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ABSTRACT

This work is concerned with Palestinian drama from the
second half of the nineteenth century until the present time.
Its main aim is to show that, owing to political and
historical circumstances, Palestinian drama has developed
distinctive characteristics of its own in both <content and
form.

The thesis is in four parts. Part One is a historical
introduction, beginning with a study of the socio-economic,
political and cultural structure of modern Palestine, and the
leading role of the middle class in determining this struct-
ure, followed by an outline of the dramatic and theatrical
movement. Its successes and failures are evaluated.

Part Two deals with thematic aspects of Palestinian
drama. It discusses the way that drama has drawn on myth,
religion, history, and sccial life, and argues that whatever
the material drawn on in a particular play, the main aim has
been to express strong national sentiments.

Part Three focuses on the artistic and aesthetic aspects
of Palestinian drama. It examines theatrical elements,
conflict, dialogue, character and the mode of their con-
struction. Attention is paid to the methods of presentation
of the plays, to the sources of inspiration for such methods
and the way they have contributed to the themnes.

Part Four considers the function of the drama from
political, cultural, critical and aesthetic points of view.
It is shown throughout that Palestinian drama must be seen as
a committed drama, and that it cannot be understood outside
its historical context.
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iv

(Palestine) has three

different forms of pronunciation in the Arab _world, which can

be transcribed Fllastln, Falastln and Flllstln. The last form
has been used in this thesis.

(2)

(4)

¢ is not transcribed in initial position.
The short vowels are transcribed a , 1 , and
the long vowels a , i , and u ;

and the diphthongs ay , aw

% at the ends of words is transcribed h ,

e.g. @AheY Laji’ah.
The definite article is transcribed

al- before both lunar and solar letters,

e.g. o0 al-Shams, =3 al-gamar.
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INTRODUCTION

This study of Palestinian drama has +two principal
motives. The first is academic. There are numerous studies
of Palestinian affairs, but no comprehensive study in the
field of drama and theatre. During many years of involvement
in this field, I have found a considerable amount of material
which warrants academic study. I hope that this present

study and future studies will f£ill this gap.

The second motive is cultural. Since the beginning of
this century, Palestinian national identity has been subject
to enormous pressures and continuous threatd3of annihilation.
I hope that this study of an important element in Palestinian

culture will help in efforts to preserve it.

The subject of this thesis, the thematic and aesthetic
aspects of Palestinian drama, has been chosen because of the
importance of theoretical formulas for the understanding and
development of drama , dramatic concepts and indeed of the
culture of the society which they represent. The shortage of
theoretical studies in the field of Arab drama has encouraced
me to define the theoretical aspects of Palestinian drama,

discuss them and examine their authenticity.

This study puts the theory of Palestinian drama in its
historical context. Part One gives a historical outline of

the modern Palestinian social structure, the ideological




arguments and the aspirations of various groups as well as
the development of dramatic and theatrical movements. I find
this approach vital for two reasons. Firstly, Palestinian
cultural output, including drama and theatre, is a reflection
and émbodiment of Palestinian society in its mobility,
specific concerns and general aspirations. Secondly, such a
historical approach is essential, I believe, to the analysis,

evaluation and development of this art.

The study proceeds to consider the nature of Palestinian
drama. Research in the nature of literature, as Ditch points
out (1), aims at the consideration of +two guestions, the
distinctive thematic and aesthetic characteristics of litera-
ture, and how it can be differentiated from other cultural
activities. To establish whether Palestinian drama has its
own special characteristics as an artistic phenomenon, I
focus in Part Two on the nature of its themes and 1its
relations to myth, history, religion and society and the
extent to which the themes express the political, social and

cultural problems and aspirations of the Palestinians.

In Part Three, consideration is given to the artistic
and aesthetic construction of the drama. This is fulfilled
by the study of theatrical elements, conflict, character and
dialogue, and the role they play in the revelation of the

life of the Palestinians and their ways of communication.

The theory of art which determines a distinctive nature

for drama establishes at the same time a special role for it.




This is the theme of Part Four. Throughout history, drama
has had a specific function according to the objective
conditions of the time in which it exists. The discussion
shows the ways in which Palestinian drama 1is committed to
express Palestinian issues, the nature of this commitment and
the extent of correspondence between Palestinian reality and

the role exhibited in the drama.

