .
N 52 52

The data results, based on Kendall's tau_b test, show that there is a relationship between 

age and the influence of the architecture. In other words, the perception of the audience 

who were affected by the architecture and their age groups are associated together, and 

the association is negative. This means the younger audience was more affected than the 

older audience. This result confirms our survey hypothesis on the existence of a 

relationship between age and the influence of the architecture.

7.10.2.2 Hypothesis 2: There is a relationship between the level of education and the 

effects o f arrival time. The aim is to find if  there is any relationship between the level of 

education and effects o f arrival time. The results of correlating the data are shown below:

Level of Education * Effects of Arrival Time Cross-tabulation

Count
Effects of Arrival Time
No Yes Total

Level of Higher 3 38 41Education
Intermediate 5 3 8
Primary 0 3 3

Total 8 44 52

257



As we see from the table, the majority of the audience who were highly educated 

believed that their arrival time affected their aesthetic response. We then examined the 

relationship between the education levels and the reasons for the influence of the arrival 

time. The results are shown in the following table.

Chi-Square Tests

Value df
Asymp. Sig. 
(2-sided)

Pearson Chi-Square 16.237(a) 2 .000

Likelihood Ratio 12.600 2 .002

Linear-by-Linear
Association

3.760 1 .052

Num ber of Valid 
Cases

52

3 cells (50.0% ) have an expected count of less than 5. The minimum expected count is .46.

The Chi-Square test result shows that there is a relationship between the level of 

education and the effects of arrival time and this confirms our second hypothesis. To 

measure the strength of this relationship we used Phi and Cramer’s V tests. 

Symmetric Measures

Approx.
Value Sig.

Nominal by 
Nominal

Phi .559 .000
Cramer's V .559 .000

N of Valid Cases 52

A. Not assuming the null hypothesis. '  ~

B. Using the asymptotic standard error assuming the null hypothesis.
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The results of Phi and Cramer’s V show that there is a strong relation between the two 

variables (value = .559) and this result is 100% statistically meaningful. This result 

provides an experimental support for our study hypothesis and confirms that there is an 

association between level of education and the perception o f the spectators concerning 

the effect of arrival time.

7.10.2.3 Hypothesis 3. There is a relationship between the level of education and 

awareness of the themes that were not well presented in the performance. The cross 

tabulation result shows the distribution of the spectators based on two variables: the level 

o f education and the themes that were not well presented.

Level of Education * and themes that were not well presented in cross-tabulation
Count

rhemes that were not well presented

The
theme of 
drug
addiction 
in Kuwaiti 
society

Psychologic 
al history of 
the
character 
was not well 
presented

Conflict 
between 
social class 
was not 
well
presented
verbally

Nothing in 
particular

The Issue 
of Kuwaiti 
civil law 
was
presented
vaquely

Unans
Level o f Higher 
Education

Internmediate
Primary

Total

4

1
0
5

10

1
1
12

11

1
2
14

2

0
0
2

8

3
0
11

6

2
0
8

The Chi-Square test was applied to see if there is a significant relationship between
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the two variables in the table.

Chi-Square Tests

Value df
Asymp. Sig. 
(2-sidecH

Pearson Chi-Square 6.483(a ) 10 .773

Likelihood Ratio 7.708 10 .657

Linear-by-Linear
Association

.002 1 .963

Num ber of Valid 
Cases

52

14 cells (77 .8% ) have an expected count of less than 5. 
The minimum expected count is .12.

The Chi square result shows that the relationship between the level of education and the 

reasons that the spectators mentioned the themes that were not well presented, cannot be

supported by the evidence. This result means our hypothesis is rejected by the analysis of 

the data.

7.10.2.4 Hypothesis 4: There is a relationship between the level of education and the 

reasons for the influence of the seat position.

Correlations : Level of education and the reasons of the influence of the seat position

Level of 
Education

The Reasons 
for Influence of 
seat positionLevel of Education Pearson Correlation 1 .000

Sig. (2-tailed) . 1.000
N 52 6

The Reasons of Pearson Correlation 000Influence of seat position Sig. (2-tailed) 1.000
N 6 6
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The correlations table shows that there is no relationship between level of education and 

the reasons that the audience mentioned the influence of their seat position. Based on this 

result, we can conclude that the hypothesis number 4 was not confirmed.

7.10.2.5 Hypothesis 5: There is a relationship between convenience of seat position and 

the audience's perception of the stage colours. The association is shown in the next table.

Convenience of Seat Position * and influences of colours in cross-tabulation

Count

Affected by Colours Total

No Yes
Convenience of Seat No o c
Position

Yes 4 43 47
Total 6 46 52

The following table was produced through the SPSS statistical programme to provide a 

correlation test and the statistics are illustrated below.

Correlations: Convenience of seat position and the influence of colours

Convenience of 
Seat Position

Affected by 
Coluors

Convenience of Seat Pearson Correlation 1 .291 (*)
Position Sig. (2-tailed) .037

N 52 52
Affected by Colors Pearson Correlation .291 (*) 1

Sig. (2-tailed) .037
N 52 52

• Correlation Is significant at the 0.05 level (2-tailed).
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The correlation table indicates that there is a positive relationship between the 

convenience of seat position and the influence o f colours. These results confirm 

hypothesis number 5 of the survey.

7.10.2.6 Hypothesis 6 : There is a relationship between the influence of the seat position 

and the perception of the audience who were affected by the architecture of the 

playhouse.

Correlations: Seat position influence and the spectators affected by the architecture

Architecture
Influence

Seat Position 
Influence

Architecture Influence Pearson Correlation 1 .294(*)
Sig. (2-tailed) .034
N 52 52

Seat Position Influence Pearson Correlation .294(*) 1
Sig. (2-tailed) .034
N 52 52

* Correlation is significant at the 0.05 level (2-tailed).

Examining the results produced by the correlation test, we can say that the hypothesis has 

been confirmed: the evidence shows that there is an association between the influence of 

the seat position and the perception of the audience who were affected by the architecture 

o f the playhouse.
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7.10.2.7 Hypothesis 7: There is a relationship between the effects o f arrival time and the

perception of the audience who were affected by the architecture of the playhouse.

Correlations: effects of arrival time and architecture influence

1 Effects of 
Arrival Time

Architecture
Influence

Kendall's tau b Effects of Arrival Correlation
Time Coefficient 1.000 -.139

Sig. (2-tailed) .321
N 52 52

Architecture Influence Correlation
Coefficient -.139 1.000
Sig. (2-tailed) .321
N 52 52

The survey result, as the correlation indicates, is that there is a negative relationship 

between the effects of arrival time and the perception of the audience who was affected 

by the architecture o f the playhouse. In other words, the hypothesis has been rejected by 

the analysis of the empirical data.

7.10.2.8 Hypothesis 8 : There is a relationship between the effects of the arrival time and 

the influence of the stage colours.

Effects of arrival time * and perception affected by the colours in cross-tabulation

Count

Effects of 
Arrival Time

Total

Affected by Colours
TotalNo Yes

No 1 7 8
Yes 5 39 44

6 46 52
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Correlations between effects of arrival time and the audience affected by colours

Effects of 
Arrival Time

Affected by 
Colours

Effects of Arrival Time Pearson Correlation 1 .013
Sig. (2-tailed) .928
N 52 52

Affected by Colours Pearson Correlation .013 1
Sig. (2-tailed) .928
N 52 52

Inspection of the last two columns shows that there is no relationship between effects of 

arrival time and the perception of the audience affected by the colours. Here the eighth 

hypothesis was not supported by the analysis of the empirical evidence and has been 

rejected statistically.

7.10.2.9 Hypothesis 9: There is a relationship between the perception of musical effects 

and the perception of stage lighting. Cross-tabulation is presented in the table below.

Musical effects * and the stage lighting in cross-tabulation

Count

Lighting

TotalNo Yes
Musical No 1 2 3
Effects Yes 8 41 49
Total 9 43 52
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Correlations between musical effects and stage lighting

X Musical Effect Llqhtinq
Musical Effects Pearson

Correlation 1 .105
Sig. (2-tailed) .460
N 52 52

Lighting Pearson
Correlation .105 1
Sig. (2-tailed) .460
N 52 52

The association between the perception of the musical effects and that of the stage 

lighting was not confirmed by the statistical test. In other words, applying the correlation 

test leads to the rejection of the assumption that there is a relationship between the 

perception of musical effects and the perception of lighting.

7.10.2.10 Hypothesis 10: There is a relationship between the arrival time and the 

perception of musical effects. The correlation table below provides information about the 

testing o f this hypothesis.

Correlations:

■ — : Arriving Earlv Musical Effect
Arriving Early Pearson 

Correlation 1 .2 9 3 0
Sig. (2-tailed) . .035
N 52 52

Musical Effect Pearson 
Correlation .2 9 3 0 1
Sig. (2-tailed) .035
N 52 52
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The correlation test confirms the relationship and that it is positive. This result confirms 

hypothesis number 10 .

7.10.2.11 Hypothesis H i There is a relationship between the effects of the arrival time 

and the perception of the musical effects.

Musical effects * and the effects of the arrival time in cross-tabulation

Count

Effects of Arrival Time
TotalNo Yes

Musical No 1 2 3
Effects y es 7 42 49
Total 8 44 52

Correlations between the perception of the musical effects and the effects of the arrival 
time

__________I_________ Arriving Earlv Musical Effect
Arriving Early Pearson

Correlation 
Sig. (2-tailed)

1 .2 9 3 0

.035
N 52 52

Musical Effects Pearson 
Correlation .293(*) 1
Sig. (2-tailed) .035 .
N 52 52

* Correlation is significant at the 0.05 level (2-tailed).

The relationship between the effects of the arrival time and the perception of the musical 

effects has been confirmed by the correlation test which runs a significant figure of .293, 

as illustrated above.

7.10.2.12 Hypothesis 12: There is a relationship between the arrival time and the reasons 

given concerning the themes that were not well presented on the stage.
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Correlations between the themes that were not well presented and arriving early

Arriving Early

Lists of theme  
were not well 
presented

Arriving Early Pearson Correlation 
Sig. (2-tailed)
N

List of themes that Pearson Correlation 
were not well Sig. (2-tailed) 
presented N

1

52
-.371  n
.007
52

-.371(**)
.007
52
1

52
' Correlation is significant at the 0.01 level (2-tailed).

The above results show that arriving early is negatively associated with the reasons that 

the audience provided regarding the themes that were not well presented. The result 

supports our hypothesis and our assumption is confirmed based on an analysis of the 

empirical data.

7.11 Conclusion:

Based on the theoretical framework and previous studies about our research subject, 

which is the aesthetic experience of the theatre audience and particularly the Kuwaiti 

audience, we constructed twelve hypotheses. The data analysis and the application of 

different statistical tests produced the following results:

A. Nine hypotheses were confirmed out of the total of twelve.

B. Consequently three of the twelve were rejected.

C. O f the nine hypotheses which were confirmed, six positive and three negative 

relationships were found.
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End notes of Chapter Seven

1 cross-tabs, Chi-Square and Phi tests are statistical tests to measure the influence or the 

strength of association between two variables by a numerical percentage, for more 

information about choosing the suitable statistical test see, Paul R. Kinnear and Colin D. 

Gray, SPSS for Windows Made Simple, Hove: Psychology Press, 2000. p. 17

2 ChemofT H, Lehmann E. L. The u se  o f  maximum lik e lih o o d  estimates in  X 2 tests for goodness-of-ft. The 

Annals of Mathematical Statistics, 1954. p. 579-586
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The Conclusion

This conclusion consists of four sections. Section one summarises the chapters of 

this study, section two explains the interrelationship between the various theoretical 

approaches, section three states the findings of this study, and section four makes 

recommendations, and lists some areas for further research.

1. The summery of the research chapters

In Chapter One we discussed the four historical stages lived by Kuwaiti society, that 

despite its short span, as Kuwait is a relatively young state, Kuwaiti history has evolved 

in a very interesting manner; from the pre-oil period when people led simple Bedouin and 

sea related lives, to a period of extensive wealth which brought massive changes both in 

the landscape of Kuwaiti society and culture, to the shocking period of invasion by a 

neighbouring Arab State, which shattered the safe haven of the Kuwaiti people and 

pushed them into new realities, to the period of a liberated Kuwait which put Kuwaitis 

face to face with new concepts and challenges of a modem life that does not necessarily 

offer the same wealth as the pre-invasion period, but certainly an expanding cultural 

wealth generated by the war events.

The historical stages lived by Kuwaitis demonstrate that the sea, the desert, the 

exploration of oil and the Iraqi invasion are the main factors that shaped Kuwaiti modem 

culture and identity, and accordingly directed the Kuwaiti audience’s response.
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In Chapter Two, we considered a number of concepts that are believed to be 

related to this research's hypothesis developed in Christian theology, psychology, 

philosophy and literature.

In Christian theology, the related concept is the finding and interpretation of the spiritual 

truth in the Bible. In psychology, ‘Aesthetic distance’ is defined as: a term that implies a 

psychological relationship between the reader or viewer and a work of art. It describes 

the attitude or perspective of a person in relation to a work, irrespective of whether it is 

interesting to that person. A reader may dislike a poem, for instance, for subjective 

reasons, but this should not vitiate his objective reaction. The reader or critic has at once 

to be involved with, and detached from what he is concentrating on. The work is 

‘distanced’ so that it may be appreciated aesthetically and not confused with reality. In 

philosophy, the term phenomena is a Greek term meaning: ‘Things appearing’, and 

phenomenology is a method of philosophical inquiry that lays stress on the perceiver’s 

vital and central role in determining meaning. It derives from the thinking of Edmund 

Husserl (1859-1938), the German philosopher. In his view, the proper object of 

philosophical inquiry is not the objects in the world that are perceivable through the 

senses but, rather, the prior contents o f our consciousness. In the field of literature, it has 

to do with the way textual meaning is communicated.

We then defined the reader's response theory according to Cuddon in the Dictionary o f  

Literary Terms and Literary Theory as it is concerned with the relationship between text 

and reader, with the emphasis on the different ways in which a reader participates in the 

course of reading a text and the different perspectives which arise in this relationship. I 

also presented various theories about this 'collaboration' that had been advanced since the
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mid to late 1970s. For example, Wolfgang Iser's The Act o f  Reading: A Theory o f  

Aesthetic Response (1976, trans.1978), and the Italian semiotician and novelist, Umberto 

Eco's The Role o f the Reader, in 1979. Another reader-response theory was developed by 

the Americans Norman Holland and David Bleich, in their books, Five Readers Reading 

(1975) and Subjective Criticism (1978) by Holland and Bleich respectively. The study 

then discussed Michael Riffaterre's Semiotics o f  Poetry 1978, postulating what he 

describes as the 'Super-reader' and Jonathan Culler's The Pursuit o f  Signs: Semiotics, 

Literature, Deconstruction, when he (1981) attempts a structuralist theory of 

interpretation in the analysis of reader's strategies, with an emphasis on the operation of 

interpretive moves rather than the content of the moves. In addition to developing the 

theory about the reader and the reader’s responses, Gerald Prince also invented the term 

'narratee'. The 'narratee' is not the reader, but the kind of person who is addressed by the 

narrator; and

The American critic, Stanley Fish, evolved a reader oriented theory which he calls 

'affective stylistics'. He is concerned with the ways a reader’s responses develop and 

change in relation to the words or sentences, as they succeed each other in time.

In addition to the 'reception theory', which is discussed by Hans Robert Jauss in 

connection with what he calls the 'horizons of expectations', the Reception theory itself is 

referred to as a school of literary theory which is associated particularly with the 

University of Konstanz and the journal Poetic and Hermeneutik (published from 1964). 

Jauss is concerned with the general response to literature in terms of reception aesthetics 

rather than the individual’s response, and he suggests that literary work should be studied
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in terms o f the impression or impact it makes on its contemporary audience, and that 

literary value is to be judged according to how much the view of a text alters over time. 

'Aesthetic distance' is the term used by Jauss to indicate the difference between the 

contemporary view of a work of art (at the time of its first publication), and the present- 

day view.

I also discussed recent American critics (e.g. Edward Said, Jonathan Culler and Stanley 

Fish), who have become interested in 'reading communities' and institutions as 

determining forces in the reading of texts. Fish, declares that it is only within a given 

community or institution that the facts of literary study (i.e. genres, periods, authors, 

texts) are available, and that these 'facts' are as much a product of the community as they 

are o f the interpreters.

Concerning literary theory, I referred to the first critic in history, Aristotle, 384 B.C who 

measured the importance of any tragedy through its impact or in other words to its 

aesthetic experience. In his book Art o f  Poetry, Aristotle explains how he observed the 

distinction between moral and aesthetic criteria. He is definite in his view that the aim of 

tragedy is to give pleasure, a peculiar kind of pleasure, which accompanies the release of 

feelings affected by the stage performance of a tragedy.

