University

of Glasgow

i

‘Abdul-Razak, Hana’ Muhammad (1989) Keats, Shelley and Byron in
Nazik al-Mala’ikah's poetry. PhD thesis.

http://theses.gla.ac.uk/4959/

Copyright and moral rights for this thesis are retained by the author

A copy can be downloaded for personal non-commercial research or
study, without prior permission or charge

This thesis cannot be reproduced or quoted extensively from without first
obtaining permission in writing from the Author

The content must not be changed in any way or sold commercially in any
format or medium without the formal permission of the Author

When referring to this work, full bibliographic details including the
author, title, awarding institution and date of the thesis must be given

Glasgow Theses Service
http://theses.gla.ac.uk/
theses@gla.ac.uk



http://theses.gla.ac.uk/4929/

KEATS, SHELLEY AND BYRON

IN NAZIK AL-MALA'IKAH'S POETRY

by

Hana' Muhammad CAbd u 1-Razak

A Thesis submitted to the
Departments of Arabic and Islamic Studies
and of English Literature
in the University of Glasgow,
for the Degree of

Doctor of Philosophy.

Volume I1

1989



(1

(»

(W N

=

N

gh

TRANSLITERATION




RN

[e \|

[\

fe M

o
\

ol

=4

aw

ay

SHORT VOWELS

LONG VOWELS

DIPHTHONGS



KEATS, SHELLEY AND BYRON IN NAZIK AL-MALA'IKAH'S POETRY

TABLE OF CONTENTS

VOWIME (2)

CHAPTER FOUR: GREEK, ROMAN AND OTHER CULTURAL ALLUSIONS IN ﬁiZIK'S

POETRY; THE HERITAGE OF KEATS, SHELLEY, BYRON AND ANATOLE FRANCE:

Introduction ........c..o..... ceresaseentaneaaan cereecasetreenaens 287
Sources of Nazik's Mythological POELTY «uveeeeeereeoceranaocaens 290
The Significance of The Golden Bough TO NazZik «veeeveeenoeeaannan 292
Mythological Themes and Symbols .......... cresccsscsansasassases 295
The Relation of the Jinniyyah tO POGtILY .ccevrennnrinnrcnnnnnanns 299
The Relation of the Jinniyyah to God (= Poetry) ..... ceeves eeees 305

The Jinniyyah's Dwelling Places and their Relations with Poetry 309

The Jinniyyah's Appearance in Nazik's POELIY ..e.veeeenenceceanss 316
(1) Her Complexion and Hair .............. ceeneee Cereeaneen 316
(2) Her Hands and HAlr ....ccvevnrncocencncannasonnnns veee. 319
(3) Her ClOthes ...cecieennnnsennnanes teesereestssarenaans . 321
The Jinniyyah as a Syncretic of Mythological Characters ...... .. 322
Thais and Paphnutius and the Theme of Sin and Repentance ....... 323
Thais and RabiCah al-“AdaWiyyah .....eeeeeeeeececenss eeeneeee.. 334

The Story of the Fall of Adam and Eve in Nazik's Poetry and France's

Novel Thals cievevececnns teesevesescessstecacstessetrtaensnannnn 337




_ii_

Eve, Prometheus and Christ ....cieiieniiieeeeeeennsonnsacnnnes 343

The Jinniyyah and the Supernatural Creatures:

The Serpent and Adam and EVe ......iceireernncsencnnscnccaccnnnns 347
Cain and Abel ...t iiiriiiiir ittt etreeracesncasoanassaaancanans 349
Medusa and CalN ...ivrienineennoneestenssoseecessssanccancnnnnas 351
Medusa and NESSUS ...ceuinienncenenacsconsensecsccoscssocnoannannas 355
The Jinniyyah @S @ DeMON ...uviieieensencecneosscconosscoancnnnns 356
The Serpent and AreS ... cieeeeecesvscoanrososcsonssscsccacnsanne 358
The Serpent and the Labyrinth .....ciiieiiiiiiniiirirnnnenannns 361
The Jinniyyah and the Sirens .....cc.iiiiiiiiiiiiiiireennncacans 367
The Spider and Thails ......ciiiiieriiiicneecssscoecasseccanancas 368
The Giant Fish ... iiieiiiiiiiireenieeenoeecnaecanssonesonsonnns 369
The Ghosts and the GhOULS .. .. ieiii ittt iniinnieeennnonnnsans 372
Venus and AdONisS ...ueeiieiniiinireeeeneeenncenessssssnssanancss 379
The Jinniyyah, Demeter and Persephone ......c..eeeeceennenasacnns 385
The Jinniyyah and Cupid ......iiiiiiiiieiierenenreenncnnnsonnens 386
The Theme of Gold ...... e besicsseetcenessestatenessanscnasaanns 389
MIdAS ..cviiiieorearesacessncacsenassasaccsannosssosasessacnannse 390
PlULUS .. iiiirtisaceasoceeassessacaseosassossnsasaasnsacancssavenvns 394
Eldorado and PACLOlUS ..cceevscesscecsnascoscanascscnsaccnsansns 399
Eldorado and Utopia ...ceeveeccecncecneecensscnasensncnosssananascs 405
Pactolus and Lethe ......ciicioeenneereeranansasseosccsacnsanans 410
Lethe and al-Kawthar ....eeierrecnnecesseccaccncanasnsonnssocnns 412
The Combination of Different Religions and Cultural Characters:

(a) Indian: Buddha and Brahma .. ..........c.ccecciccnnnnnn 416



-iii-

(B) Jewish and Islamic: Abraham, Hagar and Ishmael

....... 418
(C) 1Islamic and Christian -- Muhammad and Mary Magdalen ... 420
(D) Eastern and Western:
(1) shahrazad, Diana and NarcCiSSUS .......eeeevececn.. 423
(2) Nahawand and Rapunzel ......ceeeeeen.. Ceteeeenaaan 425
(E) Greek and Roman ...... Cteetseesaecesetstesasotacsenanan 429
Conclusion ...... serean Ceereseceesrtersssearsaseerenaerasenasnnn 430
Tables .oiiveeneniniinnnns teeseneenans ceetenenann ceresercaevanannn 435
NOLES titientsosenssacsosscsssasosnsssesassnssasasssssnesnccnnsossns 467
General Bibliography
(1) Primary Sources:
(A) ArabicC ....viiivcerrcncocancnnss cressnsesecencsren 471
(B) English ........ cerenans Ceettenccenaasecsenaonann 486
(2) Secondary sources:
(A) FPor Arabic Literature .......cccoeeeciecnncenannans 486

(B) FPFor English Literature ..... cerecenenes ceecccanaan 505



- 287 -

VOLUME I1

CHAPTER FOUR

GREEK, ROMAN AND OTHER CULTURAL ALLUSIONS 1IN ﬁXZIK'S POETRY:

THE HERITAGE OF KEATS, SHELLEY, BYRON AND ANATOLE FRANCE:

INTRODUCTION:

The word >sts%z» (Mythology) was first introduced into modern
Arabic poetry by Rifaah Rafis al—';'aht_:_éw-{, and Sulayman

al-Bustani in 1904:

"The word mithulugi, and now mitholojya, was first adopted

by the Egyptian Rifa“ah Rafi® al-Tahtawi from the French

mythologie in his book Takhﬁ§ al-Ibriz fi talkhis Bariz.
Nearly seventy years later, Sulayman al-Bustani published
his neo-classical verse translation of the Iliad which was
the first practical introduction to <classical Greek
poetry. with a glossary of fifty-one pages of Greek
names, illustrations of some of the mythological creatures
and divinities mentioned in the epic, cross references to
Arabic tradition, parallel quotations in the footnotes from

two hundred Arab poets, and a more or less meticulous

rendering in the jazl style, al-Bustani managed to a large
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degree to domesticate the Homeric epic into neo-classical
Arabic poetry .... For his neo-classical contemporaries,
al-Bustani's verse translation of the Iliad demonstrated
that Arabic poetry could possibly absorb Greek mythology

without necessarily losing its essential identity."(l)

This event encouraged the Arab Romantic poets "not only to use
mythology in their poetry but also to argque that myth and

(2)

poetry are inseparable”

To the Arab Romantics, the beginning of the twentieth century
represented a turning point, as the beginning of the 19th
century had done to the Europeans. They found themselves in a
conflict between traditional and modern culture. One of the
most noticeable ways in which this conflict manifests itself in
their poetry is their employment, suggested by their
westernised education, itself one of the symptoms ofF the
conflict, of symbols and allusions derived from cultures other
than their own for the expression of sentiments and opinions
that still could not be directly voiced. Greek and Roman
mythology, and to a lesser extent Assyrian and Babylonian, was
a favourite medium through which to present, among other
things, their attitudes towards their governments and social
traditions. Being mainly educated in English literature, they
mostly depended on the English Romantic use of Greek and Roman

mythology.
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At the time when Nazik was beginning her career as a poet,
there was little scope in Iraq, as in the other Arab countries,
for freedom of expression for men, let alone for women. She
accordingly chose to invest her poetry, especially that written
in the 40's, with mythological trappings, in order to indicate
her position in an oblique way. Her political, social, and
emotional attitudes are disguised in her adaptations of ancient
mythologies. As well as serving her as a convenient vehicle
for these purposes, Greek and Roman mythology also had a
considerable impact, with its polytheism, on her monotheistic
Islamic belief, until, at all events, the latter period of her

work.
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SOURCES OF NAZIK'S MYTHOLOGICAL POETRY:

Like other Arab Romantics, Nazik embellishes her poetry,
particularly that written early in her career, with allusions
from Latin, Greek, and other cultures. Her work contains

borrowings from many sources -— Greek, Roman, Babylonian,

Assyrian, Biblical, as well as Islamic.

In a written communication, Nazik prided herself on studying

Greek and Roman mythology widely at Ma“had al-Funun al-Jamilah

in Baghdad in 1942:

- LD

s S e ”
n e s B T o | a
NN (b b e Y

Lp it Lt e Qe e s,

(I have used all these names and the like, because I know every
minute detail of Greek mythclogy; I studied it in detail in

the Department of Performing Art at Machad al-Funun al-Jamilah

in 1942.)

Latin was taught at the Institute, and she took a Latin course
in addition to studying Arabic. Her higher studies in America
helped her to extend her study of world mythology. Thus,
according to her own account, she was able to derive many of
her classical allusions from the original sources. She even
claims that she wrote her diary in Latin, but this has not been

published. she continued her study of Latin and Greek
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mythology in America while studying for her M. A. in Literary
Criticism (see chapter 1). She read Catullus, Cicero,
Aeschylus, Sophocles, Euripides, and Aristophanes, among others

(see chapter 1).

Although Nazik claims to derive her allusions partly from the
original sources, her transliteration appears, on the whole, to
suggest that she is familiar with them in the form in which
they occur in English or perhaps French literature, in which
she was educated, rather than in the form in which they occur
in the classical languages. Examples of this are the
transliterations of Aurora as ‘usus't Qgﬁgé, Cupid as -wrs=S
Kyubid, Labyrinth as &S =¥ Labirinth, Diana as “l.!s Dayana,
Venus as o9°=3 Finus and Medusa as )93 Miduza, all of which
suggest an English influence. It might be said that the
transliteration of Narcissus as =, Narsis suggests French

influence, but it 1is possible that the latter, at any rate,

represents merely a standard Arabic version of the name.

Nazik's mythology may directly derive from: 1) English and
classical Dpoetry. 2) mythological handbooks, and
indirectly from: 1) the Arabic versions of English Romantic
poetry, Q) critical studies of English mythological

poetry.
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THE_SIGNIFICANCE OF "THE GOLDEN BOUGH" TO NAZIK:

Sir James Frazer's The Golden Bough was an important source of

mythological lore for Arab poets Jjust as it had been for
western poets, such as T. S. Eliot, some years earlier.
Frazer's imaginative, anthropological approach offered to both
eastern and western poets a means of assimilating the tradition
of mythological poetry without abandoning a specifically modern
sensibility. Frazer's Iimportance was well recognized in the
Arab World. In his article "al-Ghusn al-dhahabi: Kamzaia

al-sir Jimis Frizir al-Khalidah", in al-Siyasah al-usbu iyyah,

“abd al-Halim Muhammad writes of The Golden Bough: "Everybody
(3)

should be aware of this book.

In a foot note to his article "al-Ghusn al-dhahabi; waqC camzq

wa namat aci;' (The Golden Bough; a deep impact and a higher

form) 1in al-Usturah wa ‘'l-ramz; dirasah fi 'l-asatir wa

'1-adyan al-sharqiyyah (the myth and the symbolj; study of

the eastern myths and religions®™, which is based on Vickery's

book The Literary Impact of the Golden Bough, Jabra confirms

the influence of this bock on the Arab poets in the 1950s and

the beginning of the 19605:(4)

"The reader can find the following paragraph in my
translation of the first part of the fourth volume of "The
Golden Bough" -- "adonis"; I would like to mention here

that I translated this volume into Arabic in Jerusalem, in
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1945; the first and the second chapters were published in
Baghdad, in 1954. Then the complete translation was
published in Beirut, in 1957. It had an influence on our

poetry of the fifties and the early sixties.”

In "Modern Arabic Literature and the West"™, 1in Critical

(5)

Perspectives on Modern Arabic Literature, Jabra talks again

about the significance of his version of volume ii of The

Golden Bough to the modern Arab poets:

"My own translation of James Frazer's volume "Adonis", from

The Golden Bough, provided the Arabic text of the Tammuze

myth which partly underlay Eliot's poem {[The Waste Land].

And as the myth originally belonged to our part of the
world it seemed natural that Arab poets would incorporate
it into their work. Thus the dominant theme in the Arabic
poetry of the fifties was that of the parched land waiting
for rain; of fertility restored through the blood of
Tammuze, murdered by the wild boar; of death and
resurrection.”

In al-Bahth ‘an uacna,(s) abd al—WE@id Lu'lu'ah thinks that

Jabra's version of volume 1ii of The Golden Bough had a

considerable impact on modern Iraqi poets; it was through this
version that they became acquainted with many mythological
names. It inspired them to seek further references to other

mythological studies.
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For Nazik, as well as her fellow-Romantic al-Sayyab, The Golden
Bough may have been of special importance, because its second

volume, Adonis, Attis, Osiris was translated by Jabra Ibrahim

Jabra, who had taught both poets in Ma had al-mu allimin

al—cglizah. This translation encouraged a widespread interest
in mythology in Iraq, and, although Nazik does not acknowledge

the influence of The Golden Bough on her it may be more than a

coincidence that so many of the mythological perscnages
referred to by her are discussed by Frazer. Among these are:
Buddha, Brahman, Adam and Eve, Abraham, Jesus, Apollo, Demeter,
Olympus, Plutus, Midas, Hyacinth, Narcissus, Aurora, Adonis and
Venus; and names of the supernatural creatures that frequent
her poems, such as the Jinni, demons, ghosts, sirens and

giants, are also to be found in Frazer.
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MYTHOLOGICAL THEMES AND SYMBOLS:

In examining Nazik's uses of mythological themes, we find that

there are erotic, artistic, religious and political

implications behind her employment of these myths. within
these there are common concepts -—- the concepts of sin,
punishment and repentance. In Ma'sat al-hayat (the tragedy of

life), she introduces the concepts of sin and punishment in

many poems, such as Adam wa Haww® (Adam and Eve), Qabil wa

Habil {(Cain and Abel), al-Harb al-calamiyyah (the world war),

cUyﬁn al-amwat (the eyes of the dead), Salat ila Blawtus (a

prayer to Plutus) and Ughniyat Tayls (Thais's song).

These concepts are apparently linked with many fictional
characters who are employed as symbols to represent these
concepts. These characters are: Adam, Eve, Cain, Abel, Sarah,
Abraham, Hagar, Ishmael, Buddha, Brahma, Prometheus, Jupiter,
Minerva, Jesus, Thais, Paphnutius, Mary Magdalen , Muhammad,
Rgbicah al-CAdawiyyah, Plutus, Midas, Rapunzel, Nahawand,
Venus, Adonis, Diana, Endymion, Narcissus, Demeter, Persephone,
Vulcan, Vica Pota, Semiramis, Shahrazad, Jamil Buthaynah, Qays
Layla, Tawbah Layla, Kuthayr “azzah. The names of these
characters are not always employed, they are alluded to in
terms of their significant actions, such as Prometheus:
stealing the fire from Heaven for his people; Rgbicah

al—CAdawiyyah: her repentance; Paphnutius: his religious
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hypocrisy. Alternatively, these characters may be alluded to
by an alternative name or a sobriquet: Ahmad for the prophet
Muhammad, the lover of the moon for Endymion, the mistress of
the countryside for Demeter and the goddess of flame for
Vesta. The third means of allusion is metonymical, to
indicate Nessus by his poisoned shirt, and Rapunzel by her very

long hair.

Each one of these characters carries an important concept in

Nazik's life (see tables 2 & 7):

1) sin and punishment (Adam and Eve, and Cain and Abel),

2) sacrifice and punishment (Prometheus and Jesus),

3) sin and repentance (Buddha and Brahma, Paphnutius and

Thais, Muhammad, Magdalen and Rgbicah al—CAdawiyyah),

4) materialism and punishment (Plutus and Midas),

5) victim of greed (Midas and Rapunzel [= Nahawand]),

6) human vanity (Narcissus}.

These characters are linked with supernatural creatures, such

as the Jinniyyah, the serpent, the monster, the ghouls, the
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giant fish, the giant, the spider, the ghosts and the sirens.
The Jinniyyah stands as a counterpart of almost all the
characters and the supernatural creatures. She and the other
supernatural creatures and neutral mythological things are
employed as symbols for the arts, especially poetry (see
below), and other themes. For instance, the supernatural

creatures and things appear variously representing:

1) Mortal sins (the serpent in al—Ufcuwgh, the giant, the

giant fish and the ghoul in Lacnat al-zaman, and the Jinniyyah

in Nida' ila 'l-sa‘adah),

2) evil power (the spider in salat al-ashbah, and the demons

in Nida' il1a 'l-sa“adah),

3) the turbid past (the ghosts in Salat al-ashbah and La nat

al-zaman),

4) happiness (the Jinniyyah in Nida' ila 'l—sacgaah).

5) beauty (the Houri in al-Amirah al-ra'imah (the sleeping

princess).

. c
6) the inevitability of love (Cupid's arrow in al-Bahth _an

al—sacgﬁah),
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7) complexity (the Labyrinth in al—Ufcuwgn),

8) oblivion and repentance (Pactolus in salat ila Blawtus and

Lethe in Suwar wa tahwimat amam adwa' al-murur),

9) generousity (al-Kawthar in Suwar wa tahwimat amam adwa'

al-murur ).
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THE RELATION OF THE JINNIYYAH TO POETRY:

The Jinniyyah in Nazik's poetry is employed as a symbol to
suggest poetry. In ”al—ShEcir wa 'l-lughah"™ (the poet and

D)

language), Nazik defines the poet's language as a treasure,

and as the inspiring Jinniyyah:

Gy Loy, Sl WL A0S e Yy 1ot S Gayd 2y mane AAULS L.
Apedodl dnon ey 450ty el a0l a8 LAl Loty padamedt sl
CE8S L Ay Ly ando S1a)1 LolSS dioyy 4npels Lo as Laay 9
Bog—o JS ol LAl Laje nS 4 sy Al ad,ll Lyl et o
o sl adly 4d seon VLo allywdl e Lo oSy L1 Bacas s

L55SI1 sl mEnan eI
(Lanquage is a spring; it is not merely an implement, nor is
it the machine that it has been represented as by some of the
modern critics. Lanquage 1is the poet's treasure and wealth,
it is his inspiring Jinniyyah. In her hands is the source of
his poeticism and inspiration. The more his relations with
her and his feeling for her increase, the more she reveals her
amazing secrets and opens her buried treasures to him. Every
image in the poet's poem conceals unlimited worlds, and it is

the poet who opens these treasures.)

In her dlalogue "al-Tbrah wa 'l-gasidah" (the needle and
(8)

poetry), she compares poetry to a 'beloved Satan', or to a

'kind and celestial angel’':
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b JS Ldaey ¥ cdadl YWY A0 5T el plac 231 las S
abn w8 plododl daag s 0T sl BT Los cdiny Ll S ey Lol

claosy Ledoob 350 of &0 s Fsl801 ey clanko Loatis
{But this beloved Satan, or kind celestial angel does not give
us everything. It gives (us) something and hides from us
(other) things; or it gives the key and then stands smiling
and encouraging; thereafter it is for the poetess to make her

own way alone.)