The problems which faced this study were various. The
first was to define what is meant by Palestinian drama. The
dispersal of the Palestinian people after the Arab-Israeli
war in 1948 has created political and cultural confusion.
This has resulted in an argument whether Palestinian culture
should be regarded as a unified culture or should be divided
into segments which identify with the various societies in
which various of the Palestinians live. A delicate dilemma
has arisen especially in the case of Jordan. The annexation
of the West Bank of the Jordan (Eastern Palestine) after
Western Palestine fell under Israeli control has changed the
political status of the Palestinians by losing, at least on
paper, their political identity and acguiring the Jordanian
passport. Aspects of their cultural activities, including

theatre, were also shared by their Jordanian hosts.

Some researchers (2) found it convenient from a politic-
al or cultural point of view to split the cultural activity.
Thus the Palestinian theatrical activity in Joxdan 1is re-
garded by some as Jordanian, and some writers are stripped of

their Palestinian identity. Burhdn al-Din “Abblshi, for ex-




ample, is regarded as Iragi, Harun Rashid as Egyptian, Mupyi
al-Din al—@afadi as Lebanese, Asma ?Gbi as Syrian, Ibrahim

AbT NA&b and Muin Bssaisll as Jordanian, and so on.

This approach by Arab historians is hard to Jjustify.
The acquisition of Jordanian identity cards by some Palestin-
ians or the participation of a very few native Jordanians in
the theatre should not determine such theatre as Jordanian.
Nor can the writer s place of residence or publication of his

plays change his identity to anything other than Palestinian.

The Palestinian cultural experience in the homeland or
in exile is an integrated culture. There are, of course,
some particular characteristics in the experiences of the
Palestinians who live under occupation in the homeland and
those who live in exile. Nevertheless, Palestinian cultural
activities branch out from one trunk, that is, Palestinian
existence. The shocking experiences which have befallen the
Palestinian people and the alienation which characterizes the
relationship between the Palestinian individual and the re-
gime under which he lives have created many common character-
istics in the drama and theatre and indeed in all aspects of
Palestinian cultural life. Authentic research must not be
guided by artificial political considerations; this study has
regarded Palestinian drama and theatre as the plays written
or staged by Palestinians regardless of their place of birth

or residence, be it the homeland or exile.

The second major problem has to do with the collection




of material. Like its people, items of Palestinian culture
including drama, are scattered in different places. The
researcher has to travel from one Arab capital to another
searching in libraries and bookshops for Palestinian plays.
The attempt was not always successful. To get hold of a play
meant in some cases crossing innumerable apparently insur-
mountable barriers of bureaucracy, security, finance, and
Israel s policies of discrimination. In the end, the effort
resulted in a collection of plays sufficiently large to give

a comprehensive idea of this aspect of Palestinian culture.

The third problem is related to the choice of material
for the research. The large number of plays obtained made it
inconceivable to include all of them in the discussion; a
careful choice of representative plays was inevitable. The
choice had to take into consideration the Palestinian scene
in its historical and demographical dimensions. This meant
that the representative material had to include plays £from
British Mandatory Palestine, Israeli-occupied Palestine and
the diaspora. One cannot deny a personal factor in select-
ion, but close relevance to the themes under discussion,
irrespective of the artistic value of the plays, has been the
main criterion and determined the final list of plays.
However, the choice was not as free as may appear. The loss
or non-availability of plays, especially in pre-1948 Palest-

ine, made the choice indeed limited.

The discussion in some parts of this study contains many

and sometimes lengthy quotations from dramatic texts. As




most Palestinian plays are either out of print or not
available in Arab or non-Arab libraries or Dbookshops, these
quotations are vital to the reader who wishes to investigate
or explore the arguments of this thesis. An attempt has been
made to translate quotations into English with sensitivity so
as to convey to the non-Arab reader, wherever possible, the

artistic aspect as well as the literal meaning of the text.

(1) Ditch: "Manahlj al-Nagd al-Adabi Bayn al- -Nazariyyah
wa al-Tatbig", pl6.