I argued in Chapter Two that, the sharing o f feelings with the protagonists' feelings 

comes from the fact that both the spectators and protagonists are humans. The spectators 

must have experienced in one way or another the same experiences represented on the 

stage, and accordingly he/she shares the feelings of the characters. At the same time, the 

spectators are not actually on the stage, facing the same destiny as the protagonists,
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therefore they feel safe and secure in their seats. Feelings o f both fear and sympathy, as 

Aristotle suggests, about the effect of tragedy which is catharsis or the release of both 

feelings, fear and sympathy; fear from being in the same situation as the protagonist and 

sympathy for the protagonist when he faces his destiny at the end.

This research concludes that there is a relation between Aristotle's theory of drama 

(tragedy, comedy), and the present researcher’s hypotheses, because during the 

performance, the spectator understands what is happening on the stage through or in the 

light of, his/her own experiences. The different story of each spectator's life produces a 

different version in each spectator’s understanding, and finally, each spectator goes back 

home with his/her own version.

I then introduced the main study that links to this research, and on which I built my own 

hypotheses, which is the research by Susan Bennett. According to her, the relation 

between production and reception is positioned within and against cultural values 

because all art forms rely on those cultural values for their existence and among them 

theatre, which is an obvious social phenomenon. It is an event which relies on the 

physical presence of an audience to confirm its cultural status.

Finally, I introduced the contribution that this research might make and to test my 

hypotheses I conducted a survey questionnaire to know how the spectator perceives 

theatre, and if he/she can control the way he/she receives it. To do this, it is necessary to 

follow the process of perception from the very first moments of the theatrical event in 

which I assume visible and non-visible variables may interfere.
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In Chapter Three I discussed different views about the nature and the development of 

Arabic theatre as a backdrop for the Kuwaiti theatre that was discussed in Chapter Four. 

In Chapter Three I argued, after referring to different sources, that Arabic theatre started 

by containing its cultural issues then was influenced by the drama elements of the 

European theatre, mainly French and Italian in works written by Arab dramatists who had 

visited Europe and came back to the Arab world to apply what they had seen. This stage 

was discussed by Hilâl and Abü al-Ela along with their influences and outcomes on the 

Arabic theatre. I then noted the most important figures in Arabic theatre and their 

contributions to the genre.

I also discussed the dramatic elements in general, as Aristotle regarded them in the Greek 

theatre, and the concept of Islamic drama and the misunderstandings about the 

differences between attending a ritual with dramatic elements and attending a play that is 

built on dramatic elements not on the idea of worshiping God.

Finally, I discussed the beginnings and the development of the Arabic audience's 

aesthetic experience until now.

In the fourth chapter I refer mainly to the Kuwaiti theatre, its development and its 

audience; how it started in the 1940s as a school theatre then developed in the 1950s to a 

popular theatre which reflects the issues of Kuwaiti society on the stage. It then evolved 

in the 1960s greatly along with the great development of all sectors of life in Kuwait after 

the discovery of oil, then how it reached in the 1970s the age of maturity. In the 1980s 

Kuwaiti theatre declined, and in the 1990s the Iraqi invasion destroyed all sectors of life
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including theatre, but the bitter experience supplied Kuwaiti drama with an enormous 

amount of real experience.

The fifth chapter is a discussion, text analysis and the presentation of the selected 

productions in their Kuwaiti social context. The sixth is the testing of the hypotheses by 

means of a survey questionnaire covering selected case studies. The seventh is the 

correlation between variables that I assumed affecting the aesthetic response. In addition 

to an introduction, there is a conclusion and four appendixes.

2. The Interrelationship between the theoretical approaches

The interrelationship between the theoretical approaches in this research, I believe, is in 

the essence of the theatrical aesthetic experience. Each reception theory approached this 

essence differently, in the beginning of the 17th century it was thought that the text is the 

essence, on the 18th it changed to be the author, and now on the 21 century, it is becoming 

to be realised that the audience is the essence of the aesthetic experience because it is the 

one that provides the text with new meanings.

When I compared Aristotle's theory in tragedy with the hypothesis of this research, I 

found out that the audience as the essence of the aesthetic experience is not a totally new 

concept because Aristotle stated that the tragic effects would not occur with out Catharsis 

and I explained in chapter two that the Catharsis would not happen if the spectator is not 

actually comparing her/his life experiences with what is happening on stage. Therefore, 

we can see that the audience used to be the essence of the aesthetic experience but it has 

been neglected for few centuries. In this research I assume that the theatrical aesthetic 

experience of any spectator, in general, and of the Kuwaiti spectator, in particular, has its
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own influential variables which will be discussed in the following point that is the 

findings of this research.

3. Findings

Based on the theoretical framework and previous studies about our research subject that 

is the aesthetic experience of the theatre audience and particularly, the Kuwaiti audience, 

we have drawn twelve hypotheses that were mentioned earlier in this part. The data 

analysis and the application of different statistical tests concluded that:

A. Nine hypotheses have been confirmed out of the total of twelve hypotheses.

B. Among twelve hypotheses, three hypotheses were rejected.

C. Of the nine hypotheses which have been confirmed, there were six positive 

relationships, and only three negative relationships have been found.

As for the nine hypothesis that have been confirmed, they are

1. There is a relationship between the age and the perception of the audience members 

who were affected by the architecture of the playhouse. The correlation test results, 

based on Kendall's tau_b test, showed that there is a relationship between age and 

architecture influence. In other words, the perception of the audience who were affected 

by the architecture and their age groups are associated together, and the association is 

negative. This means the younger audience was more affected than the older audience. 

This result confirms our survey hypothesis on the existence of a relationship between age 

and the influence of the architecture.
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2. There is a relationship between the level of education and the effects of arrival time. 

The correlation test result showed that there is a relationship between the level of 

education and the effects of arrival time and this confirms our second hypothesis. To 

measure the strength of this relationship we used Phi and Cramer’s V tests.

Symmetric Measures.The results o f Phi and Cramer’s V show that there is a strong 

relation between the two variables (value = .559) and this result is 100% statistically 

meaningful. This result provides an experimental support for our study hypothesis and 

confirms that there is an association between level of education and the perception of the 

spectators concerning the effect of arrival time.

3. There is a relationship between the level of education and the list of themes that were 

not well presented in the performance. In the correlation test result showed that the 

relationship between level of education and the reasons that the spectators mentioned 

about the themes that were not well presented, can not be supported by the evidences. 

This result means our hypothesis is rejected by the analysis of the data.

4. There is a relationship between the level of education and the reasons for the influence 

o f seat position. The correlations test showed that there is no relationship between level 

o f  education and the reasons that the audience mentioned about the influence of their seat 

position. Based on this result, we can conclude that the hypothesis number 4 was not 

confirmed.
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5. There is a relationship between convenience of seat position and the audience's 

perception of the stage colours. The correlation test indicated that there is a positive 

relationship between the convenience of seat position and the influence of colours. These 

results confirm hypothesis number 5 of the survey.

6. There is a relationship between the influence of the seat position and the perception of 

the architecture of the playhouse. Examining the results produced by the correlation test, 

we can say that the hypothesis has been confirmed: the evidence shows that there is an 

association between the influence of the seat position and the perception of the audience 

who were affected by the architecture of the playhouse.

7. There is a relationship between the effects of arrival time and the perception of the 

audience who were affected by the architecture of the playhouse. The survey result, as the 

correlation indicated, is that there is a negative relationship between the effects of arrival 

time and the perception of the audience who was affected by the architecture of the 

playhouse. In other words, the hypothesis has been rejected by the analysis of the 

empirical data.

8. There is a relationship between the effects o f the arrival time and the influence of the 

stage colours. The results showed that there is no relationship between effects of arrival 

time and the perception of the audience affected by the colours. Here the eighth 

hypothesis was not supported by the analysis of the empirical evidence and has been 

rejected statistically.
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9. There is a relationship between the perception of musical effects and the perception of 

the stage lighting. The association between the perception of the musical effects and that 

o f the stage lighting was not confirmed by the statistical test. In other words, applying the 

correlation test leads to the rejection of the assumption that there is a relationship 

between the perception of musical effects and the perception of lighting.

10. There is a relationship between the arrival time and the perception of musical effects. 

The correlation test confirms the relationship and that it is positive. This result confirms 

hypothesis number 10.

11. There is a relationship between the effects of the arrival time and the perception of 

musical effects. The relationship between the effects of the arrival time and the 

perception of the musical effects has been confirmed by the correlation test.

12. There is a relationship between the arrival time and the reasons given concerning the 

themes that were not well presented on stage. The correlation results showed that arriving 

early is negatively associated with the reasons that the audience provided regarding the 

themes that were not well presented. The result supports our hypothesis and our 

assumption is confirmed based on an analysis of the empirical data.

We can conclude that the statistical test proved that there are nine variables influenced 

the aesthetic experience of the Kuwaiti spectators used as a sample in this research, I 

recommend the application of the same research on theatrical festivals and compare it 

with the results of our research to reach facts about the theatrical aesthetic experience of
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the Kuwaiti spectator. It is also convenient to apply the same questioner as a 

psychological study case in the field of Drama therapy which I intend to do next after this 

research.

4. Recommendations and Suggestions for further Studies

1. We recommend that this study be followed by another assessment of the Kuwaiti 

audience perceptions yearly in the theatrical festivals, in order to build the socio-cultural 

awareness that is desired in this study.

2. We recommend other researchers to study each variable influence separately applying 

the methodology of group-focused study.

3. We recommend that the questionnaire used in this study be distributed at every 

theatrical event as a general questionnaire to assess any spectator's aesthetic experience, 

especially in the Arab world.

4. We recommend that further studies on the aesthetic experience of a spectator be 

carried out in the field of drama therapy as an efficient method of exploring the visible 

and invisible variables that might cure a patient from psychological illnesses, especially 

the self-experiences variable, by using a drama work . This method of treatment has been 

recently approached in Kuwait in al-Sabah General Hospital as well as in different parts 

of the world.
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Abstract

The aesthetic experience o f the spectator has a continuous ability to become a new 

experience at every theatrical event. This thesis endeavours to explore this 

phenomenon and test the variables that may influence the theatrical experience o f a 

Kuwaiti spectator through the use and application o f a survey questionnaire.

In Chapter One we aimed to provide the thesis with a historical background to serve 

as a backdrop for the reader o f this thesis to better understand the experience o f 

Kuwaiti spectator and to know the main features and historical events that shaped 

the Kuwaiti society and how various historical events affected as well as shaped the 

Kuwaiti individual and society. The sea and the desert life, the discovery o f oil and 

the Iraqi invasion are the main events which formulated the features o f the Kuwaiti 

spectator.

In Chapter Two we presented the theoretical framework o f this study with emphasis 

on the reception theory.

In Chapter Three we discussed the development o f Arabic theatre as a backdrop of 

the Kuwaiti theatre.

While the fourth chapter traces the stages o f  the development o f Kuwaiti theatre 

from its early beginnings to the present, Chapter Five is the presentation o f the two 

study cases examined in this research.

The sixth chapter is devoted to the experimental application and its results, and in 

Chapter Seven we have examined the correlation between the variables.
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APPENDIX 1

The Research Questionnaires

I- The Patrie Pavis Original Questionnaire in English

1. General discussion of performance

a. what holds elements of the performance together
b. relationship between systems of staging
c. coherence or incoherence
d. aesthetic principles o f the production
e. what do you find disturbing about the production; strong moments or 

weak, boring moments

2. Scenography

a. Spatial forms : urban, architectural, scenic, gestural, etc.
b. Relationship between audience space and acting space
c. System of colours and their connotations
d. Principles o f organisation of space- relationship between on-stage and 

off-stage- links between space utilised and fiction of the stage dramatic 
text

3. Lighting system

4. Stage properties:

type, function, relationship to space and actors' bodies

5. Costumes

How they work; relationship to actors’ bodies

6. Actors’ performances

a. individual or conventional style of acting
b. relation between actor and group
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c. relation between text and body, between actor and role
d. quality of gestures and mime
e. quality of voices
f. how dialogues develop

7. function of music and sound effects

8. Pace o f performance

a. overall pace
b. pace of certain signifying systems (lighting, costumes, gestures, etc.
c. Steady or broken pace

9. Interpretation of story-line in performance

a. what story is being told
b. what kind of dramaturgical choices have been made
c. what are ambiguities in performance and what are points o f 

explanation
d. how is plot structured
e. how is story constructed by actors and staging
f. what is genre o f dramatic text

10. Text in performance

a. main features of translation
b. what role is given to dramatic text in production
c. relationship between text and image

11. Audience

a. where does performance take place
b. what expectations did you have of performance
c. how did audience react
d. role of spectator in production of meaning

12. How to notate (photograph and film) this production

a. how to notate performance technically
b. which images have you retained
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13. What cannot be put into signs

a. what did not make sense in your interpretation of the production
b. what was not reducible to signs and meanings (and why)

14. {sic}

a. are there any special problems that need examining
b. any comments, suggestions for further categories for the questionnaire 

and the production
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II- The Adapted Questionnaire Used in this Research
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î ( _ ÿ a j x l l  ^  l  j l à j h  j  Cui (Ja î  ( j i j x l t  ( ^ Â u j i j a Î U  C i « u * »i i)  (Ja,32

î  ■ ■■' ■ "V1 l^Cajè £-« (jâlJjj JSLCi A^lVi.a* Cû\£ (Ja ? ( j i ijilII ^  Ajjj»-sÎI Cil JJjiil J )  Cl»Ci».J Ja ,33

? LijaC. ¿JJ-i (jiaJ«JI jl£ J a .34

î  i([ ■*-" jA L» Ç (jj*-* ^  ■*« <̂ â (ji^ )*il t-J_jl]a«»]l Ajâj Üâ (jia_¿*il ¿(I Cl_)»2i (Ja ,36

? AaJbu]l aj£i]l j i  ^ j ^ saJI j i  A*«.lLa]l Amolli ,^aL» .37

ÎA«.}L»JI Aj^^ ixmII UIjOll Âjfi. j j  ĵ aL* .38
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III. The modified questionnaire applied in the SPSS

The questionnaire

1. Please indicate your age:--------

2. What is your level of education? (Please tick)

Higher education □  Primary school □  Intermediate

3. Please indicate your sex by ticking the appropriate box: Male □  Female □

4. Was your seat position convenient? Yes □  No d

5. Do you think your seat position affected your response? Yes0  No a

6. if  not, please clarify the reason(s)

The seat is o f restricted view □  I didn’t choose the right seat a  

Minimum choice o f seat r~)

7. Have you been affected by the architecture o f the play house? Yes □  No □

8. If yes can you mention the reason?

The architecture helped me to establish meanings according to the show, it was my 

first impression □

There is a live relation between architecture, performance and audience a  

I was affected by architecture but its meaning does not suit the performance 

the architecture is the frame o f  the authors’ work □

Successful play = Suitable artichitecture + Professional actor + cultured audience □

9. Have you been affected by the coluors o f the decor? Yes □  No n
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10. Was there a harmony between the décor colors and the issues presented on stage? 

Yes □  No □

11. Did the lighting suit the meaning presented on stage? Yes □

12. Were the musical effects suitable to the meaning? Yes □

13. Did you arrive early? Yes □  No □

No □  

No □

14. Do you think arriving early affects your aesthetic experience? Yes □  No n

15. If yes, can you mention the reason?

Arriving early gives me some time for adaptation with the place Q  

Arriving early allows me time to relax my body and mind in a convenient seat ,

Arriving early allowed me to sit then start thinking about my personal matters before 

the commencement o f the show j—j

16. Have you noticed a common response o f all the audience to a certain scene?

Yes □  No 1=3

17. If yes, can you mention the reason?

A common audience response towards the negative prestigious behavior o f some 

Kuwaiti characters on s ta g e d

A common audience response towards the forced marriage in the play which is still 

happening in Kuwaiti society. □

There was a common negative response but I cannot remember it *—1

There was a positive common response but I cannot remember it. ^

There was a common enthusiastic positive response during the show □  

There was a common positive response from the audience when the truth was 

revealed eventually □

There was a common response towards the frightening scenes □

There was a general audience response according to each scene □
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There was a common response when the audience rejected being rescued through 

presenting negative behaviors ironically i—|

There was a common audience response when spectators felt bored □

18. Are there any themes that were not well presented in the performance?

Yes □  No □

19. If  yes, can you mention the theme?

The theme of drug addiction in Kuwaiti society □

The psychological history of the character was not well presented □

The conflict between social classes was not well presented 

The sexual issues were not well presented verbally □

The issue of Kuwaiti civil law was presented vaguely d

20. What was your general feeling about the performance?

Sad □  Happy □  Bored a  Nothing in particular a

21. Did you feel totally involved in a certain scene? Yes □  No Q

22. If yes, can you remember it?

There was a moment that I felt totally involved but I cannot remember it □

The moment that I felt totally involved was when actors discussed a social problem 

I felt involved in romantic scenes □

I felt totally involved in a certain scene but I would like not to mention it 

I felt totally involved in the comic scenes to the extent that I forgot the audience 

around me □

I felt totally involved when lies were recovered because similar situation happened in 

my life □

I felt totally involved in the tragic scenes □

23. Was there scenery on stage that awakened a certain memory in your life?

Yes □ N o  □

24. If yes, can you mention it?
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Memories occurred during the Iraqi invasion □  Romantic memories in my life □  

Family memories □  Friend’s memories □

There was scenery on stage that awakened certain memory in my life but I would not 
like to mention it □

25. What is the theatrical scene that kept appearing in your mind even after the 
performance?

The image of the protagonist d

The décor |—| The frightening images

The romantic images , The digital images!—,

26. Was there a scene that you have seen in the performance which took a further

meaning after the performance? Yes q , n q {__,

27. With whom did you come to the show?

Friends n  Family n  Colleagues n  Nobody

28. If  you came to the show with a different company do you think your theatrical 

response would be the same? Yes □  No □

29. If  yes can you mention the reason?

My perception would be affected by the ideas I share with my companions □

My perception would be distracted if my companions had different views from mine □  

My perception would be different if  my companions were professionals in the field of 

theatre □

I think that attending a performance with a group would influence the individual 

perception □
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30. How did you know about the performance?

