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 Abstract 
During the eighteen days preceding the end of the Mubarak 

regime on February 11, 2011, Tahrir square was congested with 
performances, orations, and documentations in multifarious artistic 
forms. An ongoing trend of memorializing, celebrating and 
recording pervaded unleashing a whirlwind of mixed emotions and 
state violence on the one hand, and revolutionary artistic expression 
on the other. Documenting both, artists seek to create an inner 
reservoir to preserve and protect historical moments in the lives of 
many generations to come. Deploying memory and memorialization, 
summoning personal reflection and archival material, exploiting oral 
history, ethnography and random collections of biographies, Laila 
Soliman attempts to produce a collective memory wherein gaps of 
truth are filled and unanswered questions are underlined voicing a 
female cry against violence. Blue Bra Day commemorates a woman 
with a blue bra dragged by soldiers in the middle of Tahrir Square 
with her "

c
ibaya" torn open and soldier‟s feet stamping on her body. 

In one image Soliman raises political consciousness and an 
awareness of violence against women, sexual disempowerment and 
spatial segregation. Soliman disrupts gender – determined spatial 
framings by resorting to eye-witness accounts and moment 
narrations whereby she recreates an alternative version of history. 
Whims of Freedom historicizes the present. Egypt‟s 1919 revolution 
is juxtaposed with the 2011 January uprising. A journey of jumping 
between past and present is maintained through strands of personal 
material, oral history and episodic narrative. Laila Soliman resorts to 
the techniques of postdramatic theatre, Jacques Derrida's critical 
theory of Archive Fever and feminist consciousness raising to 
portray a dissident theatrical archive of the 2011 Egyptian 
revolution. 
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This paper aims at documenting Laila Soliman‟s (1982-    ) 
experimental postdramatic theatre as a feminist archive of the 2011 
Egyptian revolution. Relying on collective memory, testimonials, 
eye witness specifity, music, digital and social media and oral 
history, Soliman‟s theatre is at once political and rhetorical. Her 
subversive feminist message disrupts female stereotypes and her 
revolutionary discourse addresses the human aspirations of an 
Egyptian audience, saving up, registering and testifying to the 
turbulent times of a changing Arab world.  
    The paper tackles Soliman‟s two unpublished plays Blue Bra 
Day and Whims of Freedom on three levels: The first level is the 
feminist approach whereby she articulates what Lebanese author 
Evelyn Accad calls “femi-humanism” (Zahnd 7). Embracing the 
personal as political concept, her rejection of hierarchical structures, 
and her dissident creativity adopting consciousness raising 
techniques bring forth a feminist culture wherein women refuse to 
accept the unacceptable dictates of patriarchal society, the 
marginalization of women and the moral, cultural and historical 
violations against Arab women intellectuals. The second level is 
Jacques Derrida‟s literary theory of „Archive Fever‟ (1998) whereby 
the desire of archiving becomes not only a means of maintaining 
memory but also recreating memory. Soliman‟s cultural urge to 
document the 2011 Egyptian revolution is expressed by reframing 
the past in the present and by challenging conventional narratives 
seeking to create an alternative version of history by means of 
theatrical tools. The third level is an attempt to point out the power 
of theatrical performance to question, destabilize and reconstruct the 
spectator‟s ideology, politics and identity. Through the context of 
postdramatic theatre, the mediator (the dramatist) expands the range 
of conceivable outcomes. Whilst the dramatist offers one version of 
truth, other versions could evolve producing other translations 
allowing a variety of activities that could all be packaged in a 
compound sense of the past. This implies that Laila Soliman‟s 
version of alternative history is only one version of other versions 
that fall within a larger framework of collective memory.  
    Born in 1982 in Cairo, Laila Soliman attended a German 
school and graduated from the American University. She is now 
working on her MA in theatre in Germany. She describes herself 
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saying: “I speak German and English. I am a woman. I am unveiled. 
I look secular, I am sexy and I am an artist” (in Malzacher). Her 
work centres on how history is written and challenges conventional 
narratives. For her, documenting the revolution satisfies the desire to 
re-enact protest and to defy its disappearance. Responding and 
reacting to experience is her major goal. “It is about reactions more 
than anything else, and using your experience to create something, to 
react, and to act. Reacting to the story is about saying what you like 
or do not like about the story. Telling the story is just stating 
something. In this performance there is much more opinion.”(in 
Stuhr-Rommereim)  

Laila Soliman‟s play Blue Bra Day takes place at Downtown 
Cairo, on the 17

th
 of December 2011 at 8 o‟clock in the morning. 

This is a day remembered in the history of the Egyptian uprising as 
one of harassment, hegemony, patriarchal aggression, violence, 
prejudice and injustice. 

Laila, a 30 year old artist, perhaps Laila Soliman herself, 
opens the door for Karima, her housemaid. They soon engage in 
converstion when Laila‟s cell phone rings and she rapidly opens her 
laptop and watches a military onslaught on the protestors in Tahrir 
Square. Laila watches the soldiers burning the tents of the protestors 
and notices how they beat the men and drag the women by the hair. 
With eyes glued to the laptop screen, the sound of the video of  ‘Blue 
Bra Day’  made audible to the audience on a large screen, and Laila 
waving at the audience with the newspaper showing the photo of the 
woman with blue bra, Karima exclaims: “They want to show us they 
are still the masters and that we are still their slaves. May they never 
see heaven” (Blue Bra Day), and later recapitulates how her son 
Fahmy cannot walk on his leg having been shot and injured at the 
demonstrations. The playwright records the political awareness 
instigated by the revolution amidst all classes of society. No one is 
exempted from injury, nor from protest nor from agency. Watching 
the video, Laila points out how the soldiers drag a woman on the 
street, undress her, kick her on her naked chest with their army boots 
and tear apart her veil and abaya revealing a colorful blue bra 
underneath. 
     Laila looks, Karima looks and the spectators are also made to 
look. Laila addresses the audience harshly: “Yes you look too”. She 
pushes the newspaper in people‟s faces and comments: “Look, see 
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for yourself what the military council has done.” She assures the 
audience that it is no photoshop and that the victim is no “bad 
woman” but a doctor – a pious doctor, conservatively dressed, who 
has been harassed, dragged and violated. Sarcastically, Soliman 
mocks a regime which chastises women protestors but leaves the 
weapons, and punishes the sincerely religious “to avoid the global 
danger of Islamists‟ (Blue Bra Day). Laila Soliman personified by 
Laila, the actress, poses the question “But it is cool to see the 
women‟s marches the next day on the news, no? Egypt is now so 
democratic and women march in thousands now, but why? Did you 
think about that? … Why do they take the risks? Maybe because 
they we are beyond afraid. Maybe when you feel the weakest, then 
you find your strength. The play ends with the bitterness of an 
offended, oppressed patriot, “Why should I explain anything to you? 
Cultural dialogue? Who cares? Does it really matter? Does it really 
change anything? Even more arms are being sold. Oh just let me be” 
(Blue Bra Day). Indeed a feminist theatrical archive of the Egyptian 
revolution has been created. 

Soliman‟s femi-humanism is best illustrated in this play. As a 
feminist, she is able to make the personal political. The blue bra 
woman is no longer a token of sex nor patriarchal gaze but rather a 
woman oppressed and violated. She is harassed and abused as a 
woman who dared to protest against hierarchy and violence. She is a 
woman who reacts to repression and voices a willingness to speak 
out, to deny and to struggle as a human being. As stated by Hamid 
Dabashi: „Women were not only at the forefront of the revolutionary 
uprisings. They were also its first and foremost victims-the first 
targets of the brutal repressions that those in power launched against 
the uprising (186).  

Laila and Karima in Blue Bra Day form a typical all woman 
cast. However, they are not mere identities but rather become critical 
perspectives. They are themselves both archive and mouthpiece of 
the revolution. Soliman makes sure to include all women in the 
archive. While Laila, in the play, is 30 years old and Karima is 55, 
both share one and the same reaction and the same dissidence. 
Though Laila, typical of a multi-digital generation, has her eyes 
fixed on the screen of her laptop and Karima, the housemaid, is more 
preoccupied with the process of cooking zucchinis, the dramatist 
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succeeds in drawing them together around Tahrir Square- the site of 
action. Sondra Hale describes this as “participant-observation” in 
which the researcher is a character in the play. “The interviewer sets 
up the situation and then participates in it. Being and doing are 
important both to narrator and her feminist interpreter” (2104, 151). 
Soliman who was engaged at Tahrir during the 18 days of the 
revolution is personified in Laila who was, among others, 
“delivering blankets and plastic after the rain (Blue Bra Day)”. 
Karima who passed the square on her way to work, is drawn to the 
laptop screen to watch the video of „blue bra day‟ with Laila, and is 
made to forget about the zucchini ritual that has been underlined 
several times. Both characters then assume one voice. Laila 
addresses the audience while Karima “starts taking off her clothes 
piece by piece until she reaches her skin colour body suit-that is not 
tight, has to look unnatural-and a lace blue bra on top of it that 
resembles the bra in the photo” (Blue Bra Day). 

As shocking as Karima‟s action is, it is a typically Brechtian 
alienating technique which Soliman masters in order to disrupt 
audience‟s submission and acquiescence. While Karima bursts in 
anger and curses: “May God shame their mothers. May they burn in 
hell. Those dogs. Those slaves. May God-May they feel the pain our 
children felt in their bodies”, Laila attacks the audience with 
“Cultural Dialogue?” (Blue Bra Day). In a new feminist vanguard, 
“What matters is the form, the intention or agenda, the degree of 
agency, the presence and role of interlocutors, facilitators and 
mediators, the interactions of subject/author (or the destruction of 
that binary model), presentation and representation, and the 
subjective context of gender, race, ethnicity, sexuality and the like 
(Hale153). 

Soliman‟s theatre may thus be named a femi-humanistic 
theatre as it becomes a cultural production of feminist principles 
through a multidimensional theatrical experience which provides an 
alternative vision of history. There is nothing overwhelming about 
the performance. Yet the achievement lies in the reflective space 
created to raise questions and inspire change in the form of active 
resistance and functional collective action. Reflecting upon an 
incident in the collective memory of the 2011 Egyptian revolution, 
Blue Bra Day deploys “a circuitous route to maintain the audience, 
actors, director and the playwright herself in a state of constant 
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suspension. This strategy is an attempt to avoid intellectual 
complacency and artistic stagnation” (Mehta 223). Both victims and 
survivors of the uprising are represented in Soliman‟s feminist 
theatre in a multidimensional human experience that blurs all 
boundaries between sexes, classes, religions, ethnicities and even 
between reality and performance. 

Soliman's Blue Bra Day commemorates and memorializes a 
victim of dirty politics and power struggles. By so doing it archives 
actual events that have occurred tinged with the personal experience 
of the dramatist/         archiver. Jaques Derrida‟s Archive Fever 
(1998) defines archiving as the following:“It is to have a compulsive, 
repetitive and nostalgic desire for the archive, an irrepressible desire 
to return to the origin, a homesickness, a nostalgia for return to the 
most archaic place of absolute commencement” (91). What is 
included in Derrida‟s notion however is the relationship between the 
archive and what it archives. The structure of the archive, the 
identity of the archiver along with other external factors affecting 
and interfering at the time of archiving, are included and informed 
by the archive. Derrida asserts that the archive cannot remain outside 
what it memorializes. In the play Laila, the actress, merges with 
Laila, the activist, in an “they-we" equation to activate the audience's 
awareness as to the brutality of radicalized military and religious 
patriarchies in Egyptian society. An act of sexual violence 
perpetrated against a woman revolutionary is offered as an archive of 
the darker side of the 2011 revolution. The incident takes on a 
symbolic value and the play dramatizes, in creative dissidence and 
historical documentation the struggles and aspirations of the men, 
women and children who demonstrated in Tahrir Square during the 
Egyptian 2011 revolution. Blue Bra Dayalso unravels the distortion 
and manipulation of official media accounts. By memorializing the 
story of the blue bra woman, her presence will invest the collective 
memory of Egyptians forever. 

Feminist sex-role stereotyping is crystallized in the male 
violence against women. Whether the violence is dictated by culture, 
militarization, patriarchal codes, or political conformity is left 
unanswered by Soliman. But her feminist statement is clear in her 
consciousness – raising interrogation at the end of the play to 
galvanize the audience into resistance and protest. The achievement 
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of Soliman‟s feminist political archive is best summed up in a 
comment by Sondra Hale: 

Political actors, including some transnational feminists in the 

vanguard, are doing a whole new politics that does not   mimic the 

characteristics of modernity. They are anti-statism,  anti-authority 

and opposed to hierarchal structures. They are all searching for 

new and deeper forms of association thathave already had and will 

continue to have profound effect  on gender relations (156). 

From a feminist viewpoint, Laila Soliman deconstructs and disrupts 
the female stereotype of the marginalized, submissive and woman as 
sexual object. Through her crystallization of the blue bra woman‟s 
story she is able to prove woman‟s presence amidst the struggle in 
the pivot of action. The fact has always been that revolutions, like 
wars, are unkind to women who are usually victims of upheavals. 
“Even when women take part in revolutionary movements that 
successfully lead to regime change, they are not invited to the 
negotiating table” (Esfandiarie), but are rather marginalized, 
neglected and ignored when power and politics are recalculated. 
Soliman‟s feminist theatre gives evidence through collective 
memory to the status of women as equals with their male 
compatriots in their struggle for freedom, dignity, social justice and 
democracy. But it also substantiates the fact that women are 
downtrodden and persecuted eventually as a price for their 
transgression. Though women have been regarded as equals for the 
first time in modern history in this epic movement which promised 
civic boom, yet, “the process of constitution writing that ensued 
instigated unprecedented violence, and dealt a blow to women, who 
represent 50% of the population and who made the revolution 
possible” (Khattab 4).  

Blue Bra Day is therefore a concrete enactment of a historical 
ritual of undermining women‟s vital participation and powerful 
dissidence in social upheavals. However, despite gender limitations, 
women playwrights of whom Soliman is one, continue to force their 
way onto the Egyptian stage. With titanic efforts they are able to 
secure a humongous place for their work amongst the literature of 
their time protecting memories and archiving history. Sondos 
Shabayek, another young Egyptian playwright, best expresses their 
dramaturgy of archiving the Egyptian uprisings: “I wanted to save 
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them up in a box, because they were stories of the best moments of 
the lives of entire generations (qtd.in ElKamel,2012). 

Laila Soliman‟s Whims of Freedom or  Hawa’l Horeya, an 
Arabic play with English interlocutions, is a very difficult play to 
describe. It is a musical performance that seeks to revive the past 
through the present, and the present through the past. Two actresses 
Zeinab Magdy and the Syrian, Nanda Mohamed, enact characters 
with their actual names deconstructing the complex relationship 
between performance and archive. One of the two girls is giving a 
lecture about the 1919 revolution that would lead to Egyptian 
independence, having failed to obtain enough documentation about 
World War 1, her original research project. The other Syrian girl 
keeps interrupting the lecture by her records, old photos, famous 
poems, anecdotes, testimonials, and old documentations. The play 
moves backwards and forwards through time reading history through 
the Egyptian and Syrian present. The 1919 Egyptian revolution 
almost a hundred years ago stands in great resemblance to the 2011 
revolution. Relating history through the songs of the two famous 
divas of the period, Mounira Al-Mahdiya and Naima Al-Masreya 
accentuates the play‟s experimentation with double time where the 
past is set in dialogue with the present. The play opens and ends on 
the same note: The Law of Illegal Assembly. The play offers a 
revisionist account of that moment in history of the British 
occupation and the people‟s struggle for independence in the 1919 
revolution – a situation that reflects upon present revolutionary 
discourses and struggles for freedom and social justice during the 
25

th
 January, 2011 uprising. The juxtaposition of the two characters 

furnishes the play with its blend of documentation and personal 
reflection. The parallelism between Egypt and Syria provides the 
play with a transnational scope. 

