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Abstract
This article touches upon the topic of the Russian impact on the poetry of Nasīb ۥArīḍah through the a case study of his translations, imitations, and arabicizations of the four Russian versespoems, together with the originals,  which that have inspired him. The author also provides her translations of all the poems touched upon in this article, into English together with the originals.
Dr. Swanson distinguishesd several some of the most outstanding features of brought up to the poems of the Syrian author, and she analyses the reasons for this impactinfluence. 
TFor the theoretical base, the author adopts uses Bloom’s theory of poetic influence, as well as and the method of stage-typology analogy methodology that was, proposed by Veseloviskiiī (1989) as the theoretical basis of the article. 
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The Al-Rābiţah al-qalamiyyah’ (Pen Association, hereafter PA)[footnoteRef:2] literary group reshaped Arabic literary traditions and language by through breaking social and literary taboos. This group of extremely talented young men from the Levant young men made the first revolutionary attempts to update bring up to date the old-fashioned conventions of Arabic literature, with their its heavy rhythm, flowery language,  and out-of-date topics, to match the standards of modern Western literature and raise the literary standards of the Arabs.  [2:  This literary foundation was established in 1920 in the U.S.A. and became the one of the most powerful centers for the development of the modern Arabic literature.] 

PA was led by Nasīb ۥArīḍah (1887-1946) (hereafter Aridah), who was also an editor of ‘l-Funūn’, the first Arabic journal devoted to works of literaturery and the arts  works (1913–-1918). Aridah has also distinguished himself as a gifted poet. He started writing poems at the age of fifteen, but only one volume of his verses was has been published posthumously. It is entitled al-‘Arwāḥ al-ḥā’irah (Bewildered Spirits), and its three- hundred pages contain ninety-five poems. 
Foreign influence has played a the one of the key roles on the works of the members of the PA. But if many scholars have authors have devoted their worksstudies, either in wholely or in partly, to the impact of British, American, and French literatures on the works of the members of PA (‘Ashtar 1965;, Badawi 1980, 1992;, Boullata 1993;, Dabbagh 1983;, Günday, Şahin and,  Kavat 2015; , N. Naimy 1967, 1973, 1978, 1985; Nijland 1975;, Sarrāj 1970, etc. between many others), , the Russian one source of influence is usually just mentioned in passing. At most, together with the recognition of its important role, or several paragraphs are devoted to summarizing it, where these mostly referring to the well- known facts about Aridah’s studies at Russian schools, are devoted to it.
Only recently have several researchers (Bell 2002;, Hine 2011;, Scoville 2012;, Swanson 2016, 2017, 2018) studied this influence on the writers representatives of al-Mahjarī literature in depth and made a new contributionan addition to the works of mostly Soviet-time scholars (Bilyk 1984, 1987, 2007; Imanquliyeva 1975, 1986, 1991, 2009; Dolinina 1954, 1980, 2010; Krachkovskiiī 1928, 1955; Muminov 1975) , covering the same subject. 
Ironically, only a few works studies cover Aridah’s literary works and life (Al-Sarraj 1970;, NaSr 1997;, Jubran 2007), despite of his intensive social and creative activities. 
In this article we offer a new contribution to complement make an addition to the attempts of several authors to answer  the questions that were raised by Imanqulieva (2009) about fifty years ago: how were different world traditions were synthesized in the works of PA;, what specific elements were brought into it from the Western European, American, and Russian schools;, and how were they were developed in the works of its representatives. 
For case study, we bring upOur case study analyzes the four poems by ts of Aridah, which he has created through his translation, arabicization,  and imitation of four nineteenth-century Russian poets of the nineteenth century. 
TFor the theoretical basis e of this article is underpinned by both , in addition to Bloom’s theory of poetic influence (1973, 2011),  which occurs as a result of the anxiety that poets feel that they will not escape of poets posed by the influence of their literary predecessors, and the we apply the method of stage-typology analogy methodology, which has been proposed by Veseloviskiiī (1989). He The latter claims that different literatures at similar , which stay at the same stages of their development, have similar historic-typological features similarity and are subject to similar literary ture influences (Zhimurinskiiī 2011, 108).
Veselovskiiī (1989) also concluded based , basing on Marx’s theory that the similar ity of social conditions produce similar leads to the similarity in literatures  despite of any differences of t geographical location of its origin and the time of productionits emerging. This happens because the united unified and consistent process of literary development is directly related tied to the world‘s social and historic evolution, and it is the one of the tools that can be used to for changeing the reality (Zhimurinskiiī 2011 98-101). 
He also claims that, since no none of the world culture s has ever existed in been isolationed, mutual influences are inevitable. Thus, outside literary influence outside is not random, or mechanical, and is not just a result of some writer’s preference for a particular fond of some foreign literary workk, or a literary current. All the literaryture influences are unenviably can inevitably be attributed related to the adaption of the borrowed work to the social and cultural conditions by which of the current development of the society of the borrower’s society is developing, as well the background of to his national tradition. The author’s  together with ideological position and the creative specific individual traits ity of the a borrowing author are also important factors. 
The Russian literary tradition that , which has influenced him, in its turn, was had been formed under the influence of Western European literaturesones. The European literary currents, new topics and literary forms were brought borrowed into Russian literature with the development of cultural and educational contacts with Europe. TTranslation and the imitation of foreign sources were the inevitable and the most common ways of introducing acquiring the Russian readers with the foreign literature to Russian readers. 
This process intensified each time when Russia was living through political and social crises, which inevitably led to a crisis of the cultureal one. This period provoked the impetuous sudden growth of patriotism and the obsession with the of creation of a national literature. In particular, , and especially at this time and after it Russian artists were searcheding for new literary forms and content.
The literary process in the Arabic culture was followed ing the same pattern that Russia had passed through in the eighteenth century about a decade later. The pPenetration of foreign literature emerges there as a result of the intensification of social and cultural contacts,  and the publication emergence of popular literary editions in wide print runs, and the formation development of a class a layer of their educated readers there. 
The Al-Nahadah (Arabic cultural Renaissance) movement of intellectual modernization and transformation caused provokes the growth of self-awareness of the Arabs to become self-aware, since as it, just like as the fashion in Russia to Russian admire ation of Western Europe, developed in parallel and conflicted contradicted to the desire to feel pride of their countrynationalistic tendencies (Meyer 2010, 4).
Like Just like in Russia, the new generation of Arabic writers was eager to acquire their readers by adopting conventions from with foreign literature, and, naturally, they started with emulations and translations[footnoteRef:3] (Dolinina 1954,  544).[footnoteRef:4] They have played an important and unique role in the foundation of a modern Arabic literary tradition, the shaping of their target language, and the expansion ding of the Arabic cultural sphere. By wWorking on translations and imitations, the  also enabled their authors were also able to experiment with new genres, styles, and forms (Scoville 196).  [3: 
]  [4: Translations of literary works into Arabic at that time did not necessary follow the original plot and idea of the original work, and they sometimes abridged the source (Dolinina 1954; Scoville 2012). 
] 

