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This xhesis argues that@befbre Arabic poetry reached the most recent

0

phase of its artiCulation i% the form of the poeme ‘en prose, modern Arabic

‘poetry pas followed a fairly long course of " development and has been
inev%;ably’conditioned by a dialectics between the 1iterary conventions

of the diehard Cl§ssicists and Neo-Classic}sts, on’ the one hand and,

on the othér, the successive and/or simultaneous modernizing efforts of

" the DIwan Group, the Mahjarites in North America, the A Bollo Group, the

"Free" Verse Movement and.the Shi r Cenacle. Notwithstanding the marked

distinctions in their literary and 1deological bhckgrOund, these movements

called for and practised freedom ftom the fetters of classical prosody
[ . . . o ] :
épdvthe outmoded’conVentiOns_Of Arabic poetry, commonly known aS»cAmﬁd

alﬂShi T.

In ‘view of the contemporaneity and interrelationship between and
the "Free" Verse and the Shi‘r movements, scholarship on modern Arabic

poetry.fails to draw the line between the two. The Shicr Movement, in

our opinion, seeks to shape and establish a new cgnacle. .The leading
poets and theoreticians of Shicr are revolutionaries who wish to cut «
themselves loose from the moorings of Arabic literary conventions and

dlign themselves--consciously, that is~-with the.cause of contemporafy

4

poetry in the west. The "Free" Verse Movement seems in retrospect to
be .no more than a bold variation on the traditional gaglda. Contrary

to all claims, the poets of this movement have failed to bring about

v

a new epecies of poetry; they all have conceived and experimented with

o

verse based on the tafcIla (foot) at varying removes from'the classical

gagida. The movement therefore constitutes an extension of traditional

v
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poetry, not a break from it. The inherently conservative nature of this
movément foreshadowed its early/étagnation and demise. )
a Vg

The poémé en prose as an independent litetary genre has developed

\

both outside the stronghold of Arabic Neo~Classicism and outside the

. -

confines of the "Free" Vé}ge Movement of the late I940s and 1950s. The

choice of the Atrabic:-designation "Qasidat al~-nathr", besides being a ~

direct translation of "poéme en prose", is made in open defiance of

*Arabic aesthetics which has been invariably calculated to make pfﬁse ,

as*distipct as possible from verse. ' .
. ‘t. . . \ . .

g@lieve th&t this literary génre.owes its genesis and development
. ¢ . s e

}

to the vision and western orientatioh of the Shicr Sociéty. Both Adonis

»

“a11 Ahmad sa®Id) and ’Unsi al-H4jj have been directly influenced, in
—R

: : .
their thoughts and formulations on the poeme en prose, by Suzanne

Bernard's historically and critically valuable study, Le Poéme en prose

de Baudelaire jusqp'é nosiiours (Paris, 1959).

In spite of Adonis' substantial contribution to the ‘genre at both

-

levels of theory and praxié,val—ﬂéjj—-perhaps mucﬁ more than his asso-

ciates in the Shi‘r Society--is to be credited with bringing the tradition

of the ppzme en prose to gg?lic notice.s We have focused on his first
volume, Lan (Beirht, 1960) for two reasons: (a) it set the stage of
Arabic poetry for aﬂneé b}rth as well as for a_ne& orientation, and

(b) it marks at once the climax of al-HEfj's rebellion, of his emoti&n,
and of his quest for a new form or formlessness. ,
. On the questionlgf sourcés?‘it has been quite tempting to compile

8 huge bibliography on the subject, not only in Afﬁbic and French, buf

also in English, Italian and Spanish (which attests to the significant_

vi
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place the Shi r Movement has had in internat::lonal tcholarship) At the = .
° different stages of planning and writing thia study, however,_we haveA Cy\ﬁ
been guided by cwo primary sources: i .
I. the creative end Critic"al »v'lot';ks o.f Adonis,; el-l-_l;ijj, Yusuf
*  al-KKal and Khalida Sa° id, and i |
‘II. the copplete set of the Shi r review (1957—1964 196/ -1970)

-which illuminates the d‘iachronic and synchronic aspects of

- .
. ~

the movement. . ‘ S W
: . .

vii
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‘material.' All translations are mine unless otherwise indica

2. ‘gsqnsl eratfon: =~ | -i .

‘ Translation:

e TWO NOTES

Verse translation is a proverbially difficult task whieh is proven

more so with al—Hajj s often enigmatic poemes en;prose; In both - ]

prose and verse, I have been guided variously by the spirit and S

letter of given texts as well as contexts. Between the litera
e * '
and free translation, -I havé waded cérefnlly through the Arapic

t

e Y

I have synthesized a. pragmatic transliteration meth,t, based on

»‘the system used in the new edition of the EncyclOpaedia of Islam

and the Arabig transliteration system used by the Library of

‘Congress Processing‘Deoartment-(Bulletin 59, November 1958)j

- Although absolite consistency is unattainable, transLiteration in

-

7

Y

this study has been invariayky subordinated to the rules of the

] L}

Arabic. language and the correct pronunciation of proper nouns and
o i

'technical terminology. - Co : - ' "7‘/ ol




INTRODUCTION

‘
N

In Arabic'literature, the p&Eme en prose as an independent literary
genre has developed both outside the stronghold of Arabic Neo-Classicism
and outside the confines of the 'f%ee" Verre Movement of the late 1940s

and 1950s. The choice of the Arabic 8esignation "qagidat al-nathr,”

besides being a direct translation of "pééme en prose;" is made in open

——

{
defiance of Arabic aesthetics which has been invarianv calculated to

~

make prose as distinct as pﬁssiblz/frﬁﬁrbersvrjl \»,)

Adonis' initial attempt, .which was followed uncritically by
al-Haji, to estahlish linkages between the Eg%ge en prose and forms of

poetic prore in the native tradition may be viewed as a concession.
v

more tactical perhaps than credal., to the susceptibilities of the
oonseréativpllitgrarv establishment and to Arab nationalism. T shall
try to;show that the lireréry genre owes ;fﬂ generis and develeopment to
the vi;ioh and western 6riébtation of the Shict Sociééy. Whereag the
earlier ﬁAvemeﬁ£s in Arabic pnet;y, spénn;ng the first four'de?adp: of

this centwv, retained the assence of Arabir poetics, the §hicr“So¢1erv,

)]

from the late 19508 orwards,g hag predicated 1ts thrust on the rejectien
of Arabig poetic&. The §h}fr Movement has altered the\general orientation

and ditection of poetrv from its conventional Arabic trix tn the modern

Movement. avant-garde poetrv is essentially an attitude towards the
avant-garde pee

entive universe, and has, as its subject-matter, human predicament and
o~ Rl
c h¥
fate in this world. Therefore, the Shi z“ﬁovement seeks to re-construct

and re-shape the world.  As a conmsequence, the function of poetry is'

1

b g B

s 2




. ; , ’
redefined as an endeavour, in the words of Rene Char, "to discover a

world that 1is always in need of discovery."l

The difference between.such earlier movements as the Mahjarites

in North America, the Diwan and Apollo groups in Egv;r. and the
"Freg".Vq?se Movement primarily in Iragjfs; the one haond, and classical
poetry on the other, 1s one of degree. The §h{f§ Movemént marke a
radical departure from the Arabic tradition of poetry.

Both Adrnis and ’UnéI al-Hajj have been directly influenced, in

their thoughts and forﬁulations on the pOEmﬁ en prose, by Suzanne

Rernard's hiétnrically.and ceritically valuahle study, Le Poeme en

prose de Baudelaire jusqu'a nos jours (Paris, 1959)." Tt is felevén;,
nevertheleés, to explore also the general evolution of literary prose
and poetrv in Arabic literature, and to give the€, historical context of
nodetnist developments in the twentirth-century Arabic culture. The
emergence of the new gehre'in Arabic literature crystallizes the anti-
Clarsical tendencies and revives tpe ancient cogtroversy over form and
content, ;n the one hand, and over prnse and poetry on the other. in a
way readily suggestive of‘Imagism and the prose-poetry debate in A?’]dw
Amer{ican literature of the‘firét two decades of this century.

Tn spité_of Adonis' substéntiai cOntr{bﬁrion to rh; genre at both
levels of theory and praxis, al-Hajj is to he credited with bringing the

tradition of the pdEme en prose to public notice. We are focusing on

his firét volume, Lan (Beir&t,;l9603 for two Yeasons: (a) it set the
stage of Arabic poetry for a new birth aes well as for a new orientation
and (b) 1t marks at once the climax of al-Ya{j's poetic and emotional

rebellion, and of his quie<t for a new form or formlessness.

N
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FOOTNOTES

J'Adon:!.x:*. uses. " ,_,’/u")\‘ a"’&‘)}’—‘ (‘uu‘cm_f)‘“ ".

("Exploring a World that Remains in Need of Exploration") as a title of

one of the chapters of his book,. Zaman al-Shicr (Beirut: Dar al-éAwdd, .

1972), pp. 8-27. Agnnis attributes this catchphrase to René  Char.

I ) \
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THE GENERAL STATE OF THE ART
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A.

Prose 4nd Poetry in the Arabic Literary Tradition

The most striking of all formal distinctions in literature is the
distinction between verse and prose, apd it 1s all but a basic premise
in national literatures. Arabic‘literature is no exception in ;his
respect. The existence of two useful designations: ;Eéiﬂ' for Qersé,
and '§Qii£' for poetry, has not spared Arabic poetics the typical con-~
fusion between verse and poetry. The Arabic key word gﬁlﬁg is uéually
forgotten or overlooked in any contrast between verse and prose. The
Arabic éongept of nagm (verse) suggests 'ordering' as juxtaposed with

nathr (prose) which means 'scattering." Cicero, we may recall, defines

prose along similar lines as oratio soluta, i.e. free speech. .

The sharp distinction between prose and poetry invites the
compar ison w}th Moliére's Jourdain who leafns with surprise that he has
been galkihg prose all his life Qithout knﬁwing. Moliére's seventeenth
century definition of the two genres, wvhich rests on their mutual
exclusivéﬁess, parallels the traditional distinction between the two
genres in Arabic:

Tout ce qui n'est point prose est vers;
et tout ce qui n'est point vers est prose.

(With the emergence of the poéme en prose, M. Jourdain would be undoubtedly

far more astohishéd»today to learn that he can speak prose aﬁd poetry at

“

one dnd the same time!) ~

QudZma's dictum: &

.o 2 .. : . By
s de Ve 2ie Loy s T

5 )
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("Poetry is a rhythmic rhymed utterance that carries a meaning") became
" a rigid unassailable la&'&overning the definition of poetry, and prose by
extension.

Arab theoreticians, Ijke“the Hellenic-oriented Qud&ma, were primarily
more concerned with the manner?thanxwith the mattefhof literary genres,
with form in moét cases at,the‘;ﬁpén;e of content. As is usually typical

%,

of the academic phase of theor{ds®jon, Arab critics and theorists were

. ©
unduly preoccupied with formalism:ﬁithey set the borderline between verse
" .

and prose, but did not dwell long enough on the disﬁihction between verse

and'poetry. In other words, the fo?mgi'qi;ergencee between verse and

prose tended inevitably to blur, in the égmxse of codification, the

aesthetic and thematic coévergences bepween p?gtr& and prose. As a‘

conéequence, the very few insights into the gdﬁnon grounds beéweeﬂ the two

genres seem to have either gohe begging in the afchives of Arabic liter-
, ' ature, or deliberately ignored in. favour of the techmical artifices of

L5

writing.
English literary criticism is replete with similar ébsefvafions from,
say, Sir fhilip Sidney's An Apology for Poetry in 1595 to Elio;;g "The
Borderline of Prose," in 1917 and C. Day Léwis' The Poetic Iggg; %n 1942:3
The argument made in these works is to the effecﬁ'that the borderline
between péose and poetry is more apparent than rea;;)pnd that thé qqaliﬁyﬁgi

of poetry exists in both genres in varying proportions.

-

Although there is no room at this point to elucidate the'aspects'of

the prose-verse debate with supporting material, a short passage from
Wordswprth’s reflection on the question is of practical bearing.
v \
g Much confusion has been introduced. into criticism
e g . by the contradistinction of poetry and prose, instead
: : of the more philosophical one of Poetry and Matter of

U
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Fact or Science. The only antithesis to Prose is
Metre; nor is this, in tru¢h, a strict antithesis
because lines and passages of metre so naturally
-occur in writing prose, that it ‘would be scarcely
possible to avoid them, even were it desirable.

-

Arabic literary theory has always accorded poetry the highest and
most esteemed rank among other literary genres. Pre-Islamic prose,
accordingly,'receded into the background, and was generally viewed as

an inferior literary form in comparison with poetry.5‘ What is more,

”

prose writers interspersed their compositions with verse quotations

varying in length, to cover up the apparent flaws in expression and

win favour with readers.6

A

Although the authenticit§ of pre-Islamic prose is debatable, some

specimens would help to illustrate the structural characteristics of the

genre., The following piece, attributed to Qass b. Sécida, is an often

quoted example:

va e god
‘ZE}’C):) . b‘\ - \/’I>t‘()‘t’ ¢ Cl crL',uJ)
(‘}.‘ S sU7, [y

(0 people! Listen to me and comprehend weli;_ He wh¢ A

'

Jdives dies, and he who dies is forgotten, and whatever o

. 1s coming 1is bound to come. Jet-black night, and a
serene daytime, and a multi-layered sky.)

The piece is typical of pre-Islamic gnomic prose. Thematically, it deals

with a life-and-death blatitude. Structurally, the sentences are kept™
strikingly brief and wellfbalanced. The parallelism ahd the varying.

-rhyme ~scheme are probably calculated to confer -on_the passage an incan—

tatory character. '

Avmote representative work of pre—Islamic”litefaturep,,

dnd certa:lmly“
ey o C R
m@:e reliable is the %ur oo Rdéte& in‘?’the very ‘heartuof Ardbic literaf:
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tradition, the Qur’@an did not only introduce a revoldtibnéry ideology
at the time, but it actually challenged the Arabs with a literary text
of inimitable nature, which was received with both wonder and adulation.

P . .

Assuming that the question of inimitability (icjﬁz) stiliwexists,,(and

it indeed does with present-day Islamdom), the Qur’an furnishes the-Arab

L

mind and sensibility with an incomparable model of structural and litérary '

-

excellence. All literary and stylistic components such as dictionm, modeé‘
ofﬁ?xpression, parallelisms, and internal rhythm, etc. conjoin in the

concretization of the qur’anic content, making~full use of the semantic,

rhetorical and grammatical properties of the Arabic language. - Thé‘qur’anic'
'Qtructure hinges on the masterly use of simile, metaphor, metonymy as well

as allusion in a manner never before 'attained or surpassed.

<Un£1ke the magimaé ( a.psegdo-fictional genre characteriéed by theﬁ
excé;sive use of rhyme énd rhetoripgi dévices),‘the Qur’an has its species
of rhyme ('gglif), eQen fﬁough it does not occur in.the Qur’an with any
consistency. The Qur’an uses nearly equally rhymed or unrhymed divisions
at will.'zThé qurfanic verse pattern usually admits of a full stop, thus
allowing the reader br reciter to caﬁcﬁlhis breath~--a pattern that is
at once different from both verse and EEJE: |

The éur’anic prose is, additionally, magkéd by what one would call,
for want of a better term, 'rhetorical wondgff‘that no doubt.underlies
the Qur’an's mefaphysical and spiritual'leaﬁé. Although it is‘quite
unor#hodox to interpret the ‘'excellence' of thg ng’aﬁ,in'stylistic and
syntactic terms, the fact remains that an elaborate body of linguistic
details, affective devices and figures of speech-éuch as the use of the
parable, parallelism, rhythm, xhyme, fe?étiﬁion, emphésis, e%lipsis; etc.
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‘distinction.

accounts for 1ts unique character.

The advent of the Qur’ﬁn was a singular event not only in the history

‘of the Arabs, ﬂt also in the history of ideas and literary theory. In a

.

class by itself, the qur’anic fact prompted 1iterary historians to review
their literary classifications. Accordingly, there are three genres in

Arabic literature: prose, verse and Qur"én.8 Whatever ite distinction,
, . v .

the Qur’an evidences variously charaeteristics of both prose .and poetry,

and cloeely resembles the latter in technique and lyricism.

As Arabic prose and other modes of expreseion have .been appreciabiy
influenced by the Qur’an, we shall witness, in the nineteenth end tﬁehtieth
cen;’ies, the steady continuation of this influence' the potential
stylistic and rhythmic features of the an an are bound to tempt such

writers of poetic prose as Amin al—Rihani and husayn “Afif to imitate the

qur’anic style very closely.

~
i

Centuries before the emergence of the oeme en prose Arabic literature

had experienced many interesting attempts to bridge the gap betheen prose
and poetry. Although thesejattempts did not represent'the dfficial ‘main~- }
.streem'in literature (and this may well explain why thé& reéained}sca%tered
or buried in theiencyclopaediae-of Arabic literathre), they underscored,”

and still do, the fact that the two genres overlap in spite of the sharp

~ .
v.

' The Andalusian poet, Ibn Khafaja (1051 1133) and the famOus Fatimid
writer al-Qadi- al—Fadil (1135 1200) used to mix prose and verse in their

poems.g The two-hemistich line of verse in some of al-Fadil's peegs -

’

consists of prose in the first-half and verse in the second. . This pattern

is maintained in the entire twenty-four lines of the poem, e.g:

” A

e s oo
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My master s letter arrived after the muezzin had -
intoned hig call for- the evening prayers;

Then, when it settled in my possession the erstwhile
dark aspect of the full moon 1lit up;

I, then, read it with an eye bathed in blood.)

Aﬁbther equally ihteresting example of this literary mélange can
’ -
be found in the epistolary,writings of Badi al—Zaman al—Hamadhani (958—
¢

998). In the following poem, al—Hamadhani weaves prose and verse 1nco

oné fabric:

- 11

. ”w‘\p‘)\)\)w) 0/‘){?\, 3
} u)"u A"a/\'( -, - - 1
/ AW Py s

(Because of the nearness of the master-—

may God grant him long life--

we are like someone enraptured; s :
"Because of our happiness with meeting him,
: we are like a sparrow refreshed by raindrops; i
AN Because of our intimate relation with.him, =~ .
"we are like red wine and fresh water mixed ‘

together, and .
Because of our delight with seeing him,
we are like the tender twig quivering

10
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_ under the wei;ht of a_departing bird.)
Aesthetically gﬁ%s?ing, there 1is little merit izjthese compoeitions,;
much less poetry. They have, however, an historical value as they
.demonstrate the potential merger of the two génres. '

Owing to the‘aharoldistinction betweeo prose and verse, poetry has
specialized in‘certaip;areas of interest that have been conventionatly
beyond the_scope of-proae.' But as Arabic proee did oot follow a vertical
line of;developmeot, it began to,encroaCh gradually on the thematic

territories of poetry. By the end of the second Hijrite centurv. and

. throughout’ the third (ca. A.D. 800-900), Arabic prose developed into an

art flexible enough to approach familiar poetic themes, excel in them,
and even supplant poetry in itg appeal to Arab audiences. Pro;aists‘
began, accordingly, to write competently in the areas of hija’ ('satire'),
Eggigy('panegyricl)iqand ritha’ ("elegy'), all of which were exclusively
poetic thémes. What is more, prose was successful -in tendering these
themes simoler and more accessible.

Even 'love -—-a theme that was almost synonymous with the predominantly
lyric poetry, became the core of prose romance in the Omayyad.times .
and the Beginnings of . the Abbasid period. Thus, in ‘the fourth H. century,

the ghazal ('the amatory theme') surfaced as one of the prevalent “themes ~

in prose. ‘Consequently, amatory prose writings compared favourably

'with the best known amatory poems.],'2 Eminent writers, like Ibn al- Amid

g b

(d 960) underscored the credibility of prose in this practice, The

following excerpt from a love letter by him will sefve as an illustration._
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(How could I cease to think of her

while I see her?

Or forget her while she is 1n front of me?
. She prevails on me; ’gr
 She is too close to me to loosen myfreins

.or leave me to my own choice. ...)

A comparatively new form of, prose writingg yet closely related to
poetry on thematic grounds, emerged and acquired currency due to' the °
efforts of al-Tha®3libI, AbT Hayyan al-Tawhidi, and Badl® al-zaman

al-Hammadhani, nanely,,al—resg’il éleikhwiniyYa ('fraternal €pistolary

literature') Essentially prompted by individual emotions, this form

~of writing ranges the whole gamut from 1ove, desire and awe to hate,

satire and scorn, from light reproach, apology and eritreatment to eulogy,

cpndolenqe and lamenta;ion} Conventionally regarded as the subject-matter

proper to poetry,Atnese themes become increasingly raw material for
' I ol :

prosé writing.

\

In the fourth century of the Hijra, Arabic prose became a more '

vidable literary genfe, not only capable of rendering its own, but also

°

L% The use of the third person masculine singular instead of the

feminine, has proven practically more-convenient on linguistic and con~
ventional grounds. In my translation, I have used the feminine pronoun -
instead. The lineal arrangement is mine" and is ‘meant to focus attention

- on rhyme, balance, and parallelisms.

’

‘412.

I T T



the majority of poetic themes. The develonment-sf the new genre of the

0.
)

magamas ('assemblies or scfances) merits a special attention as it has
practical bearing on the steady narrowing'bfithe‘formal and thematic
gap between the two main genres ‘in Arabic. .prose and verse. The maqamas

are written in rhymed prose, and tend to make full use of the potenti~

alities of prose and poetry alike. By definition, the maqama 1is a

frm

oy

'shdrtvnarrative or anecdote, the style 5? which is euphuistic, assanantal

and'eharacteristically marked by recondite diction and‘gerbal pyrotechnics.

'The writer of the magﬁma strives after elegance of expression at the

expense of conciseness and even sense. Essentially a lange of prose
and verse, the mag@amas provide further proof of the 'b100d relation s

as it were, between the two genres-—a fact the general drift of classical

Y
»

_aesthetics tends to overlook. From the viewpoint of structure. the

- / ' ‘ PRI
maqamas aré characterized by parallelism where the second part of a

' sentence baiances'with the first, either by way of synthesis or antithesis,

14 *

thus producing a rhyme of the sense as well as of the sound. The baroque

style of the magamas antedates, andvbears striking, if perhaps accidental,
resemblance to such trends in the.siateenth— and seyenteenth-centnryi
western_European prose writing as Marinism in Italy;iﬁuphhism in'England
and.bpth Gongorism and Conceptism in Spain} |

Mueh can be said about the magina genre from a variety of angles,
especially about its reldtion to and relative influenceyon the genesis
and deveiopment of fiction in Arabic literature. In viewvof'our study,
the maqa genre holds:for us a special significan e in that the genre
was in many ways an expression of the subtle intere t of either RECON-

'

ciling prose and verse, or develpping from them-a hyﬁxid art., Some of

\ -

13
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the baroque and stylistic .traits of the ma g stripped of almost all

fictional layers surface in Husayd Afif' 'prosified poetry ('shi T,

]

manthur ).

~

V2

Afif's shi® T manthur is to be found in fnur volumes consistently

written in. this literary form 13 Despite the special qualiries of this

P - ©

poet, his contribution cannot be seen as congruous with the direction of

the'overall new.developmenr in writing; rather, it is'a-manifestation of

)

*poetic”’ retrogression, as it were, His stilted diction;fs}yle and

v

-aﬁptax; his preciosity in imAgery and allusions—-all revolve well wichin -

C:
the orbit of classical rhetorics and poetic co’ntions. HadIqat al-Ward

("Tite Rose Garden") comprises 178 shorg untitled pieces, each bearing a
serial number. They vary widely in length as some consgist only of one

8

paragraph of three or four lines whereas others conbist of two pages.

'The author oscillates between erotic and platonic love-poetry with
T

shades from Khayyam and the .carpe diem theme. As an illustration, the

followifig—pfece is quoted in full.

[ el

(Catch things before they pass away. .
Take the inflamed kisses, as they will
become tomorrow ice in your mouth.
Cull your flowers in the early morning
before the sun seers them.
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:
Hasten to contemplate the dew i
that glitters only for a moment. :
Pursue the running course «f '{f-«
in order to avail yo 'rsgelf * 't
Seize up:'n veour life time:
Your ag‘ is fleeting )
. §
Tn 'he =ajévity of his "p ctic proee’, the authry eirher apostrophiz- . A
~v ~inge «f, hie ' ' ved woman 'm » - haract-riet{ ally subj-rtive fachion
Hie theder centroe v n “talgia, the paraphe valia of errn’'ic and plataenie
Toov © the 1 )lenasnvee nf Vife traneic vre and dea'h, M(‘\ﬁ' rrenounced ar s
hie metife =-0 Dum vivamus  vivamus. carpe di-m 4 [Jbi sunt quil ante
aos fyeront. hot' af whfch ave quite familior {0 " v A-abic lite ary .
. .
tyvadirieon Qrime rirreg rve Qtrafghr For o v d Yoy U e et ety
- "hiealls ae were pree ?
hile theoveatt 417y r ete eceb arme -~ Thaw voom for thety teyegons] \

cwpory i nee {0 *
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thewned all. 06 . Fff1 "apg. Tt 42 alan wovth —nting that when he dneg *

net uee otre and rhyme he gnes ' g -at l‘engt) te ~ffcet their aheepec ‘

- c
Wy e tng €ty ly Y“Qll]”' saj 'r‘gef'hov with ~uw W thoy deyir-a ag badi

("trerco"Y . vepetition, antithesic and different types of parallelism.

-~
M -

ffflm;tétés .

AfIf'c virab-lary 1= very 1imited, far
alayighly the d'{(‘("{"v\ o f the qu ';n aa
and Telamir amatry pretrvy. Tr view of

r .
and considerabls relirh. AfTI o poatic

rnl pedantry.
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holds more than passing interest for ue Aas it attempts s delineation
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of his own poetic style: :
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(The Rose Garden .
Prose poetry: flows according to spontaneous patterns
which it pours forth and consumes gradually.

It seeks nho metrical music, but it derives

its tune from within itself.

It explains not; nevertheless, through its brevity,
it suggests meanings it has not uttered.

It is neither like the poetry of the poem,

nor like the prose of the essay;

Jdt i=s a third style.

To experience [this style] is to insist on heing
regulated through no regulatory laws.)

L A P A

S rhoet & S5

The keay phrase in this pijece is probably "third style.”" Tt has been )
noted that CAfif has bhardly freed himself from the fetters of poetry

and prose: at times he versifies but preeents his material on the page
et oy, “ LT T e Do ax ow b

like prose, and at- times, he burdenq his prose with j r-tropesAand

" <~the—tnappings of classical Arabic poepry short of rhyme and metre proper,

- . . - v

- - even thoughesaj"_in'pnose is_tbe4c0unterpartAof rhype 1n1ye;se.. In . ’ :

this light, CAfIf'e claims to spontaneity, natural musdc, sug estiveness
; ight, Al S A ; Bugg

and freedom from Jaws--should bé taken cum grano salis.
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B.

Definitions and Distinctions

This study takes issue with the commonly held view that the Eoéme
en prosé can be traced back to forms of the nathr fannl (art prose) in

Arabic literature such as sajC and nathr shicri (poetic prose). Whereas

we recognize, however, that the early existence of these forms in Arabic
literature and experimentation with poetic prose in the late nineteenth
and throughout the twentie;h'centuries have helped, among other factors,
to create a relatively favourable climate for the emergence of the Eoéme

en prose in the 1950s, we hasten to contend that the poéme en prose qua

literary genre is imported from French literature.

To examipe the exrtune of‘this form, itg.introduction and adaptation
in modern Arabic poetr?, pspeéiaily th;ough tﬂe cowbined efforts of
Adenis and al-Hajj. it is necessary (a) to sort out the chaotic termin~

olrgy connected with prose in Arabic, (b) to survey and .assess the

jmportant experimentatdons with poetic prose, and (e) to evalyate Adonis'

- . .
o 1 - .

;nd al¥§535's Eﬁebfa;iéal appféaéﬁééfté-ché'ge@ré.m
_From the beginving of.iisfgéééerd_ﬁist6ry{ Rgabiﬁw¥ifgfﬁtuTﬂ‘Hh§ )
kbo&n two ﬁodes of literary expression in prose, both of which exist in‘
the Qur'gn. The first kind is §§1i'(rh§med prose) which i§ a form of |
literary expression simil jn its function to what is known in the

Western literary tradition as homoeoteleuton. To this kind belong the

MekkI slras (chapters) of the Qur’an, perhaps. the most eloquent illus-

-
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(The All-merciful has taught the Koran
He created man J
G and He has taught him the Explanation.

The sun and the moon to a reckoning,
and the stars and the trees bow themselves;

. and heaven--~He raised it up, and set the
¢ Balance.

[Transgress not in the Balance,

and weigh with justice, and skimp mot in the Balance. ]
And earth--He set it down for all beings,

‘therein fruits, and palm-trees with sheaths,

o and grain in the blade, and fragrant herbs.
0 which of your Lord's bounties will you and you deny?)

The shorter suras of the Qur’an show a high degree of rhythmic

concentration and a succassfgl blending of poetry and prose. The slra

" 20
,J'(‘ o a0y
/uft FIRPR RPN (‘) « Ay s

( Say: 'He is God One
God, the Evarlasting»Refuge

who has not begotten, and has not been begotten
and equal to Him is not anyone.')

This style did not originate in the Qur’an; its traditjon ewisted
in pre-Islamic literature under the rubric of sajC ai<Ruhhdn (the rhymed
prose of the pre—Islamic clergy), an illustration of which has been

-

?
cited elneWhere in this chapfer. 1
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. It should be acknowledged, however, that the Qur’an helped a good
deal to develop this mode of literary expression and bring it to its

- technical peak as can be readily deménstrated in the sura 9f al-Rahman.

The Qur’an, further, shifted this kind of rhymed prose away from mere

incantation to areas of narrative art and metaphysical reflection.. The

following excerpt from the sura of Maryam serves as a unique example of

how saj 1s used advantageously in narrative prose.

1

WRW’» PO e i Sy By Sy
PN R sy U G w'ﬁ;»u cru
A;/\\v, 3\’ w a),,swA.f/\ sty

L4

()ug,,)f 2y \)) \')‘U(/\)up)’@
(l) )J""”ﬁ)

(And mention in the Book Mary when she
withdrew from her people to an eastern place,
and she took a veil apart from them; then

We sent unto her Our Spirit that presented
himself to her a man without fault. She said,
'I take refuge.in the All-merciful from

thee! If thou fearest God. ...' He said, 'I
am but a messenger come from thy Lorxd, to

give thee a boy most pure.' She said, 'How
shall I have a son whom po mortal has touched,
neither have I been unchaste.)

‘ . .
The Qur'an uses §ajc extensively in slras of preaching and

propagation, where it presents God and His attributes as well as 1ssﬁes
of reward, punishment and good behaViOu; énd the like. 1In a word, the
§§jf_appears in all that falls under the heading of oratory.

The tradition of §§ii in Arabic prose continued through the heyday
of Classicism, but éfter the passage of the age of great inépiratioﬁ,

it lapsed into a decorative craft which attained to its perfection in
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the magama genre. With the increasing popularity of folk narratives in’

the Middle Ages, sajC rehained a literary device "in related foik liter--.

ature as 1s evident in folk epics, biographies, and in the readily -

accessible example, Alf th;a wa Layla (The One Thousand and One Nights)

This rhymed prose--we shall»call literary prose or verse-prose~-
resembles at bese poetic prqse, but when inspiration is lacking, it takes
on only the artificial aspects of poetry such as rhyme, sonority and
the extreme uee of metaphors. ”

;fhe other kinds of literary exhression, &hich Arabic has knowh since
the beginning of Islam, as for instance the direct declarative style,
are either relatively or entifely devoid of rhetorical and/or metaphorical
ornamentation. S$peciments of this kind are again to be found in the
er’ﬁh, especially in ’dyas (verses) dealing with legislation. Such

suras as al-Baqara, al-Nisa’ and al-M3’ida, for instance, offer good

examples of this kind of prose;v The following ’aya is quoted as an

illustration.

v 23
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(0 believers,. when you stand up to pray
Wash' your faces, and your hands up to the elbows,
~and vipe your heads, and your feet up to the '
_ _ankles. If you are defiled, purify yourselves,_
“ev... . . _ but if you are sick or on'a journey, or if’ S
) - any of you comes from.the privy, or. you, have
. touched -women, -and you can find no water,
" then have recourse to wholesome dust and

- Sl wipe: ‘your faces and. your. hands with it.

God does not desire £o make any {mpediment -
R TR for_you, but he desires to purify you, and that
: He may complete His’ blessing upon'you, haply
‘you will be thankful )

This direct declarative style is free of rhyme and rhythm, and free of

“."“"“"""‘""’“. G mEen e P w

”the imagination automatically aSSOCiated with‘metaphnr ~it iswfree ei «;

such characteristics because it deals primarily with a referential

‘o T .". so

' content, namely, the rite of ablution in Islam.v In this sense, it is

ety e

more like legal writings whose criterion of eloquepce is not beauty Or

appeal to emotion, but coherence, precision and' clarity of expression.
In juxtaposition with literarv prose, this kind will be called technical
prose, thus avoiding the misleading term artistic prose which is used
errofieously and with imprecision for both kinds.

The Qur an provided the model for technical prose writings in Arabic
literary criticism, philosophy, historv,'geography and in the disciplines
of rhetorics, prosody and grammar. It is'worth noting that,fat the

height of Arabic civilization, technical prose overshadowed literary

prose and pushed it gradually into the background.

'cultural diversitiea, especiaily in the.prpvince§——the transition wast,f.:J.:, ' )

Similarly, when Arabic civilization collapsediin”the Middle Ages,

and gave ground to the emerging Islamic civilization, marked by ethno-

'--" .‘. Y

S accompanied with a renewal -of - the conflitt hetween technical and literary

21
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prOse styles. The grpwth of,nationalities led to the use of literary
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-
prose, i.e. rhymed prose,‘as‘a vehicle for'ethno-Cultural annals, epics
and maqama ;-—“

So doninant;was.literary prose.at this juncture that it made freduent-
incursionsvinto the territory of‘technical prose. Among the consequences
was, that official correspondence and bureaucratic:Arabicaacquired.sewerall“

H«artifices of literary prosé such as rhyme, rhetorics and metonymy.inlvr-, :
. Such ‘was the state of Arabic prose through the closing decades of |
the eighteenth century, when the Arab world was, brought into direct

D "f:j‘ . contact With European civilization.- Suffice it here to allude to the .

o T A P I
s B

faet that this contact resulted in ‘the’ separation of the two kinds of T

¢

[

.|x

N : [
k

: prose.< the one, the technical by specializing in the treatment of .

thoughts and scientific facts, the other in literary creation. o

PRI .
By the turn of the . twentieth century, however, technical prose made

considerable;advances, ‘and became practically‘the medium of -expression,
thus reducing literary prose to a marginal function. Literary prose in

its traditional form is now all but extinct except probably for a form

. . .
I T S T L S S

of writing, namely, poetic prose used by Rihani and Gibran in the opendng -

-decades of this century. Gibran and his disc«iples Qttempted through

-

o this latter form, to renew the prophetic voice of the holy books where

D TP Y L P YT S

poetry and prose tend to intermingle. This species of literary ekpression
haa since flourished in the Lebanon. As for Egypt, poetic prose (shi s
4 manthur) acquired a measure of popularity before and during the heyday
| of,Egyptian Romanticism (practically from the beginning of this century
until 19308) Writers al-Manfaluti (1876—1924) Mustafa Sadiq al—Rafi i

'7'3'7. (1880—1937), and Mayy'Ziyada (1886-1941) wrote entire volumes in poetic-

.prose.zz’ More recently, uusayn Afiﬁ, discussed above, and Tharwat é? . _fF;j--~~'




' Ukébha in his transiations of Gibran in the 19608, have tried with

Usually;

% 'little success to' revive this mode of expression: I
| By way of summing up, th//two columns of the table below include
'theucommonest and the least precisely used terms in the poetry—prose i‘
S .contro'versy. The column on the left—hand side belongs to the overridingb
- > concerns of this research._ g ’ T
a ‘ 7 - A S T
;<;,a£J /,z’f ‘ ,/;’;/“"
.- . - o ‘ o
. . S A
A\ -, - - ' * A
_— /‘) St | 5 P ,,l&/__'
: Three special terms are singled out tor re-definition on’ two.groundst
(a) bedause they are often confused in modern Arabic literary(criticism,
. ] and (b) because they are closely related to.the,poéme en prose.
' | I. Nathr Shi‘ri (poetic prose): |
This term refers to the ooetic raw naterial,zs‘bf definition,,
3
amorphous; both indigenous in Arabic and semi—import%d given currency
icnrough—trEns1Etivﬁa‘from—ﬁoﬁ—erbit“chiefly western, poetry.




’ lI.” Shi R Manthur (prose/prosiﬁied pqetry)

" the original, and to distinguish it from ordinary prose.

‘metre and/or rhyme max occasionally occur.26 The borderline between

P

but not‘always, it has on. tHe page the appearance of prose. ‘In the»'

iAsabic phrase ( ﬁ9&4//V?, the Emphasis is laid on the first word ’/{“

(prose) P

——a
—r

This form Jpartakes of the many characteristics of . poetry save metre

. S _
and,rhyme. Usually, but not always, it is presented typographically _

s
.like<werse, that is, the text is lineated on the page.

- -
-~ -,

While inevitably overlapping with poetic prose, thi& shilr- manthhr .

®

'has no officially recognized ancestry . in Arabic. . Its appearance in

’Arabic has.been occasioned hy!theJnecessity«ofttranslatiOn from foreign ,

poetry. Verse lineation helps to retain if only a_formal semblance of

ITI. Shicrfﬂnrr'(free_verse): , , - .

From the historical perspective, the term is borrowed from the

“"Western literary tradition, being the counterpart of either the English v

designation, "free verse" of thenFrench, vers libre.". ‘This species of
A

writing refers 40 poetry deVoid of rhyme and rhythm as a°rule, althOugh

¢ T
- ”

shir manthﬁr (prose poetry) and shi x- hgrr (free verse) is- fluid enough :

H

-

ito allow some interchangeability.‘ o ST e

______
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':‘.f- ” f,uﬂtl'Le Bou geois ggntilhomme (Pgﬁ,is,m_lQ.'iS),-II*iv~ <t T .
v 2 Ihsan Abbas, Tarlkn’ al—Naqd al-AdaBi ind al-"Arab: Naqd a1~Shi r ;
min al—Qarn al-Thadi hatta al—Qarn al-Thamin al-Hijri (Beirut' Dar al—Amana, : E
1971): P. 191 ' K v oo ‘ T e e e A :/::;—-:"."A;"ﬁ ,'
3 C. Day Lewis, The Poetic Imag_ CLondon} Jonathan Cape, 1947),
p. 37. T.S. Eliot, "The Borderline of Prose," New ’Statesman (May 19, 1917),
pp. 157-159. See also T.S. Eliot, Frederic Manning and Richard Aldington,
T Poeq;y in Prose: Three Essays (London The Chapbook 1921)
4 The Preface to the second editién'of The Lyrical Ballads, ed.
R.L. Brett and A.RQ'JoﬂEs (Loﬁdon: Methuen & Co, Ltd., 1963; 1968),
ﬁ1 314. The stress on the word strict’ is Wbrdaworth's.'" o ", =
- > 78K Mubirak, al-Nathr aliFannl £1'l-Qarn al-Rabi (Beirut: 1975); =~ i
p'. 37 ’ : P '.;__. e s e e [ ‘1
oy © T Ibdde, pe A1e L T ‘ ) .
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Tahﬁ Husayn, Min Had¥th al-5h1°f wa l—Nathr (Cairo DEr_aliMacérif,
1948), quoted in Zak1 Mubarak ad=Nathr,.p. 43.

"8

T

9 Adonis (“a11 Ahmad sa© id), pIwan al—Shi r_al- Arabi vol. III

' (Beirut, 1968), p. 68.

10 1h14., p. 146, _
11 o . e
Mubarak, al-Nathr, p. 129. _ R j
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. Ibid'., PP. 241-—!’24‘2. See also Shawd'i i.)ayf, ‘al—Fann» wa Mad’hihibuh
£1'1-Nathr al—cArabI 7th edn, (Cairo: Dar al-Macgrif 1974), pt 238,

and Badi® ‘al-zZaman al-Hamadhani, Maqamat Badi al- Za¥§l'é%:ﬂamadh3ni irans.
Ws J PrendergaSt (Lond&n. Curzon® Press, 1915 Tpt 1973) See particularly

the translator s useful introduction, pp. 1-25. » o )

J'"'s'cAfIf's volumes 1 chronologicai order are al-GhadIr {"The Brook"]

(Cairo, .1961), "al-’Urghun ["The Organ"] (Cairo, 1961), al-Ghasag ["The

Twiligh "] (Cairo, 1968) and HadTqat al-Ward ["The Rose Garden"} (Cairo,
1974).

i

l§ Badigstfal-Ward,(Cairo, 1974),vp. 32,

ﬂ;7 See pieces nos. 49 and. 104, al-’Urggun (Cairo, 1961), pp.J54

and 104. With one minor exception, the first poem is throuéﬁout in the
Kamil or- shortened rajaz metres A ramal scansion of this piece is also

ttpossible. The second pieCe 1n 1ts éntirety is in the mutagarib metre.“‘ .

