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Foreword by Dr Afag Asadova

A treasure of Azeri literary thought

In times of changing values and the emergence of new social relations, the
societal norms and ethical and moral values that have so far provided a basis
for the existence and functioning of society have, throughout history, found
themselves striving to win the right to their continued existence. What
values should be preserved in an evolving society, and what values can such a
society be based on? In our present era is it possible for literature to serve as
a criterion for the values on which we are to build our lives and our way of
life? And will those values pass through the filter of literary artstic thought?

If one answers these questions in the negative, one may refute the sig-
nificance of the perennial values that ensure the integrity and continuity
of life, of society and of history. In such a case, the significance of human
life and of humaneness in society would be lost in a society of permanent
contradictions, in which good clashes with evil, light with darkness and life
with death.

There is much discussion today over the role, position and responsibility
of the Arts, both of the written word and of literary thought, which form
the criteria of literature, literary criticism and literary studies. And criteria,
like all things, are measured and selected. It is natural that different ten-
dencies give rise to different ideas. Solutions to these issues are found in
literary~critical works and in recent examples of literary thought - and even
in many that are decades old but have not lost their scholarly and historical
importance. It is true that historical upheavals or social and political crises
can, during the period of turmoil, keep thinking minds at the level of basic
survival. As time passes, however, the moral and aesthetic values that are the
requirements of the soul, and which form the conditions for our common
survival, together with examples of literary-critical thought that provide the
criterion by which “the written word will be enriched” within the existence
of a society, as well as works on literary study, all need to be found among
the broader mass readership - and equally in the interest of each person
who has at least some level of a given social culture.

Aida Imangulieva’s book Gibran, Rihani and Naimy is a imeless example
of literary—critical thinking, classical literary studies and first-class Oriental
studies. Of immense academic importance, this work is that of a master
and a great mind, a work of intensive criticism devoted to the problems of
interaction between Eastern and Western literature in the early twentieth
century. In her study of the reception and mutual influence of the English
Romantic traditions, with which a considerable part of this study is con-
cerned, together with that of the American Transcendentalists, and of the
Critical Realism of the Russian tradition on the new Arab literature of

ix
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the time, Aida Imangulieva has examined many philosophical, literary and
sociopolitical systems of thought and currents of ideas, their origins ‘{“d
importance, and the extent of research carried out on them. Alor‘lg \-\flr.h
the general conclusions she reached, this forms an immense contribution
to Azeri and international literary studies. Like all spheres of scholarship
and culture, the study of Azeri literature was in a state of change and de-
velopment in the twentieth century and had achieved substantial progress.
However, the fetters imposed by totalitarianism limited that development
to a certain degree — to the point, in fact, at which it began to pose a threat
to the existence of the regime. The primary goal and source of develop-
ment for scholarly literary studies, as with other humanitarian and social
sciences, is to gradually give expression to universal values and ideals, at
the same time as developing a national consciousness. In the prevailing
historical conditions, it was only those literary scholars whose thought
did not fit within the ideological framework imposed by the regime who
were able to broaden the horizons of their thinking; in other words, only
those with the gifts and talent and an advanced scholarly and philosophical
world-view were able to preserve the essence, meaning, direction and goals
of that scholarship. Aida Imangulieva’s book Gibran, Rihani and Naimy is
an achievement of scholarship that has been applied at a contemporary
and perfected level of a systematic approach gained during the course of
historical development; it also reflects the most recent level of develop-
ment of Azeri literary studies and thereby gives rise to a new tendency and
a new school.

A century after the emergence of the questions that the book addresses,
and hand in hand with the positive aspects of political and economic growth
and globalisation that characterise the world at the start of the twenty-first
century, the far-sightedness and perspicacity of thinkers such as Aida Im-
angulieva are once again striking: unity, integration and globalisation must
occur to the same degree as cultural and literary development. Ms Imangul-
ieva asserts that the national literature of every society is linked indissolubly
and inherently by its character to universal human achievement. Were the
unity of the national with the universal to be fractured, no literature could
develop; there would be no literary development in any upward direction.
Her scholarly achievement is not so much an affirmation of this established
fact as her own examination of the mechanism by which national literatures
influence one another, together with the points of contact between them,

and her identification of the links between the national and the universal. By
considering the effect of the smallest unit that links national literatures to
the individuals who created it, Ms Imangulieva reveals the complex threads
between the literatures of different peoples and shows, through a philo-
sophical prism, the correlation of artistic thought to life, and that of literary
directions to historical periods.

~ Ms Imangulieva was supremely aware of the sociopolitical nature of her
time, and it was not simply through an accident of academic interests that
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she arrived at these topics of research. Appealing to a diversified circle of

interest that itself expresses the mutual influence of the idea-currents of

East and West, which she studied in depth, she sought to raise the level of
Azeri social consciousness to one that would embrace universal ideas and

values, thus releasing it from the moral and ideological fetters prevalent

at that time. With feelings of patriotism and social conscience, the author
characterises the roles of the prominent Arab writers Kahlil Gibran, Ameen
Rihani and Mikhail Naimy in the following way: “Their literary actvity
served, as it were, as the channel of communication that enabled Western
and Eastern literatures to exchange their intellectual achievements.” Using
her research as an information channel, Ms Imangulieva enriched the flow
with universal ideas to provide a continuity and longevity for the devel-
opment of Azeri social consciousness and national self-consciousness. Not
merely as a scholar and researcher but also as a deep-thinking philosopher
and a fine writer, she expresses her own ideas through references to numer-
ous writers and philosophers from the East and West. During the ban on
free speech and thinking in her time, she managed to find a scholarly liter-
ary method of freely expressing her thoughts on ideas that have been the
source of unbounded and endless speculation, ideas which have occupied
humankind for millennia: God, Freedom, Beauty, Literature and so forth.

Gibran, Rihani and Naimy is a monumental work in terms of its theo-
retical importance, its richness of information, the breadth of scope of its
topics, the depth of its ideas, the formulation of its questions, the systematic
approach to its subject, and its stylistic and expressive qualities. The author
presents the conditions that precipitated the emergence of a new literary
school as a response to the “needs of an awakening people”; this was given
the representational name of “Syro-American”, and the activities of this
school as a new historical phase that was being embarked upon. She further
describes how, through the protagonists of this school, the national litera-
rure moved into a new developmental stage, drawing upon the achievements
of Western culture and literature. This new movement embodied the ideas
and forms of a new historical reality, creating various literary tendencies and
methods as the literary process developed, each one being transformed and
replaced by another and, parallel with this, how the literary genres evolved
and were refined.

While it combines elements of both Oriental and literary studies, this
book does not fit neatly into the usual mould in terms of its ideas or aims,
nor does it express the sociopolitical views, ethical and moral opinions, or
philosophical position of its author. As well as preserving its theoretical
importance and immense scholarly value, the work also reveals traits of
creative styles. It portrays the wealth and unlimited range of ideas and ex-
pressive possibilities that are the product of an innate talent, in addition to
the author’s intensive research. Ms Imangulieva has thoroughly assimilated
models of both art and literature from many centuries in both East and
West, along with their philosophical and ethical views and sociopolitical
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attitudes, and has studied the works of (lile v;rlious_writers and thinkers in

their original languages — Arabic, English and Russian.

The sﬂucmrcig::' t!l;"leeS book is in cogfonnif)’ with its style and content. In
the first chapter questions are addressed concerning the inf!nen?c ~ general
and specific — of both Arab literature (in the USA) and foreign literature on
the writers of the Syro-American School. This is followed by a discussion
of the historically existing sociopolitical conditions for Arab literature, the
cross-influence of literatures, East—West cultural links and their history, the
evolution of types of artistic thought and of literary tendencies — Enlighten-
ment, Sentimentalism, Romantcism, Critical Realism — and the dynamics
of their development. Each of the following three chapters is devoted to the
works of one of the three principal exponents of the new Arab literature.
‘I'hese chapters are an attempt to comprehend the subject along with ques-
tions of literary theory; yet there is no duplication, as in each case these are

seen diffcrently, in terms both of each author’s exposure to foreign litera-
ture and of an analysis of their tendencies and methods, forms and genres.
Chapter 2 examines the work of Kahlil Gibran, and outlines the writer’s
progression from Sentimentalism to Romanticism together with the basic
characteristics of this artistic method, its stages of development, and ap-
plication in specific examples and details. The principle, form and content
of such genres as the poem, short story, essay and prose poem are analysed.
The chapter also looks at the wider influence of English and American
Romanticism on Arabic literature through the example of Gibran’s work.
Chapter 3, whose theme is the role of Ameen Rihani in the formation of
Arab Romanticism, examines the development of the ideas and conceptions
of Romanticism as a full artistic method, as well as that of artistic think-
ing in Rihani’s works. It also discusses how his world-view accords with
the spiritual and intellectual foundations of American Transcendentalism.
Using Rihani’s work as its basis, the chapter analyses various poetic genres ~
poems, narrative poems, stories with multiple plots, and short prose genres.

The fourth and final chapter examines the mutual interactions of Arabic

and Russian literatures, and the way in which Mikhail Naimy was influ-
enced by leading exponents of Russian literature in the twentieth century:
Vissarion Belinsky, Leo Tolstoy, Ivan Turgenev and Anton Chekhov. In-
terestingly, Ms Imangulieva explores this influence from the perspective
of different literary genres to those referred to in earlier chapters: critical
articles, plays, novels and stories.

As can be seen, each chapter possesses a completeness of form and
content, a committed structure and a free subject. In addition, the cohesion
of inner content and ideas, the logical integrity and affinity of the author’s
aims, in terms of covering all the literary tendencies and the forms and
genres that were characteristic of the period under investigation, the philo-
sophical schools, movements of ideas, and sociopolitical outlooks - all form
part of an integral whole. Seeking to capture certain historical moments
in the work of the three writers, and registering the spiritual values of
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literature that are one of the fundamental conditions for human existence,
Imangulieva describes Gibran’s The Prophet and Naimy’s The Book of Mirdad
as an ethical and moral credo in which the author’s own philosophical and
religious thoughts and ideas are gathered.

On the same basis, this book may likewise be referred to as both a philo-
sophical-ethical and a moral-ethical credo that contains a valuable scholarly
legacy. Gibran, Rihani and Naimy is the product of a lifetime’s work. While
preserving its complete originality, the author’s personal approach and po-
sition, and her unique qualities of analysis and expression, it also embraces
its subject from a broad canvas down to the smallest details — but not before
having “squeezed the juice from the fruit” and imbibed of the essence, sub-
stance and spirit of hundreds of scholarly, literary, artistic and philosophical
books, works of research, articles, and other documents. Ms Imangulicva
is well aware of the responsibility she bears: in her scholarly activity she
follows the words of Leo Tolstoy that she cites in the present book: “In
order to find gold in art it is necessary to collect a lot of material and sift
it through the sieve of criticism.” Thus she selects the very essence, just as
she makes her comparative analysis of Belinsky and Naimy and considers
carefully the material, opinions and positions on the topic in question.

Aida Imangulieva is a scholar and an innovator. Her innovatveness con-
sists not only in her choice of topic, the way she formulates questions and
her original approach to the subject, but also in the academic method she
develops in this book. In her systematic approach to research she generally
uses comparative methods more than is strictly called for by the subject
matter. After all, within the study of literature, a comparative study of the
works of different writers and of natonal literatures within literary studies,
and the analysis of literary connections, is a broad domain with a particular
history. The use, influence and adoption of literary connections are, for Ms
Imangulieva, not merely a literary event, but one of the methods for better
disclosing the ardstc characteristics of the subjects of the process of influ-
ence and adoption. For her, the assimilation of other literatures in order to
understand oneself through art is a perspective that reveals the comparison,
mutual influences and connections between different writers and between
the literatures of different peoples; the same applics to the artistic charac-
ter of particular individual writers and, indeed, the more general, global
questions of literature. In this way Ms Imangulieva was able to reconstruct
the theoretical problems of literature, as well as the sociopolitical, cultural
and philosophical substance and vista of one historical epoch that played a
crucial role in the development of humanity.

As a research scholar the author bases her opinions, abstractions and con-
clusions on the criteria of scientific nature, veracity and objectivity. She
exposes causes and motives, recording both the general and the necessary.
She boldly engages in polemics with other scholars, regardless of their
authority or reputadon, who file their claims on the basis of outer appear-
ance or association. As an academic Ms Imangulieva secks the triumph of
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facts, just as the aesthete seeks the triumph of beauty and the philosopher
that of reality. Nevertheless, in comparisons between East and West one
can detect a subtle Eastern bias, the result of her immense love of the East
and of its history and literature, which is linked to the spiritual roots of her
own people. ) )

Gibran, Rikani and Naimy is a valuable example of a literary-philosophical
work in twentieth-century Azeri social thought. This work is a treasure
of scholarship that has not yet found due recognition in the history of
social thought. A proper assessment of this work, and more broadly of Aida
Imangulieva’s achievements as a whole, may be given in other works that
examine and analyse her scholarly and theoretical legacy in a comprehen-
sive manner and from various theoretical perspectives. A study of her work
is also valuable from the viewpoint of determining the level of the Azeri
literary and philosophical world-view in the twentieth century.

This book offers a fresh view by a late twentieth-century scholar of the
world existing at the end of the nineteenth and start of the twentieth cen-
turies. Yet really this is a view of our own time, in that the basis of today’s
scientific world-view - along with many of our global problems - were es-
tablished in the period covered by the book. In Gibran, Rihani and Naimy,
Aida Imangulieva discusses the mutual influences and links of American and
English cultures with Arab culture and the synthesis of Western and Eastern
thinking; she also explores the thought of those geniuses who founded
modern Arabic literature and who, at the start of the twendeth century,
sought to modify Eastern thought in accordance with the demands of the
modern world, thus throwing light equally onto modern perspectives and ap-
proaches to problems. As Ameen Rihani says in his bitingly ironic question:

I am the East.
I have philosophies and religions.
Who would exchange them for aircraft?

And as Mikbail Naimy says, expressing the pain in his heart: “Many
critics evade the truth by means of ‘patriotic’ phrases such as ‘Our country
is the cradle of inspiration and humanity and the homeland of the prophets.’
‘Centuries passed, and still we knock our foreheads on the threshold of
churches ... a thick layer of rust has covered our hearts and minds.’” And
here, finally, is the sublime image of Gibran, who “embodied all epochs,
ideals and great deeds, the undying voice of the ages™: “The sight of the
ruined city [of the Past] brings the poet to despair, but Life tells him he
must depart and look instead for the City of the Future: Come, for only the
coward tarries, and it is folly to look back on the City of the Past.”

The many political, economic, social and ecological problems facing the
world today dictate the necessity and importance of the works and activity
of such intellectuals as Aida Imangulieva. The solution to all such problems
lies in the transformation of the cultural values of the world’s peoples, East
and West, into universal values for all humanity.
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Following the words of the Russian genius Dostoevsky, who declared
in the nineteenth century that “Beauty will save the world”, many great
thinkers of the twentieth century have been of the same view. The Ameri-
can philosopher-poet Emerson, to whom Ms Imangulieva makes frequent
reference, also believed that beauty is the “creator of the universe”.

In researching links between American and Arabic literature, Ms Im-
angulieva remarks on how close Gibran’s conceptions of the beauty that
“saves the world” are to those of Emerson: “Beauty is literature that regards
itself in the mirror.” If indeed these great thinkers are correct in saying that
beauty will save the world, then Gibran, Rihani and Naimy - as bestowed
upon the treasury of universal thought by the prominent scholar, Oriental-
ist, philosopher and thinker Aida Imangulieva - will portray literature as
“the mirror of beauty”.



Introduction

Historical background: new Arabic literature and
the Syro-American School

There are periods in the history of every nation in which its achieve-
ments become a substantial component of world civilisation. Arab culture
enjoyed such a flowering in the cighth to twelfth centuries, during which
it made its distinctive contribution to the cultural ascent of the Renais-
sance. Then, for reasons determined by history, its development slowed
sharply.

A new stage in the ascent of Arab sociopolitical and cultural life began
at the close of the eighteenth century, following the French expedition to
Egypt and Syria (1798-1801). This resulted, in particular, in considerably
increased contact between the Arab world and the West.! From this time,
and owing to a series of historical factors, Egypt emerged as the leading
country of the Arab East. Egyptian literature moved into first place and
became the most influential among the literatures closest to it in historical
destiny: those of Syria and Lebanon. By the mid-nincteenth century,
however, Syria and Lebanon, which at the ime were a single country, began
to excel alongside Egypt. The Orientalist Ignaty Yulianovich Krachkovsky
wrote: “In Syria and Egypt in the nineteenth century there began a period
of great revival that concentrated, in the main, on Lebanon with its centre
at Beirut.™

By the beginning of the nineteenth century Beirut already stood out from
other Arab cities for its developed trade, its blossoming in artisan and skilled
crafts and its Europeanised appearance. This was frequently remarked upon
by visiting European travellers. “Beirut can be briefly characterised thus:
of all Asiatic cities it is the least Asiatic; of all cities of the East it is the
most European”,’ the Italian-French writer Princess Cristina Belgioioso
(1806-71) noted in her diary. There are also accounts by Europeans of
Lebanon as a whole. In their reminiscences the French writer Alphonse
de Lamartin, the Austrian Arabist Alfred von Kremer, the Russian consul
Konstantin Bazili and others not only admired Lebanon’s nawral features
and its favourable geographical position, but also remarked on the high
level of culture among the inhabitants of Beirut in comparison with other
Arab peoples.

Gradually Beirut became an outpost of Western culture in the Fast. The
penetration of European missionary activity also increased, and although
the primary aim of the missionaries was to build and disseminate the
influence of the countries they represented in the economic and intellectual
lives of the Arabs, pursuing this policy also facilitated the spreading of
cultural enlightenment.
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A number of literary, public and academic orgnnisauPns were set up
in Lebanon.' A new pcr:icslical press made its presence w:del):' hoa:ntha{l.:
facilitated the appearance of journalism as a genre. jou_rnnhst;ln. :1 : :) s
topical content and social and political themes, then prow_ded € asnsal
which a new imaginative literature could develop. Much interest was also
being shown in translations from European languages at this time. .

“These social and cultural shifts, which took place over a numbler o
decades, brought internal changes to the country and a growing national
consciousness. Lebanon had become active in the !’orms of woxfid trade
and the financial relations that would lead to capitalism; new social strata
emerged; and significant changes were taking place against the background
of the country’s general intellectual and cultural ascendancy. By the mid-
nineteenth century Lebanon was ready to encounter the cultural values,
including literature, of other peoples of the _world. PN .

However. such an enhanced cultural life in Lebanon, with its growth in
national consciousness and the birth and development of an intelligentsia,
was in stark contrast to the country’s economic backwardness and .pohucal
suppression under the totalitarian power of the Ottoman Empire. The
situation was further complicated by the expansionism of the European
powers. From the 1870s the economic position of Lebanon changed
dramatically. With the opening of the Suez Canal in 1868 the port of Beirut
lost its international importance. Trade in the country gradually dwindled,

while the carlier supremacy in the arts and crafts fell into neglect and the
peasantry was ruined. These circumstances were also partly the result of
internecine religious conflicts.

Sociopolitical and economic conditions in Lebanon at the close of the
ninetcenth century were such that a considerable part of the population
emigrated en masse to the USA, and this left its mark on the country’s
cultural life. To this migration of the Lebanese artstic intelligentsia to the
USA, and in particular to New York, can also be attributed the germination
of Arab émigr¢ literature, which subsequently grew into the isolated and
unique phenomenon known as the Syro-American School.” This would
play a key role in the establishment of the new Arabic literature.

The Syro-American School produced a number of major figures in
Arabic literature. In Arab studies, both in the Soviet Union' and abroad, the
important contribution of its members to the overall development of Arabic

* The academically accepted term “Syro-American School” was first used by I.Yu.
Krachkovsky. It refers to the group of writers from Syria and Lebanon who pursued
literary activities in the USA. Krachkovsky used the term not only in a purely geo-
graphical sense to refer to the place of residence of these writers but also to highlight
a specific synthesis of Arab and American literatures. See Krachkovsky, Arabskaya
Iiteratura v XX veke, pp.17-25.

t [Editor’s note] This book was written and first published (in Russian) before the
dissolution of the Soviet Union,
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literature continues to be recognised. A study of the evolution of the works
of the principal representatives of the School, Kahlil Gibran, Ameen Rihani
and Mikhail Naimy — under the direct influences of Western Romanticism
and Russian Critical Realism - is above all a study of the evolving interaction
of the new Arabic literature with various movements and artistic methods
in world literature. The objective importance of this subject arises from the
part played by literary interactions in the formation of a new type of Arabic
literature, based on different ideological and aesthetic principles to those of
late Medieval literature.

In the late nineteenth and early twentieth centuries, during a period
of cultural revival and development of the Enlightenment movement and
Islamic reform, the conditions for developments in Arabic literature were
comparatively favourable. Such a literary fermentation then naturally
created conditions receptive to the experiments of foreign literatures. This
was all the more the case since the historical events of this time encouraged
the forming of literary contacts.

The role of rejuvenator of Arabic literature, by way of familiarising it
with the practices of foreign literatures, fell to the leading members of
the Syro-American School. Gibran and Rihani occupied themselves with
Western Romanticism. However, these writers did not so much isolate
its external traits or mechanically transpose its basic principles to Arabic
literature as assimilate Romanticism as an artistic method, that is, as a new
point of view that allowed them to express their relationship to the demands
of Arab reality. The principles of Critical Realism, adopted by Naimy from
the Russian classics, formed the basis of his first works, in which he as
artist and realist reflected Arab life in its newly developed stage, with all its
attendant fearures.

The influence of foreign literatures in the work of Gibran, Rihani and
Naimy appears exactly as described by A. Dima, thatis, “as a set of impulses
thanks to which talents are awoken and the possibilities contained within
them become a reality. Accordingly, the true purpose of such influences
is to stimulate creativity.” The importance of the creatve work of these
writers is that they perceived and transformed the ethical and artistic
values of European and American literatures in a new way, synthesising
the achievements of those with the best of their own national traditions.
The Syro-American School, as epitomised by its most talented artists,
responded to those elements of foreign literatures that addressed the vital
requirements for social development in the Arab countries. Thanks to the
efforts of these writers, Arabic literature in the early twenteth century was
able to overcome its former reticence - as relating to a regional community
— to actively participate in the global literary process.

For all the uniqueness of what it achieved, the Syro-American School
is a characteristic example of development through contact, and of the
formation of a new literary practice under the influence of the literatures of
other nations. Given that in each particular instance of similar interactions
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between two or more literary traditions the specific character of the
synthesis is contingent on the source material of the tra.dmon, then as a
whole the entry of a national literature into the global literary process is

inevitably accompanied by a stage of contact. )
The works of the writers of the Syro-American School represent

an uncommon situation. In their zone of contact there appeared three
different traditions simultancously: the English “Lake School”, American
Transcendentalism and the Critical Realism of Russian literature.

“The description, comparatve analysis and research into_these literary
facts both broadens the picture of how a new Arabic literature was
formed, and reconstructs a typologically reliable map of the complex and
contradictory forms of the historical development of the new literatures of
the East. The result of the contact of the Syro-American School with these
three movements was the formation within it of certain artistic methods: the
Lake School and Transcendentalism served the emergence of a Romantic
method in the works of Gibran and Rihani, while contact with Russian
literature formed the Realism of Naimy.

Making general conclusions about how the Syro-American School
evolved has a fundamental methodological value, insofar as they create the
basis for building a typology of development through contact in modern
Eastern literatures, and can demonstrate the process by which artistic
methods and movements form within them.

The fundamental goal of this investigation is to identify and interpret
the patterns that characterise the process by which the substance of the
foreign literature is received by the literature that perceives it — in this case
the Syro-American School, which was in fact already moving into a more
advanced stage of development and creating a new artistic method for its
national literary tradition. Subsequently the achievements of this School
would become the achievement of all Arabic literature.

Here a series of interrelated questions arises: firstly, how Western and
l"'.aslcrn traditions were synthesised in the practice of the Syro-American
School; secondly, what specific elements were received from the schools of
Western European and American Romanticism and Russian Critical Realism;
and finally, how these artistic methods were developed in their works.

The principle behind the selection of works for comparative analysis
should be stated here. This has been determined by the task of representing
in as clear a focus as possible the processes that were taking place in Arabic
literature. Therefore priority [in selection of material] has been given to
works that demonstrate the assimilation of the new processes rather than
those that are already based upon them. In addition, preference has been

given to works in which the results of the synthesis and evolution of the
creative methods of Arab writers are most clearly visible.

[¥2]
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Studies by Russian and Soviet scholars

The research in this study rests upon the work of the following Soviet
Orientalists: A.A. Dolinina, V.N. Kirpichenko, L.Yu. Krachkovsky,
A.E. Krymsky, A.B. Kudelin, Z.1. Levin, V.B. Lutsky, K.V. Ode-Vasil'eva,
S.V. Prozhogina, N.K. Usmanov, LM. Fil'shtinsky, E.P. Chelyshey, L.Ye.
Cherkassky and B.Ya. Shidfar. Reference has been made in the study to
literary-historical studies on English, American and Russian literature by
A.l. Batyuto, G.P. Berdnikov, P1. Biryukov, L.O. Blagovy, G.A. Byaly, T.N.
Vasil'eva, T.D. Venediktova, [.A. Gurvich, N.Ya. D’yakonova, M.Ye. Yeli-
zarova, A.A. Yelistratova, Ye.l. Kiyko, G.V. Kurlyanskaya, M.O. Mendelson,
T.L. Motyleva, O.K. Rossiyanov, L.I. Startsev, D.M. Urnov, A.V. Fedorov,
A.L Shifman and others.

In examining questions of creative method and the interactions of
iiteratures, | have relied on the investigations of the following theoretical
literary critics: A.S. Bushmin, LE. Volkov, A. Dima, D. Dyurishin, V.M.
Zhirmunsky, N.1. Konrad, D.S. Likhachev, 1.G. Neupokoeva, 1.D.
Nikiforova, L.I. Timofeev, U.R. Fokht, M.B. Khrapchenko and others.

Acknowledgement is due to the following Arab scholars for works
consulted on the history of émigré literature and the lives and actvities of
émigré writers: A.K. Ashtar, A.L Qindilchi, A. Jundi, J. Jabr, I. Qunsul, H.
Mas'ud, M.Yu. Najm, I. Na’uri, Nadira Jamil Sarraj, J. Saydah, K.M. "Talisi,
G. Tomeh, M. Taymur, D. Anas, Philip Hita, M. ‘Abd al-Ghani Hasan,
H. Jad Hasan, M.M. Haddara and others, and the Western European
scholars Carl Brockelmann, Georg Kampffmeyer, Tahir Khemiri, Joseph
Ghougassian, Adele Younis and others.

This monograph also makes use of the findings of Ph.D. dissertations
by M.V. Kuteliya, H.K. Muminov, LE. Bilyk, M.V. Nikolaeva, L.A.
Tazetdinova and V.V. Markov, and material from various articles, forewords
and afterwords to translations of Arabic works into Russian.

The first to realise the importance of the Syro-American School for
the new Arab culture was the Academician Krachkovsky, who placed a
high value on the contribution of its members to cultural development.”
He sets out succinctly the history of Arab émigré literature in many of his
works, concentrating on the USA.* In special works devoted to Rihani,”
Gibran' and Naimy," Krachkovsky identifies their place and role in the
development of the new Arabic literature. ‘Through his efforts many works
by émigré writers were made available to a wider circle of readers than
merely specialists in the field. Krachkovsky translated several works by
Gibran, Rihani and Naimy into Russian."” The scholar’s archive contains
still-unpublished translations of works from the Syro-American School.”

Krachkovsky observes an accelerated rate of development in ¢émigré
literature and direct contacts with Western literature. He points out several
times, for example, the influence of the Western Romantic school on
Gibran and Rihani: “His [Rihani’s] favourite forms are, on the one hand,
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small articles — sketches on the most diverse of topics - ethical, literary and
political - and on the other, prose poetry, which appears here for the first
time in any significant quantity and which was the result of the influence of
Walt Whitman.” While not over-estimating this influence, in his article
Arabic literature in America (1895-1915) Krachkovsky remarks:

There is no doubt that the immigrants are far better acquainted with
European literature than their brothers in the East, but this familiarity

has a purely eclectic, mostly coincidental quality and is not specifically
directed towards their new homeland. Of course they recognise individual
representatives of it; without doubt, the influence of Walt Whitman comes
through exposure to America: and yet it is also from the Americans that
we [sic) first gained a closer knowledge of Voltaire and Goethe and Keats
and Carlyle.”

Krachkovsky deserves further credit for being the first to reveal the close
ideological and artistic links between certain members of the Syro-Ameri-
can School, in particular Naimy, and classical Russian literature."

The basic ideas contained in Krachkovsky’s works have been developed
in many studies by Soviet Arabists. The sources on Arab émigré literature
on which Krachkovsky based his work have since been considerably
augmented. Nevertheless, the general methodological positions that he set
out continue to be pivotal for research on the subject.

Certain works by Gibran, Rihani and Naimy have been included in an
anthology of Arab writers compiled by Klaudia Viktorovna Ode-Vasil’eva.”
She has also written prefaces to two anthologies, Stories by Lebanese Writers"
and Lebanese Short Stories,” giving concise information about Arab émigré
literature and its main figures.

The work of A.A. Dolinina® on the Syro-American School has also been
fruitful. She has given particular attention in her research to developments
in the main literary movements and individual genres of Arab émigré
literature, and has pointed to the relationship of works by Gibran, Rihani
and Naimy with Russian and Western literatures. Many prefaces and
afterwords written by Dolinina to collections in Russian translation of
Arabic writers are of interest despite their bulk, and helpful in the study of
the works of the Syro-American School. It is to Dolinina, after Krachkovsky,
that credit is due for introducing the artistic legacy of Gibran, Rihani and
Naimy to Soviet readers.! g

N In r(';cent d;li:nm ;s sc;ies of works have appeared by authors who have set
emselves tasks of studyin i i i

e dying specific problems in relation to the Syro-
The dissertation on Gibran by M.V. Kuteliya, The World-View of Khalil

G:érfm,” gives much space to the treatment of ;)::ob!ems already kng-wn and

studied. The main theme is examined in statistical terms and not linked to

the creative evolution of the writer’s method. While examining Gibran’s

world-view, Kuteliya does not even mention the way he was influenced
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by Western poets and writers, and merely sketches the influence of the
philosophy of Nietzsche on his work without discussing this in depth.

The preface by V.V. Markov to a volume of selected works by Gibran
in Russian translation” will be of some interest to scholars. He describes
Gibran at once as a Romantic with a philosophical tendency.* He proposes
that the basis of Gibran’s Romantic world-view is the idea of the human
being as the highest creation in nature, who strives incessantly towards
completion. Markov supports this view with works by Gibran that include
Broken Wings, A Tear and a Smile, The Tempests and The Forerunner. It is
through these works that he traces the evolution of a single Romantic
theme, which was to occupy Gibran throughout his creative life. Markov
considers the writer's philosophical approach to be revolutionary in its very
essence, founded as it is on the winity of Love, Rebellion and Freedom.
He supports his belief by referring to a book by Naimy on Gibran, whose
main thesis is Gibran as revolutionary, as the rebel who moves humanirty
to a more perfected and moral state of life. The author correctly affirms
the deep relationship of Gibran’s style to the classical traditions of Arabic

poetry.

A pamphlet by Z.I. Levin™* examines the world-view of Rihani, but does
not discuss his artistic output. In Levin’s view the fundamental premise of
Rihani’s philosophy is the struggle to reconcile materialism with idealism.
For him the origin of all existence is God, whom he identifies with nature,
which embodies in itself Love, Truth and Mystery. Rihani proposes that
the basis of historical social development is the perfection of the individual,
which in turn leads to the improvement of morals in society itself. Tt is
particularly important that individuals be allowed to develop freely, without
being oppressed by racial, national or religious prejudices. Levin observes
that for Rihani the social process therefore consists in the “humanising” of a
human being. For him social relations come down to ethical relations. The
main themes of Levin’s pamphlet are also reflected in his book, Principal
Developments in Social and Political Thought in Syria and Egypt.”*

A further interesting work is the dissertaton by L.A. Tazetdinova™ on the
poetry of Rihani. To a certain degree this work fills a gap in studies of the
writer’s creative output. Tazetdinova gives a general description of the Syro-
American School and a biography of the writer, and deals with the sources of
his system of imagery and the features of his versification technique; but the
most interesting part of her work is the third chapter, which concentrates
on the themes and images of Rihani’s poetry. Tazetdinova divides Rihani’s
poetry into two periods: before and after the 1920s. For her the basis of

* The Preface by V. Volosatov to earlier publications of Gibran in translation con-
tains brief notes on the history and work of the writer. It does not, however, deal with
the author’s methods. See Volosatov, VAA., ‘Dzhebran Khalil Dzhebran’, in Slomannie
krylya, Moscow, 1962, pp.3-13; Volosatov, VA, Preface to Sleza i ulybka, Moscow,
1976, pp.5-12.



8 INTRODUCTION

this periodisation is the type of thematic material characteristic of each
period. Before the 1920s the poet used predominantly universal human
subjects, typical of a Romantic world perception. After the 1920, however,
the Romanticism in Rihanis poetry acquires a uniquely national colouring,
expressed in the way he poses certain problems that are specific to an
Eastern author and of a purely national character: the struggle for freedom
of the Arab peoples, the aspiration to join the best features of Western
culture to Arab culture, and so forth. We would argue, however, that such a
strict period division of Rihani’s poetry by thematic character is not endirely
valid, since the principal Romantic themes and motifs remained in various
forms in Rihani’s work throughout his creative life. A new and interesting
insight in Tazetdinova’s dissertation is in the section on Rihani’s style and
system of versification, in which she discusses the poetry of Whitman and
underlines his influence on the work of the Lebanese writer.

It may be stated, however, that of the various members of the Syro-
American School, the greatest attention by Soviet Orientalists has been
devorted to Mikhail Naimy.”

The dissertadon by H.K. Muminov, based on a wealth of factual material,
primarily examines the historical background and traces the development
of critical thought in the Arab countries. Muminov’s picture of Naimy’s
literary and critical thinking is drawn mostly from his book The Sieve. He
finds that Naimy drew many of his ideas from those of the Russian critic
Vissarion Belinsky. Correctly considering Naimy to be “the founder of a
school of Realist literary criticism of a new kind”, Muminov discusses, in our
view rather simplistically and academically, the “class limitations of Naimy’s
world-view”.” Nor can we agree with Muminov’s view of the book by
Naimy about Gibran (Kahlil Gibran: his life and death and literary and artistic
works) as purely a work of criticism, when this book is an original artistic
undertaking that reconstructs the complex person of the writer. Muminov
furthermore omits to mention the view that several theoretical utterances

by Naimy in this book develop and consolidate 2 Romantic position.

The dissertation by LE. Bilyk, in which Naimy’s work is considered
within the unified context of the historical, social, political and cultural
conditions in Lebanon, is certain to be of interest. In this study Naimy’s
work is divided into three periods: (1) 1910 to 1920 (early stories, including
Memoirs of a Vagrant Soul); (2) 1930 to 1950 (the story “The Meeting” and
the .novel The Book of Mirdad); and (3) the mid-1950s to the 1960s (late
stories and the novel The Last Day). The stream of different influences that
trans_foqncd and implanted themselves - Russian, Western and classical
Arabic literature - could not but leave their mark on Naimy’s artistic
method as a whole. His artistic method was also exposed th -
Realist tendencies of th istential eiulgllapiiasy

o f‘; ncies of the W%st:_Enstenualusm anfl Surrealism, and in the
;-se :}ic:;sus :E?E::;&::??;?;% :?r: S'uﬁsrf:.’Bllyk concludes that thj:s
! y's artistic method. And from this
perspective she analyses all the works mentioned and reveals a variety of
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“methods” within them — Critical Realism, Romantcism, Enlightenment
Realism and Sentimentalism — and sometimes even traces of Surrealism and
Existentialism. All this is more or less true, but this constant small-scale
assertion of “hints” of various different methods ulumately conceals and
clouds any clear conclusion: so which method has the writer really used in
one or another of his works?

In her conclusion Bilyk asserts that in the first of the three stages Naimy,
abstractng himself from Arab traditions and responding to the achievements
of world literature, “gains a basic mastery of both Romantcism and Critcal
Realism, with a partal ‘imposition’ on these methods of Enlightenment
Realism and Sentimentalism.™

In his second creative period Naimy’s work shows a preference for
Enlightenment Realism, and continues to develop the Romantic line “with
a partial mastery of Surrealism”. The last period is characterised as the
pinnacle of his development of “Critical Realism, but also of Surrealism
with a layer of Romantic elements”, that is to say, with the development of
non-Realist methods.

From this one may gain the impression that it is possible to see in Naimy
any method one cares to find - be it Enlightenment Realism, Critical
Realism, Romanticism, Surrealism or Existentialism - and that his artistic
method is a conglomeration of all possible artstic systems. However, such
a point of view is unacceptable to us. An artistic method is a comprehensive
whole by which the world is perceived. It is common knowledge that in his
first creative period Naimy produced a number of Realist stories and the
play Fathers and Sons in the spirit of Critical Realism. Over time Naimy
moved steadily away from this towards Romanticism in his creative works,
whereas the Realist method predominates in his essays and in the Jate
collections of stories.

It is also difficult to agree with the conclusion that Naimy’s story “The
Barren Woman™ was written under the influence of Aleksandr Ostrovsky's
The Storm. Not one similar situation, not one identical motif can be seen
between these two works: in Ostrovsky’s play, Katerina has a freedom-
loving nature, but suffers a strong oppression from without, her feelings and
desires suppressed. The heroine of “T'he Barren Woman” chooses suicide
after disappointment in her beloved, while Katerina perishes, haunted,
defamed, and having lost all connection with life.

We also object to the idea that Naimy’s stories “The Donkey's Tail”
and “The Gift” “do not reflect concrete reality”. In our view, these stories
realistically recreate the specific features of life in Lebanon at that time.
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Studies in the Arabic-speaking world

In the Arab countries themselves, particular attention is devoted to the
history of émigré literature and the works of its individual representatives;
a very large number of works by Arab researchers have been devoted to this
subject. These may be divided notionally into three groups:

. Literary-historical works that examine Arab émigré literature.”

5> Srudies of the development and formation of individual genres.”!
3. Monographs on the life and work of the prominent exponents of
émigré literature: Gibran,” Rihani” and Naimy*  ~
Works concerning the history of émigré literature tend to be constructed
more or less monotonously: they usually contain extensive information and
factual material about the mass emigration from Syria and Lebanon to
America and give an overview of the émigré press, the activities of various
social and literary organisations and the lives and works of individual persons
in the émigré literature. As a rule they also examine general questions of the
character and peculiarities of émigré literature, especially of poetry. A lot
of space in such books is given over to descriptions of the content of the
émigré writers’ works.

There is no doubt that each of these works has its own scholarly

value, and taken as a group they complement one another and facilitate
a deeper and more complex understanding of the literature of the émigré
Arabs. Despite their extensive academic and factual material, however, the
works enumerated share a common shortcoming, which arises from their
authors’ methodology. This is above all evident in their mainly informative,
descriptive, survey-like character, which replaces any analysis of the facts
they purport to convey. For the most part the authors of these works show
linde interest in the patterns that define the essence of this literary school
and its role in the development of the new Arabic literature.

From among the works mentioned, the monograph by two well-known
Arab literary critics, Muhammad Yusuf Najm and Ihsan ‘Abbas, entitled
Arabic Poetry in Exile,” stands out. In this work the authors seek to establish
the pattcrr‘;s of sociacll ;:;ooesses and the currents of ideas that to a large
extent predetermined the aesthetic and philosophical pr
Syro-American School. : PRk pogain st

N_a]m_and ‘Abbas give primary importance to the subjectve factor,
considering that in his psychological constitution Gibran was an innate
Roqlanuc. As a result, in their view, Gibran was able to first of all “come
unaided to that to which earlier representatives of Romanticism had come”
Itlls true that the authors do not deny the influence of William Blake on
Gibran’s world-view: “If we were to say that Gibran was not subjected to
the influence of other Romantics, but came to Romanticism through his
own innate talent, then the question of the effect on his work of William

%lalu: would remain open.”” They see Blake’s influence above all in the
identical approach of both poets to the cardinal philosophical problem of

STUDIES IN THE ARABIC-SPEAKING WORLD 11

understanding the essence of the human “I”. Both Blake and Gibran reject
the binary and dualistic consideration of the human person and do not split
itinto the material and spiritual, or into body and soul, but rather see it as
an inviolable unity both with the world (God) and with itself. The authors
conclude: “And this does not rule out the possibility that on this question
Gibran came under the influence of Blake.™*

‘Abbas and Najm point out that the influence of European Romanticism
on the writers of the Syro-American School came through the American
Romantics Emerson, Thoreau and Whitman, whose works, in the
considered opinion of the authors, Gibran knew well. They write: “This
youth [Gibran] heard or read about Emerson’s philosophy, about the
‘great teacher’s’ relationship to nature, or about Thoreau's ‘Forest’. He
probably also somehow came across the voice of the poet Whitman, who
considered that a man can reach freedom by freeing his mind and body
through democracy, his soul through love and his spirit through religion.™”
Krachkovsky also remarked that America served as an intermediary between
the Arabs and Europe.”

Gibran’s reverence towards nature and his worship of it is linked by
Najm and “Abbas to the pantheism of European and American Romantics:
“For Gibran the Forest is that Nature that was deified by Wordsworth,
Coleridge, Blake, Rousseau and Thoreau.™

In passing the authors also note the effect of Russian literature on Mikhail
Naimy and on Nasib ‘Arida.”” They even find a consonance berween the
poetry of Alexander Pushkin and that of the well-known émigré poet
Diya Abu Madi (or Elia D. Madey, 1889-1957), and make a comparative
analysis of Pushkin’s poem “A Winter’s Evening” with Abu Madi’s poem
“Evening”.”

However, ‘Abbas and Najm do not attempt to uncover the foundations
of Gibran’s Romantic inclination or of Naimy’s relationship to Russian
Realism, limiting themselves solely to a statement of facts.

Other Arab academic works characterise the works of Gibran, Rihani and
Naimy only in general terms. Even the specialist monographs that examine
these writers with regard to the evolution and development of artistic
methods give no consideration whatsoever to the possible influences of
Western Romantic or Russian classical works on the émigré writers.

Two monographs may also be added to the list of works by Arab literary
specialists, published in English in Beirut. Their authors are Khalil Haw1,*

a professor at the American University in Beirut, and Nadeem Naimy.*

Hawi examines the work of Gibran in terms of the evoludon of his
philosophical ideas. He notes that Gibran’s personality and world-view
were formed under the influence of both Western and Eastern cultures. To a
considerable degree this explains the contradictions in his inner world, torn
as it was between the contemplative way of the East with its prioritisation
of the spiritual principle, and the rationalistic and sociological ideas of the
West. He believes that the poet’s main teacher of ideas was Jean-Jacques
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Rousseau: “There is, then, nothing in Gibran's idea of Nature which cannot
be traced back to Rousseau. The same is true of his attitude to society: like
Rousseau, he also wept over it and denounced it, and pitied the poor for
their sufferings under it.” In Hawi’s view, the influence .°f other writers and
Romantics was largely determined by the extent to which they themselves
perceived the ideas and stylistic particularities of Rousseau’s work. His book
also includes a detailed stylistic examination of Gibran’s poetry.

The study by Nadeem Naimy, nephew of Mikhail Naimy, is also a work
of substance. He is the first to give a systematic overview of the writer’s
legacy, concentrating individually on his best-known works, and he analyses
the factors that influenced the formation of his world-view. Nadeem
concludes that Mikhail’s outlook was influenced by the Bible, in particular
the Gospels, but also by the ethical homilies of Leo Tolstoy.* In his view, a
distinctive philosophical conception was already present in the writer’s early
works, combining Taoism, Buddhism, Platonism and Christianity."

Studies by Western and other scholars

No specialist studies have been made in Western European Arabic studies
of either the Syro-American School or its leading exponents. Isolated
mentions are found only within general works and in histories of Arabic
literature. A small section of the famous work by Carl Brockelmann on
Arabic literature is devoted to the émigré authors, in which he describes the
appearance of émigré literature and gives brief biographical information on
the members of the New York Pen League.*

The research by Georg Kampffmeyer® is of a general and descriptive
character. In a special book compiled jointly with Tahir Khemiri,* the
authors introduce examples of work by writers of the Syro-American
School to European readers and give brief biographical details about the
writers. In the section on Gibran the authors underline the influence of the
Arabic translation of the Bible and also of works by Rabindranath Tagore
on the writer’s style. However, they do not argue their ideas particularly
convincingly. Some information can be found about the émigré writers in
the work of the English Arabist H.A.R. Gibb.*

Islamic Literature, published in New York, gives some space to the
works of the émigré Arab writers.”” A number of specialist works” were
published in the USA, most interesting of which is the book by Joseph P.
Ghoa’lgassian, an assistant lecturer in the Department of Comparative and
Arabic Philosophy at the University of San Diego,' entitled Kahlil Gibran:

* Ceruain proposals for the influence of Tolstoy on Naim ject
0 _ y are treated subjectively
:;Nade;::l Naimy. We shall discuss these in the appropriate chapter (4) of this
t [Editor’s note] Joseph Ghougassian is presently (April 2009) deputy senior
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wings of thought — the people’s philosopher, dedicated to Gibran. Its main focus

is an analysis of Gibran’s philosophical outlooks as reflected in his creative

works. The author concludes that Gibran’s world-view is deeply idealistic,

since the basic premise on which his philosophical conception is builtis that

life is primarily the life of the soul. Ghougassian considers the closeness of
this to the philosophical views of Blake.” “Both Blake and Gibran believed
that the poet should have an apocalyptic vision of the world, should seck
the links between the transcendental phenomena and the essence of
God and fulfil the role of the prophet, who returns humanity to truth.™
In the author’s view, all of Gibran’s philosophical interests are therefore
concentrated in the examining of ethical and moral laws and aesthetic and
theological questions. This is the source of his acutely critical attitude to
official religion and those who minister it, to social norms and rules, and to
society in general,

Kahlil Gibran: his life and world*® - written by Jean and Kahlil Gibran, the
writer’s sister and cousin, respectively - is also of some interest. It contains a
detailed biography of Gibran based on the reminiscences of members of his
family, acquaintances and friends. Considerable factual material was drawn
from Gibran’s correspondence and from the press, and many documents
and photographs were published in this book for the first ime.

The above survey of philological works by Soviet and foreign scholars
demonstrates that many scholars of Arabic literature have thrown light,
to a greater or lesser extent, on the formation and development of Arab
émigré literature, on some of its exponents and on the emergence of various
genres, etc. Attention has been given to the relationships between the Syro-
American School and Russian and Western literatures. However, these
works have not considered adequately the sources, essence and character
of those relationships, nor have they ascertained the role and significance
of reception in the way the method of the school’s leading representatives
were formed. This subject, it should be added, is of great scholarly interest.

The pressing need in contemporary Arabic studies for rescarch into these
matters has determined the set of questions that will be examined in this
monograph and the form of its structure.

adviser to the Iraq Ministry of Higher Education & Scientific Research (MHESR)
and former US ambassador to Iraq and Qatar.



Chapter 1

Arab émigré literature in the USA: origins
and influences

Social and political life in Lebanon in the late nineteenth
and early twentieth centuries and the origins of Arab
émigré literature

Lebanon’s early contact with European countries played an important part
in its cultural ascent, and this can be explained by the country’s history. The
geographical location of this small country put it at the centre of constant
interactions among various civilisations: the East of antiquity, the classical
world, Arab Islamic culture and Christianity. The establishment of Byzan-
tine supremacy in Lebanon (and in Syria) in the fourth century Ap founded
a root of Orthodox Christianity, in which the Church was governed entirely
from Greece. From the Middle Ages Beirut was important as a convenient
seaport on the trade route from the Mediterranean Sea to the Persian Gulf.
For many centuries, therefore, Lebanon was drawn into direct contact with
the countries of the Mediterranean and Christian Europe.'

Contact between Lebanon and European countries began to strengthen
after the sixteenth century, when interest in the lands of the East began to
grow in the West. In 1584 a special school for Lebanese Maronites was
opened in Rome. During the rule of King Louis XIV Maronites studied
in French educational institutions, and in 1608 the Emir of Lebanon,
Fakhr ad-Din II (1585-1635), concluded a trade agreement with the Duke
of Tuscany. European scholars were invited to Lebanon, and Western
countries, particularly England and France, embarked on active economic
development there. Raw materials — silk, wool, tobacco, olive oil and citrus
fruits — were exported westwards, while various textile and manufacrured
goods were imported from Europe. Pursuing their own interests, the
Western trading companies applied no little effort in turning Beirut into
a modern city. A new port and seafronts were built, a gasworks was set
up for street lighting, water pipes were laid, a number of large public and
administrative buildings were constructed and a highway was laid between
Beirut and Damascus.

From the beginning of the nineteenth century the history of Lebanon
had been closely linked to the activities of Western missionaries. Lebanon
was one of the first Eastern countries to become an arena for their work.”
Missionaries were quick to establish themselves there: Catholics from
France, Protestants from England, Presbyterians from America and

15
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Orthodox from Russia. [n part this was to do with the geographical location
of the country, but also with the availability of good ports 3]:!6 natural
resources. A further important element was that a large portion of the
Lebanese population were historically Christian. Naturally, the missionaries
pursued political interests in addition to religious ones, but “while
directing the influence of the colonial powers in the East, the missionaries

nevertheless brought literacy to the local Christians and spread European

languages; sometimes they were the facilitators of cultural initiatives, and in
particular created in the Arab countries an Enlightenment society.™

British, American, French and Russian missionaries built schools,
colleges, higher educational establishments and libraries, and published
periodicals. New educational programmes were established, and well-known
Arab writers and journalists such as Sheikh Nasif Yaziji (1800-71) and
Butrus Bustani (1819-83) participated in their preparation. The importance
of the missionary schools was immense: some graduates continued their
education in Western Europe and Russia, and on returning home pursued
active lives in literature and society.

The establishment of the universities was an important cultural
development. The American University* was founded in Beirut in 1866,
as was the University of Saint Joseph, and in 1874 the French Catholic
University opened. The universities had well-equipped libraries with
literature in Arabic and foreign languages, allowing scholarly work on
anicient manuscripts to be carried out, and the compilation of an Arabic-
French dicdonary.

Local printing presses were also established, which broadened the
publishing base, and the expansion of translation activity was closely linked
to this. Even though most of the works being translated in Egypt at this
time were of a scientific and technical nature, in Syria and Lebanon many
translations were made of imaginative literature by European writers,
cspcci:]ly the French, since French influence on the country was particularly
strong.

Changes in the social and political situation in Lebanon led naturally to
considerable shifts in its intellectual life, and to the growth and formation
of a collective self-consciousness. Lebanon was the first Arab country in

which an Enlightenment movement appeared’ and a national intelligentsia
was formed. Grradually this Enlightenment ripened and developed, with the
awakening of public consciousness resulting initially from the ideological
activities of the Lebanese “enlighteners”. Nasif Yaziji, Butrus Bustani,
Marun I_\Iaqqssh (1817-55), Ahmad Faris Shidyak (1805-87) and others,
the leading represcntatives of the emerging national bourgeoisie, publicly

opposed feudal backwardness and political stagnation, The Enlightenment
was to make a fundamental impression on not only the social and political
but also the cultural life of the Arab countries.

During the Enlightenment period a new Arabic literature gradually
began to form. The ideas and ideals of the Enlightenment movement
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started to influence the social consciousness of the Arabs and required
literature to address the problem of the individual; they also posed acute
questions of social inequality, national freedom, the emancipation of women
and so on. The “desire to turn the faceless mass of subjects under the power
of feudal rulers into a union of individuals living by their wits and not by
the instructions of the authorities™ was a completely new proposal for
Arab society and became the foundation and motivation for all the actions
of the Arab enlighteners — individuals such as Rifa"a Tahtawi (1801-73),
Butrus Bustani, ‘Abd al-Rahman al-Kawakibi (1849-1903), Nasif Yaziji,
Ahmad Faris Shidyak, Adib Ishaq (1856-85), Qasim Amin (1865-1908),
Mustafa Kamil (1874-1908), Jurji Zaydan (1861-1914), Ya'qub Sarruf
(1874-1908) and others. These writers brought variety to the narrative
genre, and enriched Arabic literature with literary essay-writing and
with a vivid oratorical style. The enlighteners widened the possibilities
for imaginative literature. Arabic poetry was torn, as it were, from the
clutches of the Middle Ages and took on a social and political dimension.”
Gifted poets such as Mahmud Sami al-Barudi (1839-1904), Ismail Sabri
(1854-1923), Ahmad Shawqi (1868-1932), Hafiz Ibrahim (1871-1932),
Khalil Mutran (1871-1949) and others succeeded in combining traditional
forms in their works with topical subject marter. Muhammad Muwaylihi
(1858-1930), Aisha Taymuriya (1840-1902), Muhammad Lutfi Jum‘a and
others experimented within the classical forms of magam (didactic stories or
harangues) and with saj* (thymed prose) to faithfully reflect life in its most
typical manifestations."

“An important part was played in the spreading of the Enlightenment
and in the development of Arab culture in the latter half of the nineteenth
century by various scientific, political and literary circles and societies.™"
The Syrian Society [of Arts and Sciences] was formed in Beirut in 1847,
followed by the Oriental Society (1850, established by the Catholic
Jesuits), the Syrian Scientific Society (1857, organised by Butrus Bustani
and Nasif Yaziji), the Society of Learning (or Refinement, organised by
Muhammad Arslan) and the Oriental Scientific Academy (1882). The first
National School was founded in 1863." Bustani and Yaziji prepared a Great
Explanatory Dictionary of the Arabic language (Muhit al-muhit, 1867) and
a seven-volume Arabic encyclopaedia (Da'iratu-1 ma'arif, 1887).

In the second half of the ninetcenth century a periodical press appeared in
Lebanon; prior to this the Lebanese read only newspapers and magazines."
Enlightenment traditions were cultivated in the new publications, to the
extent that the censor permitted; ideas of democracy and freedom were
propagated, and a call for unity and struggle against foreign interference
was sounded.

Despite the persecution and harsh repression by the Turkish powers,
social and political life in Lebanon in the late nincteenth and early twentieth
centuries became noticeably more active. This was particularly evident
following the Russian bourgeois-democratic revolution of 1905-07. Under

|
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e influence of this revolution there was a powterful upsurge in national
ltihbcration movements in the Arab countries, Pﬂmc_“l‘fl)’ Leb?non."

“The downfall in Turkey of Abdul Hamid II's regime following the Young
Turks revolution (1908) gave the Arabs new hopes of mdepcndcnce, butin
1909 the democratic movement was crushed by the Turkish powers. At the
insistence of France the treaties were revised in 1912, with the result that
Lebanon’s rights were considerably increased.’ New and progressive social
organisations were also formed in Lebanon at this time: the Beirut Reform
League, the Lebanese Revival and others. )

In September 1918 the British, together with the army of the Emir F
al-Hashimi, went on the offensive in Palestine, routed the Turkish army, and
then moved rapidly northwards into Lebanon and Syria. Beirut was occupied
by the British on 8 October. Having now completely collapsed, Turkey was
forced to sign the Armistice of Mudros. In an agreement between Britain
and France signed in London on 30 September 1918, Lebanon and western
Syria passed into French administration, headed by the High Commission.
Thus, having been liberated from centuries of Ottoman rule, the Lebanese
now found themselves the subjects of a French-British colonial regime.

As European powers had begun to expand, particularly Britain and
France in the mid-nineteenth century, Lebanon experienced a growing
religious animosity between its two main population groups, the Maronites
and the Druze, accompanied by bloody clashes and internecine fratricidal
struggle.”” Even Karl Marx commented on the political battle that extended
to the coast of Syria’." All this weakened the economic condition of the
country and led to 2 stagnation in its spiritual and cultural life.

Occupation, political repression and persecution, religious strife,
devastation of the country and economic crisis, together with the
missionaries’ propaganda that promised a free and prosperous life in the
West, meant that as early as the end of the nineteenth century not only
the Lebanese intelligentsia but also ordinary people were awoken to the
possibility of emigration. The first country to which the leading Lebanese
intelligentsia made its way was Egypt, with its comparatively relaxed
political regime and censorship. In Cairo, the leading cultural centre of
the Arab Orient of that ime, Lebanese emigrants found highly favourable
conditions for their activities. Before long many of them, including Adib
Ishaqg, Salim Naqgqash, Nudra Haddad, Jurji Zaydan, Farah Antun, Labiba
Hashim and Khalil Mutran occupied leading positions there in literature

and journalism, and exerted a strong influence on the development of
the periodical press in Egypt."” Then, having concentrated practically the
entire periodical press in their hands, they, together with the progressive
Egyptian intelligentsia, played an exclusive role in founding the idea of
national liberation within the Enlightenment movement and in popularising
European learning and culture. The role of the Lebanese in this country
was so great that the work of many of them - Ishaq, Mutran, Haddad and
Zaydan - became an inseparable part of literary life in Egypt. Thanks to this
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energetic activity by members of the Lebanese and Syrian intelligentsia, in
Egypt “at the beginning of the twentieth century the period of enlightening
and popularisation came to a close. A sustainable reading public had been
created, and there was a demand for new literary forms that had previously
not existed.”

The Lebanese also emigrated to European countries, but their attempts
to create hotbeds of nadonal culture in the major European centres did not
meet with success. By the end of the nineteenth century, mass emigration
had begun to the Americas, and in particular to the USA." Among the
emigrants were many highly educated people, who spoke Russian and
European languages and had been exposed to progressive Western
European ideas. Their activities in exile were an organic response to the
demands of an emerging nation as it moved into a new stage of historical
development. Above all, they felt the necessity for the closest acquaintance
with Western culture and literature, which could provide the new ideas
and forms so necessary for Arab writers for the renewal of national literary
traditions. “The destiny of the new Arabic literature is entirely linked to
emigration and marches under its flag”,” wrote Krachkovsky.

Social and political instability in other Arab countries also encouraged
emigration. Not only Syrians and Lebanese emigrated to America, but also
groups from Jordan, Iraq, Egypt and Morocco.” The first Arab immigrants
settled in New York, where initially they were known as “Asiatic Turks™.
Not undl the end of the nineteenth century were the Arab immigrants
referred to as “Syrians”.** According to statistics presented by the researcher
Amir Ibrahim Qindilchi, 20,695 Arabs emigrated to the USA in 1898. By
1924 there were more than 105,000 - and this did not include those Arabs
who were born in the USA.*

Krachkovsky writes:

The Arabs in America: for many people this combination of words may call
up the same suggestion as “Kafirs in Berlin” or “Zulus in Paris”. The reader
involuntarily thinks of some kind of exotic troupe that has appeared unex-
pectedly in an ethnographical exhibition or at the circus. Even an intelligent
person reacts with disbelief when people talk about the Arabic publishing
house in Sdo Paulo, the Arab theatrical society in Rio de Janeiro or Arabic
newspapers and magazines in New York and Chicago. Meanwhile the Arab
colony has been culturally active in the New World for about half a century
now, and this work is reflected in the general intellectual development of
its mother countries ... of Syria and Egypt, two important hives of culrural
activity among the Arab race.*

For many, America seemed to be the Promised Land, in its way a kind of
goldmine. “I imagine America to be a country beyond the horizon, where
people take handfuls of earth and it turns into gold”,” wrote the young
Naimy in his diary. However, on reaching the New World the Arabs often
found themselves facing hardship. They were forced to live in poor districts
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of Washington and New York and to work night and day. Many of them
were disillusioned and tried to return to their homeland.

Those Arab immigrants who succeeded in establishing themselves in

America took a keen interest in the life of the homeland they had forsaken,
and strove to preserve their national traditions and language. In order
to unite still more closely in this foreign land the Arabs joined together
in various clubs and societies and started newspapers and magazines.
This explains the appearance in the USA of a range of Arab sociedes,
religious, charitable and literary. Examples include Fam'iyyat al-Suriyyin
al-Muttahida (United Syrian Society, New York, 1907); al-Muntad; al-
Suri al-Amriki (Syrian American Club, New York, 1908); a/-Jam'iyya al-
Thagafiyya al-Tahdhibiyya al-Suriyya (Syrian Education Society, New York,
1916); Jam'iyyat al-lkhwan al-Dimashgi (The Damascus Fraternity, New
York, 1917); Mahfilun Dimashgi al-Masuni (Damascus Masonic Lodge,
1917); Jami'iyyat al-Shabab al-Muslimin (Society of Muslim Youth, 1924);
and others. In New York and Washington organisations that had a political
character appeared, including Jam'iyyat al-nahda al-Lubnaniyya (Society for
Lebanese Revival, New York, 1911) and Lajnatu Tahrir Suriya wa Lubnan
(Freedom Committee of Syria and Lebanon, New York, 1917).* Many of
these organisations had their own printed publications, the pages of which
resounded with the call for struggle for national independence and Arab
unity.