Soon the new Arabic literary tradition began to experience an acute the sharp need for new literary forms and the new artistic means and methods to replace instead of stagnant ones. They needed to incorporate these into , together with bringing into them language and cultural elements, just like what like it had happened about one hundred years ago in Russia. 
In addition, it is worth pointing out that  to this, as it has been discussed by T.S.Eliot (1953), past texts can be found are present in present ones, and these can contribute to the creation of a new national literary trendmovement, as T.S. Eliot has noted (1953). The Movement to Revive the for Revival of the Classical Heritage, which formed was a part of al-Nahdah’s ideology for restoring the previous glory and cultural importance of the Arabs, led to the an intensified program to publish publications of numerous classical Arabic literary works. The same process had taken place in Russia earlier, where “an unusually explicit dialogue between generations of Russian writers” (Meyer 2010 9) was happeningtaking place. 
Russian education constituted was the one of the deepest influences on Aridah (Kātibah 1946, Sirrāj 1970), who started it at the local missionary school at in his native Homs and then spent five years in at the Russian Teacher’s Training College (RTTC) in Nazareth, which was a real academic cradle for future Russian-Arabic translators, teachers, journalists, writers, and editors. As the one of its best students, Aridah was admitted to selected for further study in one of the colleges in Russia, but the Russoian-Japanese Wwar of 1904–-1905 did not let this trip happen. 
The base of Aridah acquired his basic ’s knowledge of the Arabic language and literature has been laid at the Russian Imperial Orthodox Palestinian Society (hereafter RIOPS), which whose schools were considered to be the best ones (Dolinina 1954 26, 27) despite of their modest humble budgets  compareding to comparable the Western and American schoolsones. 
 RIPOPS considered the special school programtaught a special curriculum that included the Arabic language and Arabic literature, and it promoted and preserved the Arabic cultural heritage against the intrusion of from the intruded non-Arabic traditions.ones, mBy contrast, the eanwhile the American and European missionary schools in Lebanon were promoted curricula that focused on ing the programs of the European languages and favored them to above the Arabic one (Iuzbashan 2000, Sab I: 77[footnoteRef:5]).[footnoteRef:6] On the other handFrom another side, students at all colonial schools learned the a blend eclectic selection of the non-Arabic literary tradition as a major predominant subject, and the language of missionaries was the one of their own their former education, with the an exception of several classes that were taught in for teaching several classes in Arabic.  [5: ]  [6:  For reader’s convenience, citation abbreviation for Mikha’il Naimy. Sab’un: ḥikāyat ‘umr [Seventy: My Life’s Story], part one, hereinafter Sab I. ] 

Naturally, the young Syriain poet used the Russian language for writing notes, verses and prose of  during the his RTTCN period , and the early time that he spent in American one, with some inserted passages in s of Arabic, which started to rapidly become his predominant language of composition prevail in the U.S.A.[footnoteRef:7] , where Hhe arrived there while still largely under the influence of with still a predominating proficiency in Russian literature as opposed to other traditionsover all the other ones, and with only a the basic knowledge of Arabic literature, which he would come to learn more about and more deeply appreciate has busted in the New World.  [7:  Al-Haddad collection in the Winder Library at Harvard University. ] 

In the U.S.A. Aridah read American or English literature much less , than any of the other AP members. Instead, he preferred , preferring to spend all of his time in reading Arabic literature one in the Arabic Section of the New York Public Library (Sarrāj 1970,  50, 141). We found find in his numerous American drafts pages of his strenuous exercises in Arabic prosody and long meticulously elaborated made lists of the Classical Arabic poetic heritage[footnoteRef:8] in the numerous pages of his notebooks from his American period.[footnoteRef:9] There are almost with almost no literary writings in English; they are all , but with the one in Russian and Arabic.   [8: ]  [9:  Al-Haddad collection in the Widener Library at Harvard University.] 

In addition to his cultural background, the specific situation in which Aridah found himself in the U.S.A., helped facilitated him to tmake ing a radical step to in the develop ment of the Arabic poetry. He was already very far from the Arab world with its strict censorship policies, and . In the New World, he did not feel the pressure of the still very strong old-fashioned Arabic literary ture tradition, which was still very strong. 
The stages of Aridah’s growth as a poet, and the directions of that were taken in the works of the other members of the PA, reflect the main pattern of the development of the main trends in modern Arabic literaturery trend. As we it has been mentioned above, Aridah’s growth it has started with translations and imitations of foreign literary works, though he was to make a turn in a different direction and has gradually decreased.
The translation publication statistics for of publications of translations in al-Funῡn illustrates this process. Its first nine issues (1913) contained 38 mostly anonymous translations of Russian prose and poetry (9 nine and 29, respectively correspondently) out of a from the total number of 111 published translations.[footnoteRef:10] These translations made up the bulk of the works of literature that were published in the journal, of which there were only out of 140 publications of literary works there. Meanwhile, the last nine issues of al-Funῡn (1917–-1918) contain 22 translations, of which with only two translations were from Russian (one poem and one story) out of approximately 160 total published piecespublications. This is a , which is a sign that the of the next stage in the development of al-Mahjarī literature had taken hold, since when its representatives were now ready already able to rely on their own creative resources and were not in desperate need to borrow from of foreign literary examplesture replenishment. [10:  These numbers correspond to the works marked as translations. ] 

Aridah’s early American drafts contain mostly contain his translations of verses from with a large share of the Russian ones. We find found his translations of at least of ten Russian poets from , belonging to different periods, ranging from NeocClassicism to the The Silver Age.[footnoteRef:11], There are also translations of and the two Russian songs that called by the Syrian poet called al-tarnimah (“the melody”) of, as he notes, Russian songs.  [11:  Konstantin Balmont, Vasiliī Zhukovskii, Anton Delvig, Gavriil Derzhavin, Nikolai Tsiganov, Mikhail Kuzmin, Skitalec (Stepan Petrov), Fedor Sologub, and Fedor Tiutchev.] 