A -~ <&
A . ey e e .

7 1

Hgdihat al—Ward (Cairo,_l974),.p. 197.

19 The-Qur an, LX 1-13 Instead of attempting a persnnal translation
of the relevant quotations from the Qur’3n, I ‘have used Arthur- J.

Arberry 8 interpretation, The Koran Interpreted ¢(oxford University Press, >

'1964) Arberry s capitalization, punctuation and spelling are retained

unaltered.’

20 The Qur’an, CXII: 1-4

21 - e .o e . A

' See above, p. 6.

22 The Qur’dn, XIX: 16-20



o

23 Ibid., V:6

4 A sampling of their shi® r manthir can be found in the following

\\\ g . works: Ziyada, ;ulumat wa Ashi; a (Cairo, n.d.): ;-Rﬁfi 1 Rasa’{il
/'/ al- Ahzan (Cairo, 1924), al—Sahab al-Ahmar (Cairo, n.d.) and Awra q
‘al-Ward (Cairo, n.d ), al—ManfalutI al-Nazarat, 3 vols. (Cairo, 1925-
.25

It 1s suggested that some of Baudelaire .6 Petits poémes en prose

were the initial form of some of his poems . in Les Fleurs du mal. It is

also suggested that he used to write a 'prose poetic version first of

some of his poems; his "L'Invitation au voyage" in both forme is a good
‘% example;' See about this point'P. Mansell Johes, Background to Modern

French Poetry (Cambridge University-Prees, 1951; rpt. 1968)., p. 121.

s

: e e .43§}mhree—types°of‘"frEE'vérée"ﬁa;etidentifzed in English The
Mathew Arnold type, the Whitman type and modern- type of free verse.

See on this point Lawrence J. ZilmaQ1;77e'Art and Craft of Poetry . T
.. .. .New York, 1¥67; rpt. 1972), pp. 84-88. .
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A.
The Diwan Movement

and Fnglieh Romantic Aesthetice

s

Wars, in the 1920s and a good par' of 1930s represents a crucial
r;ann1t1h;a1 phase in the bigtorv »f modern Arahic poetry. Although
the Diwan. a two volume decument of Titerary critirdfem to which the
movement owen ite name. was published in 1921, the peetry and literars
rritdiciem of the three protagenicts: ShukrT, al1-M32inT and al PAqdﬁd
date a¢ far barlk as 1900 when Shukr{ made'%iﬁ literary déhgt_bV y
publiebing hie first r‘f*lilecr'ir»n of poéms: pgyl"g;:faig ("The Light of
Nawn™), PQrW°Pﬁ‘1909 and '919, ShukrT published six more volumes of

reetry  aome prefaced wfth critjcal statements arguing for an avthent

Froetey o wpnt iht wi Vv the nnnqib111ty of the twentiecth century. “{m!

Tay 'y, At /\qqz:' ant al "r’vvin'{ wrade guhgr:\n"j'\]\t entyibnrince hnth at
\

the lteve! ~l thacry nd pra tfca hefrve the aprwanron - ~f the DIwan

{':\ 10N LIPS y'n'\“(‘n""" o f thi'e f prertoant yeorl wax be g~ here as n

vrvmlaoie gy p fnv'hpr ar!‘ll\ulaf'v\n of th 1’-‘1\0 nrathetire the rYyetag
P

e~ he - oemepnt adyvane ed | fn gp‘['n nforhedr fodividoaal oty

T DTW N omese car o cor titaten the f{rgt nnd preY bl me

franne lanr § At tanh ceaingt ' he ’l(foy'qry eqtabliatimrn of th tme .

'qu;:‘ Ae 1t nainlv - ‘*h the d°"""'§,of—NEO‘(‘]f“"Q""’] I tvv ae ephndied
ﬁ" f

fo Mt (9672 70 ) pld e H:'a'-*in;»gfﬁd_fesnnd himperc?¥® 0 '« ¢the papy
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ment figures as the precursor of the subsequent movements that have
been since calling in question the classical convent{ions of poetry, and
underscoring the urgency for a new poetics.

Scholarship3 on the subject shows some tendency to rely uncritically
i S LT . Wy e AR .4 . ’ N

~ » v ta . T rem - o > - EY y - -

on CAqqﬁa's pronouncements on romantic influence and thus sk?tche; out
é'pérrfhl im2ge of the movement. Tt is necessary therefore to place
the qnﬁﬂéiﬂn of ?5Fn1gn influence on the Group in its p}oper perspectije.
The indebtedneces of this mrvement to the Westerno literary tradition is
a foregone conclueinon, bhut CAqqﬁH's personal account of his generarion;c
knowledge of English litervature and world literature as a whole should
ho carefyully axamined and qualified.

Of ¥is cwn ceperation, and especially of hie partnerc in thejDiﬁég

c -
weavor it Aqqad malec thig impertant etatement which T shall have to

'te antiyetv:

As regards the spirit [of their poetry], the post-Shawqi
younger generation was the product of a school that bore
no resemblance to any previous schools in the history o
modern Arabic literature. It is a schodl that was wi ly
readl in English literature and, unlike the younger writern
- - . who appeared towards the turn of the past century,
did not confine its reading [in western literature] to
certain ljwited aspects of French writing. Their
extensive reading in Fnglish literature notwithstanding.
they did not o¥erlook the works of the German, the
Ttalian, the Russian, the Spanish and the ancient Greek
and Latin poets amd prose writers. They seem to have
benefited more from English literary rriticism *han from
pretry orv other forms of literature.

. o~
T do v~t think it would be wvong to say that to the whole
school Hazlitt was the guide (EPEE) in literary criticism
as 1t was he who led them to [a true understanding of]
the meaning of poetry and the other arts, and the various \
kinds of writing and to the proper use of comparison and .-
quotatioen . . ., for their admiration for Hazlitt, then,
the Egyptian authors were not slavish imitators; what
eriabled them to ret~in their independent judgment when
epy cAaching cegtevs Vitevatyre wae the fact that thev had

R

N - ] H
PPN

ey m ite . e



31

-

previously and even concurrently been reading.;heir
own literature; they therefore did- not enter the
world of ,western literature blindly or without discrim—
ination.
Obviously, CAqqid's statement 1s unduly exaggerated and entails a few
omissions. Muhammad Mandir, one-of the léading Egyptian litér;ry criticé,
%aélprdkébfv éhévfirér to Eake'éxgebribn'E6 c&qéﬁd's~baftisaﬁ Qié;sjs C
First, it hardly reems credible that thé Qigég Group studied
thnroughly pre~Tslamic (géhilizza) and Omaxyad poets; their interest i
in classical Arab poets was confihed only to the Abhasid perind as can
be gathered from their writings on such poets as al-Mutanabb3, Bashghar
b. Burd, Abu’l-"Ala’, Ibnu’l-Rim, al-SharTf ar-Radf and (at a later
date)'Abﬁ—Nuwas. In accordance with their literary ideology, the choice
of these poets was priﬁariiy determined Ey two c;osely related criteria-
(a) the poet's individua' originality, and (b) :his independence from
camﬁd_gl;ﬁhi?r. i.e. the clasgical cooventions of poetry.
fecondlv, the auggestion that the three protagonists had, in their
youth, an exteneive and intimate knowledge of the dﬁfferenr pp}{ndg N
western literarure is not tenable in view of the fact that they derivri
their knowledge of Englieh and other pational literatnures thrrugh thn-
med fvm of Fnglish.
Thirdlv. CAqqu's #latm that the Group was widely read in English
and American literature is not readily corroﬂ;rated by textual evidence.

Their actyal ‘poetic production reveals that they were mainlv inspired '

by Palgrave's Golden Treasury. an anthology of English lyrical poetry
y Pal (

. v ' 7
from Shakespeare to the mid-nineteenth century. The Golden Treasury

waS'pﬁe of the textbooks ShukrT and M3aZinI had known as students at the

Tearhere' Training College in Cairo, and it had exerted on both of .them
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as well as on chqu a tremendous influence. The three members of the
Group found in Palgrave's anthology an inexhaustible source of themes,
images and modes of expression.

The borderline between admiration for, and transléfion from,

“ - -

English 1iterature, on the one: hand, and plégiaribﬁ Bn* the other T
was not sharply marked. In the preface to his fifth collection of poeﬁs,
al-Khatarat ('The Reflections'), first published, in 1916, Shukrf is

prompted to grapple with the chaos of ethical and literary values.

“yLrcp s AT I IRL -
w;‘)w) 2D yei, .2\1:..&,“ a;/'p, 9"”’
N)'/fw/‘owyf.'lfjﬂ 1/)‘»»/)/#\*0)"0’
Ao w3 H ! &9 ”)VJ‘/ )() 2 ’AV)’,.),)/

S Gl 2l

What made things worse was that some unscrupulous

men of letters had no compunctions about abominable
plagiarism. Such actions as these have instilled
into the minds of many readers that whatever is
elevated in meaning and exotic in theme is inevitably
stolen [from western literature] - a notion made
current by the seekers of ethiral chacrs who revel,
like bats, in its darkness.

Ta what was to cause a serious rift in the Group. Shukri windslup
his preface by accusing MazinT of plagiarism.9 He points out that some
of Mazin'i's roems such as " &)&)Wu’ ‘3‘" ' (A Youth in the Throes
of Death). ///L\—”) /IV’ " (The Poet's Tomb), " ‘Jijjzu" " (The
Memorv), " Q>)7{)\ ;a/ \ (The Messenger Rose), ' ./;t:)‘ "
(The Dying foet), and " C)”’} Ehug;—ﬂ’ " (The Thorn of Beauty) were |

literal translationslo from Shelley, Hood, Heine, [James Russell] Lowell

-
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and [Charles Jeremiah] Wells.ll 'He further asserts that MazinI, the
prose writer, is by no means immune to this charge on the grounds that

his essay, “Tanasukh al— Arwah" ('Metempsychosis"), published in al-Bazan

- review is copied in its entirety from .an egsay by Addison in the Sgectator,

PRREEEY . PR R
< s e owd ~5y"‘&;u‘_o."-vo0“.0'?9"-",-"#,c' ﬂu'.."’"‘,-.‘~n°v ¢, .

and that long passages in his writings on Ibn al—RumI are taken from

o -+

~
3
13

Carlyle's literary essays and Hugo's book, William Shakespeare.12

This revelatory, if'unfortunste,.dispute between the two most closely

- . [ Y S A T R TV PN
o RN . -

= s e e e .

related members of the bIhEnftronp wss carried over to the pages of the
daily ppess,ls'and culminated in a.two-part essay entitled "Sanam
al-A1a“Tp" ("The Idol of Trickery") by Mazinl and published in 1921 in

4

which he launched a vitugerative attack on Shukri's personality,

Py

adducing eQidential material’ from Shukri 8 writings to prove his mad-
ness, or.;ore snecifically his psychoneurosis.14

Mazinl's criticism of ShukrI's poetic talent and/or poetry is of
little or nohgonsequence. Although MazinI declares his plan "to track
down Shukri's plagiarism fron Arab and western 1.>'oets',"l'S he abandons
the issue altogether. In vidw of M3zinT's argumentative nature and tenacity

of purpose at this.early stage\ of his career, rather than regarding this

a gesture of magndnimity, we are more inclined to assume

v

v“,

omission as:

- that MEzinI was unable to detract from Shukti's poetic talent and secure
v;lace in Arabic literature.

There is amnle evidence16 that Shukr{ was quite acquainted with
Addison, and imbpesSed by his celebrated series of the Spectator papets
on the "Pleasuresuof thedlﬁagination" which wére essentislly based on

>
John Locke's sensationalist psychology. Addison's main thesis is that

"the pleasures of the jmagination are the pleasurable sensations stimu-

¢
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'1ated in ourselves directly by certain external causes, or indirectly

- by reasonably close imitations of, or substitutes for such causes._l7

™ % o & -+« < While the wind and waves were a—stirring, o~

-

”
Shukri seems to have taken to- heart these ideas, and put them to use

in his descriptiVe poems. Writes Shukri

o
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I stood in the evening,bywthe.yast gea

N The,Jet—black night spread out its.grandeur
. and the clouds’ potited oyerwhelmingﬂ,tor,rential rain; .
The thunder had a ‘peal of laughter,. dreddful in tone, "~ -~ . ..
". frightening as though the relling thuhder mocks '
the people.

ere “

L There 1§ an abundance“of stich dEScriptiye passgages, or entire poems in

Rl e

his Diwan,19 in which he communes with nature and responds sensitively

- 0

‘ to its enthrailing manifestations: the sea and the waves; the winds

and;$he storms; the dark nights and thefvidiésitudes-of time, etc. -
. R s 1 ) . . .

L -

It.ismironifal.that éhukri's fascination for;the Adoisonign'theories'“
embroils him in the very\indiscretion for.which‘he censured Maaini |
namely, plagiarism. The short explanatory note with which he prefaces
his poem,‘"Mar a'l Jamil wa Dhikra 1-Jalal" ("Vision of Beauty and Memory

of Grandeur') is credited to“g;jNézim'("The'Poet"), although it comes

straight out'of~Addison.20

~
¥

Y

The assertion made earlier by CAqq'Zd that Hazlitt wasﬁthe~indisp0tahie’”
: ‘ . ‘ &1y

guide .("imam") of his generation21 is not entirely true ‘im the light
of the other, equally important, influences that helped the DIwan Group

to formulate their aesthetic theory. It is not, however,‘difficult.to



g Lrationaliae Aqqad S‘enthusiasm for: the English critic, UALiKe Bis . .. Y .

associates' Shukri and MazinI Aqqad and.Hazlitt evince a kindred

o

s Pl i

N temperament and cast of mind in that they are characteristically prone

‘to self-contradiction, harsh at times savage, criticism and- politicdl -

“inconsistenciest Their critical approaches, too, follow similar lines:

C T Aqqad s rhetorical, vague, and emotive literary criticism may well

. »

. - - o . .- . P
1\-,.1"“( s . + n . e e e -,
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parallel Hazlitt s want of detailed methodical analysis or exposition. -

:
+
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The major idea underlying the DIwdn movement\and its conceptualization

e e e e et

+-of poetry.can be traced back to the 18th and l9th century English literary

-

] .

P N

tradition. In all likelihood Shukri.will in the final analysis figure
*-prominently as a culturdl intermediary in the forefront of this movament,
' especiaily’in the first three decades of this century. Notwithstanding
,the paucityépf;his literary criticism:'wewtend to believe that it was
he who sowed the seeds of poetic innovation and blazed the trail for

‘a young generation of poets including his partners. MazinI and Aqqad.

Between the years 1909 and l919 Shukri publiahed seven volumes

of poetry, some with prefaces, thus providing ‘his Group with the prac-

tical model for the kind of new poetry they long arguedﬁ}or and‘Wanted

to create. The prefaces Shukrl wrote for the third, fourth, fifth,

e wh ot g e o o - e an .

sixth and seventh parts of his'gzggn cover a wide range of subjects

such as "Emotion'in Poetry," "The Function‘of“PoetryJ' "Poetry and 1its
Orientations," "The Stimuld ofiPoetryJ' and "The Poets as ferfectionists"
(Kamaliyyun) - all of which are set against the background of Arabic

. classical and neo-classical conventions of poetry.

A . . ‘
: 3

It is my purpose here to examine some salient aspects of the early

contact between ‘English and Arabic literatures that was to fertilize




reduced poetry to an exercise in futility.22

century.

) rely largely on Shukri's literary criticism (comprised in the prefaces)

both as an index to and a manifestation of the impact of English Romanticism

on. the Diwan movement in its formative phases.

o

' The fact that I take- Shukri rather*than

LI O

Aqqad‘orrMazinf as my

-point of degarture underlines my opindon that Shukrl's early contribution

-

both in theory and pracfice helped to define the character and orientation

of this important movemént. By approaching Shukri's central aesthetic.

.views in their western matrix, I also hope to adjust and/or complement

the configuration of the movement which is traditionally and popularly
seen from Aqqad s perspective.
In the important preface,to the fifth part of his dfwdn (which for

personal and thematic considerations, is strongly suggestive of

Wordsworth's prefaces to the’ Lyrical Ballads), Shukrf deals with. the .

diverse facets of contemporary poetry and expresses his frustration at

the state of the art and the dominant literary criteria that have

He complains bitterly of
the lifeless, artificial nature of“contemporary‘Arabic poetry and |
ridicules the.stockeinjtrade of erotic poetry; its hackneyed modes of
expression, stereotyped imagery derived.from the Arab desert, and
insincere content. His obServations, made in 1916, have timeless freshe
ness to them, and are in“the main couched in the language of Wordsworth
Coleridge and Hazlitt. .,- “ o ‘ BT :
In the prefaces to the third and fourth sections of his diwan,

Y .
Shukrf sets much store by the role imagination and passions play in

2 sl s
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‘poetri;'-ﬁsxu$£s.the wo;ﬂ;,qgtiia-to-denote'a complexity of emotions.»

hatred hope, despair jealousy, remorse, bravery, cowardice N

. _ ’ ; .
‘&“‘?"; .‘_J)"»’f,‘.‘_a'.;f.’“)‘_ « sy )’; .,)| i)
S ... )‘

His definition of poetry is: "the language of ‘passions, imagination

- and good taste.f R
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In Haelittws celebrated essay, "On Poetry in General," we find this

e L . .
.

definition:

Poetry is the language of imagination and the passions.
It relates to whatever gives immediate pleasure or pain

. to the human mind, , . . Fear is poetry, hope 1s poetry,
"love 1is poetry, hatred is poetry;, contempt,- jealousy,
remorse, admirafgon,rwonder, pity, despair, or"madness
are all poetry. . o

The two definitions are .too identical to leave any doubt that Shukrf
‘is.consciously making full use of Hailittfs-thoughts on poetry.

'One of the most fundamental ideas Shukri\develops in the preface
to his fifth collection of poems: al-Khagarat (1916), and most
probably for ‘the first time in modern Arabic literary criticisnn is
the all-embracing, unifying nature of the imagination. As an elemental
constituent of poetry and poetry craftsmanship, imagination is in no

sénse confined to the similes and metaphors in the poem, rather it

embraces‘its whole spirit, its” thoughts and its subject matter.
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“Imagipgtion; as-sﬁéh{'eﬁagies-the poet. to conceive things in tetmsl
" of an integrated whole 'and inVests him.with the pdwet of hr;dec;eg,the
multitude to unity of effects," to use Coleridge’§ phrase.27 In’the
preface ta the fOurth section of his dlwan, Shukri‘paraphrases Coleridge
as follows:
28
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(The poet s function resides in the elucidation of the
links. that bind-together the constituent parts of

existence and its phenomena, and poetry is derived -
from the nature ‘of unifying realities.)

With respect to, Shellew indebtedness to the Biographia Literaria,
George Watson holds that this wo;k;hés been "a proper object. for respect

n29 This {s no less true in ShukrI's case as: he appro-

" and for }lunder;
priates Coleridge's distinction between 'Imagination and 'fancy » which

_ he calls cakhazzul' “and 'tawahhum':
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. (We ought to distinguish between two species of meanings
' ‘and imﬁges in poetry: . the ‘oné wé term 'imggination',
"takhayyul", and .the other 'fancy', "tawahhum". Imagin-
ation [enables] the poet to elucidate the links that
-exist between things provided 1t expresses a reality.
~ Fancy fby dint of which] the poet assumes a non-existent
‘link between two thiy .

Indeed, much has been said, in recent studies,31 about tqs impaet

-

. : <
of Coleridge's concept of -imagination and fancy on Shukri, and through

“him or through chqu, on the Diwan Group. The‘qpestion.that poses

itself here is not whether or not Shukrl was exposed to this funda~

mental romantic concept (for certaiﬂﬂy he had a better command of the

English language; and far more solid personal and formal educatiOn in e

English literathre»than his asSOciates), but the question is whethe¥
or not he fully comprehended the concept in 1ts literary and metaphysical
bearings.

Whatever his grounding in the romantic aesthetic one thing is certain.
Shukr® does nothing more than 'introduoe' the distinction between
'imaginationf and 'fancy,' Shukri's twofold contribution in this

respect is quite limited in that he gave currency to his adaptation of

t . ) -
the concept probably for the first time in modern Arabic Yiterary criti-

-tient and in that he particularized the two, otherwise general terms

'takhaziul' and 'tawahhum'. Therefore, one would argue with reason that
Shukrl's essimilation of the Coleridgean concept does not go beyond these
limitations._ ‘

Judéing Shukriygfdifferentiation between 'takhayyul' and 'tawahhum'
in the light of his definition and illustrations, we are persuaded to
conclude that takhayyul, which elucidates existing relationships between

realities acQOraing to ShukrT, is quite different fpom Coleridge's
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definition ofhimaginatidp'as a ""seminal principleﬁ or.éacelty, 'vital'

ae'opposed tq "fixed and dead", "recreative", "Sacisfying", "séruégling

to idealize and unify," Coleridge, further, views.imagination as Ya

liﬁing pg;er, prime agent ®f human perceptions and as a repetition‘in-

the finite mind of the eternal act of creation in the infinite I AM»"32
Similarly, Shukr1 s version of 'fancy implies the. conception, or

rather the assumption of relationships between apparently uprelated things.

The illuscrations ShukrT adduces in support of his definition reduces

imagination to merely a paraphrase of the acceptable or commonfsensical

"

vmetaphbrical language and imagery,'and reduces fancf to the‘censured i
concept of hyperbole ("mubélag ") in classical Arabic literary criticism 33
If it is granted that Shukri availeq'himself of the‘mere,Co]eridgean
distinction, one would assume that ShukrI is more likely influenced by
Arebicwcrificism on the cne hand, ahd; on.the cther,'py ﬁacon's‘and
Addison's definitions, i.e., by the English Renaissance and Neo-Classicist
perspectives on 'imagination and 'fancy than by romantic theorizatien. 34
In 1916, if not earlier,” ShukrI broached several essential aspects
. of poetry and the poets. His_formulatieﬁs, characteristically compact
and uncbtruSIVe, ﬁere later exploited by his colleagues in tﬁe QZEEE )
movement.35 These formulatiohe were aleo echoed py the Apollo Grohp;
who held ShukrY in high esteem, and championed him agaihst hie advefsaries.
To confront literary anachronisms, ShukrI identified the nature
of the poet of today as he se®s, or wishes to see, him, and concrasts
him to the poet of yescerday. From his traditional function in the past

as a drinking ¢ompanion in the royal -court or an ornament in the house-

hold of somé(prince, the poet has emerged as "the apostle of nature

_gg. . .
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equipped with'its sgf%i)mklodies with which he is to polish ‘and stir
|l36 .

the souls and replenish it with/Ifght and fire. Shukrf insists that
the poet derive his pdetfy from nature, and conside;s this source of

.y o
inspiration (nature) to be the distinguishing factor between the grandeur
and vulgarity in poetry.37

At one point, ShukrT in a characteristically romantic vein waxes

very poetic in his idealization of the poet:

All that exists is an instance of God's poetry
and the poet is the most eloquent of his poems.

o
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Thése and other similar definitions aré essentially;roméntic and evidence
the impact.of Wordsworth and Coleridge.
Shukri's'tréafﬁeﬁt 6f ;poetic diction' - quite a controversial
issue in classigal dnd contemporary.A:abié literary'criticism, is
strongly suggestive of the Wordsworthean concept of poetic diction,

reflected in’'his prefaces to the Lyrical Ballads."C ShukrI scorns the

current assumption that the frequency of using the word demeans it,
‘whereas ghe limited, rare use wquld render it noble.41 Very mich like
Wordéworth, ShukrT insists on ﬁhe'use of simple everyday language, and

concludes that what makes wbrds nob%evér base is the way words are used,
and- the context they are Qsediin.azl éAqqﬁd devélobs thesg ideas later,
and composés a whole collection of poems, i:Kbir SabIl ("The Wayfarer')
which maiﬁly'revolves around themes df daily lifeﬂ all couvched in
everyday language. |

The organic unity of the pnem 1s theoretically a characteristic

41 -
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the DIwan -Group should be commended for, but the three megberg of the™ ' .

r‘ :

Group failed generally to achieve this unity in their cdmposi ions.

Quite justifiablv. ShukrI eriticizes the long standing convention\%hat

the 'bayt' (verse line) is the only nnity. The 'bayt' to him is merely

a complementary part, and should nbt be‘awkwsrd, unrelated in {its plane
’ 43

in the poem.

Al-MXTzinT and al—CAqud identify the orientation and npﬁroéch of

. : 4
their "new trend ('al-madhhab al-jadfd') in .poetry, criticism and writing"44
in an. unmistakably rhetorical vein. The orientation of the DIwEé.move-

#ment js accordingly charactérized as "human, Egyptian and Arabic”

- - 4 '
("insanf, Misri, CAr.':lbi_").‘5 As for the approach, it gdmit{edly pur-

ports to be more dedfructive than °nnsYYw¢tivé as can be gathered from
rnis“statement: |
5} 22
7N 46
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(His ory has gone on with an unchanging speed, . <\
demanded ‘that each belief destroy,; *he idole

which were worshipped before it. Perhaps the

¢riticism of what is not valid is more binding (

.ahd¥easier than the exact balancing of the scales /

and its definition in every respect. Therefore,. ///

we have chosen to give precedence to the destru- ‘

tion of the remaining idols over the Adetailed ///

exposition of the new principles.) ng:///« )
. " /
- Its rhetorics amd shortcoming notyithetanding, the Dlwdn wSvement ,

reprenents an mportant transftion in the hietory of wodern Arabic

®



reetry, The exyponenta of the movement aimed at purging ' he Arahi: qas?da

from §re claegic2] and wediaeval re~idues with a view te creatirg o new

- ) '

Vtrvary gtyle. «ompatible with the grfrir ~f the age, Shgkri, o1 7 0.
C -

and aJ- Aaqad bre ght et ont this trane'tion more by thef> ljiterarv

T
criticiem ttan by ' §r poetic example which tvajlel far hehind thetr
L .
thomne gend §1 1 The vigaroug critical! campafern launche?! b~ Shulrd
i the ppefn -t h'e petical vvarta, cn the ~ne hand, ard v al Mazio'
and nl A'\qsﬂ fn the tve volumeae of the DIfwan. on the Othé'. Velred t¢
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Fven ttangh tha DIwap mvement lhige not made anv p'lgnif"!ﬁnnv
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\ . .
exper fnenta’ fons fn the diy ctlon of the P6é@e en prose, it has alrveady
excrprlliided 'he p gai'{1i'y ol ippnrvotinn {n the form and content Af
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atrge of developmrnt and articulation. Whereas al—CAqqid's poetry is
at begt ‘marked by a cerebral appeal,.Abﬁ;ShﬁdI's seeks to be subjective
with varying degrees of nnr¢ess. Like al-chqad, however, Abi-Shadl

enffare from the dichotomy of the referential and the emotive as he uses ¢

P
- - A
the aame mnnotonous poem structure. Abu~ShadI's innevation dres not

tv~gcend ' ha framework of Arahic metrics. Among th- wrinr defects rf

hic poetry da that he expreases hic own ewperfen o #n a direct, prosaic,

o "‘rative fashion, i
Ab OWWAY wae inetrumental in establishing 2 modern 'school' of

reoetrv. and publishing the epoch-making pectry review, Apollo. Ab@-~ShadTY

hal tbe makifigs nf heing the preat rnet of Fgypt at the time. but the

an~{n-political rircumstances and l¥ter~ry rivalries-did not allow him

to ageumec any form of Jeadershir as rhe country was in np mood foy poete,

great or medicere. That wae in 1927 when Muhammad Mabmid, the then

Fri e Miniarer cought to Viquidate the popular movements, and Aisman’ In

'Vt “orme of poltti al and sordial 1-aderghip.

The succer=s of the eh rt lived veview, Apollo, wh{cﬁ afmed at
estahliching » new pn tice ae wnl) ae new standard~ of }terarv criti-
“fw, cost Abmad 77k ABU~SHAa'T learly indeed: he was foread re live
in i«:n‘nv'inn apt il he Tao gt Voo g b e vy fe YN0 and cett]n
S tred oreas
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Had AbuU~ShadI replaced his nebulous emotional belief in people
with a degree of scienfific understanding of Egyptian realities, he
would have been the undisputed poet of the people. Abﬁ—SﬁédI's.departure
abroad coincided with the formation of the moéc sefinus popular leadership
in Egypt's modern history: The Patriotic Committee of Studeunts and
Workers, which advocated armed struggle against the occupying forces,
and led several armed battles to drive the British troops out of the
big cities, and was Jnstrumental in 1951 1in repealing Ehe 1936 treaty,
and ip resuming the floven armnd etruggle against the ﬁrirish army fo
the Suez zone.

The Apnllno 'echool' eeceded, since 1933, aimosr entirely from
public life. Tts major poets followed their personal vein: NJif sought

, P -y = '
refuge 'bobind the clouds C’L}) {;ﬁz . “alY Mabmid ?aha.jOUfniyeﬂ

‘ P2Y)
overseae in the cowmpanionship of his "strayed sailor’ ‘Ljh94294i‘ ;
e
. ’
Abu'] -Wef3 kept hraving hie "burnt breaths' »;/:C l‘)‘ . This
wave of egcapism, personal detachment, and sorial disengagement continned

r AN | $. .
in SayrafI’e 'lost melodies’ &1\‘&) A—'\))‘“ , and reached 1its peak i»

Mahmiid Haean Tsmad I1's last diwafl, "Where to Escape?" ?;Eéi‘ééj

It seems as though the socia{ framevnrk at the time 4id net yirld
an accommndating place for poets: accerdingly, they took to private
journeyings into their alienated ogng&\\As a comnsequence, the Apollontaniete
indulged in 9o]f~ma&e worlds of hyperbolic visions. Their misic became
ronmuvulgive; their sncial judgements superficial. In the final weighing
of evidence. this 'scheonl' managed a very limited degree of innovation
in content, poetic diction, imagery, fancy, and the Qse of mythology.

This ponetic trend resylted in some form of polarization 1in Bishr Faris,

ekt s Akt LT A e = etetem
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Qhose rationalized Symbolism manifested the continuation of the main-
stream of social d;sengagement. |

. Mahmdd Hasan Ismacll, the above-mentioned poet, stands midway betwéen
Romanticisgvaﬁs Symbgiism. Even though he-startgd his poetic career
with "The S.o.ngs"'o.f t‘.’};‘Ac‘e"'-'Hut" ( l)_ﬁ‘-‘-)—lf_‘l ), he used the Egyptian
countryside with its people, animals, tools, and local colour as symbols
for bhis pozsona] energy, and anxieties, not as a multiple human reality.
Instead of conferring on the abstract tangible features, Isma Il dislo-
cates the percept;h]o aspects of his thoughts, and traonsforms them into
o '
blurred abstractions., His. in this respect, is antithetical to NAj1's
stvle which whips up ideas int# shape, Tem3 1 stands out as a striking
model of disengagement: he triéd strenuously to subordinate his poetic
talent to the patronage of the monarchy and the éligg; and, ‘with the
gradual collapse of these authorities, the poet Qas further alienated,
“nd eventnally tumbled into the abyss of doubt.

What matters here is that the experimenfations of these peets have
not gane heynond traditional conventions, save, perhaps, with reference
to poetic dictien and choice of themes, all of which accounts for the
unm;nrakab‘e eplit in their writinge between form and content, The
rontinuitry of thie trend as a sncial phenomennn has been on the decline
since 1946.

Now wealthier and more powerful in the wake of World War II, the
crueervative ruling class would not allow The Patriotic Committee of
Students and Worker s (PCSW)Ato upset its plans of bargaining, explei-
fétion, and high treason, and hastily appointedASidqi Pg;ha, which

"

roveyed up for them in 1930, to cover up their overt treasonable acts.

46




47

If Sidql succeeded to put an end to the‘PCSW, he could not stem the-

reGolutionary tide until the tragedy of Palestine took place.$ﬁThe

general'wave of radicalization toppled the reactionary minority

governments, and brought back to power the traditional popular leader-

ship. | ’ r'
Originating in the midéz of resistance activities and the struggle

to build ﬁﬁ Egyptian nationalism, modern Arabic poetry in Egypt took

a new course in content and structﬁre. The poet no longer allies him~

celf with aristocratic batronage, lingers at clubs and cafes, or

luxuriates in day-dreaming; he, rather, asserts himself:

48
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(Here I am, by the Canal, while, in my hand, there
is the hope of eternity; here I am along with my gun
and destructive hate. And my father [attends to his
duties]. in the far-off fields in Upper Egypt ...)
He is then well wighin the battle-field, conscious and alert: his
individual destiny is organicallv linked with the greater destiny of

his naticn:
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(Oh beauty, the passage of time has neithﬂr
changed me nor you ... 1 still love you, %ut

I have woken up on the cries of the masses,
and the march of extinction towards my nation.)

Although it is in many ways arbitrary and thus unreliable to
pinpoint the chronology of'\iterary pefiod; dnd movements, I shall
venture below a listing of the approximate dates of* innovative movements
in Arabje literature with the understanding that some have never ceased
to exert varying degrees of influence in the regional circles and

»

" capitals of Arabic:literature:

a. Al-Rabita al-Qalamiyya (U.S.A., 1920);
b. The Modernizing Movemeﬁt of al-Diwan (Caifo, l921);
c. The Apollo Grouo (Cairo, 1932—}934);

d. Thé Free Voroe Movement'(Iraq?‘l947— | )bﬂ

e. The Shicr Cé;acle'(Beirut 1957-1996).

In the period following World War II, the Arab poet was technically
ronfronted with a number of prosodic forms:
1. The conventionélxpoetics which has stood the test of time for well
o;er fourteeo oenturies, and, which c%nsi;as-iﬂ<a'melodic, mono—metgfed,
mono-rhymed gaglda, with-the line as its central unit;

11. Free verse form, which R1h3nY is said to have borrowed from Walt

Whitman, and which was not vital enough to compete with the cléssiral

'
¥

qagIda; and
II1. '"Poetry in prose': a no-metre, no-rhyme verse genre, which has

4

generated a strong conservative reaction on the one hand, and failed,
on the other, to satisfy the ambitions of a younger generation-bf<poets
who hoped to develop, or go beyond, classical metrics. We use the term

"poetry in prose" to denote the amorphous character of this kind of
- . )

'
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poetic writing and to avoid any likely confusion or overlap with the

poeme en prose as a distinct poetic genre. "Poetry.in prOBe" is in our

opinion another term for the shi T manthur, practised in its early phases

by RThanI, Gibran and Fu’ad Sulayman, and, more recently, by JabrS
Ibrahlm Jabra, Ta&ftq Siyigh and Muhammad al-Mdghtt. We regard this
“kind of writing as an attempt to confer on prose a measure of poéticite.
We also contend that whereas .it can be related to native forms in Arabic
it 1is usually either an extension of prose translations.of western .
poetry or runs parallel to it. In this light, "poetry in prose" may
well show botn indigenous.and occidental inspiration. o
Although it may be.clained; with good reasorn, that Arab Romanticists
(1900-1945), alo;g with the short-lived Apollo Group, rendered the
traditionel ga§1da responéive to modern needs, they failed to enlarge
the ideological framework of the 3_§_da or euéend its intellectual
~ boundaries. Shawqi s and Zah3wl's attempts to renew and remodel the
gagida'proued ineffectual because of the inability of the old form to
cope with the exigengcies ot modern sensibility.
ParadoxicellywenOugh, tne adherence'of‘nodern poets in tne 1950s,
f. 1960s and 197Qé'to tradition hds*sometiﬁés revolutionery:overtones.

Such poets contend that abiding by tradition does not necessarily mean -

ensi*rement through the use of classical technique, they argue for revolt

from within one's cultural and intellectual tradition, rather than from
without. Others are influenced by Socialist and Marxist aesthetics.. A.
third group is swayed by French and/or Anglo-American poetics. "The
Music of Poetry;" "Tradition and the Individual Talent," as well as other

essays by Eliot, help to provide a theoretical impetus to the young

'y
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poets, and to point the way towards thematic and technical innovations.

Modern poet; set more store by originality than imitation, and afforded

at length to create a form of f%Eewversg which threw the gates of

" ey © .

Arabic poetry wide open for ideological and technical developments.

This revolutionary movement in Arabic poetry originated in Iraq. .. '

¢

The Iraqi pioneers of the movement, al-Sayyab, al-Mala'ika, and al—Ba&y%ﬁ1,¢f,;~

' displayed much more poetic vitality;.sensibility andvfreshp£$swthan_ -

their colleagues in the Lebanon, Syria, ‘the Sudan, and Egypt. In many

.
",

respectévthe Free Verse Movement Qasi in poetic térms, evolutionary as
| well as revolutionary. All thiqgs considered, the new metrical system-
it may wéll be argued--has developed,'undef western influences, from
classical Arabic tradition, These’yOunghpoets wbo began theif é;etic
career at the close of the 1940s, were g;eatly helped in their task by
the pioneering effort's of the#mer generation who: did much to develop
a new poetic diétion and a\more.flexible technique. Besides thé’signi~'
ficant experiments of Mahjar, the ngéﬁ, aﬁd the Apollo poets, the‘two )
transitional experiments of FAli Ahmad BakathIr and Louis CAwaq merit
our close attention. |

I; his £ranslati§n of a single scene from Shakéépearefs Romeo and
lelgg; Bakathfr érrived at tﬁe concldsioﬁ that.lines of.two hemistiches
with a prescribed number of feet and the method qf,ﬁixing“metres are
not the ideal technique in verse drama. 'Theréfo:et in his draﬁa as—Sama'

'aw Ikhndton wa-NafartItI (Cairo, 1943), on an ancient Egyptian theme,

¢

he employed one one metre--al-mutagarab--with

an irregular number of
.-‘f:/,

feet in the lines, and called this method of veisifica;ﬁon al-ghi‘r

al-mursal, i.e. "the free blank verse". In so doing, Bakathlr figures

15
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.as an important forerunner to the Iraqi’ poets, al—Sayyab, and al-Mal3'ika,

wﬁ d : A
who. wrote poems of irregular line lengths with irregular rhyme schemes in
Y \ * < -

1947

Awad s experiment is a more conmnscious one and informed throughout

T

. f;: bﬁ a’ magterly knowledge of the western tradition of 1iterature.' His

s

o T W .

goc.
gy N i

;.:colﬁecfiﬁﬁiPlntoland and Other_ Poems is

~

;h:making work that antic-

ipatedigoﬁh.xheoretically and prhcaicaliy the; at'ial characteristics
L) Lo :

A R
of the Free Verse Movement. The volume;, phbl d in Cairo .1947--soon

to be officially banned begause of its revolutionary preface Hattimd

€ amid ash-shi’r ' ("Destroy 5&5 Gonventional Rules of Poetry")-—copsists.

of his basic theories and' twenty-nine poems on social and individual -

themes, fourteen of them written.in literary Arabic, and fifteen in“

¢ colldquialanébic (spoken Egyptian), the earliest of which dates baqﬁ
asg early as 1938, nine yeers‘before al-Sayyab Ahg al-Mal3'ika published
thelr eontroversial'poems in 1947. Most of<;heApoems were written in ‘
Cambridge, England, Where CAwaq was pursuing his postrgreduate stndies'
in English. : . | . . -

“Awad, in his search for a new vision of poetry was ‘gudded, as

Mounah Kh0ur‘i::‘s‘u“ggests,5l by two factors:: )

1. His conéeiousness that whﬁt distinguishes his age from that of the

neo-classic Arab poets is a new sensibility and, consequently, a new-

expectation with regard to modern Arabic poetry: For poetry, in CAwsd's

view,'52 is the human articulation which is most likely to change as |

-

sensibility changes.
II. His awareness that the prevailing'outmoded tradition of ‘Arabic

poetry has a potential of tremendous renewal if the moderns use their

¥
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sacred right to experiment and discover new directions in poetic devélopgent
that may be found in western literary achievements as well‘as in certain
eléments—of theirhown literature. |
cAwa<_1 pinpoiﬁfz,Ain his'preface,.;wo significant trends in the

literary history of the Arabs: ghe treation, on the one hand, by the
Andalusian poets of a.genuine literary language basically preserved, aﬁ%
and, on the other hand, the destruction of both élassical language and
' ciassical prospdic system by the popular poets in Egypt'and other Arab
countries. 'Thé historical example of the emergence of a new Ital@ah
lapguage free from the hegemony of Latin, encouragedchwaq to.try t;
evolve a new quality of yerﬁacular pqet%y, the immediate result of which
was the colloquial experiménts in his gollection. CAyaq experigented
with three western genres; nafr;tive (non-egig) poetry, the ballad,
and the.sonneg;'wg%gh; in hi; viey, had never been adequately presented
in Arabic poetry. His remaining experimeﬁts dériQe from a wesfern;zed
conceptioﬁ éf poetry and a fejec§)6;ﬁ;£>ciassiéél Arabic metrics. He
convincingly invdlidates the old assumption that the sixteen ﬁoetic
metres exhaust all the music that exists in .the world because he is

7

uécdﬁainted with English ﬁhd;Frenchvmetres which do not exisﬁjin'Arabic.