Jaques Derrida‟s Archive Fever (1998) is again a significant 
reference. The urge and desire for archive is best expressed in Whims 
of Freedom when Zeinab gives an account of her never ending 
search for documents about World War I: “So far the process has 
been about reading books, visits to sur el azbakeyya and antique 
collectors, going through old magazines and newspapers and 
listening to LPs – and of course watching YouTube videos like that 
of Mounira El Mahdiya as an old woman” (Whims of Freedom). 
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Failing to find accurate data, Zeinab turns to political songs and 
theatre from 1914 – 1920. The image of Naima Al Masreya breaking 
her records on her knees haunts the mind of the researcher who 
explains in English: “Not only do we not document history, we also 
break it”, and adds, “I can‟t reach into the depths of the triumph of 
romance of one revolution, because of the disillusion of another” 
(Whims of Freedom).  
Seeking information through the songs of the period, Nanda 
constantly interrupts by national Egyptian songs and popular history 
from Syria. Parallelism is drawn between the 1919 Egyptian 
revolution and the 2011 Egyptian revolution through sarcastic 
remarks and cynical comments as some old songs are still chanted in 
the present day like" أغ١ٕٗ ٠ب ِوغ دجه" (Egypt My Love) 
Zeinab recapitulates in Arabic: 

 ...... 1919اثخ صٛعح فٝ ٌذظخ ِف١ٙبف اٜ عِٚبٔـ١خ ػٜ اٌٍذظخ اٌٍٝ ادٕب ػب٠لٕٙب لغ

Bilingualism on the stage serves to perpetuate “a poetics of 
disorientation (Al-Nowaihi 73) which relies on “a back and forth 
movement, concurrences, juxtapositions and the opposition of 
spaces, languages, and characters between the private and public, the 
marginal and the central, the serious and ludicrous and linguistically 
between classical Arabic and colloquial Egyptian,” and in our case 
here also Syrian Arabic (Nasser, 2014). Nanda then refers to a poem 
by Hafez Ibrahim, the great Egyptian poet, entitled “ٟٔسغط اٌغٛا”(the 
women's demonstration)*. The poem gives a detailed analysis of 
women's demonstration against the government and the violence 
inflicted upon them by the soldiers due to their daring presumably 
outrageous and indecorous behavior. Brutal violence is suggested 
through images of female disempowerment and military abuse – the 
acts of which draw parallels with the darker side of the 2011 
Egyptian revolution as previously mentioned in Blue bra Day. The 
intermittent remarks by Zeinab while Nanda reads the poem are 
typical of Derrida‟s deduction that reiteration of the archive entails 
the fact that one memory will always direct and bury another. What 
haunts the spectators‟ minds while Zeinab and Nanda interplay with 
the poems and songs archiving for 1919 and 2011 Egyptian 
revolutions are the insinuations, the sarcasms and the cynicism 
which continuously intersect the narration to highlight political 
interpretations and socio –cultural reactions in order to raise 
audience‟s consciousness to react and protest.   
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N 
 "سغط اٌغٛأٝ.."

 أٚ ػبلألً ٘ٝ ِزؼضصح اٌّغادً
Z 

 "٠ذزججٓ ٚعدذ أعلت جّؼٙٓ"
 ثؾ اٌٍذظخ صٜ ثبٌٕـجبٌٝ فؼلا ِؤٌّخ

N 
 "...فئطا ثٙٓ ارشظْ ِٓ ؿٛص اٌض١بة كؼبع٘ٓ"

Z 
 وز١غ ث١ٕب ٚث١ُٕٙ parallelsفٝ ٍجؼب 

N 
 " ... فطٍؼٓ ِضً وٛاوت ٠ـطؼٓ فٝ ٚؿَ اٌضجٕخ"

Z 
 ثبلأٌٛاْ 19ب دمبئك ِغ٠غح وز١غ فؤٔب ثضػٝ اٌٛالؼ١خ ٚثذبٚي ألغا صٛعح ٠ّٚىٓ ػلبْ اٌٍذظخ صٜ ف١ٙ

N 
 "ٚاسظْ ٠جزؼْ اٌطغ٠ك ٚصاع "ؿؼض لوض٘ٓ"

Z  
 ػٕٝ ٌّب ٠زمغا فزغح ثبلأث١ي ٚالأؿٛص أٚ ثبٌـ١ج١ب ثزض٠ٙب سوٛه١برٙب ٚث١جمٝ     

 ٌٙب ؿذغ٘ب        
N  

 "٠ّل١ٓ فٝ وٕف اٌٛلبع ٚلض أثٓ كؼٛع٘ٓ"
Z 

 ب رغٛم أٜٚ فٝ اٌٍذظخ ث١غٚح الأث١ي ٚالأؿٛصثؾ ؿبػبد ٌّ
N   

 "ٚاطا ثج١ق ِمجً ٚاٌش١ً ِطٍمخ الأػٕخ"
Z 
 ٚثزمغا اٌجغائض ٚإٌّلٛعاد ٚاٌشطت ٚالأغبٔٝ وؤٔه ثزمغا دبجخ ِٓ اٌٍذظخ    
 اٌٍٝ أذ ػب٠لٙب  
N 

 "ٚاطا اٌّضافغ ٚاٌجٕبصق ٚاٌوٛاعَ ٚالأؿٕخ ٚاٌش١ً ٚاٌفغؿبْ لض ًغثذ 
 ٔطبلب دٌٛٙٓ"  
Z 

 أٔب اٌزلبثٙبد اٌـٍج١خ ِـ١طغح ػ١ٍب صٌٛلزٝ
N 

 "ٚاٌٛعص ٚاٌغ٠ذبْ فٝ طان إٌٙبع ؿلادٙٓ"
Z 

 ِٚـ١طغ ػ١ٍب ادبؿ١ـٝ ثبٌغٌت رجبٖ إٌبؽ ٚالأدضاس إٌّـ١خ لأؿجبة ؿ١بؿ١خ اؿزغار١ج١خ
N 

 "فزٌؼٌغ إٌـٛاْ"
Z 

 أٚ اٌّذظٚفخ ِٓ ربع٠ز ثؾ ٌمٍخ ك١بوزٙب
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N 
 "ٚإٌـٛاْ ١ٌؾ ٌٙٓ ِٕٗ"

Z 
And make no mistake 1919 was very chic 

N 
 "صُ أٙؼِٓ ِلززبد اٌلًّ ٔذٛ لوٛع٘ٓ"

Z 
 أب ػبعفخ اْ جؼء وج١غ ِٓ صٖ اؿمبٍبد ١ٌٙب ػلالخ ثوغاػٝ ِغ ٔفـٝ

N 
 "ف١ٍٕٙؤ اٌج١ق اٌفشٛع"

Z 
 ٚفٝ فمضاْ الأًِ ٚاٌضمخ فٝ إٌشجخ اٌـ١بؿ١خ

N 
 "ف١ٍٕٙؤ اٌج١ق اٌفشٛع"

Z 
 ف١ُٙ أهلا أب ػّغٜ ِب وبْ ػٕضٜ ٠م١ٓ

N 
 "ف١ٍٕٙؤ اٌج١ق اٌفشٛع"

Z 
 ٠ّٚىٓ صٖ جٛ٘غ اٌّلىٍخ

N 
 "ف١ٍٕٙؤ اٌج١ق اٌفشٛع"

Z 
 ٚف١ٗ اكىب١ٌخ ثزذض س١بٌٕب

N 
 "ف١ٍٕٙؤ اٌج١ق اٌفشٛع"

 اكىب١ٌخ اٌٍٝ "ث١ذوً صا٠ّب ٚاٌٍٝ ِق فبوغ اْ ػّغٖ دوً لجً وضح"
N 

 "ف١ٍٕٙؤ اٌج١ق اٌفشٛع ثٕوغٖ ٚثىـغ٘ٓ"
Z 

 ا٠ٛح اٌّجٙٛي هؼت
N 
 ٕوغٖ ٚثىـغ٘ٓ""ث
Z 

 ٠ؼٕٝ دٕج١ت هجغ اٌضٛعح ١ِٕٓ ِٓ غ١غ ِبٔؼغف اْ اٌٍٝ لجٍٕب سبف ٚلٍك
N 

 ِب ث١ُٙ .. لا أزوبع.. ٚلا٘ؼ٠ّخ..ثؾ ٚجغ..٠ٍٝ ث١جمٝ اٌٛجغ
 

What is of major significance in this research is the fact that 
Laila Soliman‟s archive is not without prejudice. Typical of 
postdramatic theatre, Soliman Exploits Brechtian alienation 
techniques and epic theatrical devices to affect the dispositions and 
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conceptions of the audience. She resorts to a dramaturgy that creates 
historical tension. Soliman's archive echoes with individual biases 
and personal memories that re-shape and re-iterate the original 
incidents, poems, songs or even messages. Memory of the poem by 
Hafez Ibrahim which is indeed cynical of its times is reiterated by 
Soliman to fit a new memory. The poem acts as a mediator of 
relationships, connections and remembrances. "To say that objects 
mediate remembering is then to argue that objects provide the means 
for the past to be created anew in the present. This creation may 
produce a version of the past that was not and could not have been 
experienced as such at the time. It is time regained" (Middleton et al, 
16). 

Another song entitled “ثغصْٚ ٠ب ٠ٕٚج١ذ” or (Pardon Wingate) 
narrates how the British exploited Egyptian economy, people and 
army during the British occupation of the country. 

N 
 )رذبٚي اٌمغاءح( ثغصْٚ ٠ب ٠ٕٚج١ذ ..

لاؿف ِبٌم١زق ٚ٘ٝ ٔن لأغ١ٕخ ِىزٛة فٝ اٌٍّف أٙب وبٔذ ثززٙزف فٝ اٌلبعع ؿبػزٙب ثؾ ٌ
 ٌذٕٙب

N 
 ٔبٔضا رغٕٝ )ثغصْٚ ٠ب ٠ٕٚج١ذ .. ثٍضٔب غٍجذ..(

Z 
 ٠ٚزج١ذ وبْ إٌّضٚة اٌـبِٝ اٌجغ٠طبٔٝ فٝ ِوغ ٚلزٙب

N  
 ثغصْٚ ٠ب ٠ٕٚج١ذ

 ثٍضٔب غٍجذ
 سضرٛ اٌلؼ١غ

 ٚجّبي ٚد١ّغ
 ٚاٌمّخ اٌىز١غ

 اػزمٛٔب
 

 ٍٍجٛا الاػبٔخ
 ٠ب غٍجٝ ٠بٔب

 كٛفٛا اٌّض٠غ
 ٠بِب ٌُ وز١غ
 ض٠غِٓ غ١غ رم

 اعدّٛٔب
 

 أفبع رـبفغ
 ٚوّبْ ػـبوغ
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 ؿبثٛا اٌغ١طبْ
 ٚعادٛا ا١ٌّضاْ

 ٌججً ٌجٕبْ
 فٝ اٌشٕبصق

 
 

 لبي ث١ٍِٛٛٔب
 كٛفُ عػٚٔب
 ٌٛلا اٌؼّبي

 ِبِضٍُٙ دبي 
 ٚؿَ اٌغِبي

 ثبٌجٕبصق
 

 ثغصْٚ ٠ب ٠ٕٚج١ذ 
 ثٍضٔب غٍجذ
 لزٍٛا ٚلاصٔب
 ٔٙجٛا ثٍضٔب

 اسضٚا صع٠ـٕب 
 اػزمٛٔب

Analogy with the Mubarak regime during his 30 year rule of Egypt 
cannot be missed. Comparing British colonization with its 
exploitative and totalitarian policies to a dictatorial regime that has 
stolen the country's wealth, drained it in debts, and sunken its 
population in ignorance and poverty is a skillful attempt on 
Soliman's part. She has successfully "artificially extracted or 
dissociated past events from their interconnected tissue of duration in 
order that they can be re-inserted into the demands of current 
circumstances' (Middleton et al, 5). 

Another song entitled “اٌىضغح” or (Plethora) is mentioned as 
part of a theatrical performance which was subject to censorship at 
the time of the 1919 revolution as it conflicted with the colonizer's 
interests. A cynical reference is immediately drawn to the military 
grip on artistic production during the 2011 revolution. Cynicism is 
accentuated at the reference to a Muslim/Christian conflict aroused 
at the time of the 1919 revolution as a colonizer tactic to drain up 
people's resistance and absorb the nation's energy, an act that is 
immediately juxtaposed with the Maspero massacre on October 9, 
2011 when Christians demonstrating against the burning of churches 
were crushed and killed by military trucks and shots. 
الأج١ٍؼ ثؼض وضح ارذججٛا ثبٌٕؼاػبد اٌطبئف١خ ٌزلض٠ض اٌـ١بؿبد الأ١ِٕخ ثغا اٌمب٘غح ٚػلبْ ٠ٕفٛا اْ 
اٌذغوخ اٌضٛع٠خ وبٔذ فؼلا صٛع٠خ. ثؾ فىغح لض ا٠ٗ هؼت رلالٝ رٛص١ك لادضاس اٌفزغح صٜ ٚاٌّذٛ 
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ػٜ ِبؿج١غٚ  اٌضائُ ٚاٌّـزّغ ٌٍذظبد صٜ فٝ ربع٠شٕب وً صٖ ث١شٍك لضعح ػٍٝ رجبً٘ ادضاس ِّٙخ
 –ّٚٔذ١ٙب ِٓ اٌزبع٠ز، ٚثؼض ِب الأج١ٍؼ ارٕبػٌٛا ٚاصٚا اٌٛفض 

N 
 ِبثضن رذى١ٍْٛ كٛ هبع ثّبؿج١غٚ؟

Z 
 اػزمض وٍٕب ػبعف١ٓ إ٠ٗ اٌٍٟ دوً فٟ ِبؿج١غٚ

N 
 لاء ِٛ او١ض...

Z 
فٟ  ..الالجبٍ وبٔٛا ػب١ٍِٓ ِظب٘غح ؿ١ٍّٗ لضاَ ِجٕٟ الإطاػٗ ٚ اٌز١ٍفؼ2011ْٛ٠أوزٛثغ 9ِبؿج١غٚ ..

 اٌمب٘غح ٌٛلف دغق اٌىٕبئؾ ... ٚ ٠ِٛٙب اٌج١ق ... اٌج١ق ... اٌج١ق ..
N 

 صػـْٛ ثبٌّغػبد 
Z 

........ 
ٚ الإٔج١ٍؼ ثؼض٘ب رٕبػٌٛا ٚ ِٕذٛ دؼة اٌٛفض صؿزٛعُ٘. اٌٛفض ٍٍجٛا ِٓ إٌبؽ ٚ أهغٚا إْ اٌىً 

ٚ  19ٛعح ٠ٙضٞ ثمٟ. ِب فٌٍق ِٓ وً صٖ غ١غ إْ اٌٛفض ٘ٛ هٛد اٌلؼت ٚ ؿؼض ػغٍٛي ٘ٛ ص
 ػبف اٌٙلاي ٠ٚب اٌو١ٍت، ٚ وبْ اٌفزغح صٞ وبٔذ ّٔٛطط ٌٍٛدضٖ ا١ٌٍٕٛخ.

 
This act of welding the 1919 and the 2011 Egyptian 

revolution, and implementing the Syrian situation as well into one 
dramatic whole points to the one major achievement of the Arab 
spring which, besides toppling dictatorial regimes, has proven to be 
mainly theatrical "dismantling whatever dividing line between the 
theatrical/hyperical and multi-layered cultural and political realities" 
(Azmy and Carlson 85). 

Nanda regrets the fact that it seems she will never be back in 
her native land, Syria, and consequently sings "ِٗؿبٌّٗ ٠ب ؿلا" or (safe 
Arrival), a song about return to one's homeland. She dreams of 
applying at home a theatrical project entitled "Whims of Freedom". 
The notion is not without cynicism as freedom throughout the play is 
delineated as a mere fancy or a sort of wishful thinking. The Syrian 
reality is implicated within the Egyptian political scenario and vice 
versa. A wider Arab public sphere is thus symbolized and incarnated 
becoming a discursive battleground for dissent and protest, 
"[T]heatre has a magical capacity to implicate 'Others'; it negotiates 
the differing relationships among its participants, and in the process 
it reformulates social legitimation and plays its part in the public 
sphere 'beyond state control and moral censure'(Amin  89).   
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Within the project of archiving the 1919 Egyptian revolution, 
Nanda realizes that the actual birth date of Mounira El Mahdeya is 
an extremely difficult task to accomplish due to gaps and holes in 
archives as well as memory. Different versions of information are 
given suggesting the inaccuracy of data and official historical 
archives. Zeinab, the researcher then comments, "Archives are 
collective, like collective memory, and just like memory has holes, 
archives also have holes" (Whims of Freedom).        