In al-Amirah al-na'imah (The sleeping princess) [st. 1], a word

in a dictionary is compared to the Houri, who, like the
sleeping beauty, was destined to sleep a hundred years until a
prince came to kiss her and then she was awakened. A word in
a dictionary is passive and sterile until brought to life by a
poet. It must await the arrival of the poet, just as eastern
woman must wait passively for the arrival of the unchosen
husband. A word is also similar to a mermaid who sleeps in
her isolation until a poet takes her out and uses her in his
poetry. The Houri here is identical to the Jinniyyah, and

both resemble #astern woman, who is isolated from her society:

4,131

donio ¢A.3LE Ay, 9>

laedl A, 0 LAY Limdoe o sladl Lo 5y
sliall A50n oy o0l 5

sgids $3T 5 A5le LSl s Loty



- 301 -

2923 Lo gomy pd Ll B 9o As55,

SLb¥l allge s LSLS anis

(The word is a slumbering Houri, cosseted, / removed from its
isolation by the poet like virgin-shelled pearls / in distant
forlorn-shored seas, / scattered by him like water-nymphs in a
lost horizon, / and like a magic-curtained balcony, unheard of

by existence, / opening a window on the worlds of phantoms.)

This echoes the last three lines of the seventh stanza and the

first two 1lines of the eighth stanza of Keats's 0Ode to a

Nightingale:

The same that oft-times hath
Charmed magic casements, opening on the foam

Of perilous seas, in faery lands forlorn.

Porlorn! the very word is like a bell

To toll me back from thee to my sole self!

It also echoes the last two lines of Ode to Psyche [1l. 66-7]:

A bright torch, and a casement ope at night,

To let the warm love in!

In Nida' ila '1-sa®adah (a call to happiness) [st. 41}, she

brings together the Jinniyyah with three cUdhf{ poets, Qays b.

al—Mulawwap, Tawbah and Jamil. She does not mention the names
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of the poets' beloved ones; she alludes to them as the
Jinniyyah. First, she 1is Qays's beloved -- Llayla
al—cAkhyaliyyah; then she is Jamil's beloved —- Buthaynah;
the third time, she is Tawbah's beloved -- Layla al-Akhyaliyyah

and, by implication, Nazik's lover:

deisdl claadly zadl ae (e 23) Bl 5 e LayToy

Joozy 4090 00> o p3 13 zoedl LolaS lsasty

(And they saw her in Qays' eyes smiling, in spite of the tears
and the heavy fog; / Aand they felt her cheerful dancing

existence in the sadness of Tawbah and Jamfl.)

In wa lakinnaha satakun al-akhirah (this is going to be the

last time) [st. 2], a version of Rupert Brooke's It's not going

to happen aqain (1913), she substitutes the Arabic names:

Buthaynah, Tawbah, Jaﬁil. Qays, Laylg. Kuthayyir and cAzzah:

pexxdl ClS o 5 Anln 13 GueD)

Juor 5 Ao 45,3

pSo Cgar g3 XSl diaiad WS

Joshdl dod o5 4 el

S9hs 3 x2S olid 4anos, aS,

8 pumS S9oT Ry Ead

PPN JUEL T RPN SO DT 3 )

o3l 5 eSom LSy

(and Buthaynah knows this in the lowest levels of hell, / and

Tawbah and Jamil are aware of it; / how often have Qays' odes



- 303 -

muttered it in a soft voice / and consoled with it Laylgns long
SOrrow; / how often have Kuthayyir's 1lips uttered it in
ecstasy / to CAzzah while she was dying broken:

/ "But this is going to be the last time, my sweet girl, this

is going to be the last time.")

for the original names: Juliet, Romeo, Cleopatra, Paris and

Helen in the second stanza of Brooke's poem:

It's the very first word that poor Juliet heard
From her Romeo over the Styx;

And the Roman will tell Cleopatra in hell
When she starts her immortal old tricks;

what Paris was tellin' for good-bye to Hellen
when he bundled her into the train--

Oh, it's not going to happen again, old girl,

it's not going to happen again.

Brooke writes in a self-consciously comic manner. The joke is
to describe «classical beauties in a style derived from

Kipling's Barrackroom Ballads. Nazik removes the comic

vulgarity and transforms Brooke's poem into a poignant Romantic

lyric.

Keats, in Ode to the Nightingale [st. vii], describes fancy as

a 'deceving elf!':
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Adieu! the fancy cannot cheat so well

As she is famed to do, deceving elf!

Shelley, in Mont Blanc [l. 44], describes the Witch as poetry:

"the still cave of the witch poesy.”

Shelley and Byron were identified by a contemporary reviewer

(admittedly a hostile reviewer) as forming a Satanic school of

poetry.
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THE RELATION OF THE JINNIYYAH TO GOD (= POETRY):

To many Arab modern poets, poetry and god are related to one
another. In his article "Allah wa 'l1-shi‘r" (God and

(9)

Poetry), Nizar Qabbén'i, for instance, explains the relation
of poetry to God (= the Jinniyyah in Nazik's poetry). He
believes that the scriptures, the Bible and the Qur'an, are
written 1in poetry, Dbecause poetry 1is God's means for

communicating with his people; he quotes verses from the

our'an and asks his reader to read verses of the Bible:

----- FUTEI R PN EPPRPCPUIPIEL BPIRATAC [N PCIIFS SPUTE ) RS T e
Lomnsls ool Tt aflas s aSdat Ja addl aflal oo dosly sie
cee aAIlL AL Foae Jowd @S bgund L. el 5ol 1eanst o lod
(When God wanted to communicate with man and convince him of
his existence, he had recourse to poetry .... This is one of
God's poems. Shall I tell you where to find other poems?
Then open the gospels and the psalms .. to see how God's

throat flows with poetry.)

Like God, Nazik's Jinniyyah (= poetry) has two contrasting

C
qualities: mercy and revenge. In La nat al-zaman [st. 6],

the Jinniyyahs have positive qualities; they participate in

Nazik's Romantic experience:
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Closs b pdlaldl caxoy

Sl g7 Lemews

o3Il Llas¥l ks e

Y sanll et e

G eI Loy ad o e dl s e

LYl Laadgs culoog

(And we wander the world in chariots / made by the Jinniyyahs's
hands / from the perfume of the shy flowers, / from the wires
of the glittering light / at the bottom of the river by a land,
which the glittering moon had not touched, / and whose birth

the horizons had forgotten.)

In the next stanza, the Jinniyyahs are revengeful. while
dreaming, the two lovers hear 'a kind of obscure echo' -- 'a
throbbing echo' -- 'in the darkly silent waves'. Nazik thinks

that this sound is made by supernatural beings, who are perhaps
the former lovers of both of them:

Sloinagll al_zdin
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(The revengeful Jinniyyahs / ascended towards us in chariots.)

In Ughnivyat T;yfs (The song of Thais) [st. 3], Thais shares the

Jinniyyah's two contrasting qualities —- goodness and badness:

duns 3, oAb Iblg OuSe aZd 51 Lol
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(And my 1lips are here, the smoothness and the gentle summer
visicns. They are, if I wish, a knife, and if I wish, charms

of infatuation.)

The gentle and revengeful Jinniyyah in ﬁgzik's poetry is
comparable to Shelley's 'merciful and avenging God' in Queen

Mab [vi, 1. 93-104]:

A while thou stoodst
Baffled and gloomy; then thou didst sum up
The elements of all that thou didst know;
The changing seasons, winter's leafless reign,
The budding of the Heaven-breathing trees,
The eternal orbs that beautify the night,
The sunrise, and the setting of the moon,
Earthquakes and wars, and poisons and disease,
And all their causes, to an abstract point
Converging, thou didst bend and called it god!
The self-sufficing, the omnipotent,

The merciful and the avenging god!

In Prometheus Unbound, Shelley describes Prometheus as a Christ

in as much as he saved his people from starvation and as a
Satanic fiqure in as much as he stole fire from Jupiter.
Nazik's Jinniyyah is also similar to Shelley's witch of Atlas;
they both are kind and cruel; they enchant men, and then leave

them in misery.
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The cruelty of Nazik's Jinniyyah in Ughniyah li-'l-insan (1)

[st. 194] also reminds us of Lamia's cruelty in Keat's Lamia

[Part 1, 1. 290-91]:

Goxadl Ll oY o pla S Asloedl Ao, sde
(This mistress, with feelings of brass -- if only her stony
heart would soften.)

compare:

The cruel lady, without any show

Of sorrow for her tender favorite's woe ....
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THE JINNIYYAH'S DWELLING PLACES AND THEIR RELATIONS WITH

POETRY :

Poetry 1is very often defined by English and Arab poets as a
magical cave, room, palace or castle. In Arabic poetry, these
places are reqgarded as the dwelling places of the Jinniyyah.
Nizar QabSEnT, for instance, describes poetry as a magical cave

in his article "Allah wa '1-shi‘r" (god and poetry):(lo)

Tooow of glhanal Ledaiy Sy Ledydn dos oe -0 ol 2018 e 231
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(Poetry is the secret word .. He who can say it, and knows how
it should be said, will be able to move the magical rock from
the magical cave ... and reach the boxes of pearls and corals
.. and the Houris who are confined in the Gardens.)

(11)

In "al-Ibrah wa 'l~qa§3dah", Nazik compares poetry to a

locked magical room:

Tlode onhas Leol od LD Led pd 3o 60n Aoabis $ly3 ools o5,
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(and sudden isolated rhymes may come to me, with no lines, but
giving me the key to a magical locked room which opens a way to

the poem which I have not known before.)

Nazik's Jinniyyah and Shelley's genii dwell in places isolated
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from human beings. Nazik's Jinniyyahs live in a shell, like

the Houri in al-Amirah al-na'imah, or in an enchanted fortress

as in Salat ila Blawtus, or at the bottom of the river as in

c — -
La nat al-zaman, or in a monastery as in Unshudat al-ruhban,

whereas Shelley's Jinniyyah lives in a cave as in The Witch of

Atlas, or in an ethereal palace as in Queen Mab.

In Salat al-ashbah [st. 54], Nazik describes a legendary place

associating it with memories of an even more remote and fabled
castle built by Vulcan in the days of early Greece and finished

off by vica:

8 9oms A2l3 bl ut oIl GLSLIt tas LoLis s
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(In the secret parts of this mythical place, there were myths
of an enchanted fortress, / from the Greek heritage, which
Vulcan constructed secretly in long-buried times /7 * * * / and
built on black hills of metal with sculptured peaks, / smooth,

on whose slopes Vica polishes her soft cheeks.)

Vica Pota, in Roman 1literature, 1is a goddess of victory.

Nazik refers to her as Vica associating her with Vulcan, the

god of blacksmith in Salat 1la Blawtus. She describes Vica's
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cheeks as smooth and she compares them to the smooth walls of
Midas's and the witch's palace. Shelley, Keats and Byron do
not refer to Vica in their poetry. Very likely, Nazik derives

her reference to Vica from a mythological dictiocnary.

The castle of the Jinniyyah, in Salat ila Blawtus [st. 16], is

made from pearls, collected by the nymphs of the sea:

sloadt T e o UL s Ladl Leoloan o) o9dsszy
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(And its dark-coloured walls are made from the pearls of the
seas —— said they; / the nymphs collected them from the depths

of a sea whose secrets are magically protected.)

In al-Amirah al-na'imah [st. 1], the bottom of the river is a

dwelling place for nymphs (= the Jinniyyah). The description
of the fortress and the walls that are made of pearls recalls
Shelley's genii, who dwell in the ocean, in The Cloud [1.

21-24]:

Over earth and ocean, with gentle motion,
This pilot 1is quiding me,
Lured by the love of the genii that move

In the depths of the purple sea;

The walls of the Jinniyyah, in Salat ila Blawtus [st. 18], are

taken from Semiramis's palace:
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(Its doors closed in silence over the most wonderful secret,
said they, / are taken from the walls of Semiramis' palace one

night in Babylon long ago.)

The materials of the magical castle [st. 18], in which the
Jinniyyah 1lives, come from various eastern regions. The

domes, for instance, are made from Indian wood:

T34l Jhaodl a1 3l GBS e plaall Gladly
¥ty oS3l b Ladl 2adlodl sl clad oo
(The huge domes made of scented fragrant planks of walnut wood,
/ from valleys of India, the forests of which are entwined with

memories and ghosts.)

India is traditlionelly associated with wealth and exotic luxury
in Bnglish verse from the late 16th century onward. An

example of this is Shelley's Prometheus Unbound [Act ii, scene

3]1:

Beneath is a wide plain of billowy mist,

As a lake, paving in the morning sky,

With azure waves which burst in silver light,
some Indian vale. Behold it, rolling on
Under the curdling winds, and islanding

The peak whereon we stand, midway, around ....
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The eastern doors of the Jinniyyah's castle also remind us of

the eastern gates of Hyperion's palace in Keat's Hyperion [Book

1, 1. 263-265]:
...- Releas’'d, he fled
To the eastern gates, and full six dewy hours

Before the dawn in season due should blush ....

In Ughniyah 1li-'l-insan (1) [st. 186], Nazik describes

happiness as a magical thing; its‘ Jinniyyah 1lives in a

limitless and remote place:

olasdl 38 pdtodl il e Talo oloax poxadl Ll os
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(The walls of her strange shelter, bullt above time, are made
from the dust of the stars, / in a place in existence, at the

door of whose visions the limitation of place disappears.)

In stanza 189, the Jinnlyah's palace is built in the air:
(’.’—:-‘.'-“"."‘L""f.’:"-.f"ﬂ'."‘r‘)— .as,.,.:’x.;!._.“.)lz__‘.;:.-n_l:,

(That is the Jinniyyah of happiness in a distant palace

situated behind the clouds.)

This recalls Coleridge's dome of pleasure in Kubla Khan [l. 46]:
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I would build that dome in air,

That sunny dome! those caves of ice!

In Ughniyyah 1li-'l-insan (1) [st. 198], the image of the fog

which surrounds the castle makes the story more mysterious even

for tellers of riddles and tales:
Usexodl Js2 Cow G0 Yo 2d o TS olod o glio1
(And look from the fog of your palace, from your riddle, and

from the silence of your unknown atmosphere.)

In Ughniyah li-'l-insan [st. 181], she describes the Jinniyyah

as >+J (a riddle) because her secret is 'hidden behind the fog':

Solus oot cloall als Cg > EWN L IR ES L - SRR B L I NN
(That riddle, that dream hidden behind the fogq. Where do you

see it?)

The substance of the misty palace of the Jinniyyah in salat ila

Blawtus [st. 19]:
goledl obs aan Leodl Jo Sa01 2 Lall 2al3)l gha
(The steps of the person who comes by night to this fortress

whose form is misty are in vain.)

and the mercury palace in Nida' ila *1-sa"adah [st. 20]:
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(Your mercury-palace, where does it sink / whenever it is about

to appear?)

are parallel to the misty form of the witch in Queen Mab [Part

i, 1. 109-110]:

Her thin and misty form

Moved with the moving air ....
and heavenly palace in Queen Mab [Part ii, 1. 30-39]:

Yet likest evening's vault, that faery Hall!

As Heaven, low resting on the wave, it spread

Its floors of flashing light,
Its vast and azure dome,
Its fertile golden islands
Floating on a silver sea;
whilst suns their mingling beamings darted
Through clouds of circumambient darkness,
and pearly battlements around

Loocked o'er the immense of Heaven.
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THE JINNIYAH'S APPEARANCE IN NAZIK'S POETRY:

The Jinniyah's character is the core of Nazik's mythology; she
appears as a counterpart of many mythological, fictional and
religious characters, and supernatural creatures. She plays
the role of many sinful female characters, such as Thais, the
Magdalen and Rgbicah al—CAdawiyyah. Most of the details of
the Jinniyyahs's features and character, and their functions in
Nazik's poetry mainly derive, 1 think, from Anatole France's

novel Thais,(lz) and Shelley's The Witch of Atlas. We will

compare the features of the Jinniyyah's beauty and character in

Nazik's poetry, France's novel and Shelley's poem.

(1) HER COMPLEXION AND HAIR:

The colour of the Jinniyyah's complexion varies from one poem

to another; 1in Salat ila Blawtus [st. 26] (see below), her

complexion is brown. In Ughniyah li-'l-insan [st. 194], her

complexion is white:

ool Ly ol pu I a5 Lacls 31,1 o)
(oh! if she spilt her light on this earth and her lily-white

face faded.)

This is reminiscent of the white colour of the Greek Courtesan

Thais (= the Jinniyyah) in Thais:(l3)
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"with her white arm she held above her head the heavy

curtain.”

In salat ila Blawtus [st. 25], the length of the Jinniyyah's
hair 1is comparable to that of Rapunzel's hair. Unlike
Rapunzel's hair, but 1like the hair of shelley's Witch, the

Jinniyyah's hair is dark:

Seen through a Temple's cloven roof -— her hair
Dark —- the dim brain whirls dizzy with delight,

The Witch of Atlas [st. v]

In stanza 26, like Rapunzel's hair, the Jinniyyah's hair is

used as a laddery

ou9rmedl Jolandl was] sle ow Ly el Aok Ly L)t
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(Let down one of your magical tresses, oh long-haired one!, oh
brown one! / and 1ift the lovers of glittering gold up from

these shattered low lands.)

The blind man in stanza 25:

flae JS oald Lols azbu,t Low, eidl 25
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(That hair, perhaps she lets it down as a ladder every evening
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for the blind man / to ascend on with trembling tread the steps

of those smooth hills.)

is an allusion to the prince who used Rapunzel's hair as a
ladder to reach Rapunzel. In the fairytale, Rapunzel's hair
was used by the witch as a ladder to bring food to Rapunzel.
The witch cut Rapunzel's hair off and let it down, so that the
prince would climb up to see her instead of Rapunzel. when
the prince climbed the tower, the witch cut the ladder (= the

hair) off. The prince fell down on a thorn and was blinded.
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(2) HER HANDS AND HAIR:

In Ughniyah 1li-'l-insan [st. 188], 1like her hair, the

Jinniyyah's hands are supernatural; their function is to hold

the stars across space:

eladdl e o) L8831 soxaldl o 15332 Hlo, 9ol Lala,

(Her magical hands drive the reddish stars across space.)

In Salat ila Blawtus [st. 24], the Jinniyyah has a similar

astronomical function:

s159301 I 51 o1 I o Lol Losdl 4 cad aol,i ol
{1f she wants she will fasten with it the distant moon to the

earth or to Gemini.)

Nazik's imagery, vocabulary, and main theme in al-Bahth Can
al-sa"adah remind us of Abu Madi's al-“Anqa’' (phoenix). The
two poets liken happiness to supernatural creatures; Nazik
compares it with the Jinniyyah and Abu Méqi with the phoenix.
In Line 6, Abu Mé@i looks for happiness in every historical

epoch; he even seeks it in the planets:

V.L,JL:,.S\}S.LJU:OCQA.A’ Ity Lo sl e iz
(I locked for it in the pocket of dawn and of darkness, and I

stretched out my finger even to the planets.)
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In salat il3 Blawtus [st. 23], the Jinniyyah's long hair is

described as blessed by the inhabitants of Olympus's peaks:

s oot (eods¥) plas e AnS L 1y, 13Sa o Laed
(Her hair - said they - was blessed by hidden hands from the

peaks of Olympus.)
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(3) HER CLOTHES:

Shelley's Witch, in The Witch of Atlas [st. v], is clothed in

light:

A lovely lady garmented in light

From her own beauty ....

Similarly, the Jinniyyah's clothes, in Nazik's Ughniyah

li-'l-insan (1) [st. 192], are made of light:

Lobos cogd oo 01 A - = Lo a9 Lowy,
(Perhaps she coloured her dawn-coloured clothes from the flame

of our bloocd.)

Nazik alludes to Aurora, the goddess of dawn, when she talks
about the Jinniyyah's dawn-like clothes; 1in stanza 113, she

refers to the goddess by name:
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(And Aurora, the Goddess of dawn appeared on the exciting,
fearful scene, / for a moment, and then yesterday closed its

eyelids upon the hateful, barren present.)
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THE JINNIYYAH AS A SYNCRETIC OF MYTHOLOGICAL CHARACTERS:

Very often Nazik's Jinniyyah appears, disguised in many
supernatural forms, with various kinds of religious, fictional

and mythological couples:

1) she appears with two gods from related religions, like

Buddha and Brahma, as a spider.

