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This article explores three Syrian films: Al-Hudud [The Borders] (1984), 
 Al-Taqrir [Statement of Account] (1986) and Kafrun (1990)
. These films were directed and written by the well-known Syrian playwrights and scriptwriters Durayd Lahham (b. 1934) and Muhammad al-Maghut (1934-2006). This study will use Bahktin’s perception of carnival as an appropriate generic tool for cracking the poetical codes of the films. 

In order to reveal the sources of the genre which he defined as "representative of the creative memory in the process of literary development… [which] is capable of guaranteeing the unity and uninterrupted continuity of this development" (Bakhtin, 1984: 106) Bakhtin conducted a historical journey to the end of the ancient classical period and the Hellenistic period. According to Bakhtin, at that time, there was a clear distinction between two main groups of genres. The first was the group of serious genres that included classical rhetoric, history, epic, and tragedy; while the second was "the realm of the serio-comical." This included the mimes of Sophron, pamphlets, early memoir literature, shepherd songs (bucolic poetry), symposiasts, Socratic dialogue, and Menippean satire. In spite of their external variegations, they still unite in their profound relationship with carnivalistic folklore, and are more or less saturated with a specific carnivalesque sense of the world. Bakhtin lists three qualities of these genres that are unique to this group, and which are actually the result of that worldview:
1. In contrast with the concentration on the absolute past of myth and legend, the realm of the serio-comical focuses upon the living present and sometimes even the current present without any epic or tragic distance.

2. These genres are based upon experience and on free innovation and not on tradition that is mainly treated critically, and at times cynically and even scandalously.

3. These genres use multi-variegation and multi-vocalization, living dialects and idioms, and parodies of higher genres, which mix the sublime and the bathetic, the serious and the comic, prose, and poetry -- all these qualities stand in contrast with the unified style of high-flown rhetoric, lyric, epic, and tragedy (cf. Bakhtin 1984, 101-180 and Bakhtin 1978, 105-182).

These three qualities are well-suited to the character of many theatrical and filmic representations in the Arab world. Either consciously or unconsciously, their location is in opposition to classical Arabic poetry as a "high" genre that focuses on the past and is chained to tradition and subject to the uniformity of style. 
The basic categories of the carnivalesque sense of the world according to Bakhtin are briefly as follows:
1. Familiarity -- due to the fall of hierarchical barriers in the carnival square, a free and familiar connection between people appears. 

2. Eccentricity -- deviations that allow the dormant aspects of man’s nature to develop and express itself in a sensual and concrete manner.

3. Carnivalistic misalliances – a mixture of genders and a union of polarities, the  opening of locks, an encounter and even union with the excluded, a merging of the sacred and the profane, sublimity and bathos, the lofty with the low, the great with the insignificant, and wisdom with foolishness.

4. The profanation of the holy -- a series of degradations and grinding into dust, perverse acts related to fertility and the reproductive power of the earth and the body, parodies on sacred texts and fine words. 
5. A longing for unification between individual and society, and between human being and nature stands at the heart of the Carnivalesque spirit:   
Carnival is past millennia's way of sensing the world as one great communal performance. This sense of the world, liberating one from fear, bringing the world maximally close to a person and bringing one person maximally close to another… with its joy at change and its joyful relativity, is opposed to that one-sided and gloomy official seriousness which is dogmatic and hostile to evolution and change, which seeks to absolutize a giving condition of existence or a giving social order (Bakhtin 1984, 160).

As we shall illustrate, focus upon the living present and the superiority of experience and innovation upon tradition are central landmarks in the poetical orientation of the films under discussion. Familiarity, eccentricity, carnivalistic misalliances, and the profanation of the holy (especially what is considered socially and politically taboo) are also qualities that characterize the filmic atmosphere and nature. Furthermore, the Carnivalesque spirit, especially the yearning for unification, the urge to liberate oneself from fear, the urge to bring the world as close as possible to a person and to bring people as close as possible to each other, and a sense of joy at change and joyful relativity, lie at the very basis of these films. The character of 'Abd al-Wadud al-Tayih (al-tayih means the "lost one"), the eccentric hero of Al-Hudud is the one who carries this spirit as an antithesis to his environment. Furthermore, this spirit is the glue that unites the three different planes of the plot that express a divided world. 'Abd al-Wadud’s political and social surroundings represent a one-sided, gloomy, and dogmatic official seriousness. As such, it is hostile to evolution and change, and seeks to absolutize its social order. The "borders" of Al-Hudud are not only those between countries (Arab states) which, according to the film, should unite -- but are also the borders of traditions and customs that prevent a pure and free unity between man and woman, and even the psychological borders that divide the soul of the hero within himself because of rigid socialization. 

