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The series Beiruter Texte und Studien (BTS,
“Texts and Studies from Beirut ) places its
thematical and regional focus on the Levant. It is
considered as a platform for interdisciplinary
debates pursued by cultural studies and social
sciences with the historical background.

Writers’ understanding of their tasks and the role they should play in so-
ciety is decisive for the nature of their writing: Will they indulge in
mere [’art poyr I’art, or should literature serve political, social, or
moral ends? A prominent question also in the Islamic world, past and
present.

Conscious Voices assembles contributions of renowned specialists in
the field of Middle Eastern literatures, dealing with modern as well as
classical literatures (Arabic, Persian, Turkish), prose as well as poetry,
fiction as well as non-fiction and metafiction. Important issues are
raised: the self-image of the ancient Arab poet, the emergence of the
writer as a public moralist during the 19th century, the reception of the
concept of littérature engagée in the Middle East, the role of commit-
ment in the process of nation-building, commitment to a homeland, to
Islam, to the cause of humanity, the purpose of writing as appearing in
self-reflexive texts, sources of literary inspiration, the importance (and
character) of literary ‘beauty’and ‘quality’, the effectiveness of certain
techniques such as recurring on archetypes or earlier literary models,
etc.
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FOREWORD

Johann Christoph Biirgel
(Berne)

The papers collected in the present volume were given during a
symposium held at the University of Berne in July 1997. The
symposium was financed partly by the European Science Foun-
dation, and partly by three Swiss foundations: the Academy of
Humanities, The National Fund and the Beer-Brawand Founda-
tion. It formed part of the ESF program »Individual and Soci-
ety in the Mediterranean Muslim Word« (of which the author
of this foreword is a member), but it was also a continuation of
the three symposia on contemporary literature in the Islamic
world, which had taken place at this university in the years
1980, 1983, and 1989 and were organised by the Institute of Is-
lamic Studies, then still under my aegis.

The commitment of a writer, his understanding of his task,
of the role he plays in society, is decisive for the nature of his
writing: Will he indulge in mere l’art pour l’art, in all kinds of
artistic play and display, or will he dedicate his gift to an at-
tempt of improving the human society, perhaps by just criticis-
ing it, engrossing its mistakes, perhaps by propagating certain
moral or religious tenets, certain ideologies, and, by so doing,
perhaps diminish the literary value of his productions? All these
questions fit very well into the framework of »Individual and
society« and they touch upon many a prominent issue or even
burning problem of contemporary writing in the Islamic world,
where many writers feel their responsibility for the community
and use their gift in a vehement struggle, often risking their
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freedom or even their physical existence, for the institution or
the respect of the most elementary human rights.

In the name of the editors I should like to express our grati-
tude to Dr. Robin Ostle, Oxford, chairman of the workshop
»Images and Representations« of the ESF project, who kindly
allotted some of the budget at his disposal to the Swiss enter-
prise, as well as to the above mentioned Swiss institutions, all of
which had already supported my former symposia. Furthermore
the ESF is to be thanked for its contribution to the printing of
this book. My sincere appreciation goes to my successor, Profes-
sor Dr. Reinhard Schulze, who not only welcomed the initiative
and gave the necessary administrative backing, but also directed
a vivid and interesting panel discussion with the three writers
we had invited to join the conference. I am particularly grateful
to Dr. Priska Furrer, who spared no pains in looking through
the manuscripts and accompanying the whole enterprise with .
her most valuable comments, and to Dr. Stephan Guth, who,
besides all the ‘normal’ duties of an editor, lent the project his
long-standing experience and skill in computerised book-
production. And I feel indebted to Mrs. Guth and to my wife
Magdalena, who contributed with their hospitality to the suc-
cess and the pleasant atmosphere of the conference (the party
my wife gave in our home was her last, she succumbed a few
months later to her cancer). Last but not least, I would like to
thank the speakers, some of whom came from very remote
places and some of whom agreed to contribute at very short no-
tice. And again I express a feeling shared by all the participants
in extending our warmest thanks to the three writers, all of
them of international renown and each of them an outstanding
representative of one of the three major literatures dealt with in
this volume, Arabic (al-Tayyib Silih), Persian (Hashang
Golshiri), and Turkish (Nedim Giirsel), who gave us the honour
and the pleasure of their presence.

To close with I would like to convey my warm feelings of
gratitude to Professor Dr. Angelika Neuwirth, director of the
Orient-Institut der Deutschen Morgenlindischen Gesellschaft in
Beirut, who from the very beginning took much interest in the
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realisation of this symposium and kindly offered to include the
present volume in the Beiruter Texte und Studien series, where al-
ready the proceedings of the last of the three Berne symposia
have been published. From the Orient-Institut’s staff I would
especially like to thank Dr. Hanne Schénig who carefully proof-
read the print-outs and paved the book’s final way to the print-
ers.

Berne, January 1999

Universitats- und Landesbibliothek Sachsen-Anhalt
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INTRODUCTION

Stephan Guth, Priska Furrer
(Berne)

An Arab writer is a id3’y, a freedom fighter. [...] The intellectuals, every-
one who is able to express himself, must offer resistance. As long as legally
recognised and generally accepted political institutions are lacking, it is their
task to tell people the truth, to point to what is right and what is wrong.

‘Abd al-Rahman Munif’'

»If I really am a poet I must be able to prevent the war. «
Unknown poet, quoted by Elias Canetti>

Every commitment to the world must be given up in or-
der to come up to the idea of a committed piece of art..
Theodor W. Adorno®

The above quotations represent just three examples out of a large
variety of possible other positions vis-d-vis the problem whether
authors should commit their writings to a political, social, or
moral cause, or whether they should refrain from such a commit-
ment — positions all of which range somewhere on the broad
scale that stretches, in European literature, from the one extreme

of l'art pour l'art to the other of littérature engagée i la Sartre or
Camus.

! From the epilogue of ‘Abd al-Rahman MUNIF’s Sharg al-mutawassit, German
translation: Abdalrachman MUNIE, Ostlich des Mittelmeeres, Basel: Lenos, 1995, 259.

2 yWire ich wirklich ein Dichter, ich miifte den Krieg verhindern koénnen.«
Discussed by Canetti in his essay »Der Beruf des Dichters (Miinchner Rede,
Januar 1976)«, in: Das Gewissen der Worte: Essays, Munich & Vienna: Hanser, *1976,
257-267, here 258.

* »Jedes Engagement fiir die Welt muf gekiindigt sein, damit der Idee eines
engagierten Kunstwerks geniigt werde...«. From the essay »Engagementc, in: Noten
gur Literatur III, Frankfurt a.M.: Suhrkamp, 1966, 109-135, here 129.
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Can the European spectrum also be of value for a classifica-
tion of literatures in the Middle East? — Were we to systematise
the concepts of writing studied in the contributions of the pres-
ent volume according to the 'art pour 'art — littérature engagée
track we would of course find a number of positions that can in-
deed be located somewhere in the pattern borrowed from Europe.

It seems that for the great majority of writers the motive to
raise their voice is a feeling of moral responsibility towards their
fellow human beings and the conviction that their work
should and can serve public enlightenment and/or bring
about change in the(ir) world. Some of them have been influ-
~ enced directly by Sartre’s and Camus’s ideas (#V. Klemm’s arti-
cle). Others come very close to it in committing their writings to
what they consider politically, socially, or morally useful ends, be
it the propagation of an Islamic value system (#C. Szyska), or
the creation of a ‘literature for all’ that would serve the emergence
of a classless society and a new national identity (#E. Glassen), be
it the necessity of countering a foreign occupier’s efforts to ap-
" propriate one’s homeland, to extinguish one’s memories and to
distort history (~S. Enderwitz, #R. van Leeuwen), be it the self-
assertion and self-defence amidst an atmosphere of total destruc-
tion through war (#S. Weidner), be it the need to redeem one’s
society’s identity by a kind of self-sacrifice (A. Neuwirth), or the
wish to serve one’s community as a neutral observer, a chronicler,
an eye-witness (1. Stiimpel). And there existed and exists, of
course — in Nasser’s Egypt, in Qaddhafi’s Libya, in Socialist Alge-
ria etc. — that kind of writing called in Arabic adab mubaddaf
(dealt with in length in none of our contributions), a concept of
literature close to what is known as ‘Socialist Realism’, refuted by
many ‘serious’ writers who — like, e.g., Sideq Hedayat — oppose
all kind of ideology in favour of a broad, all-embracing humanity
(#N. Kermani), or who, like Salim Barakat, doubt deeply in the
official discourse of the regime in power (#B. Roos). Thus, one
result of trying to group the contributions of the present volume
‘according to the l'art pour art — littérature engagée scheme would
be the fact that committed literature in the Middle East too is
obviously not restricted to the littérature engagée concept(s) of
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French existentialism but comprises a large variety of different
positions and moral stances, positions distinct even‘from ideas
such as the Arabic adab multazim that is still comparatively close
to the ‘original’ from which it became adapted to the specific po-
litical and social realities of the 1950s and 1960s (V. Klemm).

It is in no way astonishing, then, that attitudes of commit-
ting literature to an extra-literary cause are to be found not
only after Sartre and Camus and their oriental adaptations but
of course already much earlier, e.g., in the whole ‘mirror of
princes’ literature of the Middle Ages, including the great Persian
epics like Nezami (].C. Biirgel), or in the raising of a critical
voice by the public moralists of the 19th century nabda move-
ment (#N. Al-Bagdadi), and we could certainly add the creative
writing of similar authors in other parts of the Islamic world,
too, who used literature as a means to advocate social and politi-
cal reform (see, e.g., the writers of the Tanzimat period in Tur-
key).

Assembling under one heading all articles concerned with
some kind of committedness would of course grant one great ad-
vantage: it would encourage comparative approaches across the
borders that are traditionally drawn up between the various
‘national’ literatures and facilitate looking for and making out
common traits between the committed literatures of, e.g., Pales-
tine (S. Enderwitz, #A. Neuwirth, #R. van Leeuwen), Turkey
(7E. Glassen) and Iran (1. Stiimpel). It would also enhance
studying the similarities and differences across another border
that is usually seen to be rather distinctive: the breach between
‘normal,’ i.e., generally ‘secularist,” committed literature and that
other, relatively new, committed literature which is characterised
by the use of an Islamic ‘language,’ or code and its striving for
‘religious’ ends (" C. Szyska).

But what about the writings that cannot be grouped in the
category of ‘committed literature’ Are they all to be attributed to
the l’art pour lart type? — Certainly not. Actually, the present vol-
ume does not contain one single study dealing with a purely aes-
theticist concept of literature that would emphasise, as does ['art
pour Lart, the ‘autonomy’ of writing and its having its end in it-
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self. This does not mean, of course, that Middle Eastern literary
history has not known such a position at all, on the contrary:
there have always been voices claiming the art’s independence
from extra-literary concerns and stressing the necessity of self-re-
liance and self-sufficiency, especially so when strong tendencies to
popularise literature could be felt and let the then ‘masters of the
art’ fear to lose their monopoly, and made them raise their voices
in warning against the ‘decay’ of the fine arts. We have only to
call to mind, for instance, in the late Ottoman period, defenders
of the Divan poetic tradition, and advocates of uncompromising-
ly high technical literary standards who, like the Servet-i Fiintin
group, cherished a ban on non-literary considerations to prevent
literature’s ‘corruption’ and ensure a high quality of literary pro-
duction. Similar cases are to be encountered in the Arab world,
too — cf., e.g., the controversy about l'ar¢t pour I'art in Egypt, in
the late 1940s, between Ahmad Amin, who pleaded for a literature
intended for the whole nation, and ‘Abbas Mahmud al-‘Aqqad,
who held the elitist view that »an artistic and intellectual aristoc-
racy were needed to lead the nation«, a dispute which also Taha
Husayn joined in and which covered whole institutions such as
the Academy for the Arabic Language and Dar al-‘Ulam.*

But does upholding the intrinsic values of literature necessar-
ily imply a renunciation of commitment? — Th. W. Adorno’s dic-
tum quoted above defeats this assumption as clearly as do many
of the Middle Eastern positions examined in this volume.
Adorno turns everything upside down: ‘In order to comply with
the idea of commitment,” he says somewhat pointedly, ‘every
commitment to the world outside literature must be given up.’
The Iranian writer Sadeq Hedayat, too, holds that literature will
be all the more effective the less it tries to offer its services to ex-
_ tra-literary aims (#N. Kermani). The Syrian ‘hermetic’ poet Ado-
nis may, at first sight, seem to come closest to a l’art pour I’art po-
sition; but his continued and uncompromising strive for change
in literature is meant to be in itself a contribution to bringing
about that overall »change« (tapawwul) which he considers neces-

4 Cf. Jan BRUGMAN, An Introduction to the History of Modern Arabic Literature
in Egypt, Leiden: Brill, 1984 (Studies in Arabic Literature; 10), 201.
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sary in order to overcome ossified traditions and to put progress,
on all levels and in all fields, into operation in the Arab world
(#S. Weidner). On the other hand, since Hedayat’s and Adonis’s
times the belief in the effectiveness of literature as a tool to alter
deplorable socio-political realities has still decreased and pro-
duced, in the 1980s and 199os, attitudes displaying a withdrawal
into the more ‘purely’ literary domains out of an insight into the
limited revolutionary capacities of literature, attitudes that tes-
tify, on the part of their authors, at once to a more realistic and
sceptical assessment of one’s occupation and to a greater modesty
(~P. Furrer, ~#S. Guth).

Our considerations have made clear so far that a strict divid-
ing line between l'art pour Iart and littérature engagée is not only
very difficult to establish, but perhaps also lacks inner justifica-
tion in many cases. L’art pour 'art mostly is not free from extra-
literary concerns, and committed literature seldom disregards its
own literariness. The Turkish poet Orhan Veli’s call for a ‘litera-
ture for all,’ e.g., is committed to a certain socio-political end;
nevertheless it attaches considerable importance to literary ‘beau-
ty’ — which, of course, will only be achieved when art will have
been liberated from the chains of its traditions and the concepts
of what is ‘beautiful’ will have been re-defined (#E. Glassen).
Moreover, the dualistic model tends to be rather simplistic and
exclusive. It does not offer, for instance, an appropriate place for
autobiographical writings that may oscillate somewhere between
intended exemplariness of the authors’ lives and a stress on their
individuality and subjectivity (S. Enderwitz), or reflect a process
of constituting, in the realm of ‘magic,’ an identity for a minor-
ity through an autobiographical ‘collective I’ (#B. Roos). Where
on the bipolar scale is the ancient and ‘classical’ Arabic poet to be
located? Is panegyrical poetry l’art pour I'art or committed litera-
ture? What about fazkbr, hija’ and other categories (#G.J. van
Gelder) equally typical of the older times as genres like the ma-
qama, the ghazal, the Persian heroic and mystical epics, or the
various subgenres of Ottoman Divan literature? Is the l'art pour
lart / littérature engagée system of classification sufficiently flexible
and sophisticated enough to incorporate authors who regard
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themselves as inspired by demons (<].C. Biirgel), as ‘prophets,’ or
as ‘saviours’? How to classify a purpose of writing like late 19th
century’s »uniting heart and soul with the mind«, and depicting
and reflecting ‘reality’ (#N. Al-Bagdadi), where to group the exis-
“tential quality of aims like Hedayat’s self-5justification and self-
exposure (#N. Kermani), Adonis’s self-assertion through poetry
during the Israeli siege and invasion of Beirut, 1982 (S. Weid-
ner), or Mahmiid Darwish’s »re-staging of the mystic lover’s rela-
tion towards a super-human beloved« (#A. Neuwirth)?

These questions may draw our attention to yet another point:
It seems that the l'art pour I'art / littérature engagée model becomes
increasingly unsuitable the further the literary phenomenon to be
categorised is away from the times in which the two conceptual
antipodes emerged and the terms were semantically fixed.
Shouldn’t we therefore give up our systematic approach in favour
of a diachronic one? We would then have to pose the question
whether of not a historical development can be detected
(or suggested) in what Middle Eastern writers perceived as their
mission, their duty, the purpose of their writing. One possible
such construction would perhaps tie together the positions out- .
lined in this volume’s contributions and sketch the development
as follows: It would start with the poet’s being inspired by super-
natural powers (].C. Biirgel) and with literature conceived of as
a means of immortalising man’s reputation and in this way en-
suring a kind of afterlife (#G.J. van Gelder), as in ancient and
‘classical’ Arabic poetry, then following a path that would even-
tually lead, via the emergence of the modern-type author-intel-
lectual and literature’s instrumentalisation as a vehicle of pro-
gress in the 19th century (#N. Al-Bagdadi) as well as positions of
committed literature around the middle of the 2oth (~E. Glas-
sen, ~S. Enderwitz, #V. Klemm, ~R. van Leeuwen, ~C. Szyska),
to attitudes in the second half of our century, tentatively to be
termed ‘post-modern,’ in which the function(s) of literature, the -
‘duties’ and possibilities of writing are being radically questioned
(#P. Furrer, ~S. Guth).

One advantage of arranging the contributions historically
would consist in drawing our attention to the fact that the great
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majority of studies included in the present volume focuses on
phenomena of the 20th century. Problematising this obvi-
ous predilection of our contributors we become aware of the his-
toricity of our own calling for papers on »authors’ missions.
Inquiring about literature’s ‘purposes’ and ‘ends’ or writers’
‘duties,” ‘tasks,” and ‘missions’ implies looking at literature from
a rather moralistic point of view which, in the whole of literary
history, appears to be only a relatively recent development. So,
was writing before, say, the 18th/19th century at all subjected to
such moral considerations? Does it make at all sense to speak of a
poet’s ‘mission’ in the Middle Ages, or in still earlier times? What
about the ‘mission’ of an adib who views his art as a handicraft
rather than a vocation imposing on him a number of responsi-
bilities towards his fellow human beings, or towards God? Is in-
quiring about a ‘mission’ not dependent on a concept that sees
literature as part of a discourse in which acting publicly plays
a decisive role, which in turn demands certain historical prereq-
uisites like, e.g., the invention of paper and printing, or even
scriptuality? And hasn’t the question of a writer’s moral respon-
sibility lost, for contemporary authors, its former urgency and
appeal, meanwhile either going without saying, or having been
replaced by disillusionment and/or other, more aesthetical con-
cerns (as the panel discussion during the symposium impressively
showed and as #H. Golshiri’s and #N. Giirsel’s short papers
seem to suggest).

Another advantage could lie in the construction of a history
of literature’s tasks itself, forming part of a history of Middle
Eastern literatures in general. One phenomenon could be seen in
relation to another, following it not only in time, but developing
out of it, or as a consequence of specific historical influences, etc.
We would become more attentive to the links between the
various positions, the points or times of transition from one
concept to the next, in other words: to changes and historical
processes. Thus, one might perhaps observe how, in the 19th
century, the old ideals of ‘adab’ become filled with new meanings,
how, under certain very specific historical circumstances, the
author as a ‘public moralist’ emerges out of the former ‘adit’
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(”N. Al-Bagdadi). Or we could focus our attention on questions
such as ‘Is there something left, in a modern committed writer’s
self-image, of the ancient Arabian poet’s belief in his being in-
spired by jinns?’, ‘Has poetry lost the immortalising function it
had in classical times, and if so, when and why did that happen?’,
‘Is there any connection between certain phenomena, e.g., meta-
fictional statements, from periods separated by nearly a century,
such as nabda or Tanzimat writings on the one hand, and ‘post-
modernist’ experiments on the other?

Trying to put the contributions of our volume in an histori-
cal order would, however, not only grant advantages. It would
suggest connections and ‘historical developments’ where perhaps
there aren’t any such connections or developments, or, even
worse, it would allege a ‘progress’ in which earlier attitudes might
appear to be more primitive than later ones (or wice versa). In
short, we would have to face the same problem as does historiog-
raphy in general: constructedness. How advisable it might be in-
stead to stay sceptical about, and try to dismantle, such attempts
at constructing ‘historical developments’ becomes self-evident, we
would think, as soon as we call to mind that eminently impor-
tant periods of Middle Eastern literary history are not covered by
our book: the ancient Arabic and classical literatures are greatly
underrepresented, the whole of adab and the adib’s self-image are
only touched in passing by only a few contributions, there is
nothing on mystical poetry, or on Divan literature, nothing also
on literature as the culture of elites and its social functionality in
general, etc.

Add to that the old problem of the ‘simultaneity of the un-
simultaneous,” the question whether developments in different
literatures may or may not be looked upon as being historically
connected. If we were to try to establish historical links between
certain ‘tasks,” concepts of ‘mission,” ‘duties’ etc., would it then
not be necessary to examine the literatures regionally, or by
languages?

So, should we divide the corpus of articles into language sec-
tions according to the idioms of Middle Eastern literature, three
of which — Arabic, Turkish, Persian — are represented in this vol-
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ume? This may of course sharpen the reader’s attentiveness for
continuities and changes, similarities and differences in the litera-
ture of each single language. It would facilitate, for instance, in-
terrelating the four contributions on Turkish literature and let us
detect more easily and clearly how Orhan Veli’s position (~E.
Glassen) is still present, though in a modified form, with all of
the later Turkish authors (#P. Furrer, #N. Giirsel, #S. Guth),
even if they do not explicitly refer to that famous predecessor of
theirs. '

A language-by-language arrangement would also point quite
automatically to the fact that research in the field of Middle East-
ern writing is still dominated by studies on Arabic literature,
the other literatures living rather in its shadow. Our book, we are
afraid, perpetuates this unbalanced distribution, reflecting of
course not a state of affairs in Middle Eastern literatures whatso-
ever, but only European academic realities: Persian and Turkish
literatures are surely not qualitatively minor, less vivid, less pro-
ductive, or less interesting with regard to the variety of concepts
of writing developed by their authors, than Arabic literature; the
study of Middle Eastern literatures in Europe simply has not
been able to emancipate itself from Islamic studies where Arabic
traditionally is the most important language. The language-ori-
ented grouping thus could teach us — to turn the malaise into
something positive — modesty: it would immediately become
clear how little research has been done so far, how much remains
still to be caught up on, and how limited the result of every sin-
gle study must remain (for the moment at least).

As other groupings, the language-by-language arrangement
has yet other great disadvantages. Inherent in it would be the al-
legation that language is a stronger bond and creates a greater
cohesion than other factors such as, e.g., a shared experience of
social marginalisation as a minority, or an identical or similar
situation, like exile. Would it not make more sense to view to-
gether the concepts of writing drawn up by Kurdish (#B. Roos),
Islamist (#C. Szyska), and women writers («1. Stiimpel) than to
treat them as belonging to a certain language?
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Furthermore, is not a genre-oriented grouping to be pre-
ferred to a language-oriented one since the latter would impede to
ask questions like ‘Do Middle Eastern poets define for their art
other purposes than what prose writers, or dramatists,’ determine
for theirs?’, ‘Will explicit, extra-literary theoretical statements on
literature’s tasks lead to conclusions that are essentially different
from those to be drawn from implicit, or metafictional textual
evidences?’ (quite a number of this volume’s contributions — #P.
Furrer, #N. Giirsel, #S. Guth, #A. Neuwirth, #S. Weidner — are
concerned with such self-reflexive and metafictional elements in
poetry and prose alike, in this way directing our attention to the
fact that writers, in order to reflect on what they are doing and to
thematise the production and/or reception of literature, dispose
of a large variety of ‘internal’ — and perhaps also more genuinely
‘literary’? — devices that differ from statements made in literary
manifestos, autobiographical or theoretical writings in that they
integrate theorising about literature and its function into the lit-
erary text itself).

Furthermore, a separation along the languages would again
split up what, according to the symposium’s ‘mission’ as de-
signed by its organisers and the present volume’s ‘duty’ as viewed
by the editors, should be treated as a unit and as belonging to-
gether.

The present arrangement — alphabetically by the authors’
names — may seem to be a bit of a compromise then. In reality,
however, it is meant to help establish the interdisciplinary ap-
proach which enables us to surmount the limitations imposed on
us by the (sometimes over-) specialisation of single disciplines. It
postulates the Middle East to be a cultural area that is homoge-
neous enough to make looking for common traits and develop-
ments a meaningful enterprise (without ignoring that at least one
important language of the region, Urdu, is not represented in our
volume).

5 For conceptions of theatre’s and drama’s tasks cf. the present volume’s pre-
decessor, Gesellschafflicher Umbruch und Historie im zeilgendssischen Drama der islami-
schen Welt, ed. J.C. BURGEL & S. GUTH, Beirut: Orient-Institut / Stuttgart: Steiner,
1995 (Beiruter Texte und Studien; 60).
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In how far is this justified? And is it permissible to restrict
our investigations to that specific region, the Middle East? Do
not Indonesian, or the literatures of Islamic Africa, have as much
(or as little?) in common with our three literatures as they have
among themselves? And in how far does a territorial approach
suggest essential vicinity within its boundaries where perhaps
much stronger affinities could be made out between a Middle
Eastern literature and Chinese, or Japanese, or Latin American,
or even European literature? — All these points are worth discuss-
ing. But this will be another story...
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THE ANTHROPOLOGICAL TURN IN SOME
NINETEENTH CENTURY ARABIC LITERATURE®

Nadia Al-Bagdadi
(Beirut / Berlin)

1. I should like to approach the question of the writer and his
vocation from a rather unromantic and sober point of view and
open this essay with quite a pragmatic and dispassionate descrip-
tion on what an author’s vocation is all about. The following
definition points to the author’s role and his conditions in con-
temporary society: it is a statement that is truly marked by traces
of the author’s own struggle and his experience of how, and also
why, one became a writer at the end of the nineteenth century.
Whether the mechanisms of medieval book production and its

market are but a romanticism in reverse is not to be discussed
here:

This spirit of personal freedom prescribes — in contrast to earlier
times — a change of the ways to earn one’s livelihood by literature
(tabawwul tariqat al-irtiziq bi-l-adab). Before the nabda a writer
(adib), poet (sha‘ir) or author (mu’allif) wrote and composed in
order to please himself and to do justice to his talents (liyurdiya
nafsahi wa-maylahi) or to dedicate one’s art to a prince or friend.
Now literature (#/-adab) came to be but a handicraft (sind'a) or a
business (t{jara). Only the acceptance and acknowledgement by
the plllblic (aljumbiar) grants the author (lit. ashabuba) a liveli-
hood.

" This paper is based mainly on findings of my dissertation, Vorgestellte Offent-
lichkeit — Zum Wandel der literarischen Sphire und zur Genese moderner dgyptischer
Prosaliteratur, 1860-1908, Berlin 1996 (forthcoming).

: Jurji ZAYDAN, »al-Hurriyya al-shakhsiyya«, in: id., Tarikh al-adab al-‘araby,
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This quotation from a Lebanese polymath, the writer and scholar
Jurji Zaydan, is not only a manifestation of the extent to which
nineteenth-century cultural innovations, i.e. means of communi-
cation and modernisation of cultural production, were constitu-
tive for the mission of the author as seen by authors themselves. The
privatisation of book-printing and the growth of the publishing
market provoked a fundamental change of the relation and inter-
action between text, author and reader. On this basis and from
this perspective, the capitalisation of literature which trans-
formed the Egyptian book-market, from about the 186os in par-
ticular, led to a new understanding of authorship and authority.
Authors like Jurji Zaydan fully realised that the privatisation of
the book market implicitly brought along new rules and patterns
for intellectual and literary debate and for artistic work. Being no
longer directly dependent on and bound by traditionally person-
alised patronage, not a few writers praised the changing condi-
tions of publishing as the new »personal freedom« of the author.

Far be it from suggesting that these material dimensions of
literary production were irrelevant for the authors’ self-under-
standing, I shall nonetheless leave this field now and move our
attention to some more aesthetically oriented and more elaborate
literary modes of reflection and representations of the writer’s
vocation. This dimension, however, is more than a technical
background. It is, as will be shown, directly related to the ques-
tion under consideration here. Thus the underlying and guiding
idea of this approach will remain the following: How was this
awareness translated into practice and how did this new mode of
cultural production have an impact upon the idea of the author’s
vocation? For it happened precisely during the second half of the
nineteenth century, and occurred in such a way that we clearly
witness an increasing sense of an author’s autonomy and indi-
viduality and of the artist’s gifts, and in the way of recognising
and depicting the social world.

2. The topic, however, of this volume — Poets/writers’ mission as
seen by themselves — contains an ambiguity and proposes two stra-

Beirut: Dir al-Jil, 1983, I, 426.
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tegies of investigation: are we to search exclusively for explicit
Selbstaussagen, taking them at face value? Or are we to extract con-
ceptions of the author’s mission from more remote texts, narra-
tive structures, and rather unspecified remarks??

Hence in order to grasp the layers of this topic for the period
dealt with here, I propose to disentangle the two sides and to
differentiate between concrete textual evidence and con-
ceptional strategies. Textual evidence in this context is
provided by programmatic, symbolic or otherwise clearly set
ideas, confessions, and statements. The conceptual strategy com-
prises here intentional narrative structures and the historical em-
beddedness of author and text. Over and above, both these tex-
tual grounds open up to a greater complexity of the author’s self-
image, echoing the multiple variations of the salient conflation of
the artist with the intellectual.

3. Be this as it may, in the absence of revealing personal confes-
sions exhibiting the writer’s most intimate aspirations, and in the
absence of a literary manifesto propagating explicitly the new
aims, we are left with glimpses, fragmented passages, and vague
artistic visions of the writers’ self-image. The question, however,
of one’s own vocation as writer tackles one of the crucial albeit
still obscure issues of the newly emerging prose literature at that
time. This period witnessed not only the genesis of formerly un-
known literary genres. It also resulted in the emergence of a
changing literary sphere and thus coincided with a new under-
standing of the author’s role. Although this constitutive era of
modern Arabic literature was, at least on the surface, and unlike
later periods, to a much smaller extent concerned with the role of
the author (as prophet, critic, or saviour), and far more preoccu-
pied with the function of literature, yet the acute awareness of
one’s own vocation did not only shape and inform writing, but it
resurfaces constantly in all possible manners, as will be shown
soon.

Together with this concern, literature as a means of education
and instruction was frequently and intensively discussed on vari-

2 Cf. Priska FURRER’s and Stephan GUTH’s articles enclosed in this volume.
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ous occasions, be it by learned circles or in textual locations such
as the prefaces of literary works. It goes without saying that we
find here continuity with the old adab ideal now loaded with new
conceptions and themes of the time. In this way then, tentatively
though effectively, a conscious view was expressed of the writer as
social and cultural teacher. Or in other words, of the author as
public moralist.

4. Bringing now into view more closely the conception of the
author’s self-envisaged vocation, I shall stress one particular
strand marking this literature in transition. This is what I like to
call the »anthropological turn<’ which occurred eminently in
some mid- to late-nineteenth century literary writings. It is my
contention that the anthropological dimension concerns most
significantly the self-perceived vocation of the first generations of
modern Arab authors (i.e. from the 1850s until the end of the
century). The centrality and the validity of this turn was reflected
by literary means. Prime importance is attached to the relation-
ship of the individual to society which we can detect from the
choice and usage of a variety of different forms of narration and
depiction. The tensions between the individual and society were
felt as an urge to reformulate the position of the writer vis A vis
his social environment — a motif with broad repercussions
throughout the literature of that time. In addition to the textual
evidence, the notion of the anthropological turn implies simul-
taneously a descriptive tool and an analytical approach. It will be
used in this study to frame divergent trends and characteristics of
some Arab prose writings related to the ideas and notions of the
writers’ vocation.

The principal argument, therefore, that I wish to set forth is
that the more influential groups of writers envisaged themselves
in the first place and in the broadest sense possible as social ac-

3 I owe this notion to Hilmar KALLWEIT, »Zur ‘anthropologischen’ Wende
in der zweiten Hilfte des 18. Jahrhunderts — aus der Sicht des ‘Archiologen’ Michel
Foucault«, in: Geshichtsdiskurs, Bd. 2: Anfinge modernen bistorischen Denkens, ed.
Wolfgang KUTTLER, Jérn RUSEN, Ernst SCHULIN, Frankfurt/M. 1994, 17-47, esp.

26-33.
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tors agitating and moving with the flow of social and cultural
change. This concern culminated in the figure of the public mor-
alist. Forms of presentation sought at legitimising the authors’
claim by virtue of the socially acquired position and of “his
Bildungsgut. Accordingly, modern authors did not conceive them-
selves as unique artists blessed by higher inspiration. This is not
to say that there was no inclination at all for individualistic un-
derstanding, or even for eccentric forms of portrayals of the
author as artist which, a fact that can be seen most clearly in the
cases of Ya‘qib Sanni‘ and Ahmad Faris al-Shidyaq. Rather, it
seems that the sense for the peculiar role and self-awareness as
writer was fully-loaded by current notions of empiricism and
positivism and thus a new conception of realism altogether in
literature. From this perspective, then, the anthropological turn
conflates two interrelated and intertwined features which are par-
ticularly indicative for the shifting conception of the author’s
mission: representation of the self and legitimisa-
tion of the author’s view. Representation here refers to
the manners of illustration and locating one’s own position,
while legitimisation relates to the realm of self-definition and de-
piction of the author’s role. Whereas the first notion takes up the
vehement attempts of searching and creating new modes of liter-
ary representation and cognition — repeatedly proclaimed by the
vanguard of nineteenth-century writers and reformists alike —, the
second notion takes up the writers’ quest for their faculty and
access to interpret, understand and thus change the actual world.
At this junction, as I shall argue, there occurred the emergence of
the intellectual artist or the artist-intellectual.

5. There is little doubt, and it has been repeatedly stated that,
for the nineteenth century, the public educator still figured as the
most conspicuous representation of the author’s mission. Ab-
sorbing the overall mid-nineteenth century movements, journal
titles like a/-Ustadh, novel protagonists like ‘Alam al-Din and al-
Faryiq, or a certain drive for encyclopaedic narratives, are more
than just illustrations of new social actors of the time. They indi-
cate the preoccupation of the literary field with its own function



6 NADIA AL-BAGDADI

within this context. Reformism and education, the two major
currents that were constitutive and indicative of nineteenth-cen-
tury social and political debate, infiltrated, shaped and prescribed
at the same time the sphere of literature. In the political and re-
ligious field, the quest for reform aimed not only at the change of
institutions but equally of the intellectual equipment.

Prose writings targeted in the first place at the factual, social
world. Factualism is the keyword here. Early writers were con-
cerned with the individual as social person acting within a society
in transition. Divergent as the literary paradigms might be, such
as dramolette, essay, or novel, the quintessence of the dominant
literary movements, and there was more than one, was inspired
by the author’s interfering and participating in the processes of a
changing society. In an attempt to draw a line between them and
the ordinary political reformer, a distinction is found in the
author’s faculty to perceive and depict the real world around
him. While this faculty did not come up with any fully-fledged
conception of a new aesthetics, it promoted nevertheless a core
for a new mode of literary expression by the plenitude of
significant though unrelated utterances.

It is then precisely in this way that the image of the writer as
educator came to be the most prevalent image that poets and
writers of the nahda literature formed and spread of themselves.
This image likewise prescribed the direction that literature was to
take later. This was long before the declarations of the Egyptian
al-madrasa al-haditha (The New School) and its social concern
emerging during the early twenties of this century, and before the
manifestos of committed writers and their littérature engagée (al-
adab al-multazim) that dominated the cultural scene of the fifties.
This vocation of the writer did not only embody the writer’s own
ambition. It laid ground for the fabric of literature and thus
defined one of its main purposes.

But there was more to this idea of the pedagogical vocation.
We may move into deeper layers of the authors’ vocation digging
into more personal and yet universal motives, thus touching
upon the anthropological turn in literature indicated earlier. This
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turn, not by coincidence concurred with claims for an authorita-
tive stance of the writer as intellectual.

6. In order to illustrate by way of example what has just been
argued, three salient images will be recalled that could be
identified as concrete and abstract applications. These were con-
veyed in the form of a metaphor, a topos, and a figura-
tion. In spite of the fact that the following three examples dis-
play different layers and modes of texts, they indeed all convey,
to a certain extent and within the limits of their field of meaning
and expression, a similar idea.

a) The metaphor of the mirror of thought: Introducing her
historical novel Husn al-‘awiqib aw al-ghida alzahira (1899), the
Lebanese writer Zaynab Fawwaz (ca. 1850-1914) identifies, by use of
metaphor, the novel with a »mirror of thoughts« (mir’'at al-afkar).
Regarding the novelty of the new genre she states, not without
the satisfaction of being among these modern novelists:

Today, novels belong to the most important publications. Their
appearance provide us with a mirror of thoughts.

Continuing to explain more closely the benefits and virtues of
the novel she converts, most remarkably, the world of thoughts
into the world of sensual perception (sinnliche Wahrnehmung) —
without herself using this notion. As she puts it in her own
words, the novel’s quality implies a specific form of sensuality:

By their gaiety and pleasure, novels expel and disperse clouds of
worry and distress. Souls (a/-7ufis) absorb them for remembrance
(al-dhikrd) and perception (i tibar).

In the medium of prose literature the metaphor of the mirror of
thoughts is intended here, and has also been used in similar ways
by other authors, to unite soul and heart with the mind.

4 Zaynab FAWWAZ, Riwayat Husn al-‘awiqib aw Ghadat al-Zabira, Azbakiyya:
Matba‘a Hindiyya, 1316/1899, 2.
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Although this metaphor refers, strictly speaking, to the liter-
ary text, it brings in the author as well. In an effort to ascertain
the new novel genre and its virtues, the above qualification is eas-
ily expanded to the author’s own understanding of the function,
and hence the vocation, of the author. Applying this metaphor
then, an author like Zaynab Fawwaz injects an emergent sense for
the need of depicting, or to hold up the picture, of a
reflection of life as it is by the very means of prose
writing.

While for a critic of our time this kind of Widerspiegelungs-
theorie seems to be an old-fashioned, rather simplistic theory of
literature, for writers of that period it was loaded with a liberat-
ing and emphatic content. Referring to such a conception of real-
- ity implied an innate tool of social criticism. The underlying
paradigm — and here the metaphor links up with the topos and
figuration to follow — was a shifting notion of reality (hagiga) and
the artist’s capacity to grasp it. Furthermore and most important
for our question, by referring to such a metaphor — and this is
where its strength and emphasis lay — the novelist proves her or
his openness to reality and the capacity to perceive it — since she
or he is holding the mirror.

b) The topos of the seeker of knowledge: Whereas the first
example illuminated and illustrated poignantly the metaphor of
the writer as a reflector or interpreter of the actual and tangible,
hence the real world, the topos of the seeker of knowledge con-
sciously related to a common and widespread topos of Arab relig-
ious and profane writings and Geistesgeschichte. There are many
examples for this usage, but I shall confine myself here to a most
salient though polemic passage, to the Lebanese intellectual and
writer Ahmad Firis al-Shidyaq (1804-1887), who transformed the
standard topos of the seeker into a central motif for his first, and
only, novel, published in 1855. In the great farewell scene of his
novel al-Sag ‘ali alsiq fi-ma huwa al-Farydq, al-Shidyaq describes
the author’s task as being the task of transmitting, by way of
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novel or book writing, his own experience as an example, or even
inspiration, to others.’

In this context, knowledge is confined as a realm that needs
to be reevaluated by the individual, preferably by his own experi-
ence. In an outspoken manner, al-Shidyaq contrasts his concep-
tion of knowledge with an understanding of knowledge as static
and absolute. The writer of such a travel-account therefore be-
comes not only a perceptive observer and chronicler of the world
around him. By referring to the possible cleft between what is
traditionally transmitted as truthful knowledge and the narra-
tor’s own verification, al-Shidyaq the author conceptually con-
jures his writing as a challenge to dogmatic confinements of
knowledge.

For the purposes of displaying his own role of intellectual
artist, this is a well chosen strategic site. Al-Shidyaq, who gave
greatest credit and importance to study and reading, points to the
ambiguous forces and possibilities of writing: The gravity and
dignity of its educational purposes, but also the possibility of
subverting their usage for manipulating and misguiding the rea-
der or society. In the concrete case here, al-Shidyaq links up his
own political experiences, fights, and struggles with journalistic
and literary writing, and thus the search for knowledge and,
equally important, of its dissemination. This effort and concern
is depicted as the author’s claim to legitimate opposition. Here
emerges, by means of his publications and dissident, differing
views, the figure of the artist as intellectual.

c) Finally, the embodiment and emblematic use of the author
as social critic: This is a dimension of literature to which literary
critics most often relate literature of the period. In a certain
measure, it synthesizes the previously mentioned literary features.
To point out only one aspect, the preoccupation of literature
with its function as social criticism was pushed consciously and
playfully to its extreme by some authors. These were staging

% See on this issue Nadia AL-BAGDADI, »From Bible Translation to Gospel
Critique to Libertine Literature: Historical criticism and social critique in Ahmad
Faris al-Shidyaq« (forthcoming).
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themselves on the literary scene and thus literally illustrated their
self-perceived role in society.

The embodiment of the author as a figure himself occurred
most instantly in the iconographical metamorphosis of the
author into his double, as in the case of the satirical figure of
Abi Naddara in the satirical journal of the same name, as double
or figuration of Ya‘qib Sanna‘, or similarly ‘Abd Allah al-
Nadim’s personification as #/-Nadim in different journals, firstly,
in his al-Tankit wa-l-Tabkit and, more extensively, in his journal
al-Ustadh.® In various settings of the public sphere, the double
conforms to the author’s political inclinations, with various dra-
matis personae shifting between social critic, public moralist, and
political agitator. Duplicating in this way their often clandestine
engagements in cultural and social questions, in politics and pub-
lic affairs, they sought fully to merge aesthetic and literary writ-
ing with social criticism — in their very name and self. In the
guise of literature and yet in this most mimetic sense, representa-
tion of the self and legitimation of the author’s view culminate
into figurations of the author’s mission.

7. The anthropological turn invoked earlier resurfaces in all
three forms of literary expressions, demonstrating the centrality
of this turn for the author’s mission and, consequently in alli-
ance with this, for the genesis of modern prose literature. The
principal motive, as exemplified here, consists in the ultimate
claim to the validity of the writer’s own experience. Furthermore,
the authors set forth for their competence as authors whose ca-
pacity is to reflect the actual world, expressed by their specific
means. Or, to put it differently, they vigorously sought to create
literature as a specific sphere of an Erfabrungswissenschafl, to use
Kant’s expression. The commonality of all these instances is
based on the explicit reference made to the priority of sensual
perception of the soul over the intellect, of experience over
dogma, of change over the normative. This preference, however,
was not, as in later romantic movements, an absolute rejection or

8 The whole volumes have been republished in 1985 as al-A dad al-kamila li-
majallat al-Ustadh, Cairo: Dar al-Kitabkhana.
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dismissal of the intellect, of dogma, and of the norm, but sought
to sustain a claim for the validity of their literary production.
Again, one might like to recall at the end the writer and scholar
Jurji Zaydan, who was one of the first to define the role of litera-
ture systematically. He realised that literature had always been
distinguished by its nature of providing and possessing a reser-
voir of the non-official history and of daily life. In other words,
he pointed out that literature was at all times, and continues to
be, the other side of history.’

Conclusion

The mission of authors as seen by themselves reveals poignantly
the deeper layers of the emergence of a new kind of literature. The
link between the new literary genres and the new generation of
authors was clearly and self-assuredly conveyed by means of liter-
ary representation as well as by means of didactic or scientific
writings. The representation of the self and the legitimization of
the authors’ view that informed these writers and their vocation
can not be abstracted from the cultural and social milieus in
which they lived and thought. An abstraction of the history from
their thoughts in general and their vocation as authors in parti-
cular acquires a false independence from the rest of their ambient
culture. Thus it was fully reflected by these authors that the
sphere of literature constitutes a specific place where the break of
traditional and new modes of thinking was articulated. The func-
tion of literature and thus of the role of the author was to under-
stand and depict new times: times that witnessed not only the
emergence of new literary genres, but also of new perceptions of
the social world.

7 The whole conception of his masterly literary history (see fn. 1) is based on
this contention. See in particular his introduction to the four volume ceuvre
where he displays this idea explicitly.
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THE POET AND HiS DEMON

Johann Christoph Biirgel
(Berne)

In pre-islamic Arabic tradition the poet was thought to be in-
spired by jinns, and he himself believed, or at least pretended, to
be so. It was this supernatural source from where he derived his
supernatural power. This applies in particular to the most out-
standing and one of the earliest Arabic poets, Imru’ al-Qays. A

qasida filled with powerful self-praise ends with the following
line:

tukhayyiruni ljinnu ash‘araha

Jfa-ma shi’tu min shi‘ribinna stafaytu’
The demons let me choose their poems
and I select from them whatever I like.

In another poem Imru’ al-Qays states:

ana lsha‘iru I-marhiibu bawli tawabi 7
mina lLjinni tarwi ma aqilu wa-ta Zifit*
I am the awe-inspired poet, surrounded by my suite

of demons, who transmit and sing my poems (or rather: accom-
pany them on the lute).

I need not repeat here the well-known function of the pre-Islamic
poet: He was the speaker and the defender of his tribe and the
tribe is depicted by him as a bulwark of virtues. He defends these
virtues not only with his word, but as a warrior, he boasts of the

! Diwan, ed. N.A. Ibrahim, Cairo 1969 (Dhakha’ir al-‘Arab; 24), no. 77, u.
2 Diwan, no. 78, 7.
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lethal strokes of his sword or his lance no less than of the
mightiness of his speech.’

. The power of poetry and therefore its political role were
enermous. In his well-known work on poetics, the 11th century
writer Ibn Rashiq has a chapter on »Those whom poetry elevated
and those whom poetry abated«.*

The question of demonic inspiration and therewith of the
power of poetry is an important issue also in the very beginnings
of Islam. As all of us know, Muhammad’s opponents tried to
ridicule him by picturing him as a poet and as majnin »pos-
sessed, or »inspired by jinns«. He had to react and he did it by a
revelation. In the well-known title-giving passage at the end of
Surah 26, »The Surah of the Poets«, the text leaves little honour
in the once powerful protagonists of pre-Islamic Arab society:

224. As for the poets, those who go astray follow them (algha-
wina yattabi‘ubum meaning, according to a traditional in-
terpretation, the demons),

225. Have you not seen that they wander distract in every valley,

226. And they say what they do not do,

227. Except those who believe and do the right.’

The verdict seems intended to minimize the power of the poets
or perhaps, by ridiculing them, to undermine it: they roam about
in valleys like those maddened by love, they follow (or are fol-
lowed by) demons,® they are notorious liars, except those of them
who are believers. Muhammad’s dislike for poetry appears further
in a few statements ascribed to him such as »Poetry is the Koran

* Cf. my »Qasida as Discourse on Power and its Islamization: Some
reflections«, in: Stefan SPERL & Ch. SHACKLE (eds.), Qasida Poetry in Islamic Asia
and Africa, vol. i: Classical Tradition and Modern Meanings, Leiden: Brill, 1996, 451
74

4 IBN RASHIQ, al-Umda fi mabasin al-shi‘r wa-adabih wa-naqdib, ed. MM.
‘ABDALHAMID, [n.p.]: Dar alJil, 1972, i, 40.

3 Al-Qur’an: a contemporary translation, by Ahmed ALI, Karachi: Akrah Pub-
lishing, 1984.

§ Cf. the discussion of this verse by Irfan SHAHID, »A Contribution to Ko-
ranic Exegesis«, in: George MAKDISI (ed.), Arabic and Islamic Studies in Honor of
Hamilton A. R. Gibb, Leiden 1965, 563-80.
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of the devil«, and »Verily, it would be better for you to have your
bellies filled with pus and be gnawed by it than to fill them with
poetry.<’ Yet, with all his grief about poets, the Prophet himself
could not dispense with the powerful weapon of poetry and sor-
rounded himself by several bards, who sang his praise and the
praise of the nascent religion. How consciously he reckoned
upon this power is shown by what Ibn Rashiq reports:

With regard to the poets who supported him and riposted the
polytheists in his stead, like Hassan ibn Thabit, Ka‘b ibn Malik,
and ‘Abdullah ibn Rawahah, the Prophet would say: “Verily this
troup inflicts more damage upon the people of Mecca than a hail
of arrows could do!” And to Hassian he would say: ‘Make a mock-
ery of them! For, by God, your mockery will lacerate them more
severely than an attack with arrows in the dawn! And Gabriel, the
spirit of sanctity, will be with you!”®

Together with the Koranic passage, this Prophetic instruction
laid the fundaments for a new Islamic poetics, or rather »poeto-
logy«: The Koran attacks the poets for two reasons — their de-
monic source of inspiration and, as a natural result of the for-
mer, their lack of truthfulness, in other words, it undermines the
pagan poet’s ideology as well as his function. But on the other
hand, the above-mentioned instruction points the pious poets to
a new source of inspiration — the angel Gabriel — and a new func-
tion, the defense and the praise of Islam. This amounts to no less
then the sacralization, the Islamization, of the power or
»mightiness« of poetry.” How Hassan ibn Thabit understood his
task in the service of the Prophet is evident from many a panegy-
ric poem as quoted in Ibn Hishiam’s Sira, poems praising the
prophet’s prowess and satirizing his slain enimies. .

" Al-'Umda, i, 31/32. \

8 Al-'Umda, i, 31.

® For the meaning of ‘mightiness,’ cf. my Allmacht und Michtigkeit: Religion
und Welt im Islam, Miinchen: C.H. Beck, 1991; for the ‘mightiness’ of poetry in

particular cf. also my The Feather of Simurgh: The ‘Licit Magic’ of the arts in medieval
Islam, New York: NYUP, 1988.
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In all likelihood no Arabic poet in Islam took seriously any
longer the idea of being inspired by a jinn. There is, however,
quite a lot of amusing rumour about and, as it were, intertextual
playing upon this idea to be found in anecdotal material of Is-
lamic times. Not only the names of the jinzs of some outstand-
ing poets such as Imru’ al-Qays, al-A‘sha (al-Akbar, Maymin ibn
Qays) and others are mentioned. The anecdotes tell of strange
and uncanny encounters with these poetsinns. Their generic
name is hajis, whisperer«. The name of Imru’ al-Qays’s Ahajis is
said to have been Lafiz ibn Lihiz, »Speaker Son of Spectators, as
we learn from the report of a man from Syria, who encountered
this genie in the guise of an old man in the court-yard of a tent,
when he was out riding on a very quick stallion in search of one
of his camels. This jinn pretended to be the author of ‘4ifz nabki,’
the famous mu‘allaga by the roaming king of Kinda.

The name of A‘sha’s Agjis was Mishal ibn Athitha. In this
case, the poet himself met him while on a journey to Hadramawt.
This anecdote is not only moulded as an autobiographical report,
it is also richer and more detailed than the anonymous one about
Imru’ al-Qays’s hdjis. I shall therefore briefly summarize it, not-
withstanding its — in all likelihood — fictitious character.

Overcome by a rain, al-A‘shi is looking for a shelter and beholds an old
man standing in the door of a tent made of (goat) hair. He is well re-
ceived, and after having learnt his name and that he is on his way to Qays
ibn Ma“dikarib, the old man asks him to recite his panegyric on that king.
But no sooner has he ended the first line in which a certain Sumayya is
mentioned, than the jinz interrupts him asking who this Sumayya is.
A‘sha answers: ‘T don’t know her, it is just a name that came into my
mind.” The jinn shouts: ‘Sumayya, come here!” whereupon a little girl of
five years appears and the demon has her recite »my gasida in which I
praise Qays ibn Ma‘dikarib and in the outset of which I mention youl«
The girl having recited the whole gasida without making the slightest mis-
take, the jinn sends her away and the same procedure repeats itself with
the famous satire that starts with the words Waddi* Hurayrata. Again the
jinn asks him: “Who is Hurayra?, again A‘shia admits not to know her,
and again the jinn has a little girl of that name appear and recite the satire
»in which I satirized Abi Thabit Yazid ibn M-s-h-r [Mus'hir, Mis'har,
Musahhir?]«, and she recites it without the slightest mistake. A‘sha is so
upset that he begins to tremble and the jizz consoles him saying: ‘Be
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without fear, o Abi Basir. I am your whisperer Mishal ibn Athatha, who
throws the poetry upon your tongue. — »So I«, al-A‘sha continues his re-
port, »calmed down and returned to my senses and it ceased raining.«'°

The editor of the Maqamat al-Hamadhani, Muhyiddin ‘Abdal-
hamid, who mentions these anecdotes and a few more (in one of
them, the name of the Aajis of al-Nabigha al-Dhubyini is men-
tioned as Hadhir, »the Chatterer«") closes his long gloss with the
following remark:

I think all these stories are nothing but superstitious lore. For
otherwise, how is it that Zuhayr ibn abi Salmi, who is unique in
the elegance of his style, the beauty of his composition and in his
wisdom, spent a whole year with the refinement of his qasida,
and that the scholars of literature are agreed in calling four of his
poems hawliyyat (year poems). We can only wonder at this and
find it strange and we must say: This is not the first instance of
Arabic superstitions in the time of the j@hiliypa. But what is even
stranger and confusing indeed is that this stuff has been trans-
mitted by famous men of literature without any comment nor
hint at its invalidity."

For a western scholar, the interesting point in the anecdote
about al-A‘sha is rather the way it relates inspiration by a jinn
with a fictitious — or as many a medieval scholar would have
called it, an untrue — element of the poem’s content. The ma-
gama, to which ‘Abdalhamid has provided this material, is en-
titled al-Magama al-Iblisiyya, »The magqima of the Devil«. In it,
Iblis himself appears as inspirer of poetry. While searching a lost
camel of his, the narrator ‘Isa ibn Hishim meets an old man who

involves him in a conversation about poetry, at the end of which
he arms:

1 Magamat al-Hamadhbani, ed. MMM. ‘Abdalhamid, Cairo 1962, footnote on
PP. 272-75.

" Magamat, ed. ‘Abdalhamid, 274.

iz, 275
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fa-ma abadun min-a l-shu'ard’i illd wa-ma'ahi mu‘inun minnd wa-
and arlnlaytu ‘ala Jartrin hadhibi l-qasidata wa-ani lshaykbu Abi
Murra®

There is no poet who does not have a helper from among us. I
dictated the gasida [part of which ‘Isd had quoted] to Jarir. I am
the shaykh Aba Murra [i.e., the Devil].

In difference to the poets mentioned before, Imru’ al-Qays and al-
A‘sha, who belong to the pre-Islamic period (even though the
Christian al-A‘sha, who died in 629 or 630, is said to have com-
posed a poem in honour of the Prophet'), Hamadhini thus por-
trays an Islamic poet as inspired by a jizn. And he is not unique
in doing so.

In one of his poems Abi Nuwis narrates how once, tortured
by his beloved’s rebuff, he adressed the devil (Iblis), asking him
for his help and threatening him

if you don’t throw love into my friend’s breast, while you are ca-
pable of doing it,

I shall no longer say any poem, nor listen to any song!

Instead, I shall study the Koran unceasingly,

yes, I shall pass every morning and evening studying it!"’

These verses show what emerges from every line in Abti Nuwas’s
diwan: his complete lack of public responsibility. He resembles in
fact what Hamori called him: a ritual clown.'®

We may also briefly call into mind here that a number of
outstanding musicians of the early Abbasid period pretended to
receive their melodies from jinns."”

Unfortunately, we do not possess the book entitled F7 ashar
aljinn, »About the poetry of the demons«, written in the tenth
century by a certain al-Marzubani, a very prolific writer whose
fifty or so works are enumerated in Ibn al-Nadim’s Fibrist. Al-

Ble, 271

Y Cf. SEZGIN, Geschichte des arabischen Schrifitums, ii, 130.

15 Diwan Abi Nuwds, Beirut: Dar Bayriit, 1406/1986, 291.

16 A. HAMORI, Oz the Art of Medieval Arabic Literature, Princeton: Princeton
University Press, 1974, 53.

1" Cf. The Feather of Simurgh, 91.
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Marzubani wrote a number of most voluminous books about
poets, only a very few of which are extant.'® His book about the
poetry of the demons is also referred to in passing by Aba 1-°Al3’
al-Ma‘arri in his Ris@lat al-Ghufran, or »Epistle on Forgiveness.

Ibn al-Qarih, the hero of Risalat al-Ghufran, is walking around in paradise
where, to his utmost surprise, he encounters not only a number of ani-
mals, such as an ass, a few geese etc.,, but also some outstanding pagan
poets of pre-Islamic Arabia. When he asks them why they are there, he
receives seemingly serious, but in fact ridiculous answers. All this serves
of course to parody certain popular ideas about the here-after. The mock-
ery takes a particular turn when the hero enters a quarter inhabited, as the
text informs us, by »the Muslim demons who are mentioned in S#rat al-
Abgaf and in Sirat al-Jinn (‘The Dunes’ = no. 46, and ‘The Jinns’ = no.
72)«.” In this quarter, the hero meets an old ‘Ifrit* named Khayta‘ar Aba
Hadrash from the tribe of al-Shaysaban and asks him about the poetry of
the jinns, of which al-Marzubini has made a collection. The answer the
demon gives is condescending, even contemptuous. ‘All this is unreliable
nonsense,” he exclaims. ‘Does man know more about poetry than what a
cow knows about astronomy or geometry? They have their fifteen metres,
beyond which hardly any poet did ever go. We, however, have thousands
of metres, that are unknown to man. And only some of our naughty little
children inspire them and spit into them of it as much as a few splinters
of the arak tree in the Nu‘man valley. I, however, made rajaz verses and
qasidas thousands of years before God created Adam.” Then Khayta‘ar
mentions Imru’ al-Qays’s famous gasida ‘qifa nabki’ pretending that he
could dictate several thousand versions of it, all composed ‘by one of our
poets who died a heathen and is now working in the storeys of hell.’

For the ‘Ifrit thus, human poetry is mere rubbish, waste of the
poetry of the demons, who are the true masters of that art — a
strange contradiction to al-Ma‘arri’s use of poetry as a means of
moral education.”

18 Cf. SELLHEIM, in EP.

19 Ab@i 1-°Ala’ al-MA“ARRI, L Epitre du pardon, traduction, introduction et no-
tes par Vincent-Mansour MONTEIL, Paris: Gallimard, 1984 (Collection UNESCO
d’ceuvres représentatives, Série arabe), 135.

2 Cf. Particle »Ifrit« de J. CHELHOD, in EF, iii, 1050.

2! Cf. my article »Les deux Poémes autobiographiques du démon Khayta“ar
dans ‘L’épitre du pardon’ (Risilat al-ghufran) d’Abu I-‘Ala’ al-Ma‘arri«, in Arabic
and Middle Eastern Literatures, 2 (1999), 111-116.
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It is only in Andalusian poetry that the motif of being in-
spired by a demon has been used as a symbol for poetic inspira-
tion in a Platonic or Néo-Platonic sense. I am talking of the well-
known »Treatise of Familiar Spirits and Demons« (Risalat al-
tawibi wa-l-zawibi‘) by Ibn Shuhayd (992-1035), which was edited
by James Monroe. Ibn Shuhayd, who lived toward the end of al-
Mansir’s reign as member of an aristocratic familiy of Arabic
stock, belonged to »a group of young Cordoban aesthetes who
were attempting to create a more authentic Andalusian literature
that would not only equal, but even surpass that of the east.«*

In his treatise the poet is visited by his personal genie, Zuhayr
ibn Numayr, who takes him

on a voyage through the land of the genies, where he will inter-
view the familiar spirits of the major eastern poets and prose
writers, as well as those of some contemporary teachers, critics,
and pedants from Cordoba, whose spirits are amusingly por-
trayed in the guise of a herd of asses and a goose with literary
pretensions.

Actually he meets the demon of Imru’ al-Qays (whose name how-
ever is_here not Lifiz ibn Lahiz but ‘Utayba ibn Nawfal), of
Tarafa and Qays ibn al-Khiatim among the pre-Islamic poets, and
those of Abii Tammam, al-Buhturi, Abi Nuwis and al-Muta-
nabbi among the modern and neoclassical poets. Every meeting
consists of recitations of poetry both of the genie and of Ibn
Shuhayd, at the end of which he normally receives an ijdza, i.e. is
qualified as a good poet. One goal of this Risgla is thus self-
defence of Ibn Shuhayd against critics among his contemporar-
ies. The other is to show what he thinks is good poetry: In his
choice of genies and his reactions to them it becomes clear that
he »favours the poet of intuition over the craftsman«,*

22 MONROE, »Hispano-Arabic Poetry during the Caliphate of Cérdoba: The-
ory and Practices, in: G.E. VON GRUNEBAUM (ed.), Arabic Poetry: theory and devel-
opment: 3rd Levi della Vida Biennial Conference, May 14-16, 1971, Near Eastern Center,
University of California, Los Angeles, Wiesbaden: Harrassowitz, 1973, 138.

2 lc, 139.

24 Risala, ed. MONROE, 22.
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the few great poets whose work opened a new chapter in the de-
velopment of Arabic literature are included inthe Risala, whereas
the myriads of versifiers the medieval Arab world produced are
omitted because in each of the poets chosen, talent and the abil-
ity to innovate predominate over mere craftsmanship.”

Il\)n Shuhayd also composed a »Risila on Poetry« dealing with the
more theoretical aspects of poetic composition. From these two
risalas emerge the general outlines of Ibn Shuhayd’s theory of
literary composition. On the one hand, his

system is based on the doctrine of %4z, for in it God and the
Koran enjoy the supreme and central role. The Koran is the pro-

totype of all literary perfection; from it derive beauty and elo-
quence.

On the other hand, his theory is based on ideas ultimately en-

rooted in Greek philosophy, as we shall presently see. According
to this part of his theory

spiritual beauty is communicated to the gifted poet through the
inspiration of a supernatural counterpart to his human soul,
namely his personal genie, who, although purely spiritual, is sent
down to the world of nature to inspire the gifted poet’s soul and
to reduce the conflicting emotions and chaotic experience of life
to order, harmony, and beauty.?”’

Furthermore, the best poet is the one who in composing is able
to improvise, for at that moment his soul is in direct contact
with the spiritual world, he is ‘possessed’ by his genie.?®

Poetry cannot therefore be acquired through instruction; it is the
product of inspiration, not of rules.”

Monroe points out that this theoretical frame-work is derived
from Neo-Platonic ideas, mainly from the so-called »Theology of
Aristotle«, which in reality is an Arabic paraphrase of the last

» Ibid., 23.

% [c, 139.

7 Jc., 139/140.
8¢, 140.

® Ibid.
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three Enneads of Plotinus. He quotes the following lines from
this text:

He must put away and reject the sensory external hearing and
employ the intellectual hearing that is inside him, for then he
will hear the sublime, pure, soplendid and melodious strains of
which no hearer grows weary.?

One should however be aware of the fact that the idea of com-
munication with the spiritual world is also reminiscent of Arabic
Aristotelianism as expounded already in the works of Farabi and
later on in the writings of the Andalusian Aristotelians, in par-
ticular Ibn Bajja with his treatise on the union between the uni-
versal reason and man (ittisal al-‘aql bi-l-insan).

Now, the interesting thing is that very similar ideas about
inspiration are to be found in the works of Persian poets, not of
course in all of them alike but, e.g., in the works of Nizami and
Hifiz, as I will briefly show with quotations taken from their
works.

Nizami, the most outstanding representative of Persian epical
poetry after Firdawsi, liked to talk of himself and of his poetic
vocation in the prologues of his five epics. The portrait he drew
of himself clearly included inspiration. Already in his first epos,
Makhzan ul-asrir or »Treasury of Secrets«, a didactic work of an
ascetical, world-despising attitude, Nizami talks about his con-
cept of true poetry in the prologue® If Arabic tradition saw,
whether seriously or jokingly, poets as inspired by jinns, or even
as mere speakers of their jinns who were the true poets, Nizami
rather elevates the poets into the ranks of superhuman beings,
comparing them with nightingales at God’s throne, or even affili-
ating them to angels and prophets:

Nightingale"s at the heavenly throne are the poets,
How could they be compared with other people?

% Risila, 32, iote 96.

3! Cf. my »Nizami iiber Sprache und Dichtung: Ein Abschnitt aus der
‘Schatzkammer der Geheimnisse’ eingeleitet, libertragen und erliutert«, in: Islam-
wissenschafiliche Abbandlungen Fritz Meier zum sechzigsten Geburtstag, hrsg. von R.
GRAMLICH, Wiesbaden 1974, 9-28.
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Sublimated by the fire of their phantasy,
they become the kinsmen of the angels.
The veil of secrets that is poetry,

is a shadow of the veil of prophecy.*

In his later poems he often mentions dialogues between him and
the voice of his heart, his Aatif (the Persian word which was to
replace the Arabic Agjis!), or instructions given him by Khizr. In
other words, Nizami’s ideas about poetic inspiration resemble to
some extent those of Ibn Shuhayd. One difference is, however,
very conspicuous. Ibn Shuhayd emphasized the poet’s capacity,
gained by his inspiration, to create beauty in his verses. Nizami,
on the other hand, laid all the stress on the poet’s being a mighty
sorcerer, whose magic was sipr-i palal, »legal, licit magic«, because
his source of inspiration was divine. Nizimi apparently felt the
same supernatural power that was being wielded by muystical
saints when they wrought their miracles. In a long autobio-
graphical gasida he stated:

I am the Shahanshah of nobility by virtue of my noble ideas.
I encompass space and time, thanks to the celestial example.
I am a high-sounding song, a far-ringing bell,

a world-traversing pen, a world-conquering flag.”®

More than once Nizami asserted that his licit magic was superior

to the black magic taught by the angels Hartit and Mariit accord-
ing to the Koran.

All things existent, from old to new

are enthralled by the word-sorcerer that I am.
My art has discouraged the sorcerers.

My magic spell dazzles even the angels.

At dawn my licit magic is my food

32 NIZAMI, Makhzan al-asrir, ed. Dastgirdi, Teheran *1334/1956, 41, 1-3.

¥ NIZAMI, Ganjine-i Ganjawi, ed. Dastgirdi, Teheran 1335/1957, 116; cf. my
»L’Autoportrait de Nizami dans sa qasida ‘Roi des Rois’«, in: La Signification du
Bas Moyen Age dans Ibistoire et la culture du monde musulman: Actes du 8éme Congrés

de I’'Union Européenne des Arabisants et Islamisants, Aix-en-Provence, Septembre 1976,
Aix-en-Provence: Edisud, 1978, 45-51.
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it will expunge the recipe of Harat.**

However there is also one decisive difference between his contact
with these supernatural beings and the Arab poet’s contact with
his demon. Nizimi would never pretend that his poetry was dic-
tated to him by Khizr. The role of Khizr is reduced to an adviser
who encourages the poet to take up writing, to tackle a certain
topic, and to produce good and new poetry: »If you are potent
enough to try virgins, don’t content yourself with widows!«, so
Khizr admonishes Nizami in the prologue of the Iskandarnima>
He hardly ever gives him any moral instruction. And vyet,
Nizami’s moral engagement must be seen as correlative to these
miraculous visits and visions which symbolize the contacts with
the invisible world of that poet who said of himself:

The magic of my speech is so accomplished,

that I am called ‘Mirror of the Invisible’.3

Furthermore, we have to recall the fact that in the Iskandarnima,
Nizami starts every chapter by a short invocation of two lines,
which are directed to the sdgi, or »cup-bearer«, in the first book,
entitled Sharafnama (»Book of Honour«), and to the mughanni,
or »singer«, in the second book, entitled Igbalnama (»Book of
Bliss«). In these invocations, Cup-bearer and Singer appear indeed
as something like his muses, but they never talk to him. The wine
Nizami asks for is sometimes called the spring of Heaven, some-
times a healing draught for soul and heart, he also calls it the Zo-
roastrian wine; but from the very beginning he makes it clear that
he does not mean real but metaphorical wine: He means the wine
of ecstasy (bikhudi) and his cup-bearer is the one promised by
God (a clear hint to the Koranic verse saqdhum rabbubum sha-
rdban tahiran, »their Lord will give them a purest draught to

* Makhzan al-asrar, 45, 8.
35 Sharafnama, ed. Dastgirdi, Teheran *1335/1957, 1, 52.
% | ayli # Majnin, ed. Dastgirdi, Teheran *1333/1955, 40, 11.
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drink«”’). Similarly, the musician is asked to refresh, recreate,
cheer on him by his tunes. So these addresses have the double
function of something like a ritual reminiscent of the invocation
of the muses at the beginning of Greek epics, as well as of an or-
nament the repetition of which serves structural goals as well.

An equally interesting verse is the one in which Nizimi com-
pares his state of mind while in a creative phase to that of the
virgin Mary awaiting the birth of Jesus:

My mind is not a woman, but a fire-lighter,

yet, like Mary, it is a pregnant virgin.

Why should it need a husband,

while it strikes (sparks) of stone and iron?

Virgin-like words of such charming beauty

cannot easily be borne from (mere) thought.

To compose virgin-like poetry means to pierce one’s soul.
Not everybody is apt to create poetry.®

Jalaluddin Rimi has taken up this idea in a brillant quatrain
which runs: '

When my talent found life through the spark of contemplation
it ushered the bride of poetry into the tent.

In every verse [bayt, also meaning »tent«] a thousand ladies ap-
peared, each one like Mary a pregnant virgin.*

In both cases, what is the gist of the statement remains unsaid:
the way the pregnancy of Mary comes about also for a Muslim
believer. In other words, both poets compare the inspiration
which engenders their poetry with the procreation of Jesus
through the Holy Spirit.

In the poetry of Hifiz, the unquestionably greatest master of
Persian lyrics, the ideas about inspiration reappear in principle,
even though with some noteworthy modifications, which are

37 Surah 76:21, transl. A. ALL
*® Sharafnama, ed. Dastgirdi, 47, 5-8.
¥ ROMI, Diwan, ed. Furiizanfar, Teheran 1336/1957, ruba 7 no. 9ob.
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perhaps due to the generic difference. First of all, Hafiz calls him-
self a »bird at God’s throne«,” or a »bird of the rose-garden of
sanctity (t@yiri gulshan-i quds)«,*' an evident allusion to Nizami’s
nightingales at God’s throne. Another metaphor used by Hifiz
for describing his contact with the metaphysical sphere is »sufi of
the cloister of the world of sanctity«. But most important for our
context is the way Hafiz labels his inspirer by various names. He
calls him (or it) the »voice of the invisible world (hatifi ghayb)«,”
but also the »angel Suriish«, sometimes in the amplified form
suriish-i ‘alam-i ghayb, »the Suriish of the invisible world«,” Sur@ish
being a relic from Zoroastrianism, assimilated by Islamic thought
to Gabriel who in his turn had been identified with the active
reason by Ibn Sini and other Islamic. philosophers. In these
verses, Hafiz stresses the idea that the message of Suriish requires
a listener who is »initiated« (4shzd) and »intimate/trustworthy«
(mapram). But Surish in Hafiz’ poetry is also related to the Zo-
roastrian convent as a place where one drinks wine and Surtish
just brings the happy news that God is merciful and forgiving,
also with respect to the sin of wine-drinking.*

Neither Nizami nor Hafiz thus connect their intrinsic mes-
sage with the names of their inspirers. They just stand for their
contact with the invisible world, for a new form of inspiration
which I would like to call sacralized, even though Hifiz steadily
undermines this view by his apparent frivolities. Some remark-
able ideas about the poet’s divine or — in the negative case — de-
moniac inspiration and, accordingly, his either wholesome or
disastrous role in society have been propounded in the writings,

® Diwain, ed. M. Qazwini/Q. Ghani, Teheran [n.d.], 332, 10 = ed. P.N. Khan-
lari, Teheran 1359/1981, 324, 9.

! Drwan, ed. Qazwini/Ghani, 317, 2 = ed. Khanlarj, 310, 2.

2 QG 90, pu. = Khinlari 96, 6.

“ QG 37, 3 = Khanlari 37, 3.

“ Cf. my »Zarathustra — Hafiz — Goethe. Intuition, influence, intertextualité,
in: Colloquium Helveticum (forthcoming).
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and in many a ghazal — by the modern Muslim philosopher-poet
Muhammad Igbal.*

Finally, we should point also to a modern text which in a way
continues the old tradition of sacralized inspiration. It is a text
by the well-known Persian writer Jalili Ali Ahmad, entitled
»Epistle of the apostle Paul to the writers« (Ris@la-i Pilus-i rasil be-
katiban).*® The epistle is presented as having recently been discov-
ered by a Nestorian priest on the margin of a Syrian manuscript
containing the gospel of Barnabas, all of which is of course mere
fiction. The text comprises four short chapters and is written in a
very particular style, reminiscent rather of the beginning of the
gospel of St. John than of the style of St. Paul’s epistles. I quote
the beginning and a few lines from the last chapter:

This is the epistle of Paul the Apostle, the servant of our Father,
who is in Heaven, to the writers. Paul the Apostle, who was called
to be apostle and selected for the gospel of God not by any man
nor by human means, but by the father, who resuscitated the son
from the dead, — (Paul) to the writers, authors and copyists, the
clerks, inquirers and accountants, the panegyrists and r4jaz-poets,
the historians and translators, the traditionalists and the avant-
garde:

In the word of the Son of man it is written: [... — here follows the
beginning of the gospel of St. John about the word that was in
the beginning with God].*’

Imitating the style of these verses about Jesus as the word of God,
Al Ahmad gives a symbolic history of the word, the word that
was betrayed and imprisoned. But the true writer is he who, even
if he is imprisoned, will not betray the word, for the writer’s life
is brief, but the word is eternal.

% For Igbal cf. A. SCHIMMEL’s standard work, Gabriel’s Wing: A study into the
religious ideas of Sir Mubammad Igbal, Leiden: Brill, 1963 (Studies in the History of
Religions — Supplements to NUMEN; 6).

“ Cf. A. SCHIMMEL, Mubammad Iqbal: Prophetischer Poet und Philosoph,
Miinchen: Diederich, 1989 (Diederichs Gelbe Reihe; 82), 113 ff.

" In the volume Zan-i ziyads by the same author, Teheran 1977, 9-22.
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In the fourth chapter, Al41 Ahmad implores his addressees to
assume their responsibility as writers. In their breasts they should
be open for every human grief, and in their hearts they should
have ready an answer for every unknown heart’s throbbing. They
should never sell »the word« for the sake of bread. »If you have to
sell, rather sell your arm, but not the pen, or even sell your body,
but not the word!« The very last phrases run as follows:

O writer, give the joyful message of beauty, goodness, brother-
hood and peace. In your word console those in mourning, sup-
port the weak and keep a sword in the face of tyrants, be an angel
of wealth for the poor and a demon of dearth and famine for the
wealthy. For the more our pains grow in the word, our comfort
will increase in the word (dar kalam). So it be for years to come,
so it be for centuries. Amen.*®

All this sounds remarkably old-fashioned when looked at from
the angle of western contemporary writing. Perhaps a western

writer should invent a similar recommendation and put it in the
mouth of Buddha?

® e, 22.



THE MISSION OF THE PALESTINIAN
AUTOBIOGRAPHER®

Susanne Enderwitz
(Jerusalem / Berlin)

Even as late as 1991, the majority of the contributors to a collecti-
on of essays entitled Middle Eastern Lives. The Practice of Biography
and SelfNarrative' denied the existence of any Arabic auto-
biography worth the name, enumerating a number of factors
working against it. They claimed that a) the Arabic autobiogra-
phy lacked historical neutrality and detachment, b) the examplary
and typical was to be regarded more important than the indivi-
dual, and c) introspection and self-exposure were lacking. While it
is certainly true that autobiography in the modern sense of the
word — »a retrospective prose story that a real person relates
about his or her own existence, in which he or she gives emphasis
to his or her individual life, and to the history of his or her per-
sonality in particular<’ — was invented in Europe, autobiography
today flourishes in Arabic as much as in European and American
literatures. Like Arabic literature in general, Arabic autobiogra-
phy passed across a rapid development in the course of the 20th
century. Starting with Taha Husayn’s alAyyam (The Days, 1929),

" I wish to express my thanks to the Volkswagen and the Minerva Founda-
tions, the Wissenschaftskolleg (Berlin) and the Van-Leer-Institute (Jerusalem),
which latter invited me for two academic years during which this study could be
concluded.

! Cf. Martin KRAMER (ed.), Middle Eastern Lives: The practice of biography and
self-narrative, Syracuse: Syracuse University Press, 1991.

% Philippe LEJEUNE, Le pacte autobiographique, Paris: Editions du Seuil, 1975,
14.
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which was to influence both novel and autobiography, it went
through a number of successive, but sometimes overlapping sta-
ges. I will briefly recall them, as far as they concern the autobio-
grapher, his concept of self and, linked with it, his mission.

L. Arabic antobiography

The first stage [ would call the stage of exemplarity. Both in terms
of an exemplary life and an example of one’s generation, auto-
biographers, involved actively and passively in the transition
from — as they conceived it — tradition to modernity, clearly
wrote for didactic and historical purposes alike. Traditional mo-
desty and modern milieu-theory, however, called for an emphasis
on one’s formation by rather than of society. »Why shouldn’t I
write the history of ‘My Life’«, Ahmad Amin states at the outset
of his autobiography Hayati (My Life, 1950), »perhaps it may por-
tray one aspect of our generation and describe one type of our
life, perhaps it may benefit a reader today and help a historian
tomorrow, for I have been concerned to describe my surround-
ings as they affected myself, and myself as I was affected by my
surroundings.«’

* Ahmad AMIN, Hayati, Cairo: Maktabat al-nahda al-misriyya, 1989, 6-7. The
didactic impulse is also apparent in Jurji ZAYDAN, as the translator of his auto-
biography, Thomas PHILIPP, points out: »Even though Zaidan was not planning
to publish his autobiography just then, he was aware, while writing it, that it con-
tained ‘many lessons beneficial for the youth.” In other words Zaidan projected his
belief in self-improvement with all its concomitant values of perseverance, hard
work, discipline, etc., into the narration of his early life.« Thomas PHILIPP, Gurgi
Zaidan: His life and thought, Beirut 1979 (Beiruter Texte und Studien; 3), 15. In a
similar vein, but already emphasizing his active participation in the creation of
the new society, Salama MUSA claims: »In this autobiography I do not merely
describe the story of my own life. In giving the story of my life, and in describing
how my personality developed and how I educated myself, I intend to give promi-
nence to my own role in the destruction of the bridges that linked our present to
the Dark Ages that were our past, and in the effort to connect the history of to-
morrow, full of bright progress and couragious vision... This is the history in
which I lived, and the history of the generation of which I was a member.« Salima
MUSA, Tarbiyat Salama Misa, Cairo: Mu’assasat al-Khanji bi-Misr, 1958, 2.
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The second stage is marked by a shift from exemplarity to
individuality. Individuality goes along with a sense for unique-
ness, but at the same time it implies a greater awareness of one’s
active role in history, if only at the margins of society. Salima
Masa, in his Tarbiyat Salama Misa (The Education of Salima
Miis3, 1947), displayed both, a clear awareness of his uniqueness
as a Copt and a socialist as well as having a historical responsibi-

lity:

The main motive for my writing this autobiography may well be
that I am aware of standing, to a large extent, isolated from the
society in which I live, aware of being out of step with the trend
of its belief, its sympathies, and its prospects. In this respect,
therefore, this life story will be the justification of my attitude
over and again the society to which I belong, an attitude of pro-

test and opposmon I am writing in order to settle my account
with history.*

Individuality, however, reached its peak only in a third stage,
when the ban over subjectivity was lifted.” This was achieved in
Sijn al-‘umr (The Prison of Life, 1964) of Tawfiq al-Hakim, who
was the first to cut the link between autobiography and biogra-
phy as a historical record. He gave up the linear, chronological
form of narration, in order to adopt a radically subjective stand-
point:

This has been a portion of a life. I did not intend it to be a nar-
rative of it, so I did not keep to the familiar way of relating a bi-
ography, followmg a chronologlcal order of events. Rather, I
have in most instances mingled times and occurrances in order
to reach straight at the heart of the matter sought here — namely,
the uncovering of something relevant to the formation of this
nature of mine, behlnd the prison bars of which I have been
thrashing all my life.®

4 MUSA, Tarbiya, 3.

% Tetz ROOKE points to the fact that Salama MUSA was the first author to
employ the term sira dhatiyya. Cf. Tetz ROOKE, In my Childhood: A study of Arabic
autobiography, Stockholm 1997 (Stockholm Oriental Studies; 15), 66-67.