2) with a conjugal couple, like Adam and Eve, as a serpent (=

Satan),

3) with two brothers, 1like Cain and BAbel, as Medusa (= a

cursing god),

4) with a courtesan and a priest, like Thais and Paphnutuis,

as a god of pleasure,

5) and with lovers from classical Arabic poets -— examples of
these couples are: Qays/Layla, Tawbah/Layla and

Jaﬁil/Buthaynah -- as the Jinniyyah of happiness.
This wmay perhaps indicate a certain inclination towards

pantheism, in Nazik's somewhat idiosyncratic religious outlook,

at this stage.
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THAIS AND PAPHNUTIUS AND THE THEME OF SIN AND REPENTANCE:

The theme of sin and repentance is the core of Nazik's

mythological poetry. The Jinniyyah, in this theme, plays the

role of a god -- the merciful and the revengeful, who is
responsible for everything, whether bad or good. Thais and
Paphnutius dominate Nazik's Ma'sat _al-hayat, and its

versions. Nazik, I think, read about these two characters,
most likely in Douglas’s English translation of Aanatole
France's Thais, or in Ahmad al—?ﬁwi's Arabic version of
Thais. She refers to Thais by name, and alludes to Paphnutius
as the monk, possibly because the monk's name does not fit her

poetic measure.

The Jinniyah and Thais are identical in Nazik's poetry; they
both suggest happiness and sorrows; they are both related to

supernatural creatures. In Ughnivat fgyis (the song of Thais)

[st. 3], Thais is parallel to the Jinniyyah because they are

both good and bad at the same time.

In France's novel, Thais is not described asw=witch, but her

mother is described by her people as a witch:
"They said in the neighbourhood that she was a witch, and

changed into an owl at night, and flew to see her

lovers. It was a lie. Thais knew well, having often
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watched her, that her mother practised no magic, but that
she was eaten up with avarice, and counted all night the

gains of the day.'(l4)

In her search for happiness, Nazik visits the monastery of the
monks; she fails to find happiness there because she finds the

Jinniyyah, represented by Thais, in the thoughts of the monks.

Nazik gives Thals various titles to describe the two
contrasting sides of Thais's (= her) conflict; in cInd

al-ryhban (a mong the monks) [st. 15], and Unshudat al-nzhban

[st. 20], she is called ,»w»J3! 2., (the Lady of the Monastery)

to suggest the positive side of the conflict:

ezl 0de ¢ padl A, sxe  SHgminl clegay 45
(It is her face; do they forget? This is the mistress of the

monastery, this is Thais.)

another time, she is called a%¥! 2=l (the daughter of sin) in

Fi dunya 'l-ruhban (in the world of the monks) [st. 14], to

suggest the negative side:

Lalas auSy Lim> 5 o5 ol cal Il A1 g8 Lo Lo
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(We have not forgotten the erring of the monk infatuated with

love for her, and how he guided her. / How miserable he is!
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He led the daughter of sin to the highest heaven and then lost

his way.)

Elsewhere, as in Nida' ila 'l—sacgdah {a call to happiness)

[st. 36], she 1s called the mistress of the countryside.

In Unshudat al-rvhban (the ode of the monks) [st. 15], Nazik

reiterates the notion that the monk's religion is not the
solution for her personal problem, because of the hypocrisy
inherent in the monkish life style. She believes that the
monks are hypocrites: they 1live 1in misery although they
pretend to be happy in their religious 1life, but they are not

so, because God does not live in the monastery, but sorrow does:

o3l ey 2553 3y O Sodl Aty A et sl
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(It is the monastery in which death is victorious and in the
vault of which live sighs. / God does not live in its secret

places, its black, sad corridors.)

Nazik differs from her source 1in her account of the
temptation. Thais seduces the monk; she does not repent
until the very end of the poem. In France's Thais, Thais
becomes a saint, but the monk retreats; it is the monk who is

torn between the conflict of heart and mind, not Thais as it is



- 326 -

in Nazik's poem. Nazik concentrates on Thais's evil and good
character more than the monk's; she often talks generally
about the monks in terms of the monastery, whereas France
describes the falsehood of the religion of an individual
monk . She does not give any detail of the monk's background,
nor does she mention his name. In Thais, the monk Paphnutius
occupies the first part and the last part of the novel, which
describes his life. Paphnutius was seduced by Thais at an

early age, before becoming a monk:

"one day when, according to his pious custom, he was
recalling to mind the hours he had lived apart from God,
and examining his sins one by one .... he remembered that
he had seen at the theatre at Alexandria a very beautiful
actress named Thais. This woman showed herself in
public games .... whilst she lost her own soul, she also
ruined the souls of many others .... She had led
Paphnutius himself into the sins of the flesh. She had

awakened desire in him ...."(15)

Nazik's Thais seduces the monk in his monkhood as in stanza 14

of Fi dunya 'l-ruhban (see above).

Unlike Nazik, France does not present the monastary
unfavourably. He focusses on the double standards of the monk

Paphnutius who decided to convert Thais to Christianity, and
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Thais as a priestess when she was a courtesan, and as a

courtesan when she becomes a priestess:

"After some hours of meditation the image of Thais
appeared to him «clearly and distinctly. He saw her
again, as he had seen her when she tempted him, in all
the beauty of the flesh. At first she showed herself
like Leda, softly lying upon a bed of hyacinths, her head
bowed, her eyes humid and filled with a strange light,
her nostrils quivering, her mouth half open, her breasts
like two flowers, and her arms smooth and fresh as two
brooks. At this sight Paphnutius struck his breast and
said —— '1 call Thee to witness, my God, that I have
considered how heinous has been my sin.' Gradually the
face of the image changed 1its expression. Little by
little the lips of Thais, by lowering at the corners of
the mouth, expressed a mysterious suffering. Her large
eyes were filled withk tears and 1lights; her breast
heaved with sighs, 1like the sighing of a wind that
precedes a tempest. At this sight Paphnutius was

»(16) "Fool, fool,

troubled to the bottom of his soul.
that I was, not to have possessed Thais whilst there was
yet time .... Oh, stupid fool! thou hast seen her, and
thou hast desired the good things of the other world!

Oh, coward! thou hast seen her, and thou hast feared

God! God! heaven! what are they .... Oh, miserable,
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senseless fool, who sought divine goodness elsewhere than

on the lips of Thais!'(l7)

In Ughniyat Tayis [st. 5], Thais (= Nazik) wonders what sort of

life she might have lived if she had responded to the monk's (=

lover's) sexual invitation and 'become his Thais':

dls Conof Lot 51 F4U1 L Toodl dlo L.
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(Wvhat is the life of the monastery? What is God? if I become

his Thais / and an object of passion in the procession of those

who have gone astray and then enter paradise - a priestess.)

In Thais, Paphnutius, not Thais, asks the two abbots:

"what is the monastic 1life if not peculiar? and ought
not the deeds of a monk to be as eccentric as he is
himself? It was a sign from God that caused me to ascend
here; it is a sign from God that will make me

descend.'(la)

The first sentence may linger in Nazik's mind, when she writes
these two lines. She remodels them in Thais's terms, not the
monk's. The second hemistich of Nazik's line tells us that

Thais, Like Thais in France's novel, became a priestess.
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The availability of Thais as a poetic symbol might equally have

: c, = = = - -
derived from Ali Mahmud Taha's Tayis al-jadidah (the new

Thais) (1939) [l. 6-8], which was written when he was in
Zurich. He wrote it on the occasion of the Swiss national

festival:
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(0 Lord! Aall your creation 1is temptations. Where can I
flee? yet how can I reject them? / You are the creator of all
these wonderful things - some naked and some veiled. / Thais
did not succeed in corrupting her monk, but he was on the point

of sinning.)

Thais 1is not as important for '.r'ah‘a's poetic purposes as she is
for Nazik's. In Taha's poem, Thais fails to seduce the monk
(= Taha). Taha talks about himself in terms of the priest,
who was about to be corrupted by Thais, whereas Nazik, as a
female, identifies herself with Thais and understands the monk
as a normal human being who falls in the conflict of heart and
mind. ?Eha, as a priest, resists the temptation of Thais
although his sensations willingly embrace it. Ngiik, as
Thais, is torn between her passions (the call of love), and her

other—worldly self (the voice of God) (see above).

Nazik contemplates the contradictory feelings of the monk; his
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wish to lead Thais into a pure life, and his libidinous desire
to consummate his 1lust with her. She sublimates her own
experience and divides it between the monk and Thais; both the
monk's conflict and Thais's beauty are essentially hers. She
combines In her nature the wanton and the ascetic. She
believes that this dichotomous nature 1is common to all human
beings; concealing it is not a recipe for true happiness.
She would resolve to live like a monk but knows that her sexual
desires would thwart this ambition. She asks the monks (and
so herself) whether they are aware that they are suffering the
same confusion and that this old-age problem admits of no
solution, at least as far as religion is concerned. when the
monks sought salvation by this means, religion could only offer
them virtue, not happiness. Thus, her disapproval of virtue

in “Ind _'1-rghban {st. 23]:

Olos gle aloid L 1931 Al asdl ,San o)t
(Did virtue not deny your [i.e. happiness's] colours? 0 my

longing! my hope has perished.)

Nazik is certain that the asceticism of the monks cannot bring

them happiness, despite their denial of human nature [st. 15]:

eloag '?"-):‘O-‘q"'l—.'t o— oo Lo Bolaudl ags | 93935 J
(You will not taste the honey of happiness as long as you are

human, made of dust and water.)
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This recalls the theme of Ila 'l-sha ir Kits [st. 2], in which

Nazik admits that she is, as a human being, made of dust and

water:
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(My life, O my poet, is all / a life of a visionary girl, /
with a divine soul, / but on earth, she is but a handful of

water and clay.)

This theme is found in a stanza of Taha's Arwah_wa Ashbah

(spirits and ghosts):
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(The daughter of Adam is not the daughter of the sky, but she
is the daughter of water and clay. / Brt wishes her to have
the horizon of the stars, but the body of an imprisoned slave

hinders her.)

The theme of seeking happiness in the monastery perhaps derives

from abu Maq{'s theme in al—CAnQE' (the Griffin) [st. 3]:

Eosmedl sasnodl e V) Logame Lol cgoyr 1sll3
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(They said, be pious! it [happiness] is veiled from everyone
but the pious mystic. / So T buried my happiness and
divorced desire, and I ..-: .° the verses of passionate love
from my ribs. / 1 destroyed my goblets, but my thirst was
not yet quenched, and I held back from my provisions, but I was
not yet satisfied. / You thought that I was approaching it
(happiness] quickly, but I found that I had approached my

death.)

Abu ME@E'S wandering round the world is comparable to that of
Paphnutius, when travelling a long distance to reach Thais, in

order to convert her to Christianity.

The monks, according to Nazik and Shelley are hypocrites; they
cheat their followers; they pray for them and curse them at
the same time; they perpetrate immorality in the name of
God. The monk in France's novel cheates the courtesan when
converting her to Christianity because, despite his pretension
to be a devoted monk, his faith is superficial. when Thais is

dying he hates God because he is removing Thais from him:

"If only God exists, that he may damn me. I hope for it

-- I wish it. God, I hate Thee —— dost Thou hear?
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Overwhelm me with thy damnation. To compel Thee to, 1
spit in Thy face. I must find an eternal hell, to

exhaust the eternity of rage which consumes me.'(lg)

At the very end of the final part of the novel, Paphnutius

confesses his frank feelings to Thais, who is dying in his arms:

"'T love thee! Do not die! Listen, my Thais. I have
deceived thee? I was but a wretched fool. God, heaven
—-- all that is nothing. There is nothing true but this
wordly life, and the love of human beings. I love
thee! Do not die! That would be impossible -—- thou art
too precious! Come, come with me! Let us fly? I will
carry thee far away in my arms. Come, let us love!
Hear me, O my beloved, and say, "I will live; I wish to

live." Thais, Thais, arise!"(ZO)

Her sense of religious hypocrisy may also have been sharpened
by her reading of Shelley's early poetry, particularly OQueen

Mab [part ii, 1. 180-1 & p. viii, 1. 185-6]:

A cowled and hypocritical monk
Prays, curses and deceives.
Where kings first leagued against the rights of men,

and priests first traded with the name of God.
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THAIS AND RABI AH aL- ADAWIYYAH:

The counterpart of Thais in 1Islamic culture is Rgbicah
'1—cAdawiyyah, a famous mystic and saint of Basrah; Nazik does
not mention Rabi‘ah al—CAdawiyyah's name, but talks about her

by implication. In Fi dunya 'l-ruhban [st. 13], she describes

Thais's conflict of heart and mind in terms of Rabiah
al—cAdawiyyah, who converted to Islam, and fell in love with
God like any mystic. The two characters symbolize sin and
repentance. The conflict of heart and mind in REbicah
al—cAdawiyyah and Thais reminds Nazik of her conflict; her
cultural tradition prevents her from revealing her sexual
desire to her lover, so that her ‘'heart 1s torn between two

voices ——- the call of passion and the voice of God':
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(The name of Thais is still on the lips of the wind, being

recited to oblivious existence -- / the symbol of a heart torn

between two voices: the call of passion and the voice of God.)

This recalls Rabicah al—CAdawiyyah's famous lines in which she

reveals the two kinds of love:
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(I love you with two kinds of love —— the love of passion and a
[another] love, because you are worthy of it; / as for that
which 1is the love of passion, it is my preoccupation with
remembrance of you to the exclusion of all others; / as for
that which is worthy of you, it is your drawing back the wveil
for me to see you. / There is no praise for me in either this

or that; the praise 1is yours in both this and that.)

In France's novel, the conflict of heart and mind is identified
in the monk, not Thais, whereas Nazik focusses on Thais's
conflict more than the monk's, because she uses Thais as a foil
for herself, thereby revealing her own sexual impulses,
describing the effect of her beauty on her lover, attendant
upon his request that they share the delights of illicit
union. she employs Thais as a symbol to suggest sin and
repentance. The difference between Nazik's and Thais's sins
is that Thais's sin is that of harlotry whereas Nazik's sin is
occasionally yielding to and consummating an all-engulfing
desire. Thais seems, however, also to be used by Nazik as a
symbol of ultimate desirability: she is all that men want from

a woman — a priestess and a whore.

- - — —_ .C
In Fi dunva 'l-ruhban [st. 4], 1like Thais and Rabi ah

al—cAdawiyyah, Nazik turns away from the past and

self-consciously embarks on a new stage of life. Her conflict
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is at an end; her life assumes a greater optimism than it did
in her earlier poems. Conjugal bliss has helped her to forget
her unhappy love—affairs of the past. In the vocabulary she
uses, there is a dearth of words for pleasure; now she tends

to choose religious words instead of sensual ones:
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(And a prayer to God dropping love, purified by the hand of

plentiful tears.)

The conflict of heart and mind in Nazik's poems indicates her
inner conflict between trammelled desire, with love as a pure
and spiritual experience, and unrestrained lust, with love as a
purely sexual experience. The monk's failure to lead Thais to
a sinless 1life stands as a parable of her frustration in
finding ﬁappiness in religious experience, let alone as a cure

for her physical and sexual imponderables.
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THE STORY OF THE FALL OF ADAM AND EVE IN NAZIK'S POETRY AND

FRANCE'S NOVEL THAIS:

The story of the fall of Adam and Eve is referred to in Nazik's

poems and France's novel; in Adam wa Hawwa of Ma'sat al-hayat

[st. 1], Nazik refers all sin and punishment back to the
earliest possible point of reference -— BAdam's (not Eve's
incidentally) sin and God's punishment of Adam. She does not
approve of God's punishment of Adam and, even less, of the
continuation of that punishment on Adam's descendants; God's
curse on Adam and Eve entails of necessity His curse on

humanity:
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(It is enough that we have paid it [life] the price of 1living
-— bewilderment and tears. / what crime did Adam commit that

we all should pay the penalty?)

This reminds us of Taha's attitude towards God's punishment of

the sinners in Tayis al-jadidah (the new tayis) [1. 11]:

1Sy pdy oSy ad YY) o3 e meSles 00
(Do you think I should be punished for a fate, which, but for

you, would not have been recorded or permitted.)
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She regards Adam as the principal sinner despite the fact that

Muslims interpret the Qur'anic verses [122-116] of Surat Taha:
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(And we said: 'O Adam! this is an enemy to you and your wife,
so let him not get you both out of Paradise, so that you will
be in misery .... / But Satan whispered evil to him. He said,
'O Adam! Shall I lead you to the tree of Eternity and to a

kingdom that never decays?')

as meaning that Adam and Eve both disobeyed God at the same
time. Nazik believes that Adam was more responsible than
Eve. On the other hand, she minimizes Adam's sin because she
believes Adam's sin is preordained: God intended him to sin.
She wishes that God had not punished him so severely; his sin
was not so dgrave that he and his descendants should be
punished. His punishment is out of all proportion to the

offence.

In Thais, France like Nazik, highlights the fact that God was
responsible for the fall of Adam and Eve; but unlike Nazik he
believes that Eve was the original sinner. In the dialogue
between Paphnutius, Zenothemis and Dorion, Thais's gquests,
Dorion compares the Judaic with the classical mythology; the

gods of both are ignorant and liars. He compares the story of
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Adam and Eve to an episode in the war of Pallas Athene against
the giants. He believes that God intentionally chose Eve to
be more sensitive than Adam and allowed Adam to have more

intelligence than Eve:

"Iaveh much resembles Typhoon, and Pallas is represented by
the Athenians with a serpent at her side. But what you
have said causes me considerable doubt as to the
intelligence or good faith of the serpent of whom you have
spoken. If he had really possessed knowledge, would he
have entrusted it to a woman's little head, which was
incapable of containing it? I should rather consider that
he was like Iaveh, ignorant and a liar, and that he chose
Eve because she was easily seduced, and imagined that Adam

would have more intelligence and perception."(21)

In the first version of Ughnivah li-'l-insan (a song to man),

(1) her revision of Ma'sSat al-hayat, she deals with these

concepts in a slightly different way. she modifies the
earlier poems, joining them up into one long poem, considering
the concepts from different angles and adopting attitudes

indicative of a greater maturity.

In this version, her attitude changes; now she believes that
Adam and Eve share the sin. At this stage, too, her faith in

God has weakened; she considers Him to be unjust for punishing



them excessively. She concentrates on God's punishment of
Adam and Eve more than on the sin. Again she treats Eve's sin
as 1inevitable since God found it necessary for initiating the
process of human reproduction, but still she wishes that it had

not occurred.

At the end of the section of BAdam and Eve in Ughniyah
li-'l-insan (1) [st. 61 & 62}, she describes them, after the

fall, walking ashamed in the bare fields:

Ol coa ) Aneo (5o VLas puoghd o sy
(How is it that you have laid your sweet head despondently on a
stone and moaned for a long time? / .... / * * * / And there,
two steps away, Adam stood with bowed head, in his awesome and

sorrowful silence.)

The themes of Adam's and Eve's sins and God's punishment play a
much less prominent part in the second version of Ughniyah
1li-'l-insan (2); she concentrates on them only in two poems
and in the rest focuses on another theme, that of the quest for
happiness. She repeats the first three lines of Ma'sat
al—gazgt in this version, and changes the wording of the fourth

line. For instance, she subsitutes the phrase $Sz o3 57 (Is
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it not enough that ....) for 4w> (it is enough) in the fourth,
fifth and sixth lines, and alters much of the phraseology,
while preserving the same basic sense. She introduces new
topics in the remaining stanzas, at the same time retaining
some of the earlier ones; for Adam's grief and torment she
substitutes references to the luxuriance of his former,
eternal, dwelling-place and his purity therein. The world
into which he has been expelled now appears to her specifically
as a prison, whereas earlier it had been more generally a place
of darkness and wretchedness, to which a so called merciful God

consigned the weak.

Adam wa Haww(i appears, in this version, as an independent

poem, but this time with the title Adam wa firdawsuh (Adam and

his Paradise). It is similar to the poem which appears in

Ughniyah 1li-'l-insan (1); the number of the stanzas remains

the same, and the same attitude towards Adam's sin is
maintained. She reveals herself as having become more

reliqgious. Her attitude towards Adam's sin is now closer to

what it was in Ma'sat _al-hayat, with one significant
difference; formely she was certain that his punishment was

excessive, whereas now she seems more doubtful.

Although she read Milton's Paradise Lost in 1945, as part of

her English course at college, and then in 1950 while preparing

for her M. A. in Literary Criticism in America, her
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representations of Adam and Eve are much more dependent on the
Qur'an than on Milton's poem. Her reading of Milton's

Paradise Lost motivated her to write a poem on the same subject

as a means of covertly expressing her political view of the

second World War and the damage it caused to the world.
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EVE, PROMETHEUS AND CHRIST:

Prometheus is alluded to in Nazik's poetry only once, implying
the themes of sin, sacrifice, and punishment. Her intention
is to evoke an atmosphere that is wholly Islamic. Hence her

avoidance of any overt reference to Prometheus.

Shelley's Prometheus Unbound is admired by a number of Arab

writers as a potent political symbol of long-suffering defiance
of tyranny. Shelley believed himself to be 1living at a time
of political reaction. Prometheus, on one level of his poen,
expresses Shelley's belief that in such a period the spirit of
beneficent revolution must be maintained despite suffering and
oppression, that the hope of a new world must be kept alive.
Some Arab poets seem to have found in Shelley's poem an

analoque to their own situation.