Z 
 الأعك١فبد جّبػ١ٗ ػٞ اٌظاوغٖ اٌجّبػ١ٗ ٚ ػٞ ِب اٌظاوغح ف١ٙب فجٛاد الأعك١فبد ف١ٙب فجٛاد.

N 
 ٚ ...1000ٚ800ٌٚضد ١ِٕغح اٌّٙض٠خ فٟ ِذبفظخ الأؿىٕضع٠خ ػبَ

Z 
ِغ اْ  ٠1919ؼٕٟ ِضلا الأعكف١بد إٌٍٟ ثزٛصك رٛاجض الأؿزغا١١ٌٓ فٟ ِوغ وٍٙب ثزٕزٟٙ فٟ ف١غا٠غ 

 .1919ذ اٌّظب٘غاد فٟ ِبعؽ صٚعُ٘ وبْ وج١غ فٟ وج
N 

 ٌٚضد ػو١ٗ دـٓ ِٕوٛع فٟ الاؿىٕضع٠ٗ اٌزبثؼخ ٌّذبفظخ اٌلغل١خ فٟ  1885اٌٟ  1888
Z 

 أعك١فبد اٌضٌٚخ أو١ض ٔبلوخ اٌّمبلاد ٚ اٌجغا٠ض إٌٍٟ أٔب ٌم١زٙب
N 

 1886...1885...1888...  1884ػبَ 
Z 

٘ب أعك١فبد اٌضٌٚخ ثزىْٛ ػبصح ِزٕم١خ ػٍٟ ٚػٞ ِب اٌظاوغح ثزٕزمٟ اٌظوغ٠بد إٌٍٟ إدٕب ػب٠ؼ٠ٓ ٔفزىغ
 أؿبؽ اٌضٌٚخ ػب٠ؼأب ٔمغأاٌزبع٠ز إػاٞ.

N 
"ث١ٓ ٠ضٞ الأْ ِبئخ ٚٚادض ٚ أعثؼْٛ عؿبٌخ ٚوً عؿبٌخ ِٓ ٘ظح اٌغؿبئً رذٛٞ ربع٠شب ِـزف١ٌب 
ٌٍـ١ضح ١ِٕغح اٌّٙض٠خ ٚ وً هبدت عؿبٌخ ِٓ ٘ظٖ اٌغؿبئً ٠ضػٟ أٔٗ ٘ٛ اٌؼ١ٍُ ٚدضٖ ثزبعسٙب، ٚأٗ 

ؤِٓ أدض ٠ؼغف دم١مزٙب غ١غٖ، ٚ رمغأ اٌغكبئً اٌّبئخ ٚ الأعثؼ١ٓ ٚ اٌٛادضح فلا رجض عؿبٌخ رزفك ِغ ِ
الأسغٞ ِٓ ٔٛادٟ ربع٠ز اٌـ١ضح ١ِٕغح ٚ لا اصعٞ ٌّبطا ٠زىٍف إٌبؽ اٌىظة، أَ أْ وً ِٓ ؿّغ 

٠ٍؼِٕب إكبػخ ِٓ أفٛاٖ ثؼي إٌبؽ ظٓ أٔٗ ؿمَ ػٍٟ دم١مخ ٌُ ٠ؼضغ ػ١ٍٙب غ١غٖ ٠فذّٕب ثٙب ٚ 
 اٌـىٛد؟"

Soliman‟s treatment of archives along these lines hints at the 
sustained engagement with archives as cultural agents of state 
authority. "What constitutes the archive, what form it takes, and 
what systems of classification and epistemology signal at specific 
times are (and reflect) critical feature of colonial politics and state 
power. The archive was the supreme technology of the late 
nineteenth century imperial state, a repository of codified beliefs that 
clustered (and bore witness to) connections between secrecy, the 
law, and power” (Stoler 108). 
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Soliman‟s preoccupation with history, how official history is 
being written and the relationship between reflection and time is a 
key tool in the analysis of her play. Soliman‟s archives are therefore 
an amalgam of creative disobedience and an ethical consciousness. 
For both Bergson (Matter and Memory1896) and Proust (In search 
of lost time 1922/1992) the past exists outside of historical record. 
Both critics believe that the past can only be brought into the present 
through journeying into one's own experiences. The end result is that 
memory is colored by other associations. Deleuze concludes that our 
memory for events, therefore, involves reconstruction. So what we 
recollect is technically not exactly what we experienced at the time. 
Proust's "potency of the past" coincides with Bergson's notion of a 
leap into "pure memory" wherein what is actualized in recollection is 
not exactly what was experienced at the time (Middleton 1,2). 
Derrida's Archive Fever best sums up the problematic discourse by 
invoking "a dialectical oscillation between commencement and 
commandment" and by combining "the practice of storing and 
restoring" (Derrida 1). The point is that to reframe the past in the 
present is no easy task. Reception, reflection and repercussion are 
involved in the process. Along these lines, theatrical performances 
become ways of keeping memory alive, of reenacting and replaying 
past events within present experiences. For Schneider, this is "a 
critical mode of remaining, a well as a mode of remaining critical" 
(Schneider 30).  

On a third level, Soliman‟s post dramatic techniques serve to 
accentuate her poignant archiving process. Whims of Freedom gives 
an excellent illustration of her incessant examination and 
investigation of official archives to provide an alternative vision of 
truth. Zeinab reads: 
Foreign Office Archive Document No. 371/3722 
Seventh witness:Aysha bint Metwalli, wife of Hussein Sayed El 
Mohr  Cross Examined by Counsel for the Military  
Q1. How many soldiers broke into the room?  
A1. I do not know if there were many or few. 
Q2. Was there more than one? 
A2. Immediately I fell I swooned. I only noticed the one who lay on 
me.  
Q3. Before you fell on the ground, did you notice any other soldier? 
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A3. There were many and they were trying to open the doors and 
cupboards. 
Q4. Were the men who were trying to open the drawers and 
cupboards carrying their rifles?  
A4. Some had rifles and some had not. 
Q5. Did you see any of the soldiers who had rifles put them down 
when they tried to break open the drawers and cupboards?  
A5. Those that were disarmed were opening the drawers and 
cupboards. 
Those that were armed were not. 
Q6. Do you remember where the soldier stood who fired the shot? 
A6. He was standing on the threshold of the door.  
Q7. When he fired the shot was your brother in law inside the room 
or outside the room?  
A7. He was inside the room trying to take away the man who was 
laying on me.  
Q8. Then your brother in law when he entered the room passed the 
soldier who was on threshold?  
A8. Yes. 
Q9. Did the soldier who stood on the threshold fire the shot after the 
other soldier lay upon you?  
A9. Yes  
Q10. For how long did the soldier lay upon you? 
A10. I cannot say, it was sometime  
Q11. Could the other two women see what was being done to you?  
A11. They were hiding in the bedding and I do not know if they 
could see or not.  
Q12. When did you first speak to your husband about this? 
A12. After I recovered consciousness, not until after 15 days. 
Q13. You say you looked for your jewels and could not find them. 
Did you ever find them? 
A13. No. 
Q14. What are you wearing now, is it new?  
A14. It is imitation. 
The Counsel for the Natives did not reexamine this witness.  
 

After a long Arabic dialogue between Zeinab and Nanda, Zeinab 
gives an account of a rape that took place during the 1919 revolution 
in English. The shift in tone, the episodic structure of the whole 
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account, the shocking effect upon the spectators, the movement to 
and fro between Arabic and English, the music, the songs, the 
poems, the official accounts, the popular stories, the memories all 
serve to blur the distinction between the real and the aesthetic and to 
create a tragic conflict as befits the dramaturgy of postdramatic 
theatre. Hans-Thies Lehmann remarks: "The event is a very strong 
version of what we may call 'a dramaturgy of the spectator'. There is 
no performance, no theatre, no acting out of a dramatic story. But 
there is the audience-our voices in a public space, our silence, our 
listening, our common moment of 'Einedenken' (remembrance) 
(Lehmann 89). 

Indeed, the archive of the rape account, the investigation and 
the cross examination of the victim are shocking to any spectator. 
The harassment and abuse of women, the brutality and violence of 
the soldiers, the final concealment and hushing of the event as 
indicated by the final remark "The Council for Natives did not 
reexamine this witness" point with doubt and suspicion at the 
validity of the whole investigation. Laila Soliman herself confesses 
how such reports were provocative: "Nobody is going deeper into 
the gaps. When you start looking, you find more and more things 
and make references. There is a lot of material for more plays. The 
rape reports for instance are something we could not have thought of 
initially"(Soliman qtd. In Lavent). As a result the audience is bound 
to make a decision. A doubledged phenomenon occurs: an aesthetic 
appreciation as well as an ethic of responsibility. What actually takes 
place is a new level of communication. Such communication will 
only result when reception and presentation become one, when the 
relation between performer and audience constitutes the theatrical 
event. 

Soliman‟s revolutionary theatre abounds with Brecht‟s 
alienation techniques and epic theory, a predominance of presence 
over presentation, of process over product, of manifestation rather 
than signification and of impulse more than information. In her 
theatre, there is confusion and ambiguity rather than harmony and 
comprehensibility, an experience of simultaneity wherein narrative, 
song, music, different language sounds take place to produce "a 
parceling of perception" (Lehmann Postdramatic 88). An unexpected 
density of signs, a multitude of "rhizomatic" connections (Ibid 90), a 
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mass of unconnected elements, a sense of chaos, insufficiency and 
disorientation are fused together transforming the stage into "a 
playing field or rubbish tip", "a field of chaotically splintered 
associations" (Ibid 91). Transgressions of boundaries between 
national languages, "musical-architectonic construction" (92) and 
radical reduction to the greatest simplicity in settings also pervade 
Soliman's plays. The end result is a post-dramatic theatre par 
excellence, Soliman's theater is "no longer spectatorial but instead a 
social situation which eludes objective description, because for each 
individual participant it represents an experience that does not match 
the experience of others. A reversion of the artistic act towards the 
viewers takes place" (Lehmann 106). The spectators are no longer 
passive viewers, they become agents of process and the play 
becomes a trigger or catalyst.Towards the end of Whims of Freedom, 
Soliman refers to a poem by Robert Brook about nationality and 
identity. The refrain 
                   If I should die think only this of me 
                   There is a corner in some foreign field  
                   That will be forever England. 
is repeated amidst Arabic poems about love and devotion to one's 
country in Arabic  like " ػ١ٕٟ ٠ب ػؼ٠ؼ " or (my dearest eyesight) 

N 
 )ٔبٔضا رغٕٟ ٠ب ػؼ٠ؼ ػ١ٕٟ(

 ]٠ب ػؼ٠ؼ ػ١ٕٟ ...أٔب ثضٞ أعٚح ثٍضٞ[
 ٚ ١ٌٗ ِف١ق أٞ أغ١ٕخ ِٓ أغبٟٔ اٌفزغح صٞ ثزؤصغ ف١ب ػٞ ٠ب ػؼ٠ؼ ػ١ٕٟ؟

 
 ]ثٍضٞ ٠ب ثٍضٞ ٚ اٌـٍطخ سبصد ٌٚضٞ[

 اٌذغة؟ ٟ٘ ٔؼ١ّخ اٌّوغ٠خ وبٔذ ثزغٕٟ الأغ١ٕخ صٜ ٌٍٕبؽ اٌٍٟ عادذ ػٍٟ 
 )ٔبٔضا رٛاهً الأغ١ٕخ(

 ٠ب ػؼ٠ؼ ػ١ٕٟ ٠ب دى١ّجبكٟ[
 أٔب ثضٞ أعٚح ثٍضٞ رؼبٌٟ اولف ػٍٟ ٌٚضٞ

 ججذ اٌطج١ت ٚ اٌذى١ُ ٠ىلفٛا ػٍٟ لٍجٟ 
 لبٌٟ اٌطج١ت ٚ اٌذى١ُ ِبٌىق صٚا ػٕضٞ 

 ػلغ لؼا٠ؼ ٚعص ٚعا ػ١ٓ َ اٌمط١فخ 
 ]ٌٍّذجٛة ثزـ١ٍٕٟ َ اٌجّبي ثزىف١ٕٟ

Then again  
                   If I should die think only this of me 
                   There is a corner in some foreign field  
                   That will be forever England  (Whims of Freedom)  
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Closing with notes of patriotism and nostalgia for the 
homeland, Zeinab, at the end of her research, concludes that “Just 
like wars are important for European history, as a reminder of the 
nation, these revolutions for us have become icons of nationhood and 
nationalism”(Whims of Freedom). Though the poet reminisces about 
England, the actual reference is to Egypt: its love/our identity. For 
Zeinab or for Laila Soliman, the memory of 1919 is that of a 
revolution that has not erupted from the margins of economy, history 
and society but rather from people politicians and constitutions. 
Soliman combines history and memory to create an archive. Hers is 
a politically committed theatre that seeks to subvert the one-
dimensional view of the past. Drawing upon both individual and 
collective memory, Soliman‟s political postdramatic theatre involves 
the spectator in the creation of the theatrical event. Erika Fischer-
Lichte introduces the notion of the “autopoetic feedback loop”(38-9), 
which denotes the audience‟s participation in the theatrical event by 
repetitive strategies with reference to collective memory. 

The play ends with a recital of the Law of Illegal Assembly 
or anti-demonstration law that was written in 1914 in anticipation of 
how the war would affect the Egyptian masses. “A100 years later it 
is still in effect” (Whims of Freedom). Zeinab recites the law once in 
English and another time in Arabic. Nanda interrupts by singing 
 or “Visit Me” a famous nostalgic Arabic song. The Arabic“ػٚعٟٚٔ “
song becomes an interlude between two recitals of one and the same 
thing. Both revolutions: the 1919 revolution and the 2011 revolution 
become one. Whatever happens in between are only slices of 
memory. Counting on that memory, Soliman selects particular 
instances, poems, situations, testimonials, investigations, official 
documents, individual impressions in a collective past to create her 
own archive of the revolution by means of theatre. An activist 
performance results, a political action which is located outside the 
political consensual realm of party politics as it is not institutionally 
affiliated with parties, unions, or other organizations” such an 
“activist performance can be conceived as the (temporary formation 
of a counter public which both aesthetically as well as ideologically 
defies prevailing, dominant political discourses” (Wiegmink 2). 

Finally Laila Soliman‟s postdramatic feminist theatre is 
evidently an archive of the 2011 Egyptian revolution. Her two plays 



Annals of the Faculty of Arts, Ain Shams University -Volume 44 (January -March 2016)      

 Fatma El-Mehairy 

 570 

Blue Bra Day and Whims of Freedom are excellent illustrations of 
her feminist affiliation and her activist performances. Soliman is 
interested in both history and theatre.   

She uses theatre as a forum for social critique and political 
contestation. She uses a multidimensional theatrical experience to 
provide an alternative vision of history and to subvert the one 
dimensional view of the past. The paper tackles Soliman‟s post 
dramatic theatre on three levels: her feminist approach, her archiving 
process and her post dramatic techniques. 

As a feminist, she presents plays with an all-female cast and 
delineates on stage the marginalization and victimization of women 
in the Arab world. As a dramatist, she writes political plays which 
attempt to resolve the tension between history social reality. As an 
Arab feminist playwright, she seeks to destabilize the essentialist 
framings of the Arab identity. As literature is the archive of culture, 
theatre, for Soliman, is her archive of socio-cultural political reality. 
However, Soliman‟s theatre seeks to deconstruct not only women‟s 
objectification and oppression in a patriarchal society but also to 
resist the normalization of human oppression. Her Femi-humanism 
embraces the personal as political where the political is part of the 
collective ethos. Her revolutionary theatre adopts the strategy of 
bringing to consciousness whatever is repressed, neglected or 
intentionally concealed from public disclosure. Through memory 
and memorialization, she attempts to heal wounds of injustice and to 
channel the audience‟s energies towards freedom and activism. In 
Blue Bra Day, she exposes the military violence towards women 
who dared transgress the social code of objectification and 
marginalization.  