Media □  Friends □  Work □  other 1=1

31. What is the most important element in the performance?

Acting □  Décor □  Music □  Lighting n  Text □

32. How do you describe the relation between previously mentioned elements in the 

show? Excellent □  Very good □  G o o d in  Not related to each o th e rn

33. Do you think that there is a relation between the audience, the performance and

the text? Yes □  No O

34. If yes can you mention the reason?

The text was the basic subject of the performance that provided dialogues and the 
main scenes d

The text was the literary aspect of the performance because the text was the human 

values d

The text provided the romantic side of the performance and action of the actor’s

provided the realistic sides o f the same performance |—j

The performance is the live modem translation of the classical text ¡—j

35. Was the performance fast? Yes ^  No d

36. What is the general subject of the performance?

The domination of materialism in modem Kuwaiti society □

The corruption o f modem Kuwaiti society □

The everlasting struggle between evil and good □

The different faces of the truth □

The social problems o f modem Kuwaiti society □

37. If you know the text in advance do you think this performance presented an

innovation to the text? Yes □  No q

38. Do you think what is happening on the stage could really happen in life?

M aybe □  Yes a  No n
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IV. The Translated version of the Arabic questionnaire:

-General discussion about the production:

1. What are the important elements of the production?

2. What is the most important element in the production?

- The performance of the actors

- Décor 

-Music 

-Text 

-Lighting

3. How would you describe the relation between the production elements?

-Excellent 

-Very Good 

-Good 

-Poor

- Does not exist

4. Was there a certain moment in the production that caused a certain feeling, for 

example: happy, sad, proud, pity, satisfied, not satisfied or any other feeling? And 

Why?

5. What is the thing that you did not like in the production and why?

6. Did you feel bored during the production? When?

7. Have you been involved in a certainscene in the production to the extent that you 

forgot all about the people around you? When? And why did this feeling accure?

8. Are you satisfied with your seat position? If not please indicate the reason?
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9. Did you arrive early or late to the production? Do you think that the arrival time 

influences your theatrical reception? Who accompanied you to the theatrical event; 

friends, family, colleagues, alone, can you mention the reason?

10. How did you know about the production? And why have you decided to attend?

11. If we suggest that you attended the production with another company, do you 

think that your perception would be different? Why?

12. If your seat position was different do you think your perception would be different 

too? Why?

13. Do you think that there is a relation between the spectator, performer, and the play 
house? Why?

14. Have you been influenced by the colures of décor? How?

15.1s there a harmony between the colures of décor?

16. Do you think that what happened in the production is true?

-Yes

-No

-Could happen in real life

17. If you think that the story of the production can really happen in life, do you think 

that the performers have successfully reflected this reality? How?

18. If the story o f the production is a fantasy, did the performers succeed in reflecting 

this fantasy? Or you were hesitated between reality and fantasy?

19. Do you think that the lighting reflected the aim of the production?

20. If the lighting is not suitable, do you have suggestions about it? Can you explain?
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21. Do you think that the décor's props were efficiently used? How?

22. Did you see different usages to the same props in the production? Or in other 
productions?

-Yes

-No

-I cannot remember

23. Do you think that the performer have used his/her tools effectively? How?

24. Was the acting in groups or solo (individual) for example the monodrama? Which 

one do you prefer and why?

25. If the acting was in groups, what was the relation between the individual and the 

group? Was it relationship that succeeds in parallel or in contrast?

26. If the acting was solo (individual), did the actor use his/ her tools effectively? 

Could you describe his/her relation with the décor? And can you describe how you 

psychologically was influenced?

27. Did any scenery on stage awake a certain memory in your life? (It is optional to 
mention the memory).

28. Can you assume the quality of the performance o f the performers? What is it?

29. Was the actor voice clear and efficient? Were there reasons for this efficiency?

30. Was there a dialogue? Do you think it was developing from a start then it got 

complicated then sorted at the end?

31. How did the dialogue succeeded? Do you remember any words that made you feel 

that the dialogue is getting complicated or getting sorted?
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32. Did you enjoy the music o f the production? Do you think it was well used?

33. Did you hear the sound effects of the production? Do you think it was efficient?

34. Was the production generally fast?

35. Was the changing of lighting and costumes fast? Or in a suitable time?

36. Did you feel that the performance lost its base in any of its sceneries? Which 
scenery?

37. Can you mention the main story or the subject or the idea of the production?

38. Can you specify the kind of drama presented on the production?

39. Can you mention the ideas that were vaguely presented and the points that were 

clearly presented? Can you mention an example?

40. Can you mention the story structure as presented in the performance?

41. Can you mention how did the performers present the story on the stage?

42. Is there a difference between the kind of drama of the main story and the kind of 

drama presented in the production?

43. Do you think the theatrical production has been presented on stage like it was 

presented in literature, as a text?

44. What was the role o f the literature text in the production?

45. What is the relation between the literature text and the general image of the 

production?

46. Where did the production take place?
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47. Did you have other thoughts about the production?

48. Was there any reaction from the audience in any moment? What is it?

49. Do you think that the audience has an important role in this production?

50. Can you mention the technology presented in the performance?

51. What is the image that lingered in your mind even after the performance?

52. Was there a meaning that took a further explanations after the performance?

53. Was there any meaning that you felt as a spectator but was not presented in the 

performance? And why, in your view, it was not presented?

54. Is there any problem in the performance that needs to be reviewed or modified?

55. What is your general feeling when you arrived at the production and what was it 

when you left? Why did you feel so?

56. Is there any comments, suggestions, or questions which should have existed in this 

questionnaire?

57. A g e :

-21-31

-32-41

-42-51

-52-61

58. Education:

-High

-Intermediate

-Low

316



59. Position:

60. Gender:

-Female

-Male
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Act One

Scene 1:

The Hares and the Mandoub are measuring a plot o f  land.

Mandoub: Yes, if you’d seen the mourning, you’d understand the meaning of greatness- what’s the

Hares: Up to here it’s 2,349 metres.

Mandoub: The line of Mercedes’ and Jaguars from here to the sea, the grand diwan was heaving, 
bushoot worth more than your 5 year’s salary, hundreds of them, fanning the air in black and gold like 
giant wasps gathering over spilt honey.

Hares: I saw them outside- from the biggest men of state in their immaculate white thowbs down to the 
smallest sycophant’s scuttling around like cockroaches on the marble tiles, sticking their noses up like 
this, looking for who to kiss. 2,354- write it down and bring the rock.

Mandoub: And how would you know the difference between a big man and a small one ?

Hares: What am I -  a wall ?

Mandoub: Enlighten me then.

Hares: You can always tell a poor man from the cloth of his dishdasha

Mandoub: Oh, really

Hares: And by their sandals also-

Mandoub: Also!

Hares: And how far away they park from the mourning diwan 

Mandoub: Why?

Hares: If the motor’s an embarrassment, better keep it hidden.

Mandoub: You’re better than a wall, you’re at least a fence.

Hares: I’m no analyst- 2,359, write it - but if you want my opinion it doesn’t look good for the bov 
Jameel. 3‘

Mandoub: All this land and you say it bodes badly, bucket brain. Do you know how much a 
metre of this sand is worth- thousands!! It’s the inheritance of a Kingf look at it- it’s the size o f t  
cemetery. 1 a

Hares: The envy of his uncles knows no bounds. When his father was alive he had to use all his power 
and influence to keep h.s own brother’s from locking him up- didn’t you notice that they stayed Z y  
from his funeral? The fires of envy that burn in their chests aren’t quenched yet: they want their 
revenge. They want it. Jameel is young and new to the country; he’s easy prey and they won’t waste 
time in settling their scores. 3 F 3 3 won 1 waste

Mandoub: No knife goes as deep, no cut bleeds as much, no wound is as fatal, as the knife 
one’s own blood. But in my experience in this country nothing protects a man like money. wielded by
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Hares: Ay, ay.

Mandoub: Money protects you from it all: the corruption of judges, the sewers of Bureaucracy, the 
vanity of officials, the barking of banks, the engines of war, the envy of uncles; money, my friend, 
money is the greatest weapon; it silences them all.

Hares: So what lies under this soil then?
Mandoub: What?

Hares: A weapon of mass destruction !

(They laugh)

Mandoub: Shut up! They might hear us and bomb us.
(They laugh)

Hares: Who are they, over there, measuring the land?

Mandoub: They are not with us.

Hares: I know that shape- it’s their Hares, Mahmoud.

Mandoub: Who’s Hares?

Hares: The Uncle s , Abu Tareq, look at them walking across our land, sniffing at it like dogs- wallah I 
will strike them, give me that rock.

Mandoub: Wait, idiot! Don’t hit them first, they’ll charge you and you’ll be sent back to the fields of 
Upper Egypt.

Hares: Who will see ?

Mandoub: Who’s the legal advisor, peasant? You or me?! A car might drive by over there.

Hares: There is no car, wallah I will hit them!

Mandoub: Wait! Let’s talk to them... Mahmoud?

Mahmoud: Yeah.

Mandoub: Come here a little, would you mind?

Mahmoud: What is it, Mister?

Mandoub: Do you know this man?

Mahmoud: In the same way I know my shoe.

Hares ; In the same way you will know my shoe when it cracks you on the skull.

Mahmoud: Your shoe can never crack my skull because you are my shoe; you are what is under mv 
shoe the stink of the gutter and the shit of goats. 3
I spit on you.

Hares: Spit, if your mother who is the daughter of a whore has a drop of dignity in her dirty rags spit. 

Mandoub: Behave, boy! Tell me what are you doing measuring this land, you know this is private land. 

Jallal: And who are you to ask?
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Mandoub: And who are you ?

Jailal: I am the lawyer to the State Courts o f Justice, Jallal Al-Saluki, and next time show more respect 
when- v

Mandoub: My God- say no more- your reputation proceeds you. To what do we owe the privilege of 
having the dirtiest lawyer in the country on our land? 6

Jallal: As ever, I am pursuing the ideals of justice: on this occasion I am returning this land to its 
rightful owners.

Mandoub: It’s sole owner is Jameel al-Kabir and I am his representative.

Jallal: Your information is out of date.

Mandoub: Court decree no. 6598 dated ( two days ago).

Jallal: This decree is dated today and it overturns that decision.

Mandoub: It was a decision of 2nd degree cassation- that’s final.

Jallal: Through article 27 of the land ownership laws, there was an appeal made directly to the High 
Court. This is final. b

Mandoub: Nothing can overturn a final decision, not even your tricks and bribes and treachery!

Jallal: Poor child. Escort them from the land, Mahmoud, unless these gentlemen would prefer me to 
call the police and have them forced out... like dogs.

They fight.
Enter Tareq and Jameel, who separate the men.

Tareq: What do you want?

Jameel: I am your cousin and this is my land.

Tareq: Jameel ?! Yes, wallah, it is you. You look like a mouse, all your life you’ve looked like a 
mouse, I know that face.

Jameel: From the days I tried to teach you how to read, because you were stupid; are you still so stupid 
are their no laws in this country ? 1 ’

Tareq: None. And this land is not yours.

Jameel: What?

Tareq: Now you are educated, you are civilised, I want you to understand that there is no ill feeling 
between us, we are cousins, it is like brothers, you and I (Jameel hugs Tareq) of course that is your 
nature, you are like us, you love peace and wellbeing between people. We won’t be unfair with you and 
your mother, but what is due is due .Listen, let me take you to the café, we’ll leave my workmen to 
begin their plans, put your head right with a nice little shisha and we’ll discuss things, man to man-

Jameel: What plans?

Tareq: There’s so much to tell and hear- 

Jameel: What plans?
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Tareq: Your father’s greed didn’t leave anything untouched, it spread like a plague 

Jameel: Your father spent his life borrowing out of my father’s pocket.

Tareq: That was before, Jameel, before you went away. These last 10 years the world has changed bie 
people became midgets and everybody wants to eat, this country is a cake and everyone wants to stuff 
his face in it, don’t you read the papers- your father died with millions in debt to us. It is our right this 
land, not yours. b

Jameel: I’ll call the under-secretaiy for Justice

Tareq: Do you want the Head of the Inspectorate, here.

Jameel: He’s a friend give me his number.

Tareq: No, I will call the Minister o f Justice

Jameel: I have the number of 5 MPs

Tareq: I am owed a favour by 8.

Jameel: I know the President of the Parliament, he was a close friend of my father’s.

Tareq: I know the Prime Minister, he’s like a brother to my father.

Jameel: I will call the Emir.

Tareq: Call him, it’s beyond him!

Lights.
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Scene 2:

Fayza is brushing Jameela’s hair

Fayza: You will look so beautiful tonight, if I was a prince I would ask for you. 

Jameela: But how do you know it is not love then?

Fayza: For a man you’ve seen in the street!!

Jameela: Why not! It happens doesn’t it? That you see a boy that 
be troubled. Well I don’t know but I’ve heard it.

Fayza: When?

you like, he stares and you pretend to

Jameela: Yesterday in the supermarket, with my mother.

Fayza: With your mother too, you are a tart! Go on, speak then

Jameela: Nothing., he followed us around with his trolley and I was pretending not to pay him any 
attention, only I turned my head to glance at him each time we went round an aisle. From the pasta to 
the vegetables, a glance, from the jams to the biscuits a dart, just a little dart and he’d come running 
with his basket... and then as he came down the aisle of the soaps and moved by us, he dropped his 
number into the bag I was carrying.

Fayza: Let me see it.

Jameela: Here it is. But don’t make a scandal will you?

Fayza: Let me see, girl.

Jameela: It could be love couldn’t it? It feels like love, really it does.

fhTnexi S a i  ̂  ^  ‘° ^  gM he'U be Called Bashar and to ** "ext Mohammed and to

Jameela: Why? Why would he change his name?

Fayza: What do you think you pretty fool. How old are you now exactly? 

Jameela: Don’t, stop it Fayza! Give it back!

Fayza: He’ll have dropped his number at least ten times yesterday. 

Jameela: What do you know, you don’t know him.

Fayza: Let’s see shall we?

Jameela: what are you doing are you mad?

Fayza: Have you called him yet?

Jameela: Don’t be stupid.

Fayza: Swear!

Jameela: I swear, I swear! What are you doing? 

Fayza: hello? hello Khaled.
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Voice - yes, who is it ?

Fayza: do you remember we saw each other yesterday,

Voice: O f course, in the supermarket, how could Iforget?

Fayza: (appearing put out) In the supermarket? It wasn’t in the supermarket- is this the right number? 

Voice: Maybe you wanted Bashar?

Fayza: Yes, yes I want Bashar, what do you think I said?

Voice: I  am Bashar... I  mean some o f my friends call me Khaled but l  am Bashar 

Fayza: Do you remember me then ?

Bashar: O f course, of course 

Fayza: Where did we meet?

Bashar: Yesterday?

Fayza: Yesterday.

Bashar: I loved you from the moment I set eyes on you.

Fayza: WHERE?

Bashar: At the traffic lights near the towers on the Gulf Road.

Fayza: you dog, you filthy dog spreading your numbers to every piece of flesh you see and coding 
them in different names, if I ever see you again, I will scream and tell the police you tried to touch me 
wallah I’ll teach you a lesson and shame you in front o f the world and make your parents wish thev’d ’ 
never had you. y

She hangs up.
They are giggling and laughing

Fayza: Did you see how I turned him into a stuttering gimp.

Jameela: They are not all like that Fayza, I cannot believe all men are like that liar.

Fayza: All of them. Without exception. Worse, they are liars, connivers, hypocrites and weak- all of 
them. Even the best of them! Why do I tell you to develop your imagination, why ?

Jameela: Because it s secret, it s allowed, I can do it and nobody can catch me, I can’t be broken 
Don’t you believe in love Fayza?

Khlada; No. I believe in exchange.

Jameela: That is part of love and marriage.

Fayza: No, it’s part of the economy. You give yourself to a man, you give your entire empire to a man 
your beauty, your body, your life, don’t give it for free, he must pay you back.