In Ughniyah 1i-*l1-insan (1) [st. 59 & 60], Nazik abhors God's

punishment of Eve, as Shelley abhors Jupiter's punishment of
Prometheus, when he stole the fire for the sake of his
people. Her sympathy for Eve is more explicitly expressed,
and, eventually, Eve appears as a martyr. Eve's action is

transformed into an altrusstic, Promethean act of moral heroism:
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(O Eve! Why were you punished with exile? when, but for you,
we should not have known the light [of knowledge], / -- you who
sold eternity for the sorrows of your nights and bought
feelings. / * * * / The sins which you committed will remain
flames and lights in our existence, / like the sins of the Lord

who stole fire for his worshippers and gained misery.)

Like Zenothemis in Thais, Nazik believes that Eve's sinful
action was positive rather than negative, because it
enlightened her perception. Zenothemis, answering Dorion,
believes that the abundant fruit of the tree of knowledge was

given to Eve in order that she might be aware of the knowledge

of God:

"She freely listened to him, and allowed herself to be led
to the tree of knowledge .... This tree was covered with
leaves which spoke all the languages of future races of
men, and their united voices formed a perfect harmony.
Its abundant fruit gave to the initiated who tasted it the
knowledge of metals, stones, and plants, and also of
physical and moral laws; but this fruit was like fire, and
those who feared suffering and death did not dare to put it
to their 1lips. Now as she had listened attentively to the

lessons of the serpent, Eve despised these empty terrors,
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and wished to taste the fruit which gave the knowledge of
God. But as she loved Adam, and did not wish him to be
inferior to her, she took him by the hand and led him to

the wonderful tree."(zz)

Nazik, unlike the other Arab Romantics, infrequently refers to
Christ, probably because Christ as a symbolic figqure does not

fit into her mythological frame of reference. she refers to

him twice in her ‘Uyun al-amwat (the eyes of the dead) [st. 10]

in Ma'sat al-hayat (1), and again in her al-Harb al—c;lamiyyah

al-thaniyah (the second world war), in Ughniyah li-'l-insan (a

song for human being) (2) [st. 21].

In cufﬁn al-amwat [st. 101, Christ's punishment is as unjust as

Prometheus’'s:
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(what did the Messiah want in order to be made the
compensation? What became of him? / O world who committed the

sin! 1Is it not time for you to atone for it.)

In the first act of Prometheus Unbound {act 1, 1. 18-20 &

31-33], Shelley identifies Prometheus with Christ. Prometheus

was chained to a mountain, and Christ to a cross:
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Almighty, had I deigned to share the shame
of thine ill tyrranny, and hung not here

Nailed to this wall of eagle-baffling mountain ..

Nazik's preference is for mythological figqures that were, to a
large extent, still unfamiliar to her audience. The figure of
Jesus, on the other hand, does not allow of much manipulation
or interpretation. By his very nature as a reliqious figure,

he disqualifies himself from inclusion in Nazik's pantheon.
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THE JINNIYYAH AND THE SUPERNATURAL CREATURES:

The Jinniyyah in Nazik's poetry plays the roles of many
supernatural creatures; like Nazik, France employs many
supernatural creatures to describe his character and the
landscape. The common names in Nazik's poetry and France's

novel are as follows:

THE SERPENT AND ADAM AND EVE:

In Adam _wa Hawwo’of Ma'sat al-hayat, the Jinniyyah is disquised

in serpent form; both creatures are associated with sins.

Nazik repeats the first stanza of BAdam wa I:Iawwﬁ; as the
beginning of the appropriate section. She sympathizes with
Eve, wishing that she had not met the serpent or touched the
tree of knowledge. She wishes that she had remained ignorant,

because ignorance is almost a blessing:
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(What sin had Eve committed? what did she know about her
ill-omened serpent? / Would that she had not touched the large
tree at all, and had not aspired to the poisoned fruit! /
would that she had not perceived knowledge of good and evil and

had not known the taste of rebellion! / Would that she had
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retained her all-encompassing ignorance, as long as ignorance

remained a blessing!)

In this poem, Nazik asserts that ignorance is better than
knowledge. This may derive from the last line of Gray's Ode

on a distant prospect of Eton College [st. 10]:

No more -- where ignorance is bliss,

'Tis folly to be wise.

In Thais, France believes that the presence of the serpent is

inevitable:

"Oon the contrary, the serpent with golden wings, which
twined its azure coils round the tree of knowledge, was
made up of light and love. A combat between these two
powers —— the one of light and the other of darkness —-—

was, therefore, inevitable."(ZB)
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CAIN AND ABEL:

In Qabil wa Habil (cain and Abel) of Ma'sat al-hayat [st. 31,

and Ughniyah li-'l-insan (1) [st. 77], she implies that war

began with Cain's murder of his brother Abel; this too is part
of mankind's inherited punishment. It may be that she is

thinking particularly of civil war, in which brothers kill one

another:
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(where is Habil? Where is the sound of his sheep's tread on
the mountains and in the valleys? / There is nothing of him
but a melancholy shrine built by the first criminal in the open

air.)

In stanza 72 of Ughniyah li-'l-insan (1), she refers to Cain's

jealousy, which led him to kill his brother:
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(He did not see Qabil being killed by jealousy., walking with
fevered resentment, / the knife of the poisoned, rancorous one

in his hands and the phantom of crime in his eyes.)

In Ughnivah li-'l-insan (1) [st. 79-82], she refers to Abel's

curse on Cain; she prophesies that this will continue

throughout coming generations:
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(Have a rest! Sleep, and let the sinful killer intoxicate
himself on the bubbling of the blood. / The curses of the
slaughtered one will not know silence tomorrow, tyrannizing
over the living. /e / * *x x /. / Curses that will
continue crying for revenge, and continue cutting into the
nerves. / It is the old curse which perpetuated the pulse of

the crime in the veins of the sons.)

In Thais, Zenothemis describes God as jealous and responsible

for the fall of Adam and Eve and the persecution of Cain:

"The triumphant Iaveh kept Adam and Eve and all their seed
in a condition of hebetude and terror .... He made men
unjust, ignorant, and cruel, and caused evil to reign in
the earth. He persecuted Cain and his sons because they
were skilful workmen .... He was the implacable enemy of
science and beauty, and for long ages the human race
expiated, in blood and tears, the defeat of the winged

. (24)
serpent.
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MEDUSA AND CAIN:

Medusa, in Nazik's mythological matrix, has much in common with
Adam and Eve and even Abel. God's curse on Adam and Eve is a
mythological equivalent to the curse of Medusa's eyes. In

stanzas 85-95 of Ughniyah li-'l-insan (1), she equates Medusa

with Abel -- both are victims, not killers:
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(And the eyes of justice cast down together with the dead among
the blood and the remains. / He who sees them is turned into

solid rock, dead of feeling and numb of limbs.)

In Khurafat (fables) (1948) [st. 1], the footfall of the
cautious killer is an allusion to Cain as a killer of his
brother. In this stanza, she includes Medusa's curse in her

treatment of Cain
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(Life, they said, / is the colour of a dead man's eyes; / it

is the foofall of the cautious killer.)

The 'eyelashes tied to stone' in stanza 8 is an allusion to

Medusa's eyes which turn every thing she sees into stone:
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('The eyes' said they .... and I found eyelids with no sight, /
and I recognized eyelashes fastened to a stone. /el /
Blind except to evil, although called eyes. / 1 recognized
thousands of people whose eyes were plates of glass; / they
were blue like the colour of the sky, but behind their blueness

was darkness.)

In Usturat caynayn (the myth of two eyes), she again talks

about her lover's eyes. In stanza 9, the eyes of Nazik's

lover are similar .to those of Medusa's:
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(And that it is as others have told, / remains of fading eyes:
/ the eyes of Medusa, which the magicians have emptied / of

their fatal power.)
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This is the only stanza in which Medusa is exiplicitly named in

Nazik's poetry. She might have read Shelley's On the Medusa

of Leonardo Da Vinci in the Florentine Gallery:

Its horror and its beauty are divine.
Upon its lips and eyelids seems to lie
Loveliness like a shadow, from which shine,
Fiery and lurid, struggling underneath,
The agonies of anguish and of death.
[st. i]
Yet it is less the horror than the grace
which turns the gazer's spirit into stone;
[st. ii]
Hairs which are vipers, and they curl and flow
And their long tangles in each other lock,

[st. iii]

Nazik and Shelley focus on the effect of Medusa's magic gaze,
which turns everything into stone, althoguh Shelley's treatment

is somewhat more sensitive and imaginitive than Nazik's.

In stanza 2, Nazik's lover's eyes are described as a

incense-filled temple, replete with oriental worship:
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(Two eyes are a vibrant, hot colour, / a deliciously languid
thing from the East; / the diviner and the soothsayer are in

them, / and a temple stupefied with incense.)

In the fourth stanza, she continues her 1imaginative
interpretation of the secrets of the eyes, seeing in them a

door to the lost Utopia:
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(Are they eyes or vast worlds? / 1Is it a pupil or an
invitation to depart? / A door to the lost Utopia, / a passage

leading to the impossible?)
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MEDUSA AND NESSUS:

Nazik does not employ the name of Nessus; she only alludes to
him once in Khurafat (fables) (1948) [st. 1]. The poisoned
shirt in this poem 1is an allusion to Nessus's shirt, which
stands as a symbol to suggest that death is the inevitable end
of life, like Nessus's shirt, which is a source of misfortune

from which there is no escape:
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(Its wrinkled days are / like the poisoned coat exuding death.)

Keats and Shelley do not refer to Nessus in their poetry,
whereas Byron does. Byron refers to Nessus three times

throughout his poetry: once in The Mcrgante Maggiore [1.

570]: "As Nessus did of old beyond all cure"™ and twice in Don
Juan [Canto 11, 1. 508 & Canto 16, 1. 83]: "the most infected
and Centaur Nessus garb of mortal clothing,” And on our sofas
makes us lie dejected ...." and "May sit like that of Nessus,

and recall"”
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THE JINNIYYAH AS A DEMON:

In Ughniyah li—'l—inégn [st. 1911, Ngzik describes the

Jinniyyah as one of the daughters of the demons:
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{(She 1is that disqusting and wild-hearted Jinniyyah born of the

daughters of female demons.)

In Khurafat (fables) (1948) [st. 1], she presents Medusa (= the

Jinniyyah) as a 'numbing-eyed demon':
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(Its dreams are the smiles of a numbing-eyed demon; / and

behind its smile lies death.)

The Jinniyyah 1is as cruel as Nazik's lover; both of them
resemble demons. Nazik's association of her lover with the
demon may derive from Coleridge‘'s ‘'her demon-lover' in Kubla

Khan [1l. 15-6]:

As e'er beneath a waning moon was haunted

By woman wailing for her demon—lover!

The demons are used to suggest the evil deeds of the people of

Alexandria in Thais:
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"Be accursed, temple of demons! Lewd couch of the
Gentiles, tainted pulpit of Arian hersey, be thou

accursed!"(zs)

the monk apostrophizing Alexandria. Another example of
France's use of the demon as a symbol of evil 1is his

description of the punishment of sinful people:

"There, in a livid light, the demons tormented the souls of
vthe damned. The souls preserved the appearance of the
bodies which had held them, and even wore some rags of
clothing. These souls seemed peaceful in the midst of

(26)

their torments."



- 358 -

THE SERPENT AND ARES:

In Ughnivah li-'l-insan (1) [st. 98-100], Nazik introduces into

her matrix Ares, the Greek god of war, to act as another
mythological analogue of war. As a god of war, Ares
symbolizes wars caused by the political leaders who force
innocent people to go to war. Her references to Ares comprise
suggestions of crime and sin; she may have in mind the
dictatorship of the 1Iragi leaders in the time of the
monarchy. Ares is connected, in Nazik's scheme of imagery,
with the executioner, both being responsible for the
destruction of young lives. She pictures Ares as a serpent

coiling round innocent people:
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(Where, where shall I escape? and how can the soul sleep in
the noise of the humiliated conscience? / The comfort of what
sleep does the executioner taste? 1Is there any forgetfulness
for sins? / O ropes of the exucutioner! wrap round the necks
the snake of sins and offences / .... / Collect them from each

age held in Ares's hand, while it is still fresh.)
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Shelley employs similarly the serpent and the snake
ambivalently to suggest either deceitful evil or revolutionary
energy. In Queen Mab [Part iii, 1. 60-63], the human

conscience is pictured as a snake that allows no rest:

The slumber of intemperance subsides,
And conscience, that undying serpent, calls

Her venomous brood to their nocturnal task.

Shelley links the snake with malice and tyranny in Queen Mab,

in the section on Falsehood and Vice [Vice, 1. 11-21]:

While the snakes, whose smile even him defiled,
In ecstasies of malice smiled:

They thought 'twas theirs, -— but mine the deed!
Theirs is the toil, but mine the meed --

Ten thousand victims madly bleed.

They dream that tyrants goad them there

with poisonous war to taint the air:

These tyrants, on their beds of thorn,

Swell with the thoughts of murderous fame,

And with their gains to lift my name

Restless they plan from night to morn:

In The Revolt of Islam [1l. xxxiii], the battle between the

eagle and the snake symbolizes imperial power at war with

revolutionary energy:
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*such is this conflict —- when mankind doth strive
With its oppressors in a strife of blood,
Or when free thoughts, like lightnings, are alive,
And in each bosom of the multitude
Justice and truth with Custom's hydra brood
Wage silent war; when Priests and Kings dissemble
In smiles or frowns their fierce disquietude,
when round pure hearts a host of hopes assemble,

The Snake and Eagle meet -- the world's foundations tremble!
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THE SERPENT AND THE LABYRINTH:

In al-Uf uwan (the serpent) (1948), the Biblical serpent is
parallel to Nazik's unavoidable sins. She describes her sins
as a disgqusting serpent in line 28, as a ghoul [29], as an
eternal nightmare [57], and as a giant [74]. Nazik imagines
herself chased by the serpent; she has entered the Labyrinth
in order to escape, but all her attempts are in wvain.
Although she 1s aware of the effect her sins have on her
future, she has continued to sin. When the serpent overtakes
her, she is unable to do anything but lament the ultimate loss
of her already broken hope in the darkness of the blind

Labyrinth [st. 1, 31 & 32, st. 2, 1. 72-74].

In her introduction to Shazaya wa ramad (splinters and ashes)

(1949), she explains what the symbol of al—Ufcuwgn means to her
—— the unknown, mighty power by which human beings can feel
psychologically pursued. This pursuit can take the form of a
collection of memories, of regret, of a repulsive habit, of a
terrifying image which cannot be forgotten, or of the soul,

with its weakness and aberrations.
The Labyrinth makes its appearance in the second stanza:
B €& ¥D as)

oleodl apad 5 ap ASad Lo,

Eldadl s o



- 362 -
Szl LAty oL LUl alle a2
«eloall &Sy
(It 1s a deep 'Labyrinth', / perhaps built of old by a hand /
for a stange-natured prince. / Then the prince died .. and

left the path / for the hands of destruction.)

In her notes on Shazaya wa ramad, Nazlk describes the Labyrinth
as:
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(A word of Greek origiln, a bullding of complicated paths with

innumerable doors Jjolned with a large number of corridors,

halls, and vaults. when a person enters it he cannot
escape. I used this term in al-UfCudén as a name of a path
built by 'a strange-natured prince. Then he dled .... and

left the path .... '; perhaps my motive 1in using the word
‘prince’ 1is the association of the word ‘Labyrinthus' with a

kind of mythological tale about the ancient history of Egypt.
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It is said that when Herodotus passed through Egypt he saw a
strange, immensely huge building which resembled a large and
baffling puzzle. Anyone who entered it was unable to find a
way out. It was built by an Egyptian monarch of the twelfth
dynasty. Who knows? Perhaps the monarch who built this
building intended to use it as a refuge in which he could not

be caught by his own 'serpent'.)(27)

Nazik considers the Labyrinth as a way to escape from sins [1l.

46-49]:
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(I hear the voice: / "Walk, for this is a deep path, /
crossing the borders of the place / in which you will not be
aware of any sound of the serpent's muttering. / It is a deep

Labyrinth.")

In The Witch of Atlas [st. 1lviii], the Labyrinth 1is an

intricately arranged building:

within the brazen doors
of the great labyrinth slept both boy and beast,

Tired with the pomp of their Osirian feast.
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In Lines written among the Euganean Hills [1. 96], it takes the

form of a complicated maze of streets:

Ocean's nursling, Venice lies, —-
A peopled labyrinth of walls,

Amphitrite's destined halls ...

In Queen Mab [Canto v, 1. 216-19], it is used to invoke notions

of mystery and secrecy, a repository of crimes:

All human care accompanies its change;
Deserts not virtue in the dungeon's gloom,
And, in the precincts of the palace, guides

Its footsteps through that labyrinth of crime ...

In Don Juan [Canto vi, st. xxviii, 1. 223}, Byron associates

its intricacy with the complications of love:
So let us back to Lilliput, and quide
our hero through the Labyrinth of Love

In which we left him several lines above.

In Endymion [Book iv, 1. 630], it suggests a place of refuge:

Into a labyrinth now my soul would fly,

But with thy beauty will I deaden it.
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In Lamia ([Part ii, 1. 52-4], it is described as a prison.

Already enslaved by Lamia's enchantments, Lycius wonders:

How to entangle, trammel up, and snare
Your soul in mine, and Labyrinth you there

L.ike the hid scent in an unbudded rose?

Nazik may model her perception of her own enslavement to a

deceitful, delusive lover on Keats's Lamia; Lycius is bound by
.C

love to the 1illusury serpent woman. In her chapter "al-shi r

(28)

. - .C c— . .
wa 'l-mawt™ in Qadaya al-shi r al-mu asir, she summarizes

Lamia's story and its implication:
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(The poem Lamia brings its unconscious buried meanings to the
point of thought's destroying life when it tries to kill

passion: (Lamia) was a snake which was turned by magical power



- 366 -

into a beautiful gqirl, but she was sincere in her love for the
student Lycius, the lover of poetry and philosophy. She built
for him a magical palace the walls of which were made of
music. On the wedding day, during a reception laden with
scent, music and colours, Apollonius, the master of philosophy,
enters and fixes a firm, long gaze upon Lamia, which reveals
her imaginary status, and destroys the musical walls of the
dwelling. At that moment Lamia cries out and vanishes ....
But the end that Lycius comes to is an important theme to
Keats: Lycius has died immediately upon losing his magical
beloved. Apollonius has tried to save him in vain; this was

also Keats's secret.)
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THE JINNIYYAH AND THE SIRENS: L

In Nida' ila 'l—sacadah {st. 44], the Jinniyyah is surrounded

by the spider, the sirens and the snakes:
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(In submerged secret places in which the spider of evil found a
comfortable throne, / to which the groups of sirens repaired, §

and which the serpents oppressed with hissing.)

Siren occurs 7 times in Byron's poetry; in Don Juan [Canto 3,
1. 284-7], for instance, the siren stands as a symbol to

suggest sinful pleasure:

Is that life allows the luckiest sinner;
Pleasure (whene'er she sings, at least)'s a siren,

That lures, to fly alive, the young beginner ...

In Nazik's poetry, the Sirens are related to the Jinniyyah, and
thus to Thais (see above). In France's Thais, they are
referred to by Paphnutius when remembering the temptations of

Alexandria:

"'There, then,' he said, 'is the delightful spot where I
was born in sin; the bright air where I breathed poisonous
perfumes; the sea of pleasure where I heard the songs of

(29)

the sirens.”
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THE SPIDER AND THAIS:

In Unshudat al-ruyhban (the ode of the monks) [st. 17 & 20], the

spider is employed as a symbol of evil. It represents Thais
and perhaps Nazik's lover because they both are evil, strong

and exert an inexorable influence on all around:
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(Is there any escape or refuge from that spider with disqusting
legs? / It feeds on their blood, and it is pieces of the heart
of their yesterday. / * * * / How many times has that spider
returned as a face reflected to the monks inrtheir chalices?
/ It 1is her face, can they forget? This is the mistress of

the monastery, this is Thais.)

In Salat al-ashbah (the prayer of the ghosts) [st. 7], Buddha,
the god, is presented as a spider to suggest the negative side

of god:

CorSoadl oy oo czudl G
C9Sw b Lot uas
(From the tower, where the hand of the spider / points to us in

silence.)
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THE GIANT FISH:

Nazik's fear of sin in Lacnat al-zaman (the curse of time) [st.