The literary and political forces of the émigré Arabs gathered round the
periodical press. The editorial offices of newspapers and magazines became
centres where émigré men of letters gathered, and served as their spiritual
citadels. Emigré publishing in a foreign country was extremely difficult;
there was felt to be a lack of educated contributors, and the financial base
for publication was small and inconstant, It was not without reason that the
€émigré poet llyas Qunsul describes the journalistic activities of the Arabs in
exile as heroic.”

The first Arabic periodical in the USA was the newspaper Kawkab Amrika
(SI{J’?‘ of America, New York, 1892-1909, ed. Najib Arbili).* The best-known
€émigré Arab newspapers in the USA included al-Ayyam (The Days, 1897, ed.
Yu:f.uf Ma'aluf); al-Huda/Hoda (The Guidance, 1898, ed. Nahum Mukarzil);
M’:r'm_ fwl-'c;harq (The Mirror of the West, 1899, ed. Najib Musa Diyab); a/-
Muhajir (The Emigré, 1903, ed. Amin al-Ghurayyib); al-Sa'ih/Sayeh (The
Traveler, 1912, ed. ‘Abd al-Masih Haddad); al-‘Alam ai-Fadid (The New
World, 1918, ed. Sallum Mukarzil), and others. Magazines included a/-

me/?':’mm (The Arts, 1913, ed. Nasib ‘Arida) and al-Semir/Semeer (The
Cmgamm,_lQZ?, cd. Iliya Abu Madi). This is far from a complete list of

Arabic publications in the USA. Newspapers and magazines were published
in various cities - New York, Boston, Washington, Detroit - and were often
in two languages, Arabic and English.

The; Arabic press in ’the_ USA covered events of the day as they related
to social and political life in the Arab countries. Much space was devoted
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to creative writing, to articles that bravely criticised the stagnation in
Arabic literature and to reviews of new works by Arab authors. Moreover,
the periodical press fulfilled a propagandistic and educational role for
the émigrés and facilitated the awakening among them of a national
consciousness, “The newspapers and magazines published by the émigrés
served the function of a comprehensive school”, wrote George Tomeh,
“they awakened patriotic feelings among the émigré Arabs and summoned
them to the struggle for high ideals”."

In addidon to its basic social purpose - of uniting the Arabs, awakening
national self-consciousness, and influencing their spiritual and cultural lives
and feelings of patriotism - the press functioned for the émigré writers as
a true school. This was where many writers and poets first saw themselves
in print, and it was from here that Arab readers came to know their names.
The gasida verse of lliya Abu Madi, Sha’ir al-Qarawi, the Maalouf brothers,
1. Farhad and Nasib ‘Arida, the poems and prose of Rihani and Gibran,
and the stories and ardcles of Naimy, ‘Abd al-Masih Haddad and others,
were first published in émigré newspapers and magazines. Tomeh writes:
“Re-reading old issues of émigré publications, you see how beautiful they
are and how deep their content. The high artistic content and quality of
thinking in these publications makes them still attractive today. Often they
can be rated higher than the magazines and newspapers of today.™* This
periodical press further served to introduce a wider circle of American and
European readers to Arab culture and the issues of modern Arab life.

The periodical press prepared the ground for the formation of a single
literary society that would be able to unite and rally the efforts of émigré
writers towards more fruitful and more specifically targeted activities. In
New York in 1920 the Pen League (al-Rabita al-Qalamiyya, 1920-31) was
formed.” Its members were talented and socially active émigré writers.
Kahlil Gibran was elected chairman and the secretary was Mikhail Naimy.
The Association became a social and cultural centre in which the ideas
and principles of the new Arabic literature were formed. During the years
of its existence the Association had the character of a pioneering and
experimental school, and its activities gave a new creative impulse to many
Arab writers,

The conditons for the emergence of a special émigré literary school, and
one that had acquired the name “Syro-American”, were undoubtedly the
needs of the awakening nation and its new period of historical development.
The émigré writers felt it necessary to become as closely acquainted as
possible with the achievements of Western culture and literature, which
brought with them the new ideas and new forms that Arab writers needed
if they were to reflect that historical reality with which they were engaging.
This naturally led them also to seek new artistic means and methods. As
this process continued, émigré literature transcended the remnants of
Enlightenment didacticism and Sentimentalism and achieved a poetics of

Romanticism and Critical Realism.
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In parallel to this a renewal of literary genres was taking pl?ce.
Development was strongest in the small forms — the sketch, essay, article,
short story — which were best suited to quickly echoing the demands of the
time. At the same time, the medium-sized genres — longer stories and plays
— were also being reworked. : )

A particular place in the work of the émigré writers is occupied by
the genre of prose poetry (poetry in prose, al-shi'r al-mansur), which was
important to the period under consideration. The appearance of this genre
in one form or another has been observed in many Eastern literatures as one
of the typological indications of a rearrangement in the genre system at the
moment of foermation of a new type of literature.” Before Rihani and Gibran
the prose poem did not exist in Arabic literature. As Krachkovsky wrote:

Curiously enough, before the present time this form was entirely unknown to the
Arabs. The explanation, in this case, must be sought not only in the development
of Arabic poetry itself, which is extremely conservative in regard to form, but
in the very language or way of thinking, for which the understanding of verse
is indissolubly linked to the understanding of metre.”

The prose poems of Rihani and Gibran are the first examples of a/-
shi'r al-mansur in Arabic literature. A further innovation of these writers
is that they brought to this non-traditional genre a new, socially orientated
content, and the result was thus a new genre in Arabic literature. In
the words of Krachkovsky, the subject of Gibran’s prose poems may be
considered universally human.” This feature of Gibran’s prose poems was
noted by the eritic Nadira Jamil Sarraj: “The content of his poems is always
linked to reality. He described a simple life, calling for goodness and justice,
The poetry of Gibran is a revolution in Arabic literature.”

The prose poems of Gibran have characteristics that distinguish them
from those of Rihani. Dolinina comments that “for Gibran it is lyrical
miniatures, poetic in their imagery and language, but without strict rhythmic
organisation and without rhyme ... In Rihani, works of this genre possess
a clearly accented rhythm, they rhyme and have refrains.”” We would add
thata high emotional charge is characteristic of both, and that their systems
of imagery and groups of motifs and ideas are close to one another.

In the wake of Rihani and Gibran this genre gained wide popularity in
the Arab East and became highly developed, in particular in the works of
well-known pocts such as Mayy Ziyada (or Ziadeh, 1895-1941, Lebanon),
Muhammad Mahdi al-Jawahiri ( 1903-97, Iraq) and Abu al-Qasim al-Shabbi

(1909-34, Tunisia). Many Arab Romantics wrote in this genre, and the
Egyptian modernists were also attracted to it. The form was also adopted
by writers in other languages.”

. S.cc for example Klyatoshorina, VB., “Novaya poezia” v Irane, Moscow, 1975;
Gerasimova, A.G., Literatura Afganistana (in Pashto), Moscow, 1986; Milikov, T.D.,
Nazym Hikmet i novaya poezia Turtsii, Moscow, 1987,
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The émigré writers created a new literary style. So far as was possible,
they freed it of archaisms, from ponderous syntactical constructions and
from swathes of artificial ornamentations of diverse kinds. In so doing they
set an example of conserving the values of classical Arabic literature.

Harith Taha Rawi, author of the article The revolution of ideas in the
literature of emigration, writes:

The émigré poets and writers were not supporters of the idea of “art for ant's

sake” or indeed of “literature for the sake of literature™; rather, they proclaimed

the slogan “literature for life”. They did not rest on their laurels, realising that
any stagnation would necessarily lead to decay in literature. Despite the physical
separation, they always remained with their own people.”

The activities of the Syro-American School were also highly praised by other
Arab researchers, in particular Muhammad Yusuf Najm*® and 'Isa Nawr. *

The influence of this School has also been recognised by many Arab
writers closer to our own time. As Mahmud Taymur writes:

The American school, which was ereated by our Lebanese and Syrian brothers
in exile, has spread its influence across Egyptian literature. 1 was gripped by the
works of this school ... it went beyond the boundaries of tradition and drew
inspiration in the West. It created a new style. This unusual, elegant style was
to our liking ... We should not deny the service that this school has rendered:
new blood flowed in the veins of our conservative literature, it was penetrated
by new life."

On this point, Krachkovsky also remarks: “The influence of the Syro-
American School on contemporary Arabic literature was great ... its effects
had impacts even in countries such as Hijaz and Tunisia.™" .

Despite the fact that Arab émigré literature is only a small episode in
the overall history of Arabic literature, the writers of the Syro-American
School gained wide popularity in both the Arab East and the West, and it is
impossible to imagine the full picture of the development of the new Arabic
literature without their work.

The influence of foreign literature on the
Syro-American School

Links between the Arab world and the West have a long history. During the
Middle Ages, between the eighth and thirteenth centurics, the enormous
territory that lay under the hegemony of the Islamic caliphate, and which
contained dozens of tribes and states, underwent a complex historical process
in which borders were eroded and old cultural regions lost, and new com-
monalities emerged. The result was the formadon of a new cultural ‘region:
the Islamic world. Arab Muslim culture became its foundation, having ab-
sorbed the achievements of many pre-Islamic civilisations, particularly those
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of the peoples of Iran, Greece, Spain, Asia Minor and Central Asia, and the
newly formed Islamic world continued to develop on this basis.

Medieval culture began to flourish earlier in the East than it did in the
West. The science and literature of the East gained particular importance
and exerted an influence on the development of world civilisaton. Medieval
literature from the Near and Middle East shows traits of a love of freedom
and humanism. The literature of the Near East, writes Yeliazar Melcl_:ins‘lcy,
“owing to its earlier comprehension of the cultural traditions of antiquity,
to the influence of heretical tendencies and philosophical freethinking,
became imbued far earlier with humanistic ideas, and approached the
formulation of such issues as became accessible to the West only as late as
the Renaissance.™ And the process of mutual cultural enrichment between
East and West began in the Middle Ages.

“In every historical period,” Yevgeny Chelyshev noted, “the leading
actors in culture and scholarship in the West discovered the enduring
ideological and aesthetic importance of the cultural legacy of the peoples
of the East and linked this to the foremost achievements of Western
culture.™ A direct cultural exchange also took place. The customs and
ceremonies of Muslim courts and highborn Arabs became known in the
capitals of Christian kingdoms. Eastern music and the imitation of Muslim
court ctiquette and clothing were absorbed into the daily life of wealthy
Christians. Celebrations in European palaces, like those in the Islamic
world, included singers, poets, musicians and dancers.

“The interaction of literatures occurred both within one or another region
and berween regions:

Border regions were particularly important in the development of literary con-
nections in the Middle Ages, that is to say, “junctions”, places where literatures
touched. Sometimes there would form in such places a distinctive “border”
literature that bore the marks of both neighbouring literatures. The most vivid
example of this is Andalusian literature of the period from the eighth to the
lifteenth centuries.™

The role of Andalusian literature was significant as a mediator between
Western Furope and the East. Through Andalusia and into Europe flowed
the cultural traditions that the Arabs had assimilated - of antiquity, of the
ancient East and of the Islamic Arab world. Andalusian literature was closely
related to early Provengal poetry, and through this to the European culture
of the dme.

Developments in the cultural links between Arab countries (in particular
Egypt, Syria and Lebanon) and the West were particularly intense in the
carly twentieth century, and the last barriers that kept remote places isolated
from the world were finally removed. This was the “age of intensive and
ever-growing mutual exchange between cultures and literatures on the
ground of universal familiarisation with the problems of the contemporary
world™."
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The Arab lands, and in particular Egypt, Syria and Lebanon, were
participants in the general system of world capitalism. ‘The results of this
process could hardly not have had an impact on social, political and cultural
life in these countries, nor could it have left Arabic literature untouched
ready as this was to actively embrace the accomplishments of for::ignl
literatures. “The national literary system is not a self-sufficient organism.
Genetically, typologically and by contact it is intimately and inextricably
linked to the common advance of world literature.”* '

Thanks to the interconnections between different regions of the world,
the achievements of each national literature also become the achievements
of the others, even of those that are physically distant. The literature of
any people, for all its national character, is inseparably joined to universal
human achievement. None of the world’s literatures would have been able
to develop without that unity of the national with the international, nor
would there have been any movement of culture in an upward direction.

Of course, any cultural borrowing is conditioned by social factors.
“This conditionality is determined by the internal patterns inherent
in the national development that preceded it, both social and literary.™
A writer who adopts the achievements of an artist from another country
essentially satisfies the deeply necessary and historically patterned need of
his own people in their search for self-expression and for the possibility of
speaking out about the things that arise, burn and become ingrained in their
consciousness. Neupokoeva writes:

It must be underlined that the process of the murual enrichment of literatures
does not boil down merely to an influence that can be mechanically reflected
on another national literature as though this were some kind of static “screen”.
... It also includes a creative perception that is always actively selective and is
always the result of a struggle in the artistic development of the author or in
the development of one or another national literature and of other forces and
tendencies.”

~

Familiarity with Western literature among Arab writers began in carnest in
the second half of the nineteenth century, when signs of new ways of secing
the surrounding reality began to appear within the ideology and world-view
of the feudal society. The historical epoch itself, with those characteristic
processes that accompanied a change in social structures, facilitated an ac-
celeration in literary development. Progressive Arab thinkers and artists,
like all the leading national intelligentsia of the countries of the East, turned
to the values of Western culture in their scarch for ways to renew and
revive, and assimilated its achievements.” At this time, however, ordinary
Arab people perceived that culture with hostility, regarding it as colonial.
In essence, the influence of foreign literature on the Arabic began long
before the appearance of the Syro-American School. In the mid-nineteenth
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century Arabic litzrature was already being enriched by translations,
adaptations and arrangements of literature from European languages.
Contact also became established thanks to individual people; for example,
certain prominent translators of foreign literature (notably Su_layman
Bustani, Rifa‘a Tahtawi and Farah Antun) visited Europe and America. The
imitation of Western forms and part-borrowings of subjects, images, ideas
and forms could also be observed.” Meanwhile European literature did
much for the adoption of the literatures of the Arab East.

With the development of philo-Orientalism® in Western literatures,
beginning in the eighteenth century, many European artists also turned to
Arab themes. For example, certain French writers frequently used motifs
from The Thousand and One Nights. Among those to make use of Arab motifs
were Pierre Corneille, Moliére and Jean Racine. The renowned German
poet Friedrich Riickert (1788-1866) was the first to start translating classical
Arabic literature from the original, beginning with the magams of al-Hariri
of Basra (1054-1122)." An artistic interest in the Arabic classics, that is,
in their themes, motifs and subjects also appeared in English literature.
Examples include works by Samuel Johnson and Oliver Goldsmith.

Oriental literary traditions played a defining role in the formation of the
Western Romantc world-view. Many Western poets turned specifically to
the East for inspiration for their Romantic fantasy. In the early nineteenth
century Goethe indicated a route of pilgrimage to Romantic poets:

North and West and South up-breaking!
Thrones are shattering, Empires quaking;
Fly thou to the untroubled East,
There the patriarchs’ air to taste!
What with love and wine and song
Chiser’s fount will make thee young.
Goethe, Hejira™ (translated by Edward Dowden)

Viktors Ivbulis remarked that the German interest in India “served as a
powerful catalyst that promoted the rapid spread of 2 Romantic disposition
not only to literature and the visual arts but also to the performing arts,
philosophy, history and even religion.”*

In England, interest in the traditions of the East went hand in hand
with the search for 2 Romantic method. “We do not find one among the
important English Romantic poets in whose work there is not reflected, in
one or another form, a general infatuation with the East.” In the works
of the “Lake School” poets, in particular those of William Wordsworth

* Lit. “love of the East”, a tendency in Western literatures in which many European
writers, philosophers and translators were involved. Sec for example Braginsky, 1.S.,
“Zapadno-vostochny sintez v ‘Divane’ Gete”, in Gete [Goethe], Zapadno-vostochny
divan ‘Moganni-nameh’ [West-6stlicher Diwan: “The book of the singer”], Moscow,
:ggg. p.S;Z.OSec also Kassel’, L.M., Gete i “Zapadno-vostochny” divan, Moscow,

s pp.36-97.
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(1770-1850), Samuel Taylor Coleridge (1772-1834) and Robert Southey
(1774-1843), the Oriental themes found a new resonance and became an

organic part of their Romantic poetry. For,

if previously a Western author could easily borrow any individual element from
an Oriental work, such as a theme or motif, and insert it into his own artistic
system, then the Romantics perceived each element as part of a more complex
whole and considered that simply disembedying and using it to their own ends
would not bear fruit. The problems of borrowing were, for the Romantic poets,
similar to those of the interaction of one’s own national traditions with those
of another culture.”

On this matter it is interesting to consider Robert Southey’s poem “Thalaba
the Destroyer”, in which he used motifs from Arab fairytales, Coleridge’s
poem “Kubla Khan” and the famous fragment “Mahomet”, and Words-
worth’s poem “The Prelude”. The Lake Poets were among the first in
English literature to open up the immensely rich world of the East, in
particular that of Arab culture, which they found in deep consonance with
their own aesthetic searching.

It is well known that the process of development of the new Arabic
literature was severely held up by historical conditions. The Arab countries’
“situation as colonies, semi-colonies or dependencies retarded the collapse
of feudalism and made the development of capitalist relations slow, restricted
and contorted”.* All this, of course, was also reflected in the way that
literature developed. “The later a particular national literature appeared
and formed, the later it was absorbed into the general literary process, and
the more important to it was the influence of other, more developed foreign
literatures”,” writes A.S. Bushmin.

At the start of the twentieth century the Arab East was ready to draw on
foreign literature and, in the words of ‘Taha Husayn, Arab writers did not
see “any harm in borrowing the ideas and methods of the Europeans”™. The
influence of European literature, and in particular the works of Sir Walter
Scott and Alexandre Dumas, could already be felt in Syrian Enlightenment
prose and in the historical novels of Jurji Zaydan and Ya'qub Sarruf. Arab
writers often made free translations of Western works of literature. A typical
exponent of this practice was Mustafa Lutfi al-Manfaluti (1876-1924). He
produced Arabic adaptations of, among others, Pour la Couronne by Frangois
Coppée, Cyrano de Bergerac by Edmond Rostand, Sous les tilleuls by Alphonse
Karr, Paul et Virginie by Bernadin de Saint-Pierre, La Dame aux Cameélias by
Alexandre Dumas and Atala by Frangois-René de Chateaubriand.” A new
literary school began in Egypt in the early twentieth century (the poets of
the “Diwan” group, 1921) that looked to European, and particularly French
and English, aesthetc thinking.”

It is true that the lessons of Western literature, for the writers discussed
here and their contemporaries, were still not sufficiently productive;
their meeting with Western literature did not have the character of
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deep understanding and active and selective perception, in the full sense
of the word. These were the first steps of Arabic literature towards a
familiarisation with the values of the artistic culture of a different people,
and the first signs of interaction between two types of culture. I_n rh'is
respect the Syro-American School represents an entirely new stage in this
process, as do the results of its assimilation of foreign literary experience.
And here it would seem significant that the writers of the Syro-American
School encountered the works of Western literature not in translaton but
in their original languages and directly in the setting in which they were
created. Furthermore, there is little doubt that literary contacts and a better
perception of the artistic discoveries and ideas of the Western schools were
facilitated by the fact that all three Arab writers belonged to the Christian
community of Syrian immigrants in the United States. For them there
did not exist, to the same degree as for Muslim writers, the difficuldes of
overcoming the barrier of ideological rejecton of Western cultural values;
it was casier for them to find an appropriate means of asserting those values
within their own culture on the basis of those universal and humanistic
ideals that had been primordially associated with the culture of the peoples
of the East. At the same time it should never be forgotten that these
writers were surrounded by an émigré environment, one that preserved the
language and customs of its homeland. As a result of this they proved to be
bearers of two cultural traditions: the East and the West.

The period in which the Syro-American School flourished was that in
which Western literature was turning away from Romanticism towards such
movements as Symbolism, neo-Romanticism and neo-Classicism, However,
for various ideological and psychological reasons, and also typologically,
Arab émigré writers found themselves closer to the chronologically more
distant Romanticism, Social and artistic thought in their homelands was not
yet ready for Realism,

“Romantic art is a highly original phenomenon in the history of
artistic culture, and so important that without its essence and its place in
the history of world art a circumstantial examination of the patterns of
artistic development would be more or less impossible overall, and for the
nincteenth and twentieth centuries in particular”,® writes Ivan Fyodorovich
Volkov. As a type of artistic thinking, Romanticism preceded Realism,
prepared the ground for the latter and equipped it with its achievements. In
defining the basic principles of Realism, N.I. Konrad remarks that “Realist
literature could not have become what it did without the preceding stage of
a fully-fledged and developed Romantic literature.™

Romanticism, which was conceived at the end of the eighteenth and

beginning of the nineteenth centuries, constitutes an entire period of artistic
thought. Many attempts have been made to give 2 definition of this method.
The most authoritative definitions are given in Volkov’s book Creative
Methods and Artistic Systems. Here AN. Veselovsky defines Romanticism as
“liberalism”, I.1. Zamotin as “idealism”; V.V, Sipovsky, P.S. Kogan and G.A.
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Gukovsky see in Romanticism “individualism” and “subjectivism”, while
P.N. Sakulin considers it “the suspension of actual reality”, B.S. Meylakh
43 dream”, N.K. Gey “the affirmation of the ideal” and A.M. Gurevich
“the absolute character of ideals together with the recognition of the
impossibility of their realisation in actual reality”.® lvbulis understands
the most defining characteristic of Romanticism as “the response of art to
the time of collapse of the feudal structures and of the formation of the
bourgeois system in some countries, and disappointment in the capitalist
order in others; and a protest against the regulation of the artistic process
and of normative aesthetics” “

As can be seen, practically none of these definitions really detracts from
or contradicts the others. There are, however, also many other important
signs that characterise Romantic narrative. These are, in partcular, the
search for harmony in the world, in which the most important and active
element is the human being. This explains the exclusive interest in the
individual and in the understanding of the place occupied by the person in
this view of the world. The main achievement of the Romantic method was
the discovery in art of the individual as the centre of the surrounding world,
as an inimitable individuality that has the right to free self-expression and to
be independent of its social setting and conditions of life. Other important
factors that are invariably present in the works of the Romantics include
the interrelationship of the self and society, the opposing of a grand past
to an insignificant present and a chasm between the ideal and the actual.
Romanticism is also characterised by a mutinous protest against established
social relations, by subjectivism and a pessimistic mood, a tendency towards
confession and prophesying, and elements of didacticism. And alw ays there
is a heightened emotional state - anger, denial, rapture, approval, love, hate
or compassion.

As A.S. Dmitriev writes:

The main reason why this problem remains current for scholars, indeed of
increasing importance, is the degree to which Romanticism, now remote from us
in time, continues to exert its aestheric, ideological and philosophical influence
up to the present day. Again and again not only readers but also many of our
modern-day authors are turning to the legacy of the Romantics, interpreting,
and also in some way also taking in the experience of the Romantic writers.”

It is currently thought that for Western literature Romanticism “was
a response to the French Revolution and its immediate aftermath”™.* It
should be borne in mind, however, that “the literature of every country
had its preconditions, which determined both the origins of Romanticism
and its specifics™.” It is well known that in the period of the collapse of
feudalism and the emergence of bourgeois relations, Oriental literature
“began moving forward with increased speed, absorbing various layers
of historically conditioned artistic thought simultancously. Alongside
the medieval traditionalism that the literature had preserved, there now
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appeared Renaissance and Enlightenment traits, which in several literatures
Romanticism was already hurrying to replace.”” In Arabic Iu:’eramre.
assimilation of the Renaissance and its main ideas — humanism and
democracy, freedom from the indisputable authority of religion, and hau.'ed
of violence and slavery — were of great importance.” New?rd}eless, hav_mg
still not completely absorbed the achievements of Renaissance I_{eahsm
into artistic practice, Arabic literature soon turned to Sentimentalism and
Romanticism, since the understanding of the new and highly complex
problems into which certain Arab countries (Egypt, Syria and Lebanon)
had run in the early twentieth century could no longer be contained
within the ideology of Renaissance Realism. And so, at the beginning, the
Enlightenment and Romanticism appeared, as it were, syncretically.

“In the order of events, Romanticism comes exactly at the tme of the
formation of modern national literatures, appearing either as the final stage
(after the Enlightenment) or as a tendency that is typical of any time of
national revival, interwoven with other ideas and with artistic searches of
other kinds."” This position also applies to the case of Arabic literature,
where, in the words of Dolinina, “the boundaries between Romanticism
and literary Enlightenment appear much less stable than in European
literatures™,” and we may add that they practically followed one after
the other in time. Therefore, from among the various characteristics
that determined the national specifics of Arab Romanticism one
should particularly single out its organic link with the literature of the
Enlightenment.*

One can begin to trace the origins of Romantic tendencies in the works
of, for example, Adib Ishaq, Mustafa Kamil and Wali al-Din Yekun at the
end of the nineteenth century. However, the socio-political journalism and
dry didactcism of the Enlightenment gave way only gradually to Romantc
fantasy. At the same time the succeeding generation of Arab writers
preserved and developed the social ideals of those enlighteners who did not
succeed in exhausting their artistic potential.

In Arabic literature Romanticism first appeared distinctly in Egyptian
poetry and prose. The work of al-Manfalud, for example, is notable for a
combination of Enlightenment values and a Romanticism that carries traces
of Sentimentalism, testifying to the typological pattern of appearance of a
Romantic perception of the world among Arab writers.

The Romantic inclination was more widespread in Egyptian poetry. It
was initated by the well-known poet Khalil Mutran, a Lebanese by birth.
“He was one of the first Arab Romantic poets who was in a position to adopt
the new subject matter, vivid imagery, style, figures of speech and poetical

* In certain Eastern literatures Romantcism is considered a movement within the
Enlightenment. See Ayzenshteyn, N.A., “K voprosu o prosvetitel’stve v Turtsii”, in
Prosvetitel'stvo v literaturakh Vostoka, Moscow, 1973, p.27; Paevskaya, Ye.V., Razvitie
bengal’skoy literatury, Moscow, 1979, pp.183-4,
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forms, while also mastering the language, rhetoric and forms of conventional
poetry”,”* wrote the French researcher Shmuel Moreh. For Mutran the
most important thing in poetry was a subjective view of the world. This was
also the basis of his method of building an image of reality. Comprchending
the subjectivity of artistic representation was, however, also characteristic
of Romantics of other countries and particularly of Russian Romantic
poetry. “Starting from the earliest moves by the Romantics in connection
with the aesthetic self-determination of a new literary movement, the most
significant departure of the latter from earlier inclinations was scen by the
Romantics themselves as the subjective character of their art, focusing
on the individual, its emotional experiences and its apprehending of its
surroundings.””

However, Mutran’s Romanticism was also endowed with traits of
Sentimentalism. The basic hero of his Romantic works (4 Story of Tawo
Lovers, A Tragedy in a Joke, A Wedding, or a Funeral, Christmas, To a Dying
Youth and others) is a lonely, misunderstood person who is alienated
from life and stands before an aura of tragedy. The influence of French
Romanticism can be found in Mutran’s poetry. In his lyric poems he made a
distinct step towards a new type of poetic art. His followers included Ahmad
Zalki Abu Shadi, Ibrahim Naji, Muhtar Wakil and Ali Mahmud Taha.™

As already discussed, Arab Romanticism was subjected, for the most part
indirectly, to foreign influences due to contacts between Arabic and foreign
literatures. This is also apparent in the work of the poets of the “Diwan”
group: “Abbas Mahmud 'Aqqad (1889-1964), Ibrahim ‘Abd al-Qadir Mazini
(1880-1949) and 'Abd al-Rahman Shukri (1886-1958). These poets drew
on the experiences of the English Romantics. However, the Romanticism
of these poets tended to be lyrical and intimate rather than deal with public
and social themes, The importance of the Diwan poets is that their “poetry
of feeling” was the first attempt in Arabic literature 1o lay bare the internal
world of the human. The assimilation of foreign influences was not greatly
productive in their work, and their artistic legacy did not make a significant
mark on Egyptian poetry.” Thus, although the Arab Romantics made an
initial foray into the problem of the human self, this did not go bevond
sentimental descriptions of emotional expenence.

Romanticism in Arabic literature at the start of the twentieth century
made further timid and hesitant steps; meanwhile “among Arab writers
living in the other hemisphere the Romantic school had already formed™.™
This reference is to the Syro-American School, that is to say, to Kahlil
Gibran and Ameen Rihani. It was no coincidence that the leading members
of the Syro-American School had studied the English Lake Poets of the
first decade of the nineteenth century and also representatives of the
American Romantics of the mid-nineteenth century - Emerson, Thoreau
and Whitman.

English and American Romanticism was a powerful echo of the acure
cataclysms of the century that had shaken the European and American
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continents, above all the French Revolution (1789-94), the Napoleonic
Wars that redrew the map of Europe and the rumult of other European
revolutions. .

The spirit of English Romanticism also had ‘de..ep repercussions
among Arab émigré writers. The interpretation of a wide range of social
questions through the prism of the Romantic conflict of the individual and
society, and the pathos of feeling and intuition, was in stark contrast to
the straightforwardness and rationalism of Enlightenment in addressing
questions of world vision. The depth and restlessness of passion among
the English Romantics of the Lake School could not have been closer to
the expectations and artistic demands of Gibran and Rihani in their ideas
for the liberation of their homeland, its enlightenment and its renewal.
Following the achievements of the Romantic method, these writers exalted
the individual as the centre of the universe, as a unique being possessing the
right to free self-expression.

Such was the important influence on Gibran and Rihani of the American
Romantic Transcendentalists, in particular Ralph Waldo Emerson (1803-
82), Walt Whitman (1819-92) and Henry David Thoreau (1817-62),
who strove to adapt Puritan philosophy and morals to the new tasks of
bourgeois democracy in the mid-nineteenth century and criticised the false
moral values of capitalist society, yet in resolving conflicts in society gave
primary importance to the spiritual self-perfection of the individual. “The
Transcendentalists opposed the hypocritical morals of bourgeois society ...
with the conscience of a separate individual and the transcendentalist notion
of an innate sense of justice that must be the highest law and criterion of
being human.””

In Emerson’s philosophical theory the human being is the spiritual centre
of the universe. The human commands the same spiritual strength as does
the cosmos since he can encompass the whole world, know it and be joined
with it. And the individual realises his identity with the soul of the world
and with nawre. From here also arises the pantheistic approach to nature
of the Transcendentalists, which always purifies the human from interests
of “vulgar materialism”,

It should be pointed out that in their interpretation of nature Gibran and
Rihani acknowledged elements both of American Transcendentalism and
European Romanticism. If they, like the Transcendentalists, understood
nature as the deep meaning of the universe, in which the human is regarded
as an inalienable part, then they also saw in nature, like the Romantics, the
ideals of freedom, harmony, beauty and naturalness.

In the view of the Transcendentalists, “intuition and imagination are
a truer way of apprehending the truth than abstract logic or scientific
method”.” Hence the specific notion among them of the role of the poet,
who is called to reveal the deep and true principle of the universe. The poet
becomes the carrier of the highest moral values, which brings him close to
God; he is an orator, a soothsayer, who reveals the truth to the people.
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The Arab writers sensed in the Amernican Romantics the idea of a moral
p:indple and the self-perfection of the individual, understood as an abstract,
extra-societal phenomenon. Interest in Western Romanticism by Gibran
and Rihani was not only the result of the peculiarities of their individual
apperceptions, but also of objective factors such as the particular historical
and aesthetic preconditions which formed this “perceiving” consciousness.
As V.M. Zhirmunsky notes,

an influence is not a coincidence, a mechanical impulse from outside; nor isitan
empirical fact of the individual biography of a writer or group of writers, nor is
it the result of reading a new book ... For the phenomenon to become possible,
there must exist the need for such an ideological import; and the existence is
necessary of analogous tendencies of development, more or less formed, in the
given society and in the given literature

From one collection to the next of Gibran’s and Rihani’s work their
creative potential increases, thanks to their assimilation of the lessons of
Western Romanticism, which raises these writers to pose the widest global
and universal questions, and in the final analysis makes them, on the one
hand, equal participants in the world literary process and, on the other, the
heralds of new artistic values. Gibran and Rihani were the first to demolish
the narrow framework of the Enlightenment and make the breakthrough
to Romanticism.

This is not the place for expounding in detail which of the Western
Romantics were preferred by the Arab writers. What is significant is the
overall effect of the sum of the ideas, moods, motifs and thoughts that they
carried between them. As Khalil Hawi puts it, “as a late Romandc, Gibran
inherited the traditions of that epoch-making movement, taking them from
a plurality of sources and imbibing from the very atmosphere of the period.
It is therefore unnecessary, and indeed impossible, to establish who in
particular of the Romantic writers exerted the greatest influence™.”

Both Arab writers raise such themes, widespread among the Romantics,
as hatred of violence, the grandeur of man as the summit of the universe and
the pantheistic deification of nawre; they acknowledge the pre-eminence
of intuition, feeling and instinctual understanding of the essence of life and
of God over rational and logical principles. Also connected to this is the
matter of the predestination of the poet, and much else.

An important proof of the fact that Gibran and Rihani had a sufficiently
thorough knowledge of European and American literature can be found in
evidence from the writers themselves. In an article devoted to a gasida by Tbn
Sina,® Gibran demonstrates the influence of the ideas and outlook of Tbn

Sina on many important Western writers - Shakespeare, Goethe, Shelley,
Dante, Heine and others. Gibran does not merely state this position, but
juxtaposes 2 number of thoughts and ideas from Eastern classicism with
corresponding extracts of poetry by the European writers, in which he finds
similar ideas and motifs.* In another article,” in which he is expounding his
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ideas on the importance of dialects in the development of the literary Arabic
language, he makes references to works by Ovid, Dante and Petrarch. These
facts lead one to the natural conclusion that Gibran had more than a passing
acquaintance with the works of the authors mentioned. As the epigraph to
his article “Letters in Flames™ Gibran took several lines of John Keats,
whose works he not only knew but loved and valued, having found in them
a certain resonance with his own thoughts and moods.

Rihani also spoke of how well he knew the works of Western writers, and
in particular in his book Arab Monarchs he writes: “I did not adopt American
customs in the way that certain Syrians living in America did. This was
thanks to the great American philosopher Emerson, whose works were my
first guide.™

The work of the writers of the Syro-American School was not, however,
shaped exclusively by Western Romanticism. Some of them were also
influenced by the Russian classics of the nineteenth century. Naimy, ‘Abd
al-Masih Haddad (1881-1950) and Nasib ‘Arida (1887-1946) were fostered
by Russian missionary schools, so they knew the Russian language well and
were familiar with Russian literature. The influence of classical Russian
literature on the work of Naimy was particularly great: in his first creative
years he produced a series of works in which he emphasises incisive social
themes and problems and acts as a pioneer for Realism.

The penetration of Russian cultural influence into the Arab East started
in the late nineteenth century, when the Russian spiritual mission began its
activities in Syria and Palestine.” The support of Orthodoxy in the Near
East by the Russian state reached its full embodiment in the creation of the
Imperial Orthodox Palestinian Society (1882-1914)," whose activities were
propagated “in the spirit of Russian official Orthodoxy among the Orthodox
section of the Arab population of Palestine and then also of Syria”.® The
Russian mission was headed by the consul general of Russia in Beirut,
Konstantin Mikhaylovich Bazili, together with the learned archimandrite
Porfiry Uspensky (1804-85). The names of the great Russian academic
Orientalists of the period were closely associated with the activities of the
Palestinian Society: the professor N.A. Mednikov and the members of
the Russian Academy of Sciences, Ignaty Yulianovich Krachkovsky, Pavel
Konstantinovich Kokovtsov, Nicoghayos Marr, Fyodor Ivanovich Uspensky
and Nikodim Pavlovich Kondakov.

The first Russian missionary school was opened in 1882 in the village
of Madjal, near Nazareth, The first elementary girls’ school was opened in
1885 in Nazareth. Another important moment was the opening in Nazareth
of a male teachers’ seminary (1886). In the years that followed, missionary
schools were created in Damascus, Beirut, Tripoli and Jerusalem, and not
only in these major cities but also on the periphery.” Krachkovsky wrote
about his impressions of these schools during his time in Syria thus:

FOREIGN LITERATURE AND THE SYRO-AMERICAN SCHOOL 35

“The importance of these schools, which were often only poorly furnished, was
great. Through the teachers’ seminary of the Palestine Society the great lega-
cies of Pirogov and Ushinsky® with their high ideals penetrated from Russia
even here ... The power of the book manifested itself with all its might. And it
is no coincidence that so many contemporary writers of the older generation,
not only translators from Russian but also creative artists who have spoken
their words in the name of the entire Arab world, came from the schools of the
Palestinian Sociery.”

These schools taught not only theological but also secular subjects.
Khalil Baydas (Beidas), who formerly studied at the Russian teachers’
seminary in Nazareth and subsequently became a well-known translator
of Russian classical literature into Arabic, valued the Russian missionary
schools highly: “In those distant days Russian schools in Palestine were,
without a doub, the best.”” Naimy also writes on this: “Russia surpassed its
rivals [the missions of France and England), because it ran schools that were
free of charge ... and these schools, in their curricula and organisation, met
the latest standards.™

The main language spoken in the schools was Arabic, but much importance
was also attached to the study of Russian: “The Russian language had to
serve for them [the Arabs] as the main and truest medium in their further
... development”,” wrote A.A. Dmitrievsky, a professor at the Kiev Spiritual
Academy. The Russian schools, especially the Nazareth teachers’ seminary,
rendered a great service in spreading Russian culture in Arab lands.*

The new educational institutions were well equipped with libraries
and held public lectures, readings and exhibitions of books and pictures.
Printing houses were built and publishing increased year by year, as did
translation activity. Ahatanhel Krymsky wrote: “Syria at the time of the
Palestine Society ... made the acquaintance of fine Russian literature
(Pushkin, Gogol, Turgenev and other classics) primarily through education,
on the school benches of the Palestine Society institutions and at the same
time through the libraries set up by the Russian-Palestinian schools, which
were well stocked with Russian books.™

Before the first half of the nineteenth century there had been no
translations from Russian into Arabic, and the Arabs were almost enarely
unacquainted with Russian literature. “The first article on Russian
literature, based on English materials, appeared in an Arabic encyclopaedia
of the 1870s published in Beirut.”™ A direct encounter by the Arabs with
Russian literature did not begin until the turn of the twenteth century.™

* [Editor's note] Nikolay Ivanovich Pirogov, a Ukrainian field doctor who served
at Sevastopol and was involved in the introduction of anaesthetics, was a writer/pracu -
toner on teacher training, especially for teaching Russian subjects abroad. Konstanun
Dmitrievich Ushinsky, a Russian teacher and writer, was said to be the founder of
scientific pedagogy in Russia.
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The translators from Russian were usually Arabs, graduates of the
Nazareth teachers’ seminary or of middle or higher educational institutions
in Russia, where they had come to love Russian culture, and “when they
returned to their homeland already carried a direct acquaintance with
Russian literature, above all, of course, with the classics”.'*

The first well-known translator of the Russian classics was Khalil Baydas.
He translated Resurrection by Leo Tolstoy, Crime and Punishment by Fyodor
Dostoevsky, Taras Bulba by Nikolai Gogol, Prince Silver by A.K. Tolstoy
and various short stories by Anton Chekhov. Many Russian writers were
translated, in particular Leo Tolstoy, by Salim Qub'ayn. In 1901 Qub‘ayn
published his book The Teachings of Count L.N. Tolstey in Cairo, after which
he translated the Gospel and the Kreutzer Sonata (1904).

Following the Russian revolution of 1905 Arab interest in Russia grew
still further. Translators started to look at the works of Maxim Gorky. A
publication appeared in Cairo in 1907 containing four pieces by Gorky:
“The king who holds his banner high”, “One of the kings of the republic”
and “Beautiful France” [from the collection My Interview], and [the
pamphlet] On the Jews, translated by Qub‘ayn. The work of Anton Ballan,
another graduate of the Nazareth seminary, was also significant. His
ranslations of Chekhov, Tolstoy, Leskov and Gorky appeared periodically
in the journal Hims.

Thus by the beginning of the twentieth century the Arab East was well
acquainted with the best examples of Russian classical literature, and the
sources of translation and popularisation of Russian literature in these
countries were the graduates of the schools of the Russian Palestinian
Society.

“The tumning to Russian and Soviet literature was caused and conditioned
by the appearance of Realist methods in the literatures of the countries
of the East”,'" wrote L.Ye. Cherkassky. Indeed, in the first decades of
the twentieth century, in the Arab countries and in particular in Egypt,
an evolutionary process in artistic consciousness and the formation of a
new literary system began, with the appearance of writers whose works
prioritised a realistic portrayal of contemporary life in their country. VIN.
Kirpichenko described this period as the first time of change, the first
change of direction in Arabic literature. In this researcher’s own view, the
basic substance of the new literature “consisted in the ‘discovery’ by it of
reality as an object of aesthetic assimilation”.'® Among the innovators one
may mention the Taymur brothers Muhammad (1892-1921) and Mahmud

(1894-1973), Muhammad Husayn Haykal (1892-1921), Taha Husayn
(1889-1973), Tawfiq al-Hakim (1898-1978), “Isa “Ubayd (1877-1922)
and his brother Shihata (d.1961), Mahmud Tahir Lashin (1894-1954) and
others, in whose works could be observed the marks of a Realist world
perception. However, despite the fact that “the formation of Realism as an
artistic method was based in many respects on the rejection of the artistic
principles of Romanticism”,"” there remained in the prose of these writers
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the poetic manner and style of Romanticism and Sentimentalism. This
was a familiar pattern in all Oriental literatures. N.I. Konrad pointed out
that “literature in the countries of the East at this stage of their history
was, as it were, in a hurry. Scarcely — and completely true to form! - had it
embarked on the path of Romanticism than, not having succeeded in this
to the necessary degree, it was already rushing beyond, towards Realism.™™

The work of the Realist authors forms an important landmark in the
history of the new Arabic literature. At the same time as the first steps
were being taken in Egyptian literature (from the beginning of the First
World War to the 1920s) towards a faithful and natural representation of
the realities of national life, in the USA Naimy was working on his Realist
stories.

While asserting the powerful influence of Russian literature on this
writer, in particular during his first years of writing, we would point out
that this was not only due to the objective requirements of his nation in
its revival, with its new economic, political and cultural path, nor was
it entirely due to the fact that Naimy had spent a number of years in
Russia and become well acquainted with Russian literature. To a certain
degree, rather, it may be attributed to the personality of Naimy himself.
An impressionable person, he had been sensitive from his youth to the
beautiful and to deep self-analysis. He was troubled by moral questions, and
Realist Russian literature, in which there predominates “the depth of moral
substance, great hopes, great ideas and great thoughts of the future”," left
an indelible impression on him. He grasped many of the characteristcs
of nineteenth-century Realism, and Naimy’s familiarity with the Russian
classics was clearly discernible in his early works, in which he set out as a
writer who followed the principles of Critical Realism.

Having comprehended in his own unique way some of the
accomplishments of classical Russian literature and responded artistically
to what he had perceived in it, Naimy applied this organically to his own
work, forming a distinctive reflection of life in Lebanese society at a certain
point in its historical development. This, however, gives no grounds for
suggesting that his work is imitative; on the contrary, the keen insight of
this writer is a sign of the complexity and inner richness of his person, for

the creative perception of impulses and artistic values ... is notevidence of a lack
of imagination on the part of the author but speaks rather of the writer’s inner
possibilities ... it is an expression of his organic sensitivity to diverse artistic
impulses. It is one of the aspects of the multiple meanings of artistic creation
and one of the indicators of its wealth and richness of content.™

The distinctive and original work of Naimy once again demonstrates the
argument that

to recognise the fact of an influence is in no way to disparage the uniqueness
of the literature that comes under that influence. On the contrary, an interest



38 ARAB EMIGRE LITERATURE IN THE USA

in those artistic accomplishments of another people that could be of use 10
the literature of the country concerned testifies to the breadth of thinking and
outlook of the writer and his ability not to become closed within a national
exclusivity and to see the development of his country’s literature not from a
perspective of isolation from the global literary process but rather from one of
organic connection with it

In examining such an important literary phenomenon as the Syro-
American School, attention must be paid to the entire complex of factors
that called it into being. Of particular importance in this case are the specific
national characteristics and the problem of literary interactions. To expose
the character of the defining literary influences is to take stock of one of the
most important factors in the literary development of this school. Of no
less significance are the artistic contacts and conditions of development and
formation of the person of the artist himself. This has obliged us to explore
the specific historical reasons why Gibran and Rihani adopted the legacy of
Western Romanticism and Naimy that of Russian Critical Realism, and of
the particular manner in which these methods were received and assimilated
by the Arab authors. Thus we can make an assessment from a position
of historical method and comparative typological analysis, and from the
perspective of the interrelations of literatures of this phenomenon within
the general development of Arabic literature.

Chapter 2

Kahlil Gibran: the development of the
Romantic method

Introduction

Kahlil Gibran (1883-1931) was one of the leading members of the
Syro-American School, and an organiser, leader and active member of the
Pen League.' Lebanese by birth, Christian by creed, he was the inheritor
and bearer of two cultures: Western and Arab, A man of many gifts, both
refined and emotional, a painter and a musician, he was, however, most
famed as a major figure of literature. He penned short stories, parables,
prose poems, essays, fables, poetry and criticism. His first publicatons were
the book al-Musiga (Music, 1905), and two collections of stories, ‘Ara'is
al-Muruj (Nymphs of the Valley, 1907) and al-Arwah al-Mutamarrida (Sprrits
Rebellious, 1908). His only further large-scale works in Arabic were the
story al-Amiha al-Mutakassira (Broken Wings, 1912), the poctical diwan a/-
Mawakib (The Processions, 1919), the collection of articles and prose poems
Dam'a wa ibtisama (A Tear and a Smile, \914), al-Awasif (The Tempests, 1920)
and al-Bada’i’ wa al-Tara’if (The New and the Marvellous, 1923). The re-
mainder of his output was written in English: The Madman (1918), The
Forerunmer (1920), The Prophet (1923), Sand and Foam (1926), Jesus the Son
of Man (1928), The Earth Gods (193 1), The Wanderer (1932), The Garden of
the Prophet (1933) and others. All these works were translated into Arabic
and published in various editions in the Middle East.

Notwithstanding his sharply expressed individuality, Gibran’s fate and his
world-view bear the characteristic marks of the Arab creatve intelligentsia
in exile. He is filled with democratic aspirations, he is troubled about the
destiny of the ordinary working man, the situation of Arab women (e.g.
“Marta al-Baniyah”, “The Cry of the Graves”, “The Bride's Bed”, Broken
Wings) and social injustice in Lebanese life (e.g. “The Cry of the Graves™,
“The Palace and the Hut”, “A Tear and a Smile™). He realises that society is
divided into the haves and have-nots, and that the latter toil by the sweat of
their brow yet live in poverty, subjected to exploitation not only by the rich
but also by the ministers of religion (e.g. “John {Yuhanna] the Madman™,
“Khalil the Heretic™).

Some Arab scholars, including Yamni al-1da, consider that *Gibran was
unable to go deeply into the existing social and economic situation, and
paid no attention to the working class™’ It should be remembered, however,
that Gibran’s works only describe life in Lebanon, where capitalism had
not yet become fully formed. Recognising the liberation movement of the
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peasants as a significant force, the writer became a kind of apologist for a
“peasant revolution” (“Khalil the Heretic”). Gibran was sure that a better
future can only be had by struggle, that freedom is obtained by fighting, not

by dreaming:

They tell me: If you see a slave sleeping, do not wake him lest he be dreaming
of freedom.

I tell them: If you see a slave sleeping, wake him and explain to him freedom.
“Handful of Beach Sand™

A man must not be satisfied with the mere present; he must strive for a
better future, because - in the author's deep conviction ~ “only the coward
tarries, and it is folly to look back on the City of the Past”.!

In tracing the development of Gibran’s work, we shall try to show that
as he progressed towards artistic maturity his creative method underwent
significant changes. For this it is necessary to examine his relationship to
the English Lake School and the American Transcendentalists, and to trace
the evolution of his outlook and poetic language and the changes in the
image of the Romantic hero in his works. To examine the artistic develop-
ment and legacy of Gibran it would seem expedient to single out his most

characteristic works.

Sentimentalism in Gibran’s early works

Gibran's creative method underwent significant changes as he progressed
towards artistic maturity. The evolution in his comprehension of the world
is reflected in the transition from the Sentimentalism of his early prose,
which was then the natural stage of his artistry, to Romanticism.
Sentimentalism as a literary tendency was a reaction to Enlightenment
Rationalism. Belinsky paid tribute to the role of Sentimentalism in the de-
velopment of Russian literature thus: “The purpose of Sentimentalism,
which was introduced to Russian literature by Karamzin, was to arouse
society and prepare it for a life of the heart and of feeling.™
In Arabic literature, as also in that of Western Europe and Russia,
Sentimentalism was closely connected to Enlightenment Classicism. It
was a transitional period between Enlightenment and Romanticism, and
represented a step forward in the development of the new Arabic literature.
The work of a number of Arab writers developed along the Sentimental-
ist path, among them Mustafa Lutfi al-Manfaluti and Muhammad Husayn
Haykal
Naimy gives an original and poetic description of how Sentimentalism
came to Arabic literature:
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As a tendency, Sentimentalism acted out its role on the boards of the theatre
of Western literature and then disappeared behind the curtain; not one of the
spectators applauded with so much as a clap of the hands ... One gains the
impression that having thus failed in the West, Sentimentalism then set out in
search of pastures new, and by chance stumbled upon the little East. Finding
here many tearful eyes, and still more who suffered the pains of the hearr, it
pitched its pavilions in Egypt and Syria and became with its retinue and servants
a dear and esteemed guest.

Of course, one should not agree completely with Naimy’s simplistic,
half-jesting appraisal, in which the attributes of Sentimentalism are merely
excessive sensitivity, tearfulness and artificiality.

In urn, Belinsky also wrote with irony about these attributes of Senti-
mentalism: “Sensitive souls went in crowds to stroll at Liza’s pond: Erasts,
Leons, Leonids, Melodors, Filarets, Ninas, Lizas, Emilies and Julias, mul-
tiplied to extremes. Their sighs made the calmest of days windy, and their
tears flowed in rivers.™

Sentimentalism was also a natural stage in the development of Gibran’s
artistic method. Dolinina writes: “Gibran’s early works ... are permeated
with sentimental motifs, with searches for harmony in the world, whose
origin are necessarily love and beauty, poured into nature; they are full of
sadness for the lot of the ‘humble and insulted’.™ Some Arab and Western
scholars of Gibran have claimed that the writer was influenced by Rousseau
through certain works of his that he knew." We can concur with this
opinion, while not forgetting that Gibran's Sentimentalist style is likely to
owe more to the storytelling tradition of his upbringing in classical Arabic
literature.

Krachkovsky considers that the excessive sensitvity and high-flown tone,
which sounds deliberate and affected, is not in fact merely the style of a few
Arab writers but rather characteristic of the general psychology and behav-
iour of the Arabs as a nation:

And if we compare the style of Gibran with the style of, say, contemporary Arab
life, we will no longer sce that artificiality that struck us at first sight. That is
the way life is, and not just the literature that reflects it. The roots of this s:_ylc
are to be found in the spiritual nature itself, not only of the individual writer
but of the entire life out of which he grew."

In Gibran’s works the qualities of Sentimentalism and Ronmmicism_ co-
existed, as it were, in parallel for a considerable ime. The works contained
in the collection A Tear and a Smile (1914), written in the period 1903-08,
the collections Nymphs of the Valley (1907) and Spirits Rebellious (1908), and
in particular the story Broken Wings (1912), are c‘k:ld(!nct.‘ of a particular
national variety of early Romanticism, in which traits that are intnnsic to
Arabic literature, such as a disposition towards sensitivity and a quality of
moralising, can be seen.
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In a number of short storics, for example “Marta al-Baniyah™," “Warda
al-Hani™ and the longer story Broken Wings," the characteristics of Senti-
mentalism are predominant. .

Significantly, in all these works the author ad_drcssvcs the topic of the
emancipation of the Oriental woman, regarding it not from a social per-
spective but rather in terms of defending the feelings of women and their
rights within the sphere of the family. Such an approach to women'’s eman-

cipation was characteristic of Arab Enlighteners, in particular Qasim Amin,
who believed that the rebirth of a nation and the struggle for progress must
begin with changes in the conditions of women’s lives and a reorganisation
of the family."

The theme of woman particularly occupied Gibran. In one of his letters
to the Syrian writer Maryam Ziyada (“Mayy”) he wrote:
1 am indebted for all that 1 call “I” to women ever since [ was an infant. Women
opened the windows of my eyes and the doors of my spirit. Had it not been for
the woman-mother, the woman-sister and the woman-friend, I would have been
sleeping among those who disturb the serenity of the world with their snores.'

Gibran's approach to women in the stories “Warda al-Hani” and “Marta
al-Baniyah”, like that of many other Arab writers and Enlighteners, empha-
sises the subject of love. In the Arab East in those years the women’s ques-
tion was not yet one of political rights as in Europe, but a question of family
and love, of the right of women to love and happiness. It was necessary for
literature to show that women were also “capable of love”."

Both stories are highly melodramatic and the author’s entire atten-
tion is concentrated on the tortuous inner life of the heroes. Almost all of
the substance boils down to the sensitive monologues of the heroines, in
which they speak of their unhappy lives, while the author listens and shows
sympathy with them.

“Marta al-Baniyah” is the story of a young village girl tempted by a rich
city-dweller who is passing through. Having enjoyed himself with her for a
certain time, he drops her and her young child. To avoid starvation, Marta
is forced to sell her body. Exhausted both morally and physically, she soon
dies, leaving her young son to the will of fate.

The stylistic mode of the story betrays its tendency to Sentimentalism.
Marta’s life in the village of her birth had been difficult:

From her mother she inherited only tears of grief and her orphan state. ... Each
morning she walked barefooted in a tattered dress behind a milch cow to a part
of the valley where the pasture was rich, and sat in the shade of a tree. She sang
with the birds and wept with the brook while she envied the cow its abundance
of food. She looked at the flowers and watched the fluttering burterflies."

Here, it would seem, are all the accessories of Sentumentalism. The mass of
“sensitive” collisions continues throughout the story: the unbearable suf-
fering of rejection, the painful illness, her passionate awaiting of death and
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so on. Here is the last supplication as she dies: “O Justice who are hidden,
concealed behind these terrifying images, you, and you alone, hear the cry
of my departing spirit and the call of my neglected heart.™ These words
naturally do not come across as the speech of an illiterate village girl forced
to become a prostitute; they contain too much of the voice of the author,
filled with sentimental sadness for the fallen woman.

“Iraces of Sentmentalism can also be found in the story “Warda al-Hani”
(“Madame Rose Hanic”). The subject here is remarkable: a young woman,
realising that she does not love her distinguished and wealthy husband,
leaves him for a poor youth she does love. The step she thus takes, without
fearing the blame placed on her by society, is practically unheard of for
an Arab woman. In this story Gibran tells of the extremely common situ-
ation in the East in which girls are married for reasons other than love.
Warda recounts to the narrator a series of distressing stories of women who
were married at the will of their parents. With these specific examples the
heroine underlines the naturalness of her brave deed, which yet appears to
those around her to be so immoral and shameful.

The story contains many high-flown images, expressions and turns of
speech. It is not only in the long monologues of Warda, or her husband
Rashid Bey, in which they speak of their feelings and intimate experiences,
that the signs of Sentimentalism appear, but also in the speech of the
narrator himself. Here is how the teller describes his state on hearing the
sorrowful complaints of the abandoned husband: “I rose with tears in my
eyes and mercy in my heart, and silently bade him [my friend] goodbye; my
words had no power to console his wounded heart, and my knowledge had
no torch to illuminate his gloomy self.”

“Marta al-Baniyah” and “Warda al-Hani" are generally artsucally poor.
There is little lyrical digression by the author and the images of Marta and
Warda are simplistic: the characters are revealed only to the degree neces-
sary to expose the ideas contained in them.

Gibran’s Sentimentalism finds its fullest expression in Broken Wings, the
story of the tragic fate of a woman forced to marry a man she does not love.
(It is to a certain extent autobiographical: as confirmed by various blo_g-
raphers, Gibran suffered a tragic love affair in his youth, which ended. in
the death of his beloved, who had been promised to another man.)” Itis a
typically melodramatic story, narrated by the person of the author. The plot
is limited to revealing the internal world of the heroes and their elevated
feelings and experiences. _

The outline of the story is as follows: the narrator, hm]s.cli' a character
in the work, goes to visit a friend whose father has died. There he meets
the daughter of the household, Selma. Love between Ih(:: two young people
flourishes instantly, but is short-lived and ends unhap[_nly. It emerges that
Selma has been promised to the nephew of the archbishop, and owing to
the latter’s high position her father does not dare to refuse him. The end
of the story is tragic: the father dies of grief, realising that he has made his
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daughter unhappy, and in giving birth to the archbishop’s child, both Selma
and the newborn die.
The tale consists of a lyrical prologue and ten short chapters, each of
which has a title corresponding to its position in the development of the
plot. This indicates the author’s attempt to mark out a chain of events. The
events themselves - acquaintance, rendezvous, marriage, separation and so
on — are what effectively move the story forward. Many events appear to
take place, yet these are merely starting points, a kind of code that allows
the author to begin and continue an uninterrupted lyrical monologue in
which he reveals the world of his feelings and emotional experiences. There
is no real action in the detailed development of the work. The sequence of
events indicated in the chapter headings serves merely as a framework for
extended discourses by the heroes and the author, and not for developing
the action of the narrative. No sooner has the first meeting with Selma at
the opening of the story been mentioned than there follows a whole stream
of reasoning and declarations - of beauty and its essence, of love, of Selma’s
interior world, of the sublimity and refinement of her form, of the soul
seized by grief, of the charm of her silent sorrow:

Selma sat by the window, looking on with sorrowful eyes and not speaking, al-
though beauty has its own heavenly language, lofter than the voices of tongues
and lips. It is a timeless language, common to all humanity, a calm lake that
attracts the singing rivulets to its depth and makes them silent.

Only our spirits can understand beauty, or live and grow with it. It puzzles
our minds; we are unable to describe it in words; it is a sensation that our eyes
cannot see, derived from both the one who observes and the one who is looked
upon. Real beauty is a ray which emanates from the holy of holies of the spirit,
and illuminates the body, as life comes from the depths of the earth and gives
colour and scent to a flower.

Real beauty lies in the spiritual accord that is called love which can exist
between a man and a woman,

Broken Wings"!

Other chapters also contain little by way of narrative. Despite the fact
that the story involves various characters, in essence the entire piece is
solely a monologue by the author. In these outpourings, moreover, the nar-
rator barely touches on social or public questions. For the most part he is
occupied with ethical questions, philosophy and the life of the heart and the
soul. The exception to this is his reflection on the theme of the clergy and
on the role of the woman in the family.

A further characteristic of the story is the inertness of its heroes and
their submissiveness to circumstances. There is not the slightest protest:
no murmur, no attempt to change their lot, no hint of a struggle. The
substance of the story amounts to a description of sensations and emo-
tions: comparison clings to comparison, metaphor to metaphor, image to

image. The melodramatic outcome in the destinies of the heroes - sadness,
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dejection, submissiveness to fate and bitter disappointment, with no storms
of despair, cursing or anger — are explicit signs of the Sentimentalist method.
The mood of the heroes is characterised by a sensitiveness that constantly
borders on tears. There are also scenes of great contrast: the jolly feast held
by Selma’s husband, the death of the child, the sobbing of the doctor and
Selma’s cries of despair, all of which are portrayed on this single canvas.

A feature of Sentimentalism in both Western European and Russian lit-
erature — for example in the works of Samuel Richardson, Laurence Stern,
Jean-Jacques Rousseau and Nikolay Karamzin — is an interest in everyday
life, the world of things and the details of daily living. Here for example
is Karamzin’s description of Liza’s actions when Erast asks her for a glass
of milk: “She ran to the cellar, brought a clean earthenware pot covered
with a clean wooden disc, took a glass, washed it and wiped it with a white
towel, filled it and served it at the window.” In Gibran’s Broken Wings the
tokens of everyday life are reduced solely to the statement of individual
specific facts. The author is almost never distracted into describing any
kind of realia such as situations, portraits or the setting. The details of the
portrait, given in the form of brief epithets - “slender”, “slim”, “golden
hair”, “sorrowful look” - descend into lengthy, verbose digressions. Here
is an example:

Selma Karamy had bodily and spiritual beauty, but how can I deseribe her to
one who never knew her? Can a dead man remember the singing of a nightin-
gale and the fragrance of a rose and the sigh of a brook? Can a prisoner who is
heavily loaded with shackles follow the breeze of the dawn? Is not silence more
painful than death? Does pride prevent me from describing Selma in plain
words since I cannot draw her truthfully with luminous colors? A hungry man
in a desert will not refuse to eat dry bread if Heaven does not shower him with
manna and quails.

