Chapter One

INTRODUCTION

Unlike other texts, theatrical texts have not enjoyed greartaisitin translation
studies. The translation of dramatic texts can be consid@radea of research
neglected by most researchers due to the matters involtied franslation of this
genre, such as the sign systems, performability and abiiak body language, stage
directions, pitches, and dialect among other things.

Most of the difficulties that lie in the rendition of gléexts revolve around the
issues raised above as well as religious or cultural aspettte text that might need
further explaining when the dialogue does not allow so. It isalrtacknow that not
everything is as acceptable in a target text as itinvdee source text. Similarly, not
every sign in the source text or even in the performance ettpgagsme sign in the
target one. One of the major challenges that erupts isathgdtion of rhythms, for
instance, because finding an equivalence while keeping the rhasyegt is almost
impossible. A competent translator, as a result, should apgisiale making and
change a sign into an acceptable and comprehensible one angdieteéxt with regard
to cultural boundaries. Because of that, coming up with proper égides and
deciding on a specific methodology of translating these textbeanproblematic
issue. The translator hesitates between either deletingafaime cultural or religious
references or terms in the source text or severely madiffiose terms to avoid any
unintended offensive equivalence in the target culture. Thusaway load is put on
the translators' shoulders to render the message intendediigihal language to a
foreign audience, leaving the same impact yet with faithfalt@ghe target language.
Translators have to approach literary texts tactfulljnas tmission is complex and
bears risks. Language is the greatest representative mtiba's culture. Therefore,
the issue of culture must be taken into consideration and appaaarefully by the
translators.

As a student of literature and a translator, the dramalitHaes always been
an area of interest of mine, and so | have decidedrtibine translation with
literature in this research, to further investigate tle¢hmdologies of translating
theater and other forms of literary arts. The motivatiothisfthesis, therefore, is to
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focus on approaches in translations of plays especially withralibr political
references. The thesis also seeks to identify the obsttmt translators most likely
encounter when rendering dramatic texts from one languagettteanit also aims at
representing attempted theories to translate such teatden to overcome those
obstacles and to see whether the translation would turn oat biefree with respect

to gender, linguistic factors, and the period in which thg pias produced.

The texts chosen for the purpose of this study are two playsmiijt His
Highness Dr. Sheikh Sultan Bin Mohammad Al Qaskiglaku'sReturnand €5 <)
Nimrod | have choseHRlolaku’s Returrbecause the source was available and
translated into Arabic. However, the name of the transiatoot mentionedNimrod
is chosen because it is not officially translated. It is ehder the purpose of making
recommendations as to how it is translated. Both playsigten in Classical Arabic
and take place in a historical period of time. In the studyll compare between
each play and its translation from Arabic into English puttingind the points
previously mentioned and whether or not they would be suitable fEgfor

audiences.

1.1 Significance of the Research

The thesis highlights the translation of the genre of thaatktexts that are
meant to be acted on stage. The research focuses on Huolegies used in
translating theater and the problems that translators faae iehdering a play text.

Some methods in translating this type of text are further exanainé discussed.

The thesis is structured as follows:

Chapter One presents an introduction of the main points stuldy and gives
an overall description of the content of each chapter. Ital8mes the structure of

the thesis.

Chapter Two provides selective reviews of the translatiaiests background.

It reviews Nida's theory of formal and dynamic equivalenceyiiark's semantic and



communicative theory, Catford's shifts, Reiss's theoryxbttype, Lefevere's notion
of translating as rewriting, Jakobson's meaning equivalencearsdtability, Vinay
and Darbelnet's systematic translation theory, and Vemsskeposheory.

Chapter Three endeavors to define theater and introduces the gfetirama
in expansion. It sheds light on the factors of speakability arfdnmability and the
features involved in a work that is dramatized to be amtestage. The many
procedures that follow the dramatization of a work like sigitesyis, stage directions
and the semiotic level of the text are presented. The ahpte moves to discuss the
translation of theater and whether it is a possible or a @nmpbcedure. Problems
that translators encounter when attempting to translatextiittae text are discussed

along with the methodologies presented to solve these problems.

Chapter Four gives an overview of the history of theatdrarQulf in general
and in the United Arab Emirates in particular. The chagdter reviews the beginning

of theater specifically in the UAE and Sharjah.

Chapter Five offers a brief biography of His Highness Dr. Sh&iktan Bin
Mohammad Al Qasimi as he writes about his childhood and liferexmes in his
own autobiographySard Al That' His role and many contributions in the rise of
theater and education in the Sharjah Emirate are reviévedchapter also lists the
Honorary Degrees and many positions he gained. His achieveamehigorks are

also mentioned.

Chapter Six presents the theater of His Highness Dr. SheitdmSih
Mohammad Al Qasimi. Samples from two plays written by Highness Dr. Al
Qasimi are assessed. The first gtiglaku's Returns discussed in detail with regard
to stage directions and semantic level. Extracts fromeabersl playNimrodare
presented with their suggested translations and assessmesit as a short preview

of each play.

Finally, Chapter Seven concludes the thesis, stating tmstatad Arabic texts
have their own culture, and the translation should succeedgerpe the cultural or
religious aspects of the source text. The chapter alsotsstvisiresearch hypothesis
and discussions, summarizing the main findings and suggestedmeoolations.

Because the thesis mainly discusses play texts, the ®ouasrendering the

text with regard to everything that is stage-related.thhsis also shows that
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translation of such texts is not primarily practiced. Thesis, therefore, considers
possible renditions and strategies that are preferred in tortkrkle theatrical texts

and motivates further translational studies in this field.



Chapter Two

LITERATURE RIVIEW

This chapter gives an overview of the translation studies eddyyttheorists
as it presents strategies and approaches towards transl&gochdpter then moves
to theorists who contributed in the enrichment of translatidiess such as Nida,

Newmark, Catford, Reiss, Lefevere, Vinay and DarbeMetmeer and Jakobson.

2.1 Nida and His Theory of Formal and Dynamic Equivalence

Eugene Nida's practical work in the translation of the Bibiee the 1940s
was what paved the way for his outstanding theories in &tmsistudies (Munday,
2008, p. 38). According to Nida, meaning can be divided into geetons:

» Linguistic meaning (borrowing elements of Chomsky's model).
» Referential meaning, which is the denotative dictionary meaaimdy

» Emotive meaning or connotative meaning. (Munday, 2008, p. 39).

Nida breaks equivalences (or correspondences) down to two major ones

» Formal equivalence: only focuses on the message itselffachis is that of
the form and content.

» Dynamic equivalence: in which the message of the targgtitege should
have the same effect in that of the original (Munday, 20082)p.

For Nida (2004, p. 154), there are three basic factors thetediee difference in
translation:

1- The nature of the message

2- The purpose(s) of the author and the translator, and

3- The type of audience.

Nida strongly believes that there is an interrelation betwform and content

(or meaning and manner). Yet the meaning must always be thiégypoicer the style.
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His focus is on the dynamic equivalence believing thattitdsmost accurate method
in translating from one language to another since the meaning es\@esind the
message is the same in that intended in the source text torikal equivalence
which is basically literal translation.

In Nida's opinion, the translator has the absolute freedom te mador
adjustments in the target text (TT) to insure that theigafibns or messages have
reached the receptor. Thus, the translation should conveyheotipitit and manner
of the source text (ST).

Nida also stresses that translators translate for vatigids of audiences,
ranging from children to adults, specialists to even avepagple. Because of that,
the “decoding” of the text should differ accordingly. Translatareée to know their
audience in order to decipher the text into a suitable content.

In terms of cultural renditions, Nida (2004, pp. 157-159) arguedt ilsatasier
to translate the linguistic differences than the cultural doeghe differences
between cultures cause more complications for translatbeslit€ral translation of a
cultural aspect in the ST will inevitably be misunderstbpa target audience of
another culture. Yet the tone and meaning must be both preserved.

The nature of the text surely determines the way in whichdhktds
approached. For example, the most complicated of them alltiyp®eanslation of
poetry causes many problems than the other text types.artstatior has to regard
poetic factors like rhythm, assonance, meter etc. Detbteext type, the translator
has to put the receptor's response in mind.

Although Nida admits that it is not easy to produce a completeahat
translation yet, he stresses that the translator shoelfidse@roduce something
somewhat equivalent in the receiver's language.

As a proponent of dynamic equivalence, Nida (2004, pp. 161-166) makes
comparisons between this approach and the formal one. Heesttieasthere has
been a great tendency during the past fifty years to apphjytiemic equivalence in
translations. In his defense of the dynamic equivalence, kelsadt is an approach
where the receptor or bilingual person would say, “This is jusivhyewe would say
it.” Hence it is basically “the closest natural equivakerthe source-language
message.” And by “natural” he means that the TT must sjporel to the receiver's
language and culture, the context of the message, and the @udli¢he target

language. This natural translation must involve two princiglesnmar and lexicon.

6



In this approach, the translator can freely adjust the mamor the word order, i.e.,
verbs in place of nouns or nouns for pronouns. On the contrary, thal form
equivalence means that a translator should be adherent tufial tai the ST. This
would result in a flat or absurd, meaningless TT that conmpleterders the beauty
of the original. Formal equivalence is source-oriented; it presanost of the form
and content of the ST. For that, Nida says:
A consistent formal equivalence translation will obviously comaich that
is not readily intelligible to the average reader. Onstrtherefore usually
supplement such translations with marginal notes, not only to exguaie of
the formal features which could not be adequately represdntedlso to
make intelligible some of the formal equivalents employedstich
expressions may have significance only in terms of the sdanguage or
culture (2004, p. 162).

2.2 Newmark: Semantic and Communicative Translation

Peter Newmark has developed a theory which somewnhat ressethéat of
Nida. He suggests a correlative approach to translatiohichwwo methods are
used.

1- Semantic translation: this theory aims at the rendition oéxlaet meaning of
the ST where the content and language are both acceptableadligibie by
the receiver. In this type of translation, the TT is faithd the original and is
written to parallel the author's linguistic level. Inmst frequently used in
expressive texts. This approach, however, tends to over-tenasidiproduces
neologisms.

2- Communicative translation: in this translation, the TT iigten in the
receiver's linguistic level. It is mostly used in infative texts. It aims at

producing the same message,; it is simple and concise.

Newmark, however, comments that these two methods ofatamskshould
correlate and be applied together depending on the text in haRdr(gj 2010,
pp. 28-31).



The only criticism of Newmark's strategy is that his languafgevaluation
still has ‘pre-linguistic era’ translation studies, iteanslations are ‘smooth’ or
‘awkward’ while translation itself is an ‘art’ (if semacitior a ‘craft’ (if
communicative) (Munday, 2008, p. 46).

2.3 Catford and Translation Shifts

Catford distinguishes between formal correspondent and textuabéui
He defines a formal correspondent as any target languagematédg unit, class,
element of structure, etc. As for the textual equivaléig,any target language text
which is observed on a particular occasion to be the equivalargiven source
language text.

He identifies two types of shifts:

a) A level shift: this is expressed by grammar in one langaagdexis in
another.
b) Category shifts, these are divided into:

1- Structural shifts: these are the most common shifts. Thisrisulated by
the subject pronoun + verb + direct object structures.

2- Class shifts: these shift from one part of speecméther.

3- Unit shifts or rank shifts: this type of shift is when a ttatisn equivalent
in the target language is at a different rank to the sdancgiage. The
term ‘rank’ means the linguistic units of sentence, clags®ip, and word.

4- Intra-system shifts: shifts that occur when the source largaiag target

language have corresponding systems.

The pitfall of this approach is that all his examples agalided and
decontextualized. Further, he does not consider the whole talzbwee the level of
the sentence (Munday, 2008, pp. 60-61).



2.4 Katharina Reiss and the Text Type Theory

The focus of Katharina Reiss is directed to equivalencenthéricase, the

equivalence of the text itself and not of the word (Munday, 20.082).

She believes that translation is always subjected to intenahthanges and

stresses the necessity of figuring out a translation tgyd@004, pp. 169-171).

Reiss sees that authors themselves determine the tygd tiey are going to

produce before actual production begins. She proposes four typatsof te

1-

2-

The communication of content: informative text, which includésremce
work, reports, lectures, speeches, etc.

The communication of artistically organized content: expresgpe tike a
play, a poem, or a biography.

The communication of content with a persuasive character:togetge
such as advertisements or sermons.

Multi-medial text type; which is an additional type that inclugestures,

music, facial expressions, slides, and onstage scenery.

Reiss also affirms that written texts present a one-agaymunication; i.e., that

non-linguistic elements are verbalized, like gestures, spiegueech, intonation,

facial expressions, etc. Therein lies the difficulty in &xalysis due to the lack of

equivalent verbalizations, and the absence of feedback or conatiomibetween the

addresser and addressee which results in the misinterpmetéta text. She also adds,

“language is a temporal phenomenon and thus subject to the conditions.df
(2004, p. 170).

Reiss gives three methods when approaching a text analysis:

1-

2-

3-

The establishment of ‘text-type’ which we mentioned eattietecide on the
translation that matches.

The establishment of ‘text variety’ which aims at thessification of each text
according to certain structured sociocultural patterns mihconication. This
concept, however, is still controversial on the linguistielelt is not

confined to one language or culture.

Analysis of style. It revolves around the selection of lisgjaisigns and the

possibility of combination supplied by the language system.



Finally, Reiss stresses the importance of translation acgptaisense and
meaning to maintain the unchangeable features of a content (2A04). This

means that any implications in the ST should be made explitieimT.

2.5 Lefevre: Translation as Rewriting

André Lefevere (and Bassnett) go beyond language to study trectiter
between culture and translation. His focus is on theetidture holds on translation
and the way it governs the rendition. He also sheds lighldemiagies used in the
process of translation and the cultural move involved. Therdiergkes into
consideration factors like manipulation, power, ideology, andurisin. To him,
power positions are ‘rewriting’ literature. This very concdpteavriting is what is
considered ideological (Munday, 2008, pp. 125-126).

Lefevere (2004, pp. 241-254) explains that ‘refractions’ are éakbatause
they involve a rendition of a literary work from one cultureriotaer while
preserving the same effect of the original. The intentioa seinfluencing the target
audience the same way it influences the original audienceeTké&actions are to be
found in criticism, commentaries, historiography, anthologieyspknd teaching. By
all means they are influential but unfortunately not givext thuch attention or study,
probably due to their unfaithfulness to the original.

He also reveals that the literary system has wHatasvn as poetics (code
behavior). Poetics mainly consist of two components: a functammponent (how
literature functions in society) and an inventory component (sysngehre,
characters, and prototypical situations). He considerstlitera system in the culture
of society. However, a system approach never influencewvthetien of a literary
system. And the goal of a system approach to literaryestuslimaking literary texts
accessible to the reader.

Lefevere describes the literary system as being ctedrbiy:

1- Professionals within the literary system, such as sritieviewers, teachers,
and translators.

2- Patronage outside the literary system, manifested in therpdiat control
literature along with its reading, writing and rewriting.

These patrons are:
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» individuals who are powerful and influential, such as Elizabeth |
Shakespearean England.

» agroup like publishers, political parties or the media.

» institutions responsible for distributions of: academic journals;athnal

establishments, etc.

Lefevere mentions the three elements of patronage:

» Ideological component: in this element, Lefevere insists teatiogy is not
constricted to the political.

» Economic component: this involves the payments of the writerseavriters.

» Status component: this results from the economic component where the

beneficiary should meet the patron's expectations.

Lefevere then divides patronage into differentiated, ireauahor might
achieve the economic component but fail to receive the statysooemt that he
seeks. In opposition to that is an undifferentiated patron Wieethree components
are present.

Dominant poetics, thus, are composed of two components accordingt@tesf

a) Literary devices: which contain a range of genres, prototypieaacters and
situations, and symbols.

b) The concept of the role of literature: the relation efréiture to the social

system.

Finally, Lefevere insists that the ideology of the translet¢éne most crucial

concept to be regarded in literature and translation (Munday, pP0&26-127).

2.6 Jakobson: Meaning, Equivalence, and Translatability

Roman Jakobson introduces three kinds of translation:

1- Intralingual translation (rewording): interpretation of verbghs by other

signs of the same language.
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2- Interlingual translation (translation proper): interpretatiomesbal signs by

other languages.

3- Intersemiotic translation (transmutation): interpretation ob&ksigns by

nonverbal sign systems (2004, pp. 137-138).

Jakobson claims that we can comprehend what is meant biag eeord or
entity without actually seeing this entity in our realifyp. explain this thought, he
gives an example of the words ‘ambrosia’ and ‘nectar.” We rstatted both of these
words and in which context they are applied but we did not seeitheeal life. He
argues that synonymy can be an alternative; however, hendbesnsider it an
equivalence. For example, the closest equivalent of the Wwadhélor’ is an
‘unmarried man,’ but if we put it into context, we find tHatyery celibate is a
bachelor, but not every bachelor is a celibate.” Howee#ery bachelor is an
unmarried man, and every unmarried man is a bachelor.” Héare, is no full
equivalence between code-units.

Regarding some languages, Jakobson (2004, pp. 140-142) points out that there
might be an absence found in grammatical categories. IR@dian, for instance, it
is practically impossible to remain faithful to the ST hessadual (or plural) forms
are translated by using numerals: ‘two brothers.’” So thétnesuld be ‘She has two
brothers’ or ‘She has more than two brothers.’

Similarly, a sentence like ‘I hired a worker’ might causafasion and
supplementary information should be added to clarify if the workesra male or a
female, and if the action was complete. Also, in Rustsianmasculine cannot
designate a female and vice versa. In Slavic and soreelatiguages, ‘day’ is
masculine while ‘night’ is feminine. In a situation likeghespecially in poetry, the
whole meaning and symbolism would differ and lose their fladvoot translated
according to what suits the target language. Most sufficlerhatives can be loan-
words, semantic shifts or neologisms.

Jakobson (Munday, 2008, p. 37) believes that there is a stratigmdbetween
the signifier and the signified (the spoken/written sigmal the concept) and that
together they form the linguistic sign. He describes iimigull translation as,
“substituting messages in one language not for separate coddsuinior entire

messages in some other language.”
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2.7 Vinay and Darbelnet: Systematic Translation

Jean-Paul Vinay and Jean Darbelnet (Munday, 2008, p. 56) use ctivepara
stylistic analysis between English and French for their in@tadually, this model
became applicable on most languages, not only English-Fremslatians.

Together, they represented two fundamental strategies fstat@n: direct
and oblique translation, where the latter is considered tioeblast resort in a
translating process. They also claim that translators reigrience gaps in a target
language. These gaps must be filled with corresponding etertteensure that the
final outcome matches that of the original. If, howevers¢hmethodologies are found
to be insufficient, then the translator should resort to the mamplex method;
oblique translation.

Vinay and Darbelnet subdivided the direct translation into:

1- Borrowing: this is the simplest method of them all. It balkly states that
translators may use foreign terms in order to preservehtdrencand
sparkle of the ST. They even claim that well-chosen oldboang is still
being used and considered part of the target language. Foplexam
French words likerendez-vousinddéja vuare considered to be English.

2- Calque (loan-words): it is a kind of borrowing where a languag®Wwsr
expression forms of another language. Just as borrowing, sometisema
changes might occur in this type of procedure.

3- Literal translation: it is the word-for-word translation, ahid the direct
rendition with regard of idiomatic expressions and grammés thte most
appropriate and unique solution that is complete in itself. Yetytpesof
translation is commonly used when the languages of the STland T

somewhat share the same family and culture.

If, however, these three procedures are applied and theisesnlt
unacceptable translation, then the translator should opt for oltaqnatation.
Unacceptable translations mean that the TT:

» Gives another meaning
* Has no meaning

» |s structurally impossible
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Does not have corresponding expressions in the target language,

Has a corresponding expression but not within the same register.

Therefore, oblique translation presents four procedures:

1-

Transposition: replacing one word class with another without integfer the
meaning of the message. There are two types of transposibiagatory and
optional.