The crucial incident or deus-ex-machina
 that gets the hero into trouble, is the loss of the passports belonging to the two heroes of the film during their journey from Sharqistan [the East Country] to Gharbistan [the West Country]. 
In the opening scene, we see 'Abd al-Wadud al-Tayih driving along, with the illusory pastoral panorama of a dismembered homeland in the background, and the voice of the Lebanese singer Fairuz singing the song Watani [My homeland]. The Syrian singer Farid al-Atrash is ironically inserted into this false idyll too (but with a touch of Carnivalesque yearning) through his song about a bisat al-reeh  [wind carpet] that crosses over borders and is carried by the wind to all the Arab countries. By chance, 'Abd al-Wadud meets Sudfa [Coincidence], a Bedouin girl who earns her livelihood by cross-border smuggling, who is standing at the side of the road and waiting to hitch a ride across the border. When mending a puncture, 'Abd al-Wadud removes his jacket, out of which two passports fall, his own and that of Sudfa who had given him her passport to present at the nearby transit station. 

The naïve hero (Bakhtin might call him the tragic fool) who calms himself and Sudfa by saying, "This is one homeland, no need for passports," is nevertheless refused entry into Gharbistan. He turns back to search in vain for the passports. He is forced to give up and return to the place he came from, Sharqistan. However, 'Abd al-Wadud and Sudfa are also refused entry into Sharqistan unless they show a passport. With no possibility of going either west or east, the two heroes find themselves trapped in a no-man’s (and no-woman's)-land between the two borders. Having no choice, 'Abd al-Wadud builds a shed on the border between the two countries, using trees from a nearby forest. When a representative on one side of the border asks him why he is building "half on our side and half on theirs" 'Abd al-Wadud gives a brief diplomatic but ironic answer: "In order to strengthen the borders." The official representative, who is nevertheless slightly offended by the answer, remark that "Our borders are strong." Now, 'Abd al-Wadud tells the truth: "If someone on your side tries to hurt me I will flee to the other side, and if someone on that side tries to hurt me, I will flee to your side." The border guard, who sounds as if he is posing a riddle, insists: "And supposing both of us want to harm you?" 'Abd al-Wadud solves this puzzle very easily, replying that "No agreement of any kind has yet been made between you both." 

'Abd al-Wadud manages to build a permanent home and even to set up a wayside kiosk for travelers crossing back and forth. The representatives of both sides do not only get used to this new reality, but sometimes also appear in the evening to visit the shed and conduct a zajal competition.
 In these encounters, with the help of the zajal
 carnival conducted exactly at the center of the border 'Abd al-Wadud, -- a peripheral naïve person -- manages to break through the psychological wall of imperviousness that divides the two sides. In this way, he overturns barriers and roadblocks, and succeeds in making the two sides forget, if only for a short while, the hostility between them. Besides the closeness that he helps foster between enemies, 'Abd al-Wadud also participates in the poetry fest and says among other things, "Abu Shhab and Abu Mazhar are two flowers on one stem -- the love between you in times of hardship erases the borders." However, the night-time carnival gradually evaporates with the new dawn, and the border lines reappear, sharpened in the clarity of the cruel morning light. 
Everything in the film is divided and needs unity. There is rupture is between states but also a between people's hearts. 'Abd al-Wadud is in love with Sudfa, who leaves for the mountains, to the tent encampments where her parents live. Due to the obstacle course created earlier during his childhood by rigid tradition, 'Abd al-Wadud does not succeed in uniting himself with his beloved Bedouin smuggler. Even when Sudfa comes to his shed to seek protection from the tax authorities, he remarks to the border who is curious about the relationship between them that, "We are still sleeping, I in Gharbistan and she in Sharqistan.". The anti-Carnivalesque reality divides 'Abd al-Wadud and Sudfa even within themselves. Sudfa is forced to live a life of masked deception, to pretend that she is a married and pregnant woman in order to smuggle goods under her dress and to look for hiding places. At the same time, she is consumed with a desire to leave her life of wandering and pretence and dreams of having a home and family. Meanwhile, 'Abd al-Wadud al-Tayih, the shy man who is lost between the borders, feels a terrible loneliness when he is faced with the borders in his soul that prevent him from communicating naturally with others and especially with the person who has captured his heart with her beauty and womanly qualities. At the end of the film, 'Abd al-Wadud learns that indirect means and hints have no effect. He asks one of the border guards to mediate between him and Sudfa. Wonder of wonders, this official succeeds in breaking through the wall of isolation by which the hero is bound. The border guards finally unite 'Abd al-Wadud with Sudfa, who is overjoyed to marry him. The ceremony is held in 'Abd al-Wadud's shed on the borders of Gharbistan and Sharqistan, in exchange for a modest dowry of a goat and a ram as demanded by tradition. Abu Shhab, the representative of the east is the stand-in for the bridegroom and Abu Mazhar for the bride.