¢ Tawfiq AL-HAKIM, Sijz al-‘umr, Cairo: Maktabat Misr, 1990, 228.
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Al-Hakim still believed to be able to reach »straight at the
heart of the matter«, to reveal his inmost self or his »motor, as
he calls it. The next and fourth stage was achieved when Jabra
Ibrahim Jabra, in his #/-Bi’r al-#la (The First Well, 1987), implicit-
ly acknowledged the Freudian concept of the subject or Ego,
which is not even master in its own house. The rational, organ-
ized self with a stable identity is d1sm1ssed on terms of the func-
tions of memory:

Childhood stories are stories of events which have become a

blend of memory and dream, of existential intensity and poetic

trance, a blend in which the rational and the irrational intertwi-
7

ne.

Shortly before, however, Idwar al-Kharrat, in his Twurabuba
Za'faran (City of Saffron, 1986) had already moved on to a fifth
stage. He seems to have adopted not only the psychoanalytic the-
ory with its denial of a stable memory, but rather the post-
modern, Lacan-based denial of a subject or self. If, however, the
Self is split into many from the beginning, autobiography, then,
with its aim of giving a life a coherent meaning, is nothing but a
self-invention:

These writings are not an autobiography, nor anything like it; the
flights of fancy, the artifice herein, bear them far beyond such
bounds. They are illusions — incidents and visions — figures; the
kernels of events which are but dreams; the clouds of memories
which should have taken place; but never did. More perhaps a
‘becoming’ than a life; not my life.?

One critic has called Kharrat’s autobiographical novel a
»biography of a city«’ (Alexandria), and this, indeed, seems to be
the latest trend in Arabic literature, judging not only from Mu-

"JABRA, Bi'r, 14 (for bibliographical data see footnote no. 10).

8 Idwar AL-KHARRAT, Turabuhi za'faran, Cairo: Dir al-mustagbal al-‘arabi,
1986, preliminary remark.

® Cf. Mona M. MIKHAIL, »Man and the Sea: Intertextual perspectives in Id-

war al-Kharrat's Turdbuba Zafaran«, in: 1.J. BOULLATA (ed.), The Arabic Novel
since 1950: Critical essays, interviews, and bibliography, 191-203.
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hammad Shukri’s two-volumed autobiography, al-Khubz al-hafi
(For Bread Alone) and al-Shuttar (The Rogues), in which his Mo-
roccan native town Tanger plays a major part. There are other
works, such as Khalid Ziyada’s Yawm aljum ‘a yawm al-apad (Fri-
day, Sunday) about his Lebanese home-town Tripolis, Liyana
Badr’s Nujam Aripa (The Stars of Jericho) about the Palestinian
Jericho, and ‘Abd al-Rahmin Munif’s Sirat madina — Amman fi
al-arba ‘Tnat (Biography of a City — Amman in the fourties) about
Jordan’s Amman. In these, the protagonist is no longer at the
center of attention, but is only part of the city’s living body and
the medium by which the city of the past is brought back to life.
This, then, would be the fulfilment of what post-modernism has
diagnosed as the disappearance of the subject and the end of
autobiography, respectively.

II. Palestinian autobiography

But where, on this scale of six levels, is Palestinian autobiogra-
phy'® situated? Certainly, Palestinian autobiography, like the

' In the following, I give a brief list of the authors and their works I have
consulted: 1. Fawwaz TURKI was born 1940 in Haifa into the family of a small
shop-keeper. In 1948 the family fled to Beirut, where Turki was brought up in a
refugee camp. After world-wide travels and several years in an Indian ashram, he
moved to the USA and became a PLO activist there. Today he is a decided critic of
the PLO. He published three versions of his autobiography: The Disinberited: Jour-
nal of a Palestinian in exile, New York/London: MR Press, 1972, 1974; Soul in Exile:
Lives of a Palestinian revolutionary, New York/London: MR Press, 1988; Exile’s Re-
turn: The making of a Palestinian American, New York: The Free Press, 1994. — 2.
Hisham SHARABI is the 1927 born son of a well-to-do family with origins in Jaffa.
After his family had fled to Beirut in 1948, he himself had to leave Lebanon be-
cause of his ties with the Syrian National Party under Antiin Sa‘ada. In the USA,
he made a distinguished career as professor for political philosophy. His plans to
resettle in Beirut in 1975 were frustrated by the civil war. He wrote two autobio-
graphies: Aljamr wa l-rimad (Embers and Ashes): Dhikrayat muthaqqaf ‘arabi, Bei-
rut: Dar altali‘a, 1978; Suwar al-madi (Images from the Past): Sira dbatiyya, Beirut:
Dar Nilsiin al-Suwayd, 1993. — 3. Fadwa TUQAN was born in 1917 into a land-own-
ing family in Nablus. Revolting against most members of the strictly patriarchal
household, she identified only with one of her older brothers, the nationalist poet
Ibrahim. Starting with romantic poetry, later she became one of the leading Pales-
tinian national poets. She still lives in Nablus today. Tuqan published her auto-
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autobiographies of the last and newest stage of Arabic autobio-
graphy in general, focuses on the place, be it Jerusalem, Jaffa,
Bethlehem, Nablus or Akko. The »subject in crisis«, however,

biography in two volumes: Rihla jabaliyya rihla sa‘’ba (Mountainous Journey,
Difficult Journey), Amman: Dar al-shuriiq li-l-nashr wa-l-tawzi‘, 1985; Al-ribla al-
as‘ab (The Most Difficult Journey), Amman: Dar al-shuriiq li-l-nashr wa-l-tawzi‘,
1993. — 4. Hala SAKAKINI is the 1924 born daughter of the leading Palestinian
intellectual in the thirties and fourties, Khalil Sakakini. After her childhood and
youth in Rehavia, the German Colony, and Katamon in Jerusalem, in 1948 she
fled with her family to Cairo. In 1953 Hala and her sister returned to Palestine and
started teaching in Ramallah. They are still residents of Ramallah. Sakakini’s
autobiography bears the title: Jerusalem and I: A personal record, Amman 1987, 1990.
— 5. Jabra Ibrahim JABRA was born in 1920 into a poor family in Bethlehem. After
having received his education in Jerusalem, he studied English literature in Ox-
ford. He spent all his adult life in Baghdad, where he taught English literature at
the university. Jabra is one of the most distinguished Palestinian writers of short
stories and novels. His autobiography was published in two volumes: Al-bi’r al-ala
(The First Well): Fusil min sira dbatiyya, London: Riyad al-Rayyis, 1987; Shari‘ al-
amirit (The Street of the Princesses): Fusial min sira dbatiyya, Beirut: Al-mu’assasa
al-‘arabiyya li-l-dirasat wa-l-nashr, 1994. — 6. Yaisuf HAYKAL was born in 1907 into
a wealthy family of merchants in Jaffa. After having finished his education in Jaffa
and Jerusalem, he studied law and society in both France and England. In the
forties, he was appointed mayor of Jaffa and remained in this post until 1948.
Later he served the Jordanian government as an ambassador in several countries.
Haykal wrote his autobiography in two volumes: Ayyam al-siba (Days of Child-
hood): Suwar min al-hayit wa-safahat min al-tarikh, Amman: Dar al-jalil, 1988; Rabi*
al-payat (The Spring of Life), Amman: Dar al-Jalil, 1989. — 7. Ihsan ‘ABBAS is the
1920 born son of a poor peddler living in a village near Haifa. Like most of the
other male autobiographers, he went to a secondary school in Jerusalem. Being
one of the leading Arab historians of classical Arabic literature, he has taught at
the universities of Khartoum, Cairo, and Beirut. In 1986 he moved to Amman. He
published his autobiography under the title: Ghurbat alra7 (The Exile of the
Shepherd): Sira dhatiyya, Amman: Dar al-shuriiq, 1996. — 8. Hanan ASHRAWI was
born in 1946 in Ramallah into a middle-class family. She studied English literature
in Lebanon and America, but also wrote about Palestinian literature. Being back in
the Westbank, she found her way into politics and helped to shape the conference
of Madrid in 1991. Today she works for the Palestinian Authority as its minister of
education. Her autobiographical account bears the title: This Side of Peace, New
York: Simon & Schuster, 1995. — 9. Sumaya FARHAT-NASER was born in 1948 into
a peasant family of Birzeit. After having accomplished her university education in
Germany, she started to teach biology at the university of Birzeit. During the Inti-
fada, she organized discussion-groups of Jewish and Arab women. Today she is the
director of the Jerusalem Center for Women. With the help of a Swiss journalist
she published her autobiography: Thymian und Steine: Eine palistinensische Lebens-
geschichte, Basel: Lenos Verlag, 1995.
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which stands behind it, is not to be understood in post-modern
terms. The crisis experienced by the subject is neither a philoso-
phical nor a psychological crisis; it is political. In Palestinian
autobiographies the place replaces the essence: thus, the original
question of autobiography — »who am I and how did I become
what [ am?« — is turned into a modified »where am I and where
do I belong to?«

Salma Khadra al-Jayyusi unequivocally distinguishes between
two types of Palestinian literature;, and doing so she directly refers
to the question of place. According to her, there is a Palestinian
literature from within and another from outside:

When we speak of ‘contemporary’ Palestinian literature, we are,
in fact, immediately faced with two literatures: that of writers
still living on the soil of the historical land of Palestine, and that
of writers living in the diaspora."

What may be true for Palestinian literature in general, however,
would lead only to a superficial division of autobiography in par-
ticular. All Palestinian autobiographers, whether they live on the
Westbank or abroad, express a general feeling of a non-identity, a
not-being-in-place, a not-belonging: exile.

" Exile (ghurba) is a dominant notion used even on one of the
title-pages — [hsan “Abbas’ Ghurbat al-ra T (The Exile of the Shep-
herd). Yet, ‘Abbas disappoints in a highly ironical fashion the
expectations of his readers. In other words, he does not refer to
the factual exodus of hundreds of thousands of Palestinians after
the war of 1948, but to the virtual disappearance of the eternal
Palestinian peasant during the British mandate. Already in the
early fourties, the romantic figure of the shepherd turned into a
salaried worker:

I have to admit that I was very much attracted by the pastoral
side in Latin and English poetry... In my eyes the peasants be-
came shepherds and the countryside was ‘Arcadia,’ their allegori-
cal dwelling place. Reality was something else, and of course I
knew of the contradictions of rural life, which was not consistent

! Salma Khadra JAYYUSI (ed.), Modern Palestinian Literature, New York: Co-
lumbia University Press, 1992, 4.
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with the allegory at all. It was a hard and uncomfortable life, en-
dowed with restrictive rules, and the language of the people irri-
tated by its monotony... But in the years of the Second World
War I became angry with the peasants, when I witnessed them
abandoning the soil in order to work for the British army..."2

Other autobiographers, however, link the notion of exile di-
rectly with the wars of 1948 and 1967, respectively. Those who left
Palestine in 1948 became Palestinians through exile:

I just know [writes Fawwaz Turki] that for my own generation of
Palestinians our last day in Palestine was the first day that we be-
gan to define our Palestinian identity."

The same holds true in the opposite direction; those who stayed
in the Westbank and Gaza became exiles by the Israeli occupation
of the Six-day-war: »After the 1967 war«, Hanan Ashrawi states,

the ‘Palestinian Question’ — whether we would ever have our
land restored to us, or at least a portion of it — had become a
personal issue. With the occupation of the West Bank and Gaza,
it had hit home, literally. It was no longer my parents’ legacy or
an abstract historical or political concept. It became my burden,
my responsibility. Overnight, I had become an ‘exile,” and most
of my family remained under occupation.' '

The awareness of exile does not only affect the perception of
the self, but extends to the autobiographers’ audiences as well.
Whether the autobiographers write in Arabic, English, German,
Swedish or Hebrew, they always address a public perceived of as
indifferent to their cause and to be informed, convinced and won
over. In the following I have therefore taken into consideration
not only Palestinian autobiographies from abroad, mainly Amer-
ica, but also some autobiographies written in languages other
than Arabic, mainly in English.

12 < ABBAS, Ghurba, 139-40.
3 TURKI, Soxl, 18.
4 ASHRAWI, Side, 19. — Cf. also TUQAN, Ripla II, 165.
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III. The mission of Palestinian autobiography

Unlike Egyptian autobiography, which goes back to the twenties
of our century or to even earlier times,'* Palestinian autobiogra-
phy does not have a long history of its own. Together with other
forms of literary personal account, Palestinian autobiography
started to boom only in the second half of the eighties. Roughly
at the time of the outbreak of the Intifada (1987), the declaration
of Algiers (1988) and the conference of Madrid (1991), a whole
number of individuals, independently from each other, set out to
publish their personal life-stories in order to claim a distinct Pal-
estinianness, a personal attachment to the place, and even a na-
tional consciousness.

According to the autobiographers, or at least some of them, a
Palestinian intellectual after 1948 would pass through three
different stages. At first, there was an identification with the Pal-
estinian fighter of the thirties and fourties, long before the estab-
lishment of the Fatah and the glorification of the fidi 7, the secu-
larized version of the mujahid.

It is especially Turki who refers to the myth which was built
around the fighters and which seems to prefigure a Palestinian
national consciousness:

Though my father was never a mojabed, he transmitted their
ethos to me. The mythology of the mojabedeen is an integral part
of our oral history. Every Palestinian child who sits on his par-
ents’ knees listens, entranced, to the tales of men who defied the
hated British and later the Zionists. How bands of mojabedeen
came to the village during the 1936-39 revolt, with guns and
checkered headdress, and the women came out to the square and
gave them flowers and bags with food and the children pointed
at them. Suddenly a woman would stand close to them, put her
hand over her mouth, clasping her lips with two fingers, and
start ululating. The other women joined in and the square, the
whole village, reverberated with the resonant sounds. The men in
the village became reverential, their voices hushed, as they greeted
the mojabedeen. ‘Ahlan Wa Sahlan, Ahlan Wa Sahlan fi el Abtal’

15 Cf,, for instance, Thomas PHILIPP, »The Autobiography in Modern Arab
Literature and Culture«, in: Poetics Today 14 (1993), 573-604.
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(Welcome, Welcome to the brother heroes). And before leaving,
the fighters were joined by some of the young men, who would
leave the village fields to live in the hills with them.'®

The second stage was reached when the autobiographers en-
tered the arena of political activism. Sharibj, in the fourties, was
a staunch supporter and close confidant of Antin Sa‘ada, the
founder of the »Syrian Socialist Nationalist Party«, whose aim
was a socialist regime in a rebuilt Greater Syria, including Pales-
tine, Lebanon and Transjordan.” When the party was banned
and, shortly afterwards, Sa‘ada was captured and sentenced to
death, Sharabi managed to escape via Damascus with the help of
his influential father, who provided him with a Jordanian pass-
port. From abroad, Sharabi continued to write articles on behalf
of the party’s cause, but after 1955 he lost his contacts. From 1967
onward he joined the Palestine Resistance Movement, especially
during his one-year-stay in Beirut in 1970. Like many other Pales-
tinian intellectuals, however, he stayed aloof from the inner, deci-
sion-making circles of the Movement.'®

Turki, too, belonged in his youth to the »Syrian Socialist Na-
tionalist Party« — obviously at a time, when Sharabi had already
quit it —,'° not so much because of his pro-Syrian, but rather be-
cause of his anti-Nasserist feelings. In the seventies, however, he
became one of the staunchest supporters of the PLO in America
and, in his own words, »the model activist and lecturer of choice,
a kind of legend actually.<’*> Moreover, he published articles in
American newspapers and Palestinian periodicals, edited the
»Arab Report«<® and was present at all major PLO-events.”” After
1982, however, witnessing how the PLO tried to profit by the

16 TURKI, Sowl, 30-31.

17 Referring to her father, SAKAKINI, Jerusalem, 38, expresses a similar idea.
18 SHARABI, Suwar, 25-26.

19 TURKI, Disinberited, 59.

20 TURKI, Return, 10.

2 Ibid., 193-94.

2 Ibid., 190, 211.
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events of Sabra and Shatila, he adopted a rather cynical attitude
towards his mission.?

At the third and final stage, writing personal account litera-
ture emerged as an appropriate means of self-expression, which
obviously holds true for all of the autobiographers, but is only
commented upon by Sharabi and Turki. For Sharabi the writing
of his autobiography brought about relief from the strain of ex-
ile, whereby the use of the Arabic language itself was a political
rather than a cultural manifestation. Having written most of his
academic books in English, he confesses:

For an exiled person like me, writing is the remaining homeland.
Therefore I feel always in exile, when I have to write in English
Desplte my constant struggle with classical Arabic, I love it
deeply.®

Turki, on the other hand, stresses the political impact of writing
his autobiography, but for him, too, writing has an existential
quality:

I supported the rebels in their drive against the mainstream lead-
ership; that didn’t work. I went to Mecca to do the Hajj; that
didn’t work. I called for a struggle of blood and fire against the
enemy; that didn’t work... Finally I withdrew to write... about the
mythology of hope of my generation, its nostalgia for the abso-
lutes of the battle of Karameh in 1968 and for the metaphoric
necessity of the future tense in our life of struggle.?’

Writing for the sake of »the future tense in our life« is, how-
ever, in both Sharabi’s and Turki’s autobiographies accompanied
by the feeling that »our future has become our past«. In other
words, writing one’s autobiography is a highly ambiguous ven-

2 Ibid., 10. — On September 16, 1982, Christian Falangists murdered under the
eyes of the occupying Israeli forces hundreds of Palestinian civilians in the two
camps of Sabra and Shatila, which were located in the western part of Beirut.

24 SHARABI, Suwar, 32.

2 TURKI, Soul, 202. The battle of Karameh on March 21, 1968, during which
several brigades of Israeli troops crossed the Jordan River to attack Palestinian
military bases in the abandoned town of Karameh, became one of the foundation
myths of the modern Palestinian commando movement.
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ture. On the one hand, writing is not so much a political act but
a statement of accounts, an act of self-justification. In both Turki
and Sharabi a highly resigned and pessimistic tone is to be heard
when they contemplate their political past. Sharabi:

We wished to exchange the individual life in the stagnant family
environment that we grew up in, for a life in the midst of soci-
ety, wide and rich. So we followed the road of party work, and we
paid the price for our meddling in politics dearly. I speak not
only of the Syrian Nationalists, but also of the Communists, the
Baathists, and all the others who joined the parties and ideologi-
cal movements that appeared during those periods. Where are
they now, my comrades and the children of that generation, the
avant garde of that new generation? Their parties have been shat-
tered and fragmented, and before all the Syrian Socialist Nation-
alist Party, which was the first to pay the price of revolution.
Now we, the children of that generation, are in our forties and
fifties. Our lives lie behind us and our future has become our
past. What did we achieve with our struggle? Sometimes I tell
myself that everything was our own fault, that we are the ones re-
sponsible for what happened. We had the opportunities to avoid
the catastrophes that we experienced. But then I reconsider and
say: there was no other way! Our fault was not that we made a
revolution, but that we didn’t prepare ourselves enough, neither
with theory nor with arms.

And Turki:

There is nothing else to do [but to write]. I am forty-five years
old and I find no emotional logic in my retrospections no rele-
vance in my dogmatic certitudes. A new generation, br1ng1ng
with it a new order of reality, an alternative order of meaning, is
emerging to supplant ours. No individuals who hold themselves
responsible, as I do, and no generation that holds itself responsi-
ble, as mine must, for the monstrous evil of Sabra and Shatila
can make their reahty durable by any means other than final re-
lease from that evil.?

2 SHARABI, Jamr, 202.
2T TURKI, So#l, 202.



THE PALESTINIAN AUTOBIOGRAPHER 41

Resignation is, however, not the last resort of the autobiogra-
phers. At the same time a strong feeling for continuation pre-
vails, for the necessity not to give up, to keep on struggling. This
sense, however, expresses itself in images which are not taken
from the political sphere, but are borrowed from nature and
metaphysics. As these images point back to the natural character-
istics of the landscape (the rocky soil) and to religious concepts of
the region (biblical and gnostical elements), they seem to present
steadfastness as an intrinsic part of the Palestinian personality.?®

Turki, who in his personal classification of the Palestinians
places himself among the »defeated«,”” nevertheless keeps up his
hope for the future:

It seems only yesterday that I was twenty-five and the battle of
Karameh thrust me and my generation into a life of struggle...
Though we have failed in struggle, our failure is not a bastard
mode of existence. Though we have died in life, this death is not
a negation of our nexus of being. Nothing dies without leaving
its seed behind... It matters not that we, the native people of Pal-
estine, keep carrying bricks to Babel, year after year, generation
after generation, in a desperate, monotonous reach for the heav-
ens, although we know the tower may never be completed. What
does matter is to proceed.*

In a similar vein, only with a more feminist aim in view, Taqan
claims:

A seed does not see the light without first cleaving a difficult
path through the earth. This story of mine is the story of the
seed’s battle against the hard rocky soil; a story of struggle, depri-
vation and enormous difficulties... I should like to add here that
the struggle for self-fulfilment is sufficient to satisfy our hearts
and give meaning and worth to our lives. There is no shame in
losing the battle. The main thing is not to give up and lay down

%8 This observation goes well with the fact that steadfastness (sum#d) indeed
has become a catchword for the Palestinian experience. Cf. for instance Raja SHE-
HADEH, The Third Way: A journal of life in the West Bank: Between mute submission
and blind hate — I choose the third way. I am Simid, London: Quartet Books, 1992.

» TURKI, Disinherited, 9.

30 TURKI, Soxl, 203.
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our arms. The powers of darkness, whether metaphysical, social
or political, challenge us in order to destroy us. But, despite our
weakness, we confront these powers with stubborn pride.

Given the three stages of armed struggle, political action and
autobiographical writing, the struggle with the pen is the armed
struggle continued with different means. Therefore, the objectives
of the struggle can be expected to remain the same. And indeed,
if we look at the agenda of Palestinian writers — not only auto-
biographers —, we find several variations running around the
theme of »nation and narration« (Homi K. Bhabah). In an inter-
view, the Palestinian poet and activist Mahmiid Darwish, for ex-
ample, articulated the Israeli/Palestinian conflict in terms of a
struggle over the construction of the master narrative of place,
when he claimed: »Whoever writes the story [of the place] first,
owns the place.<’> The same holds true for the Palestinian auto-
biographers, who articulate a number of tasks which are meant-to
eventually serve the mission of Palestinian autobiography: the
creation of a Palestinian nation state.

The first task of autobiography is to set right the distorted
Palestinian history since, as Turki states, »the country I come
from [is] now be paraded naked in the streets of Western history
books.«*> However, autobiography does not aim at the narration
of big events; rather, it is a microhistory, a history from within,
an intimate history. History writing proper, Muhammad As‘ad
claims in his autobiographical novel Atfil al-nadi (Children of
the Dew), has focused on Israeli history and has overlooked the
Palestinians, who in turn have to collect the scattered pieces of
their historical experience by themselves:

Our details have not been written yet. Have I not said before that
it seems as if we did not belong to this world? We are alien be-
ings, cut off from the earth.** [And again:] I feel so familiar with

3 TOQAN, Ripla, g-10.

32 Cf. Josefa LOSHITZKY, Exile and Anxiety, draft, presented on May 30, 1997
at the Van Leer Institute, Jerusalem, 23.

3 TURKI, Return, 140.

3 Muhammad AS‘AD, Atfzl al-nada, London: Riyad al-Rayyis, 1990, 43.
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all these people. It is as if they were waiting for me to get them
out of their darkness... But who am I to accomplish this enor-

mous task? Can a single memory be enough to present millions
of details?*

Intimately linked with the recollection of the past of Pales-
tine is the second task of autobiography, a revaluation of the dis-
torted image of its people. Turki states very clearly the relation
between the past and the present as a history of displacement and
alienation, when he refers to the word »terrorist« as »the ultimate
expression of the sense of otherness that others have afflicted us
with.<*® _

Therefore, the »human dimension« is introduced. Hanan
Ashrawi, for instance, points to this concern of hers:

Motivated neither by guilt nor by pride, but by a sense of re-
sponsibility and the exercise of honesty, I feel compelled to nar-
rate that side of peace which the standard textbooks of history
and political science tend to ignore — a personal account of one
player and the human dimension of an impersonal process.
While the fate of nations and the course of global politics are
generally perceived in abstractions and sweeping moves, some-
thing remains to be said about the view from within.”’

Said K. Aburish, in a biography of his family with the title Chil-
dren of Bethany, similarly stresses the »human dimension«:

For me, no complete understanding of the turbulent modern
history of the Arabs is possible without the human factor. This is
a book about one family, a family unfortunate enough to experi-
ence most of the dislocating events which began in Palestine and
the Arab world in 1917. I am not particularly interested in the
politics of those events in isolation, but I am interested in the

% Ibid., 46. — The historiographical character of Palestinian autobiography is
further enforced by the fact that, unlike other Arabic autobiographies, most of
them contain a section with documents, photos of families and dwelling places,
schools and universities, certificates, attestations and maps. Moreover, letters and
diaries are quoted.

3 TURKI, Soul, 141.
37 ASHRAWI, Side, 15.



44 SUSANNE ENDERWITZ

" people caught up in them, in the wounds of change rather than
the winds of change.*®

As Palestinian autobiography links the past of Palestine with
its present, it is also concerned with the future of its people.
Here, in the struggle for the »just cause«,” lies the third task of
autobiography, namely, the need to raise one’s voice, to appeal to
the world for acknowledgement, and to bring about a lasting jus-
tice. Injustice, done already to the Palestinians by the Turks un-
der the Ottoman rule, by the British during the Mandate and by
the establishment of the state of Israel, is especially stressed with
regard to the occupation of the Westbank in 1967. In the last sec-
tion of her book, Sakakini summarizes the comforts she and her
sister enjoy in Ramallah, for example their home, their neigh-
bourhood and their friends, but then she adds bitterly:

On these pleasant thoughts we went to sleep. But next day, going
over the subject once again, we discovered that we had only
drugged ourselves to sleep. We had not solved the problem, the
causes of our unhappiness were still very much there. Injustice,
injustice, injustice everywhere.

Likewise, Ttiqan, asked by an Israeli journalist whether the Arab
forces, were they to occupy Tel Aviv, would exercise as mild a re-
gime as the Israeli forces in Nablus, vigorously enumerates the
evils done by them:

My God, doesn’t she know, what happened to us under the oc-
cupation... the dead, wounded and those arrested.. the
confiscation of land, the demolition of houses, the expulsion
and deportation of people, the building of settlements... the sei-
zure of natural resources like water... the politics of education...

the dispersion of families...”!*!

38 Said K. ABURISH, Children of Bethany: The story of a Palestinian family, Lon-
don: I.B. Tauris & Co. Ltd., 1988, 1.

3 TURKI, Disinberited, 7.
40 SAKAKINI, Jerusalem, 160.
‘' TUQAN, Ripla I, 89-9o.
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While the above mentioned tasks of Palestinian autobiogra-
phy are directed towards the outside, the »self-righteous Western«
and the »self-satisfied Arab« worlds,” the remaining task leads
inward and thus links autobiography with the discussion about
place and identity. The fourth — and main — task of Palestinian
autobiography, then, is to create a comprehensive »collective
memory« (Maurice Halbwachs) via the individual personal narra-
tive. Therefore, of the two pillars of autobiography, identity and
individuality,” the former is clearly more stressed than the lat.
ter.* Hanan Ashrawi is explicit in this regard when she empha-
sizes the Palestinianness of her name. Referring to her.parents
- who, as she sees it, wisely refused to give their five daughters
European names and, instead, chose their names with regard to
the sound, to the meaning and to a positive nationalism, she
claims:

Hanan Daud Khalil Mikhail (Awwad)-Ashrawi is my personal
and collective narrative. I am Tenderness, the daughter of David,
who is the son of Khalil (Abraham) from the family of Michael
(also the name of an ancestor), which is of the clan of Awwad
(the one who inevitably returns), which is one of the original
seven clans who are the descendants of the seven founding fa-
thers of the town.*’

The long series of Palestinian names, she claims, are

»proof of lineage, of roots for a people uprooted, of continuity
for a 4lgistory disrupted, and of legitimacy for an orphaned na-
tion.«

“2 TURKI, Disinberited, 7.

# Cf. Manfred FUHRMANN, »Rechtfertigung durch Identitit: Uber eine
Wurzel des Autobiographischen«, in: Odo MARQUARD / Karlheinz STIERLE
(eds.), Identitit, Miinchen: Wilhelm Fink Verlag, 1979, 686.

“ Individuality, however, is not completely lacking in Palestinian autobio-
graphy. It is especially JABRA, Bi’r, 12-13, who states at the outset of the first vol-
ume of his autobiography: »I am not writing here a history of that era... Nor am I
here to write a history of my family... I am also not writing a sociological analysis
of a Palestinian town... What I have written is purely personal...

4 ASHRAWI, Side, 134.

 Ibid., 132.
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The family with its name links the individual to the collec-
tive. With the exception of Turki and his rather individualistic
way of seeing things, the role of the family is emphasized by all
of the autobiographers. Family history is decisive in the forma-
tion of the individual and its identity, as becomes clear from the
autobiographies of ‘Abbas and Sakakini. »Despite of what the
school offered us«, states ‘Abbas, »the most important thing was
the family and its [hi]stories«,” stories about avarice, passion and
honour, which were told again and again. Sakakini, too, stresses
the fact that she is very conversant with the history of her family:

When I was born all four grandparents had been dead for several
years. Yet I feel I know them all as I have heard a great deal about
them from my parents, aunts, cousins and family friends.*®

As the name links a person to his or her family, the family
links the person to a certain place. The place of one’s origin and
upbringing is depicted in all the autobiographies with great love
of detail, but Sakakini and Haykal add to that an outspoken local
patriotism. Sakakini lays emphasis on »the natural reserve and
dignity of the Jerusalemites, their sense of honour, their genuin-
ness, their decency«, confesses »I was proud to be one of them
and to belong to this ancient city,«* and compares with great
nostalgia the Jerusalem of the past with that of the present.*® At
the outset of her personal account she states:

Jerusalem is my hometown. Both my parents were born in that
great city, so were my grandparents on both sides, and so were
seven of my great-grandparents... Although I myself spent only
the first twenty-four years of my life as a resident of Jerusalem, I
rightly feel bound to that great city by centuries of family his-
tory. Wherever I may live I will always remain a Jerusalemite.’’

41 < ABBAS, Ghurba, 36.

8 SAKAKINI, Jerusalem, 2.
“ Ibid., 103.

% Ibid., 104-6.

1 Ibid., 1.
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Haykal, too, is very enthusiastic about his home-town, Jaffa.
He depicts the city as a lively centre with a flourishing economy
and culture in the first three decades of the century, and as a resi-
dence for a complex, well established, urban middle and upper
class. With a strong sense of belonging he exclaims:

I will never forget this town so dear to all of us. We are her chil-
dren, and the days we spent there were days of happiness. One
day, I hope, history will restore her former glory.”>

Haykal’s sense of belonging is, however, embedded in an even
wider frame than Sakakini’s when he states:

The things which are dearest for a person, are his home-land and
his family. Part of the home-land is one’s home-town.. My
home-land in general is the Arab world and in particular Pales-
tine, and my home-town is Jaffa.”

Return (‘awda) is no less a key word than exile; rather, it is its
intrinsic counterpart, and both are linked with Palestine the land.
The mission of the autobiographer which stands behind his or
her numerous tasks is, therefore, to contribute to the achievement
of return. Statements such as »I am like a traveller... waiting for
the hour of return«,” »As we grew up we lived Palestine every
day«,” or »Palestine did not leave my heart for a single day,«*
abound.

Return has been a key word of Palestinian identity from the
beginning. Sakakini, quoting again from her diary, this time with
an entry from 1951, states:

2 HAYKAL, Ayyam, 178.
%3 Ibid., 205.

% SHARABI, Suwar, 21-22.
55 TURKI, Soxl, 36.

% JABRA, Shari', 31.



Turki explains that the hope to return from exile unites all the
inhabitants of the refugee camp and thus provides a feeling of
solidarity which he considers the most important part of their

SUSANNE ENDERWITZ

The idea of emigrating passed several times fleetingly through
our minds since we came to Egypt, but we have always come to
the same conclusion: We will never be able to love a country and
people as deeply as we love Palestine and the Arabs. Therefore,
wherever we go, no matter how successful we may be, we will not
be happy.”’ '

personality:

In the very same text, however, he extends this »rootedness of an

While other Palestinians got lost in or melted into their host
states, we continued to believe in e/ awda, the Return, and to
mourn our fate in e ghourba, the land of others.®

uprooted people« to all the other Palestinians as well:

For almost half a century, the concept of the awda, the return to
home and homeland, formed the pivot of an exile’s inward life.
The idea shaped the sensibility of Palestinians in whatever host
state they happened to live. As the possibility of returning to
Palestine faded over the years, the image of the awda still glowed
vivid and real in their lives. If pressed, no sane exile would say
that his expectation of returning to Haifa, Jaffa, or Lod was real-
istic. But Palestinians in the diaspora need to believe that one
day they would return. Not to believe would have torn up the
roots of their identity. Like the square root of minus one, the
awda was a big lie, an imaginary notion, a state of fancy. But just
as this imaginary value is integral to the order of mathematics, so
was belief in the awda necessary to the lives of Palestinians in ex-

ile.”

When Turki wrote his third autobiography, the establishment
of a Palestinian nation state was already under discussion and the
return was no longer necessarily »the square root of minus one«.
But Turki in the meanwhile had adopted an attitude which is not

57 SAKAKINL, Jerusalem, 137.
8 TURKI, Return, 167.
% Ibid., 271.
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far away from Edward Said’s well-known defense of the voluntary
exile® and which is consistent with his own development from a
PLO activist in the seventies and early eighties to a vehement
critic of the »neobackwardness« of the PLO. In his first autobio-
graphy he still refers to his living conditions as a kind of fate
which was imposed on him:

After twenty years in the ghourba, of growing up perpetually re-
minded of my status as an exile, the diaspora for me, for a whole
generation of Palestinians, becomes the homeland.®!

In his second autobiography, exile is already voluntarily adopted
as a homeland of a special kind:

It is as if being homeless has been my homeland, a kind of tran-
snational place where I, along with other Palestinians of my gen-
eration, have felt the same sense of at-homeness that other folk,
with a state of their own, have had.%?

In his third autobiography, eventually, he even rejects his life-
long nourished Palestinianness in favour of the exile. There, he
sketches a scene in which he is trapped in Ramallah during a
short visit to Jerusalem for journalistic purposes in December
1990. Ramallah is under curfew, it is a bitter cold night, and the
power is off. He watches the lights of Tel Aviv twinkling in the
distance and continues:

Again I’'m reminded of how there is another world out there, and
this world here. I don’t know if the twain shall meet. I belong to
neither world. Now I know it. I am not, or at least no longer am,
part of the Palestinian world.%

In rejecting the return as a personal option, Turki is unique
among the Palestinian autobiographers; at the same time, how-

8 Cf., for instance, Edward SAID, Representations of the Intellectual: The 1993 Re-
ith lectures, London: Vintage Books, 1994.

8 TURKI, Disinberited, 175.
82 TURKI, Sox, 129.
8 TURKI, Return, 102.
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ever, he is also unique in drawing a utopian scene in which the
Palestinian state finally has been accomplished:

I can see myself, ten years from now... In this dream, I fly to Pal-
estine. My plane lands at Jericho airport. I am traveling light —
some clothes, my notebooks, and a toothbrush. There is no need
to bring anything else. This is a modern country, and I can buy
everything I need here. I walk to the Immigration and stand in
line. Outside, the sun, as usual, shines brightly. Awaiting me is a
life among the olive trees in a town by the river Jordan. The
official greets me effusively and asks how I feel. I tell him I feel
great, and it is the truth. He stamps my passport and says,
‘Welcome to Palestine’. As I walk out of the airport, I repeat the
name to myself. I want to test the sound of it, to make sure it is
real. I repeat it, once, twice, thrice, then utter it as if in babble,
like an infant who has not yet mastered words. I hop in a cab
and am driven along a paved road hugging the river. The cabbie
tells me the road was completed just four years before, after the
PLO lost the vote in a democratically contested election, and the
new president, whom everyone calls Brother Zakharieh, took on
the task of eliminating corruption and building the economy.
The taxi driver turns on his car radio, and I hear Palestinian folk
music, the lyrics simple and benign and not about struggle or
death or sacrifice or steadfastness in the face of foreign oppres-
sors. I reach out as if to touch the sounds, to grab them from the
air, and rest them on my chest. I ask the driver how far it is to
my destination and he points ahead of him. Right there, brother,
he tells me, just behind those mountains in the distance.®*

" 8 Ibid., 274.



READERS AS WRITERS, FICTION AS THEORY,
AND OTHER CONFUSIONS

The metafictional trickery of Bilge Karasu
and Pinar Kir

Priska Furrer
(Berne)

In the last two decades a considerable number of Turkish authors
have turned to a type of literature that places the production and
reception of fiction and the functioning of fictional systems
among its central themes. What they have produced is a type of
literary narrative that not only relates a story, but, at the same
time, also comments on its own methods of construction and the
very process of reading and writing. The level of theorizing about
literature and the role of authors and readers becomes such an
integral part of the literary text itself that there is actually a melt-
ing of the borders between literature and literary theory.

This ‘reflexive’ or ‘self-reflexive’ writing, or ‘metafiction” —
which many critics equate with postmodernist fiction itself? — is

! An overview of the various manifestations of metafiction and the theoreti-
cal debate being waged concerning the literary and political assessment of this
writing style appears in: Wenche OMMUNDSEN, Metafictions? Reflexivity in contem-
porary texts, Carlton: Melbourne University Press, 1993.

2 Opponents of the uncritical equating of ‘metafiction’ with ‘postmodernism’
point to the fact that metafictional self-consciousness is nothing new. They claim
that it has been part and parcel of the novel since its inception, Don Quixote and
Tristram Shandy being the two illustrations repeatedly brought to the fore. (Some
of the main proponents of this stance are mentioned in OMMUNDSEN, 24-28.)
Despite such objections Linda Hutcheon considers »the particular concentration
of these concerns in the practice and theory of today« as one of the principle
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one of the dominant trends in more recent European and Ameri-
can literature. In Turkey, Orhan Pamuk’s much-discussed best-
selling novel Kara Kitap has certainly played a significant role in
the trend’s popularization.® Earlier authors,* though, had already
grappled with metafictional concerns and metafictional methods.
The following discussion treats two examples: the novels Bir Ci-
nayet Roman: by Pinar Kiir and Bilge Karasu’s Gece.

The struggle between reader and author: Bir Cinayet Romani

Bir Cinayet Roman: (»A Crime Novel«) appeared in 1989.° It is
simultaneously a crime novel and a book about writing crime
novels as well as the genre’s conventions.® The text consists ex-
clusively of chapters in the first person, each ostensibly penned by
one of the characters. These characters have been requested by a
well-known author named Akin Erkan to keep diaries, whose

elements of a »poetics of postmodernism« (Linda HUTCHEON, »Discourse,
Power, Ideology: Humanism and Postmodernisme, in: Edmund J. SMYTH [ed.],
Postmodernism and Contemporary Fiction, London: Batsford, 1991, 109). Regarding
the controversy over the relationship between postmodernism and metafiction, see
also: John MEPHAM, »Narratives of Postmodernisme, ibid., 138155, particularly
151-153.

3 Cf. my article »Fenster zur Welt oder selbstreflektierender Spiegel? Referen-
tialitit und Textualitit in der modernen tiirkischen Erzdhlliteratur«, in: Asiatische
Studien 50/2 (1996), 321-338, esp. 331 ff. The metafictional strategies used by Pamuk
have been the object of much discussion by Turkish critics. Ustkurmaca is the
Turkish term that corresponds to ‘metafiction’, as used, for instance, by Berna
MORAN in his article »Ustkurmaca Olarak Kara Kitap’«, in: Niiket ESEN (ed.),
Kara Kitap Uzerine Yazilar, Istanbul: Can, 1992, 96-106. A further example for the
use of the term can also be found in Giirsel Aytag’s analysis of Hilmi YAVUZ’s
Febmi K.’nin Acaip Seriivenleri (Giirsel AYTAG, Edebiyat Yazgilar: III, Ankara: Giin-
dogan Yayinlari, 1995, 123); in the same location Aytag mentions Qyuncu by Erhan
BENER and Kaurtlar by Peride CELAL as further examples of metafiction in contem-
porary Turkish literature.

* Cf. note 3. — Another example is Ahmet ALTAN’s novel Dirt Mevsim Sonba-
har (cf. Stephan GUTH’s article in the present volume).

S Pinar KUR, Bir Cinayet Romans, Istanbul: Can, *1990 ('1989).

6 An informative analysis of the diverse aspects of the novel can be found in
Berna MORAN, Tirk Romani'na Elegtirel Bir Bakis III: Sevgi Soysal'dan Bilge
Karasu’ya, Istanbul: Iletisim, 1994, 105-117.
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contents are to be given to her. Her plan is to transform the texts
into a novel.

Only one of the contributors is aware that the product is to
be a crime novel: Emin Kokli is a professor of mathematics.
Honed by his profession in the art of logical thinking, he helps
the police unravel criminal cases in his spare time. As it turns
out, he has been fingered by Akin Erkan as the detective in her
novel, but doesn’t have a clue as to whom the roles of perpetra-
tor, victim and witnesses have been assigned.

At first glance it appears that the reader is confronted with
two narrative levels: that of the novel (from the point of view of
the characters, this is the level of reality, the level of their interac-
tion with the author Akin Erkan), and the other, the intertwined
stratum of the planned novel-within-the-novel. However, Pinar
Kiir’s work is constructed in a way that it gets impossible to
maintain the distinction between the two ontological planes. The
texts composed by the figures in the novel, from which Akin
Erkan intends to construct a novel, are itself the novel that we
read. The events do not (or not only) take place in a yet-to-be-
written novel, but in the ‘real’ lives of the characters doing the
writing. It is on this level that the ‘real’ murder occurs, or appears
to occur.

Even this brief description should give a clear impression
that the categories ‘reality’ and ‘fiction’ prove to be fully fickle in
the literary world of Bir Cinayet Romani. The confusion is omni-
present: for example, when Emin Ko&klii, the mathematics profes-
sor, deliberates about how the author will probably portray
(yansitmak: reflect, mirror) him. In doing so, he distinguishes
clearly between himself and his literary likeness. This, however,
does not prevent him — in another situation — from worriedly
conjecturing about whether he is being lied to, and fearing that
he has actually been selected as the victim rather than the detec-
tive. This fear for his own life and that of his son quite clearly
relates to the level of the reality that he lives.

For Emin Ko&klii and the other characters in Bir Cinayet Ro-
manz there is no unequivocal distinction between fiction and re-
ality. There is no clear inside and outside, only positions that are
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simultaneously within both the fiction and the reality. The world
projected by Pinar Kiir is so logically contradictory that the
author Akin Erkan can utter to one of the other characters: »This
is your life. The character in the novel is you« (p. 60).

Such blurring of boundaries between narrative levels is
among the most frequent metafictional techniques, used time and
again to emphasize the fabricated nature of the fictional illusion.’
The previously mentioned hobby detective, Emin Kéklii, fulfills
another important metafictional function in Pinar Kiir’s book.
This too, though, is quite characteristic, since, in self-reflexive
narratives, detective stories are frequently used as ‘plot allegories’
for the process of reading, which is conventionally seen as the
search for the meaning of a text.! In equating detective and
reader, however, Pinar Kiir goes yet a step further and makes her
detective a reader in the literal sense of the word: Akin Erkan
hands over the notes of the other figures to Emin Koklii so that
he can look for clues regarding the motive and murderer. Thus,
all he has at his disposal to solve the case are texts, the very same
texts that we, the readers of the novel, are given.

Indeed, the role of reader, character, and author are turned
upside down in Bir Cinayet Romani. The texts that it consists of
stem from the characters, and Akin Erkan, the author, appears
only as a figure in these texts. That occurs when the other figures
discuss her or their relationship with her. In this way the charac-
ters actually become the writers, and the author the subject of
their writing. :

Emin Koklii, our reader/detective is also a writer. He too has
been asked to jot down his thoughts and forward them to Akin
Erkan. In the course of the novel, though, he distances himself
increasingly from her and, in the end, stops giving her his texts
altogether, because he finds it unfair that she alone is in the posi-
tion to dictate the rules of the game. As it turns out, it is precisely

" In regard to metalepsis, as this phenomenon is called by Gérard GENNETTE
(cf. Figures III, Paris: Editions du Seuil, 1972, 243-245), cf. OMMUNDSEN, 8, and
Brian MCHALE, Postmodernist Fiction, London/New York: Routledge, 1987, 119-121.
Other metafictional techniques can also be found in OMMUNDSEN, é-10.

§ OMMUNDSEN, 10.
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these undelivered notes that permit us to track the progress of the
case, and ultimately lead to its cracking. If we were to believe
them, a murder actually has taken place, and the murderer turns
out to be none other than the author herself. She has concocted
the whole project of writing a novel as a convoluted ruse to cover
the tracks of her misdeed.

The struggle between the reader/detective, Emin Koéklii, and
the author, Akin Erkan, for the mastery of the novel culminates
in a finale that is a parody of the classical detective novel where
the bloodhound and culprit are pitted in a battle of wits. How-
ever, in keeping with the savor of Bir Cinayet Romani, even this
finale and the solution of the case is anything but pellucid. The
reader can, to be sure, take the verbal duel between Akin Erkan
and Emin K&klii as a confrontation between the wily murderess —
who denies everything — and the even shrewder detective, who
ultimately slices through the subterfuge to substantiate her guilt.
It can also, however, be understood as a confrontation between
the reader and the author concerning the ‘correct’ interpretation
of the novel itself.

Yet another angle is proferred by the Turkish literary scholar
Berna Moran who sees it as a conflict between the author and a
reader who has appropriated the author’s role.” The conflict is
over whose story boasts the more convincing plot, since the even-
tuality exists that the murder never ‘actually’ occurred; it may
have merely been a device in an alternative novel penned by the
reader Emin K&klii contrary to the author’s intent.

Akin Erkan finally confesses to a real motive for a murder,
but the question of whether she has actually committed the crime
remains open. Perhaps so, as the detective, reader, and would-be
author Emin Kokli contends. It is also plausible, though, that
writing a novel in which she has the target of her malevolence
murdered has sated her spite. A definitive interpretation, how-
ever, is rendered impossible by the intricate way the narrative lev-
els of the novel are interwoven. The verbal vendetta between de-
tective and murderer, or reader and writer, appears perpetual.
This, in fact, is indicated by the book’s closing sentence:

® MORAN, Tiirk Romanina..., 113-115.
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We gave each other a long — perhaps eternal — dirty look. (p. 365)

What produced this power struggle between reader and author? It
is the fact that Emin Ko&klii does not stick to the role usually as-
signed to the reader, that is, the role that fits the detective meta-
phor. He proves to be dissatisfied with simply revealing the pat-
tern stuck behind the surface of the text, a plan (meaning!), stipu-
lated by the author and implanted in the story. In fact he casts
doubt over the very authority of the author over the text, and
actually claims the role of text producer.’

This is reminiscent of those theoretical positions that de-
throne the writer as the sole authoritative source of meaning, and
see the act of reading not as a reconstruction of the author’s in-
tention, but rather as a process by which text is created.!’ As a
result, Bir Cinayet Roman: can also be read as a dramatization of
the current debate among literary scholars over the question of
the predominance of the author or the reader in the constitution
of meaning. The way the novel questions the existence of a clear
dividing line between reality and fiction points in a similar direc-
tion: it confirms all the post-structuralist approaches that reject
referentialist concepts of language and literature, and instead
emphasize the fictionality of reality.

Bir Cinayet Romanz clearly points to metafiction’s position at
»the intersection between theory and fiction«'%. The book — albeit
with a few minor irritations — is a readable crime thriller, while
simultaneously raising important issues in literary theory. This is
achieved with remarkable didactic persistence. The numerous pas-
sages of varying length in which the characters, particularly Emin

19 He states: »This author is not only incapable of making someone like me
the victim of a crime, but can’t even write a run-of-the-mill crime novel« (145).
Also: »I’'m afraid that 'm going to have to take control of this whole affair. I may
even be forced to make the decision about where and when the murder is com-
mitted myself« (146).

" For an overview of the various reader-oriented approaches, from Wolfgang
Iser and Umberto Eco to the feminist and deconstructivist practice of reading, see
Jonathan CULLER, Oz Deconstruction: Theory and criticism afler structuralism, New
York: Cornell University Press,_61989, 31-83.

12 OMMUNDSEN, viii.
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K&klii, ruminate explicitly over reading, writing, and the relation
between a novel and life serve as stimulation for those readers
who — without prompting — would not consider that the novel
deals with the relation between fact and fiction or author and
reader.

A novel reflects life to the same degree as does mathematics. That
is to say, the novel is more similar to mathematics than to life.
Life is a series of coincidences. A novel, in contrast, is arbitrary,
but the arbitrariness is based on rules (p. 97 f.).

Pinar Kiir places this theorizing in the context of a well-
known genre of popular literature. This could easily give rise to
the accusation that the work is merely an intelligent game bearing
no relation to the world outside the literary realm. This is not so
in the case of Bilge Karasu’s novel, Gece, which deals with an un-
mistakably political theme.

Rejected coberence: Gece

Gece (»Night«)'® consists of 110 numbered chapters that average a
single page in length; the longest is three. Immediate parallels
with Pinar Kiir’s novel can be drawn from the fact that the work
is written entirely in the first person, the chapters stem from
various characters, and it is left to the reader to divine the iden-
tity of the originator of each of the texts. Furthermore, here too
we are confronted with an author within the novel. In this case it
is an author who relates nightmarish things that go on around
him. There is a description of the gradual setting in of the night,
which first takes up residence in hollows, works its way forward,
and finally even ousts the last light from the hills. There are, too,
the »nightworkers«, who pave the way for the night’s arrival by

13 Bilge KARASU, Gece, Istanbul: Iletisim, 1985 (Night, translated by Giineli
GUN, with the author, Baton Rouge and London: Louisiana State University
Press, 1994). The following English citations from Gece have been taken from this
translation.
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digging holes, »where night may easily collect when it comes« (ch.
12). :

Suggestive imageries like the setting in of the night or the
struggle between darkness and light are frequently used symbols.
In Gece they are clearly to be taken in a political context. Already
the second chapter insinuates torture quite concretely: the job of
the nightworkers is »to take young muscles« and »get them used
to the longest night by penetrating their naked flesh with cold,
thin metal rods or by burying red-hot buckshot within it«. For
this task they carry tools that they use »to pound, tear, pierce,
gouge, twist, and snap off. Also to burn and to break«. These
tools »have been designed and specially made for use on young
bodies« (ch. 2).

Staying by this political interpretation, the third chapter re-
veals the coarse characteristics of an anti-pluralist ideology: It de-
picts the nightworkers as liking only square loaves of bread, and
surveying bakeries to see who purchases round, rectangular, long,
or oval ones. They then mark the doors of the houses where.
other-than-square bread is consumed. We also discover that the
nightworkers choose people arbitrarily whom they murder in the
street, or upon whom they test their ‘scientific methods’ with
which people can be made to speak. Paramilitary terror groups
are quickly brought to mind. Other images render it hard to mis-
take the allusions to right-wing extremist rhetoric and pan-Turk-
ist myths. These include the nightworkers’ anti-individualism,
their Fibrer cult, and mystification of »greatness«, »obediences,
»duty«, and »purification«. There is also the mention of »the land
of felicity« lying in »a fairy-tale past« identified with a »dream of
limitless ego embracing the universe, of galloping horses, of ene-
mies vanquished, and of angers appeased only by the flow of
blood« (ch. 12).

Despite the foregoing, Bilge Karasu’s is anything but a politi-
cal text, which, although symbolic, is easily decoded. As early as
in the fourth chapter a character appears in the unfolding
fictional world who doesn’t seem to fit in. It is a »Correctors,
who regards — in solitude from the top of a hill — the pressing
forward of the night. The Corrector, however, belongs to the level
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of text production, and not to the level of the »reality« projected
by the text. His appearance is only the first of an increasingly fre-
quent succession of elements that disturb the narrative hierarchy.
The uncertainty about the status of the various narrative levels is
repeatedly expressed explicitly, e.g., in the following footnote:
»Time to pull it all together, to decide whether the author of all
this is me or one of my creations« (ch. 10)."

As expected, the author-in-the-text is not the only figure writ-
ing in Gece. There is also one of his former school companions,
who holds an important government post and is simultaneously
the brain behind a secret society named the »Sun Movemente,
behind which — to all appearances — the »nightworkers« are con-
cealed. There is also Sevim, the companion’s former wife and
most important associate, and another agent named Seving, who
becomes the author’s lover. This despite the fact that the charac-
ter’s gender appears opaque and unstable.”® All of them, too, stick
strictly to their first-person forms.

Upon reading their texts, we discover the broad outhnes of a
political plot in which our author-in-the-text, a well-known figure
in the political opposition, is obliged to join a government dele-

_gation to a conference abroad. While there, he is to be the target
of an assassination, the blame for which is to be laid on the op-
position. This scenario has been planned by Sevim, who surpris-
ingly reveals the plan in a letter to the author even before his de-
parture. Why she does so — whether she wants to withdraw from
the cabal and warn him, or whether her letter is merely a decoy, a
chess move in a subtle plot to manipulate him — is a question

4 Gece has an entire series of footnotes with comments on the text. Naturally
here too it is not clear on which level the author, commenting on his text, is to be
placed. Is it our author-in-the-text, or a narrator who stands one step above him
and, in fact, has created him? Of course the very act of introducing a text element
like a footnote into a novel ~ a genre in which footnotes are foreign — is also
clearly a metafictional technique.

13 When reading the Turkish text, [ automatically thought of a woman when I
encountered this name, as the author-in-the-text apparently did as well. However,
in the English translation, done with Bilge KARASU’s participation, I was as-
tounded to find that Seving is referred to as »he«,
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that becomes increasingly urgent toward the end of the novel. It
is, however, never answered conclusively.

That isn’t, though, the only thing that remains unclear. In
the last part of the novel the reader loses every vestige of sound
footing. Even the most assiduous attempts to attribute coherence
to the text end in new contradictions and futility. Who wants to
murder whom, and why? Who, in the end, remains alive, and
who has penned which texts?'® Do the four figures in the novel,
the four who write as »I« and whose texts we read, really live in
the novel’s world or are they merely inventions of one of the oth-
ers, and if so, of whom? Is it impossible to unravel the puzzle
satisfactorily because one of the »I«s writing here is lying for the
purpose of political manipulation? Or are we dealing with a case
of insanity, with a sole figure (which one?) suffering from a per-
sonality with multiple fractures?

Toward the end of the book the suggestions of psychiatric
problems and clinic stays, as well as images relating to broken
mirrors and fragmented identities become ever more frequent:

Next to the shattered light, He, Seving, Sevim, and a deaf blond
kid are all laughing at me as if they were all one face, covered
with blood, looking back at me, perhaps in the mirrors, or on the
floor, or in my mind. A viscous pain is all over me, and that very
old, thick scent. As the light slowly dims, at last I am myself,
reflected in every fragment.. The self that I did not recognize in
the mirror. Thousands of fragments that are no longer me at all.
(Ch. 109).

With this disintegration of the »I« who is doing the writing, the
penultimate chapter ends. The final chapter (ch. 110) consists of a
single sentence:

Bunlar: yagmakla gldirmaktan kurtulunur mu? (Can writing all
this keep one from going mad?)

- 16 Confusion is caused, for example, by the fact that both the author and his
opponent, the brain of the Sun Movement, use the designation »N« wheén talking
about each other. “ ;
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How it is with writing, I am unable to judge; but every time I
have pushed myself to read to this point, I have asked myself
about the connection between reading and going insane. This is
because the text truly does not make things easy for the reader,
and the writer — in repeated confessions — admits that this is a
calculated strategy:

Is it the author who cannot make up his mind, or the character?
Is there only one character speaking in the first person in this
notebook, or at least two? To what degree can I make use of the
indefinite number of speakers or, to resort to a conventional ex-
pression, the inconsequence of the character? I must confuse the
reader; he must be confused and scared. (Ch. 43).

But why does this have to be? It almost appears as if the author
had viewed his task as forcing the reader to come to grips with
the functioning of texts. At least this is the conclusion I have
been able to draw from my own experience in reading Gece."” At a
specific point in my reading I began — in order to keep from
completely loosing an overview — to write down my thoughts and
reflections, as well as all the frustrating contradictions, in which I
was continually being caught up. Thus, without warning, my own
reading became the object of my observation; from my notes I
was able to track the uninterrupted process of speculating and
inferring, of constructing and rejecting hypotheses of inter-
pretation to which I was driven by the inconsistencies of the text.
Among other things, I became conscious of just how much liter-
ary texts depend on the attempt of the reader to construct a con-
sistent whole out of information that is both minimal and some-
times incoherent. '

An example of this: when, in a text like Gece, among the vari-
ous formless »l«figures — whom we cannot distinguish with cer-
tainty from one another — we encounter one who is hard of hear-
ing, it appears to be a meaningful clue, a welcome contribution
that could bring order to an otherwise diffuse fictional world.

17 This is a story of reading in which the reader is not nearly as autonomous
as Emin K8klii; who even lays claim to the status of text producer. Here the reader
is much more a pawn in the manipulative strategy of an authoritarian text.
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This detail, which might play a role as an element of a
psychogram (being hard of hearing makes one an ‘outsider’) at
least provides a characteristic by which we can identify one of the
figures with certitude, thus distinguishing him from the others.
From this point on, every reference to the condition of the vari-
ous »l«figures’ hearing will be minutely noted.

However, what in the case of a conventionally constructed
text would lead to a successful reading strategy, winds up, natu-
rally, at a dead end in the case of Gece: the reader is left with the
eerie feeling that Bilge Karasu’s figures do not even maintain
their identities in regard to their hearing ability.

Involvement with a text like Gece demonstrates that it is not
to be taken for granted that every narrative detail in a literary text
is of significance and part of an overall meaning. In fact, to do so
is an assumption based upon convention and established literary
codes. Even the authenticity suggested by the diary form and ref-
erence to an »l« proves, with the increasing doubt about the
trustworthiness and stability of the various writing »l«s, to be
merely the effect of linguistic codes. It is exactly these codes that
Gece apparently wants to place in question. This is achieved not
only by refusing an unambiguous interpretation, and thus forc-
ing the reader to deal with the conventional strategies of writing
and reading, but also via countless explicit comments about lan-
guage and literature. At one point the author-in-the-text seems to
gently mock readers who, in the text, seek the author:

How smart is it to go beyond the bounds of fiction and intro-
duce my own views [perhaps more exactly: ».. and that I as
author interpolate some of my own thoughts into this fictione,
P.E.]? But why should such distinctions concern the reader? [...]
There is no reason why the person who reads this should bother
to keep the particular ideas of the writer, when he can make them
out, separate from the rest instead of seeing and investigating all
the different levels as a whole [more exactly: »...instead of seeking
and grasping at various levels of the fiction«, P.F.]. Have I not
had my fun teasing readers who look for traces of the author in

his work? (Ch. 82).
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In Gece, this type of self-reflexive statement is tightly interwoven
with parts of a text that discuss the struggle for political power,
torture, violence, and contemplate the various ways in which
people react to terror. Unlike Pinar Kiir’s entertaining detective
story, here we are dealing with a text that sends the unmistakable
“signal that it also wishes to be understood — despite its self-
reflexive introspection — in reference to a realm outside of litera-
ture, in fact, in a clearly political context.

The two main thematic focal points of the novel, the descrip-
tion of the activities of the nightworkers on the one hand, and
the reflections about the essence of literature and language on the
other, are so tightly integrated into each other that one conclu-
sion almost suggests itself: that Karasu’s novel postulates a rela-
tionship between both aspects, between discursive strategies and
the sphere of politics.

Our author-in-the-text also reflects about the relation between
literature and the world:

The point of view — why not call it what it is? — the lunacy that-
thinks it possible to bring [omitted in the translation: »by means
of writing«, P.F.] order to the chaos of the world, and the com-
plexity of the human being, makes some of us, maybe all, imag-
ine victory. It consoles us. We are confident that what we write
next time will prolong the victory as well as enlarge it. When will
we give up deceiving ourselves and others in this way? Having
written this, have [ given up the attempt myself? (Ch. 89).

As I get to the end of this notebook, it comes to seem idle to
offer explanations, to make connections, to worry about continu-
ity and well-formed sentences. We must, perhaps, give up think-
ing that writing is a tool (or medium) for bringing order to a
disordered world (that is, exterior to any order imposed by the
human mind) or for engendering the fallacious notion that it
can do so. Writing and speaking and doing will not reconcile us
to the absence of order, an absence that we can no more than
find strange. (Ch. 88).

»Connections« and »continuity« as characteristics that the world
does not manifest, but which might be imposed on it by more
conventionally constructed tales than Gece, this brings to mind
more than remotely the post-structuralist discussion of »the con-
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structive acts we perform whenever we transform the contingency
we experience into the formal coherence and unity of our discur-
sive representations of reality«.'® The literary text and the critical.
debate converge, and their proximity also occurs where more
than mere individual attempts to create meaning are subject to
question. This is because the practice of uncovering narrative
strategies with which we construct coherent and meaningful pic-
tures of reality has long since been driven outside the narrow
confines of literature, and has penetrated the frontiers of political
ideologies and ‘history’.”” The direction of Karasu’s thrust ap-
pears to be the same: in the texts of the Sun Movement’s leader,
history, together with the »examples« taken from it, turns out to
be »constructed«, and the exposure of this is a rather dangerous
act of opposition.

I think that either the past is a frozen state consisting of a set of
unchanging elements when you take a cross-section of it (at most,
it can be freshly interpreted: in order to explain it, we may exam-
ine it from other points of view), or it is a pure confection of se-
lected elements of what has been — especially those elements we
favor or disfavor — put together side by side. It is not impossible
or illegitimate to take this construct as reality and to apply our
current thoughts toward actualizing it. But no, we just cannot get
that through their heads. More correctly, they don’t want to
grasp it. They insist on promoting their own constructs ... not
that theirs have any clarity. Theirs are a hodgepodge, utterly
eclectic. (Ch. 38).

»Examples are fictions we create with this or that motive in mind
— sometimes with yet another lurking behind it — out of the in-
exhaustible ocean we call the past.” After convincing ourselves of
the reality of such fiction, we try to convince others...«

Which one of us wrote that? Neither. Yet either one of us
could have, following it up differently, of course. I had the man

'® Bernd ENGLER, »The Dismemberment of Clio: Fictionality, narrativity,
and the construction of historical reality in historiographic metafictione, in:
Bernd ENGLER/Kurt MULLER (eds.), Historiographic Metafiction in Modern Ameri-
can and Canadian Literature, Paderborn, Munich, Vienna, Zurich, 1994, 15.

1 For the position of Roland Barthes and other poststructuralist literary crit-
ics in this regard, and their reception by Hayden White and other philosophers of
history, see ENGLER, 14-18.
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who wrote this definition given a beating three days ago. Right in
front of the house, too. He must know by now that we take the
business of conforming to examples, as we call it, very seriously
[...] After we’ve created an example and convinced ourselves and
others of its reality, how can they accuse us of molding our lives
according to criteria that we have not forged ourselves? We do
not try to emulate our fathers and our past; ours is the only way
people can be forced to do many things that must be done. (Ch.
51).

Three attempts to find an ending
1. The triumph of knowledge

Metafiction is more than a mere narcissistic game-with-language-
for-its-own-sake to Bilge Karasu. This is because fiction is not
only at home in the confines of the narrow world of literature; it
is also an instrument of power. When we recall that those who
perpetrate terror in the world of his novel cling to nationalistic
myths and refuse to tolerate pluralism, the scepticism of his
author-in-the-narrative regarding the all-too-simple stories be-
comes a political position. Likewise, the discovery that such sto-
ries are nothing but fiction forges a means of resistance.

It seems to be Karasu’s desire to point out to his readers that
stories deny the complexity of the world and can, as a result, be-
come dangerous political instruments. The incoherence of his
texts has a didactic purpose, namely the reader’s enlightenment.
However, unlike ‘social-realist’ writers, Bilge Karasu does not seek
to clarify the functioning of society, but rather to engender an
awareness of the fact that the narratives with which we allocate
meaning to the world are not to be taken for granted. On the
contrary, these narratives, like his novel, are constructs, and thus
must be subjected to the same type of inquiry, precisely when —
unlike the tale he has told us — they appear to be_particularly
convincing, coherent, and meaningful.
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2. Self-reflexive pessimism

Even if the above section were a suitable ending for my study, it
seems inconsistent for me to end a text that has been so con-
cerned with literary self-reflexivity and discursive strategies with-
out at least a few of my own self-reflexive comments.

What I have conveyed in this article has, of course, also been
a type of story, a story that has doubtlessly reduced the complex-
ity of the object of my investigation. The adventure of the coura-
geous reader who has had to struggle through a complex and ex-
tremely confusing text has been rewarded — after trial and tribula-
tion — with the discovery of the meaning of the text, as well as a
deeper knowledge about our narrative codes and conventions.”’
At the end of this story is the optimistic conclusion that a text
like Gece is meaningful too and servesa good purpose.

I do not believe that what I have said is incorrect, but it has
not done complete justice to the complexity of Bilge Karasu’s
book. In coming to my conclusion and interpretation, I have had
to omit a great number of details and text elements that can run
counter to my way of reading, as is always the case when in-
terpreting texts. One example: the activity of the nightworkers
reaches a climax toward the end of the novel with them ripping
up the city streets with massive building equipment, only to re-
build the city in a way that the levels of the main streets and side
streets are no longer the same. As a result most of the streets end
in nothingness. The result is ghostly:

It was getting dark, and I was becoming worried. It was necessary
to walk to the end of each street in order to see if it led anywhere
and then to double back if it turned out to be a dead end. After
that it was try another street, and then another. On my fourth
try, a bit of sky stuck in the space between the old houses that
lined the street I was on. That was the only spot around that held
any light. (Ch. 98).

2 Regarding the trend of giving stories of reading the form of a Bildungsro-
man see CULLER, 84-86.
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With a text that devotes as much effort to discussing itself as does
Bilge Karasu’s, reading this pictire of a labyrinth of dead-end
streets as self-reflexive assertions, as an ‘icon’ for the novel as a
whole, can hardly be prevented. Being lost in a labyrinth is actu-
ally an extremely apt description for the experience one has when
reading Gece. Then, however, wouldn’t this book, which leaves the
reader groping in the dark, be something other than the product
of a morally ‘correct’ posture, which is resistance against the
nightworkers? On the contrary, wouldn’t it then be completely
consistent with their intention; wouldn’t it be their work, or at
least the product of their activities — maybe because this novel,
with its attack against fictionalization on all fronts, also under-
mines the position of ‘positive’ narratives that are directed
against oppression? Whether Bilge Karasu intended this type of
reading, or perhaps whether the text has developed a life of its
own is not at all of particular significance.

Also when we, in order to close the circle, leave the broader
realm of the collective production of meaning and go back to the
narrower framework of literature, the result suggested is not very
positive. In the book, the result of the street chaos is that the in-
habitants stop leaving their houses and no longer venture out
onto the streets. Could it be that the statement the book makes
about itself is to be understood as an indication that the reader,
because of the many tricks of metafiction, might give up reading
altogether?

3. The triumph of story-telling

Of course, even such an interpretation is not the final word. Bilge
Karasu’s work first appeared in 1984. Since then, neither in Tur-
key nor elsewhere, have writing and reading been given up. On
the contrary, in Turkey it appears as though story-telling lit-
erature is experiencing a period of particular flourish at the mo-
ment. Interesting novels are being published in greater quantity
than in a long time, and are apparently being read. Perhaps that
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is the product of a stance of which Pinar Kiir’s Bir Cinayet Ro-
mani is an embodiment.

In regard to the theoretical point of view, the scepticism of
traditional narrative forms and the insight into the constructed-
ness of reality, this novel takes the same position as that of Bilge
Karasu. However, the conclusion is different. Bilge Karasu’s text
ends pessimistically with a total dissolution of the narrative
structure. Narration — in this analysis — appears no longer possi-
ble. Pinar Kiir's response is different:” although narration,
strictly speaking, is no longer possible, it can still be undertaken,
albeit broken with irony. This, however, perhaps makes it all the
more enjoyable.

2 According to Umberto Eco’s definition in his Postscript to “The Name of the
Rose’, this stance, in opposition to Karasu’s modernism, is typically postmodern:
»The postmodern response to the modern is based on the understanding and
recognition that the past, after all is said and done, cannot be destroyed. Its de-
struction leads to silence, and so it must be looked in the eye in a new way: with
irony, without innocence.« (Umberto ECO, Nadbschrift zum ‘Namen der Rose’, Miin-
chen: Deutscher Taschenbuch Verlag, ’1986, 78).



DAS RECHT AUF DICHTUNG
Orhan Veli Kanik (1914-1950) und Garip

Erika Glassen
(Freiburg 1.Br.)

Im Jahre 1941 erschien in Istanbul ein schmales Bindchen unter
dem Titel Garip (»Fremdartig«), das auf 63 Seiten ein lingeres
Vorwort (11 Seiten) und 64 kurze Gedichte von drei jungen Dich-
tern enthielt. Deren Namen: Melih Cevdet Anday (1915),' Oktay
Rifat Horozcu (1914-1988)° und Orhan Veli Kanik (1914-1950)°
waren in der literarischen Szene nicht mehr unbekannt. Hatten
sie doch bereits seit Mitte der dreifliger Jahre in verschiedenen
Zeitschriften Gedichte verdffentlicht. Diese hatten durch ihre fre-
che unkonventionelle Art unter den Literaten, die sich in den
Kaffechiusern und Kneipen Istanbuls und Ankaras tummelten,
Aufsehen erregt und heftige Debatten ausgeldst. Die Publikation
des Bindchens, das auch Gedichte versammelte, die schon in
Zeitschriften erschienen waren und unter denen hie und da zwei
der Dichternamen standen, also als Kollektivproduktion ausge-

! Zu ANDAY s. die einschligigen biographischen Lexika: Thsan ISIK, Yazarlar
Sogligi, Istanbul 1990; Sitkran KURDAKUL, Sairler ve Yagarlar Sogligi, Istanbul
1989; Behget NECATIGIL, Edebiyatimizda isimler sozliigi, 13. Baski, Istanbul 1989;
Atilla OZKIRIMLI, Tiirk Edebiyat Ansiklopedisi, 4. basks, Istanbul 1987.

?Zu HOROZCU s. die in Anm. 1 zitierten Nachschlagewerke.

3 Zu KANIK, meist nur Orhan Veli, die in Anm. 1 zitierten Nachschlagewerke.
S. auch s2. »Orhan Veli«: »Das lyrische Werk«, in: Kindlers Neues Literaturiexikon,
hrsg. von Walter JENS, Miinchen: Kindler, 1988 ff., Bd. 12, 749-751, mit Angaben
iiber Ausgaben und Literatur. Orhan Veli KANIK, Fremdartig/Garip: Gedichte in
zwei Sprachen, hrsg., iibers. und mit einem Nachwort versehen von Yiiksel PAZAR-
KAYA, Frankfurt a.M. 198s.
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wiesen waren, sollte, besonders durch das Vorwort, das den Cha-
rakter eines poetischen Manifests trigt, der literarischen Offent-
lichkeit die Etablierung einer dreiképfigen Dichteravantgarde ver-
kiinden, die der literarischen Tradition den Kampf ansagte.

Diese Kriegserklirung gegen alles ‘Alte’ ist in dem Manifest
radikal formuliert.* Die Grundgedanken und Kernsitze dieser
Schrift werden im folgenden méoglichst textnah in einer Mi-
schung aus Paraphrase und Zitaten zusammenfassend dargestellt:
Die Dichtung (siér), d.h. die Kunst zu sprechen (sdz soylemek sana-
t2) habe sich durch verschiedene Verinderungen im Laufe der Zeit
von der normalen natiirlichen Sprechweise erheblich entfernt
und zeige eine gewisse Fremdartigkeit, Seltsamkeit (garabet, acayip-
lik). Doch die gebildete Schicht habe diese poetische Tradition so
verinnerlicht, ja, empfinde sie geradezu als so normal, dafl pa-
radoxerweise der Versuch, in einer einfacheren, natiirlicheren
Sprache zu dichten, als fremdartig (garip) empfunden werde.” Es
geht also um die Ablehnung der klassischen osmanischen Divan-
Poesie® mit ihrem arabisch-persischen Erbe in Form und Inhalt
und ihrer kiinstlichen Sprache. Orhan Veli und seine Freunde
verwerfen Reim und Metrum und eine moderne Verteidigung die-

% Der Text des Manifests liegt mir in zwei Fassungen vor. Eine nicht ganz
vollstindige Fotokopie der Ausgabe von 1941 und eine leicht {iberarbeitete Fassung
in O. V. KANIK, Biitiin Eserleri 11, hazl. Asim BEZIRCI, 14. basim, Ankara 1981, 15-
36. Beide Fassungen werden bei auffilligen Varianten herangezogen.

* Dieser Gedanke gab nicht nur dem Gedichtband Garip, sondern auch der
literarischen Bewegung, die er ausl&ste, den Namen. Dazu Hakan SAZYEK, Cumbu-
riyet donemi Tiirk giirinde Garip hareketi, Istanbul: Tiirkiye Iy Bankasi, 1996 (Kiiltiir
Yayinlari, Edebiyat Dizisi). Im folgenden zitiert als SAZYEK (1996) .

¢ Ubrigens hat Orhan Veli die Divan-Dichtung nicht grundsitzlich abgelehnt.
In einem Interview (1947) sagt er, daf er die Divan-Dichtung liebe und sie zur
Weltliteratur gehére. Sie sei aber nicht mehr zeitgemif. S. Adnan Veli KANIK,
Orban Veli igin: Bir biyografi ve basinda gikmis yazilardan segmeler, Istanbul 1953,
(Yeditepe Yayinlari; 26), 32 f. Diese detaillierte Biographie Orhan Velis aus der
Feder seines Bruders wird im folgenden zitiert als ADNAN (1953). Der spitere Er-
ziehungsminister Hasan Ali (YUCEL) hatte mit der Divan-Dichtung griindlich
abgerechnet, s. Hasan ALl Tirk edebiyatina toplu bir baks, Istanbul: Remzi Kitap-
hanesi, 1932, 152 ff. Ubersetzt wurde diese Schrift 1941 von Osman RESER, Ein
Gesamtiiberblick diber die Tiirkische Literatur. Diese Ablehnung der Divan-Dichtung
als wurzellos und volksfern wurde eine in den tiirkischen Schulen verbreitete
Lehrmeinung.
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ser formalen poetischen Mittel, nimlich, dafl u.a. dadurch eine
Art musikalischer Harmonie (zbenk) erzeugt werde; ebenso leh-
nen sie Vergleich, Metapher und Hyperbel (tesbib, istidre, miibi-
laga) ab und definieren den Klassencharakter dieser traditionellen
artifiziellen Poesie, die sich in einer Form manifestiere, die dem
Geschmack (zevk) der wohlhabenden herrschenden Klassen (mi-
reffeh siniflar) entsprochen habe, die sich aus Menschen rekrutier-
ten, die nicht zu arbeiten brauchten, um zu leben.

Daran kniipft die entscheidende Passage an, die dieses Mani-
fest als revolutionires volksnahes ausweist: Der Geschmack, dem
die neue Poesie entsprechen wolle, sei nicht der Geschmack jener
wohlhabenden Klasse, die nur eine Minderheit bildete. Die Men-
schen, die die heutige Welt bevdlkerten, finden das Recht zu le-
ben nur am Ende einer stindigen Plackerei (Buginki dinyay: dol-
duran insanlar yasamak hakkin: miitemadi bir didismenin sonunda
bulmaktadirlar). Wie alles andere gehére auch die Dichtung zu
ihren Rechten, sie miisse ithrem Geschmack entsprechen. Es gehe
nicht darum, die Bediirfnisse einer Klasse zu verteidigen, sondern
man miisse nur ihren Geschmack suchen, finden und ihn in der
Kunst zur Herrschaft bringen. Doch zu diesem neuen Geschmack
gelange man nur auf neuen Wegen, mit neuen Mitteln. Man miis-
se alles, was jene alte Literatur ausmache, verwerfen und das Ge-
biude vom Fundament her neu errichten. Ja, man diirfe beim
Dichten moglichst nicht mehr in der alten Sprache denken, son-
dern miisse sich von der Unnatiirlichkeit 16sen, an die man sich
gewohnt habe, und zur Einfachkeit und Aufrichtigkeit zu-
riickfinden. Die Menschen, derer sich die Geschichte wohlwol-
lend erinnere, seien immer solche, die an historischen Wende-
punkten lebten. Sie hitten jeweils eine Tradition zerstért und
eine neue begriindet. Zu solchem Fahnentrigertum gehore auch
Opfermut.

Auch die Vermischung der Kiinste wird verworfen Jede
Kunst habe ihre spezifischen Ausdrucksmittel. Der Wort-Kiinstler
miisse die Eigenheiten der Kunst, der er sich verschrieben habe,
entdecken und diirfe nicht listenreich Effekte aus anderen Kiin-
sten, wie Musik (musiki, ahenk) und Bildkunst (resim) beziehen.
Dichtung sei ganz und gar Wortkunst. Das heifle, sie bestehe
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ganz und gar aus Bedeutung (mdna). Jedes Wort bedeute nur sich
selbst. Die Bedeutung spreche aber nicht die fiinf Sinne (duygx)
des Menschen an, sondern seinen Verstand (kafz, in der Fassung
von 1941: ruhiyat = die Psyche, das Seelenleben insgesamt). Die
Weérter, die Elemente der Sprache, seien entweder direkt Aus-
druck der Dinge (espa) oder aber unserer Gedanken.” Dem Ge-
dicht wesensfremde Elemente aus anderen Kiinsten werden als
Taschenspielertricks (hokkabaziik), die nur ablenken, verworfen.
Was das Gedicht zum Gedicht mache, sei der nur ihm eigentiim-
liche Charakter, und der beruhe auf der Bedeutung. In diesem
Zusammenhang wird ein Wort von Paul Eluard zitiert:

Es wird ein Tag kommen, da wird man nur mit dem Intellekt,
Verstand (kafa) lesen, dann wird die Literatur ein neues Leben er-
langen.