Modulation: is a variation in the form of the message obtaiyeal change in
the point of view. This change can be justified when a wotde TT turns
out to be unsuitable or awkward. Similar to transposition, theréree and
optional modulations.

Equivalence: where the same situation is translated by usfagedt stylistic
and structural methods. Most of the equivalences are fixecepedtions of
idioms, clichés, and proverbs.

Adaptation: is applied in texts where the situations irSthere unknown in
the target culture; therefore this type of “situational egjeince” is used
(2004, pp. 128-135).

According to Vinay and Darbelnet, these seven translatiocepures operate on

three levels: the lexicon, syntactic structure, and thesages(Munday, 2008, p. 58).

2.8 Vermeer and HisSkopos Theory

The skopos theory is part of translational action, since tt&rsia regarded

as collective translational actions based on a ST. Thislational action, regardless
of the form it takes, is conceived as an action. Themgckience, is a technical term
that has an ‘aim’ and a ‘purpose’ and that is what the wskogosstands for. In
addition, the action leads to a result, a new event, olgjesituation. Translational
action, therefore, leads to a target text traaslatum which is the resulting

translated text.

Vermeer further notes that specification of aim and ni®dé great

importance to the translator. He stresses the necessitg définition of the skopos
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and mode of realization if the translator of the text seeksi¢cessfully fulfill his
task. The translator, in Vermeer's point of view, isgkjert in a translational action,
and the finatranslatumis his responsibility. Because the translator is the expérs
field, his choices are to be respected, and he has to obtah more knowledge in
the field than others.

Usually, an author of a certain source text would not have knowlefdte
target text or culture. It is not his responsibility to putapposing culture in mind,;
rather, it is the job of the translator to put it in the feamfithe target culture as well as
the language. The ST is bound to a source culture and the Tigéngedrtoward the
target culture. Still, it is possible that ttranslatumhas the same function skopos
as its ST.

It is worth mentioning, however, that the process of translataxtain has an
opposing theory, which is the trans-coding. It is purely orientedrib¥he ST.
Regardless, there has to be an intertextual coherencedretiae ST and TT.
Sometimes, a skopos could imitate a ST syntax or structurkténaay translation,
this action, in Vermeer's view, is an excusable notion ondhdition that the
translator has to know the consequences of this action andahbeiemight leave on
the target culture and its audience.

Yet, some counterclaims of the skopos theory have arisen. Sgntlkeat not
all actions have aims and that most of literary textamndess. Some even said that
there are translations that have no goal (not goal-oriented).

In his defense, Vermeer answers that if an action ikeagnit should not be
regarded as an action in the first place. And that if argact of behavior does not
have a goal, a manner, a result, or an intention, thénitagdly it is not an action. He
then argues that the creation of literature has to hauepaseful action behind it,
claiming that a translation without a skopos should not be considéeranslation
whatsoever. Even pragmatic texts along with their transsimust be goal-oriented,
even if it was merely a news item; it just has to mde original, and that in itself is
a goal.

The skopos theory has multiple applications: it refers to

» The translation process and its goal,

e The translation result and the function of ttemslatum

» The translation mode and its intention (2004, pp. 227-232).
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The skopos theory gives the advantage of the same text toblatea in
various ways. This theory has two main rules:
» The coherence rule, which suggests that the translatedditsareceivers
must correlate.
» The fidelity rule, which states that coherence must ocetwden the TT and
the ST (Munday, 2008, p. 80).

Vermeer (2004, p. 238), then, gives an example of an epic vghdchery
long narrative form of poetry that revolves around heroic dedts.ekample is of
the epic of Homer'©dyssewhich was translated into a novel as it changed its genre
from an epic to a novel owing to a specific skopos.

The chapter has presented a selective review of the methaolegd by
celebrated theorists in the field of translation studie€hapter Three, the focus will
be on the definition of theater and its genres. It will atswsider the possible
methodologies in translating theatrical texts, exposing the chafiehgt translators
deal with in translating dramatic texts. Moreover, theptdrawill shed light on both
explicit and implicit intended message employed in the origendland whether or

not the translation succeeded in transforming these medsaitpesforeign audience.
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Chapter Three
PERFORMING ARTS AND TRANSLATION OF THEATRICAL TEXTS

This chapter provides a definition of theater, drama, tragadycomedy. It
also gives an overview of semiotic and sign systemsciipter specifically
considers the possible methodologies in translating theatxtaland exposes the
difficulties that translators encounter in translating gests and the way translation
should be perceived by the audience with relation to the religiaisyical, or

political connotations of the original text.

3.1 Theater

Ashoor (1983) stresses the importance of theater as a sock dntlieves
that theater is an art in itself that differs drasticalbm other genres of literature and
stands on its own. It is a piece of writing that cannot séenain purpose for which
it was made unless it is acted on a stage and breakidra the pages in which it
was once imprisoned. Other than that, it is merely anethitten piece that might not
seize the privilege of being shared with a live audiembés art would lose its so-
called existence if it were kept between these pades.alidience, in Ashoor's
opinion, is the key to success for theater where two-sidedati@n is necessary. A
novel or a poem is an activity that can be accomplished indilydbat a play needs
an audience to perceive it, not just an individual. If #k@ment is absent, there is not
a play to begin with. Additionally, it deals with human wityi in reality and could be
considered a minimized community; therefore, it complememtopauman society.
It mimics society and offers entertainment at the same, s well as provides a
place to reflect society’s negatives in an effort toknauit a solution or ridicule the
situation. Because of all that and more, theater has sto@inauny other literary
genres, and its value has increased since it was firstrkabthe time of the Greeks
and helped in the development of the nation's thought, civilizadnd culture.

Ashoor, then, considers history in order to uncover the beginnirtgsater in
the Arab world. He points out that some historic relics cditveleem to have been

theaters in places like Lebanon, Tunisia, Syria, and Alexahervia shown that
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theaterdid exist in Arab nations. But Ashoor asserts that these ruens made by
colonizers who built theaters as a mark of their own civibretvhile the people of
these areas never participated in the facilities. d@& eefuses to attribute today's
theaters in the Arab world for what is calldthyal al-dhil(shadow plays) caragoz
(clowns) not because he disdains these earlier attempts busbdha Arab
countries' recent major development in this field cannot bedl@ssuch humble
attempts. The real beginning of bringing theater to Araluculivas when people
engrossed in art, such as Maroon Al-Naggash, and traveledidioging back
some of their experiences from European and Italian theater.

On the other hand, Bassnett states thaVéitrusky believes that not all plays
were written to be performed, and that many plays weitéewiin the Medieval
period just to be read. He also differentiates betwieesatér and drama by regarding
the latter as the whole while a text is a part of the w988, p. 98).

Abdulwahab (2007, p. 9) reminds people that the original conceipeater
began in ancient Greece, where the meaning of theatétonse®’ or ‘to view.’ Since
then, many changes have occurred in theater, whethéh& construction design or
material used to accommodate the development of its enceimgasilture while the
basics remained the same. Thus it does not limit itséfifetanere construction as
some might claim; rather, it bears a grander meaning tHate all forms of art and
has a world of its own.

3.2 Drama

The word ‘drama’ is defined in thimerican Heritage Dictionar{p.423) as
‘a prose or verse composition performance by actors, play.’ Fisndefinition, the
words ‘performance’ and ‘play’ are used as equivalences ahafaneaning that
they both revolve around theater or acting, and that also shathéfirst seeds of
plays were merely dramatic texts rather than the katarches like comedy or
children's theater. The two terms might seem synonymous, btiéisis will
demonstrate that ‘drama’ is specific to a certain gehlieecature, while ‘theater’
bears a wider range of performable acts.

To begin with, the first element of a play is the texig not just any text; it

should be written specifically for the stage and to be perfdr@écourse, a
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playwright has the full responsibility of creating the perfegt to be acted, putting in
mind all the factors of performing on stage. Some scripts coulétdeed from a
novel or a well-known story; even in this case, the textdas taltered skillfully in a
dialogue suitable for the theater. Not everyone has the capaweitite a script
because sometimes an author of a novel cannot develop a pregeapsay. Thus, a
stage is a medium of communication and a vast space for itee twrexpress his
point of view and send out his intended message whether it isiegpimplicit.
Moreover, the dramatic structure of a play, typicallys aththe elements needed in a
literary work, like a beginning, middle, end, conflict, dialogtiearacters, moral of a
story, plot, climax, and sometimes even a narrator. Agbéalys take the place of
chapters in a novel, yet the presentation differs, and contraryvtitten work of
literature, it succeeds in capturing the full attentiothefrecipient with the live
motion of events.

Abdulwahab (2007, p. 2) explains a ‘performance text’ as a drateati
meant to be acted on stage along with its instructions alegestures and dialogue,
etc. The director has the absolute freedom to interfateiperformance or even with
the text according to his vision. The director is then knowne&tithor director’
because he directs his own play or vice versa. (My translation)

Bassnett (1998, pp. 94-98) explains that the term ‘translatiased to refer
to the process of rendering a written text into a perforenatd. This term might
cause confusion when using the actual meaning of translaticaoi@ this, the term
‘performability’ has been suggested; however, Bassnett syropgloses its use,
saying:

One aspect of that confusion has been the continued emphasgsratitim of

‘performability’ or ‘speakability’ which is often perceigeas a prerequisite for

a theater translation. | have great problems with ‘perfbiliba’ It seems to

me a term that has no credibility, because it is registeany form of

definition (Bassnett, 1998, p. 95).

In a relevant matter, performability is avoided by translatdrs insist on

being ‘faithful’ to the original text, because this perfohitity gives them absolute

freedom to translate however they see fit.

19



3.3 Tragedy

The ancient Greeks exposed people to the two poles of theaggdy and
comedy. Tragedy is imitation — or mimesis — of an actiohttiies place in real life.
It is believed to have been a religious ritual that evolveadtiter mediums of
entertainment through time. Imitation brings people to ‘catham@ term that,
according to thémerican Heritage Dictionarymeans the purification of the
emotions by vicarious experience. Drama consisted of threesuagiAristotle
elaborates in hiBoetics(1953, p. 70): first, there is the unity of action — the incislent
and events that make the literary work. Hence these eaenfwesented through
performing oractingon stage; and this action — like the story of the playf isel
should have a beginning, middle, and an end. Second, there istthefuime, where
he stresses making the action of the play take one period,sdrmild not exceed this
limit unless for a very short period of time. Critics haweelt on the meaning of this
theory, and some of them believe that what he consideteel the play should not
exceed 24 hours whether from sunrise to the second sunrise sunset to the
following sunset. Others analyzed it as special divisionsna tinits within the play.
However, it goes without saying that Aristotle's theoriesmbee the standardization

that the Romans applied in their theater.

Today's theater has elements that have replaced some otifeasby
Aristotle. They include elements like text, signs, plostgee, conflict, sound, time,
visual effects, characters, symbols, and the messagi¢halerywright wants to
convey.

In reference to that, the interlingual and intersemiotiipsoccupies the
widest range of the play itself. It plays the role of al@@r, since it is the only
interaction between characters — or actors — and the aadiEmere is what Poyatos
(2008, pp. 153-165) referred to as the ten interrelationships thehgical
experience: relationships with spectator-play, spectator-dearapectator-
performer, spectator-spectator, spectator-environment, agsvislbse related to the
performers on stage: performer-play, performer-chargueiormer-spectator,
performer-performer, and performer-environment. They aenaNined. The very
dialogue previously mentioned is the center of the play witlyéséures

complementing and extending it; therefore, it has to be aswvay as possible from
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being oratorical but rather realistic and smooth with appropioate of voice as a
normal dialogue that would be seen in real life yet with modwiaind a message
involved. A dialogue in a play, although very imitative of igal still has to have its
unique theatrical measure. It has numerous functions that sekeegdhe audience's
focus on the play. The text chosen by the playwright expressebdhacters'
dimensions. It uncovers their emotions, psychology, material atadeethics. The
spoken script of each character has to match its backgrodnehaironment.
Complex texts with varnished wording usually fail to keep tidience interested in
the flow of the events. It is all up to the actors if thesre professional and quick-
witted to resort to improvisation at times when theyisseneeded.

There are also characters talking with each otherngtkieach other,
characters whispering something that the other party needsteattio, and this has
to be believable to the perceiver with noting that the whisges audible. Another
interesting type of dialogue, called the soliloquy, is thetbaeShakespeare was
known for in most of his plays. A soliloquy is when a characteplsi thinks aloud

so that he gets the audience involved.

3.4 Comedy

According to Abdulwahab (2007), comedy is the other genre of sfaggst
in this one, laughter is its core. From the earliest daylseater, comedic acts were
made through deprecation of the opposite character on stagedantrating only on
the negative side and highlighting the physical or overall @gfogi. Unfortunately, it
cannot be denied that this concept in comedy has not changed mzekhgn. In
some cases, comedy is created by unfortunate events, unexpgentadences,
repetition of a word or a line, or speech problems like a stutteng other things.
However it never reaches the high level of elegancerdmgddy does. And in the
Shakespearean period, the only major difference between alg@ameé a tragedy is
the ending. A happy ending is usually a comedy while the sad endheysgn of a
tragedy that usually ends with the hero or heroine's death.

There are different types of comedy such as romantic cornenhedy of
manners, comedy of ideas, and social comedy, just to name &aHere is also the

farce, which is pretty much the lowest step on the comaddaer; its storyline is
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meaningless as it focuses on the laughter itself withoirigyany importance to the

essence — thereby making slapstick.

3.5 Semiotics and Sign Systems

Apart from the written text that needs to be memorizpoken, and executed
perfectly according to the director's instructions, therésis @ number of nonspoken
sign systems that should be presented throughout the play and detippherctors,
and this category in a play could be listed under the vistedtefolumn since most of
the pro-nonspoken language perceive it as a visual art thattodaelsoticed and
appreciated, because a single pause might carry many pasgbéations more
important than spoken words. For instance, a gesture might mudpgdlin one
culture while offensive in another, such as pointing a fingsomeone as if telling
him to “come here” whereas in Arab cultures it is a disrespl gesture. The
translator has to know the targeted audience and culturéyahdt, he makes the
right decision making the necessary censorship, biases, taltareeligious aspects,
semiotics, and pragmatics, etc.

Expression on stage has been broken down into five categoriasaaan (as
cited in Bassnett 1998, p. 99): ‘the spoken text is but otteesg, there are bodily
expressions, actor's external appearance, the surrounding pldoedyndonspoken
sounds.” This simple categorization is the basic standardstbansidered to be the
guidelines for all performances.

Saussure (as cited in Abdulwahab 2007, p. 101) explains thgt has two
unbreakable units: the signified and the signifier. Bothratezrielated processes that
leave an impact on the observer — or listener — after lo@itisgmething that might
revive a certain memory or past experience.

However, there are other signs to be acknowledged, such esvinenment
of the stage. The surrounding decorations on the stage should loecounand serve
the story by bringing it out to meet with the expectations ofabeiver. Not only
does this artificial milieu make the audience absorb the contdnthe semiotics
provided by these decorations but it also aids the actorsustemj to the atmosphere

that is supposed to be portrayed in the play and helps thethdiyert.
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Sounds, in general, and music, in particular, play a very ir@popart within
the flow of a play. Typically, a play is opened with music wWhgused to declare the
beginning of the play to draw the attention of the audiendfelsame vein,
background music could either be joyful to uplift the spirit ofréeeiver showing
him that it is a comedy, or gloomy and dark to emphasizegheusness of the play
if it is a tragedy or an epic. Echo is also used to signifertain melodramatic
situation. Nonmusical sounds, like the sound of thunder, raindrops, ingavind
all have iconic symbolism in them and were mostly used ikedpeeare's plays
whenever a disastrous, negative event is happening. Thestharesounds, such as a
horse's snicker, steps, a heartbeat, a clock's tickinaf, @hich have similar
implications. Additionally, the actors' wardrobe presentsatgmagery to the
observer, for clothes help to reflect the characterlasss, or the period in which he
lived. Also, lighting is used to focus on a character byuage of spotlights or to
give the scene a sense of gloominess by dimming the lightsumimy different
colors in lighting like red to signify danger, anger or evil

To conclude the explanation of semiotics and symbols, thedeasnon of
them all is a sign that contradicts its basic categothi@Epoken text: this opposite
category is silence. Silence in theater is used to shoase of miscommunication or
loss of words. It is a case when words should not be usedaaidadilence is the only
option or resolution. All these factors function as mediatindges between both the
play with all its cast and the spectator.

Yet the dilemma lies in translating these signs anda@mitterances which
were originally a ‘gestic text’ as Bassnett calls ibt Mverything is as acceptable in a
target language as it was in the original. And not everyisighe source text — or in
this case a performance — matches the same sign ingeé dae. So a perceptive
translator have to be resolute to completely change argmgmhat is comprehensible
in the target language bearing in mind the cultural acceptand familiarity of a
sign.

When translating a play, Poyatos (2008, p.112) argues that otigitshave
their own precise functions in which certain signs are iedert

By providing a live multisensory translation — recreatiotheforiginal

playwright's text, including both dialogues and stage directionshwifiic

mediated by a linguistic translation, offers us in fact a dowbieslation

through which some verbal and explicit or implicit nonverbal spetahents,
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as conceived in the playwright's mind (and even displaydtéogriginal cast)
are unavoidably lost because of the different cultures atezatbf the

process.

3.6 Translating for Theater

Is translation possible? Is there a source text that is siijpedo translate?
Such questions have been asked over the years of practiceditvanklaas also
been said that no matter what, language loss is inevitaiddet would never parallel
the original. To answer this, it can be said that methodolegigswhile theories
have and still are pouring in. If a word or even a whole gatseript is somewhat
difficult to translate to the target language, other @ptasolutions can (and are)
offered; among them are transposition, manipulation, and alldsipending on the
tactful translator who is involved in the process. Perhapbitjgest obstacle in
translating a play, however, is the accompanying gestunedingaistic sounds,
signs, and all of the subcategories mentioned earlient&a#y a solution can be
adopted and a decision has to be made with regard to the suatureth ends.

Vermeer (2004, pp. 233-234) explains that a text-producer, and resyltaatly
translator is not thinking of a particular addressee when helgiwriting process.
The addressees, however, vary in terms of intelligenceduwhton, and this has to
be regarded by the translator, an action that might be pextbunconsciously by the
translator. He also notes that it is not an obligation ofrtmslator to adapt to the
customs and usage of the target culture.

Schleiermacher (2004, pp. 48-55) proposes two ways for the tartslat
bring together the two most important poles of the text baislating: his writer and
his reader. These two methods are: either the transtaieed the author in peace and
moves the reader towards him, or vice versa. But the pro€essmbining the two
results in unreliable consequences. In the first methodrahslator is trying to make
up for the reader's inability to understand the ST. This caulachieved by using
“imitation”. As a result, he is working hard to give the saafiect that is felt in the
original text to the reader in the TT, preserving the sampact. Yet the second
method requires projecting the author not as himself.

Schleiermacher, then, discusses the difficulties that &tmslencounter in the

rendition process. Mostly, the genres of texts that exhibit @naditic issues are
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literary ones, as in poetry and artistic prose since theyfeatdres like rhythm, tone
and alteration. These features are expressive and obtatimitlos meaning a writer
or a poet wants to give his readers. The heavy weiglenaliering these terms along
with their tone and stylistic features lies on the transtashoulders while abiding by
the rules of fidelity, dialect, and grammar. He suggiststranslation will appear
more natural and also give the intended pleasure it wasaltigivritten for if the
translator succeeds in fully comprehending the original text aveltha basic
knowledge to render it, and specific flexibility is grantedto native tongue.

Even-Zohar (2004, pp. 199-200) argues that there are two waysdh whi
translated texts correlate: the way their STs areteelday the target literature, and
the way they adopt certain policies, norms and behaviors. Bl@ales that translated
literature, as its original copy, could possess a repertoite @ivn. Moreover, the
leading writers can, in fact, produce the most apprectededlations. However, there
is no actual clear-cut distinction between the original eantstated writing. The
difference between the two, if found, is but a thin line haibt at all disagreeable.