4, 5, 7, 8, 9], is symbolized in the image of a dead fish
floating on the waves of the river. The death of the fish
arouses her fear of the end of her relationship with her

lover. She believes that the dead fish is sent as a warning

to stop sinning:
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(In the end we recognized the movement / there; the corpse of
a fish / floated on the waves dead, and the seashore was in
sympathy (with us). / I cried out: "O my friend, where are
we going? / Let us return, for the corpse is a whispered

warning, / sent by an evil giant —— a warning of distress and a

sign of parting.")

The fish grew bigger, grew at last to enormous proportions, a

potent image of the frenetic augmentation of her fears [st. 9]:
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(And we walked, but the movement / continued to follow us, and
the fish / grew and grew, until it became like the giant in the

bosom of the wave.)

The giant fish in this stanza calls to mind the giant fish in

Ernest Hemingway's novel The 0ld Man and the Sea:(30)

"Then the fish came alive, with his death in him, and rose

high out of the water showing all his great length and

width and all his power and his beauty. He seemed to hang'

in the air above the old man in the skiff. Then he fell
into the water with a crash that sent spray over the old

man and over all of the skiff."

In the last two stanzas, she emphasizes the effect of their
sin; they feel ashamed of themselves. This echoes Adam's and
Eve's feelings after the fall in the first version of Ughniyah

1i-'l-insan [st. 61]. In La'nat al-zaman, they are chased by

the fish with the bewitching eyes. On one occasion, nature is

in sympathy with them [1. 8-9]:
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(Even the face of the magical moon is veiled with depression
and moonless darkness; / and his glittering mouth has

vanished.)
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It participates in their sorrows. On an other occasion, it

mocks them like the fish [st. 11]:
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(Even the tangled branches [of the trees] / came to resemble
the eye of the fish / and frighten our confused steps, / and

the stars became like eyes.)

The image of the two lovers chased by the fish is parallel to
the image of Nazik chased by the serpent in al-Uf uwan. The
curse of the eyes of the fish recalls the curse of God on %dam
and Eve, which continues on their posterity, Cain and Abel (see

above).
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THE GHOSTS AND THE GHOULS:

In Salat al-ashbah [st. 3], the procession of the guards and

the ghosts moves through dark paths, which look like 'crawling

serpents'. The association of the ghostly procession with the

serpents:
%-JJJ._H C-‘_o..\B H_:._Hy &3_1:;
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(The darkness of the lanes twisted around them -- / crawling

serpents and fangs -~ / and they walked, palely dragging their

secrets.)

. X c
The ghosts in the first stanza of La nat al—-zaman, suggest the

turbid past life and loves of the two lovers:

SLT 5 Aol peas Aaslall L1,

(And the obscure ghosts exploring the darkness on the horizon.)

The confused ghosts of their previous 1lovers, with their
perfidious eyes, in the fifth stanza, no longer follow them
angrily or jealously, and the ghouls of the past no longer

haunt them:
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(There are no confused ghosts / who follow us angrily and
jealously / with eyes dripping perfidy, / at night, nor are
there any underground passages, / no abyss in which the ghouls
live, and no underground passages -- / Nothing but the

brilliant moon.)

Nazik's and her lover's sinful pasts known by God (the
principal guardian of all human beings) are represented in

stanza 4 when the two ghosts are seen by a guard:
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(A quard saw two ghosts / walking unconscious of when and where

[they walk].)

The guard takes the two ghosts to the great Brahma's temple,
wherein 'Buddha prays for the people whose eyes do not die'
[st. 5]. They are brought with their secrets and sins, asking
Buddha for forgiveness. They all suggest the pasts of the two
poets, which linger in their thoughts despite their efforts to

get rid of them:
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(The echo of the approaching procession of the gquards, -/
knocking on every door and shouting at the sleeping people, /
and a ghost appears from every door —— / thin, pale, / dragging
the ashes of the years. / The darkness is about to bewail /

its sad face, a skull with no flesh.)

The guards knocking on the doors of the sleeping people in

Nazik's poem reminds us of ?;Hg's Ayyatuha 'l-ashbah (O

ghosts!) [st. 1, 1. 1 & st. 2, 1. 1]:
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(why have you come to me in the darkness, and why did you knock
at my door by night? .... / * * * / Leave me in my alienation,

and leave me in my place, independent in my loneliness.)

The two ghosts confess their sins to Buddha; they complain

about the spider-man, and blame Time, which turns them into
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slaves and prisoners and forces them to sin:
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(We have come to you dragging along our pale secrets; / we
have come to you, we -- the slaves / and the prisoners of time,
we whose eyes do not die -— / have come, trailing degradation,

/ and we ask you to forgive these sinful eyes.)

The theme of time and the eternal misery of the ghosts recurs

-~

in al-"Am al-jadid (the new year) (1950):
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(Oh new year! Do not come to our dwelling-places, because we
are here phantoms / from the world of the ghosts; human beings
deny us; / the night and the past flee from us, and fate is
ignorant of us; / and we live as ghosts that wander. / We
are those who walk with no memory, no dream, no longings that
shine, no desire / .... / We are bare of feelings, with pale
1lips, / the ones who run from time to nothingness / .... / We
live without complaining, and we know not what weeping is, /
what death is, what birth is and what the meaning of the skyis.
/ * * x / _. .. / We are those who have veins of reeds, / white,

or green; we have no feelings.)

The two poems exude the same atmosphere as T. S. Eliot's The

Hollow Men [st. i-iv]:

We are the hollow men

We are the stuffed men

Leaning together

Headpieces filled with straw. Alas!
our dried voices, when

We whisper together
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Are quiet and meaningless
As wind in dry grass
Or rats' feet over broken glass
In our dry cellar
* X %
Shape without form, shade without colour,

Paralysed force, gesture without motion;

* *

This is the dead land

This is cactus land

Here the stone images

Are raised, here they receive

The supplication of a dead man's hand

* *

The eyes are not here

There are no eyes here

In this valley of dying stars

In this hollow valley

This broken jaw of our lost kingdoms

In his comparison between Nazik's and Eliot's poems, Cachia

refers to the similarities between Nazik's al—cih al-jadfd and

T. S. Eliot's The Hollow Men:

"You will notice the dislocations, the short, sharply

shifting images;

you will notice also the condemnation of
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that 'flight from time to nothingness' which a Romantic

might on the contrary have celebrated."(3l)

similarity between Nazik's and Eliot's poenm

"is no accident, for the contemporary Arab poets are
closely acquainted with Western literary movements and
freely acknowledge the influence of many masters, and among
these none has had so far reaching an effect as T. S.

Eliot.“(32)

The ghosts in Shelley's The Past [1l. 7-9], have the same

function as that of Nazik's Jinniyyahs -- they are revengeful:

Forget the dead, the past? O yet
There are ghosts that may take revenge for it,

Memories that make the heart a tomb ....
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VENUS AND ADONIS:

In Roman mythology, Venus 1is the goddess of love, desire,

grace, and charm.(33) ¢

Ishtar, the counterpart of Venus, is
the chief goddess in the Assyro-Babylonian pantheon, and the
virgin mother-sister of Tammuz, the counterpart of Adonis. In

modern Arabic poetry, Venus is very often replaced by'TshtEr.

Examples of this are to be found in al-Sayyab, in Madinah bila

matar (a city without rain), and in al—BayYéfi in Qasa'id hubb

- C - (o4 C -
ila "Ishtar (love poems to Ishtar), where he has “Ishtar four

c -
times and "Ashtarut once.

Unlike the other Arab Romantic poets, Nazik has Venus rather

than “Ishtar. In Maraya 'l-shams, (the mirrors of the sun)

[st. 3] in her later collection Yughayyir alwanah 'l-bahr, she

refers to Venus for the first time. Sshe is fascinated by the

notion of the birth of Venus from the sea:
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(And the poem is born in me / like the birth of Venus from the

foam of the sea, floating like a rose.)

The worship of Adonis was practised by the Semitic peoples of
Babylon and Syria. The Greeks borrowed it from them, as early

as the seventh century before Christ:
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"It is not so much a pure Greek name as a Semnitic or
Greek-Hebrew one. Ancient Hebrew adon means 'lord' and
was translated thus to refer to God in the 0ld Testament by
the English writers of the Authorised version of the

Bible."(34)

In modern Arabic poetry, Adonis is replaced by Tammuz:

"Tammuz, the god of fertility to which the movement is
related, 1is one of the central symbols around which have
evolved a considerable number of works by distinguished
modern poets, such as Khalil ﬁng, ‘a1l Ahmad Sacid. Badr
Shakir al-Sayyab, Jabra Ibrahim Jabra and Yusuf

al—Khél."(35)

In Madinat al-Sindibad (the city of Sinbad) -- a political poem

written against CAbd al-Karim Qasim, al-sayyab's feelings are
veiled in symbols and myths. In this poem al-Sayyab regards
the period of the Monarchy in Iraq as a period of drought and
barrenness. when the Iragi Republic was established, he
sympathized with it, but the new Iraqi government frustrated
him. To him, the advantages of the Iragqi republic in the time

of Q3asim did not last long. It was as short as spring.

sarbarlUs f1 Babil (Cerberus in Babylon) [st. 1] is another

political poem against Qgsim; in this poem, Qﬁsim is compared

to Cerberus who looks for the buried god, Tammuz. Tammuz
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symoblizes the Iraqis who were tortured by Cerberus (Qasim):
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(Let Cerberus howl in the lanes, / in sad, destroyed Babylon.
/ .... / His three horrible jawbones are a flame, / that blazes
in Iraq -- / Let Cerberus howl in the lanes, / and dig up the
earth, looking for the buried god, / our stabbed Tammuz, / to
eat him: to suck out his two eyes from the roots; / to break
his strong spine; to smash the jars / before him; to scatter

the roses and anemones.)

Nazik treats Venus and Adonis separately. Her references to
Adonis, I think, do not have a political implication as in
al-Sayyab's poem; she more likely had in mind Shelley's
Adonais. Imitating Shelley, Nazik refers to Keats as Adonis,

the mythical character who symbolizes beauty, premature death,
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and fertility; these symbols are encapsulated in the

brightness that he would have shed on life if he had lived.

In Ka'abat al-fusiil »al—arbacah (the melancholy of the four

seasons) [st. 35], 1like sShelley in Adonais, Nazik laments

herself and Keats's death by referring to Adonis:
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(0 Aadonis! Oh, if you had continued to 1live on earth,

brightness would have lived and darkness would have died.)

In stanza 36, Nazik associates the image of Adonis with

sublimity and magical perfume, which are qualities of poetry:
v5omodl Yohas c 3Ty p DM peogat Ly csn o) o1
(oh, if only the earth still had you, O Adonis! and you had

perpetuated your enchanted perfume!)

In the fifth and the sixth stanzas of Unshudat al-abadiyyah

[st. 6] she reveals her feelings towards Keats's and
Tchaikovsky's deaths; her ode to Tchaikovsky reflects her ode
to Keats in the similarity of her treatment of the common

themes:

Logdadl ooy comsty o Lodt 5 s cis cas g) o
(oh, if only I had 1lived like you in the past, and seen your

sublime face.)[st. 5]
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(0h, if only I had sold my whole life for one poetic day on

which my being might have seen you.)

Venus occurs twice in Keats's poetry, 13 times in Shelley's,
and 19 times in Byron's (see tables 3-6). In Keats's Endymion
[Book 1iii, 1. 1009-12], for instance, Venus is referred to as

the goddess of love:

He could not bear it —— shut his eyes in vain;
Imagination gave a dizzier pain.

'0 I shall die! sweet Venus, be my stay!
Where is my lovely mistress? Well-away!

I die —— I hear her voice —— I feel my wing —'

In Byron's Don Juan (Canto 1, 1. 438-440], Venus, the goddess

of love appears with Cupid, god of love, in the same line:

As sweetness to the flower, or salt to ocean,
Her Zone to Venus, or his bow to Cupid

{But this last simile is trite and stupid).

In Thais, France describes Thais as an imitator of Venus and

other mythological characters:

"Sometimes she imitated the horrible deeds which the pagan

(36)

fables ascribe to Venus, Leda, or Pasiphae.”
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‘Thais is described as Venus many times; she is called so by

Nicias, when he warns Paphnutius of her power:

"'Beware of offending venus,' replied Nicias."

"she is a powerful goddess; she will be angry with you if
you take away her chief minister.' .... ‘'Beware of
offending Venus; her vengeance is

terrible."(37)

Keats and Shelley employ Adonis; Byron does not refer to

Adonis at all (see tables 3-6). In Keats's Endymion [Book

line 917-919], Adonis is represented as well-disposed to

lovers:

E'en in the passing of thine honeymoon,
Visit thou my Cythera: thou wilt find

Cupid well-natured, my Adonis kind.

In Scene from 'Tasso' [1. 10], Shelley associates Venus and

Adonis with poetry:

'If I am Venus, thou, coy Poesy,

Art the Adonis whom I love, ....
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THE JINNIYYAH, DEMETER AND PERSEPHONE:

In Nida' ila 'l-sacédah [st. 36], the Jinniyyah portrayed as
the mistress of the countryside is an allusion to Demeter in
Greek literature, the great earth gqoddess, or the earth
mother. She had a daughter named Proserpine, Pluto's wife,

queen of the realms of the dead:

slagdl a3ty o3Il cony @ =23 A, Ladiy aslgay
(Others think that she is the mistress of the countryside and

the daughter of the hills and the sister of the lowlands.)

she is also portrayed as the daughter of the dust, which is an
allusion to Persephone (= Proserpine), Demeter's daughter.
Demeter lost her happiness when Pluto took her daughter to live
with him in the underworid for a half of the year, returning to
earth for one half of the year. Persephone was the symbol of
the rebirth of the crops in spring after their 'death' in - :

winter, and as such she featured centrally in many sacred
rituals. Demeter’'s tragedy was forever renewed; her daughter
was brought to her for the allotted time, and then taken to the

(38)

world of the dead again.

Byron uses Ceres as the Roman Goddess of corn and harvests in
Don Juan [Canto 2, 1. 1351]. Keats and Shelley prefer the
Roman names, Ceres and Proserpine, to the Greek, Demeter and

Persephone (see tables 3 & 4).
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THE JINNIYYAH AND CUPID:

Love in Nazik's poetry 1is represented by mythological
characters, such as Cupid, who signifies psychological
blindness and inevitability, gives his victims happiness and
misery; he shoots indiscriminately so that no one can avoid

his arrows.

The Jinniyyah of happiness in al-Bahth Can al-sa_adah (looking

for happiness) ([st. 8] is linked with Ccupid and Psyche; Nazik
does not refer to Psyche because, I think, she employs the
Jinniyyah to play the role of Psyche. She concentrates on
cupid because he, as god of love, is very important to her
theme. In this poem, she 1loves Cupid's arrow because it

inspires herself and others with happiness:

wxo JS o3 eSS ae — Lpopde el 5 Lo Ly
(She is sometimes in love, shot by Cupid's arrow into the heart

of every lover.)

in “Ind al-Cushshaq (a mong the lover) [st. 14], she admits

that the effect of Cupid is inevitable, so that complaint is

futile:

Tolglh oo 1alos oo wv9=S dole as a3 13%s
(Cupid has condemned him in this way, so what is the use of his

complaint.)
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In stanza 18, the poetess sympathises with Cupid's victims who

languish in misery:

wdaD e o3y 10Ls 6 Leo 35L55 o acogansS Ju
(Ask cupid about the misery of his victims and the torture they

endure.)

In stanza 24, she is too weak to avoid him, despite her great

effort:

Lolaadt ode pl idl casy o e seS Js g bly east
(Exhaust and drive away the phantom of Cupid! These victims

are enough for infatuation.)

The Jinniyyah's counterpart here is Cupid; the third feminine
person singular in this stanza is the Jinniyyah, who, like
Cupid, is inevitable. Cupid in this stanza 1is assoclated with
love and imagination (= poetry), because love leads to poetry

—— the product of imagination.

Keats's Cupid appears most often in Endymion; in the second

book, lines 791-6, Cupid suggests purity and love:

no bosom shook
with awe of purity, no Cupid pinion

In reverence vailed, my crystalline dominion
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Half lost, and all old hymns made nullity!
But what is this to love? 0 I could fly

With thee into the ken of heavenly powers,

In the fourth book [1. 978-81], he is associated with love and

youth:

And said, in a new voice, but sweet as love,
To Endymion's amaze: 'By Cupid's dove,
And so thou shalt! and by the lily truth

Of my own breast thou shalt, beloved youth!'

Cain's curse also occurs in Shelley's Adonais [st. xvii]:

the curse of Cain

Light on his head who pierced thy innocent breast,

And scared the angel soul that was its earthly guest!
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THE THEME OF GOLD:

Like the English romantic use of the word, Nazik's employment
of the word 'gold' is ambivalent -~ good and bad. on
occasion, she treats gold as a precious thing as in Suwar wa

tahwimat amam adwa' al-murur [1l. 11] and Shajarat al-qamar [st.

4]:

"oa, gae Slug et Lo oluo”

M ad 3 29Ul Jolowdl ks oSlugn
{("The golden nightly entertainer, and the saki of the echo of
our flower"; / "and the paier of the perfume of the

spikenard and the roses in our poetry.")

The symbol of gold in this poem suggests poetry, which is as

precious as gold.

Elsewhere, she treats it as a corrupting power because it
encourages its owner to be materialistic as 1in salat _ila

Blawtus; ilah al-dhahab.
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MIDAS:

Nazik uses the myth of Midas to symbolize materialism.
Seeking gold is a great curse, accordihg to her. In stanza 28

of salat ila Blawtus, she asks the Jinniyyah to tell the story

of Midas's wish to become rich:

S8 pman 5LS @S (plomse) o Ll 2ol U5 o agadas>
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(Tell them about that ancient king, Midas. What was his
fate? / where did the blind lust of gold drive him? What

crime did his vanity bring him?)

In stanzas 29-32, she describes Midas's wish to turn every
thing he touches into gold. These stanzas echo the general
theme of gold in romantic poetry, and are parallel to Act 1, in
Mary Shelley's Midas, when Midas asks Bacchus to give him the

golden touch:

Let all I touch be gold, most glorious gold!
Let me be rich! and where I stretch my hands,
(That like Orion I could touch the stars!)

Be radiant gold! God Bacchus, you have sworn,

I claim your word, —— my ears are quite forgot!

In stanza 33, she goes on telling the Jinniyyah to broadcast
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the story of Midas and the effect of gold on his character:

o=mdiodl da¥ (plocee) olS slas S13 4GSy mposas
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(Tell them how one evening Midas's eyes were panting, /
fingering the treasure in a fit of madness, and in his hand the

flame of two lips.)

The scene in this stanza reminds us of the beginning of Act 2
of Midas. Midas enters a splendid apartment in the palace,

holding a golden rose in his hand:

Gold! glorious gold! I am made up of gold!

I pluck a rose, a silky, fading rose,

Its soft, pink petals change to yellow gold;

Its stem, its leaves are gold —— and what before

Was fit for a poor peasant's festal dress ....

Midas's anxiety for gold is comparable to the prince's desire
to see Rapunzel who lives in the tower. Midas and the prince

are hurt because of their attempts to reach their goals.

Nazik refers to Midas throughout the last twenty-two stanzas
[st. 28-49]. Midas's great love of gold prevents him from
loving the stars, clouds, seas, mountains or flowers. He

wishes that even the cheeks, the eye-lids and the lips of the
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Jinniyyah would turn into gold. This suggests that Midas was
not really in love with the Jinniyyah but only with her wealth

as a companion of the god of gold [st. 31, 32, 33].

When Midas is cursed by the gold he asks for the curse to be
lifted, but it is too late, because everything has been changed
into gold, including the river in which he tries to wash his
sin away. In stanzas 44-48, Nazik reproaches Midas for his
selfishness, and mocks him because he is deluded by his greed

and pride:

So9% ¢t Sas 15Le Goo ST AL Lot epanle ay)

.........................

et Aol Sulg o, Ll pasdl 3,03 0¥ o5l
(0 Midas, you who are the foolish king! What have you gained?
what pride! / .... / * * * / So drink, now, the wine of cold

regret, and be intoxicated with your golden dream!)

Keats and Byron seldom refer to Midas; Midas appears once in

Keats's poetry [in lines 10-11 of If by dull rhymes our English

must be changed]:

Misers of sound and syllable, no less

Than Midas of his coinage, ....
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and once in Byron's poetry [in stanza xv of The Age of Bronzel:

Or turn to sail between those shifting rocks,

The new Symplegades —— the crushing Stocks,

Where Midas might again his wish behold

In real paper or imagined gold.