(2) See for example Yaghl "Al-Juhud al- Masrahlyyah
al~ Ighrlquyah al-Awrubbiyyah wa al— Arablyyah"'
al-Ra%i: "al -Masrah f£i al-Watan al- Arabl"- Daghir:
"Muéjam al-Masrahiyyat al—‘Arablyyah wa al- Mu‘arrabah"-
and Shamma: "Al-Masrah al- Urduni min ayn wa 11a ayn"




PART ONE

HISTORICAL BACKGROUND OF PALESTINIAN DRAMA




Chapter I

HISTORICAL BACKGROUND

Socio-~Economic, Political and Cultural Outline

Artistic activities and aesthetic concepts are not
merely self-explanatory, not merely products of individuals’
awareness. They also reflect the realities of concrete social
existence. Their resources, development, essence and function
are, to a large extent, shaped, influenced and directed by

the cultural and social systems they arise in.

A comprehensive knowledge of the philosophical back-
ground of modern Palestinian society and culture is therefore

vital for a discussion of thematic and aesthetic aspects of

modern Palestinian drama.

Modern Palestinian history began with the birth of the
middle class in the second half of the nineteenth century.
As a result, Palestinian society began to change from one

based on traditionalism to one of modernization, from a

society based on rigid religious, semi-feudal relationships
to one based on secular values and relationships. It is not
the concern of this introduction, however, to discuss in

detail the national structure and historical circumstances
which accompanied the rise of the middle class, but rather to

survey the main elements of that structure.




Palestine was ruled by Turkey up to the First World War.
Historians who have studied that period agree that ignorance,
repression and poverty were the main contributions offered to
the colonized Arab people. Yet, around the turn of the cen-

tury, the seeds of a revival movement started to strike root

in Palestine. Private schools (Arab and foreign),(l) lib-
raries and printing houses were established.(2) Newspapers
and magazines were published.(3) A great number of major

literary and non-literary publications (Arabic or translated
into Arabic) came into being.(4) Political movements sprang
up against the Turks.(5) Western archeology societies were
formed and many archeologists were sent into Palestine on
excavation missions. Their findings were published and dis-

played in Palestine and Europe.(6)

The Palestinian middle class who led the revival move-
ment grew up in an agricultural environment. This helped to
hide the contradiction with the semi-feudal class. The wvast
majority of landlords were themselves capitalists who in-
vested some of their money in trade or industrial enter-
prises. The development of Palestinian society, as a result,
took a bourgeois direction, preserving at the same time many

feudal characteristics.

After the First World War, confrontation with colonialism
and alien powers (British imperialism and the Zionist move-
ment) marked the second phase of the Palestinian national

awakening.{(7) The Palestinian elite within the middle <c¢lass
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were deeply involved in an argument as to how to build up
their society and how to stand up to their foes. Some
insisted on the revival of the national heritage as the
crucial element in the search for national identity. Others
saw western values and achievements as the ideal model for
successful confrontation and for their progress and survival.
A third, smaller, party saw in socialism the way to progress.
All these points of view have been adopted in different
aspects of Palestinian culture up till the present day. New
channels were opened between Palestinian and non-Arab cul-
tures and scores of intellectuals studied either in the West
or the Socialist Countries or translated important works from
those cultures, and a considerable effort was made to adopt
new forms of literature and art. These included the art of
dramatic writing and theatre. On the other hand, much effort
was devoted to investigating and reviving the deep-rooted
ancient culture of the Palestinians  forefathers, which can
be traced back to the Arab-Islamic era and to the age of the
Canaanites who inhabited Palestine before the ancient Hebrews
invaded and settled their land.(8) At the same time, a great
deal of attention was paid to independence, democracy, par-
liamentary systems,{9) the liberty of the individual, the
formation of political parties, +trade wunion organizations,
(10) social and cultural clubs,(ll) women s societies(12) and
so on. On the economic side, banks, agricultural, commercial
and industrial projects were set up, and also a Palestinian

national fund.(13)

The Zionist enterprise in Palestine made it impossible
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for the Palestinian middle-class to develop and achieve its
social, cultural and economic ambitions. The three Zionist
slogans: "Jewish land", "Jewish product" and "Jewish labour",
which were put into action in the Thirties and Forties had
radically changed the economical and social systems of the
country. Arab infrastructure and forces of production suffer-
ed a serious setback. Many peasants became landless, many
workers lost their jobs, and the 1less strongly established