Jameela: In love and respect and kindness.

Fayza: In cash.

Jameela: I don’t need to marry for marry for money, I have.
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Fayza: The world turns, women grow old and nothing turns faster than a man’s love. Make sure he’s 
got enough cash to pay you when he’s done with you or what will you do- look for another husband 
when you are ugly and alone?

Jameela: You are so bitter, Fayza, you make my hair stand on end. Its because you have never truly 
loved.

Fayza: I am bitter because I have loved, Jameela. I have loved so deeply, I thought my body would 
leave me and rise up into the sky like a cloud. And I was loved too, I don’t deny that I was loved too. 
He made me feel I was the only woman who could walk into a room and silence it, he made me feel I 
was a sun emerging out of the dark ocean of night, he brought me flowers and showered me with gold, 
and when we married he took me to his bed and gave me his child. Then one day he left me like you 
leave a hotel room, with three hard words he drove the sun out of the sky and drove my head into the 
sand and left me; empty, opened and soiled. He marched on, a man! without a turn of the head the ogre 
moved on, hungry for more flesh, a man, Jameela, a man!

Jameela: There must be love, there must be room for it in this world, there must, or why do we live in 
it, why ?

Fayza: To serve, to please, to avoid our master’s rage and hand, to get some sleep when we can, to 
bring up children to serve the nation, to buy make up, to walk in the malls, to go to weddings, to 
holiday in Geneva, to feel eternally tired: there is no love without freedom Jameela, none. I tell you this 
because I love you.

Jameela: I love you too, Fayza, but I don’t give a damn for a word you have said. She stands up 

Fayza: You are as beautiful as the moon. Who’s opening the event tonight ?

Jameela: Jassim Al-Kabir, even my father is going, can you believe it?

Fayza: I t’s not the first time he’s been to one o f  your concerts.

Jameela: It is! He’s never been once; he says he watches them on the television,

Fayza: He worships the ground you walk on.

Jameela: May God give him long life. But I will sing only for you tonight. Only for you. Which one do 
you want?

Fayza: I want this one..

Fayza starts a song, Jameela picks it up and sings.
Lights.
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Scene 3:

Inside o f  a Ministry building, offices running o ff a long corridor.
On the left the office o f  Sami and Nabeel where Jameel sits frowning and listening to one o f  Sami's 
xtnries.
On the right the office o f  the Under Secretary, Khaled, where Tareq sits drinking tea.
In between the two offices a lift opens from time to time whilst hoards o f  people mill about in the 
corridor. The lieutenant atmosphere is o f indolence with people reading newspapers, others smoking, 
others on their mobiles.
From time to time, an important official walks down the corridor, pursued by a 
papers held in the air. cluster o f  suitors with

Nabeel: (To Jameel) He thinks his Don Juan! With that 
between two air conditioning units!

mug of his that looks like it1 s been squashed

Sami: Do you want to hear the story or not ? 
Nabeel: We do, we do, carry on.

Khaled: (on the phone) Tell him the Undersecretary orders him to do it.... Don’t worry what the 
document says just do as I tell you... tell him I said so...yes...yes..

Sami: So we are leaving that party and going to another one and as we pull out, you know the street 
there is narrow so you drive slowly, a car pulls up...two girls, originals; that long hair, that firm chest, 
those big eyes... and rolls down its window. What do they want? The guy in the car with me is 
nudging me with his knee, the girls are giggling, so I ask them -“What?” . So not the one at the wheel, 
the other one says “do you know of any parties round here?" But when you are looking at them, I’m ' 
telling you, they are mermaids; that sweet make-up, that perfume wafting through the petrol;
So I tell them to pull over and park and we stop the car. Me and the guy with me, the plan’s clear, 
we’re taking them straight back up to the fiat, so they’re walking across the road in their long lean 
bodies, arse twitching, you know and then-

Jameel stands up abruptly

Nabeel: Damn you, you frightened me! 

Sami: What is it, Jameel ?

Jameel: I ’m here to talk to you about the shit I’m in and your telling me your 1001 nights !

Nabeel: Don’t get upset, we’re trying to call our Judge -his number’s busy- calm your nerves, calm.

Jameel: How do you want me to be calm when my mother’s about to marry me off to a woman I’ve 
never met,

Nabeel: give me the number again Sami!

Jameel: my only inheritance is going to be swooped out of my hands and I don’t know what Hell God 
has thrown me in.

Employee: Keep your voices down, people, what’s 
centers if you are deranged.

wrong with this guy anyway, there are counseling

Jameel (To the Employee): Every time I come to this office I find v™>r k ■ . • ,
don’t you ever do any work ? ’ y° Ur head buned ,n that newspaper,

Employee: What’s wrong with this guy, people?

Jameel: Answer me !
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Employee: Habibi, I ’m not paid to work, I’m paid to be; so I can sit on my arse and be without your 
rattle. If anyone wants me to work, they’ll have to pay me on top. Understand ?

Jameel: A generation of wrecks, how you going to build a country in the name of God?

Nabeel: Shh....Shhh... (on the phone) I’ll pass you over to him Uncle, thank you.

Passing phone to Jameel

Jameel: Hello uncle Bu Rashid, do you still remember me from when I was your student at the 
University? You are too kind...I got back about a month ago... (in response to condolence) your 
wages and mine. Uncle, I don’t want to take up much of your time, but I need your advise on 
something... In sum, I have a problem with the inheritance from my father.. No, it’s harder than that 
it’s my uncles, yes, they were partners and now they are claiming he left the company with millions of 
debt and trying to lay claim to the land that was left me...

Lights shift to focus on Khaled and Tareq

Tareq: So is he going to let them all through, then?

Khaled: Did’nt you hear me speaking to him ?

Tareq: Yeah, but when? now ? Tomorrow, when? There are 12 trucks worth you know. And can we 
trust him this guy on the border?

Khaled: He is the supervisor of the post, trust him like a gun, not the first time I’ve dealt with him 
what’s wrong with you? ’

Tareq: I don’t know Khaled it’s a big risk, you know.

Khaled: Aren’t I your partner?

Tareq: Yes.

Khaled: And nothing is in your name ?

Tareq: Do you think I’m mad ?

Khaled: I’m underwriting this- gives him money- this is for the driver’s. Forget it. Drink your tea clam 
your nerves. Did I tell you I was thinking of getting married ? ’

Tareq: You!? (laughs)

Khaled: Yes, what’s so funny.

Tareq: We’ve just bought the yacht together, just fitted it out, two bedrooms and showers.

Khaled: So?

Tareq: The summer’s coming and the lady fish are waiting to be fished.

Khaled: Where’s the problem? It’s killing me this life; the white nights, the cigarettes, the girls. I need 
a little stability to regain my strengths.

Tareq: God help the poor girl you marry.

Khaled: What’s wrong with me?
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Tareq: Nothing you are a respectable man, promising future, educated, you’ve got your businesses your 
father is a big famous man. }

Khaled: Do you have anyone in mind who’d suit me?

Tareq: I don’t know many virtuous girls.

Khaled: What about your cousin.

Tareq: Who ?

Khaled: Your cousin, I don’t know her name, I heard my mother talking about her the other day-

Tareq: Jameela?

Khaled: Jameela!

Tareq: No, no, no. she is far too young.

Khaled: No she isn’t.

Tareq: And anyway... she is engaged, she’s been promised. No, no, really, like this you would cause 
me a great problem.

Khaled: I saw her.

Tareq: Where?

Khaied: With her mother in a mail one day, that’s all. I thought you more free than that in your family.

Tareq: Of course she goes out with her mother, if that’s what you mean.

Khaled: I think I like her. I think I could make a good husband for her.

Tareq: She’s engaged. Believe me. Really I don’t think you would get on, she is very strong minded 
you know, she lacks manners, she is terrible in public and knows nothing about the house.

Khaled: I’m telling you she would make a fine match for me, all I want to do is to see her. And many 
would agree with me? Many. What has friendship turned sour, Tareq ? 3

Tareq: It’s not that, Khaled you know I would walk over coals for you, but my cousin-

Khaled: But one man in particular would agree with me at this point in time more than any other You 
know who? Guess? Our friend the border post supervisor. Really he agrees with me Think 
about it. Anyway, I’m not going to rape her, am I? When could I see her ?

Tareq: She is singing in the national concert tonight.

Khaled: I know, my father’s is opening the event.

Tareq: It would be an opportunity for you to see... things and see other beautiful girls; more... more 
beautiful. I promise you, when you see some of her friends, Jameela will fly from your mind 
like a dream just before you wake up.

Khaled: Let’s see.

Man stood in the corridor who has been waiting for the lift throughout.

Man: There are 1000 employees in this building, 20 floors and 4 lifts. Two of them, two! Are for the 
Minister alone- what’s going on, people !?
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Another Man: No: one is for the Minister only and one is for his guests only. The jungle is big, my 
brother, and you and I are small as mice. ’ 3

Lights.

329



Scene 4:

Post-concert Reception.

Bu Tareq: It was a splendid evening, my heart filled with national sentiment, a flood of feeling came 
into my chest, our love for this country knows no bounds and the reason is men like you, Bu Khalcd, 
how beautiful your opening remarks, that blinding flurry of rhetoric, you are an architect of meaning; 
no, you are a leader, first class.

Bu Khaled: This is our duty, Bu Tareq

Bu Tareq: I’ve never seen such a splendid display, I confess: my eyes filled with tears like a woman.

Bu Khaled: That’s when you heard your daughter sing, my friend, she is so resplendent in beauty and 
charm, her voice so melodious, she would fill any father’s heart with pride and glory. Tell me is she 
promised to anyone?

Bu Tareq: Her? She is still so young, my little gazelle, let her get out of University first and then we 
would be honoured to give her to the one who deserves her. But who amongst this young generation of 
hoodlums could deserve her, Bu Khaled? The boys aren’t like we used to be, there’s not a man between 
them. Ah, there she is- let me introduce you to her-. Jameela, come and pay your respects to your 
Uncle.

Jameela approaches.
Meanwhile, in another part o f  the hall.

Nabeel: Are you ready ?

Sami: I’ve already numbered 3.

Nabeel: Liar.

Jameel: Who is that girl ?

Sami: It’s true, as we were leaving the theatre- one of them even took it out of 
my hand in the crowd.

Nabeel: Jameel, that one gave you a look, it would bum your dishdasha if you’d seen it. 

Sami: Which one?

Nabeel: That one over there in the red.

Jameel: I want to know who that one is, talking to the patron of the party- give me the program. 

Nabeel: Not that one, there in the red, you don’t know where your interests lie.

Sami: There are so many of them, the hunter doesn’t know here to start.

Nabeel: We have to get strategic here, out of the way, Jameel, you’re blocking my view.

Sami: Oh that’s hot, that’s too hot that look. I’m going, my brain has been blown away.

Jameel reads her name in the program 

Jameel: Jameela- my cousin!

Sami moves towards girl accompanied by Nabeel.

Jameel: What seas have parted; what rivers joined,
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What current carries me, what sun blinds me, 
What wind roars to deafen me ?
Tell me, friends,
What stars lie hanging in these chandeliers, 
What snakes hide hissing in the sofas 
Eyeing me with fatal malice as I lunge 
Unguided, unsought for, 
shipwrecked on this marble shore 
Gasping for air- 
Tell me friends:

(spotlights on Jameel and Jameela)

Why cannot eyes speak and 
What night is this, what birth ?

The dialogue o f  the eyes:

Jameela: That is the second time I caught your eyes staring at me-

Jameel: I will pluck them out and give them to you to keep; unless they are allowed to see you thcv are 
no use to me. } u>l,11-.ya‘v

Jameela: You are mad to come so close in so public a place-1 don’t know you!

Jameel: Do not look to the floor, you will force me to crawl between their feet.

Jameela: Where should I look then?

Jameel: Let your eyes rove around the room, when they meet mine, let them linger a while- there' Yes 
now let us start our secret dance. e' Yes’

Jameela: Stop! What are you doing! My father is next to me. Look away!

Jameel: Can the earth look away from the moon?

Jameel: Turn your gaze, I can’t keep my balance.

Jameel: Fall: I will catch you.

Jameela: Enough!

(H e  turns aw ay)

Jameel: These are the pains of the blind: to drink from empty cups of dust.

Jameela: Can sight penetrate so deep into the soul ?

Jameel: If eyes are windows onto the soul, then the sight of you has smashed the glass my eves are 
bleeding, and your body has broken into my soul. ’ 3 3

Jameela: Am I a thief, to break and enter your soul ?

Jameel: You are crueler than a thief, you are an addiction without a cure, I must have you again in mv 
eyes, I must- J b

Jameela: Come then, poor addict, drink from the sight o f me, fill your eyes
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Jameel: I must touch you.

Jameela: The world around me has turned to stone and you are the only thing that moves.

Jameel: Like the believer that moves around the holy stone (Ka‘ba),

Jameela: The believer must circle 7 times...

Jameel: Then approach...

Jameela: ...then gently kiss 

Jameel: Not gently: hard!

Lights to full.

Bu Khaled: What do you want, boy?

Jameel: Excuse me ?

Bu Khaled (to Bu Tareq): Maybe he’s deaf.

Bu Tareq: You! You’ve been stood next to us for an hour- what do you w ant!?

Jameel: Sorry, Uncle- sir, I... just wanted to say hello to you.

Bu Khaled: Ok, very nice- would you mind standing over there, give us some room?

Bu Tareq: you see what I mean, Bu Khaled, in truth you are the only one who can help us with this.

Bu Khaled: The land can t be put in your name until proper accounts are made of the company.

Bu Tareq: We’ve finished the accounts and had them approved.

Bu Khaled: We’ll have to find a loophole, give me a couple of days

Bu Tareq: We’re not the kind of people that forget their friends. I have telexed your account in 
Switzerland.

Bu Khaled: Nothing smoothes the way like the hard hand of cash.

Khaled and Tareq are approaching

Khaled: This is our chance, she is stood there with your father and mine- come on move, introduce me 
man! ’ ’

Tareq: Good evening Uncle; hello father,

Khaled: Good evening father; how do you do uncle ?

Tareq: This is my friend, Khaled, father, and this is my sister Jameela.

Khaled: I am honoured to meet you Uncle; good evening, sister.

Tareq: {seeing Jameel) What the hell are you doing here?

Jameel: You’re going to tell me this is your land too?
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Tareq: Whether you like it or not this is my land, move away I warn you, or I’ll wipe the marble with 
you.

Jameel: Respect yourself or I’ll rip your pants off in front of your father.

Bu Khaled: we don’t want any scenes, this is a national event!

Bu Tareq: Tareq! What the hell are you doing.

Tareq: You don’t know who he is, father !

Bu Tareq: I don’t care who he is! Apearances, appearances! They are the key to success! I am 
deal with Bu Khaled and he’s tonight’s patron. Don’t spoil what you can’t fix, boy!

making a

Tareq: It’s your brother’s son, Jameel!

Bu Tareq: What?

Tareq: I told you he was back from the States. I’m going to teach him a lesson in Kuwaiti public 
manners, did you not see how he was staring at Jameela?

Bu Tareq: Control yourself, this is not the time or the place- sorry Bu Khaled, don’t worry no problem 
no problem, go and say hello to some of the guests, I ’ll be with you in a moment.

Tareq: Look he’s staring at her still! The bastard! Let go of me father.

Bu Tareq: I will discipline you with my 'iqctal, boy, behave now! Respect appearances!

Sami: (to Jameel) Come on, Jameel, it’s time we left.

Nabeel: Come, let’s leave.

Tareq: (shouting) If I see you again, I’ll skin you. 

Bu Tareq: Shut up, child!

Khaled: (to Jameela) You’re not hurt are you? 

Jameela: I’m fine, thank you.

Khaled: You’re sure you don’t need anything. 

Jameela: You are too kind.

Jameel is staring like a statue at Jameela, his friends drag him away. As they are leaving Fay>a 
crosses their path and drops a number at Sami ‘sfeet. y~

Sami: That’s how I like it, when they fall from the sky!

Fayza: It’s not for you, pumpkin head, it’s not even my number so don’t get any ideas. Give it to vour 
friend- the crazy guy, the statue. 3

Sami:* I’ll deliver your message, but in return you must take my message from me.

Fayza: What is it ?

Sami: My number.

Lights.
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Sami: If you’re a messenger, I want to be one too: but even messengers can exchange gifts. 
Fayza: I would wrong you by refusing.
Sami: Take it, then and with it my promise.
Fayza: Say it.
Sami: I’ll be free for you anytime.
Fayza: God willing.

* Alternative dialogue:
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Scene 5:

In the car, driving. The message sequence appears on a screen above them.

MESSAGE: “ When do I see you?”

Jameel: (receiving a message) Look! “ When do I see you?” Take me to her, take me to her!