The joyful tap dance of the bride and bridegroom on the physical, white, but artificial borders that divide two areas, symbolizes truthful Carnivalesque actualization. Moreover, it is the loosening, even for a brief moment, of the triangular schism knot
. Under their feet, the border seems thin and frozen, absurd and worthless as if it were a random scribble made by a child for fun. Now when it seems as if the two geographical areas are joined together in this Dionysian dance, the barriers between the couple also fall. Even the ruptures within each of them fade away as they become one. However, the carnival ends at this point, and the film promptly brings us back to a reality that has not changed at all. 'Abd al-Wadud, who so much wanted a child from this union, suddenly changes his mind when he hears the news he that has waited for so long. His wife's admission that she is pregnant terrifies him. The child in her womb is not very different from the smuggled goods she used to hide under her clothes. Both of them, the child and the goods, are forbidden "products" in the divided world around them. Both cannot expect to receive legitimacy for their existence from the political authorities that control and impose on nature ready-made and arbitrary laws and regulations. As  'Abd al-Wadud  says to Sudfa, "In this jungle a ram or a goat can exist but not a human being." 

Lahham and al-Maghut lead the viewers on to the final scene of the film in which the meaning of this sentence becomes clear. Here we see a gathering for humanity in support of 'Abd al-Wadud and his wife, with wide coverage by the Arabic radio and television media of the event's personal, national, and international elements. At the end of the gathering,  the happy couple go with all their belongings to the border transit station of Sharqistan, followed by the crowd. The crowd appears as though it is returning from a party or wedding celebration. With the horns of their cars blaring loudly, they cross the raised barrier without interruption. But 'Abd al-Wadud and his wife Sudfa are left behind at the end of the line and are stopped by a border guard who immediately identifies their distinctive yellow car on which 'Abd al-Wadud had drawn a map of the large Arab "united" homeland before he set out on his journey. The guard closes the barrier and the couple get out of the car. In a sudden attack of despair, 'Abd al-Wadud releases his chickens and goats, and they cross under the barrier without interference. When 'Abd al-Wadud sees this, he and his wife follow the animals, but the man at the barrier aims his weapon at them and commands them to stop. At this point, when the full meaning of 'Abd al-Wadud's earlier remark that "In this jungle, a ram and goat can exist but not a human being" is made clear, the filmmakers choose to respond to the command and end the film.

Al-Taqrir [Statement of Account] is the second film jointly produced by Lahham as director and al-Maghut as scriptwriter. At the center of the film is 'Azmi Baik, an important legal advisor in the government's Maslahat al-tafteesh al-‘ulia [Department of Supreme Control]. The duties of this department include the allocation of budgets. Because of his utter devotion to his job, and the moral standards he tries to apply to himself and then to others, one can easily see that this person maintains a total congruency between his internal self (his character) and his external self (his image). Bakhtin defines this phenomenon as 
an 
 "artistic fusion … of personal life with worldview, of the most intimate experiences with the idea. Personal life becomes uniquely unselfish and principled, and lofty ideological thinking becomes passionate and intimately linked with personality" (Bakhtin 1984, 78-79). 
In other words, the outline of the hero inseparably merged with the image of the idea
. 'Azmi Baik is so caught up in his work, even in his leisure time, that one day he arrives at the office without wearing his socks.  In spite of the remarks made by his secretary who notices this, he stayed untroubled:

Advisor: If socks measure one’s status, I will go barefoot.

Secretary: But anyway, there is value in appearance.
Advisor: Salvador Dali used to go to cocktail parties in his pajamas.