Despite of a the large amount number of translations that he completed of Russian verses, he only has published a select only very few of them.[footnoteRef:12]. In the Appendicxes One 1 to Four4 contain , we provide the texts of the four poems written by Aridah and the original Russian versions of to these poems that we , which we were able to identifydetermine. We give provide a word-forto-word translation of to all of the verses.  [12:  We think that the number of his published translations from Russian may in fact be much higher, and that Aridah anonymously translated Russian poetry, which he published in al-Funūn. This explains the large number of translations from Russian there. Nobody else could have completed these translations, except for him and Mikhail Naimy, but neither he in his very detailed journal nor N. Naimy ever mentioned this fact.] 

In the two cases out of the four casesones, he refers to an author without , but does not specifying  the specific literary sourcework. The two These poems that can be specifically identified are Fëdor Tijutchev’s “‘Silentum!”’,  which became Aridah translated as “‘al-Samt”’ (“‘The Silence”’) (1913) (ۥArīḍah,  24–-25) (Appendix 1One) , and Vladimir Sologub’s “‘Tikhaia kolybel’naia”’ (“‘Quiet Bedtime Song”’), which Aridah translated as  which became “‘al-Ikhwān – al-nawm wa al-manīmah, “tarnimat-al-sarīr” (“‘The Two Brothers – the Dream and The Death”’) (1913) (ۥArīḍah,  33–-35) (Appendix 2Two). 
In the two other cases he Aridah arabicizes and publishes the poems without referencingindicating the to their authors of the source texts. These verses are ‘Tarnimah armaniyyah’ (‘Armenian Melody’) (al-Sāۥih 1, no 37, 13), which is Aridah’s Arabic version of Yakov Pololnskiī’s “‘Saiat-Nova”’ (“Sayat-Nova”) (Appendix Three3), and “‘A leysa al-ۥadhāb ‘ulā”’, which carried the title given to the original verse by Konstantin Balmont, its author: “Ne luchshe li stradanie” (“Isn’t Suffering Better?”) (al-Sāۥih 1, no 18, Aaugust, 22, 1912, 4) (Appendix Four4).  For these two verses, Aridah marked signed his name as Alīf, the pseudonym that he used to use for his early works.  
The reason why the of absence of an original author’s name was not indicated in some of Aridah’s published translations is can be explained found in by the commonly held attitude towards understanding of a role of translations and outright literary imitation at that time. If “translation points to calls to the original… where the echo in its the target own language can produce a reverberation of the foreign language’s work” (Benjamin 159 in Scoville 17), this is not an echo of a foreign source, but it is the a translator’s own voice and creative work as well as, perception of a the subject. It , “conveys the meaning to the new linguistic text, [and] …actually creates the meaning that then moves out into the new linguistic space. The afterlife of the text owes its entire existence to the decision of the translator to turn towards it” (Scoville 17).
That is why Aridah, like many translators and imitators of Nahdah’s times, considered his works to be his own product, and he marked them as  ‘arraba, or mu’arabah “‘arabicized’,” meaning foreign literary works, or naqala, meaning “‘carried across [the content]’,” or taŞarrafa, meaning “‘abridged, liberally translated, translated with alterations”’ (Scoville 4, 5, 24). In fact, translation “always leaves loose ends” (Hermans 1994; cited in Schaffner & Adab, 2001,  170) and created a hybrid, dangerous, and transgressive space between languages (Susan Bassnet 2013). 
The hybridity of Aridah’s translations led to the creation of the Arabic-Russian “contact zone”, which carries the traces of the both cultures, where new forms of art there emerge there through homogenizing and unifying the traditional art forms borrowed from ones from foreign cultures.  It is not only language and culture that are hybridized and “dialogued’,” to borrow using Bakhtin’s terminology (1975,  408–-447). Styles also can also contain have an argument (Bakhtin 1975,  439), and quite often one word belongs to two languages and, two world views, which cross in the hybrid construction. That means that they are givenn, and so they have two meanings and two accents (Bakhtin 1975 118).
The scope of the current article does not allow us to delve into a let us made a deep comparative analysis of each pair of the poems, so we will limit ourselves to with a very brief information summary of about the Russian authors and originals, and we will provide a brief short comparison of juxtaposition between the Russian and the Arabic verses.
Appendix One1: “‘Tikhaia kolybel’naia”’ and ‘al-Ikhwān – al-nawm wa al-manīmah “tarnimat-al-sarīr” 
          Fëdor Sollogub, the author of the original versepoem, was a Russian Symbolist, who, for some period of his creative life writings turned to Russian folklore, since he considered ing it to be a source of real wisdom.  
 Aridah’s translation is largely faithful to the  created very close to Sollogub’s simple and realismtic work, where his sharp observations and inspirations are combined with unite with warm feelings. Like Sollogub’s versepoem, Aridah’s translation it is addressed to both readers and his own inner worlds. 
Sollogub (and Aridah by translating through emulating this poem), modeled his poem on imitated of the typical Russian lullaby, addressing it not just to a baby, but to the younger juvenile representative of a particular social classlayer, whose destiny was often predeterminedpredicted. The lullaby belongs to a syncretistic genre, which unites linguistical, psychological, musical, and cultural aspects (Jeziorkowska – Polakowska 2010). Since lullabies may take different forms, any song which has a “‘soothing power” and must focus on the a child as an addressee in a dialogue). It must create an atmosphere of a physical and mental safety for the baby, which is based on the closeness of mother (Sikora and Zebrowska, 183– 184). Since the purpose of a lullaby is to help theing mother to put the child to sleep, the genre focuses on the strategy of effective expressions and diminutives, argumentation, and evoking sympathy and empathy is used there (Sikora and Zebrowska, 185– 186) together with non-human mythological elements (A dreams) and fairy tales elements. It carries common for Russian folksongs features the motifves of hopelessness, sadness, and destiny, and inevitability, which are common to Russian folksongs. Its language is simple, plain, direct and precise, and it makes it sets a possible the expression of meditative mood that facilitates the flow of and the flow of tender, calm, melancholic,  and dreamy emotions. 
Like in all his other translations, ‘Aridah adds his own thematic concerns to supplement the topic of the source textoriginal topic his one. Thus,  the second half of the translated lullaby shifts the focus to converts into Aridah’s RRomanthic thoughts about the an unclear destiny of the an individual and his inevitable death, which were always some the ones of his favorite topics. This addition might have appeared as a result of Aridah’s fondness for and translations of the works of of Vasiliīi Zhukovskiīi’s (1783-1852), the founder of Russian Romanticism , and an author of bedtime poems.  
Appendix Two: ‘Saiat-Nova’ (“Sayat-Nova”) and ‘Tarnimah armaniyyah’ 
The lyrics of Yakov Polonskii, one of the who belongs to Russian SymbolistsRomantic poets, are is distinguished by their with it outstanding emotionals lyrics and vivid imaginary. While staying in the Caucasus, he became was fascinated by the poems of Sayat Nova, the famous Armenian ashik[footnoteRef:13] of the early eighteenth 18 century. Their simple and beautiful language, deep passion of a suffering and loving soul combined with the poet’s philosophical life observations and unity with nthe Nature, the dignity of their author, together with their Romanticism and love for freedom have deeply impressed Polonskiīi, who wrote several verses inspired by Sayat-Nova's songs. There the Russian poet skillfully reflected the characteristic intonation and the specific poetic manner of expressing the feelings of the Armenian ashik (Dzhanpoladian 43 1963, 43). [13:  An ashik is traditionally a singer in Armenian, Azeri, and Turkish cultures.] 

