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Summary of the research

After more than twenty five centuries of the western theatre progress,
the Greek, the Roman, and then the European, the creators fidgeted there
and became fed up of the restrictions of the systems, rhythm monotony,
phonation artificiality, and style crash. They thought of something novel.
Though not everything new may be good, of course, this is a human being
tradition. The first thing came to their mind was experimentation. As a so-
lution, they used prose in the dialogue. The critical views have been suc-
cessive since a period of time for the belief that prose functions better than
poetry as the language of theatre.

The Arabic theatre was correspondingly looking for its privacy which
does not isolate it from the world but maintains its trace and identity. Poe-
tic theatre is the right step towards an Arabic theatre with its own trace and
identity. On the one hand, the Arab person is a poet by his/her nature,
formation, history, and civilization. Poetry remains closer to his/her heart
and soul than any other art. On the other hand and more importantly, it is
the ability of the Arabic poetry to influence its owner, and thus; it removes
him/her from the evolution encountered by the Arabic theatre today.

It is obvious that the emergence of the novel poetic theatre is conside-
red as a natural growth of the long dramatic poem, and this is through
transferring poetry in theatre into a dialogue that is central, fast, and close
to the everyday language. It is stressed that poetry in dramatic theatre dee-
pens the attitude and does not disrupt it. This is natural due to arts over-
lapping and the contemporary Arab poet’s quoting of theatre’s and cine-
ma’s mechanisms among others. It combines poetry, drama, painting,
sculpture, and storytelling in one frame though the difference is explicit in
the way and tool of expression.

This research work entitled “The Contemporary Arabic Poetic Theatre
between Authentication and Experimentation” has been our contribution
in highlighting the contemporary Arabic theatrical text that rested on a
number of mechanisms and aesthetics in order to develop the different re-
cent poetic experimentation. Hence, it was a subject of several questions
which put the reader in opposition to limitless indicative potentials.

The present research has introduced a theoretical overview of poetic
theatre and its manual investigation because research can not be done wi-
thout explicitly describing the term poetic theatre, tracing the views of
Arab and western critics about it, and tracing poetic theatre’s develop-
ments until it has been officially named as such. This enables the poet to
draw the dimensions of the experimentation. The relation between theatre
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and poetry has been addressed to confirm the validity of this genre that has
established its rules within Arabic literature area.

Then, a study of the transformations in the practice of contemporary
Arabic poetic theatre has been presented through adjusting or trying to ad-
just the term experimentation because it is a difficult term to define, and
addressing the effectiveness of this experimentation in the contemporary
Arabic poetic theatre to investigate the artistic essence including: the lan-
guage, the dialogue, the characters, and the techniques which have enri-
ched poetic texts. This has been achieved through theatre work materials,
deepening the poetic experimentation, and providing it with temporal,
spatial, and visionary area towards variety in voices, movement, objectivi-
ty, and chorus. Finally, the present research work has presented the aesthe-
tics of the contemporary Arabic poetic theatre which enable the poet to
create and present acceptable aesthetic form that remains in the reader’s
and nation’s memory over ages such as the symbols, the disguise, and the
legends.

The present study has worked on cotemporary Arabic poetic theatrical
text across three models respecting measurements already mentioned such
as particularities, aesthetics, and techniques. The research was restricted to
Salah Abd Al-sabur, Moueen Bessissou, and Khaled Mohieddine El Bara-
dei because they all stressed the validity of the contemporary Arabic poetic
theatre and showed its particularity in their works. Moreover, several other
reasons have been shared among them namely: their growing up, culture,
and era, their leadership in contemporary Arabic poetic theatre, and their
common way in dealing with the crucial Arabic issues. And above all, they
were interested in writing practically, debatably, and critically about poetic
theatre.

The research has also been conducted to emphasize the fact that expe-
rimentation has led to the birth of contemporary Arabic poetic theatre that,
on the one hand, defeated the combination between drama and poetry, and
on the other hand, defeated the musical conflict between the prosodists.
Therefore, this was an aesthetic artistic transmission, and theatre has been
in a better position, in comparison with its predecessor, because it did not
come out of historical or artistic vacuum, but rather; it has been consciously
established and directed according to its poets” special aesthetic visions
which were open to all cultures and influenced by them.

Though the theatrical poet noticed the other’s culture, this does not
eliminate his/her origin and heritage, their use in the theatre work, and the
attempt to fill in its framework with the language of the era, its concerns
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and needs. He/she found out that combining theatre with heritage is ne-
cessary to convince the receiver, and it justifies the validity of poetic dia-
logue. This is an attempt to improve the level of receiver’s artistic taste to
suit the poetic language comprehension. The poetic theatrical Arabic texts,
which are based on heritage, are not disassociated from reality. Rather,
they used Arab heritage that is accessible in Arab history, biographies and
revolutions, and employed it to serve and express reality.

Contemporary Arabic poetic theatre was not apart from the Arab au-
dience’s reality and the major changes that occurred in the Arab region at
the present moment. It has been affected by this change and has known
progress in the substance visions and forming methods, hence; it was an
arena for political debate, a call for freedom and nationalism, and a niche
for humanitarian and social issues. Because the theatrical poet has been
suck in the Arab crises, he /she has carried on his/her shoulders a major
message: “Enlightening, Revolutionizing, and Consciousness Lighting”.

Thus, the architecture of the contemporary Arabic poetic theatrical text
has encountered a change to a large extent in comparison with the architec-
ture of the traditional poetic theatrical text. This is due, on the one hand, to
the change of subjective condition for every creator, and on the other hand,
to the change of objective condition according to change in societies and
their interaction. This appears explicitly in the selection of the structural
material of the poetic theatre namely: the language, the idea, the characters,
the events, and musical and rhythmic technique. The contemporary thea-
trical poet has artistically and consciously realized that change in text struc-
ture necessarily leads to changes in theatre on the platform stage as an en-
joyable and intellectual formulation through scenical, musical, and sino-
graphic performance in order to achieve the dramatic effect through aes-
thetic effect.
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