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ABSTRACT

The processes for dubbing and subtitling are acknowledged to be
different approaches in audiovisual translation. They are different in
nature, and given their strengths and limitations, the end results are not
expected to be completely similar. This study examines the subtitling and
dubbing of the movie Troy in Arabic, and compares between the two
approaches used and that of the end results with the original in terms of
accuracy, the translation of idiomatic expressions, names, honorifics, and
cultural references. Some differences are expected in the end results of
both approaches, and based on the literature; the hypothesis is that the
dubbed approach mirrors the original more than the subtitled version.
However, this study finds that the subtitling process is more successful in

mirroring the original English script in the comparison of Troy.

Search terms: subtitling, dubbing, audiovisual translation,

comparison, troy, English, Arabic.
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CHAPTER I: Introduction

This study aims to compare the dubbing and subtitling of the movie
Troy and addresses the similarities and differences found in conveying the
intended message through both processes. Many countries have debated
the advantages and disadvantages of dubbing and subtitling, with some
opting for one or the other. In the Arab world, most of the dubbed works
in the audiovisual field have either been aimed at children (Disney
movies) or at a certain audience (documentaries, for instance). Recently,
the TV channel MBC MAX started dubbing English movies into Arabic,
and with this step Arab audiences are being exposed to more options when
viewing movies, i.e., in their subtitled or dubbed formats.

Not much research has been done in the Arab world to compare the
subtitled and dubbed versions of the same movie, and the significance of
this research lies in that it tackles the way each process handles the same
movie and compares the end result, and how the two versions compare to
the movie in its original English format.

The movie Troy was chosen as a case study in this research for
various reasons. The movie was a huge success in the English-speaking
world, and was greeted with enthusiasm in the Arabic-speaking world as
well. The availability of the movie in both its dubbed and subtitled format
was another reason for this choice. Thirdly, the movie has been dubbed in
Standard Arabic, rather than colloquial Arabic; MBC MAX dubbed movies
are either in Standard Arabic or colloquial Arabic, with the most recent

movies being dubbed in colloquial Arabic of different dialects.



The analysis of this study is undertaken by obtaining a copy of the
subtitled version of the movie Troy and a copy of the dubbed version of
the movie. The dubbed version is one shown by the MBC channel, but as
they were unable to provide a copy of the movie, an online vendor with
access to the dubbed movies was contacted. The English script of the
movie Troy is available online, as is the case with most scripts of English
movies. The Arabic scripts, however, are not. Accordingly, they have
been recorded as the movie was being watched by the researcher. The
analysis will then be carried out by looking at the strategies used in
translating the dubbed and subtitled scripts, the way equivalence is
achieved, and the way certain cultural references are portrayed.

Chapter I, the introduction, includes a general outline of the thesis,
a description of the different chapters included in the thesis, and covers
the reasons for choosing this particular topic and the processes involved,
while shedding light on the importance of the comparison between
subtitling and dubbing regarding a work translated into Arabic.

Chapter II, the literature review, covers the translation theories
relevant to the field of audiovisual translation. These include the
definition of equivalence, Nida’s work on formal and dynamic
equivalence, Skopos theory, Venuti’s domestication and foreignization,
etc.

Chapter III, provides an introduction to audiovisual translation and
deals with the definitions of subtitling and dubbing. This chapter also
covers the strengths and limitations of subtitling and dubbing, and their
technical and linguistic parameters, and provides examples when possible.

Chapter IV discusses issues found in the scripts of Troy, and
analyzes several examples for each issue, and the issues in question are:
idiomatic expressions, accuracy, word choice, cultural references,
honorifics and names.

Chapter 1V, the conclusion, addresses the findings, along with

further recommendations for the study of audiovisual translation in
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general, and the processes of subtitling and dubbing in the Arab world, in

particular.
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CHAPTER II: Equivalence

It is impossible to broach any topic in translation without referring
to equivalence, and how translation theorists have dealt with it over the
years. “Equivalence is variously regarded as a necessary condition for
translation, an obstacle to progress in translation studies, or a useful
category for describing translations” (Kenny, 2008, p. 96). In its simplest
sense, equivalence refers to the relationship between the source text (ST)
and the target text (TT), and equivalence is seen as what makes a TT a
translation of a ST. Although this type of definition is seen as circular,
with equivalence defining translation and vice versa, most theorists have
defined it in such a way (Kenny, 2008, p. 96). Some translation theorists
describe equivalence based on the typologies of equivalence, where focus
is on the rank that demonstrates equivalence, i.e., word, sentence, or text
level; while others are more concerned with the type of meaning, i.e.,
denotative, connotative, pragmatic, which 1is shown priority when
translating (Kenny, 2008, p. 96; Baker, 1992, p. 10-11).

Equivalence, according to Koller (as cited in Kenny, 2008, p. 96—
97) has varying levels and when it is established through words that refer
to the same thing in the ST and TT, it is called referential or denotative
equivalence. When the audiences of both the ST and TT obtain the same
images and associations of a word in their native languages, this is called
connotative equivalence. Text — normative equivalence refers to the
situations where the ST and TT words have the same effect on their
audiences, and how different kinds of text behave in different ways.

Another type of equivalence is formal equivalence, where the ST and TT
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words have the same orthographic or phonological features. The fifth and
last type of equivalence in Koller’s view is pragmatic equivalence, which
is concerned with the reader of the text, and is also called communicative
equivalence (Kenny, 2008, p. 96-97; Munday, 2008, p. 47).

Where translation is concerned, one cannot mention equivalence
without bringing up Nida. Nida categorizes equivalences into two basic
orientations: Formal and Dynamic (Munday, 2008, p. 42). Nida’s formal
equivalence is related to the ability of a message’s form and content in the
TT to match that of the ST in all its elements. As for dynamic
equivalence, it is based on “the principle of the equivalent effect”
(Munday, 2008, p. 42), where the relationship between the audience and
the ST should be closely mirrored and transferred in the TT. In this type
of equivalence, Nida is concerned with the “naturalness” of the text as it
is being translated, and how it should conform to the receptive language’s
grammar, lexicon, and cultural references (Munday, 2008, p. 42).

Although Nida’s work was criticized by theorists like Lefevere,
Gentzler, and van Den Broeck, it helped change the focus in equivalence
from the word-for-word equivalence towards dynamic equivalence and
other kinds of equivalence, where the focus is on the receptor or the
source structure, rather than on the word itself (Munday, 2008, p. 43).

The aim or purpose of a translation can affect how a text is

2

translated. Hans Vermeer chose the Greek word for “aim,” skopos, as a
name for his theory. Vermeer’s Skopos theory, in brief, is that the same
ST could be translated in a number of ways depending on the skopos of
the TT. For this to occur, the skopos, according to Vermeer, “needs to be
stated explicitly or implicitly in the commission” (Munday, 2008, p. 81).
Here, the commission is seen as having two rules: a goal, and the rules
governing the achievement of that goal. Equivalence, when translating

according to the skopos, in some cases can become functional constancy

between the ST and TT (Munday, 2008, p. 81).
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Among the numerous translation strategies commonly used are
Venuti’s domestication and foreignization. These relate to the methods
and strategies used in translation and the choice of text to translate.
Domestication is “translating in a transparent, fluent, ‘invisible’ style in
order to minimize the foreignness of the TT”; here, the translator leaves
the reader in peace and moves the ST towards him or her by making the
translation as fluent as possible in the TT (Munday, 2008, p. 144).
Foreignization, on the other hand, moves the other way, and is seen as a
strategy that excludes dominant cultural values in the target language;
here, the translator leaves the writer in peace, and nudges the reader

towards him or her (Munday, 2008, p. 145).
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Chapter IIl: Audiovisual Translation

3.1 Definition of Audiovisual Translation

Audiovisual translation is a “branch of translation studies
concerned with the transfer of multimodal and multimedial texts into
another language and/or culture” (Gonzalez, 2009, p. 13). This specific
branch deals with various multimedial texts, with movies being one of
these mediums. Globalization and technology breakthroughs have resulted
in the mass distribution of movies, documentaries, music, TV series, and
other forms of media among people of different languages and cultures
(Cintas & Anderman, 2009, p. 2). Different approaches were adopted
during the transfer process, and one of these approaches is subtitling,
where “They (subtitlers) present their translated rendition of whatever is
spoken at the precise moment when it is said, and any viewer with a grasp
of the original language 1is able to make an instant connection”
(Skuggevik, 2009, p. 197). Gambier (as cited in Munday, 2008, p. 184—
185) lists these approaches as follows: interlingual subtitling, bilingual
subtitling, intralingual subtitling, dubbing, voice-over, surtitling, and
audio description. Interlingual subtitling is available for the cinema and
video in two options, either “open,” i.e., they cannot be removed from the
audiovisual material, or “closed,” meaning the audience has the option of
seeing them or not. Bilingual subtitling is available in countries like
Belgium, where the subtitles in two TT versions appear simultaneously on
the screen. Intralingual subtitling is for the hard of hearing. Dubbing,
which covers both lip-synchronization and lip-sync, is when the SL voice-

track is replaced by a TL voice-track. Surtitling consists of subtitles that
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appear above the stage at theatres or operas. Whereas, audio description is
mainly an intralingual commentary on the accompanying action in film or
on stage.

The reasons for each of these approaches are various, ranging from

economic grounds to political motives and others (Ariza, 2004).

3.2 Subtitling

Subtitles have been perceived as producing translation through a
new medium, i.e., what is spoken to what is written (Bannon, 2010, p. 3,
Schwarz, 2002). “Subtitling consists of the production of snippets of
written texts (subtitles, or captions in American English) to be
superimposed on visual footage — normally near the bottom of the frame —
while an audiovisual text is projected, played or broadcast” (Gonzalez,
2009, p. 14). While subtitling first emerged for the deaf, hard of hearing,
and language learners, the approach was then adopted by translators to
provide a translation of audiovisual texts. In brief, the subtitling process
involves the segmentation of the audiovisual text into “snippets” and
adding the translation to each segment, individually. Such a process can
be deemed successful in the transfer process; however, it does have
limitations along with its advantages. It has been found that subtitles
deliver 43 percent less text than the original audiovisual text
(Gonzalez, 2009, p. 15). The main obvious reason is the technical
constraints regarding subtitling, where screen space and time are the
prominent factors that cause subtitlers to adjust their translations
compared to the audiovisual text. Two lines of text, consisting of 35
characters that correspond to the fragmented speech unit, are the standard
imposed ideal (Karamitroglou, 2008).

A form of subtitling that has emerged because of the rapid growth
in technology is fansubs (Munday, 2008, p. 190). Fansubs, which initially
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referred to the subtitling of Japanese manga and anime, is the legal
practice of amateur fans of certain audiovisual programs, Japanese anime
for instance, in providing the subtitles for these programs, and
distributing them online (Munday, 2008, p. 190). Fansubs have
popularized certain shows, and made them accessible to different
linguistic communities (Bogucki, 2009, p. 49), and continue to flourish
with advances in technology.

Bartoll (2004, p. 53) provides a look at the parameters used for the
classification of subtitles, and also gives a more encompassing
classification system taking into account past work and recent
developments in technology. Studies on subtitling focus on the two main
aspects of the process: the linguistic aspect and the technical aspect, and
Gottlieb (Bartoll, 2004, p. 53) provides a classification of subtitling from
these perspectives:

Linguistically:

1. Intralingual subtitling, within the same language. Both the
subtitling of local programs, subtitled in the same language for the deaf
and hard of hearing, and subtitles for people learning languages fall

within this group.

2. Interlingual subtitling, between two languages.
Technically:
1. Open subtitles, which go with the original film or the

television version. According to Gottlieb, all film subtitling belongs
within this category, as “Even today, electronic subtitling is limited to
television and video” (Op. cit.: 72).

2. Close subtitles, which can be voluntarily added, both to
teletext and satellite channels, which offer various subtitled versions to
different frequencies.

According to Gottlieb (Bartoll, 2004, p. 54), subtitling can also be
seen as being either vertical or diagonal. Vertical subtitling refers to

subtitling that “transcribes oral discourse,” in other words, intralingual
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b

subtitling. Diagonal subtitling, or subtitling “obliquely,” refers to when
subtitling crosses one dimension into another; from oral discourse in the
source language, to written text in the target language (Bartoll, 2004, p.
54).

On the other hand, Ivarsson’s (Bartoll, 2004, p. 54) classification
deals with subtitling for cinema and television along with multilingual
subtitling, where the subtitling appears in more than one language, which
is usually done in bilingual states. His classification also deals with
teletext subtitling for the hard of hearing; reduced subtitling for news and
live events; subtitling live or in real time; translation of the opera,
theatrical works, conferences, etc., which have accompanying texts on
screens. These classifications focus more on the technical aspects of
subtitling.

Lukyen (Bartoll, 2004, p. 54) distinguishes between traditional
subtitling with subcategories of subtitling in complete, reduced, and
bilingual sentences and simultaneous subtitling.

Linde (Bartoll, 2004, p. 54) distinguishes between interlingual
subtitling and intralingual subtitling for the deaf and hard of hearing.

Cintas’ (Bartoll, 2004, p. 54) classification includes a main
distinction between traditional subtitling and simultaneous subtitling, as
well as bilingual subtitles; intralinguistic subtitles, for the hard of
hearing, language students and karaoke; interlinguistic subtitles; and open
and closed subtitles.

Taking into account the aforementioned classifications and
Gottlieb’s classification based on the technical and linguistic parameters,
Bartoll suggests somewhat of a merging between the two, where all the
classifications should be added to the two main perspectives of technical
and linguistic parameters (Bartoll, 2004, p. 55).

Technical parameters refer to the various options under which
subtitles fall. One such option or parameter is the centering and non-

centering of subtitles. Usually, subtitles done with the hard of hearing and
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deaf people in mind are non-centered and appear on various parts of the
screen, depending on who is talking.

Another technical parameter concerning subtitles 1is their
availability as separate products — where they can be easily altered and
revised, versus their availability joined with the audiovisual product,
where altering the subtitles might not be a very smooth process. Another
technical variable to consider is the location of subtitles, and here Bartoll
(2004, p. 55) differentiates amongst subtitles, intertitles, and surtitles.
Here subtitles refer to text that goes underneath images; intertitles refer
to text that goes between to images; and surtitles refer to text that goes
above images.

The mobility of subtitles is also another parameter Bartoll touches
upon (2004, p. 56). Mobile or fixed subtitles refer to the movement of the
subtitles while they appear, or their fixed stance.

Another parameter of subtitles is the optionality of subtitles, and by
this Bartoll (2004, p. 56) differentiates between optional or closed
subtitles and non-optional or open subtitles. Closed or optional subtitles
refer to subtitles where viewers have the option of viewing or hiding the
subtitles, as is the case with special programs in TV by a control button
on the remote control, or the subtitle options available in DVDs, among
other audiovisual options. Open or non-optional subtitles refer to the
inability to switch the subtitle option off from a TV program, DVD, news
telecast, or other audiovisual domains.

Time is also a technical parameter of subtitles. There are
simultaneous subtitles that are done and projected at the same time as the
audiovisual product, and prerecorded subtitles that are done with more
time at hand (Bartoll, 2004, p. 56; Caimi, 2009, p. 241).

The products themselves also make up a technical parameter. By
this, Bartoll (2004, p. 56) distinguishes between cinema, television,
video, DVD, LaserDisc, CDRom, computer games, Internet (Streaming

Video), and live performances such as performance theatre, opera, and
20



conferences. The advancement of technology has also served to make the
technical aspect of subtitling easier, with the availability of multiple
processing programs and various methods of linking subtitles to the
audiovisual product (Karamitroglou, 1999).

The color of the subtitles is another technical parameter to take into
account (Bartoll, 2004, p. 57). The variables that determine the color
choices are the interlocutors, colors appearing in the film, and the
products being subtitled,

The last technical parameter according to Bartoll (2004, p. 56-57)
is the channel used in broadcasting the subtitles. The subtitles can be
either broadcasted independently of the audiovisual product, on a display
screen or teletext, or simultaneously with the audiovisual product.

When it comes to the linguistic parameters, the relationship
between the source and target language is the first parameter here, and
where the languages are the same or different. Here, when two languages
are involved, subtitles are seen as translations, while when only one
language 1is involved, subtitles are seen as transcriptions. Where
intralinguistic subtitles are concerned — in other words, transcriptions —
Bartoll (2004, p. 57) differentiates between transcriptions intended for the
hard of hearing, and those intended for language students or amateur and
karaoke singers.

The purpose of subtitles is also another linguistic parameter where
Nord (as cited in Bartoll, 2004, p. 56-57) differentiates between what he
calls Instrumental Subtitles and Documentary Subtitles. Instrumental
Subtitles refer to subtitles aimed at people who either do not understand
the source oral language or cannot hear it; these subtitles can be either
transcriptions or translations and are done with the purpose of
communicating in the target language. Documentary subtitles, on the other
hand, refer to transcription subtitles done with the purpose of learning;
the subtitles are aimed at people who want to learn languages or for

singing.
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3.3 Dubbing

After the silent film era and the beginning of what was called the
talkies era, i.e., the appearance of sound and image in movies as opposed
to just images as with the silent film period, two main strategies appeared
to translate these movies: subtitling and dubbing. The larger countries at
the time opted for dubbing these movies, while the smaller countries went
for subtitling. The main reason for this was economic, while another
reason that emerged was a nationalistic preference for familiar linguistic
and cultural elements that could be achieved through dubbing (Nornes,
2007, p. 190; Ariza, 2004). What made these countries, Nornes argues,
stick to either subtitling or dubbing for a long time, is that these
strategies became “naturalized conventions,” where the public becomes
accustomed to foreign movies being either dubbed, as is the case with
Germany, or subtitled, as is the case with Japan. The public’s disposition
is what makes them prefer one strategy over the other, disregarding the
actual quality of the translation (Nornes, 2007, p. 191; Queen, 2004).

What most people and viewers associate with dubbing is what is
called “voice replacement” (Nornes, 2007, p. 192). However, there are
also other approaches to dubbing. One approach is intralingual dubbing,
and an example of this is the redubbing of the movies Mad Max (1979)
and The Road Warrior (1981) into less Australian English for the
American market.

Another approach is adaptation, and here translators depart from
the source text to domesticate the movie. The reasons for this departure
range from market needs and opposing ends of the ideological spectrum.
An example is how the American market has certain rules for animation
series. The flow of the episode slot has break points for commercials and
credits, and the series needs to have a minimum of 65 outings, i.e.
episodes. Japanese anime do not have a set minimum for the episode

outings, so when anime was introduced to the American market, certain
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changes were made. Carl Macek was responsible for translating anime
through the Harmony Gold Company, and to fit the American market
requirements, he departed from the originals. One such is example is when
he took three Japanese animated shows to make them into one series of 85
half-hour segments; the shows were Super Dimension Fortress Macross,
Super Dimension Cavalry: Southern Cross, and Genesis Climber
Mospeada. As a result of this process, names changed, new plots were
introduced, and creative transitions from previous episodes were used to
cover up differences. What is most interesting about all this is that Macek
would turn off the volume as he watched these series and then imagine a
narrative that could best describe what was happening (Nornes, 2007, p.
194-195).

Another form of dubbing is parodic, and that is when a new sound
track is used over the original to make fun of the movie, as was the case
with Woody Allen’s What’s Up, Tiger Lily? where he rewrote the script for
a low-budget Japanese thriller (Nornes, 2007, p. 195).

Commentary dubbing is another approach where the dubbed script is
read by one actor forming a situation where you have one voice rendering
the whole movie or show. An example of this is the dubbing of some
Mexican telenovelas and foreign films (Nornes, 2007, p. 197).

The first approach mentioned, voice replacement, is when actors,
directors, translators, and technicians work together to reach a translation
of the audiovisual product that is closely linked to the actions and lip
movements of the original actors in the source audiovisual product
(Nornes, 2007, p. 197).

Strategies concerning technology aspects soon developed for
dubbing procedures. At first, the sound tracks included dialogue, music,
and sound effects, and technicians had to remove the whole track and start
from scratch during the dubbing process; however, later on, separate

tracks for dialogue, sound effects, and music emerged, making it easier to
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synch the dubbed dialogue to the onscreen images while also keeping the
various sound effects (Nornes, 2007, p. 202).

A debate regarding synch and concept soon emerged on the dubbing
arena. While some producers opted for synching the dubbing track to
match the onscreen actor’s lip movements and gestures, other producers
believed that the focus should be on the concept and meaning of what was
said and disregarding the synching process (Nornes, 2007, p. 203-204).

Thomas Herbst (as cited in Nornes, 2007, p. 204) looks upon
dubbing as a translation of scenes rather than sentences. By approaching
dubbing in such a way, translators have much leeway when dubbing; “By
placing equivalence in such a broad context, the translator feels a sense of
liberation” (Nornes, 2007, p. 204).

A criticism of dubbing is that it is seen as “the lowest form of
translation” (Nornes, 2007, p. 219) because of what is seen as an extreme
domestication of the audiovisual product. Dubbed material only gives
audiences access to sound effects, music, and differences that the images
portray such as race, fashion, and gesture. On the other hand, subtitles
give meaning to the foreign voice of the audiovisual material while
keeping the foreignness intact.

Others view dubbing actors as puppeteers and ventriloquists, where
their voices try and convince the audience that the onscreen actors speak
their language and are knowledgeable about their culture, no matter how
foreign the movie looks. When creating such an illusion, lip syncing
becomes a must and is placed in the foreground. This fosters a sense of
identity and national belonging among viewers, and makes them relate to
what is being said at a deeper level; the dubbed script becomes a new
entity, and may have been domesticated, as previously mentioned (Ferrari,

2006, p. 125; Szarkowska, 2005).
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3.4 Subtitling and Dubbing Models

Besides the technical and linguistic features of subtitling,
Karamaitroglou (as cited in Munday, 2008, p. 187) links subtitling and
dubbing with the polysystem theory and the concept of norms. In this
context, the elements of subtitling and dubbing that have to be considered
are the following:

° The human agent: includes spotters, time-coders, adapters,
dubbing directors, dubbing actors, sound technicians, video experts,
proofreaders, post-editors, translation commissioners, film distributers,
the translator him/herself

. The products (TTs)

° The recipients (addressees and customers)
° The mode (characteristics of audiovisual translation)
° The institution (critics, distributers, TV channels, etc. which

participate in the preparation and making of the film)

° The market (cinemas, film clubs, etc. which decide the

screening of the TTs) (Munday, 2008, p. 187)

Fredric Chaume (as cited in Munday, 2008, p. 188) also links
subtitling and dubbing with a model to create rules, norms, or, as he calls
them, codes. By integrating translation studies and film studies, Chaume
presents ten codes; the first four regard the acoustic channel, while the
rest concern the visual channel.

The first is the linguistic code, and here Chaume regards the
challenge facing the translator, as in finding a similar register to the texts
that are “written to be spoken as if not written,” and that the other
challenges such as the word play and co-presences of multiple languages
among others is not the real or actual challenge since these obstacles are
faced in all translation fields and not just in the audiovisual field. The

paralinguistic code is the involvement and use of symbols to indicate
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laughter and pauses, for example, in dubbing, and the addition of
graphical signs such as upper case and exclamation marks in subtitling to
show voice level, tone, and pauses (Munday, 2008, p. 188).

The music and special effects code refers to the representation and
adaptation of song lyrics and their function. The sound arrangement code
refers to whether the speaker is on or off screen. In subtitling, this can be
shown by having an off-screen character’s words in italics, and in
dubbing, the translation procedure and sound quality would be obviously
different (Munday, 2008, p. 187).

These four codes are the ones concerned with the acoustic channel;
as for the codes regarding the visual channel, the first is the iconographic
code. The appearance of iconographic symbols that may not be recognized
by the TL viewer, such as a statue or picture of an important figure in the
SL culture, may need to be linked up with a verbal explanation for
coherence to be maintained. Additionally, any wordplay that is associated
with an image on screen would also have to be explained so as not to
create confusion or misunderstanding. The photographic codes concern
when changes in lighting mandate a change in the color of the subtitles.
Not exclusive to technical elements, the photographic codes also refer to
culturally specific images that may not be familiar to the TL viewer, such
as the wearing of red poppies on September 11 in England to
commemorate the war dead, and this may have to be explained (Munday,
2008, p. 187-188).

The planning code refers to when lip-synching is required in close-
up in dubbing, and to the translation of salient lexical features. The
mobility code is related to the positioning of the characters and how the
coordination of movement and words needs to come across clearly, such
as a shake of the head and a negative phrase (Munday, 2008, p. 187).

The graphic code, which is concerned with the intertitles, titles,
text, and subtitles that appear onscreen and which can be problematic

when dubbing. The syntactic code is involved with editing principles,
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such as the conformity of a verbal textual element to other semiotic
forms.

Fidelity in screen translation is an issue that Gottlieb (2009, p. 23)
brings up and his belief is that “the transfer of speech acts, not
necessarily the exact elements that make up the original speech acts”
should be the main focus when subtitling or dubbing in order to maintain
fidelity to the original text.

As for fidelity in subtitling, there are some factors that serve to
maintain fidelity in the text, and these are the audience knowledge of the
source language and the status of the source language. When audiences
have knowledge of the source language, they will be in a position where
they can point out flaws in the subtitles, and the fear of this happening
makes the subtitler attempt to stay as loyal to the text as possible. The
status of the source language plays a role in how loyal the subtitles turn
out in the sense that well-known languages that are frequently translated
from — for example, English — will produce subtitles that maintain more
fidelity to the original as opposed to languages that are less translated

from (Gottlieb, 2009, pp. 24-25).