The beauty of Selma’s face was not classic; it was like a dream of revela-
tion which cannot be measured or bound or copied by the brush of a painter
or the chisel of a sculptor. Selma’s beauty was not in her golden hair, but in
the virtue of purity which surrounded it; not in her large cyes, but in the light
which emanated from them; not in her red lips, but in the sweetness of her
words; not in her ivory neck, but in its slight bow to the front. Nor was it in
her perfect figure, but in the nobility of her spirit, burning like a white torch
between earth and sky. Her beauty was like a gift of poetry. But poets are
unhappy people, for, no matter how high their spirits reach, they will still be
enclosed in an envelope of tears.”

And so on. The dialogue, which usually helps to move a plot forward, is also
weak in this story. .
The attention given to landscape description is also fitting to the Senti-
mentalist method, whereby the natural setting reflects the psychological and
emotional state of the heroes and underlines the soft lyricism of the work:
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The scent of flowers mingled with the breeze as we came into the garden :!m]
satsilently on a bench near a jasmine tree, listening to the breathing of sleeping
nature, while in the blue sky the eyes of heaven witnessed our drama.

“The moon came out from behind Mount Sannin and shone over the coast,
hills, and mountains; and we could see the villages fringing the valley like ap-
paritions which have suddenly been conjured from nothing. We could see the

beauty of Lebanon under the silver rays of the moon.
Broken Wings™

This entire extract is characterised by the special selection of words and
expressions that bring into the world an exalted ideal beauty. The land-
scape sketch could not be better suited to the forthcoming event ~ the first
meeting of the lovers.

A moralising tendency can be seen in the style of the story. At every op-
portunity the author draws on a supply of morality elements. In speaking,
for example, of the hypocrisy and predatoriness of the clergy and the evil
that they bring upon the people, the author-narrator resorts to an adage:
“However, the people of Oriental nations place trust in such as they -
wolves and butchers who ruin their country through covetousness and crush
their neighbors with an iron hand.” Or on wealth, “In some countries, the
parent’s wealth is a source of misery for the children ... The Almighty Dinar
which the people worship becomes a demon which punishes the spirit and
deadens the heart”, or “our days are perishing like the leaves of autumn”,
“The mother is everything - she is our consolation in sorrow, our hope in
misery, and our strength in weakness”,”” and so on. Sometimes these adages
acquire the character of aphorisms: “Will a hungry man give his bread to
another hungry man?”",” “A bird with broken wings cannot fly in the spa-
cious sky”," “The cup does not entice our lips unless the wine’s color is seen
through the transparent crystal”,” for example. The entire story is filled
with these aphorisms, adages, moralising generalisations and brief philo-
sophical conclusions.

The lyricism and confessional nature of Broken Wings and its mono-
logue quality demand a constant appeal to the personal experience of the
author-narrator. Even when the subject is the thoughts and feelings of other
people, such as Selma and her father, it is as though the narrator steps out
from behind their names in order to complete the story in his individual
way. Here, in essence, we encounter one of the basic principles of Romanti-
cism: the investing of the entire surrounding world with one’s own human
passions. The confessional-lyrical, exclusively monological style of Broken
Wings is also evidence of early shoots of a Romantic outlook within this
work, whose basic method is still Sentimentalist.

Dolinina comments on these characteristics and defines the style of the
story as “Romantic Sentimentalism”,” and in fact the traits of Romant-
cism can already be seen in it. Particularly Romantic is the heroine Selma,
with her exceptional nature that strives towards her wishes and freedom.
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Elements of Romanticism appear in the hyperbolising of feelings and de-
scriptions and in the landscape sketches that are sometimes secret and sym-
bolic. Nevertheless, Broken Wings remains an example of a Sentimentalist
work. It contains no challenge to fate, to people or to God; no rebellion
or proud solitude, such as is so manifest in Gibran’s subsequent works.
However, Broken Wings set the tone, to a certain extent, for the way in
which Romanticism started to emerge in the new Arabic literature, where
restlessness or hints of active protest against contemporary social norms
were still alien, but interest in the psychology of the characters began to
appear. “Romanticism”, wrote Belinsky, “is the interior world of man, the
world of the soul and heart, a world of sensations and beliefs, a world of
impulses toward the infinite, a world of secret visions and contemplation, a
world of divine ideals”.”

Apart from the fact that in Broken Wings Gibran anticipated the develop-
ment of the Romantic method in Arabic literature, he secured for it two im-
portant topics: the theme of women and that of anticlericalism. The ques-
tion of women'’s freedom is given a wider treatment in the story than merely
the personal drama of one woman: “Thus destiny seized Selma and led her
like a humiliated slave in the procession of miserable oriental woman.””
Nonetheless, the writer examines the lot of women not in terms of rights
and society, but only in the sphere of family and conjugal relations. Gibran
believes that in future women will have a full place in society, but does not
give so much as a hint as to when or under what circumstances this might
happen: “Will the day ever come when beauty and knowledge, ingenuity
and virtue, and weakness of body and strength of spirit will be united in a
woman? I am one of those who believe that spiritual progress is a rule of
human life, but the approach to perfection is slow and painful” (“Before the
Throne of Death”).

On the problem of marriage, Gibran writes: “Marriage these days is a
mockery whose management is in the hands of young men and parents. In
most countries the young men win while the parents lose. The woman is
looked upon as a commodity, purchased and delivered from one house to
another.”

He equates the oppressed woman to an oppressed nation, so that her suf-
fering, lack of rights and ignominy become the suffering, lack of rights and
indignity of the whole nation: “But my dear readers, don’t you think that
such a woman is like a nation that is oppressed by priests and rulers? Don’t
you believe that thwarted love which leads a woman to the grave is like the
despair which pervades the people of the earth>™

Anticlerical motifs are also prominent in the story. On learning that the
archbishop has promised his dissolute nephew to Selma, the narrator gives
himself up to extensive reflections:

The heads of religion in the East are not satisfied with their own munificence, but
they must strive to make all members of their families superiors and oppressors.
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The glory of a prince goes to his eldest son by inheritance, but the exaltation
of a religious head is contagious among his brothers and nethws. Thus the
Christian bishop and the Moslem imam and the Brahman priest become like
sea reptiles who clutch their prey with many tentacles and suck their blood

with numerous mouths. -
“Lake of Fire

The author’s criticism of the dependent position of Eastern women and
his exposure of clericalism and the dissolute life of members of the aristoc-
racy, together with other topical issues of his day, lend the story a certain
social sharpness and reveal the author’s relationship to contemporary life.
Nonetheless, these moments of revelation in the story are not emphasised
or highlighted, nor are they commented on by the heroes or the author.

To summarise, Broken Wings is a Sentimentalist work that contains
certain Romantic elements. Its content and purpose are confined solely to
revealing the interior world of the heroes and their elevated feelings and
experiences. Naturally, this arrangement leads the author to a large stock
of moral generalisations and lends the work a philosophical character. The
very landscape is in sympathy with the moods of the characters. Yet with
Broken Wings Gibran broke out of the conventions of Sentimentalism. The
entire spirit of the story and the development of its plot are subordinated to
its principal function: that of the author-narrator’s self-expression, which
takes the form of an unbroken interior confessional monologue that also
includes a story about the feelings and experiences of the other characters.
The whole story is cemented by the personality of the author, and this is the
realisation of one of the basic principles of the Romantic form.

Broken Wings thus combines motifs of Enlightenment Humanism and
Sentimentalism. At the same time, Gibran’s Sentimentalism shows a clear
development towards Romanticism.

The formation of Gibran’s Romantic world-view and his
assimilation of English and American methods

If there was a predominance of Sentimentalism in Gibran’s narrative prose,
then the genres included in the collection A Tear and a Smile® - essays and
prose poems — could not hint more distinctly at Romantic stylistics. A Tear
and a Smile shows the way in which Gibran began to master Romanticism.
It contains works published over several years (1903-08) in émigré publica-
tions, particularly in the newspaper al-Muhajir (The Emigré). Gibran had
now taken up the genre of prose poetry, short essays that capture assorted
impressions and thoughts of the author and his philosophical reflections.
They are elegant and musical, their language refined and often aphoristic.
The range of topics touched by Gibran in his book is broad: the posi-
tion of the individual in society, his relationship to nature, the meaning of
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human existence, the poet and poetry, love and beauty. Many of the picces
in the collection are imbued with Sentimentalist morifs and regarded with
extreme sensitivity, intense lyricism and a tendency towards moralising and
homily. The style of the work is expressive, and in Gibran a special role is
p]ayed by rhetorical questions and exclamations (“A Visit from Wisdom”
“O Wind”, “The Secret Conversation” and others): ;

Who am I, Wisdom, and how came I to this frightening place? What manner
of things are these mighty hopes and these many books and strange patterns?
Whatare these thoughts that pass as doves in flight? And these words composed
by desire and sung by delight, what are they? What are these conclusions, griev-
ous and joyous, that embrace my spirit and envelop my heart? And those eyes
which look at me seeing into my depths and fleeing from my sorrows? ... What
is this world that leads me whither I know not, standing with me in despising?
... O Wisdom, what manner of things are these?

“A Visit from Wisdom™*

The poems are filled with such perplexity and with tragic exclamations that
reflect the complex and poignant interior world of the poet.

Regarding A Tear and a Smile, 1.Yu. Krachkovsky wrote that Gibran’s
Sentimentalism

does not bring a smile, because it meets with an echo in the soul of every Arab,
whether he live in New York or be sull in his Lebanese village beside the hills
of cedars. Those same speeches that seem to us to be unnatural and stilted will
be heard at any gathering where only an Arab feels at home and among his own
kind, although the reason that caused them will also seem to us to be strangely
unfitting to the extremely elevated and passionate tone of the words.” '

The recognition of the human dignity of the poor and sympathy towards
them, contrasted with censure of the moral deafness and iniquitous way of
life of the wealthy, is a typical theme in Sentimentalism and strongly evident
in this book. However, Gibran does not emphasise the social demarcation of
the problem of wealth and poverty. His protest is a protest by humanity “in
general” against injustice “in general”. Examples include his prose poems
“The Palace and the Hut”, “The Criminal”, “The Dumb Beast™ and “A
Tear and a Smile”. The first of these" is a highly contrasted picture of the
lives of the wealthy and the labourers:

Night was falling and the lights in the mansion of the rich man shone brighly.
The servants, clad in velvet, with buttons gleaming on their breasts, stood
awaiting the guests. Music played and the lords and ladies descended on that
palace from all parts, drawn in their carriages by fine horses. There they
entered, dressed in gorgeous raiment and decorated with jewels.

Then the men rose from their places and took the ladies to dance. And that
hall became a garden through which the breezes of melody passed, and its flowers
inclined in awe and wonder.
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Soon midnight approached and the rable was laid with the choicest of fruits
and the finest of foods. Cups were passed from one to another and wine played
with the senses of all those there until they in turn took to play. And when
morning was near they dispersed, for they were tired with merrymaking and
bemused by wine and wearied of dancing and revelry. And everyone betook

himself to his bed.
“The Palace and the Hut™

And here is the picture for the poor:

As the sun sank low beyond the horizon, a man dressed in the garb of a labourer
stood at the door of a mean house and knocked thereon. It opened to him and
he entered, greeting those within with a cheerful countenance, and sat down in
the midst of his children by the fire. [...]

At dawn’s approach that poor man rose from his bed and partook of a little
bread and milk with his wife and little ones. Then he kissed them and wentaway
with a heavy spade over his shoulder to the field, to water it with his sweat and
make it fruitful that it might feed those mighty ones who yestereve made merry.

“The Palace and the Hut™

The work ends with an adage characteristic of the Sentimentalists: “So is
man’s burden: a tragedy played on the stage of time. Many are the specta-
tors that applaud; few are they that comprehend and know.™

The ending is typically calm, as though merely stating a fact. The picture
that the poem has painted seems too abstract and non-specific. This is not

Lebanon, nor Egypt, nor any other country in particular. It is simply the
eternal and natural order of things, which causes the author a feeling of
sadness, but one to which he seems to submit.

The method of contrast noted in “The Palace and the Hut” appears
most distinctly in the prose poem “A Smile and a Tear”,* in which it is
less concerned with revealing social contrasts than in contrasting experi-
ences and feelings: happiness and calmness are juxtaposed with tragedy and
hopelessness.

The story “The Criminal™ also treats the social theme in an abstract
manner. A hungry youth, unable to find work, begs for charity. But his ap-
pearance does not arouse compassion and, to avoid dying of starvation, he
is forced to turn to crime: “Many years passed and that youth severed necks
for the sake of their adornment, and destroyed bodies to satisfy his appetite.
He increased in riches and was renowned for his strength and violence.
He was beloved among the plunderers of the people and feared by the
law-abiding.™" The prose poem ends with the following adage: “Thus do
men in their greed make of the wretched criminals, and with their harshness
drive the child of peace to kill.”* Gibran does not so much as hint at any
kind of class patterns in this story. A poor man, it turns out, became a crimi-
nal because of the miserliness and hard-heartedness of the people around
him. In the end, however, the former pauper grows rich by plundering and

THE FORMATION OF GIBRAN'S ROMANTIC WORLD-VIEW 51

becomes the ruler. Gibran condemns the nature of the man who is cruel
to good, but poor and needy, people but who fawns on unjustly obtained
wealth.

“The Dumb Beast™ is the tale of a pitiful homeless dog. In effect the
author recreates its thoughts and feelings and its fear of existence, which
is so joyless and difficult for it. This little story has much tenderness and
sympathy, but far more tragedy, as the parallel theme arises of the fate
of many people whose lot is similar to the dog’s: “I, human being, am
a helpless animal, but I find a like thing between me and many of your
brothers in kind when they are no longer strong enough to gain their
sustenance”™.®

The examples given above are characteristic of the Sentimentalist depic-
tion of reality, in which society is forever divided into rich and poor. The
author relates to the former with condescending admonition and to the
latter with profound pity and sympathy. In essence, however, human rela-
tions, like those of society, do not interest Gibran. People are understood as
being either good or bad, righteous or evil, etc. There is [thus] much that is
highly sensitised, and sometimes also dramatic, since the author, in analys-
ing reality, sees no alternative and points only to evil.

The same works also reveal another of the traits of Sentimentalism: the
special role of the landscape. Gibran’s landscapes frequently depict concili-
ation and radiant beauty, be it the hot rays of the sun or the soft light of the
moon, aromatic flowers, the peaceful blue sky, the charming song of the
birds, the gentle wafts of the breeze and so forth, Generally the landscape
evokes a description of equally serene feclings: the reconciliaton and grati-
tude of life for the fact of its being as it is:

The sun gathered up its garments from over those verdant gardens, and the
moon rose from beyond the horizon and spilled its soft light over all. I sat there
beneath the tree watching the changing shades of everything. I looked beyond
the boughs to the stars scattered like coins upon a carpet of blue colour, and |
heard from afar the gentle murmur of streams in the valley.

“A Smile and a Tear™

In A Tear and a Smile a number of typically Romantic themes can be
traced that had not been articulated so distinctly in Arabic literature prior
to Gibran: the poet and his role in society, the grandeur and omnipotence
of the human self, love and beauty, nature and its close relationship to man.
Gibran’s experience of the English and American Romantics can be dis-
cerned in both the theme and the stylistic aspects of many of his works.
V. Markov is entirely correct in remarking that the book “represents to
a certain degree the sum of Gibran’s searching in his carly years, when
the themes begin to appear that will occupy a pre-eminent position in the
outlook of his mature period.”

One of the most important themes in the collection is that of the poet
(“The Poet’s Death is his Life”, “The Poet”, “Night”, “A Poet’s Voice™
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and others), and this is clear evidence of the influence of the Western
Romantics on Gibran. Many English and American Romantics associate
the artistic realisation of this theme with problems of the self and of the
intuitive knowledge of its truth. The essence of the heavenly and earthly
soul is incomprehensible to the rational mind and is not subject to everyday
experience. Emerson, therefore, considers that the principal instrument of
cognition must be the imagination and insight of which only the poet is
capable. It follows that the destiny of the poet is the mission of the visionary,
the announcer of truth, the prophet.

Coleridge considered the poet to be a chosen one of God. Whitman
called him a “prophet”. Wordsworth remarked that “the Poet binds to-
gether by passion and knowledge the vast empire of human society”.” For
Emerson, the poet is greater than the theologian, and “stands among partial
man for the complete man ... who sees and handles that which others dream
of, traverses the whole scale of experience, and is representative of man, in
virtue of being the largest power to receive and impart.”™

An analogous understanding of the poet’s function, summoned into the
world to bring love, truth and beauty into the life of mankind, is also found
in Gibran. The poet, by his definition, is “a noble soul, sent by the Goddess
of Understanding”.” Further,

A Link
between this world and the hereafter;
a pool of sweet water for the thirsty; [...]

An angel

Sent by the gods to teach man the ways of gods.
A shining light unconquered by the dark,
Unhidden by the bushel

Astarte did ill with oil;

And lighted by Apollo. [...]

Alone,

He is closed in simplicity

And nourished by tenderness;

He sits in Nature’s lap learning to create,

And is awake in the stillness of night

In wait of the spirit’s descent.

A husbandman who sows the seeds of his
heart in the garden of feeling,

Where they bring forth yield

To sustain those that garner, [...]

And you, O Poets,

Life of this life:

You have conquered the ages
Despite their tyranny,
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And gained for you a laurel crown

In the face of delusion’s thorns,

You are sovereign over hearts,

And your kingdom is without end. (“The Poet™)

It is difficult to deny that Gibran’s understanding of the poct’s calling is
largely in agreement with the ideas of the Western Romantics.

In Shelley’s view, poets see clearly not only the present, but also the
future in the present. The same definition of the poet can be found in
Gibran’s words: “That which alone 1 do today shall be proclaimed before
the people in days to come. And what I now say with one tongue, tomorrow
will say with many."”

The theme of the poet continues without significant changes throughout
Gibran’s works. Sometimes the image of the poet takes on cosmic dimen-
sions and the microcosm of the self becomes proportioned to the cosmos
and harmonised to it. In the poem Night the poet writes of himself:

I too am a night, vast and calm, yet fettered and rebellious,
There is no beginning to my darkness and no end to my depths ..."

The poet does not set out as an artisan, working with the medieval yardstick
and the ordinary tools of his trade (the /fz and the ma’na, the word and
the poetic motif), but rather as poetry itself in the flesh. There is no need
to separate the poet’s works from the person himself, or to distinguish the
form and content in his poetry:

Poetry is not an opinion expressed. It is a song that rises from a bleeding
wound or a smiling mouth."
A poet is a dethroned king

Yet here the poet’s greatness is the greaess of the fallen angel, that of the
sovereign stripped of power. The origins of these images in the Satanism
of Romantic poetry are hardly characteristic of the traditional concept of
creativity in classical Arabic literature.

Poctry is wisdom that enchants the heart.
Wisdom is poetry that sings in the mind.

A great singer is he who sings our silences.  (“Sand and Foam™)

These and other utterances highlight the special atribute of poetry as a
mediatrix between two worlds — the secret and the evident, the incffable
and the commonplace. _

If the influence of Emerson’s Transcendentalist philosophy led Gibran to
seck a divine origin in the poet, then thanks to Walt Whitman he learned
also to see in the poet an earthly person who reflects upon the good of
humanity and strives for its future. Maurice Mendelson remarks that, for
Whitman, the poet “is not only a composer of verse but also a prophet,
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paving the ways to the future™* Whitman himself speaks of this more than
once in his works, in particular in his “Song of Myself":

1 celebrate myself, and sing myself,
And what I assume you shall assume ...

It is true that for Gibran the poet remains primarily the high priest of
beauty and truth (see below), but it is the poet, in his view, who is chosen
to give people a guiding thread in everyday life and to maintain the ideal of
harmonious existence. In his prose poem “A Poct’s Voice™" he writes:

Strength sows within the depths of my heart and I harvest and gather
cars of corn and give it in sheaves to the hungry.

The spirit revives this small vine and I press its grapes and give the
thirsty to drink.

Heaven fills this lamp with oil and I kindle it and place it by the window
of my house for those that pass by night.*

However, the poet’s life only becomes meaningful when he feels himself un-
derstood, loved and valued. “The proof of a poct is that his country absorbs
him as affectionately as he has absorbed it”,* wrote Whitman in his preface

to Leaves of Grass in 1855, He also expresses this in “By Blue Ontario’s
Shore™

I am willing to wait to be understood by the growth of the taste
of myself,
Rejecting none, permitting all.“

Gibran shows a view in common with Whitman in the following:

Would that I were a well, dry and parched, and men throwing stones
into me;

For this were better and easier to be borne than to be a spring of
living water

When men pass by and will not drink.

Would that I were a reed trodden underfoor,

For that were better than to be a lyre of silvery strings

In a house whose lord has no fingers

And whose children are deaf.

“My soul is heavy laden with its fruits™

One may also agree with the American scholar Joseph Ghougassian, who
found a consonance between the views of Gibran and William Blake as
rcgards the mission of the poet: “The poet - considered Blake and Gibran
-}-'SJ man who ... has a messianic mission in leading the people back to
ru ‘."l"

For Gibran the theme of the poet is indissolubly related to the feeling
of loncliness. He repeatedly comments on the contrast between the poet
and the reality that surrounds him. In his play Sulban he writes: “The artist
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_ [ mean a creative person who makes new forms for the expression of his
thoughts and feelings — is always a stranger to his family and friends, a
stranger in his homeland and generally a stranger in this world.™

The same idea is also clearly sketched in his prose poem “The poet's
death is his life”. A young and talented poct lives alone in a pitiful hovel,
dying of hunger, for, as he says, “men have rejected me and cast me into the
corners of forgetfulness™.

The ages passed, and the people of that city remained in the stupor of ignor-
ance and folly. When they awoke therefrom and their eyes beheld the dawn of
knowledge, they set up in the centre of the town a great statue of the poet, and
at an appointed time each year they held a festival in his honour.

How foolish are men!

In Gibran the theme of the poet is always accompanied by a disclosure
of the author’s ethical and moral principles and his views on the world,
humanity and society. To a large extent these views overlap with the views
and convictions of the Romantics.

The theme of love and beauty, which occupies an important place in A
Tear and a Smile (for example, in the poems “The Life of Love”, “Before the
Throne of Beauty”, “The Queen of Fantasy”, “Secrets of the Heart™ and
“Song of Beauty”), is closely connected to the theme of the poet, and the
two complement each other.

The ideal of beauty and humaneness was always also the ideal of the
Romantic artist. The English Romantic poet John Keats (1795-1821) said
in his “Ode to a Grecian Urn™

“Beauty is truth, truth beauty,” - thatis all
Ye know on earth, and all ye need to know.™

For the Romantics, art and beauty are synonyms. Art is counterposed to
evil, deception and baseness. Shelley writes of this in his “Hymn to Apollo™

The sunbeams are my shafts, with which 1 kill Deceit,
that loves the night and fears the day;

All men who do or even imagine ill

Fly me, and from the glory of my ray

Good minds and open actions take new might,
Until diminished by the reign of Night.

[.]

1 am the eye with which the Universe

Beholds itself, and knows it is divine;

All harmony of instrument or verse,

All prophecy, all medicine, is mine.”

In contradistinction to the Enlighteners, the Romantic poet links reason
with intuition and feeling, that is, he copes with the world “arusncally”,
by means of inspiration, and breaks away from the commonplace outward
appearance of existence, beneath which beauty hides.
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Like the English Romantics, Gibran considered bf:auty as somethmg
general and ideal; like nature, so man is also suffused with beauty. Beauty is
not the privilege of the noble or the wealthy, but “the sacred property of all
humanity”. In “Song of Beauty” he writes:

1 am the abode of happiness
And the source of joy.

I am the beginning of repose.
(-]

I am the poct’s imagination

And the artist’s guide.

1 am teacher to the music-maker.

I am the glance in the eye of a child
Beheld by a tender mother.

(-] X
I am a Truth, O people, yea, a Truth.”

The poem “Beauty” is also devoted to this idea:

O you, who perish in the night of contradictions and drown in the depths of
conjecture! For in beauty is truth, which denounces suspicion, drives away
doubt and shines with a light that protects you from the darkness of untruth.™

For Gibran beauty is the kernel, the essence of living, a high and eternal
truth. He considers nature to be the embodiment and symbol of beauty:
“Beauty is all of nature”. The appreciation of beauty is as natural as is the
charm of nature. “Watch for the awakening of spring and the breaking of
the morning, for beauty is the destiny of those who watch! Listen for the
song of birds, the rustle of branches and the murmur of streams, for beauty
is the portion of those who listen.”” Beauty is inseparable from the moral
understandings of love and kindness: “Dedicate your body, like a temple,
to beauty and dedicate your heart, like the altar, to love, for beauty is the
worshippers’ reward.” The perception of beauty elevates and ennobles the
man and brings him to goodness and unselfishness.

For the Romantics, love and beauty are that light of spirituality that il-
luminates the heart and imagination of the poet. Emerson writes that the
poet is an Aeolian harp that “trembles to the cosmic breath”,” that gives
things their names and acts as beauty’s representative. People who are dis-
tracted by everyday concerns frequently pass beauty by. The task of the poet
is to halt their attention in front of it, for it is the prototype of truth (“The
Queen of Fantasy”).™ Accordingly, beauty is allotted a high position in the
system of spiritual values,

A further aspect of the theme of the poet in Gibran’s poetry is the
exhortation of the Romantic self on Earth, its purpose in life and belief
in it. Ivan Fyodorovich Volkov writes: “It was Romanticism that opened
for literature the self as such - intrinsic in value not only in the sense of
the uniqueness of its individual characteristics, but also in the profound
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content of his character, and this brought art considerably closer to real
human life.””

Gibran makes reference to the self with its Romantic understanding of
the world in various prose poems, among them these from A Tear and a
Smile: “The City of the Past”, “The Blind Force”, “Under the Sun”, “Song
of Happiness” and “The Hymn of Man”.

In “The Blind Force” the elements of nature break free and descend on
mankind, which is helpless in the face of it, wantonly destroying everything
man had made with his own hands.

And so it was, the while the grieving spirit looked on from afar, sorrowing and
reflecting. It pondered upon the limited night of men before unseen forces, and
sorrowed with the fleeing victims of fire and ruin. [...]

Yet did I find among these wrongs and misfortunes the divinity of man stand-
ing upright as a giant mocking earth’s foolishness and the anger of the elements.
And ... it sang a hymn of immortality, saying: “Let the Earth then take whar is
to it; for I am without end.”™

The poet proudly acknowledges the strength of man, the invincible strength
of his spirit that defies all the elements. This resonates with examples from
Blake, Shelley and Whitman, such as this extract from Whitman’s “Song
of Myself™:

This day before dawn I ascended a hill and look’d at the crowded heaven,
And I said to my spirit When we become the enfolders of those orbs,
and the pleasure and knowledge of every thing in them, shall we

be fill'd and satsfied then?

And my spirit said No, we but level that lift to pass and continue beyond ™'

In the prose poem “Under the Sun™ Gibran takes for an epigraph the
biblical saying “all is vanity”. The words of King Solomon, “I have seen
all the works that are done under the sun; and, behold, all is vanity and
vexation of spirit™ seem to him to be “born of weakness and despair”, for
life has a purpose, while impassivity is akin to indifference. But people un-
derstand beauty in the beautiful, wisdom in the wise and virtue in the just,
and the poet considers that Solomon should repent of his efforts to deprive
people of belief in their own power.

The Romantic belief that all in nature is in steady forward progress
towards truth and beauty is expressed in the argument between the lyrical
subject of the poem and the wise man of the Bible:

Now it is known to you that life is not as a vexation of spirit. nor that
all under the sun is in vain; but rather that all things were and
are ever marching towards truth.

[...] Well do you know that the spirit is going toward the light in face
of the obstacles of life ..."
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The forward movement of man is a path of unending learning, stn_mgglcs
and victories. And this requires that man overcome his past experience,
which in Gibran is symbolised by the remains of a ruined city: “The City of
the Past”™. In this city the poet sees

places of work sitting like great giants beneath the wings of slamber. And sanc-
tuaries of words around which hovered souls crying out in despair - and singing
in hope. I beheld temples of religion set up by faith and destroyed by doubting,
.. meeting-places of knowledge illumined by wisdom and darkened by folly.

The sight of the ruined city brings the poet to despair, but Life tells him he
must depart and look instead for the City of the Future: Come, for only the
coward tarries, and it is folly to look back on the City of the Past.”

The image of man stubbornly moving forward towards unending know-
ledge and to the “City of the Future” and the “Society of the Future”, and
the theme of his eternal striving for physical and moral perfection, accord
with the poetry of the Western Romantics, in particular of Blake and
Whitman. Blake’s “The Everlasting Gospel” includes these lines:

God wants not Man to humble himself: [...]

If thou humblest thyself, thou humblest me;
Thou also dwell’st in eternity.

Thou art a Man, God is no more,

Thy own humanity learn to adore ...*

The same proud idea of the essence of Man can be found in Whitman:

Long I was hugg'd close - long and long.

Immense have been the preparations for me,

Faithful and friendly the arms that have help’d me.

Cycles ferried my cradle, rowing and rowing like cheerful boatmen,
For room to me stars kept aside in their own rings,

They sent influences to look after what was to hold me.”

In speaking about this trait in Romanticism, Oleg Rossianov remarks that

seeing man as the crown of creation and art and literature as the highest form
of activity, the Romantics divined and affirmed the participation of the self and
of literature in the great macrocosm and the small creative universe - and in the
universe of the entire soul of man and of very being. It was the aesthetic experi-
ence of this co-belonging and co-involvement in society that was the source of
the particular intensity of the Romantic perception of the world *

This statement may be fairly applied to the work of all Romantics, and to
Gibran in particular. His “Hymn of Man” opens and closes with the lines:

I was,
And I am.
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So shall I be to the end of time,

For I am without end.”

The notion of the value of human existence — in unending striving
“forward and upward” — is constant in Gibran's work. Even many years
later, in his book Sand and Foam (1926), it can be found in the form of

aphorisms:

The significance of man is not in what he attains, but rather in whar
he longs to attain.”
Humanity is a river of light running from ex-eternity to eternity.”

In his poem “Gods” Whitman names Man as God directly:

Thou, thou, the Ideal Man,

Fair, able, beautiful, content, and loving,
Complete in body and dilate in spirit,
Be thou my God.”

For Gibran also, Man is the “cornerstone of creation”, despite the tragic
loneliness and misunderstanding he constantly feels. His lyrical hero pas-
sionately loves people, grieves over their fates and fecls himself joined to
them by blood. In My Birthday: “1 have loved all people — much I have loved
them. In my sight people are of three kinds. One curses life; one blesses
it; one observes it. I have loved the first for his despair; the second for his
tolerance; the third for his understanding.™

A sincere hymn of love for mankind can also be found in several pieces in
his later book The Forerunner (1920):

My friends and my neighbours and you who daily pass my gate, I would speak
to you in your sleep ...

I love the one among you as though he were all, and all as if you were one.
And in the spring of my heart I sang in your gardens, and in the summer of my
heart I watched at your threshing-floors.

Yea, [ love you all, the giant and the pygmy, the leper and the anointed, and
him who gropes in the dark even as him who dances his days upon the mountains.

“The Last Watch™

All Romantics are united in the struggle for the violated dignity of the
human, for his spiritual and social freedom. “As if organically, Blake’s entire
work is permeated by the tragic theme of the physical and spiritual en-
slavement of the person”,” writes N.Ya. D’yakonova. The same may be
said of Shelley, although there are exceptions, such as his poem Prometheus
Unbound, the principal theme of which is protest, defying all the dark forces
that seek to belittle the free human spirit that will not be subordinated.

The Romantics saw the future as a society of free, happy people with
equal rights. This is a characteristic and enduring theme in their poetry.
One gains the impression that Gibran is in agreement with their poetry,
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and in particular with Whitman's “The Song of the Broadaxe”. In the great
city of the future “where the slave ceases and the master of sla_w_es ceases”,
women have equal rights to men; those who are active in Eolluis are the
servants of the people. This is the city of “the faithfulest friends”. Here a
world of natural citizens prevails, “where outside authority enters always
after the precedence of inside authority”. In his utopia “A Glimpse into the
Future™ Gibran also depicts an ideal world where equality, brothef'hood,
friendship and justice prevail; a society in which man attains his dignity. He
has been “lifted above smallness and raised above little things”. A similar
happy future for mankind appears in Shelley’s poem “Queen Mab”. This
golden age of a happy, free and harmoniously developed state of man is also
described by other Romantics.

There is not one work by Gibran that is not also a hymn to nature. In his
approach to nature Gibran appears as an innovator. Nature does not serve
in his works as a mere background but rather is invested with a persona of
its own, as if to see, hear and comprehend all things by itself. The theme
of nature is one of the fundamental elements in A Tear and a Smile. The
collection includes a cycle of songs about nature - the song of the wind, of
the wave, of the rain, of the flower and of the seasons - in which the phe-
nomenon of nature becomes animated and speaks. The wave sings a song:

I and the shore are lovers:
the wind unites us and separates us,

I come from beyond the twilight
to merge the silver of my foam with the gold of its sand;
and I cool its burning heart with my moisture.

Comes the cbb and I embrace my love;
It flows, and I am fallen at his feet.
“Song of the Wave™

The song is echoed by the torrents of rain:

I am the silver threads
The gods cast down from the heights,
And Nature takes me to adorn the valleys.

I am the precious pearls

Scattered from Astarte’s crown,

And the daughter of morning stole me to
beautify the fields.

I weep and the hillocks smile;
I am abased and the flowers are lifted.

I rise from the lake’s heart
And glide upon wings of air
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Until I am a verdant garden.
Thereon I descend

And kiss the lips of its flowers
And embrace its boughs.

In the stillness, with my gentle fingers,
I tap upon window panes:
The sound thereof is a song known to feeling spirits.

I am the sigh of the ocean
And heaven’s tear

And the smile of the field. (“Song of the Rain™)

For Gibran nature is a sanctuary for lovers, a world of desired being,
where the treasure house of the human spirit may be disclosed. Close to
nature, man feels a kinship or oneness with it and finds gratification for his
restless and lonely soul, and nature resonates to his interior world:

One heavy day I ran away from the grim face of society and the dizzying cla-
mour of the city and directed my weary steps to the spacious valley. I pursued
the beckoning course of the rivulet and the musical sounds of the birds, until 1
reached a lonely spot where the flowing branches of the trees prevented the sun
from touching the carth. I stood there, and it was entertaining to my soul - my
thirsty soul who had seen naught but the mirage of life instead if its sweetness,

“Before the Throne of Beauty™

For Gibran the sky is the “source of spiritual peace”, and all nature is the
“haven of rest and tranquillity”. Here he is close to Emerson. “Where do
we find ourselves?”, asks the American poet in his essay “Experience”, and
answers: “Nature causes each man’s peculiarity to abound™,'™

Gibran does not oppose “high nature to miserable humanity”, but rather
sings the idea of a harmonious union of nature and man. The Arab scholar
Ashtar writes: “In their works they [Gibran and Rihani] ... brought us closer
to nature, to the point of merging with it.™

Gibran strove, as it were, to plunge into the secrct of nature and to merge
with it in a single impulse. Like many Romantics he was a pantheist and
considered man to be an organic part of nature; nature was the pledge for
the eternal life of the spirit. Together with Emerson, Shelley and Coleridge,
he highlights the kinship of the rule of nature and that of mankind and their
common basis. The closeness and indivisibility of the ideas of “nature”™ and
“man” is particularly revealed in Gibran’s poem “O Farth™

Who are you, O Earth, and what are you?
You are “I”, O Earth!

You are my sight and my discernment.
You are my knowledge and dream.

You are my hunger and my thirst.
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You are my sorrow and my joy.

You are my inadvertence and my wakefulness.

You are the beauty that lives in my eyes,

the longing in my heart, the everlasting life in my soul.
You are “I", O Earth.

Had it not been for my being,

you would not have been.'"

A similar understanding of the unity of nature and human spirit is inher-
ent in the English Romantics. Irina Neupokoeva writes: “The pantheistic
world perception which is characteristic of all Shelley’s work is linked to
the poet’s striving to overcome the rupture between philosophical mate-
rialism and idealistic dialectics. It is from pantheism that Shelley’s attempt
to animate matter and to see enclosed in it some kind of special ‘living’,
‘acting’ force arises™.""

In his poem “Song of Prosperine” Shelley emphasises the kinship of the
dominion of nature and that of man with their common basis - Mother
Earth:

Sacred Goddess, Mother Earth,

Thou from whose immortal bosom

Gods and men and beasts have birth,
Leaf and blade, and bud and blossom ..."™

A similar idea appears in Coleridge’s “Hymn to the Earth™

Earth! thou mother of numberless children, the nurse and the mother,
Hail' O Goddess, thrice hail! Blest be thou! and, blessing, I hymn thee!'""

For Whitman, man also merges with nature and plunges into its secrets:

We are Nature — long have we been absent, but now we return;
We become plants, leaves, foliage, roots, bark;
We are bedded in the ground - we are rocks;
We are oaks ~ we grow in the openings side by side...
“We two - how long we were fooled™*

Gibran’s poem “O Wind™" is permeated with belief in the inevitability
and necessity of the unceasing renewal of life:

Now singing and rejoicing, now weeping and lamenting.
We hear, but behold you not; we feel your presence yet do not see you.
You were as a sea of love submerging our spirits, yet not drowning us ...

You bear the breath of illness from city streets, and from the heights the
spirit of a flower; ...

Here do you tarry; there do you hasten. Thither you run, but you abide
not. ...

THE FORMATION OF GIBRAN'S ROMANTIC WORLD-VIEW 63

Are you fickle as the ages .2

You pass in anger across deserts and trample underfoot the caravans and
bury them in graves of sand. ...

You fall upon the seas in assault and disturb the peace of their depths ...

«O Wind”, in its mood, thematic content and even to a degree its compo-

sitional form, is reminiscent of the well-known “Ode to the West Wind™”
by Shelley, in which the poet emphasises the dialectic of destruction and
creation. For both poets the symbol of this is the wind:

O wild West Wind, thou breath of Autumn’s being,
Thou, from whose unseen presence the leaves dead
Are driven, like ghosts from an enchanter fleeing,

Yellow, and black, and pale, and hectic red,
Pestilence-stricken multitudes: O thou,
Who chariotest to their dark wintry bed

The winged seeds, where they lie cold and low,
Each like a corpse within its grave, unil
Thine azure sister of the Spring shall blow

Her clarion o’er the dreaming earth, and fill
(Driving sweet buds like flocks to feed in air)
With living hues and odours plain and hill:

Wild Spirit, which art moving everywhere;
Destroyer and preserver; hear, oh, hear!

The idea of the unending and incessant renewal of life in nature can also
be seen in “The Life of Love”, a prose poem in which Gibran describes the
changes of the seasons and likens them to the poet’s love. Spring marks the
flowering of love, summer the ripeness of nature and the maturing of love,
and autumn the presentiment of silence and the end of happiness:

... for the leaves of the trees are become yellow ...
... for the birds have taken flight to the seashore ...

... for the brooks have ceased their flowing and the springs are no more,
for the tears of their joy are dried up; and the hillocks have cast
aside their fine garments.

... For nature is overcome by sleep ...""
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The arrival of winter and the spectacle of nature cheerless saddens the heart
of the poet and he addresses his beloved with the words:

Ah, my beloved one, how deep is the ocean of sleep! How distant the
morning ... in this night!"'

The sad tone of this work distinguishes it from Shelley’s “Dirge for the
Year™ it lacks the feeling of bright hope that runs through the latter:

January gray is here,

Like a sexton by her grave;

February bears the bier,

March with grief doth howl and rave,
And April weeps - but, O ye Hours!
Follow with May’s fairest flowers."?

While singing the beauty and greatness of nature, the Romantics were
the first to touch on the negative role of urbanism and bourgeois civilisa-
tion in human life. Dmitry Urnov writes: “The Romantics were the first
to discern, and highly perspicaciously, the disfigurement of the rapidly
growing cities and the cost of bourgeois progress. Everything that has
come to be a problem in the contemporary era was first pointed out by the
Romantics.™""’

Of course these characteristics appeared uniquely and individually for
each Romantic poet or writer. If Shelley and Byron ignored the patriarchal
idyll, then for Wordsworth Romanticism was rural peace and quiet, a par-
ticularly joyful and quiet love of nature and an unhurried reflection on it.
“Nobody from among his contemporaries ... advocated so insistently and
passionately ... that poetical union with nature that elevates and ennobles
the soul.”"

Wordsworth contrasted the capitalistic and industrialising world to the
peasants with their naturalness and morals. He wrote of how to ennoble
the soul in a letter to John Wilson in 1802: “by stripping our hearts naked
and looking out of ourselves to men who lead the simplest lives and most
according to nature, who have never known the false refinements, wayward
and artificial desires, false criticisms, effeminate habits of thinking and
feeling, or who, having known these things, have outgrown them”."*

As a matter of fact, the aesthetic of city life was alien to all Romantics, and
they contrasted it with the lives of simple people close to nature. Gibran’s
anti-urbanism also carries an expression of characteristically Romantic dis-
satisfaction with the changes in human life that accompanied industrial de-
velopment. Even in his early works Gibran hints at the idea of returning to
nature. For example, in the story “Marta al-Baniyah” discussed above, the
city represents the source of evil temptation and the false values of culture
m;nli)e civilisation, opposed to which is the village, embodying the naturalness
of being:
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Those of us who have spent the greater part of our existence in crowded cities
know little of the life of the inhabitants of the villages and hamlets tucked away
in Lebanon. We are carried along on the current of modern civilisation. We
have forgotten — or so we tell ourse]ve.? - the philosophy of that beautiful and
simple life of purity and spiritual cleanliness. If we turned and looked we would
see it smiling in the spring; drowsing with the summer sun; harvesting in the
autumn, and in the winter at rest; like our mother Nature in all her moods, We
are richer in material wealth than those villagers; but their spirit is a nobler spirit
than ours. We sow much but reap nothing. But what they sow they also reap.
We are the slaves of our appetites; they, the children of their contentment. We
drink the cup of life, a liquid clouded with bitterness, despair, fear, weariness.
They drink of it clear."*

Other works devoted to this theme include “History and the Nation”,
sl ament of the Field” and “The Abode of Happiness™. In the allegori-
cal prose poem “History and the Nation™"" the incursions of Western
civilisation in the East are associated with the ruin of nature and misery for
the labourers. A shepherdess (a metaphor for one of the Eastern countries)
addresses History, an old wandering man who represents progress in the
Western sense:

“What do you wish of me, History?” Then she pointed to her sheep. “This is
the remnant of a healthy flock that once filled this valley. This is all that your
covetousness has left me. Have you come now to sate your greed on that? These
plains that were once so fertile have been trodden to barren dust by your tram-
pling feet. My cattle that once grazed upon flowers and produced rich milk,
now gnaw thistles that leave them gaunt and dry.™"*

In A Tear and a Smile nature is almost always soft, tender and kind to
ordinary people, who in turn love her and live in harmony with her. For
Gibran nature symbolises the wholeness of the world, the meaning of life
and the path to beauty, love and physical and moral perfection. In this his
work resonates with that of the Western Romantics.

We have already noted that individual depictions of nature in A Tear
and a Smile are Romantic, with shades of Sentimentalism. Nevertheless,
certain landscape sketches in the book reveal accuracy and rigour of vision.
A similar co-existence of elements from different methods was also encoun-
tered in considering other themes in the collection.

The works included in A Tear and a Smile reveal the closeness of the
Sentimentalist and Romantic principles in Gibran's work, along with the
Romantic world outlook of the writer. An analysis of the book reveals his
familiarity with the works of English and American Romantics, which is
reflected in both the style and subject matter of his works. The glorification
of mankind, the exaltation and pantheistic view of nature, the atlmirat‘iun of
beauty and the recognition of the special function of the poet and h!s !-olc
in society are all typical Romantic themes. There is, however, no distinct
expression of social orientation; there is no passionate call to arms to change
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the social ills that are described, or the radical resolution of them, that is
so characteristic of the English Romantics. Gibran, as a true Arab writer, is
mostly concerned with spiricual problems.

Romanticism as the fundamental method in Gibran’s work

“lowards the end of the 1920s and in the carly part of the 1930s, Romand-
cism was established as the principal method in Gibran’s work. This phase
of his creative life is represented in his book wl-“twasif (The Tempests, 1920).
‘livo more of his works from this period, The Madman (1918) and The Fore-
ranner (1920), both written in English, are similar in subject matter and
style to the fiest; we have nevertheless selected The Tempests because it most
clearly demonstrates the signs of Romantcism, and because it became the
best-known of the three among Arab readers.

Almost all the pieces in this collection are adorned with Romantic sen-
uments: motifs of rebellion, disdain for the world, a thirst for solitude, a
deep disappointment in the life of civilised society, a passionate hunger for
nature, the rejection of the Church and its rites, a proud challenge to God
and so on. The book also contains a varicty of genres - essays, stories and
prose poems - in which some items are more extended in length. The ideas
in this colleetion and the motifs of most of its works make it clear that not
only did Gibran know the works of the English Romantcs well but that he
was also imbued with their ideas and attitudes.

Most representative of the collection as a whole is the story “The
Storm™,"™ whose basis 1s the characteristically Romantic problem of the re-
latonship between the self and society, the conflict of the freedom-loving
hero with the surrounding world that he finds unsatisfactory. “At the centre
of Romantic art is the lonely individual who finds himself in conflict with
his environment” (A. Anikst);"™ “the Romantic hero is always alone” (B.
Suchkov)."

The intrinsic value of the self is what sets Romanticism apart from
other world-views. This distinction is confirmed by other scholars, in
particular A. lzergina: “This was the first artistic movement of the nine-
teenth century in which the creative individual appeared distinctly as the
subject. In this sense Romanticism contradicts not only Classicism but also

every preceding Western European movement. ‘T'his is the first feature
of Romanticism, its authentic and principal innovation.” Furthermore,
“in addressing the problem of the self and society the Romantics shifted
the emphasis onto the first component of this correlation, believing that
the disclosure and affirmation of the human self and its perfection in all
aspeets will lead ulumately to the strengthening of the highest social and
civic ideals. ™!

It should be noted that in “The Storm” and a number of other works,
Gibran’s Romantic hero appears as a dreamer who has withdrawn into his
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 rerior world, and not as a fighter who dedicates himself 1o great deeds,
:I::\I individualism does not take the form of rebellion; secluded in dignificd
solitude, he opposes rt:a]lty " 4

" The story is extended in length, which affects its form: the author
himself divides itinto small chapters. Only one image is given: that ulj Yusuf
41-JFakhri, a rejectionist who has run away frogn people, the city and Fwili?'a-
ion to the bosom of wild nature. This immediately summons analogies with
the character images of Romantc ht_arocs who, rejecting the reality that sur-
rounds them, strive to escape from it. These would include Byron's Childe
Harold and characters created by Victor Hugo, wrenched anil outcast from
their homeland, those heroes of Chateaubriand that cannot find their place
in life, and indeed those of Shelley, thrown into worlds that are foreign w
them. Such heroes either remain tragically lonely drl.':uuers., or else their
individualism takes the form of rebelliousness. The latter is particularly

characteristic of Byron's heroes:

He did not follow what they all pursued,
With hope still baffled, still to be renew’d;
Nor shadowy honour, nor substantial gain,
Nor beauty's preference, and the rival’s pain:
Around him some mysterious circle thrown

Repell’d approach, and showed him still alone...  (“Lara™")

The main hero in “The Storm” rejects the reality around him, the society
and the people and their morals: “In the thirtieth year of his life Yusuf
al-Fakhri abandoned the world and all that is in it to live as a silent, ascetic
hermit in that solitary cell at the edge of the Qadisha Valley on the north
side of Mount Lebanon.”"*

Yusuf is entirely unknown to his neighbours, who do not know who he is,
where he is from or why he lives in seclusion. His life is enveloped in mys-
teries and riddles as befits a Romantic hero. One inclement, rainy autumn
day the narrator succeeds in meeting Yusuf. Despite the evident resistance
and lack of hospitality on the part of Yusuf, the narrator succeeds in enter-
ing his hovel. In his first sentences the hermit convinces his guest to follow
his example: “Now if you believe in the truth of what you say, abandon men
with their corrupt customs and their worthless laws. Live in a remote place
and follow no law but the law of earth and sky!™"*

Yusuf then expresses his deep disappointment in people and their lives,
and launches into a diatribe against them: “1 fled from men because my chfln
acter was not compatible with their characters, my dreams did not agree with
their dreams. [ abandoned men because | found mysell a wheel turning to
the right among many wheels turning to the left.™" He la.-_ft the -.:ity. the sight
of which appeared to him hopeless and monstrous: *1 left the city because |
found it a diseased tree, ancient and strong, with roots deep in the darkness
of the earth and branches rising beyond the clouds, but whose “u\\'t‘l\\.' were
ambition, evil and crime, whose fruits were care, alfliction and woe, ™"
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These words of Yusuf express practically the entire substance of the
anti-urbanist theory of the Romantics. Yusuf seeks solitude not out of as-
ceticism, not in service to God or by way of prayer. Rather, he is repulsed by
a human society dominated by hypocrisy, sancumony and ignorance, where
arrogant rich men and politicians “play games with the hopes of nations and
leave gold dust in their eyes and fill their ears with the echoes of words”,
and where the clergy “exhorted men with counsels that they themselves did
not follow, asking others what they did not expect of themselves”. He has
therefore chosen to leave “that great and awful palace called civilisation,
that building with its fine architecture standing upon a hill of human skulls”,

In his striving to escape to nature, to be far from people, in whose souls
he sees only the darkest features, Gibran’s Romantic hero is close to the
heroes of Byron - Lara, the Corsair and especially Childe Harold, who said:

To sit on rocks, to muse o’er flood and fell,
To slowly trace the forest shady scene,
Where things that own not man’s dominion dwell,
And mortal foot hath ne'er or rarely been;
To climb the trackless mountain all unseen,
With the wild flock that never needs a fold;
Alone o’er steeps and foaming falls to lean,
This is not solitude; "tis but to hold
Converse with Nature's charms, and view her
stores unroll’'d.
“Childe Harold’s Pilgrimage™**

Itis true that the English poet was expressing another transitional period,
in which the dream of a future era of freedom and equality, which had been
nurtured by the best minds of humanity, was discarded for a long time to
come. Immense was the heat of Byronic disappointment in that age, in the
impressions and experiences of being, as the poet writes:

Kingdoms and empires in my little day

I have outlived, and yet I am not old;

And when I look on this, the petty spray

Of my own years of trouble, which have rolled

Like a wild bay of breakers, melts away.
“Epistle to Augusta™”

This explains his rejection of the social milieu that was his birthright; hence
also the scepticism of his Romantic heroes and his turning to nature:

Fortune! take back these cultured lands,
Take back this name of splendid sound!
I hate the touch of servile hands,

I hate the slaves that cringe around.
Place me among the rocks I love,
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Which sound to Ocean's wildest roar;

 ask but this - again to rove

Through scenes my youth hath known before.
“I would I were a careless child™"

These traits are absent from Gibran. His Romantic hero goes to nature
primarily because that is where he finds “a life of spirit and thought, of
heart, of heart and body”, where his soul is revealed with its concealed
depths; and from this comes knowledge of the world, for that is equiva-
lent 1o self-knowledge. Advocacy of a “life of the spirit” was a typical mark
of Transcendentalism. Under the rule of nature Yusuf gives himself up to
wakefulness, takes pleasure in reflection and undergoes a spiritual awaken-
ing. Yusuf considers the achievements of civilisation to be wholly useless,
and calls Western progress yet another “manifestation of empty delusion”.
He asks, “What are these inventions and discoveries except vices by which
the mind distracts itself in moments of boredom and discontent?™

We can see that none of the European Romantics opposes the indus-
trial achievements of the contemporary world. Even Wordsworth, who
leaned towards the idyll of the patriarchal past, never spoke out directly
against the technical progress of his time. And Gibran, unlike his hero,
takes more realistic positions, closer to the people and their lives. He
reasons as follows: “Yes, spiritual wakefulness is befitting to man — indeed,
it is the goal of being - but is not civilisation, with its obscurities and am-
biguities, one of the causes of spiritual awakening? I wonder how we are
able to deny an existent thing when its very existence is evidence for the
truth of its right?™” This reflection indicates that the author is able to
reconcile “spiritual awakening” with the acceptance of the achievements
of civilisation.

It is nevertheless interesting that Yusuf, while despising and rejecting
progress and its achievements, does not deny certain of the benefits and
pleasures that this progress brings. In his wretched hovel can be found good
wine, fragrant coffee, aromatic cigarettes and delicious victuals. Despite the
insistent appeals to his visitor to “follow no law but the law of earth and
sky”, his way of life is far from ascetic.

Undoubtedly “The Storm” is a Romantic work; the individualism of
its hero expresses a rejection of the surrounding world and the denial of
accepted norms. The particular relationship of Gibran to his Romantic
hero should, however, be noted. Most importantly, the author does not
himself intend to fully reject human society and does not express his evident
antipathies to it, as do the Western European Romantics, especially Byron.
Gibran does not reconstruct the Byronic experience in its entirety, with its
complete rupturing of the hero from society and his unending disillusion-
ment with it. And in solving the problem of the self and society, the Arab
writer steps back from the extremes of the subjectivist anthropocentrism of
the Western European Romantics.
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In comparing Gibran to the English Romantics, we frequently note that his

Romantic pathos and the intensity of his feeling, hafe and passion appear in
2 somewhat softened form. One possible exception to this is Gibran’s
anticlerical motifs, which appear in his works with great sharpness and
smotional charge.
m‘[‘::l:;:::llslorvg‘.‘iamn » 14 which deals with the philosophical problem of
the necessary and inevitable eternal coexistence and struggle of the two
absolute principles of good and evil, the author’s criticism is du:ccted
sharply at the Christian Church. The story goes as follows: out in the
ficlds one day the theologian and clergyman Samaan encounters a crea-
wre lying naked, dying of wounds. It turns out to be Satan, who has just
been beaten by the archangels. When Satan confesses to Samaan who he
is, the latter recoils in revulsion, fearful of defiling himself by touching an
unclean spirit. But Satan reminds the clergyman that the prosperity and
livelihood of the servants of the Church depend on the existence of an
unclean force:

As a clergyman, do you not realize that Satan's cxistence alone has created his
enemy, the Church? Thar ancient conflict is the secret hand which removes the
gold and silver from the faithful’s pocket and deposits it forever into the pouch
of the preacher and the missionary. How can you permit me to die here, when
you know it will surely cause you to lose your prestige, your church, your home
and your livelihood?"”

Satan also opens the clergyman’s eyes to a further truth: that Satan
and the force of a struggle against God are necessary to people, since this
struggle is that which arouses actvity, enterprise and energy - in a word,
everything that promotes the development of the material and spiritual life
of the people.

In every city under the sun my name was the axis of the educational circle of
religion, arts, and philosophy. 1ad it not been for me, no temples would have
been built, no towers or palaces would have been erected. [ am the courage that
creates resolution in man. I am the source that provokes originality of thought.
I am the hand that moves man’s hands.""

The devil goes on to assert that he is necessary “for the preservation of
mankind”™; “If [ cease to exist, fear and enjoyment will be abolished from
the world, and through their disappearance, desires and hopes will cease to
exist in the human heart. Life will become empty and cold, like a harp with
broken strings.'”

In the subtext of the story is the image of a God estranged from man, who
exists in the form of an indisputable truth and eternal force that requires
submission and obedience, and thereby imprisons the freedom-loving and
creative spirit of man. All the English Romantics are permeated by this
same idea. For them man himself is divine, the centre of the universe; and
all his activity is directed towards the knowledge of the universe and its
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subjugation. Blake writes of this with particular strength and purpose in his
“Fyerlasting Gospel”™:

Thou art a Man: God is no more:

Thy own Humanity learn to adore..."™

A.A. Elistratova suggests that “The subtext of his ‘Prophecy’ is the
destiny of a humanity humbled, enslaved but yearning for freedom and
happil‘lﬁs-"m

A further observation can be made from this story. In “The Storm”
Gibran sharply cridcises the rites and ceremonies of the Church. For Gibran
the Church is a symbol of weakness in man: it appeared when the world
seemed to humanity to be hostile and full of seerets, so that man himself felr
vulnerable. Exploiting the ignorance of the people, the Church set itself up
as mediator between them and the unknown forees of nature. Anticlerical-
ism is a distinguishing feature of almost all émigré literature that developed
under the influence of the ideas of the Enlightenment and Romanticism,
This characteristic forms the typological kinship of the Syro-American
School with the Romantic schools of Western literature, and simultaneously
demonstrates the point of contact that existed between them.

Neupokoeva comments that Shelley described religion as “a code of
absurd supersttions upheld everywhere by the ruling class for the purposes
of maintaining their power™.'"™ A similar attitude to religion can also be
found in Gibran. Even in his carly stories “John the Madman™ and “Khalil
the Heredc” the author angrily refutes the sanctimony and self-interest of
religion. John, the hero of the first story, is an honest and devout young
man who discovers the greed and hypocrisy of the “servants of God™ and
their flouting of the sacred commandments when he allows his herd of
calves accidenrally to wander onto monastery land. e tries to explain this
to his parents, simple peasants, but they do not believe him and think thar
he has gone mad. The young man is put into confinement in the monastery
— thus do the clerics make short work of him. John cries out fervently: *You
are numerous and [ am alone. You may do unto me what you wish. The
wolves prey upon the lamb in the darkness of the night, but the blood stains
remain upon the stones in the valley until the dawn comes, and the sun
reveals the crime to all.”" The word “mad”, applied to John in the story
mostly because of his “unusual” desires, can be understood in the sense of a
synonym for independence from received norms of behaviour.

“Khalil the Heretic™* continues the theme of “John the Madman™,
The hero, Khalil, is raised from an early age in a monastery. There he is
mercilessly exploited, subjected to beating and made to go hungry. Gradu-
ally, however, his awareness awakens and he begins to understand that the
monks tell lies, that they do not believe in God, that they live by labour
and are Jater made destitute. Once Khalil begins to berate those around
him with the truth, he is thrown out of the monastery in the middle of
winter, naked and hungry and doomed to certain death. By chance he s
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found by two poor women, Rachel and Miriam, a mother and da}lghter. In
the village where they live, the priest and the shaykh have deprived them
of their human dignity. Khalil, who remains in the village, then makes an
inflammatory speech in front of the inhabitants, calling on them to rise up
against the shaykh and the priest and to gain a new life for themselves.

Do you realize that this land you are working like slaves was taken from your
fathers when the law was written on the sharp edge of the sword? That the
monks deceived your ancestors and took all their fields and vineyards when the
religious rules were written on the lips of the priests? Which man or woman is
notinfluenced by the lord of the fields to do according to the will of the priests>'*

The peasants rise up and drive the shaykh and the priest out of the village.
We have to assume that afterwards the land that had been taken away by the
clerics is returned to them, and that the peasants begin to live happily and
free of oppression and violence. The Romantic ending of the story is like a
hymn to justice and a call to rebellion and disobedience.

In discussing the influence on Gibran of the English Romantics we
have already mentioned that one of the Romantic motifs ~ the intensity
of feeling, hate and passion — is subdued in Gibran; he is less radical and
less emotional. This does not apply, however, in the case of anticlericalism,
which he expresses in his works with fullness and passion. This is no coinci-
dence, since Gibran is a native of Lebanon, in which religious hostility held
sway. The pressure exerted by the Christian Church on society was strong.

Some stories and essays from the collection The Tempests (including “The
Gravedigger”, “Slavery” and “The Captive Ruler”) would seem to contain
the quintessence of the Romantic world-view. In some cases (for example
“The Gravedigger”) their symbolism is complex. On the whole, the tone
of these works is of desperation, hopelessness and sadness; they express
one of the aspects of Gibran’s Romanticism — his conviction that man has
the calling of a spiritual life and strives for moral perfection. This brings
him close to the Transcendentalists. Let us consider the brief story “The
Gravedigger™" The narrator describes how he walks at night along the
“valley of life”, scattered with bones and skulls. On the bank of the “river
of blood”™ he sees a terrible spectre that advises him to give up his literary
pursuits and become a gravedigger. Then he would be able to rid “the few
living of the corpses heaped about”, for they have been dead since they were
born and there were none who would bury them. When asked how to dis-
tinguish the living from the dead, the spectre replies: “Your illusioned eyes

sce the people quivering before the tempest of life and you believe them
to be alive ... dead creatures who tremble with the storm and never walk
with it.”" Therefore, the most necessary and useful occupation for those
still alive is to be a gravedigger, to bury the “living dead” and in this way to
purify the earth.