In his book,Translating Literature: Practice and Theory in a Comparative
Literature ContextLefevere (1992) gives a historical overview of the maason
behind using translation in language teaching in the Europeantiedataystem. He
explains that the dominance of this practice has aided immgethinking in Europe
and the Americas. Back then, translation was either mageaaght’ or ‘faithful’
because institutions like the church and the educational systestedhthat the
translated books were ‘rightfully’ translated with respedhtooriginal. Because of
that, most theories and possible ways of translation wereated|

Later, translation thinking shifted toward linguistics iastef literary texts.
Hence, the main concept that governed the linguistic-baseslatian was
equivalence which focused on the word as a unit of translatetrth¥ problematic
issue of equivalence was that it was considered vague,aargiatiors were not able to
agree on a kind or degree of the equivalence in ordee#&teca real one.

Lefevere sees that there are three levels on which preldese: ideology,
poetics, and universe of discourse. He even urges trandtatorent strategies to
deal with problems regarding these levels. If, for instatieze is a clash between the
ST and the TT with the ideology of the target culture,réepeapproach is to either
delete the whole obscene or offending passage, or to make sedifieations

because it is relatively hard to change a certain geroairdther culture or literature.
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On the level of the universe of discourse, translators agtange the features
of the target culture's universe of discourse or recrbatauthor's universe of
discourse in a preface, footnotes or both. Also, at this, leegislators may come
across certain concepts, customs or even rituals that aehappible to the ST
readers but are not so to the TT readers. For that,atarssheed to make decisions
repeatedly until they fill the gap between the source amyt cultures. However,
Lefevere considers that translatable texts do not necgssesdn that such texts are
worth translating. He adds that readers who are unable toaterhetween the ST
and the TT are at the mercy of the translator who mightesevere alterations to a
translated text.

Toury (2004, p. 205) introduces the term “translatorship” which dasica
urges the translation to be able to ‘play a social rolé actually fulfill a function by
a community. He says that translation activities should &e ag having a cultural
significance.

Nida (2001, p. 10) suggests that when it comes to programsgufdge
learning, some experience in translating should be introduaet/anced levels. He
also points out that, “Linguists analyze texts, but trandatarst understand it.” It is
the linguist’s task to do the analysis of a text from theidat whereas the translator
should view the text from the inside. The foreign words are, thr@ken down into
concepts which become the basis for the translation while piregéie meaning into
the TT.

However, Nida (2001, p. 78) says that every language isuvitbhsemantic
features like rhyme, repetition of words or phrases, purposetetiah, irony and
sarcasm, indirection, euphemism, and more. All of whichterpossible obstacles for
translators who should find the right equivalences in the TT.

All in all, Nida (2001, p. 107) admits to the lack of a fudlgceptable
translation theory because translation is ‘a very complex phenométany
scholars have approached problems of translating from the viewpbimmguistic
differences between ST and TT. During the process of trarsl#te translator has to
regard numerous factors such as, linguistics, sociolingyisticéology, psychology,
culture, communication theory, literary criticism, aesttgtand sociosemiotics.

Bassnett (1985) argues that there is a severe negligetreagfting this
genre of literature, that is, plays. She states tleatin difficulties lie in the nature

of the text itself: the paradox for the translator who is basigd to treat the written
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text (with signs) as a literary one because the two textddn and spoken) are
inseparable. Problems also occur when translating rhythms or @oddlat the text
is full of a complex amount of sign systems and paralinigueéments that need to
be translated as well. She states that the main hindifaaicleas distanced theorists
from theater studies is the emphasis on the text itselfeblgehe sign system is
excluded. This has led to an imbalance due to giving teityrio the text. An
example of this situation is Shakespeare's plays whetreated as literary texts and
the concept of fidelity has to prevail in such plays. Haintis that this fidelity to the
playtexts of Shakespeare has restrained directors from makynginor adjustments.

Another problem is that, unlike poetry or prose, a theater tértésbound
because it is composed of dialogue and stage directions. Fordesif a translator is
to deal with a naturalist dialogue, he might resort to usatgralistic speech rhythms
which belong to a specific period of time. For that, Bagsmeourages the need for a
constant updating of theatrical texts because linguistic featge=ontinuously
changing. A translator, therefore, has to pay attention to esahgt occur in every
detail of the language, including: register, tone, syntalocations, and style.

Bassnett (1985, pp. 89-90) then presents methodologies and suug)&sti
provide acceptable translations for theater. Some of thesegstinclude:

» Treating the text as a literary work with fidelity to teginal. And this is the
most common procedure used in this type of translation.

» Using the cultural context of the source language as fraxheTtas strategy
urges the use of stereotypical images of the source langutigee to create a
comic situation or frame, e.g., comic foreigners and tfistinguished
accents. By doing so, the type of the play might shift foora jargon to
another.

» Translating ‘performability’: this includes producing a fluentesgerhythm in
the target language as well as producing a text that aéttrs @arget text can

speak.
Requirements of translating, as Bassnett (1985, p. 101) sugestise

translator's awareness of the codes, literal adherercediarce language text, and

focus on the intersemiotic translation.
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There are many factors that govern the script and makeasalmpossible
for the translator to approach. Some of these factorssilikes and semiotics, are
involved in the process of script; for others, the perfomaaran change at the last
minute and interfere with the rendering of the text into andémyuage (Hermans,
1985).

Bassnett (1998) states that there was not much work donedrethef
theatrical translation, and the problems remain the s8h&also suggests that a
script is literature and should be translated as such. thii¢she gives an example of
what might result from a bad translation or one that is unaddeptathe author of
the original work. She starts with Chekhov who regretted hisiaing performed
outside Russia after their translation, for spectators fronr othmtries were not able
to encode the Russian symbolism in his plays. After seeingetfiermance of his
plays, Pirandello also became furious with the translatorshenexecution of his
scripts by the actors. Seeing the issue from the authorfsegéve, he is not to blame
for paying such concern for the translation of his works, becaagesatfslator has the
ability to make the play either a successful or a disaspriees of art.

In order for a theater translator to master this intricatestation, he has to
immerse himself in theatrical theories; he should alsogmigean intensive study of
sign systems and develop an understanding of the inner messagaender them
into the suitable translation as any person involved in treghesalm would do.
Hence his execution of the translation would mark his crétgilbihd qualify him for
future translations of this kind. It would even be of greatsistence if the translator
consulted the author of the play or the entire cast if helbabts about some symbols
or hidden meanings. A script does not take hypothetical transiatiere the
translator might encode one thing while the author had meantisomelse. This
notion is strongly affirmed by Upton (2000, p. 10) who suggestshbdtanslator
should consult with the playwright and get involved with the wipodeluction team.
Then she discusses the indifference toward the translatle's the production
process. If, however, a translator does not want to get irdvatvsuch deep
complexities, wanting to limit his work to the mere procafssanslating the
meaning, then the translated version should be handed av@rafessional theatrical
editor.
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A better solution for the translation quality dilemma would mtdly be self-
translation where the author is the translator of his own watty Bives an example
of Samuel Beckett who resorted to this step by being ragbidil writer and therefore
translated and directed his own plays (as cited in Upton, 208%), iYet not all
writers are that fortunate.

Of course, the task put on the translator's shoulder is undoubtadbnise,
since s/he is faced with translating a form that demanas gff®rt and knowledge.
Translation for theater differs drastically from prose atpotranslations. Although
they all belong to the same genre, the technique is neveathe. The translated
script should not sound at all translated. Instead, it should lmbk@und as if it is the
original with respect to the receiving culture. Whether to ekfioate or foreignize is
entirely up to the translator, because there is a muitipbf approaches to choose
from.

As far as culture is concerned, Faiq (2004, p. 2) sees #widts and
translators suggest dealing with culture as if it is #s®Bece of translation. Each
translator has his own concept of culture and thus the resuliimgjdtion will vary
accordingly. He says, “manipulation through translation not only téislthe Arabic
original but also leads to the influencing of the targatlees and their views of the
source culture and its people” (p. 4).

Asad says,

translating Arabic texts, with specific traditions for producti@eeption and

circulation, into fixed texts has meant taking libertigsing invisible, violent,

appropriationist, and subverter to shift the texts into maistneorld culture

and literature (as cited in Faiq, 2004, p. 5).

Hence Faiqg strongly believes in intercultural translationsfiadd it a means of
bringing cultural concepts close, a window through which one cyeneeives
another.

In the same manner, Delabastita states,

being proficient in the two languages involved, the translatorefanmulate

the same message in the addressee's different linguistiicim. This

fascinating dialectic of “sameness” and “difference” htshe heart of

translation and of the debates that surround it. (as citddémselaars 2004, p.

32).
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As a theater translator himself, Hoenselaars (2004, p. 135)tfiatmost of
the translations of literary works fall short of ‘liveliness’'sharpness’ of the
dramatic speeches. He also defends the aim of transtdtibeater which is to
preserve the theatrical dimension of a play.

In his article “The Master Discourse of Translation,” Hatnoduces to us the
termculguage(cultural language) where a union between culture and langgiage
established. To him, translation means transporting textsdulguage Anto
culguage Bwhereculguagegthe blend from culture and language) is intended to
capture the relationship between the two.

Faiq also expresses that translators face difficultiesehriguistic level
(vocabulary, collocations, grammar, idioms, proverbs, el e cultural level
(values, religions, perceptions, etc.).

Upton (2000, p. 2), again, insists that translation of thesatest a new issue,
and that it has been around since the Renaissance. Most@tridueslations were
from both Greek and Latin into English. This helped in tleaton of Shakespeare's
plays, as they were derived from earlier Greek or Latirkevand would not have
existed if it were not for the translations of these works.

Finally, this chapter has given the definition of theaterpdcing its genres
and dealing with them elaborately. It also exhibited the impoet@f theater as an
independent, social art that differs from the other litegenyres. It discussed the
major elements of a play as well as the factors usediiamatic piece of writing.

In the next chapter, the beginning of theater in the Guibneig general, and

the UAE in specific will be discussed.
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Chapter Four

BEGINNING OF THEATER IN GULF REGION AND THE UAE

This chapter presents a general overview of the history okthesian art
performed in the Gulf generally, and in the United Arahifates (UAE) specifically,
from its beginning, through its gradual evolution, and into whabiv a celebrated

and distinctive feature that captures the essence and cultine GAE.

4.1 Beginning of Theater in the Gulf

Al Taboor (1998) says that the Gulf came to know theater in W25 the
act titledAl-Qadhy bi Amr Allatwas performed by the School of Al-Hidayah Al-
Khalifiyah in Bahrain. This simple act was the beginningntdérest in performing arts
which opened the gates to other similar acts in the folloywags. In 1932, the first
play ever to be performetVa mu'tasamahyas produced by Ibrahim Al-Areedh, the

founder of the theatrical movement in Bahrain.

In the Gulf in general, and Bahrain in particular, theofecting developed
gradually through small steps, first as a school activitylated as entertainment in
clubs and cafés. Acting on school stages was not considered aactimity; instead,
it led to the fusion of readable material, thereby makiegsily comprehensible and
acceptable. School-based theater helped in the growth oh&guaental abilities and
in the expansion of their knowledge. It even had a role inviegpinatters of

handicapped cases, whether mental or physical.

Performing in schools and cafés was the first stageeigitowth and
development of acting in the Gulf. The second stage startbe Fifties and went on
to the Seventies, while the third stage stretched frens#dventies forward during

which the theatrical movement reached its peak.

Similarly, theater in Kuwait also began in schools whikesfirst playlslam
Omarwas performed in 1938 by Al-Mubarakiyah School. Gradually, théadér
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giant leaps, and in addition to that, the Kuwaiti theatémegised an evolution that

made it one of the most promising and celebrated theatdrs @ulf to this day.

Similar to the way theater developed in Bahrain and Kuwstar also
encouraged acting in the schools where most of the plays mdseerte of historical
and comic themes. Other theatrical events took placerasfsouts associations.
However the real beginning of Qatari theater occurred dddneAl-Mu'allimeen
School which presented two plays: one was in the local dialbde the second was
performed in formal, Classical Arabic. Yet, the offidalinding of the first theatrical
troupe was in the year 1972 when it presented more than 33 laistéed to the

formation of additional troupes over the ensuing years.

As for Saudi Arabia and the rest of Gulf countries, theatangpirom schools
and summer camps. In 1932, Husain Siraj introduced a numpeetf scripts, but
unfortunately none of them were performed on stage. AhmaeBdiSa Saudi
Arabian author, attempted to establish a theatrical troupeumding the House of
Quraish for Islamic acting, but none of his plays were pediormed. In the Fifties, a
very celebrated artist, the famous impersonator Abdulazlzakiza'a, paved the way
for the Saudi theater to be noticed. He used his voicegersanate numerous
characters —including female ones- and come up with situationabl@sneost of
which were improvised and derived from the traditional anddalture of Saudi
Arabia. Many of his acts were broadcast over the radio oconpeed on stage as he

did some tours around the Gulf areas including Irag.

Theater in Oman developed a bit later than it did irother Gulf countries. It
started in the mid-Seventies on sports playgrounds. The Thédteuth was
founded in 1980 but did not exhibit serious dedication to acting. Tstdteatrical
troupe, Al-Sahwah, was established in 1987 by a group of amatbarmtroduced
the playAl-Sahwah Al-Kubrawhich was followed by many other performances and
plays. Theatrical activities slowly moved forward on stagé on television where

they were portrayed in a strictly Omani traditional form.

Little by little, theater became a distinguished feathae is paid a great deal
of attention whether it contains historical, political, or acothemes for entertainment

purposes in the Gulf.
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4.2 Theater in the UAE and Sharjah

There is no doubt that whenever a nation witnesses an agkgbitenment
and maturity, that particular nation pays great regard toevbaserves in upgrading
those seeds of cultural awareness; and that is exactlynappéned in the United
Arab Emirates in terms of theater and art. Theater taok gtrides from being an
amateur art practiced in schools and national ceremoniesdambey a distinguished

feature of the UAE that reflects its own culture and thought.

To begin with, school theaters were limited to comic $letchat were pure
entertainment. In Sharjah, for instance, this particulavas performed in Al
Qasimiyah School by the late Bayat bin Huraiz. In 1972, sahwoicula were
changed to include theater. Most of the characters takes from Arab history
where the language used was either local or formal Arlibi@s even notable that
many female writers, such as Nourah Al-Shamsi, FatimahLahd Muhrah Al

Qasimi, took part in writing the scripts.

Unfortunately, the Emirati theater was faced with marlyaszks that delayed
its progress. In contrast to other activities practicedtaas (such as sports, music,
art, and scouts), theater was still looked down upon as amabagtivity with no
recognition or encouragement whatsoever. Because of that, thtettat time
remained severely limited. Another difficulty was theege lack of financial support
that would allow group members to act freely and go forward thiir plans. On top

of all that, theater lacked recognition as a real stibjeschools.

Nevertheless if it were not for school, club, and café veribes
encouragement by the Ministry of Information and Culture for éveldpment of
theatrical troupes, along with the efforts made by the governamehits rulers, none
of this prosperity would have been achieved. Efforts weea exerted prior to the
Declaration of the Unification of the United Arab Emé@sbecause of aspects of
civilization that helped in the uplifting of art — anonsequently theater — into much
higher levels. Some of these efforts coincided with thergence of modern

education as well as scholarships that came from neighboratgd®untries, in
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addition to encouraging talented amateur youths to begin actiegeTinfluences led

to the UAE'’s current status of theater and other fornmagtof

Perhaps the most essential burst of theater in the UAE ocauitrethe
coming of Wathiq Al-Samarra'i, an Iraqi artist who wagrimsental in beginning
theatrical troupes both in Sharjah and in Dubai in the days Wiey were known as
Trucial Oman or the Trucial States. As confirmed by thdse were a part of the
theatrical movement that begun in the UAE in the Sixtiesstid breakthrough of
that movement started around 1963, which coincided with theabofi Al-Samarra'i

from Irag.

Wathiq Al-Samarra'i first set foot in Dubai in 1963, tisattled in Sharjah.
After roaming the area and soaking himself in the Enstagiets and traditions, Al-
Samarra'i began his journey to assemble the right numbaleatdd local individuals
to officially build the first stage in the UAE. Afteneeting with a group of promising
Emirati youth while spreading his ideas, the stage wasyibailt. The Ruler of
Sharjah at that time, Sheikh Saqr Al Qasimi, the eldeshératf His Highness
Sheikh Sultan Al Qasimi, financially sponsored the building oktage from scratch

and literally from mere wood and basic materials.

Min Ajl Waladiwas the name of the first play performed onstage in@har
Written by Al-Samarra'i himself and attended by Sheikh 8uMaQasimi along with
an audience from all over the Emirates, the play wasa@ssavith its simplicity and
carefully studied content. As a result of its successplthewas followed by two
more:Al AdalahandSamiheeniin the same year and sponsored by Sheikh Rashid
Bin Saeed Al-Maktoom. After producing his plein Ajl Waladiin Qatar, Al-
Samarra'i moved back to Dubai after being sent for byHitjeness Sheikh Maktoom
Bin Rashid, the honorary Head of the Youth Sports Club atrttee &and worked on
producing another plaighalid Bin Al-Walidthat was funded by Sheikh Saqgr Bin

Mohammad Al Qasimi and shown in Ras Al-Khaimah theaters.

Later in 1969, Al-Samarra'i's final stop was in Abu Dhabinete met with a
few of the members of Al-Falah Sports Club, among whom wasah Al-Halawi.
This early supporter of theater backed one of the firsestagthe UAE located in
Abu Dhabi in the Seventies. Together they produced a play naéaflol fi al garn al
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ishrin, also performed by the Club's members and attended by Stegjkeld Bin
Sultan Al Nihayan. (My translation)

The first theatrical troupe in the UAE was located in $tagnd included
youths from two clubs: Al-Orubah and Al-Sha'ab. This troupe wagpdsed of
actors from Sheikh Faisal bin Khaled Al Qasimi, Dr. Abdulahran Trem,
Abdulmohsen and Ahmad Al-Noman, Tha'en Jom'ah, Omar Al-Rid€@baid Al-
Shamsi, Nasser bin Ahmad, Mohammad Hamdan and Abdullah Advié¢d.

One of the limitations of Emirati theater is the shortaigéne female presence.
This might be attributed to the traditions of the Gulf in gahand its conservative
environment. Hence on most occasions where the play lacksaéefaotress, some of
the male performers resort to playing the female role. Anatternative lies in
bringing actresses from other nationalities to fill thades, but that might be a
critical flaw if the role requires a genuine Emirati aceghich cannot be mastered by

someone from outside the culture.

One of the female actresses worth mentioning is Mozah AldVieezra
pioneering Emirati actress and the first ever to makef@gsion of acting. She has
worked since the Seventies and has been named “The MotBtgef.” Her
accomplishments have been celebrated with honorary rewardsyerous

occasions, and she is committed to acting to this day.

When modern theater in Sharjah is considered, the fospghat presents
itself is the Theater of Arts Association, also known asSharjah Association of
Folk and Theater, formed in 1974. This group presented many ta¢atarks with
an overall local touch, with some of them being broadcast thrtelglision and
radio. Some of the works wekolohom Abna'eeAl Sheikh wa al tareegndAl

Oghniyah al akhirahamong others.

Sharjah National Theater troupe began within the Shargslodation of Folk
and Theater; later it received recognition from the Minisfrizabor and Social
Affairs in 1978 and consisted of 55 members. Owing to th&gient motivation of
the artist Abdulrahman Al-Saleh, the troupe moved forward ameteh the rise of
the theatrical movement in the UAE through the plays itoperéd since 1975. These
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includedAyn al thigah Al Fireej, Al Fakh Al Sultan andAl Ghuraba'a la
yashraboon Al gahwah

Another form of the performing arts is children’s theater.ihigdeveloped
more slowly than the adult form, it did not begin until the 1980 initial efforts of
individuals were replaced by artists like Suad Jawad and Abdall®stath. The
group was named Laila's Theater in memory of an Emiihtivgo died of misery.
The name also has many meanings derived from love and saariigabic
literature. These themes have been integral to the twenddildren’s plays
produced to date; this in turn has limited Child TheatéhenEmirates due to the lack

of specialized directors and playwrights.