On the basis of these~preﬁiées CAwég ur ged the new.pbéts to avoid the

monotony of the monothyme and to use b;ahk verse as their medium. He,

further, advised them "to seize the rhetoric’ and break its neck,"53

thereby literally translating Verlaine's dictum in "Art Poétique"}

"Prends 1'eloquence et tords-lui son‘éou!"s4

-

In one of his experiments cAwad borrowed from western poetry the

prosodic device "enjambement" which allows the flow of meaning through
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more than one verse. In adopting this device, cAwaql assertegﬁtq§(organic

‘e

,

unity of the entire poem over that of the individual line. CAwa@ under-
.scores the shift'of inspiration, and defines the sgnsibility of his:

géneration as follows:g

wuw,..-a,»r,)—rw\\f/ STt
"'/““)/ Iy oph s ¢ Py 2 A
<V‘)VyJ /)’)‘v)d\ w«—v S\5 /w;

(Our generation feels poetry more deeply than Shawql's
did.  Ours is a generation of,suffering and revolt;
we have lived in the waste land left behind by the two
) 4 world wars; we danced: round the prickly pear ... We
"read Valery/and T.S. Eliot not al-Buhturl and AbG-Tammam.)

.In both capacities as a comparatist -and poet-critic, Awad helped .
to shape the new poetic technique which is now known as the "Free"
Verse Movement. The salient ‘characteristics of this movement in view
of the faﬁ:s and of cAwad's formulations may be convénient]y divided
into six main points:
1. Th; creation of a new poetic language which 1§'effectively suired to
| the expression of the modern poet's éensibiliry.
2. The shift within'ﬁhat.is ecgentially t%e same quantitative pétrern,
from the convenfional bayt (line) tn the taf 1 la (foot) as the new

basic unit.

v
e |

3. The emphasis in the making of the new poem on its organic structure

achieved through the poet's freedom to vary thé length of his lines
and their‘rhyming scheme.
4. 'The creation of new taf°113t (feet)wand metres.

D

5. The departure from any formal metrical-organization and the use of
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"polyphoﬂQC prose" poetry.

6.

The use of the vernacular instead of classical Arabic as a poetic

medium,

These common features should neither preclude important individual

differences, nor invite the hasty conclusion that the Free Verse M6vement

is a clear-cut literary school. The movement ramifies into'probably

four major streams:

l.

The engagé'poets who are directly inéluenced by an arabicized version
of Sartre's existentialism. vThey are the Arab nationalists who are
committed to the~polit&ca1 causes of the Arab'nation. In their poeFrv
the content is as importan@ as the aftistic form, if not Qore.

The modernists, who are equally coﬁmiéted to the Arab cause, but -

reject the label engagement. These manifest the influence of Eliot

and Pound among several others. They stress the aesthetic aspects

of their poetry, and treat issues of a ﬁiéher Jevel in quest of new
meanings. ﬁecause'of the abstract nature of their poetry they do
wot enjoy much popularity among the magses. A major subgféhp ameng
these modernists is the Igggggiggg. so called hecause of their
belief in the salvatimrn thvough rebirth and reneyal, a's.symlsoljzpd
by Tammiz, the Babylonian god of Spring. Their poems havé an:
intellectual East. dealing with philosophical problems like thp;
rest) essness of the épirit and avenues towsrds salvation.
Scrialist-Realism 1s.a third basic current, although quite limited
in membership; i;s‘éhief represéntétgves are al-Jawahir{, and al-Banytf.
This subgréup'is highly'pbliticailykorienred, and addresses, in the

main, the masses at home ard in the Third World.

54
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4. There are variations on, and exceptions to, these general groupings.

.

Nizér‘QabbEn{ is distinguished Ey his.erotic lyrics as well as his
concern with current spéial and po;itiéaiap}oblems. N
Although tt is guite possible go trace a goﬁd many of these m;nifestations
and iﬁnovations back to native soil and poetics on the ground that the
chain of continuity and development has never been broken, this writer
contends that the "Free'" Verse Movement, and mére particularly’fhe ES%@S

en prose trend, are more the product of foreign influences than ~f an

joevitably natural evolution from within.
' . L 4
In the history of modern Arabic poetry, a.special place belongs to
Tawffq al-HakTm's experimentations with the genre of pdEme en_prose.

Although these apparefnitly go back to the time he spent in Paris in the

v 3 e
P T o~
1920s, the actual publication of the resulting poems only took place . -7

(

some four derades lnter in Cafre. Tt iec therefore impossible to spea®

of any influence of these attempte hefore thev appeared in print. T

Qpprébiate the significanne of .n1-YskIm's experiment, it ja necer~ecar
\rv-— e

that we-acquaint ourcelves wirh rhn inrallectual milieu v whiech 1t

e verdment was undertaken:

4 4 %
According to the 1ntroducri%'nf ulé)___) {gg‘_;g{/ ("The

k.
d{!pring and Autump Toyrneys"), ipn which thesn poems appeared for the

first time (1964), one ga(hprs that al Hakim veed to write three proae
poems and put thdm guay--in the drawer of his desk--until thc rime war
ripe for tbeir publication. Paris of the 19208 was A hectic training
gtoundtfoé many'exppvihné?a11§t movements in art and literarure guch
as bada;'Surr;h1ipm. Cubism and &~ forcth. Long before and after the
1920a, the debate about form in poetry cantinued unabated, aﬁd the

French poets wrnte at will in 8 varjety of forme: vers. vers libre,

[
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vers libere and poeme en prose. Echoes of tHese trends and related

lMterary thought reverhrate in al-Hakim's largely autobio%;aphical

"JJP) ﬁf ) ("The Prime of“fifetime") and in the introducrinn

tg his two books: ,g 421____ f"Tree_Climber") and the work nnder, \\\

a3l .
review, _‘_‘?2)@) é Z, - The world of modern art ip Faries at 1ty p

time seems to have influenred al-HatIm both rs & “ramatist and

experimentalist wirh cther 1itara penvres.  Uith *apand o prome

ety he hng thte ¢t navy
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‘This new art tempted me in the [firet] twentv years 5

f this century, while in Parig, to emwbark on this i
experimentation, and consequent!y T wrote anme pr-e :
poems of this kind which is not restricred ... by
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With the exception of the colon, which 1is used only twice, and the
60 )
..exclamation mark, all the poems are devoid of punctuationk Still,

. ~—.
by and large, the form of these poems is undeh}ably convenrional\> Though

-

I ]

it sounle gomewhat wynlike his familiar and simple ybcabulary, aleakim'a"b

dfction eeome quite enfted to the images nand themarir guhtleties in the

P
The nove’tv of al Hakim'e proca-poems rﬁcides; (2) 1n‘th° very attempt

to hregk awry frem the conventions of Arabic proerdy, oven though these

poeme gt i1l retain styvliatic veeidues ~f Arabic literary ftraditions such

ng =ajc. v=ree typography and qur’anic echoes, and (b) in its surrealist

<

import t' = 1 :ldieg h-avi{lv on the subconscious, the sermingly frrational
and wh~! ‘the o' tar dofinitv" as can he,ger ot o Fallowing
excr mp 1 -“»
. l'
/ '}‘«e,-’,‘«/ f'v'“r
/
l E \ o,
A . AR .
/ y

,\)74 o ’{"y “'/\
\ ) ) \
£ ‘)' At }))

‘A beast's eyes in a void

a void of an inebriated he=nd
inebriated by a mountain's grape-
a mountain whose veins are gnl4d
gold that radiates th- -*:

air that begets air

air that feeds on afi:

“fr bLegorteon nf adyr)

58
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Al-Hakim's experimentation, “albeit belated and rather limited in

scope, has for us at least an historical significance: it lends further

credence to the genre of the poeme en prose, and underscores French
literature as a principal source of inspiration in the quest for new

poetic forms.
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FOOTNOTES

1 See, for al«CAqud, Khuld@jat al-Yawmiyya (Cairo: Hilal Publishers,

1912), al-Shudhiir, and for, al-Mfzini, al-Shi‘r: Ghayituh wa wasd’ituh
(Cairo: BurfGr Publishers, 1915), Shi‘r Hafiz (Cairo: Busfur Publishers,
1015, and Tiwanualrué}inf, Part T (Cairo, 1914) and Part TI (Cairo, 1917).

-

? On Shawgi and ManfaldtI, see al—D§y5n~(Cairo, 1921; 3rd. impression,
n.d: (1977]), pp. 5-53 and 77-114 respectively. MazinI's 1ll-advised,
vituperative sectfrns on Shukr¥ in bar;svl and 2 were probahly occasioned
more by vengeance than by any critical;’let alone objective, approach. a
Mazinf's attack comes in the wake 6f Shukr{'s exposure of Mdzini's

'plagiarism' from the Fnglish Romantice as well as from other sources. See
" \s ‘ ) /\ﬁ " " L -
~ /brA ("The Idol of Tricks"), al-DIwan, pp. 57-73
and 117-190, See also Shu': . "Tntroduction” to his Khatarat (1916).
D3wAn (1960Y, pp. 272 273, ’

q - . .
Tzz al-Dio al-Amin, Nash’at al-Naqd al-Adabf al-HadTth fi Misr

(Cairr~, 1970). pp. 177 157: M.M. Badawi, A Critical Introduction to

Modern Arahic FPoetrv (Camhvidge Unjversity Fress, 1975), p. R7.

/ - Lod -
“Aqq3d. ShuSard’ Misr wa bi’atuhum £1'1-§F1 Aal-MFGT (Cntra: Motiaie:

A1 tahAdg a].-Mjsril\'vn_ 1937) PP- 1072..10% .
> Manddr . Al-Shi’r ba’d Shawqi, T (Faire. 1955). pp. 53 55,

6 Al-Tinis{, comp. Fugil min Nagd al—cAdqﬁd (Cadre, n.d.), p. 59

(TdnisT's intrvaduction "Fi'1-TarTq 11a ai»nAquH"). See also  Aqqad
Ngqq?d ql:yucggirﬁn (Cadivo, n.d), p. 147, )
R
Francis Palgrave. Ihg_gglden Treasury of English Sengs ard Tyrics

(Fiyecr TRl iahed, 1RAV: Nyuford . 1035),
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8 ShukrI; Divan, ed. Niqila Ydsuf (Alexandria,'1960),p.'372.

9\Ibid., p. 373. See also Ni‘mat Fu’8@d who lists several examples of
MdzinI's direct borrowings from Eﬁglish lyrical poetry, Adab al-MazinT
(Cairo, 1961),pp. 136-144.

10 sHllkr1 uses such uncompromising terms as "ma’khiidha" ('taken')
and "'manqula" ('copied'), Ibid., p. 372.

11 144,

12 1py4.

~

See ‘All Adham, "“Abd al-Rebmin Shukri,” Al-Majallah, no. 26
(February, 1959» Pp. 16-17.

13

14 4qqad and MizinI, Al-Diwan, pp. 57-73 aﬁgbil7~190.
15 mbid., p. 65 :
16 R
Shukri, Diwan, p, 373.
17

Wimsatt and Brooks, Literary Criticism (New York, 1957), p. 257.

'"® ShukrT, Dlwan, p. 213.

19 See the following random examples, 'Wagf al-Bahr", pp. 118—120;
"Bayn 1l-Hayat va’l~tht",_pp. 213-214; "Al-Layl": pp. 448-450 and
"al--ShalJal"; pp. 512-514,

2° Shukri, Diwdn, pp. 649-650.

1 Sée pp. 27-28 above.

22 -
Shukrs. p. 1361.
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23 Shukrf, p. 290. See also. a similar passage defining Cﬁtifa in
similar térms, p- 209.

24 Ibid., p. 288.

»

25

\
Hazlitt, Lectures on the English Poets (London, 1964), pp. 1, 2.

26 Shukri, p. 363.

' 27 Biographia Literaria, ed. George Watson (London, 1962), p. 177,

N

28 Shukrf, p. 287.

29 "Introduction," Biographia Literaria, p. xix.

30 chukeT, pp. 364-365.

31 To mention only a few, arranged here chronologically, see Muhammad

Mandur, ‘Al-Naqd wa'l-Nuqqad al-Mu® dgirun (Cairo, n.d., but most likely

published separately in periodicals in the late 1950s and early 1960s),
p- 64. MandUr quotes CAqq&d on the subjec&, ahd mentibns the two terms
in English; Mounah A. Khouri, Poetry and the Making.of Modern Egypt

0

(l.eiden, 1971) pp. 179-180; DPavid Semah, Four Egyptian Literary Crlglgé
(1.eiden, 1974) p. 8 and M.M. Badawi, p. 90, '

32

Biographia Literaria, pp. xii n., 167 et passim.

ShukrT, pp. 364-~366., See also Muhammad Zaghlul Sallam, TArTkh |
al-Naqd al-CArabf (Cairo, 1964), p. 44. '

34 Shukri was well acquainted with Bacon and Addison. See DIwan, ed.

Niqula Yasuf, "Introduction,' pp. 11 and 373. Bacon uses "imagination"
as one of the three functions of the rational soul: "history has refer-
ence to memory, poetry to imagination, and philosophy to reason."” 1In

his "Pleasures of the Tmagination," Addison conceives of "imagination" as the
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faculty by which images are called up. See William F, Thrall, et alii,
Handbook to Literature (New York, 1960) pp. 234~235 and Wimsatt and

Brooks, Literary History, (New York, 1957), pp. 257, 261 and 381.

35

“Mandur, al-Naqd w&’l—Nuqud al-Mf asirtn, Pi 684 al-Diwan, pp. 20
and 111. '

36 shukrT, p. 288.

37 Insd., p. 260,

38 1bid., po. 287-288.
39 pi4.

4O"W’ordsworth, Prefgég to The Lyrical Ballads, ed. Gebrge~simpson

(London, 1920), pp. 225-226.

1 Shukri, p. 368. .

)

2 Ibid., pp. 369-370.

6 :.‘.'. ~
3 Ibid., p. 366.

44 Al-Diwan fi’l-Adab wa '1-Nagd (Cairo: Maktabat al-Sd‘Eda, Januafy -

February, 1921; 3rd. ed., Cairo: Matbi‘at al-Sha“b, n.d.),p. 3.

I3

4 1p1d., p. 4.

46 Ibid.

7 A1-Raap, III, 1 (Jangary 1955),p. 17.

48 Kamadl Nash’at, al-zézb, 111, 1'(January‘1955),p.'19:

49 Al-Adab, III, 1 (January 1955), p. 19. NajIb Surlr's poetry.
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>0 All these movements, save the last'one, have been dealt withiin'

both Arabic and English. I have had the opportynity to read some Ph.D.
dissertations on the subject such as S. Moreh, "Strophic, Blank and

Free Verse in Modern Arabic Literature," University of London, 1966;

Salma Khadra Jayyusi, Trends and Movemente in Modern Arabic Poetry
(Leiden, 1977); N.F. El—Azma;‘"Free Verse in Modern Arabic Literature,"
‘UnpUblTshed dissertation, Indiana University, 1969. T am aiso aware of
other dissertations dealing specifically or generally with this'area,
but T could not have access to them. Of these, I shall mention the
following: '

a. Julie'Scott Meisami, "New Forms in Modern Arabic Poetty," ;
¥ A Ph.D. diss., University of California, Berkeley,.1970;
b. R.C. Ostle, "The Rise and De@ffgéﬁ%nt of Lyrical Poetry
in Modern Arabic," Ph.D. diss., Oxford University, 1969;
c. AM. al-Zubayd1, "Al—chqu's Critical Theories, with
Special Referenee to the h;yég.Schog!?and to the Influence
of European Writers upon Him," Ph.D. diss., University
‘of Edinburgh, 1966.
Other related references are listed in the bibliography. =
1 Mounah A. Khouri, "Lewis CAwad A Forgotten Pioneer of t;e Free
Verse Movement,' Journal of Arabic Literature, I (1970), pp. 137-144.

. See also Khouri and H. Algar, An Anthology of Modern Arabic Poetry

(University of California Press, 1974), pp. lé4-16.

32 p1ut51%nd wa Qag#’4d ’Ukhrd (Cairo, 1947), p. 5.

-

53 Ibid., p. 19:

Verlaine, Oeuvres poétiques-completes, ed. Y.-G. le Dantec

(Gallimard, Bibliotheque de la Pleiade, 1942), p. 207.

>3 PlGtdland, p. 5

6 Tawf{q al-HakTm, Y& IEliC al—Shejara'(Cairo:.Maktabat al-Adab wa
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wa”1-KharIf (Cairo: Dar al-Ma‘ arif, 1964), p. 8.

65

Magba“atubd bi’l-JamEnTz, 1962),p. 9. See also al-HakTm,. Riblat al—Rabi

37 Al-HakIm expresses his admiration for the qur®anic style and structure
in several places of his introduétion to Rig;at al-RabJ¢. The foilqwing
short statement is quoted here as an illustration: "[The Qur’an] is not

" metrical poetry, nor is it free prose, but is 1s an ihimitable ("mu®jiza")

poetic as well as musical energy," -Ibid., p. 8. To prove his point,

al-Hakim quotes four short euras and presents them on the page after the
fashion of verse. See Ibid., pp. 9-13. In sharp contrast to al-Hakim 8

view of the style and character of the Qur an, Charles Henry Ford anthologizes

George Sale's English version of "The Folding Up" ("_J,{,K;S\ 5) g !
as a "poem in prose" "authored by Mohammed, "oy Little Anthology of the

' Poem in Prose," ed. Charles Henry Ford, New Directions,XIV (New York, 1953,

rpt. 1967), pp. 369 370.

58 Rihlat al-rabl®, p. 7.

39 There are several poems that evidence this characteristic. To

instance only a few, see Ibid., pp. 25-28; 40-41;

%0 1b14., pp. 22, 29.

61 Ibid.; p. 35.
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' AL-HAJJ'S EARLY POETIC PHASE
* AS ILLUSTRATED IN
HIS FIRST COLLECTION OF POEMS: LAN

e
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Al-Hajj's poetry in his volume Lan (1960), which marks his literafy
. . . . \
début, does not purport to construct a new world on the débris of the

exlsting world. The process of creation in Lan is purposeiess. The
”

word 'creation' in itself is incongruous tovhisipoetfy as creation by
definition imptries some measure of will, order or aesthetics at least.
The introduction he wrote to this volume ifiiillefence of gasidat

B

" al-nathr (Epéme en prose) as a literary genre offfers practically no

proof- that he believes in criteria, principles aﬁd/or objectives accerrding
to which ﬁoétry is to be writtén; The introauction mereiyilqys the
emphasis on one principle: freedom. What is commonly kﬁown as creation
is to al*Hij nothing more than a neceésarv action to stop suffocation.
Poetry as he concei&es it has an 9maﬁcipating power, and, as such, it
relieves him of inner corrnsion and congestion. T.ike the Dadaiste and
the eavrly furrealists, he writes poetry by chance; he writes poetry
berause it is more hentgn tn him than other literary forms and hednye -
it islPettPr,ahle to render hie temperament. (Had he chanced upen
another medium of release, would he have patid more attention, ope
wond?rs, tgt.he artifice and structure of his pnetry?)
Al-Hajj ie more of a.rebei than a poet, or put diffépently, he is

a rebel first, thén a poer; Hié'poetry is his only.r°v0THV*3naYv art.,
Tn point.of fact, he sees his peetry aé sheer madness.

Is it at all possible for a young literary attempt to

survive? My answer is no. This attempt has two options-

suffocation or madness. It is through madness that the

rebel triumphs and makes enough room for his voice to

be heard.

Madness is the anathema the freedom-seeker carries, that is, whoever

wishes to emancipate himself from the slavery of mass concépts. behavioyr

‘ | /

s enant e e e dme e o o



and uniformity. All barriers between the madman and cénons of uniformity
are rémoved by the dntellectua} and spiritﬁal solitﬁde as.ﬁgii_as the
intellectual agony. In brief, it is al-H&jj's selféimp;éed éxile.

Even in his exilé, he is both nauseated and terrified by the public

sacred cows. In "CAfaf Yabas’' he derides social conventions:
) ° -

"_J/’/;R‘/’Au)’)iﬂ,b‘ f‘,{'d}‘;?}‘f;"m/jlo'/,ﬂ;ﬁ 2

("I have often dreamt of having curled hair because
the smooth and even bair is the hair of a clandestine
prostitute.")

And when he screams:

s Ao .or")“; 09‘&&;4/ 3
{ | J/M),(}I l

( I ronquered thore lovers. The aftermath ghould
not bhe blood.
Find [another] way. )

The poet regards this 'bleody' aftermath as a manifestatine aof male

savagery. Al®HA{j or the port fn Lan shudders at the fact thar the mad-
Tete the bland of his victim ng a token ~f hig triumph.

A]—Héjj develops further th'e primitive portraval nf the male 4p

neother poem, where he makes the man evpress h¥meblf an followsg:

-
$ 4

.t PR | » . s . 8
" e \ 4
f:) I A 1 702 ))‘C; il (‘
s(///)) pIV.FR vJ
(An! How.terrifying'the male is! I ravish my
reflection in the mirror and de not quench my

thirst; infinitely abominakl~. My cunning '~
the most cupning thing.)

Al-H4ijj, then, tells the woman through the mar whoge pride :ﬁ§

womAan has wounded:
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("Ponetrate deeply in folly like God, leave me alone to relish 4t, to

rub ir. 1ike a forehead, in my pocket ,..") and as he 'relishesa’ thig

1]

'fnllv,ﬂ he first becomes furious with himself out of comprnction. an!.

Fhen, he reflente In gelfopity:

v (." "( ‘C - - . P : »
O R O R AL

("We, the children of this time, are fallen.
But we a'e crirpled, lamentable nuriositicc.’™)

";A‘hidden fedling »f gutlt lorms varfously thinughout the majer ity
of his poems in Lan. "t times, it rake- fhé form ~f an uynruly aéi!w"
at which Fimc.\ the pret admite hin frine, invpke: the parple’ s cmrer
and relicher in the meant ime the patoe neel gl Cavy e e ey g

ctedsc e of Bandeladive'a livea:

-
Soyez beni, wor Dien, qui donnez la gpnf{
~omme an Afuin vnvv'>'9 a nos tmpuretgq

¥nowe repentance both ne ¢ wre and vavlviecgt? .-

‘,.W,‘ L;)’J‘;’):f {‘ Cfu s '.4;" !”“;’)'3‘3;‘,/4;‘.‘,"/
("All I recall ivS that T am v th’ trench devouring mv hody wnedl 1
dies, then T ;tuff my corpre with verventarce, then it ravives.') We
LI - .8

wil' nev vy forgive 1 ime 1F for “that crcurronce™: " ;a:’(’ e Y

~nd T ey " ., "~ apere the prem {n thie faghians

%4 r)‘»,»w) P
w",“m LIV 2l
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* T was overpowered by fright, I don'' v call ...

I Ao not recall how blond wa~ formed v thighe nnd
™ ~arg became {inf¥amed ~Ith panic. )

7 2
'n the room /(.)J)//’ r,l'-;f'_ C\!" Pt dfalroue with the prie-!

I trevs him now as a restlese fuedtf ¢ whe fa afrafd ~F Vo Vady o

\
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do not throw your ° ' e
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for ‘1~ poéme en prore ir th~  atraiuction’” s Lan., he o°nt-nds openly
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Al-Hajj withdrew from the outside world and slipped into the recesses
of his dark chaotic world. Tr\was there that he became intensely aware
nf his tedy. In hie poem " ‘)wﬁjl'éaﬁLl2§ Y 'Charlotté' is charac-
terized ag indepen'tent, Aistinct in orientation and behaviour, and hostile
to the pect.  Thie pecnliar character is cast in such a fashion that
the hasty reader wruld take it for a woman. Charlotte, according to
the‘anfh”r, te "what the finger ravels at {tr end and befere the finger.

2

TR This flager.- vayeline, Charlotte:

. z "1

-

4 \
S ad S RAT AN

("'has gone ahead of the cavavan [Aac though 1t were]
2 srying acoct M)

-

\\

Th dmplization i¢ that the parte of his brdy are getting ready for

Tep et for akondeniag him. His bedy forewarn= him:

¢ 72

. . . . o - ]
\.,1&‘1 e&ﬂ Q:J,l‘\' b,‘, }2,“‘. 44}“”‘/’

‘"All shall dissolve. We shall abandon vou. You
cha11 he ruthlessly dissipated. ™)

Comeequent 1l hie nnly allv--his body--will dissolve. A1-H§j1 givee

fright ful ac-ant of q¢n physical disintegration:

@

\A)&\}/ A Ay")’,:, Sy» 23
a‘*(‘ ALt 23y By S
Y S el

(You will gradually ravel out until your -naked
flesh appears, then your naked flesh will collapse
and reveal your bones, then your bones will be
thrown away in the darkness of the night.)

&3



Why is al—ﬂéjj so frightened of his body? The clue to this question
lies outside his poetry. Al-H3ajj wrote a study of Antonin'Artaud amd
expressed his inordinate enthusiasm for the character of the French poet,

24 .
dramatist and divecrnr. A1-H&ji begine his stndy of Artaud by stating:
"T will not be able to offer =2 coherent study on him. T am too obsessed

wdie 270 L0 . n25 ;
( 54‘/049)2 ) with him to be able to." What seems to be the affinity
and/~r the relationship between Artaud and 'Unsi al-Hijj? Artaud "had
}ived since his early youth in a sanatorjum" because he was a drug addict
and because he had cauncer. Artaud is, in al-Hajj's view, "the great
patient” and "the great cursed ome." He was "thrown involuntarily there,
and, thus, took, all his life, to self-absorption and escape starting
+ with the penetration into the body."
Ts it possible that al-H3ijj 1s doing precisely what Artaud did

when bhe wrote on Van fiogh and fullv identified with him? Al-H3ij writes

in the "Introduction” to Lan:

76
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(We are at the time of cancer: here and within ...
Those who are afflicted are they who have created
the world of new poetry: when we say Rimbaud we
point to a family of the sick. The poéme'en prose
is the off-spring of this family.)

-

. Charlotte, the finger-nail raveling out, tells him:
3 . .J " o .
” ‘u,é' A ’()“)W)A)‘V’u‘;fl o 27 ("Don't be created again with
this blood in your veins, ;Ou cur!"), .He also opens his first volume

. ’ . .
of poetry with the poem " lL:i,JD " ("Identity") setting forth his
e

.
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personal characteristics. Al-H&jj begins the poem with the fear motif,

and as fear overcomes him, he manages to utter sardonically:

. e 28
A4 4.8 - /. .
C ot At Y g Loy A

(""Science be triumphant! The -hand of the watch

will break and I shall keep this in mind to

beget children without despair.")
but slips, shortly afLer; into his convulsive dread of the foul blopd;
which he calls 'the hairless ghost' that "stares at him--from below--
with its one eye."29 Al-Hajij paipts a terrifying ﬁictqre of himself
lying in bed gazing agithe ceiling obsessed ;ith "the ceiling'diséolving
in his heart,'" then "he rushes, gets flung, then the echo sweeps him
away."3o What could be the way out of this terrifying statgg ;Couid it

. ‘ .
ntr%ﬁyction of " ' .celaf “2) " ("New Blood")?3l

The poems in Lan are in the first place an expression of total
disintegration: physically and spiritually - an expresé%pn of the
cancer~ridden state of mind ("here and within"). References to cancer

entail physical and spiritual cancer, corruption at the very roots of

existence - corruption of life and blood " ;ﬂf\"’)'ﬂ

4 v 5 & . | . .
M’/‘%/«w/bwcé-»‘(éu 7
A

32

_ This abiding theme assumes diverse forms, but it never alters its.
essential characteristics. Says al-Hajj "
("The waves of black blood reached the eyebrows"), then he addresses

the "mothworm': o

WUJ');')"()‘( ,:‘ s
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("Hatch copiously in order for all regions to
worship you as one deitvy while I am alive.")

S B b

In part VIIT of: his relatively long poem

al—ggjj goes on to say in a similar vein:

35
¢

FE RTIEITEN
) Cf)/’k ¢ Cé;ﬁo)'jfﬁl)l A/ﬂrL
("My times of blood turbidity; 0 my times!™)

He. concludes his volume in triumphant despair:

36

V/,w,) bt wW'M/‘ g A;w

("There is no way out, no way out! I render
health cancerous. I unveil the morrow of
'cancer,")
L . .
.and -the final exclamatory scream: '’ ¢a:ﬁ7 n37 (fFreedom!").
.What is the meaéing of 'this horrendous word, cahcer, that punctuates
his poetry? It may well be the expreésion Qf disintegration in body
and spirit{ as noted gbove, or in matter and universe. To use al-HEjj's
metaphor, "cancer hatches in his ghOughf;" in fact, it strikeé roots
in his private world. »Tﬂe diverse.iésues he heard about at a very early
stage in'his‘life—-fhé woes of WOrl& War II,'the devastation of Hiroshima,
the impeﬁdiﬁg afomicfholocaust-—are embedded in his memory and seem to
'haveiorganic‘connec;ion with this hitherto invincible disease. Radiétion
:and cancer lead go d{ﬁi::sgra£fan, to.inevitable destruction. Cancer
in Lan 15 a metaphor for disiptegration and collapse, a symbol for the<

:insurmOuntable death We are in the ‘time of cancer when we dread&q!&
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bodies or any'suddén protrusidn or recrudescence on the-surface of our
skin. We fear the times of blood turbidity (" c{)a,)‘)/db‘ ")? the times
of intellectual cloisteredne§s. Death, an oft-trodden,;heﬁatic path, !
has become less fearful than cancer. 1If death is a general fate befalling\
all, cancer is the fate that béfalls some, cancer is ‘the fate that befalls
those who are cursed in their bodies. Cancer-ri&den individuals are
solitary because cancer is solitary. When al-Hsjj addresses an original

cancer cell, he says:

” / '
e B o u sy

("You are integrated into us, you original coil,

not like an epidemic.")
Epidemics sprgad 1ike'a’colleétive state or conditioh, whereas cancer
is secluded, hence its suitability to correspond to and express the
loneliness of man, and by extension the loneliness of the poet. Cancer
i1s therefore a twofold symbol: the savage fate and the loneliness of
man in his confrontation with this fate. Al—@ijj‘holds that loneliness
is a featﬁfe that temaciously clings to human-beings: The individual .
entity does not dissolve into small parts to coéle;;e with othersf "I
see nothing but my loneliness disgusted with itself."”

Poe£ry to him is an act of emanciﬁation‘and‘redemption. In 6r&er ,

.

for this emanéipaEioh to be genuine, he should establish contact w#th

-

others and his poetry should reach, in turn, the other. He views poetry
. R

”

as a bondage between the poet and the recipient. -
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("Word by word, I limp towards you.")

. t
‘He destroys the fences of frightening loneliness, behind which he,.like

4 > other individuals,.is pfgoccupied with himself.

N‘

i ew i shm Iy

: " ("1 do6 not love you
B [}

ecause nothing can convey
my love to youl') ‘

(/J) ‘ ”/M’

("Let_the wind blow and sweep away my fences')

Man is set off from dtheré By material barriers, distances and winds:

- ’ ’ e
- - “ \: vl ’;19 l
. . ‘, N fE)0 S o
("Ah! All these winds are between us.")

a The poet wishes,

A s
A AP A "éh) )V)/{,Ur/‘d”
- | \.CJZ/L \ (4\))\»....@,»)\;,,

( On a rainy déy I become mud staining you ...
I become a habit of ‘yours on yog; clothes.
Ah the dust! It can.‘) _ ’

Dust can move and mix with the other,'but he cannot. He always aspires

;tb'dissolve and reside in the other.

W‘;w/‘\av; /u9 “5"“"8})

in his stifling loneliness, to attain to the other:

e e o e een A b WO R S
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("If only I would rise from my tension like a
continent from a sea, and be poured raw in your
eyes.")

’

'For‘al-ﬂijj, among the many oddities of life is that it begins with
»

\separation, not union. The womb, he obliquely suggests, is man'§ lost

)

paradise. In the womb, man was in union with the other. Why does he,

the long-exiled, return to his mbther—land.

V]
- /

/o‘:// ; [ o
|

yf-}f@\z [ B

/7

M‘)‘,‘“‘J”-

("Instead of coming out of your mother,
marry her.") mQW

He aspires in all his actions to unite with the other. Poetry to h}m
is the bridge between him and the 6ther. Fufthermore, poetr} is more
benign to him than the bthers,:and, indeed, more Caﬁable'of carrying
him "raw", distraught and demystified.

Thé word is logical;.prosé is both logical and rational. Intensive
thought is only conducive to disruptive communication among people:
In poétry, however, al-H3jj can manipulate the word freely. The.word
itself is, like him, lonely, unable to mix with the other word. Héw
Eould the,word become a bridge to connect his'lopeiy isiand with the

archipelago of others?

VISR S YPRY e I

Y ' T o )

("Words follow ome another in close succession.
They should instead interpenetrate.")-’

The réader of al-ﬂé}j keenly feels that the poet is invariably

battling with the word. His style evidences this sustained confrontation
. » | ‘ o
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with Arabic... There can bé no‘language'spacious enough -to render or
accommodate his congestion. It is.usually‘assumed that Ianguage, that
is, any language as suqh, is té a considerable ext?ﬁt based on orderly
constfﬁction and lbgicgl;linkages. The customéry geometry of language
has been’shaken in al-HEjj;' The felat;on betwe;n him and hié vocabulary
can conveniently be likened to the relati;n between a temperamental

: ]
master and a fugitive slave:

CaLentty”
[} . r . . ) .
VAR RVERRTY B S M 5 'ak&»,"“—’

»

P ‘ /c ~ - .,' . L4
G R et i P S B et -
’ 5 ’.- ; ) i .‘; ~
AW 4‘)}\)2\49«:',; APt ls) o

(-"If only T could crush you, Stammering!").
i 4
~"1 wanted the luxury of being ablg to kill to
. - assassinate words from their dawnm to their
' eternity.”

-"They had opened the first eyes of the language,
and before I came, my love,_they had unveiled them."

N

-"I am searching in vain.for a virgin cry, a rash,
inarticulate utterance.")

g .

Ha's 81-B§jj ever managed to invent a laﬁguage able to render his
vastly chaotic and diso;derly thought? If it is at all possible to
describe an old familiaf language as a newly invented language, that
would be a fitting description of al—HEjj 8 Arabic in Lan. Boch

1inguistic and intellectual moulds are absept. The 'author,. additionally,

omits a great deal of the cementing particles: the conjunctions and
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connectives. In order for his Arabic to be congruous with his permanent

aspiration for union, he renderé the intransitive verbs transitive, 1,e.
operating immedia;ely'én the direct ébject. This means that the pronoﬁn
which - was to be the second member of ﬁﬁe genitive construction ﬁas become
a direct objegt. The genitivé.constfuction is not so convincingly
forceful as the action involving a doer ér‘a;fecipientl The use of the

verb carries weight, vigour and violence as can’e seen in these examples:

x

- P ‘S ¥

. 3 .
-("I am burning, and .W)‘ € Ay ¢ 4)/?‘ -
coldly I‘enter'you.“)

" - \ : v ‘1 S ..‘ 7«
-("As I was looking I saw &, V/./J,b/»\ % -

myself metamorphosed into '

seeing you.")

" . : v .’ 82 el e
~("I direct the wind--the .JV/‘)) AN R
winnowing'f?fk that throws . ’ '

me off.")

syes .

-("1 muse¥about you," ' v ” _
[1it.: "I think you.]) | A c;),L-\ |

Al-Hajj endeavours and manages to charge this Very language with

i .

the violence of his torn ambition for unity, his ambition to redﬁce the
‘ - : ] .
distance among words and qrdt a great deal of constructions and conjunc-

tions, whose main function is to “stretch and explainﬂ The very fact

1

that his Arabic, and more so poetic diction, comnsists primarily in the .jﬁ
. - verb retains, for his emotions, three qualities: vividness, violence o
éﬁd tension., The verb is the axis of 'his images. He has exCluded-ﬁggﬁiw— A T

4 . . ’

still images that show perceptualﬂfgrms, or reveal artificial or L

IS

extriﬁsic intérelationships. The image in this sense runs,parallel

Y
3

to painting, and belongs as éhcﬁ to the visible fealm;

;hiék darkness, .
2 ,

Al-HE3j's image emanates from within, from the
, p ‘



~and in'darkness the outer form disappears whereas the verb remains.
Those images that.emanate from within have hidden psychological tiés

as well as diverse suggestions. Al-Hsjj's images may nétvbe-readily
‘called images. Any.image that does not reflect experience, or does not
“function as a vehicle fér experience does not have enough attractiop
for him. This is prbbably why al-Hajj is able.éo retain for both his
feelings and thoughts their diéérder and naturalness‘to a great extent.
Al-Ha3}j has excluded the images'fhat have outward artificial links

such as descriptive and/or Symbélic elements which promote the crystal-
lizafion of the experience"through parallels and analogies. When the
poet projects his inner world on.these analogies, he produces the echo
or the shade of his experience, as it Qere,'the actual event.

Man has invariably préjected‘his feelings and imaginings of the
universe on aspects of the external world; this is the case of my th,
Similarly, poetry followed this path: it has always,cast\ébout for
andlogies and receptacles for its raw matérial, traveréing the lnﬁg-
tortuous channels of rhy;hm, rhyme, rhetorics and symbolism, etc.

The commonly held assumption_thar poetry is distinct from prose

-

on the.gfound that the former is a mode of indirect expression whereas
Pt : _ ;
N

the latter is direct has led to gross misunderstandings. Prose cannot

o

be a direct expressive mode because it uses all the possible tools at

its disposal. ?pe distance, .in prose, between the inner state and the
_expressed:state ié considerable. Whenevef this distance nérrows down,
poet?y bqoéé'come closer .together. The avant:ggrde movement in

poetry hilll set itself the task of narrowing down this distance, and,

in a sense, this .accounts for the general revolt against thythm, rhyme

<
?
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and rationalism in cléssical Arabic poetry.

The image in the majority of 'Arabic poetry is occasioned by the
external world and seems to have qnly tenuous links with the inner world.
This {s true of a good many of Sa°1d "Aql's images:

- 3 .4
Usewly Sl St 38
You and the yacht: '0’1)\ ‘:wv(y/\‘}

When you both set sall in the
sof t-blowing winds

amid the pretexts and the @w) u)\() u’

vibrating scents
from the vast ocean | & 4|ﬁ) e
though jaundiced by the -4’) (fﬂf
setting sun, \ . . .
\ \
almost bloszémed the moment '/KD,C A "uv ”’f‘/
You beckoned. ‘ ’

This poetic passage 1s predominaptly descriptive and pertains as eurh
to the external world around CAql.
. . s
Modern Arabic poetry offers 5n%ther type of images which, though
residing mainly in the external werld, reflect in part the inner world
of the poet. Sncﬂ images prssese the power of sgurpri~ea and suggestivenesgs,

but these derive from the extevnal material beauty that binds these

fmages topether ag the follawing examrleg shouw: .

39
1 A *
. ’ \
-("And I wept--I, who is %’¥) ’k>) P/’ v G*Py’ -
the musical reed of cold
’ é
winter and big rose of efdj ’UD 44”

disgrace.") “
A
~("My memory scurries like a
prostitute from one street
to another."},
~ ]
—("0 my homeland, you shaggyy
haired Bedouin ')
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{

~("Here I am alone, like a
squirrel, and mi legs are
at the point of death."
[1it.: my legs are the
concretization of near-death))

~("From this very night I
shall never sleep until
I become a vagrant king.

(ﬁuﬂw‘ )M

4\?"’(0}{) W ¢

LA S

- For you, I cast off my crown —ﬂr‘l KQJ ~A3 J¢

I am lost like pigeons,
I tread on tobacco,

t!:; T tread on dreams.)

These images in the poetry of al-Maghut and Abu-Shaqra obviously belong

more to the external world than to the prnet's inner experiénce. EE_\\\//ﬁ

al-Maghut's apostrnphe:

Bedeuin gticks out of rhe painting, whereas the poet's vigion or rathar

visunlization of his homeland remains blurred,

!