3.5 Constraints of Subtitling & Dubbing

The competition between finding a balance between the spoken and
written language is a main constraint in subtitling, where the potential
loss of information is an important factor (Tveit, 2009, p. 86). Subtitlers
do not have the luxury of including lexical items that correspond to the
spoken language’s stress, rhythm, and intonation, and cannot indulge in
wordy formations or sophisticated structures. Instead, subtitlers often opt
for brief, simple structures in order for audiences to be able to read them
in the time allotted. In this way, loss is bound to happen, and the decision

of leaving certain items out is left to the subtitler.
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Subtitlers take into account the reading speed of audiences, but
even then, such a factor is not an easy one to gauge and to assign a
standard for. Luyken (Tveit, 2009, p. 86) is of the belief that the reading
speed of adult viewers is within the 150-180 words per minute range.
However, even this view depends on a number of variables, such as the
kind of information the subtitles contain and the lexical structures. The
more complex the structures, the more time the audience needs to read the
subtitles.

Another variable that affects readability is the genre of the subtitled
film or audiovisual program. Minchinton (cited in Tveit, 2009, p. 86)
compares romance films and crime stories, and says that viewers of love
stories in general do not read many of the titles and merely guess the
dialogue and can predict it by just skimming over the subtitles, whereas
crime stories require viewers to fully read the subtitles to follow the
story.

Viewers’ interest in the subtitled audiovisual item is also another
factor in the reading speed, according to Minchinton (cited in Tveit, 2009,
p. 86). When viewers find the subject matter interesting or exciting, they
tend to read faster and vice versa. However, another view is that the more
interesting the subject matter is, the less likely are viewers to spend time
reading the subtitles.

An item that is often deleted when subtitling is the notion of
cohesive devices. They serve in linking items, and making implicit
relationships explicit. By omitting these devices, the readability of the
subtitles may increase in difficulty.

Exposure time of subtitles has not been studied extensively, and
varies from country to country (Tveit, 2009, p. 87); in Sweden, a full
double line subtitle is shown for six to seven seconds, while it is only
shown for five seconds in Denmark. Tveit (2009, p. 87) carried out a
study in Norway to gain evidence on the effects of exposure time to

readability and comprehension, where the exposure time for a full double
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line of subtitles is six seconds. The sample consisted of 508 respondents,
comprising students at nine Norwegian lower and upper secondary
schools. The results showed that when the exposure time of the subtitles
was cut down by one second, the effects such as the retention of textual
information were minimal. However, when the exposure time of the
subtitles was cut down by a further second, making the exposure time four
seconds for a double line of subtitles, most respondents couldn’t follow
and there was inevitably great information loss (Tveit, 2009, p. 86). This
research, however, still cannot be used to generalize the reading speed of
audiences as the aforementioned variables of type of information
presented and linguistic sophistication should be taken into consideration.

Gottlieb stresses that “subtitling is additive by nature” (cited in
Tveit, 2009, p. 87), where the subtitles are seen as verbal items added to
the present audiovisual items with nothing removed from it. This addition
can be seen as such, i.e., a useful addition, if viewers’ languages are
somewhat similar to the source language used. However, when the source
language belongs to a completely different family and has no similarity
whatsoever to the target language, then retaining the source language
would not benefit viewers much.

When talking about subtitles, researchers usually make distinctions
between television and video subtitles and cinema subtitles. An
assumption that when identical subtitles are presented on both television
and cinema is that it is easier to read the cinema subtitles. Although no
research has been done to confirm this, the size of the screen in the
cinema along with the font used and the image resolution are behind this
assumption.

Dubbing is not completely without restraints as well. One of the
constraints associated with dubbing is that sometimes the multiculturalism
is lost in the dubbing process. When the original audiovisual movie
incorporates a second lesser known language, or accents of a language,

this can be lost in the process; it could be dubbed in slang, or a different
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dialect of the target language, but that does not always correctly interpret
the original (Gonzdalez-Iglesias & Toda, 2011).

A second limitation of dubbing is that it is a time-consuming
process, and at the same time quite expensive when compared to the
subtitling process. Another issue regarding dubbing is the drawn out
process that is linked to lip-synchronized dubbing. In this kind of
dubbing, the text is first translated, and then a ‘dubbing writer’
(Gonzalez, 2009, p.17) is employed in order to adjust the translated text
to fit the lip movements of the original source language. The dubbing
writer is required to detect the text, and to identify the sounds in order for
dubbing actors to achieve a synchrony with the on-screen actors’ lip
movements. Once the dubbing voices are recorded, they are then divided
into what are termed as dialogue ‘loops’ and these are then inserted to
their respective parts in the movie, by sound engineers and a dubbing
director. The process is detailed, long and expensive (Gonzalez, 2009,
p-17).

Dubbing is a process that is also accused of having a tendency
towards cultural neutralization in the sense that translators are able to
camouflage the foreignness of an audiovisual product by dubbing anything
culturally foreign, whether it is a culturally specific term, value or other,
into something the audience of the target language would relate to

(Gonzalez, 2009, p.18).

3.6 Subtitling, Dubbing and Culture

When it comes to the subtitling and dubbing process, several
translation strategies are used; Tomaszkiewicz (Pettit, 2009, p. 45) lists
the strategies used in film subtitling where cultural specific terms are
concerned, as follows:

1. Omission of the cultural reference.
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2. Literal translation of the cultural specific term in a way
where the target text term matches the source text term.

3. Borrowing the source text term and using it in the target text.

4. Equivalence by using terms that have the same meaning and
function in the target culture.

5. Adaptation, which can be seen as a form of equivalence, and
where the translator attempts to adjust the terms to something that evokes
the same connotations as the original.

6. Replacement of the cultural terms with deictics, especially

when supported by on-screen gestures or visual clues.

7. Generalization, which is seen as the neutralization of the
original.
8. Explication, where normally paraphrasing is used to explain

the culturally specific terms.
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CHAPTER 1IV: Analysis and Findings

4.1 Troy

Troy is the modern-day movie adaption of the Homeric epic The
Iliad. Released in April of 2004 and written by David Benioff, the movie
follows the same plot as the famous poem. The movie starts when the two
sparring empires, Sparta and Troy, agree to have peace. However, the
young Trojan prince, Paris, falls in love with the Queen of Sparta, Helen,
and convinces her to run away with him. This enrages the King of Sparta,
Menelaus, and he asks his older brother Agamemnon to help him burn
Troy down in revenge. Agamemnon unites the forces of Greece and
prepares to attack Troy, and enlists the help of the greatest warrior in
Greece, Achilles. The movie follows the ensuing battle that occurs (“Troy

Synopsis”; Gjonbalaj, n.d.; “Troy [film]”).

4.2 Why Troy

Much attention is given to Ancient Greek literature in the English-
speaking world. In many regions, the literature is part of school curricula,
and this enables the students to have a better understanding of many
things in today’s world that reference Ancient Greece. An example is that
many modern references are rooted in Ancient Greek mythology and
literature, such as the idiom Achilles’ heel, or the naming of the infamous
computer virus as a Trojan Horse. However, this knowledge of Ancient
Greek literature is not found equally among the Arabic-speaking world,

and that is one of the reasons I have chosen Troy as a topic to study.
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Another reason for choosing this topic is that it is among the movies that
have been recently dubbed by MBC MAX, and an interest in how the
dubbing process compares to the subtitles that were available before
helped me make my choice. In addition to that, MBC MAX dubbed Troy
into Standard Arabic, which was another winning point for me. Many of
the movies that MBC MAX dubs, especially the recent movies, have been
dubbed in colloquial Arabic. MBC MAX has started dubbing movies into
Arabic in recent years, and their choice of movies range from recent

blockbuster movies of all genres, to classics.

4.3 Methodology

The English movie script was obtained through the Internet; as for
the Arabic, both the dubbed and subtitled material was written down after
watching the movie. After obtaining the scripts, a careful examination of
the various differences and similarities between the dubbed and subtitled
formats was undertaken and recorded. Some of these differences are
related to accuracy and word choice in comparison with the original
English, while other differences were concerned with how names,
honorifics, and cultural references found in the source text were
translated in both processes. Some of the findings of this comparative

study are as follows.

4.4 Analysis

The analysis of the movie Troy will cover six different issues:
idiomatic expressions, accuracy, word choice, cultural expression,
honorifics, and names. Examples found in the movie will be given to

demonstrate each issue, with suggestions and alternatives whenever
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possible. The first issue to be discussed is the idiomatic expression found

in Troy.

4.3.1 Idiomatic Expressions

English Movie Script | Arabic Subtitles |Dubbed Material

AGAMEMNON: Good NU P I IRIENPTR] Aagine bRl

day for the crows.

Agamemnon says this line to his opponent Tropias as their troops
get ready to fight. Agamemnon is fighting Tropias for his land, and wants
to end the fight by having a duel rather than an actual war. In both Arabic
and English, the usage of crows is associated with corpses and dead
bodies as “an omen of death and conflict” (Stefko, 2007), and here
Agamemnon uses this comment to rile up his opponent, Tropias, by
insinuating that his soldiers will provide the crows with food. This can be
understood from the English and the subtitled and dubbed texts. However,
when looking at the difference between the subtitled and dubbed texts, we
find that the subtitled text sticks to more of a literal translation of the
English text, while the dubbed text is almost explanatory in its rendering,
by saying that the crows are happy or overjoyed. This uncalled-for
deviation is unneeded since the meaning is perfectly clear in the subtitles
and the same strategy could have been used in the dubbed text. A possible
alternative for both the subtitled and dubbed versions would perhaps be
by saying something like Olioall 428 dzwgw asn 138 or Oloall dpaw a5 134
because this would mirror what the ST is saying, i.e., that the crows will

find this a good day as a result of the battle that will ensue.
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English Movie Script | Arabic Subtitles [Dubbed Material

MENELAUS: Let me 134 Jadl ae Jadl gie

2 |kill this little peacock. osraall Gy gkl s ssthall 138

Example 2 brings the phrase strutting like a peacock to mind.
Peacocks are symbols of pride, royalty, vanity, and beauty among other

2

things (“Peacock symbolism,” n.d.; peacock, n.d.), and in this example,
Menelaus is speaking to his brother Agamemnon about Paris. Paris has
offered to duel Menelaus for Helen, Menelaus’ wife, instead of having a
full-fledged battle, and Menelaus is trying to convince his brother to
accept the duel. His words show contempt for Paris, and the usage of
“little” is intentional, showing that Paris is merely a small pawn that can
be easily crushed. When comparing between the renderings shown in the
subtitled and dubbed versions, we find that the subtitled version
translated all the elements found in the ST if we break them down to: let
me = e, kill = J381, this = 134, little peacock = ssxsall s 55kl While the
dubbed version omitted the translation of the word little. This is strange
since dubbing does not have time and space restrictions compared to
subtitling, so theoretically speaking, when omission occurs, it would most

probably occur in subtitling because of the aforementioned restrictions.

# English Movie Arabic Subtitles |Dubbed Material
Script
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HECTOR: Make E) QAZSJ:\ alzal 43.&':‘9\)4\ d)\.;
him swing and miss. SPRigas (4dy jala O éa Qaly S

He'll tire.

Example 3, Make him swing and miss. He'll tire., is Hector’s advice
to his brother Paris just before Paris’ duel with Menelaus. The example
has the collocation/metaphor swing and miss, which is often used as a
strategy in combat and contact sports such as karate and boxing as a way
of exhausting the attacker then counterattacking. Ideally, when translating
this into Arabic, a similar strategy that is well known to the audience
should be mentioned, i.e., a similar collocation. The dubbed version
shortened what was said in the ST, and attempted to explain the swing and
miss, and added the cause SI element, while the subtitled version

translated swing and miss and expanded a bit, by specifying 43: =,

English Movie Script | Arabic Subtitles |Dubbed Material

AGAMEMNON: Flee? QIS Jia $ el fes
4 |Like a whipped dog? a9 e fallall QSIS

Example 4 1is part of a conversation that takes place between
Agamemnon and Odysseus. After Hector’s army defeats Agamemnon’s
army at the palace gates, Odysseus, king of Ithaca and Agamemnon’s ally,
advices him to retreat and go back to Sparta since Menelaus, who was the
main reason that unified the Spartans to come fight the Trojans, has died,

and since the walls of Troy have never been breached. Agamemnon’s
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retort is Flee? Like a whipped dog? 1t is interesting to note the
differences in the subtitled and dubbed versions; while the subtitle kept
dog as singular, <5, the dubbing changed the singular to plural, @3S,
Besides this, while both choices in Arabic can be considered collocations,
the dubbed version does not mirror the ST. The ST says flee like a
whipped dog, a collocation often used to describe a person who has lost in
a situation, but it also brings another idiom to mind associated with the
word dog, dragging his tail between his legs, which also describes a
similar situation, where the loser backs away from a situation.
However, 4llll @381 ijs an Arabic collocation that does not describe such

a situation; it either means stray dogs, or an aimless person.

# | English Movie Script | Arabic Subtitles |Dubbed Material

ACHILLES: The man Al i Ja Al i Ja
sends you to make his €5 1352 ) 28] Ja )l @) la € 3325 S)
5 |apologies? What are Jagd @liaads J=ai 13la EAPAIIRYY &= 4lxad
you doing in thrall to £ il dladl $ BeaY!

that pig of a king?

Example 5 is what Achilles says to Odysseus when the latter comes
to convince him to join the rest of the Spartan army in attacking the
Trojans after the death of Menelaus. There is much contempt here
addressed to the king, Agamemnon, and although the words show more
rebuke to Odysseus, the way it is said makes it sound more like a friendly
rebuke rather than a lashing out at his lack of judgment. The strength of
the words thrall and pig of a king are rather subdued in the subtitled '3\« ¢
fCayiell @lall 13¢] dieday Jaid and the dubbed Gea¥) Gllall 138 aw 4lais 53] L,

Thrall is used to show enslavement, while the usage of pig of a king
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shows the greediness of King Agamemnon and his laziness; the king wants
to capture Troy, but he does not actively participate in the fight, and this
is something Achilles mentions a couple of times during the movie
(Venefica, 2007; “pig”, n.d.). The subtitled text opted for <isaa while
thrall is more forceful and does not just mean servitude, but rather brings
to the mind the image of serfs and their involuntary servitude to land
owners; in the dubbed version this was completely lost with the usage
of 4lxii, which definitely does not have the same connotations as thrall.

s yiall el Disgusting king, is what the subtitler opted for when
translating pig of a king, which again tones down the contempt shown in
the ST. The dubbed script tones it down even a step further by saying '3
AV, this king.

# | English Movie Script | Arabic Subtitles |Dubbed Material

HECTOR: We should Jzés ol can ¥ 3,81 ags o)

not return the favor. o5l2d La o5l

In example 6, Hector advises his father and the parliament of
Trojans as they decide on their next step after defeating the first direct
attack by the Spartans. Returning the favor is used when someone does a
good deed, and the receiver of the deed does something good in return
(return the favor, n.d.), and can also be used sarcastically to mean the
opposite. The subtitled version reads as an attempted explanation of the
English idiom. If a similar idiom is available in Arabic, that should be
used, otherwise an explanation can be deemed suitable here. The dubbed
version has it as we won’t repeat this again (back translation) which,
when you compare to either the original ST or the subtitled version,

makes no sense at all. However, the dubbed script deviated a bit from the
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original dialogue and that is why the last piece in Hector’s speech doesn’t

mirror the ST.

# | English Movie Script | Arabic Subtitles |Dubbed Material

ACHILLES: You're a | i3S« .glad da) <l Oay sl
brave man. I could CAJ_) 5 8l Gle allad ol c,!l-.._“mi glad
7 |have your head on a el Alal b el alusl

spit in the blink of an

eye.

Example 7 is what Achilles tells the Trojan king Priam when he
comes to beg Achilles for his son’s body. This example provides us with
two idiomatic expressions; I could have your head on a spit and in the
blink of an eye. The first expression is subtitled as <138 3i%«y | which is a
generalization in a way, while the ST specified a certain way of killing;
the subtitle just translated it as I could kill you. The dubbed version dealt
with this by translating it as <l &l381 i gabiul | which is almost what the
ST is saying, where have your head on a spit is explained by saying a3l
@l ). Perhaps, in this particular expression, the dubbed translation fared
better than the subtitled. The second expression in the blink of an eye is
translated as _~=:l) =<1y | which is an idiomatic expression in Arabic that
correctly corresponds to the English one. As the dubbed version, however,
the subtitler decided to go for 4bal i which is not entirely wrong.
However, since there is a corresponding expression in Arabic, it would be

best to use the one that would cause the least amount of translation loss.

English Movie Script | Arabic Subtitles |Dubbed Material
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AGAMEMNON: Well,

\.g [RIVEN

CJ\J

Odysseus. You've sle Gl g s ) Cda s, o ssgd )

found a way to make g_'q\JAJ\ gead 13,!)_1: Q\)Al\ Jaad 13.})):

Celdiad) ) alsal) Sle QLA e s

the sheep invite the

wolves to dinner. Celdall

Example 8 is what Agamemnon tells Odysseus when the latter
presents an idea on how to enter the Trojan walls. The subtitled text in
this case omitted translating to make, and had they added it they would
have ended up with 38 characters, 3 more characters than the ideal 35.

Space restrictions, in this case, led to the omission.

English Movie Script

Arabic Subtitles

Dubbed Material

NARRATOR: If they
ever tell my story let
them say that I walked
with giants. Men rise
and fall like the
winter wheat, but
these names will never
die. Let them say that
I lived in a time of
Hector, tamer of

horses. Let them say I

piaad | guad ]

il Oslsta aged Lo
JAallaxdl &= Gadia

5 dla ) Gaga

ibia Jie (y gdadny
ela¥l oda 81 (e laid)
peed Nl @gad ol

b aube il sl
U= e ¢ si8a Gl
O 55y aged (Aiaal)

Gdy o4 Qude Al

=3 )
pgs D sgﬁmé QJ)AS“
ddly Gaal o sl gdy

Ly

d 31osYIS Jlal)

4allaadl

G815 cCag Al Juad
sl Y agilewl
@) Osdshy g

Jas ‘;é e
Ua s ¢ 538

rﬂ;.@..cd 9 4_1..;4;;&\
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lived in a time of oAl | Goaale ad) o sl sh

Achilles. u»]g;i 2gs

Example 9 is what the narrator says at the end of the movie, a few
lines that have a resounding rhythm: If they ever tell my story let them say
that I walked with giants. Men rise and fall like the winter wheat, but
these names will never die. Let them say that I lived in a time of Hector,
tamer of horses. Let them say I lived in a time of Achilles. These lines’
beauty lies in the flow of the words and the repetition of certain words.
There is also a degree of intertextuality here; when the narrator repeats
the sentences with a time of, this brings to mind the beginning chapter of
Charles Dickens’ book A Tale of Two Cities. What we will look into here
is how repetition and idiomatic expressions were dealt with.

The phrase let them say is repeated three times, and is translated as
Oslsdy aged in the subtitled text and is also repeated likewise; the same
translation and repetition frequency is also found in the dubbed script.
The phrase I lived in a time of is repeated twice in the ST, and is
translated as <35 3 de L3l in the subtitled text and is also repeated
twice, which retains the poetry of the text. In the dubbed version, the
repetition in this case is not maintained. In the first instance it is
translated as _-as & Cdie J33) and in the second instance, it is translated
as ¢es O male J33), By not maintaining the repetition here, the beauty of
the text does not come through the translation. Another interesting change
here is the usage of the terms - and 2¢=. According to Lisan Al Arab
Dictionary found in (2¢<) @22 Galidl) seall is o e JS5 caxle A da e L S
548 ¢ 2g= (3231 5al) w 2la2ll, Tt also states other meanings of the word such as
cAgaa sl dgally e ol o8 e all G118l agall ) eld sl Lyl agall ) caall midy agall
43 Jaaiy L“E’i Dlha¥l e 4ald R R I ;)L;. J%1. When looking in the same
dictionary (u~=e) for the term _sae , one of the meanings found is szl

<23l So in this case, the usage of «as can be correct, and the beauty of

41



the repetition would have been maintained, if the same word was used
twice, rather than 2¢=, which is not used linguistically correctly here.

The idiomatic expression rise and fall is translated as s Jla_ll (agd
Osbiuy in the subtitles and as Jla))l kiwy in the dubbed text. The subtitled
text translated the expression correctly and correctly translated the
construct 4al) wliasll 5 liasll, The dubbed text opted for deleting part of
the expression. Since there are no time constraints in the dubbed version
as is the case with the subtitling process, this is strange, and changing the

meaning of the text is uncalled for.

4.3.2 Accuracy

English Movie Script Arabic Dubbed
# Subtitles Material
AGAMEMNON: I like cal il RETCNS NN
1 |your land. I think we'll sl adie ] &l ) celiall i S
stay. I like your soldiers Cal Ll s NPRLREEN ERC RPLEN
too. Mgl @la gia

Example 1 takes place at the start of the movie, when the two
opponents’ armies, those of Menelaus and Tropias, are about to commence
fighting. The dubbed script translated I think we'll stay as ¢\&1) ;i <81 and
the back translation of that would be something like I'm thinking of
staying. The differences in these two statements are that the ST one shows
that the person talking has already made a decision, while the TT has an
element of indecisiveness. Another issue with accuracy is also related to
the dubbed script, which translated I like your soldiers too as <&asia

52222, There is a certain rhythm in the ST where the speaker says [ like
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your land. I like your soldiers. This repetition is mirrored in the subtitled

text with the repetition of the phrase wal Ul however, it is lost in the

dubbed script.

2 |what the Messenians said,
too. And the Arcadians.
And the Epeians. They're

all fighting for me, now.

5 .0 sagezal)

0 52\S LY

OY) Lo
Os2olan agrien

]

English Movie Script Arabic Dubbed
# Subtitles Material
AGAMEMNON: That's 413 L 122 Sl Ja g

sogﬂsy\) ‘QalaaAJ\
a1 Gaae ¥

. QS}\ G.cl_.\:\i

Example 2 is another part of Agamemnon’s dialogue to Tropias. An

addition that could make the subtitled script more accurate is translating

too as =il otherwise, all elements of the speech are present. However,

when upon looking at the dubbed script, certain changes in the statement

are found, that is, OY) el agdS [ Oaasa¥ls 028V 5 (i) Cpwd Ja s, The

most obvious change is that what was a statement in the ST became a

question in the TT. The addition of followers <\l is also another

deviation in the TT. The question in the TT seems to be incredulous, as if

saying, “Please don’t tell me you’ve forgotten what happened to all those

people.”

English Movie Script

Arabic
Subtitles

Dubbed
Material
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TRIOPAS: You can't rule SiSay Y JS dlaia

3 |[the whole world, allad) e Jsuaall |0 sianled Ly Lpaal)

Agamemnon. It's too big. LOstaaled Lo by i B S L)

Even for you. sia dlaa HaaS 4d) sl dale
RE

In example 3, Tropias addresses Agamemnon before the fight. The
element of rule is changed to have in the subtitles, and to own in the
dubbed version; and <& 3s should perhaps be <&ie 3a. However, the
inaccuracies in the dubbed version are more substantial with the change of

the negative statement You can’t into a positive one, <laiu,

English Movie Script Arabic Dubbed

# Subtitles Material
TRIOPAS: Boagrius has 128 (w5208 50 s G528 52
4 |this effect on many J,!SSJ\ G.\.c ),!iiiﬂ\ O 0dag Jilay
heroes. JLLJ‘Y\ (= d\.;) ’SJ.&L

Example 4 is what Tropias says to Agamemnon when Achilles fails
to show up when his name is called. The subtitles translated correspond to
the TT, unlike the dubbed script. A comparison between the two
translations shows that the dubbed version is much more exaggerated than
the subtitled script. They don’t even say the same thing; while the subtitle
speaks of Boagrius’ effect on heroes, the dubbed version praises
Boagrius’ fighting skills and exaggerates his strength by comparing it to

that of ten men.
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English Movie Script

Arabic
Subtitles

Dubbed
Material

AGAMEMNON: Be
5 |careful whom you insult,

old king.

ceﬁ.ﬁaﬁ O= ‘5“ 42351

.jﬁjal\ ‘;SL« L

¢4l 485 La GJ\ 4233}

REIRTRPN

Example 5 is Agamemnon’s retort to Tropias. The phrase old king is

said in an almost friendly banter, and the translation provided in the

subtitles makes sense, which subtitled it as my dear king. However, the

translation provided in the dubbed version, literally you king, does not

give the same friendly feeling as the original ST, and is actually said in

an angry, provoking, reprimanding manner.

English Movie Script

Arabic
Subtitles

Dubbed
Material

OFFICER: I sent a boy
6 |to look for him.

Gﬁé &.}.Lua)i

JAde Gaaaal

Adh 8l )l adl

Example 6 is what an officer reports back to Agamemnon when he

is looking for Achilles. The dubbed script does not mention a boy,

whereas in the movie, a boy is actually sent to look for him; and the

element of looking for him is changed to calling him. This is not the same

as it is obvious in the movie that Achilles was not where he should have

been and he had already been called.
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English Movie Script Arabic Dubbed
# Subtitles Material
BOY: Are the stories about waaaill Ja la zasaal
7 |you true? They say your die o185 LAl | O Gaan $ie JUay
mother is an immortal ol osd sdy Shasaua AV e aall
goddess. dgdl L& diall g
Balla

Example 7 is what the boy looking for Achilles says to him.
Perhaps, the way the subtitles worded the stories about you, 31 oaaill
,die A1833 makes it seem rather bit awkward. (=231l is often collocated with
s 4, and that could be an alternative. The dubbed version considerably
shortened the speech and omitted the translation of the word immortal,

whereas the subtitled script kept it.