Theater in the UAE has come a long way and evolved gredtlgh can be
seen through serious changes in the actors, directors, anc wrémselves.
Amateurs turned into professionals after they gained thesigzjinowledge,
experience, and capacity in the field by getting credible digsoim acting, lighting,

set design, and directing. The next step was to turn thiplitie into a major.

Many factors aided in the development of the field. Eirngt foremost, the
Emirati government and the Center of Culture and Informatioith-the guidance of
Sheikh Sultan Al Qasimi — have stressed the importance ateth@nd everything that
is relevant to it in Sharjah. For that, a special depantrfor theater was established in
order to nurture this art and add to its development. Pdnisoincluded the
establishment of special halls and training centers, coordinatibrother acts and
troupes, theatrical production for all troupes, providing directors, metting and
financing the distinguished plays, development of Child Theatevell as a yearly
maintenance for the halls and buildings. The Center of @uitnd Information
offered scholarships for those students who had potential; libngeal them to pursue

their studies whether in universities or theatrical inggut

Sheikh Sultan Al Qasimi gave theater a significant boost thrthegh
establishment of the Sharjah Council for Arts Developmentate stecree was issued
by His Highness Sheikh Sultan which stated that this counsilclvarged with
nurturing and developing the standard of traditional, folk, ameldirts, including
theater, while embracing local talents and special casexiety. The assignment of
Sheikh Ahmad bin Mohammad Al Qasimi as the chairman of thel lveas
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announced during a meeting attended by all the participants and gtiBstys of
Sharjah Festival in 1994 by Sheikh Sultan Al Qasimi himself.

Moreover, the government supplied halls equipped with everything that
stage would need. These halls were located in the EwichtAbu Dhabi, Sharjah,
and Dubai. Halls like the African Hall, the Cultural Centénaled's Stage, and the

Modern Theater were located in Sharjah.

Zaki Tolaimat, Sa'ad Ardash, and the late Saqgr Al-Rushoqethéh the
making of theater. In fact in 1978, Al-Rushood was identifiethastage expert who
exerted all his effort, finance, and expertise in the dgweént of theater until death

took him in the same year.

Due to the absence of special theatrical institutestegheaperts came up with
theatrical courses and strongly stressed the necessitignhg lessons to those in
need. The first course took place in 1981 with the insisteh&eMunsif Al-Suwaisi,
one of the experts who was asked for a helping hand in the Tieé course focused
on what is needed in theater in general: performance, digestt design, audios, and
even puppet theater. The result was increased traininldee involved as well as

graduation certificates.

In spite of the fact that theater in the United Arab BEtes was relatively
fresh, it ventured to participate in Arabian theatricadrgs and festivals. By doing so,
it presented its carefully-chosen, solid scripts to #isifals; the productions were
strongly approved by critics and audiences. From 1975 until 1993, wealytroupes

participated in festivals in Arab cities like Rabat,pbti, Damascus, Tunis and Cairo.

The Gulf Theater Festival took place once every two y@akgrious
countries around the Gulf. Such festivals had the followingsgbalcking up
exceptional works, opening the doors for talented acts, gainingcahdreging
experience, highlighting the traditions and folklore of each cowmtdydiscussing

certain causes in the society, and many more.

The three emirates that had taken part in these ewenésFujairah, Ras Al-
Khaimah, and Sharjah with each emirate represented by itpeaple. The National
Theater of Sharjah was represented by actors Mohammad dodshmad Al-

Jasmi. Yousif Abduljalil and Saif Al-Kandari representedXaional Theater of
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Fujairah while the National Theater of Ras Al-Khaimah vessesented by Ali Al-
Barq and Abdullah Kandar.

For local theater festivals, the first to take the ativie was the emirate of
Sharjah, with the Days of Sharjah Festival. The ideheoDays of Sharjah Festival
came as a wakeup call to all the theater-related pddipromote the theatrical
movement. Events like these increased the interest iretheaad pushed the

competitive urge among everyone interested in the theatniwatment.

With the leadership of Sheikh Ahmad bin Mohammad Al Qadinei Head of
Information and Culture Center in Sharjah, the festival begd984. In the festival,
ten plays took place on the African Stage in SharjahinAdll, the festival reaped
great reviews from the jury and people who attended the eMamtsuccess that the
festival garnered led to the reorganization of thisipaletr event annually. So it
continued until the year 1988; then it took a seven-year bréakCe&nter was
interested in reviving the festival and met with all theatrical troupes; the result was
that the sixth cycle was reopened in 1994. The following, yearseventh festival
occurred and was attended by Sheikh Sultan Al Qasimi alongvaiitbus ministers
and diplomatic figures. This special event has occurred anrsiiadly then with
notable success. Through this theater, the genuine Emirdizatiain and culture
have been exhibited, which has inspired artists to preieewe even in the forms of

various performing arts.

Abdulgader (1988) saw that with theater established in the &ulfell as
festivals and educational programs, it was time to lookeapldys themselved. He
believes that Emirati scripts need of originality and nessnklow these two are
combined rests on the skill of the playwright or director. Aepgiroblematic issue
was the lack of motivation for young writers in whom the Ugl&ces its faith to add
to the enrichment of the theatrical Emirati ground and avoidwnyistic

deterioration in the field.

To accomplish all that, Emirati theater should focus on lcgates and
matters that deal with its own culture, the sufferinghefpeople, and recent issues
without neglecting global issues that concern humanity as a whweworld is going
through nonstop progress, and so should art and theater. Scripts pegj@ct an

honorable image of Emirati society and should maintain substaseeell as send
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powerful messages while holding on to the Emirati identity aegikg away from
imitations. All that and more should be reflected in anylla@ak in order to open
doors of discussion and make art the mediator between tharwh$ee receiving

audience.

As this short review of the Gulf and Emirati theater Hasag, many
institutions, artists, pioneers, and important figures, sudathiq Al-Samarra'i,
contributed to the progress of theater in a time whestfrail. The role of the
Emirati rulers and governments must be acknowledged, for withahisitise would
not have been possible. Thus, their very encouragement pétteeming arts was
what motivated theater to grow and be received hospitalyebyation.
Furthermore, the Ministry of Information and Culture pushed tizahtroupes
forward, and so did the Ministry of Labor and Social Affairkjalk even declared the
recognition of those troupes as important associations. Th@tEmstitution also
urged that troupes be offered yearly grants and subsidids.aWadf these
tremendous efforts by the United Arab Emirates, one can ordptimistic of what is

yet to come.

In conclusion, this chapter has discussed the history of theatets rapid
rise in the Gulf and in the UAE. It is highly notable that ghewth of the theatrical
movement in the Gulf region has taken on a tangible dimensitwe ipast few years.
The next chapter will highlight the life of the ruler ofegjah, Sheikh Sultan Bin
Mohammad Al Qasimi, and his vital contributions to education artdreulThe
chapter will also exhibit his accomplishments, honorary degreepasitions he was

assigned to, as well as his regard for the theater.
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Chapter Five

HIS HIGHNESS SHEIKH DR. SULTAN BIN MOHAMMAD AL QASMI

This chapter will highlight the biography of the ruler of Sharf@heikh Sultan
Bin Mohammad Al Qasimi, and his immense devotion to educatamacultural
fields as well as his outstanding contributions in both areasvdi@us positions to
which he was assigned and the awards he received due to hante@fi®rts to

upgrade the standards of education in his country will alse\bewed.

5.1 Childhood and Education

In his autobiography$ard Al Thai(2009), His Highness Sheikh Dr. Sultan
Bin Mohammad Al Qasimi uses self-narration to revealgath he has traveled in
knowledge, culture and education. He lets the reader inty peesonal detail of his
life experiences in his own words. Furth®ard Al Thatlocuments historical events
and obstacles in the Emirate of Sharjah even before theatiuh of the United Arab
Emirates. His Highness also discusses his childhood, educatidvisathekep concern
for his country, tribal, and family conflicts, as well as hationalist principles and
political drives.

Remarking on what he has written in its pages, he says:

In sharing my autobiography, | hope readers will get to reliyeexperiences

vicariously, and know more about that historical period. Thelggaty of

heritage and the people’s attachment to special landmarkSHexgah Fort

did not only help them define their personality but has giverj&h a unique

cultural identity.

His Highness Sheikh Dr. Sultan Bin Mohammad Al Qasimi was barJuly
6, 1939. At that time, his uncle Sheikh Sultan Bin Saqr AirQiasas the ruler of the
Emirate of Sharjah while his father Sheikh Mohammad Al Q&asias the vice

president.
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In 1948, when His Highness Sheikh Dr. Sultan Bin Mohammad Al Qasimi
was nine years old, he was enrolled in Al-Islah Al QasgimSchool in Sharjah. The
school, made of palm leaves and sackcloth, was originallsetiéence of Sheikh
Sultan Bin Saqgr Al Qasimi before it was converted to a sdhaitding. When a new
school was needed, Sheikh Sultan Bin Sagr Al Qasimi boughtaothe ahd gypsum
house of a merchant named Ismael Al-Breemy, and His Higlsneducation
continued in the more modern structure.

Between 1949 and 1950, Sheikh Sultan Bin Saqr Al Qasimi wasexdegv
from his sickness in Bombay while his brother Sheikh Mohamma&&in Al
Qasimi took his place in Sharjah until his return. Unfortunatély return never
happened because after the further deterioration of his hBakikh Sultan Bin Saqr
Al Qasimi traveled to London where he died March 23, 1951.

At that time, a week was needed to return the Sheikh's bdslyarjah.

During that wait, the family gathered in his palace dalpst would pass the time
playing cards while Sheikh Sultan Bin Mohammad Al Qasimi fodusereading
some of the books available at the palace's library. He nmeddhe titles of most of
the books on which his uncle had written “this book is not fatingg’ such ag\l
Shawgiyaby Ahmad Shawqi andl Hayawanby Al-Jahiz. Among some of the
letters his late uncle wrote, he found the name of Al Mu'aylary. Along the way
he would save up his allowance and send it to the owner dbthey to buy the
books his uncle had marked as unsuitable for young children tanelddarned his
uncle was correct. In addition to these books, he bought somks aoneliterary
works. As a result of this contact, he was eager tothiadibrary, which eventually
happened while he was on his journey to Haijj.

In the meantime, Sheikh Mohammad Bin Saqgr Al Qasimi was saggode
the ruler of Sharjah after having been the vice presidetiiéamo years of his
brother's absence and then subsequently ruling Sharjah. Howevee)sjhatween
him and his brother made him step away from the throne in &\®neikh Saqr Bin
Sultan Al Qasimi who became the ruler of Sharjah on tffeo2May 1951.

During that year, Sheikh Sultan Bin Mohammad Al Qasimi wakeé fourth
grade, and the study of English was introduced for the fingt. tHowever, due to the
lack of students in the fifth grade, the school sought to mawe &6 the fourth

graders to fifth. For that, students were orally testdhtbthe perfect successor;
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Sheikh Sultan Bin Mohammad Al Qasimi was the only student takére fifth grade
and was met with preferential treatment by his strictiEngeacher.

Owing to the paucity of books brought to the school from India through Egypt
a request was made by the students of Sharjah to the Bfikoevait, Sheikh
Abdullah Salim Al Sabah who visited Sharjah during the sscheol year.

It was in March 1952 when an educational Kuwaiti delegatamecto visit Al
Qassimiyah School in Sharjah to check on the level ofaaturcin the school and the
number of students. In the reception for that event, SheikarSBlh Mohammad Al
Qasimi was assigned to read the English speech.

After the summer of 1952, Al Qassimiyah School transferreshther
building, also a house bought by Sheikh Saqgr Bin Sultan Al Qasirthelsame
semester, Ali Abu Rahimah, the eldest student in the sclecahte a teacher of fifth
graders, as he wrote a play titl@bHattab wa Bint al Sultathat is,TheWoodsman
and the Sultan's Daughfeand acted in it. This play was the first to be perfiin
Al Qassimiyah School.

In “The Genesis of the Scout Movement in Sharjah,” HishHegs introduces
the reader to the details of the Scout Movement in the ai#Ets beginnings. He
states that the Qassimiyah School was put under the ausptbeshihistry of
Education in Kuwait in the year 1953 — 1954 (2009, p. 7). In November t85#st
Scout in the United Arab Emirates — specifically in Sharjafas teamed up with
Sheikh Sultan Bin Mohammad Al Qasimi as the Troop Leader. Additll, the first
Cub Scouts was formed in 1955 under the lead of Sheikh SultaragirABQasimi.
At the end of that year, and for the fourth time, the schaslmoved into a large
building instead of the old house which then became a girls school

It follows that in June 1955, and because of his sincere ihtaresading, His
Highness’s chance of visiting Al Mu'ayad Library arrived wiiee family decided to
go to Hajj that year. On their journey to Mecca in Saudibfa, they had to stop at
Bahrain, and that is where he started looking everywhere fdibthey until he found
it. There, sitting on a chair was an old man who turnedoli tthe owner after
whom the library was named. After introducing himself tdVAl'ayad, he recognized
Sheikh Sultan and greeted him warmly. The librarian then th¥die Highness to
choose all the books he wanted and take them as a gift. Hrahg\he returned to
the library where the old man seated him in a chair arskpted him with a number

of books.
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After arriving at Mecca, Sheikh Sultan inquired as to theredi@outs of Bu
Shnagq, a library he had noticed when he was at the Holy Mo$heee, the same
scene repeated itself when the owner of the library Bu Stiifieigd the Sheikh a
chair and busied himself elsewhere.

In 1956, the Sharjah Scouts had the chance to participtite i)' Scout
Camp in Kuwait to represent Al Qassimiyah School underethadrship of Sheikh
Sultan Bin Mohammad Al Qasimi who was responsible for the winipl€2009,

p.26).

Some talk about a private school run by an Indian man namedTsil8a
who had been teaching English came to His Highness's knowledgequiently, he
enrolled in it in the afternoon while continuing to attendalssimiyah School during
the day. Besides English, students at that private schonékbariting letters to trade
companies, reports about some topics D. S. D'silva suggastee|l as learning to
type.

The semester of 1957-1958 carried some changes in addition to school
activities by Mohammed Al Mousa, a teacher in Al Qagsm School who was there
to help raise the educational level. Amongst these actiwitaes the Annual Sport
Festival which was also attended by a number of Sheikiie dfnited Arab Emirates
and populations from Dubai, Sharjah and Ajman. In that yeaayayds performed
for the Palestinian poet Mahmoud Ghunaim titdd/iuro'ah al moganna'akiThe
Masked Ardengyin which His Highness played the lead character, Jaharat Al-
Kiram. The money raised from the tickets was intended tal ladidlitional classes for
the school.

In September 1959, the Culture Club in Sharjah was reopened i She
Sultan Bin Mohammad Al Qasimi after it had been cldsedour years because of
the departure of Sheikh Khaled Bin Sultan Al Qasimi to Saudbir The club was
first established by some Sharjah youngsters in 1952. lpatbtethe club’s activities
were restricted to cultural issues, but after its reoyeni became the center of the
football team under the British Ministry of Labor in Sharjabople also gathered
there just to play dominos and cards.

Later that year, it was decided that students would contireugest of high
school in Al Shuwaikh High School in Kuwait. Throughout his yea#sl in
Qassimiyah School and in Kuwait, Sheikh Sultan Bin Mohammaga&imi ranked

in first place and participated in most student activititswas the scouts’ first
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sergeant and the head of the football team. He also took zurts festivals as he
tookfirst place in the 100-meter rasgcond place in the 400-meter race, second
place in high jump, first in broad jump, and first in thetabke race.

After coming back from Kuwait in 1961, His Highness formddatball team
named Al Ettifaq which he then disbanded to form another n&h8Hda'ab in 1963.
During one of the matches he participated in, he hadjauy ithat affected the bone
and prevented him from ever playing football again.

During this time, His Highness was offered a job as ehain the Industrial
School in Sharjah. He taught English and Mathematics tbetevd and a half years.

In 1962, His Highness suffered the loss of his father. Sheikh MolaanBin
Sagr Al Qasimi, who despite receiving treatment in Lebanahrdn, and India, died
of complications from two strokes. He was buried without the kraydeof Sheikh
Sultan who was in Ras Al-Khaimah at the time.

A year later, at the end of May 1963, Sheikh Sultan travelédexandria to
have his bone injury examined and again to Cairo for the rerobhéd appendix.
While there, he met with some old friends who were at Gamwersity; they urged
him to continue his studies in the Police College, which accetielénts with junior
high school degrees. On his return to Sharjah, he resignedisderaching position
to register in Dubai High School.

While he was in Cairo, a stage had been built in Dubai Bichool, and the
first two plays were performed, one in August and the ath8eptember 1963. Both
were directed by the Iraqi director Wathiq Al-Samark&hile he was a student in the
same high school and the manager of Nadi Al Sha'ab Al-RiyatkiPeople's
Sporting Club) in Sharjah, Sheikh Sultan Bin Mohammad Al Q&asrote, directed,
and acted the roles of two main characters in his\Malala'a SahyufAgents of
Zionism). Unfortunately, the club was later closed due to the psoégstinst the play.

In 1965, Sheikh Khaled Bin Mohammad Al Qasimi was assigned by the
British Royalty to be the ruler of Sharjah while SheildgSBin Sultan Al Qasimi
was displaced and forced to leave Sharjah to stay in Baltihough Sheikh Sultan
was not satisfied with the way that the throne was obtaitfedugh the British
Royalty — his brother offered him any position he wanted, buebkngd since he
planned to continue his studies in Cairo. Nonetheless he insastg&heikh Sultan
agreed to temporarily be the head of the Municipality wéilthorizing Sheikh Saud

Bin Sultan Al Qasimi to be his vice chairman. Within twonths, he traveled to
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Cairo after being accepted in the College of Agricult&rayineering from which he
gained his bachelor’s degree of Science in Agriculturaligeging in early 1971.

When His Highness returned to Sharjah, he met Carl Heggeefessor in
the College of Agricultural Engineering at the UniversityAoizona. In an amazing
twist of fate, Hegges'’s taxi driver stopped near a supermrlesk someone, as it
turned out, Sheikh Sultan Bin Mohammad Al Qasimi, for directior8harjah
Airport. His Highness entered the taxi and introduced hintsdffegges. After Sheikh
Sultan had personally given the professor a ride to the aapdrtiiscussed a possible
project in Abu Dhabi, Hegges offered him the opportunity to obtanaster’'s degree
from the University of Arizona, to which he agreed.

Sheikh Sultan’s next milestone was to be assigned as the éfliofst
Education for one year. In 1972, he succeeded his late brottiner mder of Sharjah
and a member of the Supreme Council of the United Arabdiesi, a decision that
was agreed to by all of the members of Al Qasimi fantilgreby making him the 15
ruler of Sharjah. He then established the Universityhairjgh and American
University of Sharjah in 1997 as he became their president.

5.2 Honorary Degrees and Positions

According to theCurriculum Vitaeby the Al Qasimi Publications]is
Highness earned his doctorate in Philosophy with Distinctioristoky from Exeter
University in the United Kingdom (UK) in 1985 and another in PRdltical
Geography from Durham University, UK in 1999. His educationalrimrtions have
been met with more than 12 honorary doctorate degrees from 198Biantery day
by many countries, including Pakistan, Sudan, Russia, Arm@eianany, Canada,
Jordan, Egypt and the UK.

The latest of these degrees are as follows:

* Honorary Doctorate Degree in Administration; University otidorin
recognition of his efforts in the scientific research aratlamic fields in
the UAE and Arab world in 2008.
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* An Honorary Doctorate Degree in Arts at the University lodéfSeld in
appreciation of his efforts in spreading Arab and Islamicioaliénd
civilization in November 2008.