/ :
vagueness. Similarly, Abil~Shaqra's "

mare to the equirvel's loneliness than to his own.
Al~HAjj's poetry is not entirely devoid of such images

are'relativély few as his empathization with the ouwteide world is legn

<

QUp U
e
Gynt

()"U" oV

"My country, you, shaggv- haired Bedouvin," the

shronded in the mist of

sqirrel~like loneliness'" poirte

L -
, hut they

prounounced than in -the poetry of the afore-mentinned and ~ther poets.

As a rule of thumb, nature and the woman never occur ¥ his poetry

- / !

a8 stereotypes or elements of mere embellishment.

The following is a

\taqaom sampling of 21-H3ij's images that age largely-anohnfed outside

himseif:

40
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‘ iy 4)«/ o1t
-("1 sob like an ~ar «f grain g)d . ‘”‘v v

in the wind.")

) ; /7 ¥ .
i » \ . . L4
-("There is hair 'ike "“r~ken ,/))) (’V) "/,14 &)w -

glase ')
. ) ) ’/ )
("Your face i~ ~gleo Vfln a MRS Av) -
princess.") ):, =
. +
("I eat my prey like » n/\-&" )’/r/,’
hunchback.') ‘
—("d' {'\lf"b.].e ‘ike e I ;(,4 . }u ‘2\~’].‘-J *
c(Mawales Yilke C1a1") .

AL Y

ﬂ) " (goma’h'(‘ng often warned

v

The us~ of the reomparison particle
against and censured by the Surrealists) "xreriorilzocz the individual
"xperien‘cn,_. and tbhus d.;]lutes the intimary éntailed therein. The reader
wou.].d see thece images jn th- ’'~ompaved '~' which ig ;t ane v more
rembves from the,_,'compavw?'. he thet 'h r-at hipealf ~ arv f his

wr !

thqm%t\iz: préﬁeupa rions.
B N

"The £ *1lowing fmages rf the typo that fraquenily accurse in Lan,

sem ' ke munh closer t- al HA{Y e owe werld, and probably move intipote:

Ay gt

"My bowels asrnil whe veceal ]
oy blast them.™)

P - : ﬁ e '
q,a(/{’p) P }a)// -

o -("You folded [lit. 1if'~d] your
. laughter and fled.") .

. . DYool a3y
-("1 raced to pick up some fire[;]' ‘?‘P,C’:ﬁ
N

the beat of my savage eye went ahead
of me to implore you.")

SN
. s 2 s *
o . . K 4
~("You perform your r8les in my . fJ. ./))’ - .’,t"
eyes, you open the windows of . f\r %MM

. my bone warrow.’)

»

* ~("Thrust your avoidance into wv heart.") @)W\J/‘”

= ." d"‘{d

4
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~("My screams are bruised undeg, e U”:d'/:’
" w " .«

the sun and fear.") , :’}/‘

Al-Hijj's imagism as can be gathered from the above examples accounts
for the obscurity of his poems in Lan, ‘and "in part fO'u e controversial

'

nature of his literary debut in the Arab world. These images atre diffi-

«

cult in varying proportions because they cannot be‘readily translated

according to the logic of external associations. Q\\ T
Al-H&jj Vier poetry in the first place as an agt of emancipation,

as a process of transport and meeting with the other, --but poetry,

his transportation medium, as it were, does not bring down the lels

of his seclusion, or unite him with ‘'or enable him to reside 1n, the

other or others. The only act that takes ‘him out of his solitude, and

helps him to integrate fully into the other is love, thdtpzsnprecisely

love, not the.woman. In other wotds, the aet not tRe agent. The Qoman,

as already noted, is absent from his poetry as an element of embellishment.

She is there, however, as party to the process of penetrating the poet's

solitude and meeting the “other'. 'Al-Hijjis expression of lové concre-

s

¥

‘tizes his tendency towards solitude and incarnation.

.
M/v-’)’ /»‘ \ @),{: y,fu
‘ (A <5 (FfV'cayf,JAu‘

( I intensively nk of you! I turn around like
a happy beast, . king for my centre sutside my
thought, you. )

[
.
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("Now, you spiral in me as though you were the
: abstract.") .

Love in al-H33ij's poetry is wayward, yet afraid and tenacious;
wild, yet tortured and feverish: ' v

. P s sl
» o ey
"=("[My lgye is] spiral and _ - .

distraught; curved and hollow.")

‘ o e
~("My screams are bruised o_r) U/ L’/ -

under the sun and fear.")

There is no room for stable, smooth or serene emotions in his poetry.

~Even his physical whims cannot last long. Is ldve, as heiclaims, a

[N

veritable emancipation?

g P am gl »f)/‘ uw’*
_ /){ W*" |

( I was given the sole straw of the sea. Let

me then hang on to the sole straw of the sea.

Tomorrow after breaking it, I shall fly away. )
Love, the long-awaited emancipator, is no more than a  straw appearing
in the geas of loneliness and perdition. He who drowns has no choice
in his\despair and loneliness but to hold fast to this s'traw. Love,
therefore, cannot afford emancipation; rather, it gives an ephemeral
hope, movement in the stagnation of despair.

)

< Because love is a permanent yearning, al-Hajj would say:

ot
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n-ﬂl’)\/}\) L ())

L

("I have realized that the one who drowns is
unyielding and that the sea is rejecting.") _ 4

” %o\ ¢ v b ey st M ’
.J”;)‘J) p,w//.e’)e’ J-‘Mﬂ‘ . N
("Prom my exile, I wave and shout: Do not stof,
you enemy, my love.') .
In order for this love to éndure #nd integrate, al-Hajj tries his ‘

utmost to keep his distance from the woman whom he calls " @‘ ;\y\) "

(lit. the one who wo'und.e\d him). He speaks frankly of this distance:
K . . - . \ A / , . R . ’ ’ >
Y L ew s oS ,\/’)e)y').qw)t,w"\ ' )

("I smell you without. any dye and' love you much.
- , The distance between us elevates you in my

imagination.") I /
= . ) ,l - . d . '
- ’ -(/\)‘ S 20U >

¥

("Distance 4s called dream.") -~

(”/" ‘Y’“’«f’/’/)‘g)‘ exs ey .
l))/l) “V)J -

( Your continent is your eye, L sga&'fmy livelihood ,
in its paths, then I collide with my face and _ 2
my will. ) '

The influence of love as an emancipation from the curse of the

body and spirit as well as from solitude, is an unmistakable feature in

—N
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- Lan. Nheress the first part of this collection ia\an expressIOn of a

n

state of disintegration, collapse and physical fright, the second part.

and precisely al-ljaj s long poem " ‘i"}) u)‘ ¢ (’)1)“)‘ " ("Love and

the Wolf, Love and Others") strongly- suggests a general air of serenity, 2

~in which " )j’) a’“ " ("the hairless ‘ghost") and " ‘&‘))‘0‘)\"

("the horizon'tal eye") are conspicuOusly absent. Oncé the _poet, however,
feels that the sea straw is slipping away from him, he is seen again in

his last poem agitated inflamed and mad. Furthe;more, the ghost of .W"

drowning looms Parge in the concluding poem, ln whichtthe straw is about

to let go of him: . S o T e,

)*Vu\’/‘ »/)’ gl s P /’u '*Mff
ww‘,w/" Vanw vt ’

e
-

—h \

2‘/"/"
y‘)‘/ »V}.r‘j)! !)7)
Nagy T

NN

(0 Sea straw! You let go of me, you did not
let go of me.
There 1is no difference. I am drowning, that 8

. what it is.
I drown, I soar or sleep. No [specifig] d}rection.f”
;s I render Lot . .
health gancer-stricken. I unveil the morrow of
o cancer. *4 LA Dea
Freedom!) T "

Adonis distinguishes Arabic poetry thus: % . " E ,le

Au)w) \{))/w-w\;»w k«!//“

‘2’5JV)/’D' E:" 2V /, ’: %! .
ww,w (y»‘);(w B eSS

B (“w" w}/u’

N

F

(

-
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LI

(Our poetry deals with géneral. isSues, vast problems
. and: thoughts. -Poetry is [merely] themes and theories.
o, What it Treally lacks is penetrating into ‘these themes, ,@w
: piercing ‘them and making its way into them, and the o
fathoming of their secrets in order for those secrets
to become clear from within.) Author 8 emphasis.

)
P

That 1s precisely whst al-Hajj has done: he abandoned the external
" the eph&meral pleasurep of the flesh. Instead “he penetrated it. Forms

and apparent aspects of the problems f&iled to catch his eye' rather,
$ 4 . .

he experienced loneliness and the,disintegration of the world from

1
]

within, - . . : !<f
Has‘al-ﬁﬁjj one too far afield to be fully appréciated? Does

._5

his.,voice sound strange because of the remoteness of his world?

- The poetic substance in al-ﬂijj‘occurs in Lan without any prior

conscious preparation. He penetrates the dark recesses which the

majority of modern Arabic poetﬁv dared not to pénetrate. _Al-HA3i in his
v

exploration seems -to have. forgotten about his readers. That»accounts

for the fact that he does not attempt any clarity, decoration, or’ rhythm

w
b

nor does he, attempt the use of ‘the Arabic 1anguage tn its conventional

o

5

_ way. , Lo E S L ‘ -

.Af,

*
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IV

AL-HKJJ,

THE CONCEPTION OF THE POEME EN PROSE, m
THE CONTROVERSY ABOUT‘ NATIVE TRADITION

AND FRENCH INFLUENCES.



’lations with some comments.

gn prose from prose” poetry.

-

The poEme‘en prose is-iexically defined as follows:

- A composition able o have\dny or all features of the
lyric, except that it;is put on the page-—thOugh not
conceived of--as _prose, ‘It differs from poetic pgose
in, that. it is short and compact, from free verse in that
it has.no ling breaks, from a short prose passage in that
it has, usually, more pronounced rhythm, soriorous effects,_
imagery and density of expression. It may contain even
inner rhyme and metrical runs. Its length, generally,
is from half a page (one or two paragraphs) to three
or four pages, i.e., ‘that of the average lyrical poem.

If it is any longer, the Bensions and impact are N

forfeited, and it becomes--more or less--poetic prose;l

Much has been written abeout the genre in f?ench,-English and other.iiter-
‘ atures in Europeen‘languages. 'For our‘purpdSEB; of special importance

54% the description offered by al—Hajj in Lan. In view of the historical

importance of the way al—Hajj has presented the polme en prose in the

Introduction to Lan, I shall proceed to give a summary of his formu~
Al—ﬂajj begins his discussion of the genre by-posing the question'
whether or not it 1s possible'to make a poemfout of prose.2 He' answers

the questidn.in the affirmative on the ground that verse ("<rJL’") is
not the real distinction between prose\and poetry, He, further, argues
that all living’literary traditions have produced great poetry in prose.

Insofar as’ poetry is not defined in terms of metre and rhyme, nothing,

in al—Hajj s opinion, would preclude forming poetry from prose, or poe

=
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This does not wean, however, that prose poetry (" .4;"‘).)2—*)‘ ",

and poetic prose (" ‘ekg::)“ﬂ‘)\ '3 are equated with pdéme en_prose.

But these forms, especially the rhytﬂﬁic poetic prose, are prinary7e1e-

ments;in what is.termed as the-lyrical poeme en prose,' in which rhythmic

prose is Indispensable. The poeme en prose, however, does not have to

] al °
be exclusively lyricalkbecause there are.poemes envprose_that resemble

tales, and ordinary poémes en prose devoid of rhythm. Al*ﬂﬁjj cites, "

- ‘ . .' .
as exampleés for .the latter, the "Song of Songs' and. the poetry of Saint
John Perse. Rhythm ("Ct{,~"") is replaced in the poeme en prose by
the "closed unified entity” (" w,‘[)‘,uu‘” "), the poe't?'.-s

vision or the profundity of the unique experience, 1.e., through the

illumination that emanates from the structure of the poem, be it a circle

s

or square, and not from isolated phrases or sentences, or from the

[y

. - . ] S .
clustering of radiant pleasant words.
Perhaps when one reads aloud a poem of this kind (by Henri Michaux,

Antonin Artaud, ...) "for the sake of pleasure and -ecstasy"

("‘éf”é”’ 3{;&%}” "), one may be dismayed and lose confidence as one

‘wilivnot'find any magic or entertainment.i‘fhe impact of the poem

materializes when the poem attains its completion in the reader as a

coherent unity, free from schisms amongst its parts-~its impact occurs

-

‘as a totality, not as parts, lines, or words. Hence, Edgar Allan Poe's

recommendation that a poem be short. This is all the more applicable to

prose becaus! the poeme en prose needs more coherence ‘than the‘Petrical
poem, otherwise it relapses into its mattix, i.e., prose and such prose
ramifications as the essay, story, novel and reflective writing.4

Al-Hajj wonders whether or not it is possible ta establish a poem

S
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on the basis of - prose without using.the toqls of prose;’ then, he proceeds

to state that the poeme en prose .may have recourse to such ‘tools of
- \g .

prose: as narration, digression, and description, but, as Suzanne Bernard

‘says, 'the poeme en,prose must elevate these elements, and make them .

'function' collectively and for poetic ends ‘and nothing else." S This -

means that the}parratiVe and descriptive 1ose in theepoEme en prose
“ Far : o '

their"temporal end.' These prose elepents merge into an 'atemporal-"

A 5 .
block,' namely, the poeme en‘prose,‘thusgshedding their earlier functions.

P

Al-Hajj lists the folloning among the factors that pave the way

2

) .« o o S 6
for the emergence 'of the poeme en prose:
. 2

I. The impro!ement of prose and elevation of its
e v

. standard; .

' i v
II. The weakness and decline of' traditional poetry, e
III. The consciousness of a different world commanding a. .

.-

different attitude, an attitude that imposes, in:

turn, form on the poet;

Iv. The free rhythm, based on the principle of the

.« ..

, foot (" w "), not the verse-line '(" - "),

has been instrumental in the last ten years7 in

bringing poetry and'prose'cioser together,
(This phenomenon is more pronounced among:Communist and Realist-Arab
poets who moved closer to prose, not only in- their style and diction, o
but also in the atmosphere and manner of expression. Al-BEjj also
observes the‘standard poetsi " "fﬁif} 'S’,l—"w closeness'to'prose
thrOugh simplification of vocabulary and sentence structure. As for |

a

their experience or attitude, it remains intact behind its hard artistic
= - .

a
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' tﬁ@ other group. ). ’ R

' . -

(i . . . < ). " b

'"immunity.'. The two diametrically opposed exponents arevFAbd-al—WahHEh;

al-Bayyati represeng?ng the *‘Arab Communists, and\Yﬁsuf‘al-Kh!l.representing
. » . :

¢

l

v. Translationsb especially from ‘westérn poetry.

Tnese factors,’among other;considerations in al—ﬂﬁjj's;opinion,
i :
have paved the way‘somewhat for the_emergenCe of‘this new genre, at
least'from the viewpoint of form, bnt theqliterary taste was not yet
naturally disposed for 1t, ’ > | |

Al-HEjj‘suggests that any attempt to explain fully the essence.

of the poéme en prose would require more room and’ go beyond the .scope -

of hiS'"Introduction." He finds. it conxenient however, to borrow

°

'whatever suitqfﬁis/ffrwose from Suzannge Bernard 8 important book, Le i

Poeme’en prose.de Baudelaire jusqu a nos jours.' Although al-HEjj and
. S ) 3 .
Adonis admit, in a general way,8 that they have used Bernard's study

as their main source of information on the genre, aldHajj, much more
than Adonis, tends to- translate almost literally whole passages from
the French author without giving her due credit, thus leaving Arab

readers with the impression that the thOUé;ts and conclusions included
"‘\
in the 'Introductiou are entirely his own. To illustraté this point,

v

I shall quote below parallel passages from al-Hajj and Bernard .on fthe

.

essential chsracteristics of the poeme en prose. - ‘ "

Al—HEjj‘delineates the genre in’this'fashion:

[y
)
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(In order for the EoEme en_proée‘to be a BoEEe en
prose, i.e., a real poem, not merely a pieCe“of

artistic prose, or a piece of prose loaded with

_poetry, three conditions [should be met and these
arej: brevity,lintensity,‘and'gratuity, for it
is not possible for the poen, any poem'..f.to be
long; the other superfluities Being according to
4;'. : ' Y + Poe no more than a mass of contradictions. The

podme en prose should be short so as to algment

the element of illuwination\and the total effect

resulting from the [poem s] firm organic unity )

i \ This closely echoes Bernard's- conclusions.

e BB, e

<~“ . : B J'ai tenté da' indiquer'... les conditions nécessaires/
' ' '~ pour que le poeme en prose atteigne sa beaute propre,
c est-a—dire soit vraiment un poeme et non un
morceau de prose‘pius ou moins travaillé: briéveté,
intensite, gratuite sont povr lui, nous 1'avons vu,
non’ des elements de beaut{ possibles, mais vraiment

des elements constitutifs sans lesquels il n'existe
pas .10 -

Suzanne Bernard's book has\ﬁﬁnifestly influenced Adonis and

b, e g e

" ’al—ﬁijj in different ways, which is|only natural. It is to be noted
that Adonis is able in most cases to transform his %gyrowings from
’,.
Bernard into something plausibly fresh. Al—Hajj takes Bernard' 5.

, formulations at their face vdlue.' A good ‘case in point is the two

’ <&

)

oo mp o fre g e e
B
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writers' Arabic rendering of ' the essential characteristics of the poEme

b

en prose: "brievetd, ' 'intensite,' and 'gratuité,' for whereas al—HEjj

translates them as '/\P)I' ' Z))‘ '"and ' 4\0\}"11 Adonis seems to

interpret them as ' Q/)h%) A)MJJ" ("density and crystallization Y,
! 2}’)0)‘ jﬂf)‘ ' ('organic unity') and /())/ Ve ¢ illumination )
The technicai.tetms’Adonis prefers, however, are‘not entirely his.own -
as Bernard uses them in several places, especially in Chapters II1 and
TV of her book, namely, "L'Esthetique du poEme en prose,"‘and_"Conclusion."13
I hope it is‘not too presumptuous to suggest that,.instead of reading
Bernard's sizable book in its‘entiret§, the two Arab writers havevaund
it sufficient to derive their_information on the genre from two different
chapters; i.e., Cheoters IIT and IV.

Our assumption about al-Hajj 8 partial or selective geading of

Bernard may help us to understand his confusion and self—contradiction on

the question of length in the poeme en prose. As indicated above, al-H&jj

rules out length in poetry, and particularly in the EQEme en prose.

It is 1likely that he would have qualified his position had he read.

carefully Bernard's discussion of the structure of the narrative Eoqu

en prose in Les Chants de Maldoror,_which is noted for its length.l'

The masters of the genre in French 1iteratute,.whon al-Hajj admires and

§

cites quite often, such as Rimbaud, Michaux, Artaud, ‘and Saint John

Perse, d&ite at wild short and long ggémes en prose. . Lan'itself brings

al—Hajj 8 self-tontradiction into sharp focus, for although the majority
of the poems are. comparatively short, the last poem in the collection,
/r:’)@} "‘_’))9) " runs up to twenty-six pages.ls Furthermore,

al-Hijj published in 1975 his fifth volune, By Y, \9/-) adyr

("The Inspiration of the Flowing-Hair Prophetess") which consists of
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one long poem,

With regard to the genesis of the poéﬁe-eﬁ prose, al-Hdjj makes

, ¢

the assertion that the génre<appeared as a rebellion against austerity

and bondage. The_pdéme en prose is still what Rimbaud asked for when

he sought

' n
L4 [ ”\ 1 ooy ’ - - 2 ”17

(A phrase that parallels the undgrlined’portion of the statement Rimbaud

made in 1871: .

Cette langue sera de 1'8me pour 1'#me, résumant

~
tout, parfums, sons, coleurs, de la pens@e

. / . -
accrochantlde la pensee et tirant ...)18

It 1s also what Baudelaire demanded when he found it necessary to.use

afﬁbrm:

assez sduple et assez heurtee pour s'adapter aux
mouvements lyriques de l'ame, aux ondulations de {

A . ' . 19
la reverie, aux soubresauts de la conscience AN

'p;,‘u)z))‘ ‘;b//‘:d‘/u");: ,_:")' fé"l‘;” ,«/\) 20
(e i W S

The revolutiondry character of'the poéme en prose and the way Suzanne

,gernard‘has‘presentéd it seem to have touched the right chord and fallen

4, ®

into line with-the attempts -of the Shict Cénacle to create a néw

poetics on the dghris of classical Arabic literary conventions. Of

particular appeal to both al-fajj and Adonis is Bernard's identification

of the genre's two-fbld.thrust'gs

une force anarchique, destructrice, qui porte

LY

-
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a nier les formes existantes, et une force

. N\
organigatrice, qui tend a construire un "tout"

N\
poétique; et le terme méme de poeme en prose

souligne cette dualité:

7 .
qui ecrit en prose

se révolte contre les conventions metriques et

~
stylistiques; qui écvit un poéme vigse a créer

T ”~
une forme organisee, fermee sur soi, soustraite

au temps.

~
It is necessary for our study to see how the duality of the poeme

en prose is reflected in al-Hajj's and Adonis' conceptualization of the

genre.
M

Adonis * 23

(' f'»/,w)w‘ LS i
/‘/ S ’W)‘)/J /’)Y/)’
:AP‘ ):( u)|M)‘J\
eVt p A&"/ é”ﬂ‘)‘/‘
”M)“'Jy)’,)/ we el
""’/)”'/)(JUWA»’ oL

,f‘J ) : ()\JJ‘ ,u\ < lacji;‘,

W

(The pdéme en prose has a two-fold
principle: destruction because’it
[the genre] 1is the product of rebel-
lion, and construction because ény :
rebellion against existing laws is
forced naturally to substitute these
laws wiéh new ones lest the durable
liﬁerature it seeks to create lapSe
into inorganicness and -lack of- form,

for \t is characteristic of poetry ,

In both writers, the concept of duality.is thus paraphrased:

al-Hajj 22

"/,’w) wua}/,..yy{;
L . (J/y;«u,.)
‘\l/»‘ ‘/(/“
b DY
J')(w) ‘ -/)‘)‘dac)w)
At e w)‘,w « Vi
' 4"‘)‘/")‘»:‘” Aol

bl

(There are ‘two forces that converge

~ .
in the poeme en prose: an anarchic

destructive force, and a geometrical

organizing force. The poéme en prose

originated as an insurrection against

austerity and bondage.

L) se e e eeo s s 00 se e oo ee s oo

' From the synthesis of anarchy,-én the

'one hand, and artistic organization,

on the other;,from the union of the
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to present itself in some form, to two opposites bursts forth the -
N\

organize the world, and to formulate special dynamism of the poeme

]

an expression of it.) ( en prose.)

~

It is obvious that the.two writers follow closely Bernard's text

and render the substance of the stated principle into Arabic, but they

‘differ'appreciably in their diction as well as in their emphases.

Of'the two, Adonis would appear to exercise moderation, use factuel

vocabulafy, and set much stere by the positive character of the‘RdEme

en Brose, and its function according to a new set of laws. Al-Hajj, in

contrast, uses somewhat provocative vocabulary and places his prime

emphasis on thes anarchic nature of the genre.

S .
Al-Hijj, then, proceeds to argue that the already outlined

characteristics do not only help in identifying the new genre, but also

in eschewing what is not poEme en prose. There appear, however,

telatively changing characteristics in keeping with the force of evolution.

This metamorphokis tn the charactet of the pdEme en prose is an integral

part of the vast freedom and unlimited potential the genre provides in

the process of creation, and "in its quest of the infinite an e
absolute."24 :

In hig theorization about the pdEme en _prose, al—BEjj expreSSes e

his aversion against the reaéy—made forms in this fashion:

We do not escape from the ready-made to make ready -
other forms,'and‘we do not deplore the rigid
classification to eventually fall into it. A1l N

that which we seek is to givé‘ihe Poeme en prose its

due: the distinction of an independent genre.zs-

In as much as there are such literary genres as the novel, the

tale,‘the traditional metrical poem and the "freevversef‘form, there

4
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("the free law of the poEme en prose").

w 3

N ’ - .
is a poeme en prose and it has egqally the right to exist., It is neither

desirable nor congruous, in 8145533'5 opinion, to put any constraints

on the poéme en prose; it is impossible to fetter the new genre with
' Yy

'mummified definitions:'

g 'A>;’ /f‘) ,aneAA;j‘ ‘A;j:;%L’ ()ﬁﬂzﬂ

O\Qﬂ\ \)

The new genre, according to al—Hajj, is thﬂ‘broadest form the modern
poet has arrived at from the vieppoints of theme and technique. It has
abandohed whatever falls outside the concerns‘oﬁ the modern poet, and

done without appearances as well as the superficial preoccupations

which sap the energy of the poem.. [The poeme en ggose, in keeping with
\.A
its creative force, has rejected the distractions thax turn the poet

away from poetry, only to place the poet well before hiS\experience,

.

and hold him responsible for his literary creation. ,Alfﬂéjj concludes
that, in this 1light, the poet can no longer use the familiar excuses:

the rigidity of metre, the domination and tyranny of rhyme. Al-Hajj

<

2
sums up these interrelated features as /\4)\ L;p‘) ,u,J ‘ " 7.

In this respect,,al-ﬂﬁjj hastens to defend the three aspects of
the genre, namely, 'brevity,' 'intensity,' and 'gratuity' on the grounds
that they are not negative laws intended to disable writers, nor are,

they reedy—made forms in wﬁich any trivial material would be poured to

make a‘poEme en prose; rather, they are the framework for the most funda-

a

‘mental poetic aspect: the poet's talent, his internal experience and

his‘attitude towards the world and humanity,. Al*@ﬁjj waxes quite poetic

- . : , ’

in hiS»aefence_whenkhe adds that "these laws, it would seem to me, stem

from the poet's‘verwaoai. They are derived from the experience of those

~
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'who have achieved excellent pAEmes'en prose. They are, in the last

analysis, visions, concomi;ant elements proper to suecessful.geEmes
ee prose, not elements invented to guarantee the success of the genre."
Classical Arabic aesthetics has‘lent itself to many negative
'igterpretations, prominene among‘whieﬁ is that it is remote, rigid,'ana
unchangeable. Against i::; background, al-§&jj, much like Adonis befere‘
‘ ie of the basic premises about art in general,

>

and poetry in particular. He maintains that there is no finality in
$ . A ) . : .
poetry (" ‘Uy/ } V/Z/‘ ‘faztj "), and that, ‘insofar as the

pdet's creation reflects his internal experience, it.is impossible to

him, tries to establish

believe that "any circumstances, conditiqns, laws, or formal principles

29

o are eternal."“’ Al-H3jj goes on to refute the ‘old ‘maxim that the

world does not change. This 1eads al-Hajj to discuss .the- question of

o language orite more, still inspired by Rimbdud's ideas and phraseology.

in view of the changiné world, in which the poet lives, he is to seek '/’
o .

a new language to render fully his new attitude.

t ‘ 30 o
A L S AT
L d;;),‘;,.',.«»' 2 iy
‘ /Daw) V(J»yd‘&)qy‘, [,‘u
| Mm»»uyy/jz;/)u,),;

0 . - (a new language resumant tOut," and [able]) to'keep (’fV

S up with [the pOet] in his extraordinary leap into
‘the absolute and “the "unknown “f”e“*“f‘w4; ' 5, " A
= . .‘ qlp‘ ;,p- uoouo'a ..S eo o’ 0"'-".--‘.0"0 OOC*OCO o.-'-‘-co. ":"‘e@jﬁ%' R
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o ' The language of the poet knows not-stability

s e e T R ESWR R

because his‘world is a pioneering block.)

Al—Hﬁjj regards the inherited literary tredition as‘the most
dangerous obstacle that inpedes the poet's freevprogress.and diverts
his direction because'the tradition is reddy-made and time—honoured,b
and consequently, all"the more able to‘snare the poet.‘ﬁdlfﬂﬁjj also
singles out for special attention other snares ("égk?fﬁ inherentlin

3

the classical Arabic tradition.

<
(a) the temptation of comfort. " N}‘ J)‘s "), and

\ .

. AN - .
(b) the long-standing authority ™ ¢j;,>3\6'\ ;thlf "),31 which have
quite &ésyay:on the Arab poet with regard“to rhyme, rhythm, and. the
alluring example of classical poetry. It is necessary, therefore, to

make a considefhhle effort not only for the.theoretical rejection of

the'tradition, but also for the sake of purging.the'neﬁ‘poetic experience

of'formal and thematic residues.

LB R AP S TR
L .

Al-hajj offers probably a fresh insight into the concept of "1es

SN

o
b7
b

temps modernes._\ He sees in it "a divorce from the time of well-being

and ‘harmony, and a completion of an endeaVOur*begun a century ago, not
for the emancipation of poetry alone, but primarily for ‘the- emancipation ‘
of the poet. w3z o B - T

Al-Hajj's "Introduction" begins with the definitiou of the BOEme

B PRGN PR et SO

en prose as an independent genre quite distinct fron the classical

5 conventions of Arabic poetry, and concludes with a few highly“rhetorical

M . \ . .' B
assertions about the poeme en prose and its general practitioners., He

claims that, if indeed every poet has within hinself an inventor of'

language, then the poEme en prose 1s the last language on the ladder

of his ambition, as it Were. This language, is pot definitive, for

Tea,
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the .poet will invariably continqe-to'invent new 1anguages.33

Al-HEjj's approach to the genre concludes with a striking, though -

' o \
not untypical, assuél:ion that the poeme en prose is' the product of the

accursed poet and the cancer;ridden éfé.
. - | | 34
0’0.4,0\1'} \,'t),._ W&UJ--- ()), /\"‘“"
A,,)) o,,{J,,/,,,U‘ .y)ab}\,,y \,)w .).w,,

wap‘ /vj“ p (\;}Jv‘ S5
e Py p ) wf S
T A
‘MAY\"J/\/‘ /!))’)W '-)')/)‘ y
/JW‘);.,.}.)D‘M
w“» wu»" N

S

(I must say .., that the pdéme en prose--and this is a ':
personal belief that may sound haphazard——is the wark

of a cursed poet, cursed in body and in heart. -

The pqzme'eﬁ-pfose3.which is the product of the

accursed, is. ﬁbt; however, circumscfibed by them; itq
signification is that it is broad enough to.accommodate
‘all others. ... All’ cross ‘on the back of the cursed’

poet. We are in the age of cance: ... here and within, A
aﬁd those who are cancer-ridden aré they. who have |
‘created the world of new poetry. When one says "Rimbaud "
one points to a family of patients, and the goeme en

. . prose is the offspring of this family. ?},f _ o -_ﬁ; _
, EJA -~ We are in the-age;of.cancer ovs [aqdﬂ the p&gme,en prose Y
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1s the creation of this age, its ally, and its destiny
The.freouent reference to Rimbaud both as an inventor of language

and form, and as a representative of an ailing family that had created“

the poeme en prose confirms our belief that al—Hajj somehow. identifies
} . himself wi;h Rimbaud. Despite his characteristic objection to both

i
exﬁlicit and implicit external influences, al-Hajj s use of the phrase

"Q)‘f}‘\—'" ("poete maudit") and elaboration on it suggest strongly
that he is influenced in some form or another also by Verlaine'e
concept of the "poetes maudit:sv."35

Al-Hajj raises in the "Introduction" the central ‘aesthetic questions

; that have preoccupied the Shicr Cénacle in its formative years (1957~

1960). It is to be aeknowledged, however, that, of all the members of

‘the Cénacle, Adonis stands as the most dynamic andaproductive figureA

both a} the levels of poetry and literary criticism. His writinés ou - 1

L]

. ‘the poetics, old and neu, have undoubtedly helped.to artieulate, in

ST wAUTLGIT

the 19569 and later, the aims and the direction of-the Shicr movement.

’

/ We tend to believe that al-Hajj must have found in Adonis timely inspir-

4 . ation and support at least at the first stages of his literary career.
-

‘,With respect to the-poeme-en prose ‘as one of the main eehievements
of the Shi‘r movement, Adonié would seem to have provided the Arab’ .
reader for the first time with a fairly adequate, 1if-derivative, survey
. ' . . ' 3

g P . of the theory, technique and salient characteristics of the podme en

. prose. Al—HEjj,'ou the other hand, proceeds from the assumption that’

theIPOEme eniprose is an entirelf.new genre 1in Arabic literature. Whereas

I
4
¢

ey

:Adonis, ih\his innovation, is firmly anchored in the’nntive-traditioh,

[ N

‘al-Hijj's break with it is absolute.

e e 5l
El
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A major force in modern Arabic poetry in the last four decades of

-

this century has been "strangling the swan," to borrow a now famous
expression which begins ‘a poem published in 1905 by the Mexican Enrique
Gonzalez Martinesz--a poem deciding for the owl of Athene's darkness,
unquiet, its eyes boring into ‘the gloom, against the traditional swan,

which only shows off its grace, and feels nothing of nature or interior

ol

wisdom, anpoem'which asks that life should be greatly worshipped and

'inage of the spuriousgand irrelevant has produced much stylistig v

that forns and'language out of harmony with life should be discarded.

"Strangling the swan," or breaking up the antique dealer's mirror-

discontinuity.

| . As stressed beforé;;thé\Shiqr generation, in the 1950s, keenly

realized the effeteness of the poetic language and suffered the bondage

of traditional form. The introduction of the,p;eme en prose in 1960

in the pages of the Shir review marks a radical depsrture from Arabic

literary tradition and ushers in a new, if controversial, phase in
modern Arabic poetry.v

The question of what provided the dbcisive impetus for the IL__;.
en prose in al—Hajj An particular and in“modern Arabic poetry in general

is somewhat complicated by declaratiens made by al-HEjJ himself and by

. Adonis., As ndted elsewhere in this study, both writers- take great pains

to deny that their experimentation with, and introduction of? the goeme

-

en prose into Arabic literature were occasioned by the French«model ef

. the new genre. Adonis tends to view the question of influence in general

3 . 'Y . !

a : ’
0o . . PR _ = &
o $- o .. . M e, 3 . M . s .

A

:'3,'“.. 108- .w;_' ‘w' . A‘.' . v - , .
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'»"terms, and consequently acknowledges his indebtedness to the general ‘{&ihfi"
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'affirmative, trace the ancestry of the. genre to early literary forms
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w37

movement of poetry and thought in the world. Al-H5§3's denial of L
2 o

foreign iniluence is categorical.

. I had not read any poetry before I wrote Lan.
I wrote Lan as a spontaneous outcry both in = | /{f\u
content and form; I write in a personal
manner that had no. relation to any external

poetic or, Cultural source,

Nevertheless, the burden of evidence seems to point}in'the other direction.

There are, first of all, qther autobiographical revefationé/py’ai‘ﬂiai<\
. . : i B . Q\ ‘ ’J
‘such as his admission of having redd Jacques Prévert immediately after

high school_.39 There are then his writings which are marked by

admiration and doctrinal adherence, on Artaud, Breton, Preyert, and
Michaux as well ‘as his translations from these poets. Last but not

least, there is the nature of his poetry which 1is the best testimony\

All these facts bear abundant evidence of the strong French influence -
on him. . ;y - e

The two writers rejection of specific foreign influences as a

" “major factor in the intfbduction of the poeme en prose in Arabic is

1

patallelled by thelr assertien~that the genre~originated in the Saff
writings; We feel ﬁhat this two-fold attitude has to. be taken, especially

at the early phases of “the genre, in the context of an apologia which

stresses the continuity of ;h Arabic cultural and literary tradition

instead of a politically and culturally unpalatable influence.
We will have also to ask ourselves the legitimate general question

whether or not the poeme en‘prose is a native genre in Arabic literature.

»

L
Opinions are quite divided on the question., Thoae°who answer in the
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such as sajc ("rhymed prose”) and accordingly to the poetic prose of
the Qur’an which is marked by a fairly consistent rhyme, especially in

the short g9ras, the saj of the ma g s, and the poetic prose used in

the translation of western poetry. All such examples are either

as precursory—forms of, or preparatory phases for, the poeme en prose.

Some; amohg the avant-gardists, who either by conviction or by their
)

RV

tactical willingness to appease the conaervatives and ward off their

accusations, tended to relate the poeme en prose to a native Arabic

matrix, QIn this context,fthe most important statements were made by
Adonis, YZsuf al-KhEl and al-Ba1j. .
Adonis wrote the first essay on the poeme en prose in 196Q, and

- @rgued among other things that the genre existed in Arabic literature,

A e

especially in the prose writings of the §uffs (nuslim mystics) To place

Adonis' _argument in the proper perspective,’ it shonld be borne in mind

b
3
b

that Adonis launched his'essap in defence Af the new genre against

background of the not untypical claims that the ppeme en prose was

anti—Arabic, and _as such, it was detrimental to the Arabic poetic tra-
dition., oo - ‘ ‘ T ‘ '.‘ e : ,‘?;
The climate in 1960 may be said to have prompted Adonisito invoke

the classical heritage and establish some cautionary linkage ‘between
¢

the new genre and Arabic literature. It is certain, however, that

+

Adonis did not ingratiate himself with the conservatives at the expense

i

of his literary”integrityJand place as an historian and theoreticiar

Arabic poetics. Tolillustrate Adonis' unequivocal position

o
i
<y

genre, the following passage, publiahed in 1974 wil"'ave to be quoted <

,in full,

WAV YATISTE IS S e e e S e
“
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} S What I had struggled to establish was not that this “
. ‘ .form ofvexpressionpwas'a European -import, as we were

L. : a&tuSed,_but»to dink it directly with Arabic af{

wr tings. Today, ' I am more convinced of [the sound-

e s] of my earlier- position, even though it was not
clear enough at the tine., I can now defend it in its
entfirety on the ground that this spﬁcies of writing -

was known in Arabic literature; it had been known in
Arabic literature before any foreign literature withont
exdeption because Arabic literature is older than known \ ’

opean literatures.49

irig efforts. to renive Siif‘literature an narness it to

pqetry have registered an the direction of Arabic poetry

He maintains that this form existed in all literatures, but was never

theorized, articulated and practised as a literary genre outside French

e literature.41 - e

— T

Al-Hdjj is evidently self—contradictory; for whereas. he .follows

Adonis' argument that the poeme enﬁprose has its native b;ginnings in

Arabic literatur and that the Suff prose writings provide the best

/ examplés of ft, e emphasizes that the genre is "the product.of those
who are afflicted yith sickness and madness, the product of the poEtes_

W/

-— * B o :‘ mudits ' " ‘ . ‘.‘;”n‘: " . ) K 'I"‘

~

o
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Furthermore, al-Hajj ésnociapps the pé}melen prose, not with Arabic

literature and the Suff prosaists, but with French literature and more

specifically with th~ undisputed rachnicisns of the genre: Baudelaire

and Rimbaud§43

3

Any flaws ig al-H3ji'e early thinking about the poeme en prose

are guite unde&standable when examined against available data of his
biography, Al-Hajj's first vblume was published in 1960 when he was

4 3 :
barely twenty—three,4 equipped only with high school education and a

few years of journalistic experience. It is not too presumptuous to

assume that al~ﬁ§1j, at this imprenaiona%le age, would subscrihe *to '
Adonis' premises on the genre wish_Little or no reservation as .the

1aéter was already- an accomp]ishe&'pbet, critic and formidable force

in Syro-lebanese letrers. Al-Hajj ar bes;.was guidéd in his formulations

on the genre more hy his talent as » creative-poétfrebei‘fhaﬂ by

formal knowledge of literary theory, let alone the prose writings of

the Suffs. thér;as al-ygajj evince; a measure of competence ip his

writings about, and translationg F%om, the French Surrealists and

_ practitioners of the Epzmq enlgrqgg, his familiarity with '"e Suf¥= and

Suff literature is, by his own admission, non-existent:

I am not well versed in the Sufist lore, and
if you ask me to name a Sufist poet I would - -

barely mention on,e,45 : S C e
The contribution of the GuUff writings to the géhesié'éf'ihg oeme T - -
enﬁfrose in the early 1960s is of little consequence, if at all. Adonis,

as stated earlier, tries merely to confirm the existence of this form

© of ekpregs;on,in §uff literature, but no where does he claim that Suf{

»

) v .A‘,f" ) o ’ -
iisg"tb the 'new genfe. -+ There is- ample eyidence, however,

A
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. to suggest at the §g££‘factor comes into olay at a later stage in the
developgient of the genre, when Adonis laumches his 'cultnralAreview'
Mawakif in i968. In a four-part essay, Adonis calls for a new style
of writing, end advances the style of the tenth-centnry §§££, Naffar?,
as an ‘'old' examoie for a 'new! writing.46 Adonis notes_thatothe‘
astonishing characteristic of Naffari's writing is his form of.expression
and that, at the time of the supremacy of classical¢fqrmélism,~Naffari

was trying to estéblish‘another principle for another form.47 To

N
underscore Naffarl's relevance to the experiment of the poeme en prose

and new poetry as a whole, Adonis sheds further light on Naffari's style.