English Movie Script Arabic Subtitles Dubbed
# Material
ACHILLES: That's why no Candl 13¢] < HSay o) 13gd
8 |one will remember your el aal <35, ) aal
name.

Example 8 is what Achilles tells the boy that had been sent to look
for him. The word used for remember in the dubbed version, <,S3: | has

the double meaning of remembering and mentioning; the choice of this
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word could give exaggeration to what is said in the ST. On the other hand,
the word wused in the subtitles, <833, has the meaning of just
remembering. The dubbed version also did not translate name and

shortened the script to just no one will remember/mention you.

English Movie Script Arabic Subtitles Dubbed

# Material
AGAMEMNON: Perhaps ol g leyy s Hlass)

9 (we should have our war ledie Jag Ly s G O 8 Sk
tomorrow, when you're ST lali e o sSs Za 3l )

better rested?

Example 9 is what Agamemnon tells Achilles when he finally joins
the battle. The subtitles sound a bit awkward in their structure; perhaps
changing it to i) leisa 22l L) (Jag @las sT) Goald) dass of Liale g olS ey
Aal il e Wbwd @Al 28 sS85 (0aa o3a would make it less awkward. The
dubbed script, however, has veered in a different direction by putting
words in the speaker’s mouth that are not present in the ST by saying, We
have waited for a long time while you rested. The sarcasm and anger are

considerably muted in the dubbed script when comparing it to the ST.

# English Movie Script Arabic Subtitles Dubbed
Material
10 [AGAMEMNON: I should ol e OIS o g
have you whipped for your Loguadly @y yual | 134 e Slidleld
impudence. RENPER Haalal

47



Example 10 is what Agamemnon replies, in anger, to Achilles’
retort. Here, there is a change in the speaker’s action in both the subtitles
and dubbed script. The ST states should have you whipped, while the
speaker in the subtitles and the dubbed script is the one doing the
whipping. This kind of change in translation does not mirror the power
and ranking that Agamemnon holds. Another inaccuracy is the translation
of impudence as merely _:Al rardiness in the dubbed version, and the
translation of whipped to the more general word <\l as in punish,

which does not mirror the ST’ s strength of words.

English Movie Script Arabic Subtitles Dubbed

# Material
11 [NESTOR: Look at the Aol | ocagaalr L) ks
men's faces. Jall s sas aed) ki )

Example 11 is when the General Nestor speaks to Achilles and tries
to persuade him not to leave Agamemnon’s side. The inaccuracy in the
dubbed version lies in the exaggeration and addition of look at the
soldiers, at their looks/eyes/glances. There is more imploring in the

dubbed version when you compare it to the ST and the subtitles.

English Movie Script Arabic Subtitles Dubbed
# Material

MENELAUS: Let us drink @ yaal QA
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12 |to peace.

Skl

Liallas

Example 12 is what Menelaus tells the Trojan princes at the

celebration of signing a truce. There is deviation in the dubbed version, as

it does not mention peace, but rather, mentions pact or deal.

13 [morning. Poseidon has

blessed our voyage.

O 53 )by

. \..'\:\JAJ

English Movie Script Arabic Subtitles Dubbed
# Material
PARIS: A beautiful (Jasaa zlaa zla

J 9o 20 43) ¢(3 yuiia

.Jdstasl) )

Example 13 is what Paris tells Hector as they are sailing back to

Troy. The dubbed script does not translate the god’s name Poseidon; a

possible reason for that is that the translator might have thought that the

Arab audience would not make the connection between the god Poseidon

as being the god of the seas and thus the reason Paris mentioned his name

specifically. As a result of this train of thought, the omission of the

element blessing was needed, and was then substituted with optimism.

However, other gods’ names were mentioned throughout the movie, so

this could have been rectified in the dubbed version by saying the god’s

name and then mentioning that he is the god of the seas. The subtitled

script on the other hand mirrored the ST.

English Movie Script

Arabic Subtitles

Dubbed
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# Material

MENELAUS: The Trojans? € 03351 okal) ¢ 0a )
14

Example 14 is what Menelaus asks one of his advisors when he
finds that his wife has run away with the princes. The dubbed script
translated it as The princes? In this case, they do mean the Trojan princes
who had just left Sparta and Menelaus; however, by translating it as
princes, the blame goes to those princes specifically, and the problem that
arises becomes something between those princes and Menelaus. While that
is true to an extent, the problem that arises includes all of Sparta and all
of Troy, and that is why translating as the subtitles did would be more

accurate

4.3.3 Word Choice

English Movie Arabic Dubbed Material

# Script Subtitles
TRIOPAS: Who el e Ly OS5 0w
1 |are you, soldier? ¢ g5l Lgal €13a

In example 1, King Tropias addresses Achilles after seeing him
bravely duel a skilled soldier and easily defeating him. In the subtitles it
is translated in a way that mirrors the ST, while in the dubbed version it
is translated as €13 L (85 e, You, what are you called? The problem
arises with the word choice in the dubbed version. By translating soldier

as 13 L | the tone of the phrase changes. Whereas the ST is neutral, the
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dubbed version shows contempt, as if talking to an insignificant person,

and does not mirror the awe the speaker feels.

English Movie Arabic Dubbed Material
# Script Subtitles
TRIOPAS: The PRI PN EN Hluad ala
ruler of Thessaly 138 Jaaz Adlal sal) Hadiay
2 |carries this abel lalguall RECA P [P I
scepter. Give it to RELNPNI
your king.

In example 2, Tropias is talking to Achilles after the duel Achilles
just won. The word ruler was translated as »Sla in the subtitled text, while
it is («!> in the dubbed version. The back translation of the dubbed
version would read as the protector, which is different from the ruler. The
verb give it is also translated differently in both the subtitled and dubbed
versions. In the subtitled text, it is J 4be! which is give it to while in the
dubbed version, it is i) 4«lw and the back translation of the dubbed
version is hand it to. A word-for-word translation is not what is expected
of translators, but when literal translation is sufficient and successful,
translators don’t have to look for other ways of saying the same thing,

which is what the dubbed script translator seems to be doing.

English Movie Arabic Dubbed Material
Script Subtitles
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MENELAUS: I 1 5 amdl puily @l anil
swear by the Qlsal a3 L3l AV | o) il adadli 461V
3 |father of the gods ledead ol o) Laa LeilSas (o333 a3 al
I'll gut you here if

you don't tell me.

Example 3 is what Menelaus says to his wife’s maid when he
discovers Helen is gone. Regarding word choice, we have two issues that
crop up. The first is concerned with father of the gods, and the second is
concerned with gut you. The subtitles dealt with father of the gods by
literally translating it as 4¢!¥) 21l 52 | while the dubbed generalized and just
said gods’ names 4¢}¥) »xls. There was a reason the speaker chose to use
father of the gods; he was furious and wanted to show how sincere his
threat was, and this is toned down when we compare the dubbing to the
ST. As for gut you, the dubbed version changed the meaning by saying
@l ) akilu. The back translation for that is behead you or chop your head
off, which is not the case here. While the speaker did mean he wanted to
kill the addressee, he said, gut you, which involves killing through the
gut, rather than the head; “To remove the intestines or entrails of;
eviscerate” (Gut, 2003). The subtitles also deviated from the ST by
generalizing and simply saying <3l 23, A third issue regarding the dubbed
script here is the addition of lgilSas i3y 233 a1 o), where the addition of if

you don’t tell me where she is (my emphasis) is not found in the ST.

Table 1: The subtitling & dubbing of the term 'cousin’

English Movie Arabic Dubbed Material
Script Subtitles
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ACHILLES:

Patroclus, my

oo 535S 55k

Cusads) L sa 8 ¢

(o sl 58 5,30

1 3a 3§ ((gnE L')-.‘\

cousin — (S dlla ASUy) @l (uogaa )
Odysseus, king of

Ithaca.

PARIS: Beloved PRI (sos Al

cousin, your

Allea ¢4y ianll

5 LIS Cae Ly

RE L-AJ:\ J\Jjg tﬂﬂ..n;

beauty grows R
with each new Y

moon.

ODYSSEUS: s V5350 &) 1 sase
Back to the ships. L Odaad) dws () A3) | dall
It was his cousin. A8 OlS

BRISEIS: You
lost your cousin.
And now you've

taken mine.

uﬂ_jﬂjé GERYY:

-Ls-.'ﬂ‘)é ¢idAld u?\

cdac Ca) sl

L(5RE u_\‘ <lsa 9

ACHILLES: He

killed my cousin.

(sRE u_|\ dj§
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In Examples 4-8, we find that the Arabic subtitled and dubbed
versions differed in translating the term cousin. In Arabic, there are
maternal and paternal cousins, and that is why the word in English seems
generic; it does not specify what kind of cousin, which can be problematic
for the translator. Before analyzing the Arabic renderings of the word, I
went back to Homer’s Iliad to determine the relationship between Achilles
and Patroclus, and between the brothers Hector and Paris, and Briseis.

Based on the literature I found, Patroclus is not Achilles’ cousin, but a




comrade and close friend (Gill, n.d.). However, Patroclus’ actual
parentage is not without debate; while some say he is a companion, others
say his mother is Achilles’ half-sister (Forlag & Parada, 1997), making
him his half-nephew. However, in both circumstances, he is not a cousin,
but perhaps to simplify things, the movie script chose to present him as
Achilles’ younger cousin. As for Briseis (Gill, n.d.), she was the wife of a
king that was allied to the Trojans; however, in the movie she is portrayed
as being a cousin of the Trojan princes Hector and Paris. In both cases,
the subtitles translated cousin as 2,8 and 3208, relative, while the
dubbed version translated it as == (2 and <= 43, cousin. We can say
that both the subtitling and dubbing processes generalized in this case,
because by saying 203, relative, the translator is free from trying to
decide whether this is a maternal or paternal cousin. As for saying == (2!
, which can be seen as a generalization, since in many Arab countries
people use this term to refer to any cousin when they do not wish to

explain specifically how they are related.

Table 2: The subtitling & dubbing of sensitive words

English Movie Arabic Dubbed Material

# Script Subtitles

AJAX: Look at ct&:d‘\ \JJL.’J ce.g.,!“ J.E_]\

him, look. ROW, L'G':‘i \)éq.; .\)J.E_'a\ 7&.;:)...»_3 \}_543; !JL_':\

you ]azy whores, Il sdaa cGJL“SJ\ Ligen .GJLMSJ‘ Lg.:\i
9

row! Greeks are 1059 93 (92313 5210 Mo | aga 3ald

dying! 1) sdaa

ACHILLES: You 1Ja3l) gy ! aSasll Lgal
10 [sack of wine!
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ECHEPOLUS: 5350k Aadla iian o oS

11 [Trojan whore.

APHAEREUS: A $Js5 @l s

12 |virgin's robe?

Examples 9-12 deal with sensitive words such as insults and curse
words: lazy whores (ex. 9), sack of wine (ex. 10), Trojan whore (ex. 11),
and the religious term A virgin's robe (ex. 12). These have been subtitled
as: Sl (ex. 9), by omitting the insult whores and keeping the adjective
lazy; as J«31 (ex. 10), the drunkenness aspect was significantly toned
down here; as 823l ,h 4kils (ex. 11), while the same word whores was not
translated in the previous example, it was subtitled here, which brings up
the issue of consistency in translating this term. While it is a sensitive
term, the decision to either omit it or keep it should be consistent
throughout the translation; as Jsi: w35 (ex. 12), the religious term here
was translated as it is. As for the dubbed script, the translator translated
these terms as ISl (ex. 9), by omitting the sensitive word whores, as is
the case with the subtitling. As for J:Swll (ex. 10), as is the case with the
subtitling process, there was a toning down of this insult while still
keeping the drunkenness aspect. In the case of ilisa & oS (ex. 11), here
the dubbed script omitted the word Trojan whore completely, and
substituted it with something completely different, How pretty she is!
There is consistency here in the dubbing version where the word whore is
concerned; that is, the translator omitted it perhaps because such words
aren’t used in movies aimed at Arab audiences. And the last term was
dubbed as a4, which can be back translated as come on (ex. 12); again,
this religious (in Greek mythology and religion) term was omitted; this
goes along with the same reason the word whore was omitted. The context

it was said in, when Agamemnon’s soldiers were fighting over their prize
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— the Trojan Priestess Briseis — was perhaps a motive for omitting the

translation of this term.

4.3.4 Cultural References

Table 3: The subtitling & dubbing of cultural references

stories about you

Sic eJSSJ ‘._531 |

: English Movie Arabic Dubbed
Script Subtitles Material
BOY: Are the uaaaill Ja la zaaual

G Telie Jlay

morning. Poseidon

Aol Jaea

1 [true? They say your |of oslsés $dagaua Om Jiall g o
mother is an dgdl o aall Ay
immortal goddess. REAES
PARIS: A beautiful ) zliaa

933 Ad) (3 )dia

untouchable behind
his high walls. He

3 |thinks the Sun God
will protect him. But
the gods only protect
the strong. If Troy
falls, I control the

Aegean.

ol 283ay Aulladl
Cad) A}

Agd¥) OS] dAsaagw
1553l Lid aad
Gldw o)

B PRV IV RN WA

Oadaand¥) e

2
has blessed our sl O gdam ga LJalasll )
voyage.
AGAMEMNON: o) e dlall Gl <l
Old King Priam edy Y asl aBiay | 1ol 438 53 5l Ayl o
thinks he's aillya ala 5 ) s Sl

O oba L0 saaall
Gy uail) A1)
Al OS] 5 dsaag
S s guad Y
cela58Y)

Gldw o)

(il o33l 5k

. \.Jui ‘5.‘.{; ).le.u iu
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HECTOR: Briseis. EETEUPE g )2
4 | A servant of Apollo daala Giagaal
now? OY sdes¥ | oY) sdeal daala
PRIAM: The young olad | ol 5ok lad s
men of Troy were 88 53 ya 33y [ AL Leade ) aiS
5 |devastated when she GolEA) Leaie Qed el o
chose the virgin Q93 Gzl .Jsdad)
robes. Jgdad)
PRIAM: It's the will digdia Lg3) digdia 034
of the gods. od e JS dgdY) saY) JScdgdy
Everything is in 3S) agaay] 5 .3kl cias
6 their hands. But I'm | Gasw il aliia 438 )3 BaS oS]
surprised you let him B VEIENES fla juaay
bring her.
HECTOR: And how 43S WS 4d) 3 siam Ja
many battalions does $ ouadid) Ad) 2 g8y Al Gunaddid)
7 the Sun God € U gaad)
command?
PRIAM: Do not Oe DA Y Oe DAl Y
8 mock the gods. RVAN .93 9af
HECTOR: Tecton, Ja ¢ 5i853 Gl 053803
9 |is the Apollonian Osdsal A e oY) Aigsd)
guard ready? SO oala
ACHILLES: His a3igS | 51 sile 28 Aigsl)
priests are dead and | .daaw <l dgle | bl (3l @il
10 |his acolyte's a dgd) of adsed eS8l dgd)

captive. I think your

god is afraid of me.

LS"A &_QJLA
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ARCHEPTOLEMU
S: I spoke to two
farmers today. They
saw an eagle flying
with a serpent

clutched in its

&a DlS3

ces) Oae )l e

pa GBlag 1w )l
) Blae Olaad
Al 0da 4.8

S8ai _Jijgi O

GJ} Giaad

2il -657’“ Gee ) e
Ll lagd) I Yia
‘._55 5 Blan "J.ul_.i
oh.@.é .OL_.\AS ‘&gl.;‘)

cgdgal e %JL&!

1 talons. This is a sign | .o&l leylie | puad |1 jund (38ad G osu
from Apollo. We Mg
will win a great
victory tomorrow.

Troy is the eagle.

The Greeks —

ACHILLES: At (Jall) 8 O JS
night I see their Cagh sa s ) &b b))l agalis

12

faces. All the men
I've killed. Standing
there on the far bank
of the River Styx.
They're waiting for

me.

G Jlal) gaea
O588) 5 an  agllid
244 i e dllia
ph | St

NSRS A%

O}éﬁﬂ ?A\Ji cdgﬂ\

o8 489 sz":

RPN

13

ACHILLES: You've
dedicated your life
to the gods. Zeus,
God of Thunder.
Athena, Goddess of
Wisdom. You serve

them?

G S il
LA dilga
cas ) Ad) (gl
cAaSald) dgdi Lighl

Ledawaas il

.14.3&5 gﬂ:\\.:\; [GERY

@) 9 sl )
5 319l A) g Lgd

. r‘:.@.jA J$
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14

ACHILLES: And
Aries, God of War,
who blankets his bed
with the skins of

men he's killed?

ad) Gual g
gkig L.,EJ-H ?gJAJ\
3 iy o )

?e.e.lﬂﬁ ugﬁj\ d\.;)ﬂ

wold g
48] Hh @goald) 4l
d\;).‘\ J.‘.A 0=

15

BRISEIS: All the
gods are to be feared

and respected.

ol @z

. a..g.f}“ c,.m.;

peaind O g

ARCHEPTOLEMU
S: The gods favor

dgdW

oY) a5l e 3

Aol sl

Gid gl ola Llha

16 |our cause. Now is iiell @3 ) a i yedd (S
the time to destroy Chaall Haeadl ola sal)
the Greek army. -3l 5al!

PRIAM: May the dgd¥) Sa) Lisgdi

17
gods be with you. RSE Aad) i
HECTOR: I'll make Saa 2ie g ol

18

a pact with you, with
the gods as our
witnesses. Let us
pledge that the
winner will allow
the loser all the
proper funeral

rituals.

g3l (laLas)
ol é3sl (Agdy
ziagas 0Ll
3 5la Hulall

JAoalia

i.é.j;i‘ K] é:..q
C_J\JJ\ c‘&:dr_ dgaddan
JsS JMLAJ\ c.'m:a Lie

4383 s sakall
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19

PRIAM: I loved my
boy from the
moment he opened
his eyes till the
moment you closed
them. Let me wash
his body. Let me
say the prayers. Let
me place two coins
on his eyes for the

boatman.

) Cgpal

S5 Akal]l s
cAgige Lgad id
il Akalll Jia
Gl il Lgaale |
(A%ha Jaidy ()
S8 (] ras)

! ) (33Madl
A5 Opiakd aua ga
dal 0a 4gise

Dlaad)

Nia gia) Cgal
zid 311 akall)
e adaie Lgad

ol G Laal)

Al sl lagasle
S| (gis

Jal (giea (Adlala
L&) sdaall Anle
(aiadad é.«b\ ‘;39.\
dadze Je (adyadl

.43 1) y3al

AGAMEMNON: I
will smash their
walls to the ground.

If it costs me forty

r‘:A PR )A.ﬁi.u
gj.ﬂs }l JEEEN c\ajs
«all 30 <A

L:| G:\AA.MI‘ .‘;_ﬂ.jjg

r‘:A)\Jui Lﬂdi k_.ﬁju

EEI ROV PO T

Ll @l gaaa

60&\9,}} ‘5_'\;4\.;.»\

20 . L )
thousand Greeks, omdlas 1w | ol o) danly andl
Zeus hear me, I will LS s ) s ae r‘.A)\jui
smash their walls to .uaLYl
the ground.

ARCHEPTOLEMU A5a0a 534 e\ﬁ.’aj\ 132

21

S: This is the will of
the gods.

They desecrated the
temple of Apollo
and Apollo
desecrated their

flesh.

| 9Sgiil | AgdY)
5 9d9af dara da s
sl slga) aai

. (‘.\.@.AAJ

| 513 LS AgdY)
IS5 gd gl dumay

o8 Alsals Jlj.ﬂ
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ARCHEPTOLEMU PPRY Lalaal dsaa Led)

S: An offering to o (O | ad) ) G sailial)

Poseidon. The 33 g2l () 923l gall | gdaaal Haad)
22 Greeks are praying cpgidh g Gl) Aalla Ol

for a safe return

home.

ARCHEPTOLEMU ¢Aa285 022 2xa ) ladalis

S: This is a gift. We | i) sl ol cag oaad) 4l
23 should bring it to the L0 9 darea

temple of Poseidon.

VELIOR: Burn it? Tled Has Aooa Byad s
24 |My prince — it's a 4308 03 (sY 5e Jaal Ly Al

gift to the gods. AgdY

GLAUCUS: aisl 13350 )k a2 gia 3gia Uy

Soldiers of Troy! pS5aLa3 1) ga laa leal Ly 1320 550

You men are Pl Ll cils AS3aL48 1y sdilaad)

warriors. To lead I 5w o Gl O sSia

you has been my NAipdaiiy @ gad) loaaY ) g
25 honor. My prince! alaad O z 38 | Ll 5 L pdaiay agd)

The boatman waits | .Jshi @il ki, REIR AR PET

for us. I say, we A3) 9al) agd ) 5asd)

make him wait a

little longer!

Of the 25 examples in the table, 19 reference gods. This is done
either by specifying a certain god’s name or by just mentioning the word
god or goddess in general. The findings of the analysis of the term gods

are as follows:
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Table 4: The subtitling & dubbing of religious words

Source Text Troy

Subtitled Script

Dubbed Script

immortal goddess salla Al iV
gods dgly) iy
the will of the gods eIV diyiia 1Y) dapda
gods dgly) 5 gal
god el Slel)
gods i3 i
gods dgly) 5 gal
gods iV Lasgdl
gods dgly) iy
will of the gods igdV) daniia igdV) plassl
gods FAN a1y
the Sun god il a4l il 4l
Sun god ] ad) ] ad)
Poseidon Oy 92 g2 ()]
Apollo A4l 315
Zeus, god of Thunder ae I al) e A3
AaSall dgdl Wil Ll

Athena, goddess of
Wisdom
Aries, god of War
Zeus
the temple of Apollo
Apollo

Poseidon

Goallal) ey )l
G0
J.‘J_ji REE
sl

O 932 92

Goall all Gugla
SIEED)
}J}_ji REE
315

@
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As can be seen from the table, the subtitled script was consistent in
the mentioned 4¢!¥! or 41¥) when the term god or gods was mentioned.
However, the dubbed script specified sis! twice when the ST mentioned
god, while in the other instances, it used the general term igd¥). The
dubbed version also mistranslated the will of the gods, in the second
instance it was mentioned, while it did translate it correctly the first time
the phrase was mentioned. In the dubbed script, in the first instance the
will of the gods was mentioned, it was translated as 4¢l¥) 43284, however,
in the second instance, it was translated as al33i) and the back translation
of that is revenge, rather than will. This has to do with the fact that the
dubbed script in this instance did not stick to the ST when translating, but
rather opted to change the dialogue where revenge might actually fit.

When it comes to the examples where the names of certain gods and
goddesses are mentioned, the subtitled script translated all names and
descriptions while the dubbed script opted for either omission, as in the
case with translating Poseidon, or the omission of part of the description
that follows the name, as in the case with Athena, goddess of wisdom.

Other cultural references also deal with the religious beliefs of
Ancient Greece and mythology, such as the terms servant of Apollo, virgin
robes, Apollonian guard, priests, acolyte, River Styx, and the boatman.
Servant of Apollo was subtitled and dubbed as s:5¥ 4<2la. This was said to
Briseis when she joined the temple and became a priestess. While also
speaking of Briseis, the terms virgin robes and acolyte were also
addressed to her. An acolyte is a person who attends and assists a priest
or god (“Acolyte”, 2011), and in this case, Briseis joined the temple of
Apollo and became an acolyte, and as a rule, acolytes are not allowed to
marry, hence the term virgin robes is used to describe their clothes when
joining the ranks of priests and priestesses at the temple. Virgin robes was
subtitled and dubbed as Jsisdl <33 which is a literal translation of the
term, while acolyte was not subtitled or dubbed. In the case of acolyte,

Achilles was talking to Briseis and telling her that Apollo’s acolyte was
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his captive; he meant Briseis herself, but did not use the pronoun you. He
used her position at the temple to make a point that he was stronger than
the gods she served. However, in both the subtitles and dubbed script, the
pronoun <3l was used in place of acolyte. As for the term priests, which
was used by Achilles in the same example, it was subtitled and dubbed as
3¢S,

The term Apollonian guard was subtitled as o)l s and dubbed
as 43¢S)), The Apollonian guard is a term used to describe the bravest unit
of the Trojan Army, who were often in the front lines of any battle, and
were “some of the greatest and most experienced soldiers of the Trojans.
These soldiers were usually put into the front-line of battles, and were
noted to be a unit of perfection in javelin-throwing and horse-riding”
(“Apollonian guards”, n.d.). The translation provided in the subtitles
gives the impression that these soldiers guard Apollo’s temple, and the
mistranslation of Apollonian as Osis hints that perhaps the translator was
not aware of this term. The same thing could be said about the dubbing
translator, who translated the term as 4i¢S, which means priests and not a
unit in an army.

The River Styx 1is associated with certain beliefs in Greek
mythology. It is a sacred river that separates the world of the living from
the world of the dead, and the origin of its name Styx comes from a Greek
word that means hate, so in other words it could be understood as being
the river of hate or hatred (Dawson, 1998). In both the subtitled and
dubbed scripts, it was translated as («Siiw g3, The Arab audience would
probably be not aware that this river is one the divides the living from the
dead, which makes it a problematic term to translate. By rendering it as it
is, the issue of people not understanding what it is comes up. By
attempting to explain it — perhaps more so in the dubbed version since
there is more leniency with time and space — the audience would be able

to understand the gist of this term.
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The term boatman also refers to Greek mythology, and in their
beliefs, it is the boatman that helps the dead cross over the River Styx;
however, in order to do so, the dead have to pay the boatman, and that is
why coins are put on dead people’s eyes (“Boatman,” n.d.; “Greek gods,
Hades and death,” n.d.). The Arab audience would have to have specific
knowledge of Greek mythology to understand this reference if it was
translated as it is. In the two examples that mention boatman, the subtitles
translated them differently, once as _'s3ll and the second time as <l
while the dubbed script opted for omission of the term completely. Having
it as Ulaal)l does not help the Arab audience, but perhaps when translating
it as <s«ll) things become clearer, and although the cultural significance

of the boatman is lost, the idea that it is related to death comes through.