Jaques Derrida‟s Archive Fever best represents Soliman‟s 
archiving process. Soliman seeks to create the past anew in the 
present. Yet, what is created is a version of the past that was not and 
could not have been experienced as such at the time. Derrida asserts 
the fact that archives are thus colored by other associations and 
relationships. In Whims of Freedom, the 1919 Egyptian revolution is 
juxtaposed with the 2011 Egyptian revolution in an archive that 
collects memories, testimonies, songs, poems, investigations, cross 
examinations, letters and eye-witness specifity. An inspection of the 
different official historical archives has proved deficient and 
impoverished. Soliman seeks to look for holes or gaps of truth in 
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archives. She searches for lost memories and situates herself as a 
mediator and a narrator, reshaping and subverting to document the 
present and preserve the past as well as offer a glimpse into the 
future by her very own personal artistic touch. It is of special interest 
in this paper to prove that Laila Soliman‟s archive of the 2011 
Egyptian revolution is, as proven by literary theory, a feminist 
activist archive not without personal socio-political and cultural 
implications. The reiteration of the various narrations, poems, songs, 
memories and testimonials is not without cynicism, sarcasm and 
political insinuation. Past events are dissociated from their otherwise 
interconnected duration and are presented in a manner to fit the 
requirements of a dramatic performance of current circumstances. 

As a postdramatic theatre, Laila Soliman‟s theatre is at once 
political, rhetorical and subversive. The monumental socio-political 
and cultural changes that have swept over Egypt and other Arab 
countries could not be expressed or dramatized in conventional 
theatrical forms. The newly engaged multi-layered  cyber-space, the 
ascendancy of online engagement, in addition to bilingualism on 
stage, the episodic structure, the open ending, the simultaneity of 
narration, music, song and poetry on stage, the scarcity of props, the 
ambiguity, the chaos, the disorientation and the splintered 
associations serve to perpetuate a performance that is no longer 
spectatorial. Rather the stage becomes a social situation wherein the 
viewer is an agent and the play, a catalyst. Using Hans-Thies 
Lehmann definition of postdramatic theatre, Laila Soliman‟s theatre 
becomes the place wherein the audience collaborate in the creation 
of the theatrical event based on a collective past and aiming at 
aesthetic appreciation as well as an ethico – political responsibility. 
In Laila Soliman‟s theatre reception and presentation are united.  

Laila Soliman‟s theatrical archive is at once feminist, activist 
and dramatic. It is a feminist reaction against marginalization and 
discrimination against women. It is a political voice of protest and 
rejection of a status quo that has crippled the Arab world for 
decades. It is a call for activism and agency. It is also a 
documentation of particular historical events that have either fallen 
out of the prevailing narrative or have been intentionally wiped off 
collective memory for the sake of political contestations, hegemonic 
practices or power arrangements. As such her plays produce an 
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alternative vision of history through the medium of theatrical re-
enactment. Yet because the Arab Spring is not a single event but 
rather a continuing series of events, the uprisings and political 
upheavals that recur intermittently are bound to be fluid and 
uncertain. Both sides, the governments and their oppositions remain 
questionable in the many things they have done or left undone. Two 
achievements can however be acclaimed: that the fundamental 
accomplishment of the Arab Spring is theatrical and that Arab 
women have definitely forsaken their hushed voices forever. Laila 
Soliman is indeed one woman capable of changing the world. 
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*End note 
 ِٓ ٌـبْ اٌؼغة.

ط؛ ٚلبي ج١ًّ :ٚاٌغب١ٔخَُ ِٓ إٌـبء ْٚ ، ٚأدَْججَْذُ  :أدُتُّ الأ٠بِٝ :اٌزٟ غ١َِٕذَْ ثبٌؼَّ ٌُ إطْ ثض١َُْٕخَُ أ٠َِّ
ُٓ اٌشَط١ُ ١ْٕبٔبً أَٞ اؿْزغَْٕذَْ، لبي ل١َْؾُ ث جِٙب غُ ْٚ ب أَْ غ١َِٕذِ اٌغَٛا١ٔب ٚغ١َِٕذَ اٌّغأحُ ثؼَ َّّ أجََضَّ  :ٌ

١ْٕبُٔٙ غح غُ ّْ َْ كبُٕٔب كبُٔٙب؟ ٚاٌغب١ِٔخَُ ِٓ إٌـبءثؼَ ْٙجُغَ أَ جخ، ٚجّؼُٙب  :ب، فزَ ّٚ زؼََ ُّ اٌلبثَّخ اٌ
؛ ٚأَٔلض اثٓ ثغٞ ٌٕو١َُْت ٍْ يُ  :غَٛا َٚ ، ٚأ٠َبِّٟ ثٙب الأُ َْ ، وّب ثضََأْ ٍُ ْْ ١ٌَب١ٌٕب ثظٞ ؿٍَ فًَٙ رؼَُٛصَ

غَصُ ِؼغٚفٌ ٌهَ اٌغَ  ِْ َُ ١ٌٍَٝ وؼبةٌ غ١غُغب١ِٔخٍَ، ٚأَٔذَ أَ ِٕٙب  :ؼَيُ ٚاٌغب١ٔخأ٠َبّ ْـ اٌزٟ غ١َِٕذَْ ثذُ
ٍْٟ، ٚل١ً ٟ٘ اٌزٟ غ١َِٕذَْ ثج١َْذِ أث٠ََْٛٙب  :ٟ٘ اٌزٟ رطٍُْتَ ٚلا رطٍَْتُ، ٚل١ً :ٚجّبٌٙب ػٓ اٌذَ

ٟ٘ اٌلبثَّخ  :ٚ٘ظٖ أػَْؼَثُٙب؛ ٟٚ٘ ػٓ اثٓ جٕٟ، ٚل١ً :لبي اثٓ ؿ١ضٖ .ٌُٚ ٠مَغَْ ػ١ٍٙب ؿِجبءٌ 
طٌ أَٚ ٌُ ْٚ ْٓ  اٌؼَف١فخ، وبْ ٌٙب ػَ   .٠ىُ
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Appendix I 
Blue Bra Day  

(Unpublished Play by Laila Soliman) 
Blue Bra Day, Downtown Cairo, 17.12.2011, 8 am 
The bell rings. Laila (30 year old artist) opens the door in her 
pyjamas still half asleep. Karima (55 year old house helper, on the 
big side, dressed in galabeya and head scarf) 
K: Good morning, Loula. (Karima hands Laila a newspaper) 
L: Good morning. Karima could you please make me tea with milk? 
K: OK, mashi, let me just change into my working clothes first. 
(Karima disappears behind a closed door) 
L: (phone rings, she answers) No. I am at home. What? Now? Don‟t 
worry. Ok I will check.  (While on her cell phone she opens her 
laptop, then hangs up and shouts to Karima) Karima, was there 
anything unusual on Tahrir square when you passed through there? 
K: (shouts back) No, it was normal. 
L: Are you sure? (Laila continues the conversation with her eyes 
glued to the laptop screen) 
K: Yes, it was quiet, the usual. 
L: What do you mean the usual? Were the tents still there? 
K: Yes, I think so, but they are very few now.  
L: Come look, come see this 
K: (comes dressed in working clothes and puts the tea on the table 
beside the laptop) What? 
L: They are burning the tents with the people inside. 
K: May God burn them in hell, and may Tantawi be the first 
amongst them, this, this dog of Mubarak, this- 
L: But how didn‟t you see them? It says here that it happened a few 
minutes before 8 am and you came at 8am? 
K: I arrived early, at 7.30. I did not want to disturb you early so I 
waited at the building entrance- 
L: Sorry- 
K: You told me before not to come before 8. I live far you know- 
L: I know I am sorry. 
K: I can never be sure of the transportation, so I prefer to arrive 
early. 
L: But that does not make sense! At what time did you come 
exactly? 
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K: Maybe 7.30.. What do I know?! Do you want the zucchinis 
cooked with béchamel or tomato sauce? 
L: They probably attacked right after you passed through. 
K: Now I remember, I heard the Nubian ladies talking about it on the 
servant stair when they were climbing up to their house on the roof. 
L: And? 
K: Nothing I heard them while changing my clothes in the kitchen 
and wondered what they were talking about. 
L: And? 
K: Nothing they were just describing an attack they saw and pitying 
the kids they saw getting beaten up there. So how do you want the 
zucchinis? 
L: Whatever. I don‟t understand why couldn‟t they have just waited! 
They were becoming fewer every day and would have left on their 
own.  
K: They want to show us they are still the masters and that we are 
still their slaves. May they never se heaven. 
L: This does not make sense. Why today?  
K: May their kids become orphans just like they did to others. And 
may they become handicapped by the power of God just like they 
did to our children. May they lose their eyes by God the- 
L: You know I felt it. I was there until late last night. I was too 
coward to spend the night. 
K: No don‟t, Lula don‟t. It is not safe.  
L: My instinct told me that they would attack as usual after dawn. 
K: No, Lula, by the prophet promise me you will not go down 
tonight. 
L: We were delivering blankets and plastic after the rain, but it was 
so charged with a feeling of risk. 
K: Yes God will reward you, but not today. 
L: Look how many are beating up one man! 
K: (comes very close to screen to see) What is this, they are kicking 
him with their boots? What is this?  Protect us, you Protector of the 
weak. Are they from the Police or the Army? 
L: It‟s not clear. 
K: It doesn‟t matter anymore anyway.. 
L: They are both the same 
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K: The same dogs. You know my oldest, Fahmy can‟t walk on his 
leg until now. 
L: What happened? 
K: He got injured at the demonstrations. 
L: Which ones? 
K: The first ones in January.  
L: Look how they are pulling the women by the hair 
K: Even the women, God forbid. What milk did they drink? 
L: I don‟t know how they brainwash them. What do they tell those 
soldiers about us? 
K: It‟s revenge, I tell you. They are avenging for their masters, 
Mubarak and his tails. 
L: You are right. 
K: Look how the infidels pulled her veil away. What a nightmare! 
(She starts leaving the room in bitter resignation and continues) We 
are in a nightmare. 
L: Come see this video. (The sound of the video of the “blue bra 
day” is audible, maybe shown to the audience behind them.) How 
they drag her on the street by her veil and hair.. 
K: Oh my God, is she naked?/ Why? 
L: /Yes. Pulling her, they undressed her- 
K: Poor girl! So many soldiers beating her up. God protect our 
women, but what was she wearing? 
L: A long dress like yours. 
K: But why was she naked underneath? 
L: She was not. Look her other clothes are torn from being dragged 
on the street. Look. 
K: How they undressed her, may they never see a good day- Oh my 
god are they kicking her on her naked chest with their army boots! 
L: Yes you too look. (Laila goes into the audience showing them the 
newspaper with the photo and both overlap in what they say.) 
K: (Karima continues as if she can not stop herself at different paces 
and voice strengths and she starts taking off her clothes piece by 
piece until she reaches her skin colour body suit-that is not tight, has 
to look unnatural- and a lace blue bra on top of it that resembles the 
bra in the photo). 
 May they never see a good day, those Infidels. No shame? Don‟t 
they have sisters? Don‟t they have mothers and wives? God is strong 
he will revenge for us, the weak. No shame? May God shame their 
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mothers. May they burn in hell, those dogs. Those slaves. May God-
May they feel the pain our children felt in their bodies for eternity. 
Those who gave the orders and those who followed them for the few 
pennies they get. Those stupid assholes killing their brothers. Those 
inhuman Infidels.. 
L: (Laila pushes newspaper in people‟s faces) Look, see for yourself 
what the military council has done. Strange! A blue bra, right? No, 
no it is not photo-shop. That is what THEY said! (laughs)The 
military council does not even comprehend that you cannot photo-
shop video!  Avatar makers couldn‟t fake that video. How could 
anyone be so naïve? Did you ever see hair armpit hair photo-
shopped! Look. No, of course she was wearing other things, not only 
a bra waiting to get undressed like a “bad” woman. Maybe your head 
is bad. What would you be wearing if you got dragged on the floor 
smart ass. She is a doctor. Never seen a religious doctor! Or rather 
never seen a religious doctor wearing a bight coloured bra! You! 
You two, look here, look. You think you are on the right side 
because you are not like them. Noo! You do not judge her bra 
colour, noo! That is what counts! Not the weapons! Not where they 
come from! We are undressed and killed on this road to democracy 
by the internationally respected transitional leaders, those military 
dogs. Why, tell me why?! Just to avoid the global danger of 
islamists? No answer. I know you do not feel involved I guess. But it 
is cool to see the women‟s marches the next day on the news, no? 
Egypt is now so democratic and women march in thousands now, 
but why? Did you think about that? Why do you do the maximum? 
Why do they take the risks they take? Maybe because they, we are 
beyond afraid. Maybe when you feel the weakest then you find your 
strength. Or maybe- oh just let me be. Why should I explain 
anything to you? Cultural dialogue? Who cares? Does it really 
matter? Does it really change anything? Even more arms are being 
sold. Oh just let me be. I want to go home. (Laila goes out or goes to 
put her head in Karima‟s lap and Karima is still praying to God to 
punish them frantically) 
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Appendix II 
 ٜ٘ٛ اٌذغ٠خ

(Unpublished Play by Laila Soliman) 
Z 

  -ِـبء اٌش١غ  
N 

ثٍقّ أٔب؟ هبع ٌٟ ػِبْ ػُ صٚع ػٍٝ ٟ٘ اؿطٛأخ. أس١غا ٌم١زٙب ثؾ ٍٍؼذ  -ِّىٓ اثضأ 
 ِىـٛعح.

 )أغ١ٕخ ؿبٌّخ ٠ب ؿلاِخ(
Z 

أٔب لغعد أثضا إٌٙبعصح ثجٛاة وزجزٗ فٟ أٚي اٌجذش ٌوض٠ك وبْ فٟ اٌـجٓ ؿبػزٙب ثـجت 
لبْٔٛ اٌزجّٙغ. اٌجٛاثبد اٌٍٟ وزجٕب٘ب ٌجؼي وبٔذ ثبلأج١ٍؼٞ لإٔٔب وٕب ١ِّ٘ٛٓ إْ صٖ 

 صٖ جؼء ِٓ اٌجٛاة ثزبػٟ :… د١ؼٚص سوٛه١زٕب 
"So far the process has been about reading books, visits to sur el 
azbakeyya and antique collectors', going through old magazines and 
newspapers and listening to LPs  –and of course watching youtube 
videos like that of Mounira Elmahdeya as an old woman. 
The driving point was political songs and theater from 1914 - 1920. 
N 
 )أغ١ٕخ ٠ب ِوغ دجه(
Z 
Until now I haven't found enough for the needs of the research, very 
little is documented. 
I gather music and theater were among the first industries to be 
owned and managed by women. 
I chose two women artists and enterpreneurs. Mounira Elmahdeya 
who documented herself the most in that period and Naima El 
Masreya who chose to do the opposite and so fell out of history 
books. 
Every time I hit a hard wall, or something I find about the singer 
doesn‟t ring deeply enough, almost immediately the image of Naima 
al masriyya breaking her records on her knees comes to my mind.   
Not only do we not document history, we also break it. 
I can't reach into the depths of the triumph of romance of one 
revolution, because of the disillusion of another". 
N 
 )رٌذه(
Z 
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I Started by looking at world war 1, why do people in Egypt not 
remember it – 
N 
 صٛعح ١ٔ .
Z 
Of course thwart 19: the revolution of 1919... 
N 

ٚلا دزٝ وز١غ ػٓ اٌذغة اٌؼب١ٌّخ الأٌٚٝ.  صٚعد ِغح  ١ٔأٔب ِب ثؼغف وز١غ ػٓ صٛعح 
ثبٌٕذ ٌٚم١ذ كغٍز١ٓ ٌفزٛ ٔظغٞ وز١غ أٛ ثبٌذغة اٌؼب١ٌّخ الأٌٚٝ هبع ٌٍّغح الأٌٚٝ 

فؼً اٌموف ثبٌطبئغاد ػٍٝ اٌّض١١ٔٓ ٚوّبْ وبٔذ أٚي ِغح ث١زُ ف١ٙب  ثزبع٠ز اٌجلغ٠خ
اؿزؼّبي اٌى١ّبٚٞ. أب ِب وٕذ ثؼغف ٘بٌلٟ ... أب ِٓ جٛا او١ض ػُ ثغثَ وً كٟ ثـٛع٠ب 

.... 
ػغفذ أٔٛ ِٓ ١ِخ ؿٕخ وبْ فٟ ؿٛع١٠ٓ ٘غثب١ٔٓ ِٓ ؿٛع٠ب ٌّوغ .. وبٔٛا وز١غ وزبع ... 