Y3 W}”"")"‘”/WW»—‘PUJ
yov oyu&/»v WD Al sy Al
f*’)“’ 2y /wc)*"u“v“)"c)’ M‘{"‘V)’)‘

43“" At tJ/)‘A:r)M /,«& St MJ
‘)’) ‘Aywl)}f 25} z.)/) “JLW
A Sy

(Naffari's ‘form is not a version of writing; rather
g 2

it is a version of existence, that is to say, it is

‘n-s',v‘-

a promise of a. permanent beginning. Therefore,'if“ e

T T

-+« .  Naffarl's writing emanates, while still within o

-y e -

i e e m e »Arabic~tradition, froi abdolute” personal origtnality, A

free of .all. traces of prior‘mpdels and aesthetic L

memory ) S

R

Both from the technical and-thematic viewpoints .Naffafl means for the

Shi r and Mawakif generations far more than a chance discovery.49 His

literary paradigm synthesizes rejection of ready-made forms, explorattion

of the unknown, absolute originality and metaphysical sensibility-—

- : P .
e e : . LS L . e - ® L
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cherished ideals new Arab poets have set out to ac¢dmplish.50

"It has been our purpose in this study to emphasize that what in

.

fact matters is not that the pdzme en prose is not predated by viable

éxamples from $GfI literature--as these have existed for centuries in
Arabic and Islamic literature without giving rise to an indepehdent
liéerér& genre--but that the introduction of the new genre occurred in
the 1950s, as a consequence of two inter-related factors: (a) the

inadeduécy of the classical gagida to render the spirit and concerns

of the modern age, and (b) the external stimulus of the Qﬁéme en prose

as a bone fide genre in contemporafy French poetry. . "
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/ FOOTNOTES

1 "Prose Poem (poem in prose)," Princeton Encyclopedia of Poetry
gnd_zgetiga, enlarged ed. (Princeton University Press, 1974), p. 664.

2 The tenor of this section on al-Hajj's conception of the Eoéme
en_prose in particular, and his poetics in general, is largely inspired

- -
by al-Hajj's formulations in the "#Z4 " ("Introduction") to his first

volume of poetry, Lan (Beirut,. 1960), pp. 5-15. References will be made
henceforth to "Introduction.”

N
\

3 "Introduction," p. 10.

> Ibid. See Suzanne Bernard, Le Poeme en prose de Baudelaire 1usqu'3

nos jours (Paris, 1959), p. 514.

6'Ibig., p. 1ll.

R T T

Though never the mainstream in modern Arabic poetry, this technique

- -

was unevenly adopted by. Arab poets between the 19503 and 19608, and was
dubbed the "Free Verse Movement." In spite of its limited success in
relaxing the ausngrity of classical prbsody, it may well ‘be seen in:
retnospect as an-extension of, or variation on, the classical metric '
technique, not,as an emancipation from it.

8 Al-Hajj acknowledges his debt to Suzanne Bernard's book as follows:

¢'\;,a{‘ [JJ‘/«&NDV/} ]/oﬂ;\v}w d“" .
ow@ R P ‘/.J),»,w/«),.,.v ~/v ,51/

w.,a 3 L, .v " P T . e e - ‘/\’/ ”/)-4 ‘d/}l)‘
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( I borrow, in a general synoptic way, tthe'definition
prose] from the most recent book on the subject by the
Suzanne Bernard ), "Introduction, PP- 11-12.. Adonis

footnote to his essay on the gggme en prose'

\ " S
of the poeme en /////—\
French writer, \&’/////

appends this

PRI AR PY cd\r// s 99"‘/\:21*“ v

("I especially have depended in the writing of thils study ..."), ‘then he

quotes the book and all bibliographical particulars in

9 "Introduction," p.,lZ. Al-H&Zjj renders ‘closely,

French. See

" Adonis, ")‘,) 5’(3 ," shi, Iv, 14 (Spring 1960), 75-83.

in this

PRAREEN _
quotation, a segment of Poe's "The Poetic Prigciple," namely, "a 'long
poem' is simply a flat contradiction.”" See E.A. Poe, Literary Cri'ticism

of Edgar Allan Poe, ed. Robert L. Hongh (Lincoln: University of Nebraska

Press, 1955), p. 33. On grounds of textual evidence as well as al-Hajj's
limited knowledge of English, we are led to believe that he did not check

Poe's "The Poetic Principle" in English or even in French, but relied

exclusively on Bernard. See Le Pocme en(?r§§3, p. 439.

10 Le PoémevenAprose, p. 763.

1 "Introduction," p. 12.

12 ) donis, " W ‘3 ," shir, IV, 14 (Spring 1960), 81-82.

13 Le Poéme en prose, pp;‘408-465, 763-773.

14 Ibid., pp. 220-246.

3 Lan, pp. 77-104.

16 Al-Rasula bi-Shacriha‘al-Iawil'batta al-Yanabl®

11 al-Nashr, 1975). The poem fills eighty-~eight pages.

T'Lan, p. 12.

»
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Rimbaud Oeuvres completes, ed.. Roland de Reneville and J. Mouquet.
BibliothSque de la Pléiade (Paris« Gallimard, 1946), P. 270. R '

)
18

19 Baudelaire, Oeuvres completes, ed Mnrcel A. Ruff (Paris. Editiona

du Seuil 1968), p. 146.

20’"Introduction, pP. 12. The Arabic translation of Baudelaire's

'description of the poéme en‘prose ‘is al—Hajj 8.

21 Le Podme en prose, p. 444,

22'"Introdﬁction," pp. 12-13.

-.23 Adonis, " /4) Wd " ghi€ Shir,: IV, 14 (Sprihg 1960), 78.

24 "Intfoduction," P. 13.

25 1pid. 4 R

26 Ibid. a

27 Ibid. ~

29 1p44., p. 14.

Ibid.

N 1pia. e o

32 Ibidg, p.'15. ' ' T m s e e

33 This recurrent 1de& of . the.continuous~1nvention bffpoetic 1angpaggsag:;”
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. ""Definition of ‘Modern [ArabiC] Poetry"), in WhiCh Adonis discusses the

SR question of artistic creation in general, Bnd the kind of poetr-y the R -
g "'Shi T generatipn set out to achieve.. See Shi r, III, 11 (Sumer 1959), :
b *79—94 and Adonis Book,_Zaman-al~Shi~r (Beirut'.Dar al- Awda, 1972), k )

: mpp. 8-27, _ The same essay :ls tevised in this- book and iven the new
title a’ut " Afl{ ‘f' . r”\‘ wik: | o ("Explofing R
:"a Wbrld that Remains 1in Neéd of Explor&tion?) admittedly after Rene Char.“;f;,..mgl

34 "introduction," p. 15.

S - 'ef' ;:,;_..'e.f .'-.'.:P,‘.v'.-"? _o_ ve ",4_-‘"” >d~/u q‘-r‘ ;'v ° e ‘q-A- L ur‘ —-o»q.a e ww .
; T e 35 Verlaine, Les Poet.es maudits =(Paris. 1884)r ~See also Vefrlain&, RO
‘ LT Geuvres en: prose €O pletes, ed Jacques Borel Bibliatheque de.ie AP‘leiade e
([Paris] Gallimard [1972]) ' '
36 Samuel Beckett. trans., Anthology of Mexican Poetgy (Indiana - : :
Uni’versity Press, 1958), PP. 160-161. .
r ‘ S 37 "interview with Adonis," (Beirut',‘ October 2, 1974). See also :
- Adonis, "Saint John Perse wa And," Mawakif VII 29 (Autumn 1974), 164~165.
3 . . . r . ' ‘
T .38 "Interview w'ith al-%}.lé'jj," (Beirut, October 3, _1974).

39 Al-HEjj, "Fi Ghurfat JacQuee Pré%ért,"-Shicr, X, 35 (éummer 1967),
59. See also al-Hajj, in collaboration with F. Trabuls?, "'J.ac':ques‘"-l"rgvett:
Mukhtarat Shi riyya," sh1, 111, 9 (Winter 1959), 67-85. o

. ~

.40

)

"Interview with Adonis."

41 "Interview with al-KhB'," (Beirut, October 1, 1974).

"’;'% e e 4 : "Introduct’ion» l.an, p- 15.
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44 See [al—Khal s] promotional note on the back cover of Lan. See.

also on al—Khal's authorship of. the note, Shi r,-VIII;-26H(Spring 1963),

138, -

3 ?InterVieﬁfﬁith al-Héjj,"
46

AT

"December 1971), 6-10.

i Ibid.,\p,'7.
Ib‘id-,,PP. 2 10. S e b T T-;;‘:"‘

v
o

Adonis came across Naffarl's Mawaqif and Mukhﬁtabat in 1965 by |

sheer accident. in the library of the American University in Beirut. seé-:ﬁ“ﬂ-t
~on this pdint, MavBKif, III, 17-18. (November - Degember :1971),.-6, - Please

note that the proper spelling is Mawa gif (Arabic for 'positions )3 howh
ever, Adonis uses, :on the back of his cultural review, the spelling of

Mawakif, Wherever reference is made to Adonis" review, we shall adopt
"his spelling. ' ' ' '

-

>0 Adonis made in. 1960 the observation that with the exception of

the §2§__poetry and: 8 few poems of Abu 1l 1~ Ala’, classical Arabic poetry
lacks the ,metaphysical sensibility,' which he regarded as the principal
charactqtistic of - modern Arabic poetry, See on this point Shi® Shi x, v, 16
(Autumn 1960), 15. See also on the concept of poetry and form—content

tcontroversy, Adonis, Mugaddima 11 al—Shi r al— “ArabT (Beirut: Dar
.al~" Awda, 1971), PP. 11, 8 27 and Zaman el-Shi r (Beirut' Dar al- Awda,
,1972), pp. 282-284., | e -
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) form. No evidence is available to verify al-Hijj 8 experimentation with

-

- - .. '_ . PR P

"Hnsi-aieuajj is a colorfhl multi1£aceted figurenthat combines e e e

'an intriguing personality with a controversial literary career, Apart

'-o

fraP or probably in cbnjunction with these.qonsiderations, our’ academic ;*_;.t,u"
interest in him is oriented towards his rale as a. 1iterary emissary
LR L‘ / .
leaving aside at this point whether or not he has played ‘this role’
Vs

-consciously.h Farthermore, 1t was al-Hajj who rehabilitated and reintroduced

Surrealism {ntO'nmdérn Arabic literature, and ih a. fairly consistent RRIDC RN

e

’ way, urged Arab fellOwariters and readers alike to avail themselves

of the French Sunrealist experience and its representatives Breton,

PPN .o

Prevert Artaud and Michaux.

The.character of al—Hajj 8 poetic experiment marks the extreme,

~if by no means the ultimatenphase in the development of modern Arabicv

-

-‘ poetry; Notwithstanding the valuable and original contribution of such

avant—ggrde fellow-writers ‘as Adonis ( ‘AT Afmad Sa 1d), who was

practically the first to broach, champion and write on the poeme en

»,

prose as a sui generis ldterary genre,l it is ssfe to claim fhatnaerajj

PR @

has specialized in the articulation of ‘the p;gme en prose°at'the two.." S s

T TR -
AR . B R
- . -.u . . Y Lo

- - . Lot e e e

levels of theory and praxis._g.fj | '_ T f ﬂ"_' ’- .
4 Whereas his contemporaries underwent the different stages of-poetic

development, that is to say, that they tried their ‘hand at the tradij]

tional form of the qa § ida, the stanzaic or strophic form, the taf lla

verse known otherwise as "The Free Verse'Movement," and combined any

of these forms with the poeme ‘en prose, sl-Hajj has written all his -

poetry (fOur volumes up to 1974) exclusively in the pOEme en prose

g

P
-
-
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. literary'circles by._ surprise for a: variety of reasons

-.",-hﬁ_,.,.\ﬂw | W“‘Jf‘f’)j\)) d]")\ J/ lo/
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conventional or post—conventional poetic forms. - R zf;.;;lf _::__

o .
. L S »
& e - e - o’ &

: His first eeIléctiOn Lan ("Not") published in 1960, took the ‘Ardb

AT

“« .
- a f—
- - . i i e

‘._115 Both in the. Introduction aﬁd the poems, l-Hajj expresses

R LI

squarely his wild rebellion against all traditional literary ‘and socio-

cultural norms. He incites individual and mass - 'insanity and makes

no _bones ahout advocating the destruction of the established Qrden~so Qﬁ'ff

*«.__‘. { e .,....~ -
P

s e v T

as to permit the new and young 1iterary attempts to breathe and survive.

1

3 »

At 29 \/A,p,).o /Y EJJJ‘L»OJ)
»w w Ll Bt oﬁrv- I QTP
3 sl -'v.JMJ‘)g"‘)/Jﬂwﬁ” ads
M))v ,cm)) U,v,,u_.}« uw(u C‘)“_

- N")‘{)u’ a2 ‘J)V’J’W(f“}"/"’()ﬂ))’ P x|
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R P A T 'r'—‘f" P st rv!f_} S
SR w\)x ))J "/‘J»‘“JV)'/)A». /,..J‘uw‘)‘.);\ | ,

(There is an alliance of destiny between the reactionary
v ”,reader and the reactionary poet. ... In the face of this
' tenacious clinging to the official' legacy ... is it
hpossible for a fresh literary attempt to. breathe? I
answer: NO. There ‘are two possibilities before this
attempt'v either suffocation or madness. Through madness, ;

the rebel triumphs and expands the scope ‘for his voice i

e W

to be heard. -He should stand in. the streét’ and revile



TTYTETIINTT STt e s e e

"-fimatters in’ fact ié that he expresaes‘himself As‘fbr‘his andience, he
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L .
[society} loudly; he shohld*cursevsocietyvaqd propagage
[his views] ,Ihis.country, and all counf?ies wedded to
their retrogression " a;EyQ?) "] and ignorance .ean: only,"r;,;.?'_
"be resisted by ‘midness in order for any rebellious |
attempt ‘to confront those who fight it with politidal,
] racial and ideological weapons. Nothing would help
~ save absolute candOur, tearing down the’ distances, _
’ » . feverish repgdiatian, ["_‘_l }w" "] and,,despera" o “ee o
hysterical violence P':jL—y" "] It behooves thee- .
vexperimentalists, in order to eradicate one :thousand
years, |[to take‘toj destruction, and destruction, and
_destruction, and the sf;rrihg'up'of‘disgrace,'wtath.and
hate. ... The primary dutp-is destruction. Pure and
poeticlﬂreation will. be impaired in this stormy
atmosphere. _— Destruction is . [both] sacred and
- essential. to life.)

';;:-' ‘Thewcqilgction in.its eutirety is«written in’the poemeren ngse‘°9'*‘

PO P

fOrm. 'Al-HaJj does this in-absolute-defianceﬂtO‘popular'sensibility.

‘He cares little or not at all as to how his poetry is received what

[

- - .- - ..
» M . N - . . . . P .
. R . . W L o ’ -

w‘wg&w ,» ,»,,w .

.

[N

k"I ride the microphone as I know'mp [reading]
- masses; [while] I believe in them, I despise them!)

From the‘standpoint of the majority, aa.shall ‘be discussed below, Lan
i figures as either po poetry'or anti—poetry as it were, yet' al-Hajj
jmakes no effort to ingratiate himself with . the public, -or. make up for -

what seems to be a 'deficiency from its perspective.

~
. -
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| (“[_ ‘ - | 3. While using the Arabic. script,lthe collection shows little “f‘.‘
affinity to the mainstream of Arabic poetry and/or to the standard
Arabic language. The alienation in al-Hajj s poetry is readily evident
in his unorthodox diction, grammar, syntax,and sentence strucghre.
; | ’ | Additionally, his unfamiliar Surrealist temperament'and the bewildering .
obscurity and at times ambiguity have placed him and his experiment'at
: , Y

several removes from the official sensibility of 1960s and .1970s.

Thé historical pattern of the critical reception-of aleuajj’s

T

poetry has been manifestly irregular. As a member of the Editorial

Board of the Shicr'review and Cénacle, he was one of the‘foci of contro-

Ty

versy, and consequently enjoyed a considerable regutation on the pages

3 *

of Shi® r and its sibling Adab . as. well ag the*ldterary circles within

B o= R e o
P Af D A e

NS L R
pEN
H

and outside‘the Lebanon. Part of this reputation was. deservedly an. .- - -

e P

acknowledgement of his salent and his unwavering efforts in propagating{,/”n<;x
\

e ST ST

and establishing the poeme ‘en prose as a’ respectable and - independent
RN o'--'rj‘litefhry genre. . 7 'v_; . o o ___..;'_ “‘ff o
| " The disappearance of §hi_£fin the mid 1970s may be said to have

L resulted in the waning of his reputation and the- interruption, if -not
the cessation, of his poet}c output, even though he ‘is still the Editor
of al—Nahar s lif%rary supplement. Part of the lapse is caused (a) ,by

-~ a general decline of interest in the already aging and sterile 'Free

Verse Movement,' of which the poeme en _prose is regarded as an offshoot,

and (b) by the fact that his first collection of poems Lan, was arguably

.his tour de forcg, after which he either aontinued to imitate, or failed

s : to excel, himself His subsequent collections are a testimony, however,

to "his ability to write unevenly good poetry.' Al-Hajj s success as a

i ' o Ve
‘ o -
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2~-journalist, albeit a literary journalist, also tends to divert attention 0
.‘5 4
from his poetic talent. His recent partisan embroilment in the on-going
Lebanese Civil War may well be another factor. - -7
The Importance of Beirig ’Unsl al-Hiij -
) . N - .Q . . N ) : r 2 a . : ,
A. Al-Hajj, the Introducer of the Poeme en prose as a L&terary Genre. L

Against the 1iterary climate'in the 1950s and i9608 which was
characterieed gy the steadily growing ?rqtestation.against'the even
limited innovation in the-Arabic;gagida and classical metrics as mani-
fested in the so-callen "Free Verse Movement.' Against this climate,

al—Hajj introduces and. writes exclusively in the more daring (by ‘ ﬂ'

Arabic standards) poeme en prose. Between 1960 and 1970, he published

four volumes of poémes en prose, and establisbed himself as a highly

"o

._famous or infamous avant-gardist although t#hue and cry‘against him

and his experinentatibﬁ with the genre has never died down in conservative

. . (
~and/gr reactionary quarters, '

r

It may be said that 'The Free Verse Movement' has paved the way

for the emer gence of the goEme en_proSe; but this assumption is contéste@
on the grounds that:

1. -kThe'Free Verse Movement' has mnéver freed itself fully from the
rigid conventions of tHe Arabic gagIda‘and prosody. .On close examination,

this movement has funetioned all along within the framework of the clas-

sical traditiona‘

2. Al—ﬂ!jj began writing his poemes ‘en prose in the Beirut monthly

review, al—Adlb, whose French—educated Editor, Albert AdIb himself a

writer of Symbolist prose poetry, opened its pages in the early 1950s

N
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, poets and w:it% Symbolist prose poetry. : -

3
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£

for the talented young poets and encgurageﬁi&hem both to read the French

o

“ Altho do not have access to any of al—HEjj's early poem§ such
as publishe -8d~Ad1b, his published books invite the assumption that

. oow
in order to arrive at his present gommand of his tools and literary genre,

he must have used al-Adlb, among other things, as his training and/or
‘his experiﬁenting‘groﬁnd. Al-Ad1b undoubtedly represents an important
phase of a;-aﬁjj's apprenticeship in letters and exposure to French

influence.5

B. Al-Hdjj, a writer sui generis of the Poéme en prose.
€ o

¥,
As noted earlier, al-Hajj has made the pgame en-prose his exclusive

literary genre &nd medium of expression. He states that he does not
write in any other genre, does not write about his poetryfand does not
publish any works of literary criticism as he would'erher reach his

readers only via his poetry, free of all ohstacles,6

. The Receptinn of al-PRjj 4n the Arab World. \\\

The relation between al-Hajj and the §g;ig review was initially quite
enigmatic. Paradoxically, al-Hajj was recognized by the review not as a
peet, but as a literary critic reviewing recent publications in modern
Arahic poetvy. With the .exceprion of one almost fotuitous case,‘that

i
1# the insertion of his "Three Poems' 1n the igsue of January, 1958,7

, r AL

“ 5
nothing other than his book reviews was pub%&jﬁéd until the Spring issue
: RE T '

of 1960.8 Al—ﬁijj, howevgr, became 8 permanent feabire thereafter in

'uarigﬁglc‘pagities: poet, critic, translator, Publi¢ist of Surrealism

>
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: ; -and a prominent member of the Editorial Board of Shi‘r and its Céﬁacle.
No public statements have ever been made about the hiatus between

L . 4 1958 -1960. Our personal interviews with the three central figures of

! I ' ‘

; the'Shi r movement: Adonis, al-Kh3al and al-HEjj will help to unravel

. . . e %’ g TR L B " L N - B e v o e _(_" s e v

T the mystery for the first time. With regard to the 1iterary genre under

? . consideratiom and to the backstage performance, this episode in the
/,_

history of the Shi Shi’r movement 15 indeed, worth telling. The versions
given by the three writers seem to complement one another and provide
a well—balanced picture.

3 . . o

Adonis refers to al—KhEl's negative attitude towards the poEme en

proee and consequently his refusal to publish any of al-Hajj's poems.

I shall quote below’'the relevant portion of his statement:

T ey

I was at the time reading the writings of the SGfists
[Musliﬁ Mystics], especially those by NaffarI and
Abli-Hayyan. and came to realize that their [prose]-
writings were more valuable and mote peetic thenﬁ
[regular] verse. ... Because of.this motive, I used

to encourage all the new writings to break away from

prosody. Al-Hajj was at the time writing 'simple!

: and elementary pieces, and in order to egfablish this
trend I tried my utmost to have him published. I was
then confronted by the strong objection of al-Khidl
[§giig's Editor-in~Chief], but I was at length able
to convince him, and consequently al-Hajj was published.
Furthermore, I. wr?te u?self "Arwaﬁ Y4 Amirat-al-wahm" ' v-:ftf'”

G ‘:P ¢« 2V Ny ('arvad, o
Princess of Illusion') which was the first poéme‘en
prose ever written in Arabic and\served as a prelude

"to el-gﬁjj and alfMéghﬁt, after whom the podme en prose W

- - ‘ hecame widespread and- gained universal recoguition.9

S e
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Al—ﬂajj acknowledges obliquely Adonis' effor'ts and adds that although
al-Khal and several others struck an attitude of unqualified rejection

towards the genre and al-Hajj 8 poems in Lan, they eventually accepted
10

this literary form and wrote their poetry in it.

v

" While d1-Khal keeps silent oh "his allegedly negative attitude, he
addressed himgelf to the genre from the historical perspective and its

place in Shi® r's innovative efforts. In comparison with the poetry of

«

Jabra, Sayigh and al—Maghut, which is intentionally lineated and rhythmic,

he regards al-Hdjj's poetry as the closest to the French model of poeme

en EIOBE.ll

4

In view of;ShiCr's history and its contents, it 1s not very easy

to rationalize al-Khal's early reticence towards this literary genre

and its practitioners, From the very -outset, Shicr pald special attention.

to the podme en prose and the variations on it. The first issues of the
review featured contributions varying from 'free' verse and poetic prose
by Albert Adib, Thurayya Malbas, Jabra I. Jabra to prose translations

from Jiménez' prose poem Platero y yo ('Platero and I').12

It is at least arguable that .al-Khal's senlority, Anglo;American
educational background‘together with his position as the Editor—inéchief
and bis public responsibility as the leader of the movement® must have
put certain limitations on his freedom of movement and made him look like

the conservative in. the group.

Phase II

-

With the publication of Lan in 1960 al—Hajj and, by extension, the

pAeme en prose as an 1independent literary genre, move from the relatively

small and private circle of Shi r to the general readership inside and

128
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outside the Lebanon.. Al-Kh3al rises to the occasion and writes an

enthusiastic blurb identifying the character of the experiment and 1its

place 1ip Arabic and international literature. -

14

«
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(A1-H3jj's volume, ng, has pushed Arabic poetry
audaciously  to the demercation line between the
old and the new. .The Arabic¢ word in the collection

" bursts with new energies never before known in Axabic,
and the style of expression follows a new direction
that has its place in contemporary international
avant-garde poetry. As for its content, personal

: experience and sincerity qualify the collection as
the best expression of the rising generation.
In this first poetic work of his, al-§ajj blazes the
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~trail in Arabic poetry where heistands“in’the fore-

front of a rebelliOus poetic»generation'aspiring'to

a lofty unique construction on: the ruins of the banal,
the outmoded and\the impotent both in our Arabic )

literature and-civilization..

S PP e M & A mree e

Unsf‘al*Han*was’Borh in’ﬁeiﬁUt twenty-three” years -

ago.

@,

> v e

O v e wﬂ)-,o"‘

“ -

He makes his living as a literary jOurnalist,

and participateés in the. Thursday meetings of the

Shi Shir review ahd its Editorial Board )

o

“ - s e ms
© oty L -

denuded of their aé}thetic layers -and reduced to either one of two

- polarities:

‘pPro- or anti- nationalist sentiment.

One of the very

- -

& e

influential literary organs which is 80 oriented is the Beirut—based

"“monthly review,

P

l-Adab.

l-Adab has adopted, aince its inception in

u,\...

rLotoe

championed the nationalist cause under the banner of pan-Arabism.

the early 1950s, a version of Sartre's engagement ("I1tiZam"); and .. ..

CRTO ate e N
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Literary avant—garde movements in® Third WOrld c0untries are often

Al-Hajj's advocacy of @he'péEme,en‘prose and his uncompromising indictment

of Arabic efféte conventions were fn all likelihood bound to incir the'
wrath of Arab conservatives and nationalists alike.
Under the heading n \e LHFJ " ("Our Lebanon') al-Adab assails 'a

series of cOnspiracies,' allegedly aimed at balkanizing the regionhand

/),)

derailing the Lebanon from its pan-Arabist path, and singles out indirectly

the Shi r grOup and al-Hajj .

It is necessary to point!out here that these‘conspiraeies
operated in manypfields and that we took it upon ourselves:x
more than once in, this review to expose'them in the cultural
realm where these [conspiracies] flourished in the hands

of a group whose principal objective was to destroy Arabic

o~ legacy, to spread chaos, to disseminate

'rejectionism'

t**‘“f)"") and to adopt extremism as well as madness
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The publication of Lan in 1960 generated a. telling debate that was
to continue well into the seventies on the pages of the Shi T review
.
a8 ‘well as. other’ literary periodicals.” The debate in essence reflects

L ae e Lae diyerseoapproaches and attitudes towardq,al—Hajj and the genre he
W' T el e et &'Orfn, Lo T R Rt e T e a .'D\'."a:-“ev ‘u".'_n.- T e . . ; i Tt
consistently uses in his collection. ' I
. ! ‘ The opening diSCussion centres on the manner of expression in Lan

- . and although there was a unanimity of opinion that al—Hajj .8 manner of

- - n .
- - . -.-,
~ - . - -

expression ushered in a new style, the question was raised as to whe;her :

?
or not the Arabic languagefwouIH acccmmodate-this Style. Jt was

. i o e p=ory e o
“ [P

' -»edntended that Atabic was ‘not familiar with this genre. The poeme en’

.

prose, in general tends to be personal nd Tt is more’ so 1n al—Hajj

Is it possible in this light to provide keys to this gehfe to make it

L3

* % OLe accessible to the égneraldreadership, or are the responsiveness
N . LA A . £l »iu;'-. X U T - s & . . .
. : to, and aPpreciation of, the genre merely personal or. private’ With LT
regard to the underlying philosophy in this collection, the observation

¥,
that rejectionism is the most pronounced characteristic that - .

,4,.4",

fg made

r*»‘

distinguishes this book of poems. Does the poet stop there, 1. e., at

e (g };(
the level of rejectionism, or does he try to. suggest an alternative to'

the world 'he rejects? Ydasuf al-Khal, the Editor of Shi‘r, “in his
attempt to‘sum.up the'debate, concludes that absolute rejection and .-

existence aretﬁuthally exclusive. Accordingly, Lan has the two ‘facets
I . B - . et A LD e—

of rejection and acceptance side by side, and.therein'lies“the contra-

’ ‘ e . ) 'n. _'_“ e
diction of the modern character. e : o ST LT

Al—KhEl attributes the obscurity of Lan to the subeonsciousﬂthat'

can simultaneously}see the vision and afford insight. This.probably_

accounts for the fact that when the poet expresses visions, . hallucinations-

~

o

.



s
A
i
!
!
{
&
:

.
‘
i
)
K

T R

) often prevails because of the chaos within himself on the .6ne hand amL

the density and paradoxes in his subconscious, on’ the other.;? As for

hY

Arabic as a modern living language, it cannot’ but accommodate all.

enriching attempts however daring and odd.

-y

Khalida Sa id sets a pioneering example of both objective and N

i = < ‘Bymp?tbiti°szi¢icism»of the egperimentalism_ 1in Lan, .2 collection that = "~
has been long maligned bflpé;tisan;;iews and“shoddy journalism.: Ih‘ﬁéé""“""“““
g i review of the early poetry of al-Hajj Khalida Sa 1d identifies his
Q; A salient characteristiqs and relates him indirectly to the French

N e E Y
I i - e e R . ~ - . .. .. e )
. . '

literary tradition, especially that, of the Dadaists and Surrealists. Her

o

e

approaeb-to al—Hajj is predominantly psycho-analytic.

o - 3 o 'I‘A

. :' Khalida Sa 1d argues that al—ﬂajj does not seek from the Introduction

«<r

to, Lan to set forth a new poetics of his own,_or explain the principles
according to which he writes his poetry. Neither is he interested‘in

. ) 7 : ’ .
constructing a.new world on the debris of the existing one. Apart from

J”his.defense‘of"the pOEme en prose,rthe'introduction can be reduced to one

3

basic principle, namely, freedom. His writing is inspired by the objective

chance " ;ﬁgaqﬁJ L //!L”) ‘;44¢,)' Like the Dadaists and o

early Surrealists, al-Haij has no ultimate aim from creation save emanci—
pation.

Al-ﬂajj =) poetry is best characterized by a critical struggle between

. ! 5
revelation and camouflage, between language and non—language. His poem

appears to be more of a torture ‘than of emancipation. It is in Paul : "

LI

Ricoeur 8 words, "a project of self-destruction, ?; The struggle between '
A . .

language and non—language is violent because language and non—language f'

_are of equal strength. This is probably what charges his poetry with .
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) impetuosity, fragmentation and tension. Khalida terms this aspect as,

A . . -
stammering v ¢KL£\¢J "). . While this stammening concealed hie

poetry from the majority - of his readers who have been traditionally

aCCustomed ‘to the patterned, capsulated self—explanatory thought, it

- gave him in their eyes a special attraction.

~

Khalida Sa Id interpréts the struggle between language and non—

A

language in Freudian terms, and sees it as a itruggle between eros

- - - =

>

and thanatos._ WhileeeroScdrives~him-towards'the-other,ﬁthanatbs‘freeies"

his movement and confines him to silence. The movement towards the ,h

other ‘means establishing contact with him/her, and that, in turn, means

v e - PR e Lo -

Ydeath and, consequently, non—language. LT

She -then identifies al-Hajj's major problem as " ‘;}9"‘,}:LJ""
%'('al—tawagul'), i.e., establishing contact with the other.-23 It is
oevident that contacting the other remains in Lan like a dream, or a
tenuous or almost impossible hope, and. that the poet is condemned - to
self confinement and to impotent language. In a gloss on Freud Paul ,
Ricoeur states that eros is enlivened by the animationvof thanatos.24
These considerations;are perhaps'what makes al-ﬂajj s poetry in éag

_ look like a stage for the struggle betyeen liﬁe.and_death,‘;Alvgﬁjj;-in
her opiniomn, telescopes the struggle in a line like this:
'25
\ l
,,«f,rr‘ ,ur)/“‘ w3 m*f/

("You let go of me, you solitary sea-straw,

' you haven't let. go of me."l).
he torment resulting from this on~going struggle accounts: for S

al—Hajj 8 oscillation between introspection and the invocation of his

":"m T

R

e

w



-the linguistic potential of negation and deétruction, on the other. As

‘~*-:--? L " a consequence of all this, his diction throughout Lan is. stripped of

‘:‘ail rhetorics and decorations.
‘ L e Khali-da Sacld d,isco_vers some similarity -be_twe"eél el-l_ié"jj and the '
- ASurrealisteighen she‘notee;thétpin hiejfeverish resistance'against
thanatos, al-HEjj‘reeiéneﬂhimself to the current of:autohréproductive o .

s

bi S S *.words, and this is where his. poetry would appear vefy close.tp hallu-if'iff;hhw

cination or automatic writing.z6

"

In another study of "The Early Indications of Rejeftfonism in

 Yiodern Arabic Poetry" ("pqr)' ! //'JM)" Yy % vhere Khaldda < ¢ -

Sacld deals with one of the major characteristicswof the Shi r movement,.

-

" she identifies four categories of the phenomenon of“rejection*

¢ ‘ i. Negative rejectionism that maniiests itself in resignation'

ii. —Positive rejectionism that tends to destroy in order. to

-

build anew, . - ¢
- r

111, Defiant rejectionism. that disowns the world but stays in

it"and : : . L ~
iv. Nihilist rejectionism which neither hopes,' nor resigns, nor

looks for a solution.

She contends that al-Hajj is the only poet whose poetry falls under this
' /
fourth category.zst 29 oo :

He prints the word 'Lan & Not/Never ) on the cover of the first collection

Al—Hajj, she says, "hoists the banner of negation."_

to negate the future in particular, since to him future implies hope,
~

As a consequence ofvthis temperamental orientation, al-Bajj turned his

§

 back to ‘the world apf chose the exile within his body. Like al-Hiij,

B e L R
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- his.blood. :-He says about himself'

'Khalida Sa Id in her study of rejectionism, hastens to correct her

) the other rejectionist poets reject the world but, unlike him, they

B reject it, confront it and remain in it._ l—Hajj 8 rebellion is not

_— Al

only against the world without but also against himself, his body and '

a ‘. P

' . e s ' 30‘

0 . A\ V. S R T ;
(4) D ey ¢ 7 M ~‘?’" andl

("Don't be created again with this blood in your

veins“) e .

- 2
[T — i)

earlier formulation on al-Hajj In her review of Lan, she asserts that

-

: al-Hagj 5 poetryadoes‘not“aim at building a-new world on the ruins of

the existing one, and that the process of creation in al—Hajj has no

ultimate purpose. She draws, however, the opposite conclusion in her

.o

- study of rejectionism by quoting’ Nietzsche s "One of the fundamental

conditions for confirmation is nega ‘and destruction. ' She also

quotes a French historian of Dada as stating‘lat ‘the Dadaists aim
J J

from rejection and destruction is to replace the submission to the status
Ca - - s

quo. by the creation of ‘a loftier real‘ity.31 jv

L]

In a similar vein, Nihadﬂxhayyata approaches-alfhéjj from three

bdifferent ang}es%” the rebel,‘the'theore(::ian of the poeme en prose,

and the poet in Lan. pHeuregards al-héjj as a first'rate_writer who

"devises for, himself an unprecedented-SCyle“of writing all his own.

Because of his absolute rejection of the familiar and the commonplace,

_sal-Hajj seeks a language that does not exist in the Arabic lé%icon:. he

coins his own vocabulary.32

ﬁis'theprization of the genre in the Introduction to Lan testifies -

»

-
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' to hi§“SQ9nd understanding and“hroad knowledge<of his subject_matter.

' S AW 2 .
Al-Hajj introduces three genres: " ,f“)- Lasatd " (! poeme en prose ",

.",J" ‘{}z‘) _,ﬁ‘J| " ("poetic prose") and " //”4¢l./2~—J' " ("prosified

or prose poetry'").. He does not, however, define the latter two, nor

does he distinguish them from the poEme en prose.' Despite this reser,,
t .
vation, Khayyata makes the assertion that al-Hajj has succeeded in

»

) _presenting the genre as a self-sufficient and intellectual structure.

"‘In view of the fact that al—Hajj s poetry ts distinct, an appreciation

of it cannot be arrived at through the applftation of 'such criteria as’

were applied to al—Mutanabbi Ab{i-Tammam and Abu-Rfsha, nor can it be ﬁnliww

-

arrived at’ thrOugh the scholastic"nethod of analysis.

In,Khayyata 8 Opinion, the poetry in Lan ' resembles a contest in
cross-thought puzzles (not cross-word puzzles). Al-Hajj's poetry leaves
,vestiges'that penetrate the subcorniscious of the readers without their

._being aware of it."34 Khayyita goes on to draw;an interesting, if not

quite accurate, parallel between the effect of the poeme en prose on
the reader and the effect on the listener of a song in a foreign language
he does not know. If he listens intently to it, he will miss the point,
but if he busies himself with other things, t'he'-nature' of the'ema:nating |
music may well transport him to the atmosphere the meaning builds up.3§
The fritic then poses the question as to whether or not al—Hajj has
succeeded in conveying his experience. If the answer is negative, what
then is the value of al-Hajj s poetic output?

In Lan all is turned topsy-turvy: the sacred becomes yile and

the good evil. Al-Hdjj rebels against all values, and, in order to

"destroy them, he posits them in contexts that inspire nausea, loathing
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and disgust as is evident in his poem, " 4£)19J “b,—J" ("National Anthem )

—Hajj calls- for the destruction of values not to gratify a hysterical
desire, but because their foundation has collapsed. In his poem

" ¢’L¥?9 alp v ("State of Siegt"), he urges the destruction'of these

_ values because of his belief that they limit man's exercise of his

e o

humanity and inhibit his internal growth. Nihad Khayyata relates al-Hajj 8
poetry to its socio-political matrix:

‘1f the modern man is, as Lag intimates, restless,

desperate, rebellious and non-moral, then all his

creative works in literature and art are but - a . - °
o "refleetion of his state of being. It also follows

that the tontinuation of this. type of -literature ~ ¥’

and art - "the literature and art of pustulation"

" Zy') /):4).‘ c«)‘ ") - is contingent

on the continuation of the modern man as he now is.,36

Khayyata concludes his review of Lan with the unqualified assertion

«that,al-hajj,isvan honest product of his age, and that the"battle'1

bet@een him and his .adversaries is not ope between a 'sici' person and

'healthy'-people; rather, it is between a ‘sick person and others who do
not have the 'lumury' ™ 4551;?3 ") of sickness - those are the type of
healthy children who have not yet had the measles,37

Adornis ( €11 Ahmad Sa© 1d); the undisputed architect of the Shi r

movement, spared no effort to orient the podme en prose experiment

properly, publieize it and write encouragingly abOut it 4n his letters

"from Paris at the time. In the coutse of juxtaposing traditionalism

with innovation and radical catharsis, Adonis states openly that:

A'Lﬂ) I”Jaultd"”ﬁf /}Lu A’r ‘SE{,U' th;’ID . [ZiF;O i “ 38




5

e S AR T

B L8 )

(5.7 P
FAaR)

Sl Saw s IR A G L i S

("’Unsl al-H&jj is the purest among us. We, are

in turn defiled .more .or less with traditionalism.")

The significance of this laconic reference to al-ﬂajj s phenomenon

has been disCussed earlier, Suffice it here to add that al—Hajj 8 intro-

>

duction of a new style of expression and a new literary genre’ as’ well

as his revolt against Arab thought ‘and literature constitutes a total

" break with tradition whilst the rest of his fellow—poets and thinkers

still oscillate between tradition and individdal ‘talent.

»

The Egyptian reaction tO‘al—ﬁgjj _ C IS /

) o o . -
The publicdtion of the young Syrian writer, H&nI Mandas essay

on the podme en prose and al-Hajj's two volumes, Lan ('Never’)fand

. al-Ra’s al—Maﬁtﬁc ("The Severed Head') in thé'Egyptian poetry review,

al—ShiCrbmay be seen in retrospect as having come at the wrong time

amd'in the wrong place.39 The Editorial Board of al Shi r, either in

line with' literary orientation or .in order to absolve itself of the

potentially dire consequences, prefaces Mandas' essay with the following

- statement boxed and conspicuously centred on the bage:

40

-t Vo Yo L e ’ . '
u,;«;y‘-,_u g M}Re‘)*‘ ,\w“ L'ﬂ
MA))\W/) /«) W/ )’l/

L P )

1 -\\ "’
4 ".L» '
i (This essay does not express the viewpoint of the

review and we only insert it in keeping with the

freedom of the press. The review welcomes the

139
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the different rebuttqls it receives. ;

The Editorial Board) &’
Abd al-QEdir al-Qitt, the - Editor of al—Shi r, addresses himself in
the following issue to ‘this essay. Although he obviously tries to be
judicious, it is apparent\that he relies ehtirely on the scattered frag-
mented quotations in Mandas essay, not on al-Hajj's collections - a

fact that is likely to wrench those quotations out of. context. Al—Qitt“

commentary on the essay and on the value pf the p;}me en prose in al—Hajj

is not demonstrably written from the vie oint of the eminent western- R

-

educated critic and professor of litera criticism, rather, it is written
in the typically acid editorial style;61 his poetry review was faced
with a series of conflicts wispwthe authorities, especislly the poe:;y
committee in the Higher Council for the Protection of Arts, Literature
and Islamic Affairs. The observer of the literary scene at the time will
have to take into account that slfShi rlwas openly accused of promoting
. new and, therefore, anti-Arabic and anti-Islamic trends inppoetry}
Al-Shicr in this;climate, end jlth a radjical form like the poéme en
‘prose;, had to guara both against further conflictslwith the poetry

committee and various reactionary quarters.

also be noted that waves nf innovation originating in, or
_ # .