NabeeJ: You’ve just seen her and nearly got your arse kicked and now you want to marry her' Are vou 
mad ? 3

Jameel: Yes I’m mad, I don’t care, sod the world, take me to her ! Which way! Dahiyahl That way' 
(typing a text message) 3 '

MESSAGE: * t.o..n..L..t..e

Sami: Jameel, breathe deeply, take some breaths,

Jameel: Put your foot down and drive, I haven’t got time to waste

Sami: You’re supposed to be getting engaged to Khulud Al-Jabbar in two days time.

Jameel: That’s off, cancelled, finished, tell my mother, where’s the phone, I’ll tell her myself, (reading 
latest message) ’ k

MESSAGE: “I  am burning inside”,

- and I am burning, burning so much I’ll set fire to the night like a tyre, a pyre, a black sacrifice to your 
beauty. 3

Nabeel: Woah, woah, slow down big boy, think logically about this- she’s your cousin, her father and 
Tareq your cousin are trying to take your inheritance from you. How are you going to start a 
relationship with her, when her father and brother are ready to take the dishdasha off your back.

Sami: And you can’t go round falling in love and canceling weddings and turning the world upside 
down, you have to think about society, about people,

Nabeel: About your interests and her interests.

Jameel: To hell with all your interests! To hell with society to hell with the land, to hell with all your 
two plus two philosophy, what am I an animal to be tied to a trough and married to a cow' This is the 
woman I love woman and I will marry her and I’m responsible, I’ll see her tonight, if she is behind 20 
walls, inside the highest towers, with guards at her door- what is my life? A dirty cloth! Away with it 
I ’ll see her tonight, (typing) ’

MESSAGE ‘ h.o.w... do.. L  see., you ?”

Sami: He’s turned into Tarzan!

Nabeel: And he doesn’t even know how to wear a ghutra yet.

Jameel: Either you stop the car and I get out or you drive me to her- no other options! (receiving 
message)

MESSAGE: “the roof of the servants quarters is by my window”

Sami: What should we do?

Nabeel: Drive, man, we can’t leave this fool, he’ll have us all in prison before dawn.
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Jameel: Decided ? Good! Now turn up the music and bum some petrol! Bum, bum, man, bum me 
right into the night! typing message

MESSAGE: “P.l.l.......

Loud Music (Aseel Abu Bakr)
Lights

Scene 6:

Jameela: He keeps me, wakes me, stirs me from my bed- 
I ’m sweating, is the air conditioning on- 
Why can’t I sit, where can I sit,
He’s coming now, don’t sit
It’s cool outside, by the window
It’s so silent, never been so dead the night
Turn the light off, how will he know
His foot must not disturb a rock
They’ll think he’s a cat, yes
Oh cats, cats, I love you cats
Come and maul by my window
Come and have children by me
And wake them, no! Shoo! Shoo!
Shut up! Mad girl, wake the neighbours 
Shhht.
So dark. How will I see him, how will he see me?
Better, better that we cannot see, nor see each others faces,
Safer, like a dream no one can see, we’ll meet without a trace 
And kiss without a trace. Kiss? What is a kiss? What does it mean,
What does it do ? Will it hurt me ?
No, he must not come, I’ll hide, he’ll think it’s the wrong house and go away, 
text, telephone, tomorrow, better that is better. What if he taps the window- 
Oh God, no, he’ll tap the window and call my name : what have I done? 
Brought shame into my home- my cousin, my cousin whose father gave 
shame new meanings, brought misery and debt to our door, who had millions 
and laughed in my mother’s face when she dared to ask, a man with no 
mercy, a brute, a criminal a monster. But what of it?! A son’s father is not his 
father, crime cannot carry through generations, or they would hang all the 
sons of Cain! But if they see him here tonight they’ll kill him and pull me 
into the street by my hair.- “Cousin!” wretched word, cursed word, no name 
brings us closer and cleaves us further apart.
I can hear him! No! That’s him!
You can’t be here.

Jameel: Then I am not here,
I am dead 
And gone 
I am dead 
I am gone
Killed by your sweet words, my love.

Jameela: No stay- I’ll take them back if you will give me them.

Jameel: No I am too jealous of them. These immigrants that have crossed i;„c „  ,
detain them, close my lips around them and sense the heat of their tales ^  P . t me keep them,

Jameela: Let them go, I’ll give you more, hotter and sweeter than those you hold.
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Jameel: I’ll let them all go but one, that I ’ll keep hostage. 

Jameela: Which one are you keeping?

Jameel: The one that gives you pain, that intriguer, that liar, that 
the naked contradiction-

Jameela: Which word?

masked attacker, the two-faced dog,

Jameel: ‘Cousin!’. I will keepit and Charge it and saueeze it f r .r t n . t r ,  mi „ r 
will write it down and eat it, kill it and rinse the dead body of the dead word

Jameela: Don’t kill it. It is the tie that binds us.

Jameel: Then it must be doubly punished. Come, let us punish it together, let me lay it between
hands, here I have .t prisoner, bring me your hand- open it, take my hand, there can you feel it 
vou feel the curse moving hetween J “you feel the curse moving between us 

Jameela: If this is our curse, then I am cursed to love it.

our two 
? Can

Jameel: This is our curse and our curse is to love. Press it 
speak it’s true identity. squeeze it; harder. Make it beg for life and

Jameela: Cruel torturer.

Jameel: Your torture is crueler.

Jameela: Bring mc you, face,, wan, ,o !ay ,he curse a c w , if. I warn to see i, m„„,M  M y0„, b M y

Jameel: Here is my face, release the criminal.

Jameela: Cousin.....

Jameel: Tell me again..

Jameela; Cousin...

Jameel: Again.

Jameela: Tell me if you love me.

Jameel: By what should I swear ?

Jameela; By what is dearer to you than yourself.

Jameel: If I swear by my father’s honour, you will hate me
If I swear by my mother’s life, my word’s will curse us 
If  I swear by the Creator, my God will hate me becauseHe knows I 

worship you more than I could ever worship Him.

Jameela: Pretty words laid many maidens,
but a laid maiden is not pretty word- 
she is a foul thing!
You must go, dawn and the muezzin are coming to expose you.

Jameel: Let them come, let them kill, but don’t leave me.

Jameela: My father will wake to pray, you must go now.

Jameel: These are my prayers.
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Jameela: I will close the window- look the sky is breaking into red- go! 

Jameel: No.

Jameela: Will you marry me.

Jameel: Yes.

Jameela: When ?

Jameel: Tomorrow.

Jameela: What time ?

Jameel: I don’t know.

Jameela: Text me and I will be there.

Jameel: My heart is like a bird in your hand, don’t break it.

Jameela: It’s in a cage inside mine.

Jameel: One kiss.

Jameela: No.

Jameel: One kiss before the hell of dawn.

Jameela kisses him as the muezzin calls to prayer.
Blinding light.

End of Act One.
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Act Two.

Scene 1:

Basira: Where do you go at night? For a week now, I never see you until you come crawling out of 
your bed at noon, then you escape like a bat. Your engagement is tonight, we are to be at Khuloud’s 
house at 9 -  speak to me, child!

Jameel: I am here, here, mother. I’ve been mad these last few days, my father’s death has been eating 
me from the inside, and the situation of the country has changed so much, corruption in every comer, 
hypocrisy on every tongue, every man stays awake late into the night plotting his brother’s downfall, it 
is like a sack full of hungry snakes. I am trying to clear my head.

Basira: I am worried you are traveling down the wrong path, Jamecl, talk to me- are you playing with 
drugs; alcohol; women.

Jameel: If they were what I wanted, I would have glutted myself with them when I was abroad, not 
here in my country.

Basira: Our cruel sun and endless deserts create a thirst for vice America has never seen.

Jameel: All my thirst is for justice, mother. I am going to the court this morning to anneal the 
judgement on the land. *

Basira: The only person who can help you and I now and in the future is Abu Khuloud Issam A! 
Jabbar. You’ll marry his daughter and I want you to become like a son to that man He’tcaches these 
bastards how to run, a word from him and the biggest men of state tremble. I haven’t chosen this 
marriage for you without deliberation, Jameel, believe me.

Jameel: About this engagement.
Basira: Tonight, yes- 
Jameel: I must talk to you-

Basira: I will not become one of those wrecked widows on the fringe of poverty' Never' This marrnre 
brings us back into the frame and How of society. Nothing can stand before you when you are the son 
in law of Issam Al-Jabbar, no one can turn you away, play as you will!- I need you to shave You will 
be glorious in your father’s bisht.. I have invited 40 women and for you 20 men.

Jameel: But mother, I do not know this girl.

Basira: What do you mean? I’ve showed her to you 20 times- have you forgotten her9 
photographs ? (Maid brings photographs) Anyway, you have heard of her beauty, it is 
whole of Kuwait is talking about this marriage.

Where are the 
famous, the

Jameel: I mean, mother, don’t you think there is time for me to marry?

Basira: Yes, the time is now.

Jameel: Am I not too young?

Basira: No you are fully formed and in desperate need.

Jameel: The more stable I am, the more established, the 
wife and the more I will be able to enjoy her.

more I will be able to give happiness to my

Basira: A wife will live through your problems with you, she will share them and help 
them. This wife I have chosen for you, will open the doors of the world foryou Whaf 
with you, you look like you ve stepped on an urchin !? 3 '

you overcome 
is the matter
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Jameel: I don’t know how to tell you.

Basira: What are you going to tell me ? What! That you do not want to be engaged to her- is that it? 
That you want me to call it off-

Maid: If I may, madam-

Basira: Forget it! Tonight you are engaged! 

Maid: What Jameel tries to say, mama, is- 

Basira: Shut your mouth! Filthy mannered bitch!

Jameel: Let her talk ! I ’ve known her for 20 years. She is like a mother to me! Speak, Kamila!

Maid: Jameel means because he does not know this girl, let him have time to meet her, to know her, 
before making engagement, and then he would not have any problem to marry her, because he knows. 
That’s all he wants to say.

Basira: Eat shit! We do not have time! Have your uncles left us anything called time? The engagement 
will happen tonight ! Before anybody hears about the inheritance problems.

Jameel: Mother! I need a few weeks.

Basira: Who will marry you in a few weeks if you have no house to live in ?! If they brand your father 
as a thief and take everything! Who will offer you shelter, who?!

Jameel: I can’t get engaged tonight.

Basira: Is it up to you, you dog ? All these years I stood by your father, whose name did you think I 
was guarding? Yours! Your name. I knew that if I left him, he’d go to the kerb, the kerb do you 
understand! and you would be dragged out with him. Do you want to start again from nothing in this 
society, do you want to spit on me and your father’s memory!! Oh, you ungrateful dog! Wild animal, 
you would eat you’re your mother’s flesh!

Jameel: My father was free and proud! He married who he loved. So did you! I am free. I am free of 
you and him and I will marry who I will. In this I honour you both. Not Khuloud Al-Jabbar, not even 
the daughter of the Emir himself, I will not marry for you to stick a knife into your sick mother. Cancel 
it! Send the guests away, all 400 of them unless you prefer to receive them and wait for me and make 
the room writhe in ecstasies of untold shame. Do not force me: I will shame you-1 refuse to marry her. 
I am already married, yes! Married to a woman whose name would make you weep!!! Beware o f me, 
mother, I am a man and I will make you proud of me whether you want it or n o t!

(He exits)

Basira: This is your doing! This is your upbringing! Snake, witch, sucking my blood, infecting my 
infants with your poison, spells and venom!! s y

Maid: No, mama, no!

She beats the Maid. She beats her. 
Lights.
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Scene 2:

Nabeel: Throw the dice, then!

Sami: Leave it.

Nabeel: Forget it, I whipped your arse, ok? (pause) Cards ? 

Sami: (Tuts vigorously)

Nabeel: (pause) Billiards, then.

Sami: Do you want me up and playing bloody football next! 

Nabeel sighs heavily.

Nabeel: What day is it?

Sami: How should I know?

Nabeel: Are you high? (mastool)

Sami: What mastool, is this the sort of atmosphere you can get mastool in?

Nabeel: What’s with you, brother ?

Sami: Show me one face you can call a face, show me one sight you can look at without souring your
ant

Nabeel: It’s because its day time, I’ve told you daylight does’nt give us our kayf.* Do you want the 
truth? Daylight here is exile lived in solitude. y

Sami: It wasn’t like this before. In our grandfather’s and father’s day, the day had flavour, salt and 
mystery. How I’d love to see that girl with the pomegranate cheeks and the big dark eyes walking 
across my path, carrying sweet dates and warm laban. In those days travel meant something! 
Adventure! If you ever went to Baghdad that meant you were- oooffT- a king, a king merchant! Or if 
you went to India, you went with hope, get yourself some rupees from a pearl, pick up some of their 
rhythms, love one of their girls, smuggle back gold.

Nabeel: And now all you’ve got is “your ears and your eyes, sir, running round the back corridors of 
ministries like a rat, looking for wastas in the baiadiya (municipal council) banks, bills and loans, 
running around in circles chasing your shadow till you flop down like a seal and moan ‘ bring me a 
head for my shisha, bring me coals*, get me rid of this life!’.

(Sami starts to sing the Kuwaiti love song about a guard in a pomegranate grove, who catches the 
beautiful girl stealing pomegranates.)

Nabeel: Oi! Is’nt Jameel supposed to be getting engaged one of these days. 

Sami: But when? And where is he anyway?

Nabeel: We have (.**» ^  <>>>»*) shortchanged him.

Sami: The boy won’t have us near him and he won’t listen to reason. 

Nabeel: Still we’ve shortchanged him.

Sami: What to do?!
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Sami: Of course.

Nabeel: That’s it, then. We’ll go there and pitch a tent. We’ll get a change of atmosphere and stand by 
our boy; we’ll keep an eye on the land for him- you don’t know what court messengers might come by, 
or they might start putting up fences, you never know.

Sami: Allaaah- a camel hair tent ?

Nabeel: A coal fire...

Sami: The Oud, good coffee.

Nabeel: And if we get bored... who knows maybe that girl will pass by to steal some pomegranates. 

Sami: Let’s go!

Lights.

Nabeel: Do you know the way to his plot of land.
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Scene 3:

Khaled and Tareq, Tareq at the wheel, swerving between cars, 160 kmh.
Khalid sniffs a line o f  cocaine and offers one to Tareq who snorts it.

Khalid: Cool hard snow.

Tareq: What snow, what ice, what fire and what ummmmmh!!

Khalid: So when do we see your father ? I want her.

Tareq: Tonight, God willing, he has his diwaniyah, we could go to check out the plot before, if you like 
and by then he’ll be free. ’ 3

Khalid: You did not mention anything?

Tareq: I ’ve prepared the groundwork.

Khalid: I’d die for you. Go, step on it!

Tareq: That edge of desire in his throat, that hard knife of lust. I feel it. Must he strip me of everything 
must he refuse me all his love, retract all the entry permits from the doors, must every gentle glance be 
turned into spit, must every hope of love be banished into exile, or turned into debt. Let me be in debt I 
will not own his love, I will have it on loan, to be mine in 5,10,20 years time, I accept the terms suck 
my blood, I accept but please, God, let me live, let me live with the hope of love. Must I become his 
slave ? I will be his slave, but with not one single drop of dignity left, not one single drop of blood 
Oh, my father *, what is this monstrous love the sky is planting in my chest!? Unable to speak or be 
heard it grows inside me, a malignant love, reaching into my veins, suffocating me, let it speak, oh 
night, let it be told. Hypocrite moon- won’t you lend me two cheap words to speak of love? Night! 
Lover’s bank! Oh dirty night, wont you rent me two loose stars- come on you tight and dirty night 
packed full ofslappers and whores, rent me two loose and filthy stars-1 need them to make a image for 
my love!!! b

Oh shame, pitiless shame-
How do I speak of a love that cannot be spoken ?

Khaled: Slow down! Madman!

Tareq takes his hand o ff the wheel and kisses Khaled on the lips.

Lights.
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Scene 4:

Jameel andJameela, by the sea.

Jameela: All right, what i f  we say the whole sea is our love?

Jameel: The whole sea, our love ? Then we are the boat riding over it.

Jameela: No, that’s bad.

Jameel: Why ?

Jameela. Storms, Jameel. What if there is a storm and the sea swallows us?

Jameel: On the contrary, let it swallow us.

Jameela: What ?

Jameel: If we are the boat and our love is the sea and then the boat disappears into the sea, what’s left? 

Jameela: Our love!

Jameel: Exactly.

Jameela: This sea’s too meager.

Jameel: Why ?

Jameela: Look at it! It’s small! You can feel its edges. If you squint your eyes you can see the shores of 
Iran on that side and the Shatt Al-Arab on that side. Too small for me: this entire sea couldn’t hold one 
drop of my love for you. U,K<

Jameel: Then keep your love to yourself, or it’ll drown the earth in floods.

Jameela: I will then.

Jameel: No, turn your face back to me.

Jameela: Let it drown this earth, let it sweep up the houses and the roads, the tribes and the kines The 
more I love you the more I hate this world. b

Jameel sighs.

Jameela: Why this sadness?

Jameel: I am frightened, Jameela.