In der Literaturgeschichte habe jede neue Stréomung fiir die
Dichtung eine neue Grenze (hudut) gesetzt. An dieser Stelle wird
der historische Auftrag der garip-Bewegung klar formuliert, es

heifit:

Uns fiel das Los (nasip) zu, diese Grenze im hdchsten Mafle zu
erweitern, oder besser, die Dichtung ganz und gar aus dieser Be-
grenzung zu befreien.

Um diese Freiheit zu bewahren, lehne man es ab, eine Dichter-
schule (mektep) zu bilden. Was ihnen, den garipgiler, diese Grenz-
erweiterung beschert habe, seien Klarheit und Einfachheit (safiyet
ve besatet). Der Wunsch, die Schonheit der Dichtung aus diesen
Eigenschaften zu beziehen, habe sie in Beriihrung gebracht mit
einer Welt, die den Menschen auf allen Ebenen seines Lebens er-
rege, reize und das groflte Schatzhaus der Dichtung sei, nimlich
die Welt des Unterbewufitseins (tabtegsuur). Nur hier kdnne die
Natur (¢abiat) in dem Zustand gefunden werden, in dem sie noch
nicht durch das Eingreifen des Intellekts (zek4) verindert worden

" Dieser Abschnitt liest sich wie eine Antwort auf Ahmet HASIM’s manifest-
artiges Vorwort zu PIYALE (1926), Séir hakkinda baz: mulabazalar, iibersetzt von H.
DUDA, »Ahmed Haschim: ein tiirkischer Dichter der Gegenwart«, in: Die Welt des
Islams 11 (1928), 200-244. Das Vorwort: 209-216.
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sei. Ebenso lebe hier die Menschenseele in all ihrer Kompliziert-
heit/Verwobenheit (gizifflik) und mit all ihren Komplexen, aber
in einem rohem und primitiven (ham ve iptidai) Zustand. Der Ab-
straktion (tecrid) der (einzelnen) Gefiihle oder Erregungen be-
gegne man nur in den Seelenkunde-Biichern. Die Klarheit und
Einfachheit finde man in unseren Kindheitserinnerungen ver-
bunden mit dem gleichen Reichtum, der gleichen Verwobenheit
und der gleichen Feindschaft gegeniiber der Abstraktion.

In einem Exkurs wird dann gleichzeitig Nihe und Distanz
zum Surrealismus mit seinem »psychischen Automatismus« (rxhi
otomatigm) betont. Das Verfahren (ameliye) der Entleerung des
Unterbewufltseins (tahtessuurn bogaltma), das (von den Surreali-
sten) akzeptiert werde als Hauptaufgabe der Dichtung (séiirin esas
isgiligi, in der Fassung von 1941 franzésisch »fonction«), sei nicht
automatisch von einem ekstatischen Zustand (cezbe hali) begleitet.
Wenn das so wire, wiirde jeder zum Kiinstler. Der Kiinstler sei
vielmehr der Mensch, der aufler Zustinden wie Triumen und
anderem auch eine ihm verlichene Geschicklichkeit, Fertigkeit
(meleke) benutzen kénne. Ein Bewufltsein (suur), das durch Trai-
ning (miémarese) erworben sei, bringe in dem Menschen die Kraft
hervor, die den Brunnen (kxyx) graben konne, den wir Unter-
bewufltsein nennen. Wenn diese Kraft kultiviert werde, kénne die
Fertigkeit (meleke) zwar nicht dazu dienen, das Unterbewufltsein
zu entleeren, aber wohl bestenfalls es nachzuahmen (taklit etme).
Was sind das nun fiir Dinge, die sich im Unterbewufitsein
befinden? Welche Eigenschaften zeigt der Inhalt des Unterbe-
wufltseins? Das fiihle der Kiinstler besser und tiefer als der Wis-
senschaftler. Sein Werk sei nichts anderes als die Nachahmung
dieses Fithlens (bu hissedisin taklidi). Der Kiinstler sei ein voll-
kommener Nachahmer, Imitator (mukallit, taklitci). Doch der
Meister-Kiinstler erscheine so, als ob er kein Imitator sei, weil das
Ding, das er imitiere, das Original sei. Einfachheit und Primitivi-
tit (basitlikle iptidailik) sollten, wenn sie auf Realititen anspielten,
das Kapital (sermaye) der Kunst sein. Denn beide verschafften dem
Kunstwerk die wahre Schénheit. Ein guter Kiinstler ahme sie sehr
gut nach. Ein solcher Kiinstler kénne die Schénheit nach jahre-
langen Miihen und unendlichen Stationen in der Nachahmung
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der Unerfahrenheit, Ungeschicklichkeit (zcemiligi taklit) finden.
In dem Falle heifle das, er sei Meister in der Ungeschicklichkeit
geworden. Doch das alles zeige, dal Kunst mit Automatismus
nichts zu tun habe, sondern eine Anstrengung (cebt) und ein Ta-
lent (héiner) darstelle. Der Kiinstler miisse uns auch glauben las-
sen, dafl alles, was er sage, ehrlich (samimi) sei.

Schliefllich kommt das Manifest noch einmal auf formale
Elemente zuriick. Was man unbedingt bekimpfen miisse, sei die
Halbvers-Mentalitit (musract zibniyet), also die Geisteshaltung in
Halbversen zu denken, sich mit einem auserlesenen Halbvers
im Gedicht schon zufriedenzugeben. Das Gedicht sei aber ein
solcherart (geschlossenes) Ganzes, dafl diese Ganzheit gar nicht
-mehr bemerkt werde, so wie wir den Mortel zwischen den Ziegeln
eines verputzten und angestrichenen Gebiudes nicht sehen kénn-
ten. Nur wenn das Gebiude seine Ganzheit (tamamiyet) durch
den Maértel sichergestellt habe, erhielten wir Gelegenheit, die Zie-
gelsteine, aus denen es gebildet ist, einzeln zu sehen und iiber ihre
Eigenschaften nachzudenken. Die Halbvers-Mentalitit fiihre nun
dazu, nicht nur die einzelnen Halbverse, sondern auch deren
Elemente, die einzelnen Worter, zu priifen und zu analysieren.
Fiir ein Gedicht aus hundert Wortern gebe es dann hundert nach
Schoénheit suchende Menschen. Aber auch ein Gedicht, das aus
tausend Wortern bestehe, sei wegen einer einzigen Schénheit
geschrieben worden. Nicht die Ziegelsteine, nicht der Méortel
seien schén, sondern nur das aus diesen erbaute architektonische
Gebilde. Wenn wir uns nimlich ein Gebiude vorstellten, das aus
Materialien wie Achat, Heliyotrop und Silber bestehe, kdnne es
doch nicht als Kunstwerk betrachtet werden, wenn es iiber die
Schoénheit der Materialien hinaus keine umfassende Schénheit
besitze. Das zeige, daf die Tatsache allein, fiir ein Gedicht schéne
Worter als Material zu verwenden, noch kein Gewinn fiir das Ge-
dicht sei. Diese Worter wiirden aber dem Gedicht auch nicht
schaden, wenn sie nicht ihre Ausspracheweisen und Anwendungs-
formen mit sich tragen wiirden. Es sei schade, daf} diese Worter
nur in einer ganz bestimmten festgelegten Form verwendet wer-
den kénnten und ihren Ausdruckswert (eda) selbst bestimmten.
So sei das Spezifikum der alten Dichtung eben dieser Ausdrucks-
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. wert, den man als »poetisch« (s@irane) bezeichne. Zu diesem Aus-
druckswert (eda) hitten uns die Worter gefithrt. Aber der Mensch,
der seinen Geschmack und seine Auffassung von Dichtung aus
der heutigen Gesellschaft beziehe, gehe oft von der entgegen-
gesetzten Seite aus, d.h. er kenne vor den Wértern selbst ihren
poetischen Gehalt (sdirane). Der Wortschatz (l4gat), der aus Wor-
tern bestehe, die diesen (artifiziellen) Ausdruckswert besitzen, tau-
che zwangsliufig in den Kopfen der Menschen auf, die beim
Schreiben ‘poetisch’ sein wollten oder beim Lesen den ‘poeti-
- schen’ Stil suchten. Die Bemiihung, einen neuen Wortschatz
(vokabiiler, in der neuen Fassung: 4il) in die Dichtung zu tragen,
sei aus dem Wunsch geboren, sich aus dem Rahmen dieses poeti-
schen Wortschatzes zu retten. Wenn es Leute gebe, die es nicht
verwinden kdnnten, wenn Worter wie »Hiihnerauge« (nasir) und
»Siileyman Efendi« in einem Gedicht auftauchten, seien es die-
jenigen, die den poetischen Stil ertriigen oder gerade suchten.

Man miisse sich gegen alles, was zum Alten gehore, stellen,
doch besonders gegen den poetischen Stil (sirane).

Damit endet das Manifest. Es stammt aus der Feder Orhan
Veli’s. Dafiir sprechen zwei Indizien: 1) Gréflere Abschnitte hatte
Orhan Veli unter seinem Namen bereits in den Jahren 1939-40 in
der Zeitschrift Varlik veroffentlicht und sie nur mit leichten An-
- derungen in das Vorwort-Manifest iibernommen.® — 2) Im Jahre
1945 wurde das Bindchen Garip, nun ausschliefflich mit Orhan
Veli’s Gedichten, dem unverinderten Manifest und einer Vor-
bemerkung von Orhan Veli, in der er sich als persénlich Be-
troffener mit den Kritikern auseinandersetzt, neu publiziert. Wir
kénnen also davon ausgehen, daf wir es vor allem mit Orhan
Veli’s Gedanken zu tun haben.

Der Auftrag des Dichters wird klar als gesellschaftlicher
Aufirag definiert. Denn es geht um die Adressaten, die Rezipien-
ten der Dichtung. Wihrend die traditionelle Poesie dem
Geschmack der begiiterten Klasse entsprach, die ein Leben ohne
Arbeit fithren konnte und an der artifiziellen Sprache der Dich-
tung ihr Vergniigen fand, muf nun den modernen Menschen,
die andauernd um ihr Lebensrecht kimpfen miissen, durch die

8 SAZYEK (1996), 55-
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Dichter auch zu dem Recht auf eine Dichtung, die ihnen ver-
standlich ist und ihrem Geschmack entspricht, verholfen werden.
Es fillt auf, daf} es in der modernen Gesellschaft keine solche be-
giiterte parasitire Klasse zu geben scheint, fiir deren literarischen
Konsum eine klassenspezifische Dichtung produziert werden
miifite. Orhan Veli scheint in einer klassenlosen Gesellschaft zu
leben, wie sie ja in der republikanischen Tiirkei der dreifliger
Jahre proklamiert wurde. Dafl trotzdem noch weitgehend an den
Formen der alten Dichtung und dem traditionellen Geschmack
festgehalten wird, hingt an der eingefleischten Gewohnheit der
Menschen und an der Erziehung, die immer noch die alte Asthe-
tik tradiert. Die Dichotomie, die Orhan Veli in der Welt sieht,
besteht primir zwischen dem Alten und dem Neuen, nicht zwi-
schen den Armen und den Reichen, den Ausbeutern und den
Ausgebeuteten, ja auch nicht einmal zwischen dem Orient und
dem Okzident. In diesem Manifest kommen Begriffe wie ‘tiir-
kisch’, ‘osmanisch’, ‘Tiirkei’, “Vaterland’, ‘national’ usw. gar nicht
vor. Es wird auch nur ganz allgemein von der literarischen Tradi-
tion und den Phasen der Literaturgeschichte gesprochen. Aufler
Ahmet Hagim wird kein tiirkischer Dichter mit Namen genannt
und keine Literaturstrémung charakterisiert, es wird aber ab und
zu auf westliche Dichter, Maler, Musiker und Literaturstrémun-
gen Bezug genommen. Man spiirt den anregenden Einfluf der
franzdsischen Surrealisten. Trotzdem ist dieses Manifest nicht
epigonal, sondern bezieht sich auf die spezifischen formalen und
gesellschaftlichen Aspekte der osmanisch-tiirkischen Tradition.
Orhan Veli und seine Freunde sehen sich sozusagen am End-
punkt einer literarischen Entwicklung, in der es verschiedene Pha-
sen gab, an deren Umbruchstellen jeweils vorsichtig alte Formen
und Regeln verindert und durch neue ersetzt wurden. Das sehen
sie nicht nur als Phinomen ihrer eigenen, der osmanisch-tiirki-
schen Literatur, sondern der Weltliteratur insgesamt. Das Schick-
sal hat nun ihnen die Aufgabe zugeteilt, die revolutionire Tat zu
vollbringen, alle einengenden poetischen Formen und Fesseln
der tiirkischen Poesie zu zerbrechen und in absoluter Freiheit mit
einer neuen Naivitit, Einfachheit und Unbefangenheit, in einer
Sprache zu dichten, die von jeder poetischen Pose frei ist, und
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damit einen neuen Geschmack zu prigen. Einfachheit und Na-
tiirlichkeit sind aber Eigenschaften, die von Dichtern, die noch in
der Tradition der raffinierten Asthetik verhaftet waren, erst miih-
sam erworben werden miissen. Das poetische Vokabular, das be-
frachtet ist mit der jahrhundertealten schweren Last festgelegter
Bedeutungen soll abgeschafft werden und muf der normalen All-
tagssprache Platz machen, die nun — und das ist das Paradoxon —
den Gebildeten in der Funktion als Dichtersprache »fremdartig,
garip, erscheint. Aber nur mit dieser Sprache, die den Wortern
ihre einfache urspriingliche Bedeutung zuriickgibt, kann man
den Geschmack der breiten Masse treffen und allen Menschen zu
dem Recht verhelfen, am Konsum von Dichtung teilzuhaben.

Um zu demonstrieren, wie diese neue Sprache beschaffen ist,
soll ein Beispiel zitiert werden. Es ist das Gedicht, dessen ‘an-
stoflige’ Vokabeln Orhan Veli selbst am Schluf des Manifests
erwidhnt, und gehort zu seinen berithmtesten.

Kitab-i Seng-i Mezar Grabinschrif
Higbir seyden ¢ekmedi diinyada  An nichts litt er in dieser Welt so sehr
Nasirdan ¢ektigi kadar; Wie an seinem Hithnerauge.
Hatta ¢irkin yaratildigindan bile  Sogar, daf er hiflich war,
o kadar miiteessir degildi; Stérte.ihn nicht sonderlich.
Kunduras: vurmadi§i zamanlarda Wenn seine Schuhe zufillig nicht driickten,
Anmazdi ama Allahin adiny, Dachte er nicht gleich an den Namen Gottes,
Giinahkir da sayilmazdi. Aber ungliubig konnte man ihn auch nicht

nennen.

Yazik oldu Siileyman Efendi'ye.  Schade um Siileyman Efendi’

Welche gesellschaftspolitischen Bedingungen waren es denn, die
diese jungen Dichter zu ihrer revolutioniren Mission fiihrten?
Man fragt sich, war es 15 Jahre nach Griindung der Republik,
nach all den kulturrevolutioniren Umwilzungen noch nicht ge-
lungen, die tiirkische Literatur aus den Fesseln der osmanischen
Tradition zu befreien? In welchen historischen Kontext haben
wir dieses Manifest zu stellen?

® Zweisprachig abgedruckt bei KANIK/PAZARKAYA (1985), 82 f. — Dieses Ge-
dicht war schon 1938 in der Zeitschrift /zsan erschienen. SAZYEK (1996), 52.
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Orhan Veli und seine beiden Freunde sind 1914/15 geboren.
Sie gehoren also zu der ersten Generation, die ihre héhere Schul-
bildung ausschliefflich nach der Republikgriindung in einer siku-
laristischen Atmosphire erfahren hat. In ithrem Leben spielte die
neue tiirkische Hauptstadt Ankara, an deren zukiinftige Existenz
zur Zeit ihrer Geburt noch gar nicht zu denken war, eine grofle
Rolle. Sie lernten sich in Ankara am Ankara Erkek Lisesi kennen
und fiihrten ihre ersten literarischen Gespriche in der Schule und
in Lokalen und Konditoreien in Ankara. Orhan Veli kam 1925
vom Galatasaray Lisesi aus Istanbul an die Gazi Ilkokulu nach
Ankara, wo sein Vater von 1923-1948 Chef des republikanischen
Harmonie-Orchesters war. Orhan erlebte als Schiiler also etwa das
erste Republik-Jahrzehnt in der neuen Hauptstadt, wo er 1932 das
Abschluflexamen machte, um sich dann in der Literatur-Fakultit
in Istanbul einzuschreiben. In seinem kurzen Leben wird er
kiinftig recht hiufig zwischen Ankara und Istanbul hin- und her-
pendeln, wie sehr viele Literaten es damals zu tun pflegten. Denn
Istanbul, die alte traditionsreiche Sultansstadt, blieb mit ihren
landschaftlichen Reizen, kulturellen Institutionen im Buch- und
Pressewesen und den Bildungseinrichtungen (die modernisierte
Dariilfiinun wurde 1933 zur Istanbul Universitesi) lange viel at-
traktiver fiir die intellektuelle Elite als Ankara.'

Wenn wir etwas iiber die Atmosphire der frithrepublikani-
schen Hauptstadt Ankara wihrend der Schulzeit der garipgiler er-
fahren wollen, mag es erlaubt sein, Yakup Kadri Karaosmanoglu’s
Roman Anrkara, der 1934 publiziert wurde, zur Hilfe zu nehmen.
Der Romancier Yakup Kadri (1889-1974) gehorte zu jenen Istan-

19 Niyazi Berkes, seit seiner Schulzeit in Lefkose/Zypern ein aufrechter Ke-
malist, der 1932 eine Anstellung als erster ‘Bibliothekar’ am halkevi in Ankara an-
geboten bekam, war tief getroffen, als seine Istanbuler Freunde im Eminefendi
lokanta ve kahvesi, darunter der Kritiker Nurullah ATAG (spiter sik: bir Ankarals,
ein {iberzeugter Ankaraner), ihn wegen seiner Entscheidung, nach Ankara zu ge-
hen, verspotteten. Er schreibt: »Ankara’ya karsi Istanbul aydinlari arasinda bu
denli yabancilik vardi. Inanilmas: giig!« Niyazi BERKES, Unutulan Yillar, yayina
hazirlayan Rusen SEZER, Istanbul: Iletisim Yayinlari, 1997 (An1 Dizisi; 20), 70.
Aber Berkes erlebt auch seine Enttduschungen in Ankara. Seine Initiative, in An-
kara einen Diskussionszirkel fiir Intellektuelle zu griinden, scheitert kliglich da-
ran, dafl die Ankaraner nicht zu einer fairen (efendici) geistigen Auseinanderset-
zung fihig waren, 2.4.0., 95-97.
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buler Intellektuellen, die als iiberzeugte ‘Kemalisten’ der ersten
Stunde zusammen mit dem Republikgriinder Mustafa Kemal
(Atatiirk) an der Konstruktion einer neuen tiirkischen kulturellen
Identitit, die nicht in Istanbul, sondern in Anatolien verankert
sein sollte, mitwirkte. Aus seinen Schriften erfahren wir aber
auch, welch schwieriges Unterfangen das war.

Der Roman Ankara besteht aus drei Teilen, die drei Perioden
aus der jiingeren Geschichte Ankaras zugeordnet sind. In der er-
sten Periode ist Ankara die kleine schmutzige Provinzstadt, die
ausersehen war, im Befreiungskrieg das Hauptquartier des Feld-
herrn und seit April 1920 die Grofle National-Versammlung zu
beherbergen. Nach der Niederlage des Osmanischen Reiches im
Ersten Weltkrieg und wihrend der Besetzung Istanbuls durch die
Allierten seit 1920, die von den Tiirken als tiefe Demiitigung
empfunden wurde, iibte daher das Stidtchen Ankara als Symbol
der Hoffnung eine geheime Anziehungskraft auf alle national-
gesinnten Tiirken aus, die zunehmend nach Anatolien pilgerten,
um am Befreiungskampf mitzuwirken."! Damals, so schreibt Ya-
kup Kadri in seinem Roman, herrschte trotz der harten primi-
tiven Lebensbedingungen in Ankara der nationale Enthusiasmus
vor.

Ganz anders in der zweiten Periode, also in der ersten Dekade
der Republik, 1923-1933, den Schuljahren Orhan Veli’s und seiner
Freunde. Yakup Kadri 18t erkennen, dafl es nicht gliickte, den
Enthusiasmus zu bewahren und ihn in die Kultivierung eines
soliden Nationalbewufitseins und den Aufbau der Republik zu
investieren. Die neue republikanische Elite wird von ihm — sicher
iibertrieben, wie man kritisiert hat — als eine egoistische, von
westlichem Konsumdenken beherrschte Schicht dargestellt, die
nur an der modernsten westlichen Ausstattung ihrer Hiuser, an
westlicher Mode, an Tanztees, Billen und Spekulationsgeschiften
interessiert war. Die Kluft zwischen der Mehrheit der Einheimi-

11 Siehe dazu Erika GLASSEN, »Das tiirkische Gefingnis als Schule des litera-
* rischen Realismus (N4zim Hikmets Weg nach Anatolien)«, in: Ingeborg BALDAUF
w.a. (Hrsg.), Tiirkische Sprachen und Literaturen: Materialien der ersten deutschen Tur-

kologen-Konferenz, Bamberg, 3.-6. Juli 1987, Wiesbaden 1991 (Veroff. der Societas
Uralo-Altaica; 29), 129 ff.
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schen und der meist aus Istanbul zugewanderten Fiihrungs-
schicht, die so oft wie mdglich mit dem Zug aus Ankara nach
Istanbul floh, blieb beingstigend tief. Eine der Hauptfiguren des
Romans, der junge Journalist und Schriftsteller Neset Sabit, als
unabhingiger ‘idealistischer Kemalist’ das alter ego Yakup Kadri’s,
zeigt sich zutiefst frustriert. Verwestlichung bedeutet, wie er in
Ankara beobachtet, nicht viel mehr als Nachiffen alles West-
lichen und wird nicht als ein Lebensprinzip verstanden, das als
Kraft und Motor in Dienst genommen werden kann, um die
eigene tiirkische nationale Kultur und Identitit aufzubauen. Die-
ser zweite Teil des Romans endet mit der groflen Rede des Staats-
griinders zum zehnjihrigen Jubildum der Republik, durch die er
dem Volk neue Impulse zu geben versucht. Yakup Kadri be-
schreibt in einem dritten, utopischen Teil seine Vision von einer
echten kemalistischen Revolution, die dann in gemeinsamer An-
strengung zum Aufbliithen des Landes fiihrt."

Diese Stagnation, Frustration und Erniichterung, die sich
trotz der errungenen nationalen Unabhingigkeit in der tiirki-
schen Gesellschaft breitgemacht hatte und die Yakup Kadri in
seinem Ankara-Roman diagnostiziert hat, ist keine literarische
Fiktion. Man kann sie durchaus an vielen Indizien im gesell-
schaftlichen und literarischen Leben der zwanziger und dreifliger
Jahre wahrnehmen. Man darf nidmlich nicht vergessen, dafi, nach-
dem die Euphorie des Siegesrausches verflogen war, viele der alten
Mitstreiter Mustafa Kemal’s nicht bereit waren, alle die rigorosen
Reformen mitzutragen, die er fiir notwendig hielt. Bei der Ab-
schaffung des Sultanats (1. 11. 1922), aber besonders bei der Aufhe-
bung des Kalifats (3. 3. 1924) gab es grofle Widerstinde zu iiber-
winden. Es existierte auch eine oppositionelle Presse in Istanbul.
Wenig spiter waren es die religionspolitischen Maffnahmen im
Zusammenhang mit den traditionellen islamischen Institutionen,

2 In dem Vorwort zu der dritten Auflage des Romans 1964, abgedruckt in:
Yakup Kadri KARAOSMANOGLU, Biitiin Eserleri, 10, hazl. Atilla OZKIRIMLI, 5.
basilis, Istanbul 1981, 17, hat Yakup Kadri selbst seine Erniichterung zum Aus-
druck gebracht und festgestellt, daf innerhalb der vergangenen dreiflig Jahre dieser
erhoffte Aufschwung nicht stattgefunden habe. Er hat in dem Roman Panorama, 2
cilt, Ankara 1953-54, eine Fortsetzung zu Ankara geschrieben, in dem sein Held
Neset Sabit als Opportunist der DP beitritt.
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die breite Bevdlkerungskreise irritierten. Die beiden Versuche,
1924 und 1930, zu einem Mehrparteiensystem zu gelangen, schei-
terten. Das Gespenst der Konterrevolution zeigte sich 1925 in Ge-
stalt des kurdischen Nagsibandi-Scheichs Sait, der im Siidosten
der Republik einen blutigen Aufstand im Namen der Religion
anzettelte, und 1930 in Menemen, wo ein anderer Naqsibandi
Dervig Mehmed als angeblicher Mahdi die Bevélkerung aufwie-
gelte, so daf} schliefflich der junge kemalistische Offizier Kubilay,
der ihnen entgegentrat, gekopft wurde. In Izmir wurde sogar ein
Attentatsplan gegen Mustafa Kemal aufgedeckt. Der Ausnahme-
zustand, der unter der Bezeichnung »Sicherung der (éffentlichen)
Ruhe« (takrir-i sikdn) von 1925 bis 1929 herrschte, und das harte
Durchgreifen der Istiklal Mabkemeleri (auferordentlicher Ge-
richtshofe) gegen alle Feinde der Republik lihmte die freie Ent-
faltung der Demokratie, die Mustafa Kemal eigentlich anstrebte.
Er nutzte die verordnete Ruhe, um eine Reihe von Reformen ein-
zuleiten und durchzufiihren, die insgesamt den Charakter einer
Kulturrevolution trugen. Er konnte dabei zwar weitgehend mit
der Zustimmung der sdkularistischen, westlich orientierten Intel-
lektuellen und Kiinstler rechnen, aber wenn auch vor allem die
religidsen Reaktionire in Schranken gehalten werden sollten,
wurde doch das geistige Klima allgemein als bedriickend empfun-
den, wozu auch die schlechte wirtschaftliche Lage beitrug. Der
Ausnahmezustand und seit 1931 das erste restriktive Pressegesetz'*
behinderten die freie Meinungsduflerung und leiteten eine Ent-
wicklung ein, die allmihlich, dffentlich wahrnehmbar erst nach
Atatiirk’s Tod, besonders unter dem Einflufl des Weltkrieges, aus
dem sich die Tiirkei mit Inénii’s Schaukelpolitik herauszuhalten
verstand, zu einer Polarisierung zwischen ‘rechten’ turanistisch-
nationalistisch-faschistischen und ‘linken’ sozialistisch-kommu-

'* Eine gute Zusammenfassung dieser Ereignisse aus kemalistischer Perspek-
tive findet sich in dem Schulbuch Tirkiye Cumburiyeti Inkilap Tarihi (Verfasser:
Miikerrem K. SU und Prof. Dr. Ahmet MUMCU), Istanbul: Milli Egitim Basimevi,
1981, 176-220. Siehe auch Feroz AHMAD, The Making of Modern Turkey, London:
Routledge, 1993, 52-101, und Fikret ADANIR, Geschichte der Republik Tiirkei, Mann-
heim 1995 (Meyers Forum,; 32), 21-38.

1 Cumburiyet Dinemi Tiirkive Ansiklopedisi, 1. cilt, Istanbul: Iletigim, 1983, 213-
215.
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nistisch-oppositionellen Individuen oder Gruppen fiihrte, die al-
lerdings der republikanischen Sache nicht grundsitzlich feindlich
gegeniiberstanden wie die geriat-treuen reaktiondren Krifte. Die
staatsloyalen ‘idealistischen Kemalisten’, wie ich sie einmal nen-
nen mochte, hatten es besonders schwer, da sie unabhingig von
der Staatspartei und den Parteifunktiondren bleiben, sich aber
auch nicht mit den beiden extremistischen Haltungen identifi-
zieren wollten. Man kann sie als Gruppe schwer definieren. Es
handelt sich um Freundeskreise oder engagierte Individuen. Ge-
meinsam war ihnen die Akzeptanz der kemalistischen Politik des
Laizismus und der Aneignung der westlichen Zivilisation. Sie
wollten wie der Republikgriinder einen eigenen nationalen tiir-
kischen Weg finden und mischten sich kreativ ein. Da der Begriff
Kemalismus bis heute schwammig geblieben ist, will ich ver-
suchen, moglichst viele frithe ‘Kemalisten’ aufzuspiiren, um dem
Phinomen niher zu kommen. Denn ich méchte beweisen, daf}
die Garip-Bewegung aus kemalistischem Ankaraner Geist geboren
ist.

Das literarische Leben, das sich nach der finsteren Zeit des
Despotismus (istibdat) unter Sultan Abdiilhamid II. (1876-1909)
seit der jungtiirkischen Revolution von 1908 besonders durch die
aufblithende Presse und die kulturellen Aktivititen der Tiirk
Ocaklar: relativ frei entfalten konnte, hatte sein Zentrum in
Istanbul. Die Abwendung von der osmanischen Vergangenheit
und die Hinwendung nach Anatolien, die Mustafa Kemal (Ata-
tiirk) durch die Griindung der neuen Hauptstadt Ankara symbo-
lisch und praktisch vollzog, konnte also nicht ohne Auswirkun-
gen auf die Literatur und Presse bleiben. Auch andere rigorose
kulturrevolutionire Maflnahmen Mustafa Kemal’s, zu denen die
Einfiihrung der Lateinschrift im Jahre 1928, die u.a. den An-
schluf an die zeitgendssische westliche Zivilisation erleichtern
sollte,”” gehorte, hatten auf die tiirkische Literatur zunichst eher
negative Auswirkungen, denn die junge Generation wurde damit
weitgehend von der Tradition abgeschnitten.

15 Dazu mit Literaturangaben: Barbara FLEMMING, »Literatur im Zeichen des
Alphabetwechsels, in: Anatolica VIII (1981), 133-157.
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Doch es fehlte nicht an Literaten in der Tiirkischen Republik.
" Die alte Garde war, soweit nicht wegen ihrer oppositionellen Hal-
tung emigriert oder verbannt,'® im Lehrbetrieb und Journalismus
titig oder war von Mustafa Kemal Atatiirk — dem groflziigigen
Mizen — mit Abgeordneten- oder Diplomatenposten versorgt
worden,'” und auch die jiingere Generation, die studieren konnte,
oft auf Staatskosten im Ausland, wie Oktay Rifat in Paris und
Melih Cevdet in Belgien, fand, wie auch Orhan Veli, der sein
Studium ohne Examen abgebrochen hatte, in staatlichen Einrich-
tungen und Ministerien ein Unterkommen, war wenigstens mate-
riell versorgt. Dieser Trend hielt auch unter Atatiirk’s Nachfolger
Inénii zunichst an. Die beruflichen Méglichkeiten, die die neue
Hauptstadt bot, machten Ankara doch allmihlich zu einer akzep-
tablen Alternative zu Istanbul, wobei auch im kulturellen Leben
der beiden Stiddte eine gewisse Polarisierung zwischen nationali-
stisch-kemalistischem Geist im ‘modernen’ Ankara und einer op-
positionellen konservativen oder linken Haltung im nostalgie-
trichtigen, bohémehaften und kosmopolitischen Istanbul zu be-
obachten war.

16 Zu den Verbannten gehorte die bekannte Schriftstellerin und Mitstreiterin
Mustafa Kemals im Befreiungskrieg Halide Edip (Adivar) (1884-1964) und ihr
Mann Dr. Adnan Adivar, der der oppositionellen Terakkiperver Cumhuriyet
Firkast (aufgeldst 1925) beigetreten war. Zu den 150 Verbannten, den yizellilikler,
gehérten auch die berithmten Schriftsteller Riza Tevfik (1868-1951) und Refik Halit
Karay (1888-1965). Siehe dazu Ilhami SOYSAL, 150/ikler: kimdiler, ne yaptilar, ne oldu-
lar, 3. Auflage, Istanbul 1988. Uber Halide Edip s. D. GRONAU, Mustafa Kemal
Atatiirk oder. Die Geburt der Republik, Frankfurt a. M. 1994, 243. Gronau’s Buch ist
gut recherchiert und lesbar.

'7 Adile AYDA, Bayle idiler yasarken (Edebi hitiralar), Ankara 1984, schreibt in
ihren Erinnerungen an den Lyriker Celal Sahir (Erozan) (1863-1935), den man den
Kadinlar sairi (»Frauendichter<) nannte, 150: »Dafl Atatiirk die gebildete Elite
(bilginler) um sich sammelte, mit ihnen arbeitete und sich von ihnen beraten lief,
ist bekannt, aber seine mizenatische Seite, nimlich daR er wie Ludwig XIV., Fried-
rich II. und Fatih Férderer der Kunst und Literatur war, ist in unserer Geschichte
noch nicht geniigend hervorgehoben worden«. Um einen Abgeordnetenposten zu
erlangen, sei wichtiger als die Wahl die Tatsache gewesen, ob man auf der Liste des
Devlet Bagkani stand. So seien unter dem Einparteienregime Atatiirks viele wirk-
lich wiirdige Dichter und Schriftsteller mebus geworden. Ahnlich dufert sich Taha
TOROS, Mdzi Cennet, Istanbul: Iletisim Yay., 1992, 191. Ein interessantes Thema,
das sich zu bearbeiten lohnt.
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Es gab ein reges Literatenleben in Lokalen und Kaffeehiusern
in Istanbul und Ankara.'”® Dort diskutierte man, trug Fehden aus
und machte Projekte fiir neue Zeitschriften, die manchmal sehr
kurzlebig waren und immer wieder von denselben Literaten belie-
fert wurden. Der erste heftige literarische Streit, der wihrend der
Republikzeit zwischen der jungen und alten Generation ausgetra-
gen wurde, fand kurz nach Beendigung des Ausnahmezustandes
in der Zeitschrift Resimli Ay, herausgegeben in Istanbul von den
Linksliberalen Sabiha und Zekeriya Sertel, sein Forum. Nizim
Hikmet (Ran) (1902-1963), der 1928 aus Moskau vom internatio-
nalen Kommunismus geprigt in die Tirkei zuriickgekehrt war,
arbeitete an der Zeitschrift als Korrektor und publizierte damals
auch seine eigenen revolutioniren Gedichte in freien Rhythmen.
Die polemische Kampagne, die alle Gemiiter bewegte, wurde un-
ter dem Schlachtruf »Wir zerbrechen die Gotzen« (putlar: yikiyo-
ruz) ab Juni 1929 liber mehrere Monate hinweg gefithrt. Zur Ziel-
scheibe wurden zunichst vor allem Abdiilhak Himid (Tarhan)
(1852-1937), der groflte Genius (déhi-i dzam),” und Mehmet Emin
(Yurdakul) (1869-1944), der nationale oder tiirkische Dichter (m:ll
sair, Tiirk sairi),”® der Kampf zog aber bald weitere Kreise.! Auch

18 Uber dieses literarische Leben in den Kaffehiusern und Lokalen in Istanbul
und Ankara findet man reiches Material bei: Saldh BIRSEL, Kahveler kitab,
Istanbul 1975; ders., Abh Beyogiu vah Beyoglu, Istanbul 1976; MEHMED KEMAL
(Kursunluoglu), Actls Kugak, 2. b., Istanbul 1977; und ders., Tirkiye’nin kalbi An-
kara, Istanbul 1983. Auch Orhan Veli wird in allen diesen Biichern hiufig erwihnt.

19 Siehe Petra DE BRUIJN, The Two Worlds of Esber: Western oriented verse drama
and Ottoman Turkish poetry by ‘Abdiilhbakk Hamid (Tarban), Leiden 1997 (Research
School CNWS), iiber Nazim Hikmet’s Kampagne, 116 f. Ubrigens war Abdiilhak
Hamid fiir drei Legislaturperioden zwischen 1927-1939 mebus fiir Istanbul, so bei
Siileyman CO$KUN, Tiirkiye'de Politika (19201995), Istanbul 1995, 240. DE BRUIJN,
106: »Soon after the foundation of the Republic, in 1923, the Biiyiik Milli Meclisi
(Grand National Assembly) honoured his services to the fatherland [...] by settling
a monthly salary on him. The Istanbul Municipality rented an apartment for him
on the first floor of the Magka Palas [...] in Istanbul«. Dort hat ihn iibrigens N4-
zzm Hikmet auf seine Einladung hin 1930 besucht und war sehr beeindruckt.
Sabiha SERTEL, Roman gibi, 2. b., Istanbul: Belge yay., 1987, 120-131.

2 Auch Mehmet Emin war mebus in 6 Legislaturperioden von 1923 bis zu
seinem Tode. Siche COSKUN (1995), 260. Als Mehmet Emin 1921 nach Ankara
aufbrach, begriifite ihn in Inebolu ein Telegramm des Gazi als »milletimizin
miibarek babasi«. S. Sitkran KURDAKUL, Cagdas Tiirk Edebiyati: Mesrutiyet Dinemi,
Istanbul: Broy Yaynlari 20, 1986, 117.
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Yakup Kadri, der durchaus noch nicht zum alten Eisen gehoren
wollte und N4zim Hikmet’s moderne Lyrik wegen der Sprengung
der alten Formen zwar bewunderte, aber seinen linken Klassen-
standpunkt fiir die gesellschaftlichen Verhiltnisse in der Tiirkei
als unangemessen ablehnte, mischte sich mit einer gereizten Re-
plik ein und wurde dann selbst Adressat einer Satire.” Nizim
Hikmet avancierte auf der Istanbuler Szene zum Idol der jungen
Generation. Er war auch beriihmt als Rezitator seiner Verse bei
den Versammlungen der Kiinstlervereinigung (Giizel Sanatlar Bir-
lig/) im Alay Koéskii, und eine amerikanische Firma produzierte
1929 zwei Platten mit seinen Lyrikrezitationen.” Selbst Mustafa
Kemal (Atatiirk) wurde auf ihn aufmerksam und wollte ihn in
den Dolmabahge-Palast, seine Istanbuler Residenz, zu einer nicht-
lichen Tafelrunde kommen lassen, was der Dichter aber stolz ab-
lehnte, er sei nicht die Nachtklubsingerin »Nixe Eftalia«.** Die
Reaktionen zwischen den beiden literarischen Lagern waren sehr
heftig, und es blieb nicht aus, dafl Nazim Hikmet als Handlanger
des Bolschewismus denunziert wurde,”” so von dem langjihrigen
Prisidenten der Tiirk Ocaklari, Hamdullah Suphi (Tanridver)
(1885-1966),”° und Mustafa Kemal’s Hofdichter Behcet Kemal Cag-
lar (1908-1969).%’

Man kann wohl sagen, das literarische Leben befand sich in
einer schwierigen Ubergangsphase, die nicht nur von der staatlich

*! Siehe dazu: SERTEL, Roman gibi, 116138 u. 150-162; zusammenfassend mit
reichem Anmerkungsapparat: Kemal SULKER, Nézim Hikmet'in polemikleri, Istan-
bul: Ant Yay., 1968.

22 SULKER (1968), 28-44.

2 Siehe dazu SULKER (1968), 41 f.

24 Dazu Dietrich GRONAU, Nézim Hikmet, Reinbek 1991, 89.

2 Die offizielle Aufenpolitik der Tiirkischen Republik war damals nicht etwa
antisowjetisch, sondern es gab im Gegenteil sehr enge gegenseitige Beziehungen,
ADANIR (1995), 52 f. — BERKES (1997), 99 f., beschreibt, wie der Gazi mit dem

hochsten auswirtigen Gast zur Zehnjahresfeier der Republik, dem sowjetischen
Staatsprasidenten Woroschilow, das Ankaraner Halkevi besucht.

26 Dazu M. BAYDAR, Hamdullah Suphi Tanriéver ve Anilar:, Istanbul: Mentes
Kitapevi, 1967, 139-151.

21 SULKER (1968), 158 f. — Uber den ‘Hofdichter’ in Ankara s. AYDA (1984), 65
ff. Dazu auch BERKES (1997), 90, 99, 272.
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verordneten Schrift- und Sprachreform® geprigt war, sondern
auch von einem sich wandelnden Nationalismusbegriff. Sympto-
matisch dafiir scheint mir eine Anekdote, die Adile Ayda be-
richtet, deren Vater, der Kazan-Tatar Sadri Maksudi Arsal, zu den
Fiihrungsfiguren der Tiirk Ocaklar1 und Tischgenossen Mustafa
Kemal’s in Ankara gehorte. In ihren Erinnerungen an den ‘milli
sair’ Mehmet Emin (Yurdakul) erzdhlt sie, dafl Atatiirk sich
Anfang des Jahres 1930 bei Tisch nach den Aktivititen der Tiirk
Ocaklar1 erkundigte und schliefflich mit scharfer Stimme fragte:
»Was macht denn eigentlich diese Wissenschafts- und Kulturver-
einigung (ilim wve hars heyeti)>« Dann, seinen Blick auf Mehmet
Emin Bey gerichtet:

Woas treiben denn unsere Literaten, unsere Dichter? »Ich bin ein
Tiirke, meine Religion, meine Herkunft ist erhaben (ber bir Tiir-
kiim, dinim, cinsim uludur)« haben wir jetzt verstanden. Aber in-
zwischen haben wir einen groflen Befreiungskrieg, einen nationa-
len Kampf durchgefochten. Wo sind denn unsere nationalen
Dichter und Gedichte, die das zum Thema genommen haben?

Mehmet Emin wurde verlegen, aber Hamdullah Suphi Bey fiihlte
sich verpflichtet, ihm zu helfen, und sagte, Firdausi habe fiir das
Schahnama schliefflich 30 Jahre gebraucht, ein Nationalepos lasse
sich nicht so schnell schreiben, Mehmet Emin habe damit be-
gonnen.”

Die Tage der Tiirk Ocaklarr® waren gezihlt. Diese Institution,
die sich grofle Verdienste um die Ausbildung eines kulturellen
tiirkischen Identititsbewufltseins erworben hatte, aber auch im-
mer offen fiir panturanistische Ideen gewesen war, schien nicht
mehr zeitgemifl. Ein neues ‘kemalistisches’ tiirkisches National-
bewufltsein mufite geschaffen werden. Da der gescheiterte Versuch
der Griindung einer Oppositionspartei, die von Mustafa Kemal

% Dazu immer noch als guter Uberblick giiltig: Karl STEUERWALD, Untersu-
chungen zur tirkischen Sprache der Gegenwart, Teil I: Die Tiirkische Sprachpolitik seit
1928, Berlin-Schoneberg: Langenscheidt, 1963.

» AYDA (1984), 25-27.

% Dazu: Yusuf SARINAY, Tiirk milliyetgiliginin taribi gelisimi ve Tiirk Ocaklan,
19121931, Istanbul 1994; Fiisun USTEL, Téirk Ocaklar:, Istanbul 1997.
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zunichst selbst gefordert worden war, die Unzufriedenheit breiter
Bevolkerungskreise sichtbar gemacht hatte, brach der Republik-
griinder im November des Jahres 1930 zu einer Inspektionsreise
durch das Land auf, die er bis in den Mirz des folgenden Jahres
1931 ausdehnte. Zu seinen Begleitern gehérte damals Hasan Ali
(Yiicel) (1897-1961), der als einer der idealistischen Kemalisten sehr
befruchtend auf das kulturelle Leben in der Tiirkei wirken sollte,
besonders spiter in seiner Amtszeit als Erziehungsminister.”® Die
sechs Prinzipien des Kemalismus® wurden auf dieser Reise disku-
tiert und formuliert. Durch Gespriche unter den Reiseteilneh-
mern scheint auch die Idee fiir die Griindung einer Sprachgesell-
schaft damals herangereift zu sein.”» Nach der Riickkehr Mustafa
Kemals nach Ankara wurden die traditionellen Tiirk Ocaklan
aufgeldst und 1932 in Halkevleri (Volkshiuser) umgewandelt, die
nun auf allen Gebieten des geistigen und gesellschaftlichen Le-
bens die Propagierung der kemalistischen Kulturrevolution iiber-
nahmen. Sie unterstanden der Aufsicht der Volkspartei (Cum-
huriyet Halk Partisi). Hamdullah Suphi Bey, der eigentlich seit
ihrer Griindung die Tiirk Ocaklar: geleitet hatte, wurde auf einen
Diplomatenposten abgeschoben.

Es begann eine Zeit der ideologischen Mobilmachung, an der
sich auch Yakup Kadri beteiligte. Denn sowohl die gnadenlose
gesellschaftskritische Bilanz im zweiten Teil als auch die effekt-
volle Zukunfisvision einer gegliickten kemalistischen Revolution
im utopischen Ausgang kennzeichnen den Roman Ankara als
Produkt dieser ideologischen Mobilmachungsphase der dreifliger
Jahre. Doch Yakup Kadri hat sich nicht mit diesem literarischen

3! Siehe die Bamberger Magisterarbeit: Mustafa GIKAR, Hasan-Ali Yiicel und
die Tiirkische Kulturreform, Bonn: Kultusministerium der Tiirkischen Republik /
Pontes-Verlag, 1994; iiber die Reise mit Mustafa Kemal: 42-44.

32 ADANIR (1995), 44 f. — Die alt: ok (sechs Pfeile): Nationalismus, Republika-
nismus, Populismus, Laizismus, Etatismus und Reformismus/Revolutionismus
wurden zu Hauptpunkten des Parteiprogramms der CHP und 1937 in die Verfas-
sung iibernommen.

¥ Nach CIKAR (1994), 43-45, hat Hasan Ali (Yiicel) den Anstof dazu gegeben.
Die Tiirk Dili Tetkiki Cemiyeti (spater: Tiirk Dil Kurumu) wurde am 12. Juli 1932
gegriindet. Nach der Schriftreform von 1928 begann nun die grofle offizielle
Offensive, die Tiirkisierung der osmanischen Sprache. Klaus KREISER, Kleines Tér-
kei-Lexikon, Miinchen: Beck, 1991 (Beck’sche Reihe), 146.



88 ERIKA GLASSEN

Produkt dieser ideologischen Mobilmachungsphase der dreifliger
Jahre. Doch Yakup Kadri hat sich nicht mit diesem literarischen
Beitrag begniigt, er hat zusammen mit einer Gruppe von Gleich-
gesinnten, die sich als freiwilliges Kader (Kadro, so der Name
ihrer Zeitschrift) der kemalistischen Revolutionsbewegung ver-
standen, gestiitzt auf die »Sechs Prinzipien« (alt: ok), doch unab-
hingig von der Staatspartei, an der Ausarbeitung der Ideologie
des Kemalismus mitgewirkt. Die von den Kadrocular vertretene
Ideologie, die alle Gebiete des gesellschaftlichen Lebens einbezog,
wurde im bewufiten Wettstreit mit den zeitgendssischen Ideolo-
gien des Faschismus und Bolschewismus konzipiert und trat mit
groflem Selbstbewufltsein fiir eine klassenlose Gesellschaft und
einen autarken anti-imperialistischen Nationalismus als Vorbild
fiir die ‘Dritte Welt’ ein. Da einige der Kadrocular in ihrer Jugend
Bewunderer der -russischen Oktoberrevolution gewesen waren,
wurden sie von den Rechten als Kommunisten denunziert, ihre
dkonomischen Vorstellungen von der staatlichen Lenkung nach
dem Prinzip des Etatismus pafiten bestimmten liberalen Wirt-
schaftskreisen nicht, die der Staatspartei nahestanden, und sie
muflten auf Atatiirk’s Wunsch ihre Zeitschrift nach 3 Jahren auf-
geben.* Auch Yakup Kadri wurde als Diplomat® in die ‘Verban-
nung’ geschickt wie Hamdullah Suphi zwei Jahre vor ihm. Viele
aufrechte Kemalisten erlitten ein dhnlich typisches Schicksal, sie
wurden Opfer des Machtkampfes im eigenen Lager.

Diese ideologische Mobilmachung, die vom Republikgriinder
in Gang gesetzt wurde, nachdem er erfahren hatte, daf die von
thm verordneten Reformen im Volk noch nicht auf breiter Basis
akzeptiert worden waren, machte sich als offizieller Impuls auch

3 Einer der Kadrocular hat diese Ideologie zusammenfassend dargestellt:
Sevket SUREYYA, Inkildp ve Kadro (Inkilabin Ideolojisi), Ankara 1932; mit Literatur-
angaben: F. AHMAD, »Die Suche nach einer Ideologie in der kemalistischen Tiir-
kei 1919-1939«, und Fikret ADANIR, »Zur ‘Etatismus’-Diskussion in der Tirkei in
der Weltwirtschaftskrise: Die Zeitschrift Kadro 1932-1934«, beide Aufsitze in: Linda
SCHATKOWSKI-SCHILCHER und C. SCHARF (Hrsg.), Der Nabe Osten in der Zwi-
schenkriegszeit 1919-1939: Die Interdependenz won Politik, Wirtschafi und Ideologie,
Stuttgart 1989 (Verdffentl. des Instituts fiir Europiische Geschichte, Mainz, Abtei-
lung Universalgeschichte; Beiheft 22), 341354 und 355-373.

* Yakup Kadri KARAOSMANOGLU, Zoraki Diplomat (= Biitiin Eserleri; 15),
hazirlayan A. OZKIRIMLI, 2. bastlis, Istanbul 1967, 21-48.



DAS RECHT AUF DICHTUNG 89

auf dem Feld der Literatur bemerkbar. Es ging um die moralische
Unterstiitzung der nationalen Sache durch die Intellektuellen, die
Mustafa Kemal brauchte, um sein Ziel, die Anbindung der Tiirki-
schen Republik an die moderne westliche Zivilisation, zu errei-
chen, wobei der Bruch mit der osmanischen Tradition als unab-
dingbare Voraussetzung galt. Die Konstruktion eines tiirkischen
Nationalbewuf3tseins, das der weisen Beschrinkung der Republik
auf das Territorium Anatoliens Rechnung tragen muflte, gehorte
in das kemalistische Konzept. Ankara war ein aussagekriftiges
Symbol dafiir und wurde weitgehend so verstanden. Osmanische
Nostalgie und extrem panturanistische Ideen pafiten ebensowenig
wie der bolschewistisch inspirierte Klassenkampf in die kema-
listische Ideologie.

Das ehrliche Bemiihen vieler Literaten, sich der Aufgabe zu
stellen und eine neue tiirkische Nationalliteratur zu schaffen, die
auch im internationalen Rahmen als Stimme der neuen Tiirkei
wahrgenommen werden konnte, hatte bislang noch nicht zu
fruchtbaren Ergebnissen gefiithrt. Das wird immer wieder selbst-
kritisch festgestellt. Es war die Zeit der Diskussionen und Um-
fragen (anketler) in den literarischen Zeitschriften. Man stellte
Fragen wie: »Stirbt die Poesie?« ($iir dliiyor mu?), so 1937 in der
Zeitung Ulus, oder »Kodnnen wir eine nationale Literatur schaf-
fen?« (Milli bir edebiyat yaratabilirmiyiz?).*® Es gibt viele solcher
Beispiele, und der pessimistische Unterton ist hier schon in den
Fragen nicht zu iiberhoren. Ein interessantes Exemplum dieser
Spezies ist der Band Edebiyatcilarimiz ve Tiirk Edebiyati,’’ gesam-
melt und herausgegeben von Mehmet Behget Yazar (1890-1980).
Er hatte im Jahre 1938, aus Anlafl des 15jdhrigen Bestehens der
Republik 43 Literaten nach ihrem eigenen Werk und ihrer persén-

% Von Nusret Safa COSKUN in Istanbul 1938 in Buchform herausgegeben.

37 Istanbul: Kanaat Kitabevi, 1939. Vom gleichen Autor: Geng sairlerimiz ve eser-
leri (Edebi tetkik), Istanbul: Ahmet Sait Matbaasi, 1936. In diesem Werk hat er in
dem Kapitel Fantastique Siir Miimtaz Zeki, Erciiment Behzad und N4zim Hikmet
als von den modernen europiischen Strémungen (cubism, futurism, dadaism,
surrealism) beeinfluft behandelt, 36-42. Er erwihnt, 38, daf Marinetti 1932 in
Istanbul einen Vortrag {iber den Futurismus gehalten habe. Ders., Geng romancila-
rimiz ve eserleri (Edebi tetkik), Istanbul 1937. Diese Werke geben ein wertvolles Re-
siimee iiber den Stand der tiirkischen Literatur.
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lichen Einstellung zur Vergangenheit und Zukunft der tiirkischen
Literatur befragt. Die jungen Literaten der Generation der Ata-
tiirk-Ara (Atatirk devrinin neslinden olan miimessilleri) sollten be-
sonders herausgestellt werden, doch auch die iltere Generation
kam zu Wort, mehr als ein Drittel der Befragten sind vor der
Jahrhundertwende geboren. Auch in diesen Beitrigen iiberwiegen,
trotz begeisterter Lippenbekenntnisse zur revolutioniren nationa-
len Sache — fast alle distanzieren sich von der osmanischen Tradi-
tion, und die Anthologie enthilt viel Atatiirk-Panegyrik — unzu-
friedene Auflerungen zur gegenwirtigen Lage der Literatur. So
beklagt Halit Fahri Ozansoy (1891-1971), der auch Atatiirk’s Rede
zum zehnten Jahrestag der Republik als Ansporn fiir die Literatur
zitiert, dafl die neuen Tiirken, die durch ihre Revolution in 11
Jahren 6 Jahrhunderte iibersprungen hitten und dafiir von den
Europiern bewundert wiirden, noch keinen diesem Phinomen
angemessenen Beitrag zur Weltliteratur geleistet hitten. Um die-
ses Ziel zu erreichen, miisse man die neuesten europiischen lite-
rarischen Werke und geistigen Strémungen rezipieren. Doch da
fiir die tiirkische Literatur die Heimat Anatolien immer noch ein
Geheimnis geblieben sei, sei es an der Zeit, das eigene Land und
seine Gesellschaft literarisch zu thematisieren und die ‘nationali-
sierte’ Sprache, das dz Tiirkce, zu benutzen. Nicht nur die groflen
Dinge, wie der Befreiungskrieg, miiffiten besungen werden, auch
das soziale Leben der arbeitenden und sich abplackenden Men-
schen, unter denen 1001 verschiedene Typen existierten, er nennt
einen Schuster, miisse literaturfihig werden. Das sei kiinstlerisch
vielleicht schwieriger zu bewiltigen, aber der einzige Weg, um
Anschluf an die Weltliteratur zu finden. Die wahre Revolutions-
literatur sei eine volkstiimliche (popilist) Literatur.”® Andere der
Befragten hofften auf das Erscheinen einer groflen Dichterpersén-
lichkeit, die, wie H. Nusret Zorlutana (1901-1984) in ihrem Beitrag
iiberlegt, vielleicht noch auf der Schulbank oder auf dem Schof
der Mutter sitze. Sie sagt:

3 YAZAR (1938), 152162.
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Es besteht kein Zweifel, daf unsere Revolution, die ein Meister-

werk war, auch eine Literatur gebiren wird, die ihr ebenbiirtig
. 39
ist.

Also, der erwartete Messias der neuen tiirkischen Literatur
war 1937/38 noch nicht erschienen. Uberall herrschte Unbehagen,
man spiirte eine geistige Leere. Es fillt auf, welche Namen in
Yazar’s Band, der 1938, noch kurz vor Atatiirk’s Tod, erschienen
ist, fehlen. Uber die Griinde kann man nur Vermutungen anstel-
len. U.a. fehlen N4zim Hikmet und Orhan Veli. Das ist leicht er-
kldarbar. Der streitbare kommunistische Dichter Nizim Hikmet,
der nicht nur seit Ende der zwanziger Jahre mit Gedichten in
freien Rhythmen die tiirkische Lyrik revolutioniert hatte, son-
dern auch durch seine polemischen Angriffe auf die ‘Gotzen’ der
Literatur die literarische Szene in Istanbul in Aufruhr versetzt
hatte, muflte 1937 vor Gericht und saff seit 1938 in anatolischen
Gefingnissen, schrieb dort weiter Gedichte und ein nationales
Epos, verfolgte das literarische Leben durch die Lektiire von Zeit-
schriften und diskutierte oder korrespondierte mit Schriftsteller-
kollegen, die z.T. auch im Gefingnis saflen, wie Orhan Kemal
und Kemal Tahir.* Orhan Veli war aber 1937, als Yazar die
Schriftstellerkollegen befragte, wohl noch nicht prominent ge-
nug, um hier zu Wort zu kommen, obwohl er gerade seine ersten
Gedichte in Zeitschriften publiziert hatte.*!

Doch auch Orhan Veli und seine Freunde diskutierten da-
mals oft besorgt und unzufrieden iiber den Zustand der Literatur.
Im Sommer 1937 saflen Oktay Rifat und Orhan Veli vor der Kon-
ditorei Ozen auf dem Atatiirk Bulvar1 in Ankara (Melih Cevdet
war in Belgien) und sprachen iiber Gedichte. Abfillig urteilten sie
iber die Piyasa Sairleri, die opportunistischen Allerweltsdichter.
Ihre Sehnsucht verlangte nach einer anderen, ganz anderen Dich-
tung. Oktay hatte ein Gedicht in der Tasche, ein Gedicht ohne

¥ YAZAR (1938), 146.

% GLASSEN (1991), 135-141. — Ubrigens hat Nizim die Garipgiler wahrgenom-
men und sich in Briefen iiber ihre Gedichte sowohl kritisch als auch wohlwollend
gedufert. Siehe A. CALISLAR, Nazim Hikmet Sanat ve Edebiyat Ustiine, Istanbul:
Bilsan A.S. Bilim ve Sanat Kitaplari, 1987, 326-330.

41 SAZYEK (1996), 37-46. Uber die Phase vor Garip.
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Metrum und Reim, nur ganz wenige Zeilen. Er wagt es zunichst
nicht so recht, es dem Freund vorzutragen. Doch als er sich
iiberwindet und es vorliest, reagiert Orhan sofort begeistert und
zieht auch aus seiner Tasche einen Vierzeiler. Nun werden beide
ganz erregt, sie wissen pldtzlich, sie haben den ersten Schritt hin
zu der ganz neuen Dichtung, die ihnen vorschwebte, getan. Das
war die Geburtsstunde der garip-Dichtung 1937 in Ankara.’ Da-
mit gab es doch wieder ein literarisches Ereignis, das in den fol-
genden Jahren die Gemiiter der tiirkischen Literaten und Zeit-
schriftenleser erhitzen sollte. .

Wie wir oben gesehen haben, bezeugt das Manifest, da Or-
han Veli den Auftrag des Dichters als einen gesellschaftlichen
begreift. Die garip-Bewegung gehort also in den Kontext dieser ke-
malistischen literarischen Aufbruchbewegung, nimlich der Suche
nach einer neuen gesellschaftsbezogenen tiirkischen Nationallite-
ratur, die vollstindig mit dem Alten bricht, den iiberkommenen
Formen und Themen, und sich einer neuen volkstiimlichen Spra-
che bedient sowie den Anschlufl sucht an die modernsten west-
lichen Literaturstrémungen, nicht indem sie sie blind nachifft,
sondern adiquat adaptiert.” Von dem literarischen Publikum
wurden die einfachen banalen Verse ohne Metrum und Reim mit
dem alltiglichen Vokabular zunichst als Provokation empfun-
den, als eine Verleugnung der Poesie. Doch gerade das oben
zitierte Gedicht »Grabinschrift« und Siilleyman Efendi’s Hiihner-
augen waren bald in aller Munde und wurden selbst zum Ge-
sprichsstoff beim Frisér. Der Literaturwissenschaftler Mehmet
Kaplan, der zu den ehrfiirchtigen Bewunderern Yahya Kemal’s
und Tanpinar’s gehoérte und Orhan Veli und seine Freunde
zunichst nicht als Dichter akzeptieren wollte, berichtet in einer
Anekdote von seinem Bekehrungserlebnis. Er begegnete eines
Tages auf dem Babidli-Yokus einem kleinen Beamten, dessen

2 SAZYEK (1996), 47.

“ Daf dieser Anspruch von der Dichtung der garipgiler erfiillt wurde, er-
kannte der franzdsische Dichter Philippe Soupault, der 1949 Ankara besuchte und
Orhan Veli traf. Er sagte: »Diese Dichtung hat eine Besonderheit. Sie ist ebenso-
sehr, wie sie europiisch ist, national (yerli, milli), und obwohl sie europiisch ist,
keine blofe Nachahmung der europidischen Dichtung«. Das ganze Zitat: SAZYEK

(1996), 233 £.



DAS RECHT AUF DICHTUNG 93

schibige duflere Erscheinung ihn an Siileyman Efendi aus Orhan
Veli’s Gedicht denken lie und Mitleid in ihm erweckte.

Das Gedicht, iiber das ich mich vorher mit den anderen zusam-
men lustig gemacht hatte, warf plétzlich Licht in die Gesichter
der Menschen, von denen ich zwar frither viele gesehen, fiir die
ich aber keinerlei Anteilnahme empfunden hatte, und machte
ihre leere und bedeutungslose Existenz zu einem Ritsel.*

Kaplan’s Erfahrung zeigt, daf Orhan Veli’s Gedichte durchaus
den von ihm erhofften Effekt haben konnten. Sie erdffneten
einen anteilnehmenden humanen Blick auf die gesellschaftlichen
Realititen des Alltags.

Doch Orhan Veli und seine Freunde standen bald im Kreuz-
feuer der Kritik. Sie veroffentlichten ihre ersten »fremdartigenc
Gedichte vor allem in der Ankaraner Zeitschrift Varlik, Orhan
Veli auch unter dem Pseudonym Mehmet Ali Sel. Der unbestech-
liche Literaturpapst Nurullah Atag (1898-1957), der ein echter An-
karaner und Kemalist geworden und iiberzeugt war, dafl die
Istanbuler Intellektuellen sich dem wirklich Neuen entgegenstell-
ten, protegierte die jungen Dichter.” Es ist auch aufschluflreich,
wer zu ihren Gegnern gehdrte. In der Zeitschrift der radikalen
nationalistischen Rechten Cinaraltr wird ihre Literaturauffassung
als niedrig und gemein (soysu#z) angeprangert.* Andererseits haben
auch die Linken, die sich als die actlr kugak (traurige Generation)
der vierziger Jahre bezeichneten, da sie unter der Einparteien-
herrschaft der Inonii-Periode oft bespitzelt und eingesperrt wur-
den, Orhan Veli und die garip-Bewegung angegriffen, weil sie
kleinbiirgerlich und ohne echtes gesellschaftskritisches Engage-
ment sei. Ja, es ging sogar so weit, dafl man eine Verschworungs-

“ M. KAPLAN, Siir tablilleri, 2: Cumburiyet devri Thirk giiri, 4. baski, Istanbul
1984, 130 .
. * Mehmet SALIHOGLU, Ata¢’la Gelen, Ankara: Ayyildiz Matbaasi, 1968, 103.
Uber seine Beziehungen zu Orhan Veli: 243, 248, 252, 257 f.

“ In der ersten Ausgabe der Zeitschrift Cinaralts 1 (9. 8. 1941), 13, spricht Yu-
suf Ziya Ortag (1895-1967) von der neuen Generation als kitapsiz, imlésiz, gramersig
(ohne Biicher, Rechtschreibung und Grammatik). Er fihrt fort: »Die tiirkische
Literatur erwartet den neuen geistigen Fiihrer (mirsit), der sie aus der Krise rettet«
Uber soysuzluk und die garipgiler in Cinaralts 4 (30. 8. 1941), 2.
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theorie aufbrachte. Der Staat wiirde die garipgiler dulden und un-
terstiitzen, weil sie ungefdhrlich seien, die Gesellschaft amiisierten
und dadurch ein Gegengewicht zu dem gefihrlichen kommuni-
stischen N4zim Hikmet und seiner Propaganda bildeten. Nurul-
lah Ata¢ und Hasan Ali Yiicel wurden dabei als Handlanger der
In6nii-Regierung denunziert.” Beide, Ata¢ und Yiicel, der seit
Ende 1938 Erziehungsminister war, sind zu den aufrechten Kema-
listen zu zihlen, die unbeirrt, nicht ohne Gegner im Regierungs-
. lager zu haben, die vom Republikgriinder eingeleiteten Reformen
auf kulturellem Gebiet fortfithrten. Besonders Yiicel’s Verdienste
sind nicht hoch genug einzuschitzen. Unter seiner Agide wurden
das Ubersetzungsbiiro und die Dorfinstitute gegriindet.®* Orhan
Veli war 2 Jahre lang, 1945-1947, an dem Ubersetzungsbiiro mit
Ubersetzungen aus dem Franzésischen beschiftigt.” Das Uberset-
zungsbiiro (Terciime biirosu) hatte das Ziel, die humanistische
Kultur des Westens in der Tiirkei zu verwurzeln, wobei die Uber-
tragung der wichtigsten Werke der griechischen und lateinischen
Literatur zunichst im Vordergrund stand.”® Die Mitarbeiter an
den von Yiicel initierten Institutionen waren Idealisten und ver-
suchten im tiirkischen Geistesleben, ausgehend von der antiken
Geschichte in Anatolien, die sie als Teil der eigenen Geschichte
kultivierten, den Humanismus (Tiirk Hiimanizmi) oder das gei-
stige Anatoliertum (Mavi Anadoluculuk) als Spielart eines neuen
kemalistischen Nationalismus heimisch zu machen.’! Besonders
in der letzten Phase seines Lebens gehérten die Briider Sabahettin
(1908-1973) und Bedri Rahmi Eyiiboglu (1913-1975) und die Altphi-
lologin Azra Erhat (1915-1982), die an der Propagierung des tiirki-
schen Humanismus wesentlich beteiligt waren, zu dem engen
Freundeskreis Orhan Velis.

7 Uber die Rezeption hat Sazyek sehr detailliert gehandelt. SAZYEK (1996),
253-307. Speziell iiber die Kritik der 4oer Generation: 298-307.

8 Dazu CIKAR (1994), 57-62.

4 ADNAN (1953), 9, 12 f.

0 Ausfiihrlich handelt dariiber: B. KRANZ, Das Antikenbild der modernen Tiir-
kei, Wiirzburg 1998 (MISK-Mitteilungen zur Sozial- und Kulturgeschichte der Isla-
mischen Welt; 2), 17-61.

5! Dazu KRANZ (1998), 73-92, 163-182 und passim.
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Orhan Veli wurde bald ein bekannter vieldiskutierter Dichter.
Er machte auch gewisse Wandlungen durch, so dafl die Lite-
raturgeschichte verschiedene Phasen in seinem schmalen Werk
statuiert. Schon in dem Vorwort zu der Garip-Ausgabe von 1945
schwicht er seine iiberspitzten Angriffe gegen alles Alte und Tra-
dierte etwas ab und betont, daf er ja keine Namen genannt habe.
Spiter greift er auf die tiirkische Volkspoesie zuriick, die in dem
Manifest iiberhaupt nicht zur Sprache gekommen war. Es gerit
auch allmihlich ein entschiedenerer sozialkritischer Ton in seine
Verse. Aber das alles entfernt ithn nicht wirklich von der garip-
Bewegung, die sich im Laufe der Zeit etabliert und viele Anhinger
findet.”

Orhan Veli blieb auch als engagierter sozialkritischer Kema-
list ein Individualist. Das ist wohl auch ein Merkmal dieser Spe-
zies. Er hat es anscheinend genossen, ein anerkannter Dichter zu
sein. Er wollte Aufsehen erregen. Schon seine Art sich zu kleiden
fiel auf. Nach einer amerikanischen Mode dieser Jahre, der an-
scheinend auch andere tiirkische Kiinstler folgten, wurde er
Bobstil-Dichter genannt.”® In Ankara trug er einmal einen Kranz,
den er vom Atatiirk-Denkmal genommen hatte, durch die ganze
Stadt, um ihn seinen Gastgebern als Mitbringsel zu iiberreichen,
oder er kaufte einem Luftballonverkiufer alle Ballons ab und zog
damit durch die Straflen. Das wirkt wie eine Happening-Inszenie-
rung seiner Gedichte.®® Er war auch hiufig in den Literatencafés
und Lokalen in Istanbul zu Gast. Zu seinen Bewunderern in
Istanbul gehorte der Erzihler Sait Faik (Abastyanik) (1906-1954).
Jedenfalls wird in der Caféhaus-Klatsch-Literatur iiberliefert, dafl
sie, beide starke Trinker, abendelang in den Lokalen herumzogen
und gegenseitig ihre literarischen Werke lobten. Diese Affinitit ist
verstindlich.”

2 Den Platz Orhan Velis in der modernen tiirkischen Literaturgeschichte,
auch im Verhiltnis zu Ndzim Hikmet, diskutiert in seiner umfangreichen Einlei-
tung: Memet FUAT, Cagdas Tiirk Siiri Antolojisi, 3. basim, Istanbul: Adam Yayin-
lar, 1987, 10-47.

? Dazu Mehmed KEMAL, Acil: kusak (1977), 37, 56. Man trug einen Bart, lan-
ges gerades Jacket, enge Hosenbeine.

% SAZYEK (1996), 52.

55 BIRSEL (1976), 181 £.
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Politisch verschlechterte sich das Klima fiir die Intellektuellen
nach den Wahlen des Jahres 1946 und dem Ausscheiden Hasan
Ali Yiicel’s aus dem Amt des Erziehungsministers im gleichen
Jahr. Er war als Kommunistenfreund denunziert worden.® Auch
Orhan Veli gab 1947 die Arbeit im Ubersetzungsbiiro auf. Die
drei garipgiler, die nach der Publikation ihres gemeinsamen Ban-
des ihre eigenen Wege gegangen waren, ohne je ihre gemeinsame
literarische Auffassung aufzugeben, versammelten sich Anfang
1949 nochmals um die Zeitschrift Yaprak, der Orhan Veli seine
beiden letzten Lebensjahre widmete.”” Es waren bése Zeiten fiir
die aufrechten Kemalisten angebrochen, denn die anti-kemalisti-
sche Gesinnung vieler Leute, die sich als Demokraten bezeich-
neten, wurde offenbar. Die kemalistischen Bildungsreformen und
die humanistische Aufklirungskampagne, fiir die Hasan Ali Yii-
cel wesentlich verantwortlich gewesen war, wurden 6ffentlich kri-
tisiert und z.T. riickgingig gemacht. Auch die religiésen Krifte er-
starkten. In ihren Artikeln in Yaprak prangerten Orhan Veli und
seine Mitstreiter, zu denen vor allem auch Sabahettin Eyiiboglu
gehorte, diese reaktiondre Entwicklung an. Orhan Veli schreibt
gegen die Tihrkgiiliik softalar:, Tiirkismus-Fanatiker, die einem fal-
schen Nationalismus huldigen und gegen die Wiedereinfiihrung
des Gebetsrufes in arabischer Sprache, eine der ersten Amtshand-
lungen von Menderes. Es ist daher nicht verwunderlich, dafl die-
ses entschiedene gesellschaftskritische Engagement die Zeitschrift
bald in Schwierigkeiten brachte und sie ihr Erscheinen einstellen
muflte. Zwei Wochen vor seinem Tod wird in der Zeitschrift Yen:
Istanbul Orhan Veli’s letzter Artikel verdffentlicht unter dem Titel
»Die Dichtung im Republik-Zeitalter« (Cumburiyet Devrinde Siir).
Es klingt wie ein weiser Riickblick auf eine Zeit, die nun voriiber
ist. Er vermeidet jegliche Polemik und 1ifit auch der ilteren Gene-
ration (Yahya Kemal, Ahmet Hagim) Gerechtigkeit widerfahren.

% Unter anderem wurde ihm vorgeworfen, Nizim Hikmet im Gefingnis als
Ubersetzer zu beschiftigen. Siche CIKAR (1994), 80-86.

57 SAZYEK (1996), 67-73. Es erschienen insgesamt 28 Nummern dieses Blattes
(1. Januar — 15. Juni 1949 und 1. November 1949 — 15. Juni 1950). Im Juni 1950 — es
war schon unter Menderes, der seit dem 22. Mai an der Macht war — mufte die
Zeitschrift ihr Erscheinen einstellen.
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Er stellt ganz deutlich N4zim Hikmet’s Verdienste heraus bei
seinem Bemiihen, sich einer volkstiimlichen Sprache in der Dich-
tung zu bedienen. Die Suche nach der Volksnihe der Dichtung
war ja schon im Garip-Manifest als Auftrag des Dichters
formuliert worden; Orhan Veli findet in diesem Artikel, der fast
wie ein Vermichtnis wirkt, dafiir die abschliefenden Worte:

Der heutige Dichter, dessen Thema der Mensch ist, spricht zu
dem Volk iiber das Volk (balk). Er selbst gehdrt zum Volk. Er
weif}, dafl sein eigenes Wohlergehen an das Wohlergehen der
Mehrheit gebunden ist und daf die Mehrheit nichts anderes als
das Volk ist. Die ganze Welt ist wie ihre Dichter.”®

Orhan Veli’s Tod spielte sich auf sehr eigentiimliche Weise
zwischen Ankara und Istanbul ab. Er fiel in Ankara in einer
dunklen Strafle — wie man behauptet, betrunken — in ein Loch,
das die Stadtverwaltung gegraben hatte, und starb drei Tage spi-
ter, am 14. November 1950, in Istanbul an Hirnblutungen, die
durch den Sturz verursacht worden waren. Er wurde unter riesi-
ger Anteilnahme der literarischen Offentlichkeit auf dem Fried-
hof bei Rumeli Hisar: bestattet.*

e Abgedruckt in Biitin Yazilar, I: Sanat ve Edebiyat Diinyamiz, derleyen A.
BEZIRCH, Istanbul 1982, 161-165.

% ADNAN (1953), 16-21.
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A PROPOSAL®

Hushang Golshiri
(Teheran)

I know that writers are generally familiar with the ‘story within
the story’ structure, and that many of them have used it in their
work. The genealogy of this form can be found in India, reaching
the Arab world through Iran. In such stories, there has always
been present an element of dramatic tension, of which of course
the most famous are the stories of the Persian Shahrzad in the
One Thousand and One Nights. If the king can guess the ending of
a story, she will be executed, at the same time, if she can not keep
him in the state that Forester calls the suspense of ‘then what?’,
again she will lose her life. All of this seems rather simple, of
course, but I think we should still talk about it in some detail in
the discussion following my presentation.

Lack of time precludes the possibility of sufficient discussion,
at the moment, of my next point, too. Let us accept as only an
axiom the proposition that the style of storytelling in the Old
Testament — in the Pentateuch — is linear. The storyline follows
the sequence of external events. In the Qor’dn, with the exception
of the story of Joseph, events are deconstructed and narrated in a
rather circular fashion, from the beginning to the end, from the
middle back to the beginning. My second point, equally in need
of proof, is that the stories in the Pentateuch are not only linear

" Translated from the Persian by Abbas MILANL — The text is the paper the
author made available to the participants of the Berne symposium as a basis for
discussion at the open panel on Monday, July 14th, 1997. The phrasing has been
altered in some instances, and footnotes inserted, by the editors for the purpose of
publication.
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but composed of different layers. It must then be accepted that in
the Old Testament and in the Qor’an there are two different kinds
of storytelling. ,

The first leads to realism, surrealism, even magic realism, or
examples like T7istram Shandy. The Qor’anic tradition, on the
other hand, is in my opinion a continuation of the Zoroastrian
or Vedic heritages. My proposal in the realm of fiction is inspired
by this tradition and can open new avenues in the techniques of
writing. I myself have sometimes written in this tradition. Some
of my stories, like »Innocence V<! or »The House of the Enlight-
ened«® to which I will briefly allude at the end of my talk, are
both written in this style. In Avesta, particularly in the hymns of
Gathes, or Yeshts, there is often only a hint to an aspect of a
story, a myth or an event. With the exception of the story of Jo-
seph, the same style is used in the Qor’an. Implicit in this style is
the apparent assumption that the reader already knows the story.
An allusion is all that is needed. With a mere hint, the story is
recollected. It is as if the mere mention of the name of a goblin
or a genie will make them appear, or a reference to the sleeve of a
shirt can fashion a whole being or, as in magic, a person can be
conquered through his clipped fingernails. It all of course reverts
back to the strange story of the relationship between the whole
" and its parts.

On the other hand, it seems clear that this kind of storytel-
ling is another instance of the Platonic idea of recollection (#7a-
mnésis). The reader is immersed in a cycle of mythology. In order
to allude to the totality all théstoryteller needs to do is to hint at
one part of the whole.

! »Ma‘siime-ye panjom« is apparently the continuation of a series of other
»Innocences« (nos. 1-4) which have been published in Hishang GOLSHIRI’s col-
lection, Namazgkhineye kiicek-e man, Teheran 1975. Where the story no. 5 has ap-
peared is however not clear to the editors — probably in some magazine, not yet in
a collection in book form. (We have not been able to contact Mr Golshiri in Tehe-
ran for some weeks now.) »Ma‘sime-ye panjome« is discussed, again without bib-
liographical reference, and its contents shortly summarized in Hasan MIR-
‘ABEDINI, Sad sal dastan-nevisipe Iran, vol. 3, Teheran 1377/1998, 962-966. (We are
most grateful for this information to Roxane Haag-Higuchi, Bamberg.)

2 »Khiane-ye rowshanins, in: id., Dast-e tarik, dast-e rowshan, Teheran: Entesha-
rat-e Nilifar, 1374, 65-97.
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There is of course another characteristic that can be deduced
from narrative gasidebs in Persian and Arabic, or even sonnets
that attempt to tell a story.

We know that every line of a gasideb is at once independent,
and dependent on other lines. It is independent in that it has an
independent beginning and end, and must, by necessity, carry
within itself, free from other lines, parts of reality. A similar con-
dition can be witnessed in those verses of the Qor’an that seem to
employ the tradition of the Platonic recollection. Such verses
follow a kind of a recognizable metre that is broken only at the
end of each verse, where it nearly takes the shape of prose. The
pseudo-rhyme of each line takes on the characteristics of a line
from a qasideh. On the whole, then, each verse is independent.

On the other hand, the same independent line is dependent
on other lines on account of the fact that each line is part of the
elaborate and rigid metric system. Thus each line is both inde-
pendent from other lines and dependent on them as well.

Can this characteristic be of some use to us in the art of sto-
rytelling? If we break an event into small constituent parts, let us
say, four or five minor events, and then consider the pieces inde-
pendent of the linear logic of the event, and then proceed to con-
struct from the pieces a totality based only on the logic of lan-
guage, we will then have one verse from the collection of verses
that together make a story. If this event, because of its contiguity,
or of a shared aura, fits into the same cycle as another event, then
every component of the story becomes at once dependent and
independent and can, relying upon the common experiences of
humanity, awaken in us the experience of a table, of death, or a
street, and thus our mind can create that which is suspended be-
tween the writer and the reader, between the writer and the blank
sheet of paper.