Arab industry had, in large part, to close down.(l4)

The inevitable result of these developments was the
emergence of a new phase of conflict in the country. The
Palestinian middle class led a bitter national resistance
against both the Zionists and the British. The most dramatic
popular uprisings took place in 1920, 1929, 1933, 1936-39,
and 1947-48,(15) but the burden was heavy; the adversaries
were too sophisticated to be defeated. The Palestinians
suffered much loss and their national movement broke down.
The state of Israel was proclaimed in 1948 and the Palestin-

ian people, in large part, were dispersed into exile.

Having been physically uprooted from their homeland, the
Palestinians lost not only a lump of earth. Their dignity,
national identity and the continuity of their culture have
suffered. As one Palestinian intellectual puts it: "“That
which has been taken from us was not only our homeland, that
. which has been given to us is not only destitution. From us
was taken a part of our essence as human beings, and in

return we receilived the desperation of a void, a
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negation."(16)

However, the success of the Zionist enterprise and the

dispersal of the Palestinian people did not 1lead, as many

indeed predicted, to the disappearance or assimilation of the

exiles into their new environment. On the contrary, the
Palestinians resisted many resettlement plans. They were
resolute in maintaining their independent identity. Whether

their refusal to be assimilated in the places where they
found themselves was due to their strong determination to
return or because of the hostility of the new environment,
what is in any case certain is that the denial of an
independent Palestinian culture by many scholars and politi-

cians was at best misinformed, at worst blatant propaganda.

The Palestinians have risen again, a new phase of
revival has begun,(17) and the national resistance has begun
to be pursued under the leadership of a more progressive
section of the middle class. Strong emphasis has been put on
education. Tens of thousands of the new generation have grad-
uated from various universities. Scores of writers (play-
wrights, novelists, poets, etc.) and painters have emerged.
Many social, political and cultural organizations and estab-

lishments have been created in exile or under occupation.

The fierce enmity between them and their foes and the
loss of their homeland have resulted in a submergence of
class conflict among the Palestinians. The situation that

had divided the Palestinians in Palestine has, to a large
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extent, been transcended. This does not mean however that
the Palestinians enjoy complete unity or harmony. Different
ideologies and practices can easily be recognised within
their groupings and their cultural output, but owing to the
fact that their national identity, -especially in the last
fifty years, has been under constant threat of elimination,
their national struggle against the Zionists remains their
predominant conflict. The whole structure of their society,

their way of life and their outlook are preoccupied with it.

Political, military and economic - campaigns launched by
the Palestinians in the last hundred years have aimed at
establishing Palestinian identity as a nation. So too is the
aim of their cultural output. A close 1look at the vast
number of Palestinian books, especially poetry collections,
short stories, novels or books on history and education,
reveals a strong commitment to the discussion and development

of different aspects of this identity.(19)

Among the new forms of literature and art which were
introduced to the Palestinian environment in the early stages
of the Arab awakening are the drama and theatre, to which we

now turn for a detailed discussion.

The Development of Palestinian Drama and Theatre

Historians of Arab drama and theatre(20) agree that Arab

playwriting and stagecraft in their present forms are not
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originally Arab. They were introduced to the Arab world from
the West around the middle of the nineteenth century. The
first pioneer in this field was Marun al-Naggash who, in
1847, staged J__s i (The Miser)(21) in Beirut. Al-Naqggéash
unambigiously declared the influence on him of Western
theatre in the speech he gave at the opening performance: "I
present to you...literary theatre, European gold in Arab
mould... When I was in Europe, I found, among the beneticial
ways to purge the human passions, theatres in which strange
plays and unfamiliar stories are performed and told."(22)
Another pioneer from Egypt, Yafgub Sannlié, also admitted
Western influence on his theatre. Addressing a meeting in
Paris in 1903, he said that he was inspired by plays
pertormed on European stages in Cairo. He also stated that
he paid serious attenticon to European drama and theatre in
their original languages and settings.{23)