Jameela: Do you regret marrying me?

Jameel: I’d regret being bom before I could regret marrying you.

Jameela: Where can we go?

Jameel: Nowhere without money.

Jameela: I have money.

Jameel: My beautiful love, my life, my soul -  you don’t have a fils. Your money is your father’s »ft 
it, and maybe tomorrow all of mine will be his too. y ^ d 1cr s’ a
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Jameela: I must speak to him.

Jameel: You think it is a minor thing we have done? You imagine it is something he can flare up in 
anger about and then brush aside, do you think he would allow things to be brought back to what they 
were? 7

Jameela: I don’t know, maybe.

Jameel: It’s you that regrets our marriage!

Jameela: Don’t !

Jameel: You treat it is as if it were a toy, your childish toy, that’s broken now and you want to cry to 
your father about it and ask him for a new one!! 7

Jameela: I have buried my life for you and you dare to compare my love to a toy !

Jameel: Forgive me, my love, forgive me please. I feel as if the sky has turned to lead and I am 
propping it up to stop it from crushing us.

Jameela: I would walk by you, even into the grave.

Jameel: I will solve it, my love, I will solve it.

Jameela: The wind is rising. Hold me, Jameel, hold me in your arms...

Jameel: A storm is coming.

Jameela: Close your eyes.

Storm rising on the sea.

Lights.
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Scene 5:

A tent, on the plot o f land.

Nabeel: (hammering in a tent peg) That will hold it -  did you get the blankets from the car ?

Sami: Come and sit now, smell this fantastic coffee -  (calling) Rajiv blankets from car, baba.

Nabeel: Have you tuned the oud?

Sami: You call this an oudl

Nabeel: Don’t start philosophizing ! We want something jumpy, dancey (nagazi).

Sami: Nagazi ? At your service! Fayza, my love, try to turn the bulb on will you?

Fayza: Where’s the switch?

Light bulb comes on revealing Fayza.

Fayza: It’s cold.

Sami: The warmest place on earth awaits you in my lap.

Fayza: I m visiting you here out of courtesy, to listen to some songs with you- either you respect me in 
the way you talk or I’m going. 1

Sami: What I respect about you, Fayza, is your directness.

Nabeel: And your thighs, of course.

Fayza: What did you say?

Nabeel: Nothing, I didn’t say anything.

Fayza: That’s it, we’re going, come on Tifla.

Sami: Wait Fayza, Nabeel you bastard, with your street-manners: wait Fayza!

Fayza: That little arsehole! He thinks that because a couple of girls pass by to say hello that we are 
Thai girls! Only fit for abuse! And I thought maybe you two might have had class. But where is class 
and where are you two bums!! I am the daughter of a big family, I despise your ignorance you think 
because you have balls that the world was made for you to shit in! Why don’t you grow yourselves 
some beards- at least be less hypocritical! 7

Tifla: Fayza!

Fayza: No I won’t shut up, I wasn’t married to an arsehole like them for 3 years and then divorced for 
nothing. He couldn’t even get it up and these two are the same- no class, gays. Let’s go.

Sami: Wait.

Nabeel: What’s that car ?

Sami: Two, not one.

Nabeel: Did you invite anyone?

Sami: No.
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Fayza: Move, girl, let’s get out o f here.

Sami: Fayza, what’s the problem, relax, it’s nothing. Really. Go stand round the back of the tent; we’ll 
get rid of these two cars and then we’ll start our evening. Ignore him, he’s like a child.

Fayza: I’ll give you exactly 3 minutes to get rid of the new arrivals. My car key is with me.

Sami: Make it two minutes, I’ll teach these two buffoons a lesson, coming to disturb people on private 
land

Fayza and Tijla start to head to the back o f  the tent.

Nabeel: Forgive me, Fayza, wallah I respect you.

Fayza: Out of my face!

Exit.

Sami: They’ll be lost and have seen the light. Sure you did not call anyone? 

Nabeel: I told Jameel we were here, that’s it. Rajiv!

Rajiv: Yes, baba!

Nabeel: Stay close by.

Sami: They’ve arrived.

Nabeel: How many are they 1?

Sami: Shit!

Tareq and Khaled get out o f  one car; 4 large, strong men get out o f the second car.
A ll carrying sticks.

Tareq: Every day I see a new form of insolence (kalak*). You’ve come, settled in, put up your tent are 
grilling meat, making music on land that you know is private and I don’t think that its owner is a friend 
of yours, tomorrow you’ll be entertaining whores!

Sami: If you are from the baladiyah, then show us your i.d.-

Fayza: I know that voice.

Sam i:... write us a fine and hurry up.

Nabeel:If you’re a policeman then ask for my i.d. and I’ll oblige you.

Fayza: I know it, I’m telling you.

Tifla: Shhht.

Sami: But if you are a Muslim come to swear and threaten, then...

Nabeel: ... please turn us your back, because your face is turning my stomach.

Tareq: If you want a lesson in Arabic, I will teach you with my tongue and you will leave like good 
children. But if you want a lesson m manners- K u

Fayza: It’s him, it’s that bastard.
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Tifla: Stay here!

Tareq: I will instruct you with palms across your face; but if you want a lesson in decency then just 
say-1 have not one, but six sticks to whip your arse red, J

Fayza: Even into the desert, even into the desert you follow me you prick !

Tareq: Oh! You whore!

Fayza: After what? Now you look at me with hot eyes, don’t make me laugh- after what!

Tareq: I will rip your heart out through your throat.

Sami: Where are you going, my friend- her honour’s with me.

Tareq: She’s my wife!

Fayza: Was! You divorced me and would like to kill me, because you cannot love and I know why!

Tareq: I’ll shut your mouth, little bitch, I’ll shut it tonight once and for all.
Move your little black arse, slave, or I’ll open your stomach to the sand.

Fayza: Are you now a man? Do you want me now or do you just want to hit me again9 Ejaculate vour 
rage on me ! HA! In front of your man friend ! Your sweetheart!

Sami: Are you the gay boy? The one who couldn’t get it up and started hitting her about' Aic' Lift un 
your dishdctshas, shabab, hold onto your pants. Keep away, gay boy, you want to tickle my arse.

Tareq hits Sami.
Fight breaks out between Nabeel. Sami and Rajiv and Fayza and Tifla against 
Tareq, Khaled and the 4 big men.

Fight sequence.

By the end Rajiv has been knocked out, Nabeel and Tifla are tied up and gagged Sami is tied with his 
face to the floor. Fayza’s dress is ripped and she is being heldfrom the hair by Tareq.

Tareq: Tie them! Tie them!

Khaled: What a rich catch!

Tareq: Is’nt this shame itself! (Aaar*).

Khaled: It is more than shame it is offense (thal*).

Tareq: It needs a lesson in shame and offense, in filth and ugliness, to teach them the meaning of the 
words. Take her. 6

Khaled: Who?

Tareq: The one you want, but I recommend this one.

Fayza: What will you do to me!

Khaled: Your wife?

Tareq: Not my wife, my divorcee. She bore me no children and he carries her honour.

Khaled: Between brothers, nothing is property.

348



Tareq: What was mine is now yours. And whilst you are making her beg for more, I will make this 
black boy scream.

Fayza: You are sick!

Tareq: How many times you told me? But now I have consigned you to a real man, you will thank me.

Fayza: Your blood will fly for this- you’d better kill me afterwards, or I will have you hung by the 
neck. 3

Tareq: And who said I won’t?

Khaled: Calm down, habibti, calm down, I’m coming to calm you. Tie her tighter!

Car approaching fast. Jameel descends from the car picks up a poker from the coal and hits Tareq 
across his face.

Tareq: You burnt through my face, you burnt through my face.

Jameel: So you know what cousin means- cousin! Should I poke you again, would you like that' 
Should I kill you?

Tareq. Fayza, Nabeel, Sami, Tifla, and Rajiv leave in one car.

End of Act Two.
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Act Three

Scene 1:
Knocking on door, enter BuTareq.

Bu Tareq: Habibti, you’re not sleeping I hope?

Jameela. No, father, come in. Tell me the news- how is Tareq? Have they caught Jamed’’

Bu Tareq: Your brother is blind in one eye.

Jameela: No!

Bu Tareq: His face they think they can repair surgically in America, but he’ll never have his eve back 
that’s certain. *

Jameela: Father this is too awful and what about my cousin, Jameel?

Bu Tareq: Anyone’d think you cared for that animal!?

Jameel: What! I care for that butcher, that liar, that thief of honour and breaker of promises of tics of 
law, of blood. I hate him like I hate my enemy! ’ ’

Bu Tareq. He s in hiding, we don t know where. We’ve put a travel ban on him, he won’t get far And 
when they catch him then he will taste torture.

Jameela: What will they do to him ?

Bu Tareq: Sweat his youth away in a prison cell.

Jameela: How many years ?

Bu Tareq: Not less than ten. Not less then ten.

Jameela: How!

Bu Tareq: What do you mean ‘how’ ?

Jameela: Is that all ? It’s not enough! He deserves 15, 20, life, every day of his life and every day of 
mine too, I w.sh that he would spend all the days of both our lives combined in one hellish cell with no 
one near him, in wretched solitude, no sound and no light, floating in a vacuum of days and nights 
without beginning or end. B

Bu Tareq: That is the least he deserves. Like-father-like-son; My God, do you see, my little gazelle 
how history turns on itself? I want you to learn from this catastrophe. You’re no longer my little girl 
and I don t have much longer to teach you things. 3 B ’

Jameela: I hope that you will always teach me things, father.

Bu Tareq: You will be married soon and then when will I see you to teach you my nonsense? 

Jameela: Not so soon, father.

Bu Tareq: Why not ?

Jameela: I have not started university yet.

350



Bu Tareq: So what ?

Jameela: We talked about this and

Bu Tareq: It doesn’t matter what we said. Are there rules to marriage? No. You are a woman now and 
if the right man comes along from the same standing in society; good background; educated; ambitious, 
and if you like him or think you could like him, then where is the catch?

Jameela: I am as far as you can be from thinking such things, father. I have studies waiting for me and I 
do not have time for marriage now in my life- do you want me a housewife, bearing children to a 
stranger!

Bu Tareq: Nobody is a stranger in this little country of ours. Four streets, a police station and a 
supermarket is all it is. Everybody knows everybody else amongst the good families. And if you marry 
a boy from a good family, from people we know and trust, people with noble history, then you have a 
recipe for a happy life. I have to weigh up your short term and long term interests, you have only me.

Jameela: I don’t have any interests.

Bu Tareq: You have many! Which I try to manage them for you, preserve and develop for you. 
Marriage to the right man is a suitable step for a girl of your age.

Jameela: But father, I do not know any men!

Bu Tareq: Of course do. Sometimes there are matters in life that appear to eye of wisdom with the 
clarity of the sun. Come here, Khaled, come on, son!

Enter form behind the door.

Bu Tareq: Khaled Waleed Al-Hamour: Jameela Talib Al-Shaab.

Jameela: Khaled Waleed Al-Hamour!

Bu Tareq: Don’t be surprised, my daughter, you are one of the most beautiful and sought after prizes in 
the land and your happiness cannot be given to just any man.

Khaled: I did not want to get to know you like this-

Bu Tareq: Do you remember when I used to come to your room when you were a little girl carrvine a
present for you? Do you remember how you used to dance with glee? *

Jameela: Get him out! Get him out!

Khaled: What have I done!

Bu Tareq: I would spend hours looking for that present for my little daughter, my pretty daughter and 
how your face would light up. b '

Jameela: You know what you did! I know who you are! You dare to come into my room! Criminal!

Khaled: I don’t know what is wrong with her. I am sure she loves me. I just wanted to tell you-

Bu Tareq: Like a moon. You would dance all night with your present. It is not easy to choose the gift. 
It is a responsibility, for through it I teach you what to appreciate and attach value to, through gifts, I 
try to educate you.

Khaled: I just wanted to confess to you that I love you and want to marry you.
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Jameela: Rapist! Rapist! Rapist!

Khaled: It’s not true. I was bom to love you.

Bu Tareq: For every gift I brought you, you danced and held my hand for days afterwards. Hold my 
hand now-

(tries to take Jameela hand)

Khaled: Bu Tareq, gently.

Bu Tareq: Hold my hand! Give it to me! This hand in mine! Give me your hand ! How it hurts me to do 
this! Oh the pain of this moment! Oh God, why do you force me to live this pain! Put it in! Put it in!

Lights.
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Scene 2:

Jameel is inside a mall. He sits at a table on the verandah o f  a cafeteria in the mall square (meedan a! 
markaz al-tijari) *.
Jameel is in disguise: he has a light beard ( the week s growth o f  hair) wears a winter dishdasha, red 
ghutra and large, dark sunglasses. He glances around nervously.
Jameela enters and sits at an empty table within a few  metres o f  him. She wears a blouse, white pants 
and shades. They proceed to communicate through the following telephone conversation, stealing 
fervent glances at one another:

Jameela: Is that you?

Jameel: Alive. Keep your head turned away. 

Jameela: Talk to me. Say anything.

Jameel: I went to the cemetery and could not find my father’s grave. There are so many dead. The
dead outnumber us. They come in hordes storming out of the desert. Do not buy the newspapers, do not 
believe what you see.

Jameela: You are frightening me.

Jameel: Act normal. Let me speak. Three nights I have not slept, I hear the wind. 

Jameela: What does it say, the wind ?

Jameel: It says the era of Jahiliya is not past, it is yet to come. It comes in storming hordes out of the 
desert. Then all the books of love will be burnt and poets will have their tongues cut out because poets 
are the dogs of kings. When a virus enters the body, it is surrounded by white blood cells. The virus is 
put under siege. They are hunting us, my love, society must hunt us, we are the virus attacking its body, 
but the body is sick, riddled with disease, and longing for death. Let it die. Let it die.

Jameela: I can’t follow you, talk to me normally. Please, or I will go mad. 

Jameel: Shut up. Talk to me as if I were a girlfriend. They will be listening. 

Jameela: Shloonichya ba 'ad chabdp.

Jameel: I’m leaving tonight.

Jameela: Waynich ma ta'tina akhbarich ? Wayn rayiha, waynjaya.

Jameel: I can’t tell you. I ’ll tell you from there.

Jameela: Ma adri sha sawwi bidoonich?

Jameel: 10 days. Give me ten days, I’ll find you a way out. 

Jameela: Lestu qadira a ‘ish ‘ashrat ayaml 

Jameel: Live, I beg you, live! Don’t look at me.

Jameela: I can’t stop myself.

Jameel: They’re watching you.

(Over the course o f  what follows: 5 men in white dishdashas, and red ghutras 
From the mabahith a! dawla- secret police circle the couple and slowly start closing in.)

Jameela: I need you! I need you!
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Jameel: How? Describe how your need. Let me hear you.

Jameela: Like an eye needs light like a wound needs blood! I need you like a wound needs blood' 
Without you I am an open wound, gaping with pain.

Jameel: Listen.

Jameela: Tell me.

Jameel: Do not look for death, death is like the demon. It is a liar. It will lie to confuse you But it will 
also mix hes with the tmth to attack you and draw you close to him. He will attack your imagination 
and then your mind. That is his power. So don't listen to the demon, Jameela, do not listen.

Jameela: Where can we hide?

Jameel: In the bowels of the earth and the face of the sun.

Jameela: You liar! You hypocrite!

Jameel: W hat! What have I done?

Jameeela: Where is the man who made me believe in his love and married me, is this you“* Is this the 
man who took me in his arms and vowed to never leave me, is this the man or the ghost! ’

Jameel: I never lied to you.

Jameeela: You did! You are a liar!

Jameel: Never lied to you. Fate! Fate is chasing us and death is on his horse in this city.

Jameela: Take me with you then.

Jameel: How?

Jameela: Find a way! I do not care if I die.

Jameel: You will join me or I’ll come for you.

Jameela: You want to forget me.

Jameel: You will make me cry , wail, scream. No.

Jameela: Come to me then.

Jameel: Save me. This hemorrhage in my body, this hemorrhage is too strong!

fro ^ in s id e th e c a fJ )6 aHsides: °nthe escal^ r s .  behind the fountains,

Jameel: I go. Run!

Jameela: Don’t leave me. Don’t leave me to die.

Jameel: I go now. Run, you dog!

Jameela: No! Don’t leave me like this! Not like this!

Jameel: I’ll never leave you. Catch your life! Catch it!
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Jameela collapses and wails on the floor, holding her stomach in fits ofpain.
Jameel sprints away. The Mabahith give chase.
Chase scene. Jameel escapes by climbing up a balcony inside the mall.

Scenic note: Mall background and mabahith chase episode should be pre-filmed and projected 
life size on the back wall of the stage.
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Scene 3:

Saffah- Lieutenant o f Secret Police, Bu Tareq. Inside Bu Tareq's house.

Saffah: Don’t worry, Bu tareq, I have my men on strict instructions to keep this matter from the press.