 -ٓ اٌّجبػخ ٍ٘ك ثؼغف أٔٓ وبٔٛا ٘غثب١ٔٓ ِ
Z 

ثّب أٟ ثذبٚي اوزلف اٌزبع٠ز اٌلؼجٟ ففىغد ا٠ٗ اٌٍٟ ث١فٌٍَٕب ِٓ هٛد اٌلبعع ثؼض ١ِخ 
 ؿٕخ؟ الأغبٟٔ . أغبٟٔ ارغٕذ ؿبػزٙب. اغبٟٔ ُِٕٙ ٌـٗ ثززغٕٝ ٌذض صٌٛلزٟ.

 )أغ١ٕخ ٠ب ِوغ(
N 

ي اٌغ١ٕخ ٠ٍٟ وٕب ػُ ٔـّؼٙب ٟ٘ غ١ٕخ ٌٍل١ز ِذّض اٌؼغثٟ .. ارـجٍذ ػٍٝ دض ػٍّٟ ثب
ٔ١ٔ١ .. 

Z 
 ١ٔ١ٔثؼض 

 
N 

 .. ١ٔ١ٔثؼض 
Z 

الأغ١ٕخ صٞ ثوغادخ ٌّب ثـّؼٙب أٚي دبجخ ثزجٟ ٌجبٌٟ : "ِوغ أَ اٌض١ٔب ٚدزجمٝ لض 
 اٌض١ٔب".

N 
 )رٌذه(

Z 
 ٟ٘ فىغح أَ اٌض١ٔب صٞ جذ ١ِٕٓ؟  

N 
 ِٛ ػجضبً ِوغ ٚؿٛع٠ب وبٔٛا جّٙٛع٠خ ِزذضح

 أ٘ضافٕب :
 ٚدذذذذذذضح دغ١١١١١١١٠خ اكزغاو١١١١١١١خ
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اٌؼّٝ لض٠ق هغد ثىغٖ ٘بٌىٍّبد ِٓ لض ِبوٕب ٔوغر ف١ْٙٛ اٌوجخ ٔذٕب ٚهغبع 
 ثبٌّضعؿخ

Z 
 ….١ٔفٟ ٌذظخ ِف١ٙبف آٞ عِٚبٔـ١خ ػٞ اٌٍذظخ اٌٍٟ إدٕب ػب٠لٕٙب صٞ لغا٠خ صٛعح 

N 
ارظوغد كغٍخ ِّٙخ، أٚ ِب ثؼغف لض٠ق ِّٙخ : إٔٛ ٔذٕب ثّٕٙبط اٌؼغثٟ رجؼٕب اٌزبٟٔ ػلغ 

وبٔذ رضعّؽ لو١ضح "سغط اٌغٛأٟ"ٌذبفع  -ب١ٔخ صبٔٛٞ ثّوغ اٌٍٟ ٘ٛٞ ر -اٌؼٍّٟ 
ٌّب ٍٍؼذ أٚي ِظب٘غح ٔـبئٟ أٔب وٕذ أصثٟ فّبصعؿزٙب.   ١ٔ١ٔإثغا١ُ٘ اٌٍٟ وزجٙب ثفزغح  

عف١مٟ ػّغ ٘ضان ا١ٌَٛ لٍٟ اٌّؼٍِٛخ، ٚلٍضٌٟ الأؿزبط لأٔٗ أٚي كغٍخ لبٌٙب الاؿزبط ٌّب 
 كغا١َِ!" .كغدٍٓ اٌمو١ضح : "لا رفىغٚا غٛأٟ ٠ؼٕٟ 

Z 
 )رٕض٘ق(

N 
 …ػٕجض 

Z 
 ١ٔ١ٔفٟ ٌذظخ ِف١ٙبف أٞ عِٚبٔـ١خ ػٞ اٌٍذظخ اٌٍٟ إدٕب ػب٠لٕٙب صٞ لغا٠خ صٛعح 

 لغا٠خ ثبئـخ ِٚؼػجخ جضا
N 

 "سغط اٌغٛأٟ .."
Z 

 -أٚ ػبلألً ٟ٘ ِزؼضصح اٌّغادً 
N 

 "..٠ذزججٓ ٚعدذ أعلت جّؼٙٓ"
Z 

 ثؾ اٌٍذظخ صٞ ثبٌٕـجبٌٟ فؼلاً ِؤٌّخ
N 

 ٙٓ ارشظْ ِٓ ؿٛص اٌض١بة كؼبع٘ٓ"فئطا ث"…
Z 

 وز١غ ث١ٕب ٚث١ُٕٙ parallelsفٟ ٍجؼب 
N 

 فطٍؼٓ ِضً وٛاوت ٠ـطؼٓ فٟ ٚؿَ اٌضجٕخ ""…
Z 

 ٠ٚٔ١ّىٓ ػلبْ اٌٍذظخ صٞ ف١ٙب دمبئك ِغ٠غح وز١غ فؤٔب ثضػٟ اٌٛالؼ١خ ٚثذبٚي ألغأ صٛعح 
 ثبلأٌٛاْ

N 
 "ٚأسظْ ٠جزؼْ اٌطغ٠ك ٚصاع "ؿؼض"لوض٘ٓ"

Z 
 غا فزغح ثبلأث١ي ٚالأؿٛص أٚ ثبٌـ١ج١ب ثزض٠ٙب سوٛه١برٙب ٚث١جمٝ ٌٙب ؿذغ٘ب.٠ؼٕٟ ٌّب ثزم

N 
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 "٠ّل١ٓ فٟ وٕف اٌٛلبع ٚلض أثٓ كؼٛع٘ٓ"
Z 

 ثؾ ؿبػبد ٌّب رغٛم أٚٞ فٟ اٌٍذظخ ث١غٚح الأث١ي ٚالأؿٛص
N 

 "ٚإطا ثج١ق ِمجً ٚاٌش١ً ِطٍمخ الأػٕخ"
Z 

غا دبجخ ِٓ اٌٍذظخ اٌٍٟ إٔذ ٚثزمغا اٌجغائض ٚإٌّلٛعاد ٚاٌشطت ٚالأغبٟٔ وؤٔه ثزم
 ػب٠لٙب

N 
 "ٚإطا اٌّضافغ ٚاٌجٕبصق

 ٚاٌوٛاعَ ٚالأؿٕخ
  ٚاٌش١ً ٚاٌفغؿبْ لض

 ًغثذ ٔطبلب دٌٛٙٓ"
Z 

 أٔب اٌزلبثٙبد اٌـٍج١خ ِـ١طغح ػ١ٍب صٌٛلزٟ
N 

 "ٚاٌٛعص ٚاٌغ٠ذبْ فٟ طان إٌٙبع ؿلادٙٓ"
Z 

 ؿجبة ؿ١بؿ١خ ؿزغار١ج١خِٚـ١طغ ػ١ٍب أدبؿ١ـٟ ثبٌغٌت رجبٖ إٌبؽ ٚالأدضاس إٌّـ١خ لأ
N 

 "فزٌؼٌغ إٌـٛاْ "
 
Z 

 أٚ اٌّذظٚفخ ِٓ اٌزبع٠ز ثؾ ٌمٍخ ك١بوزٙب
N 

 "ٚإٌـٛاْ ١ٌؾ ٌٙٓ ِٕخ"
Z 

and make no mistake 1919 was very chic 
N 

 "صُ أٙؼِٓ ِلززبد اٌلًّ ٔذٛ لوٛع٘ٓ"
Z 

 أٔب ػبعفخ اْ جؼا وج١غ ِٓ صٖ اؿمبٍبد ١ٌٙب ػلالخ ثوغاػٟ ِغ ٔفـٟ
N 
 ف١ٍٕٙؤ اٌج١ق اٌفشٛع""
Z 

 ٚ فٟ فمضاْ الأًِ ٚاٌضمخ فٟ إٌشجخ اٌـ١بؿ١خ
N 

 "ف١ٍٕٙؤ اٌج١ق اٌفشٛع"
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Z 
 أٔب ػّغٞ ِب وبْ ػٕضٞ ٠م١ٓ ف١ُٙ أهلا

N 
 "ف١ٍٕٙؤ اٌج١ق اٌفشٛع"

Z 
 ٠ّٚىٓ صٖ جٛ٘غ اٌّلىٍخ

N 
 "ف١ٍٕٙؤ اٌج١ق اٌفشٛع"

Z 
 ٚف١ٗ اكىب١ٌخ ثزذض س١بٌٕب

N 
 "ف١ٍٕٙؤ اٌج١ق اٌفشٛع"

Z 
 ب١ٌخ اٌٍٟ "ث١ذوً صا٠ّب ٚاٌٍٟ ِق فبوغ٠ٓ اْ ػّغٖ دوً لجً وضٖ"اكى
N 

 "ف١ٍٕٙؤ اٌج١ق اٌفشٛع ثٕوغٖ ٚثىـغ٘ٓ"
Z 

 أ٠ٛح اٌّجٙٛي هؼت
N 

 "ثٕوغٖ ٚثىـغ٘ٓ"
Z 

 ٠ؼٕٟ دٕج١ت هجغ اٌضٛعح ١ِٕٓ ِٓ غ١غ ِب ٔؼغف اْ اٌٍٟ لجٍٕب سبف ٚلٍك
N 

 اٌٛجغثؾ ٚجغ .. ٠ٍٟ ث١جمٝ … ِب ث١ُٙ..لا أزوبع.. ٚلا ٘ؼ٠ّخ
Z 

أٚ أػغف إ٠ٗ  ١ٔأٔب دبٌٚذ ألالٟ ِٕلٛعاد ِٓ اٌٍٟ وبٔذ ثززٛػع فٟ اٌلٛاعع فٟ صٛعح 
اٌٍٟ وبْ فؼلا ث١زٙزف فٟ اٌلبعع ؿبػبرٙب ثؾ ِب ٌم١زق ٔـز ِٓ إٌّلٛعاد ٚلا ٌم١ذ ٌٙب 

رـج١لاد. اٌذبجخ اٌٛد١ضح اٌٍٟ ٌم١زٙب ٟ٘ اٌٛعلخ صٞ فٟ ٍِف ِٓ أعك١ف اٌّشبثغاد 
 اٌجغ٠طب١ٔخ

N 
 رذبٚي اٌمغاءح( ثغصْٚ ٠ب ٠ٕٚج١ذ..)

Z 
ٟٚ٘ ٔن لأغ١ٕخ ِىزٛة فٟ اٌٍّف إٔٙب وبٔذ ثززٙزف فٟ اٌلبعع ؿبػزٙب ثؾ ٌلأؿف ِب 

 ٌم١زق ٌذٕٙب.
N 

 (ٔبٔضا رغٕٟ)  ثغصْٚ ٠ب ٠ٕٚج١ذ .. ثٍضٔب غٍجذ ...
Z 

 ٠ٕٚج١ذ وبْ إٌّضٚة اٌـبِٟ اٌجغ٠طبٟٔ فٟ ِوغ ٚلزٙب.
N 
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 ثغصْٚ ٠ب ٚٔجذ
 ثٍضٔب غٍجذ

 اٌلؼ١غ سضرٛ
 ٚجّبي ٚد١ّغ

 ٚاٌمّخ وز١غ
 اػزمٛٔب

 
 ٍٍجٛا الإػبٔخ

 ٠ب غٍجٟ ٠بٔب
 كٛفٛا اٌّض٠غ
 ٠ب ِب ٌُ وز١غ

 ِٓ غ١غ رمض٠غ
 اعدّٛٔب

 
 أٔفبع رـبفغ

 ٚوّبْ ػـبوغ
 ؿبثٛا اٌغ١طبْ

 ٚعادٛا ا١ٌّضاْ
 ٌججً ٌجٕبْ
 فٟ اٌشٕبصق

 
 لبي ث١ٍِٛٛٔب
 كٛفُ عػٚٔب
 ٌٛلا اٌؼّبي

 ِب ِضٍُٙ دبي
 ٚؿَ اٌغِبي

 جٕبصقثبٌ
 

 ثغصْٚ ٠ب ٚٔجذ
 ثٍضٔب غٍجذ
 لزٍٛا ٚلاصٔب
 ٔٙجٛا ثٍضٔب

 اسضٚا صع٠ـٕب
 اػزمٛٔب

 
Z 

ػٞ لطغ اٌـىه اٌذض٠ض  -ثزذــٕب وؤْ اٌؼِٓ ث١ؼ١ض ٔفـٗ  ١ٔفٟ دبجبد وز١غ فٟ صٛعح 
 -ٚالاًغاثبد ٚلطغ الاروبلاد ٚاػلاْ ِذبفظبد ػٓ اؿزملاٌٙب ٚ
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N 
 ٚاٌزٛو١لاد ٚاٌزف٠ٌٛبد

Z 
 ٠ٌٛبد ٚوضٖ.. ثؾ اٌّلىٍخ..ٚاٌزٛو١لاد ٚاٌزف

N 
"ٔذٓ اٌّٛلٛػْٛ ػٍٝ ٘ظا لض أٔجٕب دٌغاد ٔمَ ٔمَ ٔمَ فٟ أْ ٠ـؼٛا ثبٌطغق اٌـ١ٍّخ 

 اٌّلغٚػخ، د١ضّب ٚجضٚا اٌـؼٟ ؿج١لاً فٟ اؿزملاي ِوغ اؿزملالاً ربِبً "
Z 

 -ث١ـ١ت فٟ س١بٌٕب ػٕب٠ٚٓ ػٞ  ١ٔ١ٔثؾ اٌّلىٍخ اْ لغاءح اٌضٛعح صٌٛلزٟ ِٓ ٔمطخ 
N 

 غ : )رّٙؾ(رمبٍ
"ٔذٓ اٌّٛلٛػْٛ ػٍٝ ٘ظا لض أٔجٕب دٌغاد ٔمَ ٔمَ ٔمَ فٟ أْ ٠ـؼٛا ثبٌطغق اٌـ١ٍّخ 

 اٌّلغٚػخ، د١ضّب ٚجضٚا اٌـؼٟ ؿج١لاً فٟ اؿزملاي ِوغ اؿزملالاً ربِبً "
Z 

اٌجـطبء، ثىً هفبرُٙ ِٓ  -اٌفمغاء  -اٌزٕظ١ُ  -الادؼاة  -اٌزف٠ٌٛبد  -لبئض اٌضٛعح 
 ٍٚجؼبً ا١ٌٍٕٛخ اٌـظاجخ ٚلٍخ اٌذ١ٍخ

N 
)ثوٛد ٚاًخ ٚؿغػخ ( "ٔذٓ اٌّٛلٛػْٛ ػٍٝ ٘ظا لض أٔجٕب دٌغاد ٔمَ ٔمَ ٔمَ فٟ 

أْ ٠ـؼٛا ثبٌطغق اٌـ١ٍّخ اٌّلغٚػخ، د١ضّب ٚجضٚا اٌـؼٟ ؿج١لاً فٟ اؿزملاي ِوغ 
 اؿزملالاً ربِبً "