C Ominﬁ‘% !

as hostfle’ blthe concept of Pan~Arabism on the ground that the Shi T

pt from, the Lebanoh, have been invariably miscoggtrued

movement, particularly,in its first phase, was anchored not in the A
Arabic but the Phoenicisn_ciyilization_and literature. Although this
icharge' can be atbleast argued in the case of al-Khal and-Aﬁonis, it
does not apply to al-jajj who, in a long poem " v‘ﬁ\:}“) (-_4)“‘:‘,? ,‘) (_4-3‘

departs from the Phoenician myth of Tammﬁz,42 which was Shi‘r's slogan at //
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("T burn not to be resurrected, I return not to be

slaughtered. I burn and'céldiy enter you.')

Pfaotié;;Ay no one in either Egypt or the Lebanon paid any atten;ion
to al-ﬂijj;s or*eﬁtation outeile the Tammﬁz—Phoeﬁif myth, Qﬁich was the
rallying slogao of most of rh~_§hli§ movement in the late 1950s .and
early 1960s. Al-Bajj, on the other hand; is a rejectionist of a aifferent

colour:' he does not renounce the Arabic legacy because it is Arabic, or

seek ‘the Pﬁoenician civilization as a substitute; his rejectionism is
w . ;

primarjly inspired by his unwavering quest for change, mewness and candour.

Tn the wake of the Manda~' essay,and al-Qirt's hegative editorial,
I ¥
gl:§hii£_pub1ishén a mediocre essay in which the Lebanese innovative

mrvement and a1-Paji'r erperiment are assailed on national and moral

i '
grounde. A year or gso later, the review 18 seen as trying to redress
the balance. A prrnfesrrcr of French writes a well-informed essay entitled

P A .
" 53934'45L§)u,: " - a wittiraly or unwittingly over-csutious heading

' . N\
('rretic pileces or etanzas') for 'poemes en prose' as it mainly focuses

on Baudelsire's theoretical sand practical contribution in this direction

. c '
and gives a gshort histori- al geceount of the poéme en prose. AlT Darwieh.

the author of thie essav, ~~nc)udes by a selective translation from

4 4 -
Raudelaire's petits pgéges en_prose. > Similarly, Anwar Liiqa translates

a ghort, vet pithy, study of the different forms of contemporary French

poetry by Jean Maurice Gautier. It places French innovative trends,

' 4
Suyrealist poetry and poéme en prose in the proper perspective, 6

Thege twe jneertions cnuld have been introduced to the Arab reader

141
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in Egypt quite indirectly as though to offset the negative reception

of al-Hajj and.thg_poEme en prose on the pages of al-Shicr, and to make

the reader aware of other national literatures' having undergone and/or

currently undergoing similar phases of development and innovation.
-’

Other Regional Reactions

In view of the references we have, we are given to understand that

A

al-Hadjj as well as the Bé}ge en prose has made a limited, but undeniably

jnteresting impact on Traq. An Iraqi writer admits, in a letter to

Shicr, that the attempt to defend the ppéme en prose and assimilate it

in iraqi literarure t§ a strenuous responsiﬁility, and that it is such
in the opinion of the "fossils of literature" (" %33)1’;292):’ A }!')’i
who still cling to the companionship of éncient poets, forgetting our

circumstances ‘and place in the present civilization. He then adds: "I

have written in [the Traqi daily] al-Mustagbal ("Future") a lengthy

--. The responsihility, te repeat, 1s strenuous, but/ladhall defend the
{

genre as best as 1 can bec? ~e T helieve in the reaf&ty of the Bpéﬁe en

. _"/‘7

prose and its futurve.

The Jordanian writer, ' Imad Jumhdr, acknowledges what he terms as

"the admirable role played by the innovative Arab belletrists and

<.

ricneers of the literary renaissance, especially the poetic reénaissance

through which the poéme en prose emerged and became undoubtedly an

important part of the history of Arabic poetry." Jumhir gives the credit

for the poéme engprose'to the Shicg review. He also conténds' that the

1472

")

pdEme en prose, which is regarded as a breaking away from the deteriorating

Arabic* poetry, has become one nf the distinguishing aspects of the

>
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. modern poetic renaissance.

Phase III

A.

~

The Steaddily Gfowing Interest -in the Genre

In the wake of the praciical»exampies published in Shicr, and

A‘\t -
Adonis' theorization on " ’,ﬁ‘) :4~¢;) ", the genre begins to acquire

circle.

In its summer (1960) issue, Shi Y reports:

AT ST W PRV T a,,y,»-,u. oS
3 2 %/""/04‘)) B, “""'
EB) M) Ju A4 )/) ‘/)*W A,\,,U‘
A
2555\ 6\4‘,),‘»»/\)/&«*“ WDy spads N
A SR LA, «/;}" casts a)
Ak o0 0o W43 F VPt Au))‘ bust ‘-*J".

> ‘,.,.yd-ﬂ)’(’

' wide recognition, and steadily popular interest, even outside the Shi® s

49

(The talk still continues about the poéme en prose, which

has been dealt with in the stndies as well ae other

features of the [Shicr] review. This new style of writing

1s beginning to crystallize and establish itself at the

individual and collective levels. t&everal different

studies for and against [the genre] have been featured

in [the recent issues of] al-Ad1b and al-Nahar daily, in
whose literary corner a 500 00 Lebanese liras [=$l78 50]

has been announced and wonld be given to the best Boe

“en prose.)

143
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B. The Imitdtors of al-H3ajj oo

The tremendous success of this literary geﬁre in the hands of
al-Hajj seems to have inspired many poets who were published in Shicr

at the time. It was evident that in the 1960s, after the publication

of al-Hijj's first volume, Lan, more poémes en prose than poEmes en _vers
were inserted in the review.

Although it cannot be readily documented, el-Bijj may. be said to
have exerted direct or iﬁdirect influence on his fellow-poets such es
a close fr;end of his and a member of the §2135_Editorial\Board, Shawoi
Abu-Shaqra, who switched from the taf‘Tla verse (a variatioo on the

treditional ga§Ida) to the poEme en prose. Abii-Shaqrd's volumes of -

poetry in this genre were published ehortly after the successful gétut -

©

of al—HaJJ in 1960, 'the fairly consistent theorization about the goe

en _prose in Shi‘r and the introduction of its major representatives in

French poetry along with selected prose translations from their works.
Another good case in point is what I contend to be al-ﬁéjj's influence
on the leader of the Shi‘r group, Ydsuf al-Khal, but I 'shall defer this

to deal with in the fourth phase of al-Hajj's reception.’ s

The poémes en prose of Ilyas MassUh, whose publication coincided +

a

with the growing interest in the gehre at almost all levels, merit our
attention. A random sampling of Massub;s poems, published in §hli£,

may well reveal much more than a casual effinity between him end al-Hajj.
Massﬁb's " }k&'bel; n30 ("Eight Poems") oo not only follow closely '
al—Hajj 8 phraseology and poetic technique, but actually bear s?riking

resemblance to his temperament and intellectual preoccupations.
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Phase IV ;
7"? . "

1) The Poeme en prose Triumphs

k4

Ydsaf al-Khal, the senior leader‘of the Ehlii movement, is at length‘
persuaded to use the genre among other poetic media;’thus according it
his practical 'blessing.' It is worth recalling that al-Khal's stand on -
the genre has undergbne three stages: first, al-Khal objected adamantly
to it as noted above; secondly, he-accepted it, on sufferance, in the.
practical contributions of Adonis.and al-gajj, and finally, he adopted
the.genre and used it with other poetic forms.

51

‘ 30 v ’
The publication of his M“’. ,w ("Poems at Forty"),

v,

K3

and the inclusion therein of a few poemes en. prose provided‘al—Hajj with

the opportunity to review al Khal's volume and evaluate inter alia his

experiment with the controversial literary genre. Now that al—Han has

to his credit a published volume written entirely in this form, and that

he has theorized copiously, besides the Entroduction. to Lan, on the
genre, he assumes an inescapably authoritative tone in his critique.

The poemes en prose in al-Khal's volume fail to charge it with

naturalness and profound thrust; rather, they are exhausted. Lack of
diversity, the poet's deliberate successive gasping and .unsuccessful
style of punctuation, pausing and digression expedite the'intrinsic‘
attrition of these poems. The fragmentation in al-Khal's prose is not
only mental, but it is also stylish. I am even about to say that the
poet's affectation of stylistic gasping'is done'to heighten the oOetic
temperature, and;in'keeﬁing with the poet's belief that long context in
e

prose poetry smashes tauntness. But this, if my assumption be right,

-

is an error in the understanding of the gé?me eniprose."The goeme.enx
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~pioneering essay on

. . . [ . ’ .
of poetry based on the tafFIla (foot) as its.basic unit. Qabbani sets.

146

Pprose is broad enough to eomprise'all‘possible wayslof expression:

from simpleiand<comp1ex.uerration,_transparent lyricish, tovprojection;
éenuine and prosodic."gasping'."52

Al—Hajj goes on to agsert thJE al-Kh3l's attempt to draw close to

everyday common language just as Pound and Eliot did in theiy cultural

.poetry has prgven a failure. His is still an elegant‘spoken Arabic

and much closer to an intellectual dialogue than to a spontaneous attempt

in which the biting, lively outpouring of speech 1ntermingles with humour,

irony and elegance of expressio%_.53

2) Nizar Qabbani and the Poime en prose
The poEme en—prose has been steadily gainiug ground.since the

I S - o
. M- " by Adonis and the publicati& of

"

Lo o . . .
& i-Hajj s .fé . It is no miuor accomplishment that the genre has won

QabbEnI among its'genefal practitiohers; This French-educated poet and

diplomat who is 1nvariably a best-seller and is readily regarded as the |

most popular and most widely read " poet in the Arab world has enhanced

by his practice the elitist eifcle of * the genre and giuen it a popular

dimension.

Qabbﬁui tried his hand at all poetic forms and moved from the

traditional (gaglda) to strophic poetry, and from these to the new form

1966 or 1968 as the date when he experignced boredom with his ‘customary
poetic forms and consequently began to cast about for new ones.54 of -
the many statements he made on form and prose poetry, I find the followiug

piece of relevance:
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I have realized’that the;strict line wegused to draw
" between poetry and prose is only illusory and that
-tﬁerp&ﬁe*apfagé?;ﬁiéh we previously disavowed, e
and the civil rights of which we ignore& _and which | .

we considered a child of unknown ancestry - this ) _' d .

poEme en prose has regained its legitimacy and its

passport and become a.fundamental member of the o //

A e

(poetry club).

Qabbani s volume . MAJ\/’/‘\V ("'One Hundred Love Letters"),

T ¢

d . however, falls most 1ikely under another category of poetic writing.

3 _ B His is not strictly,a ppeme en prose, i.e., teunt, compact well-integrated

poem, shorn of all rhetorics end orﬁament; rather, it~is'poetic prose,

-t . .er at best7dazzling-raw materialffoffpoetry.

e T
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The point, however, remains that the veterans of the diverse forms
of classical poétry have begun -to review their conception of poetry and
shift their critical position or poetic orientation'g%der the_general

yet strong influence of this new genre and the cbnsiderable success of

; v
F . .

L its representatives,

3) ,The Sworn Enemies of the.Genre

N : . Y x5 . v 3

1 Al-Adab which as we noted earlier, consiStently denounced the

poeme en prose and its representatives, has been persuaded, only in the

late seventies, to ﬂchange or modify 4its stand on the genre. We shOuld :

bear in mind, however, that]al—Adab has not, yet formulated a..conscious

policy towards the genre and its major representatives.

. The Editor of al-Kdab must - have found it quite difficult to overlook

his on-going feud with avant-ggrde reviews, especially with the now

defunct Hiwar, Shi°r and Adab, against which he launched a slanderous

e

IR e SO S T 2
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vAdonis, al-Khal, etc., he answered evagej.y: '-'I respect their critical

S f - 148

Y
el

'campaignuof national and personal dimensions. In as recent an interview

as the one conducted with him in September, 1978 Suhayl Idriss, the

Editor of al-Adab was criticised for his failurE'to acknowledge the - ‘.qu' -

poeme en_prose;' which "has established itself_and mapped out its

creative-existence."56 Instead of dealing with the genre, he went over
- ’ .! M N . N
the achievements of al-Adab since its inception. Despite the fact that

‘ al—Adab has been on record as denouncing this genre, he strongly deni¢s.

3

that the review was ever hostile to the‘pAeme en prose. He adds that

due to the paucity of the ‘good models of this genre, al~Adab did not -

publish any of the contributions it had received, and "consequently,

¥

we have the feeling, but this is not our. conviction, that ppeme en prose
57
1) ]

[as genre] still lacks its knights, let alone its pioneers When

IdrISS»WaS asked about the.poetic experiments and contributions of_al-Hajj,

’ N ‘ ° 4 .
writings. n>8 - S B -

Notwithstanding its vague policy towards the genre in question,

-

v‘al-ldab_has started to publish poemes,en prose alongside regular verse..

The insertion of such poems is, however, arbitrary; it 1s in most.cases

motivated by edither the contributor's standing with the review, the

topicality of.thefsubject-mattefbor cdnfentionally typographical arrange-

ment of the materfal and not its intrinsic aesthetic value. ~
. ; . P : . . V- o

Although there/yas;some debate on- the poEme en-prose'in the 1950s

~as shown elsewhére in this study, the publication of Lan in 1960 sparked

off-a critical storm over the genre, that was to continpe well into the
1970s. Both before and after the appearance of this book in print, the
critical approaches to the genre have been marked by two features:

R
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% &t_t_:ght-ien to the formal aspects of the new genre than to its .content.

The Roeme en prose, however, has since gained currency even with tacit
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FOOTNOTES

L : = See Adonis, ¥ \w‘j " ("On the~ poeme en prose'), Shi r,
'@Qf IV 14 (Spring 1960), 75-83. It was probably Adonis who arrived at the

Arabic equivalent to the poeme'en;prose ~ a direct translation of the

French term. Adoqis' p6Emee en prose predate any published poetry of
‘al-Hajj.

2 ‘Qasida: the classical form of tbe Arabic poem characterized by
cohsistent and uniform rhythm and rhyme.
Strophic form: though still written within classicalAehnventions,
this.form allows a measure of rhyme variation. Rhythm, i.e., the
use of oné metre (bahr), is maintained in all stanzas, unchanged. .
"The Free Verse Movement:" 1is, in our opinion, a misnomer .
Despite'its apparent 'freeﬂpm;‘of classical conventions, it can be
.argued with geod reason that the movement substitutes the taf ila (foot)
for the metre,. This limiqu variation in rhythm does not justify the ’
hpopuiar terminology. : . ;
Adonis used this combined style in several of his poems. See
al-Athar al—Shi riyya al-Kamila, (Beirut, L4§;?::351. 1, pp. 511-521,

522-532 and passim.

3 Al-Hajj, "Intrdduction," ng_(Beirut,.l960)1 PP. -B-9.
4 . . ‘*"— . . » “:.‘»,-[-,“.“'"-‘ [
Lan’ p . 97 . R . " .t ' : . V"r;.’
5

On al-Adib's interest in the genre, see Shfur, v, 15 (Summer

1960), 146-147. ‘ _ : o ,

6."Interview with al-H&ji."

7 Al-Hajj, "Three Poems," Shi‘r, II, 5 (1958), 25-28.

8 Al-H&3j, "Three Poems," Shi‘r, IV, 14 (Spring 1960),. 25-27.
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L9

' 10 "Interview with. al—Hajj " .
Al-Hajj s statement that al-Khdl objected to the poems, in Lan
must be construed as al-Khal s imitial objection to al-Hajj's poetic
writings before they were published in book form. Al-Khal approved of
the publication of Lan by shi€ r “and wrote a highly appreciative promotion
of it.

-

11. "Interview with al-Kh3il." .

See, for instance, s'hi‘?t, I, 1-2 (1957) » 25; 65=72; 13-14; 41-46.
¢

12

13 Al-Khal Adonis, al—Hajj/ygre born respectively in 1917, 1930

and 1937.

14 The cover blurb of‘ng’(Beirut, 1960). ,In spite of the anonymity
of the blurb, we can establish al-KHE}'s authofship of it on the basis

of a one-line quoggtioﬁ from this blurb used as publicity fer al-Hajj's
second volume of poetry. The quotationvis ascribed toval—KhEl.

15
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Al-Adab, X, 2 (February 1962), 1. | ”

| o
16 See Kimlida 5a°1d, " é")\ «),?)\/Q i;»/))‘/)‘)f‘ "

("The Beginnings of Rejection in Arabic PoetryM), Shi r, V, 19 (Summer
1961), 88-96.
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17 See al—ldab IX (Spring 1961) - quoted by Adonis, Shi Shir, v,

(Spring 1961), 177.

-~

A
See §abrl Hifiz, ' /a})/’ /w /‘)M())’ " ("On the
poeme en prose: Neither poetry nor prose'") al—Ade, XIv, 13 (1966),
152-156. ' ) )

i

19 On all aspects of this debate including al-Khal's summation,

see Shi€ Shi"r, V, (1961), 182 and 186.

_ : SRy LY IO o
e | 20 khaElida sa®1d, " QD Y o3 " snis, v, (Spring.

1961), 9.

L]

21 . c " ‘\/( | ‘ "
Khdlida. Sa 1d, AJ Mawakif IIT, 17-18

(September - December 1971), 131.

vy , : |
J - 22 Khalida Sa“id, " CD 0/‘)) " book review, Shi® Shir,

vV, 18 (Spring 1961), 155- 156. See also her essay ' )’“ A.))‘)J‘ "
(""The Moving Identity"), Mawakif I11, 17-18 (September ~ December
1971), 131. '

: \
23, ‘a~7§;a’ 4_,.5,1,)‘
December 1971), 132,

L

Ibid. ‘ Ce

," Mawdkif, 111, 17-18 (September =

25 Ibid. See also al—Hajj, Lan (Beirut, 1960), p. 104. Cf. the )

Ti.ESt’Of this quotation: r\,\ ){ 4)#{) M){ )D ’7) 4)/‘"'

126 Mawakif, III, 17-18 (Sept,ember -"‘..December 1971), 132.

27 shir, Vv, 19 (Summer 1961), 88-96.

28 Ibid., pp. 94-96.
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29 Ibid., p. 96.
30 See Lan, P- 55. ’ ‘ - N

, . .
31w W r_))") /4)0’,00)\/)/ " Shi Shi'r, v, 19
(Summer 1961), 96. The identity of the French literary historian, who

wrote a history of Déda, cannot be feadily established. o

‘39

L TR S Y WP -
Nihad Khayyiga,"(?) ‘f{j;éaffAQ/ﬁiéxgdeﬂf JE}," shi‘r, VII,

25 (Winter 1963), 99.

33 Ibid., p. 101.

0

34 Ibid., p. 100.

> 1bid., p. 02, | R

36 1pid., p. 103.

Ibid .

RV
38 icr'.' 18 (Spring 1961), 181. See also " Z_ 0/‘ c» "

("To ’Ungl al-Hajj"), al—Nahar (February 3, 1961) and {Beirut; 1972),
PP. 267-274. SR )

i : s Ay o

sﬁ"%’ :ﬁ}bﬂé’ni Mandas, " ,uk‘) U’JJ W " ("The poeme en prose

%}1\ -the Lebanon"), al-Shi r, I, 8 (August 1964), 64-80.

by : L
40 Al-shi‘r, I, 8 (August 1964), 64

A

‘ I ' Bl ; 5
41 w" yj)‘) WWJJ)M " ("The Poeme en_prose

i the Lebanon and Verbiage, [1it. linguistic chatter]), al- Shi r, I, 9

(September 1964) N 10—12

42.'1‘,he Shir movement was referred to at its earliest stage as the
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" Tammuz or Tammizite School‘because of its abundant use ofvgge Tammuz
and Phoenix myths, both of which‘are proper to the Sumerian and
‘Phoenician civilizations. €A1l Ahmad Sa Id has adopted the pseudonym
Adonis, which is a later variant of Tammu®z. §hi_£_s earlier basic
belief in resurrection after death in its broader dmplications stems
from the Phoenix myth "lLegend has it that when [the Phoenix] saw death
draw near, it would make a nest of sweet-smelling wood, and resins,
which it would expose to the full force of the sun's rays untir‘it burnt
.'1tself to ashes in the' flames. Another phoenix would then arise from
the marrow of its bones," J.E. C;rlet, A Dictionary of Symbols (New
York, 1962), pp. 241-242. On Tammiz and the use of myth Jn the Shir

: c -
- movement in particular, see As ad Razzugqg,

. N R - 3 .
/‘1}3/);‘)(¥ }w" ‘)Pw\)é’/”g_f_ 22N ("Myth in Contemporsry

[Arabic] Poetrfy: The Tammuzy Poets'") (Beirut, 1959).

43 Lan, p. 82. ‘

_44 See Muhyi al-Dfn Muhammad, " (:"V /"ﬂ)(,‘(’ ‘;W L""’\/’// "
("Barren Tributaries in Modern Fretry"), al-Shi‘r, i, 11 (November 1965),
3-15. n,

45 ¢ " ﬁ A v ,\"—' " c
All Darwish, il CL*“,—eLm’ ," al-Shi‘r, II, 14
(Februéry 1965), 47-55. It is to be noted that Darwish uses, in the
body of his essay, such expressions as " _/)4‘){//*A)f//e R (p. 48)°
- Baudelaire s prose poetry") and " e,)”‘J{’ciéy ,ULw{ P "
(p. 52) ("Qelections from Baudelaire's prose poetry 'Y, while he congfatert |y
translates "Retits poémes en prose" S, _‘A;Jyn .‘_v ‘;¥§*£;>
verv awkward tranglation meaning lirerally "little”pieeeﬂ of prose,"

p. 8. _ A

A TR RS s
Anwar 10q3, trans., " AV AR P ' al=Shi‘r,
TT, 2 (August 1965), 47-55.

A6

47 Shi‘r, VIT, 26 (Spring 1963), 145.
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48 Ibid., pp. 145-146.

4o
" shir, 1V, 16 (Summer 1960)f 146-147.

N

50 Shi‘r, IV, 23 (Summer 19624{ 45-50.

’ . -
5 - b, S
31 Al-Khal, w/‘) 44 /uw (Beirut, 1961)., The volume

contains five Ro?ames_en prose, roughly one fourth of the twenty-two

poems of the volume. The date of publication suggestrs that al--Khal must

have tried the genre much eatrlier.
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shir, V. 20 (Automn 1961), 100.

>? 1pbid.

5/ . i o A4 A L
! For these conflicting dates see his books }z)‘}_“__/’/y&
("0On Poetrv, Sex nnd“.’Revolution"). 3rd. edn. (Bedrut, 1973), p. 32 and
A - . " :
2 i‘ C ‘_)t*’t:" ("My Story with Poetry") lst.edn.: (Beirut,

UL R R

5~
0abbant. Qissat{ ma“a al-Shi‘r (Beirut, 1973), p. 250. See ale~
w

on thie queation [Intr-duction] to ™ UA\—/ﬂ/’AiA (Briruer, 1977),

o BagWlo ey il r et b,

her ¢ he diecngeceg moyph ey ir ~» gimilar vef- J

S . - .
6 Al-Adah, ¥YYVI. ~ (Sept~mher 1079), 5

5 .
8 Ibid. Sore of the poets referred to in the interview such as

Al-Maghiit, do n t have any ciitical writings.
59 - - ' .
Al-Z.__d__é_l_b_, * staunch opponen' of the genre, has been according,

v rhe late 1770 and early 1980s£, ' 'nusiderable space in its monthly
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1ssues to what is probably assumed to be Ro}ame en prose. Al-Adab arranges
these poems on the page with line breaks., These boétic writings éte

no more than eitheér raw mat;arial for poetry or at 'b‘est‘.ibp'e'ti.c ‘pfose. . To
mention only a few examPles, see al—Adéb XXIX, 9410 (September I— Oc tober :

1981), 4-5, 14-15, 20-21, 30-31 and 48-50. -

ol



VI

CONCLUSIONS

157




o

—

i ’ A

The Renaissance in modern Arabic literature has meant two simultaneous

endeavours: a revival of the classical heritage and a serious attempt

to overcoﬁéwlﬂéAsﬁérilé iigéfary inbféédiné; which.iong feﬁéfded tﬂé

development of art and literature under Ottoméﬁgtutelage (1300—1919),

by conscious exposure tq_exterpal influences. These attempts weie to

result in new and creative achié;emenfs.. 0f all the foreign influences,

Frehch and English literatures figured és ﬁhej;ost prominent western

influences on the growth and deveiopment of modern Arabic literature.
Before it reached the mostArecent phase of its artiéulation in the

form of the poéme en prose - the focus of the present study - modern

“

Arabic poetry.had followed a fairly long course of development and has-
been inevitably conditioned by a dialectics between the literary conven-
tions of the diehard Classicists and Neo-classicists, on the one hand,
and, on the other, the successive and/or simultgneous modernizing efforts
of the’gzgég_croup, the Mahja:iﬁes (the Syro-Lebanese emigrés in North
America), the Apollo Grouﬁ, the "Free' Verse Movement and the Avant-

Garde Movement of the Shi‘r Cénacle

Arabic poetry underwent a rather prolnnggﬁ transition period between
the 1920s and 1950s, during which time Arab poets and critics became
incr;asingly dissatisfied with traditional poetic conventions. It is
arguable, at least, to trace this transition back to the early phases
of the fertilizing contacts between western and Arabic literature during

the French and English cploniéation of the Arab world in the ciosing

decades of the 18th century.

158
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Arab writers began to examine their literary legacy in the light
of western literary currents, and, eonseqpently, protest egainst the
o N~ :
forms they inherited - a legacy that no longef manifested any flexibility

RN

or'had any practieal bearing on their literary sensibilities and socio-

political c%nditidlﬁ. They sought to .articulate the inexpressible or to

give an adequate expression to their own experiences athrhe individual
and collective levels, which had 1eng been obscured through the outmodee
verbal standard devices and techniquee. Réality as it was.perceived

and formulated was consequently questioﬁed and rejected, There wes,l
however, . a marked fluctuation between a recognitlon of human frailty,
ef,the absurdity of existing stendards, oggectiVes; institutions, ane
a yearning fqr a higher reality which was neither populerisPr readily

accessible. The dialectics between these polarities was to result in

s -

. ¢
waves of literary experiments which cogtinued well into the 1960s and

1970s. ) . ) . o ’
Whereas;the.early intellectual unrest was evident in the two
Egyptian movements of the Diwdn and Apollo in the 1920s and 1930s, a
—
general air. of malaise apd dissatisfaction seems to have swept the major
literary circles in the Arab world.
Although a few isolated individuals, like al-BarudI (1838~
1904), are credited with the attempt to rehabilitate the Arabic language,’
and revive, in their literary practice, the models of cla;sical poetry,
it is precisely in the last four decades that :he search for new forms
had become more pronounced and gradually orgaﬂlzed. Writers groped in

earpest for a new poetics and wrote manifesto-like prefaces to their

dIwins, where novel themes and techniques, alongside practical experi-
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ments, were outlined.

The Mahjarites in the U.S.A., the modernizers headed by cAbdul-RabuiEn
ShokfI and the hApollonians" headed by Ahmad Z. Abu Sh@adi in Egypt; the
'Free' Verse Movement irn Iraq; the Tammizites in the Lebannoo, and
finally a refStively conser&otive version of the latter twouin Egypt -

i . B “ o
all such movements, spanning-1920-1970, constitute a chain of poetic

T ey e e

. » experiments, which shows a consistent, if not necessarily straight,

course in nearly‘half a century of literary evolution.

T
13
v
2
4
E

Notwithstanding the marked distinctioné in their literary and

ideological background, these movements have been oriented towards the
.. mearch for a modiried; reformed, or new morphology to accommodate
‘their oxpcriences that cannot.oe fully renderéd in conventional forms.:
Except where dictated by the present study, I have omitted" ‘to deal
with thelabove-mentioned movements as they have already received ample
'treatment in various scholarly works.l
In view of the contemporaneity of and interrelationship.getween
the 'Free' Verse and §h§i£_movements, scholarship on modern Arabic
poetry fails to drawvthe line between the two. A prelimioary distinction
is, therefore, well in order in this olace. The §Eii£ movement seeko
to shape and establish a new 'cénacle.' The leading poets'of §hii£
are revolutionaries who wish to cut themselves loose from‘the moorings
of Arabic ifterary conventions and align themselves with the ‘cause of -
contemporary poetry in the west. The 'Free' Verse Movement seems in -
retrospect to be no more than a bold variation on the traditional ga§Ida.

: ‘Contrary to all c}aims, the poets of this ‘movement have failed to bring

about a new species of poetry; they all have conceived and experimented
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with verse based on the taf 1la (foot) at varying removes]f;om the classical
qagTda. The movement accordingly constitutes an extension of_treditional
poetry,'not a break from it. The,inherently coneervatiﬁe‘natnre of this
morement foreshadowed its early stagnation and demise. Iteislnot without

significance to note that a‘major exponent of the movement, Nﬁzik al-

Mala’ ika, tried in her book Qadezgfal -Shi‘r al—Mucasir ("'On the Problem

of Contemporary Arabic Poetry") to canonize the movement in accordance
‘ with classical conventionetand proscribe any tendencies towards_radical)
innovations.? (Al-Mal?d’ika herself has retrogressed into a vocal reec-
3 tionary poet, thus bedimming 1n.$@§>opinion of this writer her otherwise

;. radiant and exceptionally talented contribution to stgnzaic Arabic

'g ‘ ~ poetry.) ‘ ' o =

The 'Free' Verse Movement, which iS'a'mienomer, relies structurally

£
3. 1ol .

on the use of the single taf Ila (foot) as the Bésic unit, instead of -

\~x

a fixed number of feet or a combination of certain different'feet per
line. This tafIla verse may or may not have rhyme. Within the compass
of the movement, the poets var?‘%uéntitatfveiy in théir_application of

standard poetic conventions.

The bhenomenon of the poEme’en prose as advocated and practised

-by'the,gbiig Movement in the early 1960s cannot be eaid.to‘have-emerged
overnight. It is not a startling innovation when measured againét the
background of the poetic efforts made by the preceding movements. All
these movements called for and practised freedoa from the fetters of

¥

o L " classical prosody and the outﬁoded conventions of Arabic poetry; commonly




-the Arab theoreticians and poets did not overtly b

.known as CAmﬁ'd al—Shicr. The widespread use of'prose'translation from

foreign languages and-literatures, the experimentations of Rikani and

;Gibran with the medium of poetic prose and the concomitant theorization

-

,'and literary criticism are undeniably among the factors that paved the

way for the emergence of the poeme en prose .as a distinct literary genre.

[y

[

It should be recognized. that the 'Free' Verse Moyement sought

i

initially to dispense with classical and neo-classical rules governing

- verse and to substitute 'harmony' for 'melody' in the inner structure

~of the Arabic poem. By taking first the tafcIla.as‘its basic musical

unit, and secondly the poetic paragraph, the movement contributed

appreciably towards narrowing the gap betwee e and verse. Although |

X

oach t.‘;:"rhythmic
potential in prose;‘there was an implicit asswmption thati'the.other
harmony. of prose’' is reconcilable with that of new verse. In.order
to draw closer to the workaday utterences of daily life, spme poets
tended to employ such metres as rajaz because of their decidedly prosaic

nature,

The poeme en prose as a literary genre has developed both outside

the_stronghold”of-Arabic Neo-Classicism and outside the confines of the

‘ ' A ,
'"Free' Verse Movement, “The choice of the designation‘gs§1dat al-nathr

(which is a literal translation of the French technical term poeme en

grose) is made in open deﬁ%gnce to Arabic aesthetics, which 1is predicated

Yo

upon the mutual‘exclusivity of prose and poetry. As an insurgent genre,

-gssidat al-nathr has also escaped the Aristotelian rules underlying the

¢

Arabic literary theory throughout the different stages of its development.

ﬁeyond the. two statements on the genre--Adonis' ploneering essay
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./p‘).,Aaéﬁ’ S n3 ("On the poeme en‘prose"), alJHajj s Introduction
oo his first.collection of poems, ng,a as well as the fragmentary; A
comments ond‘boo# re&ieWs published in §§1i£f-no study. has been atfempted
hitherto to dévelop a sound unde:sﬁaﬁding and appréciagion‘ofvthe genesis,
nature, ~and scope of.the-genre; The two introductory statements by_'

) -..1

Adonis énd alfﬂgjj,'though duité,derivative and in the main apologetic,

helped‘at the time to'louoch the genre into the literary circ;eé and
to illuminate some of its unfamiliar aspects.. It would seem, however, that

Adonis and al-Hajj ﬁﬁst have found 1t far more persoasive to introduce

Arab readership to their practical models of the genre than theorize

WTEeW T

about it.
Similarly, the Shir review adopted a fairly'consisteot policy of

introducing the major'pracﬂitioners of the pozhe en proée'in world

ﬁ_‘ ' literature in g;neral, and in French literature in particular, such

as Juan Raméh Jiméoez in Platero y yo, and Bhude}aire, Rimbaud,

Lautréomont, Saint John Perse, Michaux, Artaud, Breton and others. A

" good many of the Arabic versions testify to the strenu0us'efforts to
- : A

keep the translations as faithful to, and as representative of, the

original as -possible.

'The'eorly poémeé‘en:prose'published:io $hir, espécially by Jabra

Ibrahim Jdbrd, Tawfiq Sdyigh, Mubhammad al-MEghtt,. Adonis (ALY Ahmad
SacId), ’UnsI al-HAjj and Yusuf al-Khal, vary considerably in form, so
{ : .

much so that it would be indeed unggnable to assume that they belong

to one 'school,' or observe in their practice a uniform concept of the

~ genre. Furthermore, any attempt to define the po}me-én prose would

prove in this Tight equally difficult.

e ®
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The sttuctupal variations in tpe practice of the genre admip;pf
two distinet typeS'of.poetic writing. The first, represented by
Jabri, Sayigh, and  al-Mdghtut, is not strictly bpund by metre or rhyme.
It is marked by the famlliae'typographical verse lineatidn on the page,
N )

Consequeﬁtly the technical term readily applicable to this type is

\
"free verse,” not "poeéme en prose."

Jabrd defines his poetic technique in d’Ug,J&Zfﬁi;r/'.("Tammﬁz,

in the City"), his first volume of poeméias follows:

v .

In these oems, "I may or may not care

~ about taf Tla (foot); some lines are
metrical, others are.not. Some ‘metrical
lines may follow one another, but each
has a rhythm within .the poem, distinct
from others. I may ‘use rgymes or may
ignore them as I see’ fit.

:' The term " _’//fi)@L—" " is a literal translation of "free verse"
in English, and *vers 1ibre" in French. 1t applies in the West to verse
devoid of regufhf rhythm and rhyme alike,'such as Walt Whitman's poetry
and many others' 1n.national llteratures in European languages.6

The misuse of the designation "':}f,fﬁz’fi_('free verse?) in Arabic
poetry, alreaQy noted above, prompted Jabrg lﬁil963, a'litﬁle_belatedly
perhaps, to set the record straight as can be seen in his rebuttal of
alvMala ika's assumptions about modern Arabic poetry, and his objection
to calling the new poetry movement a "free verse" movement.,"

Jabra and $§yigh, profbundly Saturateqaylth weatern, especially
Anglo-Ameriean literature,.give the strqhé iﬁpfesaion that they are
writing English poetry in Arabic. Tpis impression is much mere pronounced
in‘SEyigh.

As for the unilingual al-MEghﬁg, he has distinguished himself
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largely as an imagist with'e_characteristic élan. His images are unique,

fresh, sudden, and occasionally unrelated. The image, probably more -

than any other formal or thematic factor, confers on his poem an air

'

of coherence and unity. Through second— or third-hand foreign influences,

this poet oscillates between Symbolism and Surrealism, J&th a marked

Lt

”gravitation towards the 1atter.

The second stream, by far the more dominant and mo‘influential
of the two, repregents a gradual progression from the classical qa §ida,

passing through,the'taf Ila-oriented new poetry and culminating in the

most recent phase of poetic development, namely, the,poEme en proée;;
Al-Kh@l and Adonis have undergdne the three poetic phases with varying

degfees of success. Of all the ger and elder generations of the

Shi’r Cenacle, al-HEjj‘etands out'a the only poet who has discarded

the inherited conventions of poetr‘, and the only poet who writes

exclusively in the poéme en prose. ~

A} A

We have argued all along that the poEme en prose as a distinct
literary forh has gz;eloped outside the stronghold of Arabic Neo-Classicism,

and outside the inherently_traditional confines of the 'Free' Verse

.

Movement of the late 1940s and 1950s. The choice of the Arabic

. A-‘— -
designation, " /,ﬂ‘J “acas? ," besides being a direct translation of

'poéme en prose,' is made in open defiance of Arabic aesthetics which
has been invariably calculatled to make prose as distinct as pdssible‘
from verse. Arabic prosody, much like the French Alexandrine, has made

for so long the separation between verse and prose so complete that the
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\ e ) .
poeme en prosefﬁ:s the function of a liaison.

It cannot béuovers ated that this literary genre owes'its genesis
and (:yelopment to the [vigion and western orientation of the Shi‘r

Socie 2. The Shir rel 4 introduced the major French masters of the -

poéme en prose with representative selections from fheir poetry. -

: : g s :
4 ‘ Baudelaire, Rimbaud," Lautreamont, Michaux, Artaud and Bret [, among

é.
b
§3
:

other practitioners of the pgéme en prose from different national l1liter-~

1

atures were presented eloquently to the general feadership of Shicr.

The Arabic versions evidence the strenuous efforts to kéep the trans-

lation as féitﬁful to the French briginal as possible. Mawakdif, dﬁring

;

the last fugitive years of Shi‘r, and after its lamentable disappearance,

has aimed at broadeningfthe horizon of the new poe;ry movement.< It has

given, the Bgéme en prose, in partiCUlaf, a new dire;tioh and fertilized
it with mystical elemeﬁts. Although much has been said about the cleaf
vage.befweeﬁ §blf£ and Mawdkif, owing probably to their respective |
pﬁilosophical and socio-political motivations, their common ideals of
creativity, originality and upiversa]ity bind them together and.prom“te

their intrinsic drive for innovation and transcendencg.

-

D

Both ‘Adonis and al-Hajj have been directly influenced,. in their

formulations on the Qgéme en prose, by Suzanne Bernard's valuable study

Lée Poeéme en prose de Baudeliarefjusqu'; nos _jours. Both acknowledge

their indebtedness to this work in public. Our review of their essave
on the gepre indicates that Adonis' and al-Hajj's approaches to, and
reflections'on, the genre follow closely Bernard's premises and conclusions.

O0f the two, AdéZisvwould seem to have offered the Arab reader for the
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. first time a fairly adequate survey of the theory, technique and salient

characteristics of the genregy fusing his competent knowledge of French
and Arabic literatures intd a cogent thesis. In view of the paucity

[N

of cgitical material on the subject, we tend to believe that Adonis

. ¥
and al—Hajj must have found it more persuasive to put forth practical
models of the genre than to theorize about it.

Al-Hajj, much more than his associates in the §h}§£ Soriety, is

to be credited &itﬁ bringing theltradition of the pogme en prose to

'public notice.- The introduction of the insurgent genre has meant for

him a sacred process of destruction, civil disobedienco. and almost

absolute anarchy as can he gathered from this quotaticn:

. R ZARRY (,_,,,»L\ ARG IR BV

TPTINE b
Py YWhs it ) Bupri »,n/,', YAy,
VAL v;ww\u‘ SV Ty VEIPY
P u‘z)/ d/,u B8Rl s 5 Nl dded,

iy, . ),):,u LR AT
‘@ (4)/ (»‘I" ¢ [sic) (“M‘)" ‘;f‘"‘ o

.o ’;" (¢n£‘)‘,‘4;451"’

“ e e

rZid et gl
Tl e g S

(There are two possibilities before this initiati:e
[of establishing the podme en prose]: either
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suffocation or madnese ..,

This country, and all [such] countries fanatically
wedded to their reactionism and ignorance, can ~nly
be combated by madness.