There is, however, no concrete explanation in the story of what one
should understand by the term “tempest of life”. One would assume that
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this is primarily spirituality and self-knowledge, rather than the graufication
of base carnal interests when, in the opinion of the author, the primordial
urpose of man — reaching union with God - is forgotten. It is no cona-
dence that the spectre repeats: “we genii are the only possessors of reality™.
The story expresses an aspect of Gibran’s Romanticism: his belief in the
spiritual purpose of human life, for the life of man is the life of the spint
the unending striving for perfection and awakening and the thirst for the
pew. The symbolism of the story is Romantic: life is an unending storm
or struggle, in movement, an “obstacle race”. Calm, satisfaction and the
absence of spiritual movement, on the other hand, are tantamount to death.
The same deeply pessimistic attitude to the life of human society can be
found in the essay “Slavery”,'" in which the author fully denies the pos-
sibility of free manifestation of the human self. This brief essay is a sharp
criticism of slavery, which permeates all spheres of life and all interpersonal
relations. The work thus begins: “Men are but slaves of life™.'*" Slavery ac-
companies man from the moment of his birth, known for “seven thousand
years”; it is “inherited from the fathers by the sons as they inherit the breath
of life”. In the author’s view all people are slaves, regardless of their social
status, intellectual development or worldly position. Slavery prevails in
all countries: “from Babylon to Paris, from Nineveh to New York™."" By
slavery Gibran understands the worship of God, idols, science or property;
or an admiration for laws, traditions, force or power, or the following of the
tastes of the masses:

They fought and killed for it and called it “patriotism”. They submitted to its
will and called it the “shadow of God on earth™. Then they burned their houses
and razed their buildings at its will, and called it “fraternity” and “equality”™.
They strove then and made every effort for it, calling it “wealth™ and “trade™."™

The entire work consists of a pessimistic monologue permeated with
despair. Humanity, Gibran considers, has known only two true “sons of
Liberty”, but “One died crucified, one died mad™."" Undoubtedly Gibran is
referring here to Jesus Christ and Nietzsche. “And none other was born™, he
continues. Dolinina believes that if by this “son of Liberty” Gibran does not
mean himself, then he considers himself all the same 1o be his forerunner,'”

These stories, and also the story “The Storm”, have led certain scholars,
both Soviet and Arab, to speak of Gibran's receptivity at this stage to the
philosophy of Nietzsche." The philosophy of Nietzsche exerted an influ-
ence on many writers and thinkers in the late nineteenth and early twentieth
centuries, both in Europe and the East, for example, the great Indian poet
and philosopher Muhammad Igbal (1877-1938)." There is no doubt that
Gibran was also influenced. To some degree Nietzsche’s conservative and
Romantic views, as expressed in early essays such as “Morgenrote” (= “Day-
break”), “Die fréhliche Wissenschaft™ (“The Gay Science”) and “Jenseits
von Gut und Bése”(“Beyond Good and Evil"), and his cult of a powerful self
whose individualism overcomes the banality of bourgeois consciousness and
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the Romantic idea of a “man of the future” who has left the present age with
its vices and falsechood far behind, would have been close to his own outlook,
Gibran undoubtedly took on certain features of the German philosopher’s
prophedc and messianic style. Nietzsche's view on the Church and social
institutions also turned out to be close to his own. Here we may draw on
the research of Joseph Ghougassian: “From Nictzsche Gibran learned how
to convey his ideas in a messianic overtone, while at the same time using a
flammatory style for criticizing the organized religion and the social estab-
lishment.”* A little later Ghougassian quotes the words of Gibran himself:
“His [Nietzsche’s] form [style] always was soothing to me. But I thought his
philosophy was terrible and all wrong. I was a worshipper of beauty - and
beauty was to me the loveliness of things.™"*

However, S.F. Oduev comments that Nietzsche’s main characteristic is
his advocacy of strength and the strong individual, who possesses the right
to exploit the weak and even to eradicate them for the sake of consolidat-
ing his strength.'” Nietzsche believed that war cleanses humanity of the
impurity of weakness and doubt and leads to the triumph of strength and
the preservation of nature. What is particularly alien in Nietzsche for the
Eastern Romantics, however, is his contempt and hatred for the “crowd”,
and the opposition of “the crowd” to the “selected individual” and “the
masses” to the “Superman” that is typical of bourgeois individualist con-
sciousness. Also foreign to Gibran is the glorification of the strong individ-
ual who stands mercilessly and triumphantly on the throat of his victim. If
Gibran also allows himself animosity and cruelty, as in “The Gravedigger”,
then this is only intended to challenge the inertness of his compatriots, their
fatalism and their indifference to the vices of society. Indeed, on the whole
certain of his works (“The Storm”, “The Gravedigger” and “Slavery”) have
a mood of hopelessness and sadness. Even when he shows open contempt
for people and their civilisation, one can feel a longing for people and
an immense pity for them, which changes into a fathomless despair and
an unbearable sorrow. Gibran passionately loves and pities mankind. In
the individualism and strong-man of the author is concealed his pain and
suffering for humanity and his thoughts on it.

Overall, Gibran’s path was complex. Ultimately his form of rebellion had
a specific character that differed from that of the Romantics in Western lit-
erature, This difference is most evident in the less-than-complete splitting
of the Romantic person from society, in his conceptions of the prophetic role
of the poct in the Arab tradition, and in the philosophical thought of Gibran
himself. It should be noted here that certain of his works (such as “Defeat”,
“The Eye”, “The Ambitious Violet”, “The Captive Ruler” and “O Sons of
my Mother”) as it were refute the idea that the theme of the hero’s complete
break with society and the feeling of superiority over the crowd is not char-
acteristic of Gibran. Certainly, the parable “The Eye™* can be interpreted
as a hymn to Romantic rebellion, while “The Ambitious Violet™” glorifies
self-sacrifice for the sake of self-perfection in order to become “like God”.
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A violet sees a rosc, is astonished by its beauty and wants to become a rose
herself. She addresses nature in a prayer, asking 1o be changed imo a rose
Nature replies to her with a word of c:iulim.l: “You kllf}\ﬁ' not what yvou are
cecking; you are unawarc of the concealed disaster behind your blind :_unln-
ton. If you were a rose you wn‘uld be sorry, and repentance would avail you
but naught.™* However, the violet gets her way and |)¢.:Icm||c\ a rose, Later
a storm blows up and the violet that has become a rose is destroyed and her
pemls are scattered through the mud. The other violets, which have survived
the storm because they grow low to the ground, begin to reproach her in an
arrogant and facetious manncr. But the \"lnhfl replies to them: “1 shall die
now, for my soul has attained its goal. I have finally extended my knowledge
to a world beyond the narrow cavern of my birth. This is the design of Life
.. This is the secret of Existence.™ One can deteet notes in this story of a
later neo-Romanticism and a Nietzschean enthusiasm.

The collection The Tempests is entirely devoid of the marks of Sent-
mentalism. Gibran’s work, influenced by the Western Romantics, has
finally taken on the garb of the Romantic method. And this can be seen
not so much in the individual motifs and themes as in the overall rebel-
lious, protesting spirit of the collection as a whole. In terms of Romanti-
cism it presents a problem of the relationship of the individual 1o society,
re-evaluates the role of civilisauon, glorifies the individual and harshly ¢rin-
cises the Christian Church and its rites. While underlining the closeness of
Gibran’s Romantic hero to those of Western Romantics, we should point
out their areas of difference: the degree of rebelliousness and rejection in
Gibran’s heroes comes over in a far more subdued manner, as though clad
in the dress of pacification. His Romantic hero is more lyrical and inclines
towards abstracts. The link between the Romanucism of The Tempests and
the traditions of classical Arabic literature can also be traced in such ele-
ments as complex symbolism, an exalted style, the richness of metaphor and
the presence of didactic clements.

The Prophet: a new stage in Gibran’s work

From among Gibran's later works we have selected his book The Prophet
(al-Nabi), because this work signifies the final stage in the development of
his creative method. Its theme is one of the most widespread i world litera-
ture. A prophet is frequently understood to be someone with a high calling,
a poet or tribune who proclaims clevated and cternal truths. One may
point here to John Milton and Blake in English hierature, Fruest Renanin
French, and Alexander Pushkin and Mikhail Lermontov in Russian. Genea-
logically speaking, the motif derives from the Old “Testament legends of the
prophets and from the Koranic account of the Prophet Muhammad

The Prophet was written in English and published in New York in
1923, Not unuil after Gibran's death was 1 translated o Aralne, by the
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Archimandrite of Damascus, Antonius Bashir. In the Preface to his transla-
ton Bashir writes:

If we confined ourselves to merely the external appearance of religion, then one
could call Gibran an atheist, and in that case I would be mistaken in translating
this book into Arabic. But this translator is not an atheist, and he examines the
essence of the religion and not merely its exterior. 1f we approach Gibran and
his works in this way, then it becomes clear that he stands at the head of the most
faithful, but at the same time secks the eternal truth without fear or delusion
and without the bustle and vanity of the world."®

Bashir goes on to represent Gibran as a talented writer and innovator
who was able to liberate himself from “blind imitation” and from “the eyes
of the past”. [lere he quotes extracts from statements by Western cultural
figures about Gibran, in which they speak with admiration and love for
his person and his artistic mastery: “In years, Gibran is still a youth, but in
his intelligence and artistry he is an elder”; “in Gibran’s work there is not
a trace of imitation or stagnation. He is not an optimist but neither is he
a pessimist. He is not a minister of religion, but nor is he an atheist. He is
simply a prophet and clairvoyant, one who sings the hymn of eternal art.
With the eyes of an Easterner he was able to see what we, inhabitants of the
West, were unable to see”™; “All of Gibran’s books urge the reader to deep
reflection™; “We are certain that the work of Gibran is immortal”; “Gibran
has come close to the West, but there remains on his lips the lovely smile
of the East”. Also quoted are the words spoken by Auguste Rodin after
visiting an exhibition of Gibran’s pictures in Paris: “The world may expect
much of this exceptional figure from Lebanon, from the William Blake of
the twentieth century.™*

In 1955 Mikhail Naimy, who after many years of close contact with
Gibran knew him well, produced a second translation of The Prophet that
came closer to the original.'” This allowed him to assert that “The Prophet is
Gibran's moral and ethical credo”. Naimy avoided a literal translation, and
sought forms of expression that matched the spirit of the original.

The idea for The Prophet came to Gibran carly on. Work on the book
began in 1918 and continued for more than four years. It contains the quin-
tessence of the writer’s world-view: his thoughts on life and death, on the
essence and meaning of human existence, and on good and evil. The author
embraces human life in all its complexities and depths, unified with, and
mutually permeated by, the unending stream of life and by the unity of
existence. In a letter to Mayy Ziyada, Gibran writes about The Prophet as

follows:

As for The Prophet ~ this is a book which I thought of writing a thousand years
ago, but I did not get any of its chapters down on paper until the end of last year.
What can | tell you about this prophet? He is my rebirth and my first baptism,
the only thought in me that will make me worthy to stand in the light of the
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sun. For this prophet had already “written” me before | attempted o “write”
him, had created me before 1 created him.'

In The Prophet the author strives to move out of his individualism and 1
understand and express the thoughts and hopes of ordinary people. Every-
thing that they feel and experience, the hero must feel and experience. In
another letter to Mayy he wrote: “This book is only a small part of what
1 have seen and what I see every day, a small part only of the many things
yearning for expression in the silent hearts of men and in their souls.™

Gibran’s mature and settled philosophical conception in The Prophet is
matched by the completeness of the composition and the refinement of the
language. Itis difficult to give this work an unequivocal definivon of genre.
[tis at once a confession, a framed narrative and a philosophical essay in the
form of a prose poem.

The structural harmony and completeness of composition of The
Prophet form a counterpoint to the simplicity, naturalness and compactness
of the narrative. The content of the work can be summarised as follows:
al-Mustafa, who has lived in the city of Orphalese for 12 years, awaits the
ship that is to take him back to his homeland. Before the ship arrives, a
crowd of men and women hurry towards him to see him off and ask him 10
speak to them before he departs. Al-Mustafa then leads them to the great
square in front of the temple in the city, and addresses the people with his
words of farewell. These form the entire body of the work.

Addressing the people of Orphalese, al-Mustafa is aware of a sense of
immense responsibility towards them and also towards himself. It is neces-
sary for him to speak about everything that he has comprehended in his
depths and achieved, for the sake of the people. He asks himself, “Shall
the day of parting be the day of gathering? And shall it be said that my
eve was in truth my dawn>” He begins to speak about love and marriage,
about children, about houses, about clothing and eating and drinking, about
work, about buying and selling, crime and punishment, friendship, good
and evil, pain and pleasure, beauty, sorrow and joy; he speaks on religion
and prayer, life and death, teaching and self-knowledge and other matiers.
Then evening comes and the ship draws near. “Farewell to you and the
youth | have spent with you”, he says to the people of Orphalese, and then
“he made a signal to the scamen, and straight away they weighed anchor
and cast the ship loose from its moorings, and they moved eastward. ™

We should first remark that the image of al-Mustafa the Prophet, the
teacher and visionary, corresponds precisely to Gibran's Romante under-
standing of the Poet. His Prophet, just as the Poct of the Romantics and
Transcendentalists, is called to express all that which other people expen-
ence intuitively but cannot utter. As Emerson says: “The sign and creden-
tials of the poet are, that he announces that which no man foretold. He is
the true and only doctor; he knows and tells; he is the only teller of news,
for he was present and privy to the appearance which he deseribes.™
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The same is true of Gibran’s Prophet. Addressing the people, he says:
“Ay, I knew your joy and your pain, and in your sleep your dreams were my
dreams. And oftentimes I was among you a lake among the mountains. I
mirrored the summits in you and the bending slopes, and even the passing
flocks of your thoughts and your desires.”*

In one of his letters to Mayy, Gibran wrote of the agonising struggle he
underwent within himself in realising subconsciously that the poet can only
become realised as such when he becomes the voice and mouthpiece of the
people, the one who expresses thoughts and feelings:

The Prophet, Mayy, is only the first letter of a single word ... in the past I was
under the impression that this word was mine, in me and derived from me;
for that reason I was unable to pronounce the first letter of that word. My
inability to do so was because of my illness, indeed the cause of my soul’s pain
and suffering. After that God willed that my eyes be opened so that I could see
the light, and God willed that my ears be opened so that I could hear other
people pronounce this first letter, and God willed that I should open my lips
and repeat that letter. I repeated it with joy and delight because for the first
time [ recognised that other people are everything and that I with my separate
self am nothing.'™

Gibran’s Prophet cannot remain detached; it is only by merging with the
people that his significance as a unique figure is realised.

A number of questions vital for man’s world-view are posed in The
Propher: freedom, life and death, good and evil and the essence and meaning
of human existence. They are treated very briefly and with remarkable sim-
plicity, when one considers the abstract character of the problems posed.
They are all treated from a deeply humanist perspective and in the spirit
of high Romantic pathos, which calls man to a path of knowledge and per-
fection. In seeking to penetrate these problems Gibran starts out from the
certainty that the human is the highest achievement of the creation, that his
nature is deeply moral and that he has the potential to overcome the forces
of evil. On his approach to complete freedom man must above all overcome
all that is false, which would detract from the principal aims of perfection
and knowledge. And in order to become free, it is necessary to liberate
oneself from base needs and wants. The Prophet says:

You shall be frec indeed not when your days are without a care nor
your nights without a want and a grief,

But rather when these things girdle your life and yet you rise above
them naked and unbound."”'

In his discussion of man, his destiny and completion, Gibran, like the
Transcendentalist poets, does not indicate a specific individual belonging
1o a particular race, religion or social group, but speaks rather of a kind of
universal, a person free of any specific circumstances or conditions.
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Hope in the possibility of improving human nature and belief in spiritual
development are reflected in moral principles, the requirement of uncon-
ditional integrity and the necessity of work. Speaking of work, the Prophet
expresses a thought dear to the writer: that life is work, and to love life is
to love wofk:

And in keeping yourself with labour you are in truth loving life,
And to love life through labour is to be intimate with life’s
inmost secret.'”

Man’s primary calling is to knowledge of life and the essence of being.
But this is impossible without work: “And all knowledge is vain save where
there is work”."” Gibran’s understanding of the necessity of work was an
organic element among the progressive Romantics. We can point specifi-
cally to Thoreau in his book Walden, in which he declares work to be the
basis of life, and to numerous verses and poems by Whitman (“Song of the
Broadaxe”, etc.).

The basic premises of the Prophet coincide almost completely with those
of the Transcendentalists, in the treatment of global questions relating to
the existence of man and exalting him as the centre of the creation:

Like the ocean is your god-self;

It remains for ever undefiled.

And like the ether it lifts but the winged.
Even like the sun is your god-self ...'™

We may recall Emerson’s statement: “Man carries the world in his head,
the whole astronomy and chemistry suspended in a thought. Because the
history of nature is charactered in his brain, therefore is he the prophet
and discoverer of her secrets.”” Like Emerson, Gibran considers man to
be the most important part of nature: “That which is you dwells above
the mountains and roves with the wind.”” Or “But you who are born of
the mountains and the forests and the seas can find their prayer in your
heart™."”

Gibran’s representation of the human is in permanent agitation, striving
upwards, towards spirituality and the heights of unlimited knowledge: “But
you, children of space, you restless in rest, you shall not be trapped and
tamed. ... For that which is boundless in you abides in the mansion of the
sky, whose door is the morning mist, and whose windows are the songs and
the silences of night.””

Religion in the book is not confined to the limits of Christianity, Islam or
any other religion. In his preaching, al-Mustafa not only does not recognise
religion with its external attributes, rites and priesthood, but also makes no
reference to the independent existence of God. For him, religion and God
are life itself; religion is found in the thoughts and deeds of people. Asked
by the crowd what is religion, he replies: “Your daily life is your temple and
your religion,”"
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The question of beauty and its essence, a favourite among the Roman-
tics, is also examined in The Prophet. Understanding beauty as inspiration,
intuition and an instinctive comprehending of the truth, Gibran gives an
aphoristic definition: “Beauty is not a need but an ecstasy.” He repudiates
all external attributes of beauty and regards it as the essence of life itself,
from which the outer covering is shorn away: “Beauty is eternity gazing at
itself in a mirror.”® Here again Gibran is close to Emerson, who considered
beauty to be “the creator of the universe”.

The Prophet also ralks about everyday life, simple concerns: food and
drink, housing and clothing, buying and selling, pain, joy and sorrow,
giving and so on. In doing this he draws on the common experience, honed
over centuries, and on profoundly moral traditional ideas. For example, he
preaches moderation in eating and drinking and in clothes:

And though you seek in garments freedom and privacy you may find in
them a harness and a chain. .

Would that you could meet the sun and the wind with more of your
skin and less of your raiment ...""

When asked about buying and selling, al-Mustafa replies:

And suffer not the barren-handed to take part in your transactions,
who would sell their words for your labour.™

On the question of giving, the Prophet again gives a purely folk concep-
ton of “charity™ giving in response to the call of the heart, without expect-
ing either gratitude or a reward in heaven: “It is when you give of yourself
that you truly give.”* One’s attention is drawn here to the refined aphoris-
tic character and specificity of aim of the Prophet’s speech.

The addresses of al-Mustafa, his sermons and his desires contain not only
the Romantic contemplation of the world of the Transcendentalists, which
draws man into the sphere of abstract moral ideas, but also the concrete
aspiration to share those things that are borne and suffered by the hero
himself. The entire tone of al-Mustafa’s preaching is imbued with a deep
respect for and goodwill towards people, for they have no menace, anger,
coercion or intimidation.

What is unique about Gibran the Romantic is that his hero appears
much closer to the people than do the classic Romantic heroes. With his
love for the common people and his proximity to them, his understanding

of their everyday life and their needs, al-Mustafa is not only contrasted
with the “crowd”, but also, as it were, merges with it. While the principal
theme in Romantcism is that of the self and the crowd, and is formed out
of sharp opposition and conflict, the Prophet expresses the thoughts and
feelings of the crowd and is always ready to come to its aid like a wise and
devoted friend. The attitude of the people to the Prophet is in accordance
with this: he is always surrounded by an atmosphere of kindness, love and
respect.
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In his farewell speech al-Mustafa speaks of his deep commonality with all
people: “And your heartbeats were in my heart, and your breath was upon
Py face, and 1 knew you all ™™ |

The confessionary character of the poet’s address to the people is un-
characteristic of Romantic literature. Furthermore, in The Prophet Gibran
acknowledges that he is called not only to devote himself to the people and
1o teach them, but also, necessarily, to learn from them wisdom, optimism
and patience: “I came to take of your wisdom ... it is a flaming spiritin you
ever gathering more of itself ... You have given me my deeper thirsting after

- miEs

hfeit may seem at first sight that the image of al-Mustafa might to some
degree resonate with that of the prophet from Nietzsche’s book Alse Sprach
Zarathustra. We would point out at once that the humanistic and demo-
cratic pathos of the Arab writer's work differs sharply from the nihilistic
and all-destroying tenor of Nietzsche’s book, and we can find nothing
in common between these two characters whatsoever. The teachings of
al-Mustafa are not in any way contiguous with those of Zarathustra. The
positive side of the latter’s message is his blistering critcism of the Church
and the foundations of bourgeois culture, which are absent in Gibran’s work.
Gibran’s positive hero, meanwhile, liberated of anything supernatural, has
nothing in common with the “Superman” of the German philosopher.

Something in common can be seen between the image of al-Mustafa
and that of Christ in Ernest Renan’s Vie de Fésus (The Life of Jesus). Thas is
expressed primarily in the attempts by both writers to reach a moral ideal.
Renan found this ideal in Jesus Christ, in his idea of love, all-forgiveness
and belief in the principle of the basic good of the human person. Gibran
also took these moral principles as the basis for his hero, the Prophet. Into
the mouth of al-Mustafa he puts the idea of selfless love, which can bring

people together:

Like sheaves of corn he gathers you unto himself.

He threshes you to make you naked.

He sifts you to free you from your husks.

He grinds you to whiteness.

He kneads you until you are pliant;

And then he assigns you to his sacred fire, that you may
become sacred bread for God's sacred feast."™

It should be noted that there was a certain period during which the image
of Christ occupied Gibran’s creative imagination in a number of his works,
such as “Eventide of the Feast”," “The Crucified™™ and Jesus the Son of
Man (1928)." Gibran embodied in Christ his belief in the ideal that was
intended to become the symbol of “truth and freedom”.

A number of Arab scholars of Gibran believe that he would not have
become an artist had he lost his belief in this ideal. In particular, "Abd
al-Karim Ashtar writes: “His belief in Christ prevented Gibran from
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completely rejecting religion and becoming an atheist. And had he lost
that belief and those convictions ... his rebelliousness and extremism would
be without aim and his activities would end in spiritual ruin, as occurred
with Nietzsche. And, like Nietzsche, he would have created for himself an
abstract Superman.™”

In Gibran’s works Christ is a real person, a martyr and a rebel, who
struggles for the high ideals of goodness and love. “The Crucified” is for
him the herald of high justice and true humanity.

Gibran’s Christ “never lived a life of fear, nor did He die suffering or
complaining”,"" but rather “He lived as a leader; He was crucified as a
crusader; He died with a heroism that frightened His killers and tormen-
tors™.'"” The author represents him not as “a bird with broken wings”,
rather, “He was a raging tempest who broke all crooked wings™;'” he came

to send forth upon this earth a new spirit, with power to crumble the foundation
of any monarchy built upon human bones and skulls. ... He came to demolish
the majestic palaces, constructed upon the graves of the weak, and crush the
idols, erected upon the bodies of the poor. ... He came to make the human heant
a temple, and the soul an altar, and the mind a priest.'™

The Prophet should not be understood as something unusual that is out
of line with the general principles and logical development of Gibran’s
previous work, but rather as the concluding phase in his natural and
logical movement. In The Prophet the Romantic conception of belief in
the human being is joined to the conviction of the possibility of his moral
resurrection.

Gibran's Prophet is an exceptional individual whose intrinsic self-value is
interior, but this does not place him in opposition to the surrounding world.
The purpose of his teaching is not “to humiliate the people and elevate
himself”, butinstead to reveal to them the deepest truths. There is no divid-
ing wall between him and the people; he does not consider himself superior
to the “crowd” and has no disdain for anybody. The essence of the image of
the Prophet is what Volkov called “the profound meaning of the character
of the individual”, who lives not merely as the life of the soul and heart, but

also in the life of the people around him. This determines the evolution of
Gibran’s Romantic creativity towards actual reality and characterises his
inclination to simplicity and clarity. Our observation on the complexity of
Gibran’s approach to the problem of the hero versus the crowd, which is
fully revealed in The Prophet, can also be justified in relation to later devel-
opments in Oriental Romantcism.

The demand in Gibran for complete human liberation, his hatred of
slavery, his idea of the interdependence and interlinking of the phenomena
of life and human actions, and his ideas of love and belief and the principle
that goodness and justice are inherent in man, bring the writer’s position
close to the philosophical ideas and principles of the Romanticism of the
“Transcendentalists, in particular Emerson.

THE PROPHET: A NEW STAGE IN GIBRAN'S WORK 83

P
terms of subject matter The Prophet is continued to a degree in the
|ater The Garden of the Prophet (1933, pu_blishgd p_osthumous'l){}.'“ This book
describes the arrival of al-Mustafa on his native island and his reception by
. < inhabitants. For forty days he retreats to the garden where his house is
"-smw_-d and where his ancestors are buried. After this, students and inhab-
is:,ms of the island come to see him, and he addresses them with homilies
and guidance . et e e

The Garden of the Prophet is closer to a philosophical treatise; its dis-
cussions are more abstract and cover general phi!osophjc-_zl questions - the
essence of matter, of forms and of existence, etc. Rarely in this book does
ol-Mustafa directly address the people, and he almost never touches on their
worldly everyday needs. His preaching is in fact closer to a self-absorbed
confession. However, both works are imbued with the idea of the unity of

d the le.

theh]:r:lillwosophmalt sohi tepe“(:: The Garden of the Prophet reaffirms and develops
the same optimistic conception as does The Prophet: _the life of the univcrs:l:
is eternal, and man is its most important manifestatdon, whose grandcu‘r is
unfathomable. The self of man is that “which is for ever the deep calling
upon the deep”. Later in the work he adds: “1 teach you your larger self,
which contains all men”." The idea is also further developed that the
essence of the being of an individual self consists in the knowledge and
degree of completion of that self.

The common subject matter and philosophical basis of the two Pmp)"ret
books also gives rises to a number of repeating symbolic images. For
example, in both works the universe is likened to the ocean, and the lll:t- of
each person to a stream or river that is finally united with that ocean. I'he
image of the mist and the crystal also recurs, symbolising the infinity of
matter and the image of endlessly unfolding life, represented in the seeds of
plants and the human generations. Both works carry the motif of the unity
of man and nature.

Something of a departure from The Propher is the development of the
theme of “being”. Here, “being” is considered not solely from a philasophi-
cal perspective but also in terms of human life and the relatons between the
various lines of work: thus, “to be” is to be a weaver, a builder, a ploughman
or a fisherman, etc.

In The Garden of the Prophet Gibran also touches on issues that concern
the life of the Arab nation in general. These are his Romanticised under-
standings of various principles attributed to the East and the West. On the
one hand, he blames the West for its exploitation of the East, and on the
other hand, he blames the East for its failure to act, its submissiveness and
its humility. .

Generally speaking, The Garden of the Prophet continues the ideas of
love and goodness and of mutual understanding and tolerance. This work
not only maintains the principle of moral didactics of The Prophet, but also
introduces new elements. From an artistic point of view, however, i our
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opinion - in terms of the completeness of the subject, the belief in, and
valuing of real life, and the clarity and precision of the language — The
Prophet is clearly superior to the second book.

Gibran’s creative method formed unusually quickly. Beginning with Sen-
timentalism, and mastering many of its achievements, he made his contribu-
tion towards the establishment of Sentimentalism within Arabic literature.
His story Broken Wings and several short stories (such as “Marta al-Baniyah”
and “Warda al-Hani") possessed, in addition to their indmate and contem-
plative subject martter, a social relevance, and in artistic and stylistic terms
were to a certain degree enriched by Romantic tendencies and elements.

The transition from Sentimentalism to Romanticism did not involve, in
Gibran’s case, a long incubation period. This would seem to be explained
by the fact that throughout his creative life there were no great changes in
the subject matter and problematics of his works. The themes of freedom,
beauty, love and the value of the individual and of nature permeate all the
author’s works.

After 1914, Gibran’s work runs along a Romantic course (4 Tear and
4 Smmile). In the early twentieth century Gibran became one of the leading
Romantics of Arab émigré literature (7he Tempests, 1920, The Prophet, 1923).
The legacy of the Western Romantics, and in particular of the Lake School
and the American Transcendentalists, was one of the primary sources for

Gibran, and his assimilation of this legacy enabled him to establish and
develop the Romantc method in his own works.

Chapter 3
Ameen Rihani and his role in the formation of
Arab Romanticism

Introduction

Alongside Kahlil Gibran and Mikhail Naimy, Ameen Rihani (1876-1940)
was instrumental in the development of the new Arabic literature, bringing
it closer to real life and everyday concerns. His activites, which were influ-
enced by the ideas of the Arab Enlightenment and which developed under
the influence of Western Romanticism, were entirely consonant with the
new Arabic literature.

In the modern history of every literature there have been writers to
whom it fell to familiarise their national literature with the most progres-
sive ideas of world culture. The Academician N.I. Konrad described these
figures thus:

The appearance of such writers depended upon there forming, in the countries
of the East that were making contact with the leading countries of Europe, a
group of intellectuals who were wholly Europeanised, fully familiar with the
science, literature and societies of the leading countries of Europe and fluent
in the languages of those countries. It was few in number, this group; its de-
velopment surpassed the general level of culture of the bourgeoisic to whom
this intelligentsia belonged; thus the writers who belonged ro this set acted as
heralds or founders of a literary movement. That movement took shape and
acquired a corresponding social significance only later.’

Such was Ameen Rihani, one of the classic writers of Arabic literature
and a co-founder of Arab Romanticism, who in his creative development
took the lead in the literature of his time. The extraordinary destiny of
this writer, split between the bustling major centres of Western civilisation
and the idyllic, peaceful valley of Frayki (Freiki, al-Fureiki), was as it were
impregnated with all the vacillations of the new Arabic literature.

Ameen Rihani was born in one of the most picturesque places in
Lebanon, the village of Frayki. There he attended a French missionary
school. In 1888, as an adolescent, he travelled with relatives to the USA.
where, once he had learnt English, he attended an evening school and
later became a student at Columbia University. Through all these years
Rihani pursued a steady course of self-education. While in America, he
became familiar with the history of Arab culture from works by American
and British writers. Several times Rihani returned from America to his
homeland, and after the First World War he finally settled in Lebanon,
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from where he made a number of journeys to the Arab countries. Accord-
ing to Krachkovsky,

Ameen Rihani's fate was cruelly cast. After Syria came Paris, London, America
and then Beirut, in the period of blossoming hopes that followed the Turk-
ish revolution of 1908-09. Then back to England and America, but already
with broken hopes, and then, like a long nightmarish finale, came the world
war which left his long-suffering homeland in tatters. Neither journalism nor
political activity nor theatre, in all of which Rihani had been active, brought
peace to his soul.’

The very way of life of the writer, with his travels in the cities of Europe
and America and the countries of the East, predisposed him to a wide circle
of learning, interests and creative exploration,

Rihani worked in a variety of genres: he was a poet, essayist, prose writer,

author of politcal articles, critic, historian and translator, and his writing
career lasted almost four decades. Four volumes of his works were published
in his lifeime. Volumes 1 and 2 had the title a/-Rihaniyyat: Mamu'at magalat
wa khutab wa shi'r mansur (Beirut, 1910). These volumes contained arti-
cles, essays and prose poems. In 1923-24 Volumes 3 and 4 of a/-Rihaniyyat
appeared. In addition, Rihani published travel notes and books about his
journeys: Muluk al-'Arab (Kings of the Arabs, Beirut, 1924), Qalb Lubnan
(The Heart of Lebanon, Beirue, 1928), Qalb al-"Irag (The Heart of Iraq, Beirut,
1935), and Maghrib al-agsa (The Far Morocco, Beirut, 1938). He was also
the author of several historical works: Mu‘jaz ta’rikh Nubda fi al-thawra
al-Faransiyya (A Short History of the French Revolution, New York, 1902),
al-Nakabat: khulasat ta’rikh Suriya (Misfortunes: a short history of Syria, Beirut,
1928), Ta'rikh Najd al-hadith wa mulhagatihi (The Modern History of Najd,
Beirut, 1928), Faysal al-awwal (Faysal the First, Beirut, 1933) and others.
He also produced collections containing his articles on social and political
issues, including al-Qawmiyyat (Essays on Nationalism, Vols. 1 and 2, Beirut,
1924) and al-Tatarruf wa al-islah (Extremism and Reform, Beirut, 1928).

The main literary critical articles that were not included in a/-Rihaniyyat
appeared in the collection Adab wa fann (Literature and Art, Beirut, 1956)
and Antum al-Shu‘ara’ (You the Poets, Beirut, 1934); two stories were also
published separately: The Lily of Ghore (Zanbagat al-ghawr, New York, 1910)
and Outside the Harem (Kharij al-harim, also called 7ahan, New York, 1917),
as was his collection of poems, Hutaf al-awdiya (Hymns of the Valleys, Beirut,
1955) and others.

The themes and problems central to Rihani’s work were typical of many
progressive figures in Arab society in the latter half of the nineteenth
century and the early twentieth century, such as Muhammad ‘Abdub, Qasim

Amin and "Abd al-Rahman al-Kawakibi; these writers and thinkers “raised
the problems of the society and politics of Arab life of the day, striving to
resolve them in the interests of progress, which was of great educational
importance in Arab society”.!
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Nor did Rihani confine himself simply to the narrow sphere of literary
activity; he took an active part in public life.

It is possible that in the literature of European peoples a writer such as Rihani
might not have gained a recognition that was out of the ordinary; but for the
new Arabic literature he was a significant phenomenon, and in the history of
literature his name will always be associated with a certain movement. Rihani's
role may be characterised as widening the scope of the usual material in contem-
porary Arabic literature to the point of bordering on global questions, such as
the attempt to unite the two opposites that in the current conceptual framework
are the East and the West.

Although he was brought up with the idea of a chasm between the West
and the East, Rihani felt that he belonged to both. He called upon the Arabs
to adopt the innovations of the West in regard to economic and cultural
progress. Yet, like many thinkers and artists of the East, Rihani held the
deep conviction that cultural achievements and technical progress were in
themselves not enough for a morally and socially just rebirth of the human,
any more than the spiritual life and a deep philosophical understanding
alone were enough for the perfection of life in the East. “And Rihani rook
upon himself the mission of bringing the knowledge of the West to the
East, while taking to the West the philosophy and poetry of the East.™ And
this gave rise in Rihani to a particular mental state of dualism. On this point
Krachkovsky emphasises that “it was this aspect of his personality, this split
and dualism, that did not always make him comprehensible to the contem-
porary Arab world”.®

The contradictions in the writer’s world-view” were discernibly reflected
in his ardstic work. Rihani reduced all his demands to the necessity for
reform and for moral self-perfection. “This opponent of official church
religiosity, who hated the spirit of mercantilism that pervaded bourgeois
society, celebrates the ideals of freedom, equality and the brotherhood of all
people, and dreams of the unity of man with God-nature.™ And for Rihani
nature itself has a “social function”: its task was to bring an element of paci-
fication and purification to society.

It is not our aim, in examining the literature on Rihani’s work, to give a
detailed and comprehensive review. Within the framework of the present
study we are concerned with the following questions: to what extent was
Rihani the artist influenced by Western Romanticism, American in par-
ticular, and how did the ideas and concepts of Romanticism develop in his
work? The ideas and spiritual foundation of American Transcendentalism
- humanism and democracy, spiritual freedom, self-perfection and close-
ness to nature - resonated deeply with Rihani's temperament and his view
of the world.

Innovative artists appear at pivotal moments in the history of a society, at
times of major historical change. The Arab peoples, who were acutely aware
of their backwardness and of the need for change without delay, experienced
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such a period at the end of the nineteenth century and the beginning of the
twentieth. In that same period Arabic literature, as though trying to make
up for lost ime, quickly mastered the achievements of foreign literature ~
Enlightenment, Sentimentalism and Romanticism. It seems to us that this
process is reflected in the work of Rihani. Being a Romantic artist by his
very nature, Rihani did not dwell on his artistic development. The Roman-
ticism in his works grew steadily more polished, bringing him close to a
realistic vision of the world.

Rihani’s Romantic apprehension of reality and his
experience of the American Romantics

The themes and motifs of Rihani’s Romantic work are manifold, and include
nature, the poet and society, the idealisation of the nation’s past, philo-
sophical understandings of reality and the rejection of many of society’s
institutions.

Rihani’s artistic efforts were inclined less towards the Romanticism of
the Europeans, which was closely linked to the social and political prac-
tices of the period and which emphasised the human individual with his
social problems, than towards that of the American Transcendentalists,
whose priority was the spiritual significance of man as the sole reality. This
is why the American Transcendentalist poets Ralph Waldo Emerson, Walt
Whitman and Henry David Thoreau laid such particular emphasis on the
perfection of the human self rather than of society. The moral perfection
of the self always appears for these writers as the basis for a better life. The
Transcendentalists treated the interrelatonship of nature and man likewise
i abstracto: as a unity, an absolute unification. Nature is in itself the embodi-
ment of all spiritual and moral principles of existence, in which man alone
is involved.

The theme of nature occupies an important place in Rihani’s poetry. “My
misfortune arises in the very nature from which I spring, and in which and
for which I exist”,” he wrote. Krachkovsky also remarked that Rihani’s rela-
tionship to nature was altogether different from that of other Arab literary
men, both classical and modern, whose writing about nature was meagre
and dry, devoid of any lyrical emotive content:

Rihani has a rapturous love of nature. I do not know another Arab writer whose
fecling for nature was so well developed. Sometimes he rises to the point of
pantheism. It is surely strange that the Arabs, a people that always lived close
to nature, had such an undeveloped feeling for nature. In all Arabic poetry
we sometimes find a highly detailed, even photographic representation of the
surrounding world, but never a real perception of nature."®

Many of Rihani’s works are dedicated to the theme of nature, for example
“The Valley of Frayki, or a return to nature”, “At the Cot of Spring”,
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“The Call of the Valleys”, “My Temple in the Valley”, “They Deserted it”,
“Return to the Valley”, “Hymns of the Valleys” (“Goddess of the Valley!
Heal me!”) and “Nightingale of Life and Death”. And in his other works,
concerned with freedom and homeland or philosophical or religious ideas,
there is at the same time almost always a depiction of nature.

Indeed the appeal to nature is common to all Romantics, but in most
cases it carries the individual stamp of the author. For Rousseau, the return
to nature is the return to naturalness and wisdom that teaches people 10 live
in accordance with the principles laid down by Mother Nature. For Shelley
it is the eternal source and example of renewal, rebirth, mutability and
progress. This is the source of his optimism and belief that harmony will
uldmately prevail in human society. For Wordsworth, nature is a call to the
patriarchal way of life and to calm and peaceful enjoyment, a refuge from
the troubles of civilisation. The American Transcendentalists advocated a
cult of nature, seeking the commonality of man and nature, and contrast-
ing nature and moral simplicity with the levelling effects of capitalism. As
for Rihani, not only is nature for him the source of beauty and inspiration
and the embodiment of truth; it also directly influences the relationship
between man and society. He sees in nature a curative and morally purify-
ing principle. As a follower of Transcendentalism, Rihani singled out in his
perception of nature the idea of the union of Man, God and Nature. This
trinity is the constant and indivisible Being that wholly embodies in itself
the meaning of existence. This idea is expressed as follows in his poem “My
Temple in the Valley™:"

Today in my heart dwells a part

Of my neighbour’s heart.

And in the heart of the woods

Dwells a part of mine.

My heart is in the mind of this peasant,
And his mind dwells in my heart. [...]

And among the terebinth

And under the lofty pine and oak trees,

I build my home,

The Temple of Faith,

Where Nature and God live and roam ..."”

The same idea can be clearly heard in Emerson, for whom the soul of
man (the “I”) is interrelated with nature:

Sea, earth, air, sound, silence,

Plan, quadruped, bird,

By one music enchanted

One deity stirred ... (“The Sphinx™")

Both Rihani and Emerson affirm not only the abstract identity of
man, God and nature, but also the interrelationship between them. Man
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comprehends God in the contemplation of nature. The stars, the flowers,
the animals and the mountains - all this reflects the wisdom of His [God's)
best hours." Recognising “the vision of true and eternal beauty”, man
thereby understands “the divine principle of the universe”. This philosophi-
cal postulate of Emerson is embodied by Rihani in his artistic work:

1 descended into the valley and stopped on the rock that rises above the river,
and observed the traces of the storm and rain of the night. Last night the god
of winter had gone to his bride, nature. The water in the river and streams was
red like blood. I stopped in admiration and felt my soul depart from my body
and soar high over the wet trees, over the rocks that are grey in sammer and
black after the rains.'

A.S. Dmitiev comments that the “endeavour o comprehend phenom-
¢na in their interrelationships and universality™¢ is a notable feature of
Romantic thought in Western European literature. Walt Whitman’s “On
the Beach at Night, Alone” serves to illustrate this point:

A vast similicude interlocks all,
All spheres, grown, ungrown, small, large, suns, moons, planets,
comets, asteroids,
All the substances of the same, and all that is spiritual upon the same,
All distances of place, however wide,
All distances of time ~ all inanimate forms,
All Souls - all living bodies, though they be ever so different, or in
different worlds,
All gaseous, watery, vegetable, mineral processes - the fishes, the brutes,
All men and women - me also;
All nations, colors, barbarisms, civilizations, languages;
All identities that have existed, or may exist, on this globe, or any globe;
All lives and deaths - all of the past, present, future;
This vast similitude spans them, and always has spann’d, and shall forever
span them, and compactly hold them, and enclose them,"

This characteristic of Western Romanticism can also be attributed to
many of Rihani’s works dedicated to nature. Let us consider his essay “The
Valley of Frayki, or the return to nature”, in which “the problems of the
interrelationship of matter and spirit, of falsehood and truth, and of civilisa-
tion and nature, are intertwined in a single knot”."” The author describes
a day spent in the valley of Frayki, which for him was a symbol of the im-
portance and greatness of nature, Here he feels himself to be the son of
nature and, as it were, dissolves into her, recognising his unity with her: “I
felt the spirit of the valley embody itself in me, and my soul went into the
valley. Thus both I and the valley are one and the same: in my soul are the
same shadows, apparitions and caves, in my soul are the same proud rocks,
frightening descents, tumultuous waterfalls and flowing rivers.™

In these verses Rihani expresses the idea of the unity and universality
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of all that exists: “This is clear to all who have reached that stage in their
spiritual development, in which the unity of the human spirit with the
all-embracing spirit of nature can be understood ... for all nature belongs
to them and in her they have no end.™ In the same extract an element of
Rihani’s philosophical outlook can be discerned: his sense of the boundless-
ness of nature and also of the human soul that faces it.

For Rihani nature is “the altar of life and belief”, in which there is joy and
sadness, confusion and reconciliation. However, nature “does not threaten™
man, does not spurn him; rather, “infusing in me of thy ruggedness and
strength”, it renews and refines him:

O mother, eternal, divine, satanic, ...

I have come to thee,

I prostrate my face before thee ...

O touch me with thy wand divine again;

Str me once more in thy mysterious alembics;
Remake me to suit the majestic silence of thy hills ...

Emerson’s conviction that “The laws of moral nature answer to those of
matter as face to face in a glass” and nature co-operates in the aims of man,**
and his belief in man’s closeness to nature, correspond to Rihani’s ideas.
Rihani speaks with passion about the health-giving and morally purifying
action of nature upon man:

Rejoice in every manifestation of nature, and draw goodness from it, if you have
a grain of wisdom. Look at the tree and the broad shadow it casts, and turn
your thoughts or your heart to what it is that you are seeing, and you will not
be the loser ... learn from her [nature] steadfastness and sincerity, borrow from
her strength and grandeur.™

A similar extract can be found in Thoreau's Walden: “We need the tonic
of wildness ... We can never have enough of nature. We must be refreshed
by the sight of inexhaustible vigor, vast and ttanic features ... We need to
witness our own limits transgressed, and some life pasturing freely where
we never wander.””

There is, however, a significant divergence between Rihani’s manner of
appreciating nature and Thoreau’s. For Thoreau, the love of nature has
a famously utilitarian character — not only is she the source of aesthetic
pleasure, but also of material well-being. Narture for Rihani, however, is pri-
marily a spiritual delight. He appeals to the bosom of nature not to labour
but rather to be inspired by the spiritual principle, in order subsequently to
convey this charge of cheer, beauty and purity to other people. “When I am
amongst nature I recall only spiritual joy”, he writes.

In creating civilisation, man has wilfully separated himself from nature and
striven to master her by force, to put her at his service, and so it is unsurpris-
ing that he finds himself in the power of false values. So now, in order to find
the unity of nature, in the words of Rihani, he must “tread on the thorns of
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prejudices, walk through the briars of tradition and the valleys of false con-
ceptions and swim across the streams of untrue love ... to come to the bushes
of the powerful, the thickets of the rulers and the ditches of the laws™.”

Thoreau believed that nature embodies “the transcendental ideal, purity,
beauty and chastity”. Rihani’s relationship to nature is similar. Dolinina
notes: “Linked to Rihani’s view of God-Nature is the concept of happi-
ness. That happiness is ‘to live in complete harmony with nature and her
laws”.™* Immersed in nature, it is with revulsion that man recalls the world
of falsehood, hypocrisy, artificiality and oppression. In nature alone, from
“the humble grass, the little spider and the gnat”, to “the life of the mag-
nificent pine, luxuriant flowers and grand animals”, every detail is filled
with meaning, beauty and harmony. And man in the bosom of nature feels
liberated, equal in rights and happy:

And nature’s son walks in the grove among bushes, under trees and shrubs; he
is animated by the aroma of pine and intoxicated by the fragrance of the sweet
earth, mingled with the scents of sage, pine needles and laurel. He steps out of
his mother's house filled with energy, resolve and joy, particularly when he has
seen her in 2 moment of agitaton, He leaves with the consciousness that he
is entitled to the relationship of nature to him as an equal, or rather, as one of
her members, an equal before the eternal and universal law that does not stop
before the wealthy and is not repealed for emperors and princes.”

Whitman enjoyed the same elevated relationship to nature; for him
the “most joyful song”, his “A Song of Joys”, embodies all the beauty and
fullness of the life of nature:

O to make the most jubilant song!

Full of music - full of manhood, womanhood, infancy!

Full of common employments — full of grain and trees.

O for the voices of animals ~ O for the swiftness and balance of fishes
O for the dropping of raindrops in a song!

O for the sunshine and motion of waves in a song!™

Sometimes Rihani’s verses have an almost religious quality of devotion to
the inexhaustible spiritual force of nature:

Goddess of the valley! Heal me!
Goddess of the woods! Feel me!
Goddess of the prairies! Cure me!
Goddess of chanting! Aid me! '

The emotions with which this prose poem, “Hymns of the Valleys”, is
filled - love, tenderness, languor and comfort - are addressed to nature. As
Rihani writes: “We are children of nature and to her we return.””

Rihani’s descriptions of nature frequently contain a philosophical subtext
and express important aspects of the author’s own world-view. Even his
little landscape sketches preserve the sense of the wholeness of existence
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and the connectedness of life and death. In his poem “The Bulbul and the
Gale”, the onset of night is portrayed as the death of the day:

The forehead of Sannin frowns,

And its bright colours are now like bits of the night
Scattering the perfume of daisies in the sky
Beyond the dark clouds.

Thus the sparkling city disappears,

The dancing brides leave,

The silvery islands sink in the oceans,

The golden ponds turn grey,

And the night pours its darkness,

Which is sipped by Death, over the Day,
Which is confined in a grave of water,
Wrapped with the lights woven by the night.

In his cage the bulbul stops singing,
And in the valleys the gale stops wailing."

A typical example of Rihani’s lyrical landscape poetry is “At the Con
of Spring”,** which consists of a series of nature sketches from the Frayki
valley. The entire poem has an elegiac quality, like a sad and tender melody:

I have known you even before the mountains
Wove for your towers
Carpets of daisy and saffron flowers, ...

I have known you before the last winter gust
Constructed in your honour a victory bust
Made of its tears, breath and blood,

Before the wailing clouds departed,

And over Sannin the smiling silver clouds faded,
Before the morning sun with the rays

Of love and tenderness awtended to your days,
And before it erected above your cot

A dome made of its flaming spot.

I have known you even before your face they veiled
To conceal for 2 moment God's face

Which in your face prevailed."

This poem employs a distinctive compositional principle: a string-
ing together of individual pictures, visual images or brief descriptions of
scenes from nature, with no obvious link or progression. The technique is
reminiscent of Whitman, and particularly of his poem “Song of Myself™,
which is formed of 52 fragments, each containing an entircly new and
independent turn of thought.

The Romantic conception of nature in Rihani, as with Gibran, is set
against the theme of loneliness. In this both poets are clearly following the
Transcendentalists, for whom the loneliness of the Romantic self is closely
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tied to the experience of “union with nature” (Thoreau). In Rxham we
also encounter images of nature hostile to man, which symbolise society’s
incomprehension and the futility of all the lyric hero’s efforts to act on
his surroundings. In the poem “A Branch of Roses™ the lyric hero is the
embodiment of love of his people and concern for them. He devotes all
his spiritual powers and action, his thought and his desire, to serving the

people:
My love, in the fields of foreign lands, I planted;
It bloomed before nature commanded.
My love I planted in a fresh soil,
But the roses around it mourned its soul.
1 spread my seeds generously all in all
And sprinkled my seeds in the fields of liberty ..."”

But the people do not understand and do not accept either his love or his
good intentions. The poem describes the poet’s bitter disappointment: the
secds of his love and tenderness have perished “in the swamps of hypocrisy
and slander™

My love, in the land of culture, I planted,

But by thorns was deeply wounded

And choked by the bramble,

“To whose poisoned roots my love surrendered.

I planted it in the land of friends and beloved,

But in the swamps of hypocrisy and slander it faded.”

The poet’s mission is in the service of his people, and in the impulses of his
soul and the intensity of his living be reflects the people’s nobler character-
istics, of which they are scarcely aware in their everyday lives:

I am the pipe of the shepherds, your worshipper;

I am the lyre of the lovers, your seekers;

I am the music of your ball dancers;

and [ am the organ of your homeless slaves ...

1 am your voice, which was framed by ages, passing by;
I am the spirit of Veda for the day of the resurrection ...

In your lyre, 1 am a melody in bondage bound
And by ignorance in the Pyramids ordained.
[ am a night song over the years maintained ...”

Not only is the poet filled with the voices and lives of the people around
him, but his soul also keenly perceives the higher orders of human existence
such as philosophy, art and poetry:

With a drink from your lips, refresh my soul,
And sing me melodies I can’t recall;
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Those were the tunes
I sang in the halls of Babel and Greece. ...

I am, in your lute, the Phoenix’s spirit
Which under the cinders of death menit.

1 am the spirit of Orpheus,

Which above the waves of Arts confess ...*

The American academic Henry Seidel Canby, speaking of the influence
of Transcendentalism on Whitman, remarked that it manifested jtself spe-
cifically in Whitman’s poem “Song of Myself”, where Whitman appears in
the name of all people, and all qualites that are present in him he communi-
cates as the “divine commonplace”. In this “celebraton of himself” can also
be seen his closeness to Transcendentalism, and particularly to Emerson.*
Throughout “Song of Myself” runs the golden thread of the poet’s “I7,
which speaks for all humanity:

I am of old and young, of the foolish as much as the wise,
Regardless of others, ever regardful of others,

Maternal as well as paternal, a child as well as a man ...

I am the poet of the Body and [ am the poet of the Soul,
The pleasures of heaven are with me and the pains of hell
are with me ...

The duty of the poet, Whitman maintains, is to be a leader among people
and to make known the dreams of man."

Rihani shares this view of the person of the poet. The “I” of his poems
is a lyric persona that strives to express the thoughts of all humanity, and to
embody in his spiritual activity its unlimited creative possibilitics. 11e thus
uses the image of the poet to personify his social and civic ideals.

The themes of good and evil, existence and death, tme and space, and the
essence of God and of religion were always central to Rihani's artistic and
philosophical thinking. And this is natural, for “characteristic of the majority
of the Romantics ... was deep philosophical enquiry, direct or subconscious ...
T"he principles of artistic knowledge and reflection of reality by the Roman-
tics cannot be comprehended separately from their philosophical content.™

The global problems of the essence of human existence, the purpose
of man in this life, his relationship to God and many other questions are
also continually touched upon in the work of the Transcendentalist poets
since, in the words of A.S. Dmitriev, they understand poetry as a “field
of philosophising”. Concise formulations were alien to their idealistic
philosophical system, which drew on all intuitive, unconscious and prior:
experience from beyond the limits of the senses.

) An affinity is created between Rihani and the Transcendentalist Roman-
tics by their conception of the quintessence of life, such as love and meray
~ the way to which is through moral improvement:
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Help me, O God,
To sustain my spiritual, intellectual and corporeal strength
For the sake of Truth, Love and Wisdom!*

In the poem “The Simoom Wind™* Rihani clearly states his moral creed:

Brother! There will come a ime

When all that is in the world will vanish

Except for those monuments of spiritual solemnity,
Moments of glorious human souls and tranquillity.”

Rihani the Romantic understood progress primarily as the detailed devel-
opment of individual persons and their moral improvement. This is also the
basis of the Romantic individualism of his philosophy, since if the perfection
of society is founded upon the moral enhancement of individual persons,
rather than the improving of social institutions, it is necessary to concen-
trate attention on the individual, who stands at the centre of all things.
Rihani’s conviction of the importance of moral improvement is close to
the basic premises of Emerson, who considered that with the moral prin-
ciple it would be possible to resolve all contradictions* and believed in “the
perpetual openness of the human mind to new influx of light and power”™.”

The understanding of the problem of morals is linked in Rihani to that
of religion as a “moral feeling”, in particular of love and mercy, and to the
conception of God as a higher moral law. Like many Romantics, Rihani is
a pantheist. Z.I. Levin writes: “God for Rihani ... is not an absolute spirit
that is worshipped by subjective idealists, nor is it from among the human
beings. It is ‘love’ and ‘truth’, it is ‘the secret’ contained within nature.””

In Rihani’s view, “God is something that exists in all things”," “God is,
in the worlds and the things”,” “the visible world is nothing other than a
symbol of the hidden being, and the hidden being is God”."

The most distinctive of Rihani’s poems in regard to the understanding
of God is “The Naj'wa”," which suggests that man is a particle of God and
his eternal striving for the ideal. In effect, God for Rihani is the totality of
mankind’s own ethical conceptions. The poem is constructed as an inter-
nal dialogue between two voices: man, seeking the truth, and God, who
responds to him. Man demands of God and God answers:

I counsel thee, man;
1 set thy hands loose;
And I give thee my endowments.”

This opening to the dialogue immediately establishes a confidential and
close relationship between God and man. Man requests of God:

O Everlasting Spring!
The lights of Love emanate from You
And flow into the waters of life and health. ...
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Do not deny me the grace of Your rectitude,
And do not keep me away from Your springs.*

God reveals to man that he is present in all things: in nature, in people,
in their thoughts and deeds, in the stars, the fields and the flowers, in the
aroma of love and in beauty, and it is there that man must seek him.

My springs burst amongst the stars;
They tie the stars to one another
And fortify their welfare and power.

My springs burst in the fields,

And flow among their flowers

And their scents of beauty and love. ...
All this, You can behold;

All this, I place in your hand. ...

In thee, I am the heartbeat of Life,

The spirit of Love and the light of Wisdom.
Guard these as they are

Images of divine creed and certainty.”

Man sees in God all that is most elevated, while man is, for God, an im-
prescriptible particle of his being. Together, God and man form a unity. It
can be seen from God’s words that he lives in man, for man is the embodi-
ment of the essence of life, of love, truth, wisdom and so on, which are the
essence of God. In other words, apart from man, save in nature, God does
not exist.

At the end of the poem Rihani puts into the very mouth of Ged the fol-
lowing address to man: Anta ilahi wa la ilaha i illaka (“You are My divinity;
and for Me there is no divinity but you”), thus significanty altering the basis
of the shahada formula of religious belief: La ilaha illa-llah ... (“There is no
god but God ...").

The theme of the recognition of the divine principle in every man and
the commonality of man and God, transpierced with the spirit of love, is
a distinctive element of Rihani’s philosophical lyric poetry. According to
A.S. Dmitriev, “From the human commonality they [the Romantics] singled
out certain individuals, each of whom, they believed, contained in them-
selves the entire universe. It was indeed by the development in all aspects of
individuals, in their view, that the path led to a harmonious, all-embracing
universal whole.” In the work of the Romantics this universalism could also
be seen “in their utopian dreams of the triumph of the ideals of harmony in
all human society”.”

Linked with the spiritual perfection of the individual is Rihani’s utopian
dream of the ideal society of the future. This idea is also revealed in “The
Simoom Wind”.® The “simoom” is the unceasing movement of time that
on the one hand takes all things away, but on the other is all-creating.
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At the start of the poem the poet lists the conquests of mankind’s con-
structive labour: “palaces with grandiose green gardens”, “bridges, over
the waters, suspending / Glorious islands”, “dams, firm and solid”, “build-
ings of floors twenty”, “lighted tunnels dug under rivers”, “battleships
the waves of the seas breaking” and so forth. Conclusion: all this is only
seeming existence, merely appearance; it is perishable, transient, insub-
stantial. Only “Man’s Toil, Gratitude, / Generosity and Goodwill” are
eternal. For Rihani, only spiritual achievements, and only the perfection
of the individual and the spirit, are true reality; all else is mirage and
illusion. The entire poem is another utopia of the Romantic world-view.
That is, Rihani sees the perfection of society in the perfection of the indi-
vidual, when a person gains his spiritual freedom and becomes a “glorious
human soul” - strong, courageous — when “all that is in the world will
vanish”, and

Arrogant tyrants will shudder,
And the strong winds will blow all over.”

This philosophical conception reveals the closeness of the ideas of the
Arab poet to those of the Transcendentalists, who also placed their hopes
above all on the “correction of morals”. Whitman’s idea that political ide-
ologies can be transformed not by means of politics itself, but great moral
spiritual forces* are close to Rihani’s constant thesis that “in the perfection
of the individual is the perfection of society”.*

A common theme among all Romantics is the belief in social progress
and the conviction that this movement is constant and that its advance does
not halt for 2 moment. Yet the historical reality and sitvation in which they
were situated did not instil realistic hopes for the present or the near future.
Disillusionment with the outcomes of the French Revolution of 1789 and
disbelief that its ideals would be realised, the social contradictions taking
place in Europe, the stormy shocks of war and social and political upheaval,
and the beginning of the emergence of capitalism all gave the Western Ro-
mantics on the one hand a more realistic vision of real life, but on the other
hand led them to create an indeterminate utopia based on a distant and
beautiful future. As .A. Terteryan insightfully noted, “Romanticism created
grandiose and multiple utopias: the utopia of the ideal revolution, the utopia
of individual activity ... the utopia of national unity, the utopia of beauty and
the utopia of man and nature.”

For the Romantics this dream of a beautiful future always had an indis-
tinct and blurred character and did not question specifically what actions
would lead to it. Let us give the example of a poem by Whitman in which
he sings of great hopes:

Come, I will make the continent indissoluble,
I will make the most splendid race the sun ever shone upon,
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1 will make divine magnetic lands,
With the love of comrades,
With the life-long love of comrades.

I will plant companionship thick as trees along all the rivers of America,
and along the shores of the great lakes, and all over the prairics,
1 will make inseparable cities with their arms about each other's necks ..*

Similar ideas are to be found in the poem “The Harvest of Time™ by the
American poet Harold T. Pulsifer. Rihani was given a collection of Pulsifer’s
work in Lebanon in 1933, and translated this one poem from it into Arabic.
The utopically indeterminate ideas of the American poet about the perfect-
ed society of the future seem to have resonated with those of the translator.
In addition to the translation, Rihani wrote a poem by way of reciprocation,
entitled “Resurrection”.” ‘The basic idea of the translated poem can be scen
from the following lines:

Time winnows beauty with a fiery wind,

Driving the dead chaff from the living grain.
Some day there will be golden sheaves to bind;
There will be wonder in the world again.

There will be lonely phrases born to power,
There will be words immortal and profound ...
Beauty endures though towering empires die.

O, speed the blown chaff down the smoking sky!™

From Rihani’s poem of reciprocation:

O my Western brother, truly your exposition is magically charming,
It blows joy into the mountain cedars ...

And the morning star will rise in this East.

Hurry to thac happy day, hurry to salvation.”

The notion of a “radiant furure” necessarily also involved the notion of
freedom. For the Romantics this is a recurring theme, whereby freedom is
understood in the broadest of senses. It encompasses freedom of the indi-
vidual, artistic freedom, freedom of the people from oppression, political
freedom and so on. “The ideal of the Romantic hero is freedom in the
deepest sense - from social and political freedom to artistic freedom.™

The concept of freedom became an important feature of artistic con-
sciousness in the canon of Romantc symbolism. This can be clearly seen in
Rihani’s lyric poetry. He speaks continually about “freedom”, though almost
never directing his argument to specific historical or social circumstances.
This is freedom in general. In his article “Near to Freedom”" and many
other works the concept of freedom tends to be vague, indistinct and
generalised.