* An Honorary Doctorate Degree in Humane Letters in recognitidmis
generous contribution to education and culture at the national and

international levels; Cairo, Egypt; 11 February 2009, just to reafew.
Among the honorary positions His Highness has filled are the following:

* Honorary President of Union of Writers of Egypt in 2001,

* Honorary President of Islamic International Organization ferHistory
of Science in 2008,

* Honorary President of Arab Theater Institute in 2008, and

* Honorary President of the Union of Arab Universities in 2009 elkag

five other positions with which he was honored.

Furthermore, he received seven medals and 17 awards, including:

* The Human Rights Medal from UNESCO in recognition of his supyort
the education of deprived children in France on tHedfDecember
2003,

* UNESCO's Avicenna Gold Medal in recognition of his contributiothie
promotion of culture in 1998,

* The Gold Medal from the Union of Arab Universities in rectigniof his
support for interaction and collaboration among Arab universities i
Jordan in 2009.

* Centennial Shield Award from Cairo University in 2008 for his

contributions to the Arab cultural and intellectual movements.

Sheikh Sultan was honored three times with the Distinction Tréprard.
The first was in Cairo in 2005 from the Organization of the Aabuts to honor his

support of the scouts movement worldwide and specifically idtab world. The
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second was in 2007 by the Union of the Egyptian Actors for hisibatitms to Arab

culture and the performing arts. Finally the third one wastgd by the International
Arab Theater Organization in 2008 in Cairo to acknowledge his supfpthet role of

theater in cultural dialogues between people of the world.

His Highness also received the Sheikh Hamdan Bin Rashatdder 2008 as
the Distinguished Personality of the Year to honor his pergiservices to upgrade
the standards of education and his contributions to the fiektserice and cultural
education globally. He was also recognized for his leadingmgleeserving Arab
and Islamic Heritage and Culture on April 6, 2009, in Dubaited Arab Emirates
(UAE). Most recently, the Zayed Book Award in Abu Dhabi honored \with the
designation of “Cultural Personality of the year 2010” in redtan of his
contributions to promote Arab culture and nurture Arabic Literatutiee Arab
World.

5.3 His Accomplishments

Since his succession to his late brother's throne, His Higl8teskh Dr.
Sultan Bin Mohammad Al Qasimi has contributed to the foundafiomany
organizations, institutions, and museums, including Al Islah Sdlaeeum, Sharjah
Archaeological Museum, Sharjah Calligraphy Museum, Sharjaitelge Museum,
Sharjah Arts Museum and Contemporary Arts, Sharjah Thewetitute, Sharjah
Public Library, and Al Thigah Club for the Handicapped.

Two of the major institutions that bear his name, as mentioméereare the
American University of Sharjah and the University of SifarOther institutes that
are worth mentioning are Sharjah Police Academy, Sharjaldekay of Scientific
Research, Sharjah Institute of Technology and the Dr. SAlt®asimi Center of
Gulf Studies.

Moreover, His Highness helped in the establishment of hon-goeeitain
organizations to encourage interactions between governmentsaeiiks. He also
founded the Sharjah Consultative Council and the Municipal Coumitiig) towns

and cities of Sharjah. The Sharjah Creative Thinking Foundatioich resulted in
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the publication of an Islamic Encyclopedia in Arabia, waaldisthed by Sheikh
Sultan.

The Sharjah government with the aid of the Department ofi@udnd
Information, which His Highness established in 1981, organtzednnual
International Book Fair in Sharjah under His Highness's guiddinig event, having
begun in 1982, lasts for ten days and showcases books from all #mewmarld and
includes countless categories. In 1989, he opened Sharjalisi@ieand in 1997 it
joined the satellite service.

Regarding libraries, part of the plan to encourage knowledgesadihg was
to provide all the families in Sharjah with home librargseikh Sultan has also
established a modern web of libraries and contributed tmtuernization of school
libraries.

Adding to that, His Highness has adopted the idea of the TaBhagah
Cultural Festivals that helps in exhibiting aspects of culturgsecifically the Arab
and Islamic ones.

Among the other projects His Highness founded are the Carer@amntdd
people in 1986, the Islamic Art Festival from 1998 to the mtetiee Annual Arab
Children's Convention since 1998 under his sponsorship, and the initattos
Sharjah Excellence Award for the handicapped.

These are but a few of the many organizations Sheikh Sultan fouteldxhd
numerous achievements in many fields which immensely aidie idevelopment of
the Emirate of Sharjah in all of its fields, not only in emtian but also in culture,
society, economy, civic awareness, arts, science, heritagb identity, commerce

industry, and agriculture.

5.4 His Books and Plays

His Highness has written approximately 28 publications alllo€iwhave
centered on history and politics in novels and plays. Mastesie works were
translated into languages such as Urdu, English, RussiamsBpRersian, German,
and French.

Several of Sheikh Sultan’s plays were performed. Theysaf@laws:
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1- Shamshoun Aj-jabbgSamsohin 2008,

2- Al-Namrood(Nimrod) in 2008,

3- Al-Eskandar al-akbafAlexander the Greain 2006,

4- Al-Wage', Soura tebq al-aéThe Reality, Identical Copy of the Origihal
in 2000,

5- Al-Qadiyah(The Casgin 2000, and

6- Awdat HolakuHolaku’s Returin 1998.

5.5 His Regard for Theater

The idea of holding a World Theater Day to celebrate plagiseacourage this
art form was presented in 1961 in Vienna. When those in atteedgpproved of the
concept, the event was celebrated on March 27, 1962, and Imalsdb@éever since.

Under its motto “Thirst for Dialogue,” the Organization of ¥Nerld Theater
Day in 2007 chose His Highness Sheikh Dr. Sultan Bin Mohammaasih@pto
give his speech titled “A Message to the Theater Pedgkeopened his speech with
greetings and sincere gratitude to UNESCO for its encoomaigeof education,
science, and culture worldwide and extended his thanks for thedtiteral Theater
Agency. He then talked about the debate around modernizing thel Aealter and
raised the issues involving theater in general and its plabe Arab world.

Following that, His Highness spoke about the role of theatasilife and its
impact, as well as his devotion to this genre of literatdestemarked, “It was during
my early school days that | was fascinated by the thehtgrmagical world which
captivated me ever since.” Finally, he concluded bynsgyWe are mere mortals,
but the theater is as eternal as life itself.”

In her 2009 studyAl fan al masrahy wal riwa'ey enda sahib al somo al Sheikh
al doctor Sultan Bin Mohammad Al Qasjrir. Zainab Jakly gives an overview of
His Highness's life while tackling some of his novels andttieal works. A rather
interesting fact that is worth mentioning is his continuous swaghe value of
reading, for he sees that Sharjah is the nation of “Iqrateresult of this

commitment is that he has his own personal library thatunes86 meters by 25
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meters. It has also been said that he likes waking up@ithe morning to read
(2009, p. 19).

Sheikh Sultan’s deep love for theater shows in his initiaticdharjah Theater
Days that began in 1984 as has taken place annually froohNaruntil April 6.

This event has been supervised by the Ministry of Culturerdodration and is
attended by many visitors, who are interested in theaten, dll around the world. He
also initiated the Theatrical Excellence Award for thabe have contributed to the
rise of theater and to support writing in this area ofAdHof these efforts have led to
the undeniable stature of the emirate of Sharjah, henaes lhdcome the meeting
place for thinkers and the literary.

With strong historical underpinnings, His Highness'’s plays leaaitd the
tragic side; his plots revolve around “tragedy” and exhibitriiense sense of
patriotism. As we read his plays, we find two interestivegnes. The first is a trace of
bitterness for what is happening to the Islamic nation throudfistary. And the
second is the call to bring back the past glories of tenisland Arab nations.

In his plays, Sheikh Sultan reflects reality by squeezingutrewnding
society into a textual content that showcases many elersaotsas the debates
around Arabs, Muslims, and Westerners and presenting a caseooi for the loss
of Islamic and Arab civilizations and triumphs in an attermpmy opinion, to
retrieve those past glories. Perhaps through this tragedyritee performs what we
mentioned earlier about the purification of the soul — in¢h&e, the nation, by
unveiling these experiences to the public.

History is the method His Highness chooses to discuss sseh bacause of
the strong message history bears and due to his belief tlway hssliterally repeating
itself through the centuries. And that is what shows in hissphdyich will be
analyzed in the next chapter.

For example, in his plail-Qadiyah(The Casg Sheikh Sultan mainly talks
about the sorrowful fate of Andalusia, stressing the idea tei@riis repetitive,
presenting realistic characters, events, and places tiaarraditional resources. In
the play, he sheds light on the principle of victory whichaaly be accomplished
through unity, a notion expressed by the main character ofdkieYbusif Bin
Tashfin. The playwright warns about the lurking foes of both Islamd Arab

cultures. He uses a dramatic style in which two characteege a linkage between
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the past and the present: the first character is namedCaée,” while the second is
the witness of history.

The presence of female characters in His Highness's waaksoisiominant.

In his works, the female characters have essential raldise Iplay, an influential
female character is introduced. She manifests bravetyeasasries her weapon to
stand in the face of the enemy and cuts her own tongushleseveal any secrets to
her enemies. Another female character is King Abu AbdullaAthary's mother
who portrays conscience and positivity when she continuously adsssn in
terms of righteous decisions toward the peoples and the nation.

In terms of lamenting on past Islamic glorié&;Waqe', Soura tebq al-aéThe
Reality, Identical Copy of the Originalfocuses on the conflict between the West and
the East. It reflects some aspects of victory and dejeptojecting a message about
the power that the Islamic nation once had despite the mighifdéise enemy with
adoption of Saladin as a provoking example.

On the other hand, one of the notable characteristics of HisElég's novels
is the absence of dialogue; he explains it by saying that tioesds are not fictional
plots but merely historical incidents adapted from the surroundaldy, i.e., they
tell stories and document truthful events. His novels, agléys, share the emphasis
of Islamic and Arab glory of past eras.

| believe that his novedl-Ameer al-tha'efThe Rebel Prindesymbolizes His
Highness’s revolt against the colonizer, since the staryenters on a patriotic
prince who refuses to succumb to the subservience of outesfespecially the
West. This plot exemplifies a period of time when His Higbnmesented the Western
dictatorship over the Arab world and even took actions to deman#tia refusal to
surrender. The novel goes on to narrate the refusal of thisepio yield to the
Persian Empire as well as evicting the Dutch from thédiaraGulf.

Another novel iAl-Higd A-Dafin(Deep-Seated Maligavhich uncovers the
Portuguese spite against Muslims to an extent that thaglccommitted brutal
massacres in the Arabian Peninsula, placed anarchy withislaingc world, and
intended to depredate the body of Prophet Mohammad (Peace Be wpoim k&n
attempt to bargain for the sacred lands in the Arabdworl

In Ash-Sheikh al-abyadffhe White SheiRhthe writer uses pathos to tell a
story about an American man who was given two options: stieiArab world or

return to his original country. Without much thought, the maey &fting a long time
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among Muslims and converting to Islam, chooses to stay vatArdaibian wife and
children in the Arabian country. The plot focuses on the idévofg together”
within a community where one feels at ease despite one'sacakeligion. And so,
owing to the good treatment this man received, he felt agmf@r to his own
country and favored living among the Muslims who embraced imioe $ie was nine
years of age. The novel, therefore, ends with the Arakil@honoring this faithful
man by making him their Sheikh.

In conclusion, we can say from all that we have reviewetpnly does His
Highness possess talent in the field of literature andngribeing motivated mainly
by the live incidents around him as well as the historicalneties the Arab and
Islamic world have witnessed, but also he has led thismatd specifically the
fortunate emirate of Sharjah to its highest ranks in soel@iong its neighboring
Arab countries. This outstanding status would not be presentef@ mot for his
consistent efforts and forward-thinking plans to raise this nadias highest
standards.

In Chapter Six, a study of two of His Highness's plays lvélpresented. The
study will analyzeHolaku's Returrand its translation, discussing whether or not the
translation has succeeded in grasping the original intendaxiimge The second play,
Nimrod, will be assessed and translated in terms of the metigidslpreviously

presented.
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Chapter Six

ANALYSIS OF THE PLAYS OF HH SHEIKH SULTAN BIN MOHANWAD AL
QASIMI: HOLAKU'S RETURN AND NIMROD

In this chapter, the two play4olaku's ReturrandNimrod are analyzed. Both
plays are written by His Highness Sheikh Dr. Sultan Bin MahathAl Qasimi. The
main focus of the study concentratesHoiaku's Returras it is originally written in
Arabic then translated into English. Some selected exfiractsNimrod are studied
provided with my own translation. The analysis will be maitlgw the terms,
structure, sign systems, linguistic factors, syntax, pgehformance and stage

directions used in the translation.

6.1 The Theater of Dr. Sultan Al Qasimi

If we look deep into most of the works of Dr. Al Qasimg would find that
they are borrowings from past stories to correlate themesept events. We would
also notice his overwhelming regard for history. As we jpresly mentioned in
Chapter Five, he gets his inspiration from the history obnatas he believes that
history repeats itself and that man should learn from teegral never look past his

background.

Over and over again, he keeps lamenting, so to speak,ghegl@aes that our
Arab and Islamic nations had witnessed. History is a vaktiah field from which a
writer could derive his characters and plots, taking intoideration the credibility of
the historical data involved. It could also be a disguisethad to reflect the current

events of our world in an attempt to rectify or criticme present policies.

Al Qasimi's plays, therefore, bear illuminating message they offer a

pessimistic vision of the bitter reality of this nationeylopen our eyes by taking us
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back to the political defeats and unfortunate collapses. By tatib these defeats,

the nation could move on to a hierarchical rise.

When looking at the technicalities used in Dr. Al Qasiplgys, we find that
he provokes the perceiver's enthusiasm and sense of patribtisnoccurs by
projecting unfortunate incidents throughout the Arab and Islamioritias well as

using the element of revolutionary motivation.

In the atmosphere of a theatrical presentation, visual andladeichniques
play a very vital role in achieving the message it is sugghts deliver. These
techniques include sounds of horns, brightening or dimming of ligiteamss of the
mob, flames, crashing sounds, swords, horses' hooves, and r&ghs,

To ensure that his work would not be exposed to random interpretfatiol,
Qasimi typically opens with his own prologue to explain his methehind writing
this work and his overall view of a certain case.

Despite all the negativity displayed in his works, a damount of regard is
given to the positive events the nation has withessed. ishealtends to give us
hope to build upon our rise from catastrophes.

There is always the presence of contrast portrayed in good andsevdnd
fall, poor and rich, weak and strong, etc.

The dialogue tends to include questions. Some are not answered, yptobabl
leave the audience in a state of query or to add a $iiguiepth to the scenario
(Sabri, 2007).

All in all, we can say that his works exhibit tragic bigtal epics which
reflect our present and even depict the futuristic everdasdier to avoid repetitive
prostrations. Add to that, the fact that these partiquitas are written by a ruler gives
him the power to let us in on the invisible things that hapg#nn the walls of
authority with no censorship. Portions of the storyline tackledneiption of those in

power and the inner treason and the misuse of authority.
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6.2 The Analysis

6.2.1 Holaku's Return

Who is Holaku?

From what we read in history, we find that Holaku was tla@dson of the
notorious Mongol leader Genghis Khan. Following in the footsteps gfraigdfather,
Holaku became this barbaric, vicious ruler of the Mongol Enfpara 1217 — 1265.
His reputation is that of a malevolent emperor whose aprgad through Persia,
Baghdad, and Damascus and enfeebled the Islamic strendfragkhi, 2004, p.46 ).

In the play, the character of Holaku symbolizes numerous tHingity, his
character stands for the recent threats and enemieslsfaimc and Arab nation that
continue to attack until this very day. These sad eveathtppened in the past are
recurring in the present and can be seen in the attack&rageand Palestine by other
"Holakus."

Secondly, Holaku is tyranny incarnate, so he could actually syrebol
intangible things invading our nation such as an attack, datyggmny, or occupancy
by other non Islamic countries. Thus, Holaku would relate to thetékfeor Israeli
colonizer if we were to see it from certain angles.

Holaku, in this play is the protagonist while the Caliph Al kgsén is the
antagonist. These two characters are rivals and opponentd/astasim is
overpowered by the strength of Holaku. Al Mustasim seemes thib indecisive,
weakling Caliph in the play trying his best to avoid war sammccumbs to Holaku's

needs.

The translator oHolaku's Returmemains anonymous. S/he has decided to
work with the formal equivalence in the translation processtesseldom resorted to
the dynamic depending on the text. The choice of the wordingsinvpke sand far

away from complication and comprehensible to all.

When it comes to translating a dramatic playtext from Araiio English,
aside from the techniques that have to be acknowledged spcagasatics,
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semantics or syntax, the translator has to bear in minthieaext will be performed,

thus s/he has to pay attention to the performability aspect.

6.2.1.1 The Title

To begin with, a title of any work of art is the gatewayave either a full or

partial understanding of the intent of that work.

This play could have been simply entitlddlaku, so why add the "return” of
Holaku?

The answer would be that a "Holaku" has already been inds End his
coming back is inevitable because of the long slumber thb World is experiencing.
This return is that of the actions of Holaku, which includestitecks, aggressions,
and invasions directed to the Arab and Islamic world. Accolglitige linguistic
connotation that the word “return” bears is a negative onethdd be worse than the
one before it. Hence in this context, this is exactly whawttiter aimed at implying.

The return of Holaku becomes a recurrent theme as the emitisrhis play
with the lines spoken by the Baghdadi:

“Kick out Ibn Al Algami from your countries, for Holaku is comibgck!”

(Al Qasimi, 2004, p. 44).

So the danger of Holaku's return evolves intt&g vu He will never be gone.
His return is a decisive fact, and due to that, thelleb@ianother Baghdad and
another Palestine suffering from the same tragedies ovenandgain if no force

will stand in their way.

6.2.1.2 Goals and Aims
As mentioned previously, the play aims at recollectingdtsies and

reminiscing on the past, then projecting them into the ptese unfortunately into

the future as well. Since history is recurring, the impiiessage in the play is to
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learn from those past losses and not stop at remembering tivéithasit moving
forward.

The play harshly criticizes the Arab situation in adsitbne. It also aims at
enlightening the youth in particular since they ought to besttid pillar of the nation
and its definite hope. It is deeply noted that most of thenumd attacks on any nation
are those sent by the media, for the mind is the ultineatving medium of the
human body. It is the new generation that should be warned abbunhsatal and
cultural brainwash. This generation could help in lifting thabdand Islamic world
from its constant fall by acknowledging the mistakes from tlsé gnrad starting a new
era. The writer obviously believes that, if given a chareeybuth can accomplish
wonders.

For that, the stress is on them by opening their eyes to sham&what our
world used to be then diffusing the sense of motivation, erbusiand patriotism
among them.

This actually happened in the play in Act | by involving théhasiastic youth
where a group of young people decide to force themselves etailiph's house and
speak their mind demanding to see Al Sharabi, the Senior Odffitee Caliph. When
Al Sharabi asks them what reason brings them here, one of¢ipdias:

“We are a group of young Muslims, we have come to see the Caliph

Then, after hearing women's giggles and music, the youth unanymousi
continue:

“Nobody caused affliction to this nation other than you as yeutss one
responsible for selecting this weak Caliph. You are the oneywvatkes him indulge
in pleasure with women, dance and fun so that you can dominatyearmbwer the
machinery of government(Al Qasimi, 2004, pp. 14-15).

This dialogue gives a wakeup call to all the youth assuring thatithey are
obliged to speak their mind and participate in the mattiettse nation and warning
the one with authority about the dangers lurking around them. Thehgeaan
individual identity and sense of belonging is an important gadrmplay. Our
identity has been under Western influence throughout the. yassinfluence can
leave its mark on the nation's identity and gradually dreseulture. Therefore, an
implicit message in the play tackles the issue of itheatid the extreme importance
of preserving one's own cultural and intellectual identityabse it is the facade of

each nation. Perhaps this particular message is diregpetially to the youth since
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they are the ones mostly subjected to crucial changesimcultural milieu (Aidabi,
2005).