At the beginning of the film, we see an image of a dripping tap. This image will later become the main motto of the film, the symbol of wasted public money that 'Azmi tries with all his strength to prevent. "This is not generosity but waste," he remarks of refreshments served to a European delegation that included caviar among scores of other food items. Later, fully aware of the huge gap between the first and third worlds, he remarks ironically, "We have no trousers, but we have a silk belt." However, final straw is the "festival of the tap." In a neglected distant village (Kafr), a project to connect the area to the water network has just been unexpectedly completed. The total cost of the project was 50,000 
but the price of its inauguration, including a festive meal and artistic program, raised the cost to 100,000
. Furthermore, if it had not been for the desire of a senior government official to raise the value of his land in the area, it is doubtful whether this project would have been implemented at all. For the advisor, this is not a minor matter; when the corrupt general manager persuades the festival organizers to transfer their complaints to the Minister, 'Azmi responds: "The problem is not the tap -- when it begins to drip, it could drain the dam." The advisor, who sees that he is being pushed to the wall with the "tap of the state," offers his resignation with the confident expectation that it would not be accepted. Indeed, the advisor even begins preparing the conditions for his return to office, which include no outside interference with his work, and the severest punishment by law for whoever "plays with state money and the livelihood of the citizens." Although the matter concerns a high-ranking public figure, the government offices and the press remain silent. They choose instead to announce the resignation of Patriarch Mozerewa. When the doorbell rings at his home, 'Azmi is relieved, thinking that finally government representatives or even the Minister himself have come to deter him from his "hasty" decision. The sad face of his secretary standing in the doorway expresses what is almost impossible for 'Azmi to understand: not only was his letter of resignation accepted, but also, as the secretary says, it was the "swiftest process in the history of the department." But 'Azmi does not give up. Not without embarrassment, he decides to visit the place where the shameful festival occurred. There he discovered a flourishing night business which dealt in three vital "necessities"  -- food, alcoholic drinks, and women. The exorbitant prices that the restaurant-brothel owner takes from his rich clients are partially poured into the pockets of a senior government official. At this point, 'Azmi Baik decides to prepare a comprehensive final account to include "everything that is done but has not been not dealt with." With the help of his devoted secretary, his wife, and his daughter, 'Azmi discovers a whole range of phenomena that are problematic, from traffic violations by "official motorcars" to university lecturers who work as taxi and truck drivers to supplement their income. On the matter of people waiting in line to obtain basic necessities like bread, 'Azmi Baik makes a most interesting calculation: "The total amount of time wasted by the Arab people in obtaining necessities is approximately 5,993 years each day, certainly enough time to walk to Halley's comet."
The "statement of account" is gradually piling up. 'Azmi Baik considers adding the problems of the brain-drain of intellectuals, the exaggerated prices, the economic gap between rich and poor (which is increasing on a daily basis), and the disconnection between the people and the ruling authorities. In one case, 'Azmi Baik finds that on the corner of one street there is a strange box for public complaints that has two openings: an upper opening for inserting the letter of complaint, and an opening at the bottom of the box for the letters to fall out
. In the part of the film titled the "Chapter of judgments and secret telephones," 'Azmi discusses sexual harassment and distorted court judgments. The film tells the story of two young men from the elite who run over and kill a child in their luxurious red car while they were busy harassing 'Azmi's daughter Amal, as they try to persuade her to get into their car. Under the steamroller pressure of telephone calls from those with power and influence, the judge lowers the driver's punishment to just one year in prison. To justify this in public, the judge cynically takes advantage of violent resistance to the Israeli presence in Southern Lebanon:

Judge: In which direction were you driving? Please keep in mind the term "direction."
(One of the court ushers whispers something in the ear of the driver).

Driver: I was on my way to blow myself up in Southern Lebanon.

Father of the child: And my son? What about my son, honored judge?

Judge: Your son! Your son was an obstacle in the path of a hero!

Above all, 'Azmi criticizes society which consumes but does not produce, imitates but does not create, noting that "What seems to us like economic prosperity is nothing but a cancerous growth within a nation that consumes more than it produces." Lahham, the director of this Carnivalesque assimilation of the individual with the public, has 'Azmi add to his poignant 
statement of account as follows:

I, who am I? I am merely the postman who brings you the troubles of the Arab man, the dreams of his children and the prayers of the adults, from the ocean to the gulf in an attempt to break through, with the help of this statement of account, the wall of private interests. Since there is nothing that threatens my homeland but the "self.. This self became a homeland for many. A homeland in their view, my lord, is nothing but a bag of interests that they carry with them in every airplane, or taps which fill their stocks of narcissism in order to establish the temples of their benefits which they cover with the sweat of others. This way, the homeland alone will be on its own bones and then let pray
. God will enhance your recompense
. For your consideration, my lord.     
All is well that ends well, or at least it would be if there were only someone to whom the statement of account could be submitted. The telephones in the various offices of the senior officials ring out in vain. Someone informs the secretary that, "they are watching the [soccer] match between the east team and the west team." In the final scene we see 'Azmi Baik, the former senior advisor, a rather naïve person, holding under his arm a thick statement of account in a black binding, wearing white clothes and walking like a dreamer toward the soccer stadium. In the background, we see enthusiastic fans and hear loud factional chants. While 'Azmi is walking to the center of the soccer field, the ball hits him twice, the judge pulls out a card and a fight develops between the two teams. 'Azmi falls to the ground, and the violent players, who trample on him with crude indifference, continue to fight until the judge announces that the game is over. The judge's order to send away the players and the audience is too late. The field is now empty and the pages of the statement of account fly about in the wind. In the center of the field, the Arab Don Quixote now lies dead; alone and deserted.

Of interest here is the separation made by al-Maghut and Lahham between the corrupt executive authorities and the "innocence" of the person who is above those authorities to which the statement of account is apparently addressed. In this respect, they resemble other Arab protest writers. As Balas noted, "
In most works that criticize the regime in Arab countries (especially Egypt and Syria), the authors refrain from attacking the leader or head of state; as a matter of fact, they try to present him as a good-hearted person who has no control over the violent bureaucratic machinery of his country (Balas 1978,  243). 
The separation between the administrative authorities and the "innocent big boss" who is above those authorities is very dubious if we compare this "statement of account" with a previous such "statement" by al-Maghut. In his poem Khauf Sa’i Al-Barid [The Fear of the Postman
] (1981, 264 -265) al-Maghut intends to present a statement of account before God himself. We see that the religious authorities in Arab countries do not intimidate al-Maghut, nor does he appear to hold God to account. The poem addresses prisoners, hunters, and farmers everywhere, asking them to send information about their sufferings, their pains and fears, and the wrongs done to them. However, al-Maghut then says:
I am preparing a “gigantic file”

About human suffering

In order to bear it to God …

But O you downtrodden everywhere

The thing that I fear most is

That God will be [revealed as] "illiterate"

Lahham's film Kafrun was directed according to a script that he wrote without al-Maghut. In the introduction to the film, Lahham references the well-known parallel between creation and birth. For Lahham, the union of opposites  begins from treating the work as an inseparable unity of pain and pleasure:
When my mother became pregnant for the first time, she swore not to repeat it because of the pains, but in spite of this she went on to conceive twelve times. Had she kept her oath, I would not have come into the world, and so, you would have been free of me, because I was the result of the ninth pregnancy. Kafrun is my first cinematic attempt with children, and because they have tired me out, I swore not to repeat the attempt. Yet I shall go on to do this another twelve times because of my love for them
.

The opening scene is a song of praise for the unity of man with nature, and of the worlds of childhood and adulthood. Wadud, the hero of the film, is a doorkeeper in an elementary school in a village named Al-Kafr. He leads a group of children in a cheerful celebration with singing and dancing in the virgin landscape of the Syrian hinterland. By this he creates a sense of belonging, empathy and love among the members of the group, and even a kind of economic communal cooperation (the food that each participant brings is shared among the whole group). The man, although an adult and dressed in traditional Arab clothing, still has the soul of a child and thoughts that go beyond the traditional. Nura, the new teacher who arrives from the city to teach in Al-Kafr school finds it hard to adjust herself to the new place and hears from the Carnivalesque hero Wadud about an original way to overcome alienation and loneliness: "Make friends with what is around you, with children, trees and birds. Friendship is a second homeland." Later, she tells Wadud after a deeper acquaintance with him: "You are the youngest child I have ever met." According to the regulations, Wadud is a janitor, but -- as a hero who belongs to "the realm of the serio-comical" group -- he also demonstrates carnivalistic misalliance by functioning in various roles such as a guard, the person charge of salaries, an assistant headmaster, and as a substitute for absent teachers. As a precondition for his marriage with Sa’da, his mother demands that he avenges the blood of his father who was accidentally killed by one Abu Jaber. Wadud is torn between his loyalty to his mother and between his disgust regarding this custom. He believes that this attitude has become outdated and will bring ruin upon a whole family, especially that of a student, the son of Abu Jaber, whom Wadud loves so much. Wadud’s objection to the traditional murder that his mother, Umm Wadud, demands he carry out, arouses her bitterness and scorn. Now she wishes to take his place since he is incapable of being a man: "Give me a moustache, Wadud has developed breasts." 