Aridah is able to follow the tendency of Sayat Nova to move convey the prevailing feeling and the tone of his verses through at first sight irrelevant parts of his poem that may seem at first sight to be irrelevant a verse (Polonskiīi in Sarkisian 105). The verses of  the Syrriaain poet, like those the ones of Polonskiīi and the great Armenian ashik, do not carry the typical for medieval Caucasus poetry feature the sententious and moralizing tone that is typical for medieval Caucasus poetry, but rather are full of with philosophical sadness concerning the , transience of life, the tough and a hard human fate of man, and the with its vicissitudes of life. LThe love, which is glorified by his hero, conveys carries the deep conflict of delight and admiration, which leads to anguish right , up to a death (Sarkisian 103-104). 
  Appendix Three3: “‘Silentum!”’ and “‘al-Samt”’ 
Feèdor Tiutchev blended Russian and German sentimentalism and philosophy. He , and has distinguished himself as a glorifier of meditative observations and love sufferings due to love, and he is an adulator of the harmony that pervades in the nNature.
Aridah’s arabicized “Silentium” contains the same aphorism, which has an equivalent in many cultures and reflects Aridah’s natural inclinations to observance, tenderness,  meditation, and philosophy together with his feeling of being homesickness that never passed; his predisposition to solitude, and his sensitive, observant and philosophical personality, which found a kindred spirit in Tiutchev’s poetry.
Appendix Four4: “‘A leysa al-ۥadhāb ‘ulā”’ and “Ne luchshe li stradanie” 
The scale of the musical sounding and the selection of vocabulary effect makes  Konstantin Balmont is the one of the best representatives of the poetry of the  Russian Silver Age in terms of his use of musical effects and selection of vocabulary.  He is the one of the undoubted leaders of the poetry of Russian Symbolism, Decadence and Neoromanticism. He is also an innovator of the new Russian poetry of a proud optimism, which has went on to replaced the previous despondent poetry verses related to sufferings from social life. “Ne luchshe li stradanie” was has been written during the period of his creative life, when his ecstatic joy, his sense of his own creative powers the feeling of self-power and active life position in life had bought him to the conclusion him to an idea that a poet can rein in reign the material world through his overt sensibility. 
	Aridah, like Balmont, has divided his poem into the two parts (an argument between a suffering questioner, and an optimistic replierrespondent), and, as in all his other Arabicised Russian verses, he makes his own contribution by addition about calling for wars, describing the process of becoming a becoming kings, and  building castles.  
The brief comparative analysis lets us highlighting the two most typical features of the creative impact of the Russian poetry on the early verses of Aridah, and it lets us specify point out to the similar pattern of the Western European impact on the Russian poets.  
The first feature is a blending of Sentimentalism, Romanticism, and Symbolism as . This blending is aa typical sign of “the retarding backward literatures”, according to Gatchev’s definition (1964)[footnoteRef:14], and both Russian and Arabic literatures fall into this category.  [14:   The literatures that developed after the main current of Western literature. Their modern trend of development is characterized by multiple stages, interpenetration, and fewer distinctions of several literary movements, which the European literary cultures had passed through. They also needed much less time to pass through these stages than their European literary predecessors required. 
] 