This style at the same time follows our traditions of carpet
weaving, miniatures, fine woodwork, and printed fabric.

It is clear that such a technique of fragmenting reality into
fragments befitting the reality of the story hardly fits in the Shah-
razadian suspense of ‘then what?, since from the beginning, the
new kind of story divulges the ending and gives the king the
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choice of killing, or not killing, the storyteller, and it forces the
reader to either close the book, or begin to search for something
more than just ‘then what?’. Thus the experience of reading be-
comes the experience of delving into the depths, every object is
itself either a myth, or in the shadow of its mythical prototype:
every act is eternal. Humans in the story move not in a line but
in a circle, and the reader must, at every moment, hold the whole
of existence in his mind’s eyes. For example a tree, although seen
by a narrator, is at once a tree and the eternal (Platonic) idea of a
tree; the death of an individual is also at once the other death,
and the death of all human beings.

The main event in my story »Innocence V« is the wait for a mes-
siah. In centuries past, every twelve years, people tied a horse near
a town’s portal, so that when the messiah arrives, he will mount
the horse. A narrator from the past has recounted this story. The
contemporary narrator is using this old testimony, but the same
old narrator reminds us that each epoch has produced a similar
narrative, and in the novella, all the different narratives, from dif-
ferent times, move forward concurrently. Ultimately the whole of
the narrative turns out to be a series of accounts of the same
event.

In »The House of the Enlightened« the narrators are the at-
oms of a house recounting the story of the disappearance of the
author, an author who refused to commit suicide lest his body be
taken advantage of for unsavory purposes. In compensation, he
writes, he describes a cave, or a grave, and then he disappears in-
side his writing and the objects in the house. The style of the nar-
rative, the fragmentation of the reality in the reality of the story
and the way it has chosen to recount each segment has both the
independence of a line in a gasideh or a Qor’anic verse, and is de-
pendent on other events. ‘

I know that talking so briefly about two projects that each
consumed a few years of my life can not explain much. The work
itself, still available only in Persian, must be read to fully convey
my proposal, and the writer behind it.



QUELQUES MOTS SUR
LE RoMAN DU CONQUERANT”™

Nedim Giirsel
(Paris)

Dans mes livres précédents j’avais surtout parlé de I’histoire ré-
cente de la Turquie qui a connu, durant ces trente-cinq derniéres
années, trois coups d’état militaires. J’avais également parlé de ma
propre histoire: exil, errances, nostalgies, amours perdus et, bien
stir Istanbul, ma ville bien-aimée. Dans Bogazkesen (Le Roman du
Conguérant) y’ai voulu sortir un peu de moi-méme, porter un re-
gard sur une période reculée de I’histoire ottomane, le 15¢me sié-
cle, qui fut décisive dans I’évolution de ’empire vers une expan-
sion universelle. La prise de Constantinople — cette cité mythi-
que! — prédite déja dans un hadith du prophéte longuement évo-
qué dans le roman est, comme vous le savez, un grand tournant
dans ’histoire du monde. Les réformes kémalistes, bien que méri-
toires 4 beaucoup d’égards, ont quelque peu occulté le passé ot-
toman. J’ai été élevé, comme la plupart des écrivains de ma géné-
ration, dans le culte de 'occidentalisation. Mes livres de chevet
furent longtemps Les Mots de Sartre, les spécimens du Nouveau
Roman, les nouvelles d’Hemingway ou encore Ulysse de Joyce.
Apreés avoir dépassé ‘la moitié du chemin de la vie’ pour re-
prendre les vers de Dante, j’ai voulu renouer avec le passé de mon
pays, de savoir davantage sur la figure de Mehmed II que nous

* Nedim GURSEL, Bogazgkesen: Fatih’in Roman, Istanbul: Can Yayinlars, 1995.
Traduction frangaise: Le Roman du conquérant, trad. T. MUHIDINE, éd. Fata Mor-
gana, 1997; traduction allemande: Der Eroberer, iibers. v. Ute BIRGI, Ziirich: Am-
mann-Verlag, 1998.



104 NEDIM GURSEL

appelons »Le conquérant« et qui reste encore une figure impor-
tante et emblématique de I’histoire ottomane. C’est un véritable
personnage romanesque: épris de connaissance mais aussi de
toute sorte de plaisirs, il était certes un despote éclairé en méme
temps qu’un poéte sensible. Il a été le premier sultan ottoman qui
s’est fait faire son portrait malgré 'interdiction de I’'image dans
'islam. Son régne fut marqué par un début de Renaissance chez
les Ottomans. Par contre son fils Bayezid II qui lui succéda était
un conservateur. Il fit vendre aux enchéres toute la collection de
peinture de son pére. C’est ainsi que le portrait du Conquérant,
un élément important de mon récit, se retrouva en Italie ou il
resta jusqu’au 19éme siécle. On peut 'admirer aujourd’hui 2 Na-
tional Gallery 4 Londres.

Sans connaitre le passé, on ne peut comprendre le présent.
Bien siir il n’est pas question aujourd’hui, pour nous autres intel-
lectuels turcs, de précher un retour au passé, de remettre en ques-
tion les réformes kémalistes et de renier le processus d’intégration
de notre pays dans I’Europe. Les islamistes, hélds de plus en plus
nombreux, s’en chargent. Mais ’histoire ottomane constitue une
source inépuisable pour I’écrivain d’aujourd’hui. Pendant long-
temps le discours officiel a codifié la connaissance de cette his-
toire, I’a réduite aux manuels scolaires et parfois aux anecdotes
légendaires. J’ai essayé dans mon roman de contrecarrer cette
mystification en insérant dans le récit le point de vue de I'autre,
c’est-d-dire des personnages chrétiens qui observent, agissent et se
battent. Comme ce capitaine vénitien par exemple qui finit sur le
pile, ou Nicolo, son secretaire de bord qui se convertit 4 I'islam
ou encore Gentile Bellini, le peintre officiel du Palais des Doges.
Mais aprés Mehmed, le personnage qui s’impose est indéniable-
ment le grand vizir Candarli Halil, représentant de I’aristocratie
turkméne au sein de I’appareil d’Etat. Mehmet le fit executer
aprés la chute d’Istanbul pour se venger de ce grand homme
d’état ottoman qui I’avait éloigné une fois du tréne. Mais au-dela
de cette vengeance, le lecteur découvrira une lutte pour le pouvoir
entre ‘les faucons’ de I’époque, c’est-d-dire les mollahs, les dervi-
ches et les vizirs d’origine chrétienne (les devgirmes) d’une part et
‘les colombes’ comme le grand vizir Halil d’autre part. Ce dernier
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fut en fait victime de sa politique pacifiste et non seulement de la
rancune du sultan qui par ailleurs instaura le fratricide comme
politique d’état.

En écrivant ce roman qui relate les événements d’une époque
violente, je me suis apercu que celle-ci ressemblait droélement 4 la
nétre. Je me demande si mes fréquents séjours dans les pays-Bal-
kaniques, notamment en Bosnie pendant la guerre, n’ont pas eu
d’impact sur I’écriture des chapitres relatifs au siége de la ville. Il
faut dire que le siége et la prise d’Istanbul ne furent certainement
pas ‘une partie de plaisir’ pour les Turcs comme le laissent enten-
dre certains manuels scolaires. A la lecture de ces passages il est
vrai qu’'une acre odeur de sang et de mort prend 2 la gorge. Mais
la guerre fut atroce, je n’ai rien inventé. Toutes les chroniques de
I’époque tenues par les témoins oculaires, qu’ils soient ottomans
ou byzantins, le confirment.

Il y a dans le roman deux axes du récit. Un écrivain contem-
porain refugié dans une vieille maison ottomane au bord du
Bosphore écrit Le Roman du Conguérant. Au fur et & mesure qu’il
avance dans sa narration, nous lisons les chapitres relatifs a
I’époque de Mehmed II. Mais il arrive aussi quelques aventures &
cet écrivain. Une jeune militante recherchée par la police 2 la suite
du coup d’état du 12 septembre 1980 fait irruption dans sa vie.
Une passion amoureuse nait entre ces deux personnages qui
s’aiment et se détruisent. Ne pouvant plus continuer & écrire son
roman qui est sa seule raison d’étre, le narrateur se trouve devant
le dilemme évoqué tout au début du livre par une citation de
Marcel Proust:

Et Swann sentait bien prés de son cceur ce Mahomet II dont il
aimait le portrait par Bellini et qui, ayant senti qu’il était devenu
amoureux fou d’une de ses femmes, la poignarda afin, dit naive-
ment son biographe vénitien, de retrouver sa liberté d’esprit.

Notre écrivain qui s’appelle comme son personnage Fitih, c’est-3-
dire »Le conquérant« (c’est un prénom trés courant en Turquie)
fera-t-il de mé&me pour retrouver la liberté d’esprit? Dans ce sens,
’axe contemporain du récit raconte une véritable passion, je dirai
méme une obsession 4 la maniére de Proust. Le Roman du Con-
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guérant n’est pas seulement [’histoire de la conquéte d’une ville,
mais aussi celle d’une femme 6 combien rebelle!
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POSTMODERNISM, APOLITICALITY,

‘SETTLING ACCOUNTS’
On Abhmet Altan’s Dort Mevsim Sonbahar

Stephan Guth
(Berne)

I

This study deals with the mission of Turkish writers, especially
novelists, of the 1980s, i.e. after the military take-over of the 12th
of September 1980 — a coup d’état that has had far-reaching conse-
quences in Turkish politics and society as well as in literature.

Berna Moran, a leading literary critic in Turkey (regrettably
deceased in 1993), in his book entitled Tirk romanina elestirel bir
bakis (»A Critical View on the Turkish Novel«), holds that the
main characteristics of post-198o0 Turkish novels is their ab-
stinence in commitment to social criticism or a poli-
tical cause.'

Giirsel Aytag, another prominent critic, however thinks that
the novel of this period has not necessarily become apolitical. She
detects, among others, a tendency of what she calls »settling
accounts« (besaplagma), i.e. a trend that radically questions
the pre-1980s, including the wide-spread political commitment
and social criticism of the 1970s, a trend that rejects those former

' Berna MORAN, Tiirk romanina elegtirel bir bakg, vol. 1II: Sevgi Soysal’dan
Bilge Karasu’ya, Istanbul: Iletisim Yayinlari, 1994, 34, and also 51.
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tenets and, most likely from a superior ironical point of view,
aims at settling accounts with the past in general.

So, whereas — on the one hand — Moran suggests that novel-
ists have been in a position where they could not act but only
react, and that it has been a society fed up with politics together
with the measures taken by the new regime against political ac-
tivities of all kind that have brought about depoliticalization in
novel-writing, Aytag — on the other hand — gives the writers a
more active part: they are not simply forced to refrain from
commitment but do themselves engage actively in the process of
depoliticalization.

In addition, Moran and others think that Turkish literature
of this period has begun more and more to display certain fea-
tures of postmodernism — but he does not relate these to

political abstinence in any way.’

' Apoliticality, depoliticalization in the course of »settling ac-
counts« with an over-politicized past, postmodernism — how do
these phenomena interrelate? Are they contradictory, or comple-
mentary? Can postmodernism in contemporary Turkish litera-
ture be better understood if we were to describe it as a phenome-
non of apoliticality? Or of depoliticalization? And is the litera-
ture of hesaplagma to be connected, in a way, with postmod-
ernism?

It is certainly too early to expect comprehensive answers to
these questions. For the moment, we can only take them as a
guide in our study of single pieces of fiction, as well as of non-
fictional statements as the case may be, and hope that this will
lead us to some kind of concluding hypotheses in the future.*

% Giirsel AYTAG, Cagdas Tiirk romanlar: dizerine incelemeler, Ankara: Giin-
dogan, 1990, 103. — On pp. 368371, Aytag has a short review of ALTAN’s Dir
Mevsim Sonbahar.

* MORAN, op. cit., 53.

* One of the studies falling into this very same domaine and to be seen com-

plementary to my own is certainly my colleague Priska FURRER’s analysis of Pinar
KUR’s Bir Cinayet Roman: and Bilge KARASU’s Gece, included in this volume.
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II

A text which seems to suggest itself for this purpose because it
combines all the phenomena just mentioned is Ddrt Mevsim Son-
babar (»Autumn all over the year«, published 1982°) by Ahmet
Altan, an author born 1950 in Ankara.® Unfortunately, this text is
a novel, and I hesitated a lot to make use of it in a publication -
that, originally, was planned to be exclusively dedicated to
n o n - fictional evidences. I must confess, however, that the scru-
ples I had with regard to the moral legitimacy of my approach
did not last very long — for several reasons.

The first is very personal. I had taken so much delight in
reading and analyzing this text that I liked to share my experi-
ence with others and would probably have kept reproaching my-
self a long time with not having been able to find at least a few
arguments fitted to somehow blow up a framework too narrow to
allow the golden opportunity offered by this volume to be seized.

Secondly, there are of course stronger arguments than per-
sonal inclination. Originally, for instance, I had planned for the
symposium to do a comparison between two different texts of the
Egyptian writer Sun‘allah Ibrahim: the novel »The Star of
August« (Najmat Aghustus’) on one hand, and on the other a con-
fession-like statement on novel-writing (Tajribati al-riwa’iyya, »My
novelistic experience«) made on a literary conference in Mo-
rocco.® Already the first initial approaches in this comparison
had suggested that, for the question of what this writer viewed as

1 am using the Can Yayinlan (istanbﬁl) edition of 1991 (4th print); refer-
ences in brackets »( )« are to this edition. The novel was awarded the Akademi Ki-
tabevi Roman Biyiik Odiilii of 1983,

¢ On the author cf. Thsan ISIK, Yazarlar sogligi, Istanbul: Risale, 1990 (=
Risale Yayinlars: Bityiik Eserler Dizisi; 8), 37; Sitkran KURDAKUL, $zirler ve yazar-
lar sozligi, Istanbul: Inkildp Kitabevi, ’1989, 62; Behget NEQATiGIL, Edebi-
yatimizda isimler sozligi: 982 Tiirk edebiyatcisimin hayat: ve eseri, Istanbul: Varlik,
$1993 (= Varlik Yayinlars; 301 / Bilgi Dizisi; 13), 35-36.

7 First published in 1974 by Ittihad al-Kuttab al-‘Arab, Damascus (translated
into French as Etoile d’ao#t by Jean-Frangois FOURCADE, Paris: Sindbad, 1987).

8 Included in al-Riwaya al-‘arabiyya: wiqi‘ wa-afiq, ed. Muhammad BARRA-
DA et al., Bayriit: Dar Ibn Rushd, 1981, 291-302.
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his mission, the piece of fiction would have been much more
valuable and richer in complexity than the author’s plain non-
fictional declarations.

The fact that »The Star of August« happened to be a novel
with strong autobiographical elements led me to find
myself supported by a third argument: Had the border-line be-
tween fiction and autobiography not since long been shown to be
more of a broad, nebulous area of interferences than a sharp line
of clear distinctions? So, if we were allowed, in our search for
documents that would serve the symposium’s purpose, to make
use of autobiographies — a genre containing so much fictional
elements — why shouldn’t autobiographical novels not also be
allowed? And we could even go a step farther and ask ourselves
the deconstructionists’ questions: Is there really such a funda-
mental difference between fiction and non-fiction in general? Is a
novel not also a Selbstiuflerung’? And does not a Selbstiuflerung
contain as many elements of fictionality and constructedness as
any novel? At a close look, I would think, the difference readily
fades away.

My forth reason is the most apt of all to justify my approach:
It is the fact that Ddrt Mevsim Sonbahar itself raises the funda-
mental question just mentioned, the question about the differ-
ence between reality and fiction, in that its hero is a writer writ-
ing a novel entitled Déort Mevsim Sonbahar, suggesting that it is
the very same that we are reading.

So, what I will do in the following is to describe and analyze
the writer’s mission as seen by the ‘I’ narrator of Altan’s novel
Dért Mevsim Sonbabar who is himself the author of a novel called
Dért Mevsim Sonbahar, and I will therefore speak of an ‘author-
narrator’ meaning the author, both real and fictional, of that
novel which keeps oscillating between fact and fiction. As for the
ontological status of what this author-narrator tells us about his
mission I will not dare to draw any conclusion...

® The German version of the call for papers asked for contributions on »Der
Auftrag des Dichters/Schriftstellers in Selbstiuflerungen«, a term generally used for
non-fictional statements only.
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III

The few informations already given about the novel are enough
to imagine that the author-narrator’s main aim is deconstruction.
He systematically calls into question what traditionally is labelled
‘reality’ or ‘fiction’, mingling both into a reality-fiction contin-
uum in which everything has a double code, an ontological dou-
ble status, dissolving however the vexing undecidedness of, or
even the mental disturbance caused by, this double coding into a
funny game. Zeynep, one of the novel’s characters, may serve as
an example. As the author-narrator’s girlfriend she is given the
status of a person who, in the inner-fictional reality of the novel,
really exists, and is to be seen of course as a human being with
her own free will. In all her actions, however, she is at the same
time depicted as being a product of the author-narrator’s phan-
tasy; and when seen this way her actions are guided not by her
own free will, but by the author-narrator’s arbitrary desire. Thus,
when he once reminds her of her own mortality, saying that she,
too, will have to die one day and when she does not want to ac-
cept her fate, his answer is:

— Well, of course you will die. You will die even within this book.

(22)

And indeed: because he plans that she die of tetanus Zeynep, near
the end of the book, ‘really’ dies of tetanus (249), her death at
once resulting from an accident — she cuts herself with a rusty
knife ‘by mere chance’ (246) — and at the same time from the
author-narrator’s will, i.e. not accidentally at all. — Other exam-
ples: It is raining because the author-narrator wants it to be rain-
ing, but it is of course also ‘really’ raining (156). Because he plans
to let it snow he recommends the reader to dress warm now (79).
Some of the novel’s characters have dark blue eyes — because the
author-narrator wants them to be dark blue, and they are in fact
dark blue although nothing of the like does exist in nature (12).
The purpose of this puzzle-game is clear: Making use of the
fascinating possibilities of metafiction, the author-narrator wants
to draw the reader’s attention to the overlapping of fact and
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fiction, the ‘real’ world being as much of our own linguistic crea-
tion as the imagined world of a novel is the product of an
author’s creative activity. In that, the reality-fiction continuum is
like an electron which combines in itself two seemingly uncom-
binable characteristics — those of a particle and those of a wave,
of materiality and immateriality —, or like matter itself which, the
deeper we penetrate into its very heart the more it appears to be
immaterial.!® Fact and fiction, freedom and determination, truth
and lie — his own position vis-¢-vis all these ideas and notions is
described by the author-narrator himself as being identical with
that of the »Cretan philosopher« (i.e. Epimenides) who

(...) is reported to have said: »All Cretan philosophers are liars.«
He must have told the truth. Having told the truth however
means that he was lying. Having told a lie, however, means that
he was telling the truth. Having told the truth, however... and so
on and so on. The Cretan philosopher actually must have been a
novelist... (194).

The author-narrator’s deconstructionist attitude has yet several
other implications.

When aimed at himself it becomes self-ironical: Asked by his
brother why he writes novels he answers: »Because I want to be
like God« (12-13) — God who creates a world, God who calls into
being and destroys as he wills.

When directed at the readers the author-narrator’s attitude
becomes tantamount to arguing against, or ‘settling accounts’
with, traditional mimetical realism. This arguing does, of course,
in itself bear no political implications. Referring to the field of
aesthetics and to questions such as the possibility of cognition
and description of reality, it is of a philosophical, abstract, and
therefore basically apolitical nature. But in his environment, the
author-narrator who has realised that there is no absolute truth
to be known or ‘true’ reality to be depicted, meets only the old
position, that of modernity as inherited by Enlightenment, the

10 Cf., for instance, Jean-Frangois LYOTARD et al., Immaterialitit und Post-
moderne, Berlin: Merve Verlag, 1985, 10 f.
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position that truth can be known and that knowledge more or
less automatically leads to progress since the possibility of criti-
cally separating ‘right’ from ‘wrong’ allows, and also morally ne-
cessitates, changing the existing reality for a better one. For this

position our postmodern author-narrator has nothing left but
mockery:

Two times two is five. It’s so simple. You got it? If you got it,
bravo... ’cause I didn’t, you know... (124).

But this is exactly why his apolitical point of view becomes po-
litical and his arguing takes on the character of a depoliticizing
attack. It is a settling of accounts with the modern Turkish intel-
lectual of the 1970s and his commitment to social criticism and
political activism, and at the same time again with mimetical re-
alism, since the social realism dominant in Turkish literature al-
ready since the 1950s had assumed that literature would be able,
and also was obliged, to change society.

In Dért Mevsim Sonbahar, the kind of political activism cur-
rent in the seventies is represented in the author-narrator’s
brother, Ali, and his friend and mind-mate Hiiseyin. Although
the author-narrator himself is, as are the other two, opposed to
seeing things through rose-coloured spectacles and tries as much
as possible to destroy escapist illusions and unrealistic dreams, he
cannot join Ali and Hiiseyin in their convictions. Ali, for in-
stance, declares:

— I believe [...] that there is something called human dignity. I
cannot stand the fact that millions of people are being oppressed
and exploited and depraved of all the beautiful things which they
are entitled to. I do not believe that in our times one may remain
an impartial spectator. You have to take sides, either with the
oppressor or with the oppressed. If you are on the oppressed’s
side you must get active, you have to do something. (78-79)

And Hiiseyin, when asked what he considers to be the most im-
portant thing in life he answers — »like a pupil reciting [mecha-
nically] something he has learnt by heart«, as the author-narrator
observes — »the struggle of the working class« (42). Whereas
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Hiiseyin’s and Ali’s actions in the novel consist of nothing else
but preparing and carrying out demonstrations (39 f., 146 ff., 181)
where those mind-mates who lost their lives in the ‘struggle of the
working class’ are extolled as martyrs, where you shout »Down
with the murderers, down with the murderers« (20) or »We will
not forget« (149), where everybody applauds each other and enjoys
celebrating the memory of revolutionary heroes — whereas they
commit themselves to a political cause the author-narrator has
other priorities: »I want to live«, he tells us (20), and:

What could there be more important in this world than love and
novels? (42)

He looks down upon Hiiseyin as simple-minded because he styl-
izes his proletarian background and his living in a gecekordu into
something heroic and holds, according to the author-narrator,
that the worse your living conditions are the more revolutionary
you are yourself (31). Hiiseyin contests the fact that Ali keeps a
bird and likes flowers as a remainder of petty bourgeois thinking
and holds that Ali has no right to breed such luxurious ideas as
long as, he says, »our people are still suffering so much« (34). Our
author-narrator however takes pleasure in demonstrating that
Hiiseyin himself is the real petty bourgeois: he is shocked, e.g.,
when the former calls his father not baba, but with his first name,
Halit (43). He also smiles at his brother Ali and a certain Semra
who get to know each other during political activities, but at the
moment when they fall in love become petty bourgeois romanti-
cists dreaming of an idyllic life as a married couple having plenty
of children (182-183). And he also makes us laugh at the so-called
revolutionaries who know only oppressors and oppressed, black
and white, themselves and the others, when he shows Ali as in-
troducing his bird and a tree to Hiiseyin saying:

—It’s a good bird, it’s on our side (33)

— My tree, it’s on our side (34).

He also reproaches his brother, who had had the opportunity of
studying abroad (78) and could well have become a mathemati-
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cian, for wasting his talents with the leftists whom he joined, as
the author-narrator thinks, only because this had seemed to him
to be the easier way and he had been afraid of failing as a
mathematician. On his brother’s attacks, Ali defends himself:

— You know well that I love mathematics. [...] But when there is
so much suffering around us I think it would be escapist to de-
vote myself to mathematics only because I love it.

And the conversation goes on as follows:

[Author-narrator:] — When Descartes discovered analytical
geometry, he was only a little older than you are now. Was he of
no use for mankind? Why don’t you choose such a way?

[Ali:] — I am not Descartes.

[Author-narrator ] = Are you not ashamed of not becoming a
Descartes? So is it because you are incapable, because you are a
failure in your real profession that you want to save the working
class? Has saving the working class become the job of the incapa-
ble? (70-71)

In order to stress his point even more the author-narrator decides
to let Hiiseyin and Ali die as a result of their involvement in
‘revolutionary’ political activities.'" It is right that he ironicizes
himself for doing so when he first lets Ali be trampled down by
the panicking masses on a political demonstration (150-151), but
then, when ‘real’ Ali complains about this kind of death planned
for his fictional counterpart in the novel, changes his brother’s
fate and lets him fall victim to the bullets of two rightist assassins
shooting at him from on top of a motorcycle (227). But he is of
course still convinced that it makes no sense to die for a political
cause and that nothing is worth to give one’s life away since life
in itself is the most important of all (20).

His position however is not that of a mere hedonist or of — as
Hiiseyin calls him — »an opportunist petty bourgeois conformist
(41). It is the position of a radical faithfulness to his own princi-
ples. While the others mostly do not act according to what they
say; while, e.g., the so-called revolutionaries like Hiiseyin are not

! For Hiiseyin’s death cf. p. 123 of the novel; as for Ali see below.
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at all so unselfish as they pretend to be but long to be admired
for their deeds and to be celebrated as a hero (41), and while peo-
ple like Ali are ashamed of their proper talents, the author-
narrator listens to his own voice only and tries to do nothing but
what this voice tells him — without any compromise, even when
he will appear to be a heartless egoist in the eyes of others. When
Ali argues that novel-writing does not help to save people from
hunger and death he says, yes, he knows:

Books do not save people from hunger and death... But it is also
not without books that they will be saved from hunger and
death. (72)

This is obviously meant as a hit against committed literature as
demanded by the leftists and also practised by a number of
authors.

It looks, then, as if the author-narrator’s apolitical attitude,
when exposed to the social pressure of groups demanding to take
sides, feels to be forced to ‘settle accounts’ and to take upon itself
a task of depoliticalization motivated by the postmodern insight
into the constructedness of ideologies.

It is however not only on the level of politics that the author-
narrator’s attitudes run contrary to the attitudes and expectations
of his surroundings. In the field of literature, e.g., he is opposed
not only to the concept of littérature engagée but also to one for
which his friend Mehmet serves as an example. Like the author-
narrator, Mehmet too is an anti-realist — an anti-realist of a to-
tally different kind however. He reproaches the author-narrator
for dedicating too much space of his novel to ‘normal’ average
characters (98 f.). This, he argues, is something you meet with eve-
ryday everywhere, and so you will dislike to find it again in litera-
ture — as much as you will dislike to be driven into deep pessi-
mism. [t must rather be, therefore, a writer’s duty to provide his
readers with a joyful outlook on life (131). And from that follows
that an author should not be too much of a realist; on the con-
trary, he should jump over his own shadow, go beyond himself,
start »flying«, as Mehmet calls it (152). And that is exactly why he,
Mehmet, himself plans to edit a new magazine which will contain
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only nice and funny little stories (153). — The author-narrator,
too, 1s an anti-realist, as we have seen. His anti-realism is, how-
ever, absolutely contrary to Mehmet’s escapist concept of the role
of literature; it could even be described as a radicalisation of real-
ism (just as postmodernism sometimes is described as nothing
but a totally radicalised modernity), and that is why the author-
narrator, while laughing and mocking, always feels »as if there
was still another person in myself« (131). He settles accounts with
Mehmet the Escapist by including in his novel a parody of such a
nice and funny little story, ironized not only through the exag-
gerated silliness of its contents but also by playing on it, again,
the metafictional game:

[One day, he goes to see Mehmet at his home and is astonished
to find there a dog — astonished since he knows that Mehmet is
afraid of dogs. Asked why he lives with a dog Mehmet answers
that he bought it because of the author-narrator: he had thought,
he says, that a dog would look nice in that novel! — The author-
narrator still continues:]

A week later, I meet the dog in the street.

— What are you doing here? Have you fled from home?, I ask
him, whereupon the dog answers:

— Well, it’s because of Mehmet, I disliked him.

Oh, no no no, this shouldn’t be like that, it isn’t what
Mehmet wanted the dog to say. He wanted him to answer:

— Well, Mehmet does not like dogs, so he threw me out...
(155)

We may then summarize the author-narrator’s attitude towards
literature calling it an intermediate one: On the one hand it
should not simply offer the reader a world that is easier, more
beautiful, and better than his own; it should not be there for
mere entertainment and amusing diversion but correspond to life
in a more ‘realistic’ way. On the other hand, this kind of realism
must by no means be confused with traditional mimetic realism
since this latter aims at making the reader forget the fictionality
of what he reads, whereas the author-narrator does everything to
stress it.
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The author-narrator’s radical authenticity, or integrity, of
which this stressing of fictionality is a part has yet other aspects.
Some of them are related to women, love, and sex, others to the
older generation as represented in his father.

The father objects to his son’s writing novels for three rea-
sons:

First, he says, the only thing that counts in Turkey is money,
and in a country that is finished and rotten like Turkey is now
you cannot earn money by novel-writing (51).

Secondly, he argues that the author-narrator lives on his
costs, squandring the father’s money on the luxury of something
useless (52). :

Useless it is, thirdly, because the son’s aim with writing is no
doubt nothing less than to save the country, but this has proven
to be impossible: had it been possible, the father would long have
done it himself (52).

The author-narrator defends himself by accusing the father of
envying him, of having failed in life (210), of being a coward (cf.
66 ff.), of himself having been able to overcome only thanks to
the money inherited from his father (69, 70), of suffering from
a minority complex (141) etc. etc. In short, one of the thematic
strings that is taken into the novel and in this way becomes
closely connected with the other strings already mentioned is the
conflict with the older generation and the process of settling ac-
counts with them. By the way: Ahmet Altan is himself the son of
another famous writer, Cetin Altan, who may indeed be counted
among the former generation of — committed — writers.”> (The
father’s name in the novel, however, is not Cetin but Halit.)

The conflicts that arise with regard to women all result from
the fact that the author-narrator considers the ideal relationship
with a female one that is based on nothing but pure sexual lust
(saf sebvet, 95). He cannot feel in himself what women, his wife as
well as his girlfriend, expect from him, and so his uncompro-
mising reliance on the voice of his hormones alone becomes op-
posed to conjugal/matrimonial faithfulness as demanded by his

12 On Cetin Altan see, e.g., ISIK, op. cit., 37-38; KURDAKUL, op. cit., 62; NECA-
TIGIL, op. cit., 36.
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wife on the one hand, and on the other hand the girlfriend’s
claim that their love be reciprocal. A number of clashes occur
between him and these two women; neither those clashes nor the
author-narrator’s psychologizing arguments must be given in de-
tail here. What matters is, first, that they again belong to the cate-
gory of settling accounts, this time with two types of women: the
‘traditional’ wife, and the emancipated girl of the seventies.

And what matters finally is that the author-narrator gets tired
of having to argue with his environment and decides to let them
all die in order to keep his superiority as well as his mental bal-
ance.”” The more he lets the others die, however, the more he
starts to hate himself because he cannot help to do so. Gradually
his former superiority turns into a feeling of isolation and even
reaches a point of resignation where he stops novel-writing, re-
suming it later only because he cannot find another reason to
stay alive (229).

When, in the end, both his father and his little daughter are
brought to death, too, the narrative suddenly shifts from the first
to the third person, and this new author-narrator lets us know
the reason for this kind of abstraction from himself:

Because he has written so badly he hates himself to the point that
he can no longer bear this self-hatred and therefore can give up
being himself. (254)

When, in the last chapter, he comes to realize that although he
finally succeeded in publishing his novel nothing has changed
and everything starts to repeat itself — »autumn all the year, sir«,
he tells a passer-by — the senselessness of his own existence as well
as of novel-writing becomes too evident for him to go on with
this Kassandra-like life. So he takes a revolver and shoots himself:
»Bummue« is the last word in the novel followed by three dots (262)

— ‘settling accounts’ not only with the others but also with him-
self...

13 On another level, his insisting on letting them all die may be seen as a re-
sult of ‘settling accounts’, too — a critical ironical playing on the motif of the
protagonist’s dramatic death that had almost become a must in the preceding
period of littérature engagée with its at times quite lachrimose production.
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DER AUFTRAG DES DICHTERS
Sddeq Hedayat diber Kafka und siber sich selbst

Navid Kermani
(Bonn)

On ne doit plus dormir.
Pascal

Manchmal siegt die Literatur doch. Manchmal behauptet sie sich,
obwohl Vernunft und Erfahrung lehren, daf man sie eigentlich
hitte totschweigen, verbieten, verbrennen oder vergessen miissen.
Manchmal hilt sie den periodisch eintretenden Stiirmen stand,
bleibt einfach stehen, wo sie ist, und am Ende hat sie alle morali-
sierenden Mahnungen iiberdauert, sich gegen alle dogmatischen
Einwinde behauptet, und versammelt sie auch in der vierten und
fiinften Generation ihre Anhinger um sich, bis schlieflich kaum
noch jemand wagt, die Stimme zu erheben, nur hier und da ein-
zelne Protestrufe sich verlieren, selbst die Zensoren ein Auge zu-
driicken, weil sie qua Publikumsentscheid zum Denkmal erklirt
worden ist. Der iranische Schriftsteller Saideq Hedayat, geboren
1903 in Teheran, aus dem Leben getreten 1951 in Paris, ist so ein

Fall.!

! Zu Leben und Werk Hedayat’s vgl. vor allem die Biographie von Homa KA-
TOUZIAN, Sadeq Hedayat: the life and legend of an Iranian writer, London und New
York: Tauris, 1991 (persische Ubersetzung: Sadeq Hedayat: az afsane td waqe‘iyat,
Teheran 1372/1993); DERS., Sadeq Heddyat wa marge newisande, Teheran: Nasr-e
markaz, 1374/1995; Hasan HANA’L, Sadeq Hedayat dar zendan-e zendegi, Teheran:
Ciap-e Ofoq, 1343/1964; Vincent MONTEIL, S.H., Teheran: L’Institut Franco-Ira-
nian, 1952; Hasan QA’EMIYAN (Hg.), Yadbidnameye Sadeq Hediyat be-mondsabat-e
SeSomin sil-e dar-gozaste 4, Teheran: Amir Kabir, 1336/1957; Vera KUBICKOVA, »Die
. neupersische Literatur des 20. Jahrhunderts«, in: Jan RYPKA (Hg.), Iranische Litera-
turgeschichte, Leipzig: Harrassowitz, 1959, 339-393; Rudolf GELPKE, Die iranische Pro-



122 NAVID KERMANI

Man hat Hedayat als drogensiichtig und dekadent gebrand-
markt, als unverbesserlichen Pessimisten abgeschrieben und von
seiten der Kommunisten, Monarchisten und Islamisten gleicher-
maflen zum politisch verdichtigen Nihilisten abgestempelt. Man
hat seinen Einfluf} auf die Jugend zu unterbinden gesucht und
seine Biicher immer wieder verboten; aber studiert man die He-
dayat-Kritik der vergangenen sechs Jahrzehnte, so st6fit man auf
den erstaunlichen Umstand, daf} die Qualitit seiner Prosa so gut
wie nie in Abrede gestellt worden ist.” In einem Land wie Iran, das
sich mehr als alles andere seiner dichterischen Tradition riihmt
und in dem die Literatur tatsichlich so etwas wie ein heiliger, aber
sich immer erneuernder Kanon ist, kommt das fast einer Immu-
nititserklirung gleich. Anders ist kaum zu erkliren, dafl Hedayat
immer unter den ersten ist, die von einer temporiren Liberalis-
ierung der rigiden Zensurbestimmungen profitieren und gegen-
wirtig in Iran eine seiner regelmifligen Renaissancen erlebt; die
meisten seiner Biicher, die lange Zeit auf dem Index standen, er-

saliteratur im 20. Jabrhundert, 1. Teil: Grundlagen und Voraussetzungen, Wiesbaden:
Harrassowitz, 1962 (insb. 24-29, 33); Hasan KAMSHAD, Modern Persian Prose Litera-
ture, Cambridge: Cambridge University Press, 1966; Bozorg ALAVI, Geschichte und
Entwicklung der modernen persischen Literatur, Berlin (Ost): Akademie-Verlag, 1964,
siehe Index; HOMAYUNI, Mards ke ba sdye’as harf mizad, Teheran: Ata’i, 1352/1973;
Mohammad GOLBON, Ketibsenasiye Sideq Hedayat, Teheran: Ente§arate Tis,
1354/1975; AD-DASUQI-SITA, »Muqaddimat al-Mutargime«, in: Sadiq HIDAYAT,
Qisas min al-adab alfirisi al-mu‘dsir, Kairo: al-Mu’assasa al-misriya al-‘amma li-l-
kitab, 1975, 10-42; Richard L.G. FLOWER, Sadeq-e Hedayit 1903-1951: eine literarische
Analyse, Berlin (West): H.W. Hermann, 1977; Eberhard KRUGER, Zum Verhiltnis
von Autor und Werk bei dem modernpersischen Erzibler Sideq Hedayat, Freiburg:
Klaus Schwarz, 1977 (Islamkdl. Unters.; 42); ‘Abd ol-‘Ali DAST-E GEYB, Nagd wa
bar-rasiye dsare Sadeq Heddayat, Teheran 0.D., 196 ff.; Mohammad Reza QORBANI,
Nagd wa tafsire asare Sadeq Hedayat, Teheran: Zarf, 1372/1993; Miisi r-Reza T.
ARDEBILI, Sadeq Hedayat dar gozare zaman, Teheran 1372/1993; Mohammad F.
FARZANE, Asna’t ba Sideq Hedayat, Teheran: Markaz, 1372/1993; Hasan TAHBAZ
(Hg.), Yadbadname-ye Sideq Hedayat be-mondsabat-e hastadomin sil-e tawallod-e # (dt.
Titel: Gedenkschrifl fiir Sadeq Heddayat zu seinem 8o. Geburtstag), Kln: Bidar, 1983.
2Vgl. hierzu DAST-E GEYB, Nagd wa bar-rasi, Teheran 0.D., 196 ff.; GUITY IN-
STITUTE/ANGOMAN-E GITI (Hg.), ‘Aqayed wa afkar dar bareye Sideq Hedayat pas
az marg, Teheran 1335/1956 (Ente$arat-e angoman-e Giti; 5); Maryam DANA’l BO-
RUMAND (Hg.), Sadeq Heddayat dar biiteye naqd, Teheran: Nar-e bum, 1377/1998.
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scheinen wieder, zahlreiche literaturwissenschaftliche Abhandlun-
gen widmen sich ithm, wihrend vieles von dem, was immer noch
verboten ist, sich im Vergleich zu Hediyat wie Erbauungslektiire
ausnimmt.

Hedayat’s Anziehungskraft ist ein Phinomen.’ Weder sind
seine Texte leicht zuginglich, noch vermégen sie auf die seichte
Art zu unterhalten. Sie sind sprachlich virtuos und nicht selten
kithn in ihrer formalen Anlage. Sie laden nicht zur Identifikation
ein, bieten keine sympathischen Helden, verstéren durch die Un-
erbittlichkeit, mit der sie aus der Welt das Grauen destillieren.
Das Bild, das sie von der Heimat zeichnen, ist abweisend und
diister, provozierend in seiner Einseitigkeit und der Darstellung
traditioneller Autorititen. Seine bissigsten Attacken richtete der
Autor ausgerechnet gegen den Islam, dessen Logik »das scharfe
Schwert und die Bettelschale« sei, wie es in der 1930 geschriebenen
Satire »Die islamische Mission in die Linder Europas« heiflt. »Ist
denn der Islam noch etwas anderes aufler Raub und Mord?«*

* Allmihlich scheint Hedayat, den André Mallraux und Henry Miller verehr-
ten, auch im deutschsprachigen Raum bekannter zu werden, immerhin sind allein
1997 drei Ubersetzungen verdffentlicht worden. Die wichtigste ist gewif die von
Bahman Nirumand iibersetzte Neuauflage des Romans Die blinde Eule in der Bibli-
othek Suhrkamp. Bedauerlich ist, daf aus der 1990 bei Eichborn herausgekomme-
nen Erstauflage nicht die neun zusitzlich {ibersetzten Erzihlungen iibernommen
worden sind, die zu den stirksten Hedayat’s gehdren. Bei Beck ist in der Neuen
Orientalischen Bibliothek eine Sammlung erschienen, die insbesondere das realisti-
sche Werk Hedayat’s vorstellt, darunter einige seiner bekanntesten, aber auch
einige seiner schwicheren Erzihlungen (Der Feueranbeter und andere Erzihlungen).
Unbefriedigend ist die von Dorothea KRAWULSKY in der Edition Orient vorgelegte
Sammlung Die Reise zum Imam: Kurggeschichten und Satiren, die unter ihrem bie-
deren Deutsch, das mehr an eine Proseminararbeit als an Literatur erinnert, leidet
und zudem durch zahlreiche Ubersetzungs-, Tipp- und Orthographiefehler mig-
fallt.

4 »Al-ba‘ta al-islamiya ila l-bilad al-ifrangiya«, erstmals vollstindig erschienen
in: Mahmud KATIRA’T (Hg.), Ketab-e Sadeq Hedayat, Teheran: Afrafi, 1349/1970;
von dem Buch existieren nur einige wenige Exemplare, weil es 1970 gleich nach der
Veroffentlichung zensiert und vom Markt genommen wurde; spiter hat es eine
iranische Oppositionsgruppe in Paris als Faksimile herausgegeben; hier zit. nach:
Sadeq HEDAYAT, Karewane Eslim: afsaneye Afarines Haggi Aqa, Stockholm:
Nasim, [?], 41.
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Seine arabische Sprache sei »erfundenc, seine »ganze Philosophie
auf Unrat gegriindet«, heiflt es in der achtzehn Jahre spiter ent-
standenen »Morwari-Kanone«:

Er ist ein Ubelkeit verursachendes Gemisch aus unverdauten und
sich widersprechenden Meinungen und Uberzeugungen, die aus
anderen Konfessionen, Religionen und dem alten Aberglauben
in panischer Eile stibitzt und zusammengekittet worden sind.

Uberhaupt gehe die Entstehung des Islams auf eine »Verschwo-
rung« (fetne) zuriick, welche jiidische Agenten »angezettelt haben,
um das persische und byzantinische Imperium zu Fall zu brin-
gen«; die Araber, »diese heuschreckenfressenden, aus dem Mund
stinkenden Bettelkdnige«, seien fiir eine solche Untat viel zu un-
bedeutend.

Aber wie der Stock Mose, der sich in einen Drachen verwandelte,
so dafl Moses sich selbst vor thm fiirchtete, ist auch dieser sieb-
zigkg'jpﬁge Drachen [sc. der Islam] dabei, die Welt zu verschlin-
gen.

So schrieb der Mann, der bei Leserumfragen in der Islamischen
Republik regelmifig als populdrster Erzihler der modernen ira-
nischen Literatur ermittelt wird.

Schon zu Lebzeiten eckte Hedayat an. Dafl er den Islam und
zumal die Schia kritisierte, erregte in den dreiﬁiger und vierziger
Jahren, als die Religion noch nicht von Denkern wie Al-e Ahmad,
Bazargan oder Sari‘ati in den Diskurs der iranischen Intellektuel-
len eingefithrt worden war und es geradezu zum guten Ton ge-
horte, sich iiber die religiése Tradition zu erheben, zwar noch
kaum Anstof; aber auch von den beiden dominierenden Gedank-
enstrébmungen seiner Zeit mochte Hedayat sich nicht mitziehen
lassen. Den Nationalismus und Modernisierungseifer des Dikta-
tors Reza Sah, der zumindest in den Anfingen viele Intellektuelle

* Die letzten Zitate allesamt aus Hedayat’s bitterbdsen Satire Tip-e morwari,
die in Iran, soweit ich weiff, nur einmal, 1979, erschienen ist, und zwar unter dem
Namen Hadi SEDAQAT, dem Anagramm Sideq Hedayat’s, das er selbst zur Ver-
dffentlichung der ebenfalls islamkritischen Erzihlung Haggr Aqa verwendet hatte;
hier zit. nach Los Angeles: Mazd3, 1986, 28-30.
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begeistert hatte, durchschaute er rasch als oberflichlich und to-
talitir. Zum dogmatischen Kommunismus der T#de-Partei, der
bis in die fiinfziger Jahre hinein das intellektuelle Klima des Lan-
des prigte, ging er nach anfinglicher Sympathie ebenfalls auf Dis-
tanz. Der Bruch war endgiiltig vollzogen, als Hedayat vehement
fiir Kafka eintrat, den die kommunistischen Intellektuellen als
pessimistisch und weltfern ablehnten. Die Reaktion, die er bei
ihnen ausldste, war heftig und der Art nach nicht so sehr ver-
schieden von der religids sich gebenden Entriistung, durch die’
heutzutage kritische Geister in der islamischen Welt eingeschiich-
tert werden.

Es war eine andere Zeit. Es war die Zeit chauvinistischer oder
linker Ideologien, der nationalen Selbstbehauptung und des
Drucks der Kolonialmichte, des Aufbruchs und der Illusionen.
Die Zeit Hedayat’s war es nicht. Eher lebte er mit Tschechow, Guy
de Maupassant oder ‘Omar Hayyam, als sich auf die hitzigen De-
batten unter den Intellektuellen einzulassen. Er fliichtete sich in
das verklirte Bild einer vorislamischen Vergangenheit oder trium-
te von einem Iran, das einer transnationalen Weltkultur ange-
hort. Mit seinem Land, wie es sich ihm darstellte, mochte er sich
nicht identifizieren. In Anspielung auf das Martyrium des schi-
itischen Imams Hoseyn bei Kerbela im achten Jahrhundert
notierte er Mitte der dreifliger Jahre: Yek watan dirim manand-e
bala’ / Ma dar an bamcon Hoseyn dar Karbali’ (»Wir haben ein
Vaterland wie ein Klo / In ihm sind wir wie Hoseyn in Kerbela«).®
Zu einer Zeit, als die offizielle Propaganda die grofle Nation der
Arier hochleben lie}, hitte ihm der Spottvers leicht einige Jahre
Zuchthaus einbringen kénnen. Iran, so bemerkte er schon zehn
Jahre zuvor, war ihm ein »schrecklicher und schmerzender Alp-
traume.”

Hedayat blieb Zeit seines Lebens eine Randfigur, geachtet von
wenigen, unwohl mit sich und der Welt. Er fiigte sich in die An-
onymitit, die ihm Menschenschicksal zu sein schien, und erregte
sich kaum {iber die Miflachtung, die seinem literarischem Werk

§ Zit. nach KATOUZIAN, Sadeq Hedayat, 51.

" Unverdffentlichter Brief vom 6. Oktober 1925; zit. nach: KATOUZIAN, Sadeq
Hedayat, 21.
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entgegengebracht wurde. Zu einem vorzeigbaren Beruf, einer ge-
sicherten Existenz brachte er es nie. Von seiner Familie sprach er
selten, eine eigene zu griinden ergab sich, soweit es Zeugnisse
hieriiber gibt, nicht der Ansatz einer Gelegenheit.

Der Nachfahre Adams ist einsam und allein, hilflos und ohne
Zuflucht, namenlos fristet er sein Dasein in einem unwn'thchen
Land, fern seiner gewohnten Umgebung,

spiegelte er seine eigene Existenz im Werke Franz Kafka’s, dem er
einen langen Essay widmete.

Mit niemandem vermag er eine Verbindung einzugehen, nieman-
dem sein Herz hinzugeben, und er ist sich dariiber im klaren,
weil sein Blick und seine dufleren Ziige es nach auflen tragen. Er
sucht es zu verbergen und sich zwanghaft einzurichten im Leben,
abesr im Zweifel entlarvt er sich selbst, wissend, dafl er iiberzihlig
ist.

Hedayat’s Leben blieb provisorisch, im Praktischen wie im
Emotionalen, immer im Aufbruch begriffen, nicht weil er hoffte,
sondern weil nichts ihn hielt. Folgerichtig ist seine Biographie ein
‘Buch der Unruhe’. Exemplarisch ist sein erster Aufenthalt im
Ausland. Als er 1926 mit dem begehrten staatlichen Stipendium
zum Ingenieur-Studium nach Europa reist, beginnt eine four de
force. In Briissel ankommend, bricht er schon bald auf nach Gent,
wo er — anstatt sich auf das Studium zu konzentrieren — einen
Essay iiber den Tod schreibt. Doch schon im Sommer des folgen-
den Jahres befindet er sich in Paris, wo er immerhin bis zum De-
zember 1928 bleibt. Dann treibt es ithn weiter nach Reims, das er
aber schon bald verlifit, um nach Besangon umzuziehen. Noch
einmal versucht er es in Paris. Unschliissig ist Hedayat wihrend
all dieser Jahre nicht nur tiber den Ort seines Studiums, sondern
auch das Fach. Mal beginnt er ein Zahnarztstudium, dann ent-
scheidet er sich fiir Architektur, bevor er sich doch wieder auf
einen Ingenieursstudiengang besinnt, wihrend er zur selben Zeit
mit dem Gedanken spielt, Kunsthistoriker zu werden oder Maler

8 Payam-¢ Kafka, Teheran: Amir Kabir, 1342/63, 12.
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(einige Federzeichnungen aus dieser Zeit zeugen davon®). Im Juni
1930 kehrt er vorzeitig nach Teheran zuriick, gegen den Wider-
stand des Stipendiumgebers und der Familie, ohne Abschluf,
ohne jede Perspektive.'

Es waren nicht nur die existentiellen oder politischen Pro-
bleme der Zeit, an denen Hedayat litt. Schon die Infamien des
Alltags iiberforderten ihn. »Meine Lage ist vollig kaputt«, heifit
etwa in einem seiner Briefe nach Persien, die schon aufgrund
ihres unnachahmlichen Sarkasmus das Zitat wert sind:

Es ist viertel vor zehn hier im Wohnheim. Ein paar Leselampen
sind an, die {ibrigen schlafen. Von allen Martern am schlimmsten
ist dieser ungeheuerliche Tiirke, der fiinfmal am Tag betet — auf
den Riicken schlagen sollen sie ihn dafiir — und wihrend des
Ramadans fastet — zum Teufel mit ihm. Gott steh’ mir bei, um
neun Uhr geht er ins Bett, und am frithen Morgen steht er auf,
und in der ganzen Zeit schnarcht er, als ob man ihm in den
Mund geschissen und einige Rithrmaschinen angestellt hitte."

Glaubt man seinen eigenen Bekundungen, hat er sich wegen
einer Wanduhr in einer Pariser Pension, deren Liuten ihn nachts
stiindlich aus dem Schlaf riff, sogar das Leben nehmen wollen."
Von einer einsamen Briicke springt er, ein Nichtschwimmer, in
die Marne, ohne zu wissen, daf sich genau unterhalb von ihm ein
Liebespaar in einem Boot vergniigt. Es dauert nur wenige Sekun-
den, da ist Hedayat schon von dem jungen Mann gerettet.

®Vgl. ALAVI, Geschichte und Entwicklung, 159.

19 Zu Hedayat’s erstem Aufenthalt in Europa vgl. KATOUZIAN, Sadeq Heda-
yat, 32 ff.

' Brief vom 26. Februar 1929, in: QA’EMIYAN, Yadbidnameye Sadeq Hedayat,
459 f.; die verdffentlichten Briefe Hedayat’s mitsamt mancher Antwortschreiben
und Erinnerungen ihm Nahestehender liegen jetzt auch in einem Sammelband
vor: Mohammad BAHARLU, Nameha-ye Sideq Hediyat, Teheran: Ougi, 1374/1995.

12 Vgl. die Erinnerungen von Mohammad ‘Ali Gamalzadeh in TAHBAZ, Yad-
badname, 30.

13 Eberhard Kriiger zitiert Sideq’s Bruder Mahmiid Hedayat, der von einem
Selbstmordversuch durch Ertrinken berichtet. Obwohl sein Bericht sich nicht ganz

mit Sadeq’s eigener Schilderung deckt, meint er wohl den hier vorgestellten Vorfall
(Zum Verbiltnis von Autor und Werk, 105). Bozorg ALAVI berichtet noch von einem
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Gewohnlich sagt man einem Menschen, dessen Zustand aus-
sichtslos ist: »Gib es auf, leg dich hin und stirble,

notiert Hedayat nicht sehr viel spiter in der Erzdhlung »Lebendig
begrabenc.

Aber was geschieht, wenn der Tod dich nicht haben will, wenn er
dir den Riicken zukehrt, wenn er einfach nicht zu dir kommt,
nicht zu dir kommen will?"*

Vielleicht ist diese tragikomische Situation bezeichnend fiir
das Leben dieses iranischen Kiinstlers: Es war ein fortwihrendes
Scheitern, aber es hatte — und das unter anderem mag es unter-
scheiden vom romantischen Bild des unverstandenen, an der
Welt zugrunde gehenden Kiinstlergenies — rein gar nichts Hero-
isches. Niemand konnte dariiber niichterner Auskunft geben als
er selbst:

Insgesamt existiert in der Geschichte meines Lebens nichts, was es
wert gewesen wire, Aufmerksamkeit zu erregen. Nichts geschah,
was hitte Beachtung finden kénnen. Ich habe weder eine wichtige
Position, noch ein beeindruckendes Zeugnis. Niemals war ich ein
herausragender Student. Im Gegenteil: Mein Los war immer die
Erfolglos'sgkeit. Egal, was ich tat, ich blieb unbekannt und unbe-
deutend.'

Zuriick in Iran setzte sich die Irrfahrt Hedayat’s fort — mit
dem Unterschied, daff nunmehr die Arbeitsplitze statt der Stidte
wechselten. Er begann bei der Nationalbank zu arbeiten, reichte
aber schon 1932 seine Kiindigung ein. Er wurde bei der Handel-
skammer angestellt und kiindigte 1934 erneut. Sein nichster Arbe-
itsplatz war im Auflenministerium, das er 1935 verlief, um auf
Ginsejagd zu gehen. Anschlieffend bekam er einen Posten bei der
staatlichen Konstruktionsgesellschaft, blieb dort aber nur zwei

zweiten Selbstmordversuch mit Opium, der aber von KATOUZIAN nicht erwihnt
wird (Gesdhichte und Entwicklung der modernen persischen Literatur, 160).

14 Zende begar, Teheran: Amir Kabir, 1942/1963; zit nach: Stockholm: Arag,
1369/1990; 4.

15 Zit. nach: TAHBAZ, Yadbidnime, 17.
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Monate, wechselte wieder zur Nationalbank, kiindigte dort 1938
ein zweites Mal und arbeitete im Staatlichen Biiro fiir Musik, bis
es 1940 geschlossen wurde.'® Zwischendurch, im Jahre 1936 nutzte
er das Angebot eines Freundes, ihn in Bombay zu besuchen.
Sicher hatte Hedayat ein vages Interesse an der indischen Kultur
und ein konkreteres am Studium des Pahlavi, dem sich zu wid-
men nahelag, weil in Bombay eine recht bedeutende parsische
Kommune lebt; doch diirfte das nicht der eigentliche Grund fiir
die Reise gewesen sein. Wie seine Briefe aus dieser Zeit erkennen
lassen, war ihm daran gelegen, iiberhaupt wegzufahren, egal wo-
hin, nur um von diesem »verfaulten und erstickenden Friedhof,
der einem ein schlechtes Omen bringt«,'” zu entkommen. »Immer
wenn ich aus diesem Pissoir [sc. die Biwk-e Melli] rauskomme,
dreht sich mein Kopf«, hatte er bereits ein halbes Jahr nach seiner
Riickkehr aus Europa einem dortigen Freund geschrieben.

Wihrend Du mit diesem kurzen, schmutzigen Stock, den Du Dir
von einem Rowuze-FHlan? im Haus von Hagéi Aqa Gama geschnappt
haben mufit, auf den Pariser Egouts Purzelbdume schligst.

Hediyat, der aus einer angesehenen Diwdni-Familie’® stam-
mte, fand in all den Jahren nicht die Mittel oder den AnstoR, sich
vom Elternhaus zu 16sen, war aber auch nicht bereit, aus den
familidren Verbindungen berufliche Vorteile zu ziehen. Er mufite
sich mit untergeordneten Stellungen begniigen, meist als Uberset-
zer, die er ohne Enthusiasmus absolvierte, um zu seinem Unter-
halt wenigstens beizutragen. Eine Stellung als Dozent fiir Ethno-
logie an der Universitit Teheran blieb ithm verwehrt, da er sich
mit den Verantwortlichen iiberworfen hatte. »Von meiner eigenen

16 Vgl. KATOUZIAN, Sadeq Hedayat, 47.

'7 Brief vom 12. Februar 1937, in: Magmii‘eye dsare Sadeq Hedayat, hg. von
Mohammad BAHARLU, Teheran: Taha-ye nou, 1372/1993, 707-712, hier: 709.

18 Brief vom 13. Januar 1931; in: QA’EMIYAN, Yadbidname, 463 ff. Haggi Aqa
Gamal od-Din Esfahani war zu der Zeit einer der fithrenden Geistlichen von Tehe-
ran; gama‘ (mit dem Buchstaben ‘jz) bedeutet jedoch »Beischlaf«.

1 Drwan ist seit den Abbasiden die Bezeichnung fiir Angehérige der obersten
Verwaltungsorgane, in gewisser Hinsicht vergleichbar der Mandarin-Klasse in
China.
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Arbeit sollte man besser nicht redenc, heiflt es in einem Brief vom
Sommer 1931.

Jeden Tag, das ganze Jahr lang, pressen sie einem in dieser
gottverlassenen Bank den Saft aus dem Kérper. Es ist ein
mechanisches, schmutziges Leben.?

Lebensmittelpunkt war ihm mittlerweile die Schriftstellerei gewor-
den, und in dieser erlebte er von 1930 bis 1936 seine bei weitem
produktivste Phase, in der er seine wichtigsten Werke einschlief-
lich der »Blinden Eule« (Bife kar) verfaflte, eine verstérende, in
threr Abgriindigkeit erschreckende Novelle voller Mysterien, die
zurecht als das Meisterstiick der modernen persischen Prosalitera-
tur gepriesen wird.” Mehr noch: Wenn Iran in diesem Jahrhun-
dert nur einen Text zum Kanon der Weltliteratur beigesteuert hat
— dieser ist es.

1936 in Bombay als hektographierte Handschrift in einer Auf-
lage von 50 Exemplaren erschienen, jeweils mit dem Vermerk ver-
sehen »Druck und Vertrieb in Iran verboten«, ist »Die blinde
Eule« die Halluzination eines Verzweifelten, in der keine Logik
gilt aufler der des Alptraumes, gespickt mit Motiven aus unter-
schiedlichen geistigen Welten, vom Sufismus bis zur modernen
Psychoanalyse. Hedayat schildert einen Marsch durch die Seele,
aber einen Marsch nicht auf abgetreteten Pfaden, sondern durch
jenes Gestriipp, von dessen Existenz die Spazierginger unter den
Menschen nichts ahnen. Zartbesaitete sollten es meiden: Nur mit
Hilfe der Sense, dank iibermenschlicher Kraftanstrengung kann es
durchkimmt werden, hinter jeder verfaulten Pflanze, jedem ver-
dorrten Baum hilt es neue Schrecken bereit. Die im Buch geschil-

2 Brief vom 29. August 1931, in: QA’EMIYAN, Yadbadname, 469.

2! Speziell zu dieser Novelle vgl. Iraj BAHIRI, Hedayat’s Ivory Tower, Minnea-
polis: Manor House, 1974; Michael Cragg HILLMANN (ed.), »The Blind Owl« forty
- years afler, Austin: University of Texas, 1978 (Middle East Monographs; 4); DERS.,
»Hedayat’s The Blind Owl: an autobiographical nightmare«, in Iranshenasi 1/1
(Frithjahr 1989); S. SAMISA, Dastan-¢ yek riip: Sarh wa matn-¢ Bife kire Sideq Heda-
yat, Teheran: Ferdous, 1372/1993; Michael BEARD, Hedayat’s Blind Owl as a Western
Novel, Princeton: Princeton University Press, 1990; Galal SATARI, Baztab-e Ostire
dar Bafe Kur (Udip yi madine gan), Teheran: Tis, 1377/1998.
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derte Erfahrung hat etwas von den vierzigtigigen Reisen ins In-
nere, welche die islamischen Mystiker in der Klausur unterneh-
men. Bei Hedayat jedoch gestalten sie sich als ein Horrortrip.

»Die blinde Eule« ist ein ‘Buch der Biicher’, wie es in der Bi-
bliographie eines Autors notwendig singulir ist, weil er es nicht
mehr als einmal aus sich herauszupressen vermag. Dies sollte den
Blick jedoch nicht auf sein iibriges Werk verstellen, das neben

anderen surrealistischen Texten auch Satiren sowie realistische
" und sozialkritische Erzihlungen aufweist. Sie fiigen sich zu einem
Kaleidoskop der Randgestalten: Die Protagonisten sind meist ein-
same, verschrobene, bisweilen lebensunfihige oder menschlich
verkriippelte Gestalten, die sich nach Nihe zu einem Mitmen-
schen sehnen, aber in ihren vorsichtigen Versuchen, sie zu erlan-
gen, jammerlich scheitern wie Dawiad der Bucklige, Hodadad der
Einsiedler, oder Pat der verwahrloste Hund. Am Ende bleibt
ihnen allen nur der endgiiltige Riickzug in sich selbst. Wieder
6ffnet der Kafka-Essay eine Tiir: »Selbst in seinem Denken, Han-.
deln und Verhalten ist er nicht frei«, charakterisiert Hedayat den
Menschen Kafka’scher Prigung und kénnte damit auch denjeni-
gen seiner eigenen Erzdhlungen meinen.

Befangenheit prigt seinen Umgang mit anderen. Dauernd sucht
er sich zu rechtfertigen. Er briitet {iber Ausreden, fliichtet sich
von einer Ausrede zur nichsten, aber er ist ein Gefangener seiner
eigenen Ausfliichte, weil er seinen Fuff nicht {iber die Linie setzen
kann, die um ihn herum gezogen worden ist.?

»Die Botschaft Kafka’s« ist nicht nur ein rezeptionsgeschicht-
liches Dokument von bemerkenswerter Originalitit, verfallt von
einem iranischen Schriftsteller, der Kafka schon gepriesen und
iibersetzt hatte, als dieser in Europa noch lidngst nicht zum gingi-
gen Thema von Abitur- und Diplomarbeiten geworden war. 1948
als letzter Text Hedayat’s {iberhaupt erschienen, ist es zum Ver-
michtnis seiner selbst geworden, Selbstentbléfung und Selbst-
rechtfertigung zugleich. Indem er iiber Kafka schrieb, schrieb

2 Payam-¢ Kafka, 12 f.
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Hedayat iiber sich selbst, indem er dessen Werk durchdrang, se-
zierte er sein eigenes.

Man wird sagen, er war ein pessimistischer Schriftsteller und hat
das Leben mit Absicht diisterer dargestellt, als es ist,

nimmt er die Rezeptionsgeschichte Kafka’s und gleichzeitig seine
eigene vorweg.

Kafka 1i8t in seiner Kunst die riuberische Wahrheit seines In-
neren einfliefen, oder mit anderen Worten, die Wahrheiten
seines Inneren sind so zahlreich, daf sie von selbst hervortreten
und sein gesamtes Werk erfiillen. Er ist weder optimistisch noch
pessimistisch. Alle N6te des Menschen, die in seinen Schriften
festgehalten sind, und das Ungliick, das er ausgewihlt und fort-
wihrend verfolgt hat, sind Bestandteile seiner Untersuchung.®

Und Hedayat sagt auch dies:

Jene, die gegen Kafka den Kniippel der Verketzerung (&b takfir)
erheben, sind die nicht zu zihlenden Brautjungfern, die Schmin-
ke und Bleiweiff auf das seelenlose Antlitz j jenes groflen Goétzen
auftragen, der das zwanzigste Jahrhundert ist.2*

Ahnlich wie sein Essay {iber ‘Omar Hayyam?® ist der Text
iiber Kafka eine entschlossen personliche Anniherung an den
Gegenstand, die sich um Ausgewogenheit nur abschnittsweise und
ansonsten nur der Form nach bemiiht und faktisch vor allem auf
diejenigen Momente geht die Hedayat selbst als Schriftsteller
beschiftigen und die er in sich selbst wiederfindet. Wohl ist ein
grofler Teil seines Essays der Biographie und Wirkungsgeschichte
Kafka’s gewidmet, die er niichtern und nach dem Stand des
damaligen Wissens vorstellt. Von bleibendem Interesse sind je-
doch gerade jene Abschnitte des Essays, die von der niichternen
Nacherzihlung sekundirer Literatur ablassen und mit erkenn-
barer Anteilnahme geschrieben worden sind; sie sind in hohem

2 Ebd., 32.
24 Ebd., 16.
% Taranehhaye Hayyam, Teheran: Amir Kabir, 1342/1963.
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Mafle subjektiv, gewiff, und sagen manchmal — etwa wenn er iiber
die Religion schreibt — mehr iiber Hedayat als iiber Kafka aus;
‘aber gerade darin liegt ihre Bannkraft und wohl auch ihre Wahr-
heit.?

Mit Kafka teilte Hedayat das Schicksal, von der linken Kritik
fiir dekadent, von der rechten fiir subversiv, von beiden fiir pessi-
mistisch gehalten zu werden.”” In seinem eigenen geistigen Um-
feld, unter den linksgerichteten Teheraner Dichtern und Intellek-
tuellen der dreifliger und vierziger Jahre, denen die Zweckfreiheit
der Kunst meist suspekt und das Engagement des Dichters oft
selbstverstindlich war, wurde ihm vor allem der Vorwurf ge-
macht, nicht politisch genug zu sein. Heute mag das ein wenig
verwundern, sind doch nicht wenige seiner Erzihlungen durchaus
sozialkritisch, und machte Hedayat aus seiner Kritik an den poli-
tischen Zustinden nie einen Hehl. Auch hat er mit dem Sozial-
ismus und lange Zeit explizit mit der T7de-Partei sympathisiert.
Der 4gyptische Iranist ad-Dastiqi-Sita hat nicht unrecht, wenn er
bemerkt, dafl Hedayat’s »sozialistische Seele« auf alle seine Ge-

%6 yWer jemals aus der Kraft seines prizisen Reagierens im Ernst der Disziplin
eines Kunstwerks, dessen immanentem Formgesetz, dem Zwang seiner Gestaltung
sich unterwirft, dem zergeht der Vorbehalt des blof Subjektiven seiner Erfahrung
wie ein armseliger Schein«, bemerkte Adorno, »und jeder Schritt, den er vermoge
seiner extrem subjektiven Innervation in die Sache hineinmacht, hat unvergleich-
lich viel gréflere objektive Gewalt als die umfassenden und wohlbestitigten Be-
griffsbildungen etwa des “Stils’, deren wissenschaftlicher Anspruch auf Kosten sol-
cher Erfahrung geht«: Minima Moralia: Reflexionen aus dem beschidigten Leben (=
Gesammelte Schriften; 4), Frankfurt a.M.: Suhrkamp, 1997, 78; vgl. auch »Der Es-
say als Forme, in: Noten zur Literatur (= Gesammelte Schriften; 11), Frankfurt a.M.:
Suhrkamp, 1997, 9-33.

7" Daf er ein Pessimist gewesen sei, wird Hedayat in Iran bis heute einerseits
zum Vorwurf gemacht und andererseits immer wieder vehement bestritten. Das
hingt damit zusammen, dafl das Wort «pessimistisch« (badbin) im Persischen ein-
deutig negative Konnotationen hat und daher das Urteil, Hedayat sei badbin, in
der Regel kritisch gemeint ist; vgl. speziell zum Vorwurf des Pessimismus: DAST-E
GEYB, Nagd wa bar-rasi, 23 ff. — In diesem Zusammenhang besonders aufschluf3-
reich sind Hedayat’s rechtfertigende Bemerkungen iiber den Pessimismus ‘Omar
Hayyams; vgl. Taranehbiye Hayyam, 30 ff. — Allgemein zur Hedayat-Kritik von
rechts wie von links vgl. KATOUZIAN, Sadeq Hedayat, 166-172 und 269 f.
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schichten ausstrahle®® Doch sollte man die Betonung auf das
Wort »Seele« legen. Seine Sympathien resultieren weniger aus ide-
ologischen Uberzeugungen als aus Liebe zu den Lebewesen dieser
Erde, Menschen und, mindestens ebenso ausgeprigt, Tieren. Er
war eher mit dem Herzen Sozialist, weniger mit dem Verstand. Er
stand der sozialistischen Idee emotional nahe, weil ihm Besitz-
denken unsympathisch, die herrschende Unterdriickung und Dik-
tatur zuwider und die Ungerechtigkeit und Armut unertriglich
waren, doch war ihm jegliche Ideologie und auch politischer Akti-
vismus wesensfremd. Sogar Bozorg Alavi, den in den 30er Jahren
mit Hedayat die Zusammenarbeit in dem Kiinstlerkreis Rab%®
verband und der spiter in Ost-Berlin dazu tendierte, das Soziali-
stische in Hedayat’s Werk herauszustreichen, riumt ein, daff sein
Kollege »sich nicht zu einer politischen, wissenschaftlich fundier-
ten Weltanschauung durchgerungen« hat.*®

Hedayat bewahrte seine Distanz zur politischen Praxis und
war, im Gegensatz zu vielen seiner Freunde und Dichterkollegen,
niemals Mitglied der T#de-Partei. Die Abscheu vor der Politik, die
er empfand und die der Hoffnung nur Anfang der vierziger Jahre,
nach der Abdankung Reza Sih’s, voriibergehend ein wenig Platz
einrdumte, bezog sich allerdings ausschliefflich auf die politische
Wirklichkeit seines Landes und steht nicht im Widerspruch zu
seinem ausgeprigtem Patriotismus und seiner Liebe zur irani-
schen Kultur und dem — von ihm selbst mitunter glorifizierten —
iranischen Volk, die sich auch in seinen heute noch beachtens-
werten Studien zur persischen Folklore, Volkskultur und zum
Mittelpersischen (Pahlavi) ausdriickt.”

2% AD-DASUQI-SITA, »Mugaddimax, 31.

» Der Name Rab‘ ist eine absichtlich verunstaltete Form des arabischen
Wortes arba‘a und sollte die sogenannten odabd-e sab‘e verspotten, die damals als
tonangebende Literaturfiirsten galten; vgl. die Erinnerungen von Beteiligten in BA-
HARLI, Nameba-ye Sadeq Hedayat, 299-307; vgl. auch ALAVI, Geschichte und Entwick-
lung, 160.

30 ALAVI, Geschichte und Entwicklung, 166.

*! Ein grofer Teil ist jetzt in dem von Maryam DANA’I BORUMAND heraus-
gegebenen Band Newestehi-ye faramis Sodeye Sadeq Hedayat, Teheran: Negah, 1376/
1997, vereinigt.
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Hedayat hegt eine brennende Liebe zu seiner Heimat und bringt
den historischen Feinden Irans eine heftige Feindschaft entgegen,

verteidigte ihn sein junger Dichterkollege Parwiz Hanlari auf dem
iranischen Schriftstellerkongref von 1946.

Der glorreichen und ruhmvollen Vergangenheit Irans widmet er
seine besondere Aufmerksamkeit; das Erlernen des Pahlavi und
die Ubersetzung zahlreicher Werke aus dieser Sprache sind das
Resultat eben dieser Aufmerksamkeit. [...] Aber Hedayat ist nicht
einfach betért von der Legende und der Historie. Er liebt Iran,
und zwar das lebendige Iran, das existierende Iran. Die Sprache,
die fiir ihn Bedeutung hat, ist die Sprache des Hier und Jetzt.*

Hedayat war ein politischer Schriftsteller, insofern sein le-
benslanges Thema die Wirklichkeit war, wie sie sich ihm — innen
und auflen — unmittelbar darstellte; er war kritisch, weil er den
Schrecken dieser Wirklichkeit festhielt, ohne sich zu ingstigen
und ohne Riicksichten zu nehmen. Aber er sah den Auftrag des
Dichters nicht darin, seine Erzihlungen an einem ideologischen
Modell auszurichten oder ihnen einen Appellcharakter zu verlei-
hen. Selbst in seinen eher sozialkritischen Erzdhlungen entsprach
er nicht dem Typus des engagierten Dichters, weil er sich auf die
blofe Schilderung des Unrechts beschrinkte. Indem er sich jegli-
chen Kommentars, moralischen Untertons und aller Glorifizie-
rung der Entrechteten enthielt, fithrte er in Iran eine neue, seit-
dem oftmals nachgeahmte Form, das Leben einfacher Leute zu
schildern, ein. Die Literatur war ihm kein Manifest und nur in
seinen schwicheren Erzihlungen wie etwa dem »Feueranbeter«
(Atesparast) ein Vehikel zum Transport einer Botschaft. Im Be-
schreiben von Zustinden war Hedayat iiberzeugender als im
Treffen von Aussagen; was von ihm bleibt, sind jene Texte, in
denen sich vermittelt, was er selbst {iber Kafka schrieb:

Er hat eine Hellsichtigkeit und einen ungeheuerlichen Schmerz,
und zwar auf eine Weise, daff die Hellsichtigkeit und der
Schmerz eins werden und er seinen messerscharfen Blick tief in

32 Rede abgedruckt in: Na_l)ostz‘n kongresye newisandegan-e Iran, Teheran 1325/
1946; zit nach: DAST-E GEYB, Nagd wa bar-rast, 138 f.
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die Wunde hineinfiihrt; aber er glaubt nicht daran, daf der
Mensch das Edle vom Bésen trennen kann. Er mochte eine per-
sénliche Untersuchung vornehmen, um ganz sicher zu gehen.

In seinen stirksten, diistersten Momenten bewegte sich
Hedayat an jener Schnittstelle von politischer und autonomer
Literatur, die von littérature engagée und l'art pour I'art gleich weit
entfernt ist. Theodor W. Adorno hat sie am Beispiel von Kafka
und Beckett, die er von Sartre und Brecht abhob, markiert:

Kafkas Prosa, Becketts Stiicke oder der wahrhaft ungeheuerliche
Roman »Der Namenlose« iiben eine Wirkung aus, der gegeniiber
die offiziell engagierten Dichtungen wie Kinderspiel sich aus-
nehmen; sie erregen die Angst, welche der Existenzialismus nur
beredet. Als Demontagen des Scheins sprengen sie Kunst von in-
nen her, welche das proklamierte Engagement von auflen, und
darum nur zum Schein, unterjocht. Thr Unausweichliches nétigt
sie zu jener Anderung der Verhaltensweise, welche die engagierten
Werke blofl verlangen. Wen einmal Kafkas Rider iiberfuhren,
dem ist der Friede mit der Welt ebenso verloren wie die Méglich-
keit, mit dem Urteil sich zu bescheiden, der Weltlauf sei schlecht:
das bestitigende Moment ist weggeitzt, das der resignierten Fest-
stellung von der Ubermacht des Bésen innewohnt.>

Gewif reichen lingst nicht alle Erzihlungen Hedayat’s an das
heran, was Adorno radikale Kunst war; ebenso gewif8 jedoch, daf
Texte wie »Die blinde Eule« oder »Drei Tropfen Blut« (Se gatre
bian) nicht das Leid beklagen, sondern ihm dessen eigene Stimme
verleihen und dadurch »den heute einzig menschenwiirdigen
Ruhme« genieflen, den Adorno fiir einen Literaten gelten lief:

alle schaudern davor zuriick, und doch kann keiner sich ausre-
den, dafl die exzentrischen Stiicke und Romane von dem han-
deln, was alle wissen und keiner Wort [sic!] haben will.®

Thre Welt ist, wie Hedayat selbst iiber die Welt der Kafka’schen
Erzihlungen schrieb,

3 Payam-e Kafka, 32.
34 »Engagementx, in: Noten gur Literatur, 409-430, hier: 426.
35 Ebd., 425.
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die Welt des Schlafes, die den Menschen mit dem Schrecken und
der Prizision ihrer Alptriume am Kragen packt.®

Adorno hat das Paradoxon benannt, daf Literatur nur dann
dem Menschen helfen kénne, wenn sie »nicht sich gebirdet, als ob
sie ihm hiilfe«*” An anderer Stelle bemerkt er:

Um inmitten des Auflersten und Finstersten der Realitit zu be-
stehen, miissen die Kunstwerke, die nicht als Zuspruch sich ver-
kaufen wollen, jenem sich gleichmachen. Radikale Kunst heute
heiflt soviel wie finstere, von der Grundfarbe schwarz.?®

Hediyat hat die Notwendigkeit, daf Literatur sich dem Finster-
sten der Realitit gleichzumachen habe, wohl gesehen (»Hoher als
schwarz ist keine Farbe«, heiflt es in einem Brief kurz vor seinem
Tod*), und auch das Paradoxon, mit dem Literatur zu tun hat. In
seinem Werk ist das zu spiiren, in seinem Essay iiber Kafka hat er
es expliziert:

Die Erzihlungen Kafka’s gehéren zu den dunkelsten Erzihlun-
gen der Literatur; ihre Bewegung zielt auf die endgiiltige Nieder-
lage, und fiirchterlich ist es, wie sie die Hoffnung foltern — nicht
weil in ihnen die Hoffnung verurteilt wiirde, sondern im Gegen-
teil: weil sie die Hoffnung nicht verurteilen kénnen.*

Aber dhnlich Adorno, der von dem minimalen Gliicksversprechen
spricht, »das an keinen Trost sich verschachert«*!, gibt auch
Hedayat das Utopische der Kunst nicht ganz auf:

Aber so vollkommen die Katastrophe ist, bleibt doch eine kleine
Offnung, von der nicht klar ist, ob in ihr noch Hoffnung iibrig
oder sie fiir immer aus ihr verschwunden ist.

3 Payam-e Kafka, 54.

*7 »Engagement, 429.

38 Asthetische Theorie, Frankfurt a.M.: Suhrkamp, 1997 (= Gesammelte Schrif-
ten; 7), 65.

3 Brief an ANGAWI SIRAZI vom 14. Januar 1951, in: Magm eye asar, 741.

“ Payam-e Kafka, 66 f.