4.3.5 Honorifics

Honorifics are “a title, phrase, or grammatical form conveying
respect, used especially when addressing a social superior” (“honorific,”
2003), and they vary from culture to culture, and what is deemed as an
acceptable way of addressing someone in one culture could be perceived
as being rude in another. For it is said that “Language doesn’t only allow
us to exchange information about the world, it also serves to negotiate and
signal interpersonal relationships” (Stefanowitsch, 2007). While
translating or interpreting, translators must bridge the differences in
honorifics and provide appropriate equivalences in the target language.
The movie Troy provides a setting where several social standings are
present, and the usage of honorifics is frequent. A list of some
Scandinavian nobility titles and their Arabic equivalent is available
below, as compiled by Master Wilhelm von Schliissel, Mulai ech Tachfin,
and Da’ud ibn Auda (Ibn Auda, 2003).
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Table 5: Titles compiled by Master Wilhelm von Schliissel et al.

SCA Titles of Arabic
Nobility Equivalents
King Malik/Sultan
Queen Malika/Sultana
Prince Amir
Princess Amira
Duke Mushir (Musaitir)
Duchess Mushira (Musaitira)
Count Qadi
Countess Qadiya
Viscount Naquib (Naqib)
Viscountess Naquiba (Nagqiba)
Baron Shayk (Sheik)
Baroness Shayka (Sheika)
Knight Faris
Knight Farisa
Master Mu'allim (Maulan)
Mistress Mu'allima (Maulana)
Lord Sayyid
Lady Sayyida

Some of these honorifics

are used in Troy, and a comparison

between the equivalents provided in the list and in the translations of the

honorifics found in Troy will follow the examples shown in the table

below.

Table 6: The subtitling and dubbing of honorifics

#

English Movie

Arabic Dubbed Material
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Script Subtitles

MENELAUS: ¢ ) 5380a ¢ ) 538a

Hector, Paris, leal comals Lid claa ea L
1 |young princes, colaid) ) Y Laad o Lbal lela

come, stand, drink | o &) )88 o) llas

with me. P

HIPPASUS: My 28] 1Y ga (Al Lgal
2 |king! She left with ae Ola OaeY) ge Sila

the Trojans. Ol gkl

EUDORUS: For iadd 4 Alal e o
3 £

you, my lord. Y se b il

ACHILLES: Yes, Lgal axa 5 281 aad
4 |prince. But our L slaal 81 ¢ HaaY) [ Y R A0

names will remain. . s 8a0

ACHILLES: Be doda oS leal H13a

careful, king of il e glal) @a by | Yl aaiisla dlal)
5

kings, first you oaaill ) dalag

need the victory. N

GLAUCUS: Don't @383 Y Ly @ y3ds ¥
6 |get too close, my $Y 9 Ly ) s Y 54

king.

The transfer of the honorifics in the table were different in the
subtitling and dubbing processes. As can be seen, in examples 1, 3, and 4,
the honorifics young princes, my lord, and prince were omitted in the
dubbed script. Since the dubbing actors had the same amount of time as

the original actors in the ST, and since time is not an issue in these
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particular cases, the omission of these honorifics was uncalled for, and
they should have been included in the dubbed script since there are Arabic
equivalents for these honorifics. In these same examples, the subtitled
script translated the honorifics as OW&) ¢l s¥sa and V)
respectively. oladll ¢ ,«Y1 is an appropriate translation for young princes,
however, duality is present in the Arabic language, and the speech was
addressed to the two princes, so perhaps oLlill ) Y1 would have been a
better option. The translation of my lord as ¢¥Y s« in the subtitled script is
a tad problematic because the same Arabic honorific is used to translate
my king. An alternative to ¥ s« where my lord is concerned could be (523,

Examples 2, 5, and 6 are all concerned with the honorific king;
however, this term seems to be a bit problematic since inconsistency has
been observed when translating it, and confusion with the honorific lord
is present. In these examples, the term king was used in examples 2 and 6,
while the honorific king of kings was used in example 5. The subtitles
translated these honorifics as ¢¥s« when king was present in the ST, and
as dslall e when the ST stated king of kings. As addressed earlier, ¢V s«
is used for both lord and king in the subtitles’ script, although the
addressees are not always kings. Another issue is that when the ST said
king of kings, dslsll e was used. Had the same term been used for king,
i.e., dla, then the issue of inconsistency would be removed. As for the
dubbed script, the translations of these terms are <), 1l and VY=,
Again, the issue of inconsistency crops up. Whereas both examples 1 and
6 use the honorific king, it was translated as <« once and ¢¥s« in the
second instance. King of kings was just rendered as <, and in this
example, not only was the honorific jeopardized, but the intended sarcasm
was lost. Achilles was speaking to Agamemnon in that example, after
Achilles’ battalion succeeded in overpowering the Trojans; however,
Agamemnon was not happy with Achilles and insulted him, and this is

where Achilles used the honorific the other kings had bestowed upon
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Agamemnon, but as opposed to the other lords and kings, Achilles used it

scathingly.

4.3.6 Names

Names in literature almost always serve a specific function. The
relationship between the name of the character, his or her personality, or
the genre the piece of literature adheres to usually has some kind of
connection and relationship. According to Kalashnikov (2006), “The
names containing in their stems components of common nouns and of
other parts of speech can, along with their nominal function, carry out the
function of characterizing a person or a place.” In addition, “Almost all
fictive names to different degree are subdued to the literary context in
order to serve certain narrative purposes,”’ as seen by Bertills (2003, p.
42). She also stresses that “names that appear in fiction may be
considered more unique in terms of identification than an ordinary
personal name” (Bertills, 2003, p. 42). The “specific referent” these
names refer to color the reader’s perception, and often give more
understanding and depth to the overall story and plot. Bertills (2003, p.
45-47) categorizes names in literature in three separate categories. The
first is the “conventional personal names”; these are general names that
don’t have specific traits, which are used similarly outside literature. The
second category is the “invented names or coined names” and according to
Hermans these are “semantically loaded” (as cited in Bertills, 2003, p.
45). These names, usually found in genres like fantasy and children’s
literature, are coined for specific purposes, and might have roots in
conventional names. They give more meaning to the characters and the
text and serve a literary purpose. King also calls these kinds of names
“poetic names” (as cited in Bertills, 2003, p. 45). The last category is

“classic names, or historical, universal or literary names” and might refer
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to historical figures or classical characters in literature; examples are
King Arthur or Macbeth. In addition, Chung-ling (2010) refers to certain
names as being non-material ones, regarding a subcategory of culture
when it is being seen as material, for example clothes, Greek names in
this instance, “It is noted that the characters extracted from literary
works, such as the Bible and Greek mythology, are regarded as virtual and
fabricated ones, so they are identified as non-material ones.”

According to Nord, “translators do all sorts of things with names;
such as substitute, transcribe and omit them” (as cited in Fernandes,
2006). Conventional names, from the categories previously mentioned, do
not need translation as seen by many translators. The reason for this is
that they either do not specifically refer to something, or because the
target text’s morphology and phonology systems can embrace them easily,
or also because they “have acquired an international status” (Fernandes,
2006). The second category of names, “the semantically loaded” ones, are
the names “motivated” for translation (Fernandes, 2006).

A well-known strategy for translating names is borrowing or
transliterating, which, according to Mulliez (2009), is used to “maintain a

b

unity of location and culture.” Other strategies are morphologically
adapting a proper name, finding a substitute for a word, like using
exonyms, and adding notes and footnotes to explain the special reference
in names. “On the whole, translators must often choose between
conveying the culture of origin and rendering the meaning(s) that proper
nouns are loaded with” (Mulliez, 2009), and based on this choice,
translators choose the strategy they perceive to be the most fitting,
whether it is borrowing (transliterating), substituting, translating, or
simply omitting.

A comprehensive list of the names that appeared in the movie Troy
in its original, subtitled and dubbed versions, along with the strategy used

in translating them, follows. The names are listed based on their

appearance in the ST.
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Table 7: The

subtitling & dubbing of names

English Arabic Dubbed
Movie Subtitles Material Strategy Used
Script
Agamemnon O siaale | Osialel | Transliterated in both.
Boagrius! NEETBLRY NEETBLEY ) )
Transliterated in both.
Achilles NENIEY Jaal | Mistransliterated in the
subtitles. Transliterated
in the dubbed.
Hector, ¢ ) 5aSaa ¢ ) 3iSa ‘ ‘
. Transliterated in both.
Paris RSB BB
Menelaus 0% sladaa o sadaa ‘ ‘
Transliterated in both.
Achilles, Os) cedaal RARREY
son of oo sl wssadaa | Transliterated in both.
Peleus
Princes of ) el by 3315,k ¢l yel | a)  Troy is Arabicized.
Troy Helen 33l 5k 024 | b)  Helen is
[UEARES transliterated in both.
Sparta i.k).}.u\ i.k).}.u\
Transliterated in both.
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Priam

el 2

pla

a) Mistransliterated in
the subtitled text.
b) Transliterated in the

dubbed version.

10

Patroclus
Odysseus
Ithaca

oo sl 5S 53
STEEERY
1St

wesd 5S 53
STEEINERE]

Sl

a) Patroclus is
transliterated in both.
b) Odysseus is
mistransliterated in the
subtitled version;
transliterated in the
dubbed version.

c¢) [Ithaca is

transliterated in both.

11

PARIS:

Briseis!

[ o) 2

JETEICERE

a) Mistransliterated in
the subtitled,
transliterated in the

dubbed.

12

Eudorus

S EPELET]

a) Transliterated in the
subtitled.
b) Deleted in the

dubbed version.
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Tecton 053853 085 | a)  Tecton is
Apollonian | osdsal ol s 43¢S1) | transliterated in both.
guard b) Apollonian is
13 mistransliterated in the
subtitled; deleted in the
dubbed version.
14 |Lsyander ERIVED) oY | Transliterated in both.
15 |Ajax oSlal oSlal | Transliterated in both.
Andromache Sla il @ | Transliterated in the
subtitled text, deleted in
16
the dubbed version.

The table above shows how the names in the movie Troy have been
translated in both the subtitled and dubbed scripts. A discussion of the
mistranslations and deletions found will follow.

Example 3 shows us Achilles being subtitled as il while it was
dubbed as J:3l. When comparing both translations of Achilles to the Iliad
in Arabic (ussusesa 33LIY)) it is found that in the literature, Achilles is
found as J:Al. In this case, the dubbed version transliterated it correctly,
while in the subtitled script, it was mistransliterated. In this case, the
subtitles’ translators might have not gone back to the literature and
merely arabicized the name.

In example 9 about names, King Priam’s name is mistranslated in
the subtitled text, while in the subtitles it is al)2 when is should have
been as ¢l22, which is how it appears in the Arabic Iliad and the dubbed
script.

Example 10 has several names, but the name in question is the
mistranslated Odysseus. In the Arabic Iliad, it is often found as

either wosadsl or wessm2sl; however, in the subtitled, it is w+s:2s). The
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dubbed version has it as uss2235, which is how it is found in some of the
translations of the Arabic Iliad. The same problem has been found in
example 11; when translating Briseis, it had been mistransliterated in the
subtitled text.

As for examples 12, 13, and 16, omission of the names occurred in
the dubbed script. Eudorus, Apollonian, and Andromache have all been
deleted in the dubbed script.

Besides the obvious issues of mistransliteration and omission in
some of these names, the intertextuality these names bring to the audience
intended in the SL gives these names more personality. The SL audience
is more familiar with Greek mythology, names, and culture. The names of
gods, and goddesses, and the names of places and characters are all
intertwined with other Greek literature, which gives the SL audience a

more in-depth look when compared to the Arab audience.
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CHAPTER V: Conclusion

Prior to starting this research, the hypothesis was that the dubbed
script would be more in line and more accurate than the subtitled script.
In other words, the technical issues concerning subtitles are various and
range from technical issues such as the number of words ideally used to
fit the audience’s reading speed, the font size, and the duration of the
subtitles to linguistic elements such as the level of language, the lack of
cohesive devices because of time restrictions, and others. Therefore, there
is a belief that these factors, and others, somehow force the subtitled work
into being that of a lesser quality and accuracy when compared to the
dubbed word.

In comparison, the dubbed work does not come without restrictions
or limitations, and sometimes the added quality of lip synching comes in
the way of a good quality dubbing. However, the restrictions that the
dubbed work falls under are less in comparison to the subtitled work.

The findings of this study were surprising, however. The subtitled
script of the movie Troy was more accurate than the dubbed, and the
translation was more successful. There was less deviation in the subtitled
version and no drastic changes in the script. Although it is found that a
subtitled work provides less text than the original audiovisual product,
almost half of what is being said, “it has been found that subtitles deliver
43 percent less text than the original audiovisual text (Gonzalez, 2009, p.
15), in this case, the dubbed work is the one that provided if not less text,

then less accurate text.
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The problems of accuracy in the dubbed work range from minimal
inaccuracies concerning words, to inaccuracies concerning the plot of the
movie, where the script was manipulated in such a way that the dubbed
work was saying something, and the original work was saying something
else.

This manipulation could go unnoticed by the audience since there is
no original sound track of the movie playing at the same time. The
dubbing actors’ voices are the only source the audience has, and there is
nothing to compare that to. That could be a reason translators feel they
have the liberty of translating, or rather, mistranslating the original ST.
The skopos, or aim, of the dubbed movie is also another aspect that could
lead to such a manipulation. However, this manipulation also questions
why it was done in the first place. A possible theory could be that the
dubbed script was made with the Arab audience in mind. However, when
analyzing the script for how it dealt with religious sensitive words, such
as the Greek gods for example, it was found that the terms used in the
dubbed script were not consistent; in some situations the terms were
translated, in others, not, with no apparent reason.

This kind of manipulation would not be successful had it been in
the subtitled work. The subtitled work is aimed at audiences who can read
but do not understand the foreign ST language. However, in many cases,
some of the audience do have a perhaps basic understanding of the ST
language, and would be able to spot out the differences had the
manipulation been extreme.

In many cases, the dubbed script shortened what was said in the
original ST, when it actually has the same time the ST has for making the
audiovisual product available. This begs the question of why this was
done when there were no restrictions concerning time and space.

When it comes to translating, most translators attempt to find a
literal equivalence first before opting for a dynamic equivalence, which

seems to be the strategy the subtitles translator was working with.
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However, the dubbing translator rarely opted for literal equivalence, and
in some cases, there was not much equivalence to speak of, such as parts
of the dialogue between Tropias and Agamemnon.

The analysis of the movie scripts show that the deviations in the
dubbed script are frequent and almost always uncalled for, and these
deviations have caused problems in inaccuracies, mistranslations of names
or honorifics, and word choices that could have been replaced by more
appropriate substitutes.

Upon watching the dubbed work and the subtitled work, it can be
said that both movies do not provide the same effect. The way the
translation was carried out in both processes in turn, seems to provide the
audience with two movies rather than two formats of the same movie. The
exaggeration and deviation in the dubbed script being the main culprit of
this result.

Although there are various forms of dubbing, this movie was not
intended to be a parodic dubbing, or a commentary one, or any other form
of dubbing that is supposed to have deviation as its motive. This movie’s
dubbing was supposed to be a voice track replacement dubbing, and thus
should have been closer to the original than this.

As a recommendation for further studies, more research needs to be
done on the trend of dubbing that MBC MAX seems to adhere to. Also,
whether there is inclusion of language specialists and veteran translators

in the translation processes is another element that should be studied.
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APPENDIX

English Movie Script Arabic Subtitles Dubbed Material
AGAMEMNON: It's Ol v o ) Aagize Gl
a good day for the crows.
TRIOPAS: Remove o i gaa e o2 e Gl g
your army from my land. sl oay)

AGAMEMNON: I
like your land. I think we'll

@l gia cal Ul ¢ i Ll

(st dagia olal)

stay. I like your soldiers too. Laf

TRIOPAS: They'll ECARPTRENS o |5l )]
never fight for you.

AGAMEMNON: Osimnall 416 L 12a ¢Crimmaall s Ja
That's what the Messenians OV oY)y ey slS YY) ol O V15 (alSYI
said, too. And the Arcadians. RPARSEIPIENIVERIEN OV el
And the Epeians. They're all
fighting for me, now.

TRIOPAS: You can't Jpanll iy ¥ L Loall JS el
rule the whole world, Osiaalel Loyl allall e | elle i S L) () siaale
Agamemnon. It's too big. A s daa S ag) il

Even for you.
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AGAMEMNON: I
don't want to watch another

massacre. Let's settle this war

alal o a iyl
sda el (5 Al 5 ) aa
il Al 48, Hhally oyl

Gt iy
Ay yhay o pall eaild 5 ) e
e & gia Juadl Jla) A

in the old manner. e (bl A el jlaa (S sia Jual
(beat)
Your best fighter
against my best.
TRIOPAS: And if my S la)y patil o g ¢ blae 705 13)
man wins?
AGAMEMNON: O (st it AT PR IRICE
We'll leave Thessaly for good. 335
TRIOPAS: Boagrius! R R e 5
AGAMEMNON: ol ol
Achilles!

TRIOPAS: Boagrius
has this effect on many

heroes.

138 (50 08 50 s
A e LSl el

s 5 & o g1 & 50

dabde e

AGAMEMNON: Be

L ¢l e ) 4l

Al el 58 La ) )

careful whom you insult, old Seoad) (Sla L)
king.

OFFICER: My king, ol ol (Y sa T PERIEURIP P
Achilles is not with the army. NE-IENUE s

AGAMEMNON: €5 ol 5
Where is he?

OFFICER: I sent a Cangd 6 il Aab 8l i sl
boy to look for him. Ao
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BOY: Are the stories

about you true? They say your

Al Al (anadll Ja
Gl 5 o oy o) st FAaaa clic

mother is an immortal B Al oo
goddess.

BOY: They say you S Y il o sy Y el
can't be killed. REi

ACHILLES: I Calexil S Ll 913) & Jall i) 13kl

wouldn't be bothering with the
shield then, would 1?

?c:\;...a dadie &Jﬂ\

BOY: The L;'J\ ‘SJ)SL»:CJ\ Jda IRE Py S Lﬁhl\ daJll
Thessalonian you're fighting LAl il day oshan

-- he's the biggest man il das Sl
I've ever seen. Ll

BOY: I wouldn't want Aol glayly Jal alial o)
to fight him.

ACHILLES: That's S ) Gl 13g] aal @l Sy o) 13
why no one will remember REPWRN
your name.

AGAMEMNON: o o) s Ly &8 D gl &l L)
Perhaps we should have our Ll e oS Ladie Jae Wy s e s il s

war tomorrow, when you're

better rested?

S

AGAMEMNON: I

Gl pual o ey OIS

1 e eldle] Cogu

should have you whipped for felialé o) 1o gually Ll
your impudence.
ACHILLES: Perhaps EL R P R DU 13) cif alit

you should fight him.

ldaas
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NESTOR: Achilles SRy bl

NESTOR: Achilles SRy bl

NESTOR: Look at the Jall o sa s Al kil A eaginll ) lai)
men's faces. agdl ks

NESTOR: You can i) ) i€y s34 5 o) o skl
save hundreds of them. You e S i e o all
can end this war with a swing ol olgd) iy PUS B A PR
of your sword. Slans e 4y ey @ jall

Let them go home to ) U9 5m aged

their wives.

peila s G eped Jla

ACHILLES: Imagine
a king who fights his own

ol el ) gl
Gy & Al dalal) a8 e

o e o) Jas
ARl el 5 s pall

battles? Jnas | jelaa

Wouldn’t that be a
sight.

AGAMEMNON: (to Ve pend G jlall S
Nestor, under his breath) Of B (e Csanall C el o ST e ST asKl A1)
all the warlords loved by the Y an ST o3 ) (gl
gods, I hate him the most.

ACHILLES: Is there $ Al padd (e L ¢ Al asl el Ja
no one else?

ACHILLES: Is there Al e (e Ll ¢ a0 asl el Ja
no one else?

TRIOPAS: Who are fsxiall Ll (il (g 138 L ) 5S5 (ga
you, soldier?

ACHILLES: Achilles, o sal Gl (bl ossale Gl ¢ ubial

son of Peleus.
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TRIOPAS: Achilles. I 1a Sl € alal 1 Sl ¢ alial
won't forget the name. axY) oY
TRIOPAS: The ruler 128 Josy Jlusi oSta Gaiay Sl ala

of Thessaly carries this

scepter. Give it to your king.

KL adae ]l guall

L ) Al Alad sl

ACHILLES: He's not
my king.

T

oSl G 4

MENELAUS: Princes

of Troy, on our last night

‘éjc'éﬁ\}‘)la;\f“.:\
Cola ALY U WAL ]

alﬁ:‘;éc'éd\}‘)bg\fi
S Gl A<l 5 Ul AL

together, Queen Helen and 1 S
salute you.

MENELAUS: We've oo LlISA U il | e Liie) 3 < i€
had our conflicts before, it's e Ly jla anaa 128 ¢ J 8 sUab Al s liad
true. We've fought many 983 g yka gdda yuul (Bac 15 58 LA 30 4 4k
battles, Sparta and Troy. And lna Wla
fought well!

MENELAUS: But i gial Ll i) ol 1S oS o il

I've always respected your
father. Priam is a good king,
good man. I respected him as
an adversary, and I respect

him now as my ally.

d.;)s.\g;&e:\\)g.gﬂﬂb
4o jinl ¢ g€ aa jinl Alla

salas oY)

@S dw da 5 e el
Y 5 elaef LS Ladie 4q jial
o Ll 4y

MENELAUS: Hector,
Paris, young princes, come,

stand, drink with me.

Leal comls 53
D5 ) llas ¢l o) )

e L

b ol siSa

MENELAUS: Let us

drink to peace.

.em ol
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HECTOR: Peace 583055k w2l O bl s
between Troy and Sparta. Ada ol Wa sl g8l 55k

MENELAUS: May e Py (&t Sl el A a2 la
the gods keep the wolves in Lyl b elul) 5 Jlall Al ) ek
the hills and the women in our
beds.

MENELAUS & ™ A s
HECTOR: To the gods.

PARIS: Pearls from e Y %]
the sea of Propontis. L 529 2

HELEN: They're Abea L) e 4l
beautiful. of akiad ¥ ) O shine Lgaxi i )
But I can't wear them. ezl il
Menelaus would kill us both. Lo shiine Ll o8

PARIS: Don't be Ade AT Al AASY

afraid of him.

HELEN: I'm not
afraid of dying. I'm afraid of

tomorrow, watching you sail

Ul sl o5al Y Ul
G ol a2zl e calal
g ) il Aalle amy

S i ol Glal asl) e Al

away and knowing you'll Sl
never come back.
HELEN: Before you s ol das oyl ey of U

came to Sparta [ was a ghost. |

JWMQ.\S‘;U:).\M\

zand 5 JST 5 el lad g

walked and I ate and I swam U I REPNPREA N Alpe ST )
in the sea, but I was a ghost. v RENR LIS

PARIS: You don't i of elle ) e AlAS Y
have to fear tomorrow. 2zl
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PARIS: Come with PEPPRIEN e S
me tomorrow.

HELEN: Don't play Yoo ore QY Yoo e dm Y
with me, don't play. sl e U

PARIS: If you come &8 058 O e ) OsSa ol )

we'll never be safe. Men will
hunt us, the gods will curse us.
But I'll love you. Until the day
they burn my body I will love

Jla N G jlass Il ol
lals <) 4V Luslin

Chgn, (sl 438 () 8 ya

AV el 5 JUaps el
of S el sl Lialis,

el Jhls Jldia 1)) s

you. JERN

PARIS: A beautiful AL cdea zloa A} (e rlua
morning. Poseidon has blessed Lils ) (s s Al A se
our voyage.

HECTOR: Sometimes (Ol (g b FANIE P RAEIN
the gods bless you in the 5 zlall AV CIS s slusall ol 5 ~luall
morning and curse you in the gl amy clials
afternoon.

SAILOR (in )80 ) il Ao Y ) gad )|
background): Drop the sail.

PARIS: Do you love €A L i da Jas S AL i da

me, brother? Would you
protect me against any

enemy?

?}M‘-

felac ) i Jseali
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HECTOR: The last

‘SMCL\AXSSE‘)A‘)AI

1388 Sifian 3 pe A

time you spoke to me like this S aill s e Gy g laa | prea S
you were ten years old and Oban Ci yu 8 OIS 45 ydlal) Sl yi) Jala LAl 5 Gluan
you had just stolen father’s Ll

horse. What have you done SOV s Jila

now?

PARIS: I must show AL JE I U puEN Uil el s
you something.

MENELAUS: Where T O Tt o
is she?

MENELAUS: I swear & AV Al 5 andl AV andy cll
by the father of the gods I'll o al o) L el o i al o) el adail
gut you here if you don't tell EEANS
me.

HIPPASUS: My king! e ls 28l gV ga e il el L
She left with the Trojans. Ol gkl Gy

HIPPASUS: The sl ) giluall W Ll aluall 138
fisherman here saw her board a8 AL e e [PV
their ship.

MENELAUS: The sl k) o mY)
Trojans?

FISHERMAN: With bl 5 aa ok Y ae
the young prince. Paris. She -- ol suall

MENELAUS: Get my AL 5 e CSoall J e

ship ready.