The writer aimed at connecting the past with the presethegamirror each
other. Moreover, from connecting those two ends, he plays thefrateasimonishing
soothsayer, predicting what will happen to our nation's futuiighi df what has
happened in the past.

6.2.1.3 The Plot

In four Acts, Dr. Al Qasimi dramatizes the Arab and Istagituation. The
plot and the dramatic structure succeed in portraying straegelated events.

The storyline has a beginning, a middle, and an end. The dakatplace
three years prior to the fall of Baghdad while the elemeptaafe vary but mostly
occur in royal courts, castles, and councils.

In the First Act, we are introduced to the passive Calipb is being
manipulated by his minister, lbn Al Algami.

The Second Act goes into the core of the plot where the Istzasite is
besieged by the Mongols, then ends with the fall of Baghdad.

The climax occurs in Act Ill when the true battle happemsdeen the two
main characters: Al Mustasim and Holaku. This climax readsepeak after the
complete fall of Baghdad and the murder of its Caliph.

In this Act, we are introduced to the “Voice” character sTdtiaracter is
virtually the news bearer in the play, who reports all tsastrous events occurring
outside the castle.

The Fourth Act comes as a result of the events of the preAtssas it sheds
light on the victory the enemies are feasting on.

Then as mentioned earlier, the last lines cited irpléwg mirror its title: the
return of Holaku.

However, the plot also looks into the matter of treasonupbantourage, and
the submersion of rulers in pleasures which leads to the negligétienation's
needs.
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6.2.1.4 Aesthetic Techniques

With regard to the language used in the play, we findithatritten entirely
in Classical Arabic. Logically, due to the historical erat tihe play covers, this type
of language — owing to its formality — is the most dominaiit@time. Yet, the writer

suddenly inserts some colloquial Arabic wording such as:

“ eailadl (ol U Ll 7

(Al Qasimi, 2010, p. 32)

“Allah! Allah! You have it all out, Ibn Al Algami.”
(Al Qasimi, 2004, p. 29)

(Al Qasimi, 2010, p. 33)

“Fine..fine.. As you like.”
(Al Qasimi, 2004, p. 29)

“SY s e gl L 10 @l Sk sl alee (g3 7
(Al Qasimi, 2010, p. 33)

“What does this Dartanki do? Only going to Holaku, to and fro?”
(Al Qasimi, 2004, p. 29)

The previous lines are in the informal Arabic language orgifivay say, are
considered a dialect rather than a language. The use alidhect has its own
indications. It comes as a result of fury which leads tmgpgmper and manners.

The English translation of these lines will be discusazt bn in this chapter.
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Applying such language is deliberate to fuse two diffel@mjuages in one
content. This could reflect the fusion between the pastrengresent. Above all, the

choice of informal language adds to the sense of realisheafork.

Monologue is also employed in the play when the characteinising aloud

for the audience to hear. This can be seen in Al Mustasim'srseful speech:

“Oh God! If only | had received those Muslim youths, listenetthéon, and
heard their advice! Instead | was amusing myself with wom@i!Qasimi, 2004, p.
33).

Although the language used is that of Classical Arabit,ts way in which
the wordings are chosen is characterized by their simpticiéyppeal to all the classes
of recipients.

Adding to that, the text is rich with explicit as welliagplicit meanings and

direct messages as well as intertextuality.

In his plays, Dr. Al Qasimi chooses to make a statemehgeiprologue, a
feature that allows him to clarify the intentions behind haskynot to be
misunderstood. Accordingly, he opdislaku's Returrwith this prologue:

Throughout my readings in the history of the Arab nations | hawed that

what had happened to the Abbasid Kingdom before its fall, ie gimtilar to

what is happening now to our Arab countries as if history is tieyeiself.

Therefore, | wrote this play from a historical perspectoreaf painful reality.

All the incidents, places and names of characters irpthjsare authentic and
every term mentioned in this text is a real indicator ¢hacidates what is

happening in the Arab nations (Al Qasimi, 2004, p. 5).

The message is loud and clear in this opening, as we cantbertsitter and
pessimistic tone of these lines. Adding to that, the word ‘hapgeshows the
continuity of the action. And that is the main theme ofglag: recurrence. Needless

to say, this type of recurrence is a negative one.

In conclusion, Dr. Al Qasimi utilizes history to build hisyl®&oth past and
present are connected in a modern, literary mold. He insisrenlightening messages

and reflections on our nation's painful situation by exposingrpasakes that we
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should learn from. He also correlates some characters &nceases, like the

characters of Holaku and Al Algami and the many issuesstaegd for.

It has also been drawn to my attention that the play haghdevel of
conservatism. For example, in some scenes where women aicdameuisitroduced,
the playwright has chosen to portray that without their actual expos

0 “Hear women's giggles and music.” (Al Qasimi, 2004, p. 14).

0 “Drink is brought and Mongolian music is heard. All people are
looking towards the stage where shadows of dancing girls enée’ se
(Al Qasimi, 2004, p. 20).

Therefore, we can hear the sound of women's giggles and laugiiter
cannot actually see them even when dancing is involved, pleetas cleverly and
decently manipulated to preserve the idea without boldly displdyiaghe audience.
And this is a big indication that a thougtan be introduced and reach the spectator

easily without the need of immorality or indecorum.

A. Language
e Sample 1
5. S T 05 Adlaie (Y e by Gpalsall @318 (e ¢ D8 B () 5 ealag gl D ol
iy o s Gaaluall (e 2af Y M LalS”
A5 Jaasl) 4
(Al Qasimi, 2010, p. 10)
Translation

Al Dwaidar: My Lord, they are surrounding three Muslim fort3am, Truksheez
and Kamly and none of the Muslims dares to help themrétilyy

disappointing.

(Al Qasimi, 2004, p. 11)
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Commentary

Al Duwaidar, the Army Commander of the Caliph, is reportindneCaliph

the news on Mongols.

The translation opens with “My Lord” as it is a correct fatraf the English
language even though it is acceptable to keep it in the mitithe sentence like the
Arabic source text.

We notice that some punctuation marks are missing in theatamslas in the
sentence “... in Ton, Truksheez and KamR/whereas in the ST the writer has
chosen, for some reason, to put an ellipsis which could indicsttert pause or
hesitation in this particular sentencg " 5., " iS5 5" dhia 4 | |h the

translation, this element is not preserved.

As the Arabic language tends to be elaborate, the transfatt to mention
the “forts,” once unlike the ST where it is repeated twicarfore specification. It is
also a good choice to translagé?® into “forts” rather than “castles” since the former
term carries the sense of defensive military planning wisithe exact meaning
intended in the ST.

The translation deleted the use of oathdip J3aill 43" and replaced the oath
with the adverb “really” to keep the emphasis, although dicceptable to keep the
oath. Add to that, “disappointment” does not bear the saeamimg of J3&', For

that | would translate it to: ‘By God, this is absolute languor

e Sample 2

L ooliy g cpall (S 51 A gaa U ) 5 jaaal T SY

,,G\.«.ﬂ\&ﬂﬁu&_ﬁy}“\_&uu)@uivﬂ;})—\,,uy\}
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L icads :bw))iwﬂ‘OSJ

(Al Qasimi, 2010, p. 20)

Translation

Holaku : Come on, bring a Mongol lass for Rukn Al Deen Khorshan. Wew

want you to co-operate with us to stop the bloodshed.

Rukn Al Deen : Please.

(Al Qasimi, 2004, p. 20)

Commentary

Holaku is joyous where music and fun take place. In the rofdkis joyous
atmosphere with his followers, he orders for a Mongol girl@rspires with Rukn
Al Deen, the chief of the Ishmailites, who answers backwretched tone.

The translator chose to add “come on,” to strengthen the ‘tmdleg.” This
addition is acceptable because it strengthens the order asdtgivere power and it
is used more often in the English language.

The TT used a word uncommonly heard: “lass” as a translatidi¥oithe
word is mostly of a Middle English origin. The choice obthiord was deliberate to
reduce the status of the Mongol girl.

The purpose of rendering==&" as “please” is that of aestheticism in the
structure, since “please” gives a polite and respectfulttmtiee addressee instead of
“proceed,” “continue,” or “go on.” The language is elevatedh®ychoice of this
particular word. The wretched tone of Rukn Al Deen is atillent but can be further

shown on the stage.
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e Sample 3

(Al i 58) Dl all
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Lo gy S Slin WilB 5 &y 55 Jun 53 O and Sy jguzanll 3 jialg ¢ Jadiial ) 5
oab ol By o sn ellas Sl § 30

(Al Qasimi, 2010, p. 27-28)

Translation

Duwaidar starts reading the message.

Al Duwaidar : From Holaku to Al Mustasim! We have sent gou delegates
at a time when we set to conquer the Malahda forts. Waslask
you to provide us with soldiers. Although you had displayed
loyalty, you didn't send the soldiers to support us. The real
indication of loyalty and support to carry out our orders and
send us your army to back us against those tyrants, but you did

not send the army offering hollow and false pretexts.

Nevertheless, if you carry out the orders, everything will be
completely forgotten. You have to demolish the forts ufl

with earth all the trenches around Baghdad, pass the country
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administration to your son and present yourself before us.
Failing to do that and unwilling to come, you better semary
minister and the army commander to inform you with no more

and no less of our final message.

(Al Qasimi, 2004, p. 25-26)

Commentary

The speaker is Al Duwaidar who is reading a message fronkiialaud to

Al Mustasim.

The translator chose to translaté-:’)’ into “our delegates,” because if a word
is translated in a certain way, it is inherent thattheslator sticks to that translation
and not change it in the rest of the text whatsoever. Aaidg the case with the word
“delegate.”

The TT becomes very literal in the transliterationsegf>!’ to “Malahda.”

The word basically means “infidels.” It is a group of peopf®wio not believe in
God, but it does not represent a particular tribe or a cult. Hawthe word might not
be understood by the English audience, especially with the faptanation. For
that, it is suggested that a little addition or explanaticche@fvord is inserted.
Another suggestion is using the strategy of foreignization by &tamglthe word into

“Kuffar” which is the plural of Kafir, a nonbeliever.

The word &=Wl” which literally means “obedience” is translated into
“loyalty” which is a less powerful word; perhaps it was #erapt by the translator to
keep it elevated to maintain the aspect of courtesy apecetoward the addressee.

The use of two correlated words, “hollow” and “false” back-tokbaas
chosen by the translator to give a synonymic effect althowggtwih words do not
offer the same meaning. In the ST, only one word “hollow” wsedd. Due to the fact
that this word is literal, the translator added the word “fadsean explanation of the

first, fearing that it might not preserve the meaning.
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Since the Arabic expressiopi-dll b & cannot be literally rendered into
English, the TT translated it simply into “completely forgatt with the addition of

“completely” to strengthen the structure and emphasize it.

The translation ofs2_% into “fill up with earth” was extended and turned into
an explanation. The translation could be a simple “fill"mry” because those

words are verbs and stand on their own without further explanéimwever this

does not affect the quality of the TT.

A very good choice of free translation was made in the wyod better”
owing to the threatening tone that the message carries.artstatior avoided the
literal translation of -’ to “must,” and by doing so, the original tone of the message

was preserved.

e Sample 4

13 138 ey oulaal) 23080 Ul (e Al i) : paanivuall
.. bl ol by S
i) pim a3 ) aSile s (53 A uae (e o gin g il @il ) L SY a7
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51580 il am ol caas

(Al Qasimi, 2010, p. 28)

Translation

Al Mustasimin a state of anger | am the Abbasid Caliph! Do | have to take
orders from this stupid ...? Come on, Ibn Al

Algami and write down.

Holaku! I warn you and your soldiers of God's
humiliations, if you subject and oppose the
Abbasid people. All Muslims from east to west
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are my back and call. They will be under my

command against the invaders, the Mongols.

(Al Qasimi, 2004, p. 26)

Commentary

Al Mustasim is extremely furious after listening to a theeag message from
Holaku. He then replies to Holaku in another message whicictaged to his

minister lbn Al Algami.

In the ST, the sentencéd«~Y¥ 1» %l has a full stop at the end of it, but
the TT chooses to modulate it into a continuous sentence by sdympghave to
take orders from this stupid... ?” This translation with the @ldbf the ellipses
indicates that Al Mustasim was about to say something elsestuhined himself,
because “stupid.”.here seems like an adjective for another word thatakasit to be
said. A better substitute of the word “stupid” would be “fool™ionbecile” because
they stand on their own and do not need more elaboration.

The TT chose to render the word' ‘into “God” instead of “Allah.” In this
context, the word does not have an Islamic denotation tbig.i3 fairly proper

because of the nature of the sentence.

A serious error was made in the translation of the sentercg b s
W) by translating it as “at my back and call.” Whethew#s a misprint or not, the
correct translation is “at my beck and call” which is anndidefined as “a gesture of
beckoning or summons” accordinghe American Heritage Dictionai1991, p.
166). Despite the error, the translation of this idiomatic@sgon meets with
“equivalence,” which is the procedure of oblique translation addptadnay and
Darbelnet.

e« Sample 5

<Ol Guls 8 JW) 0y : aranivudll
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o onshl iy el (88 Fiw L (e ) : gadlall

(Al Qasimi, 2010, p. 31)

Translation
Al Mustasim : Giving money for building up forces.
Ibn Al Algami laughing: Human beings would be killed, money would be lost ...

(Al Qasimi, 2004, p. 28)
Commentary

The Caliph and his minister are discussing matters obwdiavoiding the
Mongols' march.

The translator chose to translate the name-ef=d c»” “lbn Al Algami” with
a “g” sound instead of a “q” or a “k.” Therefore the pronunciatibthe name might
sound informal.

The TT changes the literal meaning gfs:2l into “forces” which literally
translates to s not “army.” The translator deliberately maintained therglity as
it is a correct attempt to do so because in English, $araey cover three aspects of
an army: air, sea and land.

As discussed in Chapter Three, Schleiermacher (2004, pp. 485} to the
difficulties caused by poetry and artistic prose sincg ktiwdd features like rhythm,
tone and alteration. Bassnett (1985) also sees that problemsvd@utranslating
rhythms. In the ST, the writer chose the ward8'’ although it is somewhat
informal to create a stylistic rhyme with the word£1". This aspect was not
accomplished in the TT in translating the two words as “hupesmgs” and “lost”

perhaps for the lack of any rhyming synonym.
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Because of the English structure, the rhyme would be betlWweemards
“killed” and “lost.” Nevertheless the meaning was clear @miprehensible, but the

rhyme was absent. However the translator maintained the rtayitdrfiow of the

sentence.
e Sample 6
oo ailall ) L LaleS ) D ol gal)
(Al Qasimi, 2010, p. 32)
Translation
Al Duwaidar : Allah! Allah! You have it all out, Ibn Al Aami.

(Al Qasimi, 2004, p. 29)

Commentary

Al Duwaidar interrupts a conversation between Al Mustasimllamahl
Algami in a sarcastic tone, mocking the suggestion thzgirsg made by lbn Al

Algami.

When ‘. & .. &) is repeated as such in Arabic, it clearly carnmexckery and
sarcasm. It parallels the English word “Great!”usually useimerican slang where
it does not mean something good but is a sarcastic sign of fiustaad

disappointment.

The TT chose to keep the word as it is by putting “Allah! Allakith an

exclamation mark to show sneer and anger.
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Both this repetition and the wordi<’ are not formal speech in Arabic. It is
modified into a different translation of what it originally ams, “You have it all out.”
The two sentences have different connotations.

In the ST however, we find that whenever someone is provokaagoy, the
language transforms from Classical Arabic into an Informal@oser to slang. It is
an aesthetic, linguistic style to show that once someonehasesmper and poise, his

language changes too.

 Sample 7

1 axy 19 ailall () s olaall g

(Al Qasimi, 2010, p. 37)

Translation

Abu Al Abbas : Again lIbn Al Algami!

(Al Qasimi, 2004, p. 32)

Commentary

Abu Al Abbas, the son of the Caliph Al Mustasim, becometategl once his
father mentions Ibn Al Algami's name. As we previously noged, with the state of

fury emerges the informal Arabic style.

Here, Abu Al Abbas yells!f2+f meaning “again!!” The translation of this
word was literal because it is also used in the samemtig iEnglish language. Even
if it were translated into “Ibn Al Algami?! Again!!” thatould have been acceptable

as well.
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e Sample 8

o Cul) L s L aginnaiy AT | aed ol L Cpalall ladll <8 ! pearisal)
Lelual)

(Al Qasimi, 2010, p. 38)

Translation

Al Mustasim : Oh God! If | had only received those Muslim youlistened
to them, and heard their advice! Instead | was amusirsgimny

with women!

(Al Qasimi, 2004, p. 33)

Commentary

With the continuous losses caused by war and the martyrdom ldiutsiam
youths who came to the Caliph's house to warn him, Al Mustassonies

remorseful.

An example of Catford's shifts can be seen in the sentdhtead only...”
The repetition of the word was narrowed into a single “If | had only’..which
in my opinion would have been stronger if it was “If only | had...

The translator added “Oh God!” to add to the remorseful torfeecdpgeaker

although this was not present in the ST. This attempt is progdogical.

e Sample 9

19 Jla) 138 Caran a5 Y PN

(Al Qasimi, 2010, p. 40)
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Translation

Holaku : For what purpose did you collect this wealth?

(Al Qasimi, 2004, p. 24)

Commentary

When Holaku discovers that gold has been buried in the palacgaroltie
asks the Caliph for the purpose behind doing so. Holaku seemsoustas he laughs

scornfully the whole time, looking at the jewelry in his possessi

Going back to what Vinay and Darbelnet (2004, p. 131) expresselapter
Three, “unacceptable translations mean that the TT: ldag@sponding expression
but not within the same register.” For that, the choidh®fjuestion's structure is
quite successful by rendering: ¥’ to “For what purpose” in order to simplify the
guestion and make it logical. A literal translation would bt awkward sinces's’
means “day” but the translator free translated it intogpse” and that is

undoubtedly coherent.

e Sample 10

19 oyl le1a Gall D SY

(Al Qasimi, 2010, p. 42)

Translation

Holaku : Didn't you want this?

(Al Qasimi, 2004, p. 36)
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Commentary

When Holaku promises Ibn Al Algami to reward him with the ntigisf
Baghdad, the latter did not seem pleased.

On the basis of Catford's Translation Shifts theory, thetsteiof the
guestion asked somewhat differs from that of the ST. As aatiom of the ST, |

would translate it into “Isn't this what you wanted?” Eithewywthe tone and idea are

preserved.
e Sample 11
19038 (Lokia) 1 il
LY IPPR DSV
o) B Cppalsall oy Ay il 6 ¢ T Ll
LAl (L)
(Al Qasimi, 2010, p. 42-43)
Translation
Ibn Al Algami amazed This one?

(Al Qasimi, 2004, p. 36)

Holaku : Of course yes, and | will go on to capture by ftiieerest of the

Muslim countries up to Al Sham.
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Commentary

Holaku introduces a Mongol prince to Ibn Al Algami as the gaeertelling
him that this youth will be his consultant. Ibn Al Algami seeimsc&ed and offended.

The tone of Ibn Al Algami's amazement was preserved althiodighgree
with the translation of! $132’ to “This one?!” as if he was an inanimate entity althoug
that is what it might sound like in the ST. But it would haeen more proper if the
rendition were “Him?” and Holaku's reply would be, “Yes, himmtiat would still
give the same meaning.

The rhetoric speech of Holaku when he supposedly yells widroedll )
was merged with the previous sentence as if the tone hasarged and no order
was given. | would suggest that —as the ST — the sentencd amiiat “Muslim
countries,” then his tone would change as he yells into hdgessl“To Al Sham!”

with an exclamation mark to express the loud tone witlotter.