Western influence had its strongest manitestation later,
when scores of plays were translated, Arabized or staged all
over the Arab world. European clubs and missionaries also
contributed their efforts to bring theatrical and dramatic

activities into the area.(24)

It must be noted, however, that European forms of drama
and theatre were not brought in without modification. Efforts
have been constantly made to try to Arabize them. Tradition-
al forms of theatre, such as the shadow theatre, araguz, the
magic box, the story teller, the popular poet, and religous
rituals ‘and festivals(25) have played an important part in

preparing the ground for new forms.(26) The traditional the-
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atre has also provided source material for Arab playwrights
and theatrical groups to explore and develop. The experiences
of Kakl and Katib Yasin in Algeria, al-Tayyib @iddiqi in
Morroco, ‘Iz al-Pin al-Madani in Tunisia, Tawfiq al*ﬁakim and
visuf Idris in Egypt, Safdalliah Wannis in Syria, Roger SAssaf
in Lebanon, Emil Habgbi and alwﬂakawéti rheatrical Group 1n
Palestine, to mention only some of them, have made a

significant effort to create an authentic Arab theatre.(27)

Although part of Arab titerary and artistic culture,
Palestinian drama and theatre have developed special charac-
teristics in their own special circumstances. The study and
documentation of the Palestinian dramatic and theatrical
movement is not an easy task. The absence ot any compre-
hensive study of this movement, and more importantly the loss
ot many plays written or produced before the Arab-Israeli War
ot 1948, make any study of this kind incomplete. The very
few researchers who have attempted to shed light on the ori-
gins and development of this movement have stated this.(28)
Historical as well as political, technical and organizational
factors were behind the disruption in the life of Palestinian
drama and theatre. This disruption confuses research, but
one can, nonetheless, piece together the scattered fragments
of information and thus draw a general picture of Palestainian

drama and theatre.
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The Dramatic Movement
The year 1886 marks the birth of the firsi Palestinian
play called 5 .3 .l vy, (Yusuf The Righteous) by Llbrahim
al—ﬁaddéd. This was late in comparison with plays produced
or published in other Arab nations, about forty vyears after
the first Lebanese play (1847),(29) twenty vyears after the
first Syrian play (1865),(30) sixteen years after the farst
Egyptian play (1870),(31) and six years after the first Iraqi
play (1880).(32) In 1887 and 1889, two other plays, Jual o
(The Misguided Son), and E—Laell s i 3L.l.(The Tragedy of Job
the Righteous) were written by Il¥as Lutfallah. Another play
? peoadi 8 ,S3T (Thoughts from the Hell of Ancient Times),

’n___n.)le QL&J—J’ _
by Dawlud al-shuwayri was published in 18Y7.

The dramatic movement gathered momentum with the ap-
pearance of ol sl G mS ole ylonidl 5455 (The al-Numan Missions
to Chosroes Anu Shirwan) 1912 by Muhammad Darwazah, ., & el

. LSRN |
(Bad Company), 1914, by Yuw3kim Qirdébi al—Muknalli$1, and

Co—=dl ped (Arab Pride), 1914 by Najib Nassar.

However, it was not until 1919 that a protessional play-
wright, Jamil al-Bahri, emerged in Haifa. In a period of
about eight years (19Y19-1927), he wrote twenty long plays, a
tew of which were Arabized. They include: oaiJslsE{The Killer
of His Brother), w,—=Jl #3553 (The Loyalty of the Arabs),

L b ,lex(The Siege of Tiberias), oswowtl obyll (The Beloved
Nation), w1l (The Traitor), olas, bsi. (The Fall ot Baghdad),

o>Jl 5 (In Prison), andchJﬁLJJ(The Loyalty ot the Nation).
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The Thirties and Forties witnessed the appearance of
more plays. Among the active writers who published plays in
this period are: Asma Tﬁbf, ‘pziz Dawmat, Nagri al-Jawzi,
Wadif® Tarazi, Mufayyad Ibrahim, Anwar ¢arafat, Jami 1
al-Jawzi, Darwish Miqdédi, Muhammad cp1n”’ al-Din, Burhan
al-Din al-“Abbiishi, Muhyi al-Din al-Safadi, Shukri sa6id,

Sa‘id sShuqgayr, and €Adnan al-Dhahabi.