Midas does not occur in Shelley's poetry, although the theme of
gold is dominant in his poetry. He describes gold as a God

worshipped by people, especially the rich and the governors.
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PLUTUS:

Nazik does not refer to Plutus, the god of gold, except in the

title of Salat ila Blawtus. In stanza 5, she may allude to
him when she employs the word «#3J! Lios.e0 (the adored Gold)
to 1indicate that she and other people worship the god of

gold. Plutus appears only in the title, thereafter being

identified, perhaps, with:

1) &3V (the old man), glwkdl o)l cselall (the silent and
strange-tempered), bl ShJV z,+¥' (the lame, slow-stepped),

wudS) soledl  (the disabled),

2) g=ad! (the lad), Js¢xod! 231331 (the unknown envoy), dzkll
pe SN (the generous phantom), <lo=we=dl o, (the lord of

wishes) [st. 20, 21, 37, 38, 39].

In stanza 34, Nazik portrays the god of gold as a boy with
golden tresses coming from the visionary world. Midas is
frightened when the phantom boy greets him [st. 36]; he is

amazed as to where that phantom boy has come from:

olaadl §s5% oo slo Ja § Jo— 2l 1)1 Ll 2ol ol gf
(Which door guided the steps of the unknown envoy? Has he come

from the cracks of the wall?)
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The 'unknown envoy' and the 'generous phantom' appear in stanza

38 & 39:

Joor plo JS Godo AL ST Lot 1 e SOt Gidaldl Loty
X ok x %
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(The generous phantom answered: "I possess the fulfilment of

every beautiful dream; / I am the lord of wishes; my lips

possess the impossible and remote dimensions.™)

This reminds us of Silenus in most versions of the myth of
Midas. In Mary Shelley's Midas [Act 1, 1. 56], it is Bacchus

who rewards Midas for his hospitality:

Choose your reward, for here I swear your wish,

Whatever it may be, shall be fulfilled.

In stanza 21, the blind man may be an allusion to the prince

who tried to save Rapunzel:

Loldo 15558 o ¥ oo o o 1 G ESI saledt Ads
{That disabled and blind one who bestows dgreat treasures on him

who cannot see.)

The word ‘gold' is very important in Shelley's poetry; it also
has two ambivalent senses —-- good and bad. In Queen Mab, Part

ii, line 204-8, part v, line 61-3, 90-7, 169-71 and 189-91, it
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suggests evil. In this poem, Shelley presents gold and wealth

as a curse on human beings, especially statesmen and priests:

But wealth, that curse of man,
Blighted the bud of its prosperity:
Virtue and wisdom, truth and liberty,
Fled, to return not, until man shall know

That they alone can give the bliss
But in the temple of their hireling hearts
Gold is a living god, and rules in scorn
All earthly things but virtue.
Leaves nothing but the sordid lust of self,
The grovelling hope of interest and gold,
Unqualified, unmingled, unredeemed
Even by Hypocrisy.

And statesmen boast

of wealth! The wordy eloquence, that lives
After the ruin of their hearts, can gild
The bitter poison of a nation's woe,
That all within it but the virtuous man
Is venal: gold or fame will surely reach
The price prefixed by selfishness, to all

But him of resolute and unchanging will;
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-----------------------------------------

Even love is sold; the solace of all woe
Is turned to deadliest agony, old age

Shivers in selfish beauty's loathing arms,

Shelley believes that the wealth which oppresses humanity, the
gold that grew from fields of blood, is an evil that can be
counterbalanced by the generation of liberty through

regeneration of thought.

Gold, on the other hand, may suggest beautiful colour as in

Lines written among the Euganean Hills [1. 143]:

puivering through aerial gold,

when the beams are fled which steeped its skirts

or happiness as in Epipsychidion [1. 428]:

Draw the last spirit of the age of gold ....

Also Keats has an ambivalent attitude towards gold. In

Isabella [1. 108-112], he talks about gold in a negative sense:

In torched mines and noisy factories,
And many once proud-quiver'd loins did melt

In blood from stinging whip; -- with hollow eyes
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Many all day in dazzling river stood,

To take the rich-ored driftings of the flood.

By contrast, he employs the symbol of gold to suggest poetry in

On First Looking into Chapman's Homer [st. 1]:

Much have I travelled in the realms of gold,
And many goodly states and kingdoms seen;
Round many western islands have I been

Which bards in fealty to Apollo hold.

The poet, in this poem, is a traveller, an explorer, voyaging
among islands, discovering the realms of gold: he hears on his

travels about Eldorado, the city of gold.

In Thails, France's attitude towards gold is positive; he
describes Alexandria as the golden city, according to the

Greeks' description:

"Keeping along the left arm of the river and through a
fertile and populous districts, he reached, in a few days,
the city of Alexandria, which the Greeks have surnamed the

39
beautiful and the golden".( )
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ELDORADO AND PACTOLUS:

Eldorado is a city of gold, and Pactolus is a river, which is
turned into gold, when Midas, the greedy king, touches it.
The former is alluded to frequently in Nazik's poetry, and the

latter rarely. Both are alluded to in Salat ila Blawtus.

Nazik may have borrowed the elements of the scenery of Salat
ila Blawtus from Coleridge's fragment Kubla Khan: or A Vision

in a Dream. The atmosphere of Salat ila Blawtus is similar to

that of Coleridge's poem. The sacred river Alph is recalled
in Nazik's poem as the river of gold. Nazik's introduction to

the poem recalls the introductory lines of Kubla Khan:

In Xanadu did Kubla Khan
A stately pleasure-dome decree:
Where Alph, the sacred river, ran
Through caverns measureless to man
Down to a sunless sea.
So twice five miles of fertile ground
with walls and towers were girdled round:
And there were gardens bright with sinuous rills,
Where blossomed many an incense- bearing tree;
and here were forests ancient as the hills,

Enfolding sunny spots of greenery.

But oh! that deep romantic chasm which slanted
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Down the green hill athwart a cedarn cover!

A savage place! as holy and enchanted ....

At the begining of the poemn, Nazik uses the pronoun ‘'we' to
indicate that the issue of materialism is universal rather than
personal; people of different generations have almost the same
attitude, they expect material benefits from love and
marriage; men prefer to love and marry rich women, and women
rich men; they are sharing the Jjourney in quest of the temple
of the god of gold in the city of gold. The city of gold is
an allusion to Eldorado. In the first six stanzas, the
difficulties of the journey are described with various images;
she emphasizes that men adore gold; they seek out the desired
spring throughout the ages; they have been deluded by the

legend of the golden river (= Pactolus):

pofrod) amiedd Lslo>  LSYT 5201 Il 1500 1250
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(And in this way, thousands of starving people went Eastward to
the desired source, / misled by a myth of a place behind some
mountains in the bosom of a valley / where flows an enchanted
river of gold, whose secret the stones of the low lands

enfolded.)

In stanza 8, Nazik gives the river the power to change

everything into gold. In fact, Midas's hand has the power to
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change everything into gold, not the river itself; she either
forgets, misunderstands the situation in the original myth, or
modifies the story for a poetic purpose. All the natural
elements in the valley, in Nazik's poem, are turned into gold

and silver by the magical power of the river:

sl 5 oatodl e Leed GSI1 miod 4use 3 kS
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(A drop of it gives the hand a golden touch on things, / and
the flowers which surround its two seashores are'the fragments

of white stars.)

Midas's life turns into misery, and he realizes that he has
been deluded by his greed; he asks the god of gold to forgive
him. When he goes to the river to wash his sins away, the
river turns into gold as soon as he touches it; the curse of
the god of gold on Midas is so strong that even when he wants

to wash his sin away the curse is not at the end.

The golden river in Nazik's poem reminds us of the river which
turns into gold when Midas touches it to wash away the curse of
gold in Mary Shelley's drama Midas [Act II]. When Zopyrion

pours the water on Midas's hand, the water becomes gold:

But how is this? the water that I touch

Falls down a stream of yellow liquid gold,
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And hardens as it falls. 1 cannot wash —-

In stanza 12, she describes the golden animals of the city:

ol .0 gL, bl zows 31501 (LS.,
olbdaadl 05 cls e J 5y Lo aahildl plsa,
(And instead of butterflies delicate gold bodied birds roam, /
and instead of the herd, luxurious mountain goats with silver

legs live.)

Nazik defines Eldorado in "Hawamish wa tacq‘ibgt" (Margins and

Comments), in Yughayyir alwanah al-bahr {the sea changes its
(40)

colours):

Ld Sy POE 9—v O—dl 2o (S oa¥l el 200 3 a3 Fogas ol gus
etz W3 291 oo o wobr 2o Olo Jlgb gl 201, Lad0

Bashiodl Ligaodl e (931usadN)y
(1t is the title of a short poem of the American poet Edgar
allan Poe, in which the brave knight looks for the city of
dreams all his 1ife, until he becomes old, yet he does not find

it. Eldorado is the desired city.)

Edgar Allan Poe wrote a poem entitled Eldorado. The word
Eldorado 1s the poem's refrain. The theme of 1loocking for
Eldorado in Poe's poem 1is parallel to Nazik's theme of looking
for gold in Salat 313 Blawtus [st. 11]. In stanza 11, she

uses the word '3 (a country) alluding to Eldorado:
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(From its imaginings it makes silver-doored castles on the

horizon, / and a country whose valleys grow gold instead of

trees and grass.)

In Poe's poem, Eldorado is the goal of a journey that can never

end [st. 2]:

But he grew old,

This knight so boid,
And o'er his heart a shadow

Fell, as he found

No spot of ground

That looked like Eldorado.

In Nazik's poem, on the other hand, the city of gold is found

by the people who seek it.

Eldorado is referred to in Suwar wa tahwimat _amam adwa'
al-murur (images and tales in front of the traffic 1lights)
(1974) [1l. 42]); she speaks about the effect of the traffic
lights on her emotions, revealing her hatred of the red 1iight
because it ends her dream [l. 2], and makes her impatient [1l.
1117. At the end of the stanza, she describes the red light as

superior to the yellow light; she hates it because it delays
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her happiness and keeps the city of gold far away:

Mo 95z BS54 pomae Nis Ly
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(0 mind hoarse of thought that accomodates paralysis! / It
has destroyed waves and mythical meadows / and has banished
Eldorado and its golden hills / from my two eyes and wrapped
them in a secret land, and made them live in Venus. / 0 happy

is the one who can arrive!)

Pactolus is referred to in Byron's The Agqe of Bronze [st. xv]:

That magic palace of Alcina shows
More wealth than Britain ever had to lose,
Were all her atoms of unleaven'd ore,

And all her pebbles from Pactolus' shore.
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ELDORADO AND UTOPIA:

As an idealist, Nazik signifies by Utopia a perfect society
which does not exist in reality but in dreams. She uses
Utopia to refer to an idyllic state, much in the same way that
English poets, including Keats, use the word Arcadia. She
knows that Utopia does not belong to Greek mythology; it was a
coinage of Sir Thomas More in the 16th century. She notes
this in her definition of Utopia, but stresses that her Utopia

(a1)

does not have any relation to Mcre's:
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(It is a Greek word which means "nowhere". I used it to
suggest an imaginary city, which has no existence but in my
dreams. This city has no connection with the Utopia which was
imagined by the English writer, Thomas More, in a book written
in Latin in 1516. He sketched his own idea of a political and
administrative image for the ideal island, on the analogy of

Plato's Republic.)

Is Nazik's Utopia the product of her acquaintance with More's
and the like? Utopia, I think, represents for Nazik a

political ideal; it is the natural outgrowth of her lifelong
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devotion to her nationalistic hopes that all the Arab countries
may become one, like any beautiful and happy land. She
represents Utopia as an idyllic region to which the imagination
retreats from the painful realities of the world. Thus
Nazik's political theme 1is disquised in the allegory of
Utopia. It has much in common with Jerusalem as it is
imagined by Blake, or the various golden cities of 1love,
freedom, and justice imagined by Shelley in, for example, Laon

and Cythna.

Nazik's Utopia has many associations: in Yutubya ‘l-da'i‘ah
(the lost Utopia) ([st. 3], it is associated with the eternal

light:
D 9T el o iD Y slaadl (S S Laososuy
(And Utopia is where the light is, and where the sun does not

set.)

In Yutubya fi 'l-jibal (Utopia in the mountains) (1948) [st. 1

& 2], Utopia is presented in the image of a village situated in

a mountainous place in the North of Iraq:

Os=s Lo goxi
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-------------
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{(Burst forth O springs, / with water, with evancescent rays.
/ Break forth with light, with colours upon the pale village /
--.. [/ Burst forth with beauty, / and build Utopia in the

mountains. / Utopia is made of the trees of the peaks.)

gzl A, oo
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(Burst forth driving like the winds; / burst forth in the

sunset, / and build Utopia from hearts.)

purity as in stanza 2 of Yutubya fi 'l-jibal:

Sall G938 sl goxio
Aedl g2, JS oty esry Loy
(Burst forth white on the rocks / —- a colour and a light that

challenges all the filth of humanity.)

like other famous cities, notably Troy and Camelot, Nazik's

Utopia is built by music as in stanza 1:
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(Burst forth with melodies, / .... / and from the murmuring of

waters, / Utopia is made of melody.)

This recalls Coleridge's dome of pleasure in Kubla Khan [l. 29]:

That with music loud and long,

I would build that dome in air,

To Nazik, Utopia is the symbol of eternal Beauty and eternal

Spring:

...................

Lrstor olSe Jlby Lo, azr Pl Jby Jlan
(I imagined it a land of fragrance on a horizon of whose secret
I knew nothing. / .... / * * * / There spring remains spring

shading the inhabitants of Utopia.)

It is comparble to Arcadia as 1t appears in the poetry of Keats
and the Romantics. Arcadia in Keats's Endymion [Book ii, 1.
885-992] is never a city, it is a region of perfect natural
beauty offering its inhabitants a life of leisured, comfortable

and pastoral activity:
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.... Dear maiden, steal

Blushing into my soul, and let us fly
These dreary caverns for the open sky.

I will delight thee all my winding course,
From the green sea up to my hidden source
About Arcadian forests; and will show
The channels where my coolest waters flow

Through mossy rocks ....

Utopia 1in Nazik's poetry 1is comparable to Poe's Eldorado;

neither exists in real life. In Yutubya 'l1-da'iah [st. 1 &
2], Utopia is a country belonging to the heart and mind; it is

a place to be visited in dreams, not in reality:

e S50 5 $o9nB Bozy
* * *

(And my feelings continue ecstatically to numb the dream of
Utopia. / * * * / and Utopia is a dream in my blood; I die

and live with its memory.)
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PACTOLUS AND LETHE:

Pactolus in Salat ila Blawtus has a similar function to that of

Lethe in Usturat nahr al-nisyan (the myth of the river of

oblivion). Both are assocliated with sin and forgetfulness.

In Usturat nahr al-nisyan (the myth of two eyes) [st. 1 & 21,

Nazik knows very well that Lethe is a river of forgetfulness in
the netherworld of Greek and Roman mythology, yet she wishes it

existed in reality to wash her sins and sorrows awvay:

lad Lot 4o g0 Loty oSe ad olomsdl oo o)
x % %

055z e 5T pLSle sl G oot and pls and

Osoxedl 2l Lo sdany Lo Isdo 2o e LA Gunss

{(If only the river of oblivion was not an illusion, which our
dreans portrayed to our depression. / * * x / 1f only it
exlisted, 1f only it was true that we could forget what was and
what will be, / or that we could live free from the chain of

our problems and that mad tomorrow could forgive us.)

when she determines to forget her sins, she remembers Lethe;

she alludes to 1t in Ughniyah li-'l-insan (1) [st. 173] and

describes it as a spring in which we can wash away grief and

despair:

zloxdl amy glall oy glac heldl g mdl 138 oay acdl 80>
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(If only we could touch that spring and wash our grief and our
despair after such thirsty walking, after conflict, after
wounds, / if only we could touch it, if only we could wash away

with it all our grief and our scorching despair.)
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LETHE AND AL-KAWTHAR:

In lines 86-8 of Suwar wa tahwimat amam a@wa' al-murur
wnages and vefeckions ~
' ¢t infront of the traffic lights), Nazik refers to

Lethe in 1its adjectival form '‘<=%3 to describe the yellow
signal of the traffic light because it signals the end of her
waiting: the yellow sign implies forgetfulness of the past

because it puts an end to waiting:

sl elodlll 5 cadt (Load) Vodan L

Bl 5 sl 33ladl 4y L

2595 51 se Lol Jomeodt J UL oy

(O lethean corridor which has become fertile and moonlit in the
darkness! / O amorous rapture of the lover who dreams of

darkness, / and feels the falling curtains of night as

Kawthar's streams.)

Here, Lethe is parallel to the river al-Kawthar, one of the
rivers of Paradise. All the rivers of Paradise flow into »s>
2531 (the Kawthar basin); it is also called Nahr Muhammad;

it is referred to in the Qur'an [Sura cviii]:

s 45l o1 (V) ooty A0 das (V) L2501 duchael Lot (V)
L, 3

([1] Wwe have granted you al-KXawthar. [2] Therefore turn in
prayer and sacrifice to your Lord, [3] for he who hates you, he

will be cut off [from future hope].)
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The connection between Lethe and al-Kawthar 1is purity. The
difference between the two rivers is that the former runs in
the underworld, according to Greek mythology; and al-Kawthar
runs in Paradise, according to the Muslims. In Greek
mythology, Lethe is a river in the underworld. The dead who

went to Hades drank its waters, and in doing so they forgot

2
their former lives.(4 ) In the Qur'an, the river al-Kawthar
belongs to the pure, sincere devotees of Geod. In The Gloriocus
. (43) c¢ — c. .=
Kuran:; Translation and Commentary, Abdallah Yusuf Ali

defines al-Kawthar:

"Kauthar: the heavenly Fountain of unbounded grace and
knowledge, mercy and goodness, truth and wisdom, spiritual
power and insight, which was granted to the holy prophet,
the man of God, and in some degree or other, to all men
and women who are sincere devotees of God. That Fountain
quenches the highest spiritual thirst of man: it confers

overflowing benefits of all kinds."

Al-Kawthar, as a fountain, perhaps recalls the ‘secret

fountain' of the witch in Shelley's The Witch of Atlas [st. i]:

A lady-witch there lived on Atlas' mountain

Within a cavern, by a secret fountain.

To Bloom, the fountain and well can mean as many things as does

the biblical phrase 'water of life,' employed so repeatedly and
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(44)

"Fountains or wells may be used figuratively for the
source of anything; more specifically for a source of
inspiration within the mind, or .... for the source of

-life itself."(45)

Grabo, quoted by Bloom , offers another interpretation of the

'secret fountain':

"0f the witch, living in her cave by a 'secret fountain’,
we can say for the moment no more than that she is
associated with some stream of divine energy: whether the
creative energy of nature, the divine energy of intellect,
or that which is but another name for the energy of the

intellect, the fountain of beauty'(46)

Lethe 1is very often referred to in Romantic poetry. Keats

refers to Lethe seven times; four times in a nominal form as

in Oode on Melancholy [st. 1]3:

No no, go not to Lethe, neither twist

Wolf 's-bane, tight-rooted, for its poisonous wine:

Ode to a Nightinagqale [st. 1]:

My heart aches, and a drowsy numbness pains
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My sense, as though of hemlock I had drunk,
Or emptied some dull opiate to the drains

Or minute past, and Lethe-wards had sunk ....

and Lamia [1. 81]:

Whereat the star of Lethe not delayed

His rosy eloquence, and thus inquired ....

Keats also uses the word three times in adjectival form (see
Isabella [st. 1iil, 1. 436 & st. 1xi, 1. 484] and Hush Hush

[st. ii, 1. 111).

Shelley refers to Lethe four times; once in nominal form, as

just one of the rivers of hell (see Laon and Cythna [Canto x,

st. xvii, 1. 9]); three times in adjectival form (see Laon and

Cythna {Canto v, st. x1ii, 1. 1-2], Rosalind and Helen [1. 409]

and Triumph of life [1l. 463]).

Byron refers to Lethe fifteen times; seven times in nominal

forn. Examples of this are: Childe Harold's Pilgrimage

[canto 3, 1. 450], Don Juan ([Canto 4, 1. 32 & Canto 10, 1.
335]. He refers to Lethe eight times in adjectival form, as

in Childe Harold's Pilqrimagqe [Canto 1, 1. 813], Don Juan

(canto, 4, 1. 29, cCanto 15, 1. 2%].
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THE COMBINATION OF DIFFERENT RELIGIOUS AND CULTURAL CHARACTERS:

Nazik mingles Christian and Islamic characters, and eastern and
western myths, in order to highlight the common characteristics

between these cultures and religions.

(A, Indian: Buddha and Brahma

As Nazik does not believe that there is any incompatibility
between Islam and Christianity, so neither does she accept any
incompatibility between Buddhism and Hinduism. In §§;§£
al-ashbah [st. 1], she places the statue of Buddha in the

Brahman temple:

PRSI U | - W I | S D O
saelsdl Al 5 ezl s

el oo lag cass

elomol 5 1asn LSoay Lobluils tag
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(The cold clock moved hesitantly / on the tower in the quiet
darkness, / and stretched out a hand of copper —— / a hand like
myths, a hand which Buddha moved carefully -- / the hand of the

man set up on the clock of the tower, in his eternal silence.)