Aridah concentrates on a the individualhuman’s inner world, the cultivation of freedom and an individual world perception of the world. The focus of all of the poems that were analyzed in this article , is on the a philosophical observance ing of a nNature, and lyrical mood, which is overlaid on top of the tradition of the Arabic mystical meditation tradition , with an addition of religious motifsmotives. 
Russian verses arabicized by Aridah express support and give hope to those who suffer emotionallymorally and , physically , and who live in material deprivationmaterially suffering people. Like a typical Romantic, he perceives poetry as the one medium that , which can absorb and reflect all of the world’s pain and sorrow. That is why AridaAridah’s feelings and emotions prevail there together with antirational motives, which glorify the power of thea personhuman’s heart. This topic, which remained the prevailing one theme in Aridah’s poetry, led to his numerous verses that took in the form of an inner monologue, which mirrors a fight between a rational mind and pressing feelings, where the power of the a passionate and selfless heart wins in the end.  
He also occupies the typical for Romantics philosophical position that is typical for Romantics of understanding the a mission of the a poet as a prophet, a transformer and a creator of a new world. As a result, his poet inevitably lives a life of in a genius in quiet solitude, since  as the rotten modern society does not understand him. This situation imparts to the brings to the verses of the Syrian poet the impassable motifs motives of universale longing and spleeine, loneliness, sorrow, bitterness and disappointment, sufferings, together with the a perception that of a childhood is as a country of happiness, and glorifying where purity and innocent dreams are glorified, all of which led him to develop lead to his development of a Mannerist sm style in modern Arabic poetry (Sukkar 1991,  8).
Romanticism is inseparable from the theme of lLove, which once had manifested itself as an old topic in the Arabic poetry, especially in Sufi verses. However, the , but it were the modern Syrian Romantics , that spoke of a real and earthly womenan , and not about some abstract idea of love (Sukkar 1991,  12). This topic has obtained a new direction in Aridah’s works. His beloved woman is raised to the heavens; her beauty embodies the idea of the Universe about perfection, which makes her woman a goddess. The state of mind of the a poet, who is in love, is equated to the state of a supplicant pray (Sukkar 1991 12)
At the same time, the object of his love is a source of his sufferings and losing the reason why he has lost an interest in the pleasures of lifeto life joys. His suffering heart reconciles him makes him concert to the an idea of an innocent and abstract love. 
The Syrian poet compares the state of souls of people in love to the essences of the nNature, which he opposes to modern civilization, and finds in it the rest of a human’s soul, spirituality, and an esthetic balance, so which the much needed for a human ’s soul so requires. He prefers staying away from the modern society, which only brings bitter shocks and disappointments, and is seeking out for the nNature’s ideal beauty, into which he finds asylum from his sufferings and consolation. 
The deep and painful feelings of the poet, together with his estrangement and loneliness in the cruel and merciless modern world make prompt Aridah develop a motif motive of complaining and reproaching the destiny expressed by his protagonist. His Romantic hero loves people and tries to change the society, since he hopes to live ing for a prosperous and a decent life. But when his plans fail, he isolates himself and cries and is crying over his unfulfilled hopes, and his rebellion and arrogant ambitions are converted  into the a plaintive moan of a wounded animal. 
The feeling of the a loss of life values leads the poet to feel the feelings of a fear, and his frustration provokes deep doubts. He feels , and senses of perdition and death, which is associated by Aridah with an eternal struggle fight and flame (Sukkar 1991,  13, 14, and 15).  
The rReligious motifs of motives the new genre of meditation and the old forms of in the Arabic philosophical and religious poetry lead have led the poet to become to the imemersed in sion of new forms of meditative lyrics, which are enriched by the with an individual’s  experience of sharply felt emotions of his own  feeling as an individual poet’s experience and his own social and sufferings. AridDah interprets religious topics through his personal perception of the God and understands the nature of a human’s existence and a destiny in a free manner that was inherited not from the Neoclassical, but from the Romantic tradition (Sukkar 1991,  16).  The Syrian poet d escribes testifies the acceleration of his hero’s individual consciousness, and he meditates and , obtains wisdom through his own experience and he questions the eternity of is asking the Internity his own questions related to the intersection of people with the truth a meeting of a Human and the Truth (Sukkar 1991,  16).
[bookmark: 522]Rhyme and Composition
The development of new forms, rhymes, and topics in Aridah’s poetry took place through his experiments with new prosodic devices after his first been first exposure sed to Russian poetry. His Christian background, which was derived from the had the same source as the general Russian cultural backgroundone, and his studies at RIOPS schools, enabled the Syrian poet to easily identify y perceive the same techniques used in the Christian Liturgy. This ceremony has not only laid the metric, spiritual,  and moral pabulum of Russian poetry, but it has also contributed to the foundation of the modern Arabic poetry one though the works of the members of PA. The Arab Christians borrowed such devices as have brought into their poetry parallelism, use of  (verset), repetition of words and phrases, stanzas, refrains, exclamatory enumerations, alliterations, exclamations, and assonances into their poetry, especially when they wanted to add emotional color the  subject matter of their poetry raised emotions (Moreh 1968, 1973, 1976). The classes taken at RIOPS school have deepened Aridah’s sensitivity to these character features. 
It is, naturally, impossible to feel in Aridah’s arabicized poetry the original Russian poetic meters, but his verses are a good example of a new Arabic poetry, where the poet’s feelings prevail over the form. Aridah was even able to preserve the implicit themes of the Russian verses with a where the subtext underneath the surface text. 
Moreh (1968, 1973, 1976) notes, that the Arab Christian poetry followed carried different tendencies than to the poetry of the Muslim Arabs tendency. If latter tended to compete with each other using the the last ones used to compete each other in their qasīidas’[footnoteRef:15] structure , and distinguished themselves through the in the creation of highly and skillfully complicated poetical poetry forms, which were at times heavily laden with y in their content,  the Arab Christians placed more value on made it possible to expressing a  meditative mood and ensuring the the flow of tender, melancholic,  and dreamy emotions in a simple, plain, and direct manner. Thus, they did not only pioneer the in building of a bridge between prose and poetry, but they also concentrated on putting the poet’s emotions and his mission above the restrictions of the qasidas’ structure and promoted the use of new literary and poetic forms and genres.  [15: ] 

Moreh also notess (1968, 1973, 1976) , that the Christian liturgical style distinguished itself with its preciseness, imagination, sentimentality, lyricism, simplicity, and compactness. Therefore, it , so it has helped the Arab Christian poets during the period of the transformation of Arabic literature in al-Nahdah time , to make a smooth transition to the modern style of poetry style, which expressed ing a meditative mood together with and tender, melancholic, and dreamy emotions. Aridah’s arabicization of Russian poetry can serve a good example of this smooth transition. 
	In addition to the liturgy and Russian classical poetry, it was a folklore, and at times a Russian folklore, that has turned out to be the poet’s his other source of inspiration. Some of AriDaAridah’s poems are annotated as have a mark “al-tarnimah” (‘a melody’) , or “al-trarnimah al-rusiyyah” (‘a Russian melody’), but we have not been able to determine the specific Russian folk songs that , which inspired him. The fact that he used the two poems of the Russian poets, which are based on the folk songs, in out of the four of the determined by us cases that we have identified, prove this fact. 
The Syrian poet through his translations and arabicizations of the Russian poetry has not only contributed into the creation of a new poetic language and expressions of emotions, but he has also also into the simplified ying of the structure of new verses, which gradually started to match to the European principles of correlation of form and content. On the other handFrom this side, he became the one of the pioneers in  changing the classical Arabic qaṣīidah’s[footnoteRef:16] heavy structure, which consists of several unrelated topics.  [16:   qaṣīdah is often translated as an ode. It is a form of writing poetry.] 