The fall of most of Palestine under Zionist control in
1948 and the dispersal of the Palestinians, caused a
considerable shock in all walks of Palestinian life, not
least playwriting. However, that shock was absorbed and
writers emerged again in what is now called Israel and in
exile. In Israel, a new generation of writers published many
plays. Among the writers are: Najwa Qifwar, Jamal Qi ‘war,
Salim al-Khiri, Tawfiq Fayyé@, Samib al-Qasim, Darwish ZakI,
Mu€in Hatum, HAshim Khalil, Nabil <0dah, Muhammad Naffa¢,
Suhayl Abi-Nuwwarah, Mahnid ‘abbasi, Subhi Khamis, Admin
Shihadah, Ré@I shihdadah, Shkri Dhabbah, R&atib ‘Awawdah and

Imil Habibi.

In the Palestinian diaspora, many plays by old writers
were published, such as al—‘Abbﬁshf, al—Safadi, al-Jawzi, and
by a new generation of writers who include: Imil Bavdas,
Muhammad Jamus, Ibrahim Abu-Ndb, Michael al-Haj, Hadiyyah
¢Abd  al-H3di, Ghassan Kanafani, Fardg al-Nibulsi, Mufin
Bsaisu, Nasr al-Din Shamma, Fata al-Thawrah, Muhammad

Abl-Gharbiyyah, Muhammad Jabr, Hakam Bal¢awi, Muhsin
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al-khayyat, Walid Rab&h, Nawwaf AbU-al-Hayja, Jamal Banntrah,

‘Abd al—Lapif ‘agl and others.

The Theatrical Movement

The dramatic movemeht was accompanied, at most stages,
by theatrical activity. Social, literary and theatraical
clubs and societles were established and put many plays on
stage. The Society of Literature 1in Jerusalem and the
Society of Literary Performance in Haifa were the £first
groups to be involved in the theatre trom the beginning of
this century. The Orthodox Brotherhood Club which was estab-
lished in Jerusalem in 1914 produced some plays, among them
were  o,oJl ple(Saladin) and & .1sl psad (The Thieves of the
Forest).(33) However, it was not until after the First World
War that fairly regular theatrical activity began to spread
through the major towns in Palestine. "When ..l JsLs was pub-
lished atter the First World War," writes Yaghi, "it was met
with enthusiasm by lovers of theatre throughout the country
... and was staged on the theatres ot Syria, Palestine and

other Arab countries."(34)

Amateur theatrical groups emerged in most Palestinian

cities and towns at this time. To give an idea ot the
energetic theatrical movement in the late twenties, we can
refer to a contemporary newspaper.(35) In a period of two

weeks in 1929, the paper reported that the Acting Committee
of the Youth Organization in Bethlehem produced plays to the

public such as ol bl e (The Passionate Husband). In Gaza
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the Acting Committee of the Orthodox Club produced a play
called o291 dLss(The Andalusian Girl). In Jerusalem the
Society for Acting and the Arts produced i, s (*antarah).
Another youth group staged —Jsa»s (Magdalen) in the Sahyln
Film Theatre in Jerusalem. It was the tirst time a Palestin-
ian woman appeared on stage. In Jatfa the Great Muslim Youth
Organization had its own theatrical group. It staged_‘,m_ﬁ‘LH_J;C——J’"’J
(The Broken-Hearted Woman) at the Abu Shdkish Cate Theatre.
In Haifa, there was more than one society involved in the
theatre. The Fi1fth Boy Scout Orgénizatlon staged glessdl 3 3wl
{al-Nu‘man and the Negro). The Islamic Society stageq?hbljgﬁj
(Fahd al-Tarabulsi). The Salisi Club staged two plays,

w5 S (The Chosroes and the Arabs) andgelsJdi pliszsi (The
Priest’s Revenge). Some members ot the Islamic Sports Club
staged L.l sslh, (The Demanding Women). The Arab Club par-
ticipated by producing . _Jya=. (Magdalen). Thus in a matter

ot three months, February, March and April 1929, Haifa groups

produced more than eight plays.(36)

Palestinian theatrical activity also included Trans-
Jordan, where some groups, such as the Youth Organization of