‘! »Engagementx, 425.
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Er hilt — nicht anders als Adorno — daran fest, daff ein Anderes
existieren koénnte, ohne damit zu trésten, dafl es wirklich ex-
istiert, und ohne auszusprechen, worin es bestiinde. Gleichzeitig
aber weifl Hedayat, dafl ohne die Hoffnung auf ein Anderes
Kunst nicht existierte. \

Mag die Botschaft Kafka’s noch so hoffnungslos und gleich dem
Schild einer Sackgasse sein, mag bei ihm jede noch so panische
Suche und jedes Bemiihen mit einer Enttiuschung enden, mag
das Nichts einen aus jeder Richtung bedrohen, ein Zufluchtsort
nicht existieren, einem bei jedem Zusammentreffen nur die Ver-
geblichkeit begegnen und kein Gebiet zu entdecken sein, in das
man vor der Atemlosi§keit flichen kénnte — aber Kafka akzep-
tierte diese Welt nicht.*

Und dann schreibt Hedayat, der bis dahin die Autonomie der
Literatur und damit auch seiner selbst von der politischen Praxis
begriindete, im letzten Absatz seines Essays iiber Kafka:

Diese Welt ist kein Ort zu leben. Sie ist erstickend, und darum
begibt er sich auf die Suche nach »einer Erde, einer Luft und
einem Gesetz«, mit denen es sich in Wiirde leben liefle. Kafka ist
iiberzeugt, dafl diese Welt von Liige, Betrug und Léicherlichkeit zerstort
und auf ibren Ruinen eine bessere Welt erridhtet werden muf3.

In meiner Ausgabe sind die hier kursiv gesetzten Worte fett
gedruckt. Ich weiff nicht, ob Hedayat das selbst so wollte oder ob
sein Herausgeber dafiir verantwortlich ist. Aber es macht Sinn,
weil sich erst mit diesem unvorbereiteten, iiberraschenden Schlufl
die Dialektik seines Essays, das bis dahin die Autonomie des
Dichters begriindet hatte, vollendet. Es ist eben jene Dialektik, die
Adorno im Blick hatte:

Jedes Engagement fiir die Welt muf} gekiindigt werden, damit der
Idee eines engagierten Kunstwerks genligt werde.

2 Payam-¢ Kafka, 74.
® Ebd,, 74 £
“ »Engagement, 425 f.
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Nicht anders als in Hedayat’s Essay iiber Kafka steht auch am
Ende von Adorno’s Absage an die sozialistische oder allgemein
engagierte Literatur das fast unvermittelt wirkende Festhalten am
politischen Gehalt der Kunst, wenn er schreibt, dafl noch in den
sublimiertesten Werken sich ein »Es soll anders sein« berge.

Als rein gemachte, hergestellte, sind Kunstwerke, auch liter-
arische, Anweisungen auf die Praxis, deren sie sich enthalten: die
Herstellung des richtigen Lebens.*

Man hat Hedayat immer wieder den ‘Kafka Irans’ genannt;*
wahr ist an dem Klischee, daf die Geschichte in ithren Texten dem
Fallbeil einer Guillotine gleicht, die Menschen den Verurteilten.
Wahr ist auch, dafl ihre Lebensldufe sich merkwiirdig dhneln: das
Verhiltnis zu den Frauen, der Angestelltenberuf, der frithe Tod,
das Schicksal ihres Werkes. Falsch aber ist es, insofern es eine zu
grofle Nihe ihrer Erzihlungen suggeriert. Hedayat’s Helden sind
keine Namenlosen; ihre Biographie ist offenbar, ihre Umwelt
konkret und identifizierbar, ihre Sprache auf unnachahmliche
Weise individualisiert. Diese Eigenschaft seines literarischen Stils
widerlegt iibrigens auch das Vorurteil, Hedayat habe das Dasein
eines weltabgewandten, versponnenen Eremiten gefiihrt, der von
den Dingen der Welt nicht viel versteht. Er war ein Auflenseiter,
aber kein Eremit. Andernfalls hitte er kaum die Vielzahl idioma-
tischer Begriffe, die in keinem Worterbuch enthalten sind, auf-
schnappen und sie in den Mund seiner Protagonisten legen, hitte
er nicht auf so vollkommene Weise den Schmerzen und Néten
der einfachen Menschen Ausdruck verleihen kénnen.

Sein Herz gehérte seiner Heimat und seinen Landsleuten, und
diese Leidenschaft war es, die ihn zur Schriftstellerei zog,

berichtete ein Verwandter Hedayat’s.

Sein ganzes kurzes Leben lang studierte er oder schrieb er, eins
von beiden, und in seinen Schriften sind alle Helden Irans ent-

5 Ebd., 429 f.
% Vgl. hierzu FARZANE, Asna’s ba Sadeq Heddayat, 420.
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halten. Er sagte immer, dafl ein Schriftsteller, der mit seinen
Mitmenschen nichts zu schaffen und der nicht der Teilhaber
ihres Kummer und ihrer Freuden ist, nichts als ein Krimer sei.*’

Der grofle Wortschatz, der zum Teil seiner Herkunft, zum
Teil seiner iiberragenden Beobachtungsgabe und Neugier fiir die
Sitten, Weisheiten und Ausdriicke des Volkes zu verdanken ist,
verfiihrt ihn aber nie dazu, mit seiner Sprachgewalt zu prahlen.
Kennzeichnend ist im Gegenteil die véllige Schnoérkellosigkeit
seines Stils, der, bekannte Bozorg Alavi, »der Prosa Méglichkeiten
der Entwicklung, die bis dahin unvorstellbar waren«,* verschafft
hat. Es ist diese sprachliche Qualitit, die auf der Vielfalt der Aus-
driicke und Redewendungen beruht, die Hedayat aus der Volk-
ssprache iibernimmt, um sie in das literarische Farsi einzufiihren,
die selbst die schwicheren, weil zu absichtsvollen und symbol-
trichtigen Erzidhlungen Hedayat’s im Original lesenswert ersche-
inen lassen, wihrend sie in der Ubersetzung vollends verblassen,
weil sie kaum zu iibertragen sind (oder wie, beispielsweise, 13t
sich yek lenge kafSas nouhe mibind wa yekis sine mizad adiquat
wiedergeben?).

Hedayat litt immer wieder fiir Monate unter schriftstelleri-
scher Lihmung, aber wenn er ins Schreiben kam, arbeitete er
fieberhaft. Neben dem erzdhlerischen Werk verfafite er Theater-
stiicke, Essays, Reiseberichte, Ubersetzungen, volkskundliche und
alt-iranistische Studien. In den vierziger Jahren jedoch, als auch
die politischen Hoffnungen, die ihn nach dem Abgang des Mon-
archen Rezi Sih erfiillt hatten, sich verfliichtigten, wurden die
schopferischen Phasen immer seltener. Parallel zu seinem Dro-
genkonsum (Alkohol und Opium, spiter auch Kokain®) verstirk-
~ ten sich Lethargie und Einsamkeit. Zu jener Zeit war Hedayat als
Ubersetzer an der Hochschule der Schénen Kiinste angestellt.

1 In KATIRA’L, Ketab-¢ Sadeq Hedayat, 293; zit. nach: DAST-E GEYB, Nagd wa
bar-rasi, 141.

*® ALAVI, Geschichte und Entwicklung, 159.

% Daf Hedayat tatsichlich Opium geraucht habe, wurde allerdings von
seinem Freund Abi }-Qasem Angawi Sirazi ausdriicklich bestritten (vgl. seinen Bei-

trag «E3arat wa- izahat« in: Qasem SAFI, Magmi ‘eye goflarha’t dar bareye and tan
az regil-e adab wa tarihe Iran, Teheran 1357/1978, 191-203, hier: 203).
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»Jeden Tag kommt er hier fiir eine halbe Stunde vorbei«, berich-
tete sein Freund Hasan Sahid-Nara’i.

Erst nimmt er seinen Hut ab und legt ihn in eine Ecke. Dann
setzt er sich auf einen Stuhl und klingelt nach einer Tasse Tee mit
Pahlawi-Kandis. Er beginnt dann eine Zeitlang an die Winde zu
starren, und, falls es vorkommen sollte, dafl eine Zeitung auf
dem Schreibtisch liegt, schaut er auf die erste Seite (aber er liest
sie nicht). Nachdem er den Tee getrunken hat, setzt er seinen Hut
auf den Kopf und, ohne mit irgendwem ein Wort gewechselt zu
haben, geht er auf die gleiche Weise wie er gekommen ist. Das ist
Hedayat’s tigliches Programm. Es ist kein unwahres oder iiber-
triebenes Wort in irgendetwas von dem, was ich gesagt habe.”® -

Ende 1950 fliegt Hedayat noch einmal nach Paris. Mit seinem
Leben in Teheran am Tiefpunkt angelangt (»Ich bin damit be-
schiftigt, meine Tage zu massakrierenc, heifdt es in einem Brief"'),
in seinem kiinstlerischem Schaffen erlahmt (»[...] so sehr ich mich
auch bemiihe, ich habe nichts, was es wert wire, dariiber zu schrei-
ben«’?), deprimiert auch angesichts der politischen Entwicklung
nach dem fehlgeschlagenen Attentat auf den jungen Schah und
der sich anschlieRenden Verfolgungswelle, versucht er noch ein-
mal, dem Unentrinnbaren zu entkommen. Doch ist der Freund,
der ihn von Frankreich aus zu der Reise bewogen hatte, todkrank,
das Geld geht Hedayat aus, und bei seinen iranischen Bekannten
findet er nicht die erhoffte Unterstiitzung. Nach einigen verge-
blichen Bemiihungen, das Visum fiir eine Reise nach Genf oder
London zu bekommen, ohne Geld, vor der Alternative stehend,
zu seinem Arbeitsplatz in Teheran zuriickzukehren oder entlassen
zu werden (er hatte sich fiir vier Monate beurlauben. lassen),
kommt er am achten oder neunten April 1951 (das genaue Datum
ist unklar) in sein drmlich eingerichtetes Appartement, geht in die

%0 Brief an GAMALZADE vom 19. August 1948, in: BAHARLU, Namebi-ye
Sadeq Hedayat, 342.

' Aus einem Brief vom 27. August 1950 an Hasan SAHID-NURA’, in:
BAHARLU, Namehaye Sadeq Heddyat, 231.

52 Ebd.
3 Vgl. ALAVI, Geschichte und Entwicklung, 162.
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kleine Kiiche, dichtet die Tiir ab, dreht den Gasherd auf, legt sich
auf den Boden und stirbt.** »Er wurde zum Opfer seiner Hell-
sicht«, schrieb er iiber Kafka.” Es hitte Sideq Hedayat’s eigener
Grabspruch sein kénnen. '

% Zu den letzten Lebensmonaten Hedayat’s und den Umstinden seines
Todes vgl. Mostafa F. FARZANE, »Aharin riizha-ye zendegi wa-hodkosi-ye Sideq
Hedayat«, in: TAHBAZ, Yadbidname, 68-74; DERS., Ana’i ba Sideq Hedayat; Es-
ma‘il GAMSIDI, Hodkosi-ye Sadeq Hedayat, Teheran 1349/1970; KATOUZIAN, Sadeq
Hedayat, 243-256; DERS., Sideq Heddyat wa marg-e newisande, 10-64, 164-189; Abt I-
Qasem ANGAWI SIRAZI, »Safar-e bi-bazgait-e Heddyat«, in: DANA’T BORUMAND,
Sideq Heddyat dar biteye naqd wa nazar, 129-138.

%5 Payam-e Kafka, 32.



IDEALS AND REALITY

The Adaption of European Ideas of Literary
Commitment in the Post-Colonial Middle East —
The Case of ‘Abdalwahhab al-Bayat?'

Verena Klemm
(Hamburg)

Literary commitment may well be regarded as one of the most
central issues in Arab literary debate in this century. For many
decades the tempers of authors, critics and publicists ran high
when they discussed the question if and how the writer should
take responsibility for his people and his nation.

Two important points should be mentioned at the beginning.

First, the discussions about literary commitment started in
the period of national struggle in which Middle Eastern countries
one after the other gained independence from the European im-
perial powers. This struggle was followed during the fifties and
sixties by efforts to consolidate the young Arab nations and to
merge them into a coherent political unity. The ideals of Pan-
Arabism were however all buried in the ruins left by the lost war
against [srael in June 1967.

Second, the discussions about literary commitment went
along with the reception of European ideas. During this process
socialist and existentialist conceptions were transferred into the

' A more detailed version of this article will appear as »Different notions of
commitment (#ltizam) and committed literature (¢l-adab al-multazim) in the liter-
ary circles of the Mashriq, in Arabic and Middle Eastern Literatures, i (1998), no. 2,
or ii (1999), no. 1.
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Arab world. There they were applied on the social and political
issues of the region.

I will start my study with a review of the historical develop-
ment and the content of this literary debate. After that I will
shortly evaluate the significance of this discourse to individual
writers of that time, and especially for ‘Abdalwahhiab al-Bayati.

The Arabic term for engagement »commitment« is #ltizim (mean-
ing literally »obligation«, »duty«). Relating to literature the term
first occurs in 1947. In that year the famous Egyptian critic Taha
Husayn acquainted the readers of his journal al-Katib al-Misri
with the ideas of Jean-Paul Sartre about littérature engagée.> Only a
few weeks earlier, Sartre had published his conception of littéra-
ture engagée in a series of essays in Les Temps Modernes.* This was
three years after the liberation of France from Nazi occupation.
Against the background of his own experience with occupation
and resistance, and in opposition to l’art pour l'art, Sartre tried to
analyze the relation between author and reader. In that concrete
historical situation he transformed his philosophy of the étre en-
gagé into an ethics of writing and reading. Above all he empha-
sized the significance of responsibility as well as the significance
of freedom as a basis and message of committed literature.

The term #ltizam, which Taha Husayn used to render Sartre’s
engagement,® fell on fertile ground within the progressive circles of
Arab authors. For already since the twenties of this century some
journalists and writers in the cultural centres, Cairo and Beirut
(Salama Miis3, Luwis ‘Awad in Egypt, since the thirties: ‘Umar
Fakhiiri, Ra’if Khiiri in Lebanon), had stood up against the elitist
artistic attitude of the literary establishment in the ivory tower —
an attitude that derived its esthetic values from the styles of writ-
ing of the Arab-islamic past. On the other hand, the pioneers

2 Taha HUSAYN, »Mulahazit«, in: al-Katib al-Misr 3, vol. 6, no. 21 (June
1947), 9-21; id.: »Jan Bal Sartr wa-l-sinamic, in: al-Katib al-Misri 3, vol. 7, no. 26
(November 1947), 179-202.

3 Shortly later the essays were published under the title Qu’est-ce que la littéra-
tureé, Paris: Gallimard, 1948.

4 »Mulahazat« (see n. 2), g; »Jan Bil Sartr wa-l-sinamac (see n. 2), 179 f.
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advocated a literary writing that should be related to the present
and be critical of political power and social defects. They defined
this understanding according to the spirit of democratic social-
ism, which they had come to know during their studies in Eng-
land or France with European artists like (in the case of Salima
Miisia) Bernard Shaw. The author, so theéy proclaimed now,
should work with responsibility and pedagogic skills in order to
give the oppressed masses critical awareness of their alienated
lives. Literature should enlighten them and mobilize them to
participate in the creation of a modern and just society.’

Years later, in view of the worldwide threat of National So-
cialism, the ideological features of this literary trend became
more and more clear. It acquired now a pro-Soviet notion. Some
progressive writers now propagated literary writing suitable to the
rules of socialist realism. These had been defined by the cultural
ideologists of Stalin.® And no sooner had Tahi Husayn intro-
duced the term iltizam to render Sartre’s view of literary commit-
ment in a neutral way than it was taken over by the Marxist cul-
tural scene. A writer was now considered »committed« (multazim)
only if he wrote according to the quite strict instructions of so-
cialist realism.’

* For S. Miisa (1887-1958) cf. the study of Ghili SHUKRI, Szlama Misa wa-
azmat al-damir al-‘arabi, Sidon & Beirut 1965. Miisa’s famous autobiography, Tar-
biyat Salima Misa, was translated into English by L.O. SCHUMAN, The Education
of Salama Misa. For L. ‘Awad (1915-1990) see Irmgard SCHRAND, Louis ‘Awad: Ein -
agyptischer Kritiker und Denker des 20. Jahrbunderts — Streiter fiir einen sikularen Staat,
Miinster & Hamburg 1994. For ‘U. Fakhiiri (1895-1946) and his pupil R. Khiri
(1912-1967) cf., e.g., M. DAKRUB, Khamsat ruwwad yubdribin al-‘asr: Qira’at f7 a‘ma-
lihim wa-masiratibim, Nikosia 1992. For R. Khiri cf. also the critical evaluation of
his work by Faysal DARRA]J, »Ra’if Khiiri wa-ishkaliyyat al-naqd al-shamil, in: a/-
Tarig no. 1 (February 1989), 45-67.

§ The guidelines of socialist realism had been defined by Andrej ZDANOV,
the leading cultural ideologist of Stalin, and introduced by Maksim GOR’KIY
during the First Congress of Soviet Writers in 1934.

7 So the Syrian critic Shihada KHURI in his book al-Adab fi l-maydin, Da-
mascus 1950 (for the term iltizam/yaltazimu see the introduction by ‘Abdalkarim
YAF], 1) and the Egyptian professor of literature, Muhammad Mufid al-SHUBASHI
[see, e.g., his article, »Wa-l-an...ma risalat al-adab?«, in: al-Thaqdfa no. 271 (5.11.1951),
10 £.]. — In the middle of the fifties the two Egyptian professors Mahmid Amin al-
‘ALIM and ‘Abdal‘azim ANIS became the leading critics of the trend of socialist
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In the early fifties, however, the advocates of this quite dog-
matic understanding of commitment were to face serious compe-
tition. The literary magazine al-Adab, which was published in
Beirut and distributed all over the Arab world, seized on the term
iltizam and draw it from the margins of the literary scene into the
centre of the general literary public. Iltizam/multazim became the
literary slogan of the fifties and sixties. The magazine succeeded
in giving a common platform to the advocates of commitment,
who until now had been dispersed in several countries. There
they managed to create a discourse, which was supraregional and
heterogeneous. AlAdab for its part advocated a very special un-
derstanding of commitment. For during his studies in France, the
publisher Suhayl Idris had often visited the coffee-houses of St.
Germain where he became fascinated by Sartre’s ideas of litera-
ture (later he and his wife ‘A’ida Idris would translate a lot of
Sartre’s books into Arabic). At the same time Suhayl Idris was a
fervent adherent of Arab nationalism which, during the fifties
and sixties, attracted Arab intellectuals as well as the Arab masses.

As soon as he returned to Lebanon in 1953, Suhayl Idris
founded his literary magazine. With 2l4dib he endeavoured to
fill the term iltizam — which had been taken over by the Marxists,
as we have seen — again with the meaning Sartre had had in mind
when speaking about engagement. Of course he also wanted to
bring it into line with the social and political necessities of his
Middle Eastern homeland.

Suhayl Idris told me in Beirut in 1994:

As for me, I did not understand existentialism as a philosophy,
but as a social and political doctrine, which puts the values of
liberty and responsibility, so urgently needed in the Arab world,
into the centre of ethical behaviour.

And he continued with pragmatism:

So we adopted existentialism and engagement to let Arab nation-
alism gain from it.

realism in the Mashriq. Cf. their book Fi l-thaqafa al- mzsrzyya Beirut 1955, for ap-
plied and theoretical socialist literary criticism.
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So, above all, he (and other writers of his staff) took Sartre’s cate-
gories »liberty« and »responsibility« to fuse them with an idea of
pan-Arabism, which was all-inclusive and non-partisan. On the
other hand he considered the ontological basis of Sartre’s theses
unnecessary. And as a son of a great poetic culture he had to con-
tradict very firmly the exclusion of poetry from literary commit-
ment which Sartre carried through in theory.® Sartre’s idea of the
individual pact between author and reader was not interesting for
him. In the cultural transfer initiated by Suhayl Idris, Sartre’s
littérature engagée therefore became a moral appeal calling upon
poets and writers to embrace the cause of Arab nationalism, a
nationalism that should be orientated towards social justice and
democracy.’ ,

The socialist-Marxist model of commitment on the one hand
as well as the pan-Arab model founded on Sartre’s view are the
two prominent and competing conceptions of commitment in
the post-colonial Mashriq. Comparing them one becomes aware
of the wide range of understanding of the term iltizam. lltizam
could be understood as obligatory commitment according to the
ideological and esthetic guidelines of socialist realism. And it
could be understood as commitment in accordance with the so-
cial and political concerns of the Arab world, which finally was
going to renew itself and grow together. Unlike Marxist iltizam,
this iltizam should arise from the writer’s individual sense of re-
sponsiblity. It was not bound to any esthetic guidelines and pre-
scriptions.

Up to the seventies, the definition of the meaning of iltizam
continued to be the subject of heated debates in the Arab literary
scene. The meaning of the term kept changing all over these years:
Under the influence of growing hostilities before and during the
Arab-Israeli confrontation of 1967 the term became more and
more militant and anti-Israeli in tone. Sometimes 7ltizam did not
mean anything but a writer’s duty to fight Israel with his esthetic

8 Qu'est-ce que la littérature?, chapter 1: »Qu’est-ce qu’écrire?«
® For a detailed analysis of this cultural transfer see my study, Literarisches En-

gagement im arabischen Nahen Osten: Konzepte und Debatten, Wiirzburg: Ergon, 1998
(forthcoming).
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weapons.'® When Ghassan Kanafani published his famous books
about the Arab poets in Israel in 1966 and 1968' quite a few
influential critics agreed with him that the commitment of the
»poets of resistance« (shu‘ard’ al-muqiwama) was a shining exam-
ple of true iltizim and should be a model for every poet in the
Arab world.”?

The war of June ’67 however caused a lasting change. All po-
litical ideals of the post-colonial Mashriq collapsed. The last
hopes of Arab solidarity would fade away in the outbreak of
Lebanese civil war and the Egyptian solo effort to achieve a peace-
agreement with Israel. For many progressive Arab intellectuals the
fatal defeat stands for the failure of Arab socialism and Arab na-
tionalism to which they committed themselves until then. The
big words of the political leaders had proved to be empty phrases.
Many intellectuals became sceptical. Looking for the roots of the
desaster they began to examine the conceptional foundations of
Arab politics and society. This intellectual enterprise was called
wself-criticism« (@l-naqd al-dhati). In the course of this scrutinizing
effort, many adherents of literary commitment became aware that
the Arab governments themselves had prevented the ideals of
commitment to become realized: For no honest literary work
could be successful with nations ruled by authoritarian and re-
pressive means. Only in Lebanon, where artists could work and
speak more openly than anywhere else in the region, intellectuals
stood up and denounced the fact that critical words were forbid-
den and suppressed everywhere else in the Arab world. In inde-
pendant magazines (like #l-Adib and Mawdagqif) courageous and
critical writers for the first time called for free expression and
authors’ rights.” These were now considered to be indispensable

1 »Wagqa’i* al-Mu’tamar al-thalith li-l-Kuttab al-Ifriqiyyin wa-l-Asiyawiyyin:
Kalimat Wafd Filastine, in: al-Addb 15, no. 4 (April 1967), 59, 60.

" Adab al-muqiawama fi Filastin al-mubtalla 1948-1966, Beirut 1966; al-Adab al-
Sfilastini al-muqawim tapt al-iptilal, Beirut 1968,

2 E.g. Ihsan “ABBAS in al-Adab 18, no. 5 (May 1970), 34; Husayn MURUWWA
in al-Adab 16, no. 4 (April 1968), 52; Suhayl IDRIS, #bid., 1; Sabri HAFIZ in al-Adib
17, no. 3 (March 1969), 70. ;

13 This process started, though very slowly, at the 6th Conference of Arab
Authors in Cairo, March 1968. During the 8th conference (Damascus 1971), the
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preconditions for any effective literary commitment. At least in
the critical circles of the literary scene this discourse took the
place of idealistic discussions about #ltizam.

Thus, the meaning of the term #ltizam evidently has changed
against the background of the political developments. The dis-
course about commitment had been part of the visions of Arab
political renewal after the end of colonialism. This discourse de-
velopped and became differentiated in the course of translating
these visions into action. And it vanished and fragmented with
the failure of the young nations whose former revolutionary ide-
als turned into violence and political weakness. During the seven-
ties, zltizam or adab multazim became hollow words that could be
used in many ways and meanings.

As for the influence of this literary debate on individual writers
no one, of course, blindly took over the conceptions of commit-
ment propagated by critics and publicists. However, the inherent
call for a social and political justification of literary writing was
so strong in those years of nation-building and new departures
that almost no writer could escape it. The literary debate inspired
individual reflections about the social and political role of liter-
ary writing. Studying the autobiographies, letters, and essays left
behind by the great poets of the »Movement of Modern Poetry«
(barakat al-shi‘r al-hadith) — as ‘Abdalwahhib al-Bayati, Badr
Shakir al-Sayyab, Salah ‘Abdassabiir, Jabra Ibrahim Jabra' — one

problem of practlsmg and realizing #ltizam in view of official violence and repres-
sion was the main topic [cf. a-Adab 20, no. 1 (January 1972), and no. 2 (February
1972)]. At the gth conference in Tunis 1973 opportunist and critical authors
openly got into a violent controversy [Suhayl IDRIS, »Jabha li-I-difa® ‘an hurriyyat
al-ta‘bir, in: al-Adab 27, no. 12 (December 1979), 2 f.]. See also Halim BARAKAT,
»al-Kitib al-‘arabi wa-l-sulta«, in: Mawagif 10 (1979), 18-44.

14 Salah ‘ABDASSABUR, Hayatt fi Lshi‘r, Beirut 1969; Jabra Ibrahim JABRA,
Shari‘ al-amirat: Fusal min sira dhdtiyya, Beirut 1994. Id., »The Rebels, the Commit-
ted and the Others: Transitions in Arabic poetry today (1967)«, in: Issa BOULLATA
(ed.), Critical Perspectives on Modern Arabic Literature, Washington 1980, 191-205.
Badr Shakir al-Sayyab took his leave from ideological literary commitment already
in the second half of the fifties. His disappointment after the revolution of 1958,
when he had been harassed by his former communist companions, lead to a harsh
rejection of communism and socialist 11terature Thsan ‘ABBAS, Badr Shakir al-
Sayyab: Dirisa fi bayatihi wa-shi‘ribi, Beirut *1992, 216-223. See also Badr Shakir al-
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finds that the problem of literary commitment was the central
issue of their reflections and considerations. But one also finds
that those poets became aware very soon of the limits of the liter-
ary word in real life. Enthusiasm changed into disillusionment,
resignation and self-retreat in face of the failure of the revolu-
tions and the persecution of critical writers on the part of re-
gimes they had once sympathized with. Already years before 1967,
quite a few poets and prose writers outgrew the limits of the term
iltizam. This is evident in the literary works themselves: Frustra-
tion, fear, nightmare, alienation and exile are the subjects of
many writers who had once been fervent advocates of literary
commitment.” Idealism with regard to politics and belief in the
effectiveness of the literary word had only been a stage for them.
Having left this stage behind they saw things clearly and more
realistically. But they still went on observing their societies, their
nations, their epoch, although this observation was now sombre
and pessimistic. Thus, the styles of magic realism and surrealism
which appeared on the scene in the mid-sixties can be considered
to be fundamentally critical towards social reality, for they un-
covered its suppressed or forbidden sides and possibilities.'®

So, as soon as European ideas of literary commitment were
adopted in the Arab world, they underwent lasting changes and
renovations. They were integrated into regional contexts where
they became subjected to the dynamics of political and social
events and developments. Though fragmented and in new com-
binations, they stayed alive. A good example of the independent
flow of fragmented ideas can be observed with ‘Abdalwahhab al-

SAYYAB, Rasa’il al-Sayyab, Beirut 1975, 122, and his speach on the Conference of
Arab writers in Rome, La littérature Arabe contemporaine: Travaux du collogue de
Rome du 16-22 Octobre 1961, Beirut n.d., 46-51. For al-Bayiti see below.

15 Sabry HAFEZ, »The Transformation of Reality and the Arabic Novel’s Aes-
thetic Response«, in: BSOAS 57,1 (1994), 93-112. In Egypt the emergence of the
‘Generation of the Sixties’ marks the end of referential literary writing and the
beginning of a new literary consciousness. Edwar al-Kharrat, »The Mashriqg, in:
Robin OSTLE (ed.), Modern Literature in the Near and Middle East, 1850-1970, Lon-
don & New York 1991, 185-192.

16 Ceza KASSEM (Siza QASIM), in Stephan GUTH, Zeugen einer Endzeit: Fiinf
Schriftsteller zum Umbruch in der dgyptischen Gesellschaft nach 1970, Berlin: Schwarz,
1992, 206 (interview).
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Bayati. In his autobiography, Tajribati al-shi‘riypa (1968)," the
Iraqi poet tells us how much he felt attracted by Jean-Paul Sartre’s
littérature engagée when he was a student in the fifties. He inte-
grated these ideas into his socialist view of life. Here he found
theoretical support for the mission of a committed poet in a
country shaken by military coups. As a committed poet, however,
al-Bayati lived the experiences typical of his time: prison, expul-
sion, statelessness, exile. In the course of his experiences Sartre’s
idea of commitment lost its significance for him. He came to
identify with the character of Albert Camus’ homme révolté. With
this character Camus had emphasized the necessity to stay a rebel
even after political revolution. Political revolutions — this had
been experienced by al-Bayiti, too — generally end up in increas-
ing authority, in terror and official murder. As a symbol for his
homme révolté Camus chose the hero of Prometheus, the thief of
fire, who stole the knowlegde from the gods to bring it to man-
kind. However men ignored his message and despised him. Al-
Bayiti too chose Prometheus in one of his poems entitled »Auto-
biography of the Thief of Fire« (sira dhatiyya li-sariq al-nar).”* He
chose this hero to express the new way he saw himself as a poet.
This kind of consciousness had developped out of his experience
in Iraq and in exile. It was the consciousness of a poet who had
lost all illusions about politics and society but, on the other side,
had not completely given up hope — for he was convinced, as
Camus was, that a new, human civilization would arise in a dis-
tant future. Al-Bayati now considered it a poet’s responsibility to
pave the way for this new culture in the midst of a cold and
heartless time.

Al-Bayiti thus wove ideas of French existentialism with his
own experience. In this way he created a new meaningful relation
between his literary work and the reality he was living in.

Al-Bayiti is only one of many Arab writers who adopted socialist
and existentialist ideas and fused them with his own experience.

Y In: Drwan ‘Abdalwabhab al-Bayart, Beirut 1971 £, i, 3-138.

8 In: al-A‘mal al-shi‘riyya, ii, Amman 1995, 347-351. For a detailed analysis see
my forthcoming study (cf. n. 8).
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He is also one of many who felt enthusiastic about literary com-
mitment and in the course of his own experience, created new
and individual relationships to society and politics. In the auto-
biographical documents left by other poets of that time (see
above) the same inner development from idealism to disillu-
sionment is to be found, a development from collective enthusi-
asm about abstract conceptions to individual reflection about the
difficult mission of the writer in his time. At least in the case of
quite a few writers in the cultural centres this inner development
went along with the political and social developments in the
Arab world. So the ambitious ideal of literary commitment arose
in the heat of the struggle for national independence, it increased
during the early phase of nation-building and declined in the
process of the breakdown of the great political aims of the post-
colonial Middle East.



MAHMUD DARWISH’S RE-STAGING OF THE
MYSTIC LOVER’S RELATION TOWARDS A
SUPERHUMAN BELOVED'

Angelika Neuwirth
(Beirut)

0  The problem

An observation made by one of the most experienced poets of
our time, Adonis, on the virtual linguistic plurality of poetical
Arabic appears fit to serve as a motto for our discourse. Adonis
claims that

al-lughatu lati yaktubu biha l-mubdi‘u I-‘arabi lughdtun kathira,

qadimatun wa-haditha. Wa-l-‘arabiyyatu shi‘riyyan jam ‘un bi-sighati
L-mufrad®

An Arabic poem thus, by virtue of its very language, betrays in-
trinsic polyphony. This innate polyphony, of course, becomes
particularly blatant when a complete work proves to be underlaid
with a significantly older text. Then, that ‘pre-text’ through its
very structure provides an additional key to decode the later
work, leading the critic beyond the message conveyed by the
‘lyrical I’ or the narrator, deep into the creative process, where the

! An extended version of this paper will appear in Arabic: »Ihya’ ‘alaqat al-
‘ashiq bi-l-mahbib al-muta‘dli: Qira’at Mahmud Darwish li-Badr Shakir al-
Sayyibc, in a Festschriff dedicated to Sami Makarem on the occasion of his seventi-
eth birthday.

2 ADUNIS, al-Nass al-qur 'ani wa-dfaq al-kalima, Beirut 1993, 15.
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voice of the artist himself is audible. — Hardly anyone would
guess that such a referential dimension exists in one of the most
famous early poems by Mahmiid Darwish, namely Ashig min
Filastin, written in 1966.> This poem, of course, also allows for a
meaningful reading without any knowledge of an existing ‘pre-
text,” simply as a love poem dedicated to the land of Palestine, an
expression of utmost social awareness and commitment to politi-
cal change, easy for the listeners to identify with. As such it has
been read and studied until now.* When confined to such a read-
ing it will, however, remain mute with respect to the unique crea-
tive process to which it owes its particular pathos. In the follow-
ing I shall try, therefore, to read the poem in the more complex
way: as part of an on-going poetic discourse, a dialogue not only
between the speaker and his addressee, or the intellectual and his
society, but also between a young Palestinian poet and his poetic
ancestors, first and foremost his great Iraqi predecessor, Badr

Shakir al-Sayyab.
1 The poem read as a modern replica of the classical qasida

Structurally, Darwish’s poem reflects the classical gasida’ begin-
ning — after a short amorous invocation (vs. 1-9) — with a lament

* Diwan Mapmid DARWISH, i, Beirut 1981, 79-85. The poem was first pub-
lished in: Mahmtd DARWISH, Ashig min Filastin, Haifa 1966, it was made known
to a wider Arab public through the anthology prepared by Ghassan KANAFANI,
Adab al-muqawama fi Filastin al-muptalla (1948-1966), Beirut 1966. — English trans-
lations of the complete poem are given by A.M. ELMESSIRI, A Lover from Palestine
and Other Poems, Washington D.C. 1970 (presently not available to me); B.M.
BENNANI, Splinters of Bone: Poems by Mahmoud Darwish, New York 1974; of sub-
stantial parts by Khalid A. SULAIMAN, Palestine and Modern Arab Poetry, London
1984. Translations within the paper mostly draw on SULAIMAN; occasional
emendations of his renderings have been put between »[ J«.

4 See SULAIMAN, Palestine and Modern Arab Poetry, 156-160; Angelika NEU-
WIRTH, »Das Gedicht als besticktes Tuch: Mahmud Darwischs Gedicht ‘Ein Lie-
bender aus Palistina’, in: G. VOELGER et al. (eds.), Pracht und Geheimnis: Kleidung
und Schmuck aus Palaestina und Jordanien, Kéln 1987, 110-117.

* The gasida-structure following the classical model has been suggested as un-
derlying the poem in an earlier discussion by the present writer, see the preceding
note. See for a recent evaluation: Stefan WEIDNER, »Mahmiid Darwish, in:
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about loss in the past, a kind of #asib (vs. 10-39) (I), followed by
attempts of the speaker to reassure himself of his current psycho-
logical and social stance — attempts pursued through a movement
in space, a rapil (vs. 40-66) (II). This again leads over to the con-
veying of a message, a balagh (vs. 67-95) (III); culminating in a
praise of the addressee, a madip (vs. 96-105), with an ensuing self-
praise, a fakhr (vs. 106-123) (IV), entailing promises concerning the
future. Of course, this overall structure, evoking as it does a par-
ticular constellation of dramatis personae, only makes the peculiar-
ity of the modern poem with its staging of new protagonists all
the more apparent. Thus, to touch only on the most striking
differences between the classical ga57da and the modern poem: the
Beloved in Darwish’s #asib has not definitely parted, she remains,
on the contrary, a present absentee. She is, moreover, not an in-
dividual person, but rather a personification of the distant Other,
i.e. the homeland. Nor do the scenes presented in the rapil in any
way serve to distract the speaker from his loss, they rather pursue
the lost Beloved herself in an endless sequence of encounters. It is
not surprising then, that also the high-ranking recipient of the
poet’s offering, the mamdih of the final section, is not a male
third person, but can be no one else than the female Beloved
again.

2 The qasida and its underlying mythical code
2.1 Metatextual elements reflecting a poetological discourse

Read as a modern replica of the traditional ¢asida, evoking an old
Arab value system, the poem entails a collectively valid expression
of commitment, particularly apt for circulation at semi-public
gatherings, such as weddings, in the majoritarily rural Palestine
where poetic communications served as an important medium to
enhance cultural self-consciousness.

Heinz Ludwig ARNOLD (ed.), Kritisches Lexikon zur fremdsprachigen Gegenwarislitera-
tur, 44. Nachlieferung, Miinchen 1997, 1-18.
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This reading, however, leaves not few striking devices of ex-
pression undecoded: in particular, an overtly metatextual section
placed exactly in the centre of the poem which through a com-
plex metaphor presents the process of poetry-writing as a produc-
tion of a textile, made from parts of the body of the writer him-
self, thus constituting a kind of self-sacrifice. This daring meta-
phor of a most intimate interaction marks the culmination of
several preceeding images of the all-pervading ‘poetological rela-
tionship’ between the speaker and his addressee whose »words he
tries to perform« (vs. 10 f.). The crucial verses (vs. 60-66) read:

wa-ngsimu:

min rumishi I-‘ayni sawfa ukbayyitu mandilan
wa-anqushu fawqahi shi‘ran li- aynayki

wa-sman hina asqihi fu’adan dbaba tartilan

yamuddu ‘ard’isha l-ayki

sa-aktubu jumlatan aghla mina l-shuhadi’i wa-l-qubuli:
Filastiniyyatan kanat wa-lam tazali.

I swear to you:

I shall weave a <scarf> [veil] — mandil — from my eyelashes
embroidered with verses for your eyes

and a name, when watered with my heart

will make the tree spread its branches again.

I shall write a sentence on the <scarf> [veil]

more precious than kisses and the blood of martyrs:
‘Palestinian she was and will remain’.

The ‘verses’ (shi‘r) promised here, will follow a few lines later (vs.
96-102), forming a poem within the poem, orchestrating the Be-
loved’s name, Filastiniyya. But already in the oath itself, the name
is highly celebrated, being framed in a sentence (jumla) that
clearly echoes the Qur’anic creational imperative, kun fa-yakin:®
Filastiniyyatan kanat wa-lam tazali. Indeed, this newly created be-
ing, the poeticized name, receives breath of life through the
poet’s heart: the poet dedicating his soul (fx'dd) to her eyes
(‘aynan) by making her name a song. This new, poetic bestowal of
identity, demanding the utmost extent of the poet’s devotion, is

¢ Qur'an 2:118, 3:47, 3:59.
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deemed comparable, even superior to a real, i.e. a bloody sacrifice:
it is aghla mina lshubada’.

The daring poetologic claim implied here that poetry bears a
relation to martyrdom and sacrifice certainly needs clarification.
To find the clue to it we have to turn to the broader self-
referential framework of the gasida: Both, the beginning and the
end display peculiarly expressive traits. Not only the end, present-
ing the speaker in the guise of a medieval warrior-poet, drawing
on the folkloric ‘Antara: and zaynu l-shabab wa-farisu Lfursan (vs.
111, 123) appears striking.” No less striking is the introductory
statement of the speaker to have suffered violence through the
powerful eyes of the addressee: Uyanuki shawkatun fi l-qalbi (v. 1).
His resulting extravagance, his defying everyday norms, his will-
ingness to suffer: ##ji‘uni wa-a‘budubi (v. 2), in short, the condi-
tion of a @shig devoted to a Beloved endowed with superhuman
powers, clearly evoke earlier literary models bearing far-reaching
poetologic implications. The introductory, the central and the
closing sections thus link the poem to a complex poetic discourse
to which Mahmid Darwish is adding a new voice.

2.2 The proemium and the ‘nasib’ — references to Badr Shakir al-
Sayyab’s » Unshidat al-matar«

For a classical poem, a Safi or mundane ghazal, there could have
been no more efficient way to stress the dissimilarity, the hier-
archic heterogeneity existing between the speaker and his ad-
dressee, than to emphasize the violence of the desire that causes
the one to lose his composure through the mere gaze of the
Other. But, is the modern poet seeking to project his particular
relation to his Beloved Other-into a remote past? — However close
his commitment to classical models may be — his immediate in-
terlocutor is much less distant: The %shig owes the intertextual
matrix underlying it as a whole to a poem published no more
than eight years before and celebrated in the Arab world as pio-

7 For details about the reception of this figure in pre-modern and contempo-
rary popular culture, see NEUWIRTH, »Das Gedicht« (like note 4).
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neering, a poem that also starts out with an invocation of the
Beloved under the image of her eyes:

Aynaki ghabati nakhilin si‘ata Lsahar

Your eyes are two groves of palm trees at the hour of dawn,

namely, the Unshidat al-matar by Badr Shakir al-Sayyab.®

Again, roughly following the structure of the classical gasida,’
it begins with a kind of #asib (vs. 7-41) (I), a lament about loss,
preluded by an invocation of the eyes of a superhuman female
figure. We may guess behind this figure a recollection of Sayyab’s
early deceased mother hypostasized to become a personification
of Iraq.'® The invocation of the Beloved’s eyes (vs. 1-6) may be
said to fulfill the function of a proemium, an introductory sec-
tion addressed to the source of inspiration. Indeed, it is through
the mirror of these eyes that the speaker enters into the mythic
world" of a poetically enchanted Iraq, a paradisical landscape®
reminding strongly of the topical locus amoenus of ghazal-poetry.
This scenario, however, soon changes abruptly when the eyes, the
screen of the projection, cover themselves with a veil of dusk, of

8 Diwan Badr Shakir al-SAYYAB, Beirut 1971, 474-481. The poem was first pub-
lished in the Beirut literary magazine al-Adab in June 1954. English translation by
T. DEYOUNG in his study »A new reading of Badr Shakir al-Sayyab’s ‘Hymn of
the Rain’«, in: JAL xxiv (1993), 39-61, 59-61.

® The structural relation between the unshida and the classical gasida which
had been first suggested by Jacques BERQUE, »Diyaliktikiyyat al-dhit wa-l-tabi‘a,
in: al-Mawaqif 10 (1971), 49-53, has been generally accepted, cf. M.M. BADAWI, A
Critical Introduction to Modern Arabic Poetry, Cambridge 1975, 253, and M.A.S.
‘ABDALHALIM, »Al-Sayyab: A study of his poetry«, in: Robin OSTLE (ed.), Studies
in Modern Arabic Literature, Warminster 1975, 81.

1 See Thsan ‘ABBAS, Badr Shakir al-Sayyab: dirdsa fi hayatihi wa-shi‘rib, Beirut
1969; Elias KHOURY, Dirasat fi naqd al-shi‘r, Beirut 1979, 34 ff.; and T. DEYOUNG,
»A new reading« (see note 8).

' The mythic quality of the Iraqi landscape becomes manifest not only
through the cosmic processes symbolizing political developments as depicted in
the unshiida — such as the dawn and the thunderstorm — but also through the ref-
erence to the myth of the Sinful City (Thamiid) established as a political signifier
already in the Qur’an.

12 The paradisical image of Iraq is crucial for the interpretation presented by
DEYOUNG, »A new reading« (cf. n. 8).
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sadness (vs. 7 ff.), and the anxiety-shaken scenery of the speaker’s
soul emerges, the scenario of a nasib-like lament about loss (vs. 7-
41) acoustically accompanied by the weeping of the heavens, the
rainfall. It culminates in the discovery of the secret of the
mother’s death (vs. 29 ff.), the loss of the Beloved.

The hypostasization of the mother and ideal Beloved to be-
come a superhuman partner of speech encompassing the nature
of Iraq has rightfully been acknowledged as a poetically pioneer- .
ing step of Sayyab. The poem, which portrays a waste land
suffering from dreadful grievances and spiritual desolation, but
also betraying signs of impending revival, marks, it has been
claimed, the beginning of modern mythic Arabic poetry.” But, is
it true that it owes its mythic dimension primarily to the efficient
use of powerful symbols of fertility — ideas that came into circu-
lation through James Frazer’s The Golden Bough," as is often as-
sumed? — Mahmad Darwish’s reading of the poem, his poetical
adoption of the mythic relation existing between a superhuman
Beloved and a human speaker without showing much interest in
the fertility imagery rather argues for the opposite: What is
acknowledged by Darwish as revolutionary in the Unshida is
rather Sayyab’s novel interpretation of a ghazal topos. Sayyab has
developed the topical image of the Beloved that through her eyes
enchants reality, into a figure integrating the physically lost
mother and the politically lost Iraq alike, a mythic figure whose
gaze bestows on him the prophetic faculty of a seer fit to realize
signs of imminent change and upheaval in Iraq. The Beloved’s
eyes, thus detached from their conventional context as a device of
enchantment causing the partner’s decrease in power"” now be-

13 See particularly ‘ABBAS, Badr Shakir al-Sayyab (cf. n. 10).

14 Parts of this key work on ancient near Eastern myths were translated by
Jabra Ibrahim JABRA already in the later forties, but Frazer’s work could not ap-
pear until thirty years later; for Jabra’s introduction to his partial Arabic edition
of James Frazer, see: Adinis aw Tammiiz, tarjamat Jabra Ibrahim Jabrd, 3rd edition,
Beirut 1982. — Not finding a publisher for his translation, Jabra lent the manu-
script to several Iraqi intellectuals, among them Badr Shakir al-Sayyab.

15 See the numerous references to this topos in: Régis BLACHERE, »Les prin-
cipaux thémes de la poésie érotique au siécle des Umayyades de Damas, in: Ana-
lecta, Damascus 1975, 333-378.
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come a source of inspiration for the speaker, a medium of his
increase in power.

A similar role falls to Darwish’s introductory section which
also starts out with a proemium, an invocation of his ‘muse’
where he — like Sayyab before — addresses the eyes of his Beloved,
a personification of the lost homeland, as his source of inspira-
tion (vs. 1-9). But the emotional mood is different. Whereas
Sayyib presents us with an animated, though at times apocalypti-
cally troubled scenario of Iraq, the locale of Darwish’s poem is an
atomized panorama of Palestine, a scenario occupied exclusively
by the speaker and the addressee, otherwise empty, it is the
‘battlefield’ (mu ‘tarak), as the mystic Ibn al-Farid has expressed it,
‘where eyes encounter souls’, a symbolic place of violent contacts
between the heart (g4lb) of the speaker and the gaze (‘aynan) of
the Beloved: with the words of Ibn al-Farid himself:

ma bayna mu‘taraki l-ahdaqi wa-l-mubaji

and l-qatilu bi-la ithmin wala baraji'®

where eyes encounter souls in battle-fray

I am a murdered man whom ’t was no crime to slay.

What has taken extreme form in Ibn al-Farid’s hyperbolic lan-
guage: that the gaze is a killing gaze, that the lover lies dead on
the ground and that the central legal norm has been invalidated:
that violence is legitimate only in cases of revenge, when a delict
(¢thm) has preceeded, and that it always brings about the burden
(baraj) of a retribution'” — has taken a milder form with Darwish:

16 See Drwan IBN AL-FARID, Beirut 1903, 72-75. The English translation is that
of Reynold A. NICHOLSON, Studies in Islamic Mysticism, Cambridge 1921, 175. The
entire poem has been translated by J. ARBERRY, The Mpystical Poems of Ibn al-Firid,
translated and annotated, Dublin 1956, 27-34.

17 It seems that Ibn al-Farid refers to the introductory section of another ex-
tremely famous poem, included in the Hamdsa of ABU TAMMAM, which relies for
its particular pathos precisely on the validity of that basic legal norm, namely the
marthiya of TA’ABBATA SHARRAN: inna bi-l-shi'bi lladhi dina sal‘in / la-qatilan
damubi ma yutallit; see: Sharh Diwan al-Hamdsa li-Abi ‘Ali Ahmad b. Muhammad
al-MARZUQ], ii, Cairo 1951, 827. — By claiming the annulment of that ancient
Arab norm Ibn al-Farid presents a most pathetic antithesis to conventional expec-
tations. Yet, it has to be noted, that ‘the image of the woman who wounds and



DARWISH'S RE-STAGING OF THE MYSTICAL LOVE RELATION 161

Here the gaze is only wounding, the lover is not dead, and the
norm invalidated is only a behavioural custom, namely that the
victim of violence should desire the end of his suffering whereas
he here wishes the violence to continue. Still, Darwish’s evocation
of the mystic metaphor of the norm-deleting power of the gaze
remains so forceful, that the speaker’s mental state of being most
deeply affected by the overpowering charisma of the Other,
clearly attests a condition analogous to that of the mystic, whose
fate — in legal terms — makes sense only when classified as a case
of self-sacrifice. Darwish’s speaker is, if though in a form more
mitigated than that of the muystic lover, from the beginning a
volontary victim of the addressee. In contrast, the speaker in
Sayyab’s poem, though enabled by the contact with his superhu-
man Beloved to widen the scope of his experience far beyond an
ordinary level, to become a seer that is, and endowed with the gift
of poetic expression, remains devoid of any similar pathos and
does not raise the claim to offer a sacrifice.

kills without paying blood money or having to fear retaliation’, has been a com-
monplace already since Umayyad poetry, see Susanne ENDERWITZ, Liebe als Beruf:
Al-‘Abbas Ibn al-Abnaf und das Gazal, Beirut/Stuttgart 1995, 141, and the testimo-
nies presented by BLACHERE in Analecta, 258, note 1. In Ibn al-Farid’s poem as
well as in Darwish’s modern gasida, however, the annulment of legal norms is re-
translated from a rhetorical device into a statement about an existential loss of
balance, since the love for a superhuman, ideal Beloved leads to utmost alienation
from reality, to jun#n. This troubled state of mind certainly differs from the
‘sickness of love’ complained of by lovers in ghazal poetry since the beginning of
its development; see the new pioneering assessment of that genre by Thomas
BAUER, Liebe und Liebesdichtung in der arabischen Welt des 9. und 10. Jabrhunderts:
Eine literatur- und mentalititsgeschichtliche Studie des arabischen Gazal (forthcoming in
Diskurse der Arabistik 2, Wiesbaden). — For the modern poet’s feeling of alienation
see Angelika NEUWIRTH, »Identitit und Verwirklichungsingste: Zu einer mo-
dernen Bearbeitung des Magniin-Layla-Stoffes bei Salah ‘Abdassabiir, in: Johann
Christoph BURGEL / Stephan GUTH (eds.), Gesellschaftlicher Umbruch und Historie
im geitgendssischen Drama der islamischen Welt, Beirut/Stuttgart 1995, 205-234.
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2.3 The ‘rahil’section (I1I)

2.3.1 The pervasive presence of the Beloved — realized through visual
and auditive experience respectively

In both poems it is the addressee, who in the second part moves
the speaker to set out on a journey. In Sayyab’s poem she leads
him with her eyes to perform a circular movement:.

wa-muglatiki bi tutifani ma'a l-matar

your eyes lead me around with the rain (v. 42),

which makes him halt at the Gulf coast, a particularly barren
landscape which he tries to make speak by invoking its power to
bestow life and death: y@ wahiba Fu’lu’i wa-l-mabiri wa-l-radi »oh
giver of pearls, shells and desaster« (v. 48)." Although no answer
reaches him except the empty echo® he is granted a sensual con-
tact with his unreachable homeland: he is enabled to hear hid-
- den voices, to realize diverse — hope-inspiring as well as frighten-
ing — developments: the accumulation of powers in Iraq, that will
bring about a political upheavel (vs. 53-57):

akddu asma‘u I-Iriqa yadbkharu l-ru‘id,
wayakhzunu l-buriqu fi-lsubili wa-ljibal
battd idha ma fadda ‘anhi kbatmabha l-rijal
lam tatruki l-riyahu min Thamid

fi lwadi min athar.

I almost hear Iraq storing up the thunder

and massing the lightning in the mountains and plains
until, when men tear away their seal

the winds <from> [of] Thamud will not leave

any trace in the valley.

18 The speaker’s turning to a new representation of Iraq as his interlocutor,
the ‘Gulf, who appears rather ambivalent in his relation towards the speaker,
converges with his realizations of several cosmic processes that also appear am-
bivalent: the elusive dawn, the thunderbolts that announce nothing but a light-
ning.

19 It only resounds the negative or ambivalent elements of the invocation: al-
mahari wa-l-rada, omitting the positive: al-lu’lu’.
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He also hears distant human voices, belonging to emigrants

(mubdjirin) (vs. 59-61)*° who courageously confront the waves of
the Gulf to flee the Sinful City:

akddu asma‘u Inakhila yashrabu l-matar

wa-asma‘u l-qurd ta’inny wa-l-mubdjirin

yusari ‘una bi-l-majadhbifi wa-bi-l-quli’

‘awdsifa l-kbaliji wa-l-ru‘4di, munshidin.

I almost hear the palm trees drinking the rain

and hear the villages moaning, and the emigrants

struggling with their oars and sails

against the storms on the gulf, and the thunder, singing their hymn...

With this particular audition the mood of the poem changes;
the poetic voice now passes to the emigrants whose song, a poem
within the poem (vs. 85-91), expresses the firm belief in the mean-
ingfulness of their endurance, the emergence of new life from
self-sacrifice:

wa-kullu qutratin turaqu min dami l-‘abid

Ja-hya btisamun fi ntizari mabsamin jadid

Ji ‘alami l-ghadi I-fatiyyi wahibi I-bayih.

Every drop shed of the blood of slaves

Is a smile awaiting new lips

In the youthful world of tomorrow, the giver of life!

The speaker confines himself to communicating this credo of
meaningful sacrifice — himself retreating from his function to
interpret reality and thus from his authority to act as the primary
speaker of society.

Contrary to the speaker in Darwish’s poem. Here, again, it is
the rapil-section that leads to a decisive change in mood. Dar-
wish’s speaker is granted the super-natural faculty well-known
from the mystics, to realize the absent Beloved in visions. His
journey, a prolonged visual pursuit of the Beloved, leads him
through various scenarios of exile, suffering and misery: to the

2 The designation al-muhdjirin evokes the image of the followers of the Pro-
phet who left their homes to establish a new order of society as an antipode to the

Sinful City.
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harbour, Jocus of unvoluntary emigration, to hill-tops grown with
thornbushes, to the storerooms of poor peasant houses, to night-
clubs, to refugee-camps:

ra’aytuki amsi fi Fmind’
musafiratan bi-la ablin bi-la zadi... (vs. 25 £.),
ra’aytuki fi jibali l-shawki
1d ‘iyatan bi-la aghnam... (vs. 40 f.),
ra’aytuki fi kbawabi I-ma’i wa-l-qampi
mubpattamatan... (vs. 47 £.),
ra’aytuki fi maqahi Llayli khadimatan... (v. 48),
ra’aytuki ‘inda babi l-kabfi ‘inda lghar... (v. 53).

I saw you yesterday at the harbour
travelling without relations or provisions...

I saw you on the mountains covered with thorny plants
a shepherdess without sheep...

I saw you in jars of water and graneries
broken...

T saw you in nightclubs waiting on tables...

I saw you at the mouth of the cave...

The long sequence of visions of the Beloved” in the state of
need and humiliation finally comes to a turn. All of a sudden, in

2! The sequence of sensual perceptions of the absent Beloved reminds strong-
ly of a passage in Ibn al-Farid’s famous ‘qatil-poem’ already quoted above (vs. 29-
34), where however not vision alone, but all of the five senses are evoked. Note also
the frequent use of mafi ‘il-structures (fi masdrip, fi masiqit, fi masapib) which may
be echoed in Darwish’s similarly sounding (v ‘aytuki) fi I-mawagqid, fi Lshawari', fi I
zard’ib (vs. 55 £.):
Tarihu in ghiba ‘anni kully jaripatin Though he be gone mine every limb beholds

Fi kulli ma‘nan latifin 1d’igin bahaji him / in every charm and grace and loveliness:
finaghmati I-'adi wa-I-ndyi Lrakhimi idhd in music of the lute and flowing reed

ta'allafi bayna alhianin mina l-hazaji mingled in consort with melodious airs;
wafi masarihi ghiglani Lkbama’ili fi and in green hollows where in cool of eve

bardi l-asi’ili wa-Lisbahi fi-l-balaji gazelles roam browsing, or at break of morn;
wafi masaqiti andd’i Lghamami ‘ald and where the gathered clouds let fall their rain

bisati niirin mina l-azhdri muntasiji upon a flowery carpet woven of blooms;
wa-fi masahibi adhyali Lnasimi idha and where at dawn with softly-trailing skirts

ahda ilayya subayran atyaba L-araji the zephyr brings to me his balm most sweet;
wafi Ltithamiya thaghra lka's murtashifan and when in kisses from the flagon’s mouth

riga I-mudamati ft mustanzahin farijt I suck wine-dew beneath a pleasant shade.

(Translation by NICHOLSON)
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the last image the Beloved presents herself endowed with a clearly
erotic emanation — she appears rising from the sea, displaying the
notion of life in its most perfect aesthetic form:

ra’aytuki mil’a milpi l-bahri wa-l-ramli

wa-kunti jamilatan ka-l-ardi ka-l-atfali ka-l-fulli (vs. 58 f.).
I saw you <in> [covered all over with] salt and sands,

your beauty was of earth, of children and jasmine.

2.3.2 The creative power of the poet: Creation and ‘investiture’ of the
partner, bestowing of a name

With this vision the speaker himself achieves a new state of mind:
Having been needy, helpless like an orphaned child running after
a mother figure” he now becomes adult and thus legally capable:
he swears. It is the oath of absolute devotion, we heard in the be-
ginning (vs. 60-66):

wa-ugsimu:

min rumishi I-'ayni sawfa ukbhayyitu mandilan
wa-anqushu fawqahu shi‘ran li-‘aynayki
wa-sman hina asqibi fu’adan dhaba tartilan
yamuddu ‘ard’isha l-ayki

I swear to you

I shall weave a <scarf> [veil] from my eyelashes
embroidered with verses for our eyes

and a name, when watered with my heart

will make the trees spread their branches again.

Still, it has to be noted that whereas the mystic’s experience allows for reiterations
(¢n ghdba — tarahu), in Darwish’s poem the vision is presented as unique (ra ‘aytuki
amsi) and leading finally to a turning point when the Beloved appears endowed
with an erotic aura. Darwish in communicating his visions - as well as Sayyib

in relating his auditions — appears to present an unrepeatable autobiographi-
cal experience.

2 Cf, e.g., v. 27: rakadtu ilayki ka-l-aytam.
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The veil, the poetic mandil, that he weaves from his eyelashes®
maybe meant to cover her — she arose from the sea naked, as we
realized — it maybe meant as a garment, allowing her to become
visible in public so to say. It serves as well, however, as a symbol
of her ‘investiture’ into a new individual role, which in view of
the traditional Palestinian custom to offer garments as wedding
presents® appears to be that of a bride.

.~ The speaker who through his offer bestows on her a new iden-
tity, and a new relation towards a personal partner, is well aware
of his redemptive role. Thus, when judging his own offering he
does not hesitate to rank himself typologically among the bearers
of the highest standing in love: the martyrs, al-shubada’, to whom
his volontary suffering declared in the beginning had already
brought him close. Indeed, evoking the well-known padith legiti-
mizing the philosophy of Ushq: man ‘ashiqa wa-‘affa wa-mat, mata
shabidan — he even judges his offering superior to self-sacrifice:

sa-aktubu jumlatan aghla mina l-shubada’i wa-l-qubuli (v. 65)

I shall write a sentence on the veil more precious than kisses and
the blood of the martyrs®

2 A comparable though less radical gesture of devotion is found in a poem
by IBN al-MU‘TAZZ where the speaker offers part of his body instead of a textile
to equip his Beloved: fa-qumtu afrushu kbaddi fi I-tarigi lahii / dhullan wa-ashabu
adhyili ‘ala lathari, see: Michel NU'MAN (ed.), Diwan Ibn al-Mu ‘tazz, Beirut 1969,
219; instead of adhyali the Ms traditions preferred by Bernhard LEWIN (ed.), Der
Diwan des ‘Abdallih Ibn al-Mu ‘tazz, Teil 111, Istanbul 1950, 50, read akmami. See for
a structural analysis of that poem: Renate JACOBI, »Ibn al-Mu‘tazz: Dair ‘Abdiing,
in: JAL vi (1975), 35-56.

2 See Shelagh WEIR, Palestinian Costume, London 1989, and Mahmiid Muflih
al-BAKR, al-‘Urs al-sha ‘bi, Beirut 1995.

25 The evocation of the famous padith constitutes the link between the two
main parts of the poem; it is worth noting that Ibn al-Farid draws on the same
badith in a comparably central position of the poem already adduced twice as
possibly being echoed in our gasida: man mata fihi gharaman ‘dsha murtagivan /
ma bayna ahli l-hawd fi arfa‘i daraji »Whosoever dies in ardour for his sake, liveth
evermore raised up / among the people of passion, even to the most exalted de-
gree« (translation by ARBERRY).
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— a daring claim that should be reconsidered in the light of
Sayyab’s approach to the notion of sacrifice. We thus come to the
final sections of both poems.

2.4 The balagh’ (11I)
2.41A4 fevolutz'onmy poetic manifesto and its genesis

Sayyab’s balagh starts out with the speaker’s new attempt to in-
voke the gulf (v. 98):

asikhu bi-l-khalij

ya wahiba l-ln’lu’i wa-l-mahari wa-l-rada,
I cry out to the Gulf: ‘Oh Gulf,

O Giver of pearls, of shells, of death,’

which this time is answered with more than the empty echo. In-
deed, a gift, a hiba (v. 102), from the Gulf is cast ashore; it is a vic-
tim, a drowned man from among the emigrants. Is this to be seen
as the demanded offering, is it to announce the emergence of new
life, so confidently expected in the hymn of the emigrants? The
frame in which the idea of sacrifice is presented by Sayyab is in
blatant contrast to its life-ensuring, erotic context in Darwish’s
poem: it is the shocking realization of form-devastating death
that confronts the speaker with the mystery of sacrifice. The
scandalon of innocently suffered death serves to disclose fully the
pervérsion of a reality, where the enduring oppressed suffers,
‘drinks’ death, desaster (v. 104), immanent in the khalij, whereas
the oppressors enjoy, »drink« (v. 106), the nectar of the paradisi-
cal landscape of the Euphrates. This tremendous paradox makes a
neutral stance impossible: thus, it appears that the voice of the
khalij himself, the voice of Iraq, as such now ‘authorizes’ the idea
of the meaningfulness of sacrifice, allowing the whole strophe of
the emigrants’ song to resound as an echo; the three voices, the
emigrants’, the kbali’s and the speaker’s, until then diverging,
thus merge into one song (vs. 114-120):
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wa-kullu dam ‘atin mina lLjiya ‘i wa-‘urih
wa-kullu qutratin turiqu min damsi |-‘abid
Ja-hya btisamun fi ntizgari mabsamin jadid
aw hulmatun tawarradat ‘ali fami lwalid
St ‘alami L.ghadi Lfatiyyi wahibi I-hayab.

And every tear of the hungry and the naked

and every drop shed of the blood of slaves

is a smile awaiting new lips

or a nipple growing pink in the mouth of a newborn babe
in the youthful world of tomorrow, the giver of life!

With this #nshida in nuce, a consensus-bearing poetical text has
evolved, comparable to Darwish’s poetic mandil, a poem within
the poem, pronouncing a revolutionary manifesto. Although the
complete unshida closes with a last projection of the continu-
ously falling rain, the final image is that of a nursing mother
with her child: the great female figure, who magically through her
eyes had initiated the poetic process, now closes it in the guise of
a nursing mother. The poetic speaker has regained his Beloved in
a unique vision.

2.4.2 Individuation of the poet and his pact with his female partner as
his bride

The speaker in Darwish’s poem was induced to approach sacrifice
through a substantially different vision, the erotic experience of
life in its utmost perfection. The Beloved had emerged from
mythic anonymity, no longer being herself #lard, but manifest-
ing herself as jamilatun ka-l-ard, whereas he emerged from among
the self-annihilating lovers, the shubada’, as a poet, bearer and
bestower of collective identity. Dismissing the ‘night’ of his
mischievous fate in a gallant Imru’ al-Qays’ian manner®® he an-
nounces his union with the Beloved (vs. 57-71):

% Cf. the Mu‘allaga of IMRU’ AL-QAYS, in: Muhammad Abu I-Fadl IBRAHIM
(ed.), Drwan Imri’ilgays, Cairo 1969, 16, vs. 44 ff.: wa-laylin ka-mawji l-bapri arkhi
sudilabii | ‘alayya bi-anwa’i LFhumami liyabtali [f fa-quity lahii lamma tamatta bi-
. jawzihi / wa-ardafa arjazan wa-na’d bi-kalkali [| a-ld ayyubha Haylu Itawily alla njali
/ bi-subbin wa-ma l-ishahu fika bi-amthali.
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Jatahtu l-baba wa-l-shubbika fi layli I-a ‘asiri

‘ala qamarin tasallaba fi layalina

wa-qultu li-laylati: dari

ward’a Hayli wa-l-siri
Ja-lt wa'dun ma‘a l-kalimati wa-l-niri.

One stormy night I opened the window

And saw a mutilated moon.

I told the night: »Be gone

Beyond the fence of darkness!

I have an appointment with light and words«.

The covenant concluded between the speaker and his Beloved in
the following (vs. 72-81) through sublime sexual metaphors as-
sumes the value of a marriage contract:

wa-anti hadiqati I-‘adhra’u
md damat aghanind
suydfan hina nashra‘uba...
You are my virginal garden

As long as our songs
Are swords when we draw them.

It renders to the poet — in exchange for his emancipatory act — his
hitherto lost sensual faculties and the capability to speak up, to
sing triumphant songs, it finally allows him to transcend the
limit of the previously restricted space between a harbour and the
desert and to reoccupy his territory: pudida l-shami azra‘ubi /
qasa’ida tutliqu I-‘ugban (vs. 114 f.). He thus rises onto a common
rank with the land, indeed acquires her as his partner.

The poem which had begun with a proemium introducing
the idea of symbolic violence represented in the violating of the
speaker’s heart through the powerful gaze of his counterpart,
closes with the triumphant assertion of the power commanded by
an artist who has gone through such a violent initiatory process:
his poetry proves a spiritual weapon, a sword (sayf) (v. 74), a fire
(nar) (v. 104), enabling him — again through symbolic violence —
to redeem his society’s identity. So, to lead René Girard’s thesis
that sacrifice is the achievement of a domestication of violence
somewhat further: in our text, sacrifice can be observed function-
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ing on a level even more distant from its bloody prototype, on
the level of its own metaphorization: in the guise of a verbal piece
of art.

3 Conclusion

Both poems, then, portray a similar development, the process of
regaining speech (Sayyab: asibu bi-l-kbalij / Darwish: siptu fi lwid-
yan) after a devastating loss, culminating in the genesis of a
poem. This poem within the poem, in both cases, projects the
image of a young woman as the icon of a renewed world. In both
cases also the metatextual — or in Sayyab’s case: the paratextual —
framework of that genesis of a poem leaves on the entire gasida a
markedly autobiographical imprint. It gives the reader the im-
pression of partaking in a unique event in the poet’s career, in-
deed, in his experience of inspiration by a distinctly realizable
ideal. _

But there is an essential difference which shows the dialectic
relation between the two poems and thus highlights Darwish’s
particular position in response to Sayyab’s approach: The speaker
in the Unshida remains confined to the verbal articulation of his
visions of hope, to the inspired ‘reading’ of signs announcing a
change and their communication to the listeners, being denied
any active role, indeed, remaining in a close child-mother-relation
towards his mythical Beloved, his homeland. Though not himself
advocating violence, he thus has to comply with violence con-
tinuing to be suffered, being unable to offer a substitute. The
mental and consequently the verbal transformation of violence
into sacrifice is not his merit, but is achieved by others.

Darwish’s speaker in contrast succeeds in freeing himself
from the stifling child-mother-relation he initially entertained
toward the mythic personification of the land. He thus suspends
the hierarchic dissimilarity between lover and Beloved, reaching
at visions of poetic self-assertion that create the beloved home-
land anew out of his own essence, his r#mdsh, and claim it as the
partner in his strife. The strife for freedom is, thus, no longer left



DARWISH’S RE-STAGING OF THE MYSTICAL LOVE RELATION 171

to the anonymous victims of political oppression, it is first and
foremost a strife taking place in the individual consciousness of
the intellectual. Real violence is replaced by sacrifice, but in a sub-
lime, metaphoric manifestation: by writing poetry. Darwish thus
performs the decisive step towards self-emancipation out of the
mythic relation between the lover and his Beloved, the intellec-
tual and his homeland, man and the Other, that Sayyab still was
not prepared to take. What takes place in Darwish’s poem might
be assessed as a creative artist’s personal rewriting the history of
salvation — from exile to redemption through creativity —, claim-
ing for himself what is traditionally taken for divine preroga-
tives.”” In the words of H.R. Jauf:

To the very degree man strives for autonomy and begins to jus-
tify his true self through recourse to his individuality instead of
searching it in the Other of his creator, aesthetical experience’
takes over the predicates of the divine identity and changes them
into norms of man’s self-experience, that again — in the realm of
literature — manifest themselves in the forms and claims of the
modern autobiography.?®

2" The poem which has been discussed here primarily as a poetological docu-
ment throwing light on Darwish’s relation to his particular poetic tradition, has
currently received new attention in a more general context: as the first representa-
tive of one of the two strands running through Darwish’s work as a whole until
the caesura marked by the event of the exodus from Beirut: namely, the poetic
treatment of the catastrophic and almost hopeless situation of the Palestinians on
the one hand, and the impulse to cope with this reality by exalting it and charging
it with meaning, if only imaginary, on the other, see WEIDNER, »Darwish« (like
note 5), 5.

8 See Hans Robert JAUSS, Asthetische Erfabrung und literarische Hermeneutik,
Frankfurt a.M. 1991, 232 f. — A very similar stance is taken by Jabra Ibrahim JABRA
in his autobiography, see Angelika NEUWIRTH, Jabrid lbrahim Jabra’s Autobio-
graphy Al-Bi’r al-ula and his Concept of ‘A Celebration of Life’, published as Zokak el-
Blat(t) [occasional papers of the German Institute for Oriental Studies], no. s,
Beirut 1996; second, corrected edition 1998.
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4 Texts in translation

41 Mahmad Darwish: [ Ashiq min Filastin] »A Lover from Pales-
tine«?

[Proemium]
1 Your eyes are a thorn in the heart;

It pains me, yet I adore it

And shelter it from the wind.

I plunge it into my flesh hiding it from night and sorrow,
5 And its wound ignites the lights of stars. ‘

My present makes its future

Dearer to me than my soul.

When our eyes meet, I soon forget

That once, behind bolted doors we were two.

[Nasib]
10 Your words were a song
I tried to sing.
But agony encircled the lips of spring.
Like swallows, your words took wing.
Led by love, they deserted the gate of our house
15 And its autumnal threshold.
Our broken mirrors shattered
My sorrow into a thousand pieces;
We gathered the splinters of sound.
We could perfect only our country’s elegy.
20 We will plant it in the heart of a guitar
And play it on the terraces of our tragedy
To mutilated moons and to stones.
But I have forgotten... tell me, you of the unknown voice,
Was it your departure that rusted the lyre or was it my silence?

[Rapil)

25 Yesterday I saw you at the harbour;
You were a lonely voyager, without provisions.
I ran to you like an orphan

% The translation was taken from: B.M. BENNANI, Splinters of Bone, 20-24 (see
note 3); although it is, unfortunately, somewhat free and not always accurate, it
has been reproduced here to convey an impression of the poem as a whole. Occa-
sionally mistaken renderings have been put between < >, proposed emendations
between [ ]. The internal disposition markers are mine.



30

35

40

45

50

55

60

65

DARWISH’S RE-STAGING OF THE MYSTICAL LOVE RELATION 173

Asking the wisdom of our fathers:
»Why does the green orange grove —
Dragged to prison and port,

‘And in spite of its travels,

In spite of the scent of salt and longing —

Why does it always remain green?«

And I wrote in my diary:

»I love the orange, but hate the harbour«.

[And I write in my diary again:]

I stood at the harbor

And watched the world with eyes of winter.

Only the orange peel is ours. Behind me was the desert.

I saw you on briar-covered mountains

You were a shepherdess without sheep

Pursued among the ruins

You were my garden when I was away from home.

I would knock on the door, my heart,

For on my heart

the doors and windows, cement and stones are laid.

I <have seen> [saw] you in wells of water and in granaries
Broken. I <have seen> [saw] you in nightclubs waiting on tables.
I <have seen> [saw] you in rays of tears and wounds.

You [, who] are a pure breath of life;

You [, who] are the voice of my lips;

You [, who] are water... <you> [who] are fire.

I <have seen> [saw] you at the mouth of the cave,

Drying your orphan rags on a rope.

I <have seen> [saw] you in stores and streets,

In stables and sunsets.

I <have seen> [saw] you in songs of orphans and wretches.

I <have seen> [saw] you in salt and sand.

Your beauty was of earth, children and jasmine.

[So] I vow

To weave a veil from my eyelashes

And embroider it with verses for your eyes

And with a name which, when watered with a heart that was
melted with your love,

Would make trees grow green again.

I will write a sentence dearer than martyrs and kisses:

»Palestinian she was and still is«.
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[Balagh] .
One stormy night I opened the window
And saw a mutilated moon.
I told the night: »Be gone
70 Beyond the fence of darkness!
I have an appointment with light und words«.
You are my virginal garden
As long as our songs
Are swords when we draw them.
75 You are faithful as the seed
As long as our songs
Nourish the land.
You are a palm tree in the mind,
Felled by neither wind nor woodman’s axe.
80 Your braids have been spared
By [the] beasts of desert and woods.

But I am the exile.
Seal me with your eyes.
Take me wherever you are —
85 Take me whatever you are.
Restore to me the color of face
And the warmth of body,
The light of heart and eye,
The salt of bread and rhythm,
go The taste of earth... the Motherland.
Shield me with your eyes.
Take me as a relic from the mansion of sorrow.
Take me as a verse from my tragedy.
Take me as a toy, a brick from the house
95 So that our children will remember to return.

<Her> [You, whose] eyes are Palestinian;

<Her> [Whose] name is Palestinian;

<Her> [Whose| dreams and sorrows;

<Her> [Whose] veil, <her> [Whose] feét and body;
100 <Her> [Whose] words and silence are Palestinian;

[Whose voice is Palestinian]

Her birth... her death.

[Fakhr]
I carried you in my old notebooks;
You were fire for my verses,

105 Provision for my excursions.
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In your name I <shouted> [shout] to the valleys:
»] know the Romans’ horses

Though the battlefield has changed.

Beware of the lightning

My song engraved on granite.

I am the fire of youth and the knight of knights!
I am the iconoclast.

My poems are eagles

Hovering over the Levantine borders.«

In your name I <shouted> [shout] at the enemy:
»Worms, feed on my flesh if I sleep.

The eggs of ants do not hatch eagles,

And the shell of an adder’s egg

Conceals a snake.

120 I know the Romans’ horses,

But I also know
That I am the fire of youth and the knight of knights!«

4.2 Badr Shakir al-Sayyab: [Unshidat al-matar] »Hymn of the

Rain«*

[Proemium]

1

Your Eyes are two groves of palm trees at the hour of dawn
Or two balconies from which the moon has begun to recede.
Your eyes: when they smile the vines put forth leaves

And the lights dance ... like moons [reflected] in the river
Ripped gently by oars at the hour of dawn,

As though, twinkling in their two depths, there are stars.

[Nasib]

10

And they drown in a mist of transparent grief

Like the sea, stroked by hands of evening,

There is the warmth of winter in it, and the shiver of autumn,
Death and birth, darkness, and light;

Then it wakens, filling my soul: a tremor of tears,

And a wild rush of emotion embracing the heavens

Like the emotion of a child when he is frightened by the moon!

30 The translation has been taken from DEYOUNG, »A new readinge, 59-61.

The internal disposition markers are mine; occasionally mistaken renderings have
been put between < >, proposed emendations are marked by [ ].
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As though the [rain]bows of the whife cumulus clouds were swallow-
ing up the dark misty clouds

15 And drop by drop they melt into rain...

And the children giggled among the vine trellises,

While the hymn of the rain

Tickled the silence of the birds in the trees

Rain...
20 Rain...

Rain...

The evening yawned wide, and the misty clouds still

Shed what they were shedding of their heavy tears

As though a child rambled deliriously before he went to sleep
25 That his mother — when he woke a year ago

He couldn’t find her, then when he kept on asking [about her]

They told him: »She’ll be back the day after tomorrow...« —

She must come back

Even though his playmates whisper that she is there
30 On the hillside sleeping the sleep of the tombs

Gulping down their soil, drinking the rain;

As though a sad fisherman gathers his nets

And curses the water and fate

And he casts wide a song where the moon is going down:
35 Rain...

Rain...

Do you know what sadness the rain arouses?

.And how the gutter spouts sob when it pours down

And how, in it, the lonely man feels lost
40 Without ending — like blood shed, like hunger,

‘Like love, like children, like the dead — is the rain!

[Rapil]
And your eyes, with the rain, <encircle me> [lead me around]
And across the waves of the gulf the lightning bolts wipe
The shores of Iraq clean with stars and shells,
45 As though they were harbingers of sunrise,
Then night drags over them a cloak of blood.
I cry out to the gulf: »Oh Gulf,
O Giver of pearls, of shells, of death.«
Then the echo comes back:
so Like a sob:
»O Gulf
O Giver of shells, of death.«
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I can almost hear Iraq storing up the thunder

And massing the lightning in the mountains and the plains,
Until, when men tear away their seal

The winds <from> [of] Thamiid will not leave

Any trace in the valley.

I can almost hear the palm trees drinking the rain

And I hear the villages moaning, and the exiles

Struggling with their oars and sails,

Against the storms on the gulf, and the thunder, singing their hymn:

»Rain... :

Rain...

Rain...

And there is hunger in Iraq

And the harvest season scatters the crops there

So that the crows and locusts may eat their fill

<And the storehouses and the stones grind (the grain)> [And jars and
stones alone]

<A mill turns> [The mill that is grinding is turned] in the fields...
with men around it

Rain...

Rain...

Rain...

And how often we have shed, at the night of parting tears

Calling them, fearing that we should be blamed, rain

Rain... :

Rain...

And since we were little, the heavens

Have grown dark with misty clouds in the winter

[And rain was pouring down]

And every year — when the earth grew green with grass — we hungered

Not one year passed when there was no hunger in Iraq

Rain...

Rain...

Rain...

In every drop of rain

Is a red or yellow flower budding

And every tear of the hungry and the naked

And every drop shed of the blood of slaves

Is a smile awaiting new lips

Or a nipple growing pink in the mouth of a newborn babe

In the youthful world of tomorrow, the giver of life!

Rain...

Rain...
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Rain...
Iraq will grow green with grass in the rain...«

[Balagh]

100

105

110
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I cry out to the gulf: »O Gulf...

O Giver of pearls, of shells, of death!«
Then the echo comes back

Like a sob:

»O Gulf

O Giver of shells, of death.«

And the gulf scatters its many gifts

On the sands; the salty spray, the shells

And the remains of a poor drowned man

One of the exiles, who remained drinking death

From the depths of the gulf,

<And> [While] in Iraq a thousand serpents drink the nectar
From a flower the Euphrates fed on dew

And I hear the echo

Ringing in the gulf

»Rain...