In the second stanza, the sinners sing a hymn to Buddha and a

song to the hand of the statue. Here Buddha is treated as a
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god, whereas it seems the statue is put on a lower level, being
manipulated, sometimes at any rate, by Buddha. In fact, the
copper hand is now moved by the statue itself calling them to

prayer anew.

In the sixth stanza, Buddha prays for the sinners, and watches

them silently:

C305d peogns Hopddl L lay

CgnSoadl IS a5y

(C9Sa I L5 atms I s

(He prays for those whose eyes do not die, / and that spider

watches them / on the tower, immersed in silence.)

in the seventh stanza, Buddha is a again treated as a god, this
time implicitly, in the symbol of the spider, whereas the hand

of the statue has now become a definitely malignant force:

CgrSoadl Ua Il ag ey cploom

Cgundl G 2D gt (SAell) 2ola o le»

sa3lxdl Lgzmned Hoglao®

sanladl el de clbg doloon

Dol T Lgsogn

(We sleep and forget the hand of the spider-man, / on the
courtyard of the tower, scattering / the spells of its spiteful
curse on the houses. / ©oh Buddha! Have mercy on the

sleepless eyes, and let them die at last.)
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{B) JEWISH AND TSLAMIC: ABRAHAM, HAGAR AND ISHMAEL:

Nazik's combination of Jewish and Islamic characters is not
direct. She concentrates on the story of Abraham, Hagar and
their son 1Ishmael, without referring to Sarah, who is very
important in this story. she refers to the cruelty of the
Jewish soldiers, the descendants of Sarah, towards the Egyptian
soldiers, the descendant of Hagar. She associates Hagar and
Ishmael with the Egyptian soldiers in Sinai, implying that the
enmity of the Jews to the Arabs originated from the time of
Abraham. As Hagar was ill-treated by Sarah, so the Egyptians
are oppressed by the Israelis, and as God sent water for
Ishmael, so he does for the Egyptian soldiers. The devotion
of the Egyptian soldiers, who have been fasting during Ramadan
and are left in the desert thirsty and hungry, asking God to
send them water and food, reminds her of the devotion of
Hagar. The soldiers' voices recall the pitiful voice of
Ishmael. In place of the ram, miraculously sent by God to
save Ishmael, there 1is water sent by God to preserve the
Egyptian soldiers in the desert. At the time for breaking the
fast they found no water. They prayed to God to send them

water:

e 31 Los Lun 8L o ety
oty Loddlas 8 xd Ge s

soons Lebld, Looon Almw oo ol
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(And there is no lamb here; what shall we kill? / And there

is no tree to give us shade or fruit, / there is no cloud to

give us 1its showers and it rains. / Then the sad voice

calls: / Where did Abraham leave us? And where is Abraham?"
/ and Abraham hid behind the hill. / Hagar was crying with

7

the infant Ishmael Qas at her chest,;)

The hostility to established religion, the tendency to assume
the hypocrisy of religious leaders, 1is dominant in Nazik's
poetry. But in her later poems, she becomes an orthodox
Muslim. She supports the Egyptian soldiers in al-Ma' wa
‘l1-barud (Water and powder) (1974). In this poem, she talks
about the Egyptian/Israeli war of October, 1973. To her, God
is great because 'he does not lie nor does he delay his
mercy'; he helped the fasting Egyptian soldiers: ‘'Jews, at
God's command, throw a heavy bomb, and, trench, split open in
the depths of the earth here, and, water, burst forth in

streams which water the thirsty people’'.
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(C) ISLAMIC AND CHRISTIAN -- MUHAMMAD AND MARY MAGDALEN:

In her association of the Christian saint-- Mary Magdalen ——
with the Islamic ideal Muhammad, Nazik refuses to differentiate

between the two religions; in her scheme of things they are

one and the same. An example of this is her Zanabigqg sufiyyah
li-'l-rasul (Mystical lilies for the Apostle) [st. 4], in which
she combines religious figqures -- Mary Magdalen and Muhammad —-

from two different religions, Christianity and Islam:

Adanedl ghs Ly colaall o5 Las¥ L

(0 Player in the fog! O thirst of the Magdalen .)

-, C 7.~ s N
In "Hawamish wa ta gibat" (margins and notes) on Yughayyir

(47)

Nazik identifies Magdalen as:

alwanah al-bahr,
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(she is Mariam al-Majdaliyyah (Mary Magdalen) who is referred
to in the New Testament. she was a sinful woman earlier in
her 1life. When people gathered to stone her, Christ (peace be
upon him) prevented them, saying: *Let whoever of you is
without sin cast a stone at her" [cf. St. John, Chapter 8].
What he said had a profound effect on them, and quickly every
one who held a stone realized that he too had faults and sins
that prevented him from stoning al-Majdaliyyah. This attitude
on the part of the apostle and the prophet cféé'(Jesus) the son
of Mariam (Mary) resulted in al-Majdaliyyah's sincere
repentance for her faults and sins. She became an ascetic and

eventually a priestess and a Sufi. I hope it is clear that in

my poem Zanabiq sufiyyah li-'l-rasul, I refer only to
al-Majdaliyyah the priestess, in her thirst for God (to whom be
praise), after her repentance. The sinful woman has no

existence among the images of my poem.)
Actually, Mary Magdalen, the repentant sinner, acts as a veill
through which Nazik expresses her own recovery of orthodox

religious belief.

In Thais, the repentance of the Greek courtesan, Thais, is

compared to that of Mary Magdalen:

*others meditated in the shade of the tamarisk trees;

their white hands hung by their sides, for, being filled




- 422 -

with love, they had chcsen the part of Magdalen, and
performed no work but prayer, contemplation, and ecstasy.
They were, therefore, called the Marys, and were clad in

white.“(48)
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/D) EASTERN AND WESTERN:

(1) SHAHRAZAD, DIANA AND NARCISSUS:

Nazik combines myths from different cultures, such as Shahrazad
from the tales of the Arabian nights, and Diana and Narcissus

from Greek mythology. An example of this is Yﬁfﬁbié

‘1-da’i%ah [st. 4]:

Al I Lo cud peelst S Hed asg S Wlow

Al poidl (B donn pow oy sloadl Gows Lolos Sy

(There where Shahrazad was aware of the tales of the thousand
nights, / and where Diana drives the light and Narcissus

worships his shadow in the sun.)

In this poem, Narcissus adores his shadow in the sun, rather

than his reflection. In I Stood Tip Toe upon a Little Hill

[1. 163-174], Keats gives more details of the Narcissus myth,

which are close to the original:

what first inspired a bard of old to sing
Narcissus pining o'er the untainted spring?

And on the bank a lonely flower he spied,

A meek and forlorn flower, with naught of pride,
Drooping its beauty o'er the watery clearness,

To woo its own sad image into nearness ....
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In "Li-'l-qari'" (for the reader) in her collection Shazaya wa
(49)

ramad, Nazik recalls the story of Narcissus:

Lold 5lS poew,ls o) Aooaidl Aologdl bl il (5 Ll 30
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(The Narcissus flower. In the ancient Greek myths Narcissus
was a charming youth, very proud of his beauty. The Goddess
punished him for his pride by making him fall in love with his
own image, after seeing it reflected in the water of a clear
lake one day. Then she had pity on him and turned him into

the flower that still bears his name.)
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2) NAHAWAND AND RAPUNZEL:

In Salat ila Blawtus, the Jinniyyah and Nahawand play the same

role —— Midas's daughter —- although, originally they come from
different cultures; they both live with Midas in his castle;
and they both constitute allusions to Rapunzel. Nahawand
(originally Nahawand is a name of a river in Persia) and
Rapunzel are the victims of their fathers in this poem.
Rapunzel was taken away by a witch, and locked up in a tower in
a forest, because her father had stolen thyme from the witch's
garden for his wife. The witch swore to imprison his daughter
in a tower when she was in her twelfth year. The sin of
Nahawand's father, Midas 1is Greed. Midas wishes every thing
he touches to be turned into gold. when he touches his

daughter, she becomes a golden statue:

Ylaon Abad 3 goite o~ Jandl A3l dman) (aosles)s
(And ([Nahawand], your sweet and happy daughter will become a

statue in a moment.)

The allusion to Nahawand is not indigenous to the myth of
Midas, 1in which he had no daughter at all. Nahawand is

trecated as Midas's daughter for emotive purposes.

The association of Nazik's Nahawand is comparable to that of

Gibran in al-Majmu ah _al-Kamilah _li-mu'allafat _Gibran
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C —
al- Arabiyyah (the complete collection of Gibran's Arabic

50 - -
works).( ) Gibran describes al-Nahawand as: "the sound that

comes from .... the sad soul .... the sighs of the despondent

person ...." and Nazik associates Nahawand with sad music as in

C — - -
Rihlah ala awtar al—cud (a trip on the strings of the lute)

{st. 3]:

8o é\).i:w‘_, U'G—)_, “J_,J-J .)3..!..“3 Lot
ol g Loy closoles ol omeg
(My lute and I are confused melodies and immersion in prayer;.

the melody flows like Nahawand, and the east wind -— woe to it!)

In her note on this poem in Yughayyir alwanah al-bahr, she
(51)

defines Nahawand as:

A3 Vg dn dess Loty Jloxdl 2a81,01 2o edl (S wsodl lolss ot

Sl e Ao ol a3e kb S 6,83 Sy
(One of the most wonderful and beautiful of Arab musical modes,
with which I am infatuated; that is why it is mentioned in the

poetry of this stage of my life.)

Nahawand is a name of a river in Iran. In Wa yabga lana

'1-bahr (and the sea remains to us) (1974) [st. 5], she refers

to Nahawand as a river:

o 3 b aoglndl o a2 ) Je
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(The river of Nahawand in the vale of my sadness 1is 1like

chrysolite.)

In §a1—at ila Blawtus [st. 25-26], Nazik arabicizes the European

image of Rapunzel; she changes the colour of her hair from
bilonde to brown to reflect her own 1image and reveal her own
attitude towards love and marriage. The imprisonment of the
Jinniyyah, Rapunzel and ¥ahawand in the tower recalls the
1solation of eastern women from men; she is alone in the tower
of sorrow waiting for somebody (her prince) to let her out of
the tower of isolation. She asks the Jinniyyah (= Rapunzel)
to let down one of her magical tresses so that the lovers of

gold will use it as a ladder to climb up the tower to reach her:

o somedl JS1and) s el we Ly oeddl A sk Ly lu,t

8 Sl alagdl olde e S D L e i AP S SR
{(Let down one of your magical tresses, Oh long-haired one! O©h
brown one! / and lift up the lovers of the glittering gold

from these fractured low lands.)

She modifies the original story of Rapunzel by making the god
of gold 1live with the Jinniyyah instead of Rapunzel. The
latter and the Jinniyyah are the same character in stanzas
23-27; they may suggest Nazik herself. The lovers of gold
may imply Nazik's lovers and the admirers of her wealth and

poetry: VNazik, as a rich and famous poetess, has found that
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the men who propose to her are not real lovers because they
love only her wealth and talent. Although she is aware of
their intention, she wants to rescue and warn them. In stanza
26, she gives herself two choices by asking Rapunzel to rescue
them from the danger of material love by telling them about the
fate of those who seek out gold and forget spiritual things.
In stanza 27-28, she asks the Jinniyyah to tell the stories of

her lovers who died for the sake of goid:

sl oo Sl s e =ol3T gaoxll s el
(And repeat to the multitudes stories of those of your lovers

who have perished.)

She asks her to tell once more the story of Midas as an example
to prove what she says about the fate of greedy lovers. She
joins the myth of Midas with the fairytale of Rapunzel, perhaps
to help her arque political issues; the greedy king, Midas,
represents the Iraqi greedy governors in the time of the
Monarchy; the victim, Nahawand, represents the Iragi people,

who were the victims of the governors.
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(E) GREEK AND ROMAN:

Like the English poets, Nazik uses Greek and Roman names

interchangeably: in salat ila Blawtus (a prayer to Plutus)
[st. 13], she refers to Vulcan, the Roman god of natural and

uncontrolled fire, as a Greek name:
8,90hs ,ast 5 (oS S laa s g 5¥ &l o e
(From the Greek inheritance, Vulcan built it secretly from of

old.)

shelley, in Prometheus Unbound, has 'Jupiter' rather than

'Zeus', in a Greek context, despite his good knowledge of Greek

and Latin.
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CONCLUSION:

Studying Nazik's mythological, fictional and reliqgious
references and allusions, we find that most of the elements of
her mythology seem to derive from the poetry of English
Romantic poets, mainly Shelley, Keats and Byron, and the novel
of Anatole France, Thais. Shelley's mythological characters,
especially the witch, have a very distinctive impact on Nazik's
mythology and fiction. Most of her characters are combined in
and represented by the Jinniyyah. Nazik's religious
characters derive from her study of the TIslamic and other
religions, and her fictional <characters from children's
literature. Mythical and fictional names occur frequently in
her early poems, especially in the three versions of Ma'sat
al-?axét; they are less frequent in her later poems where she
concentrates on religious characters rather than mythical and

fictional ones.

The main theme in Nazik's mythological and fictional poems is
that of looking for happiness. The Jinniyyah stands as a
symbol of God, who is responsible for happiness and sorrow, for
bad things and good things. Like France's novel and Shelley's
witch, Nazik's Jinniyyah has relations with many male and
female mythological, fictional and religious characters,

supernatural creatures and things.
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The most frequent mythological name in Nazik's poetry is
Utopia; it does not occur in Keats's poetry, but it is
parallel to Arcadia. It occurs only once in Shelley‘'s and
Byron's poetry. The mythological references do not
neccessarly occur with similar frequency in the poetry of the
four poets (see table 6). Greek mythological names are more
frequent in Nazik's poetry than Roman ones; the Greek names
are: Adonis, Ares, Apollo, Hyacinth, Olympus, Siren and
Thais; the Roman are: Aurora, Cupid, Diana, Venus, Vica Pota
and Vulcan; the common names 1in Greek and Roman are:

Endymion, Labyrinth, Lethe, Medusa, Midas, Narcissus and Plutus.

Sshe follows the forms of mythological names which occur in
English or in French literature; for instance, she pronounces
Diana as lols Dayana following the English form, and
Narcissus as o=, > Narsis following the French one. Like
the English Romantics, such as Shelley, she uses the Greek and
Roman names interchangeably, occasionally forgetting the
distinction, as in her reference to Vulcan as a Greek name.
She uses mythological personages commonly used by the English
Romantic poets, such as Adonis, Apollo, Aurora, Cupid, Diana,
Endymion, Medusa, Midas, Narcissus, Olympus, Plutus, Venus, and

Vulcan (see table 2).

Sshe may allude to mythological fiqures by name without
explanation, as in her reference to Vulcan and Vica in salat

ila_Blawtus [st. 13 & 14]. She occasionally refers to
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mythological names with explanations, as in her definition of

Aurora in Ughniyvat al-'insan [st. 113] and her definition of

Plutus in the title of Salat ‘'ila Blawtus: ilah al-dhahab (a

prayer to Plutus, the god of gold), and of Demeter as the

mistress of the countryside as in Nida' ila 'l—sacghah [st.

36]. She may refer to myths in the titles of her poem, as in

Yutub va '1-da'i‘ah (the lost Utopia) and Ughniyat Tayls. She

sometimes devotes a whole poem to a certain myth, such as

Ustiirat nahr _al-nisyan, Usturat Caynayn and shajarat
al-qgamar. She sometimes alludes to them periphrastically,
such as her allusion to Endymion as the lover of the moon.
She may allude to them metonymically, such as her employment of

the poisoned shirt as an allusion to Nessus.

From table (8 & 9), we find that some of Nazik's other cultural
allusions, such as Adam, Christ and Eve, occur in Keats,
Shelley and Byron; Magdalen in Keats and Byron; Abel, Buddha,
Moses, Muhammad and the Sphinx in Shelley and Byron; Eldorado

in Shelley; Abraham and the griffin in Byron.

She combines Qur'anic concepts with those of other religions,
as in her treatment of the statue which is set up on the tower
of Brahman's temple as a parallel to the Mu'adhdhin, who calls

people for prayer in Salat al-ashbah. In her later poems, she

reverts to being an orthdox muslim, as in al-Ma' wa 'l-barud,
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in which she reveals her support for Islam and her opposition

to the Israelis, not to Judaism.

She borrows names from different religions and cultures (see

table 7):

1) PFrom Indian tradition, she takes Brahma and Buddha.

2) From the Hebrew Christian and Islamic traditions, she takes
Eve, Cain, Abel, Abraham, Hagar and Ishmael, Moses, Jesus, Mary

Magdalen, Muhammad ﬁEbiCah al—CAdawiyyah and al-Kawthar.

3) From fairy tales, she takes two fiqures only, the Sleeping
Beauty and Rapunzel. She arabicizes these two European
nanes. She treats Rapunzel as an eastern woman in salat ila

Blawtus, and she conflates the Sleeping Beauty with the Houri

(= the jinniyyah) in al-Amirah al-na‘'imah.

4) From classical Arabic poetry, she takes the names of ngggi
poets and their lovers, such as: Qays and Layla, Jamil and
Buthaynah, Tawbah and Layla al-Akhyaliyyah. From Arabic
history, she borrows cid and Thamud, Harun, al—Muctasam. and

Salah al-Din al-Ayyubi (see table).

5) From the Arabian Nights, she borrows Shahrazad.

6) From Egyptian culture, she borrows Semiramis and the Sphinx.
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7) From American literature, she borrows Hiawatha.
8) From Spanish culture, she borrows Eldorado.

She often combines eastern and the western myths together, such

as: i

1) Utopia with Shahrazad in Yutubya 'l-da'i‘ah [st. 4],

2) shelley's witch with the ancient Arab Udhri poets in Nida'

jla 'l1-sa‘adah [st. 41].

3) Shahrazad, Diana and Narcissus in Yutubya al-da'iah [st.

4].

4) Nahawand and Rapunzel in Salat ila Blawtus [st. 47].



TABLE (1)

GREEK AND ROMAN MYTHOLOGTICAL NAMES 1IN ﬁKiIK'S POETRY:

NAMES

(L)

(2)

(3)

(4)

(5)

(6)

adonis

Apollo

Ares

Aurora

Cupid

Denmeter

GENDER CULTURF

ASSOCTATION

short—-lasting thing,

sun, beauty, poetry,

war.

dawn.

love.

goddess of the earth.

fertility, and beauty.

oracles, medicine, plaque.



(7) Dlana

(8) Endymion

(9) Labyrinth

(10) Lethe

(11) Medusa

(12) Midas

(13) Narcissus

(14) Nessus

& R.

& R.

. & R.

hunting, chastity, the moon, childbirth, witchcraft.

shepherdry, unrequited love.

complexity.

oblivion.

evil, hideousness and cunning.

gold, greed and wealth.

self—-adoration.

evil.



(15)

(16)

(17)

(18)

(19)

(20)

(21)

(22)

(23)

Nymph

Olympus

Pactolus

Paphnutius

Persephone

Plutus

Prometheus

Siren

Thals

& R.

. & R.

beauty.

a divine height.

gold and wealth.

Priest.

rebirth.

wealth.

rebellion against the gods, fire.

seductlion, deceit and danger.

sin and repentance.



(24) Venus F. R. desire, grace, charm and sexual love.

(25) Vica Pota F. R. victory, possession.

(26) Vesta F. R. goddess of the hearth.

(27) Vulcan M. R. Fire, craftsmanship, deformity.
ABBREVIATIONS:

F. = female; M. = male; N. = neutral; R. = Roman; G. = Greek; H. = Hebrew.



TABLE (2)

ASSOCIATIONS AND OCCURENCES OF GREEK AND ROMAN MYTHOLOGICAL NAMES AND IN NAZIK'S POETRY:

NAME ASSOCTIATIONS EXEMPLARY OCCURENCES

(1) Adonis (a) light (A & B) Ka'abat al-fusul al-arba"ah [st. 35 & 36].

(B) short life

(2) Aapollo (A) sun (n) F1 '1-rif [st. 14].
(B) love (B) Ma'sat al-sha ir [st. 13, 47].
(C) cleanness (c) shajarat al—-gamar [st. 48].
(D) delicacy (D) Yutubya 'l—qg'icah [st. 6, L. 33].
(3) Ares (R) crime (A & B) Ughniyah 1i-'l-ingan (1) [st. 98-100].
(B) sin -

(4) Aurora dawn Ughniyah li-'l-insan [st. 113}.