Bethelehem, performed some plays.(37)

It is worth noting that the Palestinian stage was not
confined to Palestinian groups. Arab theatre companies were
reported to have toured Palestine in the early years ot the
century. In L1913 the George Abyad Company performed in Haifa.
al-Karmil newspaper wrote on that occasion: "Yesterday Haifa

experienced the most wonderful night when George Affandi
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Abyad performed oJos¥lésle (The Beautiful Woman of Andalusia).
Needless to mention the kind of effect it had on the soul.
People woke up in the morning only to talk about the play,
its themes and meanings...The group will play ?éhx““WJJ(Louis
XI) on Saturday evening. George Abyad, master of acting in
the area, plays the hero. We do not have to emphasize that

nobody must allow himself to miss these magnificant scenes.”

(38)

The most celebrated Egyptian theatre group, Ramsis, also
toured Palestine in 1929(39.S0 did a Syrian theatre group.
The Russian magazine "Art and Theatre" reported in 1915 that

a group from Damascus played in Jaffa before an enthusiastic

audience. (40)

It may be relevent to mention here a Palestinian, ‘nziz
Dawmel who produced some of his own plays on the German
stage. The newspaper "al-Nafir" wrote in 1929 praising his
experiments as a great success: "There 1s a young oriental
man who is almost unknown in his own country yet praised for
his talent in Berlin literary and theatrical circles. He 1is
striving to publicize Arab literature in all parts of Ger-
many. He is ‘Aziz Dawmat... The latest play he has produced
is = N1y (The Governor of Acre), staged for the first time
at Stralsund Municipal Theatre to high acclaim... Dawmat is
regarded as a first class writer by German poets."(41) Other
works produced on the German stage include,s.illaasl (Dancer of
al-Fayylm), produced after the First World War, and L o

(Ibn Sind) produced after the Second World War. (42)
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The Thirties and Forties witnessed a greater momentum in
the theatrical movement. The number of people involved in
theatre increased remarkably. "In 1944," writes Jamil al-

Jawzi, "there were more than twenty theatrical groups in

Jerusalem alone."(43) The Arab Trade Union for Actors was
formed in 1942. Before that, a professional theatrical group
was set up to perform on a national 1level, called the

al-Karmil Theatre Company. In an article published in "al-
Adib" magazine, Ibrdhim ¢%Abd al-Sattdr talked about the
importance of this group and its activities: "For the first
time in Palestine," he says, "a theatrical group has been
born and has produced “Hamlet”, an important social play by
Shakespeare... In the past, some youth c¢lubs or private
schools staged many plays all over the country, but they did
not reach the level achieved by J— o Shias,3(al-Karmil The-
atre Company)... Now one can say that al-Karmil is the Arab
group which has successfully performed the difficult roles in
this play... Among.the cast were actresses such as Asma
Khouri and Thurayya Ayylb, who performed their roles wi£h
success... All in all, the production of "Hamlet" was an
extraordinary introduction to national Arab acting in

Palestine."(44)

In addition to the activities of these clubs and soci-
eties, acting committees on the radio and in schools contri-
buted considerably, not only to the theatrical movement, but
also to the creation of an audience who value this kind of

entertainment. (45)
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The events of 1948 were the greatest setback for the
clubs and groups involved in theatre. It was not until the
Sixties that Palestinian groups in Israel, Jordan and in

exile tried to revive the national theatre.

In Israel, Palestinian actors, mostly amateur, emerged
in Nazareth, Haifa and Um al-Fahm. In an article about
Palestinian theatre, Marie Ilias suggests that 1in the late
Sixties and the Seventies five amateur theatrical groups
performed on the Israeli Arab stage, namely w=2Jl & uelt (The
Popular Theatre),s,oedl el (The New Theatre), pelodip meldt (The

Rising Theatre),thtJﬁmh (The Free Theatre), and EJ‘,..o..ll('l‘lua
N

Local Theatre). Their contribution was mostly classical Arab
plays such as .. ! wejeJdi(Death and Sleep) by F.Radwan, Lo, 55

po=Il s -
(Wonderful Time) by R.Rushdi, gl pmes (The Lovely Hashas)
by T.al—@akfm, ol 59 ,Swe (Soldiers and Thieves) by A.Faraj,

and 19,.9=,y (Enough is Enough} by W.Madfa‘i.(46)