HECTOR: Turn us

around. Back to Sparta.

) edlal) s ae
Ads

(_A‘\ Rt X ¢adal) Jdi
Ads
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SAILOR: Sail #1581 ) b Al
PARIS: Wait, Wait. ISlga okl ¢yl
HECTOR: You fool. tadif | lo sire
PARIS: Listen to me - I ol lginand
HECTOR: Do you failad Lo alai Ja x Sled Lo i VI
know what you've done? Do ks A oS alat Ja Slsh adal gaial Ll

you know how many years
our father worked for peace?
How many brothers and

cousins he lost on the

€3l Jal (ye Ll

battlefield?
PARIS: I love her. el Leaal
HECTOR: This is all el daal 3 jaa L) 3 Cal)
a game for you, isn't it? Sl i
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HECTOR: You roam
from town to town, bedding
merchants' wives and temple
maids - you think you know
something about love? What
about your father's love? You
spat on him when you brought
her on this ship. What about
love of your country? You'd

let Troy burn for this woman.

Bl (e il

Dl a5 5 aalaai o5 A
@bl 2 il 5 el elid
) e Bl (o jas

eelall s caa Ll

ledtila Lexie 4l

18_AL o2a (e e

felaly con ol 130

dal gesagl yla yaeviy Jaii o8
851 yall

Y Aae (e JEi

Dl Gl 5 ae seli 5 A
aall  agd dluds plai
el e e ¢l

L ladl 4l il £l )
$elan Lgd yanl

il éla e 13

e 83 5ok (3 s

3l Jal

HECTOR: I won't let

Oe b Tadi el o)

O e e o

you start a war for her. Lelal Lelal
PARIS: May I speak? falil) JuiSay da el
PARIS: What you say (a4l 58 L &l e il Al

is true. I've wronged you. I've
wronged our father. If you

want to bring Helen back to

slad callaa celalas cullas]
Lall

Gl sale) i ¢

Lall s alilaa
eile] @l o
PN daacls il

Sparta, so be it. But I go with U S A yand ) Lesd) i
her. APEORETR

HECTOR: To Sparta? $ada youl I Ada il A sl
They’11 kill you. JEGAW

PARIS: Then I'll die Ul 513 & pal Lelal e a1y
fighting. Al
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HECTOR: Oh, that Al ghy 1aa @l sy Jae 138 off oyl
sounds heroic to you, doesn't il s of Srmaa | Jal (e csal 5 il € sy
it? To die fighting. Tell me, Sl 51
little brother, have you ever b g ell Guw Ja S8 e sy Culid
killed a man? O

PARIS: No. PN b

HECTOR: Ever even

ol y s ell Gaw Ja

gy Sl Sl

seen a man die in combat? fl je A Dga sy Lol
PARIS: No. DN N
HECTOR: I've killed pgiran g Yla ) Ll el ) Vs il

men, brother. I've watched

them dying, I've heard them

O s agtiald 5 () 5 sa
& Ak e la

ol ol S 5 agidl ) o ssa
Al Lﬁ‘ Y geclld 65 3 Lﬁ‘

dying. csiba s ) (o (ga e ¢ el Jal (pe € gad (i gus
There's nothing Gl el Joii| Y g caall s Lo alad Vg el
glorious about it, nothing Cayad ¥ S call Jal o cnll e Wl alas
poetic. You say you want to i Y il 5 el e Ll
die for love, but you know sl e Ll
nothing about dying. You
know nothing about love.
PARIS: All the same, (dglita Lemsaa APE PRI
I go with her. e il
PARIS: I won't ask Of lia allal ) elie allal () 5
you to fight my war. A dal e jlas EXYSIA
HECTOR: You Al Glad g el Ban eliae L Lalldal
already have.
HECTOR: To Troy. 33l g,k 33l gk
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SAILOR: Turn ship. 1all calall ) Adal) o
g )
MENELAUS: I want Asad o Ly ] lanel Cosu
her back.
AGAMEMNON: Of VN FHEWEN Sl e Jadin
course you do. She's a Ll Jaa s L)
beautiful woman. Aliaa 8yl 2

MENELAUS: I want
her back so I can kill her with
my own two hands. I won't
rest until I've burned Troy to

the ground.

i 23 Oy )
s Ll e oSl
Gual ol dd Ui o
LS sl )k

LY Lgiale ) @lia oy )
Gk baey &5 opla (s
Lett L33l g ok

AGAMEMNON: I

Gl Gl caasie |

ekl g 3 el s

thought you wanted peace 3350 sl aa o3l
with Troy.
should have listened to you. <L)

AGAMEMNON: )...t-\ﬂm eM\ E) celuall eM\
Peace is for the women and elinall eldaall
the weak. Empires are forged Sl L i <y shal YY)
by war. all REPEENE
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MENELAUS: All my
life I've stood by your side,
fought your enemies. You're
the eldest, you reap the glory -
- this is the way of the world.
But have I ever complained,
brother? Have I ever asked

you for anything?

G g s Jlsh

e s cdlils
A il ¢ <Y1 el

Alall Jls A 534 ¢ el

Lo o il da (S

(o gl e ulla da £ AT

¢l

Ll il ) e
REFPRCALH
Glinai (3 22l (S
Sy ey
Ta s I el Ja

¢ sl e il

AGAMEMNON:

Never. You're a man of honor.

b da il s\.l,\i

s ydd) QJJ‘ c\.\.}i

MENELAUS: Will

) (o2 cadin Ja

$ AL e i

you go to war with me, fal sl
brother?
AGAMEMNON: I ol cagie | Lallal A3l o ol s

always thought my brother's

SAme sl el culg Afda)

Cuia LS 5 dadle s dne

wife was a foolish woman. laa Bada Ll cia Ll RRVIRURI PR
But she's proven to be very
useful. Nothing unifies a
people like a common enemy.

NESTOR: The PR EA PRI Y sl gk ) gl
Trojans have never been oard) i ol cmag) Nl | U8 (e aal e g e ol (3 yias
conquered. Some say they ot g3 (S Y 4l

can't be conquered.

97




AGAMEMNON: Old

Y 4l iy ay el

o sl Ll ()

King Priam thinks he's Ay Allall adlans Cald el 5 ) s Sl ol 4d ¢
untouchable behind his high OS) Asengn el all 0 | el ) ) (i g sl
walls. He thinks the Sun God ls il adh anidgly) YAV o 5 Aseny Ca g
will protect him. But the gods V) LAY (5 an
only protect the strong. If LS NIV IV Y[ S (Ul 33 5yl et
Troy falls, I control the Gy Ll Sle Sl
Aegean.

NESTOR: Hector G a3 Gl €A s
commands the finest army in Sl & s O (A G gl
the east.

AGAMEMNON: I'll 358 alicly daalali bl Ui 4aalali

attack them with the greatest
force the world has ever seen.
I want all the kings of Greece
and all their armies. Send

emissaries in the morning.

A.Ui .LA):\ eﬂ.sd\ LAAALJUIAP

a5 (Ll dle aren
Zheall (8 ol e Cand

sl JS callale 4da (4

Loy agd du )l ag s

NESTOR: One last

S glind Al

d.\;\ ":’Ji g Lﬁ-‘]

thing. Adali () saa ya 5 el Adse s
We need Achilles and
his Myrmidons.
AGAMEMNON: OSar Yl O LiSay ¥ ]
Achilles. He can't be Jie Ly jlay 38 cale 3 k) Jie Lide it cae sl
controlled. He's as likely to LCia g) phall ) 5kl

fight us as the Trojans.
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NESTOR: We don't
need to control him. We need
to unleash him. The man was

born to end lives.

sl Y lini (o
Adllai 5o i o 3 5 eadle
I Ja 18 3

drade sl
o) 138 3l agile 4illai,
Z)so¥ paid

AGAMEMNON: Yes,
he's a gifted killer, but he
threatens everything I've built.
Before me Greece was
nothing. I've brought all the
Greek kingdoms together. I've

(2t 30 JB 48] o Jal

Al el At Le JS dagy 4
Coman Ul L Gl oS3
Ll iy Qb sl CiSlae maes
2 g toalie il LS

5l LS s Cual
e bl At Lo JS aagy 4]
G sl i e Ul )

led 8an g Al catls yila
Cald LAl Ll 5 Lgaalae

(g3 5 ¢ gt b el

created a nation out of fire- 16l ¢ g (el sa ubal
worshippers and snake-eaters. Cealall s el | Al el (50 (e sy
I build the future, Nestor, me! | day ) osn by da b e
Achilles is the past, a man Al Y elay (yen
who fights for no flag, a man
loyal to no country.

NESTOR: How many G LauS A4S 2 oS OS] LS 45 B Juady

battles have we won off the

edge of his sword? This will

oda () sShu 40 jlaall 43 68
Lo s alladl Lasals G alae

aadaind )l 4353 e & jladl) (1
‘;“ E\:\L—.\' .S‘ e .Oi

be the greatest war the world b alaef ) dalag o FEE FEPES
has ever seen. We need the
greatest warrior.

AGAMEMNON: day ) o dal V) cuadin
There's only one man he'll A8 aal D)
listen to.

ACHILLES: Never REVIREg DY WY

hesitate.
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PATROCLUS: § 5 gie il Ja e aila
You’re nervous?

ACHILLES: sl ya Al e
Petrified.

PATROCLUS: You i Jaal YT 8 i & i Y

told me never to switch sword

hands.

oA Ay

ACHILLES: Yes, by

the time you know how to do | .cs el sl () aaiasi () calaniass 8 ey Jeas Y
it, you won't be taking my
orders.

ODYSSEUS: Your dron il moal ) A Ll o3a Ja
reputation for hospitality is A shd el g Lo s
fast becoming legend.

ACHILLES: (sm R ol S L Ol sl S5k

Patroclus, my cousin --

Odysseus, king of Ithaca.

_LS\.::\:\\ e ‘w}:mj\

LSL:\:\‘ kﬂl&w‘%\.ﬁj‘ 12 3§ bne

ODYSSEUS: e (sl S 5 5 Gl ¢ sl oS5 i
Patroclus, I knew your parents ) (lidia Ul s il e el el
well. I miss them.

ODYSSEUS: Now i 511 13e V) el (e plai il (Y
you have this one watching iy 38 iy Guliald (e aleil | 4y Galal eladagl cda )l 138
over you, eh? Learning from 8l 13gd & lal) Sl il el

Achilles himself. Kings would
kill for the honor.
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ACHILLES: Are you dal e La il a el (g 5 L)
here at Agamemnon's ¢ siaale ] clla
bidding?

ODYSSEUS: We need RN U A il
to talk.

ACHILLES: T will Aday o jal Az 1 )
not fight for him.

ODYSSEUS: I'm not o i Qllaf Y U J G elie llaf o

asking you to fight for him.
I'm asking you to fight for the
Greeks.

Oxilsall dal e o jlas

LU sl Alea @lia ullaf ¢z

ACHILLES: Why?

e Ol sl ai Ja

a el Ja olilad

Are the Greeks tired of Sagans 4y jlas aalal
fighting each other?
ODYSSEUS: For palal) gl N

now.

ACHILLES: The

925l O g5l all

_&JLMEJ‘}JL

Trojans never harmed me. Las

ODYSSEUS: They sl ) gilaf sl Ol gall ) gilaf
insulted Greece.

ACHILLES: They Al dall ) silal i ol Ll | il
insulted one Greek, a man e adadlaall e oSl | e ol 138 cdlia gy e Jalaal)
who couldn't hold on to his 9 lE (e 138 Ja calin ) (S

wife. What business is that of

mine?

ODYSSEUS: Your

business is war, my friend.

Luall s lils

(shiia

L bl (e cuall oS
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ACHILLES: Is it?

The man has no honor.

! dall G flia

B

B

iy s s

ODYSSEUS: Let
Achilles fight for honor, and

let Agamemnon fight for

P ENYSRIN R
las g siaalef @ il yall
o sEAN o 5 Adalull

Jal e il (siasled g
G B A o gkl

power. And let the gods s sy da A Cpla )l
decide which man to glorify.

PATROCLUS:For the 10 sl dal e 10 sl
Greeks!

ODYSSEUS: Forget
Agamemnon. Fight for me.
My wife will feel much better
if she knew you were by my
side. I will feel much better.
We’re sending the largest fleet

that ever sailed. A thousand

s gsaaed Gl

S ins ) G Jal (e
Ul s ) el caale
sl S0 i b

FLENRE S

SN o) siaaled il

O ek Cogm Sin ) L GlaY
Gogas Ul 5 il ) il caale
adal i iVl jad
i Qall i ym U shand

ships.

PATROCLUS: Prince A da siSa Yl Colaa S (S
Hector, is he a good warrior as o s S aa o jlas ey
they say?

ODYSSEUS: The best s e Juail S b Junaill s
of all the Trojans. Some say Ol lall [ Jaadl s J iy Gl 5330 5k
that he’s better than all the Szl adl (mndl J g8 Ol gl) U e
Greeks too. Leadl sl (e
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ODYSSEUS: Even if

your cousin doesn't come,

alal o s

L) ol aais o Jal el S8

wlee o) byl ) 5

o s cpn sl oS5 5 L il Jla

Patroclus, I hope you'll join L8 E) )2 e Bl LSy S el gt
us. We could use a strong arm e )X
like yours.

ACHILLES: Play OS¢ le ooy o sl geass of dlile
your tricks on me, if you'd 28 e ol (= O ol
like. But leave my cousin out
of it.

ODYSSEUS: You Ul elips el i g 5 i Ll

have your sword, I have my =2 Gl | ol Lt 5 La 138 Aualall cas
tricks. We play with the toys W e VYL Canls idy
the gods give us. AdY) laly) s

ODYSSEUS: We sail 23340yl ) s L ya Ll A5 Ll

for Troy in three days. This

5l ol call oda LUl Y

claud alain 5 alla ) i

war will never be forgotten. s ks cpdll JUas¥) asty ) Jasy)
Nor will the heroes who fight R
in it.

THETIS: I knew they O sl agal Caale e 05T agil Cadle
would come for you. Long L[ celal g J 13 Caale cella]
before you were born, I knew oS Al o U & ol el G el e
they would come. They want O peil Caale RPN

you to fight in Troy.

Cola of el gy
B35l
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THETIS: I’'m making

you another seashell necklace.

pgainal i€ ) Jie slaaY!

e 828 Sl il

il gsasl gl Camiia Carall

Like the ones I used to make | ¢S da Lua i Laie &l ¢ 83 ¢ juiia
you when you were a boy.
Remember?

ACHILLES: RARI ' NN DAl
Mother..Tonight, I decide.

THETIS: If you stay JPLRSITRR b )Y (A i

in Larissa, you will find
peace. You will find a
wonderful woman, you will
have sons and daughters, and
they will have children. And
they will love you, and when
you're gone they'll remember
you. But when your children
are dead, and their children
after them, your name will be
lost.

If you go to Troy,
glory will be yours. They will
write stories of your victories
for thousands of years. The
world will remember your
name. But if you go to Troy,
you'll never come home. For
your glory walks hand in hand
with your doom. And I shall

never see you again.

Al e jinin LY
Catin x5l el Je fiaia
Ot g iy ¢ Y

Ledie el g g Ylakl

Lodie (S]eli g JShus ¢ gad
O a2 Y sl g oY ol & gars
PPV P PV R T

S cuad )

Al asdl o a5l

b shay e Lawal (5050
allad) jSxi ) Y
Ao curd ol (K1 dlau
Sl asai Gl sk
My ol ane Y (il sall
Ge a5 IS aa

LA

Al 8l el & 5 R3Sl i
Al gainns el a
ot Ladie el gaans Jalial
Ciga day 5 elig S0 Ch g
(ol b san agilif SIS 5 il
JSlas

s 33l sk (A

S Chgm 5 lana (38
oYl e Y glay aual
e Ciyasns allall JS ey
O (s 33l 5k b il
Lia () paunes SIS 5 Slans

@Al cua )
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TROY a4k

PRIAM: My son =y Bt

HECTOR: Father oLl &

PRIAM: Paris ouob ol

PARIS: Father. This is Ol 03 ol Gl 02 ¢l
Helen.

PRIAM: Helen? O Cnbia €0k Sl jlow 3 yual €lia
Helen of Sparta? fada yuul

PARIS: Helen of 3350yl e alia 335k syl
Troy.

PRIAM: I've heard o Gleld) Cirans Allaa e Cman

rumors of your beauty. For
once, the gossips were right.
Welcome.

Come, you must be

il | Baal 53 el lllea
Ahoal ) Ga e cilailill
Aonia ol 2 Y o a3

i olif @Y ¢ a3 Slal

tired.

ANDROMACHE: kil il
Look

HECTOR: He’s oSl S 2l
grown.

ANDROMA CHE: @A) S la
He’s strong.

PARIS: Briseis! |l JETENTIT

BRISEIS: Paris! lomb low b
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PARIS: Beloved

¢ gaaall iy B

ala 3 Sllaa (oo )

cousin, your beauty grows ST Sl Cae by elilaa ol
with each new moon.
HECTOR: Briseis. ol ol

A servant of Apollo

Qy\ 5 }f}( FUR\EN

now? oY)
PRIAM: The young 53 3a B3yl (s 83 5yl bl o 3a
men of Troy were devastated Ol p ClAN Leadie IS | Gl o o lA Ladie | S
when she chose the virgin sl s RO Py
robes.
HECTOR: Father. I 1 o alef ol il o e i
know this is the last thing we Al Zlisi e AT J3 Gigan

need.

PRIAM: It's the will
of the gods. Everything is in

IS gd¥) Al i)
il {alie S el A (o4

ISV diniia 228
oS g 3k \Q;SJ)AS“

their hands. But I'm surprised AVEENEURGIES W L juany 43S i aS
you let him bring her.
HECTOR: If I'd let Qb d G 4 sram (S dlizie gl

him fight Menelaus for her,

<8 jal i Lelal (e sl

OIS ) G shine Ji&) 5 Lgaae

you'd be burning a son's body | .44l cus 5l e Yay el Za [PALCENE
instead of welcoming a
daughter.

PRIAM: We could O gmae Jla ) LiSay L & gmae Ju i o
send peace envoys to (s ) 2Dl omsbine

Menelaus.
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HECTOR: You know

(O shiiae oyl il

8 g ¢ 9&.\.\.\“'* k_e)ci

Menelaus. He'd spear your A sl e agusy ) adaians Laia al ) aday
envoys' heads to his gate.

PRIAM: What would dadl () o i 13k fapin yin Cas
you have me do?

HECTOR: Put her on Lds e e lgria 5 S e Al
a ship and send her home. Leibase ) Ll i o)) Lelus )]

PRIAM: Women have g eluall C'_u;\ Lallal 5 ol Ol g eliall

always loved Paris and he's

loved them back. But this is

el 13 oS0 QAL e s

Lo Adide o (K1 (g0 dl s 52
Lalac i 13) 5 caall o Lagaan

different. Something has ) eibge M lalli )| L ol o gnd (e sline )
changed in him. If we send Lo ¢ shine
her home to Menelaus, he'll
follow.
HECTOR: This is my ad eV 5 gal la Y ik sa 138 ¢

country. These are my

aal )l ol al Y el Jls

g5 O (i g LY )

countrymen. I don't want to e s CSaly (G sadaty |40 il @i i S ja
see them suffer so my brother A e J pasl)
can have his prize.

HECTOR: And it's Cba ) Jasd BED P U REPREITR

not just the Spartans coming
after her. By now Menelaus
has gone to Agamemnon, and
Agamemnon's wanted to

destroy us for years.

sda A Lelal (g il
3 (s shiine () sSs Al

Lo of O siadle ]

i (aslise (V) aaas
Y Osiedled 5 siaalely

0l s dia U ypads
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PRIAM: Enemies

U gaalen dlac Y1 ol

e S Jgls

have been attacking us for e U gm 558 dia | | ghadiy al g€l 5Uig 38 ¢lacy)
centuries. Our walls still 2ba ) sl
stand.

HECTOR: Father. We sl iy Y ol o2 udivs ¢
can't win this war. AS yaall e AS 2l

PRIAM: Apollo i Liany o il ) OsSaa sl
watches over us. Even AV i aa ¥ siadel| 4y Y o siaalel ia Lils
Agamemnon is no match for Ll saaty o
the gods.

HECTOR: How many all 258y i€ oS o) ) 2 g Ja
battalions does the Sun God Sl £ gl alss
command?

PRIAM: Don't mock AV e ,AE Y sl e JA Y
the gods.

HELEN: They're il e 0 5a0l8 2 il e 0 5a08 gl
coming for me. The wind is 8 ) il s ey Sl
bringing them closer.

PARIS: What if we fLale ol sy 13 S Y Al ekl

left? Tonight, right now, what

if we went down to the

S Lad 5l o) )

5 iban BAAT 5 Julany)

e opiban aalin oY)

stables, took two horses and Yoyl phas o0 U Hale JRERTV I
left. Ride east, keep riding -- Alai¥) el gi
HELEN: And go Sl ol s 0l G

where?
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PARIS: Away from

LBa el

s La O g

here. I could hunt deer, rabbit. (Y kel ey Apall aal dlaakal 5 saal
I could feed us. aladall (el i€ay el LY
ul
HELEN: This is your ik ge o 1aa oS ik oo 138
home --
PARIS: You left your O il g e Gl b se <l Y
home for me. AN
HELENS: Sparta was (i 9o A joul (K5 Al b se Cad Ul
never my home. My parents dua J) gl s Alul Leg zo (Sl il
sent me there when I was e dalul) 8 S Laaie i e Gl | o sliine

sixteen to marry Menelaus,

but it was never my home.

A LS G gliine (e o g 33l
sih ge Lagy oSS

PARIS: We'll live off

the land. No more palaces for

YV (e Ghurin

cu'aJ\J\ U"‘L}.‘.‘:"—‘“

suaiy}\J)..ag.\g)iyoai

us, no more servants. We don't| )3 (e gl A dalag Ll (s ol L) zlias )
need any of that.
HELEN: And your felilile felilile

family?

PARIS: We'd be

protecting my family! If we're

Ly Slile i
S saale O a0

not here what need is there for Sl
war.
HELEN: Menelaus caludiong o ( shine alution O (s sl

won't give up. He'll track us to

the end of the world.

Al e (L e

Al i L s
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PARIS: He doesn't o3 Caym Y s o lac Ul cbasg o)
know these lands. I do. We Wiy Lgd el U ¢ ol ) L) Jpa gl e Sy
can lose ourselves in a day. RN PPPTRR PAEES Y

HELEN: You don't o et Y il e sliine oy Y il

know Menelaus. You don't
know his brother. They'll burn
every house in Troy to find us.

They'll never believe we've

ABRS o a3 Y il gliine
83 5ok (A J e JS O 8 s
Ll 1l ) ghams o Lo el

S\J.SMJS‘S.\;J.LLX;J

dS u\ﬁ);:u.u 'oﬁi u)ai Y
o Ly o e 1 305
Obatiy o g Ly ) 5

left -- i L g ya

and even if they do,
they'll burn Troy for spite.

PARIS: Then I'll make el agle Jeuls Sle oy 13
it easy for him to find me. T'1l | s4dl) (el 13 o Hsiall | o il an jidls agalf o
walk right up to him and tell el 4l J gl L
him you're mine.

HELEN: You're very Llas s il e el
young, my love. JPPRITEN

HECTOR: Look at Ja ) il da (La Tl
that.

CAPTAIN OF 1538 ) 1 gaaind) Lua
GUARDS: Take your
positions, guards!

EUDORUS: My lord, O s da sV 5 Bt IPRTAe
should we wait for the others? SomAY) ki CRAY)

ACHILLES: They Ua ) G pasl JE S U e

brought us here for a war,

didn't they?

Sl all ¢y jlall
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EUDORUS: Yes, but

Agamemnon’s orders --

__u}.uml.ci ‘)A\}i uﬂ

u).uud.c\ f“’i XYY

ACHILLES: Do you S eoadda el al e il
fight for me, Eudorus? Or Sl Oessa s ¢ Sledd alal
Agamemnon? 0y siaale

EUDORUS: For you, Y s beliand ol @lla e o

my lord.

ACHILLES: Then
fight for me. And let the

servants of Agamemnon fight

}‘“;mq';gjhjg_uh

,of\ja;soj_m&h)s;@

&J B us ].J‘\
Alal e 0 sl sane

for him.

NESTOR: Black sail. ) 25l gl Al odial a3) casul £1 5
It's ACHILLES. ol

AGAMEMNON: Sl Jady 13 3 3 $alY) Jady 13l
What is that fool doing? He's 8l gk bl e (st | Sgdia (paedydal gk 50
going to take the beach of fla) 00 &
Troy with fifty men?

GUARD: Make way Mla (3 phall | sanid) Gkl | sandl
here, Make way! 1 Gkl | gl 1 ekl

HECTOR: Tecton, is ol da (s 2SN oyl ¢y 9K
the Apollonian guard ready? COsala sl s oY

TECTON: Waiting at Gl gl i gyl (G Ay 5l vie
the city gates. A

HECTOR: Good, I'll s o Sl 2 el b

be right there.
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HECTOR: Lsyander,
how long before the army’s

ready?

e S oy
¢ e Glual) #liag < )

e (S ¢ paiay
foiadl

LSYANDER: Half
our men are still coming in
form the countryside. We
have to arm them, we have to
match them with the right
Officers --

O O sl Jlay lla
i) JR mealuin ¢ Jaall

HECTOR: How long? $8 ol (e oS RGN

LSYANDER: Noon? el aie el

HECTOR: Make it Gy S alaal il Lelaa)
sooner.

ACHILLES: ot sS sl sS 5 5
Patroclus!