Rain...

Rain...

In every drop of rain

Is a red or yellow flower budding.

And every tear of the hungry and the naked

And every drop shed of the blood of slaves

Is a smile awaiting new lips

Or a nipple growing pink in the mouth of a newborn babe.
In the youthful of tomorrow, the giver of lifel«

And the rain pours down...



»/ZETTELT EURE KRIEGE AN, BEVOR DIE
ANDERN ES TUN, UND FOLGT MIR !«

Auf den Spuren des Schriftsteller-Ichs in der Jugend-
autobiographie Salim Barakdt’s

Burgi Roos
(Genf)

Das Interesse an Autobiographien und an deren Erforschung hat
in den letzten Jahren markant zugenommen.' Insbesondere, wenn
es sich dabei um Autobiographien von Menschen anderer Kul-
turen handelt, im speziellen Angehériger sogenannter minori-
tirer Gruppen oder Ethnien.?

! An dieser Stelle soll eine kurze Auswahlbibliographie geniigen: J. OLNEY
(ed.), Autobiography: Essays theoretical and critical, Princeton 1980; M. SALZMANN,
Die Kommunikationsstruktur der Autobiographie, Bern 1988; G. NIGGL (Hrsg.), Die
Autobiographie: Zu Form und Geschichte einer literarischen Gattung, Darmstadt 1989,
mit Beitrdgen von W. Dilthey, G. Misch, W. Shumaker, G. Gusdorf, R. Pascal, J.
Starobinski, P. Lejeune, etc.; Autobiographie et biographie, Colloque de Heidelberg:
textes réunis et présentés par M. CALLE-GRUBER et A. ROTHE, Paris 1989; Equi-
noxe, Nr. 12, automne 1994, ganz der Autobiographie gewidmet; K. ASHLEY (ed.),
Autobiography and Postmodernism, Boston 1994.

2 Ich verweise auf das Projekt Zeugnisse vom Mittelmeer, das in mehreren euro-
piischen Sprachen gleichzeitig Ubersetzungen von Autobiographien o.i. zuging-
lich macht. Auferdem z.B.: Martin KRAMER (ed.), Middle Eastern Lives: The prac-
tice of biography and selfnarrative, New York 1991; S. A. SHUISKII, »Some ob-
servations on modern Arabic Autobiography«, in: JAL xiii (1982), 111-123; Edebiydt
vii,2 (1997) mit elf Artikeln zum Thema ‘Arabic Autobiography’; Tetz ROOKE, »In
My Childhood: A study of Arabic autobiography, Stockholm 1997; R. OSTLE / E. DE
MOOR / S. WILD (eds.), Writing the Self: Autobiographical writing in modern Arabic
literature, London 1998; R, ROSENBLATT, »Black Autobiography: Life as the death
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So ist es nicht erstaunlich, daff die Theorien und Ansitze, die
zum Studium der Autobiographie erarbeitet wurden, sehr zahl-
reich sind und zum Teil im Widerspruch zueinander stehen.
Deshalb seien hier zunichst kurz die methodischen Grundlagen
dargelegt, auf die ich mich in meiner Untersuchung der autobio-
graphischen Texte Salim Barakat’s beziehe.

1. Wie vielleicht kein anderes literarisches Genre steht die Auto-
biographie im Spannungsfeld zwischen ‘Realitit’ und ‘Fiktion’.
Im Zentrum meines Interesses stehen weder die historischen Tat-
sachen noch die biographischen Fakten, auf die die Texte ver-
weisen, noch deren Wahrheitsgehalt und Nachpriifbarkeit. Salim
Barakat’s Kindheits- und Jugendaufzeichnungen sind als literari-
sche Texte Objekt meiner Lektiire und Analyse. Ich schliefe mich
Fedwa Malti-Douglas an, die in der Einleitung zu ihrer Studie
iiber Taha Husayn’s Autobiographie alAyyam (»Die Tage«) klar-
stellt:

My study will examine al-Ayyam as a classic of modern literature
and not as a guide to the life of Taha Husayn. [...] What I will be
discussing here is the literary text, al-Ayyam. I will not be con-
cerned with verifying the truth of the statements in the autobio-

graphy.®

2. Auch Salim Barakait selbst geht es nicht in erster Linie um die
‘Wahrheit der Aussagen’ in seiner Autobiographie. Pure Mimesis
und direkte Abbildung sind seiner Meinung nach in der Literatur
weder méglich noch wiinschenswert. In der Zeitschrift Horizonte,
die in Deutschland erscheint, erliutert der Autor:

Vielleicht habe ich mit nachsichtiger Beredsamkeit das Leben und
das Schicksal der Menschen etwas verschonert. Es war nicht genau

weapon«, und P.J. EAKIN, »Malcolm X and the Limits of Autobiography, beide
in J. OLNEY, op. cit.,, 169-180 und 181-193; Barbara HARLOW, Resistance Literature,
New York 1987, besonders 117 ff.; und auch Toni MORRISON, Im Dunkeln spielen:
Weifte Kultur und literarische Imagination, Essays, Hamburg 1994 (engl. Original:
Playing in the Dark: Whiteness and the literary imagination, 1992); etc.

3 Fedwa MALTI-DOUGLAS, Blindness and Autobiography: Al-Ayyim of Taha
Husayn, Princeton 1988, 4-5.
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so. Schreiben ist die Angst davor, den Dingen Nachdruck und
Gewiflheit zu verlethen. Gewisse Begebenheiten des Nordens
habe ich schreibend mit Prunk ausgestattet.

Dies ist kein Gestindnis, sondern Anerkennung dessen, was
das Schreiben vom Rand des groflen, blutigen, ironischen, uner-
triglichen Textes, der das Leben ist, zu rauben vermag.

In einem Interview mit der Tageszeitung a/-Hayat nimmt Salim
Barakat Stellung zu seinem Verfahren, die Vorfille seiner Kind-
heit »aus der Perspektive eines Kindes« darzustellen. Er erklirt,
dafl die »Weisheit eines Kindes« die Erwachsenen nicht so erschiit-
tern und bedringen wiirde wie »Fatwas«. Im Gegenteil, sie kénn-
ten getrost dariiber lachen. In diesem Zusammenhang spricht er
von seinen Figuren als »Personen, die klein sind im Kénigreich
der Tinte, mit der ich diese Worte niedergeschrieben habe«, und
von der »Maske der Tinte«, die er ihnen »iibergestiilpt« habe.’

Salim Barakat trennt also klar die ‘erzdhlten’ Personen von
den in der auflertextuellen Realitit existierenden Menschen. Sie
seien als verschiedenen »Konigreichen« zugehorig zu verstehen
und zu wiirdigen.

3. Was den Prozefl der Selbst-Darstellung in der Autobiographie
betrifft, mache ich mir den Ansatz von Paul John Eakin zu eigen.
In seinen beiden Studien iiber die Autobiographie, Fictions in
Autobiography® und Touching the World,” lauten die Hauptthesen
und die Basis der Ausfiihrungen:

autoblographlcal truth is not a fixed but an evolvmg content
in an intricate process of self-discovery and self-invention®

und

* Interview mit Salim Barakat, in: Horizonte, Nr. 2, 1997, Frage 2.

* Interview mit Salim Barakat, in: al- -Hayat, Nr. 11362, 27. Mirz 1994, 17. —
Falls nicht anders angezeigt, stammen die Ubersetzungen von mir.

8 P.J. EAKIN, Fictions in Autobiography: Studies in the art of self-invention, Prince-
ton 1985.

7 P.J. EAKIN, Touching the World: Reference in antobiography, Princeton 1992.

8 P.J. EAKIN, Fictions in Autobiography, 3.



182 BURGI ROOS

... the self that is in the center of all autobiographical narrative is
necessarily a fictive structure.’

Ich werde also mein Augenmerk darauf richten, auf welche Art
und Weise der Autobiograph sein »Ich« darstellt. Die reale Person
Salim Barakait steht in diesem Zusammenhang nicht zur Diskus-
sion.

4. Es mag nun erstaunen, dafl das ‘Selbst’ des Ich-Erzihlers in
den autobiographischen Texten Salim Barakat’s relativ wenig her-
vorgehoben wird und oft gar nicht im Zentrum zu stehen scheint,
wie dies iiblicherweise in Autobiographien der Fall zu sein hat."
Erklirungen fiir diese relativ periphere Rolle des ‘Selbst’ findet
man wahrscheinlich in der Geschichte der arabischen Autobiogra-
phie," auf die ich hier nicht weiter eingehen méchte, und in der
Vermutung, die ich schon an anderer Stelle’? zu duflern Gelegen-
heit hatte: Der Ich-Erzdhler versteht sich sehr stark als Teil eines
Kollektivs. An unzihligen Stellen findet sich die Formulierung
nabnu as-sibya (»wir Knaben«) o0.4. Daraus kann man schlieflen,
dafl der Ich-Erzihler bewuflt seine eigene Existenz als Teil eines
Kollektivs und quasi exemplarisch zum Thema macht. So riickt er
eben dieses Kollektiv ins Zentrum des Interesses.

Ohne nun die unbestrittene Individualitit des sich manife-
stierenden Ich-Erzdhlers zu verwissern, folgere ich im Anschluf
an P.J. Eakin: Wenn das Selbst, das im autobiographischen Text
als Fiktion ‘entdeckt’ und ‘geschaffen’ wird, teilweise fiir ein gré-
Reres Kollektiv steht und wirkt, dann folgt daraus, daff eben die-
ses Kollektiv ‘entdeckt’ und ‘geschaffen’ wird.

? Ibid,

107 B. I. AICHINGER, »Probleme der Autobiographie als Sprachkunstwerks,
in: G. NIGGL (Hrsg.), op. cit., 170-199.

'vgl. zB. die Ansicht Franz ROSENTHAL’s (»Die arabische Autobiographie«,
in: Analecta Orientalia 14, Studia arabica 1, 1937, 1-40), nach der es in der arabischen
Autobiographie mehr um die Sache als um die Persénlichkeit gehe, oder auch
Nadja ODEH, Dichtung — Briicke zur Auflenwelt: Studien zur Autobiographie Fadwi
T#qéns, Berlin 1994, 6, wonach es in arabischen Autobiographien wenig im westli-
chen Sinne Autobiographisches gibt.

12 Burgi ROOS, »Zum Autobiographischen bei Salim Barakit«, in: Asiatische
Studien 50,2 (1996), 407-429.
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Dieses Ziel, nimlich durch Literatur ein Kollektiv zu konsti-
tuieren, verfolgen — so verstehe ich auch R. Rosenblatt in seiner
Studie iiber die Autobiographie von Schwarzen — alle Autoren
und Autorinnen, die Minorititen oder sogenannten ‘Randgrup-
pen’ angehdren. Zu einer solchen Gruppe gehoren, wie N. Odeh'
in ihrer Monographie iiber die paldstinensische Dichterin Fadwa
Tiqan ausfiihrt, z.B. auch Frauen (hier Fadwa Tiiqdn) und Blinde
(im Fall von Taha Husayn). Fiir beide Gruppen gelte, daf ihr Le-
bensschema vom Korper vorgeschrieben sei, was beide als un-
freiwillige Gefangenschaft und listigen Zwang empfinden:

Blindheit und weiblicher Kérper gelten als ‘@wra — Scham, als ein
Mangel, den es zu verdecken und verhiillen gilt."®

Nun- sind aber weder Fadwi Tuqan noch Taha Husayn bereit,
passiv und schicksalsergeben die Regeln zu akzeptieren, die die
Gesellschaft fiir ihren Lebensplan vorgibt, sondern rebellieren ge-
gen die sozialen Barrieren:

Der Konflikt zwischen Selbstverstindnis und Rollenzwang ist ein
bestimmendes Thema nicht nur der Ayyam, sondern auch der
Ribla gabaliyya — ribla sa‘ba.'®

Auch bei Salim Barakat steht am Anfang seines autobiographi-
schen Schreibens die schmerzliche Erkenntnis des Knaben, sich
zwar nicht kdrperlich, aber doch ethnisch von der herrschenden
Gesellschaft zu unterscheiden, und dafl sein Kurdisch-Sein Be-
nachteiligung bedeutet. Und auch bei Salim Barakit liegt der
Schluf nahe, daf er sich schreibend gegen die Macht wehrt, die
ihn unterdriickt."” '

13 Vgl. ROSENBLATT, 0p. cit.

14 ODEH, op. cit.

5 Ibid., 13.

16 Ibid., 14.

17 »Etwas Neues wurde mir bewuft, das mir bis dahin nicht aufgefallen war.
Es war unerbittlich und schreiend: ‘Du bist Kurde. Die Kurden sind gefihrlich.
Du darfst in der Schule nicht kurdisch sprechen’« ( 21), und »Dies war der Anfang

der Gewalt, mein Freund, ein Anfang, der mich dazu trieb, in der Schule farbige
Kreiden zu stehlen, um damit auf die viereckigen Steinbldcke der Mauer des
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Nun unterscheidet sich Salim Barakat aber deutlich von jenen
Autorinnen und Autoren, die einem einfachen ideologischen
Diskurs folgend ihrer Leserschaft in didaktischer und simpler
Form bekanntgeben, was denn nun das ‘wahre Kurdentum’ oder
gar der ‘echte Kurde’ sei. Und er behandelt weder die Kurden,
noch ihre Kultur oder Geschichte als quasi unantastbares und
unkritisierbares Heiligtum."® Befragt nach seiner Identitit als
Kurde duflert er sich in einem Interview von 1994 folgender-
maflen:

Ich denke, daf »Identitit<'® (huwiyya), dieser sehr vage Begriff
(lafza), fiir gewisse Leute Sich-Beziehen auf einen ethnischen Kon-
text (siyaq ‘irqi) bedeutet, wie verwissert dieser auch immer sein
mag. Er [ie dieser Begriff] bedeutet auch »mégliches« Wider-
sprechen und Grenzen, um sich von den andern loszulésen und
sich selbst zu bestitigen innerhalb einer Einheit von Verwandten
(wahpda mutaganisa), einer Gesamtheit (kulliyya). Darin liegt ein
gewaltiges Potential an Fabuliererei (qadr hi’il min al-harafa).

Es gibt niemals Homogenitit innerhalb einer menschlichen
Gruppe, wie stark auch immer die kulturellen, religiésen und ge-
schichtlichen Charakteristika den Eindruck von Isolation geben
kénnen. Der Unterschied erscheint durch Interpretationsbemii-
hung (i¢tihad), durch die Besitzverhiltnisse (mulkiyya), durch [das
Recht auf] Selbstbestimmung (sz;ydda Sabsiypa) und durch die
Machtiibernahme (taglib al-pukm).”

Seine Skepsis vor dem Wort »Identitit« hilt ihn also davon ab,
irgendeine essentielle Definition davon abzugeben. Er fihrt viel-
mehr sehr pragmatisch weiter:

Sffentlichen Parkes die Buchstaben meines Namens und die Anfangsbuchstaben
der Marke meines Bleistiftes, HB, zu schreiben. Diese beiden Worter waren der
Auftakt zum Brechen der allgemeinen Anstands- und Verhaltensregeln« (16). Salim
BARAKAT, al-Gundub al-badids, Bayrit 1980.

18 Vgl. Barbara HARLOW, Resistance Literature (cf. n. 2), 18 ff. — Harlow fiihrt
hier aus, daf ‘Kulturen’, die im Spannungsfeld zwischen »inherited past and its
cultural legacy« einerseits und Kolonialmacht andererseits stehen, der Gefahr der
»fetishization of traditional culture« ausgesetzt seien, »which transforms that
culture into museum pieces and archeological artefacts«.

' Hervorhebung auch im Original.
? Interview in al-Hayat, s.0. Anm. 5.
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Bin ich Kurde? Ja. Es soll mir auch in einer schreienden Ein-
fachheit erlaubt sein, zu sagen, dafl ich Kurde bin. Mein Vater
hatte einen kurdischen Namen. Wir unterhalten uns auf kur-
disch. Wir sprechen mit unseren Hiihnern, den Schafen, den
Kiihen, den Bienen und den Feldern kurdisch. Das ist alles.”!

II

Nach diesen Priliminarien nun zur Jugendbiographie Salim Ba-
rakat’s aus dem Jahr 1982! Zwei Jahre nach der Kindheitsbio-
graphie al-Gundub al-padidi (»Der eiserne Grashiipfer«)® erschien
Hatibhi ‘Gliyan hat an-nafir ‘ala ahirih (»Blas sie laut, blas die
Trompete zum Angriffl«) in Beirut.”® Drei ungleich langen Kapi-
teln mit den Uberschriften an-nafir al-awwal bis an-nafir at-talit
(»Erster« bis »Dritter Trompetenstof8«) geht ein idan (»Ankiindi-
gung, Vorrede«) voran. Ich werde mich vorerst dieser Vorrede zu-
wenden.

Ein nicht niher spezifiertes »Ich« will diese Ausfilhrungen
einem Hahn und einem Maultier widmen. Den Menschen soll
das Keuchen geniigen. Dann aber wendet sich das »Ich« an »Kna-
benc, die ebenfalls nicht niher bestimmt sind. Diese Knaben nun
werden aufgefordert, nicht den Leuten zu gehorchen, denen sie
normalerweise unterworfen sind. Sie sollen sich vielmehr auf-
lehnen, nicht schlafen, hinaus in die Nacht und in die Natur flie-
hen. Das »Ich« erklirt sich bereit, sie zu fiihren. Sie briuchten also
keine Angst zu haben. Erst dort drauflen gebe es fiir sie

eine iippige Weide, wo wir nicht gegen die Mauer des Regierungs-
gebdudes oder die herausgeputzten Bdume im Garten des Qa’im-
magams stoflen.”*

*! Ibid.
2 0p. cit. (s. Anm. 17).

B Salim BARAKAT, Hatihi ‘aliyan, bat an-nafir ‘ald abirih: Sirat assiba, Bayrit
1982.

* Hatibi ‘aliyan, 6.
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Erst dort drauflen werden die Knaben angstlos wirklich frei sein
kénnen und ungeahnte Krifte in sich selbst entdecken:

Ich werde euch an einen Ort bringen, den nur wir sehen, den Ort
des Magischen (gibat assabiri), der groflen Maskierung, wo die
Jahreszeiten Menschenlarven tragen, wo Wolken und Kaninchen
aus den gleichen Bauen kommen.

Glaubt mir, Knaben, wenn wir Freunde der Dunkelheit wer-
den, bedeutet dies: wir sehen durch kleine Spalten in den Sirgen
unserer Seelen Konigreiche, die noch nicht untergegangen sind,
an den Grenzen des freien Landes, in Seligkeit schwelgend, ver-
gessen zu sein.”’

Das »Ich« beteuert auflerdem mehrere Male, es wiirde die Knaben

nicht in die Irre fithren, nein, es sei der Ort, der dies tue.
Am Schluf steht der Satz:

Zettelt eure Kriege an, bevor die andern es tun, und folgt mir!*®

Das »Ich« schreibt sich also eine klare Fiihrerrolle zu. Es ist bereits
wissend, hat die die Knaben unterdriickenden Leute durchschaut
und weifl auch, wie man ihnen entrinnt. In der Natur nimlich,
drauflen, wo keine liigenden und Freirdume beschneidenen Men-
schen ihre Macht ausiiben, in der Dunkelheit, wo erst das eigen-
tliche, bereits vergessene Wesen der Knaben sich austoben kann
und darf. Dort, wo auch das Magische herrscht.

Das »Ich« ist der Uberzeugung, dafl es mit seinem Aufruf und
seinem guten Beispiel den Knaben helfen und niitzen kann. Klar
also, dafl das »Ich« nach auflen gewandt ist und in seiner Gesell-
schaft eine Rolle zu spielen gedenkt. Diese Interpretation deckt
sich, so scheint es, mit dem Postulat des sogenannten »enga-
gierten« (multagim) Schriftstellers, das die links geprigte Ideologie
aufstellt.

So hat sich die Schriftstellergeneration, die gerade vor Salim
Barakit in Syrien den Ton angab, und zum Teil heute noch an-
gibt, fast ausschlieflich dem sozialistischen Realismus (zl-wdqi-

B Ibid, 6.
% Ibid., 7.
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‘tyya al-istirakiyya) verschrieben. Hanna Mina beschreibt die Ziele
dieser Strémung folgendermaflen:

Dieser Realismus [7.e. jener Gorki’s], dem anzugehéren ich mich
rithme, zeichnet sich durch eine historische Hoffnung und durch
eine Sehnsucht auf die Zukunft hin aus [...]. Es handelt sich um
eine ‘kiinstlerische Schule’, die eindeutig das héchste isthetische
und intellektuelle Ideal besitzt. [...] und es ist offensichtlich, dafl
solche Literatur [...] zu konstruktiver Arbeit dringt und zu muti-
gem Kampf auf dem Weg der Befreiung und des Fortschritts und
gegen jedwede imperialistischen und reaktioniren Feinde.”’

‘Abd ar-Rahmian Munif formuliert die Rolle, die der Schriftsteller
dabei zu iibernehmen hat, wie folgt:

Ein arabischer Literat ist ein Fidai, ein Freiheitskimpfer. In Lin-
dern, in denen es keine Meinungsfreiheit gibt, keine Parteien
zugelassen sind, wo vielleicht nicht einmal eine Verfassung exi-
stiert, miissen die Intellektuellen, miissen alle, die sich ausdriik-
ken kénnen, Widerstand leisten. Ihre Aufgabe ist es, die Men-
schen aufzukliren, sie auf Recht und Unrecht hinzuweisen,

solange es an legalen und allgemein anerkannten politischen
Institutionen mangelt.?®

Vor allem seit 1950 spielte, laut Faysal as-Sammiq,” der sozialisti-
sche Realismus als die Art schlechthin, Literatur zu produzieren,
in Syrien eine immer dominantere Rolle. Nur zwischen 1959 und
1963, also in der Zeit des Scheiterns der Vereinigten Arabischen
Republik (VAR) bis zur Machtergreifung der Ba‘t-Partei, habe sich
der Realismus etwas abgeschwicht. Von 1963 an aber — und das ist
nun hier sehr wichtig —

" Die Ubersetzung dieses und des folgenden Zitats folgt Hartmut FAHN-
DRICH, Nachwort zu Hanna MINA, Bilderreste, Basel 1994, 328-9. — Weitere dhn-
lich lautende Auferungen finden sich auch bei Hani ar-RAHIB, Salih DIHNI,
Faris ZARZUR und Adib an-NAHAWI.

% Aus dem Nachwort der Ubersetzung von: Abdalrachman MUNIE, Ostlich des
Mittelmeeres, Basel 1995, 259.

2 F. as-SAMMAQ, ar-Riwdya as-siriyya, Dima$q 1984, 29.
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spielte die politische Macht (assulta assiyasiyya) in Syrien eine
sehr positive Rolle zugunsten einer Literatur fiir die Massen
(adab gamabiri), die sich fir die Probleme der Menschen inter-
essierte und ihnen half, sich zu entwickeln und sich auf den
richtigen Weg zu begeben fiir den Aufbau (4ina’) der neuen Ge-
sellschaft.®®

Hier ist nicht nur der Auftrag des Schriftstellers im Sinne der
oben angefiihrten Zitate klar formuliert, sondern auch noch die
bestimmende Rolle der staatlichen Macht im Prozefl der Litera-
turproduktion genannt.

Genau dagegen aber wehrt sich nun das »Ich« im 7dan von
Hatihi ‘aliyan deutlich. Alles, was staatliche Macht ist (Mauer des
Regierungsgebiudes, Bdume im Garten des Qa’imaqim), ist zu
meiden. Von dieser Macht geht, wie von aller Macht der Erwach-
senen, Unheil aus. Sie beschneidet die Freiriume der Knaben, ist
liignerisch.

Auflerdem schreibt Salim Barakat keinen adab gamahbiri (»Li-
teratur fiir die Massen«). Dazu ist sein Arabisch viel zu an-
spruchsvoll. Und auch der ganze politische und ideologische Dis-
kurs geht ihm vollig ab.

Nicht zuletzt findet sich wenn (noch) nicht gerade offene Kri-
tik, so doch Zweifel an der wdgi‘iyya (»Realismus«). Der Ort, der
ausschliefflich den Knaben vorbehalten ist und ihnen Unbe-
schwertheit, Freiheit und Spafl gewihrt, ist der des sahirz, des
Magischen, nicht des Realen (wdgi 9).

Im folgenden werde ich versuchen, dem schreibenden »Ich« von
Hatihi ‘aliyan auf die Spur zu kommen. Zwei Fragen stellen sich
in unserem Zusammenhang: Wer ist das »Ich«? Und auf welche
"Weise erhilt es von wem seinen Auftrag als Schriftsteller? Fiir die
Antwort auf diese Fragen sind hauptsichlich zwei Textstellen
relevant. Die erste befindet sich auf der drittletzten Seite des Tex-
tes. Nachdem der Erzidhler schon vermehrt von einem Knaben
namens Siilo berichtet hat, erfahren wir:

3 1dem, op. cit., 29.
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Siilo ist ein Mann. Siilo, der ich bin. Siilo, Salimo, Bawé Gazzo,
der Sohn des Malla Barakat, das bin ich.!

Jede Art von Text ist bemiiht, méglichst von Beginn an mit dem
Leser/der Leserin einen bestimmten ‘Pakt’ abzuschlieffen. Wenn
der Leser/die Leserin auf den ‘Pakt’ eingeht, sollte es ihm/ihr
méglich sein, einen Kriminalroman von einer Fabel, eine roman-
tische Liebesgeschichte von einem Gruselmirchen usw. zu unter-
scheiden und den entsprechenden Konventionen des Genres ge-
mif zu lesen. Zum autobiographischen Pakt gehéren nun z.B.
Aufrichtigkeitsversprechen des Autors an die Leserschaft, gat-
tungsbezeichnende Titel bzw. Untertitel, verschiedene explizite
und implizite Auflerungen usw., die .eine Vertrauensbeziehung
zwischen Autor-Erzdhler und Leser/in schaffen. Nach Ph. Lejeune
ist das Kernstiick dieser Vertrauensbeziehung, die dann auch zum
‘Vertragsabschluf’ fiihrt, die Bestitigung der Identitit von Autor,
Erzihler und Protagonist. Somit haben wir es beim oben erwihn-
ten Zitat aus Hatihi Gliyan mit dem Grundpfeiler des autobio-
graphischen Paktes zwischen Autor/Erzihler/Held auf der einen
und Leser/in auf der andern Seite zu tun.

Der autobiographische Pakt ist die Bestitigung dieser Identitit
[i.e. Autor-Erzihler-Figur] im Text, in letzter Instanz zuriickver-
weisend auf den Namen des Autors auf dem Titelblatt.”?

Obwohl der Name des Autors in diesem autobiographischen Text
erst so spiat schwarz auf weifl erscheint, dringt es sich auf, dafl
man das »Ich« im ganzen Buch als »Salimo, Sohn des Malla Bara-
kat«, versteht und sich somit vollends auf den autobiographi-
schen ‘Pakt’ einldfit.

Die zweite wichtige Passage befindet sich am Ende des zwei-
ten nafir (pp. 83-87). Der Ich-Erzdhler ist zusammen mit seinem
Freund Fawzi unterwegs mit dem Fahrrad zu einem weitentlege-
nen Dorf. Es ist schrecklich heifl und die beiden laben sich an den
Melonen, die ihnen am Wegesrand zulachen. Das letzte Wegstiick .
wollen sie miteinander um die Wette rennend zuriicklegen. Dabei

3\ Hatibi ‘aliyan, 116.
32 Philippe LEJEUNE, »Der autobiographische Paktc, in: NIGGL, p. cit., 231.
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kullert der Ich-Erzihler in eine Erdfurche und will da sein Ren-
nen fortsetzen. Plotzlich sieht er sich aber in eine vollig andere
Landschaft versetzt, schliipft durch eine Bresche in der Flanke der
Furche und sieht sich umgeben von riesigen Bécken mit tiirkis-
farbenen Hérnern. Auch eine Gruppe von in Schaffelle gehiillten
Minnern ist anwesend, von denen der eine den verwirrten Kna-
ben in ein Gesprich verwickelt, dem der Junge nicht folgen kann:

Nur einer trat vor, ganz ruhig, als nihme er Riicksicht auf meine
Verwirrung. Er setzte sich auf den Boden und bedeutete mir, ich
solle mich auch setzen. Ich gehorchte. Er schaute mir in die Au-
gen, und ich schaute ihm in die Augen. Er fragte mich: »Bist du
allein gekommen?« Véllig durcheinander antwortete ich: »Fawzl...
wir haben die beiden Fahrrider versteckt.... nach Herem Schei-
cho.« Es war klar, daf er nichts verstanden hatte. Ich redete wie
ein Idiot mit den Hinden, nicht mit der Zunge. Er lief§ seine er-
ste Frage und murmelte: »Ihr wartet auf uns, nicht?« Jetzt ver-
stand 7ch nicht, antwortete aber auf eine Frage, die in meinem,
nicht in seinem Innern sich wiederholte: »Fawzi hat mich mit
Wassermelonen beworfen..., schaul« Ich zeigte auf meine Kleider
und auf mein Gesicht. Er runzelte die Stirn und wiederholte sei-
ne Frage: »Wartet ihr auf uns? Ihr schiebt das reichlich hinaus.«
Dann wandte er sich zu den Minnern hinter ihm. Einer von
ihnen trat vor. Der mir gegeniiber Sitzende sagte zu ihm: »Sag
den Bécken, sie sollen ihre Fragen verschieben. Der Horizont ist
sauer heute.« Der Stehende nickte und ging. Der mir gegeniiber
Sitzende fuhr fort: »Auf der Ostseite dieser Steppe gab es eine
Bresche.« Er zeigte mit der Hand nach Osten. »Dort, wo der Blitz
in das Wasserbecken des obersten Hirten einschligt.«

»Ich begreife nichts von dem, was du sagst, Herr.«

»Du wirst es schon noch erfassen. Eure Regierungen verste-
hen es. Eure kleinen Bocke verstehen es und auch eure Hihne.«
Die Erwihnung der Hihne lieff ihn erziirnt fragen: »Warum kri-
hen eure Hihne die ganze Zeit? ... Bei Gott, warum krihen sie?
Schlaft ihr so lange, daf} sie euch wecken miissen?«

»Ja, wir schlafen.«

»Nun ja, ihr habt noch genug Zeit, um uns die Miihe zu
kommen zu ersparen.«

»Ich verstehe dich nicht, mein Herr.«*

I [ w5 . @
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Der Mann stellt ihm Fragen iiber eine Reihe von Personen, die
bei den Leuten der Stadt als Irre gelten. Erstaunlicherweise aber
werden sie nicht zum Opfer der sonst alles umfassenden Zersto-

rungswut der Kinder, sondern genieflen sogar so etwas wie
Achtung.

»... Kennst du Bléro?«

»Ja, er spinnt, er bildet sich ein, er sei beauftragt, die Briicken
zu bewachen.«

»Kennst du ‘Abbisse Quzo?«

»Ja, er spinnt, er bildet sich ein, die Straflen seien voller Ge-
treidesicke, und hievt sie mit seinem Haken hoch.«
»Kennst du Séfe?«

»Ja, sie bildet sich ein, sie sei die Bewacherin der Biche.«
»Kennst du Dawiid Kot«

»Ja, er spinnt. Er begleitet eine eingebildete Herde Schafe.«
»Kennst du den Stfi?« Ich schrie: »Mein Onkel! Er ist mein
Onkel. Er ist in den Brunnen gefallen und gestorben.«<*

Als der Knabe merkt, dafl es sich bei seinem Gesprichspartner um
den allbekannten mysteridsen Méro handelt, fillt er in Ohn-
macht. Als er wieder zu sich kommt, ist die seltsame Landschaft
verschwunden und mit ihr die Lebewesen darin. Der Junge rennt
Richtung Dorf, wo er seinen auf ihn wartenden Freund wieder-
trifft. Auf dem Riickweg ist weder von der seltsamen Begegnung
noch von der fremden Landschaft die geringste Spur geblieben.
Fawzi kann an der Stelle nichts Ungewdhnliches finden.

Im folgenden wird das Erlebnis nicht mehr erwihnt.

Wer nun ist dieser Méro? Als einzige Figur des ganzen Buches
scheint er nicht ‘real’ der Welt des jugendlichen Protagonisten
und seiner Zeitgenossen anzugehdren. Dennoch ist er von den
ersten Seiten des Buches an prisent und iibt sogar erheblichen
Einfluf auf die Leute aus, vorerst vor allem, weil er sie so sehr
ingstigt, dafl sie seinem Kommen Militirjunten und andere nicht
weniger zimperliche Regierungen vorziehen. Méro nimlich

3 Ibid,, 76.
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wiirde keinen Stein auf dem andern lassen und die Leute in den
Wahnsinn treiben. Er wiirde die Erde wieder so machen, wie sie
gewesen war: 6de, karg, auf der ein Mensch den andern hiuten
wiirde, um dessen Haut sich selbst anzuziehen.*

Die Knaben erfahren hauptsichlich von den Erwachsenen, wer
Meéro ist, oder vielmehr, warum seine Ankunft zu verhindern sei.

»Es lebe also die Zerstérung, weil sonst Méro kime.« Das sagten
sie uns jedenfalls und fiigten hinzu: »Wenn auf der Erde fiinfzig
Jahre Frieden herrscht, ohne Stiirme, Uberschwemmungen oder
blutige Putschs, dann kommt Méro. Méro ertrigt keine festge-
fiigte, fiinfzigjahrige Ruhe. Er lebte schliefflich wihrend seines
irdischen Lebens keinen einzigen Tag ohne Blut oder Katastro-
phe.« Wir fragten: »Ist Méro denn gestorben?«

»Nein, er zog mit einer Herde von teuflischen Bécken eines
Abends bei Sonnenuntergang weg und drohte damit, die Erde zu
erstiirmen. Er ging hinein in die Dunkelheit, in jene Richtung,
die Finsternis bleibt.«

Ach, Méro! Wer bist du denn, bei Gott? Wer bist du, dafl wir
die ]ahre zihlen? Wer bist du, dafl wir der Erde die Jahre der
Ruhe iibelnehmen? Ruhst du dich nicht aus, Méro? Wir méchten
uns erholen!

Dennoch zidhlten wir die ruhigen Jahreszeiten: ein ruhiger
Sommer, ach! Ein ruhiger Herbst, ach! Ein ruhiger Winter, ach!
Ein ruhiger Friihling, ach! Ein Jahr war vergangen. Welch ein
Schrecken! Es blieben also nur noch neunundvierzig Jahre. So
lebte Méro unter uns.*

~ Dennoch regt sich bei den Jungen leiser Zweifel, ob die Erwach-
senen ithnen wirklich alles {iber Méro erzihlt hitten.

Die Zerstérung war allgegenwirtig, Gott sei Dank! Méro soll
nicht kommen!

Doch, wer bist du, Méro? Wer bist du, daf} wir die Zersto-
rung preisen, nur damit du nicht kommst? Sie teilten uns nicht
mit, was die Erde mit dir gemacht hatte und welches deine Tage
waren, die kurz vor und kurz nach der Katastrophe kamen. Sie
berichteten uns nicht, wogegen sich deine Drohung richtete und
wo du warst. Kennen sie Méro tatsichlich? Alles, was wir wufiten,

3 Ibid., 15.
3 Ibid., 16.
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war, dafl du jeden Abend im Mirz an die Grenzen der Stadt
kamst. Du rittest auf deinem Bock, der so gewaltig war wie ein
Stier. Dann standest du auf dem Hiigel, von dem man iiber die
Weizenebene im Siiden sah, schweigend wie ein Gespenst. Deine
Lumpen flatterten in der leichten Brise der Luft, die mit ihrem
Keuchen das Gras iiberschwemmte, das endlos hin und her
wogte. Langsam, langsam schlofl sich um dich herum ein weiter
Kreis von anderen Bécken, die aus der leichten Finsternis tauch-
ten. Sie waren schweigsam wie dein Bock. Als der Horizont ange-
fiillt war, traten sie Herde um Herde aus den Wolken. Ihre Hufe
beriihrten die Luft, nicht die Erde. Sie verstromten einen Duft
von Regen, der noch nicht gefallen war.

Seit wann kommst du zu jedem Sonnenuntergang des MO‘
nats Mirz heraus, Méro? Seit wann scharst du diese Bocke um
dich, die durch dich die Finsternis priifen? Es ist, als ob es keine
Finsternis gibe, in der du nicht wirst. Oder finden deine Bécke
keinen Zorn in der Dunkelheit, die der Sehnsucht des Tieres
nach seinem Weibchen gleicht?

Bleib dort, Méro, bleib!*’

Niemand weif) eigentlich genau, um wen es sich bei Méro han-
delt. Oder zumindest werden die Jungen nicht ausreichend iiber
ihn informiert. In diesem Ausschnitt wird auch Méros Beziehung
zu wichtigen kurdischen Symbolen deutlich: z.B. die Bocke, die
fiir mutige und tapfere Minner stehen; der Monat Mirz, in dem
das kurdische Neujahrsfest Newroz gefeiert wird; der Duft des Re-
gens, der in kurdischen Volksliedern besungen wird, usw.

In der Szene, in der der Ich-Erzdhler Méro begegnet, verliert
dieser hingegen seine furchterregenden, negativen Eigenschaften.
Er bezieht sich ausdriicklich auf seine “Vorboten’, die von den
Leuten der Stadt zwar belidchelt, aber doch respektiert und ge-
schont werden. Einer davon, der Stfi Mahmid, ist sogar ein Ver-
wandter des Ich-Erzihlers! Méro idrgert sich hingegen sehr iiber
die Tatsache, dafl die Leute so tief schlafen, daf sie seine Ankunft
hinausschieben. Er verwirrt den Jungen zwar griindlich, erscheint
ihm aber eher als gutmeinender, ermahnender, viterlicher Tutor
denn als destruktive Gewalt. Sein Kommen wire also vielleicht
gar nicht so katastrophal?

3 Ibid., 17-8.
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Die Gestalt des Méro wie auch die Begegnung und der Dialog
zwischen ithm und dem Ich-Erzihler scheinen sich demnach einer
eindeutigen Festlegung zu widersetzen. Méro will sich offenbar
gar nicht definieren lassen. (Andere Figuren in anderen Werken
Salim Barakat’s teilen mit ihm diese Unfaflbarkeit.) Aller Wahr-
scheinlichkeit nach liegt es also in der Intention des Autors, uns
gekonnt innehalten und Dissonanz spiiren zu lassen.

Wihrend meiner Deutungsversuche stieff ich auf einen Aus-
schnitt aus Michail Bachtins Dostojewskij-Buch, und zwar auf das
Kapitel »Der Held im polyphonen Roman«.*® Darin vertritt Bach-
tin die Ansicht, dafl es Dostojevskij nicht darum gehe, den Hel-
den (oder andere Figuren des Romans) als festumrissenen und
beharrlichen Charakter zu schaffen; das Ziel sei vielmehr, das
Selbstbewufltsein des Helden darzustellen:

Die ganzheitliche Gestalt des Helden bleibt unvollendet, die
Frage »Wer ist er’« unbeantwortet. Wir bekommen nicht zu se-
hen, wer er ist [...].*

So begann ich, meine urspriingliche Fragestellung der Anregung
Bachtins folgend zu modifizieren und z.B. zu fragen: Fiir welches
Bewufltsein steht Méro?

Als Arbeitshypothese versuchte ich Méro als eine Art kollek-
tiven Bewufltseins und/oder Unbewufltseins zu interpretieren.
Viel Aggressionspotential liegt in Méro (er wiirde aus der Erde
eine Wiiste machen), aber auch Verdringtsein vom Zentrum
(Méro erscheint an der Peripherie der Stadt), Armut (Méro ist in
Lumpen gekleidet) und Heimatlosigkeit (Méros Aufenthaltsort ist
die Dunkelheit). Méro dient auch als Projektionsfliche fiir die
Angste, aber auch Hoffnungen und kaum auszusprechenden
Sehnsiichte der Menschen (z.B. Macht ausleben zu diirfen; den
andern Angst zu machen, ohne sich selbst zu fiirchten). Dieses
Wesen wire in der Tat allgegenwirtig, allerdings nicht als greif-
bare Person, sondern als eine Art Phantom. Es kénnte gar keinen
abgerundeten, in sich schliissigen und kohirenten Charakter ha-

38 »Der Held im polyphonen Romane, in: M.M. BACHTIN, Literatur und Kar-
neval: Zur Romantheorie und Lachkultur, Frankfurt a.M. 1990, 86-100.

% Ibid., 87-88.
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ben. Seine Unfaflbarkeit und Heterogenitit gehérten zu seinen
Grundmerkmalen.

Bei dieser Interpretation kann man die geheimnisvolle, ja fast
phantastische Begegnung zwischen Méro und dem Ich-Erzihler
als Kontakt zwischen dem Jungen (und spiteren Schriftsteller)
und der Verkdrperung des kollektiven Bewufitseins und/oder
Unbewufltseins lesen. Der Protagonist lernt hier drauflen in der
Umgebung des Dorfes Herem Scheicho die positive Seite Méro’s
kennen, die verkannte, verleugnete, vergessene, und kommt sich
selbst niher, da er ja Anteil hat am kollektivem Un-/Bewufitsein.

Wie auch immer man diese Begegnung und das Verhiltnis der
beiden Akteure Méro und Protagonist zueinander interpretiert, es
scheint klar, dafl der zukiinftige Schriftsteller dadurch eine starke
Individuation erfihrt (Méro erwihlt ihn, Fawzi bemerkt seine
Prisenz nicht einmal). Er bezieht daraus auch viel (literarische)
Inspiration, Auftrag (er wird die Knaben auffordern, nicht zu
schlafen) und Legitimation (einer seiner Verwandten ist ein ‘Vor-
bote’ Méros; er ist es, dem Méro erscheint).

Und so komme ich am Ende wieder zum Anfang zuriick:
 Kraft seiner Autoritit als inspiriertes und legitimiertes Ich ruft
der Salim Barakat von Hatihi ‘Gliyan seine Altersgenossen zum
zivilen Ungehorsam auf (»Zettelt eure Kriege an, bevor die an-
dern es tun...) und stellt sich ihnen als zuverldssigen Anfiihrer
zur Verfiigung (»... und folgt mirl«).
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ZEUGIN, CHRONISTIN, AUFKLARERIN?

Zum Selbstverstindnis einer zeitgendssischen
persischen Autorin

Isabel Stiimpel
(Frankfurt/Main)

[Ich erklirte,] daff die Darstellung dieser Probleme fiir die Gesell-
schaft notwendig sei und viele der Ungliicke; die jetzt passieren,
verhindern wird.!

Mit diesen Worten rechtfertigt die Schriftstellerin Sahrna$ Parsi-
pir (geb.1946)* vor einem Untersuchungsgericht ihren 1989 er-
schienenen Erzidhlband Zaran bidina mardan (»Frauen ohne
Minner«),? der als ‘anti-islamisch’ verurteilt wurde.

Deutlicher kann eine Autorin ihre ‘Mission’ wohl kaum for-
mulieren. Auch wenn sie hier, in die Defensive getrieben, den
gesellschaftlichen Nutzen ihres Werkes iibertreiben mag, spricht
aus ihrer Argumentation doch der Glaube an die Macht des
geschriebenen Wortes, ja den gesellschaftsverindernden Einflu
von Literatur. Dies bringt Parsipir auch auf der Ebene der Fik-

' Hatirari zindan (engl. Nebentitel: The Memoirs of Prisons), Spanga: Nadr-i
Baran, 1996, 401. Im folgenden kurz als Hatirat zitiert.

%2 Zu ihrer Biographie s. meinen Aufsatz »Raum und (Frauen-) Realitit in
einem zeitgendssischen persischen Romanc, in: Asiatische Studien 50,2 (1996), 445
462, bes. 447 £.

* Teheran: Na$r-i Nuqra, 1368/1989. Zweite Auflage Spinga (Schweden): Nar-i
Baran, 1370/1991. Das Buch enthilt mehrere, zum Teil miteinander verkniipfte
Episoden um fiinf Frauenfiguren. Eine erste Version davon stellte Parsipiir bereits

im Sommer 1357/1978 in Paris fertig. Die gedruckte Version ist eine iiberarbeitete
Fassung vom Friihjahr 1368/198¢.
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tion zum Ausdruck, in einer Episode des kontroversen Erzihl-
bandes: Dort streift die schiichterne Mu’nis durch die Buchliden
und wagt zunichst kaum, die angebotenen Titel zu studieren, bis
ein Buch iiber die menschliche Sexualitit ihre Aufmerksamkeit
erregt. Sie kauft es schliefflich und gewinnt durch die Lektiire ein
vollig neues Selbstbewuftsein.*

In ihren Romanen und Erzdhlungen setzt sich Parsiptir mit
Problemen der iranischen Gesellschaft auseinander, ohne Patent-
l6sungen zu suggerieren. Ihre Helden reprisentieren zwar ver-
schiedene Gesellschaftsklassen, sind aber, weit entfernt von
Schwarzweifl-Typisierung, psychologisch differenziert portritiert.
In ihrem ersten Roman Sag-o zimistan-i buland (»Der Hund und
der lange Winter«)’ etwa geht es um den Widerspruch zwischen
der traditionellen Gesellschaft und der heranwachsenden Genera-
tion, die versucht, aus einem Klima politischer Unterdriickung
und gesellschaftlicher Kontrolle auszubrechen. Der stindig dro-
hende Schatten der Zensur, der Leerlauf des staatlichen Verwal-
tungsapparates, Arbeits- und Perspektivlosigkeit der Jugend wer-
den drastisch, bis hin ins Absurde gezeichnet.®

In Interviews und Vortrigen hat sich Parsipir explizit zu
ihrem Beruf, dem Schreiben, und ihrer ‘Mission’ geiuflert.” Be-
sonders aufschluflreich in dieser Hinsicht ist jedoch ihre rezente-
ste Veréffentlichung, Hatirat-i zindin (»Gefingnismemoiren«), um
die es daher im folgenden gehen soll.

4 Zandn bidana mardan (zweite Auflage), 39 £.
5 Teheran: Amir Kabir, 2535/1976.

¢ Hasan ‘ABIDINI kritisiert in seiner Besprechung des Romans, daf Parsipiir
bei der Entwicklung ihrer Helden zu grofe Betonung auf die Rolle der Familie
statt auf gesellschaftliche Faktoren lege: Sad sali dastan nivisi dar Iran, Bd. 2,
Teheran: Tundar, 1368, 327. Er beriicksichtigt dabei aber weder die Rolle der
Zensur bzw. Selbstzensur im restriktiven Klima der 7oer Jahre noch die Tatsache,
daf im Mikrokosmos der Familie ja wiederum soziale und politische Probleme
gespiegelt werden. Vgl. hierzu PARSIPUR selbst in Hatirat, 20 f.: »In diesem
Roman versuchte ich, das Problem der Linken in Iran zu untersuchen (..).
Gleichzeitig war ich gezwungen so zu schreiben, daf das Buch durch die Zensur
kam, und das war sehr schwierig.«

” So in »Pasub-i nivisandagin-o $a‘irin ba pursi$-i ‘Bard-i ¢i minivisid’?e,
einem Interview zum Thema ‘Warum schreiben Sie?” mit der Literaturzeitschrift
Dunya-i suban 17/Farvardin 1367 (Mirz 1988), g £.
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Parsipar’s Gefangnismemoiren

Aufgrund ungliicklicher Zufille — und nicht etwa wegen ihrer
schriftstellerischen Aktivititen — im Sommer 1981 verhaftet,® ver-
brachte Parsipir iiber vier Jahre im Gefingnis. Dort begann sie
(1983) mit den-Vorarbeiten zu ithrem Roman T#bi va ma‘né-i Sab
(»Taba und die Bedeutung der Nacht«),” mit dem sie Ende der
achtziger Jahre bekannt wurde und der innerhalb weniger Monate
mehrere Auflagen erreichte.'’ 1996 verdffentlichte sie in Schweden
ihre Gefingnismemoiren. Diese kann man einerseits zum in Iran
relativ jungen Genre biographischer und autobiographischer Lite-
" ratur,"! andererseits zur Exilliteratur'? rechnen. Unter den weni-

8 Zu den Umstinden ihrer Verhaftung s. Hatirat, 62-71.
® Teheran: Ispark, 1368/1989.

19 Zur Entstehung und zum Publikumserfolg von T#ba s. auch Hatirat, 241,
373, 383, 396, 405. Zu einem wesentlichen Aspekt des Romans s. »Raum und
(Frauen-) Realitit...«.

"' In ihren Beitrigen zu Afsaneh NAJMABADI (ed.), Women’s Autobiographies
in Contemporary Iran, Cambridge, Mass.: Harvard UP, 1990, konstatieren die Ver-
fasser iibereinstimmend, dafl dieses Genre in der modernen persischen Literatur
bislang unterreprisentiert ist und diskutieren mégliche Griinde, insbesondere fiir
die Zuriickhaltung weiblicher Autorinnen. Sie riumen allerdings ein, daff Biogra-
phie und Autobiographie in einem anderen kulturellen Kontext als dem westli-
chen auch andersartige Ausdrucksformen haben kénnen, die sich einer Definition
nach westlichem Muster entziehen. S. besonders 61 ff. — Vgl. hierzu auch Marvin
ZONIS »Autobiography and Biography in the Middle East: A plea for psycho-
political studies«, in: Martin KRAMER (ed.), Middle Eastern Lives, Syracuse, NY:
Syracuse UP, 1991, 61 f. — Dennoch ist eine steigende Tendenz zu verzeichnen. So
haben inzwischen etliche Politiker des fritheren Regimes ihre Memoiren veroffent-
licht. Bekannte Intellektuelle und Kiinstler haben z.T. in englischer Sprache Erin-
nerungen verfaflt wie Abbas MILANI, Tales of Two Cities: A Persian memoir, Wash-
ington: Mage Publishers, 1996, oder Shusha GUPPY, The Blindfold Horse: Memories
of a Persian childhood, Boston: Beacon Press, 1988. Eine eigene Gruppe bilden die
im Exil vermarkteten Berichte von Frauen iiber ihre Flucht aus Iran wie z.B.
Sousan AZADI / Angela FERRANTE, Out of Iran: One woman’s escape from the Ayat-
ollabs, London: Warner, 1995 (repr.).

12 Zur persischen Exilliteratur nach 1979 s. u.a. Michael BEARD & Hasan
JAVADI, »Iranian Writers Abroad«, in World Literature 60,2 (spring 1988), 258 ff;
Faridoun FARROKH & M.R. GHANOONPARVAR, »Portraits in Exile in the

- Fiction of Esma’il Fassih and Goli Taraghic, in: Iranian Refugees and Exiles since
Khomeini, ed. Asghar FATHI, Costa Mesa, CA: Mazda Publishers, 1991, 280-93;
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gen iranischen Frauen, die bisher Memoiren vorgelegt haben, ist
Parsipiir die einzige Schriftstellerin.”® Die grofle alte Dame der
modernen persischen Prosaliteratur, Simin Dani$var (geb. 1921),
hat vorliufig nur ihre dahingehende Absicht erklirt."

Ordnet man ihre Memoiren jedoch der gesonderten Gattung
‘Gefingnisliteratur’ zu, steht Parsipir in einer bis ins Mittelalter
zuriickreichenden Tradition.'

Mohammad Mehdi KHORRAM]I, »Qissa va qissa-nevis dar tab‘id: Tarih&a-i is-
tiqlal-i adabic, in: Iran-shenasi 5,1 (spring 1993), 183-94. ,

¥ In ihrem Beitrag zu Women’s Autobiographies in Contemporary Iran nennt
Farzaneh MILANI lediglich drei persischsprachige Verdffentlichungen: 1) Parvin
NAUBAHT, Daryaéa-i Marivan: Si‘at $a$, Teheran: Sipihr, 1981; 2) Mardiya AHMA-
DI USKU’L; Hatirati ag yak rafig, 0.0.: Sazman-i Fadayan-i Halq, o.J.; 3) Hatirari
Tag us-Saltana (Taj os-Saltaneh’s Memoirs), ed. Mansureh ETTEHADIYEH u. Cyrus
SA’DVANDIYAN, Teheran: Na$r-i Tarih-i Irdn, 1982. — Kiirzlich veréffentlichte Mu-
nira BARADARAN (M. RAHA) im deutschen Exil ihre Gefingnismemoiren unter
dem Titel Hagiqat-i sada: Hatirati ag gindan-i zanan-i gumbiri islami-i Iran, Han-
nover: Tafakkul-i mustaqxll—1 dimikratik-i zanan-i Iran dar Hanifar, 1376/1997.
Keine dieser Autobiographinnen hat sich jedoch bisher iiber ihre Memoiren hin-
aus schriftstellerisch betitigt. — Autobiographisch gefirbte Erzihlliteratur wie etwa
Hatira-ha-i parakanda (»Verstreute Erinnerungen«) von Guli TARAQQI oder Dar
badar (»Zuhause«) von Mah3id AMIRSAHI zihlen wir hier nicht zum autobiogra-
phischen Genre im engen Sinne.

S, Hunar va adabiyyat-i imraz. Gufl-o Sanidi ba: Parvig Natil Hanlari — Simin
Danitvar ba kusasi Ndsir Hariri, Babul: Kitabsaray-i Babul, o.]., 35. Farzaneh MI-
LANI weist darauf hin, daf eine Figur in Dani$vars beriihmtem Roman Savisin,
Friulein Futdihi, ihre Lebensgeschichte schreibt. S.F. MILANI, »Veiled Voices: Wo-
men’s autobiographies in Iranc, in: Women’s Autobiographies in Contemporary Iran,
7. Sie iibergibt ihre Aufzeichnungen der Protagonistin Zari mit der Bitte, sie dau-
erhaft in einem Safe aufzubewahren. S. Sav#s#n, Teheran: Hvarazmi, 1363 (13.
Aufl), 108 f. — Auch auf der Ebene der Fiktion bleiben die Lebensgeschichten ira-
nischer Frauen also den Augen der Offentlichkeit weitgehend verborgen!

15 Hierzu s. Sigrid WEIGEL, Und selbst im Kerker frei..! Schreiben im Gefingnis:
Zur Theorie und Gattungsgeschichte der Geﬁmgmslztemtur (1750-1933), Marburg/Lahn
1982.

'8 So schrieb der aus Lahore gebiirtige persische Dichter Mas‘@id b. Sa‘d b.
Salman, gest. §15/1121-2, der unter zwei verschiedenen Herrschern in Ungnade fiel
und jahrelang eingekerkert war, Habsiyyat (»Gefingnisgedichte«). S. STOREY, vol.
v: Poetry of the Pre-Mongol Period, 412-6, und HdO 1, IV, 2, Lfg. 2, 40 f. — In unserem
Jahrhundert verdffentlichte der bekannte Autor und Professor fiir Persisch an der
Humboldt-Universitit zu Berlin, Bozorg ALAVI (1904-1997), der aufgrund seiner .
kommunistischen Uberzeugung unter Reza Schah vier Jahre im Gefingnis ver-
bracht hatte, eine Sammlung von Kurzgeschichten unter dem Titel Waraq para-ha-i
gindin (»Blitter aus dem Gefingnis«) sowie Pangih-o sih nafar (»Dreiundfiinfzig
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Natiirlich bilden Gefingnismemoiren eine ganz besondere
Kategorie der Memoirenliteratur, insofern sie einen extrem be-
grenzten, von der Gesellschaft ausgegrenzten Mikrokosmos dar-
stellen, der freilich als charakteristisch fiir die gesamtgesell-
schaftliche Situation verstanden werden kann.'”” Wenn Autoren
autobiographischer Schriften besonders explizit die Tatigkeit des
Schreibens thematisieren,' gilt dies umso mehr fiir die Verfasser
von Gefingnismemoiren, die zwischen der Angst, von der Erin-
nerung iberwiltigt zu werden, und der Hoffnung schwanken,
sich das Grauen von der Seele schreiben zu kénnen."”

Der Schriftsteller hat zudem in den Augen seiner Mitgefange-
nen wie der Gefingnisautorititen eine besondere Rolle inne®
kann er doch als Chronist mit seiner Feder Ereignisse und Perso-
nen dieses ausgegrenzten Mikrokosmos auch iiber ihre physische
Vernichtung hinaus verewigen und auflerhalb seiner Mauern be-
kanntmachen. Dariiberhinaus vermag er als Fabuleur und Visio-
nir der rdumlichen und geistigen AbschlieBung des Gefingnisses
unbegrenzte Welten entgegenzusetzen. Die impliziten und expli-

Personen«) die autobiographische Schilderung der Verhaftung und des Verhors
einer Gruppe iranischer Kommunisten. S. RYPKA, 396 f. — Aus anderen Lindern
des nahéstlich-islamischen Kulturkreises sei an den Agypter Sun‘allah Ibrahim
erinnert, s. Nada TOMICHE, »L’ceuvre de Sun‘allah Ibrahim ou la ‘littérature des
prisons’ (adab alsugin)«, in Annales Islamologiques 18 (1982), 255-71; unter Frauen,
die ‘Gefingnisliteratur’ schrieben, ist die tiirkische Schriftstellerin Sevgi Soysal
(1936-1976) zu erwihnen, die ihre Erinnerungen an ihre Untersuchungshaft im
Militirgefingnis von Ankara verdffentlichte, s. Priska FURRER, Das erzihlerische
Werk der tiirkischen Autorin Sevgi Soysal (1936-1976), Berlin: Schwarz, 1992, 94-99 u.
170-186.

17Vgl. hierzu Massimo PAVARINI, »The Penitentiary as a Model for the Ideal
Society«, in: Dario MELOSSI & Massimo PAVARINI, The Prison and the Factory:
Origins of the Penitentiary System, transl. Evans Glynis COUSIN, Totowa, NJ: Barnes

& Noble, 1981, 149: »Prison assumes the dimension of an ‘organized project for the
subaltern social world’.«

18 Vgl. Madeleine SALZMANN, Die Kommunikationsstruktur der Autobiographie,
Bern etc.: Peter Lang, 1988, 149.

19°S. hierzu Miinira BARADARAN, Hagiqat-i sida, 5 f. — Vgl. auch FURRER,
Das erzgiblerische Werk, 170 f.: »Gefangenschaft ist eine Extremsituation, die [...]
offensichtlich geradezu danach dringt, schreibend verarbeitet zu werden.«

2 Vgl. Barbara HARLOW, Resistance Literature, New York & London: Me-
thuen, 1987, 131.
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ziten Auflerungen Parsipir’s zur Rolle des Schriftstellers in ihren
Gefingnismemoiren sind sicher nicht zuletzt auf die Erfahrung
dieser existentiellen Bedeutung des Schreibens in der Haft zuriick-
zufiihren.

Parsipur schrieb ihre Hatirati zindan — nach ihren eigenen
Worten ohne sich dabei auf Notizen zu stiitzen — innerhalb von
zwei Monaten (Dezember 1994 bis Februar 1995) in ihrem Exil in
Los Angeles nieder. Zu jenem Zeitpunkt waren vierzehn Jahre seit
ihrer ersten Verhaftung und etwa zwei Jahre seit ihren am Ende
der Memoiren geschilderten Vortragsreisen in Amerika und
Europa vergangen.

Die Gliederung

Nach einem einleitenden Gebet — hierzu spiter — sowie skep-
tischen Uberlegungen zum Wert und Nutzen der Niederschrift
threr Memoiren und Danksagungen beschreibt Parsipar die
Szene, in der ihr im Gefingnis zum ersten Mal der Gedanke kam,
nach der Freilassung die Erinnerungen an ihre Haftzeit niederzu-
schreiben.

Hiernach beginnt Parsipir ihre Memoiren mit einem Riick-
blick auf die Vorgeschichte der Iranischen Revolution, die gleich-
zeitig die Vorgeschichte ihrer Verhaftung ist. In mehreren kurzen
Abschnitten schildert sie dann die sich jagenden Ereignisse in den
Monaten unmittelbar vor ihrer Verhaftung und Abtransportie-
rung ins Evin-Gefingnis im Mordad 1360 / August 1981.

Es folgen die eigentlichen »Gefingnismemoiren«, die zusam-
men mit der “Vorgeschichte’ etwa zwei Drittel des Buches ausma-
chen. Sie sind chronologisch angeordnet und in Abschnitte
gegliedert nach den verschiedenen Gefingnissen bzw. Abteilun-
gen, in denen sie inhaftiert war,” bis zu ihrer Freilassung im
Esfand 1364 / Mirz 1985.

Im letzten Drittel des Buches berichtet Parsipiir von ihren
(schriftstellerischen) Aktivititen nach ihrer Freilassung und den

2 Hatirat, 13: »Nun versuche ich, die Linie der Erinnerung (batt-i hatira) auf
dem Wege dieser vier Gefingnisaufenthalte zusammenzufiigen.«
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Problemen, mit denen sie dabei konfrontiert ist. Anschlieflend
beschreibt sie ihren erneuten Haftaufenthalt (1368/1989) infolge
von Hetzkampagnen gegen ihr Buch Zanin bidina mardin. Im
folgenden schildert sie die kurze Zeit, die sie in Freiheit verbringt,
und im nichsten Abschnitt ihre Einlieferung ins Untersuchungs-
gefingnis sowie die dortigen Zustinde.

Hierauf gibt sie eine Zusammenfassung der Vortragsreisen,
die sie 1992 auf Einladung verschiedener Organisationen nach
Amerika, Schweden, Deutschland, Norwegen, Osterreich und Eng-
land fiihrten, und bringt zuletzt wieder die Widrigkeiten im All-
tagsleben zur Sprache, mit denen sie bei ihrer Riickkehr nach Iran
zu kimpfen hat.

In einem sogenannten »Resumee« (natigagiri), das den letzten
Abschnitt ihrer Memoiren bildet, kommt Parsipiir auf ein Thema
zuriick, das sie bereits in mehreren essayistischen Exkursen be-
handelt hat: die geographische und klimatische Lage Irans und
die daraus erwachsenden Probleme der iranischen Gesellschaft.
Schliefllich wendet sie sich mit Ratschligen zur Losung dieser
Probleme an die iranische Jugend.

Das Buch endet mit nochmaligen Danksagungen und einer
Widmung an die Opfer der Hinrichtungen und die Opfer des
irano-irakischen Krieges.

Parstpar’s Selbstverstindnis als Schrifistellerin: Bekennerin und Anwil-
tin in eigener Sache

Parsiptr eréffnet ihre Gefingnismemoiren auf feierliche Weise
mit einem mystisch gefirbten Gebet:

Heute ist der erste Tag des Winters. Der Aufstieg des Lichtes be-
ginnt. Ich habe mich zum Gebet verneigt. Ich glaube, dafl das
Sein insgesamt bewufit ist. Ich glaube, da jedes Staubkdrnchen
auf eine Weise — nach Art des Staubes — denkt. Ich glaube, dafl
man keine zwei Wasserstoffatome finden kann, die einander
vollkommen gleichen. Ich glaube, dafl auch die Wasserstoffatome
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— auf eine Weise — denken.?? Daher sprach ich, als ich mich zum
Gebet verneigt hatte: Gott, ich bete dich in allen Manifestationen
(tagalliyat) an. Du bist es, der sich in Schleiern (parda) verbrennt,
um in anderen wieder zu erscheinen (mutagalli $avi). Du bist es,
der nicht sein will und das Nichtsein befiehlt, um plétzlich wie-
der iiber die Maflen zu sein. Du bist es, der wollte, dafl ich dei-
nen Tod und deine erneute Geburt in einem Meer von Blut sehe.
Ich bitte dich nun um Erlaubnis, mir die Kraft zu geben, das, was
ich im Gefingnis gesehen habe, zu schreiben. Du weiflt, dafl mein
Ziel kein Heldenkult ist,”® und daf ich keiner Gruppe oder Frak-
tion anhinge. Du weifdt auch, daff ich weif, daf} die Dritte Welt
an der Schwelle des Todes steht und vielleicht alles fiir immer
verloren hat. (...) Aber Arbeit ist immer rettend. Méglicherweise
offnet stetige Arbeit, in Verbindung mit Geduld und Fleif} Ti-
ren. Und meine Arbeit ist das Schreiben. Ich habe schlimme Jahre
hinter mir und lelde in den letzten zwei Jahren an starken Ner-
venbeschwerden.?*

Wenn man voraussetzt, dafl sich der Mensch Gott gegeniiber zu
absoluter Aufrichtigkeit verpflichtet fiihlt,” bewirkt dieses einlei-
tende Gebet beim Leser grofitmdglichstes Vertrauen in die Glaub-
wiirdigkeit unserer Autorin. Parsipir schlieflit hier also héchst
wirkungsvoll den von Philippe Lejeune sogenannten »pacte réfé-
rentiel«’* Am Ende ihrer vorangestellten Danksagungen bekrif-

2 Ahnliche Vorstellungen legt sie dem Vater ihrer Romanfigur Tiba in den
Mund: »(...) Und wie steht es mit der Erde, dachte er. Kann auch sie denken? Da-
her kam es, daf sich der Planet Erde mit allem, was sie enthielt, drehte. Alle Dinge,
dié sie enthielt, konnten separat und fiir sich denken und drehten sich vielleicht
ebenfalls, so wie ihr grofler Ursprung, die Erde. (...) bildete doch ein Baum eine
Ganzheit, und muflte in seinen Grenzen iiber einen angemessenen Verstand ver-
fiigen. Und seine Bestandteile, all diese Teilchen, konnten in ihrer eigenen Ganz-
heit ebenfalls selbstindig denken.« T#ba va ma ‘na-i Sab, 23 f.

2 Die Ablehnung der Heroisierung (der eigenen Stirke) scheint ein Merkmal
weiblicher Gefingnisliteratur {iberhaupt zu sein. Vgl. FURRER, Das erzihlerische
Werk, 180 f.

2 Hatirat, 3 f. ]

2 Vgl. hierzu Jean STAROBINSKI, »Der Stil der Autobiographie«, in: Die
Autobiographie: Zu Form und Geschichte einer literarischen Gattung, hrsg. v. Giinter
NIGGL, Darmstadt: Wissenschaftliche Buchgesellschaft, 1989, 206.

% Le Pacte auntobiographique, Paris: Seuil, 1975, 36: »Im Gegensatz zu allen For-

men der Fiktion sind die Biographie und die Autobxographm referentielle Texte:
genau wie die wissenschaftliche oder historische Rede geben sie vor, eine Informa-
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tigt Parsiptir den »Pakt« ein weiteres Mal, indem sie verspricht,
die Ereignisse wirklichkeitsgetreu zu rekonstruieren.”’

Neben dieser leserbezogenen Funktion beinhaltet die Eroff-
nungspassage bereits zwei wichtige Merkmale, bzw. Funktionen
der folgenden Hatirat-i zindan.

Im Hinblick auf die darin viermal wiederholte Formel »Ich
glaube (...)« (bdvar daram) kann man sie als individuelle Szhida
(»Glaubensbekenntnis«) bezeichnen. Ahnliche ‘Bekenntnisse’, zu
religiosen wie sikularen Werten, finden sich im gesamten Text.
Besonderes Gewicht legt Parsipir darauf, ihren Glauben an De-
mokratie und (Meinungs-)Freiheit zu bekriftigen:

Im Grunde war ich froh, in diesem schrecklichen Moment im
Gefingnis zu sein, denn wenn ich in Freiheit gewesen wire und
nichts getan hitte, wire ich aufgrund meiner Uberzeugungen von
der Freiheit und Verteidigung der Demokratie mit mir unzufrie-
den gewesen (...).2

Als jemand, der (..) iiberzeugt ist vom Lebensrecht aller Men-
schen, darunter auch vom Recht der sexuellen Freiheit, hatte ich
das nicht ernstgenommen.?

Auflerdem beteuert sie ihren Respekt vor allen Religionen,
bzw. vor dem Islam: »(...) Ich glaube an Gott, betrachte alle Reli-
gionen mit Ehrfurcht (...).«*°

Solche Erklirungen dienen, so diirfen wir unterstellen, in
starkem Mafle ihrer Rechtfertigung. Immerhin lastet auf Parsipar
der Ruch mehrjihriger Haft und die Anklage der Islamfeind-
lichkeit, bzw. der destruktiven politischen Opposition, die sie ins
Gefingnis brachte. Ein grofler Teil ihrer Mitgefangenen hatte sich
tatsichlich dem bewaffneten Widerstand verschrieben. Um sich

tion iiber eine aulerhalb des Textes liegende ‘Realitit’ zu geben (...) Alle referentiel-
len Texte enthalten implizit oder explizit, was ich einen ‘referentiellen Pakt’ nennen
werde (...) Die Formel hierfiir wire (...) Ich schwore, daf ich die Wahrheit sage, die
ganze Wahrheit, nichts als die Wahrheit.«

1 Hatirat, 6: »(...) qoul midaham (...) dar bazsazi-i vaqayi‘ durustkar basam.«

% Ibid., 108. — Vgl. auch 377.

® Ibid., 208. — Vgl. auch 137 u. 333.

% Ibid., 34. - Vgl. auch 105.
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von ihnen abzusetzen, betont Parsipar daher mehrmals ihre Ab-
lehnung des bewaffneten Kampfes.’’ Mit ebendieser distanzierten
Haltung zog sie ihrer Darstellung zufolge wihrend ihrer Haft die
Miflgunst von Mitgefangenen auf sich und bildete eine Ziel-
scheibe von Verleumdungen,”? gegen die sie hier sicherlich auch
anschreibt. Im iibrigen fiihlte sich Parsipir auch in Freiheit und
selbst unter ihren Berufskollegen wegen ihrer individuellen, un-
abhingigen Haltung hiufig verkannt, insbesondere wihrend des
‘politischen Friihlings’ unmittelbar vor und nach dem Sturz des
Schahs, als die Sitzungen des iranischen Schriftstellerverbandes zu
Foren verschiedener politischer Gruppen wurden.”

Parsipiir’s Ziel ist es also, zumindest vor dem “Tribunal’ ihrer
Leser eine Revision ihrer Verurteilung und Anerkennung fiir ihre
Haltung zu erreichen.*® Zu diesem Zweck versucht sie, {iber ihre
(politischen) Aktivititen moglichst erschépfend Auskunft zu ge-
ben und jegliche Mifiverstindlichkeiten auszuriumen:

Bevor ich auf meine Verhaftung eingehe, muf ich noch einen
Punkt erwihnen, damit meine politischen Orientierungen restlos
geklirt werden: Ich habe in Paris mehrmals an den Sitzungen der
Kommission zur Verteidigung der Menschenrechte in Iran teil-
genommen, ohne aber Mitglied zu sein.*®

Parsipiir gibt jedoch nicht nur Deklarationen zu ihrer poli-
tischen Einstellung ab. Entgegen dem Trend in der autobiogra-
phischen Literatur iranischer Autorinnen® hat sie den Mut, auch

38, ibid., 29 £.,137.
%2 Ibid., 333.
* »Ich nahm an den ermiidenden und chaotischen Sitzungen des Schrift-

stellerverbandes teil und fand heraus, daf ich keinen Wert hatte, da ich keiner
Gruppe angehdrte und nicht revolutiondr war.« Ibid., 56. — Vgl. auch 47.

3 Vgl. hierzu F. MILANI, derzufolge ein Hauptanliegen bisher erschienener
Frauen-Autobiographien die Richtigstellung eines »falschen Bildes« ist. »Veiled
Voices«, 12.

35 Hatirat, 57.

36 William L. HANAWAY, »Half-Voices. Persian Women’s Lives and Lettersc,

in: Women’s Autobiographies in Contemporary Iran, 56: »For Persian women, how-
ever, there is a barrier to making direct autobiographic statements. Perhaps it is
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intime Regungen und Note zu bekennen. So gesteht sie ihre emo-
tionalen und sexuellen Bediirfnisse wihrend ihrer Haftzeit ein
und spricht iiber ihre unerfiillte Sehnsucht nach einer Liebesbe-
ziehung.”’

Der Bekenntnischarakter gilt als typisches Merkmal autobio-
graphischer Schriften iiberhaupt und wird aus der Tradition der
dffentlichen Beichte abgeleitet.”® In dieser religidsen Bedeutung,
als Siindenbekenntnis, tritt er am deutlichsten in der folgenden
Passage zutage, in der Parsipiir schildert, wie sie zwei Gefangene
verleumdete, die zum Schaden der {ibrigen Mitgefangenen mit
der Gefingnisleitung kollaborierten:

(...) in diesem Moment war ich gemeiner als gemein geworden
und richte mich an den beiden fiir die ganzen Dinge, die ich in
diesen sechs Monaten gesehen hatte (...). Und so wilzte ich mich
in Gemeinheit.* (...) Ich hatte einen schmutzigen Sieg errungen.
(-..) Wenn ein wenig von der Natur und dem Charakter Jesu in
mir gewesen wire, hitte ich die Ohrfeige schlucken miissen und
die andere Wange hinhalten.*’(...) Und nochmals bitte ich den
Herrn der Wahrheit um Verzeihung, daf ich mich zu Gemein-
heit habe hinreiflen lassen.*!

the fear of what might be revealed (..) that brings about the veiling and the
selfcensorship.«

1 Hatirat, 209, 374:. »Ich fithlte mich zutiefst allein. Ich hatte ein starkes
Bediirfnis nach einer emotionalen Beziehung, aber (...) die Angst, verfolgt und als
ehrlos und unziichtig verleumdet zu werden, fithrte dazu, daf ich nicht daran
dachte, einen minnlichen Freund zu suchen [wortl: ‘zu finden’]. Trotzdem war
der Traum, mich an einen Mann anzulehnen, immer gegenwirtig.« — Vgl. 430.

% Vgl. T. C. ZIMMERMANN, »Bekenntnis und Autobiographie in der friithen
Renaissances, in: Die Autobiographie, 343-366.

* Hatirat, 207.

0 Ibid., 208.

4 Ibid., 210.
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Zeugin ($3hid) und Beobadhterin (nazir)

Als weiteres, durchginges Merkmal der Hatirat scheint bereits in
ihrem einleitenden Gebet der Zeugnischarakter auf. Parsiptir bit-
tet Gott um Kraft, damit sie schreiben kann, was sie gesehen hat.

Daf sie sich weniger als Betroffene, sondern in erster Linie als
(Augen-) Zeugin bzw. Beobachterin sieht, bringt sie immer wieder
zum Ausdruck — auch, wenn sie Ausnahmen von dieser Regel
schildert: »Hier trat ich zum ersten Mal aus meiner Rolle als Be-
obachterin (zdgzir) heraus (...).«* Dies hingt vor allem damit zu-
sammen, dafl Parsiptr keiner bestimmten politischen Gruppe
angehért und sich daher auch nicht an den ideologisch motivier-
ten Aktionen der iibrigen Gefanigenen beteiligt, ja sich grundsitz-
lich als Fremdkérper fiihlt: »Leute wie ich waren entweder nicht
im Gefingnis, weil sie nie in den bewaffneten Widerstand einge-
treten waren, oder hatten das Land fiir immer verlassen.«*® Dank
ihrer Unabhingigkeit hat sie aber das Privileg, in alle diese Grup-
pen Einblick nehmen zu kénnen und ist somit zur Zeugin pride-
stiniert. So sagt sie iiber eine Aktion der Mugahidin im Gefing-
nis: »Ich sah zu und nahm es als Exempel (ibrat migirifiam).*
An anderer Stelle schreibt sie {iber eine rituelle Trauerfeier (‘2za-
dari) der Gefangenen:

Wihrend die Menge schrie, durchforstete ich mein Gedichtnis,
wo ich eine solche Szene schon einmal gesehen hatte (...).**

In dieser Rolle als neutrale Beobachterin bemiiht sie sich, ih-
ren Blick vor nichts zu verschlieflen. So 143t sie sich die Folterma-
le einer Gefangenen zeigen*® und sieht sich auch politische Pro-
pagandasendungen des Regimes an, im Gegensatz zu ihren Mitge-
fangenen, die solche Programme demonstrativ boykottieren.*’

2 Ibid., 182.
“ Ibid., 178.
“ Ibid., 177.
* Ibid., 129.
% Ibid., 92.

1 Ibid., 255.
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Parsipir ist freilich, wie sie betont, ganz und gar unfreiwillig
zur Zeugin geworden:

In diesem Moment wurde ich, ob ich wollte oder nicht, Zeugin

(s'db‘z;tg) und Gefihrtin (S277k) des bitteren Schicksals dieser Kin-
der.

(...) eine Hand hatte mich ins Haus gezogen, daff ich Zeugin die-
ses todlichen Kampfes wiirde.”

Natiirlich sind auch alle anderen Gefangenen unfreiwillig zu
einer Zuschauerrolle verurteilt.”® Doch haben sie sich aus Parsi-
piirs Sicht durch ihre oppositionellen Aktivititen selbst in diese
Lage gebracht. In der Rolle des passiven Zuschauers befindet sich
im {ibrigen auch die gesamte iranische Gesellschaft in ihrem Ver-
hiltnis zum Westen, was in zwei Szenen, in denen Parsipir schil-
dert, wie sie mit ihren Mitgefangenen Fernsehberichte aus dem
Westen verfolgt, symbolisch zugespitzt zum Ausdruck kommt.*!

Die Zeugenrolle versucht Parsipar jedoch auch als Privileg
und besondere (Auf-) Gabe zu betrachten, gerade weil sie im Ge-
gensatz zu ihren Mitgefangenen nicht die Ehre einer politischen
Widerstindlerin beanspruchen kann:

Ich war keine grofle politische Kimpferin (...) war auch keiner
schweren Folter ausgesetzt, da ich aufgrund meines Widerstan-
des zu preisen wire. Aber vielleicht, weil ich sah, und klar war,
daf ich sehe und nicht mit den Folterern zusammenarbeite...
[d.h., setzten ihre Mitgefangenen Vertrauen in sie]’

*® Ibid., 103.
* Ibid., 158.

3 Vegl. ibid., 205: »Die Menge der Zuschauer war in vollkommenem Schweigen
Zeuge der Szene. In Abwesenheit eines entwickelten Kinos und glanzvoller Theater
konnte man das Leben einer Anzahl von Menschen, die im Gefingnis festsaflen,
in den Dreck ziehen und sich am Zusehen ergbtzen.«

S1S. ibid., 12 u. 148. — Vgl. auch Sag-0 zimistan-i buland, 11: »*Ali sagte: Gehst du
denn nicht sieben Tage in der Woche ins Kino, um das Leben dort [d.h. im We-
sten] mit den Augen zu verschlingen. Geh und lebe mit ihnen. Das ist doch besser.
(-..) Du willst, aber du kannst nicht (...).«

52 Hatirdt, 226.
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Chronistin und Aufklirerin

Aus dem Zeugesein erwichst die Aufgabe des Bezeugens, aus der
Beobachter- die Chronistenrolle.”® Parsipiir bemiiht sich, ihre Be-
obachtungen méglichst exakt festzuhalten, indem sie beispiels-
weise Statistiken iiber Alter, Zahl und Herkunftsmilieu ihrer Mit-
gefangenen erstellt.”*

Diese Rolle wird auch von auflen an sie herangetragen:

Das kurdische Midchen sagte: Weil du Schriftstellerin bist, wire
es nicht schlecht, wenn du sie sihest, damit du weifit, zu was ein
Mensch werden kann.*

Man erklirte mir, daf diese Gefangene wahnsinnig in eine Frau
verliebt ist und ein interessantes Schicksal hat und sie mich gern
treffen will, weil ich Schriftstellerin bin. (...) Sie fiihrten mich in
einen Raum, damit ich Zeuge einer Liebe sei zwischen einer Mér-
derin und einer Prostituierten.’