Z 
ٗ ؿ١بؿخ آسغٖ ٚالأُ٘ ِٓ وضٖ اْ اٌضٛعح ١ٌٙب أٚي ٚآسغ ٚرٕظ١ّٙب ٚر٠ٍّٛٙب ُِٙ ٚإْ اٌٍٟ أٌٚ

 صؿزٛع
N 

 ….  )رىغاع( : ٔذٓ اٌّٛلٛػْٛ ػٍٝ ٘ظا لض أٔجٕب دٌغاد ٔمَ ٔمَ ٔمَ
Z 

٠ّىٓ فٟ ٚالؼ١خ فٟ وً صٖ، ثؾ اٌٍٟ ِـ١طغ ػ١ٍب ٘ٛ اٌزم١ًٍ ِٓ عاصو١ٍ١خ اٌلشن  -ِبكٟ
اٌؼبصٞ اٌٍٟ ِّىٓ أدٛاٌٗ ٚظغٚفٗ رجٕٕٗ ٌضعجخ إٔٗ ٠ٌٛغ فٟ ٔفـٗ أٚ ٠مطغ ٍغ٠ك أٚ 

فٟ ا٢سغ وً صٞ ِظب٘غ ادزجبط ؿ١بؿ١خ. صٖ ٍجؼب غ١غ اٌىلاَ ٍٛي ٠ٌغة ػٓ اٌؼًّ ٚ
لأْ ِوغ فٛق  -اٌٍٟ إِب ث١مَٛ فضٜ اٌٍٛٓ   -اٌٛلذ ػٓ اٌغجً اٌجـ١َ اٌغ١غ ِـ١ؾ 

 ٠ئِب ٚعا اٌمبئض اٌٍُّٙ، ٚثؾ وضٖ. -اٌج١ّغ 
N 

بد.. هبع ٌٟ ؿٕز١ٓ ثٕب٠ ٗ. ث١ٓ ث١زٛ ٚث١زٟ ١ًٔ١ؼبٔٛاٌمبئض اٌٍُّٙ. ؿؼض ػغٍٛي لبئض صٛعح 
ؿبوٕخ ثلبعع ؿؼض ػغٍٛي ٠ٍٟ ف١ٛ ث١زٛ ٚوّبْ ِجٕٝ ًغ٠ذٛ ٠ٍٟ ِضفْٛ ف١ٗ، ٚوً ٠َٛ 
ثّغ ِٓ جٕجٗ ٚجٕت اٌٌغ٠خ رجؼٛ ثب١ًٌٍ ٚث١ىْٛ فٟ لط١غ ولاة جؼبع٠خ ٚاٌؼثبٌخ وٛاَ 

 وٛاَ ٚاٌمطَ ػُ رـغح ٚرّغح ...
 دج١جٟ ٠ب لبصْ ٠ب ٍُِٙ..
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ْٛ/اكزغ٠زُٙ ِٓ ػٕض ػُ ػ٠ٓ ربجغ الأٔز١ىبد ٘بص اٌفٛٔٛغغاف ٚالأؿطٛأخ ٌمز١ز
 عح ؿّؼىٓ غ١ٕخ ِٓ ٘بص٠ه اٌفزغح اؿّٙب اٌىزغح..… ثبٌمب٘غح

Z 
 اٌىُزغح

N 
وبْ ِٓ اٚائً اٌؼغٚى ٌّب اٌّـبعح عجؼذ …  اٌغ١ٕخ وبٔذ ِٓ ػغى اؿّٗ : لٌٌٛٛٛ 

 -رلزغً 
Z 

 أثغ٠ً ثـجت اٌّظب٘غاد ١ِبعؽ ٌـ  ١ِٓ  ١ٔ١ٔلأْ اٌّـبعح وبٔذ لفٍذ فٟ 
N 

ِبعؽ ٚعجؼٛ ؿّذٌٛٛ أٗ ٠ٕؼغى  ١رّبِبً/ثغافٛ .. ٘بص اٌؼغى وبْ إّٔغ علبث١بً لجً 
 أثغ٠ً. ١ِغح رب١ٔخ ثؼض 

 ]أغ١ٕخ اٌىزغح :
  ِب لٍزٍىق اْ اٌىزغح                 

 لاثض ٠َٛ رغٍت اٌلجبػخ
 

  ٚاص٠ه عأ٠ذ ولاَ الأِغا    
 ٍٍغ رّبَ ٚلا ف١ٙلٝ ٌٛاػخ

 
  ثضإٔبغ١غكٟ اٌٍٟ وبْ ٘بٌه أ
 ِٚطٍغ إٌج١ً ػٍٝ ػ١ٕٕب

 
  إْ فّٟٙ ٠ىغٖ دٕب           

 ٚا٠ق صسً صٚي ٠ب ٔب ثؾ ف ص٠ٕٕب[
Z 

فٟ أغبٟٔ ػٞ صٞ ٚفٟ ٘زبفبد ٚاٌلافزبد اٌّظب٘غاد وبْ فٟ رغو١ؼ صائّبً ػٍٝ كؼبعاد 
اٌٛدضح ا١ٌٍٕٛخ. فًٙ صٖ ٠ش١ٍٕب ٔفىغ إْ وبْ فٟ هغاع ٍبئفٟ فٟ ِوغ ؿبػزٙب؟ لأْ ِضلاً 

فزبد وبٔذ ثزجمٝ ِق ثؾ ِىزٛثخ ثبٌؼغثٟ ٚوّبْ ثبلأج١ٍؼٞ ٚاٌفغٔـبٚٞ وؤٔٗ وبْ اٌلا
ُِٙ اْ اٌؼبٌُ ٠ؼغف إٔب ِق ِزؼوج١ٓ ٚلا دبجخ، ٚ غ١غ وً صٖ وبْ فٟ ٍجؼب ٔفؾ اٌٙٛؽ 

ثًّٛٛع إْ صٞ ادزجبجبد ؿ١ٍّخ ٚإٔب كؼت ِٙظة ِٚذزغَ ٚٔغ٠ض اٌـلاَ ٚوضٖ  ٚثٕغص 
 -غغافبد أٚ ػبٌغهبم ثبٌذجبعح أٚ ثٕىزت رٍ

N 
 ِضلا
CABLE GRAM RECEIVED AT 
6 CO NF 
CAIRO 18 
MOHAMMED MAHMUD PACHA 
WASHINGTON 
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INDIGNANTLY PROTEST BRITISH SOLDIERS BRUTALLY 
REPRESSING OUR PACIFIC MANIFESTATION AGAINST 
MILNER COMMISSION EGYPTIAN LADIES 
403A DEC 22 1919 

Z 
إْ الأج١ٍؼػٕضُ٘ لٕبهخ ٚإُٔٙ وبٔٛا ث١ٌٛؼٛا فٟ اٌمغٜ إٌٍٟ وبْ ٚغ١غ وضٖ ٔذبٚي ٔضجذ 

ف١ٙب  إدزجبجبد ثً ٚ ًغثٛ٘ب ثبٌمٕبثً ِٓ اٌط١بعاد ِغ إُٔٙ جُ ثؼض وضٖ ٚٔفٛا إْ صٖ 
 دوً صٖ

 ١ٔ١ٔاٌُّٙ اْ وبْ ٚادض ِٓ اٌٙزبفبد اٌّغٚجخ  فٟ ِظب٘غاد 
N & Z : 

 ٠ذ١ب اٌٙضٚء ٚاٌـى١ٕخ
Z 

 ٚء ٚاٌـى١ٕخ فؼلاٚوبٔذ إٌبؽ ثزٙزف ثبٌٙض
N 

 ٠ذ١ب اٌٙضٚء ٚاٌـى١ٕخ
Z 

 ّٚ٘ب ث١ٌٛؼٛ فٟ اٌؼغث١بد
N 

 ٠ذ١ب اٌٙضٚء ٚاٌـى١ٕخ
Z 

 أٚ ػبلألً ِؼظُّٙ وبٔٛا اجبٔت. -٠ٚىـغٚا فٟ اػاػ ِذلاد ٚؿَ اٌجٍض اٌٍٟ أهذبثٙب 
N 

 ٠ذ١ب اٌٙضٚء ٚاٌـى١ٕخ
Z 

١ِٕخ ثغا اٌمب٘غح ٚػلبْ الأج١ٍؼ ثؼض وضٖ إرذججٛا ثبٌٕؼاػبد اٌطبئف١خ ٌزلض٠ض اٌـ١بؿبد الأ
٠ٕفٛا إْ اٌذغوخ اٌضٛع٠خ وبٔذ فؼلا صٛع٠خ. ثؾ فىغح لض إ٠ٗ هؼت رلالٟ رٛص١ك لأدضاس 

اٌمزغح صٞ ٚاٌّذٛ اٌضائُ ٚاٌّـزّغ ٌٍذظبد صٞ فٟ ربع٠شٕب وً صٖ ث١شٍك لضعح ػٍٝ رجبً٘ 
 -اٌٛفض  أدضاس ِّٙخ ػٞ ِبؿج١غٚ ّٚٔذ١ٙب ِٓ اٌزبع٠ز، ٚثؼض ِب الإٔج١ٍؼ ارٕبػٌٛا ٚاصٚا

N 
 ِب ثضن رذى١ٍْٛ كٛ هبع ثّبؿج١غٚ ؟

Z 
 أػزمض وٍٕب ػبعف١ٓ إ٠ٗ اٌٍٟ دوً فٟ ِبؿج١غٚ

N 
 لاء ِٛ او١ض..

Z 
.. الألجبٍ وبٔٛا ػب١ٍِٓ ِظب٘غح ؿ١ٍّخ لضاَ ِجٕٝ الإطاػخ ٕٔٔٓأوزٛثغ  ١ِبؿج١غٚ.. 

 …..قٚاٌز١ٍفؼ٠ْٛ فٟ اٌمب٘غح ٌٛلف دغق اٌىٕب٠ؾ... ٠ِٚٛٙب اٌج١ق .. اٌج١ق .. اٌج١
N 

 صػـْٛ ثبٌّضعػبد



Annals of the Faculty of Arts, Ain Shams University -Volume 44 (January -March 2016)    

A Feminist Theatrical Archiving of the Egyptian Revolutionin Laila Soliman's Whims of 

Freedom and Blue Bra Day 
 

 
   

 589 

Z 
…... 

ٚ الإٔج١ٍؼ  ثؼض٘ب رٕبػٌٛا ِٕٚذٛ دؼة اٌٛفض صؿزٛعُ٘. اٌٛفض ٍٍجٛا ِٓ إٌبؽ ٚأهغٚا إْ 
اٌىً ٠ٙضٜ ثمٝ. ِب فٌٍق ِٓ وً صٖ غ١غ إْ اٌٛفض ٘ٛ هٛد اٌلؼت ٚؿؼض ػغٍٛي ٘ٛ 

 .ٚػبف اٌٙلاي ٠ٚب اٌو١ٍت، ٚوؤْ اٌفزغح صٞ وبٔذ ّٔٛطط ٌٍٛدضح ا١ٌٍٕٛخ ١ٔصٛعح 
N 

ثّٕبؿجخ ؿؼض ػغٍٛي ٚدؼة اٌٛفض عح ؿّؼىٓ ٚادضح ِٓ الأغبٟٔ اٌٍٟ وبٔذ رزغٕٝ 
ٌؼغٍٛي ٚاٌٛفض ِٓ رذذ ٌزذذ. أٔب ٌّب ثـّؼٙب ثزظوغ اٌموخ ٌّب ١ِٕغح اٌّٙض٠خ غٕزٙب ثذفٍخ 

ِٓ اٌذفلاد ٚٚهٍذ ٌجٍّخ  "ِٓ ِوغ اٌـؼ١ضح ٌٍـٛصاْ"لبَ اٌؼبٌُ  فٟ اٌّـغح ٘بجذ 
 ع رؼ١ض٘ب كٟ ػلغ٠ٓ ِغح .. أٔٗ كٛ اٌـغ ؟ِٚبجذ ٍٍٚت ِٕٙب اٌجّٙٛ

 ]أغ١ٕخ كبي اٌذّبَ[
Z 

 ثؾ أٔب ِب ثذـق إْ الأغ١ٕخ صٞ ٌـؼض
N 

اٌؼُغٍٛي ٘ٛ اؿُ ػٍُ ِظوغ ػغثٟ. ِؼٕبٖ : اٌطفً، ٚاٌؼبِخ أؿّذ فغر اٌذّبَ ػغٍٛلاً 
وْغَ أدَّغ دٍٛ ًشُ. ِِ غٍُْٛيُ ًغةٌ ِٓ اٌجٍخ فٟ  ، ٚاٌؼُّ ًُ  وبٌطفً، ٚاٌجّغ : ػَغب١ٌ

Z 
 -ٌّب اثزض٠ذ ألغا ػٓ ١ِٕغح اثزض٠ذ أدؾ إْ ٟ٘ 

N 
فٟ الاؿىٕضع٠خ ٚاؿّٙب اٌذم١مٟ ػو١خ  ١١١ٔ"ٌٚضد ؿٍطبٔخ اٌطغة ١ِٕغح اٌّٙض٠خ ػبَ 

 دـٓ ِٕوٛع. "
Z 

 -١ِٕغح اٌّٙض٠خ
N 

"ٌٚضد ١ِٕغح اٌّٙض٠خ فٟ ث١ذ ِزٛاًغ فٟ لغ٠خ ِٙض٠خ اٌزبثؼخ ٌلاثغا١ّ٘خ ثّذبفظخ اٌلغل١خ 
 ."١١٘ٔدٛاٌٟ 

ّٛؿ١مٟ ِوطفٝ ؿؼ١ض أٔٗ ِٓ عاثغ اٌّـزذ١لاد أْ ٠ىْٛ رؤع٠ز ١ِلاص ١ِٕغح اٌّٙض٠خ أوض اٌ
 .١ٓٗٔلأٔٙب ؿجٍذ اؿطٛأزٙب الأٌٚٝ ػبَ  ١١ٗٔثؼض 

"ٌٚضد ػو١خ دـٓ فٟ لغ٠خ ِٙض٠خ اٌزبثؼخ ٌلاثغا١ّ٘خ ِغوؼ ١٘ٙب ثبٌؼلبػ٠ك ِذبفظخ 
ِغ أٔٙب فٟ أصٕبء رـج١ً  اٌلغل١خ وّب٠ؤوض اٌّؤعسبْ ػجض اٌذ١ّض رٛف١ك ػوٟ ١ِٕٚغ اثغا١ُ٘

ِظوغارٙب أوضد أٔٙب ِٓ ِٛا١ٌض الاؿىٕضع٠خ إلا أْ رطٛع الأدضاس ٚاٌّٛالغ اٌجغغاف١خ ٠ؤوض 
 ِمٌٛخ اٌّؤعس١ٓ ".

Z 
الأعك١فبد جّبػ١خ ػٞ اٌظاوغح اٌجّبػ١خ  ٚ ػٞ ِب اٌظاوغح ف١ٙب فجٛاد الأعك١فبد ف١ٙب 

 فجٛاد.
N 

 ٚ ... ١ٓٓٚ  ٓٓٓٔػبَ  ٌٚضد ١ِٕغح اٌّٙض٠خ فٟ ِذبفظخ الاؿىٕضع٠خ
ٕ 
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Z 
٠ؼٕٟ ِضلا الأعك١فبد إٌٍٟ ثزٛصك رٛاجض اٌؼـبوغ الأؿزغا١١ٌٓ فٟ ِوغ وٍٙب ثزٕزٟٙ فٟ 

 .1919. ِغ إْ صٚعُ٘ وبْ وج١غ فٟ وجذ اٌّظب٘غاد فٟ ِبعؽ 1919فجغا٠غ 
N 

ٌٚضد ػو١خ دـٓ ِٕوٛع فٟ الاؿىٕضع٠خ اٌزبثؼخ  ١١٘ٔ... دٛاٌٟ ػبَ  ١١١ٔػبَ 
خ فٟ ِغوؼ ١٘ٙب ٚوبْ اؿُ ١ِٕغح اٌّٙض٠خ اٌذم١مٟ ؿٍطبٔخ اٌطغة ١ِٕغح ٌّذبفظخ اٌلغل١

 اٌّٙض٠خ
 
Z 

 أعك١فبد اٌضٌٚخ أو١ض ٔبلوخ اٌّمبلاد ٚاٌجغا٠ض إٌٍٟ أٔب ٌم١زٙب
N 

 ١١ٙٔ..  ١١٘ٔ..  ١١١ٔ...  ١١ٗٔػبَ 
Z 

 ٚػٞ ِب اٌظاوغح ثزٕزمٟ اٌظوغ٠بد إٌٍٟ إدٕب ػب٠ؼ٠ٓ ٔفزىغ٘ب أعك١فبد اٌضٌٚخ ثزىْٛ ػبصحً 
 ِزٕم١خ ػٍٝ أؿبؽ اٌضٌٚخ ػب٠ؼأب ٔمغا اٌزبع٠ز إػاٞ.