Later in the film, Abu Jaber notices the village idiot al-Nims standing on a ladder and peering through a window into Nura's room . When he tries to chase al-Nims away, a fight breaks out between the two men in the course of which a bullet is fired from Abu Jaber’s gun, killing him. Al-Nims flees and leaves Wadud as the main suspect in the murder. The family of the dead man is in heavy mourning, while festive shrills are heard from the rock house 
of Umm Wadud. And in the background we hear Umm Kulthum's song, Ifrah ya Qalbi [Let My Heart Be Happy]. The pastoral idyll of Wadud’s life ends where it begins for his mother. Only the children, who are sure of his innocence, gather to help the arrested Wadud until the end of the film when the murder is solved. 
[Conclusion?]
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� Al-Hudud was produced in 1984 in Damascus and, directed by Durayd Lahham. The film script was written jointly by Lahham and al-Maghut.


� Kafr is a village (the source is the syriac word kafra). In the film, it is a name of a village located far away from the centrecenter. 


� For every story, there is a starting point or a "“crucial incident"” forced on the main character and which causes a change that impels the characterhim or her to act. Unlike turning points that emerge from the plot itself or from the character of the agentsprotagonists, such ana "crucial incident"  can be a chance event, something that is unexpected and that even occurrsing at random, much as itjust as could happen is in real life. This type of event was called by the Greeks as “deus ex-machina” [which means literally the the “god out of the machine]”, an artificial device to used in ancient Greek drama to change the direction of the plot in ancient Greek drama and solve plot complications by via the sudden appearance of the a god who comes out of the machine andwho emerges and kills one of the heroes. The general principle is that a cinematic film can ‘supportbear’ only one ‘deus ex-machina’, which is generally a "‘crucial incident’." However, "it is always preferable to have a ‘deus ex-machina’ that gets the hero into trouble rather that one that gets him out of it" (Niv, 1994, :42).


� Zajal is one of the "“seven arts" of” in Arabic literature, which have existed  since the sixth century of the Hijra [Emigration] (622 CE). This Zajal is spoken-language poetry in spoken language, which in most cases is usually multi-vocal and does not follow grammatical rules, especially al-E’rab. This Zajal poetry has a rhythm and was created in order to be sung. Usually, the zajal was were written according to the beat meter of the Arab al-rajaz (a meter used in classical Arabic poetry)that characterized popular poetry. Sulieman of the village of Ashloah village in 'Akkar, Lebanon  was a well knownwell-known zajal poet of the 13th thirteenth century. A zajal poet of the 15th fifteenth century was Jibrail al-Lahfazi known as Ibn al-Qila’i. In addition, al-Amir Fakhr al-Din al-Ma’ani of the 17th seventeenth century and a the well-known writer of the 19thnineteenth century writer – al-Sheikh Khalil al-Yazaji wrote zajal. WA well-known twentieth century zajal poets include of the 20th century are Rashid Nakhla, As'ad al-Faghali (Shahrur al-Wadi), 'Ali al-Haj, Mishel Trad, As'ad al-Sab’ali, and As'ad Saba and others. In recent decades, there was a prominent Druze zajal poet in Lebanon, a Druze called Tali’a Hamdan, who was original and had great talentemerged. On the Arabic zajal, see : Abu Buthaina, 1973.


� We should pay attention thatIt should be noted that the ram and the goat were used as a bride pricedowry, and now these animals are seen to have rights that human beings, even a bride and a groom,  bride can only dream aboutof. 


� This is clearly applicable to the figure of `Abd al-Wadud in Al-Hudud and to the figure of the simpleton Ghawwar in Kasak Ya Watan [/ To Your Health, Homeland] and to a substantial degree also to Qaysar al-Namlah in Sani’a al-Matar [ / The Rainmaker],, two plays of by Durayd Lahham. 


� 'Azmi uses the phrase "`Azzam Allahu Ajraka, a " is an Arabic common expression used by mourners to utter their sadness on the death of a beloved person.









































�It's not clear if this should read "and One Another – Small Revenge" or "and One Other Small Revenge" (the latter would need editing…Please can the author clarify?


�You need to define al-E'rab in the footnote below, I can't find a definition online


�Unclear what this means


�What currency?


�What currency?


�Presumably?


�I think this is what the author means but it it not completely clear


�This does not make sense, maybe it is a colloquial phrase?


�Date??


�REFERENCE FOR QUOTE NEEDED


�Stone house??


�For CMOS we need this format for the citation. I cannot find these details online, please ask the author to add.
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