Bu tareq: But you know how hot the tongues of this society are- our reputation, Lieutenant our 
reputation! What does a man have but his reputation? It is harder to develop than a child- how slowly it 
grows and how quickly it is ruined! 3

Saffah: I am with you. Many of my colleagues say that the only way to keep away from trouble with 
daughters is to teach them the principles and give them the responsibility for their lives But it is not 
logic! How can a girl be responsible when there are so many wrong influences on her- the television,

Bu tareq: The internet, the schools.

Saffah: You are right! I have two daughters myself and I keep them under lock and key watch them 
like a hawk until they are married and thanks be to God I have never had even an echo o f scandal.

Bu tareq: Marry them off and then relax.

Saffah. Of course! Anyway, I have to be going, and anything you need, Bu tareq, don’t hesitate to call 
me.

Bu tareq: Have you finished with your questioning of her?

Saffah: Finished. She knows nothing. Got involved with the wrong crowd, forgot herself in public at 
least it went no further than that. ’

Bu tareq: Thanks to you. We are proud of your work, but I want you to arrest that demon, Jamcel. 

Saffah: Within 24 hours. The net is tightening.

Bu Tareq:: We don’t forget our friends, Lieutenant Saffah, and anything you desire, just let me know. 

Saffah: There is one thing.

Bu Tareq: Just say.

Saffah: My car is in the garage these last few days and you know with the school journeys and my 
wife’s back that gives her terrible pain and the worries of the world, they said it needs a new gear box 
but on a Mercedes that is like needing a new car and with summer coming and I need to book holidays 
for the children and- y

Bu Tareq:What Mercedes, what nonsense? Here take these keys.

Saffah: What’s this?

Bu Tareq: I just bought a Jaguar for my daughter- take it, its yours, plastic’s still on the seats.

Saffah: Don’t misunderstand me, Bu tareq.

Bu Tareq: She won’t be using it! It’s yours, I tell you. Go now!

Saffah: Only the mean can refuse the offerings of a generous man.

Bu Tareq: Just catch me that insect that’s eating into my land, my girls, my chest. Bring him to me! 

Saffah: Even if he is under the earth, I’ll get him.
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Bu Tareq: Go, go.

Exit Lieutenant Saffah. 

Lights.



Scene 4:

Fayza, Jameel, Sami.

Jameel: But you said it would be tonight!

Sami: It is tonight! I have spoke to the man. We’ll get to the airport for midnight, your plane’s at 1.30. 

Fayza: Then what will you do?

Jameel: Then we’ll get her out the same way.

Fayza: What will you do in Europe? What will she do?

Jameel: What do you mean?

Fayza: You don’t have anything, how will you live Jameel? Do you want her washing dishes 

Jameel: I’ll find a way.

Fayza: Or waitressing! Do you want to ruin her forever? Is it not enough for you what has happened so 
far? You are going into exile and she is imprisoned in her house!

Sami: He’ll be back as soon as things calm down.

Fayza: And how will they calm down, jo  hubbi, when Khaled Al-Hamour is engaged to marry her! 

Jameel: What!?

Fayza: Go back, go back, gentle one, to your castles of romance.

Jameel: What are you saying Fayza!

Fayza: What are you imagining? You had a love affair, you married her in secret, it’s over it’s 
finished, do you want her to die with the end of the film! (To Sami) Have you brought me the file?

Jameel: What file?

Fayza: From your guy in the Ministry of Justice. Don’t stare at me ! if she’s getting married do vou 
think I’d leave a file in the Ministry saying she’s your wife! (To Sami) Have you got the file or not?

Jameel: (To Sami) What have you done ?

Sami: There is no other way, Jameel.

Jameel: You filth!

Sami: Explain to him, Fayza!

Jameel: Are you working with them!

Fayza: Jameel, control yourself. You are going to Europe- you will need all your wits to survive there 
Do you think your uncle will let you go unpunished? He’ll have people after you there, following you 
down every alley. We’re Arabs, baba, we don’t forget our enemies! ’ 51

Jameel: You are like contractors and your hearts are like plots of land. Now you’ve sniffed money and 
evicted my tenancy with theirs! Do you trade in friendship, you dogs! y

Fayza: You can’t provide for her, you can’t give her a roof, not even a m eal!
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Jameel: Cowards! Liars! Traitors ! Contractors!

Fayza: I will prove to you I’m faithful.

Jameel: By proving to me she should marry with that pimp, Al-Hamour!

Fayza: At least he will keep her in a style she is accustomed to. They say he loves her, she will keep 
her father’s love in tact and time will do the rest. She is convinced of this too.

Jameel: After what he did to you how can you say that?

Fayza: He loves her and what other choice does she have? I will take you to her to hear it from her 
lips.

Jameel: I would walk into hell to hear that from her lips and if I hear it, then leave me there with the 
devils pouring lava on my back.

Fayza. You can see her tonight; on the condition that you will never see her again, (pause) Don’t Dull 
her to the bottom with you, Jameel; if you love her, give her the chance to live on.

Jameel: Tonight?

Fayza: Tonight.

Jameel: Agreed!

Sami: Jameel! Enough Antariyaat.*

Jameel: Quiet. What do you know about life? What do you know about meaning? What ? You scuttle 
between days like ants, worship in chat rooms and get your kicks over the phone while the sands of 
boredom settles on your faces. Don’t you fear death? Don’t you fear your God? Get your hand off me' 
I have one small love, one tiny hope, that opened like a crack in the walls of my life I want to live ' 
inside that crack, or I’ll bring the walls crashing on my skull.

Lights.
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Tareq enters, Jameela is afraid, he signals her to be calm.

Tareq: Do you want to see it ?

Jameela: Yes.

Tareq: (removes bandage) Look at it.

Jameela: I cannot.

Tareq: You must look.

Jameela: It is ugly.

Tareq: It is the truth. Give me your phone.

Jameela: What truth? Why all this violence? This ugliness.

Tareq: What do you want? The chip as well. Father is furious.

Jameela: I don’t know. To be normal, why can’t we be normal?

Tareq: Normality? What is it? Were we bom normal? Normality is the system we are taught bv societv 
in order to protect the interests of our fathers. I am not normal. I am abnormal. This scar sneaks the 
truth, it announces it and I will keep it.

Jameela: You can have it removed, beautified, there are surgeons, doctors-

Tareq: I do not want to beautify the truth. I am done with masks, I am finished with lies It is written 
for me, it is mine.

Jameela: And me? What is written for me?

Tareq: Take this dress. We had it made for you.

Jameela: I don’t want it.

Tareq: It does not matter what we choose. It makes no difference. You must go into your room. 

Jameela: Don’t lock me in.

Tareq: We are all locked in rooms, Jameela, not only you.

Jameela: Don’t lock me in!

Tareq: Wear your dress, the seamstress will come tonight to alter it.

Jameela: Wait!

Tareq: The pains of this world are not yours alone, my sister. Beg forgiveness of your God.

Jameela: Do not leave me alone.

Tareq: Beg forgiveness of your God.

Scene 5: Tareq / Jameela.
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Scene 6:

Bu tareq: Where have you been, you are late ! 

Fayza: I have brought the seamstress, Uncle. 

Bu tareq: Where is she?

Fayza: Here.

Bu tareq: This is a seamstress !

Fayza: She works for the best houses. But she is shy of men.

Bu tareq: That is manners, that is modesty! If only you would teach my daughter some of your 
education. What is your name?

Fayza: Her name is Um Ahmed.

Bu tareq: She won’t even talk to me! That is manners! Go, go it hurts my heart to look at you and 
compare you to my daughter! (seamstress goes upstairs) Stay here, Fayza, explain to me the internet-1 
need to understand where the source of vice is from- what is it, this internet, they say it ruins 
generations, what is this thing, this devil’s book, what is it?

Lights. 
Scene 7:

Jameel enters still covered in hijab.

Jameela: Have you scissors?

Jameel: I have.

Jameela: Give them to me.

Jameel: Why ?

Jameela: Give them to me, old woman, I want to alter my dress. 

Jameel: I will alter it for you.

Jameela: I know what is needed. Give them here.

Jameel reveals himself.

Jameel: What is needed?

Jameela: Jameel! Jameel! Jameel!

Jameel: Shhh. Keep your voice down.

Jameela: I never thought I would see you again.

Jameel: Obviously. Compliments on your dress.

Jameela: What are you saying?

Jameel: Shame I’m not dead. So sorry.

Jameela: How did you get here?
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Jameel: Not through your invitation. Remember me? Your husband? 

Jameela: You don’t know what they’ve done to me.

Jameel: Oh, ‘them’, ‘them’. Should I discuss this with your father ? 

Jameela: Stop it! Stop it! Do you want to kill me?

Jameel: Kill you? The fiancé of Khaled Al-Hamour? What a thought! Shame on you. House children 
the future awaits you, when is the party tonight, tomorrow-

Jameela: Know that their party is my funeral! I have planned my suicide

Jameel: Honeyed words-

Jameela: I ’ll do it in front of you. Give me your scissors, old woman!

Jameel: Have you prepared the flowers, chosen the colours, the theme?

Jameela: Give me them, or I’ll scream!

Jameel: Take them!

Jameela: I will kill myself, rip this dress, pierce my heart!

Jameel holds her.

Jameel: Enough! Enough!

Jameela: You don’t know, you don’t.

Jameel: I know everything. Shht. We are together now, the world will melt around us.

Jameela: Is it you, is it you, Jameel?

Jameel: I have Sami waiting for us in the car, we will go together, across the desert, across the borders 
into a new life, Jameela, away, away from here. ’

Jameela: Keep still, let me look at you, let me look at your face.

Jameel: No time. You wear this abbot (veil), go down as the seamstress into the car and I will follow 
you.

Jameela: There are police around the house.

Jameel: It will work, don’t worry.

Jameela: (seeing gun) What is that!

Jameel: They are chasing me like an animal. I have not used it yet.
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S cen e  8:

Saffah, Policeman, Sami.

Saffah: Stop the car. Get out. Who are you ?

Sami; I am just looking for a friend’s diwaniyak.

Saffah: Why have you been circling this house for the last 30 minutes?

Sami; Because I don’t know the way- what is your story?

Saffah: I’ve seen this face in the file.

Policeman: He is one of the suspect’s friends.

Saffah: Yes! ‘Sami.’ That is your name.

Sami: I am not Sami.

Saffah: Don t lie to me, boy. I will get more than a one star promotion out of you and a coudIc of cars 
on top of that. K

Sami: You’re hurting my arm!

Saffah: Shut up! Surround the house! He’s inside the house. Get in! Move!

Scene 9: Jameel / Jameela

Electricity current begins to flicker.

Enter Sami followed by Saffah.

Jameela: What is going on?

Jameel. Electricity, that s better, the confusion will make it easier to get out 

Jameela: I am frightened, Jameel, so frightened, I cannot move.

Jameel: My love, look, look at the night, look how vast it is.

Jameela: Where are the stars? It is so black!

Jameel: It loves us, it will hide us.

Enter Fayza and Abu Tareq

Jameela: Look at the moon, the moon is turning to black.

Jameel: A cloud, only a cloud.

Jameela: The blackness will devour us.

Jameel: No, the night awaits us, it loves us, it is our palace, our carriage, our road, our home.

Noise growing round lovers. Enter Basira and other characters.

Saffah: Boy, you are surrounded, come out of the room, with your hands above your head.
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Basira: Jameel, I am your mother, come home, come home, I have prepared you mumawash. 

Jameela: Jameel, they are here! They have come for us!

Jameel: Open the window!

Khaled: Jameela, I have bought us a house!

Jameela: There are bars on the window!!

Jameel: What can we do?

Jameela: Tell them you have a gun! Tell them I am your hostage! Tell them you will shoot me, if they 
do not let us out! Tell them! Speak! ’ y

Tareq: Jameel, no more fighting, my brother, let us forget the past.

Jameel: Listen to me! I have a gun! I will kill her! Bu Tareq! I swear I will kill her! Tell them to let 
out or I will kill your daughter!

Jameela: He has a gun, father, tell them to let him out! Father! Please!

Saffah: Put down your weapons and no harm will come to you! Don’t act the hero, boy' You will 
regret it.

Fayza: Jameel, you lied to me! Stop this, stop this please, let me in.

Saffah: Stay back, girl.

Bu Tareq: Jameel, I am your Uncle, leave my daughter in peace, I will give you the land, I will write 
the release documents now and pass them under the door! Do you hear me.

Jameel: I don’t want the land, take the land, bury me in it! Keep away.

They start to bang on the door.

Jameela: Let us die now, now while we are together, there is no life for me without you.

Jameel: Do not be afraid, my love, our love is stronger than this life.

Jameela: They will kill you and I will kill myself. Let us die together now.

Jameel: They can’t kill me. You can kill me, but they can’t kill me.

Jameela: Give me the gun.

Jameel: No.

Jameela: Kill me then.

Jameel: What?

Jameela: Now.

Jameel: Kill me, but I won’t kill you.

Jameela: Don’t be afraid.

Sami: Jameel, it will all be arranged, come out, brother, come out.
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Jameel: Why?

Jameela: I don’t know. Are you my husband?

Jameel: Yes, I am.
Jameela: Do what I ask of you.

Jameel: Really ?

Jameela: Really.

Jameel: Is this a dream, Jameela?

Jameela: We were the dream, my sweet, and now our eyes must open.

Jameel: Come, then.

Jameela: Yes.

Lovers kill each other with one bullet. Door is broken. Chandelier falls to floor. 

Epilogue:

Sami: This is what remains of our tale:

Two cold bodies, burnt by the fires of a love 
that moved contrary to the spinnings of the earth;

And a piece of land 
ignored by the wind 

wet now with tears that pour 
from the eyes of greedy men.

END.
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. ú LdLâ j  ¿yjjjtü : Ixa . dtijtt f 1 j*i ^  bu* USjül Á̂i : (JjUa

378 2003 / j»W' ùWi-



? L9^ lA  J  : ¿1U

* q a  jU a ill " tiLtutH u t j *J"j  • (JjL* t : (¿jU a

Jjjî . ^ L a ill * jlb-utîi 4<jÀult (/¿U t :/! ÍS ¡  SLaJt »¿A ? ¿J&JulI ¿y ij : ¿ U

. ( / L à !  J j î l u i V l  0 ^ 4

! t$-a»jjjlu ¿fr4 ÙJ®1 ¿jti : (¿jila

? j l i î  j  : ¿ U

S jla S  t i î j i l j  t / û - » j  ‘ JC 'tj  J j^ lw u  till J  t ^ j3 a u  J ^ j  tù li . * ¡ y *  V : ( j jÜ a

.t.1*. J * j  d i l t j j  tlfJuUl

Ç /  Aomtll« Ajiiua tiltil JA : ¿ILk

. t ù b u l i  ù U i l l  j j A s l l  u i j & i  V  : < 3 j U a

. tiljij L* : ¿1H

î  ù 4 : ( jj^ 3

... b̂i J jâ  L̂ jfc ^l£33 ^«i tù^ 4u  .t j 4«t<t i—#j&i V • t i l l i l  : i l t ù

? AIja^  : JjU a 

. A .lu  % t^xl : jlbL

.liât i j ÿ u a  Iaa&j .V . V : (jjÜa

. S jJLua úmuI . V : ¿Hù. 

UM J tulla tÀA .V .V .Â la jjj*  . Àjjlaàu Î I m* . . .  JU  JS  / c- : JjU a

.¿ llá . Lj . J¡pÓ**4 t i_ j l u

. S j4  I4 ÚÍ j  l i  : ilH

î  Ca1 : JjU a

/  tÀA <> t jjA j j!&î tibí ¿lái <ù!S (3>-ll /  I4-J tù ltl : ¿1UL

.A jViUlt J iUaaII

? A3 ±j*ak L* tÂA JA . l$-»i A iljj £  j iú  ^A bula : j j l l a  

.I4I u u li*  £  j j  ¿jjSi ¿i J«úa-»j .l^ ln t t /  ¿lài : .libi

....ilt jlt  ü j j J  (31*33 ÂlLtiu 4 jb -fllib  : tjjuS iil3âj JL ii ¿1 JLjji V 4 ¡ J jaä. 