AridDah was also an innovator in how he changed the of changing of strictly limited and interleaved ‘arūd[footnoteRef:17] meters of qaṣīidah. Composing verses in various rhythmic  systems by through following the examples of Russian poetry gave him more liberation in his creative writing, which was not more necessarily more attached to the traditional Arabic ones. Since the biggest challenge when it comes to of translating on of verses into any foreign language is not just the a translation of a meaning, but preserving the meter and rhymethe sounding of a verse, the Syrian poet had to follow the examples of foreign poetry, which was lighter and less tendentious in its adherence to traditional formslight rhythms.  [17:   ‘arūd is the study of poetic meters. It identifies them and determines whether the meter is sound or broken in lines of verse (Elwell-Sutton 1976, 42).] 

In addition to this, AridDah’s Russoian-Arabic bilingualism at the earliest stage of his creative growth enabled him to imitate the original authentic texts, since he knew knowing how they originally sounded. This also gave him more creative ideas and made his translations closer to the originals and farer fairer than from the ones , that comply with submit to the classical ‘arūd. In this regardFrom this side, the verses of this Syrian poet and his experiments are unique[footnoteRef:18], as translations of the Russian literature at the time of al-Nahdah time were usually made completed from sources translated into European languages. sources[footnoteRef:19]. [18:  “The Frozen River” by Mikhail Naimy serves as another example of translation of a Russian poem into Arabic. But in this case Naimy first did not Arabicize, but created a poem in Russian, which was inspired by Russian and Ukrainian folk songs. Later he translated his own work into Arabic (Bell; Khalifa; Khouri; Swanson). ]  [19:  Except for several translations of Russian prose done by the graduates of RIOPS schools, such as Khalīl Baydās and Selīm Qub’ayn. ] 

Aridah’s in his new poem’s forms does not necessarily observe a single rhyme at the end of each bayt in the form of his new poems, and his poetic string meter no longer contains a strictly limited, fixed number of alternating stops. He develops a new type of qasīiḍah (qasīiḍah ṭawīilah) that is, constructed as a set of lines that vary , varying in lengths and rhythm. The new structure of his poetry was based on the free alternation of feet (al-sha’ar al-hurr).
Old forms were have been modified under the onslaught of new content and the variations of topics.   The Syrian poet also changeds the strict semantic unity of thea traditional Arabic poem. Aridah placed the puts a lonely suffering personality of the poet in the center of his verse, concentrating on his inner world. There is a reflection of the organic unity of the poem and its baytes become grow into harmoniousy and unified , interconnected byin form and content in each stanza.  and Eeach separated bayt is no more independent of from the others, but forms a unity united wholeness with them. The thematic connection, which unites all of the the passages-the stanzaic passages s of the poem, is also reflected in the repeated refrain (Sukkar 1991,  21).
Romanticism, being in harmony with many sentiments of the Arab intelligentsia, rehabilitated the role of the artist's personal view of the world as a pledge of realizing the high mission of art –- to show the depth of the human spirit, this world of experiencing and transformingtransformation.
Aridah uses close motifs that have both universal meaning and local coloring together with , and specific intonations. Confessing the ideals of freedom and , understanding its and proclaiming its role to be in the creation of a world that is opposed to the surrounding reality, the he has renewed the old-fashioned content and forms of poetic expression, subordinating them not to new norms, but to new meanings (Sukkar 1991,  20).
 Thus, the Arab qasīidah acquired both Romantic character and a new type of Arabic poetry. At the same time,  it is necessary to note , that, despite the of obvious radical changes in Aridah’s poems, many of them still carry the typical features of classical Arabic qaṣīidah, such as partial symmetry and regularity. 
Conclusion
When we argue that ile speaking of Aridah’s Romanticism is , as the most distinctive feature of his early verses, we should need to point out, that specifically this literary current in particular has played a big rpole in the foundation of the new literature in the Levant and satisfied met the needs of the new values of its population (Sukkar 1991,  1). 
Translation and imitation at the early stages of the creative activities of Naimy and Aridah’s creative activity, turned out to be the one of the bridges from a foreign (in our case, Russian) literary tradition to a base that could be used to create a , basing on which the new Arabic tradition was created. 
As it was pointed out by Lotman pointed out in through his theory of interacting cultures that interact with each other (in Meyer 2010, 5), a foreign text might is able to spur the provoke a dialectical process of creative growth of a text that which belongs to another culture. Since Russians viewed foreign culture from their national perspective, and which Aridah , perceived not as a curious outsider, but in many ways as a Russian at the earliest stage of his creative and personal growth, he created “a construct of the West that contrasted in contrast with Russia’s dominant codes” (Meyer 2010, 5).  
When applying With the application of theories of about historic-typological similarity and literature literary influences (Zhimurinskiīi 2011,  108) to towards the new Arabic literary current, we would classify put Aridah In into the category of the new generation of Arab writersm who emerged during the Arabic Renaissance time. After an intensive exposure to foreign culture, they created, to rephrase Meyer (2010), “a construct of Europe that in contrasted with dominant Arabic dominant codes.”
He not only helped advance modern Arabic poetry, but he also influenced other literary schools and built an information channel through which Eastern and Western literature could exchange cultural, spiritual, and moral values. Thus, Aridah helped raise Arabic literature to a new level through the diversification of themes and by following new literary currents that had never been seen before in Arabic literature. 
While remaining under staying under the influence of Russian literature impact, the Syrian poet contributed to the radical changing of the the old-fashioned and heavy hand of traditional Arabic poetry, through by balancing the shape and context of his verses and making them imaginative, lyrical, and compact. He strived to ensure that his , and their language remained close to what was used in the real life’s one while incorporating , with bringing Sentimental and Romantic motifves (anguish, sadness and sorrow) into them. 	 
The study of the creative writing evolution and the sources that have influenced the members of the Syro-American School is extremely important for understanding the way that of development of the modern Arabic literature developed, which has developed and transformed its traditional practice together with perceiving perception and transformation of ing ethical  and artistic  values, traditions, literary methods,  and currents of the world literature (Imanquliyeva 1975,  5–, 6).
The Aridah’s independent literary works and translations from of Russian were literature by Aridah converted into “a set of impulses thanks to which that were able to awaken talents are awoken and the opportunities possibilities that were contained within them become became a reality. Accordingly, the true purpose of such influences was is to stimulate creativity” (Dima , 1977,  142) in their formation of a new Arabic literary tradition.
In thisThe image of the West in for Syria became a fermenting new startbeginning that , accelerateding the emergence of patterns of poetry, pushing the boundaries of tradition, spreading the horizons of a new world view,  and attempting to approach the comprehension of the inner infinity of a man's individuality (Sukkar 20)
These new accomplishments have transformed Arabic literature from a regional literature into the one of international significance. 
Recommendations
The By investigating the case of the Russian influence on Aridah’s early verses, we have been able to reveal  represent understudied and underestimated historical and literary materials about the development of modern Arabic poetry and translation. It provides yet another  and adds a case example study to the field of comparative literature and intercultural studies.
Critical engagement with al-nahdawīi translations and imitations can help us to better identify determining and rethink ing several issues, such as connections between various cultures, the impacts of literary movements, and the historical contexts in which these actions were completed (Scoville 195). It also provides us with adds the information about how to to the rethink ing the idea of the impact of the Eurocentrism on the modern Arabic literature.
The impact of al-Mahjarīi poets, who “have left the deepest impression upon modern Arabic poetry” (Moreh 1976, 1),,  and the comparative analysis of the influence of the European literary tradition on on the Russian one, and through it on the modern Arabic literature through the prism of Russian literatureone, the intervening and the national specific features s of these literatures that were obtained developed as a result of through such influences are all understudiedimpacts is an another blind spot in academic researches and deserve continued research, which needs to be studied in depth. 
Further research should might also be done performed in the area direction of in the effect of the Russian creative impulse on to many Arabic  writers through the pioneering and experimental works of Aridah and about works of other bilingual poets. Furthermore, since, as it has been pointed by Meyer (2010,  (8), new readings by representatives of other culture allow texts to stay in constant dialog with each other in accordance with Bakhtin’s conceptdialogue. They have a mutual , their influence on each otheris mutual. So, : it is not only did Russian works that impacted the Arabic literatureones, but these it was also a feedback from Arabic writers, who translated and imitational works of Arab writersemulated them, and the readers and critics of these works, provide a which gives rich source of material for Cultural Studies.  
 	Our paper carries relies on a broad base of material that argues that about disfavoring of formal equivalence[footnoteRef:20] in the translation of verses should be avoided when translating for reflecting the meaning of a poem. Since poetry is a complex art, its soundingmetrical qualities are is at least not less important than its content, since as itthey also shapes the topic of the poetrya verse.  [20:  Formal equivalence is both an aesthetic and structural element.] 