In order for any insurgent initiative to resist .
those who fight it with political, racial and
ideological weapqns-—nothing other would help

than absolute candour, tearing down the distancen,
feverish stricture, and desperate hysteria.

It behoves those who seek to wipe out the one-thoyern?
years [of tradition]-—to destroy. and destr-y. =nd
deetroy: to wrenk disgface, fury and bare

L

ov - e ~ o0 *e s Gse a0 e e . . - LRI

Pegtruction is the first of [a11] duties

LY ¢ v - “v e . ae e 0. LAY v . - vy . - oo . e . o~ .

Neetrucrtion is vital and gacred.)
s Tn our opjnion, al-HAjj has been frop the very ou‘set a totnlly
uncompromicrir: ponet a d *Viplker. N b mey oo g LRI B AN B R T W

o T L ey UL PRI

S i,

("ot [a) HA§{1 1e the pureat aﬁopé ue )

Tike Avrawda;""d Breton's "adj-, al-H%}i neéms'rh hav " gone v {aoh
thrsugh the mirror as s pavemens Peote Mlereeed 0 ot

the von v Tapna within htmoetf
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Apart from the occasional and fragmentary information in the Arabic

¢

literary press, there is no study of al-Hdjj where the chronology of his

life can be ascertained and the essential details of his artistic devel-

opment established. The substance of the present account is largely

based on my interview of the poet, on the known dates of his publications

and on the chance references made by the reviewers of his poetry.

bl

’UnsI al-Hajj was born in Beirut, Lebanon, in 1937.

Finished his high school eduéation in the Lebanese capital and took

up j0urnali§m, thus following in the footsteps of his father, himself °
a jOurnalist'loﬁg associated with one of the leadingvﬁebanéSe dailies: ’
al-Nahar.

+

An active journalist, al—ﬂéjj is at present the literary.and artistic

Ay

director of al-Nahar--a convenient platform from which he addresses

Hihsé]f to.tHé literary and socio-political concerns of the day.

"He tried his hand first at short stories, reportedly of ambiguous

. ‘cqqtant,l.and,pubiished his early experiﬁentétions with the goEme gg_*

‘pioéé_ih-al-Adib;‘thé”ﬁOnthiy litéréry review which is credited with

iﬁaving.%éeﬁ the first to champion and encourage this kind of 1itéfary

, \
innovation: the poeme en prose.

He distinguished himself as a dynamic and controversial member of the

' c.
Shicr society and was on the Editorial Board of the Shi ¥ and Adab

o

reviews where he dealt with poetry and prose.

‘The bulk 6F al*Hdjj's poetry, that was to be published later in three

volumes, appeared first in the Shicr review. Written exclusively in

213



. the peEme en prose form, his poetry is markedly Surrealist; however,

it evidences an evolution froﬁ very pronounced Surrealism to a total
dislocation of writiﬁg.

Al—ﬁﬁjj has translated copiously from French poetry. Among his
translations are poems from Jacques Prgverﬁ (wbom_al—ﬂijj admits to
have read immediately after high school),2 from André Breton.and
from Antonin Artaud (al—HEjj's favourite poet); vAlfHéjj has prefaced
these translations with incisive and persuasive introductions to

these poets and their art.

He has adapted to the Arabic stgge Shakespeare 8 Comedy of Errors

and Eugene Ionesco's Le Roi se meurt. Both adaptations were done
in the early 19605.3
Al-Hajj's interest in the Bible is reflected, besides his poetry, in

[ d
his resetting of the "Song o'f,;be Songs" M\J\“ M

<

‘..4

for a special edition which was the first book in the "Gems ‘Library"

L)»J\QJS‘ JL&:;; " sponsored by al-Nahar Publishers, [1967].

His volumes of poetry include
(a) Lan ("Not"), 1960;

(b) Al-Ra’s al—Maq;ﬁC ("The Severed Head'"), 1963;

(c¢) M3di 1- Ayyam al-Atiya ("The Past of'Days to Come"), 1965;
. - ;
(d) Madha Sanacta bi’1-Dhahab, Madha Fa‘alta bi’%—wa?da (""What Have

You Done to the Gold? What Have You Done to the Rose?"), 1970;

(e) Al-Rastla bi-ShaCriha al-Tawll hatta al-Yarabl® ("Inspiration

of the Flowing-Hair Prophetess"), 1975.
Al-Hajjl is said to have written a book of criticism entitled, "Aspects

of Contemporary New French Poetry. We cammot establish that this

projected work has ever been published.é C e e e e e
L e i e i e am e
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- Al-Hajj's poetry in translation: = = == ‘ -

. ' Co
(a) " d”‘s“'"The Cup," from Madi al- Ayyam al- Atiya,. translated.

(b)

(c)

(d) '

by Isa Bullata, Modern Arab Poets 1950-1975 (Washington, 1976),

" Lwto"'"The Cup," translnted by M Khouri-and ‘H.- Algar, :Edebiyat, . -.

1-2 (1976);

" “A..n,.o\’.” " "L'Orage" from Madi al- Ayyam al- Atiya, translated o

"from its first draft"™ into French by Nadya Tuﬁayni,'in‘Les

Cahiers L'Orient 1 (January, 1965),

C)L.A.l\ ‘}” " "La Tete c0upee and " ' (}"‘L\ " M"Le

Charlatan," both from al-Ra’s al-Maqtu , translated by Luc Norin

‘and Edouard Tarabay in their Anthologie de la litterature arabe

contemporaine: la poesie (Editions de Seuil, 1967)

The trajectory of al-ﬂﬁjj's poetics can be traced readily inm his

successive collections of poems, spanning.the period between 1960 and

1975. These collectious are Lan (1960), al-Ra’s al-Maqtu®(1963),

Madi al- Ayyam al- Ktiya (1965), Madha Sana ta bi al-Dhahab Madha

Fa alta bi al-Warda (1970) and al-Rasula bi-Sha® riha al-Tawil hatta

al—Yanab1 (1975).

The Spontaneous or the Pre-Artifact Phase
‘The first volume, Lan, set, the stage of Arabic poetry for a new

birth as well as for a new orientation. It marks at once the climax

e e v o

of al—Hajj s rebellion, of his emotion, of his quest for a new form orAu»-.‘u

"o .
A ~ F

- 2 - PR

_formlessness.f‘It teems with fe&tures of primordial spontaneity, of

et
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of anti-establishment, anti-clericalism, anti-traditionalism, and, -
finally, with features of inevitable metamorphosis, of linguistic

dislocation, and of sexual obsession—-a Surrealist type of sexual

e o

obsession all his own. All these features abound therein and _serve as;,”

the inexhaustible mine of raw emotions ‘and raw images the poet is likelyV'

: to derive from in subsequent works.

. Al-Ra s al—Maqtu comes very close to Lan in its spontaneous- thrust- ... ..

and thematic preoccupation. The form of his QoEmes en prose or lack

_ thereof constitntes a cammon characteristio th&o underlies the pge,,, ,ms;,ﬁha,,},

f artifact phase of al-Hajj s poetics..i.ﬂ‘y_,n :
The last three collecti&ns ‘offer & practical illustration of the ;iitfﬁrf
artifact phase. Indeed, we encounter the familiar" Eersona of" the: Poet SR

everywhere: his images, thoughts and sensibili?y, his irony, rejectionism
and defiance;.his violation of traditiomal form,alanguage and grammar;

the circumference of his preoccupations, especially, the twin theology:
"the theology of the snake" " \__jé?§1_%,j?$'ﬁ and "the theology of

the stage" « z;raul}afbisi ") But whereas these are no doubt stemming
from Lan, and permeating the rest of his works, a new two-fold character-

istic seems to polarize:

(a) The poet evidently imitates himself, i.e., as he presented himself

L}

in Lan, and fails to go beyond his earlier thematic and technical

achievement.

(b) He imitates other Arab fellow-poets in some particular .emphases such":

as the choice of themes, allusions. and the use of myth.‘

‘v- --..

(In Lan, it is to be stressed al—Hajj hasAcoﬁned his own private myth )

G _-’\ -

5,.-‘Alggajj also imitates Arab fellowepoets in the use of certain techniques.'”'

Ve

- .2 o . - .
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His imitation is manifest in gratuitqus references to classical Arab ,
47

poets_‘such as- ‘.)» )) j’\ " (Abu-Nuwas), ' (' L"‘ y‘ " (Abu-Tammam),

v“‘.z32ugl " (al-Hallaj), etc. and he would add his' own poet—symbol

Henri Michaux. The shift of emphasis from his private myth to ready—

3
made myths may be construed as a significant concession he is making
to nAarrow the gap between his difficult and demanding poetry and the

T

general readership.

Im Lan and al-Ra‘s al-Maqtu , al-Hajj 1s so obsessed with his own .

preoccupations and his Surrealist world that he’ does not have the

leisufe to: use ready—made technical devices and thematic clidhes.'}lﬁ”T“"“'

1

L Al-Hajj also comes under the direct influence of French poetry and
poets,.and,.to some. extent, under that of Anglo-American'pOetss'.From .:
'French literature, Baudelaire, Rimbaud ahd Bréton cofie jto the fore; from

Anglo-American, Eliot;is seen in al-EgjjjsAnewly;felt passion»for repe-

tition. | :

Contrary to strong evidence in his works, al-ﬂajj-denies vehemently
having‘been influencedvby anyone.7~ His admissions;'or“autobiographical
'revelations,e his writings-swith unqualified sdmiration and doctrinal.
adherence-—on Artaud, Breton, Préperti his side references to Hichaux and

¢ Rimbaud, to mention only a few; his Arabic tramslations from the uorks of ¢
these poets——along with his own poetry which is the best testimony--
all attest to'the_unmistakable'French influence on al-HEjj.

The French influence in Lan is not readily identifiable. Nevertheless,

, it is felt in the air like a rare perfume, it 1is subtly interwoven with

the fabrio of his poetic experience. Breton s-Surrealist doctrines,

&

. .’

imagery and preoccupation with the irrational ‘ar'e deteCtable in Lan. o

. . N . > e - oy s L a P -
~ PR . N A - e - . . - ot e e
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.. with the word with language. His quest for poetry proper is tantamOunt
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In a -Ra s al-Mag;u ») Rimbaud 8 c010ur Symbolism is quite pronOunced.

Al-Hajj s indebtedness to French poetics, 1iterary criticism and S,

Ber rnard's formulations on the ppeme en prose is dealt with elsewhere in

DN

ﬁthis study. Foreign inspiration and influence are at times 80 tangible

that we are tempted to consider them direct translations quite alien

and restless in their'Arabic context.9 R § SR o
The form. and related techniques in Lan are dictated by the poet s

efown experience and rejectionist stand towards the traditibns of: Anahic

>

-_poetry;.-As such,-the.form of‘his*poEme en‘prose in Lan 1is bothrfresh-

: :and constantly developing., In later collections, the technique becomes -

D

‘.gradually mannered formalized and often predictable. Al—Hajj shows
a growing tendency towards lineation, even towards the use of some

traditionai rhyme—scheme in Madha $ana ta, although he seems to use

.’the‘rhyme—scheme as an“integral part of the general structure of thése
poems.

Aléﬁajj's poetic experience is rooted in his permanent struggle

LT e T
Lo l . [T S e e
.-,

’to the’ destruction of - 1anguage barriers.. Says al-Hajj E Mf" 7;-,—}a1j:?5i{fff
v 4
y) ({V)‘ o’ u"\f)'/’—) })‘L»
- ("How simple 1s the poetry dozing off in the
possible that is dormant in the impossible.')
Kk1-Hajj would seem to have developed a vertical approach to language.ll

Some of the words he uses are rich entitiés in themselves, and these are

few, whereas the majority of his words derive their richness from their

. interrelations in the given context. ?
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0 teardrop gallop to the slaughter-house

vy e

The‘cna
of your
and his

Al—Héjj's poetry

cking*of my - bones is the anthem
awakening Exterminate the poet
offspring;) .

1s almost a venture into obscurity. A charitable;

patient“reading of al~Hajj would lead to a partial understanding_of

Jhis poetry, leaving va

further equally patient attempts.‘ The upshot of each reading is. langely- oo

,conditioned by whether

- - -

rying proportions of his thought and imagery_for

or, not the findings of " the analysis correspond to -

.. the poet s’veritable intentions, or-. at least to ;he approximate meaning

LN

of his’ poetry.- The gr

| idea and image is typical of poets like al-Hajj whose,vertical approach .

‘to poetry places them
The philological
identifying key words
structure, syntax'and

' gverticallpoemsfwhiCh;

reorganization of'the

e TR

gdual,’ 4f difficolt; unfolding of the poetic idiom,

in a state of continued war with.language.

method which examines word sequence with a viewvto
that would help to unravel the intricacies of
imagery .proves ineffectual vis-a—vis some of the

according to: Breton, defy the dissection and

~

:poem. The majority.of.alfﬂajj 8 poetryvconéists

219
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o£ open—ended poems whose word& and images are_ m&rke.dly evasiVe.

A
~- s

Te L Al—HEjj-'s 1970 colleebion of poems ,‘S 0) \ _Aﬂ\)\o _.,D)\___.;ua.‘ )\o

.

falls 1nto two major sectiods. The first is entitled " ru‘ ”,.n\ n o ‘f

PIE

o ("The Captive of the River"), andﬁthe~second MJ)\S\,}'M )\ﬁ‘ ".
(""The Canary shoots himself") ~Does" this’ arrangement illuminate some of

’the dark Jrecesses of the volume or provide any. clues towards a better

X . e

understanding and appreciation of als—Hajj 5 poetry? The answer to. this‘,. el

-

two—fold question lies~ in al‘wHajj"" diction and the images- it evokes.

Al—Hajj uses the words water" (" ﬂla") and "river" ("J-Q-*") among

*

. other synonyms and closer related derivatives with marked frequency as

can be seen in this random illustration: . )

| ("I look at you. | |

River. . River of which L am not -~
. aware_. &

13

—-\

RS

("The river has taken me away and you could not )
see me., ) I el

P . . ., v
P

r»*‘or’w‘r»“f»
c»-“—‘ ‘) T skt “‘,’

15

( We save the mirage, we . L
drown the bridges. ‘We manufacture ‘
water for the new river ... )

4.?._
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( The rainbows will be spilled on your

back. The waters are rising, yet

you will depart carrying me under your

arm, over the waters, because in my :‘.ﬁ, e e v
~yearning-are. your: wounds. e~: - e

Therefore, stay. ) : L

«‘)»\4)\9/ ”}\a..u) o),_uu :
e O \)) g)\» o")\"\/ u\r’

K. ‘ ( Variegated and coalesced like
light[,] cowardly like the deluge ...
that comes and comes not ... ) - '

é}*"‘ﬁ_f‘**sh, ‘)\MvhhsJaJJ' -
e guns Wf‘,\")

T The- compassion ‘of - Esevetal} generatiOns =
.. flows from my heart, - _

' shall I then smother my. beloved with
tenderness -and oy beloved is young? . .. .. . - - .. . .. -
"and ‘shall I sweép her like a-deluge o o
and cast her away? ) , R A

LS ey apa! u_u_,,),_\ 19
a2n 0, AWERPWE N}

( I have adopted [a species of] love
that resembles a shore unbounded
by water, and water unbourided

by land s ) .

-
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( And your voice beamed

we fell down to it like waters
You became the waters

You became the rain ... )

L3N il o s TS5 7

("And her naked dress threatens every river with’

flood and fire.")

22
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"( On that day, the flood came and sat-
down: The ship did not ¥ind any water
t6 carry her, nor did she find any

" - of us to deprive him of the flood' )

.
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( You and |1 and [our] love [that]
- redeems God to the land =

. -
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e

[ God] whom they bound to the well in order not
to emancipate water
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[God] who is born-~®f your past body;agd“
future bodies > o N

» Who is born by the rivervof your blue ;apigal veos )

' The words ")43 " ("river"), " o\wa v ("waters"), " 0‘3)"" (';deluge"),
f,A“ " ("rain") amoné others seem to haQe lost their iex;;al signifi~
cation in the poet's usage: they are rebﬁrn anew, and their rebirth
is intimately connected with’the poet's amorous iife. Al—gijj'sypoérﬁrn1
works, from his first ;olume, Lan (1960) to his most feceﬂt al-ﬁagﬁig

bi Sha“riha al-Tawll hatta al-Y&n&b1° (1975) show in varying ways and

degrees of intensity that heiis'invélved in perennial ldve.'

The relation betweén 'water' and 'eros' stems from thelr verv nature.
'Water' suggeété a wide range of syﬁbols? birth, change, purity, susrep:
tibility and f:'emiwninity.'?'l4 Whereas Freud interpre%s dreams connect;d

~with 'yater' iﬁ terms of feyrility and pregpancv,zs Heraclitus telescopes
‘the symbols of tfan;ienr‘P. metamor&@sis and consequenti}; death in his ‘
. , oy

iﬁrr?guing statement: "Tnro the gémé river you cbuld.not step twice ...'
"Water' accordingly symbblizes copcurrently the constructive and destruw
tive forces. In the Wasteland, Bliot utilizes water symbolism in the
section entitled, "Death by Water." furthermore. the traditfon of a Jife-

bringing death-by-water is contained in the Christian sacrement of Baptfam:
So many of us as were baptized into Jesus Christ wern

" baptized into his death. Therefore we are buried
with him by baptism into death

(Romans vi, 3-4)

'

' 1t is marked hy egocentric melf-destructive love; it is

As for 'efos,
inextricably bound up with 'thanatos.' Al-H&jj synthesizes the analogous

features of 'water' aud 'eros' in one image:
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("I know you [as) the sailor ofythe pudenda')
\J/' It is interesting to note that the ninth-century celebrated, Suff )

AbT Yazld al-Bistaml arrived in one of his divinely uttérances Qghg&abﬁt)

—_

at a similar synthesis: ) i "

7
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( One day I went out to the desert when
love had rained and the soil was wet,
My foot consquently sank into lcve as would
a human foot into mud, )
Although the eros-thanatos dialectics permeates al-Hajj's poetic
H J
experience as » whole, it reaches the climax of artistic and emotional

articulation in his fourth volume, M&dha §anacta; Tf 'all else fails,

nadness 1r the last Yy oq07 t- al-~H§11 has ;xper.‘lenriaﬂv dircovered this
princirl- and aprlied 4t in his struggle againat the inherited conven-
tione ~f Avahic rootry. T.ove {a annther front "h\ro al-Ha1j invokes

N
wadness both as = ultima Thule and a8 henchmrrk of ovatic Intensity. The

following - egmr ' in Qh1'h he addresara hin heloved, {g how he unftasg

Thay e

.(;J? c;’ c{f';} 4ﬂ>;%\c}& ;i:J‘ e
PSR L o J é)‘ 4y

{ Pay attention to madugg6 dn my love
that horders on madneg§; and to
death ip m love r ‘borders on
death. )

The fifth v' 'ur~, al-Rasila, which nonsists of cne leng poem, reflente

12 S

’ >

A
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al-Hdjj's aesthetic and psychologigal idiosyncrasies in a somewhat sub-

dued véin,_and consequently his pPreoccupation with the- eros—thaﬁatos

conflict either recedes into the backgrdund or reposes behind a veneer

#of getitle Pician: = % = ® o vt v e e v e e o e

“’;U C)\uJ/o d«)r//w &‘/" cf‘s
o
( This 1s your sea from my little boat, therefore
look at your sea from my boat while your eyes
are a sail above me.)
The biblica] influence that has accompanied his artistic career
and found different expr essions in his literary outpu;, 1s more pronounced
than ever in this volume. Al-Hajj here is consciously aware of thé

bitlical mndel in the New and 01d Testaments, and conséiously attempte

re emilats 4y Ha opens hie Veong poem with this line:
\ <
- . ’\Al C‘ ' M)) w )

("Thi~ ¢ the srorv of the other side of Genesis G
and uree 1+ cevernl times almost ac g refrain. In the same way, the Logone

?hfmﬂ ~f the N.T. heoromrs 3 way of seeing the realitv through his woman.

|
“ - i - ' w 3T L
et 7

("and, 4n you, T saw the "Word' 2™

Towards the end of the poem, al—Hajj develops this theme more VigOQOus]y
and mora fully ae though to rnnew his commirment tr the avant-garde

nrineiple of vejectinniem
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( This is the story of the other side of the Genesis

I write. it ) . o ]
with lost ink .

I write it contrary to the Word

I write

contrary to memory ... )

S - - L .

The affinity, noted above, betweeA al-Hajj and the Muslim mystic,
al-Bistaml 1s not a mere cqincideéce. AJfBijj's poetry has evidenced all
alongvstrains of mysticism,“and his continuous preoccupation with the
erotic has conferred on hisApoetic expeiience, éspécially in Madha
Sana ta and al-Rasula. a deliberate SGfL character. Like some mystics,
al-Hajj, in his search for God, utilizes the woman motif as a path into

the divine vreality. While this theme receives adequate treatment in

- - A l‘ ) - - "
Madha Sanacta,3 it is the central theme fn al-Rasula (''the prophetess');

the heroine in this latter work is characterized ag"'"the other side of

the Genesis, the Logos,” and "the heiress of the Glory that {s captive

35

in treasure-houses of the two Testaments." Al-Hajj, however, is more

explicit when he states unequivocally that the woman is his guide to God.
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(People go to their affairs and through her
love I go to you
Have mercy, God; she made me for you

. a0 LI A N oo se e e L) ¢ oo ¢ oo s e o e

She says, then I say: Glory to You

She does, then your rivers flow in my arid lands
She looks, then I see you

She does, then I meditate upon your miracles

LIS LIS o e e e e esee soe see *s e oee s . e

She made me for you, then I gratefully
acknowledged your existence for she han
intoxicated me with the Truth ...)

T

F3

i
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FOOTNOTES

4.7 '
1 _Shawql Abi-Shaqr; 0‘"’ )’/° y)//)‘ /)) sl ' spi€ Shi'r,
IX 33 34 gWinter'; Spripng 1967), 150-135.., . . ..

I R R T o R T T R D Y R R AP

o Q- L T T S o v

. A -t _ A
*Unsl al-H8jj and F. Trabulsi, " By Sl IR
Shi®r, III, 9 (January 1959), 67-85.

. eeact B T . ey, T T T VN

3 Al-H3jj's claim to have been the first to introduce. Eugéne Tonesce

in the Arabic language ("Interview with al-H3jj," Beirut, October 3, 1974)
should not’ go unexamined. . His choice'and translation of the'Ruhaﬁiah—'
French dramatist as a representative of the theatré of the absurd in
French literature ties in with al-Hajj 8 early and profOund interest in
Surrealism. = - _ ." T

His assertion that he was the first to introduce Ionesco in the
Arabic language méy well be true regionally, that is, with regard.to. . - =~ ,
the Lebanese theatre. Between 1960 and 1664 this avant-garde experi-
mentalist the%tre was among the predominant literary concerns in the
Egyptian capital. Along with the translation of epoch-making, The Theatre

of the Absurd by Martin Esslin, Beckett's En attendant Godqt and Ionesco s

Les Chalses were prepared for the Egyptian Stage. 1In 1962, Tawfiq al-

HakIm wrote Y& Télic al—Shgiata (Treé Climber, trans. Denys-Jones Davies
[Oxford University Press, 1966]) as his first céntribution-to the tﬁen
new 1nternat10nal theatre current, and by the end of 1964, Ionesco's
Rhinocé}os was translated and produced for an Arab audience (Mahmid Amin
1= Alim, "Al-Khirtlt bayna l-Fawd3d wa 1-Takhtlt," Al—Mu§awwar [December
4, 1964]. See also al-“Alin's book, Al-Waijh wa l—Qina -fi Masrahina
al-CArabi al-Mu‘dgir [Beirut: Dar al-Adab, 1973] pp. 194-197).

s

‘ g -
4 B R v
This said "book,' "Aspects of Contemporary French Poetry" is

variously referred to in Shi®r as either "being written," "in the press"
or "soon to be‘published" (Shicr, IV, 14 [Spring 1960], 105 writes\along—
side a photograph of al-Hajj's: |

T A N R Tl AN
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A

A

Under- the heading " ,”—4A~£) " ["Soon to be published"], Shi Shir,
X, 3 [Spring 1959], 5 1lists -
\ |
| /wu//‘)/‘)»'@’
)/"’A[ .
C-B -v v/) .

~and adds that al-Hajj in this book treats of the French prominent ‘pPoets
and renders into Arabit sélections from thein poetry) 1‘;‘--« .- "
My correspondence with al-Hajj on this issue did not helpfnncnhin“
establishing whatever'had become of this 'book,' if anything at all..
Al-HéJj however,.adamantly claims that he'is exclusively a poet, and

would not allow any other genre of’writing Ea interfere between him as,

'.poet and his readership ("Intervieo with al—H?jj;" October 51 197b0 oo

On the occasion of promoting al-Haj1 s essay On’ Antonin Artaud

R

aTong*with select -translations from his poetry, which was to be imserted .
in the following issue of ‘the rev;ewNAShi r. stated that ‘this essay was

5 o .
from al—Hajj s book "Aspects of Contemporary Frenoh Poetry and went

e
“

further to describe its- contents in outline form' . o _“ o

R R L o {8
“()J (w‘w/’ 0)‘@»»«'//’//“«?’” =
,\wb;,..'a“;rs\é‘)»»’ Pl Ly s ot “’V"
»))‘ b o b* eyt g u,w;‘())' o,

J/—fwl)V'A//( fﬁdcf,«’ "U’ JV)‘ 2Lt
M By f/ oy "/""W‘u” "/-/) ‘o
P v f»u‘ w‘}y)uy) s @)

L)
e

(Shi r, v, 15 [Summer 1960], 143 144)

([ALl- Han purports in the first part of his book]°to
survey historically and analyze the development of o --l'
the new movements of French poetry since the beginning

of the twentieth century, and pay,a speci&l.attention to
the Surrealist movement as he studies it in tﬁe light of”
its concepts of art and life, and‘}n the light of wnat



poetry.' r offer here two alternatives that are,’ I feel, more congruous

v:it reptesents fow at a time. when it seems to have-"flfﬁ.'jf;.“;if‘,
‘»outgrown itself.. As for the second part of the book, '
it studies five poets and presents translations from
their poetry, and-they ate Paul Eluard Rene Char,
* Antonin Artaud, Jacques Prévert and Henri.Micheux
. fl_wholrepreSeht;each{in fiis way, a:epecial trend in poetry.)

(Y .
R L F PR ce W

T . anI alnHAjj,lMadi 31— éyyam al- Atiya (Beirut, 1965) p. 136.

L T T -

i . - P Y

6 Lan (Beirut{‘DEr Majallat Shicr, 1960) pp. 66, 72. I have trans-
lated " Z \ CE,JD,Q " as "the theology of* the stage." This trans-

: 1ation.is too. bland to do justice to the ‘complex implications in al—Hajj R

with the context: 'the theology of histrionics;" "the. theology of
acrobatics." o

L]
A S

7"See "Interview with al~Hajj," "(Beirut, 1974).
* i* PN . . . .
8 Al-Hajj's role in the Shi‘r, smong other things, was to introduce

“and translate French poets into Arabic. In his brief, yet most revealing,

-statements on Prevert Artaud and Breton, al- HajJ registers his admiration

and unqualified enthusiasm for’ the poetry and techniques of these poets.,
The unsigned translation of eleven poems from Michaux is very likely to
be written by al—Hajj on grounds of style, intellectual and biographical
emphases. See §hi_£; I1I1, 9 (January 1959), 67-85; 1%, 35 (Summer 1967),
58-68; IV, 16 (Autumn 1960), 69-106; VI, 24 (Autumn 1962), 73-107;

IX, 33-34 (Winter-Spring 1967), 191; VIII, 31-32 (Summer - Autumn 1964),
54~70.

9 See, for instance, Mddha $anacta_bi al~-Dhahab (Beirut: Dar al-Nahar

14 al-Nashr, 1970) pp. 13, 32, 62, 63, 67.

>

10 Madhe4§ena ta, p.:111

s

3

1 Henrt Farid Sa®b makes a similar observation about al=Hdjj's -
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" approach qb 1angusgs; See his review article,."Qira a £1: ) Madha Sana ta
- pd! erhahab Midha Fa alta bi l—Warda,” Mawakif II 10 (July - August {"f:_,
1970), 126. o

12

Al-Ra’s al-Maqcu » PP- 75-76. The Quoted passage is.s0 punctuated
and vowelled in the original. : ] )

13 ibid., p. 23. . . T v
,‘J'AM?, 'p-"SSo"f cew - - }.' - " ® .. o : . - .T, o ,,- -‘«~ . '{; v~.:

15 1bid., p. 17.

'ﬁ‘j~l9‘;tid.,~p.,;44:— e e e

17 Ibid., p. 42. The spaced dots in the quotation are in the original
and do not indicate -ellipsis.

18

Madha Sspacts, p. l4. » . o
Ibid., p. 18. ' ’ ' X\\

20

19

Ibid., p. 92.

L 1hid., p. 777

22 Ibid., p. 75.

23 1pid., pp. 87-88.

See on water symbolism, J.E. Circlot ‘A Dictionary of Symbols
(New'York' Philosophical Library, 1962), pp. 345~ 347

24

)

-2 -Sigmund ‘Freud, The Inte:pretation of Dreams, trans. from the

’German and -ed, James Strachey (New York' Basic Books Inc., Publishers,
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. Inc:, delishers; 1969) p. 94, See also on the river analogy Heraclitus.

‘26 Heraclitus of Epheéué, trans. G.T.W. Patrick (Chicago' Argbnaut,

The Cosmic Pragments, ed. G.S. Kirk (Cambridge: Cambridge University .‘

Press, 1954), pp. 366 ff.

27

Al-Ra’s al?Maq;ﬁ?'p; 14,

8 Quoted in Sa‘b, op. cit., p. 128. See also a different versiomw
'of-Bisgami's ecstatic uttéranCe iu _Ahd,ﬁl—Rghmﬁn Badawf 'Shaganat
"al-Sifiyya: al-Juz’ al-Awwal, Abd YazId al- —Bistaml (Cairo: Maktabat

al-Nahda al-Migriyya, 1949), p. l42.
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29 - . . cw - - « . E P : N

. - Mﬁdhaﬂsanaqta; p. 3L - e A | t ‘ i‘
30 Al-ggsﬁla,.p, 13f
At Ibid., p. 11.
32 Ibid., p. 41. )
3 .ﬁ’ﬂ-‘ﬂ,*v: 70. ' a ' ‘ FE
34 | ey . o 5

.See Madha Sana ta, pp. l4, 37-38, 65.

ésﬂAl—Rasﬁla, pp. 11, 14, 41, and 38.
36

Ibid., pp. 50-52.
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" An English Version of the Interviéw o

I conducted with ’Unsi él-HEjj; at
his office in al-Nahdr Building, in

Beirut, on October 3, 1974
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I. The Beginnings . L

" Q.: Would you kindly bring into focus what you may &ell regard as the

main lines of your Witerary growth and development?

Al-Hajj: o

The first phase is characterii;d by a few critiCai essays I wrote
and published in §E}i£ about new collections of poetfy. At that tim;

I Gsed to write poetry strictly for myself on the assumption that it
would not be well received byfthe.public because of'its‘neqnégg.’ I.,
;sed; fhe?, to write poetry, and fold it ﬁp, and pép ig aside.

My”firét poems,~pubiishgd’inlé§1§£; were'negatively received. Both
these poemes aﬁd thé critical reaction to them are avaiJ?bLe ;ﬁ.§ﬂlfl-
Those’ early poeh§ have not been publi;hed.in“book form. ‘As for the poems
of [my first coliection] ng; they were Qritten betwee? 1957 and 1959.

. " The storm‘L234generated cannot be described as useful; it was no”
more than an offensiVe campgign. [iﬁéuf] al;Kﬁﬁl,l among many others,

took a rejectionist view of Lad% and of the whole experiment for that

matter. These cnitiqé,’however; including al-Khdl, came eventually to -«

terms with this liﬁerary genre [Epéme en prosej, and experimented with

3

it in their own poetry.

The literary critic no longer distinguishes between metric boetry

and poEme en prose. This kind of poetry was at once a triumph and a

~

shock; it was something quite exotic to the critic,Jthe'reader and the

poet himself. .
I did npt write the 'Iﬁtrdduc;ion' to Lan for the sake of
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classification for I personally hate classifications. The nomenclature

- 1

A'\, - \
" ,)“‘J 2easd " (poeme en prose) has come as a response to an historical

necessity; it is not an absolute or final delineation. It is merely an
attempt to identify this kind of poetry, and to enable it once it acquires
its identity, to dissolve into the sum total &hich is poetry. After

all, there are no such divisions as poime en prose and metric poetry;

rather, there is only ﬁOetry.

That precisely has materialized after strenuouslefforté, and, I
x?uld almost Say,‘affer [my énffering] of extreme abuse, Tod;y, I see
and feel, witﬁ‘boﬁfg%t, tﬁét wﬂat I hgve worked for, almost? single-

handedly, during those difficule years, has come to ffuition,'and that

the poéme en prose has been established as a poetic geénre, It is no.

longer dismissed as defective (" cj&écp "), or thought of as an assault
on the Arabic language. It is no longer viewed as a form of pedantry,

or an easy way out of the difficulties of versification - an assnmptinn

that is in itself an error in judgement.

The ppZme en proge is difficult because [in traditional verse]
singing is rhythm, and‘rhythg is the external music of verse. Conversely,

N .
the poeme en prose substitutes for the external music, another kind of

music, gnother structure, and a move intensive concentration of such

poetic eléments as feeling, imagination, and the use of the image, etc,
[ - . - :

In order for the writer of the poéme en prase to deliver his poetry to

1

the reader in an effective way, he should take paiﬁs to express himself

A
in a more compressed fashion, because, in the poeme en prose, there is

no outwafd'vessel like rliythm that mediates between poetry and the reader’s

ear., ¢



.The pg}me en prose héé ghen become a bona fide type of poetf;, and
the qu;sfion of form h;s become accordingly less cenrra%fénd less impor-
tant. It is to be noted that "form' was never an important issue in
my opinion; it became important, however, after the pubi{cation of ng.
The criticism of, and reaction to, my poetry awakened me to the 'form'
of_my writing. T wrote my poetry in a spontaneous way; I did not seek
[in my experiment] to sﬁrprise or shock [my réaders] I only wrote
in response to my feeling and internal inspiration, for which T did nor
find an adequate form. The structure of Lan was dirtat¢Q~by.nw own’

y feeling and inspiration.
The form has never been a problem, but the critics made it so. Ib

was about to fall 1?to this trap when T wrote my second rolJection

‘e

. Q)L‘l hr'/J‘ ('The Severed Bead'), but fortun='°1‘ T resisted the

temptation as T did not stray away from my raote. 1 aleo vealized that

whatever othere rejected or regarded .as strange was nct nlwAye vrong,

even though T was not nergaeari{ly fand of stvrapngenren gr euch
11 Foreign Tnfluences

Q. 1Is it poseible to trace the poEme en prose *n modern Arnhic poetry?

Tts genesir in ancient tewxts such as the 0ld Testament? French
. ¥ '
po~try? While we are on this subj@cr. have you been conscinunly
u%

oy nnonnsciously influencsd hy the French example?

e
Al-HE4j:
I thank you for posing this question to me hecrusre {t roflerts/p

certain mentality in our midst, with respect te the ~tudy of oueffgvtvv ;
/
/

and prose. This mepntality tends to attribute Arahis latreys tn externn’ //

L VY



frfFluenc e

trarh, bor T rejerct it wholehrartedly and mene

nteony {cally 1€

‘e

1 appreciate this assumptinn and purene it for the eale of

it 1e

bneed cn frlgehord, nr when fn is the remsyl' ~f the fgnevance of the

~vitic vhe fgi'e to undergtand the wrnrlk and tr critir-dize 3t on ite own

merire, and cn th- gtrerngth of 1ts inherent valycrsg,

Such erftics wuld

voglijy revert te foveign critical stdies whi-h sre available.in
falah/

abantnner . ond

i
thire miv v the
el atrel vonpe X}

ey 10 g

Ar regarde yopr qneati-n ahayt me rereonally, T was not acquainted

L 8
with the por~tic 'egary vher T wrote Lan.
) - v

whieh 7 had read

w'ote 'an, T was tventv

T heee ~~t had anv

ol

redienl " maryded and ¢ P focurnalien o earn my ldiving and 1ivs ~n
my wn T hovse vt had rhe IpFrevt nity af nnfveyedty oy atinsn: 1T had
net vead anpv P otryv hefove 1T " vaote lan. T wrnre T,gn 8" n ep ntanerue
cutcry bheth i.n comtaent and 40 foym: T vvote It in -~ pareoral menver t’

had ne relprdinn to

the neonrciong - o

FﬁYPign rr\qfry_ Y

wrnte the poeme ~f the cgllection between 1087 and 1750

'Tnfrn.dur" far’ 4n the “ght)cf contemporary writings that were recently

T BT S B S L T

this

wntveve oy

anv external

(podme en pr

veare old,

1frerny

“re enpery foy ro Arshic ~ritdcal nr-{t--{"és.

in my ~ecofdrry erKool textboole.

leact from 'he ropsctous viewponint.

.

4

“

These critine
vivinal with rhe bhorreoged. sand tra~e the arigina’ te

attyr thute {1t ¢t~ cauytese that he e n» 'pv r0tfecal hesnr o

A1l the proetry T read was that

Basitally; when T

and wre just leaving s~hool behind.

educarion.

noet'c or cultuval

e.

v

genv‘ ~,

Nice T firtshed

/PNy cfo Fvean

wpodint, T had nrtr rerd hrfare Lan anythine - a

T had »v'** - l,an before 7

roprrefally the Fren

T Wy vt~

h

~ecandary

fyam

11ad

verd

wrote the 'Introduction' to Lan in 196N, where -~ 1

the

~yde to
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Suzanne Bernard's work on the p&Eme en‘pfrose,2 which is probably a

more accessible study on the subject. T should like to mention that I

did not come across this book on my own; it was my friend Adonis who

\ ' “
referred to it hefore me in hies essay on the poeme en prose,3 which was

an adaptation. from thies brok, When I wrote the 'Introducgion' I turned
to thie roferpnce‘fof rome inspiration with regard £o the definition

and the clareiral rraits of the genre. I did not consider this book
sufficient, for wy obhjective was primarily to bpen a window on this type
of poetier c"r;accion. and to arabicize its name, not simply by translat;ng
it: rather, by relating it to the Arabic tradition. That was why ' I
planned the jIntroduction' in such a way as go include examples from

the Arab poets, and not only from Bretonm, ln"fréamont, Michaux, Saint
John Perse, or other poets from French and other literatures. 7T tried

to trace the EééES_Eﬁ prose to its Arahic roots since this literary genre
is 8 fundrmental pillar in Arabic literature. The EQEEE.EP.RFEES exieted
i Arabhiec Jitcvatwra eyen though §t did not assume the same name [aé

ise now usedj. The rootgs of this genre, however. ;re scgtnefed [in Arabhi~

\I’l
11torar-|rp] “nd not quite clear. Wr sheuld take the rvoots as our po.‘int

~f departrve if e wieh to consider the genve from an historical perapective.

. As T joined afterwsarde the Editorial Reard nf rhé.ghi?r review,
and rarticipateA in the [reviey'e related] Thureday [Fvening literary]
érrtvitieg, T fﬂund myeelf dn contact gith reveral namee nf weétprn poete,
I soon became invelved in this atmosphere, and participated, in varying

preportions, ip the literary discussions, T beleng to a clars of peecrle

~
»

who prefer to ligt~n when they d~ nor have anything to rav.
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4

Therefore, the atmosphere of vital discussions promoted by the
Ehiiﬂ review helped me to come close to poétic knbwleége. I am not a
'littgrateur.'4 Again, I do not belong to this class of people. If I
hg@ the cho;ce between general reading and the reading of poetry, I would
frankly oﬁt for the fdrmeé. Poetry reading causes me discomforts This
too w0uld seem a frightening confession. But it is a fact and it serves
no purpose to conceal it. I read poetry, but I would rather listen to
poetry than read it. If I am to choose, i would rather listen. Never-

theless, T did read.