ACHILLES: Put ey J A g
down your spear.

PATROCLUS: But oma sl o jlal il
I’'m fighting the Trojans, o) 5kl
cousin!

ACHILLES: Not psll ol I ala
today.

PATROCLUS: But I iale Gala Ul il g datiosa Ul
am ready. You taught me how A laall 448 Ay i pal

to fight.
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ACHILLES: And

cdg.:\uwk"_uij

Cand A i Jal

you're a good student. But a3 (5310 e Candl S (BTYER
you're not a Myrmidon yet.
ACHILLES: Look at eV ) k) il aa Y 58 5 5l

these men. They are the

fiercest soldiers in all of

agall 5 8l aa e¥3a Jla
peiedal g JS pligll JS 8

Cage 5 Ll (A (plilaall
Cle sl e ¢ 5 say

Greece. Each of them has bled ooaie ol gecay Al sl
for me before. You will guard Al
the ship.

PATROCLUS: This REPENRTISN oall sl
is war.

ACHILLES: Cousin, e A Y 3l et Y ¢ pand

I can’t fight the Trojans if I'm

chle W oS o) gl yhall

S Al upal BB

concerned for you. Guard the Al )
ship.

HECTOR: Trojans! J sk 105350 s asial s Jish
All my life I've lived by a dae s Cufie la | xel 5 lalall a5 o gl
code, and the code is simple. anl AV a S e Tasall 5| ) smila 5 aSila g3 ) saal 21V
Honor the gods. Love your Al e gdla g eclif yal A e
woman. And defend your
country.

HECTOR: Troy is Wal a2k (il ga o 3305 )k
mother to us all. Fight for her! PN FPR PYENFIPIVEN Hela 158

ACHILLES: Sl () 51300 50 34 Lol
Myrmidons, my brothers of &) A ) Juadl ccandly | e aSla ) il DL
the sword. I'd rather fight Qi M A laadl e oSl el

alongside you than any army

of thousands.

gl e YY)
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ACHILLES: Let no

man forget how menacing we

J;Jgi\ﬁﬁy

O el il oSy

[ENPUSIR ) UFY

Ostomil 125 a8 e

are. We are lions! 12 s | Gl Cal 11 g sl €aS ydatiy 13ka

Do you know what’s 2 g La o galat Ja |l i) g0 glad) as gy o dalidl
there, waiting, beyond that 128 Cals o) Hlatia cellia oSl s
beach? ¢ Jalal)

Immortality! Take it! TSl 4] 1o s3a 1 5lAd)

It’s yours!

CAPTAIN OF 15 ) | gallal Jalgud) | gallal
ARCHERS: Archers! Now! 1 Al 5 e

ACHILLES: Keep lake¥! ) s )
forward!

AGAMEMNON: The O e dall 13 SV da i dal
man wants to die. & sa & gl

ACHILLES: On my Sl e 1) 50285 ¢l daciusl
command.

HECTOR: Break off! 158 5 11 58 a0 @
Break off!

AJAX: Look at him, Dokl ) 15kl kil cagall il
look. Row, you lazy whores, 1 sian o S Ll | ghas sl Ll ey | ghaa
row! Greeks are dying! 1 gas 1) 68 pan (il ) e sy Galilisen

HECTOR: Those men allia Jla 1 Y dals Ja
down there need help, now! oY) dacludl ) dalay | 1o 3all O S s dacluall
Tecton, with me! R R PPN

ACHILLES: Plank!
To the plank!

Mlila ) se 55 il
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SOLDIERS: Ahilles! lodal 1oalial lodial 1ol
Achilles

APOLLONIAN Adall )52 e ) el 1Al )
OFFICER: Back to the city! 1) Al 52 50 1Al
Back to the city!

ACHILLES: The Sun o el 4l () 5 sl 4l il
God is the patron of Troy, our | dese JS)s3a bgac dalg k| 13 (e il Lo ) 533 [Uslac
enemy. Take whatever e ) sall oSS Azl
treasure you can find.

EUDORUS: With Y 5e by il aay 3l g I e
your permission, my lord --

ACHILLES: Speak. IS Al

EUDORUS: Apollo R TR PY s2b IS sl sl

sees everything. Perhaps it's

Ala o Al (a ol Lay

oAl e oS la)

not wise to offend him. Lsley

ACHILLES: Warn Jdal L PLISLEN
the men.

ACHILLES: Wait. ail ksl

ACHILLES: You are

very brave or very stupid, to

e sl s g lad il
2 Y @ jia S jUadl laa

glad i) 5 e il
da . sia ol Ay 1l

come after me alone. You 5Ea il § 8y
must be Hector. Ul (e alas Ja

Do you know who I
am?

HECTOR: These | SIS 436<T) Y 5 Y e 151K 43<0
priests weren't armed. doe
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HECTOR: Fight me.

JPATRIEN

|

ACHILLES: Why kill

you now, prince of Troy, with

BRI I

cﬂ\‘):\juai.ﬁzggio‘jd..\c'éﬁj“)k

¢ saa¥! Lol Lia i )

g )5 of g

no one here to see you fall? $ladns

HECTOR: Why did flia ) el 13l fla ) cal 13l
you come here?

ACHILLES: They'll 228 (e () salSis Goall el (45 Si
be talking about this war for a o) Y Al &l g
thousand years.

HECTOR: In a i s Gl 2y ey Lialdae s
thousand years even the dust Liabe e jlal) 5 (0 g Ol i
from our bones will be gone.

ACHILLES: Yes, OS¢l Ll s i g 28] ans
prince. But our names will s U slaud U gl
remain.

ACHILLES: Go led el e ) o 3 ¢ el b pandl

home, prince. Drink some

wine. Make love to your wife.

c.J:\..\.'\l\ U A._a‘).fﬂ c‘):\A;\ﬂ
lae clia 5 ) e all (ke

i e getingy oY)

Tomorrow we'll have our war. L i
HECTOR: You speak Gall e Al el Wl sl 8

of war as if it's a game. But
how many wives wait at
Troy's gate for husbands

they'll never see again?

&S oS Al S il Sl LS
3350 yha gl die latiida g )
1ol a3 ol g

Cohi Gla g ) ellia Al

B35k A s e gl 5 )
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ACHILLES: Perhaps
your brother can comfort
them. I hear he's good at

charming other men's wives.

o dlal delainly
‘55 EJL’ Al Cazans gl o
OiAY) a5 5 A Jlae

568 (O g & Al
AT a3y liaY) g

EUDORUS: My lord, A Cnas (Y 5 $4< yii o guu L]
you let him go? s b

ACHILLES: It's too las 1 See i gl ) el Jil i gl ay al
early in the day for killing o) e )
princes.

SOLDIERS: Achilles tolad 1 el todiad 1 el
Achilles

AJAX: Achilles! [l | baal

ACHILLES: Ajax. oSkl oSl

AJAX: You're as AN Jie plad el Jan Tssm il

fearless as the gods. I'm

honored to go to war with

ae el of 8 5k

you.
ACHILLES: As am L. Lol iyl 13 oby
ACHILLES: If you Br\ P8 NRLIS i yals
sailed any slower, the war gl @ all il PN

would be over.

ODYSSEUS: I don't
mind missing the start -- as

long as I'm here at the end.

Alad) Cuy s aslel Y
& s e oSl A Lalla
Al

dalle sagladl s
Gl
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EUDORUS: My lord?

Ayl g oY 5a

We’ve got something to show <)Y lus
you.

EUDORUS: The men (WJa )l lgle e die L gas g Jla )l
found her hiding in the 15 )SE dall & diiaa elliin g adia) el
temple. They thought L 8 Ll
she'd...amuse you.

ACHILLES: What's felan L ¢ sranii all filan) La
your name? § smani all

Did you not hear me?

BRISEIS: You killed sl 43S bl faagS)) 21k
Apollo's priests.

ACHILLES: T've dad A s s LgS gud 5 1, Lk

killed men in five countries.

But never a priest.

M8 Lagy 081 o ey

BRISEIS: Then your ) 13 pa ol clils ) o glad s
men did. A (peall) Al (uadl

The Sun God will have
his vengeance.

ACHILLES: What's ¢ ki 13l ¢ ki 13l
he waiting for?

BRISEIS: The right Cliall 8 ) < ) o al
time to strike. o _pall

ACHILLES: His il o gila AtigS il 51 gila 38 3agKY

priests are dead and his
acolyte's a captive. I think

your god is afraid of me.

wla dd) o agie] Aa

“Gu

P ENYEIA (g V= s
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BRISEIS: Afraid? ) s e tala RIENEE
Apollo is master of the sun. Lind S50 Y ga el faad Calay ¥ Guadll
He fears nothing.

ACHILLES: Then €5 o ¢ s ol s
where is he?

BRISEIS: You're IO (5 g Cand il 13le ¢ 8 (5 g Caad
nothing but a killer. You Oe Ld alad ) AV e oyl
wouldn’t know anything about A
the gods.

ACHILLES: I know SKAAY) e r“l‘i o S e@j)ﬁi
more about the gods than your peil ) ieS el agil ) silaa agil ) A3
priests. I've seen them. You're AL AL (e il | 3l il oSia SIST agd e
royalty, aren't you? froa

ACHILLES: You've

O:"'w w.“- .~~.. \

spent years talking down to O 585 Ol g (Jla ) folanl agl Ll
men, you must be royalty. i felan) Lo ASIL) 4Dl
What's your name? Even the laud agal ool Geala
servants of Apollo have
names.
BRISEIS: Briseis. Lol ol
ACHILLES: Are you Lasls el Ja eaala il Ja
afraid, Briseis? € sl
BRISEIS: Should I Al o g 0581 ol
be?
EUDORUS: My lord - (S 5e S
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EUDORUS: King by ) siaale] Sty () siaat
Agamemnon requests your Jia S penti & slall Sy ga g Osliing agil Yla &l ) giaa
presence. The kings are there, iy iy
celebrating the victory.

ACHILLES: You PN RKTENPLIRIEN lass ailils
fought well today.

EUDORUS: My lord. Y e ERPN

BRISEIS: What do o a3y i1k 9530 55k e 3 i 15l
you want here in Troy? You 525 )k 95 ¥ Jal (e il
didn’t come for the Spartan dal e s Al el
queen. dda ol dSle

ACHILLES: What & o L -\;Ui cd\;)ﬂ NI Jala 9

would all men want. I just

want it more.

Prany )35‘ ai:ui d\.;‘)l\

PSS A

ACHILLES: You
don't need to fear me, girl.
You're the only Trojan who

can say that.

S of dlile Gl
e b ) il (3l |y e
Ay J 8 LS il 3l ks

Ay ¢ e LRI Y

Ol e 85 ¢

TRIOPAS: You have L cpalae uaiy &30 Gl i i
won a great victory, King of O aaf afiay ol o L) el Ll ol s ] el L
Kings. No one thought the 2833 5) yha (hald e o Diny) o3¢ il e J s
Trojan beach could be Al sl 03¢0 05 Al gl
captured so easily.

AGAMEMNON: A REREPY R ENPEN N s b Alien Apa

beautiful gift, Triopas. You
will be among the first to walk

the streets of Troy tomorrow.

e e sl om0 S

Jae 3l yla e ) sl

Q@WJ?JJJ‘O)QQJM

Jag Bal g e g i sl
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NESTOR: My father
Neleus had this urn made to
commemorate his victory at
Cyparisseis. I present it to you
in honor of an even more

memorable victory.

oo ity S 3y

el aasl Ll
Qe )y

ST aga i Gyl

¢ il 13 JliiaM Lapad
| i (38a ) Jal s L)) dail
S

AGAMEMNON: Ghaa Ll K5 lae | Aa i S
Thank you, old friend. & eldiall J it lae auadl) @laa 8 il & ge ol
Tomorrow we'll eat supper in B33k il 33 55k
the gardens of Troy.

AGAMEMNON: LS il | 8y
Leave us.

ODYSSEUS: War is Jie ) a8 ) A g ) skE a8 Ll

young men dying and old men
talking. You know this. Ignore
the politics.

il il 3555 5 ladl
Al Jalss ey Jla

g L Al ad5 Y ¢y

ACHILLES:
Apparently you've won some

great victory.

Gal | peai oy al

AGAMEMNON: Ah,

(ohls a5 o L

uLScL;).IeSLMJ

perhaps you didn't notice. The chaa ml pdlle gl sag k| 5 ~luall oy elle il
Trojan beach belonged to ny () sadle ] elle 4] o sl Osieat Y WL a3 Y
PRIAM in the morning. It ekl
belongs to Agamemnon in the
afternoon.

ACHILLES: You can e Jsanll iy Jlall dal (e i
have the beach. I didn't come Gelia Jad il Ll
here for sand. ol Jal
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AGAMEMNON: No,
you came because you want
your name to last through the
ages. A great victory was won

today -- but the victory is not

Sy L ) el S

e land Sy o @yl
ool Bin pS pai ) guanl)
Al Gl sy ¥ juaill 13a o
i al Gulialf el & glall oS 55

Sl ) cia Y
opardl ye dedl Ky

Y g lala | pai by jal
alal & glall &Sl Gl 3 5ay
aneY g ) gandy ol Sglall 5 Jaal

yours. Kings did not kneel to RERIEQ RS PRE PN Jaal )
Achilles. Kings did not bring
homage to Achilles.

ACHILLES: Perhaps A glall S Ly PPV} R PV
the kings were too far behind | 2siall &l jlaall e s (pam B e 2 giadl g iy
to see, the soldiers won the AS pzall g8

battle.

AGAMEMNON:
History remembers kings, not
soldiers. Tomorrow we'll
batter down the gates of Troy.

I'll build monuments to

1 slall S5y ol

Ol gl yerinlae 1agiall Gl
i Jilai il 3240 )k
sl gt 58 IS e
& "Osiaale " anl il

3 bl 83 &

P RS KSR IG (
JS b daladl sl 30055k
FAVE WP EPRIISE™N

victory on every island of Al
Greece, and carve
Agamemnon in the stone.

ACHILLES: Be Aol yia oS Gl Ll s
careful, king of kings, first il ) dalay el ol gLl Yl paiiils
you need the victory. N

AGAMEMNON: Jira | gagd el S el gl
Your men sacked the temple HEIL PP S

of Apollo, yes?
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ACHILLES: You

want gold? Take it, it's my

034 ccaadll U_mj ol

celiclad oyl o A b

oaalils ‘Gﬁj \h}

gﬂ.‘t\.\)ﬁwmag&o)mh

gift, to honor your courage. o yileda
Take what you want.

AGAMEMNON: I REINEGNET- PP By T T sl Ske )
already have. Aphareus! s o)) 10 sadla
Haemon!

AGAMEMNON: The oall e oall ailie
spoils of war.

ACHILLES: I have (sl b das el Ll oo il o1 )
no quarrel with you, brothers 1o i o L sl ol ) o1 lia e lajas ol Yla
But if you don’t release her, S8 2 e Gl Ny lals
you’ll never see home again.

Decide.

AGAMEMNON: Tl _all L ol s
Guards!

BRISEIS: Stop! )58 g3 e g3

BRISEIS: Too many
men have died today. If killing

is your only talent, that's your

| sile Ja 1) (e S0
Sin o J S ) sl
.J_..\Ji Yl Clita] 53gd 63.\;:;)5\

| sile Jla W (s S
0S5 i pa Jal) ol

curse. But I don't want al e pass gl e O Sl e
anyone dying for me.
AGAMEMNON: ATl aliall L] 8 4d 5 Jladl Jal

Mighty Achilles, silenced by a
slave girl. Tonight, I’'ll have
her give me a bath. Then...

who knows?

e’ Lelaals AL 5o 3l
Salay (e, lld 22y 5 plaal)

PRPOR VR il PRRYS

JEBEISTM
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ACHILLES: You 1l L 1Sl Ll
sack of wine!
ACHILLES: Before (B y oy Of U8 Slal e ol J8

my time is done, King of il Ul g elldla | daial Ul g eliia 1)l
Kings, I will look down on
your corpse and smile.

GLAUCUS: If they Osy )5S ) o g call 53l )
want a war, we'll give them a e Oshanid (ol | o lae sl 5 ccall (s

war. ['d match the best of Troy

Ao Osraiin 8l 5y

against the best of Greece any e Jzadl aa 8l PORER
day. PO PR WIS EPH|

VELIOR: The best of sl oyl (bl o gs () gyl
Greece outnumber the best of )l Juabl Camim ap Gl gl e o salaty

Troy, two to one.

.g.lj‘)b

VELIOR: Glaucus,

you've fought with me for

Gl 28 ¢ S5l
LiCay Ja ¢din 40 Jl sha 2e

Ll a8 epuS 522
oda uSia Ja r-’.\.:; U-"‘-‘J‘ (P99

forty years. Can we win this Sl o2 sl 948 jadll
war?
GLAUCUS: Our walls SEPNINEN(IAIPY O L)) sl anss Ja

have never been breached. We
have the finest archers in the
world. And we have Hector.

Yes, we can win.

& ol il Ll Lagy
Wiy cani ) 538 Ll 5 allall
sl

5 e umdY) an Lilay Y U8

i e ag] ) 538 Ll
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ARCHEPTOLEMUS
: I spoke to two farmers today.

They saw an eagle flying with

a serpent clutched in its talons.

e ) e e DalSS
Ol ga Glag | i 151 ol
qu\.“.uAJDJA M.ﬁén\ dl“

) Ladae | peal Giaia | ol g

O )l 3o () o
T pms Ll Lagd) (A Y ) g
2d¢d plaiagla ) 4 g 3l

Gind Cagu sl (g B L

This is a sign from Apollo. Suga | yoa
We will win a great victory
tomorrow. Troy is the eagle.
The Greeks --
HECTOR: Bird signs! L5 shasdl Al Ja 1s L) J e
You want to plan our strategy | (sle 1355 e daai jliul Jasads o2 o Lyja b adiniu
based on bird signs? ) Jil oLyl
PRIAM: Hector. v ekl ) sia Al o sl e
Show respect. The high priest 5 abaall e &)l jiaY) sl and an L3Sl
is a servant of the gods. AdY s
HECTOR: And I'm a RXYR P EQE I 335k aasi il

servant of Troy. I've always
honored the gods, father. You
know that. But today I fought
with a Greek who desecrated
the statue of Apollo. Apollo
didn't strike the man
down.The gods won't fight

this war for us.

Al ¢l b gV oy Ll
Ll g s sl 81 S
S sl i dapa gl
Gl ol dal Gl ol
Llaf (e o pall oda 8 41V

el Ll g s p gl I

ganal ol (ol ameda a

Lo cplaa Y Ay Jda )l el
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PARIS: There won't
be a war. This is not a conflict

of nations. It's a dispute

Loa dia (5
DA 43 el g3 o 128

Lol YU 5 ol om

138 Lya o sii o
Ll sk (sl ogar () 5 s

between two men. And I don't e AT g5l e Cise ul (e
want to see another Trojan die
because of me.
PRIAM: Paris ol lomb
PARIS: Tomorrow il dalua lae Jul g 22) 8

morning I will challenge
Menelaus for the right to
Helen. The winner will take
her home. The loser will burn

before nightfall.

5403 G tadal i

Jalll Lo g (3 pms pulall

Oligr 80 S G gllne
Sulall 5 il jeatidl
el J8 (3 ) o

PARIS: Father, I... I'm

Sle caul Ul el

- -

sorry for the pain I've caused alla o s 3 A1) RERTER
you.

PRIAM: Do you love fleni da flia Leaas Ja
her?

PARIS: You're a great Y addae elle e a3 5 anae Slle i)

king because you love your
country so much. Every blade
of grass, every grain of sand,
every rock in the river --you
love all of Troy. That's the

way I love Helen.

48 )5 JS o ,iS Ladl caas

sas JS e s S et

3ag sk IS il el b

Ol ol 1S

5 le i LS i el
L) sa i g ledle) as
caad Ul 3al 5y JS s LaSa
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PRIAM: I've fought
many wars in my time. Some
were fought for land, some for
power, some for glory. I

suppose fighting for love

Gy By s
BRI VIR P

Jal e DAY Gand) ()Y
Jal e pandl il

Oa el o alie] sl

B BT YN
O ez ¢ Al g all
5 Adaloll Lgwmny 5 ()Y Ja]
ol o Ol 535 Al Lgaan,y
BSIUP TS PR g AN pw

makes more sense than all the | ¢ dihia yiSI s el Jal Aualaia &l laall o2a
rest. GAY)

PRIAM: But I won't e 0sS1 ol S ERRRNE
be the one fighting. ol

PARIS: The sword of B3l Can 330 5k Ca
Troy.

PRIAM: My father 1 gall 5 Jas ales 5 ol alaa 8

carried this sword, and his
father before him, all the way
back to the founding of Troy.

Lo gn ) g calid sall g g ccapudl
B3k oL im i
s e o giSa L @)L:

Lagll daas 54l Gaanall
G JS 2oy )l Jlal) e
AL Cannd) 138 adad M8 3315 5k

The history of our people was Jae e alea) o) Jag e alaal
written with this sword. Carry
it with you tomorrow.
PRIAM: The spirit of 138 8334 yham g 138 8835 yha 55
Troy is in that sword. As long @5k of lallda ccadl | oy 8 Jlans 4l Lallda )
as a Trojan carries it, our e Lan 3l 0 oS calony | (Bl Lo Jiia ¢yl 5 plall
people have a future. A
HECTOR: The man JB Al da )l O J8 A Ja

who killed Tecton outside
Apollo's temple -- I've never
seen a spear thrown like that.

An impossible throw.

Dl csdsl awma z Jla ()55
Aay 358l 03¢y (o e

b adie Ma )y )l Al camdl QL
Alade adpay Al

127




ANDROMACHE: cﬂ),:j das caXiy Lﬂﬁj (pgra XS Y
Don't go tomorrow. Please RETRSAY sy
don’t go.

HECTOR: Paris dag cjlas pu b ol 5 Jila G b
fights tomorrow, not me. Ll Gad ul

ANDROMACHE: 50 o sl 50 Al Jilie Call e
thousand Greeks did not cross Gads 5 )0 el g e 38 aled cllal ) g ) g
the sea to watch your brother ol
fight. You know this.

HECTOR: You'd S8 ol Sy 6258 () Sl
make a fine general, my love. sionoe b ladae VI yia e Lae Jaall

ANDROMA CHE: dsb s o <l g s Jish
You’ve been fighting your 228 (s lag 2 giall g celia saa & e (i s (il
whole life, Let other men do 5 _yall LN
battle this time.

HECTOR: You know 2,0 Y (A el el eJull o ST )

I don’t want to fight. I want to

e ol of a)) A s

ol S Ay

see my son grow tall. I want to il ol ol a) S 4 (aaly ol
see the girls chasing after him. Lo3 yUad

ANDROMACHE: I ol o Jasil ¥ Al el i i Y
can’t lose you. I won’t shall ad e elal) i€y o ehilas
survive.

HECTOR: I must see ok sl o @
Paris.

HECTOR: Wait! 1w, sl k) 1 Mg

Wait!
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HECTOR: Helen? Ol S0l

HECTOR: What are ¢ alasi 13La € aladt 13l
you doing out --

HELEN: Let me go. daf e S e

HECTOR: No LS YYY

HELEN: I saw them
burn. I saw them burning on

the pyres. It's my fault.

el ) s agidl
dS 8l e 8

PPRINICIIR

Oeily el )
Oea) 50l Sy L peail) 8 Sy
b.ﬂaﬂs oda I

HELEN: It is. You

rﬂxﬁ il cz\_'i_._ﬁﬂ\ AT

O pa ¢Ola yi il

know it is. All those widows. I o2 JS Aigall L oda o ol
still hear them screaming. Oeransd il e (Jal )

HELEN: Their Y ) sl agal 5 )f aeal 5l e 3l
husbands died because I'm o) I J il La Laally da e Ul s
here. I'm going down to the
ships.

HECTOR: No. You're S Calads ) SIS sy
not.

HELEN: I'll give ) ot el ) (s alub
myself back to Menelaus. Losaliine oes¥line

HECTOR: It's too late
for that. You think
Agamemnon cares about his
brother's marriage? This is

about power, not love.

REI PRI

figa ¢y sianle] Of Caiad Ja
Gl saY) ) Sl 21
eall a5 ddaludly

il (i ) Als
ang elal 5 30 aig (O siedle|
oall Ll bl
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HELEN: Paris is & ool el A1l Cogas Gl
going to fight in the morning. Zhuall I B Jae
HECTOR: Yes. Ja AN
HELEN: Menelaus L shibe aliy O Al a Wl

will kill him. Sl & gy and ) g zand
I won't let that happen.
HECTOR: It's his Lok 4 o) 8 12
decision.
HELEN: No. No. | O S Y K ey o e G €Y

can't ask anyone to fight for
me. I'm no longer queen of

Sparta.

Al dsleaefal ol e

HECTOR: You're a
princess of Troy. And my

brother needs you tonight.

33 ) yha s yaal il
AL ell) dalay AT 5 Y

3l Y il
A ling AT o) 5315k

EUDORUS: My lord? Sl gV s sV 5 [S-FYENIRIPR I
My lord The army is Jpecit S jad
marching.

ACHILLES: Let them O ¢y ey aged Ul Aso L
march. We stay. 058l

EUDORUS: But the Ooals Jall o Ja il el

men -- the men are ready.
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AGAMEMNON: We s sy (Sia A O Osiealel e
stay till Agamemnon groans to (bl 33 5al ) siaale] ) J sy
have Achilles back.

EUDORUS: As you ARGRPAN Lelin WS
wish.