^ t j  . A -Jljîl tjH3 fA • f*4 (¿j ••• (j-abifti £-* (̂ A . tillÀ ¿¿a AÍC-i AKJUll 4 V

379 2003 / / AùjlL*]|



q¿ j SN—j ù J ^ i  • Ö i ß ^ i  Û J 4 >  ^  ù j* 4 i f*

• • v l  W

J*iu44 ^j) uij*J «lui 4 <^4^ <>» • JJ-3Ü US <ju! W : (jjUa

_  4 U a ^  ( j l  42SmU Ü  ¿ S ! . ( j j jU ! )  f^s>  y ^ u l  ¿)i 

« ¿LL&I!) íÍA ^  <^fiU ^1  (. Sa uj 4^aU. 4 iuii J ^ lj  J * j  «ÜÜA ¿]l (jlâi : AÜ

■lie- u â ) j a !) ) tìj.W >  î  J â  î  jA  jA  L J j * j  J A  . ^ iS  ¿ jjjá V )  JJC

4 J U  JS  y t e j  . j* S íl¿  d ù l jS â . ¿ ¿ ijl)  <î S â l> *  4 j)  ¿ â lj! )  . J j4 a j)
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ÇÎ UaIIuu (jjjUxll Joall Ija <-jU*¿ ¿4  ¿4  4 J lll  L¡

.^ i *jj Áuisii ¡j m -aa l u í ja i  V jís  4 m u í jl»  i j—ui f j j i  4_jU*í

(J& <¿-»i*-J Í ^ 4  W : ‘ <¿A U

.  4ÍÍ4&

(  j À Ï  j l J A  4&IÂII ¿y» j Â Î ¡jiJ  ¡ j i  JlLLi 4amÁj iúJíjJI y ¿  J

ÍJju**4 cJ\ J a : J jU

. 4±¿U Uijlxual JÁ1 : çjaLm

.u jlS  : J jU 

Î SUÜI tilll <¿a ¿«  : J jaíi

<¿-¿J 4* iiliíil ¿AJai! ^j-4-*ll ¿4  ¿ ¿ a jlâ  US ¿oa (¿la 4 Àt j  : <¿-»lu»

.^ la jll l&uij

382 2 0 0 3  /  ¿ ' * j ' ‘ “  /  *  ' i i j l * « ' t



j î  dltiiA cJ (jjaÓtii OmIS S jû ]  i» jû L  dlL*j SUil! dÛ 4 ! Jj^J

? Û41 » :y-*L-

.jA&Vi (^ û jj j  dU& c ü j f^ l\ d û  :J j ĵ

. J ix íl j  yd diAxû y lîl dÛ tòlsi]! dÜ Oj Sj  ¿>a c ijfti j !  JLjjî :

.g-«Uj j ]| cjIa

.dôali^* ¿y! c ijjú  V ¿jî • jaaV! d j j  yÛI J j  «dû cititi] ¡(Jjjj 

.Í Jjj ü u £ j jlü ti ÜLS jUati jltitid lj .diLjji]! ¿y* jjjÜI dlÍA : y d c i 

j j jû ] l  duti ilù! (Jj^>  5LÖ ¿ili! _  Ua (^¡jjljly il J akj ¿I : Jcù

*(5ji J6-Î ^] ty]fr

t^tac. jUa JÜ . ç iA! j  ui .I4I 4jtL» i jw ij  ¿ài y]! S jtx  »jû j  L$j! ( «Il : y d tii

• dju* y j i¿  :J jjj

(  g jU jJ I  y i  I^Um) i jL tJ x » * )

. yj>£- 4jti! . <UcOb : (JjAi

(  d&j )

( Ujjj (JMpa IjC’J  C*tftt<i*t jlia ] | (^i : JjAAi
0

! c jb u  jl^ jf (¿I Jfcî
0

Ud! JS Cij$J dtiiAtii j  4 ( ^ j a j  £<j (^jâ jl^ i (^\
" 0

IjJ I j Ï f-a j jû jS l IÌA yM*U £ 0  '(¿i (>  ~ *
• 1 (¿âiij

! 5 jj ld l  tcLjjjü d û  y]& ySÛtiu ¿)V! ^ » j] l (^i

4 cijd l¿  Ijil*  b e a i cAlLl yfrliftM <̂ l
* 0

( dit JJ\ dÛ y îft U Jtiiji

4 y frjÛ  ¿ jjtid  jtii ^11 j  y]ft c ô ij  ci¿A ib  (y) b u

O ï l i À l  ¿ la Á lt ( ImAV ( j d ^ l  d u *

: J ji l i  (^jjâJUdij 4 j U  

( 4Ûa*j  J ma*  y]c> ^IjûaVl Jaltiti ) 

4 c i í j j  ¿ jjjü l ÂJLÎ !ÎSa ijU ]

î  £L-» (̂ 1 (Jj 4 (̂  ÍA ^MÎj] (^ fû i (¿i

3 8 3 2 0 0 3  /  ¿ j U ÿ L i  ; u L ( A j  /



J j *

. ^ à  ( j j \  í^ái! A_JliH S j a 1\ I4JI îA t^ fr

f l  I jj y l  L*^l* j j  S ¿ i l i  Slà í Auja  ¿II t,4j ».liaLj : J jaâi

.& Ú ji

.dû! ¿*  — 0 a Vj-^3 ÁijjiaJI »j^ j ¿H 4II li^I ¿Ulalftl : Álfu»

.¿L-»jâ ¿ jj UaJj (̂ -»jjI y ùl*.» V jj »uijVl ¿̂ 1 j j& 5  V :

? j j )  jlàii ¿I ^ J jjj ¿ J j  ‘

U $ j£ j j I U aI&j  . (^ ia u  ¿ I jViVua j  4 À i jü l  * U j i  ^  ¿ V ja Ú J  4 4 ^  : J * 4*

. Aj j u i II 1 Vu<i*ij IjuI l u  L a « ù V t j  • J ^ i  . ¿IUa iL Jâ ¿ l i a j j j  

. ( ¿ jC- iÜjjj& J*j Î 1 ¿^j .Ua j  ? A ja ij Alt L* . M$-4 : A.liAfr 

ÎjjÂII ¿c- ù» u ¿1LÚ Jaj : (J*o. 

. ^ j l j j  JÀâi ¿ i  ¿Ili .¿LjjIàU  A14I : A Ij4,^

.¿ L  ¿LwiaLui . ¿ 1*1 j  ( l^ a  J  ja lu y  j  : (Jx o .

t ^ i £  : A lj4i>

.c-iljÔlL Áfi-jl* ( j j j j S  ¿4  v j *-I1 : ¿^4*11 f i  AJ) : J j^ a .  

?£jjîl u u i Jjü -i û' c 4 s  J* J : 

iúaLa  JÍ d jj j j  ¿là i^ jjl)  ¿¿le Áa j jÍ* duUA ¿ jjxII dJlS li] : J¡#aa

.1 j j l u J j  ^ j j  4 111  Jâ ¿ lou i& j 4 U  J  ¿ l à j j j  ¿¿Lyfr . l $ A l* j

Ç l$ Îj* Jj ¿Uj j  ¿jll JL-ùî (jà» Âual l i  J a j : ÂJÿAat 

3 j j  ¿ILotl ¿ i y ic  j  4AJ4 f lL i  V ¿l*»jj (lui .(jjalll ¿4 (ĵ uâi d ii : & a%
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. AaI j  ¿)T ¿ /  ¿¿JjLUI J «-ujÁÓll ¿/&  I f b  j J  AUS ÁU o d  *. ÁJjdUl

. jA AJI Jj . V .Ajljkib £ ajJ \ ¿/I

.¿/ÍJ ¿ji d»Aáijj ¿ĵ d ¡ají
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APPENDIX 3

A. The translation of Munazara Bayna al-Layl wa al-Nahdr 
A Debate between Day and Night.

When the day revealed its whiteness, the night met it with its blackness, then 

the joking became seriousness, and they started a big argument, each revealed it’s 

secret. Suddenly, the night started to argue the day and colored the redness of the 

day’s flower with the yellowish of spices colore, and said:

Night: When the nigh drops, its drop should be a lesson for the one who have fears.

N arrator: The night then started the conversation with its reasons of confrantation 

and said:

Night: the war starts with words then makes a victim or a prisoner.

N arrator: When the night came to an end and reached its aim, the dawn arrived and 

showed its flage in the middle o f this fight for life, and said :

Day: I am the son o f the glammour.

N arrator: Then the day positioned it self on the throne of the sky, and raised the 

Sun all over, in land and sky. Then Night came closer and said:

Night: thanks to who made me the privacy of lovers, and the peak time for weddings, 

and the optaining time of precious literature, he created me to be a rescue for 

humans to rest, a shelter for private prayers and worshipers. I bring about variations 

for those who work hard to find strange things, and I please the eyes of those who 

have desires. I bring about beauty and glammour, and I let entertainment and pleasure
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to be handy; those moments revive people along with tones o f happiness and 

charming atmospheres. My times are enlightened by the Moon light, and my creative 

givings are blessed, and it is enough for me to mention that I am the best haven for 

people, and my nice company protects them from the hardships.

Day: Oh, night, don’t be so proud of yourself! Who invited you to fight or to prove 

who is better? And why are you showing off? Have you ever worked hard on some 

thing but evil and wickedness?! You always wait for the chance inside the den! 1 

hope that God protects me from your evil, and helps me to face the variations of your 

wickedness. I f  we say that you gather lovers, what is so good about being the privacy 

for lovers, what happens if they are apart, and there was no meditation.. .they will 

suffer because o f you until the dawn comes?! You become the lovers’ agony; the 

lover would spend the tiring night with his firry heart full of flames. lie  would start to 

count your stars and his heart is enframed with lust. In addition, don’t claim the 

glamour of the Moon to be yours, it’s mine I gave it my shade; it is just a small part of 

my light. Don’t try to imitate, no body can say that the Sun takes its light from the 

Moon; there is a big different between Suns and candles. It is me who enlighten the 

beauty of this world, and it is me who provide bright colors. No body can deny my 

beauty and charm, I do not need a witness for this, isn’t that enough as an evidence, I 

will give you another evidence from the words o f  God when he says: We erased the 

proof of night and made the proof of day clear. Does the person who see clearly like 

the blind? Is darkness like light? How can you compare those who are not aware of 

themselves with those who are alert and present? Being the time for rest should bring 

shame to you, because the time o f work is what makes life worth living. Don’t forget 

God’s gift to me with the middle prayer and Ramadan when the Qur’an was sent to
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people. My blessings are well known in the past and the present, and the things that I 

should be proud of are mentioned in the Holy book and in the Prophet sayings, also to 

those who can see, the Sun can’t be hidden in the middle of the day, so do not claim 

the beauty to be yours. Surrender or I will make your present like your past.

Night: Damn it, Day, your building is based upon a deep hall, are you arguing the one 

that you came out o f?  Are you fighting the source of your present, do you think that 

you are better than the one who brings your years and months to an end? You should 

be wiser and surrender! You should know who should be mentioned first. Are you 

blaming me for my black color! The black is only in the heart. Black is the sign of 

perfection. Don’t you know that I have more luck than yours in being perfect, to the 

extent that the Musk took some of my descriptions? Then how could you blame me 

for being clever? Do you think wickedness happens at night? No, it happens during 

the day. Do not feel proud about having the middle prayer because the time in which 

all prayers were obliged, was in the night of M‘rage. And how can you be proud of 

Ramadan? Would fasting be right unless I show the time of its beginning and end?

I ’m the one who provides fasting people with the rest they need and give them time 

for praying, so enough of your lies, or I will make you a sample for those who tries to 

fight with me, I’m the one who hides all the troubles you causes. Stop it because you 

have a lot of scandals.

Day: I swear by the one who provided me with the reasons to be beautiful, and gave 

me the courage to be fluent, that I am going to erase the dark lines in the world, and 

prove, in the present o f witnesses, that I have always been honest and true, Hpw could 

the night claim having values while I were talking about God’s gifts in me? Night is
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the one who rejected God s gifts and it is me who revealed its mischief. Day time is 

when God starts giving people their daily income and it is in my time that people do 

their starts. How do you dare to compare heights with plains, if  you think that you’re 

first, that’s normal for servants to precede their masters. Can you tell me what is your 

role in the day o f ‘Arafa, or on both feasts? Do you claim that you are better than me 

because of one time of praying? Stop being overconfident, which of us is more 

beautiful? I ’m white and bright and you’re black and dull. I hear promises from you 

but I don’t see action, wake up or I’ll cut you into pieces. It is not true that you can go 

away with it every time.

N arrator: Stop it you two fool; each o f you is still mislead since the beginnings of 

this world. Each has proved to be better with fair evidences, no judge can say one of 

you is right or wrong; it’s God who created day and night and they are both part of 

God’s features. Right is truthful, right is truthful, right is truthful.
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APPENDIX 3

B. TheOriginal Arabic text of '.Mitnazara Bayna a!-Layl wa al-Nahar 
A Debate between Day and Night.
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A ppendix 4: The Results of the Study illu stra ted  by Figures

The charts are num bered according to the table's num bers in sequence. Please note that 

the questionnaire questions, tables and charts have the same num erical order.

Figure 1

Age Group

□  1.00
□  2.00 

□  3.00
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Figure 2

Level of Education

□  Higher
□  Intermediate
□  Primary
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Figure 3

G e n d e r

01 Male 
□  Fem ale
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Figure 4

Convenience of Seat Position

□  No
□  Yes
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Figure 5

Seat Position Influence

□  No
□  Yes
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Figure 6

The Reasons for the Influence of the Seat Position



Figure 7

Influence of the Architecture
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Figure 8

The Reasons for the Influenced of the architecture

20 -

15-

10 -

The architecture There is a live 
Helped me to Relation 

Establish 
Meaning s

1--------------------- T
Affected by The architectures Successful 

Architecture but Is the frame of? Play=Suitable 
Between Meaning does The authors 

Architecture and Not suit the Work
Performance performance

Architeucture+professional 
Actors educated audience.
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Figure 9

Influence of Colours

□  No
□  Yes
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Figure 10

Harmony of Colours with the Subject of the Performance

□  No
□  Yes
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Figure 11

Harmony of the Lighting with the Subject of the performance

□  No
□  Yes



Figure 12

Harmony between Musical Effects and the Subject of the Performance

□  No
□  Yes
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Figure 13

Arrival Time

□  No
□  Yes
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Figure 14

Effect of Early Arrival at the Performance

□  No
□  Yes

449



Figure 16

G eneral Audience Response

□  No
□  Yes
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Figure 17

Specification of A udience's Com m on Response

A common 
audience toward

□  the negative 
prestigious 
behavior 
The forced

P I marriage in the 
®  play happpening in 

the society 
There w as a 

P I common negative 
u  response but I can 

not rem ember 
There w as a 

_  positive common 
m response but I 

can't remember 
There w as a 
common

□  enthusiastic 
positive response 
To the show
Positive response 

_  of audience when  
m the truth was 

revealed
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Figure 18

Them es th a t were not Well Addressed



Figure 19

Specification of the themes that w ere not W ell Addressed

The them e of drug 
addiction in 
Kuwaiti society
Psychological 
history of the 
character was not 
well presented
Conflict between 
social class was 
not well presented 
verball
Nothing in 
particular
The issue of 
Kuwaiti civil law  
was presented 
vaguely 

I Unanswered
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Figure 20

General feeling about the performance

O  Sad
□  Happy
□  Bored
_  Nothing in 

particular
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Figure 21

Involvem ent in a C erta in  Scene

□  No
□  Yes

456



Figure 22

T he Occasion on which the Spectator Felt Totally Involved

□

□

□

□
□

There was a 
moment that 
involved but I can 
not rem ember 
Totally involved 
was that when  
actors discuss a 
social issue 
I felt involved in a 
romantic scenes 
I felt totally 
involved and a 
certain scene but 
not mention 
Totally involved in 
the comic scenes  
and forgot other 
audience.
Totally involved 
when lies w ere  
recovered for 
similar situ.
I felt totally 
involved in a tragic 
scenes 
Unanswered
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Figure 23

A certain Scene which Awakened a Certain Memory

a  n o
□  Ves
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Figure 24

Specification of the Memory



Figure 25

The Images that Lingered in the Spectators Mind Even after the Performance
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Figure 26

A Scene that took on Further Meaning after the Performance
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Figure 27

These Accompanying the Spectator

□  Friends
□  Family
□  Colloaguos 
■  Nobody
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Figure 28

The Influence of Different Companions on the Aesthetic Experience

■  No
□  Ves
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Figure 29

Reasons the Spectator might be Affected by the Views of Companions

affected by company had 
sharing my different views 

company's idea

my companions group affects 
are individual's

professional view

I
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Figure 30

How the respondent first Heard about the Performance

Q  Media
□  l-'rionds
□  Work 
■  Other
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Figure 31

The Most Important Element of the Performance

B Acting
□  Docor
□  Music 
■  Lighting
□  Text
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Figure 32

The Relationship between the Theatrical Elements
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Figure 33

The Relationship between the Audience, the Performance, and the Text

a n o
□  Yos
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Figure 34

Reasons for the Relationship between the Audience, the Perform ance, 
and  the Text

basic subject of the literature provided the the live modern 
performance aspect of the romantic side of translation of 

performance the classic text
performance
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Figure 35

The Pace of (he Performance

□  No
□  Yos
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Figure 36

The MainTheme of the Performance?

Dominalion of the 
materialism of tho 
modern Kuwaiti 
society
Tho corruption of 
the modern 
Kuwaiti society
The everlasting 
struggle betwoon 
evil and good 
The different 
faces of tho truth 
the social 
problems of tho 
modern Kuwaiti 
society
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Figure 37

The Innovations of the Production

□  No
□  Yes
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Figure 38

The Degree of Reality of the Events on the Stage

□  No
□  Maybo
□  Yos
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