B. Word Play
 Sample 1
() lialas ) : arariall
2Ll e Jaliy S A Cais 3 S b i
SV e sla il e elile Sl ) alee 3 ) © )y sall
(Al Qasimi, 2010, p. 33)
Translation

Al Mustasimappeasinguwaidar: Fine.. fine... As you like we will send Al
Dartanky with some gifts as well.
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Al Duwaidar : What does this Dartanky do? Only going to Holakand fro?

(Al Qasimi, 2004, p. 29)

Commentary

Al Mustasim is reassuring Al Duwaidar, who is agitagt is calming him

down.

Again, informal Arabic is used in this dialogue. The rejmati‘cuk .. —uk' is
that of calming a situation or someone down, and that is achievee translation,
“Fine.. fine...” And the use of “fine” is a bit informalhich mirrors what is intended
in the ST.

As previously mentioned, Nida (2001, p. 78) sees that every Igegsidull of
obstacles that stand in the way of translators who stragdjied the closest
equivalences. These linguistic obstacles are semanticdedilke rhyme, repetition of
words or phrases, purposeful deletion, irony and sarcasm, indireatid many more.
Here, Al Duwaidar's speech becomes all informal Arabiwesense the frustration
and anger in his tone. Furthermore, after Al Mustasim mentiensame of a
character, &S5,3, Al Duwaidar uses wordplay to belittle this characteitioying
the name intoSik k' a very demeaning way in pronouncing the name which
sarcastically means someone of no use and responsibilityeXpmassion is taken
from the word ik k" which is most commonly used in Gulf region and has cultural
connotations that someone is “nobody.” The TT failed to rendérwaod into
English due to the absence of a similar word or technique.résudt, the original
name was kept without any change in spelling or pronunciationthéetise of “this”
before the name merely helps in adding the sarcasticdand tvould suggest, in
light of the ST, to keep the structure of the sentence siaiitd translate it into “What
does this Dartanki of yours do?” By doing so, we have preserveddheing and

tone intended and remained loyal to the ST.
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C. Metaphor

 Sample 1

oo gellall G aad DSV
Lo A be Gy Cuma Al cpiadl J) gl Litard 8l
o osa¥) OS A Aaa) dlelal Jia (5 m J smie gy 8all SIS il
ook sal iy ¢ Bl sl cal Al (o SIS (Y
(Al Qasimi, 2010, p. 41-42)
Translation

Holaku : Listen lbn Al Algami, you have been working devotediyus through
the long past years and you have been our loyal spy. Your words and
advises to the Caliph proved charming. He agreed and olgeydd

all matters and now we are going to reward you!

You will be responsible for the ministry and for running ai&as in
Baghdad.

(Al Qasimi, 2004, p. 35)

Commentary

Holaku sits Ibn Al Algami close to him and address him with speech in a

proud and victorious tone.

The TT chooses to elevate the woggs’ which translates to “served us” by
toning it down into “working devotedly for us” and adding the advedvbttedly,”
which does not exist in the ST.

The metaphord_s & Lue’ which likens lIbn Al Algami to an “eye” is taken
away and turned into the meaning of this metaphor “loyal sfhyete is no harm in

this rendition, but if the metaphor were kept it would havels#n understood.
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The TT adds “advises” to the sentence which is a false additiyway since
it is misspelled as a verb where it should be the nowlvjca.” Another alternative
could be “pieces of advice.”

All'in all, the tone was preserved and the meaning detivere

D. Addition and Deletion

e« Sample 1

A sl g ol 8 L sallay (i) oY 58 1 Y il ol
19 . o) il gl oo e Wlaal) Gty pens ol ddlaial) e jlad agd) 1 Lol
19 . g Dl Gl an jlas b Jsral) asli 13l | i

sl el 5 sl a3 pel g3 5 Jsieall 3 3 s DU g 153555 Al

19 a9 r';g_us.\i

(Al Qasimi, 2010, p. 12)

Translation

Ibn Al Algami : Firstly those people are of different cqoiben and inclination.

Secondly they represent a great danger to the area. Didn't you
hear about the long list of victims who were brutally murdered
by those people? Why do we blame the Mongols in their siege
of the forts? Don't you remember, those forts were once the
pockets of terrorism in the Mongols' lands, threatening both the

Mongols' security and the Mongol leaders?

(Al Qasimi, 2004, p. 12)
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Commentary

The speaker is Ibn Al Algami, the minister of the Calidb.is addressing Al
Duwaidar, lecturing him about the great danger which the Momgptesent.

The translator puts the sentengéidl e k3’ in a good English-structured
frame by adding “represent” and the adjective “danger’epresent a great danger to
the area.” Likewise, the adjective is added in “long listiofims”.

The translator tends to delete some parts of the ST. €lasah, however,
does not lessen the quality of the translation or cause sehaanges in the meaning.
The word &~5" along with the pause that follows are both deleted andubstion is

promptly asked. A compensation efiis (52" is also undertaken.

The addition of “Don't you remember,”.adds to the emphasis of the
sentence and helps in drawing attention of the hearer hasmble exaggeration the

adverb “brutally” bears.

The expression “pockets of terrorismy34 ;3 Lsia” is a literal translation
since it means that they were funding the forces financkdlythat, the choice was
literal translation where the TT kept the expression igsatthout modulating the
expression into any other synonym in English, but most of thist&tydspects are

preserved and there is nothing wrong with translating it this w

e Sample 2
&iuu&aw\dﬁj GAAS:J\QJ\
kel Lo Sy elizadll (5 5a
(Al Qasimi, 2010, p. 50)
Translation
Ibn Al Algami : Fate occurred in contrast to what | had klope
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(Al Qasimi, 2004, p. 42)

Commentary

After knowing of the losses happening in Iraq and its fall,amtyeafter the
next, Ibn Al Algami shakes his head in despair and dalitreese lines.
The TT rendered the ST in a good way, but the repetitiorisied due to the

length of the sentence after its translation.

e Sample 3

Lo olal ) ;s o)

sl Gl as) A0 mend Gl Y skl paY)
(.. am any) | drand o 20 Y

Lomale US| Jie e Ll Y 3 Y e 58S i e u Y 1 sl Yl
AN el ) sy IS

(Al Qasimi, 2010, p. 51)

Translation
Ibn Al Algami : This is the Holy Quran.
Prince : | do not want to hear this Quran. It spoils my miid. hot

want to hear it! Much of its verses must be changed useca
they do not suit. Lots of its verses must be crossed out and

cancelled.
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(Al Qasimi, 2004, p. 42)

Commentary

One of Ibn Al Algami's officials starts to recite sonexses from the Holy
Quran to ease his pain. Furious, the Mongol prince yellsraivaindering what that

sound is.

The word “Holy” is promptly added to “Quran” as these two war@smonly
cohere together.

The TT transfers the same tone of disgust and ignorance \wotis of the
Mongol prince by adding “this” to the sentence “I do not want & ttes Quran”
where this indication is absent in the ST which translaaslly to “I do not want to
hear the Quran.”

In Chapter Three, Lefevere (1992) insists that when there is aareber
offending passage, a perfect approach is to either deleteatmake severe
modifications. Here, the translator have chosen to complitieéyout the examples
given by the Mongol prince as he said, “Much of its versestine changed, because
they do not suit, such as: infidels, nonbelievers.” Perhagsahslator found these
words offending to the receiving culture and for that he optelélete them from the
TT. However, with or without the examples, the tone copied Theusd the main

idea was introduced thoroughly.

e Sample 4

D aladly sl s Ue dgn s ala 153 L SY

(Al Qasimi, 2010, p. 41)
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Translation

Holaku : Even if he is dead, peel off his face's skith laring it to me.
(Al Qasimi, 2004, p. 35)

Commentary

After the fall of Baghdad, Holaku, being a barbaric tyramt as a sign of
humiliation, gives orders to his soldiers to take the Calighskin his face and bring

it to him. Al Mustasim dies in their hands before the peafingpmplete.

The speech is free translated and an addition is madel@@dh®ing of the
sentence. The TT adds “Even if” to start the sentence althibisghot in the ST but it
could be a rendition ofis’. However, if it was to be retranslated, it would be
something like this, &l § s,

The act of peeling the skin from someone's face could beysirapisiated
into “skin” as it is a verb that does not need any further eddiloor or specific details.
But the translator used a very graphic translation of the@ct s 1 31V into “peel
off his face's skin,” and it was repeated three timeakenT T.

* Sample 5

(il b ol . SY50 i)

(Al Qasimi, 2010, p. 41)

Commentary

This descriptive sentence is left out without translatiorth@dit any shadow
of a doubt, these kinds of descriptive sentences help to mahegstay successfully
on stage and give hints to the actor or director of minor dedhitow the character is
thinking, etc. This particular sentence could have been ataxshs “Holaku

considers, then addresses the soldier.”
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* Sample 6

RS PWRITR PGPS VA PR JURIR DSV s
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A (e Bl g 4ibad Blaca el o shae T ol 3 cpall S5 () Vs ¢ sl L

(Al Qasimi, 2010, p. 18-19)

Translation

Holaku : | had sent him mission after mission and a dedegfégr another, in no
less than eight occasions, sometimes asking him to submit khroug
promise of wealth and fortune, at others informing him on tieé gnd

destruction, he would face if he chooses not to, but all in vain.

Holaku to his envoys

Holaku : Go to Rukn Al Deen Khorshah and in my name give hgmasantee

for his life and also for that of his followers.

(Al Qasimi, 2004, p. 19)

Commentary

Holaku, the protagonist of the play, is impatient and irrtdiecause of his
inability to break through Maymoon's fort. He is addressing hisima furious tone.
As explained in a previous sample, the target text has eshttes word

‘ds=" as “delegate” instead of a “messenger,” although they &ertre the same
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meaning in that a delegate gives a more politic and floserese. Moreover, the
repetition of the word “delegate” was unnecessary, unlikesion” since the
repetition of both would not sound English-like and might sound lixeoa
translation.

There are many modulations done in the translation to avoid lieired. The
structure of the sentence is completely altered and tumb@d long sentence unlike

the ST which is divided into small sentences.

The word éx= 5" was translated into “asking him.” The two words are
incoherent since the meaning is “to threaten.” Later, thé&uiither explains to us that:
“... asking him to submit through promise of wealth and fortune herstinforming
him on the grief and destruction, he would facéthis whole passage was put as an
elaboration of the ST probably because the sentence would nonmakesense if
translated literally.

| also suspect that the translator mistranslated the werg*to “promise”
and not actually into “asking him.” Further, this sentenae&whelmed with
additions; for instance, “wealth and fortune” are two differeotds that are meant to
be the translation of,:a) which can only mean “welfare.” SimilarlyJis’ is
translated into “grief and destruction,” but only means “destn.”

There is a substitution of=é » 415" with either “but all in vain” or “if he
chooses not to,” although the “if” is not present in the ST tlaaditeral translation
would be “but he refuses.”

The sentence “Holaku to his envoys” is added, while in Theéh& whole

dialogue is not cut.

E. Semiotics, sounds and stage Directions

 Sample 1
(DU Al 5 La )

(Al Qasimi, 2010, p. 13)
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Translation

Here the Caliph becomes excited.
(Al Qasimi, 2004, p. 13)
Commentary

The Caliph, Al Mustasim is furiously objecting on the ide®elittling

himself to the enemy in a message written to Holaku.

The sentence is not a dialogue; it is describing the situatidrihe state of the
character who would be applied on stage.

Here, | may have a problem with the word “excited” which shadulthis
context, mean “being furious or agitated,” but the word chosanyiopinion, gives
it a rather positive meaning, whereasy’ means being emotionally aroused but in a

negative way.

e Sample 2

Ol U sl 58 el 6 Dk ¢ 558 G L L SV
(il e dadle ¢ "ellS" Ggeay aid ) o sy s 58 5)

(Al Qasimi, 2010, p. 22-23)

Translation

Holaku : Commander Totar, send Rukn Al Deen Khorsha to the Mdarphl
Pointing to his neck with a sign that means execution.

(Al Qasimi, 2004, p. 22)
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Commentary

Holaku signals that Rukn Al Deen has to be killed by pointindraigd to his
neck and making a "click" sound. This sound was not mentioned ifilttas the

translator is content with “a sign that means execution.”

e Sample 3
(o=fn A5 .. 43k)) DSV
codln agalilolaay B O3 s la L
(Al Qasimi, 2010, p. 23)
Translation

Holaku laughs scornfully, while he dances.
Holaku : Hahaha! Then let us set for Baghdad to punish him.

(Al Qasimi, 2004, p. 22)

Commentary

The expression of laughter is kept the same to preserve tleee$fmrt and
meaning. No modulation was necessary, even though thelacgbter was
explained in the sentence in parentheses. But the TT redrfaitigful to the ST and
kept the same form of dialogue. The translator used imitatitimei rendition of the
laughter “Hahaha!” to apply what Schleiermacher (2004, p. 49estigd, which is
working hard to give the same effect that is felt indhginal text to the reader in the

TT while preserving the same impact.
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* Sample 4

LY iy 1 (ol oS e ) L Qg

(Al Qasimi, 2010, p. 34)

Translation

A voice comes from the coulisse.
Voice : And the days pass by.

(Al Qasimi, 2004, p. 30)

Commentary

The 'ws=’, “voice” in the script plays the role of the narratosome cases.
In the TT, it is translated exactly as it is. But itelgparts of the play, we see the

voice take another role yet translated also as the “voice.”

e« Sample 5

a1 ENOSE LN

(Al Qasimi, 2010, p. 35)

Translation

Al Mustasim : That is right.

(Al Qasimi, 2004, p. 30)
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Commentary

After Al Duwaidar's attempt to draw Al Mustasim's atientto what might
result from the leaders' absence, Al Mustasim hesitatsayigg ¢!z=sa I’
According to the question mark in the ST, | believe ithhigave been translated into
a question ,“Really?!” But probably with the context of th&@aljue, it really is a
statement not a question. The'*has been omitted entirely although it would have

added a sense of averting from a decision.

* Sample 6

(Al Qasimi, 2010, p. 37)

Translation

Voice : The eastern wall has been demolished!

(Al Qasimi, 2004, p. 32)

Commentary

As we saw in a previous sample;sie’ was translated as “voice.” The word
was an indefinite noun. But here, the ST offers the wo#d!’ which is a definite
noun and means “crier” or “exclaimer.” In the play, thergoiays the role of the
news. The TT chose to translate this word also into “vaitaking no difference
between it and the first one.

F. Mistranslations and Erroneous Word Choice
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 Sample 1

Lodksy D SY e
D(dssadS e iy )

L L bl )l ol il | sl

PR E A NENCC R R RSENEN|

(Al Qasimi, 2010, p. 19)

Translation
Holaku : Stay on it! Bring the drink and the dancing girls ..ckui
Porter : My Lord, my Lord! The fort has fallen!

(Al Qasimi, 2004, p. 20)

Commentary

Holaku in a supposedly composed and confident tone calms downdke lea

who informs him of Al Maymoon's defensive forts.

“Do not give up” Lk ¥’ was rendered as “Stay on it!” Here the difference is
vast becausesiis ¥’ or “Do not give up” carries a tender tone to it specialljhvihe
‘asis e cw s g gesture, which means that Holaku was patting the l&asleoulder
while saying this, but in the translation the sentence sounds $itern order
particularly with the addition of the exclamation mark. Tita@slator here has to be

careful since the text type is expressive and is meart &zted, for that translator has
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to preserve the detailed gestures and stage directionatter imow minor they may
seem.

The repetition ofi L’ is reduced to one “quick!” which can be the
equivalent of 's= »"; however, it projects the intended meaning.

When speaking of the fort, the rendition 6&%’ into “fallen” is a rather
successful one since a literal meaningef¥’ is “opened,” but it is acceptable in the

Arabic text. Thus, the TT did not project the same effetbroé and meaning.

e Sample 2

CSia L 58K (Slel g agallae @iy AN el cali | alledl oz slea gl aal
ek e el el 3 Lgnall s | dlas A3 (e i€l can A5 L Gl e Y)

il ol b Jaas o & Y

(Al Qasimi, 2010, p. 46)

Translation

One of the notables : Oh Ibn Al Algami, you must interfergtdp this mockery!
The Caliph's graves were unearthed, their bones werendesphe
and a lot of places were burned! Honorables were violated,
Baghdad's library was robbed and all books were thrown into

the river to form a bridge for their horses.

(Al Qasimi, 2004, p. 39)

Commentary

Ibn Al Algami has become the minister in Baghdad aftezdmemitted treason
against the Caliph and Baghdad itself. In this scene, ditting) in the ministry's seat

surrounded by notables. The speaker is one of the notables complaimindgre
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miserable situation of the country in an attempt to motik@ateAl Algami to stop the

chaos.

Free translation is used. The structure of this rhesp@ech is reversed by
placing “you must interfere to stop this mockery!” at theitneigg of the speech
unlike the ST. Also, the addition of “to stop this mockery!"yeld a large part in
elevating the speech.

The use of “Oh” to translat&’is also a good choice. Both tone and meaning
are preserved.

| am however not so sure about the structure of the sentanlcgs«dli s’ in
the ST because it sounds awkward and illogical. My guesatig th a misprint in
the original copy. The rendition of this sentence appears to blemeaningful and

comprehensible, “were thrown into the river.”

G. Islamic Connotations

e« Sample 1
SV Lo cea bl |, lS g bl das 5 a3l oSl soldga cpall (S
(Al Qasimi, 2010, p. 21)
Translation
Rukn Al Deen : Peace, mercy and blessing of Allah be uponGame on,

Jowaini, tell me what the news is!

(Al Qasimi, 2004, p. 21)

Commentary

Rukn Al Deen Khorshah, still in his wretched state, igngjtin a tent when

one of his Muslim followers comes in and greets him in tlzrniE greeting.
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The TT rendered it as it is, which helped to preserve #ning and sense of
Islam in the translation. Also the word “Allah” kept itsginality without

modification into “God,” for instance.

It is a good choice of rendition where transliteration is naigion, but the
whole greeting is translated word-for-word. It is just astwhaay and Darbelnet

suggested as a borrowing strategy in Chapter Two.

e Sample 2
el ALY 5 S Y Jen Y : anariall
Dl S
(Al Qasimi, 2010, p. 35)
Translation
Al Mustasim : There is neither might nor power except fAdhthe Most

High, the Greatest. Now come on Duwaidar, think up and

advise mel!

(Al Qasimi, 2004, p. 31)

Commentary

When a porter tells Al Mustasim that Holaku's forces aresading
Baghdad, he instantly utters the Islamic sayipga! 4L ¥) 38 Y5 s ¥ which is
literally translated into “There is neither might nor powrcept from All the Most
High, the Greatest..” The TT chose to be content with thd Most High, the
Greatest” along with the capitalization without adding “Alld@cause “All the Most

High, the Greatest” stands in itself as a Divinity name
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The order & .»2" is a call for help meaning “help me” or “think of someidpi”

It is successfully rendered into “think up and advise me!'tWis close in meaning.

e Sample 3
1 elanss dary 3 G ) A JsEiy celeasll sl
ool Y ALY B A Y s e Y
ool Y ALY B A Y s e Y
(Al Qasimi, 2010, p. 49)
Translation

One of the notables : Telling him that the people in Baghdatappy!

There is neither might not power except from Allah the Most
High, the Great.

(Al Qasimi, 2004, p. 41)

Commentary

One of the notables is irritated with Ibn Al Algami whedito Holaku by
telling him that people in Baghdad are happy and looking forveanaeeting him.

The notable condemns Ibn Al Algami's behavior, and thus he blaimes

The tone is partially preserved by literally translatingltemic saying, ¥
ol el Y 58 Y 5 J " only this time, the translator decided to insert the word
“Allah” unlike the previous rendition. Yet, the repetitiohtbis saying in the ST to
indicate submission and powerlessness is not conveyed in thee$pit®that, the

message has reached the perceiver and the meaniinieigeat
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* Sample 4

Lo Y e D el )

(Al Qasimi, 2010, p. 50)

Translation

Ibn Al Algami : My Lord! That is the Adhan, the call forgyer!