Thre Mitgefangenen rufen sie als Zeugin und vertrauen ihr
ihre Lebens- und Leidensgeschichten an, weil sie Schriftstellerin
ist. Sie appellieren damit an ihre professionelle Fihigkeit und
Aufgabe, das Gesehene und Gehérte aufzuzeichnen und fiir die
Nach- bzw. Auflenwelt zu bewahren.”” Parsipar selbst bemerkt in

3 In diesem Sinne duflert sich Parsipiir in einer Rede, die sie 1992 auf einer
Reise durch Deutschland hielt, iiber Inhalt und Motivation ihrer Arbeit: »Ich
bezeuge (Sebadat midaham), dafl ich einen Menschen gesehen habe, der unter den
schlimmsten Schligen Mensch geblieben ist«. Abgedruckt als »Sindsnima-i yak
nivisandac, in: Aras (Lognes) 35/36 (Marz/Aprll 1993), 27. — Vgl. auch ihren ersten,
1976 erschienenen Roman, in dem sie Hossein, den ilteren Bruder der Ich-
Erzihlerin, sagen 1ift: »Aber ihr habt wohl eure Augen geschlossen und seht rein
gar nichts. Ich habe dort Menschen gesehen, die schier zerdriickt wurden, ihre
Knochen wurden zermalmt, doch sie gaben keinen Laut von sich. Wie seid ihr nur
so geworden? Etwas in euch ist gestorben, ihr seid alle Konservative.« Sag-o
Zimistan-i buland, 36.

% Hatirat, 215 u. 428.

% Ibid., 96.

% Ibid., 455.

57 Der Spirlichkeit bisher verdffentlichter autobiographischer Zeugnisse zum
Trotz zeigt sich hier, daf es durchaus Frauen gibt, die bereit sind, mit autobiogra-
phischen Erinnerungen sehr personlicher Natur an die Oﬁ'entllchkext zu gehen!
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diesem Zusammenhang: »Ich bin gezwungen, die Geschichte
Schritt fiir Schritt zu verfolgen, damit ich keine wichtigen Punkte
dem Vergessen anheimgebe.<*®

Aufgrund der Autoritit ihres Alters — wihrend ihre meisten
Mitgefangenen Schiilerinnen und junge Studentinnen sind, ist
Parsipar bei ihrer Verhaftung bereits Mitte Dreiflig — der Autori-
tit ihres Standes als Schriftstellerin sowie ihres iiberparteilichen
Standpunktes betitigt sich Parsipiir nach ihren eigenen Worten in
mannigfachen Situationen als Lehrmeisterin: »Da die Gefangenen
wuflten, dafl ich (...) ihnen freundlich gesinnt war, diskutierten
wir dariiber und ich erklirte, dafl jeder Mensch ein Recht auf per-
sonlichen Besitz habe.«*

Als Parsipiir in eine Abteilung mit gewdhnlichen Straftite-
rinnen verlegt wird, die zum groflen Teil Analphabetinnen sind,
spielt sie geradezu die Rolle der Aufklirerin: »(...) Dann erlduterte
ich, dafl die Wolken positive und negative elektrische Ladung tra-
gen und erklirte den Grund fiir das Gerdusch [des Donners].«%

Auch mit der Niederschrift ihrer Memoiren selbst verfolgt
Parsipiir {iber die blofle Aufzeichnung der Ereignisse hinaus di-
daktische, bzw. aufklirerische Ziele. Sie schildert vor allem, was
ihr lehrreich, oder — um eine von ihr bevorzugte Vokabel zu ge-
brauchen — »nachdenkenswert« (gabil-i ta’ammul) erscheint:

Sie [d.h. die jungen Gefangenen im Drogentrakt des Evin-Gefing-
nisses] erzdhlten viele Geschichten, die zu einem Roman taugen
wiirden, aber allein die Erwihnung eines Punktes beziiglich des
ersten Madchens ist nachdenkenswert.*!

Diese Bereitschaft ist vielleicht gerade bei den nicht-intellektuellen, ja analphabe-
tischen Frauen anzutreffen, die von der Méglichkeit fasziniert werden, mit Hilfe
eines Mediums aus ihrer Anonymitit und Isolation heraus ins Licht der Offent-
lichkeit zu treten.

8 Hatirat, 209.

% Ibid., 132. - Vgl. 182, 222, 328, 453.

 Ibid., 453.

8 [bid., 451. — Vgl. auch 409: »Das Midchen erzihlte mir (...) sein Schicksal,
und ich denke, daR es aus gesellschaftspsychologischer Sicht, im Fegefeuer zwi-
schen Stadt und Dorf, interessant sein muf.«
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Beobachtungen einzelner Ereignisse und individueller Verhal-
tensweisen benutzt sie »als Exempel«®, aus denen sie allgemeine

Schliisse tiber die iranische Gesellschaft ableitet:

(-..) Ebendiese traditionelle Erziehungsmethode ist es, die diesen
auflergewdhnlichen Sturm in Iran entfesselt hat. Ich werde nach
und nach versuchen, die verschiedenen Dimensionen dieses Pro-
blems mit der Erwihnung von Ereignissen, deren Zeugin ich war,
zu untersuchen.®”

Hiufig nimmt sie auch ihre Selbstbeobachtung zum Aus-
gangspunkt fiir solche Verallgemeinerungen:

[Da war] Die Einsamkeit, das Schwanken zwischen verschiedenen
Gedanken und das stindige Gefiihl beobachtet zu werden, das in
den Gefingnisjahren und danach in mir verwurzelt wurde und
iiberhaupt die Wahrheit, daff Iraner immer das Gefiihl haben,
unter Kontrolle zu sein. Eine solche Empfindung begleitete mich
von Kindheit an, und ich hatte immer das Gefiihl, daf ein Auge
mich beobachtet.*

Mehrmals spricht sie den Leser direkt an, um seine Aufmerksam-
keit auf eine bestimmte Schlufifolgerung oder ihrer Meinung
nach typische Situation zu lenken:

Ich ergreife die Gelegenheit, die iranischen Leser dieses Buches
darauf aufmerksam zu machen,. daf es eine der Beschiftigungen
der zuriickgebliebenen Gesellschaften ist, (psychische) Krankheit
mit dem Ubersinnlichen in Verbindung zu bringen.%

2 Vgl. 0., Anm. 44.
3 Ibid., 161.

8 Ibid., 390 f. — Vgl. 338: »Ich bedaure immer noch, nicht mehr zu dieser Sache
gesagt zu haben — aus Angst vor den Berichten der »Bekehrten (tavvabin) [d.h. der
Gefangenen, die ihrer oppositionellen Ideologie abgeschworen haben und mit den
Gefingnisautorititen zusammenarbeiten]. Die Iraner sagen aus Angst nie das, was
man in einem bestimmten Augenblick sagen muf, und dann wird es immer zu
spit.«

8 Ibid., 392.



ZEUGIN, CHRONISTIN, AUFKLARERIN? 213

An einer anderen Stelle gibt sie eine Diskussion wieder, »deren
Kenntnisnahme vielleicht fiir die Linken Irans niitzlich ist.<* In
ihrem Resumee schlieflich wendet sie sich speziell an die junge
Generation 1hrer Landsleute, »dle]emgen jungen Iraner, die diese
Zeilen lesen.«*’

In diesen ihren eindringlichen Schluflworten versucht Par-
sipiir mit geradezu ‘missionarischem’ Eifer, ihre Erkenntnisse zu
vermitteln. Zum wiederholten Male insistiert sie auf der Bedeu-
tung der geographischen Lage Irans:

(...) Je mehr also die Geographie studiert wird, desto mehr wird es
(...) dazu beitragen, die Wirklichkeit zu verstehen,

und mahnt:

Die jungen Iraner mégen das Bevdlkerungswachstum nicht ver-
gessen. (...) Es gibt keine Lésung aufler einer strengen Geburten-
kontrolle, damit zwischen der Bevélkerung und den Méglich-
keiten ein Gleichgewicht hergestellt wird. (...) Zwei Prinzipien
diirfen also bei der Untersuchung nlcht vergessen werden, die
Geographie und die Bevolkerungsdichte.%®

Einen dhnlichen Drang, ihre Stimme zur Lésung der bren-
nenden nationalen Probleme erheben zu miissen, legte Pirsipﬁr
im tibrigen auch schon vor ihrer Haft an den Tag So mahnte sie
den bekannten linken Dichter Ahmad $amli in einem Brief, sich
in seinem Exil nicht zu scharf gegen das ohnehin im Sturz be-
griffene Schahregime zu 4uflern, da es »zum Untergang fiihrt,

® Jbid., 247. — In einigen Fufinoten gewinnt man den Eindruck, die Autorin
wende sich auch an Leser, die mit iranischen Verhiltnissen nicht vertraut sind.
Entweder meint sie Landsleute, die im Exil geboren oder bereits in jungen Jahren
ausgewandert sind, oder aber, im Hinblick auf eine spitere Ubersetzung ihrer
Memoiren, nichtiranische Leser. So gibt sie Erklirungen zur Identitit so bekannter
Politiker, bzw. politischer Gruppen wie Musaddiq, Rafsangani, Mugahidin und
Fidayin und kommentiert die iranische Sitte des auf dem Bodensitzens: »Beden-
ken Sie, dal dieses Gefingnis in einem islamischen und nicht in einem europi-
ischen Land ist und es Brauch ist, daf die Leute auf einem Teppich (...) sitzen.«
1bid., 99.

¢ Ibid., s11.

68 Ibid., 512 f.
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wenn alle Leute zusammen mit dem Schah fallen.«* Spiter setzte
sie ein Schreiben an Ragavi, den Fiihrer der ‘linksislamischen’
Mugahidin, auf, in dem sie ihn beschwor, seinen Aufruf zum
bewaffneten Widerstand zuriickzunehmen, um die Jugend nicht
ins sichere Verderben zu fiihren.”

Mit der Niederschrift ihrer Memoiren legt Parsipiir also nicht
nur Bekenntnis bzw. Zeugnis ab, sondern versucht auch, eine
Analyse der iranischen Gesellschaft und Anstéfle zur Lésung ihrer
Probleme vorzulegen. Aus ihren Beobachtungen im Mikrokos-
mos des Gefingnisses und auflerhalb greift sie ‘Exempel’ heraus,
um die “Wirklichkeit’ der iranischen Gesellschaft zu illustrieren,
deren intime Kenntnis sie fiir vital fiir die Zukunft ihrer Lands-
leute hilt.

Moralisches Vorbild und Vordenkerin

In den einleitenden Worten nach ihrem oben zitierten Gebet
nimmt Parsipir indes zunichst einmal das eventuelle Scheitern
ihrer ‘Mission’, d.h. das Desinteresse ihrer fiktiven Leserschaft,
vorweg. Gleichzeitig reiht sie sich mit ihrem intendierten Werk in
eine lange Tradition ein, jedoch nicht etwa in eine spezielle Tradi-
tion der Autoren von Gefingnismemoiren,” sondern von Buch-
autoren iiberhaupt:

Ich denke an die Millionen Biicher, die in den groflen Bibliothe-
ken verstauben. Ich denke an die Millionen Menschen, die auf
dem Gipfel der Genialitit und des Talents in den Staub gesunken
sind. Welchen Wert kann meine Arbeit unter allen diesen haben?

% Ibid., 40.
S, ibid., 56.

" Hierzu s. Barbara HARLOW, Resistance Literature, 148: »(...) the prison me-
moirs of Third World detainees do suggest a collective history and a selfconscious-
ness about that literary and ideological solidarity. Ngugi, for exemple sees himself
writing already within a tradition and cites exemplary predecessors.« Parsipir da-
gegen, die grofen Wert darauf legt, sich von politischen Aktivisten jeglicher Cou-
leur zu distanzieren, wurde ihrer eigenen Darstellung zufolge véllig grundlos
verhaftet und konnte sich demnach allenfalls als kritische Schriftstellerin, jedoch
niemals als politische Gefangene verstehen.
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Sie antwortet mit einer zweimaligen, an sich selbst gerichteten
Aufforderung:

Ich sage zu mir selbst Schreib! und was kiimmert es mich, wenn
es nicht gelesen wird (2) Aber was kiimmert es mich, Schreib!
vielleicht liest es einer.”

Mit dieser Passage, die an den zweifachen Imperativ »Trag
vorl« in der koranischen Berufungsszene Muhammad’s denken
138t,” verstirkt Parsipar die ‘heilige’ Aura um ihre Arbeit, das
Schreiben, die sie bereits durch ihr eréffnendes Gebet heraufbe-
schworen hat.” Zwar beansprucht sie keine géttliche Inspiration,
sondern ermutigt sich selbst zur Arbeit,” doch ist die Parallele
zum Koran, zumal im Kontext des vorausgehenden Gebets, sicher
nicht unbeabsichtigt.”

Mehrfach bringt sie ein magisch-religiéses Verstindnis der
Schriftstellerei als einer widerruflichen, an moralische Verpflich-
tungen gekniipften Gabe zum Ausdruck:

Ich war (...) zu dem Ergebnis gelangt, daf ich, wenn ich aus Angst
am [obligatorischen] Gebet [fiir die Gefingnisinsassen] teilnahm,
mein schriftstellerisches Talent verlieren wiirde. Ich glaubte (...),
daf eines der Geheimnisse der Schriftstellerei die Aufrichtigkeit

™ Hatirat, 4 £.
 Sure 96, Vers 1 und 2.

" Vgl. hierzu auch den Anfang einer Rede, dle sie 1992 in Deutschland hielt:
»Als ich Kind war, hatte man uns gelehrt, wenn wir ein Stiick beschriebenes Papier
auf der Strafle sahen, es aufzuheben und in eine Nische zu legen. (...) Etwas
Geschriebenes bringt immer eine heilige Bedeutung mit sich. Natiirlich wurzelt
eine solche Anschauung in einer Epoche, als das Schreiben als besondere Arbeit
einer beschrinkten Gruppe galt und diese automatisch Hiiter des Heiligen Wortes
waren. Wir wissen auch, daf die Heilige Schrift mit dem Lob des Wortes beginnt:
Am Anfang war das Wort und das Wort war Gott. Doch jetzt kénnen seit zwei,
drei Jahrhunderten alle — wenn sie wollen — schreiben. Auch ich bin also eine
Schriftstellerin.« »Sinasnama-i yak nivisandac, 24.

" Vgl. dagegen die bekennende Islamistin Parvin NOUBAHT, die bean-
sprucht, ihre Memoiren aufgrund eines gottlichen Auftrags zu schreiben. Zit. in F.
MILANI, »Veiled Voicesx, 13.

6 Wie sie berichtet, hat Parsipiir im Gefingnis die dort angebotene religise
Literatur, darunter auch die persische Koraniibersetzung sowie Korankommentare
gelesen. S. Hatirat, 339.
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sich selbst gegeniiber ist. (...) Ein Schriftsteller kann gestehen, dafl
er die schlimmsten Siinden begangen hat, (...) aber wenn er zum
Liigner wird, begibt er sich auf einen Weg, [der dazu fiihrt], dafl
das Licht seiner Feder (n#ri qalamas) fir immer verrinnt und
sein Geist sich verdunkelt.””

Ich hatte mir fest versprochen, daf ich sicher sein wollte, auch
nicht einen Menschen verletzt zu haben, wenn ich aus dem Ge-
fingnis kime. Ich bin Schriftstellerin und verpflichtet, eine Gren-
ze/ein Tabu (,barz'm; zu wahren. Wenn ich sie verletze, wird meine
Feder austrocknen.”

Ihre Umwelt teilt Parsipir’s Darstellung zufolge dieses Kon-
zept und hegt demnach besonders hohe moralische Erwartungen
in sie, eben weil sie Schriftstellerin ist: »Die Bekehrte schwieg. Sie
glaubte nicht, daf ich liige.<” »Der Untersuchungsrichter konnte
nicht verstehen, wie es méglich war, dafl eine Schriftstellerin mo-
ralisch dermafen heruntergekommen war.«*

Eine der grundlegenden Verpflichtungen des Schriftstellers ist,
wie Parsipiir mehrfach hervorhebt, die Bewahrung strikter Uber-
parteilichkeit: »Als Schriftstellerin muf ich versuchen, abseits die-
ser Art von Bindungen zu leben.«*' Dies wiederum pridestiniert
ihn, wie erwihnt, zum idealen, weil unvoreingenommenen Zeu-
gen.

Ein weiterer Anspruch, den Parsipir an ihren Berufstand
stellt, besagt, dafl ein Schriftsteller in seinem Heimatland leben
- sollte, wie Parsiptir mehrmals im Zusammenhang mit ihren eige-
nen Auswanderungsplinen betont:

(...) ich dachte, als Schriftstellerin muf ich im Land bleiben und
schreiben. Wenigstens, solange ich nicht alle meine Werke ge-

" Ibid., 136. Diese Formulierung, insbesondere »niri qalame«, weist wiederum
auch auf ihr Verstindnis des Schriftstellers als Aufkldrer hin. Zur religiésen Kon-
notation von galam vgl. auch Sure 96, 4-5: »(er) der den Gebrauch des Schreibrohrs
(qalam) gelehrt hat [Fufnote: oder: der durch das Schreibrohr gelehrt hat] den
Menschen gelehrt hat, was er (zuvor) nicht wufte« (Ubersetzung von Rudi PARET).

8 Hatirat, 315.
" Ibid., 193.

% Ibid., 333.

8 Ibid., 400.
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schrieben hatte, sollte ich nicht auswandern. (...) ich dachte, (...)
man kann nicht an einem weit entfernten Ort sitzen und dieses
Land zum Blithen bringen.*

In den letzten Worten deutet sich ihr Bild von der gesellschaft-
lichen Rolle des Schriftstellers an, das noch deutlicher in folgen-
den bitteren Bemerkungen zum Ausdruck kommt:

Noch eine andere, dumme Vorstellung ist tief in der iranischen
Kultur verwurzelt: dafl der Literat, der Schriftsteller und der Ge-
lehrte arm sein miissen. Reichtum ist gewissermaflen Hindlern,
Kaufleuten und Ladenbesitzern vorbehalten, wihrend der Ge-
lehrte und Schriftsteller [nur] dann akzeptiert wird, wenn er sich
von trocken Brot und Wasser erndhrt. (...) Als Schriftsteller bist
du also, weil du einen neuen kulturellen Geist vorgelegt hast,
oder weil du das Gesicht der Gesellschaft durch Erﬁndung und
Originalitit verinderst, verpflichtet, in' Armut zu leben (...)."

Diese Rolle geht weit tiber die einer Zeugin, Chronistin und
Aufklirerin hinaus. Parsipar sieht sich und ihre Kollegen viel-
mehr als Visionire und Wegbereiter des Fortschritts, die das
»Land zum Blithen bringen«. Wie in der eingangs zitierten Ver-
teidigung ihres kontroversen Erzidhlbandes »Frauen ohne Min-
ner« unterstreicht sie hier die gesellschaftliche Relevanz des
Schriftstellers bzw. seine Dienste fiir die Gesellschaft. Parsipars
Selbsteinschitzung spiegelt sich u.a. auch in der Formulierung
ihrer Danksagung: »(...) und der Grund ihrer Hilfe war: Das ist
jemand, der Biicher geschrieben hat, wir miissen unsere Wert-
schitzung zeigen.«**

Als Schriftstellerin erwartet sie also Wertschitzung, die ihr je- -

doch in ithrem Heimatland, und insbesondere im Gefingnis, weit-
gehend verweigert wird:

% Ibid., 374. - Vgl. 52 u. 55.

8 Ibid., 407. — Vgl. »Pasub-i nivisandagan...«, 10: »Ich lege ein hohes geistiges
Gebiude beziiglich der Zukunft vor. Ich hoffe, daf ich durch Schreiben mein Brot
verdienen kann, daR ich keine Zeit mit Kniefillen verschwende (...), weil ich wirk-
lich Dinge zu sagen habe (...)«

8 Hatirat, 517.
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In meinem Land wurde ich als Schriftstellerin immer gequilt und
schikaniert und hier, in der Londoner Klinik, als Fremde mit
duferster Freundlichkeit behandelt.®

Statt mit meinesgleichen zu sprechen, Versammlungen zu organi-
sieren, den Gedankenaustausch zu pflegen und schépferisch titig
zu sein, wanderte ich ins Gefingnis fiir Drogensiichtige.*®

Zwar stand ihre iiber vierjihrige Haft nicht in direktem Zu-
sammenhang mit ihrer Schriftstellerei, und sie wurde, wie sie
selbst sagt, im Unterschied zu anderen politischen Gefangenen
auch nicht gefoltert.”’” Nach ihrer Freilassung wurde sie jedoch
erneut fiir mehrere Monate inhaftiert. Dieses Mal war das Er-
scheinen ihres besagten Erzihlbandes der Grund. Er wurde als
»anti-islamisch«, seine Autorin als »schamlos« angeprangert und
folglich in die Abteilung fiir »Glaubensdelikte« (monkarat) einge-
wiesen.

Als sie sich nach ihrer Freilassung nach Ramsir, einen Ferien-
ort am Kaspischen Meer, zuriickzieht, um in Ruhe an ihrem neu-
en Roman zu schreiben, wird sie dort von Nachbarn und ‘Sitten-
wichtern’ schikaniert. Man legt ihr eine tote Maus vor die Tiir,
auf der Strafle wird sie stindig ermahnt, ihre Kopfbedeckung zu
korrigieren, wihrend die einheimischen Frauen, die ihr Haar nur
fliichtig bedeckt haben, nicht beanstandet werden.®

Mirgyrerin ($ahid)

Die Schriftstellerin Parsipir ist also letzten Endes nicht nur $zhid
(»Zeugin«), Chronistin und Aufklirerin, sondern in gewissem
Sinn geradezu $zhid (»Mirtyrerin).

Sie steht unter dem Druck der Zensur,* wird wegen eines Bu-
ches verhaftet, das sie nach ihren eigenen Worten geschrieben hat,

8 Ibid., 494.

% Jbid., 430.

¥ Vgl. 0., Anm. 52.
88 S. Hatirat, 385-390.
8 S, ibid., 21 u. 388.
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um zur Losung gesellschaftlicher Probleme beizutragen,” und hat
wegen ihrer Vergangenheit als politische Gefangene nach der Frei-
lassung gréfite Miihe, Verleger fiir ihre Biicher zu finden, um ih-
ren Lebensunterhalt zu sichern.”’ Zudem wird sie noch heftig kri-
tisiert, als sie einen Artikel iiber ihre finanzielle Not verdffent-
licht, da iranische Schriftsteller zwar »selbstverstindlich iiber die
Armut des Volkes sprechen, doch niemals iiber ihre eigene (...).«*
Sie leidet wegen ihres Berufes und ihres Bemiihens um Aufrich-
tigkeit, die sie ja zur Bedingung der Schriftstellerei erklirt.”

Mitunter ist sie daher nahe daran, ihre zukunftsgestaltende
Mission aufzugeben:

Ich hatte die Gedanken an die Menschheit, die Zukunft des
Menschen, die Rolle des Schriftstellers (zagsi nivisanda), den Bau

einer besseren Gesellschaft etc. aufgegeben und dachte nur noch
an Geld.** ‘

Zu den Schwierigkeiten bzw. der Miflachtung, mit denen sie
als Schriftstellerin konfrontiert ist, kommen noch die Repressa-
lien, die sie als Frau erleidet.”® Diese Zustinde darzustellen und
gleichzeitig Visionen einer neuen, insbesondere fiir Frauen hoff-
nungsvolleren Gesellschaftsordnung vorzulegen, macht jedoch
gerade den Inhalt ihrer Mission und ihre spezielle Motivation
zum Schreiben aus:

% Vgl. 0., Anm. 1. — Vgl. auch Hatirat, 408: »Aufgrund des Verbrechens, daf
ich in einigen Sitzen etwas iiber die Jungfriulichkeit gesagt hatte und mein Ziel
dabei war, all den Midchen und Frauen zu helfen, die sich im Laufe des Lebens bei
mir dariiber ausgesprochen hatten (...), mufite ich nun in einem kleinen Hof mit
Drogensiichtigen und Schmugglern leben und ein anderes Gesicht des Monsters
der Tradition (bay#la-i sunnat) zu sehen bekommen.«

1S, ibid., 372 f.

%2 Ibid., 407; vgl. 0., Anm. 83.

2 Vgl. 0., Anm. 73. — Vgl. Hatirat, 333: »Da ich nicht betete, eine offene Gegn-
erin des Schleierzwangs war und als einzige unter allen Gefangenen mit ihren
verschiedenen Uberzeugungen einen geschwichten (...) Begriff namens Demokratie
verteidigte, bildete ich eine leichte Zielscheibe fiir Verleumdungen.«

% Ibid., 439.

% Vgl. ibid., 470 u. 474.
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Erst in neuerer Zeit (...) begannen die Frauen an sich selbst zu
denken (...) Ich schreibe, weil ich zu denken angefangen habe (...)
Ich will wissen, ob die Tatsache, dafl Frauen kleiner sind als
Minner, eine gesellschaftliche Regel ist oder ein Imperativ der
Natur. (...) Ich will (...) das alles denken. Ich will nicht, daf andere
fiir mich denken (...) Ich bin sehr hoffnungsvoll, was die Zukunft
der iranischen Frauen angeht. Das sind die Griinde, weswegen ich

96
~ schreibe.

% »Pasub-i nivisandagan...«, g f.
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NAJIB AL-KILANI ON His CAREER
or

How to Become the Ideal Muslim Author

Christian Szyska
(Bonn)

»Najib al-Kilani' can be regarded as the author of Islamic Litera-
ture par excellence«. These are the words of Najib Mahfuz when
he was asked, in 1989, by the Egyptian journal al-Musawwar to
comment on the importance of the prominent writer and physi-
cian, Najib al-Kilini. And indeed, for the past thirty years, al-
Kilani’s short stories, novels, plays, and poems have enjoyed great
popularity not only in Egypt but in many Muslim countries as

! For the biography of al-Kilani see: “Abdallah Salih al-‘ARINI, al-Ittijah al-
islami fi a‘mal Najib al-Kilani, al-Riyad: al-Haras al-Watani al-Sa‘adi (al-Mahrajan
al-watani li-l-turith wa-l-thaqafa), 1989; Suhayl Yasin TAWFIQ, Najib al-Kilini
riwd’typan, Amman 1985 (unpublished magistral thesis submitted to Jordan Uni-
versity); Najib al-KILANI, Lamapat min hayati, 5 volumes, Beirut: Mu’assasat al-
Risila, 1985 ff. — Some biographical data in short:

born 1st June 1931 in Shirshaba near 1959 married to Karima, the daughter
Tantah of Shaykh Mahmiid Shahin from
1949 joins the Muslim Brotherhood Shirshiba
since 1951 study of medicine at Cairo 1960 graduates from Cairo University
University 1960-1965 works as a physician in
1955 sentenced to 10 years of prison Gizeh
and forced labor 1965-1966 imprisoned anew in the
1956 writes his first novel al-tarig al- course of the persecution of the
tawil Muslim Brotherhood
1957 wins the governmental novel 1966 ff. work as physician in Dubai
contest 1990 retires and moves back to Cairo

1958 release from prison 1995 dies in Cairo.
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well.? Apart from being a prolific writer, al-Kilani ventured into
literary criticism and emerged as a leader in the establishment of
the so-called ‘Islamic Literature’. Several of his works propose a
basic theory of what is ‘Islamic Literature’ and what its goals
should be. According to al-Kilini and his followers ‘Islamic Lit-
erature’ entails a conception of the world in terms of a speci-
fically Islamic outlook on society which is called ‘Islamic world
view’.> The main goals adjudged to ‘Islamic Literature,’ aside
from its aesthetic dimensions, are to promote this Islamic world
view and to support the establishment of an Islamic society. With
this in mind, al-Kilani and others can easily define ‘Islamic Lit-
erature’ as littérature engagée, emphasizing its importance on the
struggle for an Islamic society, an ideal requiring the establish-
ment of a higher level of justice and humanity. Al-Kilani would
strongly disagree with Gottfried Benn’s assertion of a poet’s in-
ability to change the world through his texts. Throughout his life
time, al-Kilani appeared as a public person — through articles in
journals and magazines, broadcast interviews and his own books.
He chose to present himself as a good Muslim and as an Islamic
author whose literature aims at changing society in favour of a
better, religiously based ideal. His committed literary contribu-
tion to the achievement of this goal is shown throughout his
writings as a natural consequence of his beliefs confirmed by his
daily conduct. An author, al-Kilani states, should embody the
ideals presented in his or her works. The emphasis on the neces-
sity of a correspondence between an author’s conduct in life and
his or her text makes al-Kilani report extensively on his personal
experiences, his political and literary career, and his reflections on
literary theory.

This study is based on al-Kilani’s autobiographical and theo-
retical writings in order to expose his attitudes towards the mis-

2 Al-Kilani published around 30 novels, short stories, and poetry. Some of his
novels are translated into Urdu, Turkish, Persian, Russian and Italian. Cf. ‘Abd al-
Basit BADR, Maktabat al-adab al-islami, ‘Amman: Dar al-Bashir, 1989, s2. »al-
Kilani«.

3 Cf. Sayyid QUTB, Khasa'is al-tasawwur al-islimi, Cairo 1960.
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sion of a writer and, more important still, the background of
these attitudes.

Whether or not a writer ascribes a mission to his activity de-
pends on his or her concept of authorship. In Western literature
we discern three major authorship tropes which can be imagined
as a triangular field, each of its angles representing an ideal con-
cept of authorship.* The concept of the poeta vates whose creativ-
ity depends on inspiration goes back to Platonist ideas. The sec-
ond concept, opposing the Platonist, is the idea of the poeta doctus
whose capabilities derive from his/her skill in the art of writing.
The poet or author perceives his/her tasks as a vocation. Accord-
ing to the third concept the author orientates toward the audi-
ence and therefore relies on reality. Generally a writer’s individual
poetics of authorship show characteristics oscillating between
those three poles. Rudolf Selbmann’s analysis of the poetics of
authorship leads further to a multi-dimensional approach which
‘takes into consideration the idealized concept’s interrelations as
well as each concept’s inherent development to the antithetical,
visible e.g. in the case of the third concept. The poéte maudit in-
verts the role of the feudal Didbterfiirst or the writer who faces the
public in guise of a hero whilst rejecting the positive and activist
role of the hero writer. The latter authorship trope prevails in
politically committed literatures.’

Due to the social and political transition in Egypt during the
colonial and post-colonial era writers felt a strong commitment
to social and political issues related to nationalism, decoloniza-
tion and the role of Islam. The new reading public and the role
of authors in the development of the new public sphere were and
still are interrelated and therefore defined the role of writers and
poets who perceived their tasks as a vanguard of liberation, anti-

4 This model refers to Rolf SELBMANN, Didbterberuf: Zum Selbstverstindnis des
Schrifistellers von der Aufklirung bis zur Gegenwart, Darmstadt: Wissenschaftliche
Buchgesellschaft, 1994, 246-254 (quoted as SELBMANN), and Gunter E. GRIMM,
»Zwischen Beruf und Berufung: Aspekte und Aporien des modernen Dichter-
bildes«, in: idem (ed.), Das Rollenverstindnis deutscher Schrifisteller vom Barock bis zur
Gegenwart, Frankfurt: Fischer, 1992 (Literaturwissenschaft), 7-15.

> SELBMANN, 252-253.
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colonialism, nationalism and social reform.’ Besides journalists,
authors became the heralds of the new urban classes when ex-
pressing their world-views and creating their public sphere which
increasingly spread due to multiple changes and developments
such as increasing literacy, new publishing media, urbanisation,
and contacts to and translation of foreign, especially Western
literatures etc. Consequently writing as such partly replaced or
added to oral literary culture. Having this in mind, it is easy to
understand that many authors in Egypt perceived their position
as vanguards and forerunners of those developments, a process
which prepared the path for the enthusiastic adaptation of the
Sartrian notion of littérature engagée.”

In order to analyse al-Kilani’s commitment in literature, his
poetics of authorship, and the ‘mission’ he propagates, I will refer
to the concept of ‘minor literatures’ suggested by Franz Kafka.®
Kafka and, building upon his ideas, Gilles Deleuze and Félix
Guattari distinguish between ‘major’ and ‘minor’ literatures.” The
first characteristic of a ‘minor’ literature is literature, which »a
minority constructs within a major language«.'® The language of
Kafka, i.e. German, is »affected with a high coefficient of deterri-
torialization«.!" Certainly this characteristic does not apply to
Arabic literature; however, scrutinizing the situation of Arabic
literature and the place of al-Kilani’s ‘Islamic Literature’ within
it, we find that his endeavour of ‘Islamic Literature’ implies a
construction of a ‘minor literature’ within a ‘major,’ i.e. Arabic —
or Middle Eastern literature. Considering the interrelations be-

¢ For the interrelation of social transition and the development of Arabic
literature compare Sabry HAFEZ, The Genesis of Arabic Narrative Discourse: A study
in the sociology of modern Arabic literature, London: Saqi Books, 1993.

" Cf. Verena KLEMM, Literarisches Engagement im arabischen Nahen Osten:
Konzepte und Debatten, Wiirzburg: Ergon (forthcoming).

¥ Franz KAFKA, Tagebiicher, ed. Max BROD, Frankfurt a.M.: S. Fischer Vlg,,
1951, 206-210.

® Gilles DELEUZE & Félix GUATTARI, Kafka: Toward a minor literature, transl,
Dana POLAN, Minneapolis: University of Minnesota Press, 1986 (Theory and
History of Literature; 30), 16-27. (Quoted as: DELEUZE/GUATTARI)

1© DELEUZE/GUATTAR]I, 16.
! DELEUZE/GUATTARYI, 16.
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tween Arabic and/or Middle Eastern literatures in general and
canonical texts and modes of expressions in world literature
which became meaningful as referential and/or hegemonial texts
in colonial and postcololonial societies, one could attempt to
describe this relation as a dichotomy of ‘minor’ and ‘major’ lit-
eratures as well. Since al-Kilani uses Arabic in his writings lan-
guage does not appear as an obvious distinctive feature at first
sight. Nevertheless his choice and usage of language plays an im-
portant role in his writings and his self-construction as an
author.'? In minor literatures, however, the individual concern,
due to ‘cramped space,’ is directly connected to politics. The
Oedipal triangle joins with other triangles, among them the eco-
nomical, bureaucratic, juridical,” and of course the religious. The
second characteristic of ‘minor’ literature is that everything in it
is political. Deleuze/Guattari explain that in ‘major’ literatures
the »individual concerns join [...] with other no less individual
concerns, [...] the social milieu serving as a mere background«."
The issues which are merely a background in ‘major literatures’
thus »here absorb [...] everyone no less than as a matter of life
and death«."” Consequently everything takes on a collective value
and literature »finds itself positively charged with the role and the
function of the collective and even revolutionary enunciation«
and creates an »active solidarity in spite of skepticism«.'® This
collective claim is the third characteristic of minor literature. The
writer, from his position on the margins, may express another
possible community »and forge the means for another con-

12 Compare for the relation of dominating and dominated cultures and the
literary relations of oppressed and oppressor communities: Bill ASHCROFT, Ga-
reth GRIFFITHS, Helen TIFFIN, The Empire Writes Back: Theory and practice in post-
colonial literatures, London & New York: Routledge, 1989, 32 ff,, and the references
given there.

13 DELEUZE/GUATTARI, 17.
¥ DELEUZE/GUATTARYI, 17.
15 KAFKA, 210. Quoted in DELEUZE/GUATTAR], 17.
!¢ DELEUZE/GUATTARYI, 17.
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sciousness and another sensibility«. So literature becomes the
relay for a revolution to come."”

On becoming an author

Al-Kilani reflects on his career as a writer in a book titled Tajrs-
bati al-dbatiyya fi Fqissa al-islamiyya, which is the published pro-
ceedings of a 1990 conference on Arabic literature held in Tunis."®
Al-Kilani explains that his successful writing career was the result
of a long process of development. He acknowledges that social
background, tradition, and personal experiences were instrumen-
tal in shaping his persona both as an author and as a human be-
ing. If tradition supplied him with values and attitudes towards
life, experiences from his daily life complemented his objective.
What made him an author, however, were »narrative experiences«
(tajribati al-qasasiyya).”

Having grown up in a village whose inhabitants were mainly
illiterate, al-Kilani’s first literary world was that of stories his rela-
tives told him. This oral tradition is not uncommon at all, con-
sidering the place and time of his youth. However, his portrayal
of this early phase of »narrative experience« follows a certain pat-
tern which helps to understand his self-construction as an author.
He describes the stories of his grandmother as his first encounter
with literature. These were the stories of the Koran: little Moses
left alone in a box on the Nile, the story of Noah and the Flood,
the imprisonment of Joseph in Egypt, and finally the life of the
Prophet of Islam. He intersects stories about the miracles per-
formed by Mohammed. Al-Kilani emphasizes that these stories
were told to him in the vernacular. What is more, he reports us
about the place where his grandmother told him her stories: she
used to hold him in her arms while sitting on the prayer-carpet.”

17 DELEUZE/GUATTARI, 17-18.

18 Najib al-KILANI, Tajribati al-dhitiyya fi l-qissa al-islimiyya, Beirut: Dar Ibn
Rushd, 1991. (Quoted as: Tajribati).

9 Tajribati, 8.

2 Tajribati, 1011.



NAJIB AL-KILANI ON HIS CAREER 227

The selection of the material presented marks the onset of al-
Kilani’s commitment and dedication to the practice of an ‘Isla-
mic’ littérature engagée. Spatially his first »narrative experience« is
placed in the family milieu connected to the sacred; an infantile
perfect world void of alienation. Unsurprisingly, the protagonists
of his first stories are the Prophets. Two out of the four acted in
Egypt and are regarded as the opponents of the unjust Pharaoh;
Noah survived the Flood; and Mohammed, needless to say,
founded according to Muslim legends the #mmah of Islam. His
conduct of life, the sunna, is observed by his followers. These
characters and their stories, such as the scenario of the end of
time, emigration or their efforts to reform society in accordance
to Islamic religion, are mythomotoric subjects used in the dis-
course of modern Islamic thought. On the level of topics the
connection of his first »narrative experience« to the mythical, the
depiction of archetypes, is an attempt at reterritorialization in
sense.

The second set of stories recounted by al-Kilani are those told
to him by his father. These are the tales of the old Arab heroes.
Evidently this second step in his »narrative experience« tackles
the aspect of nationalism. As opposed to his grandmother, al-
Kilani’s father uses a melange of vernacular and classical Arabic
in his storytelling.”!

Furthermore, we can discern a distinction of gender accord-
ing to specific subjects presented. While al-Kilani’s father devotes
his stories to nationalist subjects, the aunt, his mother’s sister,
tells him stories about the irrational and the negative: frightening
ghosts, devils, and the Jews.”” The same is true for his mother’s
stories. She particularly enjoys tales of crime, women’s ruses and
treachery, as well as stories about kings, viziers and landlords who
rule through terror, treason and injustice.”® A quick examination
of the subject matter evidently reveals an assortment of certain
virulent stereotypes comfortably nestled in Middle Eastern socie-
ties and literature.

2 Tajribati, 11.
2 Tajribati, 12.
B Tajribati, 12-13.
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Another interesting characteristic of his autobiographical se-
lection is that al-Kilani seems to rank the stories in accordance to
their narrator: those stories passed on to him by his father and
grandmother are retold in a more positive light than the others.
The primary reason for his esteem of these particular stories is
that al-Kilani was well aware that these were foundation texts of
Islam and Arab nationalism, and that these very same texts would
be politically semioticized in Islamist discourse to serve a politi-
cal purpose.

The narratives of al-Kilani’s aunt and mother are perceived as
negative. The irrational threatens the order established by the for-
mer texts, which are, of course, transmitted by women. Women
threaten the patriarchal order of Islamic society. Admittedly the
grandmother seems to disturb this gender-specific dichotomy
when narrating Koranic material. However, as the oldest member
of the family, she may be beyond these boundaries of gender and
may in turn be the most credible transmitter of holy texts pre-
cisely because of her age. Presenting these narratives as his first
encounter with literature certainly guarantees a high degree of
autochtonous flavour in the process of his narrative experience.
Indeed, many of the heroes in his later novels follow the stereo-
types found in these stories. Moreover, the order in which he ar-
ranges the narratives roughly corresponds to the historical devel-
opments of both the literary and political history of his own cul-
ture. Islam had been a tool of liberation and development in the
era of Islamic reform, which was followed by the period of na-
tionalism, partly replaced now by recently emerging Islamic
world-views.

As we have seen, al-Kilani emphasizes the various levels of
language used in the conditioning narratives. We can discern a
development from the maternal vernacular, the paternal melange
of vernacular and classical Arabic to a/fushi — the sacred language
of the Koran. He regards the holy scripture of Islam as the most
perfect narrative, which shows his subscription to the theory of
the literary inimitability of the sacred text which stays as an eter-
nal model to be emulated in literature but can never be reached
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by humankind.** To promote the usage of alfusha in public life
becomes the task of an Islamic writer.” Following Gobard’s
model of tetraglossia,”® al-Kilani emphasizes the usage of a lan-
guage referring to both, the national and the sacred. The refe-
rential language binds the text and the speaker to cultural and
historic traditions which implies a cultural reterritorialization;
however, striving for a sacred language, though unattainable for
humankind, discloses the writers’ activity’s implied attempt at re-
territorialization in a sacred dimension. Interestingly al-Kilani’s
linguistic references to the mystic or sacred which one can also
find in his fictional works where he often alludes to the language
of the Koran and tradition, correspond to the function of lan-
guage of Jewish writers in Prague whose Zionist attitudes lead
them to a »hypercultural usage of German with all sorts of onei-
ric or symbolic or mythic flights«.?’

Moreover it has become clear that al-Kilani constructs his
first fictional worlds in a way that joins them to his family mi-
lieu. Each family member appears as a transmitter of well defined
topics according to the role attributed to him or her by gender

? Mustafa Sadiq al-RAFI‘] is the most eminent thinker who persued the idea
of the literary inimitability of the Koran. In his history of Arabic literature he
regards the Koran as the aesthetic model for literature. Cf. Mattityahu PELED,
»The Controversy over Concepts of Literary History«, in: idem, Aspects of Modern
Arabic Literature, Louvain et al.: Peters, 1988, 22. AI-KILANI elaborates this argu-
ment in al-lslim wa-l-madhihib al-adabiya, Tripoli (Libya) 1963, 8o (quoted as
Madhahib).

» Madhbahib, 78.

% Henri GOBARD proposed a tetralinguistic model which discerns four func-
tional levels of languages. The following scheme might explain his idea in short:
Spatio-temporal assessment of tetraglossia according to Henri GOBARD, L ‘Aliéna-
tion linguistique, Paris: Flammarion, 1976, 37:

Language Space Time
Vernacular Here Now Maternal
Vehicular Everywhere later Later Urban
Referential Over there Long ago National
Mythic Hereafter Always Sacred

2 DELEUZE/GUATTARY, 25.
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and age — both of which are obviously charged with meanings
transcending the boundaries of the family milieu and coinciding
with similar topics in religious as well as political discourses. As
Deleuze and Guattari indicate in their analysis of Kafka’s ‘minor
literature’ al-Kilani’s individual concerns overlap with the collec-
tive due to the ‘cramped space’ caused by his marginal position.
In the following al-Kiliani tells us about stories from the
mosque, the Koran-school and primary school, which encompass
the next major step of his literary apprenticeship. As many of his
fellow writers have done, al-Kilani undermines the didactic capa-
bilities of his teachers, thus emphasizing his autodidactism and
self-discipline in his search for knowledge.”® He developed an in-
satiable passion for reading, including Arab as well as Western
texts.”” Among the eleven Arab writers cited by him, the following
figure prominently: al-Manfalati, Taha Husayn, al-Muwaylihi,
and Mustafa Sadiq ar-Rafi‘i*® Interestingly, the list of Western
writers is slightly longer than the former,. including among the
fourteen cited such eminent figures as Dostojewski, Dumas, Zola,
Gorki, Sartre, Camus and Hemingway.” On the one hand, this
‘name-dropping’ shows his familiarity with both modern Arab
and modern Western literature. He shows that he experienced a
transition from oral to written literature, thereby being more apt
to conquer a new mediatized literary public. Portraying this pro-
cess as a development attests to his ability to bridge the gap be-
tween those two literary publics and that this transition will also
be palpable in his texts. On the other hand his examination of
Maksim Gorki’s work in particular leads to a further understand-
ing of his concept of authorship. Al-Kilini reports that when
reading his novel »The Mother« in 1953 he was fascinated with
Gorki’s way to employ the written word in order »to promote his
convictions and his philosophy and to spread the seeds of resist-

2 Najib al-KILANI, Lamapdit min hayati, i, Beirut: Mu’assasat al-Risala, 1985,
42 ff. (quoted as Lamapat I)

? Tajribati, 1517.

% Tajribati, 16, 38-39.

3 Tajribati, 38-39.



NAJIB AL-KILANI ON HIS CAREER 231

ance and protest«.”” The commitment of Gorki as perceived by al-
Kilani provides him with a new concept of authorship — the com-
mitment to his cause. Al-Kilani writes that, being a student at
Cairo university,

our dreams were focused on the idea of freedom, and in the
mind of many of us it was clear that the way to freedom was Is-
lam since Islam was our history, our heritage, and our life.®?

Thus relating himself to Gorki, among other “Western’ writers,
underscores al-Kilani’s concept of authorship. The writer and the
text accompany and prepare the revolution leading to a better
and more human society to come.

The political activist and the writer

Consequently Najib al-Kilani was involved in the political scene
after World War II. Following his fascination for Egyptian natio-
nalism as expressed by the Wafd Party, he became a supporter of
the Muslim Brotherhood. In addition to the organization’s
struggle for Islamic ideals, al-Kilini admired its fight for decol-
onization.* This is evident in his pan-Islamic approach to decol-
onization rather than endorsing a regionally limited Egyptian
nationalism. Taking into consideration his political commit-
ment, the narratives which supposedly forged his identity from
an early age appear as a scenario for his later activities and ex-
periences. He explains that only in retrospect these narratives
appeared to him as Islamic Literature.” By ‘Islamising’ these nar-
ratives from the vintage point of the present, he constructs an
Islamic continuity of what he describes as the influence of Is-
lamic Literature upon his life as an homme de lettres. Accordingly

%2 Najib al-KILANI, Afaq al-adab al-Islimi, Beirut: Mu’assasat al-Risila, 2. ed.,
1987, 23-24. (Quoted as Afag)

3 Afaq, 24.

34 Tajribati, 21; Lamapat 1, 110 ff.

3 Tajribati, 14-15.
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al-Kilani emerges from this process of narrative experience as a
good example for the effect of such ‘Islamic’ literature.

His political commitment leads to imprisonment, a period
which is extensively described in the third volume of his autobi-
ography.*® During this time, he also writes his first novel al-Tarig
al-tawil, a Bildungsroman about the childhood and youth of an
Egyptian, whose remarkable talents qualify him for studying
medicine in Cairo University.”” While being marginalised in so-
ciety by the regime, al-Kilani’s creative writing becomes a tool for
subverting the system. He submitted the novel to an annual lite-
rary contest organized by the government, and it won the compe-
tition.*®

Evidently, al-Kilani interprets this event on the base of his
self-image and regards the award as an acknowledgment of the
value of his text and his writing capabilities.”” Furthermore, read
against his ideas about the writer/text relation explained above, it
constituted a victory for the writer himself. The authorities were
forced to accept the excellence of al-Kilani’s text according to the
verdict of a neutral jury; an action that, in spite of the govern-
ment’s disposition, gave him instant notoriety and prompted his
release from prison. Although health reasons were cited as the
sole reason for his release, al-Kilani insists that such pretext only
underscored the government’s cowardice, aimed at masking the
real reason for his liberation: intense pressure from his national
and international public.*

Al-Kilani, however, tries to avoid the corruption that usually
accompanies such high honours. He describes how he refused to
share the meal served during the reception organized on the occa-
sion of the award. Prison fare was good enough for him.* On his

36 Najib al-KILANI, Lamapat min hayati, iii, Beirut: Mu’assasat al-Risila, 1988.
(Quoted as Lamapat I1I).

37 Najib al-KILANI, al-Tarig al-tawil, Cairo 1957. Al-Kilani writes about his
work on the novel in Lamahat 111, 199-217, and Tajribati, 25-27.

38 Lamapat 111, 212 f.

¥ Lamapat 111, 214.

© [ amapar 111, 276 £
N Lamapat 111, 240-241.
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return from the reception his fellow prisoners applaude. He’s the
hero of the day.*

Literature, we can conclude from the writings of al-Kilani,
thus serves as an effective political tool. On the one hand, reading
motivates social action and, on the other hand, writing becomes
an act of liberation, subversion and resistance against injustice.”
He sees writing as an essential part of the nationalist struggle,
even as an avant-garde endeavour.

Theorizing in Islamic Literature

Taking into account his personal experiences, it is not surprising
to find that al-Kilani had incorporated a great deal of theoretical
precepts into his writings. In his first publication related to a
theory of Islamic Literature,* he expanded upon earlier ideas of
Sayyid and Muhammad Qutb, adhering to their definition of
Islamic Literature as an exercise based on the Islamic world
view.” As mentioned in the beginning of this study, the writer’s
conduct of life should concur with his literary worlds which in
turn emerge from his or her own experience, i.e. the writer must
strive for perfection as defined by Islam in order to increase the
credibility of his texts.** Considering the background of al-Kila-
ni’s early narrative experience as well as the subjects of his first
narratives, one can compare this development to the insan kamil,
the Muslim concept of a ‘perfect man,’ a state that can only be
reached through the imitatio Mubhammadi.’ Contrary to this trad-
ition, however, is the significance accorded to texts in his devel-

2 Lamabhat 111, 240.

B Tajribatz, 22-23. )

4 Najib al-KILANI, al-Islamiyya wa-l-madhahib al-adabiyya, Tripoli (Libya):
Dir al-Nir, 1963.

4 Muhammad QUTB, Manbhaj al-fann al-islimi, Cairo 1960.

“ Afaq, 20-23.

47 Cf. Hans H. SCHAEDER, »Die Lehre vom vollkommenen Menschen, ihre

Herkunft und ihre dichterische Gestaltunge, in: ZDMG 79 (1925), 192-268, and R.
A. NICHOLSON, Studies in Islamic Mysticism, Cambridge: CUP, 1921.
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opment as a writer: There are no mystical experiences or initia-
tory visions marking the path to the ideal. Instead, struggling
with the texts through individual effort leads to perfection. These
traits can be found among many of the characters portrayed in al-
Kilani’s novels. They repeat, in different times and places, models
of the prophets mentioned and others. Moreover, references to
the traditional pattern of the perfect man make the phenomenon
of a writer readable from a traditional perspective.

In his theory of Islamic Literature, al-Kilani uses a language
adapted from Western literary theory.* We can describe it as an
adaptation passing through two stages and depending, of course,
on the discourse of littérature engagée that emerged among Arab
critics and writers in the fifties, instigated by the concept for-
mulated by Sartre. In al-Kilani’s concept littérature engagée appears
as its Islamized form. Using these notions al-Kilani addresses the
literary discourse in the Arab world and claims there a place for
Islamic thought.

Theory of Islamic Literature formulates a second aspect of
committed Islamic Literature. Islamist intellectuals perceive West-
ern literature and thought, especially ideologies such as commu-
nism and materialism, as the fifth column of imperialism. West-
ern thought has had a destructive influence on Muslim societies.
- The blind adaptation of Western institutions to non-Western
nations has led to the physical exploitation of these societies.

“8 It is beyond the purpose of this study to discuss al-Kilani’s concept of com-
mitted literature. As an example might serve his discussion of commitment in
world literature. Al-Kilini quotes Norman Mailor’s statement that committed lite-
rature is the lifebelt in the ocean of values fighting each other until the limits of
the chaos. Commitment therefore connects the subject to the exterior world which
enables the subject to develop a comprehensive worldview. Al-Kilini concludes
that an author should pursue a political position. He acknowledges Sartre’s com-
mitment towards the cause of the Algerian people, although he can not accept his
existentialism. Consequently, he considers Sartre’s commitment to be false. Also
al-Kilani admits that Russian writers, such as Tolstoy, Dostojewski, and in parti-
cular Maksim Gorki became famous due to their role in the processes leading to
the Russian revolution and the emerging Socialist Realism in literature. Despite
his criticism he resumes that commitment is an acknowledged phenomenon in li-
terature. That Islam goes along with commitment is a well-known fact, al-Kilani
states. Islamic commitment is human and comprehensive and neither depends on
regional conditions nor on historical or economic factors. Cf. Madhahib, 39-46.
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Literature was, and still is, one of the most important channels
through which these destructive thoughts spread in the Muslim
world.”” While seeing a causal relation between both, Western
texts and Western hegemony, Islamic texts counter the hegemo-
nial claim of the Western culture and become a tool of decol-
onization. This, of course, heavily legitimizes the discourse of
Islamic Literature: the more these Western or Western-influenced
texts are regarded as meaningful and authoritative in the colon-
ized society, the more increases the importance of its countering
force: the Islamic text.

From an Islamic point of view this importance in turn gives
literature — aside from other discourses such as preaching or reli-
gious treatises — a discursive space meaningful for the Islamic
cause. Since, as Muslim theorists say, it goes along with basic
human needs, this new writing might prove more efficient than
those other — more traditional — forms of discourse, since it also
meant the emergence of a discursive field until then neglected
and occupied by forces countering the Islamic world view.

To sum up: We have found that al-Kilani perceives his mission as
writer as an avant-garde fighter for a better, alternative Islamic
society. As an author of a ‘minor’ literature expressing the con-
cerns of a minority his texts about the self as well as his fictional
works produce heroes acting wvis-d-vis the audience. The family
milieu overlaps, due to the minority position with the collective,
which in turn prepares the commitment of the author in the field
of politics as well as of literature. Accordingly he has proven writ-
ing to be an effective tool for the motivation and promotion of
liberation on multiple levels: personal, national and interna-
tional. His concept of authorship refers to various concepts such
as traditional ideals of the human being in a Muslim society as
well as to concepts from the “West’ which become meaningful in
the new literary public. By achieving this balance between intellec-
tual and political activism, a writer approximates the ideal of a
Muslim who, in modern times, is able to become a true homme de
lettres.

® Cf, e.g., Afaq, 24-25.
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- PERSONS AS TEXTS / TEXTS AS PERSONS IN
CLASSICAL ARABIC LITERATURE

Geert Jan van Gelder
(Groningen)

Man being the measure of all things, it is not strange that per-
sonification is one of the most common, and often most striking,
literary techniques. When classical Arabic poets talk about poetry
they may compare their hitherto untouched conceits to virgins,
their poems to beautiful brides or to their own children; they
may even address their own poetry. Conversely, there are many
statements in poetry and prose that do not personify a text but
turn a person into a text, in the sense that someone’s reputation
and his survival in this world is wholly dependent on what
people (and especially poets) say about him." Here I intend to
discuss these two basic metaphors and their possible interactions.
The links between texts and humans are obvious and basic. Aris-
totle’s definition of man as a speaking being was known to the
Arabs (padd al-insan al-hayy al-natiq al-mubin).?

Let us begin with a poet who, more than any other Arabic
poet known to me, is obsessed with the poetic process and speaks
about his poetry. In a short poem of ten lines on an unknown
»ignorant man (j@hil)«, Ibn al-Rami says that he has ignored him
until his hand, eager to write, complained; he speaks to his inner
self (rajwa l-nafs) and continues:

! Or her, of course; I shall use masculine forms in their unmarked function.

2 See e.g. alJAHIZ, al-Bayan wa-l-tabyin, ed. ‘Abd al-Salam Muhammad Ha-
riin, Cairo 1968, i, 77, 170.
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... I said to poetry, »Come on, help me fight a misguided man
who has long erred!«

It answered, »Your opponent is finished. Such people do not
have to be attacked.

If I had space for such a man, I would leave him as a tale that is
told (updathatan turwa).<

This poem combines the two sides that I referred to: Poetry
speaks as a person, about a person that is to be reduced to a tale,
a text, in particular a poem, since the text is to be produced by
Poetry.

The idea that a person, particularly after death, is to be equa-
ted to what is said about him is an ancient one. In Arabic we find
it in the Koran; God says about the peoples of the past (23:44),
»We caused them to follow each other, and made them into
stories (wa-ja‘alnabhum abiditha)«, and (34:19) »They wronged
themselves, so We made them into stories (fzja ‘alndhum apadi-
tha)«. The commentators take ahadith to be the plural of uhditha
or of padith. Although in principle it should be possible that one
person is to be equated with more than one »story«, this is not
how it was interpreted, for in numerous versions of this idea in
poetry and prose, to be quoted below, a single person is said to be
a badith or ubditha, never the plural apadith.

It is obvious, in view of the important function of poetry in
pre-Islamic tribal society, that the idea must have been known
that poets, almost like God in the verses quoted, were able to turn
people into stories, although there are not all that many early
Arabic lines of verse that clearly express this idea in these terms.
That only legends and stories remain of people of the past (... wa-
ma minbhumi illa lahidithu wa-l-dhikri) was said by al-Ash‘ar
(Nabt) Ibn Udad, who is himself a legend, being the eponym of
the tribe of the Ash‘ariyyiin.* ‘Urwa Ibn al-Ward, the su 7k poet,
said, »Tales that remain, but a man does not live forever« (Apadi-

3 IBN al-RUMI, Diwain, ed. Husayn Nassar, Cairo 1973-1981, i, 59.
4 AI-AMIDI, al-Mu talif wa-l-mukbtalif, repr. Beirut 1982, 47.
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thu tabqi wa-l-fata ghayru kbalidin).” The following saying is attri-
buted to the legendary pre-Islamic wise man Aktham Ibn Sayfi:
»You are nought but reports, so make your reports favourable
(Innama antum akbbar, fa-tayyibi akbbarakum)\< The pre-Islamic
poet Dhii I-Isba‘ said of his tribe ‘Adwan: »They have become
tales (ahadith), by the raising and lowering of words«’ — perhaps
the last few words mean that words raise or lower their reputa-
tion.

Instead of the word »tales« one finds, for instance, »praise«.
Since one’s reputation or praise is expressed in words, tales, or
poems, the difference is not very great. If one is not praised, one
might as well not have been born, says the pre-Islamic poet Yazid
al-Harithi: »When a man meets his death, unless he is praised, it
is as if he had never been born (lawid Ithani’u ka-annahi lam
yitladi).<* Al-Hadira, who died perhaps in the early 7th century,
before Islam, said, »Praise us, damn you, for our merits, for praise
is eternal life (inna lthana’ huwa l-khuldi)<.’ Does this mean that
he thinks that dispraise is not a form of living forever, too? An
unknown poet from Asad said: »I would love living forever, if
only I could! But to die and not being blamed is as good as living
forever to me (wa-ka-lFkhuldi ‘indi an amita wa-lam ulam)«."® This,

% Al-Asma ‘iyyat, ed. Ahmad Muhammad Shakir & ‘Abd al-Salim Muhammad
Hiran, Cairo 1979, 44; IBN MAYMUN, Muntaha l-talab, facs. ed. Frankfurt a. M.,
1986-1993, 1, 235; Alan JONES (ed., tr. and comm.), Early Arabic Poetry, vol. I: Ma-
rathi and su‘luk poems, Reading 1992, 129. — Compare an anonymous line in al-
MUAFA al-JARIRI, al-Jalis al-salib al-kafi, Beirut 1993, iv, 183: »Don’t you see that,

~ after people have passed away, their tales live on forever (takbludu ... abadithubum),
but a man (al-mar’) does not live forever«.

¢ IBN ‘ABD RABBIH, al-‘I4d al-farid, Cairo 1948-1953, i, 232.

7 ABU L-FARA]J al-ISFAHANI, al-Aghani, Cairo 1927-1974, iii, 92.

8 ALMARZUQI, Sharp Diwan al-Hamdasa, ed. Ahmad Amin & ‘Abd al-Salaim
Hirtin, repr. Beirut 1991, 1756; anonymously in al-MU‘AFA al-JARIRI, al-Jalis al-
salip al-kaf, iv, 183.

® ALJAHIZ, al-Hayawan, ed. ‘Abd al-Salaim Muhammad Hariin, Cairo 1965-
1969, iii, 475; al-JAHIZ, al-Baydn, iii, 320 (bi-ahsabina instead of bi-ihsanind); al-
MUBARRAD, al-Kamil, Cairo AH 1355, i, 222 (bi-afalind); IBN' QUTAYBA, ‘Uyan
al-akhbar, Cairo 1925-1930, iii, 161; al-ISFAHANI, Aghani, iii, 275; ABU HILAL al-
‘ASKARI, al-Awa’il, Beirut 1987, 6.

19 ALJAHIZ, Hayawan, iii, 475; Bayan, iii, 320; al-“ASKARI, Awz’il, 6, al-
RAGHIB alISBAHANI, Mupadarat aludaba’, Bulaq AH 1287, i, 234; cf. the
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too, implies that being not mentioned at all, neither negatively or
positively, amounts to living forever. Others would rather be
mentioned as bad than not at all: »It were better for me to be
remembered for ill than not to be remembered for ill or for
good.«!! Interesting is also the line by a poet from Ghaniyy:
»When you reach your people, tell tales! For in tales lie perdition
and eternal life (fa-tabaddathi / wa-min al-hadithi mahilikur wa-
khulidi)«."> Obviously, khuld and khuliid have positive associa-
tions; having a bad reputation does not count as life even when it
survives.

Of course, calling post-mortem reputation »life« is no more
than a comforting metaphor, a self-deluding figure of speech to
those for whom death offers bleak prospects, or no prospect at
all. This idea is heard towards the end of a gasida by Zuhayr.
Literally living forever is impossible, lasting deeds can only be
called one’s legacy:

If praise could make people live forever, they would not die. But
praise does not make people live forever (wa-ldkinna hamda I-nési
laysa bi-mukhblidi).

But lasting deeds serve as his legacy. Therefore, bequeath some of
those to your sons, and provide a store for yourselﬂ13

* 0% %

Zuhayr’s lines, if not Islamic, well express Islamic ideas: praise
after one’s death does not really count as eternal life. AbGi Hayyan
al-Tawhidi distinguishes in his Risdlat al-hayit, »Treatise on
Life<', between eight meanings of the word payat referring to

»prosified« version in al-MUBARRAD, Kamil, i, 221-22 (Inni ubibbu l-baqi’a wa-ka-I-
baqd’i ‘indt husnu l-thand’).

I Anonymously, in prose, al-"ASKARI, Awa’il, 6.

12 ALJAHIZ, Hayawan, iii, 475; IBN QUTAYBA, ‘Uydn, iii, 161; al- MUBARRAD,
Kamil, 1, 222; al-*ASKARI, Awail, 6.

13W. AHLWARDT, The Divans of the six ancient Arabic poets, London 1870, 81;
al-JAHIZ, Hayawan, iii, 475; al-"ASKARI, Awa’il, 6.

4 Ed. by Ibrahim al-KILANI, in Rasa’il Abi Hayyin al-Tawhids, Damascus:
Dir Talas, n.d., 269-318.
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humans, such as the life of sense perception, the life of knowl-
edge, understanding and reflection, the life of pious deeds, or the
life of the Hereafter. The seventh of these different kinds of life
he calls »the life of supposition and delusion (baydt alzann wa-l-
tawahbhum)«, which he explains as follows:

I mean the dominant reputation, prestige or renown of a per-
son, in whatever manner. That is why an early [poet]'® said that
»praise is living forever (al-thana’u huwa Ikhuldi)«. Since a hu-
man being is aware of an eternal life, he strives to attain it in
every manner, hopes to find it everywhere dreams of it whenever
he slumbers, and desires it whenever he is awake.'®

It should be obvious that this is not the true eternal life that
awaits man in the Hereafter according to Islam. Al-Tawhidi says
that striving after this kind of afterlife may distract one from the
quest of true survival; it is related to another kind of illusory
survival: living on through one’s posterity.'” Nevertheless, a good
reputation is in itself a good thing in Islam too, as al-Tawhidi
says clearly in another work, his notorious Mathilib al-wazirayn:

Two kinds of persons are called »living forever« (mukhlid or mu-
khallad) by the Arabs: someone who is slow in getting grey hair,
and someone who is praised after his death ... He who is averse to
praise is averse to the religion of Ibrahim, the Friend of the Mer-
ciful [... a reference to Q_26:84 »Make for me a tongue of truth
(z.e. a truthful reputation) amongst the later generations«] ... A
poet said, »Being praised by the living amongst those alive is hfe
to the dead (Wa-thana’u l-hayyi li-lam/-wati ft l-abya’i ‘umri)e.®

In Islamic times there are many instances of the equation of
people and stories. It became, apparently, proverbial, since al-
Maydani lists »al-nds apadith« among the sayings of the muwalla-

5 al.awwal; cf. the line by al-Hadira, above.
16 285.
7 Ibid,, 285-86.

8 AI-TAWHIDI, Mathdlib al-wazirayn, ed. Ibrahim al-Kilani, Damascus 1961
(date of preface), 244-45.
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din.”® 1 will quote some sayings in prose and lines of poetry, at
the risk of considerable monotony. It will be seen that in several
of them the equation is said to be valid »among the living«, or
»in this world«, or »to others, as if to stress that there is another,
unearthly afterlife.”®

A wise man said to his son, »My son, a human being is nothing

butza} tale (innama l-insana hadith). If you can be a good tale, do
|

sol«

A wise man was asked, »What is the most praiseworthy of
things?« He answered, »That there remains for a man a good tale
(an tabqa li-l-insan ubditha pasana)®

A Kharijite bedouin:

Man, I see, is to others a tale (padithan) once he no longer an-
swers a caller,

So be the tale you desire to be; do not be like what enemies desire
you to be.”?

Anon.:

A man, after death, is a tale (upditha): he perishes and his
traces/reports/works (4thdr) remain.

His days will be folded up in due course; but his secrets/essential
characteristics (asrar) will be unfolded. _

That man is most fortunate whose reports (¢kbbir) after his
death are favourable.

He perishes and his memory/renown/report (dhikr) remains after
his death, when his house is empty of his person.

19 AILMAYDANI, Majma“ al-amthal, ed. Na‘im Husayn Zarzir, Beirut 1988, ii,
422.

2 It is possible that some of the anonymous lines may turn out to be pre-Is-
lamic.

2 AL-JAHIZ, Kitman al-sirr wa-hifg al-lisan, in Rasa’il al-Jabiz, ed. ‘Abd al-Salim
Muhammad Hairiin, i, 160. Attributed to Buzurjmihr in al-MUAFA al-JARIR], /-
Jalss, iv, 183, and al-RAGHIB al-ISBAHANI, Mubadarat, i, 234.

21BN ‘ABD RABBIH, 4l-14d al-farid, i, 232.

2 AI-KHALIDIYYAN, al-Ashbih wa-I-naza’ir, Cairo 1958-196s, ii, 36; al-Hamasa
al-Basriyya, Hyderabad 1964, ii, 421.

24 AI-KHALIDIYYAN, al-Ashbih wa-lnazd’ir, i, 37; IBN QUTAYBA, ‘Uyin al-
akbbar, iii, 195. '
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Anon.:

Race for glory, you people of §lory, for the world is nought but
tales (innama Ldunya apadith)?

Anon.:

Be a tale that is good, for I have seen that all people are a tale
(Wa- kzm hadithan hasunat fa-inni / ra’aytu lnasa kullubumi ha-
dithi). >

Anon.:

Nothing lasts: so be a tale good to mention, for the world is a
tale (.. fakun padithan jamila l-dbikri fal-dunyi hadithiz).*’

Anon.:

A lasting mention among the hvm% is life to the dead (Wa-baqa’u
l-dhikri ft Labya’i li-lamwaéti ‘umri).

Anon.:
His deeds gave him back his life:

It was as if by their spreadmg he was resurrected (fa-ka-annahi
min nashriba manshiari).”

Abii IJahm ()

A man is linked with his deeds; people are reports and parables
(wa-l-nasu akbbiarun wa-amthili).”’

Al-Akhtal (?):

There will remain a tale (padith) after your death; so see which

tale you may be, and be it (fznzur ayya ubdithatin takinu fa-
kunha)*

3 AlLJAHIZ, al-Bayan, ii, 104; al- KHALIDIYYAN, al-Ashbih wa-l-naza ir, ii, 38. ‘

%6 AI-KHALIDIYYAN, al-Ashbah wa-l-nazd’ir, ii, 38; al-RAGHIB al-ISBAHANI,
Mubddarat, i, 234 (thyme-word paditha).

2" AI'TURTUSHI, Siraj al-muliik, ed. Ja*far al-Bayati, London 1990, 380.

# AL-RAGHIB al-ISBAHANI, Mupdadarat, i, 234; cf. the line quoted by al-
Tawhidi, see above.

* ALASKARI, Awa’il, 5.

* There was an Abii -Jahm “‘Amir (or ‘Umayr or “‘Ubayd) Ibn Hushayfa, con-
temporary of the Prophet; a variant has Ibn al-Jahm, so perhaps the well-known
poet “Ali Ibn al-Jahm (d. 249/863) is meant.

31 AI'TAWHIDI, al-Basa ir wa-l-dbakha ir, Beirut 1988, i, 12-13.
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A prose saying attributed to Aba Hanifa (d. 150/767):
The world is a tale, so be one of its best tales! (Al-dunya ubditha-
tun fa-kun anta min absani ahadithiba).>

Abi 1-Qasim Yasuf Ibn al-Qasim alkatib (d. after 170/786):
You are, among people, a tale (#hditha), so be the best (tale) that
you would prefer.

Al-‘Abbas Ibn al-Ahnaf (d. c. 188/804):
We have become a tale (badith) for those living after us; the cen-
turies will tell one another about us.*

Ahmad Ibn Yasuf Ibn Sabih al-katib (d. 213/828):

People in this world are tales (ahadith) that remain, while inher-
ited property will not remain:

Therefore may God’s mercy be upon someone deceased about
whom good tales are told in it.*

Abi Tammam (?) (d. 231/846):
A human being is nought but the mentioning of a good deed or

of a bad deed, spread by words (dhikru salibatin aw dhikru sayyi’a-
tin yasri biba Lkalimi).

;Abd al-Samad Ibn al-Mu‘adhdhal (d. c. 240/854):

Let me ransom glory by spending my wealth — what a fair price!

I see that people are a tale (whditha), so be a good tale (hadith
hasan)!*®

32 Anonymously al-KHALIDIYYAN, al-Ashbab wa-l-nazd’ir, ii, 37, attr. to al-
Akhtal in al-Hamasa al-Basriyya, ii, 421, but not found in the Diwan.

3 Mufid al-‘uwlam wa-mubid al-humdm, ed. Muhammad ‘Abd al-Qadir ‘Ata,
Beirut 1985, 205. The edition attributes the work wrongly to Zakariyya Ibn Mu-
hammad al-Qazwini; another (Cairo, 1327/1909) to Jamil al-Din Abu Bakr al-
Khwarazmi. The probable author is Jamal al-Din Muhammad Ibn Ahmad al-Qaz-
wini (fl. 551/1185), see C. BROCKELMANN, Geschichte der arabischen Litteratur, 1, 499,
Suppl. I, 914.

3% AI-SULL, al-Awriq (Qism akhbar al-shu‘ard’), Cairo 1934, 150.

35 AI-“ABBAS IBN al-AHNAF, Diwan, Beirut 1965, 303.

% Anonymously in al-KHALIDIYYAN, al-Ashbah wa-l-naza’ir, ii, 37; see al-
SULIL, al-Awraq (Qism akbbar al-shu‘ard’), 216. The poet is the son of Yasuf Ibn al-
Qasim quoted above.

7 IBN QUTAYBA, Upan, iii, 195; IBN ‘ABD RABBIH, 74d, i, 232 (in both
sources attributed to Habib al-T3’1; not found in Abii Tammam’s Diwan).
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‘Ali Ibn al-Jahm (d. 249/863):

There is no good in the life of a man when he is obscure: but
mentioning a man favourabl;/ is a life renewed (wa-dhikru lfata
bi-Lkbayri ‘umrun mujaddads).®

Ibn al-Rumi (d. 283/896):
I see that poetry revives people and glory (ara Ishi‘ra yuhyi l-nasa
wa-l-majda), made to last by fragrant breaths.

What else is glory, but for poetry, except things of the past; what
else are people but rotting bones?*’

Ibn Durayd (d. 321/933):

Man is nought but a tale after his death; so be a good tale for
those who understand (innama I-mar’u hadithun ba'dahi / fa-kun
hadithan basanan li-man wa'z).*!

Al-Nawbakhti (?):*
I see that tales (¢hadith) remain for doers of good and evil,

So be a fair tale gfa-kun badithan jamilar), that you may win a
splendid destiny!*

Al-Mutanabbi (d. 354/965):

Man’s renown is his second life (dhikru Lfata ‘umrubu l-thani).*

Ibn al-Nagqib al-Fuqaysi, al-Hasan Ibn Shawar (d. 687/1288):

We are nought but a story, an imagined vision, a tale for dwellers

3 AI-KHALIDIYYAN, al-Ashbih wa-l-naza’ir, ii, 37; akMUBARRAD, al-Kamil, i,
237; al-THAALIBI, al-Tamthil wa-l-mubddara, n.pl. 1983, 87; al-RAGHIB al-ISBA-
HANI, Mupadarat, i, 234.

% Al-AMIDI, al-Ibana ‘an sariqat al-Mutanabbi, Cairo 1969, 182.

4 AL-HUSRI, Zabhr al-ddab, ed. Zaki Mubirak, repr. Beirut 1972, 59; al- THAA-
LIBI, al-Tamthil wa-l-mubidara, 189. The Diwan (391) reads yuhyi I-majda wa-l-ba’sa
(and wa-l-nada instead of the following alladhsi).

4l From his famous Magsira; al-TIBRIZI, Sharh al-Magsira, Damascus 1961,
185 (line 182); IBN ‘ABD RABBIH, al-Iqd alfarid, i, 232; al- KHALIDIYYAN, al-Ash-
bah wa-l-naza’ir, 1i, 38; al- THAALIBI, Qisas al-anbiy’, repr. Beirut n.d., 3.

42 Probably ‘Ali Ibn al-‘Abbas Ibn Ismi‘il (d. c. 327/939).

43 AILKHALIDIYYAN, al-Ashbih wa-l-naza’ir, i, 38.

4 Al-MUTANABBI, Diwan, ed. F. Dieterici, 711; al- AMIDI, bana, 183 (deemed
inferior to its model, the line by ‘Ali Ibn al-Jahm quoted above). Cf. a prose ver-
sion: dhikru l-rajuli ‘umrubu l-thani, al-*ASKARI, al-Awa’il, 5.
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of towns and deserts (Napnu illa hikayatun wa-khayilun wa-hadi-
thun li-hadirin wa-li-badi).*

In Islamic times, it is still in poetry that reputations are immor-
talized most eloquently and memorably, although other genres
have come to claim their share. ‘Abd al-Qahir al-Jurjani, the great
critic, used the line by al-Mutanabbi quoted above, in a passage
on the power of poetry, or more precisely of poetic similes and
metaphors: poetry is able to represent a thing or a quality as its
opposite, a living person as being dead or vice versa.*

If people are tales, and these tales are best represented as
poems, then one could turn the metaphor around and say that
poems are people. This has been done; but it could mean dif-
ferent things. It is one thing to say that a person lives on in the
form of tales and poems, but quite another thing to identify a
particular poem as the person it describes. Rather, a poem is per-
sonified because in a sense it is the offspring of the poet, or sim-
ply because it is something that »speaks« and may travel the
earth. »Poetry will speak of his days/his feats (ayyamibi), with a
tongue that is not tied«, said Ashja‘ al-Sulami (d. end of 2nd/8th
century) in an elegy on Muhammad Ibn Mansiir Ibn Ziyad.*’

A poet may die, but his (or her) poetry does not; an idea ex-
pressed already by al-Khansa’:

4 IBN SHAKIR al-KUTUBI, Fawat al-Wafayat, ed. Thsan ‘Abbas, Beirut 1973-
1974, 1, 329

% <ABD al-QAHIR al-JURJANI, Asrar al-baligha, ed. Hellmut Ritter, Istanbul
1954, 121, transl. RITTER (Die Geheimnisse der Wortkunst, Wiesbaden 1959), 149.
‘Abd al-Qzhir quotes the citation anonymously and incorrectly (dhikratu lfatd).
See on this power and function of poetry also al-MUZAFFAR al-HUSAYNI, Nadrat
al-ighrid, ed. Nuha “Arif al-Hasan, Damascus 1976, 293 fF.

47 ALMUBARRAD, al-Ta'Gzi wa-l-marathi, ed. Muhammad al-Dibaji, Beirut
1992, 190; IBN ‘ABD RABBIH, 74d, iii, 292 (with sayantabiqu wrongly for sayan-
tiqu).
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A rhyme like the edge of a spearhead that remains (tabgqa), while
he who said it will perish.*®

Here the metaphor of »undying« poetry is still lacking; it is pre-
sent in an often-quoted line by Di‘bil (d. 246/860);

When I say a line of verse; he who said it will die and so will he
on whom it was said. But the verse will not die,*

and, again by Di‘bil, in a line where poetry is made capable of
dying like humans:

Bad poetry will die before its people (viz. those mentioned in it);
good verse remains even when he who said it dies.*®

In mupdath poetry, it is not rare to find that poetry has been
given human features. Abti Tammam gives it a face and a body:

How come poetry’s face is dust-coloured, dark?
... Poetry shook its sides expectantly ...*!

“® ALLKHANSA’, Diwan, ed. Ibrahim ‘Awadayn, Cairo 1985, 50; IBN ABI
‘AWN, al-Tashbihat, ed. Muhammad ‘Abd al-Mu‘id Khan, London 1950, 228, al-
KHALIDIYYAN, al-Ashbah wa-l-naza’ir, i, 225. »

“ DI‘BIL, Diwan, ed. ‘Abd al-Sahib ‘Imran al-Dujayli, Beirut 1972, 154; al-MU-
BARRAD, Kamil, i, 237; IBN ‘ABD RABBIH, T4d, v, 317; al-QALI, Dhayl al-Amals,
Cairo 1926, 112; al- MARZUBANI, al-Muwashshah, ed. ‘Ali Muhammad al-Bijawi,
Cairo 1965, 576; al- KHALIDIYYAN, al-Ashbah wa-l-nazd'ir, i, 225; al-TAWHIDI, al-
Basi’ir wa-l-dbakhi’ir, ed. Wadad al-Qadi, Beirut 1988, ix, 208; “ABD al-KARIM al-
NAHSHALI, al-Mumti‘ fi san‘at al-shi‘r, ed. “‘Abbas ‘Abd al-Satir, Beirut 1983, 174; al-
SHARIF al-MURTADA, al-Amali (Ghurar alfawi’id), ed. Muhammad Abtu I-Fadl
Ibrahim, Cairo 1954, ii, 270; IBN RASHIQ, 4/- Umda, ed. Muhammad Muhyi I-Din
‘Abd al-Hamid, Cairo 1953, i, 77 etc.