In addition to this, the comparative analysis of the poems provided in Appendixes, provides a gives a rich source of material for the analysis of the associative picture of the poets’s world[footnoteRef:21] in translation, as this part is usually missed.  [21:  It includes images with a non-verbal reference, including music, the imagination of the poet, and colors (D’iakonov 2005).] 

The unique materials literary works that were investigated provided in this article, offer insights into the nature of translation in general, which is a topic that has still been understudied. The comparison between an   arabicized and translated Arabic poem verse and its original determines the features that were lost in translation as well as , and the complex structure by which of emerging of ”free” and ”modern” Arabic poetry have emerged as a result of such a process. 
Appendix One
الصمت
The Silence
صمتا! ولا تظهر ما في فؤادك من
Shush! Do not disclose show what is in your heart and results from from 
   شواعر وأمان وحيها انسكبا
Feelings and , assurance, whose inspirations are spilled
دعها تغبْ في خفايا القلب إن بزغت
 Let them dissipate in the depth of the heart if a light is shone on themshined 
   في جوّه مثل بدرٍ ضاء فاحتجبا
 In its space like a moon with light to hide
متّعْ بها الطرف كالئافلاك زاهرةً
And entertain the eye with him like a blossoming star
   في الليل واخشع ولا تظهر لها عجبا  
At night, and be serene, do not express any wonder of at them.  
***
من أين للمرء أن يبدي عواطفه؟
How can someone express his emotions? 
   وكيف يفهمك الأدنون والغربا؟
And how can close people and outsiders understand you?
أيدركون بماذا أنت منتعش؟
Do they realize what you are enlivened with?
   إن المعاني إن قيلت حوت كذبا
Meaning if they are (only) outspoken, they  said will carry lies
إن أبرزت عكّرت ينبوع موردها
If they are expressed, then you will blur the fountain of its spring
   فعش بها صامتا في الظلّ محتجبا
So, silently live with them in the shadow.
***
عش داخل النفس والزمها كصومعة
Live inside your soul, and stick to it like to a minaret
   واتقن حياتك فيها شأن من نجبا
And perfect your life in it;, it is the same as a high-minded person 
ففي فؤادك كون لست تعرفه
in your heart an existence [which] you do not know Hence
   يهون إدراكه لو كنت مطلبا
It is easy to reach it, if you pursueuit  
فيه خواطر من طيّ الخفاء بدت
IWith ideas from the an invisible sourceappearance
   سحريةً وأمانٍ حسنها خلبا
Magic and whishes with beauty bewitched
تصمّها ضجّةٌ من خارجٍ صعدت
Deafened by a hubbub arising from the outside
   ونورُ دنياك يعميها اذا اقتربا
And the light of your world blinding it, if it approaches
فاسكت تصنها ولاتبذل سرائرها 
So, shush, you will protect them, and do not reveal their secrets
    واسمع صدى لحنها واسكر به طربا
And listen to the echo of their melody, and be intoxicated with it out of joy. 