N 
"ث١ٓ ٠ضٞ ا٢ْ ِبئخ ٚٚادض ٚأعثؼْٛ عؿبٌخ ٚوً عؿبٌخ ِٓ ٘ظٖ اٌغؿبئً رذٛٞ ربع٠شبً 
ِـزف١ٌبً ٌٍـ١ضح ١ِٕغح اٌّٙض٠خ ٚوً هبدت عؿبٌخ ِٓ ٘ظٖ اٌغؿبئً ٠ضػٟ أٔٗ ٘ٛ اٌؼ١ٍُ 

، ٚرمغأ اٌغؿبئً اٌّبئخ ٚالأعثؼ١ٓ ٚدضٖ ثزبع٠شٙب، ٚأٗ ِؤِٓ أدض ٠ؼغف دم١مزٙب غ١غٖ 
ٚاٌٛادضح فلا رجض عؿبٌخ رزفك ِغ الأسغٜ ِٓ ٔٛادٟ ربع٠ز اٌـ١ضح ١ِٕغح ٚلا اصعٞ ٌّبطا 
٠زىٍف إٌبؽ اٌىظة ، أَ أْ وً ِٓ ؿّغ إكبػخ ِٓ أفٛاٖ ثؼي إٌبؽ ظٓ أٔٗ ؿمَ ػٍٝ 

 دم١مخ ٌُ ٠ؼضغ ػ١ٍٙب غ١غٖ ٠فذّٕب ثٙب ٠ٍٚؼِٕب اٌـىٛد ؟ "
Z 

 خ إْ ؿؼض ػغٍٛي وبْ ث١غٚح ػٛاِخ ١ِٕغح ػلبْ ٠مبثً ف١ٙب ثبلٟ أػٌبء اٌٛفض.ػٞ الإكبػ
N 

"ٚلا رؼاي اٌّظوغاد ٔبلوخ ٚغ١غ ِزّبؿىخ ثجؼٌٙب ٚإٌبؽ فٟ وً ٠َٛ ٠ـزذضٟٛٔ ػٍٝ 
 ٔلغ٘ب ٚأٔب لا أؿزط١غ ا٢ْ "

Z 
 صا٠ّب الإكبػبد ٚدىب٠بد إٌبؽ ث١ىْٛ ف١ٙب دم١مخ ِب ػّغن ِب ٘زلال١ٙب فٟ الأعك١ف.

N 
"لا ٠ٛجض أدض فٟ اٌض١ٔب ٠فّٕٟٙ ػٍٝ دم١مزٟ ٚأٔب ٔفـٟ رّغ ثٟ ؿبػبد ٠ؤسظٟٔ ف١ٙب اٌله 

 فٟ دم١مزٟ ٚأرـبءي : ً٘ أٔب فبّ٘خ دم١مخ ػٛاٍفٟ ٚكؼٛعٞ "
Z 

اٌظاوغح ثزٍشجَ اٌذبجبد ػٞ الأعك١ف، ٚ ثزؼ١ض ر١ًٛجٙب فج١طٍغ دضس ِؼ١ٓ ػٍٝ دـبة 
 أدضاس رب١ٔخ.

 خ :]ٔبٔضا رغٕٟ ِغ رـج١ً الأغ١ٕ
 "كبي اٌذّبَ دَ اٌذّبَ"

…. 
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Z 
 )ثبؿزٙؼاء( ٠ذ١ب ؿؼض ثبكب

N 
 كٛ وبٔٛا ٠مٌٛٛا ٚلزٙب ؟ ٜ٘ٛ اٌذغ٠خ ......

Z 
 ٘ٛا اٌذغ٠خ ػٕض ١ِٕغح اٌّٙض٠خ..

N 
 ٘ٛا اٌذغ٠خ ػٕض ١ِٕغح اٌّٙض٠خ..

أٔباطا كٟ ٠َٛ هبع ػٕضٞ ِـغح ِّىٓ ؿ١ّٗ ٜ٘ٛ اٌذغ٠خ .. ِٓ ػِبْ ػٕضٞ دٍُ إٟٔ 
ف وز١غ ١ِٕخ رفبه١ً ٘بٌّلغٚع، أٚ ٘بٌذٍُ ثبلأدغٜ. وبْ اٌّىبْ ٍجؼب إثٕٟ ِـغح، ٚثؼغ

صِلك. ٍ٘ك هغد ػُ دؾ إٔٛ ِٛ ُِٙ ٠ٚٓ اػٍّٛا. اٌُّٙ إٟٔ إلضع اػٍّٛ ٌٙبٌّلغٚع. 
 ِّىٓ ؿ١ّٗ ٜ٘ٛ اٌذغ٠خ.. ِّىٓ.

 )ّّ٘ٙخ ؿبٌّخ ٠ب ؿلاِخ(
ٗ إٌٍٟ ث١غٚح ِب )ّّ٘ٙخ( إٔ….. فضٜٚ ثٕذ سبٌزٟ لبٌزٍٟ أٛ ٔذٕب ِب عح ٔغجغ ػٍٝ ؿٛع٠ب

 )ّّ٘ٙخ( أٔب ِب ثؼغف إطا وبْ ١٘ه ػٕجض.…… ػبص ٠غجغ
Z 

ِب ث١ٓ سّـ١ّخ أٌف ١ٌٍّْٛ ِوغٞ ارجغجغٚا فٟ اٌذغة اٌؼب١ٌّخ الأٌٚٝ. ك٠ٛخ عدٍُٛ٘ 
فغٔـب ٚك٠ٛخ ؿ١ٕب ٚك٠ٛخ وبٔٛا ِغ اٌج١ق اٌجغ٠طبٟٔ فٟ صسٍزٗ اٌل١ٙغح ػٍٝ فٍـط١ٓ. 

 ٚفٟ وغة أِخ ثزضفغ صّٕٗ أج١بي.ؿبّ٘ٛا فٟ دغة ِبٌّٙق أٞ ػلالخ ث١ٙب 
N 

 )رغٕٟ(
 ]ؿبٌّخ ٠ب ؿلاِخ

 آٖ ٠ب ؿبٌّخ ٠ب ؿلاِخ
 هفغ ٠ب ٚاثٛع ٚاعثَ ػٕضن

 ٔؼٌٕٟ فٟ اٌجٍض صٞ
 ثلا ا١ِغوب ثلا اٚعثب

 ِب ف١لٟ أدـٓ ِٓ اٌجٍض صٞ
 صٞ اٌّغوت اٌٍٟ ثزج١ت

 أدـٓ ِٓ اٌٍٟ ثزٛصٞ
 ٠ب اؿطٝ ثلٕضٞ[

Z 
ٟ الأغ١ٕخ صٞ ِٓ لجً ِب أثضا اٌجذش صٖ. صا٠ّبً أٔب ػّغٞ ِب وٕذ ؿّؼذ ؿ١ض صع٠ٚق ث١غٕ

 وٕذ ثـّؼٙب ِٓ ِبِزٟ ثؾ ٟ٘ ٚثزغ١ٕٙب ِٓ غ١غ اٌجؼء ثزبع اٌذغة.
N 

 )رغٕٟ(
 ]ؿٍطخ ِب ؿٍطخ وٍٗ ِىـت

 دٛكٕب ِبي ٚج١ٕب
 كفٕب اٌذغة ٚكفٕب اٌٌغة
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 كفٕب اٌض٠ٕب١ِذ ثؼ١ٕٕب
 عثه ٚادض ػّغن ٚادض

 اص ادٕب عدٕب ٚج١ٕب
 ا٠ٗ سـب ػ١ٍٕب

 ٠ب ؿلاِخؿبٌّخ 
 آٖ ٠ب ؿبٌّخ ٠ب ؿلاِخ[

Z 
٠ؼٕٟ ٌّب ثفىغ إْ الأغ١ٕخ ارغٕذ ٌٍٕبؽ اٌٍٟ عادذ ػبٌذغة ٚعجؼٛ.. ٚث١غٕٟ ٠ٚمٛي 

"دٛكٕب ِبي ٚج١ٕب"ثذؾ إْ ُ٘ عادٛا ثئعاصرُٙ... أٔب ػبعفخ إُٔٙ أججغٚا ٠غٚدٛ، ثؾ ِب 
 ثلٛفق اٌّؤؿبح صٞ فٟ الأغ١ٕخ.  

N 
سبهخ ٌّب ثزغجؼٟ ثـلاَ ٚآِبْ. … ض ف١ٙب دغةفٟ كٟ ث١زغ١غ جٛاره ٌّب رغٚدٟ ػٍٝ ثٍ

 ف١ٗ اِزٕبْ ٌٍذ١بح ٚ ثٕفؾ اٌٛلذ ف١ٗ كغر وج١غ ث١و١غ جٛاره.
Z 

ًؼ١ف جضاً ٚصٞ دبجخ رؼوت ٚرض١غ اٌله أد١بٔبً سبهخً  ١ٔ١ٔرٛص١ك اٌـ١ٕٓ اٌٍٟ لجً 
 ٚرفُٙ أ١ّ٘زٙب.. ١ٔ١ٌّٔب رمغا رٕبر١ف ِٓ ٕ٘ب ٕٚ٘ب ػٓ أدضاس 

N 
ٌّبصح اٌزبع٠ش١خ اٌّجّٙخ أد١بٔبً ٚث١ٓ ث١ٓ ا ثذؾ ثٕٛع ِٓ اٌزذضٞ أٔب ٘بص اٌغّٛى ثذجٛ.

 اٌغٕٝ اٌىج١غ ٌٍزفبه١ً اٌّٛجٛص ف١ٙب ..
Z 

 - ١ٔ١ٔثبٌّمبعٔخ ثطغ٠مخ وزبثخ  ١ٔ١ٍٔغ٠مخ وزبثخ  -ثؾ أٔب ِلىٍزٟ فٟ ٍغ٠مخ وزبثزٙب 
وبٔٛا ِٕظّٕٙب ٍٍجخ، ٚاًغاثبد اٌؼّبي وبٔذ  ١ٔ١ٔإْ دزٝ ِظب٘غاد اٌّذبفظبد فٟ 

اٌٍٟ ثضأ ثغٌت ٚأزلغ ثؼلٛائ١خ ٚاٌـ١طغح ػ١ٍٗ  ١ٔ١ِٔزٕظّخ ٚوضٖ. ػىؾ اٌفٛعاْ فٟ 
رىبص رل١غٌٍفغق  ١ٔ١ٔٚ ١ٔ١ٔوبٔذ هؼجخ جضاً. ِغ اٌٛلذ ثضأد أدؾ إْ اٌّمبعٔخ ث١ٓ 

 -ث١ٓ 
N 

 اٌّمبعٔبد ثزذض اٌش١بي ٚثزجـَ الأِٛع
Z 

 ٖٕٔٓٚ  ٕٔٔٓثذؾ إْ اٌّمبعٔخ رىبص رل١غ ٌٍفغق ث١ٓ  -ثؾ ثغًٛ 
N 

 )٠مبٍؼبْ ثؼٌّٙب ثؼٌبً(  … إٞ  
Z 

 فضٖ ث١ش١ٍٕٟ أوزت صٌٛلزٟ
N 

 اٌؼِٓ ...
Z 

 ػلبْ أٔبفؾ
N 

 اٌزىغاع...
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Z 
 رؤع٠ز اٌفزغح صٞ

N 
 اٌؼجض١خ ..

Z 
 ٚه١بغزٙب

N 
 ١ٍت أزٟ ثزؼغفٟ ٘بٞ؟

Z 
 لأ
N 

 الغ٠ٙب
Z 
Foreign Office Archive Document No. 371/3722 
Seventh witness: Aysha bint Metwalli, wife of Hussein Sayed El 
Mohr 
Cross Examined by Counsel for the Military 
 
Q1. How many soldiers broke into the room? 
A1. I do not know if there were many or few. 
Q2. Was there more than one? 
A2. Immediately I fell I swooned. I only noticed the one who lay on 
me. 
Q3. Before you fell on the ground, did you notice any other soldier? 
A3. There were many and they were trying to open the doors and 
cupboards. 
Q4. Were the men who were trying to open the drawers and 
cupboards carrying their rifles? 
A4. Some had rifles and some had not. 
Q5. Did you see any of the soldiers who had rifles put them down 
when they tried to break open the drawers and cupboards? 
A5. Those that were disarmed were opening the drawers and 
cupboards. Those that were armed were not. 
Q6. Do you remember where the soldier stood who fired the shot? 
A6. He was standing on the threshold of the door. 
Q7. When he fired the shot was your brother in law inside the room 
or outside the room? 
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A7. He was inside the room trying to take away the man who was 
laying on me. 
Q8. Then your brother in law when he entered the room passed the 
soldier who was on the threshold? 
A8. Yes. 
Q9. Did the soldier who stood on the threshold fire the shot after the 
other soldier lay upon you? 
A9. Yes. 
Q10. For how long did the soldier lay upon you? 
A10. I cannot say, it was sometime. 
Q11. Could the other two women see what was being done to you? 
A11. They were hiding in the bedding and I do not know if they 
could see or not. 
Q12. When did you first speak to your husband about this? 
A12. After I recovered consciousness, not until after 15 days. 
Q13. You say you looked for your jewels and could not find them. 
Did you ever find them? 
A13. No. 
Q14. What are you wearing now, is it new? 
A14. It is imitation. 
The Counsel for the Natives did not reexamine this witness. 
Z 

وبْ ٚلؼٙب الالزوبصٞ  -ظغٚف اٌذغة اٌؼب١ٌّخ الأٌٚٝ.. وبْ ١ٌٙب ٚلغ... وبْ ٚلؼٙب  اٌـ 
ؿٟء جضاً ػبٌفلاد١ٓ أوزغ ِٓ اٌٍٟ فٟ اٌّضْ.... ٠ؼٕٟ ػٍٝ ػىؾ اٌٍٟ ث١زمبي فٟ ِمبي ػٞ 

غ اٌٙٛجخ اٌفظ١ؼخ فٟ اٌضٌزب صٖ، اٌزج١ٕض ٌٍؼّبٌخ فٟ اٌج١ق لٍت ؿشغح، ٚصٖ وبْ ِٓ صٚاف
ؿٍـٍخ ِٓ الادزجبجبد ٚاٌّمبِٚخ ٌٍزج١ٕض  - ١ٔ١ٔثبلأؿبؽ ٚثؼي ِضْ اٌوؼ١ض فٟ 

ٚدغق الالـبَ ٚلزً اٌؼّض اٌٍٟ وبٔٛا ث١لزغٍٛا ِغ الأج١ٍؼ، ٚلطغ اٌـىه اٌذض٠ض. فٟ 
ألب٠ًٚ إْ اٌـزبد ٟ٘ اٌٍٟ وبٔذ ثزمطغ اٌـىه اٌذض٠ض ػلبْ ٠ٛلفٛا اؿزٕؼاف ٌٍج١ق 

 غ٠طبٟٔ ٌذ١ٛأبرُٙ ٚأوٍُٙ ٚعجبٌزُٙ.اٌج
N 

 اؿّؼٟ ٘بٌغ١ٕخ ع الأغٍت إٔذِ ِب ثزؼغف١ٙب ثؾ أو١ض ثزّٙه.
 ]أغ١ٕخ اٌلغق ٚاٌغغة[

Z 
 ٘ٛ ث١مٛي إ٠ٗ ؟!