The theme of freedom appeared in Rihani’s work as carly as 1907, in
“The Revolution”.” Krachkovsky suggests that this poem was Rihani’s direct
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response to the events of the Russian Revolution of 1905: “As usual, one can
see in it echoes of the French Revolution, yet certain elements indicate that
the direct stimulus for the work were the Russian events of 1904-1905."" In
this poem, revolution is presented as an act of brutal violence, accompanied
by bloodshed, the downfall of tyrants and the triumph of the avengers:

It is a nervy and grimy day;

Its night is lic with a startling ray,
While its fading star alertly gazes.
It is a day of fearful, urmoil noises,
Of screams, clamour and moaning,
Of roar, dispatch and groaning. ™

Each stanza of “The Revolution” ends with a changing refrain whose
common slogan is “Woe then to the oppressors!” The author enumer-
ates the attributes of a popular uprising: the crimson flags, the echoing of
horns and drums. The poem recalls revolutionary uprisings in Rome, Paris
and England. In the author’s view, a revoludon is perpetrated by “manly
and ferocious lads committed”, “strong and haughty men entrusted” and
“women with rage ornamented”. Rihani gives his blessing here to both the
revolution and its perpetrators, justifying their anger and thirst for revenge:

When the oppressed the sword of the oppressor gains,
And inflicts the corrupted with torturing pains.™

But for the sake of what do all these tragic events take place? In Rihani’s
view, they antcipate the creation of the “new world”, that time when the
“goodly spirit” will be liberated. The poet is unable to give a more specific
suggestion than this: the “new world” is that vague “radiant future” where
the “goodly spirit” triumphs.

Such a hazy understanding of the means and the ends for whose sake
revolutions occur was generally typical among the leading Arabs. As Z.1.
Levin remarked: “Before the Great October Revolution, the East knew
virtually nothing not only of Lenin but also of Marx and Engels. Its notions
of scientific socialism were incomplete and distorted.”™ Rihani’s views on
revolution, freedom and the means of attaining social justice are set out
clearly in a speech he gave before the first performance of the play “The
Prisoners, or Abdul Hamid in Athens™:

The truth is, gentlemen, that people do not now have true equality. After long
suffering and persistent endeavour along the path of progress we may, perhaps,
reach a situation in which every person will know their place and every person
will be recompensed for their labour. And this, in my view, is real equality. Let
each person be rewarded for their actions with complete faimess, and I guarantee
that people will not then dream of equality.”

Deeply dissatisfied with the way of life in both the West and the East,
with the situation of the individual in society and with social injustice,
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Rihani sees the way out of this unjust state of affairs not in violent revolu-
tions but in reform and education, rather as Thoreau foresees the future
following a “peaceable revolution” (Cruil Disobedience, 1849).

In the poem “The Stones of Paris™ (1925), which continues the theme
of revolution, the revolutionary image is considerably softened, removed
from scenes of terror, raging violence, vengeance, blood and Aames, The
French Revolution is portrayed subjectively: bloodless, for in the author’s
opinion it was defended with only “stones”, not “bullets™:

Paris! Your stones and not your bullets,

Your lights and not your fires,

Were built to reclaim Freedom.

They were raised as barracks to defend Freedom.

They were constructed as fences to protect Freedom.

And they were used to erect arches for victory of Freedom.”

The closing idea of the work, as frequently recurs in Rihani’s writings, is
that the chief enemy of freedom is ignorance:

Our real enemy is ignorance.

Ignorance here and there is our real enemy, Paris.
Look, judge, execute, and do not hesitate, Paris.
Tell the Druzes and Alawites,

The Christians and the Muslims,

That religion is for God

But the nation is for all.*

In other works by Rihani, his ideas of the means of achieving freedom are
more specific. These are the perfecting of morals, wide reforms and mass
education; he does not admit violent struggle, since this might infringe on
the freedom of individuals. In this agenda an exceptional role is usually
allotted to the individual: “For the Romantics, belief in the unlimited pos-
sibilides of the human individual and in its sovereign right to the realisadon
of these possibilities was the philosophical ransformaton of the polincal
idea of freedom.”

In the poem “Freedom: My Companion™ (1922), which eulogises
the ideal of freedom, the author makes a direct appeal to imams, princes,
kings and sultans - that is, to ‘individuals’ - calling on them to preserve
freedom and bestow it on the people. In this poem Rihani also conforms to
the individualistic system of Transcendentalism, which links the perfecton
of society with the perfection of the individual. The “Imams”, “princes”,
“kings” and “sultans” have already achieved, in Rihani’s view, the highest
echelons. It is therefore up to them to convey their knowledge of life,
freedom, morality and duty to the people, who remain in the morass of their
ignorance and darkness:
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You imams, princes, kings and sultans!
You are the guardians of a treasure,
A great heritage given to you by God. ...

You hold in your hand a nation
Which is not aware of its true interest. ...

You kings, sultans, princes and imams!
In your unified word lies the life of the nation.
This word is yours; would you not utter it?"

And here again Rihani indicates how to preserve freedom on the basis of
knowledge, education and reform:

Are you willing to strive for unity?

Are you ready to promote the honour of the nation,
Which can prosper only through proper education?

Are you willing to build institutions of proper education?
Freedom addresses you, Arab world!

She is my travelling companion.
She is the subject and predicate of my life.*

Rihani considered his artistic work as being in service to society. It is
also no coincidence that his works frequently include themes and ideas
concerned with his longing for the renewal of his homeland and with the
ways of nurturing that renewal.

The idealisation of the national past, which called for the renewal and
unification of the nation, was a theme of importance in Enlightenment lit-
erature and was adopted and developed by Rihani. He sought in the pasta
harmonious and free individual; his Romantic pathos, like that of Whitman,
is associated both with ideas of national tradidons in the struggle for inde-
pendence and with the cult of enlightenment. This was a further facet of
his Romantic outlook. “The task of reconstructing the national past and
of seeking and asserting a national character was inalienable and inherent
in Romandcism in all its national variants.” L.Ye. Cherkassky notes, for
example, in the case of China, that “a typical feature of Romantic art ... was
resorting to the past in search of an ideal”.*

The idealisation of the Arab past, which Rihani presents as a community
of interests, is dependent on a national character and gives his Romanticism
originality and a particular colouring. Neither struggle, conflict, oppression
nor social demarcation are taken into account; he speaks of the nation as a
whole, one that in the past experienced a period of prosperity and greatness.
This idea is particularly evident in “The Arabian Eagle™ (1933), a poem
that describes the natural and free life of the eagle, which symbolises the
Arab people in the past:
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The Arabian Eagle has as his airstrip the plains

And as his wings’ whetstone the Prophet’s mountains.
He is the beloved of al-Haram ash-Shareef

And the stepson of the desert, his milk-mother.

His refuge is the pavilion,

And his bed and his youth yard

Are the sands of the deserts.

The Arabian Eagle the haven of Freedom enjoys.™

Rihani sees one of the paths towards national revival as a unification of
the best achievements of the West with those of the East. His poem “I am
the East™ (1922) contains the idea of the past greatness of the East, and
curns the East into a symbol: the place where the sun rises, the origin of life,
the origin of man’s procession on the Earth. The work begins in this vein:

I 2am the East.
I am the corner stone in the first temple of God ...

T am the bridge of the Sun ...”

Humanity is in constant motion; this is not a stopping caravan, whether one
be in Liverpool or Samarkand, on the banks of the Nile or in New York.

Rihani places great value on the peaks of the spiritual life - wisdom,
philosophy and the understanding of God - that were achieved by the East,
regarding them as the highest moral laws. He calls on the young people of
the West to adopt Eastern values:

I am the East!
I approached you, son of the West, as a companion ...

I have what may cool and refresh your confused soul

And what may cure your heart from the ills of civilisation.

I have that which sumulates in you with justice beyond your contempt
And control beyond that which is sanctified by others.

I have what may chain your feet and hands so you may rest

And watch the planets, as your mind roams freely,

And your heart rests comfortably,

While you contemplate the secrets of existence.”

The next section of this long poem criticises the contemporary East,
sunken in the darkness of prejudice and fanatical adherence to external
religious rites. Ignorance and prejudice turn the East away from all the
achievements of Western civilisation. His advice in “I am the East™ has an
ironic tinge:

Bear in mind the foreign adversary

Though he holds his Bible.

Do not fear him though he may hold a machine gun. i
Do not deal with him though he may have free merchandise.”
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The poem ends with a bitter and ironic question:

I am the East.
[ have philosophies and religions.
Who would exchange them for aircrafe®”

The notion of the possibility of uniting the best of what created the two
civilisations is also revealed in the poem “Return to the Valley”.™ When
Ribani’s native valley of Frayki asks the poet what he has brought back
from his long years abroad, he replies that he united in himself the best of
all that was given him by the East and the West. The East gave him the best
national traits:

I brought you the contentment and honour,
The freedom and the valour,
And the independence and security of the Bedouin.

[A second voice continues:]

1 brought you the Arabian pride and veneration;

1 brought you the Arabian honour and devotion,
And the Arabian simplicity of life and hospitaliry.
1 brought you the Arabian bravery

And valour in times of hostility or tranquillicy.”

From the West, meanwhile, he gained “the freedom / of the Frenchmen
in their revolution”, “the vigour of the Americans in their work” and “the
Faith of the free men / In Life and in Man”,

While in Lebanon in 1931, Rihani wrote his poem “To Gibran”.* A new
element in this poem is his attempt to approach the details of his life more
realistcally, while also celebrating in Gibran and his circle those qualities
that somehow brought his image close to the people.

The principal idea of the poem is Gibran's purpose in life, expressed in
his creative work which, in the author’s view, had awoken the natonal con-
sciousness of the Arab people. “In Lebanon, his spirit blows again”, Rihani
exclaims at several points. After a long and fruitless night, “life” can begin.
Rihani wrote the poem in a classically Romantic vein, which is particularly
evident in the image of Gibran himself. He is shown as a typical Romantic
hero who embodies all that is extraordinary and exceptional. This is not
merely an individual with a specific uniqueness but an elevated and inspir-
ing person who gives himself wholly to artistic creation. Gibran is given
the generic image of the poet who, in the mind of Rihani the Romantc,
embodies the eternal aspiration to the ideals of beauty and love that per-
meate the essence of life through and through, in the very depths of the
mysteries and in the meaning of human life. Gibran embodied all epochs,

ideals and great deeds, the undying voices of the ages:
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And like the radio catches the voice waves,

The immortal voices Gibran caught;

Those voices echoed

The history, literature and doctrines of the East.
Indeed, he listened, awakened and learned.”

The hero of the poem is endowed with supernatural qualities, a “creator” or
«maker”, who lives on inspiration and clevated feelings; he feels the sinful
earth beneath his feet “except in moments of consummation and dreams™.
Such a person inevitably soars above ordinary people, who constantly learn
apis wisdom” and seek to attain to the “cradle of wisdom™.

However, as already mentioned, “To Gibran” also reveals another aspect
of Rihani’s Romanticism: his efforts to penetrate more deeply into reality.
The author builds a subtle and aesthetic image of Gibran, using rigorously
selected strokes to portray the setting with which the philosopher-poet

There in this humble hermitage, dim and bright,
There in the cradle of compassion and encounter.
And amidst statues, pictures, books and paper,
Amidst the wreckage of pages,

Where thought and wisdom competed,

Amidst small pearls by thorns supported,

And pictures upon which his brush wandered,
Amidst sacred toys,

Church candles and symbolical drawings,
There, this hermitage was overflowing

With artefacts, literature and spiritual schemes,
Lived Gibran for twenty years.”

Rihani convincingly and elegandy recreates the image of the ascetic
toiler, surrounded by modest but refined beauty and immersed in noble cre-
ative work. The description of Gibran's lodgings agrees almost completely
with Gibran’s own description in his correspondence with Mayy Ziyada:

My studio is my temple, my friend, my museum, my heaven and my hell ...
In this studio of mine there are many things which I keep and cherish. | am
(particularly) fond of the antique objects. In the corners of the studio is a small
collection of rare and precious things from past ages, such as starues and slates
from Egypt, Greece and Rome; Phoenician glass; Persian portery: ancient books
and French and lalian paintings; and musical instruments which speak even
in their silence.”
Concisely, accurately and with a degree of generalisation Rihani sketches
an urban landscape, the background against which Gibran lived the greater

part of his conscious life. This is not only a portrayal of that centre of world
industry that was New York, but also the image of the immense internal
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conflict that existed between the poet and the city, in which everybody
“weighs, measures and counts”, where there is no freedom for the ardent

heart or for the imagination:

There, amidst the frightful and deafening noises,
Where slaughtered are humble voices,

Where even great passions become breathless

In the heart of the current restless,

Which enslaves the business moguls

In the shades of skyscrapers.

A city where electricity the sun replaces.

There, in the city of iron and gold,

In the city where man wears tme and a scale holds,
In the city which enumerates and measures all,
There in New York lived he who could not compute;
The measurements and scales, would refute.'®

This sharp contrasting of two images is a poetic description of the spir-
itual estrangement of the creative individual from the bourgeois world so
alien to him.

Rihani’s tendency towards a lapidary style is significant. He recreates
Gibran’s patriotism and his yearning for his homeland in one and the same
image:

The clanging of church bells in Lebanon he adored,
And the melodies of the ond and of the pipes he devoured.
In the valleys and the Cedar shade his imaginaton roamed; ...

He left, but he did not depart.
His country, he carried in his heart. "

It may be noted that this laconism appears to particular advantage when
compared with the poetry of other Arab émigré poets, in particular with
the likes of Nasib ‘Arida and Iliya Abu Madi, which generally concentrated
on the theme of separation from the homeland and featured great pathos.

Also unusual in this poem is Rihani’s treatment of nature. On the one
hand he portrays her in the manner of a typical Romantic pantheist, giving
intimations of her secrets, perceiving her through subtle poetic images and
investing her with the most elevated spiritual feelings. Here is the excerpt in
wfhiCh Rihani depicts the joy, ecstasy and celebration of nature at the birth
of Gibran:

And at the cradle of prophecies,
Around the pilgrims' sanctuaries,
Where rests the sacred valley

Beneath the Cedar’s boughs,

Where days, hymns of praise, chanted,
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Time stood, with reverence thrilled,
While poetry’s brides from incensed valleys
Advanced with cups of ivory
Teeming Time's distilled potion;
And the brides of imaginaton
Came from the moistened prairies
Wearing thornless crowns of roses
And blackberries in coral clusters."”

This passage is marked by grandiloquent turns of phrase, such as “the cradle
of prophedﬁ"- “the pilgrims’ sanctuaries”, “the brides of imagination” and
“poetry’s brides”, and an element of exaggeration, as in “teeming Time's
distlled potion”, “6ime stood, with reverence thrilled” and so forth. Some-
cimes, however, nature is described with great simplicity and cconomy, in
clear-cut detail:

Blackberries under a high rock,

All over spread their coral hue;

And at its foot, the laure] grew,
Terebinth and inula viscosa crowded,
And the crimson tlip sparkled;"

As can be seen, there is no exaggeration and no metaphorical complication
here: just specific detail.

Frequently Rihani resorts to extensive metaphor. A typical example is
Gibran’s belonging to two cultures and his bilingualism; he is given the
image of a warrior fighting with two sabres simultancously. In New York
he entered into single-handed combat with elements that tore each other
apart within him:

His spirit, reason and heart contested;

His armour was two swords:

One from the East

And another from the West;

He gave one what his heart offered,

And the other with his mind and spirit coloured.

Both Arabic and English he encountered

And tamed them to express his mind and imagination.'™

In fact the entire poem can be seen as an extended metaphor: the birth
of Gibran heralded the awakening of Lebanon. It is a2 Romantic poem; it
contains much that is pure symbol, such as the image of three women, in
white, black and red, who symbolise art, passion and imagination.

The theme of the finale of the poem is the untimely death of the great
man, who left an indelible mark on the lives of his people. Gibran's aim of
uniting the achievements of two cultures into one was close to the heart
of Rihani. After all, both men lived the same dream and fulfilled the same
mission - to change and renew Arab society:
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Whatever the message we carried to the East and to the West,
Time will cver acknowledge our best.

And whatever literature for our fellow men we created,

The future will give us justice ...

Overall, “To Gibran™ is wholly Romantic in its outlook and its methods.
It contains much agitation and tension of feeling, and its hero is a singu-
lar individual who stands above the people. Creativity is portrayed as an
unfathomable, intuitive and secret process. In the Romantic spirit, this
elevated individual is juxtaposed with the capitalistic city. At the same time,
however, we sense that in this poem Ribani is also looking for new means
by which to reflect reality: there are many specific and lifelike details as
well as typical generalisadons; the concrete details include the recreation of
the conditions in which the poet lived. The Romantic landscape cohabits
with the realistic one. All this entides us to speak of a certain tendency in
Rihani’s Romantic method towards Realism, simplicity and clarity. In these
attempts in “To Gibran” to find new methods of reflecting life in its detail,
Rihani enriched Arab Romanticism with new features.

Romanticism in Rihani’s story Jahan and short prose genres

With his many interests and thoughts, Rihani found himself at the centre of
the sociopolitical and spiritual life of his people. He was sorely dissatisfied
with both the life he saw in his homeland and that which he experienced in
the West. He had no extensive programme of action, and only knew — indis-
putably and firmly — that he hated the oppression of the individual, as well
as brute materialism, reductionism, religious fanaticism, obscure prejudice
and the unjust distribution of social wealth.

Rihani inherited many positive ideas from the legacy of the Arab En-
lightenment. He was himself a successor to one of the cardinal Enlighten-
ment themes: the emancipation of the Oriental woman from centuries-old
oppression. The first to address this theme had been the champion of
women's rights, Qasim Amin (1865-1908). Rihani first broached the subject
of women’s emancipation back in 1910 with his story Zanbagat al-ghawr
(The Lily of Ghore), but returned to the theme in more detail, more persua-
sively and more completely in the long story Jahan," an artistically power-
ful, emotionally saturated work that captivates the reader with the brilliance
of its images, the acuteness and modernity of the problems it deals with,
and the complexity of its plot. It may be mentioned here that the conflict
between the ideas of humanism and of Nietzschean permissiveness is of
equal importance in this story.

The story was written in 1917 and its substance is as follows. The action
is set in the Turkish capital of Istanbul, at the palace of the retired Turkish
nobleman Reza Pasha. A complex relationship forms between his daughter
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Jahan and the German military consul General von Wallenstein, who wants
Jahan to become his wife or his lover. Although she has feelings of love
towards this man Jahan shuns physical intimacy with him, since von Wal-
lenstein belongs to the oppressors of her country.

Everything in the story, the principal idea, the plot, the method of out-
lining the main heroes, the characteristics of portraiture, the landscape
sketches, and the style all reveal Rihani as a Romantic in the full sense of
the word. The main theme is the struggle of woman for freedom from the
power of the ignorant prejudices that humiliate her as a person and trample
on her human dignity.

Jahan is the image of an exceptional woman, elevated above all around
her, endowed with strong feelings and passions, alone, alienated from every-
body and torn by internal conflicts berween duty and love, between the
thirst for revenge and patriotic feeling. The principal motivation for all
Jahan’s actions is her striving for freedom:

The goal Jahan sought to attain, her new dream, appeared again and again
before her, permeating the very depths of her ardent soul. Jahan longed for it
with all her being. She directed her prayers to this focus of her intentions and
spiritual searching, to the realisation of the martyr’s paradise she had found
and to this joyfully stirring symbol of hape. In wakefulness and in sleep this
goal shone before her vision, and she constantly repeated the word that was
precious to her.'”

The character of Jahan is portrayed with psychological insight; the
author reveals both her strengths and weaknesses, in all their contradic-
tions, The heroine’s actions are motivated by interior impulses, but these
are not always clear, even to her. “The internal dividedness in which Jahan
found herself had inevitably to lead to a crisis. The young woman’s thoughts
flowed first in one direction and then in another, and her attempts to resist
their flow were in vain as she tried to understand what it was that she had
to strive for.”®

Everything about Jahan sharply sets her apart from other people: her
unusual beauty, high breeding and totally independent social positon: her
wealth, superb education, and unique character; and her immense powers
of will, resolve and courage. Not only is her goal Romantic, but likewise
the fundamental conflict of the story - the struggle of opposing feelings
in her soul. She loves a2 man who is responsible for the death of her father
and brother, and who humiliates and torments her homeland. Should she
avenge them? Kill him? Or submit to her love and bear him a son® The
Romantics always choose conflict situations of this kind, which reveal with
the greatest power, acuteness and clarity the extraordinary passion and
emotions of their heroes and their capacity to accomplish heroic deeds, to
resolve with death the tragic conflicts of life. “In artistic realism attention is
drawn to other aspects of human life ... in all its psychological fullness. The
Romantic artist concentrates primarily on the dramatic, the exceptional and
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the outstanding, revealing the human impulse at the moment of greatest
internal stress and vividly and colourfully drawing out these driving aspects
of life.""

A particular characteristic of Romantic heroes is their solitude. They are
pushed to the fore of, and placed above, society. Because of the exclusive-
ness of their natures, ideals and aims, they hardly ever find companions
on their path and invariably act single-handedly, although their strivings are
for society’s benefit. This speaks of the individualism of the Romantic hero,
an individualism that is a protest and challenge to the ordinary, the prosaic;
in it “the poetic and Romantic dream is realised that does not wish to be
resigned to the spiritually impoverished and brutal prose of life”."* And such
is the heroine of Rihani’s story: she fights for the emancipation of women
and undertakes “social” actions, writes articles, appears in the newspapers
and translates Nietzsche - yet all this makes absolutely no impression on
her life, surroundings or human relationships: she is always alone. She is
not capable of growing fond of anybody from among her people: “Would
there be a person from among the sons of her country who would travel the
same path as her? ... who would comprehend the height of her endeavour
and would not subject her sacred dreams to derision!™""

Even her beloved father, of whom she is the only davghter, is not close to
her. Jahan keeps her interior closed to him, isolated by her pride, reticence
and estrangement. She is even separated from her people, condemning their
prejudices, submissiveness and humbleness: “Is this really that spirit of Islam
I summoned to help me? And is this that people whose support I need in the
struggle for freedom and justice? No, no. They do not understand me, they
cannot understand! Between me and them is an ominous abyss that grows
wider by the day.™"

The opposition of the Romantic hero to society and their mutual in-
comprehension is the most general indicator of their relationship — and this
is understandable. Ordinary heroes after all lead ordinary lives: they are
multifaceted, corporeal and complex. The hero of the Romantics is quite
different; his life consists solely in elevated aims and ideals. For him every-
day life does not exist, and therefore the Romantic artist does not portray
it. G.N. Pospelov remarks that “All the Romantics sought their Romantic
ideal beyond the boundaries of the reality around them. All of them, in one
way or another, opposed the ‘despicable “here”’ to an ‘indeterminate, secret
l‘thcrc” ’lnlll

The plot of Jahan also unfolds according to the rules of Romanticism. It
contains no sketches of everyday life, no fixed sitvations or settings. There
are no incidental situations, distractions, descriptions of other figures close
to the heroine, reminiscences of the past or tokens of ordinary life. Every-
thing is concentrated on the principal heroine, Jaban: her endeavours, her
experiences, her conflicts, her actions; all else is mere background, a merc
reflection of her vital activity. Even the image of the man with whom she
comes into lethal combat, her beloved and enemy, General von Wallenstein,
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is only roughly sketched, without any mention of his interior state. He is
rerayed only from that perspective which most fully exposes the reason
for his encounter with Jahan.

Von Wallenstein is depicted in the story as a “strong, blond-haired

» who always pushes his way through, sowing death and violence in
his wake. The author’s idea of his psychology is primitive: to subordinate
all people to his power, and to eliminate all impediments to this purpose.
He is constantly overwhelmed by feelings of extreme superiority over other
people; he is self-assured and unshakeable in his persistence. On arriving
in Turkey, von Wallenstein imagines that if “his long-cherished dream of
ruling over this great power, from Bursa ro Baghdad, finally becomes reality
.. then he, General von Wallenstein, will have far surpassed in power the
ancient Germanic kings”."!

Rihani also sketches the outward appearance of von Wallenstein: “a
manly face, burnt brick-red by the sun, in which deep blue eyes can be
discerned”.""* What moves him first and foremost is his thirst for power.
In sum, he is a typical exponent of Nietzschean philosophy, which was
profoundly alien and loathsome to the writer.

The name of Nietzsche appears several times in the story. Jahan is trans-
lating his book Alse sprach Zarathustra into Turkish; Reza Pasha speaks of this
author with disgust, disapproving of his daughter’s actions; von Wallenstein
selects works by Nietzsche when going to meet with Jahan. And von Wal-
lenstein often stands before Jahan herself in the manner of the “blond-haired
beast”, whom she must destroy in order to avenge all the evil he has caused.

Rihani has von Wallenstein candidly express thoughts and ideas of a
Nietzschean persuasion. Here, for example, are the general’s refiections on
sensing that Jahan will not submit to him:

“Is it really so that my greatness is exterior, affected and transient?”, he asked
himself. “Is there really not within it something of absolute will, primordial,
that turns on its own axis? ... Surely the power of an individual, his ability to
subordinate others to himself, manifests only in ruling over the fates of other
people, in his capacity to turn them into slaves? Surely she does not also have
powers over human abilities and souls>™""*

It is no coincidence that the author makes von Wallenstein a follower
of Nietzsche’s philosophy, since at that time this theory enjoyed a certain
popularity in the East. Many from among the Arab intelligentsia supposed
that the problems of their country were due to a lack of engagement and
Sir_lgle-mindedness in the people. However, Rihani docs not recognise
Nietzsche’s thought in any of its aspects, and the story presents Nictzschean
theory squarely in its primary idea - the power of the strong over the weak
- with all its inhumanity and brutality.

_l.'o a certain extent, for Rihani, von Wallenstein represents Western
military-industrial capital and the mercantilism of the bourgeois way of
life, with its forfeiture of spirituality. And the image of Jahan, with her
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spirituality and aloofness from all that is petty or mercenary, to a certain
degree opposes everything that von Wallenstein symbolises.

The Romantic structure of the plot concludes with the most Romantic of
finales: at a rendezvous with von Wallenstein, Jahan kills him, and then ends
her own life. It should be noted, however, that when Jahan was republished
in 1933 Rihani had altered the ending. Jahan saves herself and moves far
from Istanbul, devotes herself to journalism and raises the son she bore from
her dead lover-enemy. This alteration was significant. The new ending to a
certain degree reduced the exclusivity and exceptional nature of the heroine,
bringing her fate closer to those of ordinary people and making her por-
trayal more realistic. The change was motivated by various elements of the
narrative. In fact the author is trying to link the extravagance and exclusivity
of her character to the objective “circumstances” of her life. Her bravery,
determination and confidence in the omnipotence of her charms and her
special destiny, for example, were all to a certain degree motivated by the
conditions of her life. For all of it was given to her in the highest degree:
exceptional beauty, the highest position in her family and society, and
brilliant upbringing and educaton.

One may consider the most important objective “circumstance” to be the
fact that Jahan, 2 Muslim, obliged to wear the veil, who was brought up in
Europe “in the hands of a French governess”, gained knowledge of Euro-
pean languages and a fine education that notably included an acquaintance
with Nietzsche’s philosophy. Yet this singular individual was required to
live among “brutal customs and traditions™ This is the cause of her internal
split between love of her country and protest against its backwardness and
savagery: “This legacy of her forebears conflicted with her brave efforts and
broke the logic of understanding dictated by a European education.”"

Dolinina considers it no coincidence that of all the Oriental nationali-
ties, Rihani selected a Turkish woman for his champion of women’s rights.
This reflects the reality of the time, since Turkish women did then enjoy the
most favourable conditions among all the Islamic nations.""

An attempt to reflect the fullness of life and to address the most pressing
issues of the time are characteristic of Romanticism. In making freedom the
principal theme of the story, Rihani does not deviate from this tendency.
The concept of freedom unites the idea of the free individual with freedom
from the colonial yoke. But Rihani describes the period of the story with
greater accuracy than is common for Romantic artists: the second decade
of the twenticth century, the First World War, when Turkey was occupied
by Germany and leading Turkish figures were engaged in a struggle against
the foreign ruler.

A further Romantic element of Jahan is an intense lyricism, normally
found mainly in poetry, with its free expression of a lyrical authorial
element. For the Romantic, the objectively existing world is less important
than the inner life and the revealing of the inimitable “I”. In the story this
takes the form of frequent lyrical interludes by the author, who comments
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on both the actions of the heroine and her inner experiences. Everything
tha affects the heroine arouses ardent involvement, overt admiration and

sympﬂd'l}’ in the author. Even Jahan’s innermost spiritual experience is com-
municated through what is primarily the author’s own “voice™

She was concerned with the problems of the spirit - those longings that she
had pledged to bring to fulfilment for her own sake and for that of her country
.. [The] longings that stood before her again on that bright morning with the
clarity of a divine revelation. Her thoughts soared with ease to the cloudless
heights of the spirit."’

Rihani is almost always enraptured by his heroine: “Jahan stood, her head
bowed joyfully before the eternal face of the sun ... She was herself like the
sun that played on the domes of Istanbul: the same light illuminated her
heart.” ™ Sometimes the author’s comments about the image of the heroine
rise to the tone of Romantic political journalism, with its high style and
emotive agitation:

May the day be blessed that aroused the mind and soul of the Eastern woman,
the dawn whose light filled her heart: that heart of the whole nation that is now
being revived! Is this not a herald of victory for her sisters who yearn for freedom
and light, and her brothers who now defend their belief and their fatherland®"!

Some of the author’s digressions are concerned with abstract subjects that
have only a peripheral bearing on the plot. For example, he turns abrupt-
ly to the thought that has occurred to Jahan on the relatonship between
men and women: “O, how whimsical are women! Unsteady and inconstant,
always new, they are the same reality as the heart that beats in her heart or
the mouth with which she speaks; they are like the flowers by the side of
the road that flourish in the dawn and then wilt in the heat of noonude.™”

The lyrical quality of the story is heightened by the way in which the
heroine is portrayed, so that what is most important is not specific detail but
rather a certain general idea of her exclusiveness and uniquencss:

But her eyes ... it seemed that they drank in the whole depth of the azure southern
sky; in the lustre of her golden hair that fell over her bare shoulders could be
seen the reflected light of the sunset ... Anybody fortunate enough to have seen
her at that moment would have been convinced that they had seen a goddess."™

Not only does Rihani describe her appearance, which is striking in its
spirituality, but he also details her unusual clothing:

Then she put on a loose, translucent dress in green, the hem of which trailed
lightly on the floor ... Over the dress she put on a light green mantle embroidered
in gold, and bound it tight with a wide sash ... The shoes she chose were of the
same delicate green silk as the mantle and also embroidered in gold. Above them
gleamed gold bangles subtly encrusted with precious stones.

In her dress Jahan was like a fairytale Oriental princess. No; rather, she was
like a houri descended from paradise to the carth."
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Many of the landscapes in the story are also lyrically Romantic and reso-
nate with the mood of the heroine. Thus, after her quarrel with her fathe,
Jahan looks out her window at the view that unfolds before her:

In the distance, in the bay of the Golden Horn, the waves were slightly ruffleq
and like silvery spiders’ webs stretched between the sombre shores. The moon,
breaking through the thin clouds for a moment, threw its soft light onto the
minaret of the Eyiip Sultan mosque; the black silhouettes of cypress trees in
the cemetery beside it seemed like clusters of mysterious darkness akin to that
which stifles the light of hope.'*

However, next morning Jahan perceives the same landscape entirely differ-
enty, when her soul has recovered its hope:

In the rays of the sun the domes of Eyiip Sultan dazzled with their brightness. A
lirtle further away the cypresses had lost their formless night-time guise and now
bowed to one side with the gusts of the morning breeze; the sight was cheering to
behold and (Jahan) could breathe happily and easily. The pale blue waves of the
bay dissolved into a rippling silvery haze, pierced with golden threads of light.'*¢

The Romanticism of Jahan is evident not only in the emotively portrayed
love of freedom and social protest, the immersion in the inner life of the
heroine, and Jahan's exceptional nature, loftiness and elation, but also in
the principle by which the plot unfolds, whereby the entire chain of events
and all sitvational conflicts are concentrated solely on the heroine; all else
is mere background, serving only to highlight her specialness and lack of
similarity to other people.

The Romantic nature of the work is also clearly to be seen in a certain
lyrical element that pervades it. Apart from the lyrical digressions and
romantcised sociopolitical discourses already mentioned, Rihani’s heroine
is constructed for the most part not from her actions and deeds but rather
“by the author”, on the basis of his views and his attitude to what takes
place. Also, this lyrically subjective and descriptive portrait-like building
of her character and the landscape in both cases actively helps to reveal the
heroine’s inner world and experiences.

The very style of the story is also Romantic: elevated, agitated and deeply
emotional: “Freedom! This your name shines like gold in the dark heavens,
it is inscribed in blood in the abyss of darkness ... it sparkles in the mirror
of human souls ... Freedom! Be the clothes for mourning, the warriors in
armour, the victors in purple.”” And similarly: “May the day be blessed
that aroused the mind and soul of the Eastern woman, the dawn whose light
filled her heart: that heart of the whole nation that is now being revived!™**
Mysterious and strange images are piled together:

Monstrous phantoms flashed past her eyes, each more awful than the previous
- and now a powerful arm - she could not tell whether it was a man’s or that
of a devil or of an angel - seized her and dragged her to the spectral gates of
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happiness ... A werewolf, a huge insensate beast, bared its fangs, its eyes burned
in the darkness and its claws gleamed in the moonlight.'

The story contains many typically Romantic similes: “Her feet in their
green shoes were like the petals of a river lily, filled with the fresh breath of
|ife; her pale face, framed by her golden tresses, resembled in its colour the
silver surface of the sea”,"” and there are frequent extended metaphors: “For
the soul is like a turbulent river; when the winter wind becomes 100 severe,
the river suddenly stops in its tracks, ceases to flow and turns to ice.™

Jahan is evidence that by now Rihani had mastered many of the accom-
plishments of Romanticism, and the work also demonstrates the author's
interest in real, everyday life, which “is proved in all his subsequent work, in
which the Romantic tendencies gradually fade, while more and more space
is given to documentary prose”."”

Ameen Rihani always felt himself to be, as well as a writer, a fighter for
patriotism. This explains his natural affinity with political journalism. Ac
certain periods in his life journalism predominated over artstic creativity.
This fact is also recognised by Naimy in his article “Rihani in the world of
poetry”: “His journalism is stronger than his prose and poetry, for in him
the conceptual prevails over feeling and logic dominates over fantasy™.'"
Thus it would seem no coincidence that Rihani’s path to Romanticism was
not by way of Sentimentalism, as with Gibran, but rather via Enlightenment
Realism.

Rihani’s short stories, pamphlets, essays and sketches are all filled with
journalistic pathos. Their figurative artistic elements are closcly interwoven
with straight journalistic writing. Moreover, of all his creative writings only
Jahan can be considered a purely artistic work, with a developed and fin-
ished plot. In other cases the writer begins his work in the manner of a
storyteller but almost always finishes it as a journalist. A typical example
of this is the story “When Hell seems like Paradise™.'" This brief piece
conveys directly the author's perceptions, based on feeling rather than
speculation, of the essence of the capitalist city with its acute social disso-
nances. The story begins as an artistic work, describing the room in which a
worker’s family lives: “A small, bare room ... cold and dark ... the walls were
lit only by the feeble illumination of a candle and reflected lights from the
street. The hearth was empty, and the wind, entering through the chimney,
howled in it.””

The story begins at once: the family is waiting for the return of the
husband and father from the factory, who will bring coal for heaung and
cooking. The man arrives empty-handed. He explains to his wife about the
situation in the town, where the miners are on strike. This account also
forms part of the content of the work. However, the objective narration 1s
frequently interrupted by journalistic digressions by the author, in which he
expresses his concern at such a state of affairs, where people go hungry and
children die of cold. The story culminates in the death of their child:
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The mother rushed over to him, felt his pulse and, biting her lip, called her
husband and son to her. Wrapping the child hurriedly in a blanket, she took
him in her arms and began kissing him feverishly. But the child was cold, like
ice, and as unmoving as the iron of his bed-frame. Neither a blanket nor his
mother’s warm kisses could return his life to him."

The story-sketch “Over New York’s Roofs™"” is written in something of
a similar vein. In it the author invites the reader to look down on the build-
ings of New York from the top of a skyscraper. Again a rudimentary plot is
interrupted by a stream of journalistic utterances by the author, in which,
using romantically generalised, symbolised sketches he speaks of the sharp
polarisation of the people into rich and poor, into oppressors and oppressed:
a small handful of people live in clean and spacious houses, in luxury and
leisure, but the majority return every day, following long and exhausting
work in mines and pits, to cold and dark slums. Each day, “With the coal
there burn also the souls of those men and children who mine in a dreadful
darkness™."” This description has much in common with an extract from a
work entitled “New York™

Your iron womb is barren, your wooden breast is eaten away
by worms,

On your copper forchead is a green bloom of oxide and your
marble mouth has set hard with cold beauty.

Woe to your sons, woe to those who worship you.

Woe to you! In your markets, your amusement houses, your banks
and churches and in your voice is the clanging of gold ...

Your storehouses hold the world's bounty, your safes are filled with
treasure,

Your mansion-houses are the miracle of civilisation ... but your
shanties are full of destitution and groaning."

The writer comes to a journalistic conclusion: that a society in which
there is injustice and deprivation of rights must necessarily undergo social
change: “A social system based solely on the disastrous state of its members
is a society of injustice and deception. It is so unfit as to need reform, altera-
ton and improvement.”"* Here, as on several previous occasions, Rihani
expresses the utopian hope that the solution will take the form of reforms
and improvements in moral standards.

Despite the fact that Rihani spent long periods of his life in America, he
kept his homeland constantly in mind and always considered himself a son
of the Lebanese people and of the whole Arab naton: “I am a Lebanese
Arab and want the Americans to know that yesterday, today and tomorrow
| was and will remain the son of only one nation. That nation is the Arab

moplc‘!llﬂ

An émigré and a wanderer, Rihani loved his long-suffering and humili-
ated homeland deeply and to an unhealthy degree; he passionately dreamt
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of seeing it liberated from c_nppn_ssion and slavery, enlightened and blossom-
ing, and fought for its revival in every way he could. Krachkovsky writes:
«His homeland — the Lebanon - took first place in all his dreams ... wher-
ever he was, his longings were directed towards the Lebanon,™*

Rihani created many tales and sketches about life in Lebanon, and spe-
cifically of Beirut and its surroundings. In these he clearly and concisely
& the typical aspects of life for the people of Lebanon (“The cross,
or a day in Beirut”, “The lofty palace”, “From a description of Beirut™ and
several others). For the author, Beirut represented the homeland, i.e. the
Lebanon, as a whole.

Particularly characteristic of Rihani’s Beirut sketches is a type of
Romantic portrayal in which separate, generalised pictures, filled with
specific real detail, build up the everyday life of the city in both its quict and
busy moments. o

The fantasy sketch “The Cross, or a Day in Beirut™"' gives an account
of the suffering of the Lebanese, their terrible hunger and the outrages
inflicted on them by the Ottoman powers during the First World War. The
story is told in the first person, with the narrator witnessing directly all
that takes place. He is shocked by what he sees and does not recognise the
city of his birth, and nor does anybody recognise him: it is not people that
wander in the streets but shadows, afraid to stop and speak; about him lie
the corpses of those who have starved, and gallows stand in the squares.
Wherever the hero knocks, the door is not opened to him; whoever he asks
after is no longer among the living.

I do not doubt that I am in the city of my birth, but my people - where are my
people? Are these really wealthy people who rave in these rags, the people from
whom not long ago I took my leave as I departed? Is this really all that remains
of those proud, noble and good people? ... are these exhausted and emaciated
ghosts those same strong men who used to trade, were involved in education.
who wrestled with each other and lived full and happy lives?""

The author’s shock spills over into his agitated, interrupted speech, full
of exclamations and rhetorical questions. It contains pain, grief, despair,
horror and indignation:

O Allah! Who are these skeletons, these ghosts? I saw how they walk, asil their
feet were in chains ... And these are the inhabitants of my favourite ciry. to which
I gave a part of my soul! ... Where are my friends? Where are my brothers:
Where are they who only yesterday were the best people of this city, the light
of our people>'

He turns to God: “Forgive, O Lord! I have lost faith in You and deny
Your divine disposition and blaspheme against Your name!™" and appeals
to the people: “My brothers! 1 looked for you today in the city, but I'was
brought to you by the dark night, joined by the stars of heaven.™ At the

end of the story, however, Rihani expresses hope that a better future 15 1n
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store for his people: “My nation is immortal; it will not die so long as there
is even a glimmer of hope in its heart. It will not die while its sons become
martyrs and die for truth, homeland and freedom!™*

The mood of the story is typically a confluence of Realism with the
illusory and fantastic. Reality here appears in naturalistic details, and
through these the author picks out the realities of Lebanese life all the more

sharply:

Here was a boy, sprawled on the pavement. Hunger had brought him to the
ground. When [ saw him, ] thought that he was dead. Nearby a dog was chew-
ing on a bone. The boy noticed it and crawled towards it on his belly. Reaching
the dog, he pulled the bone from its mouth, ignoring its yelp. Then he quickly
crawled back, looking about him startled, as though fearing that somebody
would take his bounty from him.'*

“From a Description of Beirut™* contains no dramatic scenes or images
of violence; its mood is rather elated and exalted. The style of the essay is
thickly Romantic. The author aims to recreate the image of Beirut, but
does not resort to description. He creates a certain Romantic metaphor for
the city on the basis of contrasts. On the one hand, Beirut is the “mother
of cities”, “the sister of Jerusalem” and “the pearl of the East”, while on the
other she is the “maidservant of Paris”, “a pearl in dirt and dust”, “a coral on
the beach, where gold is mixed with sand and silver with mud”, and so on.

These metaphors characterise all aspects of the city’s life, both material
and spiritual, its relationship to the West and the state of its cultural deve|-
opment: “Beirut is the pearl of the East, in the copper bezel of the West ...
the youth of freedom - and its age ... Beirut is the rostrum of the constitu-
tion and its gibbet ... the beauty of order ... [is] noisy anarchy”."!

The author also uses metaphor to evaluate the role played by Beirut in
the transmitting of civilisation from the West to the East: “It is a moon that
reflects the light of the West and illuminates the East ... it is a field with
good carth in which Europe sows her wheat and her weeds, her roses and
her wormwood”."® Here Rihani emphasises that it is not only the achieve-
ments of science and civilisation that are coming from the West to the
East, but also its “weeds”, that is to say, its shortcomings. At the same time,
however, Rihani bitterly comments on the intellectual void of Beirut - the
inertness of the intelligentsia, the weak development of literature and the
absence of political life: “Dirt, sewage and dust on the streets of Beirut ...
and in its literature, and in its politics, and in its religion!™*

The style of the essay is not only Romantic; it also reflects the Romantic
outlook of the author: the hope of a great future, which will be the result

of moral perfection and the correction of man and society under the influ-
ence of ethical ideas. The author supposes that this process will be served
by “true child-rearing” and “true education”, together with progress, pat-
riotism and justice. He writes: “When these virtues become established in
the shepherds and the flocks, and in the princes and the people, then the
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sureets of the city will be broughtinto good repair and the ways of literature,
eligion and politics w1_ll be Teformed. improw: life, and power is improved;
improve life, and the city is am?rovef:l. . .

“The Lofty Palace™* is written in a style that is new for Rihani. This
work differs from previous stories in having a more exposed plot, in its
originality and in its marked ending. The story runs as follows. The author
is walking through a valley filled with flowers and vineyards towards Sofar,

2 suburb of Beirut. He wants to visit the casino and roulette that are sitvated
in the “Lofty Palace”, the meeting point for Lebanon’s aristocracy and the
pride of Sofar. In his modest and dust-covered clothing, the author is not
admitted into the building. After much effort, however, and now suitably
dressed, he succeeds in entering the restaurant and sces the clite at play. The
author checks into the hotel for the night, and in the morning wishes to take
a bath. But this proves impossible: the bathroom of the “Lofty Palace”, the
most luxurious hotel in all Beirut, is out of order. Rihani ironically juxta-

the pointedly European style of the society dress, the ladics in their
décolletée Parisian dress, the ballroom dances, the trained footmen, and the
haughtiness and arrogance of the visitors, with the lack of that elementary
and essential accessory of a civilised institution - a bathroom.

What is new in this story is a Romantic irony in the contrast of what
should be and what in fact is. The constant champion and advocate of the
importing of the best achievements of Western civilisation - its culture,
technology, science and art — now sees that all this is the wondrous preserve
of the privileged society that is to be found at the “Lofty Palace™. Thus
even the name of the building is given a degree of irony. In Dmitriev's
view Romantic irony is the same as Romantic grotesque, being one of the
“characteristic stylistic devices of many Romantics, one of the features of
their artistic manner”™.'*

The beginning of the story is journalistic in style and full of sharp con-
trasts. It opens with the image of a beautiful valley with vineyards, “whose
cheerful greenery concealed the heavy bunches of grapes™, and culogises the
hard-working hands that have cultivated the vines. The modest dwellings
of the labourers and a small church give the narrator feclings of concilia-
tion and admiration. Yet all this beauty and splendour is in the power of the
Jesuits: “We are in the abode, dear reader, the abode of the Jesuit Fathers, in
which the law of worldly life, which gives rise to surprise, sorrow and gricf,
dominates over all.”"”

The author goes on to discuss the hypocrisy, greed and duplicity of
the official Church, which preaches one thing while secking something
entirely different: “Be industrious, perfect your labour and strengthen the
bonds of solidarity ... be obedient, and you will gain this world and the
other! In secret, be who you wish — ... but be dutiful, assiduous, zealous
and patient.”""

Rihani employs themes in “The Lofty Palace” that are characteristic of
the Syro-American School: the critique of clerics who distort the true face
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of religion, and the desire to change life in the homeland for the better with
the aid of Western cultural achievements.

Rihani’s travel writing occupies a particular place in his prose works and
is characterised by his descriptions of everyday life. Let us note that “the
Romantics cultivated the everyday-life sketch, which became the middle
link between the Enlightenment essay and the ‘physiologists’, in which
elements of realist analysis had already accumulated”.””

Typical features and details of everyday life are widely included in the
fabric of Rihani's tales of his travels. These are particularly concentrated
in his depiction of the outward appearance of people — their clothes and
manners of behaviour:

So let us examine the dress of the people of Baghdad ... We will start with the
head, or rather with the attire of the head that adorns it: the wrban or sidar ...
The first type of ugal that attracts the attention is the large #ga/ that is braided
from brown or coffee-coloured wool ... They wear the ugal above a dark bluc
or red headscarf ... From the head let us move down to the body and talk about
the aba that covers it from above. It may be black with gold, silver or black
stitching ... A black aba with gold or silver stitching is made in Baghdad from
European cloth.'”

And so on. He also creates picturesque, realistic descriptions of individual
streets, alleys, Islamic buildings and domestic animals:

The mule has a stiff neck and obeys neither the bridle that the rider frequently
has to use instead of the knout, nor even the pebbles in the driver’s hand. The
mule’s eyes Rare up and break out in red flame at the slightest of provocations.
His ears remain alert, as though warning that the mules are about to rebel, and
the hoofs obey, with lightning speed, the orders of the eyes and ears; the mule
starts to kick with its hind legs, even if there is nothing and nobody behind
him. Then he stops in the middle of the road and begins to turn about himself,
After this he gallops, until this fit of madness hits upon the first tree or bench
to find itself in his path."

Such everyday details and sketches cannot, however, be considered to be
Realism. In Rihani’s stories of travel they harmonise easily with Romantc
style and cohabit on equal terms with the Romantic colouring of the works.
For this is the reality of life, whose depiction is innate to both Romanticism
and Realism.

Ameen Rihani was a distinctive and original writer whose multifac-
eted output brought diversity to the range of genres, subject matter and
poetics of Arab Romantc literature. His works were strongly pervaded by
ideas intrinsic to Romanticism, such as a broad democratism, a pantheis-
tic relationship to nature, a philosophical view of the world, the raising
of moral questions, and a sharp critique of bourgeois civilisation. Many of
the aesthetic and philosophical positions of the Western Romantics, and
in particular of the Transcendentalists, met at a deep level with both the
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spiritual disposition of Rihani himself and the social questions with which
he grappled in his works.

Rihani the Romantic is above all the son of his people and his time, and
indissolubly linked to his nation and to Arab reality. Accordingly, in his
works Romanticism gains a national character. The originality of Rihani's
Romanticism as an Arab writer was also reflected in the particular character
of his journalism, which contained vividly expressed artistic traits.

Rihani’s artistic output proved a notable phenomenon in the devel-
opment of the new Arabic literature. His literary legacy not only added
depth to the Romantic method but also endowed the next generation of
Arab writers with the perceptions and highest attainments of Western
Romanticism, which he had thoroughly assimilated.



Chapter 4
Mikhail Naimy and nineteenth-century
Russian literature

Introduction

Mikhail Naimy (1889-1988) is one of the most highly reputed of the classic
authors in Arabic literature.' He was a most progressive, sensitive and gifted
son of the Arab intelligentsia who, with immense energy and staggering
dedication, joined in the process of creating a new national life, yetin doing
so did not forget the uniqueness and wealth of their historical past: human-
ism, a constant search for truth, moral purity and justice.

Naimy’s creative output took a wide range of forms. He was the author
of a number of stories and novels (Memoirs of a Vagrant Soul, Till We Meer,
The Book of Mirdad), plays (Fathers and Sons, Job), short story collections
(Once Upon a Time, Grandees, The Man with the Fat Calf), literary—critical
articles (The Sieve, Press Interviews), poewy (Eyelid Whisperings), aphorisms
(A Vineyard by the Road), social and political essays (Beyond Moscow and Wash-
ington) and memoirs (Seventy). Many of his articles on social, literary and
philosophical topics are also gathered in the collections Food for the Godward
Journey, Threshing Floors, The Idols, Light and Darkness, A Straw in the Wind,
Pathways, Marginals and others.

Mikhail Naimy’s early life was linked with Russia, Russian culture and
literature.? The Lebanese youth found his way to Poltava from his distant
Arab homeland by way of the Russian missionary school in Baskinta and
the teachers’ seminary in Nazareth. In Poltava Naimy encountered the
full wealth of classical Russian literature. “While at the seminary | quickly
immersed myself in Russian literature”, he writes in a biography he later
presented to Krachkovsky. “In front of me a truly new world was opening
up, full of wonders. I read voraciously. There was hardly a Russian writer,
poet or philosopher whom 1 did not read exhaustively.™

The backwardness of Arabic literature in comparison to the Russian, and
its isolation from people’s real lives, was becoming increasingly evident to
him: “The poverty of our literature and the ineptness of its writers, who
interest themselves only in the exterior phenomena of the human soul,
became increasingly clear to me. Before that time, I had envied some of
our writers and poets and tried to imitate them. Now | dreamed of writing
as the Russians write.™ Naimy’s period of study in Russia was therefore an
important ime for his moral and spiritual maturing. From Russia, however,
he took not only his indelible impressions of Russian literature, but also the
vital spirit of intense and active social and political life and struggle:
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I is true that 1 am a guest and a stranger in Russia but, as my life has come o
be a part of the life of the country to a great extent, I have come to feel tha |
am one of its sons, feeling the great pressure to which its people are exposed by
the Emperor and his entourage, and the higher classes which cling desperately
to their rights, disregarding their duties towards the people.’

For taking part in student demonstrations, Naimy was expelled from the
seminary for a year. He based his poem “The Dead River” on his impres-
sions of the revolutionary events of 1905; in this poem he compares Russia
with a great river that is bound with ice.* After passing his final examina-
tions at the Poltava seminary in 1911, Naimy returned to Lebanon.

For the rest of his life Naimy remembered his years in Russia with great
gratitude and affection, and likewise the impression he gained from the best
examples of classical Russian literature.

The literary stagnation to be found throughout the Arab-speaking world struck
me with force when 1 left Russia. This had an oppressive effect on me and was
painful in the extreme for somebody who had been brought up on the fine ant
of Pushkin, Lermontov and Turgenev, on the laughter-through-tears of Gogol,
the captivating realism of Tolstoy, the literary ideals of Belinsky and finally, on
the great humanity of the most powerful, deepest, fullest and most moving of
all Russian writers, Dostoevsky.”

There thus formed, naturally and logically, a link between the Russian and
Lebanese literatures, and Naimy’s activities were a living example of contact
between national literatures.

In this chapter we have set out to expose the influence of Russian litera-
turc on Naimy’s work, without in any way negating the depth and origi-
nality of this talented writer. As Zhirmunsky says, “Comparison does not
destroy the specificity (individual, national or historical) of the thing under
consideration. On the contrary, it is only through comparison, that is to say
through establishing similarity and difference, that it is possible to say in
what this specificity consists.™ In assimilating, or indeed for some reason
rejecting onc or another of the Russian classics, Naimy always remains an
Arab writer; in all details he retains an Eastern flavour that colours the plot,
compositional structure, style, imagery and the very character of the life
being portrayed. All this is his and reflects national traditions. Given the
degree of influence of Vissarion Grigor'evich Belinsky on all of Naimy’s
work, however, we have considered it necessary to begin this chapter with
an analysis of that influence. Naimy’s critical and theoretical essays, col-
lected in his book The Sieve,’ are persuasive evidence that he assimilated the
principles of Belinsky’s aesthetic conception. The fact that Naimy followed
Belinsky's critical-aesthetic principles also naturally prefigured, to a certain
degree, his interest in the artistic searches of other classical Russian writers.

The influence of Leo Tolstoy on Naimy’s world-view pervaded all his
work. From his youth Naimy had been particularly interested in moral
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questions, and found in Tolstoy values close to his own, that addressed his
o artistic and aesthetic necds the call to universal brotherhood and love,
e spi.ril"ﬂl freedom and to high moral standards. The main ideas in certain
of Naimy’s works (Memoirs of a Vagrant Soul,'* The Book of Mirdad," The [ ast
Day" and others) are close to some of Tolstoy’s social and politcal writing.*
The influence of Ivan Turgenev on Naimy’s output can be seen in paral-
lels between specific works, for example Naimy’s play Fathers and Sons and
Targenev's novel of the same name. The Realist tendency started by Naimy
in his Fathers and Sons continues in his early short stories, where the influ-
ence of Chekhov can also clearly be seen.

The aesthetics of Belinsky in Naimy’s views as a critic

Naimy’s critical judgements, which reflect his own literary and acstheuc
conceptions, provide important material for understanding his own artisuc
works. Krachkovsky wrote: “A competent expert on Russian literature who
was reared on its classic examples and who has thought through and keenly
felt the ideas of Belinsky, he (Naimy) may justifiably be said to be one of the
outstanding Arab critics of the present time.™"

In the 1920s Ignaty Yulianovich Krachkovsky and Klaudia Viktorovna
Ode-Vasil’eva (a Palestinian Arab who taught at the Palestinian Socicty in
Nazareth and later at the Institute for Living Oriental Languages in Len-
ingrad) had the idea of creating a reader on contemporary Arabic literature
for students of the Oriental Studies Faculty, which would give a brief in-
woduction to the authors. In their search for suitable matenal they came
across an article by Naimy, who at the time was stll an unknown crite,
Reading the article, the Soviet Arabists “sensed great strength and courage™
Krachkovsky remarked, “I was afraid to succumb to my first impression,
yet there seemed to me somehow to be all the echoes of Russian critical
thought [directed to] the little-known Arabic literature of that time. "This
impression gained in strength when a collection of his articles appeared n
1923 under the significant title The Sieve.”™"* In the preface to Naimy's auto-
biography Krachkovsky remarked: “In his (Naimy’s) works, particularly the
critical essays, I was aware of traces of the influence of Russian hierature,
and in particular of Belinsky's school of criticism.™* Referring to Naimy's
statement that the true writer is “the fruit of the feclings and aspirations of

" The exchange of ideas and philosophy with ‘Tolstoy was particularly character
istic of Naimy’s mature and later periods. For this reason, the present monograph
includes analyses of The Book of Mirdad (1948) and The Last Day (1961, wntien at
2 later stage in the development of Arabic literacurc and in fundamentally different
conditions, outside of the Syro-American School and in the context of fervent hiter
ary development in the Arab lands. This fact ance again proves that Naimy remaned
influenced by the Russian writer throughout his life and in all his works.
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the nation”, Dolinina specifically points to Belinsky’s article “Literaturnie
sal® “Lite Czsti.n B)lil ) )
meggr:y(himmmyecogxﬁsﬁ that his education was based on Bel;lmsd‘kz‘gt-
erary ideals. “As for Belinsky”, he writes, “who was, without doubt, of
among Russian critics, he showed me the hearth of n-ud;fulnf thezs, sltrenfg:hh,
kindness and beauty in literary activity, and thc greatness of l.li?e e of the
writer, so long as he fulfils it well towards himself, towards the life around
him and towards his rcade::l.”" - e
imy became interested in Russian cnoci
Po::':::nsimimry. As well as articles by Belinsky, he read the works of other
critics and historians of Russian literature, notably Yevgeny Am'ireench
Solov’yov (1867-1905) and in particular his b_ooic Opyf' ﬁbm,fx': na_mkoy
literatury (The Philosophical Qutcome of Russian Literature)." Russian litera-
ture and criticism helped Naimy to feel and unde’rsupd more deeply the
backwardness and stagnation that predominated in his own country. He

wrote:
This was a period of abundant literary harvest, a period in whic.h_my thinking
came to theP;oil. a period for me of outbursts of feelings and spiritual growth.
And this apened my eyesto the pettinesses with which my counu-yoccupua_d itself,
as indeed did all the Arab countries, indeed the whole of the East — particularly
in the realm of thought, art and literature."”

while sll a student at the

Under the direct influence of the best examples of classical Russian litera-
ture, Naimy’s critical artitude towards Arabic literature grew sharper. He

wrote in his memoirs:

My first concern at the start of my literary activity was to declare constant war
against hypocrisy in literature. I insisted that truth and sincerity in poetry and
prose were more important than sonority of rhythm or the vividness of words
and expressions. In my first published article I wrote: “Sincerity!! O if only we
had but a little ... a mustard seed!™

It was thus not a coincidence that Naimy’s first published literary pieces
were critical artcles and reviews of works by Arab writers. Particularly
noteworthy are his reviews of Gibran’s story Broken Wings" and his col-
lection of prose poems, A Tear and a Smile.”* The émigré poet Nasib ‘Arida
(1887-1946) remarked in a letter to Naimy on the high professional stand-
ard and objectvity shown by the author in the article. At the end of the
letter he added, addressing Naimy himself: “I would like to ask you a favour:
Read more of the works of the Arab writers, from Yaziji up to our contem-
poraries. Maybe you will become for us what Belinsky is to the Russians
and Sainte-Beuve is to the French.”" The words of ‘Arida proved to be
prophetic, for Naimy became one of the first eminent and acknowledged
critics of Arabic literature, who viewed artistic works in the context of their
organic tie to real life, while also giving importance to the depth of concep-
tion of ideas, the form and the artistic language.
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The influence of Belinsky can be clearly scen in the articles collected in
Naimy’s book al-Ghirbal (The Sieve), which may be considered the writer's
aesthetic credo. The title of the book indicates its aim: to filter 3l the offer-
ings of Arabic literature through the sieve of criticism. The words of Leo
Tolstoy spring to mind: “In order to find gold in art it is necessary to collect
a lot of material and sift it through the sieve of criticism.™ It is difficult 1
say for certain whether Naimy was familiar with this statement by Tolstoy,
but there is no doubt that he shared his views on criticism. '

The first edition of The Sieve was published by the Cairo publishing
house al-Matba‘a al-"asriyya in 1923, while Naimy was still in New York. It
contains all Naimy’s articles and criticism, from 1913 to 1922, that had been
published in the Arab émigré press, in particular in the magazine al-Funun
and the newspaper a/-Sa’ih. The preface™ to the book was written by the
renowned Arab philosopher, poet, prose writer and literary expert ‘Abbas
Mahmud al-'Aqqad (1889-1964). He speaks highly of Naimy's talent, and
his ability to analyse in depth and objectively appraise works of literature,
and comments that life was still difficult for those writers who followed the
path of innovation and openly spoke out against traditions:

Truly, [am astonished, in reading this book, at how close it is to that new literar
world in which I live. I see a zealous pen that seeks true poetry ... I see that the
author grieves on account of the threadbare state of our poetry, which has been
left, as he says, without poetry. For poems have been written about practically
every occasion of our lives, yet there are no poems that reflect our feelings and
thoughts. In the poet Naimy wishes to see a prophet and nor an acrobat. and in
poetry inspiration and not trickery.**

Thus al-"Aqqad hears the echo of the words of Muhyiddin al-Rida, the
literary historian and critic: “I knew that The Sieve would be received in
Egypt like a thunderbolt and would whip up storms.™

The artcle “al-Gharbala” (“Sifting”)™ sets out the author’s aims in The
Sieve. Here Naimy declares his credo as a critic. He believes that “the main
task of the literary critic is to distinguish the genuine from the imitation, the
be'autifull from the ugly and the true from the false™. ™ This belief concurs
with _Be!msl:y‘s ideas: “And so, in my opinion, the first and most important
question that faces the critic is: is this work really graceful, is this author
truly a poet? It is from addressing this question that an answer emerges
concerning the quality and importance of the work.™ What qualities must
the critic then have, who undertakes to distinguish the real from the imita-
tion and the deformed from the beautiful® Naimy believes: “There exists
only one general attribute, without which the critic cannot proceed. Thisis
an Innate capacity to assess the value of things. This quality subsists by its
own laws and is not subject to any external rules. It devises certain criteria
and measures of its own and does not conform to common criteria and
measures.™ And it was Belinsky who gave particular importance to a sense
of aesthetics:
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A fine poetic sensibility and a deep capacity to receive impressions of grace -
these are what constitute the first condition of the ability to criticise. It is by
means of these that one can distinguish at first sight imitative from genuine
inspiration, rhetorical mannerisms from the expression of feeling and fancy
exercises in form from the breath of aesthetic life.”