0 DI‘BIL, Diwan, 256; IBN ABI ‘AWN, Tashbibat, 229; al MUBARRAD, Kamil,
1, 238; IBN QUTAYBA, al-Shi‘r wa-l-shu‘ara’, ed. Ahmad Muhammad Shikir, Cairo
1967, 851; al-MARZUBANI, Muwashshah, 556, 576; all KHALIDIYYAN, al-Ashbih wa-l-
nazd'ir, i, 225; IBN ‘ABD RABBIH, 14d, v, 317; al-*ASKARI, Dfwan al-ma‘ant, ii, 238;
al-MURTADA, Amali, ii, 270; al-THA‘ALIBL, Khass al-khdss; idem, al-Tamthil wa-I-
mupddara, 188, 120; IBN RASHIQ, ‘Umda, i, 114, etc.

5! ABU TAMMAM, Diwain, ed. Muhammad ‘Abduh ‘Azzam, Cairo 1976, iii,
182-183; cf. al-AMIDI’s criticism: a gloomy face and merrily shaking sides do not go
together, al-Muwazana, iii (ed. ‘Abd Allih Hamd Muharib, Cairo 1990), 680-81.
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As for the comparison of a gasida with a body, in a remarkable
passage by the critic al-Hatimi, I refer to an earlier essay of
mine.” Poetry may be sick, as in a line by Ibn Abi Salama (early
3rd/gth century):

Some people’s poems may be ill, but some wholesome and
healthy verse is coming to you.”® -

A poem may have youth and old age, accéfdiﬁg to Ibn al-Riimi:

A poem is like life: in it, together with youth, there are grey
hairs.

Poetry itself may take pride in its subject. Al-Buhturi says:

Some may be proud of poetry in which they are praised; but po-
ems boast because of you [since you are mentioned in them].”®

Abti Tammam begins a poem with:

You in whom self-glory (fakhr) glorifies, and in whom poetry is
delighted!*®

52 »The Poet as a Body-Builder: On a Passage from al-Hatimi’s Hilyat al-mu-
hadara«, in: JAL 13 (1982), 58-65, and G.J.H. VAN GELDER, Beyond the Line: Classi-
cal Arabic literary critics.on the coherence and unity of the poem, Leiden 1982, 82-89.

3 ALSULL, al-Awriaq (qism akhbir alshu‘ard’), ed. ]. Heyworth Dunne, Cairo
1934, 253. E '

3 IBN al-ROMI, Diwin, 203, adopting, like Schoeler, the variant ka-l-‘ayshi for
ka-l-sha‘ri; cf. Gregor SCHOELER, »Ibn ar-Rami’s Gedicht iiber die Dichtung und
seine Gedankenlyrike, in W. Heinrichs & G. Schoeler (eds.), Festschrift Ewald Wag-
ner zum 65. Geburtstag, Bd. 2: Studien zur arabischen Dichtung, Beirut 1994, 318336,
see 320; idem, »On Ibn ar-Rami’s Reflective Poetry: His Poem about Poetry, in:
JAL 27 (1996), 22-36, see 23.

% AI-BUHTURI, Diwan, ed. Hasan Kamil al-Sayrafi, Cairo 1972-1978, 958; IBN
ABI ‘AWN, Tashbibat, 226; al-SULI, Akbbir Abi Tammam, Cairo 1937, 76; idem,
Akbbar al-Bubturi, ed. Silih al-Ashtar, Damascus 1958, 150; al-AMIDI, al-Muwdzana,
ed. al-Sayyid Ahmad Sagr, Cairo 19611965, i, 327; DIYA’ al-DIN IBN al-ATHIR, a/-
Istidrak, ed. Hifni Muhammad Sharaf, Cairo 1958, 63.

% Diwan, ii, 183.
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The life of poetry is intimately linked with that of the person
eulogized in it; as Abti Tammam says,

The life of poetry is the life that you give to generosity; when
generosity dies, so does poetry.”’

The comparison of poems and lines to pretty girls is common-
place in mubdath poetry and is in no need of illustration here.
They are virgin, of course, since the motifs, ma ‘@ni, are virginal,
never yet touched by man. As for poems being the children of the
poet, there is an anecdote about Abi Tammam being urged to
scrap a line, whereupon he said, in prose,

It is like a man with a number of sons, all of them handsome
and promising, except one who is ugly and backward. He knows
this son and knows what he is worth, yet he does not wish him
to die.

The poet Khilid al-katib (d. c. 262/876) was asked by ‘Ali Ibn
al-Jahm to renounce his claim on a particular line, but Kha-
lid replied, »Do you think that anyone would give away his
child?«®®* An obscure adib called Abi ‘Amr al-Razjahi (d. 426/
1035) elaborated this in verse:

They said, »It grieves us to see you old, without children female
or male.

Yet a man’s memory remains after his death.« I replied, »Leave
me alone! That is all twaddle.

My offspring, when I am dead, will be brilliant necklace-like po-
ems that I have spread around, consisting of verse, knowledge
and reports,

57 Diwan, ii, 292, transl. by M.C. LYONS, »Notes on Abii Tammim’s Concept
of Poetry«, in: JAL g (1978), 57-64, see 59.

8 AL-SULL, Akbbar Abi Tammam, 11415; cf. Abi Tammam’s line »... not as
someone who is infatuated with his own son and his own poetry«, Diwan, iii, 331
(cf. variant in IBN ABI “AWN, Tashbihat, 228).

%9 ALJARIRI, Jalis, i, 271; al ISFAHANI, Aghani, xx, 279.
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Everlasting (kbawalid), no need to be afraid that they will die,
whereas one may fear that humans may die or be recalcitrant.«®°

Panegyric or invective poems may ensure the worldly afterlife of
those praised or blamed in them. At the same time, being the
poet’s offspring, poems give a kind of immortality to the poets
themselves. An unknown poet expressed this as follows:

Although I shall die, I have made to last, after my death, rhymes
that please those who quote them.'

Or an anonymous r4jaz poet:

Many a word, spread by him who said it,
Will outlast him, while he will not outlast it.®?

Perhaps the most grandiloquent version of this is a line by al-
Mutanabbi, who, as so often, reserves the highest praise for him-
self in the course of a poem ostensibly in praise of someone else.
In a poem for Sayf al-Dawla he says:

Eternity is merely one of the reciters of the gems of my verse (wa-
ma l-dabru illd min ruwati qald’idi): when I speak poetry, Eternity
is declaiming.®

% AI-BAKHARZI, Dumyat al-qasr, ed. ‘Abd al-Fattih Muhammad al-Hulw,
Cairo 1968-1971, 1, 263.

' AL-JAHIZ, al-Bayan, i, 222; al KHALIDIYYAN, al-Ashbih wa-l-naza’ir, ii, 210;
al-“ASKARI, Diwin al-ma‘ani, i, 8; attrib. to Ibn Mayyada in IBN al-SHAJARI, a/-
Hamdsa, Hyderabad AH 1345, 238; IBN AYDAMIR, al-Durr al-farid, facs. ed. Frank-
furt a.M. 1988, i, 174; attrib. to Abt Shurayh al-‘Umayr in ‘ABD al-QAHIR al-JUR-
JANI, Dala’il al-i%az, ed. Mahmiid Muhammad Shikir, Cairo [1984], 513; to ‘Amr
Ibn Hind in ABU TAHIR al-BAGHDADI, Qanan al-baligha, in Rasi’il al-bulaghi’,
Cairo 1954, 435. Compare the similar anonymous line in allKHALIDIYYAN, a/-
Ashbah wa-l-nazi’ir, i, 225: »Although I shall die, I have made to last, after my
death, rhymes that will not be affected by extinction.

2 IBN AYDAMIR, al-Daurr, i, 174.

¢ AI-MUTANABBI, Diwan (with the comm. of PS.-UKBARI, a/-Tibyin), ed.
Mustafa al-Saqqa ¢ al, Cairo [1956] i, 290; idem (with the comm. of al-WAHIDI),
ed. F. Dieterici, Berlin 1861, 534; cf. A.J. ARBERRY, Poems of al-Mutanabbi, Cam-
bridge 1967, 82-83.
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The commentators may explain, correctly, that the words »Eterni-
ty is declaiming« is an ellipsis for »people living in aldahr«, but
the fact remains that the poet plainly says that al-dabr is nothing
more or less than the poet’s rgwi, thus putting himself literally
and almost blasphemously above Time and Eternity. Al-Muta-
nabbi also turns mankind as a whole into a poem, singling out
his patron at the time, a certain Aba Ayyab Ahmad Ibn ‘Imran,
as the best line in this poem:

Mankind was mentioned to us and it became a gasida, of which
you were the (most) splendid single verse.%*

In an amusing passage by Abii 1-°Al3’ al-Ma‘arri, in Risalat al-
Ghufran, he imagines that the poems of Aba Tammam, at his
death, will attend his funeral. The gasidas are represented, of
course, as women, in groups according to their rhyme-letter, be-
wailing the poet who may have been cast into Hell because of his
alleged neglect of the ritual prayer.* Remarkably perhaps, some
of the poems mentioned specifically are not, as might be expect-
ed, elegies; yet they wail »like the two daughters of Labid«. It
appears, however, that their function is merely to bewail: they do
not testify either for or against their maker, whose fate, whichever
it may be, is fixed by the Almighty. In al-Ma‘arri’s view, poems
survive but are, in the end, powerless; although one should never
rule out the possibility, when discussing al-Ma“arri, that he says
the exact opposite somewhere else.

* % %

This last remark could be made of any poet, of course. Qudama
and others found it perfectly possible and allowable for a poet to
contradict himself; and if there are poets who do not contradict
themselves, they are likely to contradict one another. This does
not make it easy to generalize about the task or mission of the
poet as expressed by the poets themselves, if one does not limit

8 Diwan (al-WAHIDI) 283; (PS.-“UKBARI) i, 235.
8 Risalat al-Ghufran, ed. ‘A’isha ‘Abd al-Rahman, Cairo n.d., 484-87.
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oneself to one poet or a limited number, but roams widely over
pre-Islamic and Islamic poetry, as I have done just now. It is clear,
at any rate, that earthly survival and substitution count as two
major functions of poetry: survival both of the poet and the per-
son mentioned in the poem; the potentially limitless life of the
poem being a substitute for the brief lives of poet and person. In
pre-Islamic times this kind of survival was the only or at least the
only important kind; in Islamic times the Hereafter offered an-
other kind of survival in which making poetry played no role or
only a very minor one. Although one must assume that the real-
ity of this afterlife was not seriously denied by anybody except
some very few, this did not completely overshadow the earthly
afterlife made possible by poetry. Poetry remained valuable for
those many who wanted the best of both worlds.

The two related metaphors that I have briefly discussed here
both serve a major function of poetry: poetry as perpetuation,
both of those whom it sings and those who make it. This is, of
course, a very common theme, present for instance in ancient
Greek, Latin and western mediaeval poetry,” and no doubt else-
where. Monumentum aere perennius, »a monument more lasting
than bronze«, as Horace (Odes III, 30) described his verse. The
Arabic contribution, it seems to me, lies in the abundance of the
metaphorical equation of texts and persons, of discourse and
people, which now strikes a strangely modern, or rather post-
modern, note.

Since the Berne conference on »The Writer’s Mission« was
part of a larger project on »Individual and Society in the Medi-
terranean Muslim world«, a few words, finally, ought to be said
on the subject. To what extent can or should a poem or a text
effect the survival of a person as an individual, distinct from
other individuals? Arabic panegyrical poetry, on the whole, does
not stress the individuality of the mamdiih, the patron, nor does
poetic criticism or theory encourage it. It is true that the caliph
‘Umar is said to have admired Zuhayr »because he praises a man

% See the brief excursus »Poetry as Perpetuation, in: E.R. CURTIUS, Exropean
Literature and the Latin Middle Ages, tr. by Willard R. Trask, Princeton, N.J. 1973,

476-77.
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for what he is worth (bima yakan fib)«* but there are other ver-
sions of this saying which seem to suggest that it was interpreted
differently, implying that a man should be praised for manly
qualities.®® Similarly, a king should be given kingly qualities, a
cadi those befitting a cadi, and so on. A poem presents an 1dea1
as is clearly expressed by a 13th-century critic:

Whenever a poet describes one of the traits of his patron, such as
his noble-mindedness, his knowledge, his excellence, his courage,
his noble descent and lineage and all the other things for which
he extols him in his verse, he ought to aim at the limit, and not
to be content with anything falling short of the utmost degree.*

The person is to be idealized in verse, which is not in itself in-
compatible with individuality, yet pushes it into the background.
Panegyrical poetry, therefore, is the worldly counterpart of Para-
dise, in which the faithful will live on, perpetually free from
blemishes and defects.

7 IBN SALLAM, Tabagqat fubil al-shu‘ard’, ed. Mahmiid Muhammad Shikir,
Cairo 1952, 52; al-ISFAHANI, Aghani, x, 289, cf IBN Q_UTAYBA al-Shi'r wa-l-shu'‘a-
ra’, 138; IBN ‘ABD RABBIH, ‘g4, v, 270; IBN RASHIQ, ‘Umda, i, 98.

¢ See Geert Jan VAN GELDER, The Bad and the Ugly: Attitudes towards invective
poetry (hija’) in classical Arabic literature, Leiden 1988, 64, with more references.

% AI-MUZAFFAR IBN al-FADL al- HUSAYNI, Nadrat al-ighrid, 449.
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THE POET AND HiS MISSION

Text and Space in the Prose Works of
Mahmiid Darwish

Richard van Leeuwen
(Amsterdam)

In his early novel Shame the Anglo-Pakistani author Salman
Rushdie writes in the second chapter:

The country in this story is not Pakistan, or not quite. There are
two countries, real and fictional, occupying the same space, or
almost the same space. My story, my fictional country exist, like
myself, at a slight angle to reality. I have found this off-centring
to be necessary; but its value is, of course, open to debate. My
view is that I am not writing only about Pakistan.!

Elsewhere in the same novel Rushdie states:

All migrants leave their past behind, although some try to pack it
into bundles and boxes [...], because it is the fate of migrants to
be stripped of history, to stand naked amidst the scorn of
strangers upon which they see the rich clothing, the brocades of
continuity and the eyebrows of belonging.”

These two quotations sum up a distinct relationship between
a human being, a defined space and the movement of time, a
relation which is characterized by disruption: the place about
which the author writes is not a real place, it is, as it were, an
image detached from its original, a picture taken from an

! Salman RUSHDIE, Shame, New York: Vintage International, 1989, 23-4.
2 Ibid., 64.
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eccentric point of view, which results in a discrepancy between
the real country and its artificial reflection in the story. This
segregation of the two spaces and their interaction, which are
essential to the interpretation of the novel, are parallelled by a
fragmented notion of time. The spatial disruption implies a
breach in the development of time, a loss of continuity, a segre-
gation of man from his past. Time and space are no longer part
of a coherent whole and in his ceuvre Rushdie assumes the task
of displaying this integration and to explore ways to find new
forms of unity, a new »sense of belonging«.

In this article I would like to show that a similar theme can
be perceived in the prose works of the prominent Palestinian poet
Mahmiid Darwish. Of course, what connects the two authors and
what produces the parallels between their works is primarily the
experience of exile, the feeling of displacement from which their
sense of spatial and temporal disruption derives. It is exile, in its
different guises, which forces them to look at a country from an
‘off-centred’ position and which severs them from their past.
Various aspects of exile permeate their literary work and they
both consider it their task to find responses to the alienation that
results from it.

To illustrate this, I have chosen two prose works, which are
characteristic for two phases of Darwish’s life. Mahmiid Darwish
was born in the Galilean village al-Barwa in 1942 and fled with his
family to Lebanon during the 1948 war. He came back to Israel
secretly, however, although this implied that he could not receive
any official civil status and, even legally, lived in exile in his own
country. His confrontations with the Israeli authorities increased
when he started writing poetry, which from the beginning had a
clear political dimension. He was imprisoned several times and
put under house arrest. In 1971 Darwish left Israel and from 1973
until 1982 he lived in Beirut, until the Palestinians were forced to
leave the city by the Israeli invasion army.?

The two works to be discussed here reflect the two main

? Biographical data can be found in Ibrahim Muhawi’s introduction to:
Mahmoud DARWISH, Memory for forgetfulness: August, Beirut, 1982, Berkeley etc.:
University of California Press, 1995.
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periods dividing Darwish’s life: Yawmiyyat al-huzn al-‘adi, first
published in 1973 and containing texts written when Darwish was
living in Israel; and Dhakira li-l-nisyan (1985),* an account of one
day in Beirut, in August 1982, during the Israeli siege and
bombardment of the city. Both texts deal with themes that are
crucial for Darwish’s ceuvre as a whole, and, what is relevant here,
in them he philosophizes explicitly about the function of poetry
with regard to the cultural and political challenges facing the
Arab world in general and the Palestinians in particular. Since
Darwish is a prolific writer, whose ceuvre contains numerous col-
lections of poems and essays published in journals, it would be
too pretentious to claim that an analysis of the two prose works
could result in a definitive reconstruction of Darwish’s thoughts
on the role of the poet. Much of what we are interested in here
may be found concealed in poems or explained in articles. It is
important to note then, that the conclusions arrived at in this
paper apply in the first instance only to the two texts that are
analyzed and not to Darwish as a person or to his poetical works.
The two texts are interesting in more than one respect, however,
since they combine explicit statements with implicit applications
of theoretical views, and this is why they have been chosen here.
To elucidate some points of our argument, some references will
be made to other texts, especially the collection of interviews
which was published in French.?

The conclusions will be evaluated by relating them to in my
view the only theoretical framework relevant to the general
question of the task of the author within a specific social context:
the model of literary production as part of a »field«, as conceived
by the French philosopher Pierre Bourdieu. As we will see below,
this model is not only significant for the role of literature as a
socio-cultural phenomenon, but also for the way in which

* The Arabic editions used here are, for Yawmiyyat al-huzn al-‘adi, Bayrat: Dir
al-‘Awda, 1978; and for Dbhakira li-lnisyan, Bayrit: al-Mu’assasa al-‘Arabiyya li-l-
Dirasa wa-l-Nashr, 1990; there is another edition which is slightly different: al-Dar
al-Bayda’: Dar Tiabqal li-l-Nashr, 1989. Quotations are taken from the English
translation by Ibrahim Muhawi (see note 3).

5> Mahmoud DARWICHE, La Palestine comme métaphore: Entretiens, Arles:
Sindbad/Actes Sud, 1997.
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authors construct their own roles, their place in society and their
position wis-4-vis each other. Literary production is seen as part of
a process which is organized structurally and which is ultimately
shaped by power relations. We hope to show that this approach is
particularly relevant to the role of the author as expressed in the
two prose works of Mahmid Darwish.

The first phase of estrangement: Yawmiyyat al-huzn al-‘adi

Neither Yawmiyyit al-huzn al-ddi nor Dhikira li-l-nispan can be
considered -an—umambiguously constructed, homogeneous and
generically unequivocal text. They rather consist of a mosaic of
texts of diverse genres, bound together by their thematic content
and the perspective of the author. The »essays« in Yawmiyyat al-
huzgn al-%di are sometimes personal recollections, connected with
contemplations on the various dimensions of the Palestinian-
Israeli struggle, and sometimes more detached documentaries on
specific subjects, such as questions related to poetry, ideological
discussions, historical issues, the Jewish nationalist discourse, or
a reconstruction of the massacre of Kafr Qasim in 1956. In several
cases the different types of text are mingled into a single, multi-
layered text in which the documentary component merges with
personal memories, poetry with political statements, and ideo-
logy with history. The result is a very personal account, whose
generic technique enhances the impression that the texts together
should be seen as a set of autobiographical notes. It is perhaps
this autobiographical dimension which enduced Darwish to pre-
fer the prose genre to poetry on this occasion, to be able to
explore the links between personal experiences, political issues
and literature in a more explicit way. Whatever may have been
the case, it enables us to interpret certain passages of the texts as
reférring to personal experiences and opinions of theauthor.

The autobiographical component is very prominent in the
first essay of the collection, entitled »The moon hasn’t fallen into
the well«, in which images are revived of the author’s exodus
from his native village during the zionist campaign of 1948 and
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his subsequent return to find the village destroyed. The inter-
twining motifs foreshadow and summarize the themes which
return in many other essays of the collection. The memory of the
exodus is the starting point of an almost mystical voyage to the
author’s childhood, which, in turn, is at the origin of the ties
between the author and his land. The memories of childhood de-
termine the author’s relation with his spatial environment: the
tales of his grandfather about his attachment to the soil, the
metaphoric meanings of the land as the »flesh and blood« of the
childhood, as the embodiment of a mental disposition and, es-
pecially, of a specific identity. The resuscitation of this complex
of reminiscences is a precondition to stay alive, to acquire some
form of continuity and to find the resources for a struggle for the
recuperation of the land.

The land thus becomes the central symbol, firstly as the de-
stiny of a metaphoric journey; secondly as a material domain
which determines the boundaries of gratuitous dreaming and
fantasizing; and thirdly as an incentive to resist and to counter
humiliation, de-humanization and inequality. The land is the ba-
sis for human dignity, both individual and communal, and as
such it contains the seeds of the future. Finally, the land is the
arena in which the struggle between justice and injustice takes
place. The exile of the child was a forced and systematic expulsion
and the right on the land was usurped by the use of violence. The
occupier has no ‘natural’ right, which is symbolized by the re-
lation between the child and the land. The memories of child-
hood provide the weapons to fight this injustice, to create a sense
of continuity and, ultimately, to reconquer »paradise«. This para-
dise is not definitively lost as long as the identification of the
material space with a specific mental disposition is upheld, as
long as the search for the combined identity and land continues.®

This complex of symbols, which is of course not uncommon
in Palestinian literature, provides only the raw material for the
metamorphosis which is, in my view, the essence of the work, a
transformation which recurs throughout the texts of Yawmiyyat
al-huzn al-‘Gdi and, as we will see, also in Dhakira li-I-nisyan. 1t is

® Yawmiyyat, 27-48.
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summarized in the paragraph in which stones are changed into
words, »words through which I maintain the dialogue with the
distant country. We become a language of flesh and blood«.” After
endowing the land with its metaphoric values, here comes the
final phase of the abstraction of a defined material phase into
words, or rather into a complex structure of speech, language and
texts.

In this first essay Mahmiad Darwish sketches the outline of a
metaphoric system which is further elaborated in the second
essay, entitled »The homeland between memory and the suitcasex.
Here the identification of the homeland with a concept of iden-
tity is confirmed, but especially the relationship between land and
text is emphasized. In the essay two nationalistic poems are cited,
oone sung by a Jew in'Russia and another by an Arab in Palestine.
Darwish juxtaposes the two poems and observes that whereas the
Palestinian poem is banned in Israel, the Jewish poem is, on the
contrary, adopted as recommendable. He concludes from the
treatment of texts such as these, that it is the Israelis who de-
termine how the identity of the land is to be expressed. This as-
sumption is confirmed by the treatment of another domain of
the nexus between texts and the land, a domain which, as we will
see, is central to Darwish’s thought: that of history. Darwish
notes that the Israelis demand from the Palestinians to relinquish
their past and to adopt instead a new version of the past which is
based on totally different experiences and on a cultivation of the
memory of the holocaust.®

In this way, the struggle for the land is epitomized by a strug-
gle between two memories, which are so different that they seem
to be irreconcilable. The Israelis derived their rights from ‘history
and memory,’ but these have turned into ‘land and power,’ simul-
taneously depriving the Palestinians of their ‘history, land and
rights’. The usurpation of history is depicted as a form of vio-
lence, which effectively transforms the identity of a spatial terri-

tory:

7 Ibid., 29.
8 Ibid., 49-70.
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They have also occupied the mental space, the mental disposition
and all relations between you and your homeland, so that you
have started to ask about the meaning and significance of the
homeland.

This homeland is not a theory, not a map, and it does not consist
only of »the graves of the forefathers«, it is rather a relation
which is expressed in a convergence of material and textual com-
ponents, of the land, memory and history. In order to preserve
this relation, history should not merely be written down and
defined, it should live on in the form of memory and struggle.

The connection between the land and texts is treated in a
different way in the essays entitled »Diary of daily sadness«, and
»When joy deceives«. Here the emphasis is laid on the way in
which names of any kind affect the organization and control of
spaces. Names of streets and towns and descriptions of the land
are together seen as signs of a community’s relations to the land.
Giving a name is a mechanism to appropriate reality, to impose a
certain version of reality on the material environment. The land
is appropriated by changing its names, by redrawing its bound-
aries dividing it and by restricting and regulating the freedom of
movement of the citizens. This usurpation is an act of force, as
becomes clear when Darwish describes his efforts to visit the
ruins of his native village, to obtain travel permits and to rent a
room, and when he is once and again confronted with the fact
that he is not recognized as a regular citizen. The land around
him has turned into a foreign country, subjected to the power of
a new language and new names.’

History, but especially poetry and memory, are the means to
preserve the original names and keep the original land alive:

Suddenly you remember that Palestine is your land. The lost
name leads you to lost times, and on the coast of the Mediter-
ranean lies the land like a sleeping woman, who awakes suddenly
when you call her by her beautiful name. They have forbidden
you to sing the old songs, to recite the poems of your youth and

® Ibid., 71-104 and 129-152.
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to read the histories of the revolutionaries and poets who have
sung of this old Palestine. The old name returns, finally it re-
turns from the void."

Poetry is one of the essential mediums to counter the efforts to
appropriate the land in this textual way and to strengthen the
bonds with the original land, as it is preserved in memory:

Poems are your language. Poetry says everything and nothing; she
says the truth without explaining it. This is your land and the
answer to the conqueror is still greater love for your land,
because every weakness that clouds your relation to your country
is a pretext to attack for the conquerors.

Poetry, then, is a powerful medium in the system of symbols
and texts which is shaped by the contesting efforts to possess the
land in the most comprehensive way, especially as a means to
record a vision of history which derives from a genuine, »natural«
attachment to the land. In the account of the Kafr Qaisim
massacre, entitled »Whoever kills fifty Palestinians pays one
pennyx, a version of the events is given which not only denounces
the perpetrators, but also the dubious ways in which the events
were incorporated into the Israeli ideological system, which
refused to admit any responsibility for the crimes and even
cleared the Israeli soldiers involved. It is this fundamental
dichotomy between oppressors and victims which inescapably
and consciously divides the Israeli society into two opposing
camps. Israeli nationalist discourse has usurped the events of
Kafr Qasim, by the force of its predominance, but the
Palestinians should integrate them into the history and poetry of"
the land, as part of their epic.”?

10 Ibid., 140.
" Ibid., 150.
12 Ibid., 105-128.
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The ultimate exile: Dhakira li-l-nisyan

Although at first sight the structure of Dhakira li-l-nisyan is less
fragmentary than that of Yawmiyyat al-huzn al-‘adi, as far as the
generic characteristics are concerned the two works are remark-
ably similar. Digressions into political debates, excursions into
the past and fragments of historical texts alternate with poetic
passages and personal memories and contemplations. Because the
text as a whole is more cohesive, it seems that fragmentation is
used as a deliberate device to convey a sense of confusion and
estrangement. Moreover the historical fragments lend the ac-
count of the events of a single day a depth which shows their
many layers of meaning and their roots in the past. Many tracks
have led to this day; the text is not merely an account of a day in
1982, it is the archaeology of that specific day. As in the case of
Yawmiyyat al-buzn al-‘adi, this complex structure increases the
autobiographical, even novelistic character of the text.

The setting of Dhikira li-I-nisyan seems to be fundamentally
different to that of Yawmiyyit al-huzn al-‘adi. In the latter there is
a confrontation between the occupier and the occupied, which is
based on force, but which in the course of time has become ab-
stract as a struggle between texts. In contrast, in Dhdkira li-l-nisyian
the author is directly confronted with violence and the threat of
death, Beirut being continually shelled, attacked by aeroplanes
and encircled by Israeli troops. The city is completely in the grasp
of violence, death and destruction and there seems to be no way
of escaping it. The sheer force of the mechanisms of destruction
stifles the poet and undermines the power of his words:

If only I knew how to organize the crush. of this death that keeps
pouring forth. If only I knew how to liberate the screams held
back in a body that no longer feels like mine from the sheer
effort spent to save itself in this uninterrupted chaos of shells.”®

Then a comparison is made with the birds in the sky, which cre-
ate their own space for their songs, but which are now silenced by
the invasion of the aeroplanes into their domain. Still, there is

3 Memory, 4 (Dhakira, 7).
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some fixed point in this bizarre chaos, which is vested in
language:

From now on we have nothing to lose, so long as Beirut is here
and we’re here in Beirut as names for a different homeland,
where meanings will find their words again in the midst of this
sea and on the edge of this desert. For here, where we are, is the
tent for wandering meanings and words gone astray and the
orphaned light, scattered and banished from the center.'

What is expressed here is the quintessence of exile, not an
exile imposed by circumstances only, but an existential exile,
which invades the poet in his lonely confrontation with an ab-
surd, anonymous death. The space of Darwish is, as he says,
»reduced from the homeland to his body«, and even this minimal
space is not wholly under his control: finally he admits that he
»only exists in words«."”” The experience of exile is even more
painful for the younger generation, those who are resisting the
Israeli invasion with weapons, although they have come to know
the homeland only through a »mighty memory« and a tireless
seeking. They are the children of exile, bereft of their identity by
the enemies, who have changed the names of the homeland in
order to affirm their victory. Names are the signs in place and
time against forgetfulness and the Palestinians have become the
victims of forgetfulness. They are required to forget the past and
Darwish asks himself who will be capable of creating a new
memory for this new generation?'® Here exile, space and text
come together.

Again, the notion of history is of crucial significance for the
interpretation of present events. The main reference in Dhakira li-
I-nisyan is to the crusades, as a parallel war waged against the
Arabs by a foreign, invading army, and to the Bible, providing
the inspiration for a combined Israeli-Lebanese effort to gain
predominance in the Near East. This history is manipulated, it is
a history of false meanings, which have been inscribed on the

4 Ibid., 11 (16).
'S Ibid, 51 (63).
16 Ibid., 1315 (18-23).
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land. This manipulation is the »right« of the conqueror, who
imposes a version of history upon memory. The conqueror deter-
mines the roles which derive from their possession of the land.
They appropriate the historical roles which confirm their rela-
tions with the land and the integrity of their identity. The in-
version of roles is one of the central themes throughout Mahmad
Darwish’s works: he accuses the Israelis of monopolizing all the
roles available in the conflict, the roles of the criminal and the
judge, of the murderer and the mourner, of the perpetrator and
the victim. This leaves no role for the Palestinians, who are thus,
by force, eliminated from the historical scene, without even the
right to bewail their dead. The only recourse is to fight back. The
fighters, therefore, are

defending the lineages of this coast against the mix-up of
meanings, that history shall not be made docile and the place a
mere estate to be inherited."”

Fighting back is not restricted to guns, however. For the poet
there is another recourse, which consists of sheltering and order-
ing functions of language, which can be opposed to the irration-
ality of violence:

Yet I want to break into song. Yes, I want to sing to this burning
day. I do want to sing. I want to find a language that transforms
language itself into steel for the spirit — a language to use against
these sparkling silver insects, these jets. I want a language that I
can lean on and that can lean on me, that asks me to bear witness
and that I can ask to bear witness, to what power there is in us to
overcome this cosmic isolation.'®

Darwish quotes the story of creation in the version of Ibn al-
Athir, in which God first of all creates the Pen and says: »Writel,
after which the world was written into being."” Writing, or, more
precisely, poetry, is a means to fill the emptiness of the horrible
and unbearable reality. However, just like the birds have stopped

17 Ibid., 51 (64).
8 [id, 52 (66).
9 Ibid., 42 (54).
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singing, the war has deprived the poet of his language. There are
no words for the language of war. The poet keeps silent as long as
the guns speak and he will only speak when the guns quiet down
when he finds the appropriate language:

There is no role for poetry now. My role is out51de the poem. My
role is to be here, with citizens and fighters.?

Some ask for poems that will

match air raids or at least upset the balance of forces. If the poem
is not born ‘now,’” then when will it be born? And if it’s to be
born later, what value has it ‘now’?*!

The answer is that

a poem may be born in a certain place, in a certain language and
body, without reaching throat or paper.”?

Darwish refuses to comply to the demand for ‘war-songs’
which directly interfere with the struggle. Still, even when the
poet is silent, poetry is being born, a poetry which is different and
transformed by the events:

[The fighters] are the genuine founders of a writing that for a
long, long time will have to search for a linguistic equivalent to
their heroism and their amazing lives. How can the new writing
— which needs time enough for leisure — crystallize and take form
in a battle that has such a rhythm of rockets? And how can
traditional verse — and all verse is traditional at this moment —
define the poetry now fermenting in the belly of the volcano?®

It is clear for Darwish that the events mark a turning point in
literature. After this, no text will be the same.

While in Yawmiyyat al-huzn al-‘adi the connections are exam-
ined between material space and texts with regard to the home-

® Ibid., 62 (79).
2 [hid, 63 (84).
2 Ibid,, 63-4 (81-2).
3 Ibid., 64 (82).
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land, in Dhakira li-l-nisyin Beirut, the place of exile, is described
as a city of speech-acts, of texts and various forms of communica-
ting. Beirut is a symbol, the city of posters and slogans; Beirut is
vulnerable »like an open text«,?* usurped by all kinds of intellec-
tuals and political refugees. Their relation to Beirut has become
an addiction which rendered language so metaphorical that they
could imagine themselves to be full citizens. The Palestinians too
made this mistake:

We did not understand Lebanon. We saw in Lebanon only our
own image in the polished stone — an imagination that re-creates
the world in its shape, not because it is deluded, but because it
needs a foothold for the vision.”

The imaginary identification with Beirut led to a distortion of
their vision of reality:

Memory assumes the shape of the city’s chaos and takes up a
speech that makes you forget words that went before.”®

The boundaries between reality and illusion fade:

Is it because disjointed reality cannot be grasped, or because
disjointed consciousness is unable to grasp?*’

The material and mental displacement leads to a fragmentation
of the Palestinian sense of identity, not only because the ties with
the homeland become more complex and diverse, but especially
because perspectives on the self and the homeland are multiplied
and diversified into a multi-dimensional optic play. Beirut may
have been an illusion, but the homeland should remain real.
Although the activity of the poet — or his inactivity — is clear-
ly linked to the spatial environment, Beirut as a place of exile,
and to the events of the moment, poetry is not limited to a reali-
ty situated in a well-defined context of »time and place«. On the

24 Ibid., 134 (167).
% Ibid., 45 (58).
% Ibid., 91 (115).
2 bid, 46 (59).
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other hand, Darwish rejects the »dictatorship of the text«, which
claims sanctity for the poetic text that

allows no tool for its analysis except self-reference and, at the
same time, reserves the exclusive right to load itself with all the
ideology exterior to this claim that it can manage to disguise.”®

Evidently, the relation between text and reality is a complex one
and poetry is potentially powerful partly because it is more than
just an account of events, or a commentary on events. It also
reveals the universal essence of these events, their relation to a
context which is deeply rooted in human existence and history.
When evening has fallen, at the end of August 6, 1982, when
it is clear that the Palestinians will concede to leave Beirut and
that the city is at the mercy of the Israeli troops, the poet sighs:

What is poetry? Poetry is to write this cosmic silence, final and
total. He was alone, without an idea, a woman, a poem, a
promise. Was there anything left after Beirut fell under siege?
Any horizon? Any song?®

Exile and the text

Mahmiid Darwish has repeatedly stressed that his sense of exile is
not incidental and not related to his residence inside or outside
Palestine. The two texts discussed here show that exile is a con-
sciousness which is imposed by external forces, but which has
been internalized and transformed into an emotional and intel-
lectual disposition which affects every experience and every
thought. In the first instance, it gives rise to an almost obsessive
preoccupation with questions of identity, both as an abstract
idea, and as a political phenomenon. Identity becomes an almost
mystical concept in which matter, feelings and thoughts melt
into a unified whole, which simultaneously pervades and trans-
cends reality. Palestinian identity has been denied and become

% Ibid., 139 (173-4)-
® Ibid., 154 (193).
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disrupted, and among the tasks of the poet is to reconstruct this
identity by reintegrating it into the two domains from which it
was evicted: time, or the continuity of history, and place, the
possession of the homeland. This reintegration can only be
achieved in one way: by recreating the two domains in texts, by
enabling their essence to transcend a distorted reality and to
return to their natural course of deployment.

According to Darwish, one of the main priorities of the
zionist movement was to deprive the Palestinians of their history.
By the dispossession of their land and the subsequent efforts to
re-write the history of Palestine, the Palestinians were so to speak
exiled from history and prevented to take part in the regular
development of events. They were cut off from their past and
were denied a new historical role inside Israel, since they were not
only not accepted as an integral part of society, they were even
denied an existence. In Israeli nationalist ideology the Palesti-
nians are non-existant in the versions of history which serve to
strengthen the Israeli ties with the land and the creation myth of
the Israeli state. It is this to which Darwish refers when he speaks
of a distortion of history, the willful falsification of the meaning
of ‘words and the monopolization of historical roles by the
Israelis. The only moment when the Israelis tolerate the presence
of the Palestinians is when they would sign a treaty in which they
officially confirm their non-existence.”

To prevent being totally driven out of the historical scene
and to assure some historical continuity for the Palestinian
people, the breach with the past has to be healed. This implies,
firstly, that a history has to be constructed which re-establishes
the ties between the experiences of the Palestinians and the histo-
rical process, and, secondly, that the formulation of a historical
identity affords them a commonly accepted place on the histo-
rical platform. The displacement and the tasks it entails are ex-
tremely relevant to poetry and the poet. In one of his recent
interviews Darwish says:

Je cherche une place dans I'Histoire et je suis loin de l'avoir

0 Ibid., 149 (186).
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trouvée.Je suis hors de I'histoire des autres et hors de ma propre
. . 1
histoire.

And, for poetry:

Le probléme de la poésie palestinienne est qu’elle s’est mise en
marche sans forces d’appoint, sans historiens, sans géographes,
sans anthropologues; aussi a-t-elle dfi s’équiper elle-méme de tout
bagage nécessaire pour défendre son droit 4 I'existence.’?

Poetry has a significant task in restoring the links with history
and formulate the historical component in the Palestinian
identity. Darwish says that essentially poetry is to strive to rewrite
or to create its own Book of Genesis, to search for beginnings and
to interpret myths of creation. It is through these myths that the
poet can return to his origins and ultimately touch upon daily
life in the present. Palestinian poets in particular write »d proxi-
mité du livre de la Genése«, since it is here that their mythical
and social roles converge. History and myth have become an
unavoidable detour to comprehend the present and to mend the
gaps created by the violent usurpation of the land and its textual
representations.

The various versions of history are inscribed on the land,
both by the occupier and by the Palestinians. The relations of
power however, imply that the Israeli version is dominant and
that the Palestinian ‘textual’ homeland is threatened by
elimination. What remains for the Palestinians is not so much
‘history’ as ‘memory,’ consisting of recollections of childhood
and of the exodus, emotions symbolizing the attachment to the
land and the ‘natural’ right of the Palestinians to the land. By its
contribution to a reconstruction of Palestinian history, poetry
has the important task of transforming the domain of memory
into the domain of history, of reintegrating individual and
collective experiences into a discourse which is embedded in a
historical structure. In this way poetry helps to restore and
preserve the relations with the homeland, but, conversely, the

31 La Palestine comme métaphore, 159.
2 [hid, 27.
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land also becomes the main inspirational source of poetry. Here
the converging of the text and the land is completed:

La terre est une synthése: elle est 4 'origine de la poésie et elle en
est aussi la matiére et le langage. Parfois la terre et la langue sont
inséparables. La terre est ’existence physique de la poésie.”

Conclusions: Palestinian poetry and the field of literary production

Being fascinated by texts, Darwish often describes the Palestinian-
Israeli struggle as a struggle between representations, not only of
the struggle itself, but also of history, of the homeland, even of
the world. In doing this, he is acutely aware that this struggle is
intimately connected with relations of power and the use of
force. He repeatedly states that the Israeli versions of history have
been imposed by force, that the Israeli interpretations of justice
have been imposed by force, and that the Israeli meanings of
words and concepts have been imposed by force. The predomi-
nance of one representation over the other is ultimately de-
pendent on power configurations. It seems obvious, then, to link
the analysis of Mahmad Darwish’s works to a theoretical model
which is concerned with the structuring of speech and texts with-
in the context of power hierarchies: the concept of the »literary
field« developed by the French philosopher Pierre Bourdieu.

In the model of Bourdieu a field is a more-or-less stable set of
social relations covering specific domains of economic, social or
cultural activities. The relations within a field are shaped by the
competition between the participants to dominate the field and
to profit from the assets which are at stake in every domain:
material gain, social status, political, juridical or ‘symbolic’
power. The power struggles within the field are regulated by offi-
cial and unofficial rules and codes, which are ultimately the re-
flections of power relations among the participants. In the course
of time, fields are restructured by the revision of rules, by the rise
to power of new groups and new generations and by the changing

 Ibid., 117.
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functioning of the field within society. In the domain of lan-
guage and texts too fields are formed which structure linguistic
hierarchies within a society, which sanction the priority of one
dialect over another, one literary genre over another, one his-
torical representation over the other, one cultural outlook over
another, and one ideology over others. The status of forms of
speech or texts is related to the status of the speaker or writer
within the field, and this is in turn related to the power structure
within the society as a whole.**

In one of his studies Bourdieu describes how in Europe lite-
rary activity became structured in such a way that it is possible to
speak of a separate field of literature, in which material and im-
material profits were at stake and in which statuses were dis-
tributed according to more-or-less autonomous criteria. Writers,
critics, the press, publishers were all inclined to judge literature
according to standards developed within the confines of the field,
thus separating the field to some extent from other, social, ideo-
logical, domains. It is clear that in the case of Mahmid Darwish
there is no clear boundary between the domains of political and
ideological discourse and literature. There exists a combined field
in which politicians and writers operate and strive to dominate
and appropriate its stakes: who is authorized to speak for the
community as a whole, who determines which textual represen-
tations are in the centre of the field and which ones are in the
margin, or even excluded? It is ultimately power relations that
determine the dominant versions which are tolerated as ‘official,’
‘true,’ or ‘appropriate’ and that allow certain writers rather than
others to speak.

It is clear from his prose works and his interviews that
Mahmiid Darwish sees himself as being engaged in a struggle over
the authority to define and interpret concepts and words within
the field of literature and ideology and that he considers this field

34 For an introduction to Bourdieu’s theories, see: Pierre BOURDIEU, Thke
Field of Cultural Production, Cambridge: Polity Press, 1993; Language and Symbolic
Power, Cambridge: Polity Press, 1992; Les régles de l'art: Genése et structure du champ
littéraire, Paris: Editions du Seuil, 1992; Richard JENKINS, Pierre Bourdiex, London
& New York: Routledge, 1992.
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to be almost totally monopolized by the Israelis. As a conse-
quence, the Palestinians are living in a world which does not
really exist, but in an »imaginary Israeli world«, whose boundaries
are defined by the Israelis.”® It is the Israelis who determine what
the Palestinians are allowed to say and write:

Le Palestinien n’aurait-il pas le droit de chanter sa patrie comme
I'Israelien son expansionnisme? Non. L’Arabe n’a pas le droit de
forger son langage en dehors de limites que 'Israélien lui a fixées.
Ce qui déborde de ces limites est décrété hors de ’humain. L’hu-
main, en nous, doit quitter son espace propre pour se confiner
dans le ‘ghetto’ de I'autre. Il doit se faire le gardien de sa propre
absence, au profit de la présence de I'autre.

This quotation lays bare the essential competition within the
field, but since Israeli society is divided and participants from
both camps are competing within the same field, the two rivals
are also inescapably linked to each other, even condemned to each
other, because their statuses are defined in relation to the other.
The dominant discourse is from the beginning defined as the
antithesis of the marginal discourse, to such an extent that the
denied existence of the other becomes the essence of the ideo-
logical system. Thus, in the words of Darwish, the Israelis say that
they cannot live with the Palestinians, but their problem is rather

that they cannot live without them, since they need them in a
certain role:

Ils ont fabriqué leur ennemi, un ennemi dont ils veulent dicter la
conduite, le langage, les réactions et méme la forme des réves.”’

The concept of the field visualizes the relation between poetry
and power, which is explored by Darwish on several occasions.
Poetry is the medium of the weak, of the vanquished, of those
erased by history. However, it is also a weapon which can be effec-
tive within the field of literature and ideology, where it can affect

3> Mahmoud DARWICH, Palestine mon pays: L’affaire du poéme, Paris: Minuit,
1988, 64.

% Ibid, 61.
3 Ibid,, 67-8.
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existing power balances and challenge the status quo. This became
clear, for instance, when a poem of Darwish, entitled, in French
translation: »Passants parmi des paroles passagéres«,”® stirred up a
sharp controversy among Israeli intellectuals and politicians. The
poem, or at least its interpretation by the Israelis, was outside the
boundaries of ideological correctness set within the field of
literature. Darwish reacted sharply to the turmoil and concluded
dryly: »Nous leur proposons un marché: qu’ils suppriment les
colonies, et nous supprimerons le poéme.<** This remark is more
than just irony, in fact it epitomizes the functioning of
Bourdieu’s concept of the field, in which in the Palestinian-Israeli
case the stakes in the literary field are not only statuses and texts,
but ultimately also the control of the land. The land as a political
asset and the land as a literary asset are unseparable. It also illus-
trates that, as far as power is concerned, poetry somehow operates
at least partially on the same level as politics and ideology and
that poetry has its own sources of power:

La poésie ne peut se concilier avec la force, car elle est habitée par
le devoir de créer sa propre force, en fondant un espace vital
pour la défense du droit, de la justice et de la victime. La poésie
est I'alliée indéfectible de la victime, et elle ne peut trouver de
terrain d’entente avec I’histoire que sur la base de ce principe
fondamental.*’

This does not mean that poetry is prescribed by historical events
or political struggles. It has its own autonomous relation with
reality, but from this reality it has to develop its own power
resources.

With this final characterization of the function of poetry as
an autonomous power factor we come to the essence of the task
of the poet as seen by Darwish. Seen from the perspective of
Bourdieu’s concept of the field, one can say that Darwish is
struggling to carve out an autonomous field for Palestinian
literature and ideology, to construct a field which consists of a

% In: ibid., 47-9.
3 Ibid., 68.
“ La Palestine, 78.
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new system of symbols, forms and language which challenges the
institutionalized versions of the Israelis, to build a new version of
reality within texts, which will ultimately prove to be more ‘true,’
more just and more real than the existing ones. It seems that a
separate, fictive reality is the only way to preserve the ties of the
Palestinians with history and enable them to return from their
temporary banishment from history. Since texts are so intimately
connected with power and the land, for Darwish this textual
‘revolution’ will certainly coincide with a strengthening of the
Palestinians’ control of the land. Texts are a weapon for the
Palestinians to force themselves back into history, or, as it is
summarized by Darwish:

J’ai construit ma propre patrie. J’ai méme fondé mon état, dans
ma langue.

4 Ibid., 119.
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A GUARDIAN OF CHANGE?

The Poetry of Adinis between Hermeticism
and Commitment

Stefan Weidner
(Beirut/Cologne)

The poet, when he talks or writes about poetry, has peculiar
qualifications and peculiar limitations [...]. What he writes about
poetry, in short, must be assessed in relation to the poetry he
writes.

This dictum by T.S. Eliot is particularly true with respect to the
Lebanese poet Adiinis (‘Ali Ahmad Sa‘id, born in 1930).” Adiinis
is a prolific writer of essays, manifestos and studies on poetry, but
seen from the point of view of Western readers who have been
familiar with revolutionary poetical theories since the age of ro-
manticism, his poetics lack originality. Much of his theoretical
writing served to acquaint the Arab reading public with the theo-
retical background of his poetry which is rooted mainly in French
post-romantic poetics. Often sounding apologetic, it mainly aims
at defending his poetry against political and aesthetical charges.
Being probably the most controversial Arab writer of our time,

" Thomas Stearns ELIOT, The Selected Prose of T. S. Eliot, ed. Frank KERMODE,

London: Faber and Faber, 1975, 107. The quotation is from Eliot’s essay »The Mu-
sic of Poetry«.

2 For a general overview of Adiinis’s work cf. Stefan WEIDNER, »Adonis«, in:
Heinz Ludwig ARNOLD (ed.), Kritisches Lexikon zur fremdsprachigen Gegenwartslitera-
tur, Miinchen: Edition Text und Kritik, 1996, 41. Nachlfg., 1-11.
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Aduinis was constantly forced to display his political correctness
according to the changing ideological fashions. After having writ-
ten for Antiin Sa‘adah’s (1904-1949) Syrian Social Nationalist
Party (SSNP)® in the fifties, he then developed into a rather apoli-
tical, elitist writer with some affiliations to the Tammiizi move-
ment. In the late sixties he became a Nasserist, and in the seven-
ties he again metamorphosized and became communist. Today,
he may be regarded as a liberal. All these changing ideologies were
reflected in his writing and it is very difficult to extract Adanis’s
actual, genuine beliefs from his criticism.

For all of these reasons, it seems preferable to me to study
how Adiinis’s poetry reflects the mission of the poet rather than
to study his non-poetical works.* This seems appropiate as his
poetry is to a large degree seif-referential and self-reflexive. In
plenty of Adiunis’s verses the poet tells us what he thinks he is
doing and what he wants to do.

II

In his essay »The profession of the poet« Elias Canetti® mentions
an unknown poet who, on the verge of the Second World War,

? Adiinis’s affiliations to the SSNP are treated in Joseph ZEIDAN, »Myth and
Symbol in the Poetry of Adiinis and Yasuf al-Khals, in: JAL x (1979), 70-94.

“ It would be repetitive to expose Adiinis’s theoretical stance here. His critical
writings have been extensively treated by several Ph.D. theses in the U.S. Cf. Mo-
hammed Mahmoud KHAZALI, Modernity: A study of Adinis’ theory and poetry,
Austin 1983; Atif Y. FADDUL, The Poetics of T. S. Eliot and Adunis, Beirut: al-Hamra
Publishers, 1992; and Ahmed Saleh AL-TAMI, The Poetic Theories of the Leading Poet-
Critics of Arabic New Poetry, Indiana 1987. It is a curious fact that Adiinis’s theore-
tical work has been more thoroughly studied than his poetry, at least in the West.

* Canetti, winner of the Nobel Prize for literature in 1981, was born in 1905 in
Rustschuk/Bulgaria into a family of Austrian-Jewish origin. He went to Vienna in
1924 to study chemistry and started writing. In 1938 he emigrated to London,
where he lived until he moved to Zurich for the last years of his life. He died in
1994. Among his most famous works are his autobiography in three volumes
(1974-1985), the study Masse und Madst (1960) and his early novel Die Blendung
(1935). The essay I am referring to can be found in his collected essays: Das Gewss-
sen der Worte, Frankfurt a.M.: Fischer, 1982, 279-289 (referred to as »CANETTI« in
the following notes).
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demands from himself that he should be able to prevent the war
if he really were a poet. Most of us, I would venture to guess,
would share Canetti’s first assessment of the unknown poet’s
claim towards poetry: It is hard to think of a definition of the
poet’s mission which is more unrealistic than this. Moreover, this
definition of the poet’s mission raises the question whether there
is a difference between such a »bombastic« (to take up Canetti’s
words) notion of the poet’s powers and the equally ‘bombastic’
use of words which instigated the war.

It may be illuminating to examine Adunis’s poetry in the
light of such a definition of the poet’s mission. Like most con-
temporary Arab writers, Adiinis has been confronted with war
several times in his life. He first experienced war in his youth
when Syria was struggling for independence. Then there was the
Lebanese Civil War in 1958, the June War of 1967, the Yom Kip-
pur War in 1973, the Lebanese Civil War of 1975-1990 and, more
recently, the Gulf War of 1991.° With his long history of witness-
-ing war, we have to conclude that the experience of war has
influenced him and his work. Yet war, in the Middle East, was
not always per se the evil thing it has become for the average Mid-
dle European after two disastrous world wars. Quite to the con-
trary, war was often regarded as a means of liberation, for exam-
ple of Palestine, from the Mandate Powers or from a dictatorship.
For all of these reasons, metaphors relating to war and violence
are rather common in Adanis’s poetry as well as in modern Ara-
bic literature in general. A famous and most significant example
for this is what might be considered the ‘refrain’ of Adiinis’s long
poem »Hadha huwa smi« (»This is my namex, 1970), a poem writ-
ten in the aftermath of the Arab defeat in 1967. There he writes:

Qadirun an ughayyira: lughmu Lpadarati — Hadha buwa smi’
I am able to change: the mine of civilisation — this is my name®

¢ The Gulf War of 1991 forms the background of Adiinis’s poem »Wardatu I-
as’ilah« in his volume Abjadiyyatun thaniya, Casablanca: Dar Tiibqal, 1994, 151-162.

" In: ADUONIS: Hadha huwa smi: Sira niha’iyya, Beirut: Dar al-Adab, 1988, 28.
The whole poem »Hadha huwa smi« is analyzed in: Usaima DARWISH, Magsar al-
tapawwuldt, Beirut: Dar al-Adab, 1992.

8 I am using the translation of the poem by S.M. TOORAWA, which has been
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There are several points in this short phrase which are interesting
for our purpose. First of all, there is the self-reflexivity. In this
case, the self-definition consists of one of those martial meta-
phors. The poet claims to be (or to be called) a mine. This claim
comprises an emphatic notion of poetry, virtually a bombastic
one. With Canetti we may think that this is an inflated notion of
the poet’s abilities. However, at least for the Arab world, this
might be contendable. Poetry in the Middle East can very well be
explosive under certain circumstances (in a metaphorical sense,
of course). It can constitute a real danger to the rulers, and poets
are therefore subject to persecution and censorship. It can serve
to rally resistance, like the poetry of the Palestinian Mahmiud
Darwish. With respect to the whole of »Hadha huwa smi«, how-
ever, it is clear that it is not in this sense that this poem can be a
mine and it is obviously not in this way that Adtinis wants to be
understood. The main difficulty to understand Adiinis’s claim to
be (or bear the name of) a mine is not due to the high ambition
of such a claim, but rather due to the text where it figures.
»Hadha huwa smi« is so full of difficulties on the level of lan-
guage, especially syntax, and meaning that it is hard to believe it
will ever have any impact comparable to that of Darwish’s poetry.
Thus, the question we have to ask here is how Adiinis, or, more
precisely, the poet, can claim for himself to be »the mine of civi-
lisation« with the backdrop of a poem as cryptic as »Hadha huwa
smi« and his other poems of the seventies.

III

Adiinis’s antagonistic stance towards °‘civilisation,” combined
with an emphatic notion of poetry and a cryptic style, puts him
in the tradition of hermetic writing. Hermetic writing represents
an important stream in modern Western literature and has also
had a long tradition in Oriental thought. This tradition has been
so widespread that its name has become a synonym for difficult
or cryptic writing in general. We call hermetic texts those which

published in: JAL xxiv (1993), 28-38.
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do not allow for an immediate understanding. In this sense, it
seems naturally fitting to include Adiinis’s poetry in this tradi-
tion. More specifically, the term ‘hermetic’ helps us to explain
how Adinis can claim that his poetry has a minelike quality.
Traditionally, hermetic writing, in modern Western as well as in
classical Arabic literature, aims at a radical change in Weltanschau-
ung and also very often at a change in the social and political or-
der of a given society. In the Islamic world, the hermetic tradi-
tion was conveyed mainly in Shi‘l milieus. Quite obviously, Ada-
nis is not a dogmatic adherent to these Islamic-hermetic schools;
he only takes from these traditions what he deems valuable; for
instance, he playfully alludes to alchemic traditions in his cycle
Zahratu l-kimiya’ (»The Flower of Alchemy«, 1965) or revives the
memory of the Qarmatiyya movement in his collection Mufradun
bisighati ljami (»Singular in the Plural Form«, 1975), in effect -
expressing his beliefs in the need of a new socio-political order of
the Oriental societies.’

In modern literature, hermetic traditions also exist. In fact,
hermetic thought in a modern outfit dominated a large part of
Western poetry in the first half of the twentieth century. I am
referring not only to the Italian school of poets known as the
L’ermetismo movement, whose most famous members were Mon-
tale and Ungaretti, but also to comparable movements in other
countries. There are also ties to surrealism, which, not limiting
itself to the domain of literature, fought for a complete change in
life and society. Analogous traits can be found in poets as diffe-
rent as the Portuguese writer Fernando Pessoa, the American Ezra
Pound or German writers like Stefan George, Gottfried Benn or
Ernst Jiinger. All of them, while practising a difficult kind of wri-
ting, felt unhappy in modern civilisation and craved for a radical
break with the established socio-political order.

The question which will guide us now is how Adinis’s plea
for change is meant to be understood. For there are two crucially
divergent interpretations of change in our context. The one which

° It seems noteworthy that Adiinis himself is an “Alawi by birth and therefore
might feel naturally affiliated and close to Shi‘T traditions. It would be exaggera-

=C=

ted, however, to call him a Shi‘i or ‘Alawi activist.
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has marked the hermetic traditions across the board struggles to
replace the existing order by a new one which is usually based on
chiliastic expectations. This is the case with the hermetic Shi‘
movements in Islam like the Qarmatiyya or the Isma‘iliyya. In
modern times, those traditions became to a certain degree the
intellectual precursors of the twentieth century dictatorships,
most of which held chiliastic claims. Not surprisingly, most of
the writers I have mentioned sympathized with those regimes for
a while, and some of those regimes liked to pick up ideas expres-
sed by these writers, although in most cases on a popular level.’®
There is, however, a second, different understanding of
change which is worked out in detail by Elias Canetti in his essay.
Having dismissed the unknown poet’s definition of the poet’s
task as exaggerated, Canetti nonetheless admires his »sense of
responsibility towards life«, as he puts it. This responsibility to-
wards life is regarded by Canetti as the most noble mission of the
poet. The poet has to fulfill his mission by striving to be what
Canetti calls »a guardian of change«. The purpose of change here
is twofold. It not only warrants the poet’s opposition to the
»growing powers of deathe, as reflected in the violent history of
the 2oth century, but also against a widespread attitude towards
life and existence which only cares for productiveness, record
marks and sensational events. ‘Change’ for Canetti means the
attention the poet has to pay to what usually is neglected or dis-
carded as being worthless. The poet, we may summarize Canetti’s
attitude, has to be an equilibrating force, healing the defaults of a

1 Montale (1896-1981) lost his job when he refused to become a member of
the Italian Fascist party. Ungaretti (1888-1970), however, had Mussolini write a pre-
face to a re-edition of his volume of poetry Il porto sepolto. Fernando Pessoa (1888-
1935) tried to revive the Portuguese chiliastic myth of the return of Don Sebastiio,
the Portuguese king who disappeared in a desastrous battle against the Arabs at
Alcicer-Quibir (Morocco). Salazar’s totalitarian Estado Nowvo (»New State«) picked
up this myth. Goebbels, the Nazi minister of propaganda, tried to make Stefan
George (1868-1933) an icon of German Social Nationalist culture. Between 1933 and
1936 Gottfried Benn wrote several essays which befitted the Nazi ideology. Ernst
Jiinger (1895-1998) served as an officer in the Wehrmacht until he was dismissed in
1944 because of his opposition to the Nazi regime. Ezra Pound (1885-1972) sympa-
thized strongly with Mussolini and lived in Italy until the end of the Second
World War.
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given society and defending the life-keeping forces against the
temptation of nihilism.

I\%

I am now going to try to position Adiinis’s poetry between these
two opposing concepts of change, paying special attention to
what Adiinis himself claims for his poetry. For this purpose, I
will examine a poem which is marked more by the experience of
war than any other of Adiinis’s poems: the poem »Al-Waqt,"
written under the impression of the Israeli siege of Beirut in the
summer of 1982. Although »Al-Wagqt« is a highly complex poem,
it is not as violently avant-garde as »Hadha huwa smi«. It has a
metre (ramal, though in free verse lines, of course), a compara-
tively clear syntax and a meaning which is rather easily detectable,
at least on a superficial level.

In many respects, this poem is self-referential. The speaker
describes his own state of mind and his alleged powers and goals
in plenty of verses. In the second stanza, he says:

The shreds of history in my throat
And on my face the signs of the victim

! »Al-Waqt«, in: ADUNIS, Kitab al-hisar, Beirut: Dar al-Adab, 1985, 5-19. Al
waqt, literally »the timec, is a term in Safi literature denoting the moment of in-
spiration when the Sufi, who is therefore also called ibn al-wagqt, is in a pal (»statec,
recstasy«). Cf. Annemarie SCHIMMEL, Mystische Dimensionen des Islam, Miinchen:
Diederichs, 1992, 190. ‘Umar al-Suhrawardi explains a/-wagqt as follows in his Awa-
rif al-ma‘Grif (chapter 62.17): »Al-wagqt means what surprises man without his acti-
vity and what governs him and decides over him.« Cf. Richard GRAMLICH, Die
Gaben der Erkenntnisse des ‘Umar as-Subrawards ((Awarif al-ma‘arif): Ubersetzt und
eingeleitet, Wiesbaden: Steiner, 1978, 453. AMYUNI (cf. next note) does not mention
(or notice?) the Sufi background of the expression. The title »Al-Waqt«, however,
also hints at the apocalyptic tendencies of the poem. In the Koran, the root w-g-t
is used to denote the time of the final judgment (e.g. 15:38; 38:81), and the Apoca-
lypse of John quite often mentions that the time of the final judgment has come
or is about to conle (e.g. 1:3; 22:10). Furthermore, the expression al-waqt might be
used as a synonym for al-an (»now«). Mahmid Darwish uses @2z as a synonym
for al-wagt when he alludes to Adiinis’s poem in his autobiographical prose work
Dhékiratun li-l-nisyan (cf. note 19).
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How bitter has language become, and how narrow is the alpha-
bet’s door!"?

The self-referentiality of these lines, i.e. their talking about the
difficulties of talking, appears as the midwifery of the poetic
speech: the poem seems to create itself by talking precisely about
its own traumatic birth. The difficulties of finding one’s voice in
the presence of destruction are emphasized by the sophisticated
use of rhyme. The rhyme, here, is not only a musical corollary of
the meaning, but its carrier: »the signs of the victim« (amaratu I-
dabiyya) form a rhyme with »the alphabet’s door« (baba labja-
diyya), thereby establishing a relation between the state of being a
victim and the difficulties of speaking.

The very first verse of the poem also deserves special atten-
tion. Like a refrain, it is repeated eight times in the poem. It says:
Hadinan sunbulata Fwaqti wa-ra’st burju narin:« (»Embracing the
ear of time my head a tower of fire:«). According to Amyuni this
line is about »the poet’s fiery brain [which] announces an immi-
nent explosion, namely, the poem which is about to be com-
posed«.”” This psychological interpretation is sustainable, but an-
other reading could also be suggested: burju narin makes one
think of a lighthouse (mandara) as well as of a minaret (the word
minaret stems from the Arabic mandra). This would mean a plat-
form for speech and announcements or even an oriflamme, an
interpretation which is underlined by the colon following rarin.
The line, then, would not be a description of the poet’s state of
mind, but the description of what the poet is or serves as when
»embracing the ear of time«. But there is still another reading
possible. Adunis, as we know, lived in West Beirut when the Is-
raeli invasion began and his apartment was destroyed by the
bombs. It could very well be possible that the poet identifies with

12 The translation of the verses I quote is based on M.T. AMYUNTI’s transla-
tion which was published together with her analysis of the poem in JAL xxi (1990),
172182 (referred to as »AMYUNI« in the following notes). I also adopt Amyuni’s
numeration of the verses. As I disagree in some points with her translation as well
as with her interpretation, however, I took the freedom to change her translation
where it seemed necessary to me (without further notice).

3 Cf. AMYUNI, 179.
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the city and uses his voice to express the city’s sufferings. The
modern Arab poet’s connection to his homeland is traditionally
very close and the unity of the poet’s body with his country ‘is
often stressed in the poetry of Mahmiid Darwish and Badr Shakir
al-Sayyab. Keeping this in mind, those familiar with the topo-
graphy of West Beirut may be tempted to consider the famous
lighthouse of Beirut and the quarter named after it, al-Manara, as
well as the neighbouring quarter Ra’s Bayrit, as places to which
the poet is alluding. In this case, West Beirut would have its ‘own
voice in the poem’s polyphony. Furthermore, the poet’s adopting
the stance of the suffering city would be a striking example of
Canetti’s notion of change." Doubtlessly, such an interpretation
may be subject to discussion, but the sheer possibility of it is
haunting enough to bestow a particular thrill upon this refrain.

The poet’s stance in these introductory lines is far from the
boasting, powerful position he holds in »Hadha huwa smi«. The
remaining 200 verses, however, describe the poet’s struggle to re-
establish his former powerful stance in the face gf war and despe-
ration. The poet does so in a two-part movement.'

\%

The first movement consists of a description of the devastating
impact of the war and the attempt to establish a close and
sometimes causal relation between war and the traditional Arabic-
Islamic history and culture.

This procedure to establish a relation between tradition and
destruction already appears in the fourth line: »the shreds of his-
tory in my throat«. War has destroyed history so that now history
has become an obstacle for speaking. It is by no means evident
that the Civil War shatters history — the only evident thing is
that the Civil War is a part of history. What a Civil War is able to
destroy, however, are conceptions or preconceived ideas of his-
tory. Hence, history, as traditionally conceived, and Civil War are

'4 »The poet should be able to become everyone, even the smallest, the most
simple, the weakest.«, i.e. in this case beleaguered West-Beirut. Cf. CANETTI, 286.
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closely connected, although the poet does not distinguish be-
tween history as such and its representations.

A link between (Arabic-Islamic) history and the Lebanese
Civil War is also drawn by the mentioning of Hulagu, the Mon-
golian conquerer of Bagdad, in the following passage (lines 8-9):
»Was it a neighbour who said / How slow is Hulagu?«, in effect
suggesting that one cannot rely on his neighbour anymore, for he
might wish the enemy to come. It is remarkable that this is ex-
pressed by mentioning Hulagu. The poet could have quite easily
found other means of saying this, but he chose to refer to one of
the greatest catastrophes of Arabic-Islamic history, the final
breakdown of the Abbasid Califate in Bagdad. The notions of
time and place are blurred by the reference to Hulagu, as the poet
seems to maintain that he describes an experience which is not
limited to the Israeli siege of Beirut."

The religious tradition is also linked to war: »Is your killing
coming from your God I wonder / or is your God coming from
your killing?« (lines 14-15). Death, the result of war, is most pun-
gently connected to the belief in God. The question is purely rhe-
torical: it is not important what the answer will be. It is decisive,
however, that »God« and »killing« appear as interchangeable in
this question and thus become synonymous or at least related by
a causal relationship, regardless of which element is subject and
object. This very strong rhetorical divice definitely discards the
personal belief in God.

The anti-clerical, if not anti-religious stance is perpetuated in
the following stanza, when it is said: »Shall I complain to the
prayer rug«. This is also a rhetorical question denoting the sense-
lessness of religious devotion. Men of religious learning can only
provide snuff tobacco against dizziness for relief in the world:
»His head swam, hasten to revive him with a pinch of the holy
men’s stuff«. The poet discredits the relief that religion is sup-
posed to provide as worthless.

15 In fact, the siege is only referred to indirectly in the end, when the date
»June 4 — October 25, 1982« is mentioned. It was precisely June 4th that the Israelis
started to bomb West Beirut.
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The same holds true for the following strophe. The minaret
serves as a platform for the screams of a »diviner’s owl«. In the
Islamic (as well as Western) tradition the owl is a symbol of
doom and death, while the ant which is a symbol for a true be-
liever in God asks to whom it should give its lessons (line 30).'
The minaret is occupied by false priests, the reader is led to con-
clude, and nobody is willing to listen to a true believer (the ant).

Things of actual importance for the soul are forgotten (line
53: »forgotten are all loves«, according to Amyuni’s translation;
the Arabic reads: nasiyat nafsiyya ashyi’a hawahi). These are, ac-
cording to the poet-speaker, nature and a heritage hidden in the
»house of images«, an obscure expression which might mean the
personal memory in contrast to the collective heritage (line 54:
»forgotten the heritage of my soul hidden deep down in the
house of images«). To the poet-speaker, God and the poet are
twins (line 62: »God and the poet are two children sleeping on the
stone’s cheek.«); such a God, however, is certainly different from
the God as conceived by the Islamic theological tradition, as one
of the most important attributes of God, according to Islam, is
his uniqueness.

The poet refuses to become a propagandist of heaven, i.e. to
justify his misery with a religious reason: »I refuse to turn my
grief into a drum for the sky« (line 73). Buhlal, the wise fool, dis-
credits the epoch of the poet and its values even further by reveal-
ing »his secrets« (line 38 and later). Neither poets nor prophets or
the ideas of homeland and revolution — all of them being highly
venerated notions in the discourse about Arab identity — seem
trustworthy anymore. History and present are doomed alto-
gether, and darkness, the new master of the epoch, is finally

16 Cf. the articles »fourmi« and »hibou« in: Malek CHEBEL, Dictionnaire des
symboles musulmans: Rites, mystique et civilisation, Paris: Albin Michel, 1995, 176 and
200. For Amyuni, however, the ant and the owl »are creatures in close contact
with the elemental forces of the universe. They scream and choke with joy, they
flirt [sic!] with the rainbow and stand high on minarets [...J«. Cf. AMYUNI, 180. It
seems misleading to me to put the ant and the owl together (»they«). It is only the
owl who »wove a rainbow with its voice / wept choking with joy« (lines 35/36). The
owl is joyful precisely because it is the bird of death and darkness in a time of
death and darkness: »glory to you O darkness« (line 129).



288 STEFAN WEIDNER

hailed, as if accepted as the ultimate force: »a muddy epoch a
shattered history / and the master is mastered, glory to you, O
darkness« (lines 128-129).

VI

In the second movement the poet overtly rejects the forces of
doom. Subsequently, he emerges triumphantly out of his (alleged)
speechlessness.

As tradition has been linked to destruction in plenty of verses
before, the refusal of tradition means an emancipation from the
destructive forces. The description of suffering and destruction,
thus, has an important side-effect: it serves as a means of
differentiation, singling out and discrediting tradition and
religion as being responsible for and connected with destruction.
This is reason enough for them to be discarded.

Furthermore, this refusal generates speech. It wants to be
cried out, to be known, even, closer to the end (line 165), to be
sung: »I sing the desire of refusal [...] my consolation is that I
dissent — I call out for acts of dissention.« It may be noteworthy
that the refusal here is not a real act, but a speech act (»I singe, »I
call out«). By speaking, it seems, the »signs of the victim« (line 5)
are erased from the speaker’s face and his passive stance of the
beginning is replaced by the most active role of the poet-speaker.

The poet claims that he refuses his »Semite ancestor« (line
139: »O ancestor I now reject you«), who is not so much described
as having a causal relationship to war, but as being a passive vic-
tim of what »blind fate unravels« (line 131). This exempts the
»Semite ancestor« from the part of tradition which has been
linked to war, and it has similarities with the poet-speaker’s own
victim-like stance in the beginning of the poem. From my earlier
discussion, it seems striking that the »Semite ancestor« is not
wholly rejected. The poet-speaker claims to tear the bonds, but in
fact he does not completely so. Apart from nostalgia and appre-
ciation, there is at least one thing which ties the speaker to the
ancestor, the »vestiges sunk in my soul«: »nothing will tie me to
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you anymore / except vestiges sunk in my soul — which weep over
me, and make me weep over you« (lines 140-141). The allusion to
classical and pre-Islamic Arabic poetry does not need to be ex-
plained here."” It seems to be precisely this poetic heritage which
is not only not discarded, but still at work, like the habit of weep-
ing which is still practised. Furthermore, when it is said that the
»vestiges [are] sunk in the soul«, they become part of the ashyi’a
bhawaha (line 53) and the »heritage of the soul«. Thus, the rejec-
tion even seems to revive this ‘private’ heritage, which was said to
be forgotten before. It befits this interpretation that »Al-Wagqt«
shows a lot of the traits of traditional poetics, like rhyme and
metre, and is by no means as violently avantgarde as »Hadha
huwa smi.

The poetic heritage, the act or attitude of refusal and the per-
sonal heritage which is represented by the village of Qassabin
(mentioned in line 77 and later), where Adanis spent his child-
hood, are the main ingredients to the poet-speaker’s restored
identity and, seemingly, the basis of a new beginning: »History is
slaughtered the slaughter is but the beginning« (line 172). Con-
sequently, the poet associates his own stance with the future: »I
embrace the coming epoch and walk« (line 188). He sketches his
country in a dreamlike, visionary manner anew (line 189-194: »de-
fiant, with a captain’s gait, I sketch my country, — / Rise O men
to its loftiest summits / descend to its furthest depths / you will
meet no fear no fetters — as if the bird were a branch / and the
earth a child, and fables woman / a dream?«), expressing his close
connection to the land. Then the poem reaches its climax (lines
198-203): »my lineage is refusal, my weddings the grafting / of two
poles; this epoch is mine / the dead God, the blind machine (...) I
am / the Alpha of water and the Omega of fire — the mad lover of
life«.'®

7 Amyuni, however, writes: »He [i.e. the poet] keeps within him mere vestiges

of the past, ruins among ruins (174). With compassion he weeps over present and
past.« Cf. AMYUNI, 181.

'8 Strangely enough, none of the three translations of »Al-Waqt« which I have
come to know realizes the allusion to the Apocalypse of John 22.13. For the Eng-
lish translation ¢f. AMYUNI 179. For the French translation (by Anne Wade MIN-
KOWSKI) cf. ADONIS, Le Temps les villes, Paris: Mercure de France, 1990, 225. For
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The poet pretends to bring together even the most contra-
dictory elements (water and fire) by the means of language. He
has opened the »alphabet’s door«, which was described as being
narrow in the beginning, to such a degree that it can comprise the
whole world, however torn it may be. The poet claims that he is
now able to talk about everything and, consequently, to defy the
haunting presence of war by means of language and poetry.

VII

A guardian of change? Doubtlessly, the apocalyptic situation de-
picted in the poem is taken by the poet-speaker as an opportunity
to argue, though in an indirect and poetical manner, in favour of
his world-view. Seen from this perspective, the poet instrumental-
izes the war. The (alleged) speechlessness of the beginning appears
as a concious stance chosen to build up an even more striking
contrast to the end, where the poet presents himself as the lan-
guage of the contradicting elements: »the Alpha of water and the
Omega of fire«. In the Apocalypse of St John it is God who says
»] am the Alpha and the Omega«. In »Al-Waqtx, it is the poet. He
now obviously remembers what he has forgotten before, that he
is like a twin to God (line 62). The poet-God, it is implied, is
much more appropiate to the »epoch« he embraces than God as
traditionally conceived.

The poem »Al-Wagqt« is an attempt to replace other notions
of redemption and spiritual as well as intellectual orientation by
poetry. The poet tries to revive the traditional appreciation in the
Arab world for poetic speech and the belief in the special powers
that belong to it. This is why the »Semite ancestor« is not wholly
discredited. For if we still believed in the power of language and
still venerated poets as they were venerated in former times, po-
etry indeed might have the power to prevent war; but — according

the German translation (by Ludwig AMMANN) cf. ADONIS, Der Baum des Orients,
Berlin: Edition Orient, 1989, 98. As none of these translations is accompanied by
useful notes, a reader who is not familiar with the Arabic language will not be able
to recognize the allusion.
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to Canetti’s scepticism, at least — it also would have the power to
bring about a war. :

»Al-Waqt« quite obviously expresses a feeling of responsibility
towards life, for example when it discredits those forces which are
said to be destructive, or when the poet-speaker calls himself a
»mad lover of life« (line 203). It must be stated, however, that
Adiinis tends to monopolize this responsibility. He excludes
other voices from participating in it, voices which could very well
adopt this role too, like religion, for instance. According to »Al-
Wagqt, it is the poet who has the key to defy war and who alone
is entitled to determine the discourse and decide about the ap-
propiate world view that would beat back the powers of death.
The poet in »Al-Waqt« thus claims to be much more than only a
guardian of change. He wants to be much more than merely an
equilibrating force.

Canetti’s definition of the poet’s mission tries to safeguard a
special role for the poet in a given society, while taking into
account that the poet’s role has become untrustworthy or is even
regarded as dangerous when his mission gets too »bombastic«. In
this sense, Canetti is a son of his century: On one hand, he has
inherited the concept of the poet’s special mission from the liter-
ary atmosphere in the first half of the 20th century, when the
hermetic movement played an important role. On the other
hand, Canetti experienced first hand the catastrophes and
devastating ideologies of this century and developed a scepticism
towards overestimating the poet’s abilities.

Adiinis, however, seems to have drawn quite a different lesson
from the wars which have shaken the Middle East in the second
half of our century. According to the poet’s mission as exposed
in »Al-Waqt«, the experience of violence has brought about an
even stronger emphasis on the importance of poetry, which
appears as the only force which is able to cope with violence.

In adopting this stance at the end of the twentieth century,
our poet runs a high risk of alienating his readers. Despite the
amazing aesthetical qualities of Adinis’s poetry, this stance trans-
forms the question, if this poetry has an impact on its readers or
not, into a question of belief. Those readers who do not strongly
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believe in the powers of poetry to improve the world — and they
are not few, in the West as well as in the Arab world" —, are most
probably far less captivated and moved by Adinis’s words than
by a poetry which does not demand the belief in the powers of
‘poetry as an important prerequisite for accessibility and enjoy-
ment.

Every reader of this poetry should feel free to think about it
precisely according to his private, subjective taste. As far as the
‘objective’ research on Adanis’s work is concerned, it is a cool eye
and a good dose of disbelief what I would recommend.

¥ A striking example is Mahmiid Darwish’s scepticism towards such a stance
in his autobiographical prose work Dhakiratun lil-nisyan. There he writes: »Some
intellectuals [...] demand a poem that outweighs the attack [...]. If such a poem is
not born ‘now,” when will it be born at all?« (note that »now« [al-2%] is put in
quotation marks!). Darwish then calls these discussions tharthara (»chatter«). Cf.
Mahmid DARWISH, Dhakiratun lil-nisyan, Beirut: Dar al-‘Awda, 1994, 58-59. Cf.
also the contribution of Richard VAN LEEUWEN in this volume.
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