ACHILLES: You're Jala aal da ¢ ) dniaal
ready to fight, are you ready Ul Sals cul da 94 jlaall o ola 5 3 50l
to kill? To take life? flall Ao oliadll

PATROCLUS: T am. Al Ui i

ACHILLES: At night s (il i o ol gl e O
I see their faces. All the men Gl Jla ) e cagd sa | b A e s aal i il
I've killed. Standing there on o dlia () 8 g aa il st g iy ¢S
the far bank of the River Styx. pd (pSi yeiddia
They're waiting for me. RETP it
say, "Welcome, brother." ",@i

ACHILLES: We men Ol glae Jia )l s sl el s
are wretched things. Audly

ACHILLES: I taught Ay laal) S cliale Al sl elide
you how to fight. But I never | .claddld i elded ol (< Jila 13 elale |
taught you why to fight.

PATROCLUS: I fight RE\REEN QL Sllay Jial

for you.
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ACHILLES: And 2my o laias (4l I s 30 JaY
who will you fight for when Sz § g
I'm gone?

ACHILLES: Soldiers, e Ol 2 iall e Ol A gl
they fight for kings they've Lo s age |5ty al & gla ol O Osisa s Ll Jal
never met. They do what Osisa c0 e b (slady Y syl
they're told; they die when D galls agd U8 Ledie
they're told to die.

PATROCLUS: REE RPN asosabe agdl
Soldiers obey.

ACHILLES: Don’t el Hagi Y Jal oo dliba jag3 Y

waste your life following

some fool’s orders. Go.

ol Lt el 5f ks

HECTOR: Are you il (e 2Slia il Ja elld (e Ui
sure you want to do this? 138 Jad 3y 3

PARIS: I started this Jal) sden G Ul o all oda iy Ul
war.

PRIAM: Helen, sit JPPE DYPSREN I 1Y 2 eala) ol
with me.

SOLDIER: Halt! lad gi Jad gill amiul 1) 588 63 1) ganins)
Halt!

AGAMEMNON: & as &
Move
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AGAMEMNON: I
see you're not hiding behind
your high walls. Valiant of

you. Ill-advised, but valiant.

a3 Y olif g

o 138 ¢ lall & s il
sepla e Gl e plad
gladi o

Olaiad Y LS
G dela il G s)\}u‘y\.,\

HECTOR: You come
here uninvited. Go back to

your ships. Go home.

O (e b ) gl
cadl 5 elivan ) e 3se
ik ge )

ST [REPPSIC
ECNPIENGY

AGAMEMNON: Leal 3 € Adliea Lialad e Ll Yl Liadad
We've come too far, Prince o5 Y
Hector.

MENELAUS: Prince? O (sl el g1 €yl ¢ el (gl € ual
What prince? What son of a | sty eda ) ddlua Jiiy 8 el | 35l JS (5 ol 8 Logilidinl
king would accept a man's G Al ok iy el | 5 S QLS 5 rae DS
hospitality, eat his food, drink NERIEPLAY S s el
his wine, and praise him in
friendship then steal his wife
in the middle of the night?

PARIS: The sun was dabl Geeddl Ciils & shu e lple )
shining when your wife left lin gy el jule cpa s pall
you.

MENELAUS: She's Bl i 358 Ll )y e 8 Ll

up there watching, isn't she?
Good. I want her to watch you

die.

Sas iy S

i Lavie 3 53 Cogms ¢l
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AGAMEMNON: Not
yet, brother. Look around you,
Hector. I've brought all the
warriors of Greece to your

shores.

Dl AT e Gl
Cula ¢ 5iSa Ly elll i (4
hbls ) Glsdl 2 s aen

ansl Jeai (oY) ad
G JS Cman ) 5iSa

LBl e o s

NESTOR: You can

still save Troy, young prince.

) elie Uainly J1 3l
Ll ) Ll 32l yha

Leal 330 5yl 3&3) Slile

Y

AGAMEMNON: I
have two wishes. If you grant
them, no more of your people
need to die. First, you must
give Helen back to my
brother. Second, Troy must
submit to my command, to

fight for me whenever I call.

Leia, o ¢(yiial (5

Sl e 3y ) Ji8y e
A U PP I RUSR

ol saslob e alh Al
e Al 5l qunds
L geaf Laia sha

clle ((llas gal

Sl elaall ias S Laa iy
Ll AT U ol e

5 al Caad (S Bal 5k
Ll Laxie aa cojlai

HECTOR: You want
me to look upon your army

and tremble. Well, I see them.

DBl of (i e
Oe i)l 5 eld s )
ol el Ul L 9 2l

C)A N - i)i.a.n . ..J.a d—“
phlC ,(m\j K RERFN

)bl gl gaia (all () gused

I see fifty thousand men ba ) sds Jay ali 50 2alsda dal e
brought here to fight for one das ada dal e dy jlall
man's greed. Al

AGAMEMNON: e e s ol ol
Careful, boy. My mercy has EPEEN 353a (5 yual

limits.
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HECTOR: And I've
seen the limits of your mercy.
And I tell you now that no son
of Troy will ever submit to a

foreign ruler.

T By O
hﬂjd)ﬁiuij.dﬁujdjh
uA‘;ﬁLﬁ‘ ———— “ulsuy\
st oS gl syl

350a Sl Of am
Tl 2 aSlad sl 5k S

AGAMEMNON: (o 3 JS ) e 83l 5k S S
Then every son of Troy shall B35l JB S
die.

PARIS: There is A Ay Gl e i
another way.

PARIS: I love Helen. I o gl nl Ul Sl ol 5 olaa

won't give her up. And neither
will you. So let's fight our
own battle. The winner take

Helen home, and let that be

O Ll il g elgie s
ol Ly a5l ey Jads
Al el Lol S jea b

Gy S g4l 5 ) ol

k_l);“b.\ﬁ‘sg_u}u.\;i_}u

the end of it. P g g
AGAMEMNON: A Y4l g lad g e Y1 deladll by
brave offer. But not enough. P S
MENELAUS: Let me 1 Jil e s Jal e
kill this little peacock. oduall (s g gall o9 tdall

AGAMEMNON: I
didn't come here for your
pretty wife. I came here for

Troy.

dal (e lia il Al Ul
L ) sl cdliaall elia g
B350,k dal g

elin g5 Jal e il
33 5ok dal (e il dlaaal)
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MENELAUS: I came
for my honor. His every
breath insults me. Let me kill

him. When he's lying in the

(s dal e

(it Lo (il 3 ye JS
Lilie 0 5 Lavie calidl e
esnedl 38 Gl ¢ sl

il Jad o sl

ol ey i aulsl o)
il angs Of SliSay AL i a2y
i Le Jeti 5 dnaall e

dust, give the signal to attack. s edlinag e Jianis
You’ll have your city and I'll (o) e Juasla
have my revenge.

AGAMEMNON: So S s @
be it.

MENELAUS: I accept ALl 5 eelpaas J8l 5 ol Cld
your challenge. And tonight JE QG W Sl g i o il AL
I'll drink to your bones.

HECTOR: Make him Gisdy g il aleal Sl e dsla

swing and miss. He'll tire. L2l Ay pia ey
PARIS: Brother! If I Ji e o Al Jad i ) ¢ Al
fall -- tell Helen -- tell her -- -l 8- lad - Ll
HECTOR: I will. =il Jailas
MENELAUS: Don't sl g iy leaal lad g4y
let Menelaus hurt her. -5l ledn
HECTOR: Think FREINTPRCHNES L IPYCCTNRE R

about your sword and his

sword. Nothing else.

DAY 5 gl ol

(PN PR SNPPE

HECTOR: Get up.
Get up.

1La | ag)

:u:)..u.jcubg.l\
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MENELAUS: You A a6 5 da and Ul Al ol )
see the crows? They've never O e | el ) 58530 ol
tasted a prince before.

MENELAUS:Is this ftiona el da S 5 sl s 1
what you left me for? Fight! tobad) Ll 1Al 1ol Lol 10308 158 alal (e
You coward! Fight me! JPTRIEN S 5 Juas laal)

MENELAUS: We loola 1kl Wl oag e

have a pact. Fight!

PRIAM: Fight him,
son. Fight him.

Al A hals

MENELAUS: Fight TR EN Al ¢ laad) L
me!

AGAMEMNON: The Ol skl 5 A gl (Liagi) adl
Trojans have violated the 148 jrall | 5 juzmns (3l3Y)
agreement. Prepare for battle!

MENELAUS: This is | pas U puai l 138 OY &l 5 aaild

not honor. This is not worthy

ki e Gl 138 Lol iaYL

S slall msd (g Gl ilansY)

of royalty. REPN|

MENELAUS: If he et e g al ) Gl yenins Jil& &1 o)
doesn't fight, Troy is doomed. 335,k

HECTOR: The fight A all e Juiall e
is over.

MENELAUS: The ) el iy ol Ll ¢ gy ol JUal)

fight is not over. Stand back,

Prince Hector.

5Sa e Ll el )

Os5iSa Ll
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MENELAUS: I'll kill

Y el aie alils

Al e 55 ol

him at your feet. I don't care. S Gliedd s
HECTOR: He's my PERE] g e
brother.
HECTOR: Paris! Lol 1wl
Go! Go! 1aadl 1l
Get inside Paris! L dalall J) caadl iy JA)
Tosob
HECTOR : Archers! 1o saball L 13la )l

ODYSSEUS: Our men

B EENTSTTR A (BN

sl (e e A O

are too close to the walls. gl

ACHILLES: Pull Lol alall ) Va5 cluel U gaal 53
back, you fool. el

HECTOR: For Troy! 153 5) sl Jal g el )

GLAUCUS: Now! 1Y) 1Y)

ACHILLES: Get I siaall | s2e loSia | 50n
them in line!

ODYSSEUS: Get the & da i ) saed S 1l <o giall L
men back into lines! lcuall 1s suall

HECTOR: Front line! ¢ selaY) Caall 1 saii 1 s )l L
March! 1) ganss

AGAMEMNON: Tale¥! I 1ala¥) ) 1) 3355 |a 320
Forward! Forward!

HECTOR: Forward! laY) ) 1) ga283
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GLAUCUS: 1OV 1 sl padlaa IPHIKPN
Apollonians! Now!

GLAUCUS: Prince 1sa ) Ll 1 e L
Hector!

ODYSSEUS: We need laa) i o angy leal i ol o) lalas
to retreat!

AGAMEMNON: My EUt PRPIENSWERIN lary AS jaall i o
army has never lost a battle. 1J8 (s

ODYSSEUS: You O Was &l 5 oS5 ) A ) bile alis
won’t have an army if you FENB P laa) o
don’t fall back!

AGAMEMNON: LAl () )53 e oS M) ) 5250
Back to the ships! Back to the 1ol () gase 1 ganiail
ships!

ODYSSEUS: Retreat! falall ) sase 1ol ) tetas)
Retreat! 1 saal 53 tealal) ) ) gase

HECTOR: Fall back! 1 szal Jalas)

Men, fall back! dgaal i Ja )l L

Stop! 1) 588 g5

Il i
LYSANDER: But my 1056 palilas LS O paiie ol

prince, we have them on the

run.
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HECTOR: We're in
range of their archers.. Have
our men gather our fallen.
Send an emissary to the

Greeks. Tell them t hey can

S YPLIS

pealay

Ul ) geand

S Bsmaa Ju )l pibiaal
ol agd B ¢yl sl

J gac L Bla ) Lia jgaus
Jal ) sl 5 aleadl
Cliall ) saaly S sl

collect their dead without fear 28l se 24 () gl
of assault.

LYSANDER: Would O sladans | 58S o flia i da
they have done the same for Ul asla 3
us?

HECTOR: Go! Back! talall ) 1) saad) 1 ganil L 1l 1laa
Forming a line! lcaall ) sa5e

PARIS: You think I'm
a coward. I am a coward. I
knew he would kill me. You
were watching, and my father,
my brother, all of Troy --
shame didn't matter. I gave up
my pride, my honor. Just to

live.

Ol Al it il

(il 4 el Ul
e oAl ol cag
Dl Seg al agl jla ol
B (i yd e S e s
Blall dal e

Ol Ul s S

IS 5 5l eanl, i, oS
cnl gl 8al gk dal
sl 5 Caall e il

ey

HELEN: For love,

sainad adl o Y

you challenged a great DS s 13 cLaplae L jlaa lelas e
warrior. That took courage. Acladdl (e
PARIS: I betrayed lilas ol ERER|

you.
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HELEN: Menelaus
was brave. He lived for

fighting. And every day I was

S OIS (sliia

el Jaf e fle lelad

smM\eﬁdSGSJ

lelad S e sYline
el i€ gy S5 il e

ol (B iyl O

with him, I wanted to walk 5 oal ) @
into the sea and drown. Bl

HELEN: I don't want L Uy & i Y Ul (Jilie ) zlial Y
a hero, my love. I want a man O S a2l s Az gl 2 55 ) sl
I can grow old with. Aza c.u.u\

AGAMEMNON: R ENST P SVE FLIS (e O3 ph
They're laughing at me in iy (sl o) Oty peailly ¢ sliiag
Troy, drunk with victory. b s ) oaala Al () paing adllaie b
They think I'll sail home at oadll & g5 die
first light.

ODYSSEUS: Maybe Jais O g ey ™l
we should. JEiR

AGAMEMNON: IS Jia S el OIS S et
Flee? Like a whipped dog? a9 e 1Al

ODYSSEUS: The men Ll Wl Jla ) asie) aedl 151k 3 5ial)

believe we came here for
Menelaus's wife. He won't be

needing her anymore.

cosshine da gy Jal e lia )

OV e 2liag )

dal (e e sYlae ae 50 )l

A g)

AGAMEMNON: My
brother's blood still wets the

sand and you insult him?

EFEYRLIYY
ladgd il 5 eJajll e L

Ly Jile ad aa

lia A il g Jle ) e

ODYSSEUS: It's no
insult to say a dead man is

dead.

Jsi o Ala) sl
Sle U s

) Calf e A ol
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NESTOR: If we leave
now we lose all credibility. If

the Trojans can beat us so

i (Y Jayi

A sy U 30 32 Of O 51 ol

Cagud OV Uls ) o)
alal La 3a () ¢ JS i
alal daiai Gl ol 5kl

easily, how long before the sy of J8 a1 sl oS S
Hittites invade? 0 sall
ODYSSEUS : If we O i iy ) Jal e Rind Ly ¢

stay, we stay for the right

reasons. To protect Greece,

Alaal daaall Gl Jal

S jra Ll S a5 (il

ol 5 Ll Aleald il
il ga A (81 5 il

not your pride. Your private U e Gulialf ae Ll U el
battle with Achilles is
destroying us.

AGAMEMNON: Aalsdan s ol s day daal
Achilles is one man.

ODYSSEUS: Hector Al da) sia )y a5
is one man. Look what he did sl Ly alad Lo ) Ll (Jad 13l sl
to us today.

AGAMEMNON: : dal e lay ) s o @l 5
Hector fights for his country. dal e ey alial el Jal o Jiliy JuAT el g
Achilles fights only for Jadd 4 A
himself.

ODYSSEUS: I don't Y s ol Jul v Ul Y5 ol Y
care about the man's Dsll 4 paiay Ul (Ja | e 45 jdie 8 aga La cda )
allegiance. I care about his REgEP & laal) s
ability to win battles.

NESTOR: He's right. Gl sina 3a Ao ga (G Sle 4
The men's morale is weak. Adma Ja )l A G gindll
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AGAMEMNON:
Well, even if I could make

peace with Achilles, the man

(e LS ) (ia
QS % )»L; j & r‘;M\ N
iy il 5 ) sl i

lals cutie of s
Al G aions O JAl ae

e gluadll e (B Juady

won't listen to me. He's as el L
likely to spear me as speak
with me.

ODYSSEUS: I'll talk POV A Y
to him in the morning.

NESTOR: He'll want 8Ll galaial &y sLil) 4l e
the girl back.

AGAMEMNON: He e Ul 4y Lgnaall ol c3liall 228
can have the damned girl. I Ll ] Aiall) 3Ll 520
haven't touched her.

ODYSSEUS: Where ot o o o
is she?

AGAMEMNON: I ad e giall Lgilac| @l g sin e
gave her to the men. They Ay Aludll s ) dalay AS jaall 2y S agilas
need some amusement after psl
today.

APHAEREUS: Come ALl il (L I el 1l el
on, give the bitch to me. S5V e

Who’s first?

ECHEPOLUS: 3350 sk ddadla Ues L <
Trojan whore.

APHAEREUS: A fdsh s b

virgin's robe?
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HAEMON: You 138 ) caliag sl La
won't be needing that much 1 sk i ol
longer.

HAEMON: Hold her Al La
down. Better to be a Spartan 583 O i) (e
slave than.. i yuul 30e

ECHEPOLUS: ol Jual
Achilles.

ACHILLES: Are you feuili el Ja ey
hurt?

ACHILLES: 1 il cagalad cliaals delady Cue g8 )
watched you fight them. You Aclad
have courage.

BRISEIS: To fight Losie 4y jladll (sienles (30 p 350
back when people attack me? |13 @llay S €4 gagll (2 yai Aelad apal sl
A dog has that kind of Acladll e g il
courage.

ACHILLES: Eat. S S

BRISEIS: I’ve known ellia Yla ) Cad e Aoy e@ji
men like you my whole life. s dsh
Why did you choose this life?

ACHILLES: No, you REINGPEEINIPIN egdi Y Y

haven’t.
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BRISEIS: You think

you’re so different from the

oo it ol s

Oseeis Y 3 siall e (YY)

falinn il i Ja
Al 5l 5 s sla3 Y

thousand others? Soldiers abedl e pall (g W 2850
understand nothing but war, eS8
peace confuses them.

ACHILLES: You eYsa o S5l €3 giall G S
hate those soldiers. 35l

BRISEIS: I pity them eede sl U OISR

ACHILLES: Trojan
soldiers died trying to protect
you. Perhaps they deserve

more than your pity.

5 slesasl sl 2
Lag ) .6l gany Of (sl slagy aa
.5],.... . e ‘):\Si R . y

| sila 335l yha 0 g3
On ST s ol sand
o Sl

BRISEIS: Why did s3a < jia) 13 f3laall o34 < yial Al
you choose this life? £3lal)

ACHILLES: What 3l sl s sl
life?

BRISEIS: To be a Llae 0553 O Jul) sl
great warrior. Ladae

r

ACHILLES: I chose

Ul i gl yaald Al Ul

138 caal ol yial ol

nothing. I was born and this is Ade Ul L 13 5 el Ul LS
what I am.
ACHILLES: And AU KIDA G s Al e il

you? How did you choose to
love a god? I think you’ll find

the romance one sided.

?41;\ ‘5_\;3 Qi

Cpdadin il agie

Bl g dea e danilag

4l y o 0
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BRISEIS: Do you Oaad il Ja € sia yduii il
enjoy provoking me? s ) il

ACHILLES: You've il Cas S AU il
dedicated your life to the Ll cae U ad) eusy AU | sladl N 50l ) 5 as) )
gods. Leimends il (daSall Al JPULIREQ

Zeus, God of Thunder.
Athena, Goddess of Wisdom.
You serve them?

BRISEIS: Of course. FOATRN Calad Jal

ACHILLES: And
Aries, God of War, who

Sl all Gu )l s

By oy A_fk"-'.. Lﬁm

Gl Gl
el Al Jla Ol als e 40 8

blankets his bed with the skins agl® il Ja )l
of men he's killed?

BRISEIS: All the g sl of caay Of a5 Liigdl
gods are to be feared and AdY) aea ol s g yiad
respected.

ACHILLES: Tl tell Y al ol b 2y iyl

you a secret-- something they
don’t teach you in your
temple. The gods envy us.
They envy us because we're
mortal, because any moment
might be our last.
Everything’s more beautiful

because we are doomed.

AV dumall A o) eli galay
Y L osile Y Lasad Lawas
e Al ) <5 a8 ddaal 4
oSl WY Jaad o5 JS

2t AV diadll A el
5O agY dlasuas il
125 Jas )l 28 5 (s Laie

Ostal WY Jeal cLEY)

146




ACHILLES: You will

never be lovelier than you are

Lae Jaal 55 ()
el oS oY) e

el cluds oy i
el () cul e haa

right now. We will never be faaa Jad (2525
here again.
BRISEIS: I thought Ja ) i el chaie | idY) Lia ety
you were a dumb brute. osba) O s s sl el
I could have forgiven a Sa )y sl sl
dumb brute. aosbaa) G g Jdiag
ACHILLES: Do it. REIRGR P 196La Slgas L clad)
Nothings is easier. el (o8 e e
BRISEIS: Aren’t you HEERUI| faila <l Ja

afraid?

ACHILLES: Every

one dies. Today or fifty years

3l pl) e gar aranll

b 0¥ e A 50 2

Rl O L sai WIS

Ot a8 6o i) 138 S

from now, what does it Sl
matter?
ACHILLES: Do it. ol L
BRISEIS: You'll kill e 23l i 2 o) Jii it o
more men if I don't kill you. Sl A o) Jla iy
ACHILLES: Many. Sl L)
ACHILLES: Tell the sl of Jla 00 8 (Sl 1) sanal
men to start loading the ship. ) 2sains Adul) Jrasy Lol
We're going home. Ol

EUDORUS: Gather

the stores.

i (Sl )
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ODYSSEUS:
Agamemnon is a proud man,
but he knows when he’s made

a mistake.

Dsadda)) O siaale]

Ja) Osiadle]

iy Cayie) 4l ¢ g ya

ACHILLES: The
man sends you to make his
apologies? What are you
doing in thrall to that pig of a
king?

sl Ja ) el i Ja
gl eliarsy Jais 13La o ylic |
Sa jiall Ll

L Sl S Ja
AL 138 o 4lais 3 Lo

¢ LBAAY\

ODYSSEUS: The
world seems simple to you,
my friend. But when you're a

king, very few choices are

Ll Sl allall 52y
(SLe ()55 Lavie oS0 ¢ iunua
Y Adbasal) o4 ALE G L5
sae e ()5 Of WG Jaa

lgus LAl sad

5 Al i eell duailly

S a gane AiSaall il LA
Osialel Jie glael Jaasi

simple. Ithaca cannot afford Osieaed Jic
an enemy like Agamemnon.

ACHILLES: Are we Ly a il (e Caia Caila cul Ja
supposed to fear him? olias o

ODYSSEUS: You
don't fear anyone, that's your
problem. Fear is useful. We
need you back. Greece needs

you.

dasf SEA3 Y cl

O da oAl (il oa
Qhsdl a8 ol ) dalay
Al dalay

A"_u.u:\lcamiﬂyv_\j

zlial Lagy G al) ¢ A,
Gl #liad (sl el

ACHILLES: Greece
got along fine before I was
born. And Greece will be

Greece long after I'm dead.

OsSi GUsll | SaY 5 J8 s
wae 22 By gla (U 5l

JB Jado <l (Ll

iy 2 X g 5 Al o
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ODYSSEUS: I'm not
talking about the land. The

oe A Y U
) Al Ja ol oY)

cu'aJ‘Y\Qc?lﬁi\J

La Gyl saling Ja Ll

men need you. Stay Achilles. e caalg el Gabal b ol JiE <1 el
You were born for this war. RERNI NN

ACHILLES: Things sl 2dine 5N kil ¥ a5
are less simple today.

ODYSSEUS: Women iy yha eluall gl ONat (Al Lol
have a way of complicating saY) ey BY
things.

ACHILLES: Of all i) sl gaen il & lal) S G (1

the kings of Greece, I respect

o3 & oS S ele il Ul

RN RESPRPON PR

-

you most. But in this war PR EQLH| PR PR
you're a servant.

ODYSSEUS: a2 lal) (g b e il S aeaai Ul
Sometimes you have to serve el o dal 258 (o a4 L g Of Jal e
in order to lead. I hope you PR PPYRETY
understand that one day.

PATROCLUS: We're SO sl 2 gain Ja fad i
going home?

ACHILLES: We sail Zlhall (8 i Jadl) die
in the morning.

PATROCLUS : Y s 5l sl Y e ssan da bl
Greeks are being slaughtered, da i o LSy Ja of Wiy

we can’t just sail away.
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ACHILLES: If it’s
fighting you still long for,
there’ll always be another

war. [ promise you.

Sl B s )
Ll llia () sSaus o jlaall

REBNATE™N

Juall s i 13

cﬂ.\c\ ‘s)ﬁsf_u);uz..)‘;m

PATROCLUS: These da Ulla ) an c¥ 5 O s JLlaf agal
are our countrymen. You Lyl alS gl aia|  siaaled gy S Gl sl
betray all of Greece just to see 2R (siaale) KT
Agamemnon fall.

ACHILLES: iy of apaal e Giay of Laal e
Someone has to lose.

ARCHEPTOLEMUS Ll oo 53 AglY) s o)Ly ol
: The gods favor our cause. el JE) 5l g8 Y G e (STl gla
Now is the time to destroy the (sl Gl Ol sl
Greek army.

GLAUCUS: Their S Adia agily gina (O siida agd)
morale is battered. Hit them paliy ya sl (Y aaly yua Il (a8 58 g age uaild

now, hit them hard, and they

will run.

LOR e <b g
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HECTOR: The
Myrmidons did not fight
yesterday. There must be
dissension among the Greeks.
But if we attack their ships,
we'll unify them. If they

decide to attack, let them.