In line with Belinsky, Naimy does not recognise any fixed or established
standard for beauty.

The task of the critic is to develop taste, and “he penetrates into the
storehouse of the poet’s soul and reveals its secrets™” By this means the true
critic becomes an educator and mentor to society. Belinsky wrote about this
enlightening mission of the critic thus: “The goal of the Russian critic must
consist not only in widening the range of human understandings of what
is beautiful, but also in spreading within his country the already existing,
settled conceptions on this matter.™

Discussing the manner in which works are assessed in Arab criticism,
Naimy remarks that it tends to be arbitrary, momentary and subjective, with
the emphasis on the detail (“al-Magayis al-adabiyya™ (“Literary Criteria™)).
At the same time, as a rule, the work as a whole falls out of the critic’s ficld
of vision. “Our problem is not that we do not have criteria. It is that there is
nobody who will occupy himself with their application in literary practice,
Unfortunately for us, the greater part of our literary activity is left to the
newspapers and magazines.”” Here he cites, with irony, some of the evalu-
ations that the latter give: “a work of genius”, “outstanding”, “brilliant”,
“exceptional” and so on, and states that such “criticism” is disorientating for
the reader and spoils his taste.

In his article “Mihwar al-adab” (“The Crux of Literature”)” Naimy
argues that the fundamental object of portrayal in literature is the human.

The most rational and marvellous of all living things ... is the most enigmatic
of puzzles. From the very moment when he first became conscious of himself,
right up to the present day, the human being has remained in a constant strug-
gle with nature ... His spiritual powers are inexhaustible. These are powers that
place the human above the animal world, that illuminate a path through the
darkness of existence, that cultivate love within life, which ignite in us a spark
of hope ... and lead towards the unknown."”

The theme of the human as the crown of creation occurs in a series
of other works by Naimy. For example, in the article “Nahnu ahsa, aw
aba’una?” (“Are we Better, or our Fathers?™) he writes: “Man, in my view,
is a drop of the divine, containing all powers, all knowledge and all his
descendants, The possibilities for the development of the human self are
unlimited.” Naimy holds the deep conviction that the interior world of
man, his feelings, thoughts, life and struggles, his social structure and his
mastery of the powers of nature and so forth are all fertile ground for liter-
ary creation. It was precisely this conception of the object of literature that
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Belinsky introduced and developed in his critical works: “There is not, for
art, a more rewarding and elevated subject than mankind.”" Not only does
literature recreate the experience of life and reproduce life as it is, but it
also sifts out much that is irrelevant or, in Naimy’s words, “separates the ore
from the rock”. And it is only he who expresses the thoughts and aspirations
of the many, and in whose emotions and experiences the feelings and aspira-
sions of a whale generation are objectively reflected, who may be considered
a great artist. “Only those monuments are eternal in which there lives an
eternal spirit ..., where human feelings are expressed in the voice of the
that have not previously been expressed ..., where he reveals in himself
what was previously hidden to him and hears that which he was previously
unable to hear.”® These words of Naimy resonate with the oft-cited ideas of
Belinsky about the deep interrelationship between the poct and humanity:

A great poet, when speaking about himself, about his *I", is in fact speaking of
the generality, of humanity, because his nature contains everything by which
humanity lives. Thus, in his sadness anybody will recognise their own sadness;
in his soul anyone will recognise their own, and will sec in it not only the poet but
alro the man, his brother in humaniry."

Naimy remarks in his theoretical article “al-Maqayis al-adabiyya™
that certain of the spiritual values possessed by literature are eternal, not
subject to the destructive influence of tme or to changing fashions. These
are above all the “sphere of the emotons” - such as “hope and despair,
triumph and failure, belief and doubt, love and hate, pleasure and pain,
sadness and joy and fear and courage.”" Without doubt, the artistc power
of the work depends on the extent to which it satisfies “the requirements of
being guided by life”.* Naimy calls this quality “the light of truth”, which
literature carries in itself. Finally, the aspiration to beauty is another objec-
tive criterion of permanent importance for an artistic work. And nawrally
the giftedness of the artist is expressed above all in the degree to which he
masters the inexhaustible treasury of human speech. Naimy also expects
clarity of exposition, good compositional structure and, in poctry, a clear
rhythmic system. The ideas expressed in this article by Naimy recur con-
stantly in many works by Belinsky. Belinsky defines the reflection of reality
in literature as “the perfect truth of life™."

The essence of poetry is discussed in Naimy’s article “al-Sha’ir wa
al-Shi'r” (“The Poet and Poetry”),* in which the critical aims of Belinsky
are tangible. Naimy considers poetry to be an inherent human need:

Poctry has been there with man in all times. From the moment of his appear-
ance in the world it stands beside his cradle and accompanies him in work and
rest, in grief and joy, in war and peace and in times of prosperity and in the
hour of need. The tailor’s needle, the blacksmith’s hammer, the bricklayer's
plumbline, the sickle of the reaper and the plough of the ploughman - all these
are familiar with poetry."’
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How often, when trying to express our feelings and state, ere tm’:;.l t; d}e
works of the great poets, for there we find “che story of li ""h vely
images and an explanation of our feelings and emotions, that whic wf;dm
not capable of expressing in our own words”.* This is what Naimy consi ers
to be true poetry, the essence of which, in Belin§l:ys_ wordﬁ, ‘:s sufh that “it
gives a bodiless idea a living, sensory and _b;aunful image”,” or expﬁ:s
the subjective side of man and opens our vision to the interior man, and that
is why all of it is sense, feeling and music™.

Na};my‘s conclusions about the essence _of poetry are r_tatun] and pro-
found. “Poetry will always be one of the spiritual necessities of man, since
it allows his dreams of beauty, justice, truth and happiness to come true.

Poetry creates a picture of life that is undcr.standable to the soyl. an umd‘fu-~
standing that does not require sound or vision. It stands hand in hand with
man.™" He is concerned that Arabic literature has “too many vemlﬁe.rs. b.,.u
very few poets™.* The main reason for this situation, as Naimy sees it, is
that many literary men are still not aware of what constitutes true poetry,
which for him is “life itself, that weeps and laughs, that is noisy and silent,
that groans and rejoices, that ransforms and creates”™.” ) L
So what does an artistic work represent as a form of creation? Is it imagi-

nation or fantasy or is it in fact an accurate portrayal of reality?

You have never created 2 hill, a forest, a sea, the sun, the sky or a stream. All this
you have seen with your own eyes and felt keenly. Yet at the same time you cor-
related it all, appraised it, discarded what was superfluous and selected what was
necessary; then you composed all that you had selected in a way det?rmmed by
you, and the result was a picture painted in your imaginauon. You’ did not ?ltcr
reality; you did not “create” anything; but rather you took real existing objects
and phenomena of nature, discarded the superfluous, increased the necessary
and arranged everything in a way that was pleasing to your soul.”

Again, this statement by Naimy, on the reladonship between existing reality
and what is transformed into an image in an artstic work, is in agreement
with Belinsky’s aesthetic conceptions:

There is much of beauty in living reality ..., but in order to enjoy this reality, we
must first possess it in our understanding ... a landscape created on the canvas of
a talented artist is better than any picturesque view in nature. But why is this?
- Because it contains nothing by chance and nothing superfluous; all its parts
are subordinated to the whole and are all directed towards a single aim, and
together form something beautiful, complete and individual, completely and
individually. Reality is of course itself beautiful, but it is beautiful by its essence,
by its elements and by its content, and not by its form.”

Discussing the aim of poetry in his article “al-Sha‘ir wa al-Shi‘r” (“The
Poet and Poetry”), Naimy rejects the idea of art for art’s sake and that of the
utilitarianism of poetry. In his view, art is intended to answer to the highest
spiritual questions: “The poet is a prophet, philosopher, artist, musician
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and preacher. A prophet, because he sees with his soul what is hidden from
others. An artist, because he can embody what he sees and hears of beauty
in the forms of words. A musician, because he hears a harmony of sounds
where others hear only noise and clatter.™ He then adds a further defini-
tion: “A preacher, because he serves the divine in the form of truth and
beauty.” It is difficult not to notice that what he says here about what is
required of a poet overlaps with Gibran’s Romantic conceptions.

The discussion of Arabic poetry continues in the article “al-Hubahib”
(“The Firefly”),” which is a kind of summary review, broadly similar to
the surveys offered by Belinsky to the Russian public. Here we see at once
that Naimy severely and even mercilessly criticised Arabic poetry: “Can we
reproach our young writers if every day they “treat” us to qasidas written
“to a formula” or articles that outive their predecessors?”™ All of these up
to now have been written “for an occasion” and do not depart by a single
step from the antiquated canons of panegyrical gasida. According to Naimy,
in the past a true poet could not give free rein to his talent, but always had
to write with an eye to the canon. And for this reason, now even skilled
poets are like “sad fireflies that cannot light up the darkness of night.” “You
must understand, people, the trouble is not that we have a lot of pieces of
ghass, but rather that we call them diamonds and value them accordingly.™
Naimy believes that this is because the Arabs are submerged in hibernation
and have not yet felt “the beating pulse of the rest of humanity.™ This sorry
picture causes Naimy complete despair, and he declares that in neither the
past nor the present could any Arab be named alongside Homer, Virgil,
Dante, Shakespeare, Milton, Byron or Tolstoy, completely forgetting the
real achievements of Arabic literature. “Our writers lived and died singing
the praises of steppe gazelles and the greatness of the elite.™ In his view,
the Jow standard of contemporary Arabic literature corresponds to the low
standard of contemporary criticism. Many critics evade the truth by means
of “patriotic” phrases such as “Our country is the cradle of inspiration and
humanity and the homeland of the prophets.” The sin of remaining silemt
about the true state of Arabic literature remains on the conscience of the
critics. Naimy writes bitterly: “Centuries passed, and still we knock our
foreheads on the threshold of churches ... a thick layer of rust has covered
our hearts and minds.™’

Another important cause of the backwardness of Arabic literature is seen
by Naimy as a failure to understand the essence of literary language, While
ardent in the preservation of its purity and beauty, he is critical of the obsolete
dictionaries that have become desk books for many writers, particularly the
poets, who take from them archaic words that are no longer understood by
their contemporaries. Naimy compares such dictionaries to an old house.
“whose inhabitants refuse to change their decor even slighdy”™. He protests
against superfluous artistic contrivance in literary language and a lack of taste
that can be seen even in the established poets. Naimy believes that obsery-
ing lexical and structural conventions was not the ultimate criterion for the
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inuity of literary traditions. He quotes some lines and verses &_wom con-
3:1:22; qmuxmzd demonstrates their inner emptiness and their ladf of
profundity or true fecling. He ends by calling on poets to renounce arclmsm
and look more courageously into the face of life, and repeats an optimistic
adage: “Do not despair: after the black clouds the sun will reappear.
Naimy believes that when language no longer evolves, it loses contact
with the historical advance of its people; it becomes stagnant, lifeless, and
ceases 1o develop.

Along with the development of humanity came the devclogrne.nt of xls_spcech_
But today’s humanity is different from the people \\_vho lived centuries ago.
Likewise, today's languages differ from those that existed before. The secret
of the mutability in human speech is not in language but in people thems_elv'es
.. it was the developments of humanity that predetermined the changes in its
language, and not the other way round.*

Attaching the greatest importance to the language of artistic works,
Naimy believes that many classics of Arabic literature would not have l?een
preserved in the memories of his countrymen if their authors had remained
mere imitators and had not moved away from the linguistic canon of their
predecessors. He wrote:

Had he (al-Mutanabbi) written his poems in the same language as that which
the writers of al-Mu'allagat used, he would hardly have been noticed in our lan-
guage, rather than being a living force. This applies to Abu al-"Ala [al-Ma'arri]
too: if had he written Ghayru mujdin in the same language in which he wrote
his Epistles, we would not have had that great poem. If the Andalusian poets
had tried 1o compete with the pre-Islamic and mukhadram poets, we would not
have had the muwashshahat of Andalusia,”

Adherents of tradition, whom Naimy calls “literary frogs™ in a stag-
nant literary swamp, do not see and do not accept as an objective fact the
change in the contemporary Arabic language that is occurring alongside
the changes in contemporary life. “The language with which we under-
stand each other today in our periodicals and papers and which we use in
our speeches, is different from the language of Mudar, Himyar, Tamim and
Quraysh” (“The Croaking of the Frogs”™).#” There is nothing new in this,
he goes on to say, for the process of change and development has been in-
fluencing our language all through the ages. Naimy stresses a tendency in
Arabic criticism to pay attention not to what is said so much as to the way it
is said. Analysing onc or another contemporary work, some critics diligentdy
seek out those places where the author has sinned against old dictionaries
and grammatical rules. An example of this is the reasoning of an Egyptian
critic on the gasida by Gibran entitled a/-Mawakib.* Analysing the verse: Hal
tahammanmta bi “itrin; Wa tanashshafta bi nurin® (Did you bathe in perfume,
did you dry yourself with light), the critic picks on the use of the fifth form

of the verb hamma (“to be hot”, “to bathe”, “to take a bath”, “to heat”, etc.)
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within the given context. The critic raises the poet's impudent handling
of the meaning of the word almost to the level of a crime. His motivation
is that the fifth form of the root hamma has not been established by Arab
lexicographers for this meaning, and that by tradition Gibran should have
used, for his intended meaning, the tenth form of the verb, i.e. istahamma.
Naimy wittily mocks this linguistic purism: “I ask you, gentlemen ... why is
it that some obscure Bedouin is allowed to introduce the word istahanmma
into our language, but a poet well known to you and me may not use the
word tahammama? Especially as you know the intention, you understand
the meaning of this word.”

Naimy appeals to writers to work on the language, to order it, adding to
it with refinements and technical adjustments. But that is not enough. After
all, human language is not always capable of representing all the shades,
nuances and complexities of human thoughts and feelings. And only an ex-
ceptional sensitivity to words on the part of the writer will allow him to put
into the text far more than what is written, As Naimy ends his artcle: “Woe
to the writer in whose works there is nothing to read between the lines! And
woe to the reader who reads in the words only letters!™"

His article “al-Zihafat wa al-‘ilal™ (“Prosodical Elision and Length-
ening”) is also a devastating attack. Here Naimy pounces on the classical
system of versification, the ‘arud, criticising the scholasticism and restricting
character of its use in modern literature:

My friend al-Khalil (the creator of the ‘arud, classical prosody) died long ago.
And yet to this day we are burdened with studying a whole world of concepts
such as elisions and erasures (khabn wa khab), adding extra syllables and letters
(tarfil wa tadhyil), consonantal erasures (nags wa ways), subtracting and sup-
pressing syllables (gatf wa kasf), deleting letters or syllables (kharm wa thalm),
restricons and mutilations (gasr wa batr) and so on and so forth.™

In the heat of polemic Naimy sometimes goes into excess. While justly
criticising certain poets for excessive formalism and observance of abstract
theoretical propositions, at imes he accuses the whole of Arabic poetry of
such practice. The Arabs give too much attention to rules, claims Naimy,
and have distorted the content and spiritual meaning of poetry: “By giving
priority to metre over subject matter, it made of poetry-writing a profes-
sion; and, once the rules of it were learned, any dabbler in literature was
able to claim the title of poet”, he concludes. It is worth noting that Naimy
judged the achievements of medieval Arabic literature by the rules of the
literature of his own time, and therefore some of his errors as a critic can be
explained by this non-historical approach.

At the time of the greatest increase in activity of the Syro-American
School, Europe and America were making new discoveries about the Middle
Ages. At the same time the Arab East, then at the lowest point in its artistic
evolution, was just starting to break with its medieval literature and culture.
In this respect the misunderstanding of the Middle Ages by those who
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thought in the categories so characteristic of the Eurocentrism of Western
scholarship can be attributed ta the fact that it was precisely at this time
that the Arab literary “renovators” were beginning to repeat in their artistic
manifestos — almost verbatim — many of the mistakes of nineteenth-century
European Oriental studies. Nevertheless, the paradox of the sitwation was
that this false criticism was in fact fruitful for the development of the new
Arabic literature, in that it directed attention to the categories of modern
culture and facilitated the rejection of traditional aesthetics.

Naimy’s frank and polemical articles, with their critical and uncom-
promising tone — in short, with all his passion ~ directed against obsolete
canons are reminiscent of the style of Belinsky in his works on Aleksandr
Bestuzhev-Marlinsky, Vladimir Benediktov, Faddey Bulgarin, Nicholas
Gretsch, Mikhail Pogodin and others. Belinsky saw the value of literary
works not in terms of a successful form of expression but rather in the
degree to which the author fully, objectively and correctly exposes the life
of society at a certain stage in its development. He believes that the essence
of life is recreated in poetry not by way of syllogisms, reasoning and experi-
ment, but by means of images that embody the substantial, that is to say, by
means of reality.

Poetry is an expression of life or, to put it beter, s life itself. More chan this: in
poetry life is more life than itis in reality itself ... all that is beautiful is contained
only in living reality; but in order to enjoy this reality we must first encompass
it with our minds, and this is possible only under two conditions: we must grasp
it intact, and must do so with serious intent.”

As a critic Naimy was concerned not only with the fate of Arabic
poetry, but also showed his support on a number of occasions for other
literary genres. He wrote a lengthy preface to his play a/-Aba’ wa al-banun
(Fathers and Sons) discussing questions of dramaturgy. This was included in
al-Ghirbal under the tile “al-Riwaya al-tamthiliyya al-‘Arabiyya” (“Arabic
Dramaturgy”)." We should point out that Naimy, like Belinsky, gave great
importance to drama in the development of the intellectual life of a society
and considered that the formation of the theatre was evidence of the inner
maturity of a nation. He had a deep feeling for and understanding of the
role of theatre in the life of the people. “In the theatre, the Western viewer
lets go, and his soul, tired from work and the cares of life, finds consolation,
restand spiritual nourishment ... the theatre transports him to the world of
human passions and shows him the different ways in which they are mani-
fested ~ from the beautiful to the ugly, from the elevated to the base.””
Belm‘sky wrote something akin to this in his article “On Theatre”: “Here
you live a life that is not your own, suffer sorrows not your own, rejoice in
bliss not your own and tremble not for your own safety,”™
Naimy is troubled not only by the very small number of contemporary
national plays in Arab culture that reflect the life of the people, but also by
the frivolous and sometimes even disrespectful attitude of the Arab public
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(o theatre in general, it being seen as just a place of amusement. “We still
consider the actor as no more than an acrobat, the actress as a prostitute,
the theatre as a cafe, and acting as nothing more than a means of amusing
ourselves and spending our time”,” he complains to his writer colleagues,
appealing to them to write more material for 2 national theatre: “Our nation
has not yet come to appreciate the importance of the art of acting, as it has
not yet seen its own life being reflected on the stage. ... I have no doubt that,
sooner or later, we shall see a national theatre in which the different aspects
of our national life are reflected.”

Naimy also says much about the language of theatrical productions, and
gives particular importance to the role of colloquial speech:

Under the rough cover of this speech is concealed the philosophy of the people,
its everyday experience, wisdom and belief. And if one tries to express all this
in literary language, the result may sound like a poor foreign translation ... the
writer who makes an uneducated fellah speak the language of the poctic diwans
insults the fellah, himself, and his readers and listeners. Furthermore, his char-
acters look comic in situations in which comedy was never intended.”

Naimy’s research articles were devoted to contemporary problems in
Arabic literature and were necessary to their ime, being progressive and
innovative in their substance, though they sometmes suffered from a sub-
jective point of view. Part of The Sieve is made up of articles that analysed
specific literary works by Arab authors. These articles and reviews stand
out, because in them Naimy sought to examine the scheme of the ideas of
each work in a unity that is organic with its form.

Ahmad Shawqi (Ahmed Shawki, 1868-1932) was one of the gener-
ally recognised authorites on Arabic literature whom Naimy was not
afraid to “sift” through the sieve of his criticism. In his article “al-Durrat
al-Shawqiyya” (“Shawqi’s Pearl”)," the discussion concerns a litctle-known
gasida by the poet. The very title parodies, with heavy irony, the practices of
excessive laudation and bombastic epithets which are so common in Arabic
poetry. Naimy finds that the poem, with its weak ideas, many contradictons
and excessive false emotion, reminds him not so much of the pearl as the
empty shell beneath it. In this gasida he feels no “pulse of contemporary
life”. Naimy illustrates his propositions and conclusions with excerpts from
the “great poem” and comments on them with great irony. He reproaches
Shawqi for continuing to copy the pre-Islamic poets when it is impossible
to hold onto the remains of past civilisadons without compromising one’s
own artistic worth.”

Nevertheless, Naimy is too severe in his criticism of Shawqi’s poetry; his
judgements and conclusions are unconditional to a degree that is unfair. It
is true that, as Krachkovsky observed, Shawqi “was a typical court poet ...
completely frozen in old forms™.* He was worse than the neo-traditionalist
poets “in sincerity of feeling and the lack in many works of their own poeti-
cal “‘T"."" At the same time, however, it must not be denied that the work of
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i “represents an entire phase in the history of Arabic literature and
cd;;;sl:t":tm;gct from those whoplove and value traditional classical poetry.™
For all their conservatism, Shawgi's poems are notable for their social per-
ceptions, patriotic feeling and philosophical reflections, and I\!'almy bases
his rather sweeping generalisations about his work on onJy“one hu'..l:a-lu'xow:
qasida. Still, we do not wish to diminish the importance of “Shawqi’s Pear)”,
which openly asserts, giving a specific example, the_ importance of the fo.-m
of an artistic work being suited to its content. Similar ar‘ucles provided
lessons in aesthetics and the development of good taste, which were always
Belinsky's requirements from literature.

Naimy’s attention was drawn to the novel German Love, by the German
writer Max Miiller (1823-1900), in its Arabic translation by t!me well-known
Syrian writer Maryam Ziyada (Mayy, 1895-1941). In an aruclel devoted to
analysing this work,"” Naimy criticises the quality of the u-anslanon,. but still
more the choice by this talented and original writer of such an uninterest-
ing and exaggeratedly sentimental work. “Sendmcnulism.lends this work
a pitiful quality, on top of which it is drenched with hysterics and sobbing,

such that one might choke on the sighs and drown in the floods of tears.”™
The article is interesting not so much for its criticism of the translation as
for revealing the author’s attitude to the Sentimentalist method. After sum-
marising the gist of the novel in all its banality, Naimy concludes that trans-
lations of works of this type can only “spoil the taste of the Arab reader”.

Naimy also made uvse of Belinsky’s critical perspective when analysing
the works of his colleagues. In a review of the manuscript of the Diwan™
by the émigré poet Nasib ‘Arida, Naimy sets out his method of examining
poetic works:

The object of my interest is poetry, which I consider to be “the breath of life”
... If 1 sense that such a breath is present in what I have read, then I understand
this to be poetry, but if it is not, then Ihave read a work devoid of life ... Having
satisfied myself that what I have read is true poetry, I give my main attention
to the scale, depth and breadth of the design. After this I examine the outward
attributes - the structuring of the composition, the musicality of sound, the
refinement of style and so on. The last thing 1 consider is the metre and the
observance of the rules of ‘arud and grammar.®

Examining “Arida’s poetry, Naimy comments on the individuality of the
poems and finds in them a depth of thought that corresponds to the rich
imagination, emotional intensity and strength of feeling of the poet himself.
This assessment by Naimy agrees with Belinsky’s utterance that “poetry
comprises depth and power of feeling, lavishness of fantasy, fullness of life
and the sharply tangible presence of ideas in artistic form.™ This artcle by
Naimy is interesting for its attempt to generalise and to reveal universal pat-
terns in poetry. Using the example of "Arida, he concludes that the maturity
of the poet’s world-view and his life experience determine the completeness
of his poetry.
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It is appropriate here to consider Naimy's articles on works by Gibran
and Rihani. Belinsky’s insigl'{ts were of particular importance for the analy-
sis of these works; in typological terms the Romantic poetry of their authors
was as close to Naimy as, let us say, the poetry of Russian Romanticism was
to Belinsky. This does not mean, however, that analogies may not alse be
found with Belinsky’s views on other literary tendencics and methods, such
a5 Critical Realism.

It is unsurprising that the artistic principles of criticism formulated by
Belinsky formed the basis of Naimy’s responses to Gibran and Rihani.
Naimy’s analysis of the works of two leading authors of the Syro-American
School is also of considerable interest because it offers a view of the lit-
erary process from within, through the eyes of its immediate participants
and creators. In this respect an overview of Naimy’s articles on Gibran and
Rihani is necessary to complement the observations already made in the
present work in the respective chapters on those authors.

“Al-Rihani i ‘alam al-shi'r” (“Ribani in the World of Poetry™)" is an
article that focuses on the poetry of Ameen Rihani. Naimy singled out
immediately the breadth of horizon and variety of genrc in the work of
his comrade-in-writing: “He is an essayist, sociologist, politician, man
of letters, dramatist and poet.” Comparing works by Rihani of differemt
genres, Naimy says that Rihani is one of those writers whose works give
priority to “clear ideas and iron logic”. Because of this, journalism occupics
a significant place in relation to other genres. On the basis of this thesis,
Naimy considers that the distinguishing characteristic in all the works of
al-Rihaniyyat was “the capacity and effort to research an idea, to disclose and
justify specific phenomena, to subject these to meticulous analysis and break
them down into elementary components™.”

An analogous idea is found in Belinsky’s article “A glance at Russian lit-
erature of the year 1847", in which he talks of two types of writer. T'hese
are the writer-painter, for whom the most important thing is “a feeling for
form” and “whose greatest pleasure lies in forever competing with nature
in the ability to create”,” and the writer who is predominated by thought.
He ascribes Alexander Herzen to the latter group: “His main strength is not
in his creativity or his art, but in his thinking, which is decply felt and fully
realised and developed.™

Naimy sees its close link to national traditions as one of the achicvements
of Rihani’s poetry. Even in his English-language works (here Naimy is dis-
cussing Rihani’s poetry volume A Chant of Mystics and other Poems)* “a strong
Oriental colouring” can be discerned. “The entire collection is impregnated
with an Arabic aroma”,” Naimy comments. Naimy sought in this article 10
show two principal traits in Ribani’s works: the predominance of ideas and
thought in his prose, and the presence of a national flavour in his poetry.

One is also reminded of a review™ by Naimy of twe collections I
Gibran: The Madman (1918) and The Forerunner (1920). This is mainly in-
teresting for its historical approach to Gibran's works and to his progress
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Gibran’s previous works, Naimy notices in
“He criticised, but nobody s:fepobl;:ed his
:ticism. He wept, but merely reddened his eyes. He caught fire, but only
:nt'lul'?einr: was cor?sumed. He c)r’ied out: ‘How absu&i:ﬂd“hsfmo" and h? "
is everything within it’, but civilisation went y on 1ts way, paying
?;s:ncnﬁoznr{; higs words.”® In his discussion of The Madman and The Fore-
runner, Naimy remarks on Gibran’s way of coming close to the people. In
his view it is no coincidence that allegorical forms — t.he“pzfab_le ind the
fable — predominate in Gibran’s work. By means _of rhese‘ edifying” forms
he aimed to bring his ethical teaching to the public consciousness.

Naimy considers the principal motf of The memer_ to be“rhe con-
tinuum of the eternal forward movement of life. Each of us is the' forerun-
ner” for somebody in the future; that on which we stand today will heco:'ne
the basis of our tomorrow. “We sow in this life the grain from an earlier
harvest”,' he concludes.

A substantial contribution to the interpretation of Gibran’s works was
Naimy’s extensive article, “Asifat al-'Awasif” (“The Storm of The Tem-
pests™),' on The Tempests, a collection published in 1920. Naimy’s response
is enthusiastic: “Truly Gibran’s style, the melodic quality of the poetry and
the fincness of description have given us a new understanding of the beauty
of composition and exposition. But his brilliant prose poems, created with
both inward and outward harmony, have made a uniform rhythm ugly in
our eyes.™”

Naimy concentrates his attention on the subjects of rebellion, subversion
and the destruction of formal truths, and on the rejection of deeds and laws
that controlled the behaviour of the Arabs down the centuries: “For me
Kahlil Gibran is above all a revolution, revolution itself. A ‘mutineer’ - that
is what other people called him and what he called himself.”"* But revolu-
tion, in the view of the critic, is not something sudden and unexpected; it
is the action of many forces, long lying latent and awaiting the appointed
moment. Only a great artst who lives the same life as his people, and who
has become their voice and the expression of their inner life, can detect and
express their deepest needs and feelings. “And so Gibran”, wrote Naimy,
“was not only the son of his time, but also the fruit of the feelings and long-

ings of his nation, which had doomed itself or been doomed by fate to what
for many centuries could merely speak its language, while its heart would
remain silent, squeezed into a clot.”

Gibran’s books could not but precipitate tumultuous sympathies among
the Lebanese: for “many long centuries Lebanon had suffered a gloomy fate
of silence, until the hour arrived when it could no longer remain silent and
began to speak ... And the first language with which it began to speak was
the language of Kahlil Gibran.”™

We may recall that Belinsky always stressed the indissoluble link between
the writer and the life of the people, of society, of humanity:

and development. Discussing
them the theme of loneliness:
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No poet can be great by himself and through himself, neither by his own suf-
fering nor by his own state of bliss: every great poet is great because the roots
of his suffering and his bliss grew deep in the soil of public life and of history,
and because he is thus an organ and representative of his society, of his time
md Of hmt)"lm

Looking back, Gibran, whose soul was, according 1o Naimy, “a cluster of
the subtlest feeling and the most acute perceptions”,'"” saw the dark power
of the prejudices that stifled the courage, sincerity, creativity and beauty in
the hearts of his people. And he rose up, “because his heart was a lyre, and
not a moment passed in which life did not touch its strings with its invisible
ﬁngerl:ip&"'“ Oppressed and forlorn, Lebanon gained in Gibran its voice of
protest and hunger for change. The poet’s work is linked with indissoluble
ties to that time, the destiny of his people and the historical moment. In
those years Lebanon, along with the other Arab lands, was awakening to
renewal and a new life. And this called for, above all, rebellion against what
was obsolete in the arts, in tradition, in morals and in religion. Practically
all of Gibran’s essays, parables, prose poems and philosophical clegies carry
the seeds of the destruction of the obsolete.

The cridc’s observations of the dualism in Gibran’s relationship to the
world, which he both cursed and passionately loved, are accurate and pro-
found. Consequently the feeling that prevails in Gibran’s works, as Naimy
correctly points out, was one of loneliness, of separation from people and
a longing for nature, harmony and beauty, to which he always contrasted
human life. While Naimy does not say explicitly that Gibran is a Romantic,
nevertheless the signs that he observes — the elevated inspiration and emo-
tional style of the writer — effectively define his Romanticism by themsclves.
In Gibran Naimy finds almost all the qualities that Belinsky considered
marks of the Romantc poets.'”

Naimy also states conclusively that in essence all the characters in Gi-
bran’s works, despite their different names, are embodiments of Gibran
himself: “Although their names are different, these are the names of one and
the same person, and that person is Kahlil Gibran.”" This is a true observa-
tion by Naimy, in that the refusal to objectivise the hero from the person-
ality traits of the artist is a distinguishing characteristic of the Romantics.

’_I‘he meaning of existence, in Gibran’s epinion, is to scck that which lics beyond
its boundaries ... The one whose soul is awake sees that he is surrounded by other
souls that are still sound asleep in life’s embrace, and he tries to wake them, but
they do not wake - and then he finds them strange, reproaches them, comes
to hate them and finally rises up against them. At times his hate leads him to
recklessly exaggerate his blame and protest."

In Gibran’s works Naimy found both the bitterness of disappointment
and the enthusiasm of protest. The image of Gibran that he creates can be
associated with that of Byron, introduced to him through Belinsky:
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The migh ius on his hill looked ahead into the shimmering distance, but,
unable tgo ::5:: out, beyond it, the promised land of t.he fumn’_:. he cursed the
present and declared an irreconcilable and eternal enmity; carrying in his breast
the suffering of millions, he loved humanity, yet despised and hated people,
among whom he saw himself alone and outcast with his proud struggle and his

undying sorrow.""

Naimy’s article on Gibran is evidence of his deep penetration into the ar-
tistic meaning of the latter’s works and his ability to understand and expose
the essence and value of Gibran’s writings. _

All of Naimy’s literary activity was directed against stagnant .tdeas and
concepts, false theories and principles, and necessitated the so_luuon of the
problems posed to Arabic literature by life in the early twentieth century.
His theoretical and critical essays are characterised by searches for new ways
of overcoming the old and the obsolete. He was one of the first Arab critics
to understand and value the true meaning of new phenomena in literature,
whether these be a new tendency or movement, or new genres. For Naimy
the most important element in a work was the depth of its ideas and how
actively the author related to reality. At the same time, however, he did
not lose sight of the importance of artistic merit. Naimy followed new lit-
erary talent closely: Nasib "Arida, Kahlil Gibran, al-Sha‘ir al-Qarawi (the
pen-name of Rashid al-Khuri, 1887-1984), Ameen Rihani and others. From
their first works he considered these to be major artists.

Speaking out against imitation and the mechanical following of tradi-
tons, Naimy showed that literature should not serve privileged readers and
that art that relies solely on external effects and pompous epithets would be
short-lived. In all of this, Belinsky’s artistic and aesthetic conceptons can
be seen beyond doubt in Naimy’s theoretical and active perceptions, as well
as in his use of them in his literary practice.

The defining particularities of Belinsky the critic were his strong adherence
to his principles, his implacability towards compromise and his rejection
of all inconsistencies. He opposed timid and evasive criticism with that
unbounded love of truth that knows no embellishment or omission. Belin-
sky’s creative genius combined social pathos with philosophical reflection,
aesthetic feeling with literary talent and the gift of scholarly abstraction
with poetical fantasy.'"

Like Belinsky, Naimy advocated the introduction and propagation of new
and progressive outlooks in life, literature and aesthetics. How necessary for
Arabic literature, then, in its progression towards the modern, was his voice
of theoretically founded criticism, heard there for the first ime!

A new collection of critical and literary articles appeared under the
name Fi al-Ghirbal al-jadid (The New Sieve)* in Beirut in 1972. The earliest

* Information on thi keok was wiven at the academic conference marking the
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jece is dated 1936, the latest 1968, and of the 45 articles contained in

the volume, almost half are a type of personalia. They are devoted 1o the
work of both Arab writers of the older generation (Ameen Rihani, Shafiq
Ma‘aluf, Nasib ‘Arida, Iliya Abu Madi and Rashid Ayyub) and foreign
writers (Rabindranath Tagore, Friedrich Nietzsche, Walt Whitman and
Ralph Waldo Emerson). He also gives attention to the Russian writers
Leo Tolstoy, Fyodor Dostoevsky, Alexander Pushkin and Maxim Gorky,
and the Ukrainian Taras Shevchenko. A separate article is dedicated 1o the
Academician Ignaty Yulianovich Krachkovsky. The collection also con-
tains prefaces written by Naimy to various books, and letters, and addresses
to Arab writers. These include writers of the older generaton (Mahmud
Taymur, Tawfiq Yusuf ‘Awwad, Bishara al-Khuri, Rashid Ma'aluf), and
younger writers who became known after the Second World War (Suhayl
Idris, Yusuf al-Khal, Tawfiq Sayigh and others).

This volume demonstrates that Naimy keenly observed the literary life
of the Arab world (and not only the Arab), and used his authority to play an
active part in the forming of contemporary Arabic literature,

The influence of Leo Tolstoy’s world-view on Naimy’s work

Leo Nikolaevich Tolstoy was one of the world’s great artists; his influence
as a thinker and artist on the cultural and spiritual life of the world is a
universally recognised fact. “All the world, all the Earth looks to him: from
China, India and America. From all places there extend towards him living,
quivering threads. His soul is for all and for ever”,"™* wrote Maxim Gorky.
The burning social and human problems he presented in his artistc and
journalistic works found an ardent response in the hearts of millions. “With
his strong statements and his rejection of all oppressors, regardless of their
class or nation, Leo Tolstoy won the attention and sympathy of oppressed
people from the various and most distant ends of the earth.”"

Tolstoy is also widely celebrated in the East: “One of the reasons for the
popularity of Tolstoy in the East is the closeness of his humanistic idcals
and of his advocacy of universal peace between peoples to the centuries-old
moral concepts of the Eastern peoples.™" The works of Tolstoy have
always been a central reference for Arab men of letters" and his wrinngs
have enjoyed great popularity throughout the Arab world. “The name of
Tolstoy is well known to the Arabs, possibly more so than to other inhabit-
ants of the near East”,"* comments Krachkovsky. Many have written about
Tolstoy and many have followed his teachings." Arab translators have fre-
quently turned to the work of Tolstoy: “I am firmly convinced that for the
Arabs, Leo Tolstoy is the most easily understood of the Russian writers™,"

centenary of Naimy’s birth (Poltava, Ukraine, 24-26 April 1989), in Yu. Kuchubeyv's
paper “Dva Resheta Mikhaila Nuaime™ [“Two Sieves by Mikhail Naimy™].
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wrote Khalil Baydas, one of the first translators of Tolstoy u:w Arabic. The
well-known Egyptian writer Mahmud Taymur comments: The heroes of
Tolstoy’s novels are so close in spirit to us, the people of the East, that they
differ only in their names.”*' Also close ':md accessible to the Arall;sfme
the humanistic pathos of his works and his angry protest against all forms
of violence, oppression and rigidity. His speaking out against religious or-
thodoxy made 2 deep impression on them, as did, sbiwe all, the personality
of the writer-philosopher himself. Epithets such as the great teacher mﬁ
mentor”, “a wise man from among the wise”, “ms'e and lfnowledgeable
and “the well-known philosopher” have been associated with the name of
‘Tolstoy in the Arab East. )

rb'|[5'l:::-:yi nfluence of Tolstoy's philosophical world-view has shown itself es-
pecially clearly in the Arab world, in particular his view that the spmm_a] life
takes precedence over the material requirements of man, and also h;s call
to self-perfection and to love. It may be pointed out that To!stoy himself
wurned more than once in his works to the thinkers of the ancient East and

took an interest in the peoples of the East.

In reflecting on the historical destinies of hummity‘a_nd in ‘surveying his
contemporary world, in which oppressed peoples were rising up in s_l:ruggle for
a better future, Tolstoy turned his thoughts on a number of occasions to the
Arab countries. The Arab peoples, who, at the dawn of mankind, had created
one of the richest of civilisations, attracted him still more because there were
now struggles in those countries for a renewal of life - for freedom from tyranny
and for the triumph of reason over medieval gloom and stagnation,™

“Tolstoy was particularly interested in ancient Arab culture and Arab
folklore. As a child his favourite book was The Thousand and One Nights.
Later he used certain stories from this series for his own folk tales, though
of course transferring them onto Russian soil and giving them Russian
colouring. In his memoirs “Tolstoy mentions, as his favourites, the stories
“Aladdin and the Magic Lamp” and “The Tale of Qamar al-Zaman”, while
he included two Arab tales in the children’s reading-book in the appendix
to his Yasnaya Polyana journal: “Ali Baba and the Forty Thieves”, under the
title “Dunyasha and the Forty Thieves”, and “Ali Coglia (Khoja) and the
Merchant of Baghdad” with the name “The Unrighteous Court”. Tolstoy’s
Alphabet also included other stories from The Thousand and One Nights:
“The Dervish and the Young Raven” (known in Russian as “Galchonok”
[“The Young Jackdaw”]), “A Severe Punishment”, “The King and the
Shirt” and others. In Tolstoy’s stories the didactic was always very clear. He
also drew from Arab sources for his stories “Esarhaddon, King of Assyria™"
and “Ilyas”."* le included many Arabic proverbs, sayings and aphorisms in
his collection Thoughts of Wise Men.

The interest in “Tolstoy's works among the Arabs and their publicaton
in Arabic translation have always reccived considerable attention in Soviet
Oriental studies, and a number of research works concerning such Arab
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translations and the distribution of Tolstoy’s works in Araly countries have
been written by Ignaty Krachkovsky, Anna Dolinina, Alexander Shifman,
pavel Biriyukov and others."* No detailed examination of these works is re.
quired for our present purpose, which is mainly to trace the extent to which
Tolstoy’s world-view influenced the works of Mikhail Naimy - topic that
so far has received inadequate attention by Orientalists examining Tolstoy’s
influence on Arabic literature.

Konstantin Paustovsky remarks that “almost every writer has his own
inspirer, his kind genius, who is usually also a writer. He need only read
a few lines from a work by this inspirer, and at once is himself ready to
write.”"** Examples are given in an article by Andrey V. Fyodorov, “On the

uestion of literary influence”, for several writers: for Paustovsky the genius
is Stendhal, for Gorky it is Strindberg and for Tolstoy it is Byron."” It would
seem to us that for Naimy the “inspirer and kind genius™ was Leo Tolstoy,
whose world-view runs through his entire life. :

Naimy first made the acquaintance of Tolstoy’s works while still an ad-
olescent at the teachers’ seminary in Nazareth.'™ In Poltava, having now
learned Russian to a high standard, he turned to Tolstoy again, reading
many of his fiction and non-fiction works." In 1908 he wrote in his diary:
“Iam indebted to you for so many thoughts which filled with light the dark-
ness of my spirit. Your recent works that I read last year were a great source
of inspiration which illumined my life. Indeed, you have come to be my
teacher and guide, a fact of which you are unaware.”™*

Naimy’s acquaintance with Tolstoy’s later works was immensely impor-
tant in the formation of his world-view. These works included Folk Fafes.
My Confession, What I Believe, On Life and “Love One Another”. From his
youth, when he thought about what he would become and how he would
serve people (and for Naimy life and service had the same meaning), he
decided to become a writer. “I want to become a writer and to take my
deserved place among them ... My highest ideal is to serve people with my
pen, honourably and incorruptibly. My aim is to achieve all that is neces-
sary 5o that my pen can fulfil this service with strength and passion.™ [t is
interesting that as a student Naimy was more strongly affected by Tolstoy's
works on ideals and morals than by his artistic side. After reading War and
Peace Naimy notes in his diary certain contradictions of ideals that he dis-
covered in the descriptions of the characters of Kutuzov and Napolcon.

I've finished War and Peace ... | agree with the author's view on Napaleon,
because I hate war and those who call to war and lead it. But at the same time |
can’t help but see a contradiction in the way he talks about Napaleon and about
Kutuzov. Napoleon, in his view, was driven not by his own desire but by foree
of circumstance and the wishes of the peoples. At the same time he gives first
place to the wisdom of Kutuzov and his experience and will in his victory over
Napoleon and his driving him out of Russia ... It is ludicrous that | should dare
tocriticise such a great thinker as ‘Tolstoy ... Do forgive me, 1Leon Nikolaevich."
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Through the work of Tolstoy, which reflected “the sober truthfulness of
an artistic representation of life, a powerful expression of patriotic fcchng,
directness and fearlessness in exposing acute social problems, the merci-
less accusation of exploiters, the passionate defence of t]m c_appresse,i, an
emotional esteem for working people and a deep penetration into the inner
world of the human”,"”" Naimy came to understand the national elements of
Russian literature. He mentions this in various works at different times. For
example, in Beyond Moscow and Washington he writes: “F_rom the books of
Leo Tolstoy I learned that the Russians, in protecting their land, she_d rivers
of blood, and the hellish suffering that was brought by war, and I I?eheved in
the longing of the Russian people for peace.”* During his time in Poltava
the country was preparing to celebrate the eightieth anniversary of Tolstoy’s
birth. Opposition to the celebrations was led by the Church. Naimy wrote:
“Itis a disgrace that there are people in Russia who are trying to extinguish
this torch which now burns in all countries of the world.”**

In gradually coming to know Naimy’s works, one reaches the conclusion
thar they coincide in many respects with the world-view of Tolstoy. This is
particularly true of his social and political essays, with their confessionary
and denunciatory character, in which the designs of the author are stripped
of any artistic expression. The idea of moral improvement, the understand-
ing of God as love and all-forgiveness, and the renunciation of carnal im-
pulses for the sake of gaining knowledge of one’s spiritual essence — all this
had a clear effect on practcally all of the ideas found in Naimy’s works. The
overlap of ideals and philosophy with Tolstoy is particularly characteristic
of his mature and late perieds, in works such as the story Liga’ (Till We
Meet), the novels Mudhakkarat al-Argash (Memoirs of a Vagrant Soul), The
Book of Mirdad and al-Yawm al-akhir (The Last Day), and his short stories
“Asfar al-nab” (“Yellow Teeth”), “"Abir sabil” (“The Wanderer™), “Qulamat
zifr” (“Nail-Paring”), etc. All these works have a philosophical, didactic and
exhorting character.

We should menton that the philosophical basis of Naimy’s writing was
not formed solely from the influence of Tolstoy: he was also affected by
Eastern cultural traditions and Eastern philosophy. His tendency towards a
genre of preaching and teaching, and to the treatment of the eternal prob-
lems of the human essence and the existence of God, are also indisputable
evidence of his vital link to the traditions of classical Arabic literature.

What, then, did Naimy take from the moral and religious outlook of
Tolstoy? Let us consider Naimy’s story “The Wanderer”,"™ whose outline
is as follows. A girl, sick and paralysed, has a dream in which an old man
appears to her and whose face shocks her. On waking, she sketches the face
on paper from memory. Her mother recognises the face as that of the Wan-
derer, who the night before had called at their house and asked to be given
shelter for the night, and been refused. The girl is shocked at the cruelty of
her parents. She remembers the words that the Wanderer said to her in the
dream: “You will be healed of your illness on the day that your parents arc
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healed of theirs.™" Both mother and daughter entreat the father to bring
che Wanderer back, to se_nd a servant out to ﬁr}d him. But the father is both
p,-oud and abrupt. He will not lower h.l? dignity. This is his house, and he
has the right to offer shelter or refuse it to whom he pleases. Two weeks
pass, in which the girl pines and wastes away like a candle. But finally the
entreaties of mother and daughter move the father to go out in search of the
lost Wanderer. When the mother enters the daughter’s room to tell her the

news, she finds her on her feet, happy and healthy: she has been cured.

The didactics of the story are clear: cruelty, selfishness and im perious-
ness are the vices with which man must constantly struggle. Victory over
these is the victory over one’s carnal “17, the way to salvation and to cternal
Jife. With agonising effort the father conquers his internal “beast”™, and his
daughter is cured. Children suffer for their parents; it is no coincidence that
the girl says to her mother, “The fathers eat sour grapes, but it is the sons
whose teeth are set on edge.”* The Wanderer is of divine origin, possibly
an angel or prophet — but this is not made explicit.

This story by Naimy may be compared with one of Tolstoy’s folk tales,
“The Two Old Men™."” Two elderly men, Efim and Elias, set out from
their village on a long pilgrimage to Jerusalem to pray there at the Holy
Sepulchre. Efim is a wealthy man; gathering together a few hundred roubles
for the journey is not difficult for him, but Elias has to sell half of his bee-
hives and his spare grain, and still barely gathers one hundred. They go on
foot for many days, and come at length to a village near the Volga where
the harvest has failed and people are starving. While Efim goes on ahead,
Elias stops at the nearest hut to ask for water and sces an old man dying
of hunger, and then finds the old woman and their daughter also dying.
He decides to stay and begins to take care of them. He helps them obtain
food and is able to solve their immediate financial problems using his own
moncy. Realising that he has spent most of his money, however, Elas even-
tally returns home, not having reached Jerusalem.

Efim, on the other hand, does not wait long for Elias and continues 1o
Jerusalem, where he visits the holy places and zealously makes his pravers.
Three times, in the cathedral, he seems to see Elias among the crowds of
pilgrims. Then on his journey home he happens to pause at the hut in the
village where Elias had previously stopped. Here he is met with kindness,
attention and respect. When Efim asks the people why they are so kind and
attentive, the woman replies: “We cannot fail to welcome wanderers. From
astranger we learned life ... we would have dicd, but God sent us somebody
just like you, who stayed with us ... and we still don't know whether it was a
man or an angel. He loved everybody, he took pity on everybody.™"

Unfortunately there is no information as to whether Naimy in fact read
this particular story by Tolstoy. However, “T’he Wanderer™ shows a funda-
mentally Tolstoyan philosophy: self-improvement, the struggle with one’s
demons and passions, and the power of true goodness. Good works per-
formed by man are greater than the outer observance of rituals, dearer and
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more pleasing to God, and are rewarded. The conflict in Naimy’_s story
mmplstcly cogrresponds to that in Tolstoy’s, though the two tales differ in
both style and technique. Tolstoy’s descriptions show strict realism and re-
strained, precise detail; the language is very su‘npl{: an.d t.:haractensm: o.f a
folk tale. In the Naimy work, by contrast, everything is impregnated with
mystery; nothing is certain or explained, although there are clear Realist
elements such as the girl’s impressions and the dialogues between l:ather,
mother and daughter. Nevertheless, all aspects of the story are subordinated
to its didactc purpose. '

Since his youth Naimy had shown an urge towards contemplation,
solitude, silence and the forced suppression in himself of even feelings of
reciprocated love. Even then he tortured himself with complex questions
about the secrets of the universe and human existence. His attention was
attracted towards the “inner” world of the man who suppresses natural and
sensory phenomena. Thus it is no coincidence that Naimy’s first major
narrative work was entirely devoted to questions of world-view. Many of
the ideas in this work overlap with those of Tolstoy’s My Confession, his
ardcle “What is to be done?” and other sociopolitical pieces. This first large
narrative work by Naimy was called Mudhakkarat al-Arqash (Memoirs of a
Vagrant Soul, published Beirut, 1949), which he wrote in New York in 1917,
Naimy says of it:

One night I felc an inflow of strength and sat down to work. Gradually my
pen revealed the fearures of a strange young man. His face carried the scars
of smallpox. For this reason I called him Arqash (“pitted-face”) and the book
“Memoirs of Pitted Face”. In his memoirs I revealed all of his inner qualities. 1
compared his inner world with the world in which he lived."'

The story revolves around a diary. It relates how one day the author
went into a Lebanese cafe in lower Manharttan, where he heard the tale
of a waiter in the cafe who had a pitted face and was called Arqash. The
cafe owner explains that he had been a hard-working employee, though
extremely silent, but that one fine day he had disappeared without explana-
tion. Arqash’s diary is subsequentdly found among the few items left in his
room. It is revealed in the epilogue that Arqash came from a wealthy Arab
family, was well educated, and that on his wedding night he had killed his
bride and disappeared. He explained his act in a note left at the scene thus:
“I slew my love with my own hand, for it was more than my body could feed
and less than my soul hungered after.”*

This plot-line was necessary to Naimy in order to explain how his hero
came to be in such an exclusive situation. So also is the love intrigue, which
the author touches upon so casually, as though in passing, without any
sense of process or any interpretation. It feels as though this was merely
a means of separating the hero from other people and situating him in a
special world, one in which it is not necessary to live, but sufficient merely
to reflect, think and solve philosophical problems.
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The plot and denouement of the story effectively form a framework for
the narrative, and its kernel is Arqash’s diary. The content of the diary is
somewhat arbitrary, a non-chronological, sustained exposition of experi-
ences and thoughts, and while to a certain extent these reflect reality, they
mostly form a disorderly and clm_:atic stream of reflections and reasonings
on philosophical, moral and occasionally social topics. These thoughts and
reflections are set out without any discernible logical links: they neither
continue nor complement one another, and they do not develop. An idea
suddenly takes hold, is poured out effusively and then, as it were, dies away.
So what are these thoughts and reflections about? They are about every-
thing connected with the inner life of a deep, thinking and unhappy man,
From the diary one gains the impression of somebody who is very lonely,
estranged from people and from everything that is alive and worldly. His
only friend, confidant and conversation partner is the page. A few of the
writings in the journal might be categorised as sketches and observations of
daily life. The hero is depicted as a “human” in a generalised sense: there is
no detailed biography, no social milieu, no homeland and no date of birth, It
is no surprise that Arqash calls himself a “son of the world™: “People do not
trouble me about where [ was born and of whom. [ have no homeland. | am
the son of the limitless world.™* Arqash does not recognise any human or
social bonds — family, marriage, homeland or friendship - although he ex-
presses hatred and scorn towards racial and national discords and reli gious
enmity. He is entrely concentrated on realising the essence of existence in
general and that of the individual existence in particular, that is to say, his
own “I". Arqash notes in his diary: “That which is wansicnt is not cternal.
but what is constant never disappears.”* In other words, the inner essence
of man is eternal and constant, as is his soul and his desire for union with
God.
In Memoirs of a Vagrant Soul Arqash formulates his understanding of
human life: “Life is a sacred school that is concerned with divine education.
Leave earthly life behind and you enter the divine.™"' In his view, life for the
overwhelming majority of people consists solely in their realising their vain
and carnal principle, unaware of the truth. “People need to know that prop-
erty does not improve the basis of life”,'* Arqash comments. It is from this
misunderstanding, in his view, that all disappointment and suffering arises.

Arqash is profoundly engaged in coming to know the truth of existence:
what is the purpose of man’s life, what is he and what is his relationship to
the world? The knowledge of the world is possible by knowing oneself, and
the complete mastery of oneself is the key to mastery of all secrets of the
world: “He who wants to know nature must first know himself. And he who
wants to become lord of nature must become lord of himself,™"

Various social institutions and attributes are subjected by Arqash to reap-
praisal and criticism: the authorities, the courts, war, religion and so forth.
“People say: he wasn’t born where you were born, he doesn’t speak your
language, he doesn’t eat what you eat, he doesn’t wear what vou wear, so he
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is your enemy ... I repudiate such enmity, and my view is far from th? Vie?vs
of the people.”* He castigates the hypocrisy of r.he“Church that gives its
blessing to war and to national and religious stpfe: If peoplle knew God,
they would not split themselves into Jews, Christians and Muslims, and map,
would not shed the blood of man.”" These utterances are clo:sc to the cor-
responding views of Tolstoy in his My Confession, where he writes:

At that ime Russia was at war. And Russians, in the name of Christian love, began
to Lill their fellow men. It was impossible not to think about this, and not to see
tha killing is an evil repugnant to the first principles of any faith. Yet prayers
were said in the churches for the success of our arms, and the teachers of the
Faith acknowledged killing to be an act resulting from the Faith ... And I took
note of all that is done by men who profess Christianity, and I was horrified."

The same thoughts occur to the Russian writer in his letter to Mahatma
Gandhi of 7 September 1910: “the life of the Christian nations presents
a greater contradiction berween whar they believe and the principle on
which their lives are built: a contradiction between the love which should
pre scribe [sic] the law of conduct, and the employment of force, recognised
under various forms — such as governments, courts of justice, and armies,
which are accepted as necessary and esteemed.™

The influence of Tolstoy’s ideals can also be clearly seen in those parts
of Naimy's story where he calls upon people to join together in peaceful
labour for the common good: “Why do people have to fight each other,
when what they need is to join the hands, thoughts and hearts of all people
in common work. And then the results of this work should be divided
equally among all.™*

In his book What is to be Done? of 1882, written in response to the famine
that had broken out in Russia, Tolstoy writes: “To execute that eternal and
certain law of mankind: to labour with all of one’s being, without being
ashamed of any kind of work, and to struggle with nature to maintain one’s
own life and that of others.™*

The hero of Memoirs of @ Vagrant Soul thirsts for truth and true being,

which are achieved by mastering one’s intellect, will and passions. “O
Arqash, if all the sccrets of the universe could be revealed for you ... if I
could tell every person that his eyes are closed and his ears are closed, and
that through reflection and silence he could see what the eyes do not see,
and could hear what the ears do not hear.”* He considers man to be the
divine principle. “Each of them is a king and on the head of each is a divine
crown.”” Arqash’s discourse on the understanding of truth through the
knowledge of the self is close to the propositions set out by Tolstoy in his
book of essays, On Life, which deals with the idea of the essence of happy
human existence. In Tolstoy’s view, “the renunciation of the benefits of the
animal sclf is the law of human life”;" only then can man overcome his own
animal principle and submit himself to the law of universal love, and thus
gain for himself eternity:
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Rational consciousness always shows man that the gratification of the demands
of his animal self cannot be to his good, and thus his life, and it leads him ir-
repressibly to that good, and thus to that life, that is his true nature and that is
100 large to fit into his animal self ... The renunciation of the good of the self
is not a merit, nor is it an act of heroism, but rather an inescapable condition

of human life."”

And according to the convictions of Arqash, each man’s reason must
overcome his passions and be must love not himself but others.

The hero of Naimy’s story also speaks out his views on social incqual-
ity and on the rights of man. Arqash asks: “Why is work not divided out
among people equally, as food is distributed in the army? How can people
justify competition, hatred, envy and fighting among themselves"* Ilere
he gpproaches Tolstoy in his understanding of the essence of human life and
human “being”.

A well-researched monograph on Naimy'** expresses the idea thar the
spiritual searching and insights of the hero of Memoirs of a Vagrant Soul
are the distlladon of the immense dissatisfaction, inner conflicts and new
thoughts and experiences that impacted upon the author when he came
to New York. The writer of the monograph, Nadeem Naimy, suggests
that this quintessendally materialistic city, which, as it were, embodied all
the errors and vices of humanity, and in which everything was subordi-
nated to serving the animal principle in man, made an immense impression
on Mikhail Naimy. In New York the deepest contradictions were vividly
enacted between that which Naimy valued in the human and recognised as
most important and what he directly witnessed in this city that boiled with
passions, struggle and suffering.

Nadeem Naimy observes a certain similarity between Memoirs of «
Vagrant Soul and Fyodor Dostoevsky’s novel Crime and Punishment, alleg-
ing that there are common elements between the motive for the murder
by Arqash of his bride and that for the murder committed by Raskolnikox.
We would question the validity of this suggestion, however, since the only
common factor in the two works is the actual murder. All other aspects - the
motives and the type of murder, as well as the surrounding circumstances -
are quite different.

In Naimy’s novel the cause of murder is the split personality of Arqash.
He is a man of intense spiritual searching and the love he experiences is
higher than that known by ordinary people. At the same time, his greatest
earthly love is in conflict with his longing for the elevated spiritual life that
was the aim of his existence. To resolve the situation Arqash decides on
murder. All of his subsequent ascetic life, all his self-absorption, silence and
spiritual wakefulness bear the marks of it.

Raskolnikov was incited to murder by two things: the social “dead end”
and, even more, by the desire to verify himself - whether he is “a miscrable
creature, or has rights”. His desire to “verify himself” arises from a highly
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individualistic theory whereby all people are divided, from birth_, into two
:.::jcqual groups: thor:c who :;}t; doomefi to humfﬁabfon and obedience, ang
those who have the right to live according to their will, de who set the !Ws
and restrictions for the remaining “miserable creatures”. For Raskolnikoy
the classical example of self-will was Napoleon. “And now I know, Sonya,”
said Raskolnikov, “that he who is strong and powerful in mind and spirit is
lord over them!™* Or: “I guessed then, Sonya ... that power is given only
to him who dares to bend forward and take it ... I ... I warftcd to dare, and
killed ..."."" The proud and ambitious pauper, placed by circumstances on
the furthest and lowest rung of the social ladder, an individualist and a loner,
dreams of power over all “miserable creatures and over the entire ant-hill!™¢
If we compare the motives for the two murders, we see that Arqash com-
mitted murder for the sake of complete power over his own soul and his
inner “I", while Raskolnikov had the aim of gaining power over others, over
all “miserable creatures”, The difference is substandal,
One might also wonder whether Memoirs of a Vagrant Soul is a reflec-
tion of the episode in Tolstoy’s The Kreutzer Somata in which Pozdnyshey
murders his wife. We can see that to a certain degree both stories are united
by the theme of wrestling with the body and by the utopian conclusion that
the ideal human life is obtained through complete asceticism and celibacy.
However, the motives for murder and the basic ideas of the two works are
not comparable. The fundamental idea in Tolstoy’s story is the decay of
the family in bourgeois society, in which the wife is made into a slave and
the husband into a depraved slave-owner. They come together, and then
exist side-by-side without spiritual union. Pozdnyshev kills his wife out
of feelings of jealousy towards the violinist Trukhachevsky. This jealousy
has formed out of unceasing and growing hatred and mutual irritation. As
Pozdnyshev says, “We were like two galley-slaves fastened to the same ball,
cursing each other, poisoning each other’s existence, and trying to shake
cach other off.™ In this story Tolstoy does not individualise the main char-
acters: neither Pozdnyshev, nor his wife, nor the presumed lover. All that is
drawn out are the generalised features, which he seeks here to typify, of a
senseless marriage that ties together two entirely incompatible and mutu-
ally hostile people who are not bonded by any common endeavour, shared
concerns or interests that might engender a sense of closeness or kinship.
Thus it can be seen that neither the causes, motives or situations of the
three murders have anything in common.