(5) cupid (A) inevitable torture of love (A & B) €Ind al-“ushshaq [st. 14 & 18].

(B) happiness al-Bahth “an al-sa®adah [st. 8].
(6) Demeter mistress of earth Nida' 113 'l-sa‘adah [st. 14 & 18].
(7) Diana light Yutubya '1-da'iah [st. 4].
(8) Labyrinth (R) a complicated way al—UfCuyEg (1. 50].
(9) Lethe (A) oblivion Suwar wa tahwimat amam adwa' al-murur [1. 86].
(10) Medusa (A) deadly power (A) Suwar wa tahwimat amam adwa' al-murur [st. 9].
(B) eyes (B) Usturat Caynayn [the poem], Khurafat [st. 1].
(C) amazement (C) Ustiirat Caynayn [st. 1].
(D) bewitching (p) ibia. [st. 2].

(E) lost Utopia (E) ibid. [st. 4].



(11)

(12)

(13)

(14)

(15)

(16)

(17)

Midas

Narcissus

Nessus

Nymph

Olympus

Pactolus

Paphnutius

(F) injustice

(a) gold

(B) greed

vanity

death
beauty

(A) high peaks

(B) hill
(A) gold
(B) wealth

Hypocrisy in religion

(F) Ughniyah li-'l-insan (1) [st. 85-95].

(A & B) Salat ila Blawtus [st. 331].

YUtubya 'l-da'iCah [st. 4, 1. 201, the notes in Shazaya

wa ramad, p. 198.
Khurafat [1l. 5].

al-Amirah 'l-na'imah [(1. 10].

(p) salat ila Blawtus [st. 23].

(B) Ughniyah li-'l-insan [st. 38].

(A & B) salat ila Blawtus [st. 6].

Unshudat Ruhban [st. 15].




(18)

(19)

(20)

(= pPersephone)

(21)

(22)

Plutus

Prometheus

Proserpine

Siren

Thais

god of gold

(A) sinning lord
(B) sacrifice

(C) punishment

victim

supernatural creature

(A) pleasure

(B) temptation

(C) deceit

(D) conflict between mind and
heart

(E) repentance

salat ila Blawtus [the title].

(A & B & C) Ughniyah li-'l-insan [st. 60].

Nida' ila '1-sa“adah [st. 32]

Nida' 1la 'l-saadah [st. 44].

(A & B & C) “Ind al-ruhban [st. 12-17].

(B) Fi dunya 'l-ruhban

(C) uUnshudat al-ruhban

(D) Fi dunya 'l-ruhban

(E) Ughniyat Tayls [st.

(st. 14].
[st. 20].

[st. 13].

5], Fi dunya 'l-ruhban [st. 17].




(23) Utopia

(24) Venus
(25) Vesta
(26) Vica

(27) Vulcan

Note:

(1) Hyacinth,

Jupiter

(A) an imaginary state
perfection

(B) happy country

(C) spring and brightness
(D) dream

(E) love

(F) ecstasy

(G) melodies

sea-nymph

goddess of flame

softness and brightness

magical castle

(n)

(B)
()
(D)
(E)
(F)
(G)

yYutubya fi 'l1-jibal [the title + st. 4].

ibid. [st. 2].
ibid. [st. 3 & 4].

Yutlbyd '1-da'iah [st. 1-7].

ibid [st. 8].

Yutubya 'l1-da'iah [st. 6].

ibid [1. 5].

Mafgyg 'l-shams [st. 3].

Thawrah Cala 'l-shams [st. 8].

(a)

salat ila Blawtus {st. 14].

salat ila Blawtus [st. 13].

and Hyperion are mentioned in her critical works only.



MYTHOLOGICAL REFERENCES IN KEATS'S POETRY

NAME

(1) Adonis

(2) Aapollo

(3) Aurora

(4) Ceres

(= Demeter)

ASSOCIATIONS

(n)
(B)

()
(B)
(c)

(R)
(B)

love

beauty

sun god
poetry

rebellion

dawn

love

goddess of earth

TABLE (3)

EXEMPLARY OCCURENCES

(A) Endymion [Book 3, 1. 919].

(B) ibid [Book 2, 1. 521].

(A & B) Ode_to Apollo {the poem].

(C) Hyperion [the poem].

(A) To George Felton Mathew [l1. 22].

(B) 0de to Psyche [1l. 20].

gndzmion [Book 3, 1. 38]




(5) cupid (a) love (A) Endymion {Book 3, 1. 430].

(B) purity (B) Endymion [Book 2, 1. 792].
(6) Diana (A) moon goddess () Endymion [Book 2, 1. 261-2].
(B) tenderness (B) ibid. [Book 2, 1. 937].
(C) hunting (c) ibid. [Book 4. 703].
(D) chastity (d) To George Felton Mathew [l. 791].
(E) queen of the earth, (E) To Homer [1. 14].

heaven and hell

(F) beauty (F) Endymion [Book 2, 1. 277].

(G) gentleness (G) 1ibid. [Book 3, 1. 277 & Book 4, 1. 833].
(7) Hyacinth flower The Cap and Bells; or, The Jealousies [st. 81, 1. 728].
(8) Hyperion god of the sun Hyperion [1. 350].

(9) Jupiter tyranny Endymion [Book 2, 1. 449 & Book 2, 654].



(10)

(11)

(12)

(13)

(14)

(15)

Labyrinth

l.ethe

Medusa

Midas

Narcissus

Olympus

(C) imprisonment

(A) entanglement

oblivion

monster

greed

(A) youth

(B) spring

height

(A) Endymion [Book 4, l. 630].

(B) Endymion [1l. 969].

(A) Ode on Melancholy {Book 1, 1. 4],

(B) Ode to a Nightingale [1. 4],

(C) Hush, Hush [Book 2, 1. 11].

Isabella [st. 50, 1. 394].

If by dull rhymes our English must be changed [1l. 11].

(A) I stood tip toe [1l. 180].

(B) I stood tip toe [1l. 164].

(1) Lamia [Book 1, 1. 9].

(2) Endymion [Book 2, 1. 784].



(16)

(17)

(18)

(= Persephone)

(19)

(20)

(21)

Plutus

Prometheus

Proserpine

Venus

Vesta

Vulcan

god of gold

sacrifice

life and death

(A) goddess

(B) sea-born

(C) queen

(D) beauty

fire

God of blacksmithery

Endymion [Book 3, 1. 99].

Endymion [Book 4, 1. 955].

Endymion [Book 1. 1. 944].

(A) Lamia [Book 1, 1. 317].

(B) Endymion [Book 1, 1. 626].

(c) ibid. [Book 2, 1. 526].

(D) ibid. [Book 3, 1. 1010].

Endymion [Book 4, 1. 701].

Otho the Great [1. 1848].




MYTHOLOGICAL REFERENCES IN SHELLEY'S POETRY

NAME

(1) Adonis

(= Adonalis)

(2) Aapollo

(3) Aurora

(4) Ceres

(5) Diana

ASSOCIATION

(A) mortality

(B) poetry

(A) sun god

(B) music and poetry

(A) dawn

(B) goddess of morning

goddess of corn and

harvests

golden—-shafted queen

TABLE (4)

EXEMPLARY OCCURENCES

(n) BAdonais [st. 1, 2, 3].

(B) 1ibid. [1l. 2].

(A & B) Hymn to Apollo [the poem].

(B) Homer's Hymn to Mercury [st. lxxvi, 1. 602].

(A) Proloque to Hellas [87].

(B) The Witch of Atlas [st. lxvii, 1. 1].

Matilda [1. 51].

Homer's Hymn to Venus [l. 13].




(6) Hyacinth (A) youth beloved by (A) Adonais [st. xvi, 1. 140].

Apollo
(B) bulbous plant (B) Prometheus Unbound [Act II, Scene i, 1. 140], The
gsensitive Plant [Part 1, 1. 25].
(7) Jupiter (A) supreme Roman deity (A) Scenes translated from the Magico Prodigioso of
Calderon [1. 8].
(B) tyranny (B) Prometheus Unbound [the poem].

(8) Labyrinth (A) intricately arranged (A) The witch of Atlas [st. lviii, 1. 511].

building.

(B) maze of streets (B) Lines written amongq the Euganean Hills [1l. 96].
(C) intricate ways (Cc) The witch of Atlas [st. xl1iii. 1. 2].

(D) crime (D) Queen Mab [st. v, 1. 219].

(E) mentally complicated (E) Laon and Cythna [Canto VIII, st. xi. 1. 3290].




(9) Lethe

(10) Medusa

(11) Narcilssus

(12) oOlympus

(13) Prometheus

(n)
(B)

(R)

(B)

)

(R)

(n)

river in hell

oblivion

Gorgon

horror

beauty

self-love

mountain 1n Crete in

Greece

(B)

the

(R)
(B)
(C)
(D)

fabled dwelling of

gods

immortality
chains
wisdom

resurrection

(A) Laon and Cythna [Canto x, st. xvii, 1. 3945].

(B) ibid. [canto v, st. x1ii, 1. 2090].

Scenes from Goethe's Faust [st. ii, 1. 389]

(B & C) oOn the Medusa of Leorando Da Vinci in the

Florentine Galery {st. 1].

(A) Adonais [st. xvi. 1. 6].

(A) Hellas [1. 281].

(B) Prometheus Unbound [Act iii, Scene i, 1. 51].

(n) (B) (C) (D) Prometheus Unbound [the poem].




(14)

(15)

(16)

(17)

(18)

Proserpiﬁe
Utopia
Venus
Vesta

Vulcan

wife of Plutus

ideal perfection

goddess of love

goddess of fire

god of fire

sonq of Proserpine [I., 6].

Julian and Maddalo [1l. 179].

Homer's Hymn to Venus [1l. 47].

The Witch of Atlas [st. xxxiv, 1. 6].

The Witch of Atlas [st. xxxi, 1. 1].




MYTHOLOGICAL REFERENCES IN BYRON'S POETRY

NAMES

(1)

(2)

(3)

(4)

(5)

Aurora

Ceres

Cupid

Dlana

Labyrinth

ASSOCIATION

(A) youth

(B) purity

goddess of corn and

harvest

god of love

goddess of the moon

(A) sin

(B) erotic entanglements

TABLE (5)

EXEMPLARY OCCURENCES

(A) childe Harold's Pilgrimage [Canto 4, 1. 1030]}.

(B) Don Juan [Canto 16, 1. 883].

Don Juan [Canto 2, 1. 1351].

Don Juan [Canto 1, 1. 439].

Child Harold's Pilgrimage [Canto 4, 1. 1370].

(A) childe Harold's Pilgrimage [Canto 1, 1. 37].

(B) Don Juan [Canto 5, 1. 790].



(6)

(7)

(8)

(9)

(10)

(11)

(12)

(13)

(14)

Lethe

Midas

Nessus

Nymph

Olympus

Pactolus

Plutus

Siren

Vesta

(A) fabled stream

(B) spring

greed

poisoned garment

beauty

height

gold, richness

gold

pleasure

goddess of fire

(A) Don Juan [Canto 1, 1. 813].

(B) ibid., [canto 4, 1. 29].

The Age of Bronze [l. 660].

(A & B) Don Juan [Canto 11, 1. 508].

Childe Harold's Pilqrimage [Canto 2, 1. 261].

Don Juan [Canto 4, 1. 663]).

The Deformed Transformed (1) [1l. 269].

Love and Gold [l. 20].

Don Juan [Canto 3, 1. 285].

The English Bards and Scottish Reviewers [1. 284].




*
TABLE (6)

OCCURRENCES OF MYTHOLOGICAL NAMES IN THE POETRY OF NAZIK, KEATS, SHELLEY AND BYRON

MYTHS Nazik Keats Shelley Byron
(1) apollo 5 32 26 14
(2) Adonis 2 5 11 -

(3) Aurora 1 6 2 30

(4) cupid 2 15 - 9

(5) Diana 1 21 2 13

(6) Labyrinth 2 10 17 9

(7) Lethe 2 3 4 15



(8)

(9)

(10)

(11)

(12)

(13)

(14)

(15)

Medusa

Midas

Narcissus

Olympus

Plutus

Siren

Utopia

Venus

13

13

19



(16) Vulcan 1 3 5 -

In this table, I have marked the frequency of Nazik's, Keats's, Shelley's and Byron's direct

references to the mythological names.



TABLE (7)*

OTHER CULTURAL ALLUSIONS IN ﬁiZIK'S POETRY

NAMES

(1) *abel
(2) *Abraham
(3) *adanm

(4) “Ad and Thamud

(5)

*Brahma

CULTURE ASSOCIATION
M. (A) victim
(B) curse
H. blamed father
H. punishment and
eternal sin
A. past nation
H. (A) repentance

(B) hypocrisy

EXEMPLARY OCCURENCES

(A) Qabil wa Habil [st. 77].

(B) Ughniyah li-'l-insan [st. 79-82].

al-Ma' wa 'l-barud [l. 59-60].

Adam wa Hawa’[st. 2].

113 'l-shi‘r [st. 4].

salat al-ashbah [st. 8].




(6)

(7

(6)

(9)

(10)

(11)

(12)

(13)

*Buddha
*Cain

*Christ

*Eve

*Eldorado
Hagar
Harun

Hamurabl

Bud.

Ch.

Sp.

crime

sin and

punishment

eternal sin

city of gold

victinm

saviour

knowledge

salat al-ashbah [st. 7].

Qabil wa Habil [st. 72].

‘Uyun al-amwat [st. 10].

Adam wa Hawa’[st. 1].

Suwar wa_tahwimat amam adwa' al-murur [1. 42].

al-Ma' wa 'l-barud [l. 61].

Sabt al-tahrir [st. 4, 1. 13].

Madha yaqul al-nahr? [st. 31.




(14)

(15)

(16)

(17)

(18)

(19)

*Hiawatha

Ishmael

Jamil-

Buthaynah

al—-Kawthar

*Magdalen

*Muhammad

ch.

sacrifice

sacrifice

and victim

madness in love

(A) generosity

(B) purity

(E) knowledge

sin and

repentance

(A) beauty

(B) peace

Linakun asdiga' [st. 5].

al-Ma' wa 'l-barud [1. 27, 61, 97,

100-2,132, 136].

wa_ lakinnaha satakun al-akhirah [st. 2].

(A), (B) & (C) Suwar wa tahwimat amam idwa'

al-murur [1. 86-8].

zanabiq sufiyyah li-'l-rasul [Part 4, 1. 7].

sabt al-tahrir [st. 2].




(20) al*Muctasim A. saviour al-Hijrah ila 'Llah [st. 6].

(21) *Moses H. saviour sabt al—tapfir [st. 4, 1. 13].
(22) Nahawand P. (A) victim (A & B) Salat ila Blawtus [st. 471,
(B) music Rihlah “ala awtar al-“0d (st. 31.
(23) Pphoenix E. immortal beauty  Thumma yatafajiar al-Casal (1. 91].
(24) Qays—Layla A. madness in an wa lakinnaha satakin al-akhirah [st. 2],

unfulfilled love Nida ila 'l-sa“adah [st. 41].

(25) salah al-Din A. saviour (1) Shams al-gahirah [1. 51,
al-Ayyubl (2) al-Hijrah ila 'Llah [st. 1].
(26) sShahrazad A. N. imagination Thulathiyyah fi zaman al-firag [p. 1, 1.

3, 1. 1], and Yutubya 'l-da'iah [st. 4].



(27) Sphinx E. stone-hearted (1) Ughniyat al-hawiyah [l. 40], (2) Bagaya

ness [st. 1].
(28) The sleeping F. (a) purity (A) & (B) al-Amirah al-na'imah (1. 6].
beauty (B) beauty
(29) Rapunzel Eur. victim salat ila Blawtus [st. 47].

ABBREVIATIONS:

]

A. = Arablc; A. N. = Arablan Nights; B. = Babylonian; Bud = Buddhist; Eur.= European; E.

[}

Eqgyptlan; Ch. = Christian; H. = Hebrew; Hi. = Hindu; 1I. = 1Islamic; F. = French, P.

Persian; Q. = Quranic; Sp. = Spanish; N. A. = North America.

In this table, the names which are marked with asterisks are common in Keats's, Shelley's and

Byron's poetry, as will be shown in the following table.



TABLE (8)

OTHER CULTURAL ALLUSIONS IN SHELLEY'S, KEATS'S, AND BYRON'S POETRY:

NAMES

Abel

Abraham

Adam

Brahma

Buddha

BYRON KEATS

Cain [canto 1, 1. 22} Nil

Aqe of Bronze [l. 695] Nil

Don Juan [Canto 13, Lamia [Part I, 1. 333]

1. 660]

Don Juan [Canto 13, Endymion [Book 4, 1. 265]
1. 660]

The Sieqge of Corinth Nil

[1. 215]

SHELLEY

Hellas [1. 355].

Nil

Scenes from Goethe's Faust [Scene ITI,

1. 317]1.

Laon and Cythna [Canto x, st. xxxi,

1. 2].

Laon and Cythna [Canto x, st. xxxi,

1. 2].



cain

Christ

(=Jesus)

Eldorado

Griffin

Magdalen

Moses

Cain [Act 1ii, Scene i,

1. 1]

Childe Harold's Pllqgrim-

Otho the Great [Act III,

Scene 1, 1. 1]

The Eve of St. Agnes

age [canto 1, 1.207]

Nil

Cain [Canto 2, 1. 391]

The Deformed Transformed

[{1. 143]

Nil

To Clarke [l. 59]

The Jealousies

[1. 562]

Don Juan [Canto 9,

1. 162]

Werner: or, the Inheri-

[1. 680]

The Eve of St. Agnes

(1. 33]

The Eve of St. Mark

tance [Act 2, 1. 318]

(1. 33]

Adonals [st. xvii, 1. 7].

Adonais [st. xxxiv, 1. 9].

The Cenci [I. iii. 1. 74].

The Sensitive Plant [Part II, 1.

Nil

Nil

Queen Mab [Part vii, 1. 157].

2].



Muhammad Don Juan [Canto 9, Nil Hellas [Act x, Scene xxxi,

1. 395] 1. 11.
Phoenix English Bards and Otho [Act v, Scene v, Nil
Scottish Reviewers 1. 135]
[1. 210]
Sphinx Don Juan {[Canto 13, Hyperion [1l. 31] Alastor [1. 114].

96; 9, 395]



TABLE (9)

THE OCCURENCES OF THE OTHER CULTURAL MYTHOLOGICAL NAMES

IN NKZIK'S, KEATS'S, SHELLEY'S AND BYRON'S POETRY:

NAMES Nazik Keats Shelley Byron
(1) Abel 8 - 2 25
(2) Abraham 1 - - 2

(3) Adam 8 1 2 31
(4) Brahma 2 1 2 1

(5) Buddha 3 - 2 1

(6) cain 4 2 4 59



(7) Christ

(8) Eldorado

(9) Eve

(10) Griffin

(11) Magdalen

(12) Moses

(13) Muhammad

(14) Phoenix

(15) sphinx

15

23

16
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NOTES:

(1) CAbdul—ﬂai, M. Tradition and Enqlish ...., p. 127.

(2) ibid, p. 127.
(3) Muhammad, “A. "al-Ghusn al-dhahabi: Kimidiya al-sir Jimis

Frizir al-Khalidah ..., al-Siyasah al-usbu iyyah,

vol. 212, Saturday, March 29, 1930, p. 17.
(4) Jabra, J. I. "al-Ghusn al-dhahabi: waqic Caﬁiq wa namat

a“Ia", al-Usturah wa 'l-ramz ...., p. 154.

(5) id. "Modern Arabic Literature and the West", Critical

Perspectives on Modern Arabic Literature, edited by

Issa Boullata, pp. 14-15.

(6) Lu'lu'ah, “a. al-Bahth an Macng, p. 71.
(7) al-Mala'ikah, N. "al-Sha"ir wa 'l-lughah”, al-Adab, vol.
10, October, 1971, year 19, pp. 58-62.

(8) 1ibid. "al-Ibrah wa 'l—qaéidah", Majallat al—shicr. Cairo,

vol. 11, July, 1978, p. 15.

(9) Qabbani, N. "Allah wa 'l-shi‘r", al-Adab, vol. 4, April,
1957, year 5, pp. 2-4.

(10) 1ibid. p. 334.

(11) al-Mala'ikah, N. *al—Ibrah wa 'l—qa§idah', al—shicr,
Cairo, vol. 11, July, 1978, p. 15.

(12) France, A. Thais, Paris, n. d. This novel was translated

into English by Robert Douglas, in 1920. It was also

translated into Arabic by Ahmad al-Sawi, in 1942{?)



(13)
(14)
(15)
(16)
(17)
(18)
(19)
(20)
(21)
(22)
(23)
(24)
(25)
(26)

(27)

(28)

(29)
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