Under Jordanian rule theatrical activity was for years
limited to schools. However, in 1966, al-‘¢Abidi points out,
the Jordanian Theatre Society was formed under the sponsor-
ship of the Ministry of Culture and Information. In a period
of two years, 1966-67, the Society produced thirteen plays,
none of which was Arab. They include & eualt ey (A DoOll’s
House), and tLﬁ&gl (Ghosts), by Ibsen, _1a.3% J>, (Man of
Destiny), by G.B.Shaw, _s.Ji e Ji (A Happy Family), by Somerset
Maugham, P (Trap), by Robert Thomas, J.=Jl g5l J1 (Le

Bourgeois Gentilhomme), by Moliére, a3l Js31 (The Moon is
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Down), by John Steinbeck, and oy s (Dead Without Graves),

by Orwen Shaw. (47)

After 1971, Hatim al-Sayyid says, a new group of trained
actors and a director came together to produce a series of
plays which were mostly Arab, such as w=otsJlo3)l eq,lés (Twen-
tieth Century Devils) by‘A.Sélim,oiifL’%,TLQ#J!(Aliens Dont "t
Drink Coffee) and wlslwll| sh.sl (Set Your Watches) by M.Dhiyab,

sL—3,5 (Qaragash) by S.al-Qasim, and e o5 (al-2ir
salim) by Faraj. It is worth noting that this last play

represented Jordan at the Shirdz Theatrical Festival in Iran

in 1974.(48)

Theatre groups in Amman University produced plays regu-
larly on the University’s stage in the late Sixties. Their
productions include el e (The Price of Freedom), and

conl o aiisd] (The Truth is Dead), by the Spanish playwright

Robillos, and O Jol— = 1 1{Les Justes), by Camus.(49)

Another form of Palestinian theatre came into being
shortly after the emergence of +the Palestinian Resistance
Movement in 1965, b sl ool p ol Bmea (the Palestinian Arab
Theatre Society), was established in Damascus in 1966 under
the sponsorship of the Palestine Liberation Organization. 1In
a paper presented by ¢pdnin Abl ‘Amshah on Palestinian theatre
to the Arab Organization for Education, Culture and Sciences
in 1973, we learn that the Society’s main aim was the raising
of the people’s awareness of the Palestinian issue, the

presentation of revolutionary experience and the preservation
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and revival of Palestinian culture.(50) The Society’ s theat-
rical group, whose name was changed in 1970 to fﬁ$ﬁ%mtJmm“

(The Palestinian National Theatre), produced works on various
Arab stages. Among these plays were °J—%¢0~J%¥ﬁ (A
People Who Will Not Die}, G=_bJt (The Way), — SJ1 (The
Chair ), ol o> (o) U2l e ew ali> (A Celebration for the Fifth
of June), o, le pJ 3l U2, (The Man Who Did Not Fight), and
ogatlisob o)l dww %eJl (The National Establishment for Madness).
It participated as well 1in the Arab Theatrical Festivals

which took place in Morocco, Tunisia and other Arab countries

in the Seventies. (51)
Theatrical groups connected with other revolutionary
movements also produced plays in Palestinian refugee camps in

Jordan, Lebanon and Syria.

In the Israeli-occupied West Bank, various theatre groups

have been active during the last fourteen years. o—-D
(Balloons) was the first such group to be set up in 1970.
Thanks to its efforts, a relatively advanced theatre has been

created. In a period of about four years, from 1971 to 1975,

the group produced eight plays: 3lys de=hs (A Slice of Life},
lei'é\rﬁ_‘.
>3 (The Treasure), densdl  (Darkness), 5 =i (Weather
Forecast), bl e J 5t (The Emperor s New Clothes),
Loddi g ps ,
—alo (I'11 Tell You a Story, Mate), s el ,n (Here's

Your Clever Boy!) and o,sbdy 3,yue (¢Antlrahwa LattQf).

The group’s activity reached its peak when it organized

a month-long festival in August, 1973, at the Municipal








































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