In terms of subject matter Naimy’s novel The Book of Mirdad,' published
in 1948, might seem to be a sort of sequel to Memoirs of a Vagrant Soul. This
similarity does not relate to the plot and thematic content but to the recur-
rence of certain ideas. Like Memoirs of Vagrant Soul, The Book of Mirdad
poses and tries to resolve the “eternal problems” of man and God. However,
in Mirdad they assume a complete philosophical conception. Through his
unceasing movement towards perfection the principal character of the
novel, Mirdad, approaches the person of 2 Messiah or prophet.

——
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The novel was well-received widely. The Cairo newspaper af-Misri
rinted a rapturous review by the well-known writer and public figure *Ald
al-Rahman al-Hamsi (1920-87), in which he wrote:

1f all of the East may take pride in its thinkers, philosophers, poets and writers,
then we, the sons of the Arab nation, are entitled to consider Mikhail Naimy
the principal object of our pride in contemporary literature and intellectual life,
Naimy personifies the sole humanist school of its kind, which is the purest and
most disinterested of all the most rewarding of tendencies in human thought."

The Book of Mirdad has much in common with Gibran’s The Prophet, al-
though it is considerably more complex in its plot and a larger work. The
basic ideas of each are comparable, and each represents a form of addressing
and exhorting the people, telling them how they should best live, how to
save themselves from delusion and how to realise the meaning of their lives
and become merged with God. Like al-Mustafa, Mirdad speaks in terms of
everyday precepts, explaining the truth by means of the light of everyday life.

The foundation of the story is the Biblical legend of Noah and the Flood.
Noah’s son Shem builds an ark at the summit of a mountain, and a group of
priests come to live there. Soon, however, the priests begin to neglect the
covenant of Noah and the ascetic way of life it calls for. One day Mirdad
climbs the mountain and enters the ark, with the intention of calling the
priests back to the true path. One of the priests writes down Mirdad’s teach-
ings, and the result is The Book of Mirdad. As in previous works by Naimy,
the main character expresses the “I” of the author. The name Mirdad itself
is symbolic, meaning “the one who is returning” in Arabic and carrying the
sense of a messiah who has returned to save mankind once more from the
sin, lies and hypocrisy into which it has sunk. Both the hero's name and what
it stands for suggest that the book contains teaching and exhortation, and
this is indeed the case. The work is a corpus of the philosophical, religious,
moral, ethical and, to a certain extent, social views of the author. Much in
the book can be seen to reflect the teachings of Tolstoy in his last years.

The novel comprises two independent sections. The first, entitled
“History of the Book”, describes in a mystical-romantic manner how the
narrator-hero ascended the mountain to reach the ark, which is surrounded
by various legends. On the way, which is difficult and dangerous, he encoun-
ters a number of obstacles and mysterious meetings with symbolic figures: a
goatherd with goats, an old woman with a naked girl, an old man and an old
woman, and others. They pose him difficult riddles and questions. Finally,
however, he reaches the ark, where a priest tells him about Mirdad. The
priest hands him the sacred book of Mirdad, but himself turns to stone. The
main content of this holy book is the sermons given by Mirdad, in which
can be heard “the call to the highest level of human development”.

The second section is called “The Book of Mirdad” and contains Mir-
dad’s teachings, which are a concentration of the philosophical, religious
and social outlook of Naimy himself.
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themes of the novel is the conception Pf God. l:"o‘r N'air.ny,

as g:e'l";{s‘?;:god is Love. Since every person contains the divine prin-
cinle. then love of God manifests itself through lo‘fe of man for man. [t
foli)[m'vs that to love God is to love all people. Love is the most active and
most universal law of human life. “qu‘s oneness, my tfompan;?:s, is _:h.e
only law of being. Another name for it is Love. To know it and abi e’by itis
to abide in Life.”“ We might mention an utterance by Tolstoy that is close
to this sentiment: “To love means to gwe‘onese]fup to God and to c;‘lo w&:;E
God desires; but God is love, i.e. he desires the good of all [fnankmd!_ @
Like Tolstoy, Mirdad absolutely rejects the mediation of any kind of priest-
hood between man and God. Prayer does not require the help of words
and rites, but rather the heart and one’s actions. Th_e_ way to the t_ruth lies
through silent contemplation, quiet prayer and asceticism. The logical con-
sequence is the complete rejection of any specific religion, and in its place a

i ligious universalism.
hnﬁ;:; I:E:llieves that God is neither Allah, Jesus or the Buddhg, but an
eternal moral law. Tolstoy also understood the gen'_crahr.y of all rc.:hgmns as
a certain generality beyond any dependence on thl?“‘ names. In his regly to
a letter from a Persian youth who had expressed indignation at the l?“'
thenism” of the Christians and the absurdity of the Christian dogmatists,
Tolstoy advises him to look to other religions and seek out only that which
answered the needs of his soul, saying that he himself also adheres to such
a principle." Tolstoy understood belief as a comprehension of truth that
engaged all of a person’s spiritual powers. He wholly rcpud‘latl::d and caus-
tically ridiculed outward ritual and the observance of obligatory church
canons. This view is also a basic idea in Naimy’s book: “Nor have you any
need for temples to pray in. Whoever cannot find a temple in his heart, the
same can never find his heart in any temple.”* The influence of Tolstoyan
teaching on Naimy’s anticlerical stance is confirmed by Naimy himself in 2
letter to Ignaty Krachkovsky: “My inner agitation against the Church and
its arid dogmas has forced me to seek and find support in the late works of
Tolstoy.”™

As in Memaoirs of a Vagrant Soul, in The Book of Mirdad the entire system

of human relations and social institutions is fundamentally criticised. Again
the social utopia has an abstract character that transcends class. In Mirdad’s
preaching all material life is reviewed critically: state boundaries are repudi-
ated, as are all penal and controlling systems in society such as the courts,
prisons, money, the administrative organs and religious and national be-
longing. Mirdad’s positive ideal is asceticism, the love of neighbours and the
rejection of wealth and power. He disavows property, considering it one of
the primary origins of evil and vices: people are enslaved by things. He calls
for religious abodes and churches to be liberated from their assets. Money
is for him the source of violence, offence and oppression. “For what were
money but the sweat and blood of men coined by the crafty into mites and
shekels wherewith to shackle men? ... Woe and woe again onto them who
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purn away their minds and hearts and slay their nights and days in storing
riches! For they know not what they store.”” We may recall “Tolstoy’s in-
vective against property:
P is the root of all evil; the distribution and provision of property occu pies
practically the whole world ... No sooner does man call his property that which
is not his body, but that which he would desire, to subordinate that to his will,
than he has made a mistake and brings on himself disappointment and suffering
and becomes obligated to force suffering on others.'”

Mirdad considers self-perfection the only possible route to universal
harmony: “In truth, man struggles only with his own soul ... And never
shall the balance [of vacillating human states caused by passions| be adjusted
tll men have learned to knead all their desires in the kneading rough of
Love and bake of them the bread of Holy Understanding.™”" In his view,
each person must master and govern his own “I”; only then will he become
“mightier than Time, and much more spacious than Space”. In his My
Confession and in What is to be Done?, Tolstoy calls people to wrestle and
overcome their passions, vices and evil: “Woe unto them that call evil good,
and good evil; that put darkness for light, and light for darkness; that put
bitter for sweet, and sweet for bitter!™™

The Book of Mirdad is the moral and ethical testament of Naimy himself,
in which his philosophical, religious and artistic ideas are interwoven. It
is the author’s credo. In particular, Naimy’'s novel draws on Tolstoy’s idea
of religious “salvation”. The novel’s characteristic motifs include the crit-
cism of materialism, a call for the purification of religion from empty ritual
and the aim of uniting people with ideas of universal love, which again
resonate with the teaching of Tolstoy. Also common to both writers is 2
path of renewal for man and mankind, which they saw as the moral devel-
opment of the individual. As is well known, “Tolstoy linked his social views
with moral and religious philosophy, and in Mirdad social conflicts are
portrayed in the form of moral conflicts. We would add that a Sufi influ-
ence can be discerned in The Book of Mirdad, and also ideas from the Arab
Enlightenment.

Naimy’s novel a/-Yawm al-akhir (The Last Day) is a summary work of the
author’s world-view. It is, as it were, the final confession of the author, re-
vealed through the mouth of its hero. This hero is a teacher of philosophy, a
man who thinks in philosophical categories; his confession, immensely con-
centrated and pouring forth as an unbroken stream, cffectively forms a com-
plete philosophical system. The theme of the novel is the self-examination
of his life, looking at it as if there remained only 24 hours to live, and that
is what the hero, Musa al-"Askari, does. The novel is structured to this end.
with 24 chapters, each corresponding to one of the remaining hours of
Musa’s life. In each of these hours he reviews not only his own life, but that
of human society as a whole, reassessing many conditions and categories of
human consciousness.



154 MIKHAIL NAIMY

—_—

The primary task that the hero sets himself is formulated in Musa’s mon-
ologue: “Today I want to know what until today I did not want to know. ]
want to know what connects me to the son of Hisham and his wife. I want
to know everything in my life that links me to people and events.™"”*

This last day of his life, filled with reflections and answers, creates a dif-
ferent Musa al-"Askari, quite unlike the one that existed up to this day. Now
he has a quite different attitude towards people, to the world, to God, to
human values and to social institutions. To re-evaluate is to criticise and to
drop previous opinions and understandings, and that is what happens in
The Last Day: everything that Musa considers during this single day he sees
from a new perspective, as though scales have fallen from his eyes. Among
these things he sees many of society’s instirutions in an ugly light: the army,
the courts, prisons and so on. Sometimes what Musa says addresses social
questions:

In the courts | see people invested in the mantle of lords of the law, and I see

men and women who expect from them justice and mercy in the name of the

law. I see the mercy and justice that knock diligently at the door of the courts,

However, those doors are not opened up and they are not permitted entry.'™

In the prisons I see thousands of those whom the law has sentenced to live
within gloomy and severe walls, shut away from the life-giving sun, the air that
invigorates and the cleanliness that revives.'”

He speaks of the army thus:

[n the barracks I see people who have been made by human laws into puppets,
toys, whom the devil, taking the name of a state or nation, has offered for sacri-
fice. These puppets have no other function than blind or dumb obedience. They
have no right to cry out, to groan or to complain, whatever requirements are
imposed upon them. They existin order, when necessary, to sow or reap death.'”™

His comments correspond to Tolstoy’s view of the Tsarist army as quintes-
senually an instrument of violence:

The first means of human enslavement, by direct violence and the threat of death
by the sword, has never disappeared and will not disappear for so long as there
continues, in one form or another, the enslavement by people of other people,
since this is the very basis of all enslavement ... We forget but one small fact -
about those hundreds of millions in the standing army, without which not one
state can exist, and whose disappearance would mean the inevitable collapse of
the economic structure of every state. But what are these millions of soldiers, if
they are not the personal slaves of those who control them?'™

In his reflections Musa passes definitive sentence on the things that man
worships: wealth, power, religion, property and so on. Before Musa’s eyes
there sail ships, symbolically representing the accumulation of things of
worth to man: ships of power, of wealth, of science and so on. Musa is filled
with indignation at mankind’s worship of material existence. He says: “In

THE INFLUENCE OF TOLSTOY'S WORLD-VIEW ON NAIMY'S WORK 155

PR i
the shops 1 see shopkeepers who lie in wai.t for their customers as a spider
waits for flies. All of them hang ensnared in the spider’s web, from which
they are unable to escape. This web is the god of charm, the insidious,
omnipotent, whose name is Dinar.”'* And Tolstoy wrote about money as

follows:

The man who has money can buy up all the bread, and so starve the next man,
and enslave him completely for bread. And this happens before our eyes on an
enormous scale ... The oppressor does not need money for exchange - he can
take what he needs without exchange - but only for the convenience of the
violence that consists in the harbouring of money, and it is easiest to hold money

by enslaving as many people as possible.'™

The same ideas form the basis of Naimy’s book of essays entitled
al-Awthan (The Idols), written in the 1950s, in which one can detect a con-
sonance with the main themes of Tolstoy’s book On Life and other of his
sociopolitical writings. In this book Naimy reflects on the fact that in the
course of their lives people venerate the idols they have created themselves:
“Idolatry is something created by man, and it is that which he worships as
though it truly possesses the absolute capacity to make man happy, to heal
him and to provide for his needs, including his material needs.™™

The author reveals a living scene that shows the substance, origin and
effect of the “idols™ money, power, strength, public opinion, nationalism,
science and the like. Here is his discourse about the essence of wealth and
money:

And as regards the fils [a small denomination of currency], it has done what
neither the devils nor the angels could do ... it has put one [man] in the place
of thousands, and sometimes of millions.

Here is the secret. This is the trap, the place where one can slip. Here it is,
that immense source of hatred, envy and conflict between people.

The invention in hell of the fils led to the situation in which one man gained
the ability to appropriate to himself the portions of the common good of
thousands of people, while thousands of people were left without the share of
even one.

The result of this was the oppression of man by man, the submission of the
masses to one individual and the exploitation of those to whom the fils did not
take 2 liking by those whom it sought out as its companions.™

The anticlerical element of Naimy’s work can also be clearly seen in 7he
Last Day: as Musa says, “In the churches I see incense and burning candles,
foreheads beating the ground, hands raised high, fingers making the sign of
the cross and lips whispering prayers, psalms and supplications.™

In The Last Day Naimy continues to seek the true meaning of existence,
and finds it, as also in Memoirs of a Vagrant Soul and The Book of Mirdad,
in the knowledge and study of one’s own self: “He [man] will not find the
way to God if he does not find the way to his own self. Man is the path
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from man to man. What could be more foolish than trying to find God and
oneself outside of one’s own ‘I'>"™* So Musa reasons, affirming a meaning
for human existence only in the knowledge of one’s own self and in the ex-
altation of man’s spiritual powers. Naimy’s deep grasp of the essence of the
human self had already found expression in his earlier works:

i view, is a seed of the divine (may the fault-finders forgive my
?:s?r‘ﬁ:‘g“gmcmphor}. This seed contains all the powers pf supremacy — from
the knowledge of all things to ability in all chings, fron_1 existence in all times to
existence in all places - just as the seed of a plant contains all the _spojciﬁcs of the
plant that grew it. The possibilities for his growth are without limit.

“Are we Better, or our Fathers?™'®

The same ideas also appear in his aphorisms: “The ocean has its shore,
the dry land has its boundaries and the planets have their unceasing paths,
But where are the shores and boundaries of man, and who knows his path?’

Vineyard by the Road)."”

(AIn c:)yncep-ﬁon, The Last Day to a certain degree parallels the theme of
Tolstoy’s story The Death of Tvan Il'ich (or Lyich)."™ Ivan I'ich Golow_rm is
an important functionary who has lived, like many of those around him, a
life of falsity and deceit. Shortly before his death he sees re:.uhty in a new
and piercing light: now he perceives his wife, his colleagues, his son and the
peasants who wait on him differently, and realises that his service up to now,
and his relations with his wife, colleagues and comrades, have all been false
and insincere. His former “respectable, jolly and pleasant life”, as it appears
before Ivan Iich’s death, is a greater horror even than the horror of his im-
minent death. With great artistic power and psychological insight, Tolstoy
portrays the moral rebirth of a man in the face of approaching death; in the
face of death everything is revealed to him anew, as though the veil of the
flesh that had previously covered the essence of life has been lifted. And
Ivan is horrified. But Tolstoy, as the great realist, links these complex intel-
lectual foresights with the real and specific circumstances that surrounded
him. Thus itis illness that exacerbates the sensitivity of Ivan’s soul and the
acuteness with which he comprehends the falsity that surrounded him, and
that exposes to him the essence of things. This theme has not been devel-
oped in Naimy's novel.

The Last Day is written from a Romantic standpoint, and from wishful
and imaginary perspectives: a contrived life, eccentric situations, hyper-
bolised feelings, impossible heroes and abstract reasoning. One may speak
of closeness to the Tolstoy work only in the sense that in both works the
self-analysis of the heroes is the primary device, and in particular that both
heroes are trying to understand the lives they have passed as they stand on
the boundary of life and death,

Naimy's novel shows certain direct coincidences in imagery with certain
works by Tolstoy. One example is Musa’s dream, which he remembers
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rfectly on waking; in the dream he finds himself swimming against
the current of the “river of life”, which symbolises existence. All people,
however, submit to the current and do not row their ships against it. Musa

says:
1 am on the bank of a deep, wide river ... It flows, and yet somehow does not
fow. Having reached the place where I stand, it enters a dark tunnel, where it
can no longer be seen or heard ... On the surface of the river, as far as the eye
can see, there jostle countless ships and boats of different shapes, sizes and col-
ours. All of them sail down the river towards the tunnel, and disappear into ir.'™

Small boats and great ships sail past, each symbolising, for example,
wealth, power, religion, art, the military, science, etc,; they reach the wnnel
and disappear inside it. When Musa asks why he is being shown this, he is
answered by the “black-and-white man”: “My purpose, as [ have already
said, is to show you the perpetual procession. Everything that flows along
the river of time must finish its journey in the tunnel of darkness. Every-
thing that does not point to its own true condition is doomed to oblivion.™
When Musa asks who can save himself, he is given this reply: only the one
who rows against the current. “Yes, if you row against the current of the
river, which is time, until you reach its source, then you will arrive where
there is no time or space, and Essence, which has no beginning, can have
no end.”"”

Suddenly Musa notices a small boat emerging from the mouth of the
tannel: “The boat moved against the current of the river. The two men
in the boat rowed with great zeal, and their movements showed no waver-
ing, weakness or fear.”"™ These men were on their way to immortality. It
is interesting to compare this passage with an extract from Tolstoy's My
Confession:

Whar happened to me was something like this: [ was put into a boat (1 do not
remember when) and pushed off from an unknown shore, shown the direction
of the opposite shore, had oars put into my unpractised hands, and was left
alone. I rowed as best I could and moved forward; but the further [ advanced
towards the middle of the stream the more rapid grew the current bearing me
away from my goal and the more frequently did I encounter others, like myself,
borne away by the stream. There were a few rowers who continued to row, there
were others who had abandoned their oars; there were large boats and immense
vessels full of people. Some struggled against the current, others yielded to it.
And the further I went the more, seeing the progress down the current of all
those who were adrift, I forgot the direction given me. In the very centre of
the stream, amid the crowd of boats and vessels which were being borne down
stream, I quite lost my direction and abandoned my oars. Around me on all
sides, with mirth and rejoicing, people with sails and oars were borne down the
stream, assuring me and each other that no other direction was possible. And |
believed them and floated with them. And 1 was carried far; so far that | heard
the roar of the rapids in which I must be shattered, and 1 saw boats shattered
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ble to understand what had
in them. And 1 recollected myself. 1 was long unable | v
;xappened to me. | saw before me nothing but destruction, towards which [ was

i which I feared. [ saw no safety anywhere and ‘dld not lmow what
:‘;s:;?guil:‘liooung back, I perceived innumerable boats which un;easa}.::gly and
strenuously pushed across the stream, and I remembered about the shore, the
oars, and the direction, and began to pull back upwards against the stream and
towards the shore.

That shore was God;
given me to pull for the shore and uni
renewed in me and 1 again began to live.

bolic elements that unite the two writers are the image' of the
riv';-h:-?n);mm its fast current, to which practica]ly‘everybod.y submnts._the
current itself, which draws boats away towards their destruction (for Na:_my,
in the tunnel; for Tolstoy, on the rapids) and the sole means of sa]\@uon,
which is to row against the current. In The Last Day can b.e_seen l_.h_e _mﬂu.
ence of Tolstoy’s moral-religious outlook, his uncompromising cridcism of
the structure of human society, and his quest for the religious ideal and for
self-knowledge. ) )

As with the other works by Naimy mentioned earlier, this novel contains
no natural development of life and no living interaction between people.
The main character has been removed from his natural setting and placed
in a rarcfied situation. He discusses, learns and reveals only eternal truths,
incomprehensible to ordinary people. Typical features of ﬂﬁ; type of textin
Naimy include the recounting of prophetic dreams, prophecies and presen-
timents, and the appearance of angels, prophets and divine envoys.

One should not expect from this group of Naimy's works (Memoirs of a
Vagrant Soul, The Book of Mirdad and The Last Day), with their philosophi-
cal and parable-like substance, an accurate portrayal of real Lebanese life.
Nevertheless, they are an objective reflection of reality. The moral outlooks
of Naimy’s heroes and his views on many contemporary problems were
typical of many Arab writers, and they excited and continue to excite his
contemporaries,

that direction was tradition; the oars were the freedom
d unite with God. And so the force of life was

"

Fathers and Sons: Naimy’s play and Turgenev’s novel

‘I'he name Fathers and Sons is common to two works, one by the Lebanese
writer and one by the Russian, and has inevitably attracted the attention of
Soviet scholars of the new Arabic literature to Naimy's play.

Krachkovsky calls this play “one of the dramas of the new schoo
remarking that he finds in it “reminiscences of Russian literature”."™
Ode-Vasil'eva asserts that Naimy’s drama carries “onto Arab soil and into
the Arab milieu the ideas and images of the well-known Russian author’s
novel of the same name”." This view is also shared by Dolinina, who
notes that “this supposition may indeed have an entirely real basis, since

I”.IN
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Naimy, the ‘Poltava seminarist’, was, as he says himself, raised on Russian
Jiterature”."

It is difficult not to take into account Naimy's assertion that the main
idea of Turgenev’s novel Fathers and Sons was merely his “point of depar-
rure”. The problems around which the dramatic conflict is based, the basic
images of the “fathers” and “sons”, the setting, circumstances, surroundings
and characters, as well as the development of the plot, the ending and ad-
Jitional sub-plots, are nevertheless entirely specific to the reality of Lcba-
nese life in the early twentieth century, a time of great social change. ‘The
appearance of common factors in the portrayals by different writers of the
pressing problems of their day, though they may be far apart in time and
place, is an interesting and widely encountered phenomenon in world lit-
erature. On the basis of such similarities there emerges a response to the
questions of the time, which is bounded by specific social and historical
needs for social development, and also the natural process of interaction
between world literatures.

Naimy’s play Fathers and Sons is not merely a stage adaptation of “Tur-
genev’s novel, with a changed plot-line and names of characters, and
re-situated in the Lebanon. Inter-generational conflict was as topical a
problem for the Arab East in the early twentieth century as it had been for
Russia in the mid-nineteenth. As V.Yu. Troitsky justly remarks,

it was probably not a coincidence that Bazarov attracted the attention of all
thinking people ... of course such an atutude was not by chance, and Turge-
nev’s novel contained questions of relevance to all countries, and characters
like Bazarov were appearing in different countries at the ume of collapse of the
obsolete forms; Bazarov was “familiar” to many.'™

‘There is little doubt that Naimy had read the Russian author's novel.
He mentions in his autobiography that, like Pushkin and Lermontoy, he
considered Turgenev his literary teacher.' On the link between the play
and the novel he writes:

I wrote the drama Fathers and Sons in three weeks. In choosing the ttle | was
fully aware that it was already the name of an acclaimed novel by the Russian
writer Turgenev. I see nothing wrong in this. After all, the dtle is not oniginal;
on the contrary, it is perhaps the first thought that comes into the mind of any
writer who wants to examine the conflict between two generauons. This ttle
is not unlike, say, “Poetry and Poets”, “East and West", “Life and Decath™ and
soon. In such situations, where the titles and ideas are similar, what is required
is a different approach to the theme. And my approach to the struggle berween
fathers and sons is entirely different to that of Turgenev in terms of the events.
the heroes and the dialogues.™

i I‘\?ai'my's play was written in 1916 and first published in parts in the
emigré newspaper al-Funun/Funoon (The Arts), but in 1918 it was printed
in book form in New York and became Naimy's first published literary
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work. “The first of my books to be printed was the play Fathers and Sons,
lished in 1918, he wrote. y
Pthaerm and Sons may be considered as an attempt by Naimy to Mbody
artistically the aesthetic principles and demands that he procl:_ums in lus
works of criticism. The basic idea of Fathers and Soms is a social conflict
between two generations. On the one side are the fad'ue_.rs. who Smfftly
adhere to their traditional convictions, jealously and fanauca]ly preserving
the ancient customs and the old way of life, cor}unced that this approach to
life is the only acceptable one and that their children must be brought up in
the same spirit. On the other are the sons, who, influenced by new trends,
avidly imbibe all that is modern and try to escape the narrow confines of the
outdated canons that no longer satisfy them, and strive to create the new
with their own hands. K
Before analysing Naimy’s play, let us recall the main substance ’of‘Turge-
nev’s novel. In Fathers and Sons Turgenev portrays with great artstic force
the struggle between Russian democratic thinking and Russian liberalism,
and reflects one of the main social phenomena of late nineteenth-century
Russia: the growing self-awareness of the peasant masses and their ferment-
ing hatred of the nobility and bureaucracy. G.A. Bialy comments dn}t; “In
developing the burning issues of his time, he (Turgenev) created the image
of a great country full of inexhaustible possibilities and moral forces ... This
picture of Russia, painted by a great realist, enriched the artistic conscious-
ness of all humanity.™* Additionally Turgenev had occasion to reflect sub-
stantial elements in his works of the revolutionary-democratic movement
of the 1860s.

‘Turgenev’s literary activity was deeply influenced by the emancipation movement
that was developing in Russia in the mid and late nineteenth century. At the same
time, his works were in fact a significant factor in that movement. Turgenev’s
works played a major role in developing social awareness and in overcoming
delusions, prejudices and misconceptions in the struggle against social ills.*

However, as with all notable works by great artists, the value and impor-
tance of the novel is not limited to the topical content of its period and the
resulting portrayal of typical scenes that in their turn reveal certain patterns
of Russian life. The novel is broad in its artistic scope. The specific aspects
of life with which it deals are revealed with such depth and artistic power
that the temporal elements, which belong to a certain moment in the na-
tion’s history, take on a universal significance and help to bring to light
various aspects of universal progress. “The novel overstepped the bounda-
ries of a specific literary phenomenon to become a ‘document’ of immense
social and political significance.”™™
To illustrate this, here is an extract by the American writer Sinclair Lewis
from the preface he wrote to 2 new translation (1943) of the novel into
English:™
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Turgenev’s novel has not gone out of date ... the story of Bazarov is just as mov-
ing in 1943 as it was in 1862, ... because it tells of those difficult searches for
ways in life that always disturb people. Bazarov called himself a “nihilist.” Call

him 3 COMMUNIst, 3 surrealist or a biopsychologist, give him cigarettes instead

of roll-ups and 2 fast car instead of the post-carriage in which he hurried o

see his beloved Anna Sergeyevna, and then the burning in his heart and the

rebelliousness in his mind will not seem old-fashioned to anybody. His name is
one of the few in literature that is alive.™

Here Sinclair Lewis captures what is most striking in the character Bazarov:
«the burning in his heart and the rebelliousness in his mind™. In Bazaroy,
Turgenev succeeded in expressing the eternal daring of youth and its desire
1o re-examine and shake up all that is old and outdated, and to express that
nihilism towards the older generation and its achievements which is particu-
|ar to one at that stage of adolescent youth, a stage which is not yet entirely
formed and has not grasped the full measure of things.

What matters here is not whether the portrayal of Bazarov is positive or
negative or the degree of accuracy with which he reflects the leading figures
of his ime. What is endirely clear is that Bazarov, who is drawn in graphic
and tangible detail, personifies a Russia awakening, on the threshold of rev-
olution and of renouncing for ever the old social system and all its countless
ramifications. At the universal level, however, Bazarov represents a generic
young shaker and rebel; it is no coincidence that Turgenev declared Bazarov
1o be akin to the entire line of Russian rejectionists, beginning with Belin-
sky. It may be noted that at that time the idea of a “rejectionist” was sacro-
sance, and referred to a person who passionately protested against all vio-
lence, rigid routines, stagnancy and injustice. Guy de Maupassant observed
that “Turgeneyv ... was the first to turn his attention to that new state among
the leading intellects ... to that unknown and hitherto unnotced political
and philosophical fermentation that was to shake Russia.™

The heroes of Turgenev’s other works - such as Insarov (On the Eve),
Nezhdanov (Virgin Soil) and Rudin (Rudin) - similarly depict leading figures
whose convictions and aspirations are always contrary to the values of the
lives that surround them. As G.A. Bialy comments, “The successive heroes
of Turgenev’s novels, who each represented one or another generation of
ideas, created in the mind of the Russian reader and of readers throughout
the world the typical image of a thinking Russian person who realised that
his personal destiny was inseparably linked to the fate of his country.™™

At the start of the twentieth century the mood among Arab writers
and intellectuals, including Naimy, coincided with the awakening of na-
tional self-consciousness in the countries of the East. The transition of the
Arab countries to capitalism took place against the backdrop of a national
freedom struggle against the expansionist policies of the European powers.
The late nineteenth and early twenteth centuries were marked in the Arab
lands (particularly Syria and Egypt) as the era of Enlightenment, the era
of the Arab Renaissance. The demand for more widespread education of
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the masses, and a mood of protest against outdated conventions and prejy-
dices, against the power of religion, fanaticism 3de v‘lolen(.:c = r._hese were
the general feelings most characteristic of the leading Ar?b intelligentsia g
that time. As a result of the growth of national self-consciousness in the sq.
ciopolitical and cultural spheres of Arab society, an ideological battle rageq
between the old and the new, between the conservatives and the supporters
of reform.

The events described in Naimy’s play take place in a small Lebanese
town at the start of the twenteth century and concern an apparently happy,
well-to-do and distinguished family. Umm Ilyas, the widow of the deceased
Butrus Bek Samaha, tries with all her strength to maintain order in her
family and controls the destiny of her children as she wishes, relying on the
canons established by centuries of tradition. “Children should honour their
parents” is Umm Ilyas’ fundamental motto. She prepares to give her daugh-
ter in marriage to the dissolute and frivolous Nasif Bek, solely because he
and his father Musa Bek Arkush are of noble stock and carry the title “Bek”
(bey, beg). By means of this marriage Umm Ilyas dreams of becoming
related to a traditionally respected noble line.

Her eldest son Ilyas Samaha is an educated young man with progres-
sive views. However, he does not have the power to oppose his mother. In
the family circle Ilyas comes up against the severe and outdated traditions
that are manifest in his mother's despotic power. Ilyas is convinced that
the old puts down roots that are too deep in the consciousness of people.
He reflects on this, and is overcome by a mood of pessimism. In vain he
seeks a way out of the contradictions between the traditions and values of
conservative Oriental society and the modern mode of thinking that was
introduced to him by his education. He feels too alone, and the forces of
evil that oppose him are unflinching. Consequently, Ilyas does not believe
it possible to act with determination and defend his freedom and that of his
sister. The only solution he can find to this increasingly complex situation
is suicide.

But then Ilyas’ friend, the schoolteacher Da'ud Salama, comes to his
mother’s house on a visit. His appearance interrupts the normal course of
life in the family of Butrus Bek Samaha. Da’ud’s arrival breathes new life
into the household, and he tries to instil in Ilyas and his sister a belief in a
better future and to dispel their joyless thoughts.

As Dolinina correctly observes, “the plot of Naimy’s drama bears a re-
semblance to that of Turgenev’s novel.”” The distinctive mark of Turgenev
the novelist is the fact that the plots of all his novels begin immediately
the main hero is introduced. Moreover, this hero is placed by the author
straight into dramatic conflict, be this psychological or of ideas, with the
other characters. Thus Rudin first appears in the background of a salon
held by the lady and landowner Dar’ya Lasunskaya; Lavretsky (4 Nest of
Gentlefolk) bumps into the successful functionary and Westerniser, Vladimir
Panshin, and the Bulgarian Insarov is at once juxtaposed with the liberals
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Bersenev and Shubin. Bazarov is quickly introduced to all three Kirsanovs,
This is the ps)rcholog'ical and ideological basis of the plot.

The plot of Naimy’s play thus begins with the appearance of the major

itive character, Da’ud Salama, at the house of Umm Ilyas Sama}:a, who
clings on t0 the most bigot_ed am'i hardened tr:.adm_omll ways. Da’ud has
come to visit his long-standing fngnd llyas. Da'ud is thirty years old and
not from a noble background; he lives on the meagre means rff a teacher,
but is an optimist (in complete contrast to Bazarov) and full of dignity. He is
tolerant and always ready to help people; he believes in the power of reason
to direct and improve the condition of society. Da’ud does not accept life
a5 he finds it. In his view, the purpose of man is to ﬁgllu for the way life
ought to be: “Is it not so thatall life is a struggle? If our life were a constant
fight against ignorance, injustice, poverty, weakness and servility, then there
would be more freedom, which we have to revive. For we do not love life
the way it is, but rather life the way we want it to become.™"

One of the main problems with which the play deals is introduced from
the first scene: respect for one’s elders and obedience to them. When Ilyas
complains that his mother demands his unquestioning obedience to her
every whim, Da’ud, while agreeing in principle with this ancient patriar-
chal position, makes a sound modification: “They say: ‘Respect your father
and your mother.” But they do not say ‘Obey your father and your mother
even when they are mistaken.””"' He appeals to the use of reason and logic,
while not rejecting universal ethical rules. If absurdity and nonsense come
even from one’s mother, one should resist them “with all one’s strength”.
By marrying his sweetheart Zinat, however, Da'ud gains the blessing of
her mother for the wedding in accordance with the old customs, may call
her “Mother”, and goes to live in her house. As we can see, he has lirtle of
Bazarov in him or of his arrogant nihilistic pride towards all that is tradi-
tional and his desire to destroy. It is true that Da'ud speaks words to [lyas
that might be ambiguous: “There dwell hand in hand inside me a passion o
destroy and a passion to create.” But he says this in passing, without attach-
ing these passions to “destroy and create” to any specific words or actions.

The one thing that is clear from all his appearances is that he considers
the idea of complete obedience to one’s elders to be prejudiced, and is in-
dignant at religious intolerance and its external ritual. He himsclf does not
believe in God, but carries Him in his heart. It is implied as a logical conclu-
sion that Da’ud stands for enlightenment (he is after all a teacher) and for a
position of dignity for women in society. Thus his struggle against obscure
prejudices, religious intolerance and external Church religiosity, and for the
education of the people and an improved position for women, is the very
moderate agenda of an Arab enlightener of the early twentieth century, and
far from active protest or demands for radical change.

Da'’ud also has a very modest view of his own strengths and opportu-
nities. In the final monologue, addressed to his future mother-in-law, he
describes himself thus: “You think of me as poor, but 1 am not poor. | have



164 MIKHAIL NAIMY

—

firm resolve, love, strength, a sense of my own dignit}' and some intelligence
.. My pedigree is here before you: myself.”"* This monologue characterises
Da’'ud’s human dignity: modesty, honesty, belicf in himself and also a belief
in the triumph of good forces in life. “Yes, this is the hfe_ufe h?ve in this
East”, he says to his sister. “But it will change, without fail it will change.
It will change because the present generation was born in a different worlgd
that is not like the one in which their parents were born.”" But when? For
what reason? What circumstances will cause “this Eastern life” to change?
Not one word is spoken about this in the endre play. Even Da’ud’s remarks
— and he is the main representative of the new directions - come over ag
modest, calm and as though waiting for something. Here are none of the
storms or passions of a Bazarov.

Itis also worth noting that the role of Da’ud in the structure of the play
is modest. In the novel, Bazarov is a necessary and key participant in the
action throughout the story. All the other characters are grouped around
him, and the development of events can only take place through him,
Da’ud, on the other hand, is only an important character in the first act,
In the sccond act he does no more than declare his love to Zinat - who in
any case has all but openly declared her love to him already. In the third act
Da’ud appears in the tenth and final scene, where he is subjected to a brutal
insult. He is accused of cohabiting with his sister with the aim of polygamy.
In response to the accusations Da'ud merely exclaims, “Thieves, bandits!”
When he is cjected by force from the room, he leaves obediently. On top of
this, the episode nearly costs his beloved Zinat her life; in despair at what
has taken place she drinks poison. And the fourth, concluding act does not
involve Da'ud at all.

Overall, we may conclude that the representation of Da’ud is sketchy,
somewhat one-dimensional and rational. His actual actions in the play are
very few, and his inner world and convictions are revealed only in his mono-
logues, where he acts to a large degree as a mouthpiece for the positive
ideas of the author. All this is indicative of the fact that in creating the
character of Da’ud Naimy made use of Enlightenment Realist methods.
Itis generally the case for Enlightenment writers that their characters are
poorly defined in terms of specific social circumstances, by which we mean
not only the plausibility of specific details but also a broad and trustwor-

thy portrayal of the social situation, morals and customs of the country.
Enlightenment Realists do not fully reveal the essence of life itself and the
social relations that define all other factors. Therefore, the positive hero in
Enlightenment works almost always appears as a philosophiser or preacher,
and not a flesh-and-blood person. Little is revealed of Da’ud as a person, as
an individual with feelings and a self. We hear only his monologues, with
which he appeals solely to the listener’s reason, logic and understanding.
Nevertheless, we should realise that in even creating the character of
Da'ud Naimy was a reformer of Arab literature, standing far ahead of the
literary milieu in which he moved (that of the €émigré Arabs in the USA),
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which, by force of historical circumstance, had at that time only begun to
dopt Romanticism (in particular that of Kahlil Gibran, Ameen Rihani and
:xherS) while European literature had already been engaged with Critical
Realism for a number of decades. _

Other figures in the play are, ppwever. [_)orl:rayed in greater depth and are
more persuasive, revealing a Critical Realist approach by the author.

A certain degree of sketchiness is also evident in the unfolding of the
action. This is based on the relatonships of two couples: between Da'ud
and Zinat, sister of his friend Ilyas, and between Shahida, sister of Da’ud,
and Dlyas. The plot develops in such a way that Da'uq “saves” Zinat, while
his sister Shahida “saves”™ the weak-willed and disillusioned pessimist [lyas.
All is concluded in the best possible way, with both pairs joined by happy
marital tes. _

More artistically convincing is the character of Ilyas. He is an educated,
sensitive, but emotionally depressed man. He holds the same progressive
views as his friend Da’ud. However, he sees around him an insurmount-
able wall of darkness, ignorance and powerful ancient prejudices, and is
driven to despair by his sense of powerlessness against them. Naturally, this
hatred of the evil around him is coupled with his sense of the pointlessness
of struggle, and causes him to be disillusioned with life. At his first meeting
with Da’ud, Tlyas says: “I'm on the verge of choking, Da"ud, choking in this
world which lives in the past, which sees neither the present nor the future.
Life has become a heavy burden, and my presence in this world is the drop
that causes the cup to overflow.™"* He compares his sister somewhat poeu-
cally to “a precious stone in the hands of a blind merchant”, that is to say
in the hands of his mother, who is forcing her to marry the ungifted versi-
fier Nasif Bek, who, it transpires, is bankrupt and is sent off to the debtors’
prison at the end of the play. To Da’ud’s question “Have you tried to talk
sense to your mother?”, Ilyas replies:

You are talking nonsense, my friend. And this is no surprise, for you don’t know
my mother’s character. You don’t know my sister. I tell you, for me this house
has become 2 burial vault, and life has become hellish. Do not hold it against
me if somebody tells you tomorrow that your friend [lyas Samaha has hanged
himself from one of the oaks in the grove outside the entrance to the city. "

With his aversion to everything around him, Ilyas does not lift a finger to
make even the smallest change in his surroundings. One of Da’ud’s merits
is that he reawakens in his friend the will and belicf, which had been sup-
pressed by his mother, in the possibility of altering reality.

llyas cannot of course be compared to Arkady Kirsanov in Turgenev's
novel, a man with an unusual lack of distinctiveness or originality, wha is
forever falling under the influence of stronger personalitics - first Bazarov
and then Ekaterina Odintsova, Ilyas, by contrast, has views and ideas of his
own and is an attentive and subtle observer of life. One may nevertheless
reproach him for lacking the necessary will to be faithful to his principles.
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For example, he describes his mother accurately and at length to Da’ud:

Don't forget, my friend, that Umm Ilyas does not only represent her own
generation; the convictions, prejudices and illusions of many generations have
put down their roots in her soul and are firmly anchored in its earth. And by
no means is it easy to pull out these roots. You do not have to overcome her,
probably the reverse. Be reasonable, Da'ud. Tear out one root, and a thousand

will grow in its place.™

From this it would secm that Ilyas thinks more deeply and soberly than
does Da'ud. He makes a witty comparison: the chances of bringing Umm
Ilyas round to a new point of view on any matter woluld be hke that of
scooping out the ocean with the cap of an acorn. And ultimately it is he who
turns out to be right, not Da'ud: Umm Ilyas gives in not because she has
been convinced by some point of view contrary to her own, and not because
her only daughter has poisoned herself and almost died. Even after her
daughter’s attempted suicide she goes again to discuss the shady deal with
the father of the presumed groom, who has offered to marry them without
Zinat’s consent. It is only the news that this “groom” has been jailed for his
debts that causes her to agree to her daughter’s marriage to Da’ud. llyas is
right: his mother is an inflexible person whose mind is so callous and en-
crusted that it is impossible to get through to her by any logical reasoning
or example.

Tlyas is capable of faithful and unselfish Jove, and this is the manner in
which he loves his sister Zinat. He is overcome with joy and rapture on
hearing of Da'ud’s love for her and his intention of marrying her: “My
God, if this is so, then my wildest dream has come true.” Therefore Ilyas
cvaluates the circumstances and recognises Da'ud as the possible husband
of his sister.

Towards the end of the play llyas undergoes a sea change, becoming
more active, showing more joy in life and referring to himself as a blind
man whose sight has been restored: “Shahida! ... You are everything to me
in this life”, he says to his bride. “Shahida! I was blind but my sight has
been restored. Your love has become the light in my eyes! ... Shahida! How
beautiful life is!""" And the reader is left in no doubt that Ilyas will be a
deserving member of the new generadon. One is given to believe that this
complete change in llyas is the result of Shahida’s love and that it was her
that instilled resolve, courage and certainty in him, since Ilyas had always
asserted that life is meaningless and ugly, and had been ready to end his.
Having fallen in love, however, he becomes a conscious supporter of the
“sons”, the representatives of the new.

The characters of the two young women in Fathers and Sons, Zinat and
Shahida, add much to the success of the work. The person of Zinat is partic-
ularly appealing. Despite her meekness and femininity, she exhibits a strong
character. She submits to her mother out of her own conviction, if one may
say such a thing. Having deeply absorbed the old truth, fed to her every
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ar of her life, that the first debt of the child is to obey her parents, Zinat
o nsciously serves her mo_ther and trusts her_, although she has no feeling
whatsoever for the fiancé intended for her. The love that is awoken in her
(owards Da’ud gives her strqult.h and resolve, and the capacity o act. Going
against her mother’s prohibition, shf goes to Da’ud and tells him of her
Jove; when it seems to her that they will never be together, she takes poison.
She is akin to those women who are capal:!le of undertaking heroic deeds and
dying for their moral principles. The entire description of Zinat is convine-
ing: gentle, tender, submissive, rmtra.mfd in her words and loyal in her love.

Shahida, Da’ud’s sister, has a very different nature. Her spiritual kinship
with her brother and her hard-working, independent life lend a sense of
certainty, self-respect and courage to her actions. She speaks a good deal
and confidently, without circumspection or half-tones. In the play she is
also highly acave. She responds quickly to whatever her brother does, sup-

rting him. Her unselfish care, concern and night vigils save Zinat’s life.
With her active energy, persistence and strength of will Shahida succeeds in
winning Ilyas and instils in him optimism and faith. She is in Jove with life
and capable of embracing all its beautiful manifestations. “I am envious of
myself because I live in this world and am grateful with all my soul to the
creator. All physical ailments, difficulties of the soul and trials of the heart
are no more than a small white cloud in a summer sky. Life is beaudful!™"
Also noteworthy in her character is a thirst for action. At her first meeting
with Ilyas she expresses amazement at his lack of acdon when her sister is
about to be given in marriage by force. “How strange that a young man like
you, who seeks the meaning of his existence, watches in silence while his
sister is coerced to marry someone she does not love and who is unfit to be
even her servant. And you have not tried to save your sister.™"”

While recognising Naimy's creative triumph in these two characters,
we find no common ground between them and the female characters of
Turgenev’s novel, Odintsova and her sister.

The character of Khalil, Ilyas’ younger brother, is necessary both to the
composition of the play and as an additon to the general portrayal of the
morals and way of life in a Lebanese town in the early twentieth century.
It is through Khalil that both the main characters and the audience gain
essential information about the comical poetaster and ne’er-do-well Nasif
Bek. Nasif is a close chum of Khalil and can be found at every gathering or
occasion for merrymaking. Khalil is openly cynical and primitive, and not
prone to excess scruples: for the sake of gossip, effect and a good life not
only does he maintain his friendship with Nasif but also feels no pity for his
own sister. And so, without thinking, he blurts out to his mother everything
he knows about Nasif. And it is Khalil who thus brings her the breaking
news about his arrest and the auctioning of his father’s house. Here his
role is natural and vital for the action to proceed. For these are the circum-
stances that finally persuade the unbending Umm llyas that her daughter's
marriage to Nasif does not bear thinking about.
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The negative characters of Naimy's play, the “fathers”, are also artistical.

ly persuasive, representing sts_\gmtcd and ?bmle“" opinions and militandy
guarding the truth as they see it. The principal such character is Umm Ilyas,
the mother of Ilyas, Khalil and Zinat. She is a wealthy widow who considers
herself the sovereign ruler of her family. The other character that personi-
fies all the negative qualidies of the archaic generation is Musa Bek Arkush,
a former bailiff and the father of Nasif Bek. What is particularly interest.
ing is that despite the fact that their views on morals and t}'le preservation
of the old ways are entirely in agreement, dl}:y are very dlf'ferent people.
Despite her imperiousness, obstinacy and bellicosity in standing for the old
order, Umm Byas is unsophisticated, gullible and sincere. Nowhere is she
a hypocrite, nor does she act against her conscience, s0 firm is her convic-
tion that passion and persistence will see her through. Her code of everyday
moral conduct is extremely primitive. Her model of 2 man is her deceased
husband, who used to cut off the heads of Muslims, both Sunnis and Druze,
with a sword, and who carefully attended every church service. For her, the
most important thing in a person is his breeding. No matter if Nasif Bek is a
drunkard and a loafer; he is a “Bek”, and for Umm Ilyas that says it all. Her
superior court is “what they will say in town, and the neighbours”. When
Musa Bek persuades her to let him marry her daughter to his son by force,
she expresses this reserve: “But what if Zinat dies? What will people say
then3” As for children, in her view their most important virtue is absolute
and unquestioning obedience. She herself relates crudely and ignorantly
to her children, and she deals with any trace of rebelliousness by swearing,
cursing and the cane. Even religion, which she values so zealously, is alien
to her in its moral principles. Everything boils down, for her, to external
ritval: to go to church, when this is prescribed, to light candles and repeat
the prescribed prayers.

Uram Ilyas is not particularly intelligent. She takes everything that the
sly and resourceful Musa Bek tells her at face value, without thinking for
a moment about what he is saying. Her favourite son is Khalil, because
he never opposes her; she forgives him the fact that he is an idle gossip
and hypocrite with no principles. Her elder son Ilyas remains a mystery
to her, and most significanty she is not in any way perturbed by the pain,
despair and confusion he experiences; she believes that he puts this on “to
spite her”. As she says of him, “He is a loafer and an ignoramus ... he needs
neither God nor the devil, and he does not care what is heaven and what is
hell. Now he talks about hanging or shooting himself, and now suddenly he
wants to become a ploughman, to sow and reap.”

It has never occurred to Umm Ilyas to think of what her daughter repre-
sents. While the latter serves her without demur, everything remains calm
and in its place. When her daughter starts to stand up to her, Zinat at once
becomes in her mother’s eyes a “vile creature”, a “she-devil”, “ungodly” and
a “whore without shame or conscience”. Here one should remember that
Umm llyas, having grown accustomed to the unquestioned obedience of all
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: r, is incapable of showing any restraint or self-control, or
thost m.hermh the col:\sequenm of hger aitions.
Oert in front of Musa and Nasif Bek she is wholly meek and gentle, her
rone towards them respectful to the point of ingratiating. This is not because
she wants something from them, but simply bef:ause these are “Beks”, and
she finds it flattering to associate with them. This woman, who understands
~othing in life, who thinks nothing through, -._md wh‘o is deaf and blind o
everything that is forever accepted on what in reality is a foundation of
conventions and prejudices, surely comes over as barbaric. And the fate of
her children would seem still more tragic, for they are far more intelligent,
complex and delicate than their mother. After all, it is only chance that saves
both Iyas and Zinat from the deaths wished upon them by her blind and
unreasoning force.

In the character of Umm Ilyas, Naimy has formed a cogent summary of
an obtuse fanatic who blindly persecutes all that does not conform to her
ideas of what is acceptable or “correct”. For Umm llyas, the “correct” is
determined by the system in which children are brought up and by religious
ministry. She represents a broad artistic generalisation by Naimy of this
personality type- ’ .

The author does not, however, abandon the inner truth of even this
character, causing Umm Ilyas’ heart to soften and be filled with gratrude
rowards Shahida for selflessly saving the life of her daughter after she had
taken the poison. She even dares to object to Musa Bek Arkush himself:
«And I should tell you, Musa Bek, I have seen plenty of girls in my life, but
have never seen and never will see another like this. ... She sat at the head of
Zinat's bed like an angel. She had nothing to eat or drink for two or three
days, and did not sleep for a minute ... Finally my heart wembled”.™ By
revealing this human element in such an impenitent and stern personality
as Umm Ilyas, Naimy underlines still more strongly the terrible power of
prejudice, stagnation and habitual thinking. After all, it curns out that even
Umm Ilyas could have been a different person, had it not been for that
setting, that environment, which made her what she is.

Musa Bek Arkush, the other figure in the play who represents the
“fathers” of the older generation, is a clerk of the court. He plays an acuve
part in the pettifoggery, extortion and humiliation by the lawyers of ordi-
nary people. Being a court official, however, he has learned to maintain a
good exterior appearance, behind which he hides the basest thoughts and
feelings. Like Umm Ilyas, he will not argue, nor will he express his true
motives. Everything is hidden behind the mask of a seemingly reserved, re-
spectable, quiet and polite individual. He is clever and cunning, and adroity
manipulates the people he needs. Musa understands Umm Ilyas completely;
he is aware of her stupidity, gullibility and reverence towards him. He is
a “Bek”, and is thus able to play the accompaniment to her recitatives of
outrage about the younger generation: “But this is the younger gencraoon,
Umm Ilyas! Oh, God forbid. When did we or our ancestors ever hear about
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a daughter being able to disobey her father or mother? And heaven knows
what else you might hear — have you seen, they want to marry only out of
love, without priests, and divorce whenever they like!

From Musa’s words one can see how far the brea.kdown of the old valyes
has proceeded, and that society has inevitably split into two camps. In front
of Umm Tlyas he does not hint at his real reasons for wanting to marry his
son Nasif to her daughter. Hypocritically he reminds her of his fnendshjp
with her deceased husband, adding that he is captivated by Zinat’s superb
upbringing and beauty, and that his uldmate m?dvaﬁon is his respect for
Umm Ilyas herself. Musa lies even to Nasif. He is concerned less about his
son than about himself, for while they are both used to a life of idleness and
luxury, playing cards and spending their time in coffe¢ houses, he is now
threatened with complete bankruptcy. As he says to Nasif:

Do you think that I want to have her wealth for myself? My days are numbered,
but what will you live on in furure? ... If you let go of these spoils, who will give
you money to eat, drink and buy clothes? How will you repay your debts? My
vineyards have been sold. My mulberry groves have been sold. My land has been
sold. The horse has been sold. The house has been mortgaged.™

Musa teaches his son how to be successful in arranging his marriage:
first he should eliminate (that is, kill) the rival, then pretend to be in love
with, and all-forgiving towards Zinat and also atract her younger brother
Khalil onto his side, well aware of the latter’s lack of principles. And so, in
the scene with Da'ud, Musa, while pretending to be polite, tolerant and
understanding, strikes him outright with an abominable slander. He deliv-
ers this in his habitually reserved and respectable tone of voice: “I have
one more thing to ask you. If you marry this noble young lady, then what
do you propose to do with your current wife? Divorce her?” Musa Bek
does not react to Da’ud’s angry puzzlement, but continues to defame him:
“Well, you can’t fool me. I'm talking about the woman who lives with you
whom you pass off as your sister. But I and everybody around you know that
this is no sister, but your wife.”™ As if thunderstruck, Da’ud is at a loss at
such effrontery. But Musa takes advantage of the general confusion to eject
Da’ud from the room. At that moment Zinat decides to take poison.
Musa’s hypocrisy and cold calculation are astonishing. After sending his
supposed new daughter-in-law almost to her grave, no sooner has she begun
to recover than he goes to Umm Ilyas to enquire about her daughter’s health:

Believe me, from the first day of the girl’s illness I could neither eat nor drink.
Even in my sleep I thought only of her ... But you should have seen Nasif, He
would not eat or drink, and the name Zinat did not pass his lips. Where didn’t
he go, to avoid saying “Zinat, Zinat, Zinat ...”. He even said that if Zinat should
die, God forbid, of course, then he himself would not go on living.™*

He can lie so impudently only to the dim and naive Umm Ilyas. But Musa
Bek understands her perfectly well, just as he understands all the other
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bers of the Samaha family: Zinat, Khalil and the elder brother Ilyas.
mes e: to flatter Ilyas, feigning sympathy with him. When his enraged
Het}t:';r rushes at him with a stick, Musa plays the peacemaker, addressing
mo
the woman thus:

Umm Ilyas! Enough. Get over it! Ilyas is a little out of balance at
Respecot;dgnt. Woul?;ou be so kind as to let me have a word with him? (75
the “}‘Hyas! 1 understand that you're concerned about the welfare of your sister,
m\,g}. you don’t realise what will make her happy. But all the same, you're a

good lad. P'm very pleased for you.™

ospects for Musa’s hoped-for marriage are almost lost, he
,ﬁow:.;e; ahjils l:.i.rnalg’tlocu-ty trick, proposing to call a priest to come and take the
couple unawares, reading the matrimonial prayer and thereby, as it were,
sealing the rite of marriage. Thanks to the stupidity and moral dullness of
Umm Ilyas this plan almost succeeds, but for the sudden news, brought by
Khalil, of Musa’s total ruin and his son’s arrest. .

Generally, the “father” characters are considerably more persuasive and
successful. The two of them are quite different and individually drawn.
To a large extent this has also allowed dmn"l to have }ndm@ual manners
of speech. The crude, undisciplined, self-willed and imperious language
of Umm Ilyas, full of swearing, cursing and folk expressions, is npdxcanve
not only of her delight in unbridled power, but alsq of a lack in her of
any power of observation, intelligence or understanding of other people.
Musa Arkush has altogether different speech; indeed, he modifies it 1o
suit the situation and the person to whom he is speaking. With Zinat he
is insinuating, smooth-tongued and courteous, while with Umm Ilyas‘he
is dashing, hypocritical and servile; he talks to his son pcrsuasn:cly, using
reason and logic, and to Ilyas nobly and with reserve, appealing to his
feelings. _

Turgenev portrays the struggle of two generations in the form ol'_a
socio-psychological novel, one that represents the highest achievement in
the evolution of Critical Realism. Naimy, on the other hand, exposes the
conflict in his play using a didactic approach — that is, in a genre that is
most accessible and best adapted to a declaratory exposition of the main and
general ideas of the author himself. This method was typical of Enlighten-
ment literature.

Naimy gave great importance to the language used in Fathers and Sons,
considering this to be one of the most important problems for the develop-
ment of the genre. The language of the play must be accessible and under-
standable to a broad mass audience. Thus, the language of drama should be
rich in folk dialects, idioms and free use of colloquial speech. In this, Naimy
departed from the Russian viewpoint. By no means, however, did this in-
dicate that he should neglect the traditions and norms of literary Arabic,
which he valued highly. He wrote of the conundrum - and his solution to
it~ in the preface to the play as follows:
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Of all literary forms, drama is the one that cannot dispense with the colloquial
language, but this raises the problem that, if we follow the rule, we should have
to write all our plays in colloquial, as there is none amongst us wl}o SPc‘aks
pre-Islamic or early Islamic Arabic. And that means the (_iylng-ouf of classica]
Arabic - a national calamity which we are far from desiring to bring abz_:u:
All 1 could do, after much reflection, was to make the educatcfl chmctc_rs in my
¢, and the uneducated speak colloquial. But I sincerely

ur

cak li Arabi
Eclizii%hll: l::fsn:ir:s not solve the fundamental problem.
is solution was thus a skilful and creative combination of the two lan-
g\.:gl:: ;raoups that succeeded in revealing both the wealth of the language
and the vital pulse of its spoken form. The educated characters _of Fathers
and Sons are given literary speech, while the uneducated speak m_dlalect. For
example, Umm Ilyas uses words and phrases normally found in everyday
sitwations. The monologues of Ilyas, Da’ud and Shahida are saturated with
peculiar folk expressions and turns of phrase. Nevertheless, they conform
to the grammatical structure of the literary language. The author acknow-
ledges that his method is still far from a complete solution to the complex
problem of language for stage works. As he says, “What then is the way out?
I have tried in vain to find a solution for this problem. It needs more than
one mind for its solution,”

We conclude, from our analysis of Naimy’s Fathers and Sons, that it is an
independent and distinctive work whose ideas reflect the I:!urn.ing i.ssue.s and
problems that affected Lebanon in a certain historical period. In his preface
to the play the author himself comments that the basic idea of Turgenev’s
novel has a “universal character”, posing a problem that is characteristic
of all periods of change. “In it [the play] I have tried to touch on an aspect
of a major topic in the lives of all the peoples of the world, and in par-
ticular of the East. This theme is the eternal conflict between fathers and
their sons, the unending contradiction between the old and the new.” In
his play Naimy also draws on this “general idea” of the struggles between
two generations, between the old and the young, or between two stages of
social development. For Naimy the new generation expresses the progres-
sive ideas of the Arab Enlightenment period, and is opposed to the archaic,
feudal ways of life in the Fast. For Turgenev the “sons” are the activists of
the 1860s who took their stand against the liberalism of the nobility, the
“fathers”™. And this unites them. The compositional device of opposition is
also natural: the main hero and those who support him are placed in opposi-
tion to the bearers of the opposing view and their supporters. Everything
clse, meanwhile - the genres, the images of the main characters, their milieu
and the entire backdrop of life, the action, and the development of the plot

and the ending - are all of an entirely different character, one that reflects
the difference between the two countries, their historical eras and their level
of literary development.
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Naimy’s short stories and the Chekhovian tradition

The short story occupies an important part of the work of Naimy, who was
one of the first in Arabic literature to adopt the method of Critical Realism.
His first story was published in the U.‘%A, and despite _!.his “it became famous
throughout the Arab world, because it was written in pure literary Arabic
and was organic to the spiritual world of the Arabs.”" The Lebanese critc
Na‘im Hasan al-Yafi comments: “Undoubtedly, first place goes to Naimy
as regards the short story. He is the first short story writer to understand
the particularities of literary forms so deeply, and for half a century has
peen enriching the treasure house of our art with his works.™" Discuss-
ing Naimy’s contribution to the formation of Realism in Arabic prose, the
well-known critic Muhammad Yusuf Najm writes: “He [Naimy] is the most
walented short story writer in our literature for his study and analysis of the
human soul and his ability to convey it to the reader in ways that correspond
to real life.””

As a writer of stories, Naimy had come under two influences: the clas-
sics of Russian literature (especially the short stories of Anton Chekhov)
and Arab émigré literature (in particular the work of Gibran). Certain Arab
authors before Naimy had also read Chekhov,” but did so through the
small number of translated editions, whereas Naimy knew Chekhov in the
original Russian.

Naimy’s stories were gathered into three collections: Kana ma kan (Once
upen a Trme, Beirut, 1937), Akabir (Grandees, Beirut, 1953) and Abu Batta
(The Man with the Fat Calf, Beirut, 1959). Some stories were also included
in collections of his artcles, such as Sawt al-Alam (The Voice of the World,
Cairo, 1948), al-Nur wa al-Dayjur (Light and Darkness, Beirut, 1959), and
Durub (Pathways, Beirut, 1954).*" It is not our aim in the present work
to carry out a complete comparative analysis of the works of Naimy and
Chekhov; this would be the subject of separate research. Here we shall
attempt rather to outline that common factor in the methods of the two
writers that allows one to speak of Naimy as being a follower of the Chek-
hovian school. We also aim to reveal what in his Realism was particular
to him, to demonstrate that he remained a distinct artist in his own right,
able to flexibly adapt the Chekhovian form to the national traditions and
requirements of Arab life.