(Al Qasimi, 2004, p. 41)

Commentary

Ibn Al Algami is in his council with some of his assistaagshe call for
prayer is heard. That is when the Mongol prince gets furiousiamolyed with the
sound and orders Ibn Al Algami to silence this sound. lIbn Al Algatplains what
this sound is.

In Chapter Two, Reiss (2004, p. 175) stresses that any implicatitms ST
should be made explicit in the TT. And that was successfully doeedgeendering
“Adhan” by not just transliterating it, but by adding to it asplanation of what it

means, “the call for prayer.”

H. Footnotes

e« Sample 1

}Aé\_a\‘w\ﬁm;\‘)‘,wd\s%ﬁ\‘Q_m#\‘).umuaé\lséu\ :QLSJ‘,';Q:\JJ\QSJ

lany ) gl e 53 sa (V) pauYL Sl g3)

(Al Qasimi, 2010, p. 22)
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Translation

Ruk Al Deen : This is the result of Al Tusi's plotting, whies been seeking
only for his personal interests. By him | was convinced ef th

surrender and now he will accompany the Mongols to Baghdad.

(Al Qasimi, 2004, p. 21)

Commentary

After being informed of possible threats on him, Rukn Al Deearbisously

scared and puts blame on someone else with an irritated tone.

The translator chose to put a footnote of Al Tusi and explainhiaisacter

because any English spectator or reader would not know who he is:

Nasir Al Din Al Tusi, philosopher and mathematician. He espdtise faith

of the Ismailite sect, accepted however immediately #itefall of Baghdad a
position with the Mongols as a scientific adviser. The topictutiver Al Tusi
accompanied the Mongol capture of Baghdad remains controvesdial. (
Qasimi, 2004, p. 21).

This footnote is quite essential for those who would read the aathaot
know the relationship between the person and the speech, but trenptiesl in
manifesting this explanation on the stage. The solution would e ei¢leting the
speech or using allusion. The second choice might not be effsiiee the intended

word is a person with certain importance behind mentioning his.name

Also, the translation “By him | was convinced of the surrenddrreow he
will accompany the Mongols to Baghdad.” seems poorly construthedtranslation
would sound better if it was rendered into “He convinced nteeogurrender, and
now he will accompany the Mongols to Baghdad.” in order to aveicvkward

imitation of the ST.
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6.2.2 Discussion

The play exemplifies dramatic texts used in a theatrimatiext. This type of
text is called expressive. Expressive texts, as Reigsedetfiem, are creative
compositions such as plays, poems or biographies (Munday, 2008, ph&ggl$o
contain a message directed to the receiver.

We have to remember that the text is meant to be actsthge. In other
words, the factor of performability is to be preserved el ag the tone and intended
meaning of the ST to guarantee that the message thhedetie Arab audience will
surely reach the foreign one as well.

The translation oHolaku's Returrwas careful not to deviate from the ST and
to adhere to the meaning of the original text as much as pmdsitdrder to do that,

the translator used formal translation in most of the dialogues
These are the major features | noticed during the analiysigsglay:

* There was an excessive use of the exclamation marks espMere it
did not exist in the ST. In some places, it was used ifi Thierelevantly
since, in my opinion, this type of punctuation either indicatbgh
pitched statement or a considerably bewildering context.

* There are some punctuational inaccuracies in the ST whictesalt in a
misinterpretation in the TT as well.

» Footnotes were used in three places: Al Tusi, Khutba, Al Sham.
These footnotes are substantial in explaining a term or a ¢hatiaat is
unfamiliar to the foreign perceiver. But the main questian should be
raised here is how can footnotes be applied in a playtexshbatd be
acted on stage? They will surely not be read out or bigetie actors. In
this case, there are only two options: either to deleteviioée context in
which the word is mentioned or to add the explanation of thiccpkar
word within the dialogue. Yet the second option may be inapplicatiie if

word has a historical background that needs much explaining.
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» A rather successful and important step was the claiticaf some words
and terms that are incomprehensible to the English recsiver,as:
adhan, the call for prayer.

* Many essential stage directions and sentences that exmglharacter's
reaction are deleted. These stage directions, despite how they may
seem, help greatly in the entire play performance. Theg gansfer the
writer's ideas and pave the way for the director or thersto substantiate
these directions onto the stage.

* The overall translating structure varied from one dialoguwntther
depending on the context and the translator's choice or point of view.
Mostly, formal equivalence was used while in some casesahslator
opted for the dynamic equivalence or free translation. In ages; the
translation was smooth and consistent. Hence, the main aréstics of

the context were preserved as the tone, meaning, and impEshges.

6.2.3 Nimrod

6.2.3.1 The Plot

Similar to Holaku, Nimrod is an embodiment of injustice andripy that
strongly bear political connotations. Nimrod also stands for éoitees and enemies
that forcibly occupy a country. The play tells the true stohefcharacter of Nimrod
who is said to have ruled Babel and formed his own kingdom foyda&.

The story begins with the people of Babel who are being oppregstheir
king, Al Dhahhak (The Laughing King).

The people of Babel decide to revolt against this king, bytahe powerless
and fearful. In order to get rid of this king, they seek ffirelm Nimrod bin Kana'an
who comes and vanquishes the king but assigns himself as theiimgew

Again, the theme of resistance and revolution against superdounjust
authorities is stirred by His Highness Dr. Al Qasimi.dl@ays aims at motivating

people — especially youth, to stand in the face of injustidefight for their liberty
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and the sake of equity. Man should never be passive about anyiairgges against

the country's interest or allowing it to be taken by force.

Ironically, Nimrod has appeared to be even more brutal and infeuthan the
first king. He defies God and claims divinity. One by onesimamons the people
asking them to worship him as their god, and whoever disappwolée deprived of
food.

Later, Nimrod orders his minister to bring an expert in constn to build a
tower which he named the Tower of Babel to reach the skgamfdont God. After
the tower is built, Nimrod ascends it, but a strong wind bloarsjrig the tower to

tumble down and kill the expert leaving Nimrod alive.

Throughout the play, an angel appears repeatedly before Nimredngel is
only visible to Nimrod. He asks him to believe that themniy one God in Heaven.
Nimrod refuses, still claiming that he is the god who ought twdrshipped by all. In
his final manifestation, the angel tells him to form himyand get ready for war.

The next day, Nimrod's army is gathered and a cloud of gttatsks the army
eating their flesh. One gnat enters Nimrod's nose settlihgsibrain driving him
mad.

6.2.3.2 The Ending

The play ends with the ultimate humiliation of Nimrod and end ®fyranny
as he continuously tells his men to pound his head with their shease him from

the pain.

In my view, the closure of this play presents hope and victeey evil. This

optimistic ending gives clear indication that oppression istsuipe vanquished.

It is noted that most of His Highness's works take placeamlike the two
plays in this study as well #&dexander the GreaiThe choice of this location in
particular is the fact that it is considered the origimoft cultures and due to the
numerous events that occurred on that land (Aidabi, 2009, pp. 175-182).
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6.2.3.3 The Analysis

A. Repetition
o0 Sample 1
N sosal ) soa) L Zall Glla) || o il Zall @bl Causl ) s © sl
(Al Qasimi, 2008, p. 10)
Translation
Person : Buraceb, the Laughing King is coming!

The Laughing King is coming!

Run for your lives!!

Commentary

This speech is the opening of the play. It is spoken by a somgmnearns
people of the arrival of their evil king.

| have chosen to translate the title of the kilgx—s!' as “The Laughing
King.” At first, | was irresolute between translatiiignto “The Laugher” and “The
Laughing King.” But the second choice seemed more formal &tld &t for a king.
Of course, because the title is characteristic of the &imthis known by it more than
his own name, the letters are to be capitalized. Anoth@&ropas to transliterate the
name as “Al Dhahhak,” but for the same reasons | listedqushyi, the choice was

set on The Laughing King.
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As for the original name of the king, | have found difficultysettling on a
certain spelling, yet | came up with “Buraceb” hoping ih&t the closest in the
rendition.

In the final sentence of the warning person, | chose a dyreguivalent to
slightly change it into “Run for your lives!!” whereas ielially translates as “Run!” |
also opted for a single line instead of two but added double extitammarks to

make up for the repetition.

o0 Sample 2
e LeglSl ccalal by | ciplal 1y 4 e (il JSaald da D paddll
(Al Qasimi, 2008, p. 10)
Translation
Person : Did you see the two snakes on his shoulders?

Goodness gracious they look terrifying!

Commentary

The speaker is one of the observers of The Laughing King wheasng
snakelike pads on each shoulder. Once people are around him, he pisipakesy

his body while uttering a horrifying cry as if the heads of the snakes are alive.

The word Lall b |, bl Y js repeated. It is an informal word not used in
Classical Arabic, but perhaps the writer chose to put itsigneof lack of formal
language among the people of this area. Or it might be an omitbi®mar where one

does not pay attention to the language he is using.
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Because the ST does not say “God,” | changed the word intalfgess
gracious” which is the nearest in rendition to the situatitvave also thought of
translating it into “my oh my,” but the first rendition sounds enappealing to me.

As most theorists agree, translation of rhyme is a challemgisgjon. There is
rhyme in the sentencesias LS « cakal by | k! Y however, preserving that aspect
in the TT was a dilemma due to the lack of equivalencenandssity of such

preservation. So | chose to free translate it as it is.

B. Language
o0 Sample 1
I as ¥ oS, Ul D3l
(Al Qasimi, 2008, p. 17)
Translation
Nimrod : Nay, | am your one and only god!!
Commentary

The speaker is Nimrod. After he defeats The Laughing Kingskigns
himself as not only the king, but as god himself. The people becomfiesed and
shocked telling him that they only wanted his help. Yet he aosfhiis statement by

saying that he is the divine god who should be worshipped.

Nida (2004, pp. 157-159) argues that it is easier to transkataguistic
differences than the cultural ones, for the differencesdsswultures are more
complex. However, the tone and meaning must always be prds€onsethat, | have
chosen to render the word:*into “Nay” because although the word literally means
“no,” but | saw that it preserved the tone and meaning cdgbech. In my opinion, it

suits the era they were in as well as the formal aspeesis. It would have been
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translated into “but,” yet this would imply that Nimrod is jiishg himself in an
uncertain tone.
Also, | have chosen not to capitalize the word “god” because tigkeve that

capitalization refers to our real God.

o Sample 2
el e D35 il
las : cpadiadl Jf
(Al Qasimi, 2008, p. 17)
Translation
Nimrod : Who is your god?

First person in the crowd : Huh?!

Commentary

Nimrod begins to question the people one by one asking them who &sngid,

whoever answers him erroneously is either killed or deprivéooaf.

Because of the supposed simplicity of the crowd being questibhade
rendered the word4’ as it is pronounced and also used in the English language,
“Huh.” Itis an informal reply that could be translated\téhat?” but for the reason |
stated | chose to translate it as it is.

o Sample 3
sl 88 5a Al Ul andased) ) Ll selidl yud

sl il 45 A Ll s ja ol il
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Aelaall asd ey e 1y ¢ sl ) slany () ) seabaiond ¢ Gl Ll

(Al Qasimi, 2008, p. 27)

Translation

Construction Expert : Oh mighty god..
| have an experience in construction.
| will build you a great tower through which you could
reach the sky. As for the people, they could work in
construction and get paid. That way, starvation would
decrease.

Commentary

Due to the lack of food, people have congregated outside Nimrdate pa
The speaker is an experienced builder who gives Nimrod advicdeas He is

addressing Nimrod in the way he wants to be addressedgaevithlete subservience.
The TT is translated literally in order to preserve botlmrey and tone.

The capitalization is avoided in “mighty god” because — astioreed
previously — this capitalization, in my opinion, should be resfi¢d our one and
only God.

The use ofélewdl L’ is a rather common expression in Arabic especially in
a formal context. It is known to be “gates of heaven” but istrainslated to
“heaven.” It is hard to literally translate the two worsis,| have chosen to render it
simply as “sky” instead of “heaven” because this might terpmeted as “paradise”

itself.
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6.3 Discussion

Nimrodis a play rich with uncommonly used vocabulary suchs &&s! « ek
«Lad jdll « Al If not understood properly, the rendition would not be faithful ¢oSf.
On account of that, we can say that the words are a bit maomelex tharHolaku's
Return

The two plays tell us true stories of real tyrants who livetthe past. Despite
the fact that Holaku was the main character in the peynumber of characters
parallel to him is immense. But Nimrod was basicallytteeo of the play without a
doubt.

Both protagonists share the same characteristics. Moreoveplbgshtake
place in Irag. And both are rich with historical backgrounds afaimties.

The names of the two kings in the play are linked witir then
characteristics. Although his real name is Buraceb, tlegtjtiwhich he is known is
Al Dhahhak, which in Arabic means The Laugher. | chose tol&i@nihis as The
Laughing King to preserve the formal aspect of his name aritiopo©n the other
hand, Nimrod is his real name which in Arabic has the connattf a vicious and
dictatorial person. His name has proved to be both a namefeatlige in this tyrant
king who later claimed to be god.

The main difference between the two plays lies in tigéng. In the first play,
the ending is rather pessimistic where the catastrophenbalfed the Arab and
Islamic world is still recurring. Yet in the second plthe ending was fair and

satisfying as it gave hope that evil will eventuallydmminished by a greater force.
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Chapter Seven

CONCLUSION

This study was conducted to research the issue of trandlagiatyical texts
and the way in which they should be approached. The difficutidse rendition of
such texts, however, arises from the literary genre tohthiey belong and the
various linguistic features involved. Unlike other literamtse playtexts have more
elements to concentrate on during the translation procesddantormanifest the
exact ST of the play onstage and still preserve the messatended by the
playwright. The research further examined the developmentatiethiea the Gulf in
general and in the United Arab Emirates in particulartiermore, the thesis
highlighted the role of His Highness Dr. Sheikh Sultan Bin Moham&asimi
and his immense devotion to educational and cultural fieldgutitanding
contributions in both areas, and his consisting efforts to upginadgandards of

education in his country.

Chapter One presented an introduction of the thesis. It gaoeesall
synopsis of the thesis as well as the theme and summtmy cbntents of each
chapter. Chapter Two considered general translation thepresenting selected
strategies from each theorist. The theories presentddlibwing theorists: Nida's
dynamic and formal equivalence, Newmark's semantic and comrtivaiteeory,
Catford's shifts, Reiss's theory of text type, Lefevere'snati translating as
rewriting, Jakobson's meaning equivalence and translatabfiitagy and Darbelnet's
systematic translation theory, and Vermesk@posheory. Chapter Three defined
theater and specifically the word “drama” along with itsgaiggand sub-genres. The
chapter then gave an idea of the notion of semiotics andsgggems. It concluded by
listing the many strategies used and suggested by thematesearchers of
translational studies in order to approach playtexts in tramsl@hapter Four offered
an overview of the history of theater from its early begigs in the Gulf until its
development in the UAE and specifically in the Emirate ofr@@haunder the
guidance and encouragement of His Highness Dr. Al Qasimpt€hFive
highlighted the life of the Member of the Supreme Counc8harjah and current
ruler of Sharjah, His Highness Dr. Sheikh Sultan bin Moham#&hsimi. The
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chapter further discussed his devotion to the educational aundatdields and his
outstanding contributions to his country, specifically in Shalj&dreover, his
constant efforts to elevate the standards of education in Blaarjaell as the
honorary degrees and positions he gained are reviewed. In C8aptselected
extracts from two plays for the purpose of the study are examnirhe plays,
Holaku'sReturnandNimrod are both written by His Highness Sheikh Dr. Sultan bin
Mohammad Al Qasimi and take us back to a historical eraenDe Al Qasimi
reminisces about the Arab and Islamic nation's lost glondgawer. The
translations of the plays are assessed in light of syrebgious aspects, linguistic
features, pragmatic and semantic levels, etc. Finahgpter Seven concluded that
the translation of a playtext (especially one that contairtaraliand religious
references) from Arabic into English results in a tendea@apture the essence of
the source culture and keep it in the target language in wotiéo lose its original
frame. Translators tend to apply both approaches of free @i litanslations in one
text depending on the context. Further translation studies in tHeofigheater are

recommended and highly suggested.

7.1 Findings and Recommendations

The study finds and recommends the following:

* When it comes to translating from one language to anothdrigistudy, from

Arabic into English) language loss is inevitable.

« No matter what strategies used or approaches applied] thvould never

parallel the original

« When two cultures are involved, and the text is translaited éne culture to
another, a decision has to be made with regard to theesiliboth ends.
This decision primarily takes place before initiating the ssmf the
translation. The outcome should look and sound as if it is the origittnal

respect to the receiving culture.
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The level of acceptability differs radically from one laage to another,
because what is considered to be appropriate in English migbé sotin

Arabic and vice versa.

Deletion or severe modulation is done if a source culturdessif’e or highly

unacceptable in a target culture.

One issue that should be pointed out is that the process of tian$bat
theater differs drastically from prose or poetry translatitovghe technique

used in both forms is never the same.

The most complicated sub-genre of literature is poetry oeselese verses
can be part of a play. For that, the task of rendering théo the target
language can cause hardships. The translator can opt fak titslation, but
in this case, the verse would be lost. The other optiontig tnd imitate the

original with matching verse but still it would never pagbihe original.

Translation of theater is rather more intricate and comntplax other forms of
literature. Therefore, not everything that applies to tkeedry genres applies

to translating playtexts.

There is a series of features that are involved inrthreskation of theater, such
as sign systems, stage directions, pitches, linguistic @s¢c. These features
should be accounted for as they aid in the production of any plapatiht
should never be belittled.

If a word or even a whole part of a script is somewhat difficufranslate to
the target language, other replacing solutions are offaredng them are
transposition, manipulation, and allusion depending on the tacthdlator

who is indulged in the process.

Translators should have awareness of the codes and focusiotetsemiotic

translation.
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The translator has to acknowledge that the TT will be peddrrihus s/he has
to pay attention to the performability aspect beforehand.

The text ought to be treated as a literary work withlfig to the original, not

neglecting the usage of the cultural context of the source téetras text

The translator should bear in mind that he is the only one whithkaability
to make the play either a successful or a disastrous piece 8b the fate of

the play rests on him.

If translators wish to specialize in the translation ebter, they could
immerse themselves in theatrical theories; they cosliehgage in an
intensive study of sign systems and develop an understandirgiohtr

messages then render them into the suitable form of translat

One of the suggested approaches (if possible) is that ti@sstauld also
consult the author of the play or the entire cast if they ardtletseith some
symbolisms or implications. They should discuss the work welptaywright

and get involved more often.

The translated version should be handed over to a professiea#ital

editor, if found.

In terms of choosing a strategy to apply to a given textudtroe said that
theories are endless and there is a multiplicity of approdot@®ose from.
Translators could also apply more than one approach to thetseant@ reach

the level of the original.

Some literary aspects found in the Arabic ST can be mddifi¢he TT. For
example, repetition is a distinctive feature in the Acdbhguage, but in

English, this repetition might be awkward or distasteful andédnéns deleted.

If a word is mentioned in the ST that is unintelligiblehe target audience,
(e.g., an Islamic reference or action) the translator shaptléor explanatory

sentences within the text, prefaces, or footnotes.
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» Translators must note that the text is meant to be actsthge. For that, the
factor of performability is to be preserved as well agohe and intended
meaning of the ST to ensure that the message that reaeh&cathaudience

will surely reach the foreign one as well.

Finally, the study highly recommends further research in #he @f translating
dramatic texts as well as exploring the notion of culture feamisrough translation to
determine whether or not this transfer preserved the origiftare, tradition, implicit

meanings and connotations.
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C. Plays used in the analysis:

Al Qasimi, S. (2004)Holaku's ReturnSharjah: Sharjah Centre for Intellectual
Creativity General Egyptian Book Organization.
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