N 
 اٌلغق ٚاٌغغة ثبرُ رذذ دىُ اٌزبط

 ٚاٌٍٟ دىُ ع الأعاًٟ ٠ذىُ الأِٛاط
 ٚاٌط١بعاد فٟ اٌـّب ػٍّٛا ٌٙب ِؼغاط

 اٌذجبط ٔبلن ػٍٝ ٌٕضعح ٠غدً ٌٙب
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 اٌٍٟ ؿىٓ فٟ ثبع٠ؾ لٍزُ ػ١ٍٗ إٔـبْ
 ٚاثٓ اٌؼغة، اٌٍٟ فٟ اٌّـزؼّغاد د١ٛاْ

 اكّؼٕٝ أزُ ثبع٠ؼ٠بْ ٚإدٕب أفغ٠ىبْ
 ٍت اظٙغٚا ٌٕب كطبعرىُ ِغ الأٌّبْ

Z 
أٔب ثذت اٌذغة جضاً. أٔب ػبعفخ إْ صٞ ِّىٓ رىْٛ دبجخ ِغ١ًخ ثؾ أٔب ِٓ ػِبْ ػٕضٞ 

 زب١ٔخ. ِق ػلبْ أٔب ِغ٠ٌخ ثؾ أٔب فؼلاً وٕذ ِٙٛٚؿخ.٘ٛؽ ثبٌذغة اٌؼب١ٌّخ الأٌٚٝ ٚاٌ
كؼغا اٌذغة فٟ اٌجبِؼخ وٕذ ػبعفبُ٘ و٠ٛؾ جضاً ِٓ   war poetsٌّب ج١ٕب ٔضعؽ اٌـ 

اٌىزت اٌٍٟ ِبِب ٚ ر١زب وبٔٛا جب٠ج١ٓ ٌُٙ ٌٕب. وٕذ ٍٛي اٌٛلذ ثمغا وزت وبٔذ ثزمٛي إْ 
ٚي وبْ ٠ٍٚفغ٠ض أ٠ٚٓ ٚوبْ اٌذغة وبْ ١ٌٙب ٚجٛص فٟ ِوغ. ٚادض ِٓ كؼغا اٌذغة ص

وبرت لو١ضح ثزىـغ وً عِٚبٔـ١خ اٌذغة ثّٕزٙٝ اٌجلبػخ، ٚوبْ فٟ لو١ضح رب١ٔخ ثزبػذ 
 عٚث١غد ثغٚن اٌٍٟ وبٔذ فٟ ِٕزٙٝ عِٚبٔـ١خ ..

"If I should die think only this of me 
There is a corner in some foreign field 
that will be forever England" 
 

 1918ٚ آ٠ٚٓ ِبد لجً ٔٙب٠خ اٌذغة ثؤعثغ ر١بَ فٟ  1915غٚن ِبد فٟ  ث
وً اٌىزت الأِغ٠ىبٟٔ ٚالإٔج١ٍؼٞ صٞ ػّغٞ ِب ػغفذ ِٕٙب أٞ دبجخ دم١م١خ ػٓ ِوغ.. 

 ػّغٞ ِب ؿؤٌذ ٔفـٟ ّ٘ب وبٔٛا ث١ؼٍّٛا إ٠ٗ فٟ ِوغ؟
 وبٔٛا ِٛجٛص٠ٓ إِزٝ ؟
 وبٔٛا ِٛجٛص٠ٓ ف١ٓ ؟

 ٞ ؟ٚجٛصُ٘ آصغّ ػٍٝ اٌّوغ١٠ٓ إػا
 وبَ ٚادض ِوغٞ ِبد ثغٖ ثٍضٖ ؟

 وبَ ٚادض إرضفٓ ٕ٘بن ٚوبَ ٚادضعجغ ٚارضفٓ فٟ ثٍضٖ ؟
 وبَ ٚادض ِٓ إٌٍٟ عادٛا وبْ ث١ؼغف ٠مغا ٚ ٠ىزت؟

 وبَ ٚادض وزت لو١ضح ٚ٘ٛ ٕ٘بن؟
 ف١ٓ اٌٛصبئك إٌٍٟ ثزمٛي ػضص إٌٍٟ عادٛا اٌذغة ؟

 ؟ ١ٍت.. إٌٍٟ وبْ ٠جـبفغ وبٔٛا ث١ؼغفٛا ػٕٗ أٞ دبجخ إػاٞ
N 

 )ٔبٔضا رغٕٟ ٠ب ػؼ٠ؼ ػ١ٕٟ(
 ]٠ب ػؼ٠ؼ ػ١ٕٟ.. أٔب ثضٞ أعٚح ثٍضٞ[

 ١ٌٚٗ ِف١ق أٞ أغ١ٕخ ِٓ أغبٟٔ اٌفزغح صٞ ثزؤصغ ف١ب ػٞ ٠ب ػؼ٠ؼ ػ١ٕٟ ؟
 ]ثٍضٞ ٠ب ثٍضٞ ٚاٌـٍطخ سبصد ٌٚضٞ[

 ٟ٘ ٔؼ١ّخ اٌّوغ٠خ وبٔذ ثزغٕٟ الأغ١ٕخ صٞ ٌٍٕبؽ اٌٍٟ عادذ ػٍٟ اٌذغة ؟
 )ٔبٔضا رٛاهً الأغ١ٕخ(

 ٠ب ػؼ٠ؼ ػ١ٕٟ ٠ب دى١ّجبكٟ] 
 أٔب ثضٞ أعٚح ثٍضٞ رؼبٌٝ اولف ػٍٝ ٌٚضٞ

 ججذ اٌطج١ت ٚاٌذى١ُ ٠ىلفٛا ػٍٝ لٍجٟ
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 لبٌٟ اٌطج١ت ٚاٌذى١ُ ِبٌىق صٚا ػٕضٞ
 ػلغ لؼا٠ؼ ٚعص ٚعا ػ١ٓ َ اٌمط١فخ
 ٌٍّذجٛة ثزـ١ٍٕٟ َ اٌجّبي ثزىف١ٕٟ[

Z 
"If I should die think only this of me 
There is a corner in some foreign field 
that will be forever England" 
N 

 وً ِب ثـّغ أىٍزغا، ثغ٠طب١ٔب، ثزجٟ لضاِٟ هٛعح ٚف ؿؼ١ض اٌّجزـُ...
 ٌّب ثـّغ أىٍزغا، ثغ٠طب١ٔب، ثزجٟ لضاِٟ هٛعح ٚف ؿؼ١ض اٌّجزـُ..ؿؼ١ض...

 ؿؼ١ض ٘ٛ اثٓ سبٌزٟ ٠ٍٟ ِزً أسٟ. وبْ ػُ ٠ضعؽ رؤ١ٌف ِٛؿ١مٟ ثٍٕضْ
 فجآح أفجغ اٌلغ٠بْ الأثٙغ ِٚبد ٖٔ/ٗ/ٕٗٔٓثـ 

 ِٓ ٚلزٙب وً ِب ثـّغ أىٍزغا، ثغ٠طب١ٔب، ٌٕضْ ثزجٟ لضاِٟ هٛعح ٚف ؿؼ١ض اٌّجزـُ...
 …ؿؼ١ض ِب ِبد ثبٌذغة 

 …ؿؼ١ض ِبد ثبٌّـزلفٝ ثٍٕضْ 
 . ثؾ اٌف١ؼا أغفٌذ.أٍ٘ٗ لضِٛا ٚلزٙب ػبٌف١ؼا ِلبْ ٠غٚدٛا ٠ضفٕٖٛ

 ٌٕضْ..  ٚف ؿؼ١ض اٌّجزـُ
ْ ػٕضٞ كغً ثٍٕضْ ِٓ فزغح، عدذ ػعد ؿؼ١ض ثىٕـً غغ٠ٓ أب ٚٔبهغ اسٖٛ ... ٌم١ٕب وب

اٌمجغ ثؾ ِٛ ثـٌٙٛخ ... لؼضٔب كٛٞ ِغ ؿؼ١ض .. دط١ٕبٌٛ ٚعصاد ٚكغلاد ثذجٙب .. 
 ٚعجؼٕب.

Z 
 اٌغلبثخ ٚلزٙب ..

 (أٔب لغعد أٟٔٙ(
وزجٌٟٙٛ ِٓ  أٔب ػٞ ِب ثضأد ثجؼء ِٓ جٛاثٟ ػب٠ؼح أٟٔٙ ثغص هض٠مٟ ػٍٝ جٛاثٟ اٌٍٟ

 اٌـجٓ، لأْ فٟ اٌذم١مخ اٌٍٟ ٘ٛ وزجٌٟٙٛ ِٓ ٍغٖ أدٍٝ ِٓ آٞ سلاهخ أٔب ِّىٓ اوزجٙب :
"Just like the wars are important for European history, as a reminder 
of the nation, what the nation is, who it is about. 
So these revolutions for us have become icons of nationhood and 
nationalism.." 
N 
كبغٍزٕٟ..وٕذ ػُ فىغ أٔب ٚػُ ثغـً اٌوذْٛ ثبٌج١ذ إٔٛ لض٠ق هؼت اٌٛادض ٠مضع ٠ؼجغ 
ثبٌىلاَ ثٙبٌّغدٍخ ٌٚم١ذ دبٌٟ ػُ فىغ ثبٌضٛعاد ١٘ٚه، ٚؿؤٌذ دبٌٟ لض٠ق فؼلاً ثزّٕٟٙ 

. ثؼض٠ٓ ثٕفؾ اٌٍذظخ ؟ ػٍٝ فىغح ثٍذظخ ثذؾ وٍٛ ٠ٍٟ ػُ ثؼٍّٛ أٚ ثمٌٛٛ فؼٌىخ ١ٔصٛعح 
 ثذؾ ثؼىؾ ٘بٌلٟ...

Z 
"Like the world war for Europe, the memory of 1919 is not one that 
is conducive of a revolution that erupts from the margins. The 
margins of the economy, the margins of history, and the margins of 
society…" 
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N 
وز١غ فىغح إٔٛ ِب ػُ لالٟ رٛص١ك ٚإدوبء ِؤوض ٌؼضص اٌمزٍٝ ثـٛع٠ب ٚسبهخ إٔٛ  كبغٍزٕٟ

ٚثؼض ١ِخ ؿٕخ ٠ّىٓ ِب عح  ١ِٔضلاً ِب فٟ وز١غ أك١بء ِٛجٛصح ػٓ اٌفزغح ِب لجً صٛعح 
٠لالٛا كٟ ػٓ ٍ٘ك.. أٚ ِب ثؼغف كٛعح ٠لالٛ.. ٠ؼٕٟ اٌذم١مخ.. ِب عح ٔمضع ٔؼغفٙب 

 ٠ّىٓ...
ؿ١ٕٓ، ِٚغ ١٘ه ٌٍٙك فٟ ٔبؽ ثزـؤٌٕٟ ْ٘ٛ : ٘ٛ فؼلا  ٖاوزغ ِٓ اٌضٛعح اٌـٛع٠خ هغٌٙب

 ثلبع ث١مزً إٌبؽ ؟؟؟ إٌبؽ ثبٌؼَّٛ ِبثض٘ب رـّغ ...
ػلغاد آلاف اٌلٙضاء، ِئبد آلاف اٌّؼزم١ٍٓ .. ِلا١٠ٓ اٌّوبث١ٓ ٚاٌلاجئ١ٓ ٚإٌبػد١ٓ .. 

ـٛع٠خ ِٚغ أغبٟٔ.. ِـغد١بد.. أفلاَ.. هٛع.. اٌز، أؼٍّذ وٍٙب ِٓ ٚػٓ اٌضٛعح اٌ
 ١٘ه...  

Z 
"1919 is conducive only to revolutions run by politicians, to 
revolutions that bring constitutions. And constitutions that push 
revolutions back to the margins. That produce elected parliaments, 
that push their constituents deeper into the margins, and their dreams 
back in when enough is enough." 
N 
اٌلٟ ٠ٍٟ ِزؤوضح ِٕٛ إٟٔ ِبثفُٙ ثبٌـ١بؿخ ٚلا ثذجٙب.. ٚلا ثضٞ أدىٟ ػٕٙب.. ثضٞ أدىٟ ػٓ 
 ؿزٟ.. عفمبرٟ.. أٍٟ٘.. ٔبؽ ِب ثؼغفْٛ ثؾ ثؼغفْٛ.. ِٛ دىب٠ب.. ثؾ ٌذظبد.
Z 

“Regarding World War I, did you know that qanun el tagamhur [the 
anti-demonstration law] was written in 1914 in anticipation of how 

the war would affect the Egyptian masses? A 100 years later it is still 
in effect, musical theatre is (much) more fun though". 

 )ٔبٔضا رغٕٟ ػٚعٟٚٔ(
Z 

ٌذجؾ أٚ ثبٌغغاِخ اٌزٝ لارمً ػٓ سّـ١ٓ أٌف ج١ٕٗ ٚلا رجبٚػ ِبئخ أٌف ج١ٕٗ ( ٠ؼبلت ثبٔ
أٚ ثئدضٜ ٘بر١ٓ اٌؼمٛثز١ٓ وً ِٓ لبَ أصٕبء ؿغ٠بْ دبٌخ اٌطٛاعٜء ثٛلفخ ادزجبج١خ أٚ 
اػزوبَ أٚ رجّٙغ أٚ كبعن فٝ طٌه ثذ١ش رغرت ػٍٝ رٍه اٌٛلفخ أٚ الاػزوبَ أٚ اٌزجّٙغ 

ؤؿـبد اٌضٌٚخ أٚ إدضٜ اٌـٍطبد اٌؼبِخ أٚ إدضٜ جٙبد ِٕغ أٚ رؼط١ً أٚ إػبلخ إدضٜ ِ
 اٌؼًّ اٌؼبِخ أٚ اٌشبهخ ػٓ أصاء أػّبٌٙب.

( رىْٛ اٌؼمٛثخ اٌذجؾ ِضح لا رمً ػٓ ؿٕخ ٚثبٌغغاِخ اٌزٝ لا رمً ػٓ ِبئخ أٌف ج١ٕٗ ٚلا ٕ
رجبٚػ سّـّبئخ أٌف ج١ٕٗ أٚ ثئدضٜ ٘بر١ٓ اٌؼمٛثز١ٓ إطا اؿزشضَ اٌجبٟٔ اٌمٛح أٚ اٌؼٕف 

بء اٌٛلفخ أٚ الاػزوبَ أٚ اٌزجّٙغ أٚ إطا رغرت ػٍٝ اٌجغ٠ّخ رشغ٠ت إدضٜ ٚؿبئً أصٕ
الإٔزبط أٚ الإًغاع ثبٌٛدضح ا١ٌٍٕٛخ ٚاٌـلاَ الاجزّبػٟ أٚ الإسلاي ثبٌٕظبَ اٌؼبَ أٚ إٌذبق 

 اٌٌغع ثبلأِٛاي أٚ اٌّجبٟٔ أٚ ثبلأِلان اٌؼبِخ أٚ اٌشبهخ أٚ ادزلاٌٙب أٚ الاؿز١لاء ػ١ٍٙب.
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ت ثبٌذجؾ ٚاٌغغاِخ اٌزٟ لا رمً ػٓ صلاص١ٓ أٌف ج١ٕٗ ٚلا رجبٚػ سّـ١ٓ أٌف ( ٠ٚؼبلٖ
ج١ٕٗ وً ِٓ دغى أٚ صػب أٚ عٚط ثبٌمٛي أٚ ثبٌىزبثخ أٚ ثؤ٠خ ٍغ٠مخ أسغٜ ِٓ ٍغق 

 اٌؼلا١ٔخ لأٞ ِٓ الأفؼبي اٌـبثمخ.
 

 إٌٙب٠خ
 
 
 
 
 
 
 

 