It is widely known that Chekhov’s works summed up many of the
achievements of nineteenth-century Russian Realism. His stories and tales
combined the simplicity, preciseness and laconism of Pushkin, the laugh-
ter through tears of Gogol, Turgenev's lyricism, the raucous laugh of
Saltykov-Shchedrin and ‘Tolstoy’s ability to penetrate the interior world of
the human being. He inherited what had been formed by his predecessors,
yet was himself an innovator. For “this great artist, in drawing on what
was available to him from his forerunners and contemporaries, did not
merely ‘improve’ it, but rather combined it with new elements that he had
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developed himself to create a new quality, in which the familiar took on 3

d tally fresh meaning.™"* .
fm:&.: T:::a;eit of Chekhov, Naimy inherited from him many features of

Russian Realist literature, but it was in the ‘S}}OI‘I story in particular that.he
was able to convey his understanding and vision of contemporary Arab life.

It should be remembered that the degﬂ?e of artistic comprehens_lon and
endeavour were not commensurate for Naimy and Chekhov; there is also a
typological divergence between the two writers. Naimy began to write at 2
tme when Arabic literature had only begun to 3!‘_»5"111’“5 Realist fnﬂh?ds,
whereas Chekhov the story-writer had learned his art on the fertile soil of
a fully established Critical Realism. The breadth with which reality is com-
prehended in Chekhov’s Realism is also well _lmoum. whereas Naimy was
only able to depict certain aspects of Arab reality.

The close relationship of Naimy’s short stories to those of C]_1ckhov can
be clearly seen with the naked eye and is frequently postulated in research
on his works. This is reinforced by his own remarks, by the obs'er\rmOns of
his contemporaries, and by the opinions of Soviet Arabists. “His [Naimy’s]
little stories, which date back to 1914-1919 but were not published in a sep-
arate book until 1937, give a clear indication of the importance of Russian
writers in his works”, " wrote Krachkovsky. Elsewhere he added: “In his psy-
chological stories Mikhail Naimy devotes much attention to deep analysis,
and not without the influence of nineteenth-century Russian literature, ™"
Muhammad Yusuf Najm, the Arab critic, shares his view: “He [Naimy] re-
ceived a Russian literary education and knew the works of masters such as
Andreev, Gogol, Turgenev, Dostoevsky, Chekhov and others ... Without
doubr, by reading the work of these writers Naimy gained a good mastery
of the short story genre.”* He sees the influence of Chekhov particularly in
Naimy’s ability to reveal the psychology of people and their complex inner
contradictions.

Nevertheless, in most cases these assertions suffer from a certain declara-
tive quality, since a detailed analysis and comparison of the material is often
lacking. Within the framework of the present research we shall try to bring
together certain significant aspects of the methods of both writers. A similar
approach would allow the path to be mapped out for further comparative
and poetological analysis, which could prove extremely productive for re-
search on the problems of Realism in Oriental literature.

Generally speaking, the Chekhovian school is most evident in Naimy in
the sharp social orientation of his stories, their realism and striking human-
ism, and their love and compassion for the human being. Naimy’s stories
are canvases of the everyday life, morals, relationships, occupations and
psychology of primarily simple people. They create vivid characters that
belong to a certain setting and time. [n portraying the life of the people,
their troubles and needs, and the injustice of the social systems, he created
a persuasive archetype of the Arab labourer. His stories bring to the reader
images of poor peasants who naively believe in the kindness of landowners,
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and city low-life, artisans and the powf:rﬁsl in this world. “The reader may
encounter the heroes of Naimy’s stories anywhere: among the regulars of
the cafes and the shepherds in the fields; the gossips who have come to
chatter with dilettantes; little boys destroying birds’ nests, and lovers of
nature; idlers and the unhappy wanderers who roam the streets in the wind
and rain, and so on.™”*

The legacy of Chekhov is reflected particularly in Naimy’s adoption
of one of Chekhov’s main principles of reflecting reality: laconism, with
the slogan “The shorter, the better.”* It is well known that Chekhov con-
sidered long-windedness to be a sign of lack of talent, and he considered
that excessive detail merely obscured the main elements of the story. He
advised beginning writers to dispense with the definitions of most verbs
and nouns and to strive for precision and keenness in their use of language.
He extended the use of simplicity and naturalness to his plots and conflicts;
complexity and tragedy, beauty and ugliness appear in his stories in their
everyday garb, shorn of outer effects. These aesthetic principles are the
source of the particular poetics of Chekhov’s stories: brevity of exposition,
swifmess of plot, speed of development and unexpectedness of outcome.

“The short story has its own aesthetic objective and laws of construction.
Most frequently the short story has been constructed as a way of suspend-
ing a single moment — a meeting, a scene, a dialogue.”*' Naimy understood
these requirements. “The basis of the story”, he wrote, “is laconism in de-
scribing the events and people and the dynamics of the dialogue; the story
must be grasped directly and with ease, and should leave in the memory
of the reader those impressions that the author hoped for.™* In Naimy’s
view, brevity should aid the reader in grasping as effectively as possible the
message of the work and its aesthetic point.

Naimy’s stories are themselves compact: usually brief and cleverly
constructed. The effect of this laconism is reached through purely com-
positional techniques: a short exposition that often consists of only a
single phrase, a momentary opening to the plot, fast development of the
action, aided by dialogue, and a quick, unexpected denouement. Unlike in
Chekhov, however, whose endings often have a tragicomic element (“The
Death of a Civil Servant”, “The Chameleon”, “Fat and Thin" and others),
Naimy tends rather towards the tragic, or indeed - frequently - melodra-
matic ending. His story “Hadiyya” (“The Gift”) finishes with the words,
barely audible, of the dying Mas'ud: “Doctors, doctors ...", while “Sadiq”
concludes with a suicide note: “Woe to the world that has no room for the
Truth!” The last words of the dying girl in “Shahidat al-shahd” (“Martyred
for Honey”) strike a tragic note: “Give this to Nu‘man ...” (referring to
honey she has obtained for her brother Nu'man from wild bees, and for
which she pays with her life).

In the manner of Chekhov, Naimy uses a principle of dynamic expositon
t0 pitch the reader into the story right away. Thus “Martyred for Honey™
begins: “Khayziran decided to run away from home and die, so unbearable
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had life with her mother become”; and “Dhanab al-himar” (“The Tai] of
the Donkey”): “Handing the rein of his chestnut donkey, al-Ashqar, to the
unknown buyer, Barakat was so stricken as to arouse the curiosity of those
around him.” The story “Bakaluriya” (“The Bachelor’s Degree”) has a like.
wise dynamic opening: “When Abu Shahin had received the money dye
to him and shaken his customer’s hand, he was suddenly seized with deep
remorse.” The stories “Akabir” (“Grandees”), “The Stroke of the Hammer»
and others are similar in this respect.

The straightforwardness of the opening in the Chekhovian short story
and the naturalness of the writer’s presence in the life of his characters
is closely related to Chekhov’s aesthetic of the everyday. “It is generally
accepted that what is real for Chekhov is to be found in the form of the
everyday and wears the garb of the habitual and the institutionalised. The
everyday relationships of common human life are the only possible aesthetic
reality for Chekhov™,” comments L.A. Gurvich. The typification of the eve-
rvday leads to Chekhovian symbolism, in which the artist “takes a micro-
scopically small yet typical fact from the sphere of everyday life and draws
from it the entire system of human relations throughout the world.”™*

We see a constant attempt at this kind of typification and generalisation
in Naimy too. An example of this approach may be drawn from “Grandees”,
one of his vivid stories of country life.’ The plot is extremely simple. The
peasant Abu Rashid, like all the inhabitants of his village, rents a strip of
land from a big landowner. He is obliged to give a large part of his harvest
to his landlord. The harvest is poor, however, and the reasons for this are
low-grade seed, drought and a Jack of modern implements. Abu Rashid has
a wife and a son, but the liveliest things in their household are a cock and
a goat kid, with whom the boy likes to play. One day the landlord and his
family arrive to collect their share of the harvest. Traditionally, they should
be treated by the tenants as their guests. However, Abu Rashid is in no posi-
tion to receive them in the required manner, and the only food he can offer

is baked cggs and a few vegetables. All else in his wretched hovel is ruled
by emptiness. Yet the “educated” landowners shy away from entering Abu
Rashid’s house and sharing his poor meal, which amounts to an indelible
insult to the peasant. However, the landowner’s young daughter decides
that she likes the cock and the kid and wants these “playthings” for herself.
The family has no choice but to let her have them. Abu Rashid’s son then
runs after the landowners’ car as it takes away his beloved playmates, “as fast
as his little legs could carry him”, crying loudly. “The sky heard his cries,
and the mountains replied with a great echo,”*

This story exhibits a bareness of plot, a generality of character and an
extreme meagreness in the means of portrayal that add to the dynamism
of the narrative. All description is functional and laconic. The house is de-
scribed thus: “a wretched hovel built from the branches and twigs of trees”;
as for utensils, “there are none, except for a few tin plates, a clay jug and a
pair of wooden spoons”. Two words [in Arabic] sum up the harvest: “half of
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" further description is used. Yet there is in Naimy’s story a
fast Y“”s-,] I::ncra]isation qu:nd the individual predicament it describes,
broad S0 B the depiction of individual characters' lives there is always
'mher:;hov something more important than their individual destinies™.™
& g‘t us also highlight the economy and precision of detail in “Martyred
Honey”** This tells of the death of a peasant girl, her life cxhaustcd‘by
{:;. severe and commanding mother. The author does not explain anything
that is nO

t directly relevant to the narrative. Khayziran’s mothc.r is a widow,

we do not know how she became widowed, nor how she is treated by
but neighbours, how she dresses, what conditions were like in the home,
:vhlfat friends the girl has, whether she loves her rnot_her or what she longs
for. There is not the slightest divergence from the lightning-fast develop-
me-nl. of the conflict. The mother demands honey, free of charge, for her
sick brother. Tearing herself from the hands of her mother as she bca.ts her,
the girl runs to a gorge. There she finds a nest of wild bees and decides to
obtain the “free honey” her mother wants. Hardly has she ma:}aged to break
off the honeycomb than she is attacked by the swarm. The girl runs home,
collapses on the threshold and, as she dies there, utters only the words,
“Give this to Nu‘man”. In this little story the author has manag{:d to create
the characters of both an unhappy girl and a cruel, authoritarian mother
who is fixated on the idea of harbouring money.

In Chekhov'’s stories the action is almost always moved forward by dia-
logue, and exceptions to this rule are few. In Naimy’s stories, by contrast,
there is little dialogue, and the author himself is, as it were, included in
the world he portrays. He gives an identity to the main character and has
him perform certain actions. It would seem that Naimy did not adopt this
method of narrative development by chance. Chekhov frequently charac-
terised one or another social phenomenon in a satrical vein: servility in
“Fat and Thin”, crude violence and boorishness in “Sergeant Prishibaev”,
fear of authority in “Death of a Civil Servant” and opportunism by of-
ficials in “The Chameleon”, etc. Because of this, Chekhov considered the
most effective and economical means of portraying his characters to be
dialogue. His characters’ speech was also a means of reinforcing the traits
he typified.

Naimy, however, did not aim to satirise individual aspects of social behav-
iour, but rather to show the character as a whole, with all its complexites.
In so doing he sought also to reflect a broader picture of life, morals and
circumstances. In a number of stories (e.g. “’Ulbat al-kibrit” (“The Box of
Matches”), “The Stroke of the Hammer”, “Sadiq”) the author addresses the
reader directly: “It is impossible to tell you, dear reader, everything the poor
boy endured. He was hit on the cheeks by a peasant, who trod on him and
showered him with abusive language. Sadiq’s soul was ncarly parted from
his body”.*®

In his early stories Chekhov noted the beauty of nature, talent and spir-
ituality of ordinary people (“The Huntsman”, “A Day in the Country”,
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“Art”, “Panikhida” (“The Requiem”). In general, however, the attempr ¢,
create a type of “positive, beautiful person” was strange to him. “His refusy]
to idealise allowed Chekhov to make his contribution to such complex tasks
of critical realist art as creating the image of a positive hero.™

As regards Naimy’s positive hero, it is precisely on idealism that this i

founded. As a rule, his positive hero is a man of the people, 2 peasant or
labourer. For him, working is as natural as breathing, eating, walking and
sleeping. He patiently bears life’s adversities and tolerates the dependency
of his position on the wealthy and the powers that be, yet never loses his
sense of human dignity or honour (as he traditionally understands this), nor
his love for life.

Unlike Chekhov (for example, in his stories “Peasants” and “The New
Villa”), Naimy does not emphasise savagery, ignorance and obscurity in his
peasant heroes. If he sometimes sall portrays women as cantankerous, full
of prejudice and sanctimony, and blinded by the pursuit of wealth, then
Naimy portrays male peasants and small craftsmen as submissive and un-
complaining; he paints their complete obedience to fate, to the landowner
and to God. They show no protest, no anger or complaint, but rather silent
and unquestioning submission. In Naimy one does not encounter peasants
who are cunning, crude, greedy or on the make. As a rule the peasant is his
positive hero - hard-working, straightforward, honest, considerate, sensitive
and capable of deep and pure feeling. Such are Mas'ud from “The Gift”,
Barakat from “The Tail of the Donkey”, Abu Shahin from “The Bachelor’s
Degree”, and Abu Rashid and Umm Rashid from “Grandees”.

While clearly idealising his old-style heroes, a contrast is essential for
the author to depict the gravity and injustice of the social order. And so
Naimy’s positive hero is almost always placed in opposition to members
of the upper classes, aristocrats or the wealthy, who are generally sketched

in a highly unattractive manner. These people are evil, crude, imperious
and mercenary. Naimy strives to emphasise their haughtiness and heart-
lessness and their awareness of their right to wield power over others, and
to insult them. [t is unsurprising that Naimy’s portrayals of the “elite” are
almost always sketchy and one-dimensional. Thus, in “The Bracelet”* the
wealthy Farid Sarsur reprimands his fellow university student, Fu’ad, who
has always helped him to pass his examinations. Fu'ad’s mother has fallen
ill; he needs medicine for her and has asked Farid for money. ““What does
the son of a laundress need a degree for?’, scoffed Farid with indignation.
‘Go and work ... and don’t try to climb above your station.”™*
_ The meanness and stinginess of the elite is given exaggerated treatment
in “The Box of Matches””* The character in question is the owner of a
hotel in which the hero of the story has stayed for two years, becoming
almost 2 member of the family, and who on leaving has given costly gifts.
As he leaves, having settled his final bill, the owner stops his car with a

shout and reminds him that he has forgotten to include the cost of a box of
matches on the bill.
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[n many stories Naimy creates a system based on the opposition of “old”
the “new”, that is, of the patriarchal orders opposed to bourgeois

rals. The reason for this arises from the history of the Arab countries.
mOreS: b émigré intelligentsia had seen the dark side of life in the capital-
The untries of Europe and America, and as 2 result tended to idealise their
> cocounu'ieS’ pasts, contrasting the values of patriarchal antiquity with
:hwn ressure of bourgeois development. In doing so they dispersed the illu-

i eng of bourgeois democratism and humanism, and received Western influ-
son O articularly in their homelands, with an advance warning. It should
S adaed that the way of life of the Arab bourgeoisie also gave grounds for
accusations of losing touch with the people and the labouring masses, and
for betraying the patriarchal traditions. One inevitably comes to the conclu-
sion that the ways of the old world were dear to Naimy; of these, h‘f tries
10 observe only the ideal elements: humaneness, kindness and unsophistica-
Gon. He cautions that the “new” that has come to take the place of tradition
will be far worse, more savage and inhuman.

Some of Naimy’s stories stand out for their psychological approach. The
author achieves this by various methods: for example, when he wishes to
portray the vortex of changing feelings and moods in a person, he intro-
duces an interior monologue:

All you have got ahead of you, Sadiq, is ending your life. You're already twenty
yearsold, and you haven’t been able to hold down a single one of the jobs you've
had so far, even though other people keep their first job for the rest of their
lives. You're not feeble-minded; you don’t make up stories, like the widow said
about you; you’re not idle or a thief, or a liar or a gossip; and you aren't rude or
bad-tempered. So why do other people shun you? Why does happiness never
smile on you? You strive to procure your sustenance, but it escapes you. If you
had your rightful place in life, like other people, then it would already be ume
for you to know your place and be guided to it. But there is no place for you,
you are a parasite, you are nothing amongst people. And anybody who found
themselves in such a situation as you, Sadiq, would do away with himself, as the
only way to escape such a life.”

umes t0

It is true that sometimes, in conveying the experiences of his characters,
the author substitutes a psychological analysis for the naturalistic, “physi-
ological” description. For example, in “Auntie Marsha™* the heroine is the
childless aunt Marsha, who is well known for her bitterness and dislike of
children. One day, to calm a crying child that has been left in her care by a
neighbour, she gives him her empty breast.

The child was immediately silent, and fell greedily to the breast and started to
suck with pleasure. At the same instant, the rage that had been storming in the
blood of Auntie Marsha calmed down, and she was overcome by the sweetness
of a feeling of well-being and bliss. It scemed to her that her empty breast had
filled again, and the child was receiving real milk ... It even scemed to her that
she could see real milk froth on his lips and could hear the milk gurgling down
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his throat. It seemed to emanate from every pore of her body and to flow j,
every blood vessel, to run in her eyes and cars and ﬁ'ome\rf:yhmon her head,
and from the depths of her heart and the soles of her feet.

The mood with which nature is depicted harmonises in many of Naimy's
stories with the internal state of the characters, and the landscape serves,
as it were, to introduce an emotional colouring into the narrative. The
story “Sanatuha al-jadida” (“Her New Year”)' is set on a cold, dark Ney,
Year’s Eve, with the wail of a raging storm: “But what was this? The roqr
of the wind, beating on the windows of the house and dying away like 5
drawn-out, agonising moan? Or a dog’s howling, carried on the wind? O
was it a human voice, released from a breast rent with pain? The storm
cried out, the sky wept.”** At this moment the wife of the shaykh Abu Nasif
was giving birth to her seventh child — but would it be a boy or a girl? The
hoped-for boy would be “the crown of all his hopes, his life’s dream and his
support in old age, the inheritor of his riches and the successor of his line”
- but what if it was a girl? These excruciating worries are reinforced by the
portrayal of the stormy night; the shaykh’s condition is like the storm itself,
“His ears were ringing, strange shadows passed in front of his eyes, his head
was flushed and thunder roared in his chest ... his breathing slowed, his head
grew heavy and the light died in his eyes. He was sinking ... Oh Jesus.™*

The landscape plays a different role in “The Bracelet”: “The night was
full of the breath of spring, moonlight and calm. On such a night the heart
beats more strongly, and especially the hearts of those in love.” One would
expect such a portrait to be followed by a love scene; instead, however, it
precedes the description of the internal state of a youth who confesses to his
girl that he is a thief, and that this causes him burning shame and despair. In
this case, then, the landscape provides a vivid contrast.

In Naimy's stories the details and circumstances of everyday life and the
relationships between people of different social stations create a realistic
picture of life in the working village. He describes the work of the donkey
driver, the burden carrier, the sheep farmer and the stone-breaker:

Every morning he started work where he had left off the previous evening.
He sat down on a pile of gravel, placed his legs in front of him, took a stone,
placed it between his legs and hit it with his hammer until it broke into pieces.
Then he ook another stone, then a third, and continued until sunset. As the
day progressed a long mound of fine gravel formed behind him.

“The Stroke of the Hammer™*'

At times his heroes almost become merged with the tools of their labour,
or with their houses, huts or farms (for example, “The Bachelor’s Degree”,
“The Gift”).

The little story “al-Yubil al-almasi” (“The Diamond Wedding")™ reveals
a new face to Naimy’s talent - a soft, melancholy, lyric humour that is a
match for Chekhov. Certain elements of the story are even reminiscent of
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oresque “The Jubilee”. The story goes as follows. On the
ChEkElw.:;sljzuzm,etsﬁe chief editor of the a/-Nur newspaper is up to his ears
i ohp dreds of pressing tasks, when a half-deaf old woman of 90 years,
“?rh unmes into his office with an urgent request. The conversation is
?;1?; 'ui:h comedy. At first they do not understand each other, so far apant
il

are their interests and concerns,
She did not speak clearly, and she lisped; there was not a single tooth in her

moudl wen

“] am Fima.”

“You do us an honour ... What has Fitna come to tempt us with?™*

“p'm sorry, I can’t hear very well. Can you speak up a lictle?”

“You do us an honour!”, the chief editor shouted. “What can 1 do for you?~

“I am Fitna, wife of Ya'qub.”
“Alaykum as-salam ... What does Fitna the wife of Ya’qub desire of the editor
of al-Nur?™®

The conversation continues in the same humorous mode until the editor
realises that Fitna’s husband Ya'qub worked in the printing shop of the
newspaper for fifty years. Today is the seventieth anniversary of their mar-
riage, and Fitna has come to ask the editor to mark their diamond wed_d.mg
by including a picture of Ya’qub and a suitable caption in the new edition
of the paper. This was to be her anniversary gift to her husband. The editor
finally understands, laughs cheerfully and promises Fitna that he will fulfil

her request.

In that day’s newspaper not a line was written about the elections! Instead there
was a long article by the editor about his meeting with the old Fitna ... [He] got
carried away and gave an inspired description about the hard work that goes
on in the printing shop that nobody knows about. He culogised Ya'qub's long
and remarkable life — over a hundred years - that was filled with wisdom and
selflessness and hidden meaning.”

However, unlike Chekhov, Naimy does not turn the comical situation
into a satire, but retains a lyrical intonation, laced with humour.

In outlining and underlining the innovation in Naimy's short stories as
he moved towards Critical Realism, we must not ignore the literary envi-
ronment and traditions in which his artistry was formed. He was linked to
that environment by many personal, social and artistic threads. Naimy was
writing his stories at exactly the time when Romanticism was becoming
widespread in Arabic literature and actively displacing the medieval forms
and traditions.

* In Arabic the name Fitna means “temptation”, so here the author is making a
friendly and humorous play on words.
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Naturally, then, there can be found in Naimy’s stories not only a Chek.
hovian Realism but also elements of Romanticism and even Sentimentalism,
Good examples are “The Bracelet”, “Sadiq” and “The Box of Matches”,
which have in common the contrasting of different social groups, with ng
nuances or shades, and an idealisaton of patriarchal relations, excessive
sensitivity and hyperbolised feelings. .

An example of this Romanticism is Fu'ad’s monologue in “The Bachelor's
Degree”, in which he expresses the storm of indlgna_tior_l and the chaos of
his thoughts and feelings following the insult to his dignity by his friend:

When I left him, a volcano was raging inside me, I was seething with anger, I
at that moment 1 could have destroyed the earth, the sky and the whole world,
I would have done it ... What good can there be in a life in which the sursuy*
is an cagle, and the eagle is a nobody? ... Fu'ad has toppled from the summit
to the abyss ... he will die, having just risen up against everything that is base,
decaying and decomposing, against injustice and meanness."”

These mutinous words are followed by a short epilogue which states that
Fu'ad has been imprisoned for distributing revolutionary leaflets.
Romantic and Sentimentalist elements can be clearly seen in “al-"Aqir”
(“The Barren Woman™).** The subject of the story is the tragic suicide of
a young woman. At first, everything in her life is happy: she has married
a man whom she loves deeply, and the days of their first year together are
joyful and bright with the attention, love and tenderness of her husband
and of all around them. But gradually the relationship of everybody towards
her, and particularly of her husband, begins to change. This is because she
is unable to bear a child. Her husband begins to hate her and her relatives
to despise her. Jamila endures deep moral anguish. Her human dignity, her
love and understanding of life, and all her feminine feelings are crushed and
violated. Her own character changes. Everything loses value in her eyes.
All that is left is her passionate yearning for the love of her husband, which
is lost. But then a miracle occurs: she becomes pregnant. And everything
changes, as if in a magical dream: again there is love, tenderness and care.
But one day her husband “Aziz finds her not at home. Eventually he finds,
in their bedroom, a note she has left for him, which says that he will find her
in their favourite nook under the old oak tree. ‘Aziz hurries there and finds
.. her dead body. On her breast he finds a letter explaining that the child is
not his, and that it was not her that was barren, but him.
The letter is long and detailed, and Jamila writes of her great love for her
husband and her moral anguish and violated dignity. She decided to end her
life because she could not endure her unhappiness in love with her husband:

You do not know how much hurt my injured heart suffered! And the first wound
you inflicted on me was when [ realised that your love had never been love for

* A sursur is a cricket.
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f, as a person, with a character and qualities of her own. What you
mﬁdme wasptle'lc future mother of your children, the female funcuon, that

pefore it died would leave you your descendants.™’

This highly melodramatic story shows distinct traits of Scmi_mcmalism
. hypcrbolisat.ion of feelings and experience, in the behaviour of the
B ¢ Jamila and in the contents of her letter, in which she examines her
heromhts' feelings and suffering. This is no letter, but rather an acknow-
:h; ufmem that is also accusatory and that touches on complex questions of
I:VE' the dignity of women and social injustice. Its style is passionate and
m‘i[‘?l?egending of the story is melodramatc:

Jamila lay on the ground in front of him. She had on her wedding dr.c,“. the

dress in which, eleven years earlier, she had stood beside him at the altar in from

of Bulos the priest. On her head was a wreath, and her silky hair lay in disarray
about her shoulders. She was lying on her side, with her hand under her cheek

__ He bent over her, still hoping that she was asleep. But, raising her head a

lictle, he cried out and recoiled in horror. His little lamb was a lifeless corpse.’™

In outlining the basic Realist tendency of Naimy's stories, we have also
pointed out certain elements of Romanticism and Sentmentalism. [t would
seem appropriate also to observe a link between Naimy's stories and the
national traditions that give particular colouring to his writing manner. "I 'his
is most prominent in the extensive range of epithets, hyperbole, and figures
of words, and the aphoristic character of his language. His stories contain
many solemn forms of address: “O friend!”, “O my brother!™, *O my love!”
and so on, and hyperbole: “The entire horde of cvil spints had established
themselves in this woman™ (“Auntie Marsha™), and “With the passion of
one in love he threw himself to kiss his beloved donkey™ (“The “Tail of the
Donkey™. Then there are aphorisms: “Each of my son’s tears is dearer to
me than all of his [the landowner’s] wealth”, “Honour is more precious
than all the riches in the world” (“Grandees”™), and “Children are insanable
leeches that suck the blood of their parents”™ (“Auntie Marsha”). The stonies
also contain a degree of sententiousness, and a tendency to make rational
argument: “You start reading a book with its tide”, “A crowded house has
room for a thousand friends”, “Children are like the fruit of the locust tree™,
“Tiredness is like dirt, and it is easy to remove with a short sleep™ and “Idle
hands are the devil’s spoon and the scourge of happiness, but hands that
work are the hammer of God and the key to happiness”, ete. All Naimy's
stories reflect the characteristic features of Arab reality. They are national
not only in their topic and content but also in their very spirit.

All this shows that Naimy was a wholly original and distinctive artist.
Chekhov's work enabled Naimy to create, with typical subjects, a true
picture of Lebanese realities at the start of the twentieth century. Fach of
these writers was a brightly individual and creative person, whose work was
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i i i f their tme and the
in complete accordance with the requirements o t . needs
of r.heirpl people, and was closely tied to the roots of their national cultyry

and literary traditions.

Conclusion

e

The appearance of the special literary school that became known as the
Syro-American School was a response to the needs of an awakening nation
at a new stage in its historical development. The work of the principal
exponents of this school, Kahlil Gibran, Ameen Rihani and Mi.khail Naimy,
significantly broadened the scope of social issues and themes in the reality
reflected by literature. The search for ideas by these émigré writers natu-
rally led them to seek new artistic forms and methods. In the course of their
Jiterary development they progressed through and beyond the methods of
Enlightenment Didacticism and Sentimentalism to assimilate the poetics of
Romanticism and Critical Realism.

Parallel to this was a renewal of the genres. Development was particularly
strong for the smaller forms: the sketch, the essay and the short story, which
were best adapted to a rapid response to the needs of the times. There
was, however, also progress in the medium formats such as the longer story
and the play. The prose poem (al-shi'r al-mansur), created by Gibran and
Rihani, also gained a foothold and proved to be of immense importance
for the period examined here; it subsequently became established as a
wraditional lyric genre in Arabic romantic prose.

The Syro-American School created a new literary style. As far as was pos-
sible, its members sought to liberate Arabic literary style from archaisms,
ponderous syntactical constructions and the excesses of artificial rhetorical
embellishment. At the same time, however, they maintained an attitude of
respect towards the Arabic classics.

Gibran, Rihani and Naimy all felt the need to familiarise themselves
closely with the best of Western culture and literature, which gave them
the new ideas and forms that were so necessary to them if they were to
adequately reflect the historical reality with which they sought to interact.

The examples of the work of the Syro-American School that have been
examined in the present study corroborate links between the Arab writers
and the English Lake School, the work of the American ‘Transcendentalists
and the Critical Realism of Russian literature. In each of the three instances
a particular combination of ideas and methods was observed, peculiar to the
tendencies of each, and the specific method of cach individual creative form
for the adoption of the respective artistic method was discussed.

Each of the three writers gained his own command of the arsenal of
ethical and artistic values laid down in his method, and developed and
adapted them to his own artistic practice. Gibran and Rihani turned to
Western Romanticism. However, unlike the Egyptian Romantic poets,
these writers did not merely imitate the external attributes of Romanticism,
but rather took it on as an artistic method, that is, as a new point of view
which allowed them to express their relationship to the demands of Arab

i~
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reality. They were the first to break out of the tight confines of Enlight-

enment and make a definitive breakthrough to Romanticism. In the work

of Gibran and Rihani the Romantic tendency is not merely adopted, but
enriched and made more complex. This was possible partly thanks to the
intricate synthesis of Arab literary tradition and the lessons of Western Ro-

manticism, but also because of the personal contribution of both artists, As 3

result, they were able to reach a point where d\eycoult‘i formulate universal

questions, and where they were no longer merely participants who enjoyed
equal rights with others in the world literary process, but could now cham-
pion new artistic values in world literature.

The familiarity of the Arab writers with the English and American
Romantics can be seen in both their subject matter and style. The very
spirit of English Romanticism resonated deeply with their own world-view:
a rebellion against social levelling and cheerless functionalism. Despite the
general spirit of mutiny and protest that is typical of the Arab writers’ work,
and particularly of Gibran's prose, however, there is a lack of that univer-
sality of apprehending the problems in question and the appeals for their
radical solution that are so typical of the English Romantics.

The entire system of ethical ideas present in the poetry of Gibran and
Rihani — the demand for the complete emancipation of the human, their
hatred of slavery, the ideas of the interdependence and interconnectedness
of the phenomena of life and of human acts and deeds, and the ideas of love
and the belief in primordial human goodness and justice — corresponds to

the philosophical conception and ideological basis of the Romanticism of
the Transcendentalists,

The Arab authors gained their perspective of the moral principle, in-
terpreted in abstracte and extra-socially, together with the concept of the
perfection of the individual and a pantheistic atdtude towards nature, from
the American Romantics, in particular from Ralph Waldo Emerson, Walt
Whitman and Henry Thoreau. Romanticism also posed the question of the
civic duty of the writer and his role in society, and proposed its own inter-
pretation of the meaning of the poet, and this all found a deep resonance in
the work of the Arab writers.

Gibran’s creative activity spanned a little over 20 years. His methods
underwent significant changes from when he reached creative maturity,
and this evolution in his world-view can be seen in the transition from the
Sentimentalism of his early prose through to Romanticism.

For a considerable time, however, the traces of Sentimentalism and Ro-
manticism coexisted in Gibran'’s output. His collection A Tear and a Smile
(1914), containing pieces written between 1903 and 1908, the collections
Nymphs of the Valley (1907) and Spirits Rebellious (1908), and particularly the

story Broken Wings (1912), reveal vacillations between the domination of
Sentimentalism and his emerging Romanticism.
Sent?mcntalism prevails in several stories (“Marta al-Baniya” and “Warda
al-Hani”, for example) and particularly in Broken Wings. Characteristically,
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e
the author gives attention in all these works to the question of the emmr.;i-

don of the Oriental woman, approaching the problem not from a social
and political perspective but purely in terms of protecting the feclings of
women and defending their rights within the family.

In “Marta al-Baniya” and “Warda al-Hani” the author concentrates en-
trely on the changing fortunes of the heroes, and of their elevated fef:hngs
ond intimate experiences. The Sentimentalist style can be seen both in the
Jong monologues, in which the characters tell of their unsuccessful lives,
and in the voice of the author in the narration itself. Generally, the (Ehanc-
cers are artistically poor, sketchy and revealed only to the extent required by
the ideas they embody.

The substance and idea of Broken Wings are confined to the disclosure
of the internal worlds of the heroes and their elevated feelings and experi-
ences. The spirit of the story and its plot-line are subordinated to the main
objective, the self-expression of the author-narrator. The melodramatic
ending and the fate of the heroes - sadness, submission to destiny and bitter
disappointment (albeit without dramatic despair or outbursts of anger) -
bear the hallmarks of Sentimentalism.

The lyricism and confessional nature of Broken Wings, and its tendency
to monologue, demand a constant appeal to the personal experience of the
narrator. The entire story is cemented by the person of the author, and
this reveals one of the basic principles in the construction of the Romantc
image. The strongest evidence for the Romantic world-view emerging here
is the description of the heroines as having exclusive natures that strive for
liberation and freedom; but this end is also served by the hyperbolised feel-
ings, and by the landscape, which is often mysterious and symbolic. Broken
Wings remains an example of Sentimentalism that is visibly evolving towards
Romanticism. In addition to anticipating the development of the Romantic
method in Arabic literature, with this story Gibran also consolidated two
principal themes for it: women and anticlericalism.

If Gibran’s narrative prose is marked by a Sentimentalist tendency, then
the genres represented in A Tear and a Smile, essays and prose poems, could
not be better suited to the Romantic mode. A Tear and a Smile reveals how
Gibran began to assimilate Romanticism. It includes a number of Romantic
themes that prior to Gibran had never been made so distinct (the poet and
his role in society, the greatness and omnipotence of the human individual,
love and beauty, nature and its deep connection to man, and so on). Much in
both the style and content of many of Gibran’s works reveals the influence
on him of works by the English and American Romantics.

One of the principal themes in the collection, that of the poet (e.g. “The
Poet’s Death is his Life”, “Night”, “A Poet’s Voice”), gives clear evidence
of the influence on Gibran of the American Transcendentalists, particularly
Emerson. For Gibran, the theme of the poet is always attended by ethical
and aesthetic problems, and, as with the Transcendentalists, an artistic
solution to these problems is frequently replaced by moralising and didactics.
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The ideal of beauty and humaneness was ‘also always the prcrog:gtivc of
the Romantic artist. In contrast to the E;.xhglften.ers, the Rom;nﬂc poet
apprehends the world creatively and with inspiration; h‘:hte‘;:: ¢ mantle
of ordinariness from things and phenomena ar_ad reveals_ ¢ beauty “:uhm_
Like the Western Romantics, Gibran also assigns the highest place in the
system of spiritual values to beauty, defining it as 50“'_'3']““3 universal and
ideal. such as the eternal and highest truth and the quintessence of life (for
example, “The Life of Love”, “Beauty”, "Be:'orc the T hrone of Beauty”,
“The Queen of Fantasy” and “Song of Beauty”). For him, beauty is insepar-
able from moral and spiritual ideas. Gibran regards the poet as a mediator
of beauty” whose task is to draw the attention of people, distracted by every-
day concerns, towards beauty as the “prototype of ruth”. )

‘A further aspect of the theme of the poet in Gibran's work_ls the exal-
wation of the Romantic self (“The City of the Past”, “The [_!!md Force”,
«Under the Sun”, “Song of Happiness” and others). The image of the
human that stubbornly moves forward towards infinite knowledge, to the
“citv of the future” and to the “society of the future”, and the theme of
his eternal striving for physical and moral perfection, is consonant with
Western Romantic poetry, in particular that of Whitman and Blake.

The favourite theme in Gibran’s poetry is the exaltation of nature in
all its guises: the forests and plains, the seas and mountains, the wind and
rain. All these aspects attract his attention and provide themes for his songs
(“Song of the Wind”, “O Earth”, “O Wind", etc.). For him, nature is the
world of desired being, in which the depository of the human soul may
be uncovered. Like many Western Romantics, Gibran was a pantheist and
considered man to be an organic part of nature, and that in nature man
finds the pledge of eternal life of the soul. In many of his poems, as also in
Emerson, Shelley and Coleridge, the kinship of man with the rule of nature,
and their common origin, are highlighted. Singing of the beauty and gran-
deur of nature, Gibran, like Byron and Wordsworth, hints at the negative
effect of urbanism and bourgeois civilisation on human life (“Lament of the
Field” and “History and the Nation”, for example).

In A Tear and a Smile Gibran turned to the genre of the prose poem.
“T'hese are small essays that capture scattered thoughts and impressions from
the author’s philosophical reflections. His prose poems are elegant, musical
and have a fine, aphoristic language. They are highly expressive, and feature
rhetorical questions and exclamations.

By the start of the 1920s Romanticism had become established as Gibran’s
primary artistic method. The Tempests (1920) reveals a qualitatvely different
Romanticism - stormy, mutinous, bearing the marks of that of Byron, Shelley
and Blake. Practically every piece in the collection is coloured by character-
istically Romantic sentiments: rebellion, disdain for the world, the thirst for
solitude, a deep disappointment in, and criticism of, civilised society, the re-
jection of the Church and its rites, a passionate inclination towards nature as
the sole refuge for the offended spirit, and a proud calling to God.

CONCLUSION 189

In this collection Gibran’s output also bccom'es more diverse in genre
erms. As well as prose poems, The '{'mpem contains stories, essays and psy-
,_-hological studies. Thc'sum of the :dqas, themes and motifs gat_hcrcd here
further confirms that‘Glbran was now mf!uc_ncc_d_by the Romantic legacy of
the Lake School. This tells not so much in mdwu!ual n:noufs an‘d situations
45 in the general spirit of mutiny and protest that is typical of his prose.

Gibran’s freedom-loving Romantic hero (for examplc._Y_u:t;uf al-Fakhn
from the story “The Storm”), who runs from people an‘d civilisation to the
posom of nature, recalls analogies with the heroes of European Romantc
works: Byron's Childe Harold, Hugo's outcasts, the heroes of Chateaubri-
and who are unable to find their place in life, and indeed those of Shelley,
thrown into worlds that are foreign to them. In this work and a number
of others, Gibran’s hero is a dreamer who has taken refuge in his interior
world, and is not a warrior in search of grand deeds. His individualism does
not take the form of rebellion; instead, his opposition to reality takes the
form of proud solitude. In his sanctuary in nature he finds above all “a life of
the spirit and the heart, of thought and of the flesh”, and senses an awaken-
ing to, and longing for, self-knowledge. Gibran's attitude to his Romantc
hero is somewhat peculiar. His heroes do not contemplate complete separa-
tion from society or eternal disappointment in life; they are not prone to a
sense of superiority over the crowd. In dealing with the problem of the self
and society, he avoids the Romantic extremism and subjectivistic anthropo-
centricism of the Western European Romantcs.

In comparing Gibran with the English Romantics we have mentioned in
various connections that the Romantc pathos, the white heat of feelings,
and the hatred and passion, are in his case somewhat tempered. Perhaps the
exception to this is his anticlericalism, which appears with extreme sharp-
ness and emotion. This harsh criticism of the Chrisuan Church can be
found in the story “Satan”, a philosophical examination of the mescapable
coexistence of two absolute principles: good and evil. Like Shelley, Gibran
considers the Church to be a symbol of human weakness and religion a col-
lection of nonsensical superstitions. As a subtext, the story includes God as
a character. This God is estranged from man and exists in the form of an
unquestionable truth and eternal power that forces the believer to submit to
and obey it, which enchains the creative and freedom-loving spirit of man,
On this point the story resonates with Shelley’s play Promethens Unbound,
Byron’s drama Manfred and Blake’s Prophetic Books.

Some stories and essays from the collection The Tempests (including * The
Gravedigger”, “Slavery” and “The Captive Ruler”) would seem to contain
the quintessence of the Romantic world-view. In some cases their symbol-
ism is complex (“The Gravedigger”). On the whole, the tone of these works
is of desperation, hopelessness and sadness; they express one of the aspects
of Gibran’s Romanticism - his conviction that man has the calling to a
spiritual life and strives for moral perfection. This brings him close to the

‘Transcendentalists.
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was also influenced by certain aspects of the pro.
Je of Nietzsche. His ideas :iure d?sle‘ to those of

hilosopher in regard to the Church and to social institutions,
::;\ievr;:.agspin othf:r sil."u:«lt:it:ﬁ::i in Gibran the Nietzschian dof:‘trine of
contempt and hatred for the “masses”, and his opposition of the “masses”
to the “chosen one”, is tempered and does not appear in such an extreme
fon';‘};, Prophet (1923) signifies the final stage of develop:.nent in Gibran’s
artistic method. In this book he tackles a series of universal problems
(freedom, life and death, good and evil, and the essence and meaning of
human existence), and calls man to the way of self-knowledge and moral
perfection. The character of al-Mustafa as prophet, teacher am_i visionary
is a response to Gibran’s strictly Romantic views on the poet. His Prophet,
like the Poet of the Transcendentalist Romantics, is charged with vocalising
all that which ordinary people also experience intuitvely but are themselves
incapable of expressing. The postulations of the Prophet almost completely
coincide with the points of departure of the Transcendentalists on human
existence and the exaltation of man as the centre and substance of the
universe.

What is particular about Gibran the Romantic is that the heroes of
his works are far more human than are the classical Romantic heroes.
Al-Mustafa, unlike the traditional Romantic figure, not only fails to oppose
himself to “the masses”, but, as it were, merges with them. Rather as many
European writers saw their ideal of the chosen individual in Christ (Milton,
Emest Renan and Romain Rolland), Gibran embodied his ethical ideal in
the character of the Prophet.

The work of Ameen Rihani, which absorbed ideas from the Arab En-
lightenment and was influenced by Western Romanticism, generally fol-
lowed the course of the new Arabic literature. His work bears the mark of
his following the principles of the American Transcendentalists and of his
attention to universal ethical problems.

Rihani’s poetry, prose and journalism broadly reflected many charac-
teristically Romantic ideas, such as the pantheistic approach to nature, a
philosophical interpretation of reality and the posing of ethical questions.
He gave equal importance, however, to national issues such as the goal of
uniting the people in their struggle for independence, the importance of the
historical past of the Arab nation and the struggle for education.

Much attention is given by Rihani to the theme of nature. This is of
course a general trait among Romantics. However, in most cases the re-
lationship to nature is coloured by the author’s individualism. As it con-
cerns Rihani, apart from the fact that nature is the source of beauty and
inspiration and of eternal and all-embracing truths, it is a direct influence on
the harmony of relations between man and society. In nature Rihani seeks
the spiritual and moral principle of existence and a refuge from intractable
contradictions, and from misfortune and regret.

At this stage Gibran
phetic and messianic sty
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As a follower of “Transcendentalism, Rihani’s perception of nature draws
out the idea of the unity of Man, God and Nature. This Trinity is eternal,
indissoluble and perfectly embodies the meaning of existence. Rihani is

in agreement with Thoreau’s postulate that “Man comprehends God in
the contemplation of nature” (“My Temple in the Valley”, “The Call of
che Valleys”, “The Valley of Frayki, or a return to nature”, “At the Cot of
Spring”, “Hymns of the Valleys” (“Goddess of the Valley! Heal me!"), ctc.).
The Romantic conception of nature in Rihani, as with Gibran, is opposed
1o the theme of loneliness. For the Transcendentalists, the loneliness of
the Romantic self is closely tied to the experience of “union with nature”
(Thoreau). In Rihani we also encounter images of nature hostile to man,
which symbolise society’s incomprehension and the futility of all efforts by
the lyric hero to have an impact on his surroundings (“A Branch of Roses™).

Pivotal to the philosophy in Rihani's poetry are such universal problems
as the essence of existence, the predestination of man in the world, the
relationship between man and God, and categories of good and evil and of
ame and space, as likewise is his understanding of the essence of life as love
and mercy (for example, “The Naj’'wa” and “The Simoom Wind”). This
aligns Rihani with the Transcendentalists. He saw progress itself primarily
as the comprehensive development of man and his moral perfection. This
is the basis of his interest in the problem of the individual, since for him
the improvement of society begins with the improvement of the individual.

For Rihani, the problem of morals is directly linked to the understanding
of religion as a “moral feeling”. He considers God to be the highest moral
law (“Seeds for the Sower”, “The Wisdom of the Creator”, etc.).

The idea of freedom gained particular importance in the system of Ro-
mantic symbolism, and this can be clearly seen in Rihani’s philosophical
lyric poetry. He understands freedom extremely broadly: the freedom of
the self, creative freedom and the freedom of the people from oppression.
While constantly speaking of “freedom”, however, he almost never links
these ideas to specific social or historical situations. Once more following
the Transcendentalists, Rihani links the perfection of the social structure
with the “correction of morals” (Emerson) and with education and reform.
A true Romantic, Rihani also created “the utopia of the ideal revolution” in
his poem “The Stones of Paris”.

~ Rihani regarded his artistic work as a service to society. It is also no coin-
cidence that his works frequeny include themes and ideas that touch on his
longing for the renewal of his homeland and on ways towards that renewal.
The.idealisation of the natonal past, which called for the renewal and uni-
fication of the nation, was a theme of importance in Enlightenment litera-
ture, and was adopted and developed by Rihani. He sought in the past a
harmon}ous and free individual; his Romantc pathos, like that of Whitman,
s associated both with ideas of national traditions in the struggle for inde-
Pcndenc_e and with the cult of enlightenment. This was a further facet of his
Romantic outlook. The idealisation of the Arab past, which Rihani presents
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as a community of interests, is conditioned by national character and lends
his Romanticism originality and a particular colouring. Neither struggle,
conflict, oppression nor social demarcation are heeded; he speaks of the
nation as a whole, one that in the past experienced a p:nod of prospenty
and greatness (“The Arabian Eagle”, “I am the East”, On Revisiting the
Valley”, etc.). o -

In the poem “To Gibran” (1931), new aspects ofR_ﬂw?J s Bom.znuqm
can be seen, typified by a deeper grasp of reality. It is Rihani’s view that
Gibran expressed in his work an awakening to self-awareness for the Arab
people. In the poem Gibran appears as a typical Romantic hero, an elevat-
ed and inspired individual and a person who gives himself wholly to his
art. Overall, “To Gibran” is wholly Romantic both in its outlook and its
methods. It contains much agitation and tension of feeling, and its hero is
a singular individual. Creativity is portrayed as an unfathomable, intuitive
and secret process. In the Romantic spirit, this elevated individual is juxta-
posed with the capitalistic city. At the same tme, however, Rihani is also
looking for new means by which to reflect reality: there are many specific
and lifelike details as well as typical generalisations. The Romanuc land-

scape cohabits with the Realist one. Al this is evidence of a certain tendency
in Rihani’s Romantic method towards a Realist outlook.

In his prose works Rihani’s Romanticism assumes 2 special character.
He gained many positive ideas from the legacy of the Arab Enlightenment.
Thus, he continued to develop one of the cardinal Enlightenment themes:
the emancipation of the Oriental woman from centuries of oppression (7he
Lily of Ghore (1910) and Jahan (1917)). This theme is fully and persuasively
developed in the long narrative 7ahan, in which the reader is captivated by
the emotional saturation and vividness of the characters, the acute and con-
temporary nature of the problems it poses and its complex design. The main
idea of the work is the struggle of woman for freedom from the powers of
dark prejudice, which humiliate her as a person and trample her human
dignity.

The Romantic quality of this work consists not only in the pathos of
the love of freedom and social protest, and not only in the exclusiveness
of the heroine, but also in the very manner in which the plot unfolds. The
story contains no descriptions of everyday life and no recording of places or
situations. There are no sideward steps, no tokens of ordinary life, and no
detail is given to the heroine’s surroundings. The entire story-line and all
dramatic conflicts are concentrated on the heroine and her collisions with
the other characters, while everything else is mere background whose sole
purpose is to give emphasis to the exceptional character of the heroine. The
Romantic element is also to be found in the tense lyricism of the narration,
the descriptions of nature and the character portraits, and in the elated and
emotional style of the work.

Rihani felt himself to be not only a writer but also a patriot and a fighter.
All his interests and designs brought him to the centre of the sociopolitical
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e
and intellectual life of his people. This explains his natural affinity with

litical journalism. His short stories, pamphlets, essays and sketches are all
flled with journalistic pathos; their figurative artistic elements are closely
interwoven with straight journalistic writing, and indeed Rihani often

gins his works in the manner of a storyteller but ends them as a journal-
ist. Typical examples are “When Hell seems like Paradise” and “Over New
York’s Roofs”. ” . "

Rihani created many tales and sketches about life in Beirut and its en-
virons; for him these places served to represent the homeland, that is,
Lebanon asa whole (“The Cross, or a Day in Beirut” and “From a Descrip-
sion of Beirut”, for instance). Particularly characteristic of Rihani’s Beirut
sketches is a type of Romantic portrayal in which separate, generalised out-
Jines, filled with specific real detail, build up the everyday life of the city in
both its quiet and busy moments. His story “The Lofty Palace” stands out
with its more distinct plot-line, more focused events and more expressed
finale, revealing a new aspect of Rihani’s artistic method: Romantic irony.

The artistic methods of both Gibran and Rihani evolved naturally and
underwent qualitative changes, which allowed each to master new artistic
means for portraying reality. As their Romanticism began to mature, both
writers found themselves moving towards a more Realist world-view.

Arab émigré literature was, however, truly enriched by a Realist tendency
in the work of Mikhail Naimy. Naimy started out with a thorough ground-
ing in the Russian literary classics to create a critical view of life in Lebanese
society at this new stage in its historical development.

Naimy was not only a major writer and innovator, but also a respected
critic and theoretician of Arabic literature. His critical perspective was de-
cisively influenced by the artistic and aesthetic views of Vissarion Belin-
sky. The theoretical and scholarly articles of Naimy, collected in The Sicve
(1923), characterised by searches for new ways to overcome the old and the
obsolete, are visibly tinged with the lessons he learned from the Russian
critic. Belinsky’s particular influence on Naimy was not contained in any
single view or statement, but in his overall aesthetic conception. His idea
that “art is ... thought in images” appears throughout Naimy’s theoretical
articles (for example, “Sifting”, “Literary Criteria”, and “The Crux of Liter-
ature”). Naimy’s utterances on Arabic poetry (“The Poet and Poeury”, “The
Firefly”, “Prosodic Elision and Lengthening”), with their frank, polemical
tone and lack of compromise, and their criticism of obsolete canons, are in
passionate agreement with the positions set out by Belinsky in his articles
“The division of poetry into classes and types”, “The poems of Mikhail

Lermontov”, and others.

The critical attitudes formulated by Belinsky in his articles “A Glance
at Russian Literature in 1847”, “The Works of Gibran”, “The Complete
Collected Works of A. Marlinsky” and “Russian Literature in 1842 formed
the basis of Naimy’s estimations of Gibran and Rihani. This is further
evidence that the poetry of the Arab writers was typologically close to
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European Romantic poetry and also to that of the Russian Romantics that

were Belinsky's subject. ) el _ .
In many respects the world-view of Naimy coincides with the teachings

Istoy. Tolstoy was for Naimy, as for many thinkers of the East,
zi,lf;,“nﬁ’c; aygrcat Rgalist artist as a teacher of beliefs: whose philosophy
and humanistic ideals met with their own ideas and aspirations. Ideas such
as moral perfection, love and all-forgivingness, and the sublimation of the
flesh for the sake of spiritual knowledge, all had a marked effect on the

ntent of Naimy’s works.
coThis common);lity of ideas with Tolstoy remained throughout Naimy’s
creative life, from his early works through to his mature and late periods
(the novels The Book of Mirdad and The Last Day, the long story Mmm of
a Vagrant Soul, and short stories including “Yellow Teeth”, j‘Nall-Paring",
“T'he Wanderer” and a few others). The ideas contained in “The Wan-
derer” (a teaching about God as the symbol of love and unity among people,
and the approach to God through love and service to people) are almost
identical to those of Tolstoy’s story “The Two Old Men”.

In Memairs of a Vagrant Soul (1918) Naimy addresses the cardinal ques-
tions of human existence and the meaning of life. Its hero, Arqash, thirsts
for the truth and wants to master his destiny, believing that this can be
achieved when a person is able to control his intellect and his will by his
own strength, and to conquer his passions. This story provides a critique of
social institutions and the hypocrisy prevalent in the Church, and expresses
pacifist themes. Its basic ideas reveal a closeness to Tolstoy’s My Confession
and his articles “On Life” and “What is to be Done?”. The call to peaceful
labour for the common good also acquires here a Tolstoyan colouring.

The Book of Mirdad (1948) continues to develop the ideas of the above
work. This work is a corpus of the author’s philosophical, religious, moral,
ethical and, to a certain extent, social views. In particular, the novel draws
on Tolstoy’s idea of religious “salvation”. The novel’s characteristic motifs
include the criticism of spiritual impoverishment, the demand that religion
be purged of empty ritual, and the desire of uniting people with ideas of
universal love, and these again bring Naimy close to Tolstoy’s teachings.
Both writers also saw in the moral improvement of the individual a path of
renewal for man and for mankind as a whole. The idea of God as love also
coincides with Tolstoy’s article “Love One Another”. Following Tolstoy,
Naimy bases his social views on moral and religious philosophy, and social
conflicts are portrayed in the form of moral conflicts.

Naimy’s novel The Last Day (1963) is, in terms of his world-view, the
author’s summary work. It is influenced by Tolstoy’s moral and religious
views and his uncompromising criticism of the structures of human society,
and points towards a search for the religious ideal and for self-knowledge.
The desire of the hero of The Last Day to re-examine life and to under-
stand, in the last few hours remaining to him, what it means to be human,
brings the pathos of the work close to Tolstoy’s The Death of Ivan Il'ich.
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But Tolstoy, as Realist artist, links his I?ero’s intf:llectual anfi moral fore-
sghts with the specific realities of real life _and his Sl.ll‘l'Ol.ln.dll"‘lgS. whereas
The Last Day is characteristically philosophical and parabolic in substance,
and remains abstracted and alienated from immediate life. It is similar to
“Tolstoy’s story only in so far as both works concentrate on the self-analysis
of the leading characters and their efforts to understand the lives they have
lived. There is, however, a direct coincidence of images in the novel with
Tolstoy’s My Confession: the boats and ships, the rivers and the banks, as seen
in Musa’s dream and experienced by the hero of My Confession.

Naimy’s play Fathers and Sons (1918) is based upon the idea of the con-
flict of two generations. The hero, Da’ud Salama, becomes the mouthpiece
of the progressive ideas of the Arab Enlighteners, and is opposed to the
archaic norms of the medieval East. Drawing on the idea of Turgenev’s
novel of the same name, which concerns inter-generational conflict and is
primarily structured on the clash of the principal hero and his friends with
those who hold opposing views, Naimy practically reflected the Enlight-
enment aesthetic ideal in the plot, the treatment of the conflicts and the
placement of the characters. However, in creating his characters Naimy was
a Critical Realist, and this ultimately defined his role as the innovator of the

enre of Realist drama in Arabic literature. It is in the Realist portrayal of
the life of his heroes, in the precise emphasising of the substantial and the
incidental, and in the ability, in a single episode of the hero’s life, to reveal a
characteristic moment in the history of the country, that Russian literature
in general, and the work of Turgenev in particular, can be seen.

An important element of Naimy’s work is the short story. His creativity
in this field was strongly influenced by that of Anton Chekhov. Naimy's
stories are mostly gathered into three collections: Once upon a Time (1937),
Grandees (1953) and The Man with the Far Calf (1959). 1t should be re-
membered that the degree of artistic comprehension and endeavour were
not commensurate for Naimy and Chekhov; there is also a typological
divergence between the two writers. However, the Chekhovian school
can be seen in Naimy in the sharply social orientation of his stories, their
striking humanism and their love and compassion for the human being.
Naimy’s adherence to Chekhov is also evident in his adoption of important
principles of the Chekhovian method of reflecting reality, such as a laconic
prose style.

In oudining and underlining the innovation in Naimy's short stories as he
moved towards Critical Realism, we must not ignore the literary environ-
ment and traditions in which his artistry was formed. Naimy was writing
his stories at exactly the ime when Romanticism was becoming widespread
in Arabic literature. It is therefore natural that, along with a Chekhovian
Realism, Naimy’s stories also contain Romantic and Sentimentalist elements.

_TO conclude, then, each of our three authors - Khalil Gibran, Ameen
Rihani and Mikhail Naimy - perceived and transformed, in their many-sided
artistic ventures, the achievements of European and American literature,
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rganicall thesised the values of these with the best of theu own
::cdio(:wi‘r::dstii l?:d.it:ions. In their case, their mastery of the artistic experi-
ence of foreign literatures had an artistic character and met the demands
and tasks of the arts in their own country, which allo;-lred Itherp to preserve

e ifics of their nation and a unique natonal colouring.

borl::oume three influencing tendencies discussed here — English and
American Romanticism and Russian Critical Realism — were not coincident
in time, each of the three Arab writers was ready and able to undertake
his chosen direction. In each case they acquired a certain set of ideas and
devices characteristic of that direction, and each developed a personal mode
of approach to the mastery of his artstic method. And finally, each of the
three authors was able, in his own way, to master the arsenal of ethical and
artistic values inherent in that method and to develop and apply them in
their artistic practice.

It is possible that the literary contacts and the apperception of the ideas of
the Western schools were facilitated by the fact that all three writers shared
a link to these influences by their being Christian. This would have made it
relatively easy for them to overcome the barrier of ideological rejection of the
values of Western culture and to find an adequate means of affirming those
values on the basis of universal and humanistic ideals, which had always been
familiar to the cultures of the Eastern peoples.

The Syro-American School paved the way for a host of successors, not
only in Arab literature but also in the literatures of other Eastern countries.
This can be attributed, to a large extent, to the fact that much of what they
wrote was in English. The works of the members of the Syro-American
School therefore occupied a position far beyond the framework of their
own natonal literature alone, and took their deserved place in world litera-
ture. This literary activity served, as it were, that channel of communication
that enabled Western and Eastern literatures to exchange their intellectual
achievements.

Kahlil Gibran, Ameen Rihani and Mikhail Naimy thus raised Arabic lit-
erature to a new level and gave it access to the best of world literature, in-
cluding that of the great Russian tradition. Because of this, the mission fell
to the Arab writers of further widening the horizons of twentieth-century
Arabic literature, introducing greater variety to its thematic repertoire and
range of genres, and creating new forms of artistic expression.

It would hardly be an exaggeration to assert that it was thanks to the work
of these writers that twendeth-century Arabic literature was able to move
beyond the limits of a regional literature and make its inherent and inalien-
able contribution to the process of world literature.
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ek ruREE Lebanese writers discussed in this volume Kahlil
Gibran, Ameen Rihani and Mikhail Naimy - all emigrated to the
USA eanrly in life. There, in the first decades of the twentieth century,

s, they were spurred into

together with other Syrian and Lebanese émigr
writing and setting up an Arabic-language press. T'he result was what
became known as the Syro-American School, a fusion of Eastern
sentiment with Western forms and, beyond this, a cultural cross-
fertilisation in both directions.

All three authors wrote in English as well as Arabic, while Mikhail
Naimy also wrote in Russian. Many of their works were directed at
specifically Arab affairs, and they also wrote much that was of deliberately
universal appeal, including a re-interpretation of wraditional Arab
spivituality. The best-known example of this was Kahlil Gibran's bestseller
The Prophet. A century on, their words on the need for East and West to
come to one another’s aid are as salutary as ever.

This important book by Professor Aida Imangulieva, an Azeri specialist
on Arabic literature, was originally published in Russian during the final
years of the Soviet Union. It examines the influences of loreign literary
movements, such as Romanticism and Realism, upon the three authors:
Gibran and Rihani in the light of English poets like Wordsworth, Byron
and Shelley, and American writers such as Emerson and Whitman;
Naimy through the lens of the Russian Realist traclition, drawing parallels
specifically with the work of Belinsky, Tolstoy, Turgenev and the
Chekhovian tradlition.

The book provides an unusual window onto the Aral world’s cultural
interaction with Europe, America and Russia in the early twentieth
century. It also reaches beyond its academic scope and reveals, from the
pages of the three authors, universal elements that speak to all pec ple and

go beyond cultural [rameworks altogether.

INNER FARNE PRESS
ISBN 978-1

/ 91781905

4

l

o,

| i_"ﬂ