Q.: When?
Al1-HEj3: . ~ ., o
It was only recently that 1 was motivated to read not because of
an inferiority complex, or for fear of any accgsation of ignofance'a
such coovsiderations do nét concern me much - T was mgtivatéd to read 1in
erder tn ggcertain where we were, where 1 was, and to find out whether
or not there were genuine values Among poets. I had the time to reread
the material T had read earlier in a\cursory and artificial manner. 7
read a gTeat'deaJ and arrived at.the striking results:
1. that poetry is exceedingly beautiful, and that it is ahout time that
a pamphlet was written to serve the essential message that poetry
of [all natfional languageé] is beautiful;
?. that we have heen markedly wrong™in our common conceptions, in what
we learned and what is being repeated day and night about the great-
ness of poetry outside our literaturg, in the present and in the

past, etr. T was personally one of those who were dishonestly cheated:

The fact chould be aesserted, however, that this inferjority coumplex



ShOulé not be continued as it has no validity to it.

I read all the writings of the three or four western poets who
won the Nobel Prize in the last twenty years, and I realized to my shoék
that these writings did not merit the ﬁobel Prize in which we seem to
suspect some value. fWith regard to the committee presiding over it,
doubtless the Nobel Prize is of some worth, although we confer on it
some val#e 1t does not have.)

Tf someone told me so two years aén. T w0uid have accused him of
rigidity, madnegs, and national prejudice. But I am free of [any]
;;tional prejudice {whenlI make such assertiéns].<

The unofficial Arabic poetry, the Arabic poetry which the ruling
dynasties have not recognized throughout history until now - this poetry
that has po place in main curricula of Arabic literature from the pre-
Telamic age, the Arab Sufists awntil now - had the best of this poetry
been assembled, and rendered dnte other languages, the genius‘of Arabic
poetry wonld have been relf-evident, and the era of backwardness would
have come tn a clnece.

We take backwardness in our Arabic literature for granted althrugh
we are nat bacrkward. There 1s newness Ln.those.[classical] poets.‘

. R
Although a theneand years hase elapsed since their death, these poets
are modern todav, much more so than modern poets in Euvope and in the
United States. Both as poets and great prophets, they excel the western
poets whoere poetry we have memorized along with their biographical
details such as all their actions, birth-dates, marriages, divorces,

~etc. We have memorized as though there were no other dates in the world

[~alendar]. and rhus neglected our own. Further, we have regarded these

241
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bilographical aspects as criteria unto us to the extent that we have

uﬂjustifiably wound up lqsing our self-esteem. This 1s the higﬁést

degree of ;olonialism; it 1is thg,veritable phase of colonialism - the

internal colonialism which is coA&ucive to our disintegraﬁion from

within. o - r
As regards the Holy Book and the influence the 0ld Testament has

exerted on my poetry, my answer is in the affirmative. Yes, I was

influenced by the "Song of Songs" and by the general atmosphere of the

0ld Testament in my fourth collections

(<) ‘6>n\\u _;(._}.a:‘)\p .._,.D)X\JW s\le

("What have you done with the Gold, What have you done to the Rose?")

and that was simply owing to thé fact that I had rewritten a year earlier
the "Soné of Songs" for the Nahar Publishers. ‘The "Song of Songs' was
published in a very luxurious edition, illustrated with fourteen coloured

" and wrote

paintings by Paul Ghuraposian. I rewrote the "Song of Songs
a special introduction to it. My profound admiration was reflected in
my sugsequent work. This influence is evident in
w \4\;:2);As ___‘nga \3\, ‘ ‘—r*‘>J3\ e )\,

the opening and title poem of my fourth collection. The influence, however,
did not go beyond this poem. Even this boem is not entirely modelled
on the "Song of Songs;" it [the poem] merely has a few paragraphs that
evidence a lyricism suggestive of that of the "Song of Songs.”

As for my fifth collection, I am at présent working on it, and
cannot predict how the -critical reception of it woqld;be.‘ In so far
as I can he objective towards myself, i believe tpat the form of this

collection draws Aas near as possible to the prayer form. Lyricism here
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takes its course without obstacles. In 6ther words, it takes its course
‘much more cémfogtably than before. I have arriyed spontapeously at the
form of the prayer just as I had arrived at my earlier forms of expression.
I have invariably»afrivéd at such forms in a spdntaneoué fashion. I

arrived at the prayef form both spontane0usiy'and through the experience
I underwent in the last few years. Iﬁ ¥ a love ex;erience naturally
disposed towards faith. Love‘has led me to faith and gufism. I am not
well versed in the §Gfist lore, and if you ask me to name a Sufist poet
I would barely mention one. .

One writer who SUGEitted his thesis a week ago on the structure
of the Arabic ga§1da suggests, in the course of talking ‘about my poetry,
that I have arrived at Gufism in my most recent:poetry. Oﬁ reading this,
I have realized that this is so, althOuéh I haq'notpbeen a@éie of it
. before.. |

Please do nbt accuse me of contrived_nalvetg; I am telling the truth.
I had not known that my poétry was §§£§}oriented before reading this ]
writer's statement, which only after the writing of my poems alerked
me that there was truly a Sufi element in my poetry. It gave me a kind
of psychological comfort to have realized that thére was someone who
_discqveréd and identified this trait in my poetry without any conscious

- .

atteﬁpt on my part to write in this vein.

I arrived at the union with God'fhrough my persqnal expefiencé and
daily 1life, and love was the greatest medium that led me to $ufism.

I do nof want to finish up this answer Vithout saying thgt I do

not claim a hundred per cent poet‘ic' virginity, no one .could lay such

a claim. There can be absolutely no poet who has not been influenced
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by others. In this sense, i should like to repeat a'stacement-l made
in an interview conducted -earlier with_ié, namély,l"Eyery poét is éll
poets, that is, he embraces in.ﬁim all the poetic.iegacy;'from the very
beginning he has been,’yittingly or unwittingly and whether hé likes
.it.or not, tied up with an invisible wire to the tfee of poetry. There

/

,as I do mot like to say 'impression.' ' STy

can be absolutely no poet [who is] entirely free of "poetic kinship"

As for me, I have not been influenced in the sense that, as poet,

I would sit at a table to write having in mind a‘cléar pattern of
[another] poetry or a particular method, and telling myself the closer ,

to this pattern my poetgy is, the better, or the more successful, etc.

I do not belong to this“éléss’of poets. I am not an educated poet in

the sense of hoarding thoughts and aiming at a fixed philosophical

objective, and‘éryst;llizing these thoughts in a poem. I 3am not_bf this
" species qf.poéts. I am not, [howevgr],,pas;ing any judgement, gpod or "

bad,'on this'class of poets. I simply do not.belong there, I am &

dégached poet, al{lby nyself, maintaining no relation to my'gontemporary

?fellow~poets., I have no relation to them from: the .perspectives of content

K «
e -

and essence. I am perhaps the only ppez.wﬁése poetry revolves from the

beginning around love. There is no love in modern Arabic poetryﬂ;‘a
phenomenon no one hés notigfd hitherto; although it is qgite diétastéful.
Whereas thefe'isbno love in modern Arabic poetry, there are many issues
[pertaining to national destiny] such as life and death, revolution,

¢

[classical] legacy, God as well as issues of politics and the [Palestinian}

resistance among several others of such very sound issues. I do not

pass any judgement here on these issues, but since this talk touches
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-y L e

upon i:?Lasjsificatio‘n if you will, I would like to make it clear cha'it_ I

do nbt beloﬂg to these schools of ﬁoetry; I‘am_the'only one whose‘poetry

has centred on love from the biéznniﬁ§ qntil_n0w. I say this néicpg;_ g

" out of modesty nor conceit, I say it as an establishgd objective égéf.
From the very outset, I have been a‘rejectionist, and I haye begg; Co

wild, and my liﬁ; of development from my [first.collectionvbf poems]"n;_h*.tt_:

’ng until Aow has tenﬂed tb move ffom abstruseness to lucid#t&} froﬁ D e

compiication to sfmpliéify;'and from fear of lyricism to iyricism without

’féar. Initially, I tended to re}use acknowledging love, and there was

eventually no way'out of ponfessihg iove. I have wound"up.resigning

fo love as a unique fact, which has Ied'mé to the Suﬁreme Fact, namely,

Go@. | |

Q.: If what I presume is fiihti'how would you account for the proclivity

3, -

of sadness in your poetr ami:%iyour disposition during this
\. - - 4 »

interview generally?

Al-Hajj:
- Perhaps there is no reason deep inside me forasadnéss, and I wish
" to sa;'fhat this sadness fortunately does not accoﬁpany me always; itj
is cau;ed Sy occasional qutings abOut'my poetry, and by a certain atmos-
phere in Beirut, and generally by the chaps_of';g;ges we are witneséing
at present., | E ’ *
Naturally, I do notigo as far as to say that I am afflicted with
a persecution'complex. This i am not; I do not seek a reyar& from aﬁyone;
I have néver expected a rewa;d as authors usQZ&ly éxpect in tefms of

critical reception and evaluation not to mention what they expect from

,@ommittees and establisKments. I am quite the antithesis to this. On

D
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_ this score; I am not deprived, and do not accordingly ask for anything.
7@5@:” I agonize, feel sad and furious when justice 1is shaken or is
QQS(:,.subjected to chaos and fraudulence. All t%is has been, for years,
:taking place in Our literary, artistic, and intellectual circles. 1 ' -

LA do not .want to expatiate on this subject. I wrote a bit on this

;’ but of course wﬁatever I wIote.wag.a drop in the bucket.

. i* dq not know how to answarwyoun, ue
x . s

like you tb'conéadbr this matter as sonefhih

Aaﬁb9“t sadness.i I would

related to the scope ¥

- T .

of personal considerations. I internally thank you when you prompt
. o A

me so to talk about justipe and values:

I consider myself ill—treated; but I cannot consider myself the
. only»wronged person. It is very likely that tnere are many more.tnan
I who are maligned, and who are much worthier of justice. Tﬁese do -
not talk or say anything.- Certainly, they do ‘not have the opportunit& . “%:
of meeting someohe li}e’you to understand their circumstances and find

out the truth,

o

I too suffer from ignorance around me, ignorance galore cee I

3

repeat that ad infinitum. I suffer from the chaos of values, chaos of

PR

'sensibility;-chaos of taste, chaos of publication,*and irresponsibility. R

We should see the end of all'these defects in order for the genuine values

‘
ﬂ .
to emerge and the genuinely new poetry spring up and develop.

-

Q.: It is at least arguable that there is a marked difference'technically

and thematically between your first collection Lan and your most

- g

recent‘ﬁidhi Sanacta bi'l-Dhahab. Would you care to comment on

this argument? ‘
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Al-Hajj:

In fact, every poet is an indivisible whole; we shomld address
ourselves to all his worksvif we areitb understand him fully. I say
‘this while I am fnlly aware of my non;poetic dimension such as the
essays and studies T have written.

‘I wrote copiously for the press, and still do, tut I have not .@&
published anylbooks other than myvpoetrybcollections, perhaps as a gesture
of appreciation on my part both for writers and poetty;

If it is'suggested that my deyelopment from Lan to my recent poetry
is not clear, I believe that the reverse is more likely to be said.
This development has been manifest from the start. Some critics say

, , . VAT E
that the last d‘iwﬁn,kf-pj\‘. B IO \)\h represents the fighter's

repose. What the critics liked and disliked in the last dlwan is

neither a flaw- ngg a new discovery; rather, it is the .process. of evolution.
As observed by some poets, I had two or three'options before me: either

to pursue my point of departure [j{e., the Lan techniquel and arrive
[safely] for merely continuing the style of my first collection to satisfy
_the admirers, or to follow my own course, my individual rhythm, my
internal development, and the [dictates] of my modern experiences. I
chose the latter. "Choose it" is not the right‘wording, 1 say now that

l chose after it had actually occurred.ch did not quite choose it;
rather, I found myself spontaneously traversing this path., Fortunately,

I did not choose the former‘path, perﬁaps because I have been, from the
‘outset, a personal poet. I try to resemble only myself, for my poetry,

as I see 1it, has a function, and that is to be I, to be exclusively I,

not to play one of the roles set by poetry critics. Therefore, I found

»

R
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myself spontaneously traversing this path of both simplicity and trans-
| | i

lucence and increasing 1yricism. Had I followed the other path

I
,deliberately as demanded by some literati, 1 would have necessarily
"done myself and poetry a great disservice as. I would have lost an
intrinsic trait, namely, sineerity.

I cannot write, merely for modernity's sake, revolutionary politieal
writings; 1 have no modernity complex. Poetry does not submit to rigid

criteria, extrinsic definitions, and rqady-made standards.

Q.: TWO questions:
a) Why, in your opinion, did theﬁﬂgfz_review overlook Charles
Olson's imporeéht essey "Projective Verse"vdespite its
technical and thematic affinities to the innovative movement
in modern Arabic poetry?
b) To what extent are you influenced b& the Surrealist movement
'“En French literature and/or by its protaéonists?
Al-Hajj
§Ei_£ s attitude towards Charles Olson's "R;ojeetive Verse" is
probably owing to thevfeet that the Anglq-Saxon literati, with [the
review's Editor-in%Chiefj Yasuf al—KhEl in the 1ead,lforucod fheir
admiration on Eliot and Pound, and did not paylmuch'attention to other
[literary] tendencies'such—as automatic writing and Surtealiet tﬁeorieg.
My contribution in this respect was direct. Zad Bréton, and - ,
admired him as I considered him, and still do, the Eastern writer of

French poetry, and I considered Surrealism an Eastern movement in the

. L. 9
depths of western mind., Breton is the only poet whose works I have read

>
.
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in theig~sentirety, both prose and verse. 1 was motivated to do so by

<

a fundamental concern: never has Surrealism been mentioned in my
presernce si;ce my early boyhood except in the context of sarcasm.

* When i came across the founder of this movement, I wanted, to know the
reason for this injustice [towards Surrealism]. Thus, I read Breton
out of’érdént zeal for justice, and I was overjbyed to»have disco&ered
for the second time that the world [around me] was ignorant andvunfair,
and that he who was scornfully neglected Qas just and right, and that
accordingly he should not have been maligned by his world.

With this mentality,aI translated into Aré%ic well over ten poems
from Breton, and wrote a long stud& on him in.§§3§£_in 19'62,5 and T thfﬁk
this is the fi;St material ever written in Arahic on Breton as well as
the first Arahic translation of his poetrv. I do not bélieve that Breton has
been translated into many languages. Unfortunately, my attempt to
translate Bretoﬁ‘has not stimulated similar éndeévo;;s in this directdicn.
My involvement in the fﬁurrea]ist] question was an attempt oh hy part
to get to know others. i

As regards automatic wriring, T beligve 1t chould not be adopted
§"£§~£§££59:6 it imp]iesnthp wav Lo spontaneity, and it may nét be

successful. Some such systemati~ enhconacinys [writing] is another tvre

of the primary comscious  or much worge.

O.: As in other languageé; diglossia in Arabic perpetuates the debrtr
as |to which mediumftO'ﬁseain writing: - literary or colloquial
Arghic, What are your find}ngs in the 14ght of your experdirr -

in hoth genres: prose and poetry?
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Al-HTjj:

I wrote some essays in the literary supplement of al-Nahar

s\)w\;#‘ which caused inddgnation and divisions. T

a

addressed myself to this linguietic issue neither to prove “the jmpotence
]

of classical Arabic nor to prove that colloquial Arabic was the substitute,

A
The upshot of the expeérience has been that writing in collogquial Arabic

1s extremely difficult.

T wae the first to translate Ionescr's plays intdrArabic in the
1960s. 1 {immediately disrovered that 1t was impossible to write in
Yiasuf Wahbl's Arabic. Accordingly, I used in my translation of

/,,)

Shakespeare's The Comedy of Errors a median Arabic " ,~;L;Ll .

I have refu§ed of late to translate any works for the stage as it [the
C ) 1 .

stage] does not tolerate any longer .this 'median’ Arabic. flthough I

am keenly aware that classical Arabic 1is not the language of day~to-day

life, T cannot but nse it in wvriting. That is whv T am struggling with

o Arabic‘. Mine 1is an obscure pretic dic*i-n: it stems from my tend ocy

Y

'ind*viﬂnn]ivﬁ the Arahic mediym. T hoave discovered as nonted oanyl{oy
rhatvusing crllequial Arabic dn writing e vefy difficult becans~ ! 1)

subrongciore Ts neconciated with classical Arabie. The clager t'o
expressinon 1s to the gources of expreesion tn the guhecnacin: | tioh
are the PY"m”Yd1"41 goarces 0of the languagn, the wara yaltan

Tn a gene~ | thic e why T sav:
ke S A ol
PN Lﬂjﬁk'—‘°*’

("Render me in all langinge~ fn avdar for gy
helaved to hear me.™)
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' ' 7 - 0 ., od
T say in order for my beloved to hear me (!\sul4>——¥9¢4,),_
not to read me (" ’l,___;jilx \ts '

I am 1s0lated on arcount of my poetry. not hecause 3? the
&

content of my poetry, but becauge I refuse to f~1iow A copmrr currapt
that would carry me to my Treaders.
There is too the problem of publication and éistribution in the

Arab world: If my book is better distributed, this»isolation wiJ; nove
continue, Whereas I deal with the general and hor fggues in my
journalistic essays, T vefuaa te di~ealve my pRetry qvth pertie and
p"11rical pigeonholes.

" Breton seems to have ~ucceeded in this respect when he vecon-$]ed
Marx and Freud. His prosge denling‘with;po£$tival issues 1+ quire
heautiful, but he fumbl-e and elip- ie andlen- rrveore when he zpproaches

Pt des in his poetry

B A el I Y - ol S R L S
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Interview with Adonis,:

“a l.eading Member of the Editerial Board of the §hii£ Review

(N.B.:

a. Adenis 1s pseudonym for ;¢11 Abmad Sapfd. The Syrian poet and critic

is more readily identifishle by this pseudounym.

>

b. T conducted the interview at Adbnis’ apartment in the Ashrafiyya

District of Beirut, Lebanon, on-October 2, 1974,

c. Translated below are relevant sections of the Interview that deal

primarily with Adonis' v%le in the Shir review and Society, with

his contributicn to the development of the Bé}me“en,prose, and wirh

weetern influenres on his poetry.)

%)
g -

N.: What was the significavce of tha Shicr revicu in vour cpininn?

: A
A The significance of Shi?z m3y well b~ enwmed up in five main pointre:

i.'

1i.

iig.

. c ’
Shi_x_: wae a unique meeting vlace for the new poetic experiments.

It wae the firet review # the Avnl ey YA) that rheorized
about ﬁﬁetir modernity.

Through its approach to the concept of modernity, Sbicr
formulated ite position trwavrds claséycal\Arahir hovixagp.
§g}f£ provided a platform for the intera~tion between the
mrderp forms of expression in Arabic and western Jitevary
traditions and for the firet time the Arab reader and thr Avnh
peet in general were acquainted with exampler of wegtern ~nd

internaticnal poetry.

c
The last apd more cignificant pnaint {e that Shi r wae the rentre
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of discovering the potentialities of the future of Arabic poetry.

In retrospect, how would you assess the role you played in the

Shicg_Society, and the contribution you made towards the develop-

ment of the poéme en prose in Arabic literature, as a literary genre?

\
T devoted the larger part of my life, even daily life, to the Shicg

review. 1t was I who undertoog‘éhe‘introduction of European poetry,
and more particularly French poetry which made the greatest impact
on [modern] Arabic poetry.

I was in the forefront of fhe theoreticians who dealt with
the relationship bétween the old and the new. As regards the
concept of modernity, T have argued all ;]ong that iﬁ neither
mattere to abandon the old, nor does it matter to change the form
of expression or the form of the modern [Arabic] qaslda. What really
matters is to change the roncept of vno'rynitself, and indeed this
“anceapt han changed

T -ae ~r the time reading SUfY writings, especially thrse of
Naffar¥ and Tawhid¥. I found in such [prnse] writings what T con-
sidered suprri-r to varsge (' /”t{/>’}‘ )54:)\ "y. Today, after
the paseage of eoveral years, T have become more convinced that
thi= [SGf1] prose is much betfer than much of the metrical poetry

et
l)‘jl)
. arcordingly, encouraged all writing experiments that hroke

away frow prosody C'éi}j;\ ") in favour of developing nev styles,
during which time "Uns¥ al-Jajj was writing ~imple elementary prose

pircar. In ovder to emphasize this trend, T tried wvy utmest te

1255
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bave ’Unsl al-Hajj published [in Shicrl, and was met with strong )
objections from YGsuf al-Khal [the Editor-in~Chief]; however, I
managed to convince.him, and al-Hajj was subsequently published.

As a further support of the [genrel, I myself tried to write a

A - -
é‘u‘) "), namely,
\ 4 ’\\ s\ E _ .
"o y }> ji;u’ . ¢ 2V " ("Arwad, O Princess of Illusion!"),

N "
poeme en prose (

which was the first poéme en prose ever writtén in Arabic. This

poéme en prose ("“%\ D n “ ") paved the way for the

publication of ’Unsi al—HEjj and Muhammad al-~Maghut after him

until the Eg}me.en prose became wide-spread and recéived full recog-~
nition., What I Had struggled hard to establish was not that this
form of expression was a European import as we were accused, but

to link it directly with Arabic §§££ writié!t. .Tdday, I am more

convinced of [the accuracy) of my earlier position even though it
¥ .
was not clear ennugh at the time. T can now defend it in its entirety

L4

on the ground rhat this species of writing was known in Arabic

literature; it bad been known in Arabic literature before it was

known in any foreign literature without exception bhecause Arabic

literature is older than known European literatures.

~
We can assert today the the poeme en prose or the [poetic]

expression through the medium of prose is a fundamental [literary]v
genre in Arabic poetry; T can even assert that I myself am more
inclined to express myself in prose than in verse. I can further
contend that poetic expression-through prose is likely to be

charactevistic of the next phase of Arabic poetry.

Q.: T.S. Elfct contenda that "therve is only good verse, bad verse, and
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: , |
chaos.”" He also identifies 'free' and 'rhymed' types in English

prose. Do you find similar types in the Arabic literary tradition?

I bélieve that the 'modalism' (" 2&2;5)\ ") Eliot alludes to does
not exigt only in prose, but also in verse. 'Modalism' is a disease
or an inadeduacy resultifig from the weakness or de;line of the poets'
;reativity, for wgen creativity fades at any juncture writgrs take
to imiltating earlier models. This imitation’is 'modalism’ whic;h-
exists both in verse and prose. It is easier, howevef, to coﬁbat
'modalism' in prose than in verse because verse ;onsists'of measured
rhythms and 1t takes a competent poet to éombat_'modalism' in fersé.
For these considerations, I regard what is known at present as
'modern poetry' as haviﬁg undergone this phase of 'modalism'

which 1s perhaps more backward fhan traditional modalism which we
have complained of and broken away from. Iﬁ fact, the 'modalism' of
the so-called 'modern:poetry' is about to put ;n end tn the present
wave of {nnovation, B

Both in vour studies about poetry and in the earlier parts of this

-

“interview, you argue that "what really matters is to change the

concept of poetry itself ... Is it possible to define this concept

and assess recent conceptual changes in modern Arabic poetry? w
Tt is impossible to offer a final definition. One can Attempt

. - .
several definitions. Each definition will, however, reflect the
viewpoint of the definer alone, and it ds in this case confined to

or derived from thé poetic models the definer uses as his frame of

reference, To attempt a definitive definition of the poem or of



poetry 1s something ﬁnpoetic, something non—ﬂoetic.
I believe 'that the direction new [Arabic] writing is taking
will entirely turn our [ﬁoetic].criteria upside down. Both in

the classical Arabic tradition and in almost all [Arabic] "modern
&

" poetry'" as it 1is called--meaning precedes utterance or phraseology.

The 'modern' poet has always taken meaning on any given issue as

his point of depart$5e and tried to express this meaning or his

[position on this] issue exactly as the classical poet us to

portray or clothe in words whatever meanings he had in mind. .This
attitude ié essentially rhetorical. The orator usually addresses
people before him, and tries, first; to make a certain rhythm,"
that is to say, he should not be too fast or too slow s+ he should
follow a certain rhyﬁﬁm uttering alternately a short senfence, A
direct sentence, and a clear sentence-—and he should.not be..

complicated ... These are rhetorical characteristics, Until today,

we still write poetry in accordance with this perspective. Modern

[Arabic] poetry,¥ believe, will be turned upsid; down. Meaning
does not generatg utteranée; on the cont?ary, meaning results from
utterance, thatwis; wé wrii:rand the meaning éubsequently.follows.
Once we achieve this in poetfy all [existing] poetic criteria will
change, and this is the approach to writing [proper]. 1In other

words, .I claim that we Arabs have not known»writiqg. We are still

in the rhetorical age. We write words, draw them [on the page]. We

have not yet entered writing in its proper sense, neither have vesg

known it. Naturally, it is not easy to deal with this problem'in
'3

one session. A good deal of time is needed to study this problem

thoroughly.
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Is the Shi‘r review, in your opinion, the successor of ﬁid&r which
had suffered—-much like Shi‘r--from the very biased and personally

motivated campaigns? \

We cannot put Hiwar on an equal fobéing with §QEE£. The §hli£ .
review has had a well-defined position, outlook, agnd mission wheréﬁs
Hiwar was like any ordinary review. 'I,thbwever, respect Ta&fiq |
Sayigh, [Hiwar's Editor-in-Chief] and, as I know him personally, I
considerhhim,far above any accusations.

I dare contend that Arabs are about to lose even the "blessing"
C';k};'ﬁ of communication. In ordef to communicate, o#e should
have, in the first place, something to communicate.or to express,

We are in the chaos of lacking what we wan%‘éo cémmunicat;. We
merely produce sounds. What’wé write is nofhing but sounds.

We make noises and do not coﬁmunicate. We certainly make noises

and do not communicate.

Why did you dissociate yourself from the Shi‘r review?

-

: I argued for a new direction in Shi‘r, namely, .the need to pay due

attention to the histgry of the Arab world. 1In the earlier years
of our work in Shicr, Qe turned our attention to the abstract
thebretical aspects of literature, and I felt then that this end

was accomplished. To continue in abstract theorization was to lock

ourselves up in a closed circle. T strongly believed that if we did

not give the review 'a new push,' namely, concerning ourselves with
the historical dimension of Arabic life;_in other words, paying

. ~
attention to the Arabic daily lifestyle and political develcpment,

we would be still revolving in a closed circle. Even though I knew
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that‘the tendency I argued for was likely to lead to the disinte-
gratién of the §hii£ from within, I went ahead, preferring this
disinteg;atioﬁ to the pérpetual self-repetition inside the review's
closed circle. There were, too, other less important factors; o
Duriqg the last two years of §hli£'s life, the choice of haterial'
for insértidﬁ was determined by the majority of vote;, and I was

of the opihion that poetry could not be determined by the majority.

-This policy would account, in my opinion, for the bad quality of

the poems published in the review at the timeldespite my objections.
I used, however, to accept open—mindediy‘the majority decision of

the Editorial Board;

Could we possib;y‘move now to the question of foreign influences

on modern Arabic poetry and on you and your poetry in particular? -

I believe that thought in general is mucﬁ }ike air, and the human
being cannot help but inhale it. 'To influence and to be influenced—-
this is a natural question and a matter of course., What matters is
that the recipient of [foreign] influence should give this inflgénéé

his own personal stamp--he should digest it, internalize it and

. fuse it into the elemen;s‘bf his own experience,

.4Invthi§;seﬁse, I can séy that Ijam indebted to many Europeans.
1 aﬁ indebted'in the first placé.éo ﬁhe.Greéks: I am indebted to
Heraclitus. I am indebted to Nietzsche and Rimbaud. I am‘ipdébféd s
to'ali international poetry. I do not, however, kﬁow of one poet

@

way.. Whereas I écknowledge my indebtedness to the genifal movement
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of poetry and thOugﬁt in the‘world, I cannot single out one thinker

or one poet to whom I belong intellectually or spiritually.

It may be argued,that al-Adab launched in the 1950s the Sartrian
concept of Yengagement' or probably its own.brand of this concept.
What is your own attitude towards the 'arabization' of the concept?

Is there, in the Arabic experience, what may be called 'engaged'

poetry (" r/:y/a_‘,r "y9

There is a great deal of writing i{n Arabic on this question. 'Evety<

literature by definition is maturally 'engaged.' 1 am_inclined to
think that 'engaged; 1iterature.("(t);}}\_4’4L;J‘.“) in the last
twenty years was'aiﬁrovisional literature of hé worth.

I believe/thaé}there is a revolutionary tendency in modern

Arabic poetry. Here, again, you and I will differ on the meaning
L 4

- of revolution. Some say that revolutionary poetry is that which

talks directly .about revolution, i.e., it describes it. %

In fact, all the so-called 'revolutionary poetry' took an

’

attitude towards_révolution.similar to the attitude taken by the

ancient poet towards caliphate. The ancient poet merely glorified

-the caliphate, the caliph and his achievements. Similarly, contem—

ﬁorary Arabic 'revolutiqnary poetry' takes revolution and the

'existing' system as an abstract idea, and aécordingly glorifies
the absgract notion of revolﬁfioﬁ; 'revolutionary poetry' adopts
the stand of adulating rev&lut;on; This, in my opinion, is not

revolution; in essence, this is not poetry.
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'Revolutionary. poetry' proper is that'which flows from a position

of convictioh, of comprehensive vision to change the structure of
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Arabic society radically and at all economic, social, cultural

and politicél_levels. Political change alone is not enough at

“all. If we confine ourselves to.political change, the old méiadies,
as Marx would say, will soon surface. Therefore, genuine revolution
would entail, first, the'radical change vathe-social and economic
structure, ‘and secondly, the cultural structure, and, finally,

tﬁe political structure as a crowning of s change. Tn this senée,
"I claimed that Qe did not have a revéluti , and, in this sense,

I ﬁoy sa§ tgat if we have anyy'revolutionary'poetry,' it is the
poetry which.derives its-inspiration grom this kind'OE change.

This poetry, 1 am afraid, exists in a very small measure, and it is

great pogéry.

Q. Shi%gwaddressnd iteelf on a number of occasions to 'diglnssia’ in
the Arabic language. How has this linguistin vphenomencn affeated

vour litrerary experience?

e\ )

A.: The prcbhlem of collequial (" - “L)
[ 4 4

! 1“)‘_\ R
Arabic (7 L}fé‘! ") 4ie contrived. T have never used colloquial

") avd literarv etandard

Araséﬁ in my writings. T am not, hewever, against the use of spoken
Arabic 1n writing, Thé‘distincrinn between the langﬁage of literary
expression and the ianguage of poetry will always hg'rhefe in all
-languages. T am against this cantrived problem in our literatﬁreu
Michael Tirad writes in spnken Lebanese and very few understand him.
Saint John Perse--if he is not the greateét of contemporary poets,

he is one of the greatest—-is only understood by the é&igg.

Q.: T should like to wind up this interview by asking you about the
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thematic foci in your poetry.

.I do not believe that there are 'contents' in poetry. I am against

. . . . ‘—'\ )
'contents’, and "thoughts' in poetry. I write; then, critics and

readers ciaim that I deal with this subject, that‘subj¢Ct or the

P
other. The themes that preoccupy me are those that prebccupy every
human being: the pioblems of life and deathr These themes are of
no importance at all from the artistic standpoint. It does not
matter at all whether one writes on love, revolution, or courage,

What really matters is.how one expresses one's personal experienre

'

.-and one's personal view and vision of love, xevalution, courage,

etf.‘ Therefore, rhemes in‘the final analysis mean not%ing to me
from thegartisticr viewpoint. The gréétness of the content or theme
does not reflect pos{tivély, that is, on the poet or the éftisf;
What makes the poet great is his manner of expression. As vegrrds
the nther themes, T »m e-groeged like everv \rab ‘ndfvidual 4n  ne

hag! thame, namaly  the quaecrdo o 0 € pha one A el deoatdiny,



-

e

if al

via



N

Intersdew w'ith Yiae f al-"hal,
3

h.l{tor_in [ A - q}‘{"r o 5

e

m - I condu~ted the dn'ercf v ne 1 707 ‘ feo Mt
T.ekarnn nn Qctober V1~ 1074
! n'y p'irrir\v\q "of thie Inter clow, 't Heooo A B !
N iy
o the polme en prose, are trams't ! b
Ton hie resronren, My . n"—l(b-a-l v e . Vgt ! hat 4e !
mediate he - nom Lo Vomiie ar e . '
To wht @vutent vers tht LAY B o ¢
nf me no Ao '
eh ] B TR BT for v moor et gy | SN ] g'np_ n' e
t 'y ' ‘ ! J Vot ety
[ voe t- Ao F e g ht ! "nw\dampnl 1 e ome then '

(ot : .
ey opmct e Thi v - ar e ey v ardg th- Pnhw, ne prege?

Tt 4/ ertahliche ! A ng Ay ot 'li"cx'ary hi{ator "aneg f( Yoo deto s thet
the npew roven ut 'nopoctvy . wh'eh 0 U rt ce a’tay the flrea: [Avy
T aclf] wa' | nd precdn 1y in 1050 pnid more gtrention te Favn

'

o I
by by ent'npg he mons tane of pretic conventione ('nmﬁd ash-shi r'

. P '
that is. *'h- ctvee qyg‘ r}»vﬁes whicrh nl.K 111 » /\})mgd had
Anorrthe  and laggified. The new m“"h”"f in peatry started from

~
v .“q'

e fix' o

hreak e *hi  mennrony and bulldire th q( 1da metr’ra](

/
SaY 1y o Y et o F 'he tafc‘]."- mne Y ap v'v}h; }\na‘(q ~f
T /

265



266
and last hemistiches. The tv d{tional qaglda departed from that
somewhat »s 1s evident in the Andalueian muwashshalh which was
rowething of a novelty at the t'me.
The rélient ¢'arac o '=ti f modern Arablc poerry after World
War 71 4+ bLeo the 11 - Jg oat 'Viahad on 'he EQESYla, The Eafclla
i rh kev to the'me ' f the poem. This limited devel rment,
which '°tain%9 metre n - 3 ') ag Avakt- mysicaliry, moved heaven and
cav th C'\}ziB\’S?;A\ ~v;?". and wa~ ceneld-red absolute!v objectionatle
by *He congervnti ers Althrveh this ereri-» of poetry was metrical,
the copgr ve Crem {roder o g ot 1+ fel' antgide all olassific;rions
f poetry 1 ty o ned according t~ f‘aeni;n)

: '\n‘;io"
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;

all qﬁarrers: the conservatives, the moderates, even the modernizers,

were raised: ''This utterance is no poetry. .As for the tafcila,
it 1s something we have understood and put up with but to regard’
unmetric=l utterances as pretry is abrrlutely inadmissible. "iIn
the ensuing campaign we were accused, the writers of the RéEES gi

N .
precs. wers ~ccused and, because it published the poeme ‘en prose,

c
the Shi r review was ~~cuced of conspiring against Arshir poerry

ard 1fiterature,

As f'r the poéme en prose, it is not an invention of the Shi‘r

4

review;.n~ ne hes inveted it in the Arabic langnage. The Roégg_gg
prose is in f» + a kind of writing that originated in France. Prose
writing, prose poetry exis's in all literatures. It exists in the
0ld Testament, even in the OQur’d@n there exists poetic prose. As a
lit-rary genre, however, and esrecially after Lautrgémont and Rimbaud
had writren several poems in it, it becawe well-known. They [the

. ™~ N
p acri ionerr of the po~me en prose] called it poeme en prose mweaning

" r~em fn prose form, = roem that is not [rresented. typographicallv
on the page] in lines [Jike versel, but it is written as a prose
funfr] comprising the characteristics nf poetrv. Afrer the cenre
had heen Jong estah!i~hed in French litevrature, poetr of 211 [nationall
literatures used it == their own medi'm until it came to us diring
c
the era of the Shi'r review. ‘

It is to be noted additfonally that the poetry that we have

Aubbed as péEme en prose does not aualify for this literary desig-

nation. The poEme en prose is something quite different from the

roetry of JabrZ IbrEhim JabrZ, “‘whawmad al-MAghut, Tawflq Siyigh,

quite different even from ’Ups? - Hﬁii's poetry although he is ruch
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N
closer [in his practice] to the [concept of] the poeme en prose than

the poets T have mentioned. The szme en prose is not every unmetri-

cal poem, [accordingly] each unmetrical poem should not be called

A . - -
> " " ~
poeme en prose ( g 2.4#” ') as the poeme en prose

is something onfirely different. For instance, the poetfy of [such
poets as! Tawflq Sayigh, JabrﬁlIbréhim Jabra and Mvhammad al-Mi3ghut,
which ie distributed geographically on the page in the form of lines -
this poetry is like metriral poegry albeit of unconventional metre.
Their poetry has internal rhythm attributable to [classical] verse,

and cannot accordingly be classed under the pdEme en prose.

Furthermore, when these poets [Jabri, Sayigh and al-Maghut] read

their poetry in public, théy used to intone it. Tawflg Séyigh and

Jabra [Ibrahim Jabral used even fo vowel tﬂeir poétry, that is to say,

when they wanted to pause somewhere ;n the poem they would place

a sukl@n [vowellessness] on the word at the end of the line, which

proves theilr propensity towatgs the [ traditional] tone. T have to

add, however, that tone C'kju ") 1s essential to poetry; it is one

of 1ts characteristics. Tt is not necessary for the tone to he

traditional; rather, it is neceésary that it be internal and personal.
To go back to the question of tone in Sayigh and like poets,

I should Jlike teo mention that I asked Tawflq Sdyigh onée, "Why do

you pause with a sukin?" < g)Sl*“*‘ L,uJA He said: '"One

has to pause."'("-g_llz)‘)ijﬁil ") This means again thar.SEyigh was ,

oriented towards tone in his poetry.

You, along with other.members of Shicr, have dealt more than once with

1 ¢
the question of diglossia (" zub” 'J ‘ "). How does thir
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problem prombte or hinder the process of poetic creation?

-We have invariably advocated in Shir the use of an Arabic as close as

possible to the spoken vernacular. We have also emphasized the need
to kéep in check the use of rhetorics, eloquence and hackneyed
Romaﬁticism. I have always/{:garded the word as a sacred entity
that should be crystallized and used with precision. The proverb,
"The best statement is that which is brief and meaningful”

(" )) I))\’ r)m "), serves as our motto. The Qur’an is

the best example of conciseness. Conciseness is conducive to the
desirable ambiguity in poetry. The poem so characterizedvacquires
new dimensions in the audience's perceptions and lasts longer,

From the perspectives of diction, structure and ambiguity,

we have benefited considerably from Ezra Pound and T.S. Eliot.

It is reported in §giig'and probably al-Nah3ar that you ére at present
engaged in.thé revival of the.Christian legacy. There. is ample
evidence i; your literary'output that you are influenced by the Bible
from the formql and thematic viewpoints. Do you have any further

comments on these interrelated issues?

The Bible was translated, about one hundred years ago, in the simplest
form of Arabic conceivable and the closest to the spokenIVernacblar.
This translation was sponsored by thébAmérican missionaries and under-
taken by Butrus al-Bust3nl, Ibrahim al-YazijI and Ydsuf al-Asir who
participated in the translation even though he was a Muslim, This
project was directed and-executed by the most talented American

missionary and physician, Van Dyck.l Tﬁis translation has been in
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circulstion until today.

A Catholic translation was done three or four years ago by
Butrus al-Bust3nl, the grandson of the older But{rus al-Bustani.
The latter translation is unfortunately marked by studied eloquence
and.rhetorics which distances it even from contemporary written
Arabic. |

There are several attempts to translate the Holy Book into
contemporary simple Arabic. Motivated by the deficilency in
al-Bustdnl's translation and encouraged by the Vatican, the Catholics
and Anglicans in Lebanon have embarked on the preparation of an
Arabic version that would be satisfactory to the different Christian
secté% I have the great-honour to take part in the project and I
expect'the translation to be available in a few months._

As regards biblicel influence, other writers such as Fu’ad
Solayman evidence great indebtedness to the Holy ﬁookl I personally
do not think that I am influenced by the Bible except in a very

indirect way. My poetry 1is Christian and the content of my poetry

is Christian but I am not sectarian. Conversely, there are many

Christians whose .content does not evidence their Christian faith.

.

What is your attitude towards the concept of 'engagement?'

This problem is not clear enOugh in Arabic literature. You may.be
engaged' provided that you be guided by what Eliot calls: 'the

objective correlative."

I once wrote a very short poem of no more than ten lines, in

\

which I addressed myself to the human tragedy.  Very few peog*f took

it to mean that I was .dealing with the Palestinian tragedy..'I«‘
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"surprised that only a few poeple understood it., It is sufficient
in my opinion that one person is able to understand it as this in
itself means that the poem has some value.

In this light, number does not matter much.



- FOOTNOTES

1 Al-Khdl doubtless means C;V.A. Dyck who, ‘along with E. Smith,

made an Arabic version of the Bibie; al-Kitﬁb al-Mugaddas, ’ay Kutub .

al-CAhd al-Qadlm wa 1-"Ahd al-Jadld, 2 vols. (Beirut, 1864-1865).
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