Al O s all

CadA dllia ol u Y ) sl
Laals of ST il sl G
1508 51 adan 58 s cagiin
peSay Y age i clilaales
O g g (U g 00

L ol dda Ll s

(Osada pall & Ly ol

Laala o) S0 aghn (3184 llia
1508 O} .plas sius agidu

L) sl cagd eans o sngll

Sl age jed g Lpaniin

EFRICHUIEN

Our walls can’t be LOsnl gl
breached, we'll beat them back
again. Yesterday the Greeks
underestimated us.
HECTOR: We should Lo Jai o) camg ¥ o sl 580 2 )
not return the favor . 0 glad

PRIAM: You're

0dgs laa "yt il

confident about the meaning o) il eavall
of these omens?

ARCHEPTOLEMUS Qnall daa cllgi) Lnall agSleml o)
: The desecration of his Y Cuinl | ) gl Cacaiy Ol AN ol e
temple angers Apollo. Gods Ll ) il gl)

curse the Greeks.

PRIAM: Prepare the
army. We attack at day break.

pagins el | g e

o gas gl | gae

pR a8 g agaaled

BRISEIS: Would you

1 JS & 55 S Ja

faladll &y 53 el i

leave all this behind? fele) s
ACHILLES: Would ol i€ Ja ¢ )y s 5
you leave Troy? 324 Hha
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HECTOR: Archers to Ll ) eaal ) ekl ) sl
the rear.

ODYSSEUS: ol 1]
Achilles.

HECTOR: Achilles. ol el

Now! 1Y)

Forward! lae¥) I 1) ganal

HECTOR: Enough Al el S psall 1agd 5S
for one day?

ODYSSEUS: Yes. et al

ODYSSEUS: Back to Ol () sa s ) Gl ) gaee
the ships. Au i oS dac

It was his cousin.

GLAUCUS: To Troy. 325l ok ) 3355k )

Back to the city. 1l I V5o 50 Ml ) 1950

sl ) 15250 a1 15250

EUDORUS: We were hasall Al jain US A e S

going to sail home at noon. 2

ODYSSEUS: I don't
think anyone's sailing home

now.

OY) Gl S

Osoadin oSl el Y

EUDORUS: Achilles!

IREN

1l
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ACHILLES: You

violated my command.

.éf\Jitki?j

LQJA\)iU_\:\.;.a.G

EUDORUS: No, my

lord. There was a mistake.

dm,‘_fyjakg)s

ad s s LY

ACHILLES: I ordered
the Myrmidons to stand down.

You led them into combat.

pm e yal) oyl
U ) agiad el 4 jlall

e yall &yl

EUDORUS: I didn't (sY 5a Ly aaadf ol Uil (G | an il
lead them. We thought you 2l il lif Lskic) Calad il
did.

ACHILLES: Where's sl oS5 (oS 1
Patroclus? Patroclus! e sl 5 1b 1ol yib

EUDORUS: We L il ol asf Lagie | (s sa by il oliils 8)
thought he was you, my lord. el 3 edle 53 (o)) (Y g | s 5 Jany 5 éle Ha (o3 5 OIS
He wore your armor. Your al i A g adlilug pa| ok S b 5l
shield, your grieves, your e Ji18 (b
helmet. He even moved like
you..

ACHILLES: Where is ? 5 o el €58 ool
he? Where?

EUDORUS: He's ebd ¥ s bl Ao (oY e by
dead, my lord. Hector cut his Adie ) ¢iSa 058
throat.

BRISEIS: No! Don't! Naa Jais Y Y Y

ANDROMA CHE: ¢ sl ol ) ol Al S 8

Where are you taking me?
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HECTOR: You oS (SN Ja A gl S
remember how to get here? oy A paleas

ANDROMACHE: o Jal
Yes.

HECTOR: The next Ol Aadlall 5 ) Lia ol Laxie
time you come, follow the e le i) el clia ) e dalia clle | jaall 138 2l
tunnel. There are no turns, so |« yha 5288 ) 138 Callans) L it ) Sl
you can't get lost. Just keep s 25
walking.

HECTOR: When you ) Ol Ladie S cplat Ca g

get to the end, you’ll be by the

river. You follow the river

el B (oS Al
& opleatt (i gl (o)

sl das (Al peal) o2l5 ¢ )

until you get to Mount ida. ) das
ANDROMACHE: 138 S (5 as 1] 913g2 3 i3 al
Why are you telling me this?
HECTOR: If I die -- - ) -l )
ANDROMACHE: No A - 55

HECTOR: Idon't
know how long the city will

stand. If the Greeks get inside

laiata ?S ‘%5‘)3‘ Y
JAla et gl Ja 51 dnaall
Ot ¥ i ¢ ) gud)

darate ?S Lﬁ,)j b
Ol sl 350 ) Al
38 5 Jla ) st ) susY)

the walls, it's over. They'll kill | J&h¥) G ey 5 S N JS sl (e JuilaY)
all the men. They’ll throw the Ll ) pud 2 s
babies from the city walls

ANDROMA CHE: REPENg! et L

Please.
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HECTOR:. And the

JEVTL R TV (FPRER W

12 c-L.nﬂ\QHeS

women, they’ll take as slaves. sall e Tl @l oy S & sall e Sl g
And that, for you, will be
worse than dying.

ANDROMACHE: )Y oda (56 13 agn i 13l

Why are you saying such
things?

HECTOR: Because I
want you to be ready. I want

you to get our boy, and I want

SsSi ol ) Y
5 bl g3l of Gy i 5l
il La ) aplas of dly )f

},‘_ﬁa&ﬁoidq:‘j
Oanakind (e (g panl & L

you to bring him here. You (oaliEY) (e (Kan 220 S )5S ) 5L () elas
save as many others as you (sonl s ba A s S
can, but you get here, and you
run.
HECTOR: I killed a OIS 5 psdll B s OIS La

boy today. And he was young.

He was much too young.

s s OIS UL

AGAMEMNON: il 138 Ul cpal 0o Llea uall 138
That boy just saved this war ol ool gm A
for us.

ACHILLES: Eudorus. 905 oy s

EUDORUS: My lord. EY $Y s

ACHILLES: I need = e dala U e gl
my armor.

ACHILLES: No. PN Y
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BRISEIS: Don't go. caXi Y a5

ACHILLES: Rope. Juall BEN

BRISEIS: Hector is 4l eu B )5 day im0 58
my cousin. He's a good man. | s i e jlai ¥V mlla s Yl sy alla
Don't fight him. Please don't sl 4yl yi ALY el )l
fight him. Please.

HECTOR: No. Y Y

ACHILLES: Hector! 1558 o588

ACHILLES: Hector! 1558 o588

ACHILLES: Hector! 1) siSa )5S

ACHILLES: Hector! 1) siSa )5S

HECTOR: Father. A s colid oo o b o
Forgive me for any offenses. Jualy eliand 36l JUET R PRCA T g DY
I've served you as best as | = Uaia U
could.

PRIAM: May the REEPR RNt i) i gl
gods be with you.

PRIAM: Hector! 55 055

PRIAM: No father e W5 gl daany ol O il Ly
ever had a better son. (o <l
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ACHILLES: Hector! 1558 o588

GLAUCUS: Apollo FRCRERRARY aa ()5S sl sl
guard you, my prince. gl

PARIS: You're the day Szl il 4 e Ja ) Juail
best man I know. 4 o

HECTOR: You are a )yl el il 330 5yl cil
prince of Troy. I know you'll Jogas Slaain il ?h:i <l i JPRPEN
make me proud.

ACHILLES: Hector! 1558 o588

HECTOR: You el il La (g S Gl alilé Lo (5 S35
remember what I told you.

ANDROMA CHE: (adl) dlle MY o
You don't have to go. You Al elle REPEg)
don't --

HECTOR: You el 4alé e (g SN $4l8 Lo JS (o S
remember what I told you.

ACHILLES: Hector! 1558 o588

ACHILLES: Hector! 1558 o558

HECTOR: I've seen b Akaalll oda s3gs Crala Ll
this moment in my dreams. al Adaall)
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HECTOR: I'll make a
pact with you, with the gods
as our witnesses. Let us
pledge that the winner will
allow the loser all the proper

funeral rituals.

(L8La) Slaa aie L

S o s gl sl
Apulia s Jlin ulal) miews

5 dlaa e ol
L'\A@\)S\ caale .\g_mﬁu‘kgj}“
Al e galall IS Al ey

ACHILLES: There O W (e la Al Gusalas Y
are no pacts between lions and NS B\ PPV B\
men.

ACHILLES: Now O aled il ()Y) I pe oyl 12a
you know who you're fighting. L

HECTOR: I thought it i€ il e G| U JERT

was you [ was fighting
yesterday. And I wish it had
been you. But I gave the dead

boy the honor he deserved--

LSt PR R A (i

il e S el @l
Al (gl oyl )

il 0385 of i (uail
G gall (ol Ginia Lf\.\SS
__‘“5_.@&5

ACHILLES: You
gave him the honor of your
sword. You won't have eyes
tonight. You won't have ears,
or a tongue. You'll wander the
underworld, blind, deaf, and
dumb. And all the dead will
know: this is Hector, the fool
who thought he killed
Achilles.

O i oyl aiaie

OsSs o ALl el el () &
& et ol gl oy el
5 anal (aed ¢ Jinll allall
5213 10 sl alass 5 (oSl
Ji 4l e ) Al sl ) 5iSa
RERT

oS ddaia iy

ol 5 elie kil @l

5 anal eliia ) el L il

58 @il 3 gall alad ac]
Jeal g8 il 5 s

158




ACHILLES: Get up,

prince of Troy. I won't let a

B350k el b (gl
O el and (1 (gl

c'éﬁ\}‘)k ‘):\Ai 1.:\ uag_\‘
L5 aall o () s

stone take my glory. il by JEACS

PRIAM: My boy... my
boy...

BRISEIS: You lost OY) eely 58 s i ¢ clae (pl Cndd
your cousin. And now you've JURTR-JEARY o O
taken mine.

BRISEIS: When does § e g e Sl e
itend?

ACHILLES: It never Sl e REVERY
ends.

ACHILLES: Who are til (e il e
you?

PRIAM: I have
endured what no one on earth
has endured before. I kissed

the hands of the man who

sl Axilay ol Lo Cugile

A8 e u'aj}(\ Sle padd

) OB A da )l s ld

iy sl Ja Ll

o3 da s e D dpuliy ol e
ol oV il ) )Y
o) B (A (53

killed my son.
ACHILLES: Priam? Sadl Sl
ACHILLES: How did fla ) cilia s CasS teugl s

you get in here, old king?

PRIAM: I know my
own country better than the

Greeks, I think.

e il galy G e
At b e oyl sl

O Jaadl (200 e
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ACHILLES: You're a glad da ) glad Ja il
brave man. I could have your | gl 5 sl o ol S| ddasd 8 eluf ) aL8 of sk
head on a spit in the blink of ol
an eye.

PRIAM: Do you Ol G aiied Ja sl o ks Ja

really think death frightens me

now? I watched my eldest son

)l SOV i < gl

adin jad eyl ) 5 gar S

Camli 8 £V iy Jla

ol 5 Ji Sl

die, watched you drag his e ala g
body behind your chariot.
PRIAM: Give him Gy ¢ sac) Gy ¢ ) 4tia ac

back to me. He deserves the

Sl aled il (B Gy oyl

aldia o G silall a1 Ca 8

honor of a proper burial. You ol ikl Al Mol 5 xS
know that. Give him to me.

ACHILLES: He ot B e Ol U8
killed my cousin.

PRIAM: He thought it oS il S 4l e el oS il il ()ls

was you. How many cousins
have you killed? How many
sons and fathers and brothers
and husbands? How many,
brave Achilles? I knew your
father. He died before his
time. But he was lucky not to
live long enough to see his son

fall.

@S Al 5 ¢ oS Tl oy B
e ladl) Gl L oS Sz 55

S0 (L il ol 5 b e
sk Glall aamy L shaas oIS

gy 48l (5

)g,\\dﬂesj?&ﬁiahﬁh)m
Lol oS ez 53 sl 5 ally

sl

Al g el e

O a5 4l Jad cila

A G i Al 4 U sl
Sl B
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PRIAM: You've taken
everything from me. My
eldest son, heir to my throne,
defender of my kingdom. I
can't change what happened.
It's the will of the gods. But

give me this small mercy.

(o JS e Al

(e Sy Sl
SiSa V| SSlee e adlaal)
Al L) cdaan Lo ypas
TaaJll o3 iaial (S gtV
byl

e Cu s Sl ¢S Sl
S Y ASlaa ala oIS 28
Ldie ol (Y Caaa L s
R NCRE W RS A P

s )

PRIAM: I loved my
boy from the moment he
opened his eyes till the
moment you closed them. Let
me wash his body. Let me say
the prayers. Let me place two
coins on his eyes for the

boatman.

daalll dia ) s

Aaalll s cagie Lgd 8 )
Jusiy J geand) ol Lgisle |l
alall oy e cafia
e Ofindal a5y (e
Dl dal e dgie

Aaalll die ) Gl

W all e adie (gd mé
Juef fea 4l el Leglef ¢
ol shall ade i oo alaia
Sle Ot (finlad gl e
AL jial) 4

ACHILLES: If I let
you walk out of here, if I let
you take him, it doesn't
change anything. You're still

my enemy in the morning.

gooalbdl s
Jcbhbuﬂjﬁw}jc&m

G e S gl o
2l

Lad e Y 1 el caal o
(e Jlains luall diad

PRIAM: You're still

my enemy tonight. But even

AL g sae il
il agi€ay elac ) s oS

5 Al gse JI B Y
) sy ()l lae S (S

enemies can show respect. ol AL b
ACHILLES: I admire ccliclady onns U Gl liclad o yial
your courage, old man. Meet Abalaey AN 4 LS Abal s s s
me outside in a moment.
ACHILLES: We'll L s (e il AL
meet again soon my brother. AR
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ACHILLES: Your

son was the best I've fought.

Jay e i)

il e a5 egaly (A Al s

b e Juzadl S

Ul (623 (A el 2l i

In my country the funeral Lo 12330 Los e
games last for twelve days.

PRIAM: It's the same st () udi Al PRSP FEIN
in my country. TR

ACHILLES: Then 13 ) Jemns Ol sl Laa lain
the prince will have that ol aner O LA 1 e 83l 5ok | sealer O
honor. No Greek will attack 12 Pasaglyh Je Sl
Troy for 12 days. £

PRIAM: Briseis?
We thought you were
dead.

Sl Liadie ) €yl

-

P

- e

ACHILLES: You're

free.

Bl

3y il

ACHILLES: If I hurt

1 S Al eclif )

VO N PR ERE AL )

you -- it's not what I wanted. A8 L

ACHILLES: Go. No canl i gy )|l 34 cldd gy o)) 8l
one will stop you, you have el )
my word.

PRIAM: Come, my s by s L la
girl.

ACHILLES: You're a (e Juadl e o (o Sy Jomdl
far better king than the one el 138 258 () Lo 8y sl ellall

leading this army.
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AGAMEMNON:
Achilles makes a secret pact
and I have to honor it?! What
treason is this?

Consorting with the
enemy king! Giving him
twelve days of peace. Peace!
Their prince is dead; their
army is leaderless. This is the

time to attack!

L s LBl bl e

o Ala gl faa il o e g
9034

Alall aa Jalail)

A e a s 12 Ania ¢ sl
agin <ot yaal cila 1230l
poagl) iy ga lda (XilE ey

1GLAT L Pleal yial ‘_A:;
dalany celacyl el 9liay

160a 140 1Aagd) (e Lo saud

.ﬁﬁojde@)ﬁ“"_\he&ﬁi

el iy s I

NESTOR: Even with
Hector gone, we have no way

to breach their walls.

058 Gl aa ia
s i) deadisall e

Y siSa Gla g S

oY) 3 o ik

AGAMEMNON: I
will smash their walls to the

ground. If it costs me forty

(LIS aa ) gas el
all 30 <l PR AN

PNV TSV A PR SOV g L%

»J\yiﬂjiu}m
all )i 8IS () s (S

bl (50 ) Smand | sy

thousand Greeks, Zeus hear LS a5 e ) sl ol (o el
me, I will smash their walls to oay)
the ground.

ODYSSEUS: That’s REENIANY
good.

SOLDIER: For my

son back home.

sz\ A)ci Ladic ‘;-L\\f
€k gall

(e Mo (Y L)

AGAMEMNON:
Well, Odysseus. You've found
a way to make the sheep invite

the wolves to dinner.

REFPICP AFILREN
+Laall 1) A Cal )

R st gl 2l
AN Jrad Al )k can g
el ‘_A:; LAl Xy
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ACHILLES: Forgive

me, Eudorus.

0905358 b (el

ACHILLES: I should
never have struck you. You've
been a loyal friend all your

life.

Ok
ra i€ Lalal Jagf el pal
s Jsha L

il oyl
u‘djuaxi.q

EUDORUS: I hope I

oo Slils YT

ST Y el Bl

never disappoint you again. JRYREN %

ACHILLES: It is I RESSIEN PRI Lol 0385 o) e
who has been the A g 2 sxias (s ) L sy Ja
disappointment. Rouse the sl
men. You're taking them
home.

EUDORUS: Aren't flna S ezl 3 o
you coming with us?

ACHILLES: T have SSome ga A e coa Al sl
my own battle to fight. ALl

EUDORUS: let me & (il e Saa J8lin
march beside you. REITHEN

ACHILLES: No, I

don’t want our men to be a

i ol )l ¥ 3K
Alas AL ) e Ulls

XYY )m};ﬂuj N
s ingi L i 2 )

part of this. It’s a beautiful el JATIAA (g 530 b cand) Aol e A
night. Come, Eudorus, this is Al
the last order I give you.

EUDORUS: Fighting i ) 4 el b Gl elaa Jul
for you has been my life's Y b Aaa Gl s S

honor, my lord.
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SENTRY 1: Open the 1300 al) ) gaa) | gad) | gl y aal
gates! RPN
PRIAM: Plague. sl O s all 43
GLAUCUS: Don't get LS iy Yo sy
too close, my king. Y e
ARCHEPTOLEMUS Al Al 03a LS AV olamil s
- This is the will of the gods. 5 Vsl dma dapa ) Sl Sl IS5 sl gl dwmay 1518
They desecrated the peeal e gl ol PORIIVERR
temple of Apollo and Apollo
desecrated their flesh.
GLAUCUS: They O sk agil | saiic) 05l agil | il

thought they'd come here and
sack our city in a day. Now,

look at them , fleeing across

Lt |5 pead Uia () o aall
‘J\J\ ?G'wd‘ _)L.\\ _J;\J ?J:‘L.sﬁ

Y ol e G e

c?&d\ ‘)Ja.\\ eﬁeﬁhﬁ.\:\a

Ll s A s an

the Aegean.
PRIAM: What is this? 13 L 13 L
ARCHEPTOLEMUS (s sl AaES alaal Lo L)
: An offering to Poseidon. The |  dallusagal () iligll Liay]| | shad jaadlall ) ¢ gl i)
Greeks are praying for a safe peih e ) el

return home.

ARCHEPTOLEMUS OF Gray e o3 ) ama ) Ladalis
: This is a gift. We should O 53 ) LAl Ll
bring it to the temple of
Poseidon.

PARIS: o gy il s A8 a5 ol ol

I think we should burn it.
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VELIOR: Burn it?

XYY cLﬁY)A QL@‘)A_\

YV ipa (3 a0 A

My prince -- it's a gift to the AV da ol b
gods.

PARIS: Father, burn i yal ol 48 al
it.

PARIS: Look at them. B cagd) (g kil O aed) g il
You'd think their prince had Sl Caa ol aa el o (paaiag RUIPVIN PV

never died.

HELEN: You're their
prince. Make your brother

proud.

158 3RS Jaal

b o

ACHILLES: Briseis,

where is she?

Tt Ol el

o) S Ol e

SOLDIER: I don’t

know. Please, I have a son.

PEPEREIRAR
Ay

gﬂ);)iscggjdic_mﬂ
Jika (53l

ACHILLES: Then get

him out of Troy.

33315k (e 1) 4n Al

831 5 sk (e 4n Al

ACHILLES: Briseis! 1ol l sl 0

BRISEIS: Paris? 1lla gyl L sl ol
Andromache!

ANDROMACHE: dai of casg (alaa Il L palia
Helen, we must go.

HELEN: Where? ol &) ol S
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ANDROMACHE: I'll o=l ey ()
show you.

HELEN: Paris! ool om0k

ANDROMACHE: It's sk 5y k) Lseade yu La
a long walk, quick, let us go OV s ilde JETRY
now.

ACHILLES: Briseis! Tl Tl

BRISEIS: Paris! Tl lowm b

AGAMEMNON: Let Lsed 13 yiad W s 33l gk se 1L jal
it burn! Let Troy burn! Burnt (g8 jal 13 yini 33l Hha 13 yin
it! Burn it all! Burn Troy! 1335) yha | 8 sal 1LEIS W g8 5al
Burn Troy! 133 5) yha ) g8 jal

ANDROMACHE: Al sl Adlisa L) lde s L
It’s a long way, quick! 1 se

HELEN: Come on! Jas b

PARIS: I stay. il sl

HELEN: No-- PN b

PARIS: My father oe s ol PR STENE 5 g

will never abandon the city. |

can't leave him.

AS O kil Yl Al

ah)"\.SJSiOX
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HELEN: The city is

a2 «ila 3»..\:&41\

s al @ s duadl

dead! They're burning it to the LS Lo JUAN
ground!

PARIS: What's your felanl e el W
name?

AENEAS: Aeneas. ol o

PARIS: Do you know Jlazinal 2a3 Ja Sy Jilasl
how to use a sword? Sl

AENEAS: Yes. N Jal

PARIS: The sword of Lalla 32 ) yla o Jalls 33l 5 yha Cans
Troy. As long as it's in a OS5k 3y A Ay Ganains (530 5 5k 2 b 4l
Trojan's hand, our people have | (il b agaes)  Jiiie Lanll | 2al 5 (il b pgaa]  Jafinedl)
a future. Protect them, Jans Ghage e agd el sk add
Aeneas. Find them a new
home.

AENEAS: I will. il =il

ANDROMA CHE: b et (S5 o) sl s 115y
Briseis wasn't in her room. L8 e i e (& e

PARIS: I'll find 2 lgle Jela leie Caaf
her.Go.

HELEN: I'll stay with Slas Bl @
you.

PARIS: Go. o @
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HELEN: Please don't SSSE YT g @
leave me.

PARIS: How could st Of iy as @
you love me if I ran now? Y ]

PARIS: We will be (s (e bra O sSiu 0
together again. In this world call ol alladl 1aa &
or the next, we will be T2 b g oy sSi
together. Go!

AGAMEMNON: No (0]
one escapes! No one!

GLAUCUS: Soldiers aiil 1335 )k 5 i lead b 1305k o

of Troy! You men are

o Uy S WSS 1 50 jlae

Ca ydh ()5S pS2LS 1 MG

warriors. To lead you has been ! s
my honor. My prince! IV 5 el 1 sl s

The boatman waits for o8 Lkt & gl SRR APE RE PRLTPR e
us. I say, we make him wait a skl ¢ o) jlaty alass of A 5l agd ) sand) U
little longer!

BRISEIS: Paris! Tl lom b %)
Paris!

PRIAM: Have you no b ol Al Gl 4V () sagind Vi
honor? Have you no honor? iy ol Aol Gl Lo a () seSii

ACHILLES: Briseis! Osden ) A
Briseis!

AGAMEMNON: Too Sle ol el el o) oY)

late for prayer, priestess. |
almost lost this war because of

your little romance.

s3a yudl Cux Al b sdlall
osuall dldl je s @ sl

u)ﬂ\ 83 Cazacal il Akl
linsia g ) Gy
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AGAMEMNON: & sl (S o) Al (0 55 g
You'll be my slave in Sy Ayl AalS | ause | iS5 A0 5yl AialS L
Mycenae. A Trojan priestess eeddlll (B a) —-Jallls o ¢ el dpia
scrubbing my floors. And at
night --

ACHILLES: Come 2= (s (0]
with me. Come. I’ll protect
you.

BRISEIS: No! 1Y ny

BRISEIS: Stop! PRIENEE 1y
Paris! Stop!

BRISEIS: Stop! 1 gl b 53 1 Y sl
Please! Paris! Don’t! Naa Jagt Y 1w b

ACHILLES: It’s all wby by S8V s Y

right. It’s all right. You gave

(e Bls ‘_g ?M‘ PRIEN

Coall iy 8 2K Siaia

me peace in a lifetime of war. all

PARIS: Briseis come! T Al Gl T Alad (sl

ACHILLES: Go, you Gy dhle gy |l A ¢
must!

BRISEIS: No. s @

ACHILLES: Troy is 2 leiisagl yha ) Bl gyl b
falling. Go!

PARIS: We must go. I (a5 of o el cadi of sy
know a way out. e Ga el Sl Gk
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ACHILLES: It’s all QU RTRRERY 2 b Y
right. Go.

PARIS: Briseis, come. (S ¢l (0]

ACHILLES: Go. () 0

ODYSSEUS: Find L addl e e R APPL W B
peace, my brother. N

NARRATOR: If they Lo Sacd | g gl O3 AY! (el )

ever tell my story let them say
that I walked with giants. Men
rise and fall like the winter
wheat, but these names will
never die. Let them say that |
lived in a time of Hector,
tamer of horses. Let them say

I lived in a time of Achilles.

e Sindia S (5l 5 aged
Adlleadl 5 Jla )l gy

OS el Aaia Jia () shaasy
aee )l Csad () elas¥l) o2
Gy b ade o8l
AoVl (a5 e 588

iy A cudie Al 0l s aee
RERT

) )l ) s aged ¢ Slual
GIsYIS Jla 1) ey | Aslleall
S g oAl dad b

O 5 aged sai Y agiland
OSSR pas A Gle )

O s aged s 4uasll jay e

bl e & puale )
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