Silentium
Молчи, скрывайся и таи
Speak not, lie hidden and conceal
И чувства и мечты свои –
The Your feelings and the dreams of you
И чувства и мечты свои —
The feelings and the dreams of you
Пускай в душевной глубине
Let them rise in the depths of your spirit
Встают и заходят оне
They rise and go downAnd sink down again
Безмолвно, как звезды в ночи, —
Silently, like the stars at night.
Любуйся ими — и молчи.
Delight in them and say nothing
---
Как сердцу высказать себя?
How can a heart express itself?
Другому как понять тебя?
How can another [person] understand you?
Поймет ли он, чем ты живешь?
Will he understand quickens what quickens you?
Мысль изреченная есть ложь
An uttered thought is a lie
Взрывая, возмутишь ключи, —
While blowing the sourcesBy stirring the source waters, you will stir [them]you dim them
Питайся ими — и молчи.
Drink at them, and say no word.
---
Лишь жить в себе самом умей —
Learn only to Be able to live in your inner self alone
Есть целый мир в душе твоей
There is a whole world in your soul
Таинственно-волшебных дум;
Of mysterious and magic thoughts
Их оглушит наружный шум,
They will be deafened by an outside noise
Дневные разгонят лучи, —
Day beams will disperse them
Внимай их пенью — и молчи!...
Take in their singing, and say no word.

Appendix Two
الاخوان – النوم والمنيمة
Two Brothers - Sleep and Death 

قد عدا طفلي كثيرا فتعبْ
My child has run a lot, and was became tired.
وكستْ رجليه أثوابُ الغبارْ
And his legs got covered with a cloak of dust cloak.
فاغسل الرجلين فورا واقتربْ
So wash your legs fast and come up closer
واضطجع للنوم يا زين الصغار
Lay down for to sleep, oh best of youngyouth
نم، فأشدو لك أنشاد السرير
Sleep, and I will sing to you the bedtime songs
نم أمينا في حمى مجلي النهار
Have a safe sleep in the protection of the day’s revealer
***
بهدءٍ قرع الباب الهجوع
The dream had quietly knocked on the door
قلت همسا "أيها النوم ادخل"ِ
I whispered: “Dream, come in!”
دخل النوم الفتى منه يضوعْ
Sleeps engulfed the boy
أرجُ الليل بشعر مرسل
Fragrance of the night, a flowing hair
نعست أطرافه مثل الدموع
His parts dozed like tears
فوق كم الورد في فجرٍ جلي
Above so many roses in a clear dawn
هدت للطفل بصوتٍ كالخرير:
I calmed down the child down with a voice like a bubble:
"نم, فبواب الدجى القى الستار!"
Sleep, as the door keeper of darkness casted his curtain!”
لست أدري , لا وعمري , ما مصير
I do not know nether either how long I will live, nor or my destiny
خاطرات الحب ضمن الأنفسِ
The ideas of love inside the selves
لو أنا أدري مدى العمر القصير
If only I know the length of a short life
لهجرتُ النوم عند الغلس
Then I would have slept at the dark time of the day
وقضيت العمر في اسر الشجونْ
I have spent ages at in grief seizer,
أحسب الآتي وأبكي ما مضي
Counting what’s coming and crying after what 
إنما لستُ ارى ما سيكون
Since I do not know what will happen.
فأنا حرّ الى يوم القضا.
I am free till the Judgement day.
	Тихая колыбельная
Quiet Bedtime Song

Много бегал мальчик мой.
You have run a lot, my boy

Ножки голые в пыли.
Your bBared legs are covered in dust

Ножки милые помой
Wash your lovely legs

Мои ножки, задремли.
My legs, have dozed

Я спою тебе, спою:
I will sing to you, I will sing

Баю-баюшки-баю.
Rock- a-buye


Тихо стукнул в двери сон.
The dream has quietly knocked at the door

Я шепнула: — Сон, войди.—
I have whispered –Come on in, a dream

Волоса его, как лен,
Its hair is like linen

Ручки дремлют на груди,—
The arms are dreaming on a the chest 
 
И тихонько я пою:
And I am quietly singing

Баю-баюшки-баю.
Rock-a-buye

— Сон, ты где был? — За горой.
· The Dream, where have you been? –Behind the mountain.
— Что ты видел? — Лунный свет.
· What have you seen? – The moon lightmoonlight.
— С кем ты был? — С моей сестрой.
· Whom have you been with? – With my sister.
— А сестра пришла к нам? — Нет.-
· And has the your sister come to us? – No. 

Я тихонечко пою.
I am quietly singing

Баю-баюшки-баю.
Rock-a-buye 


Дремлет бледная луна.
The pale moon is dozing

Тихо в поле и в саду.
Quietly in the field and in the garden.

Кто-то ходит у окна,
Someone is walking nearby the window

Кто-то шепчет: — Я приду.—
Someone is whispering: I will come.

Я тихохонько пою:
I am very quietly singling:

Баю-баюшки-баю.
Rock-a-buye


Кто-то шепчет у окна,
Someone is whispering nearly at the window

Точно ветки шелестят:
Like the rustling of branches

— Тяжело мне. Я больна.
- It is hard for me. I am sick.

Помоги мне, милый брат.—
Help me, dear brother.

Тихо-тихо я пою:
Quietly-Ever so quietly I am singing

Баю-баюшки-баю.
Rock-a-buye.

— Я косила целый день.
-I have been moving for all day long.

Я устала. Я больна.—
I am tired. I am sick.

За окном шатнулась тень.
A shadow staggered behind the window
Притаилась у окна.
Crouched nearby the window.
Я пою, пою, пою:
I am singing, singing, singing

Баю-баюшки-баю.
Rock-a-buye

Appendix Three


ترنمة أرمنية
Armenian Melody
مياة البحار وكر الرياح                                                                تفرق رمل البحار الكثيرا
Seafarers and wings of wind                                               Disperse sands of seas a lo
ولكن على ال رم طول السنين                                                       ترى الرمل عند الشطوط غزيرا
You see copious amounts of sand on shores                                          Despite the length of years’ length
*   *   *
كذلك الزمان وأيامه                                                                      دهور تلاطم فيه الدهورا
Their conflicts will deepen,                                  Also, time and its days
تبدد شمال الرجال ولكن                                                                  ترى الناس يبقون قوما غفيرا
People will pass away, but                                   You [will] see - people will [still] stay as a great nation
وتمضي السنون بارباب حب                                                               	وتملأ بالشعراء القبورا
Years will pass under fiddle’s love melody          And fill graves with poets
فيظهر ارباب شعر جديد                                                                    فيتلون لحنا جديدا نضيرا
So there [will be] new poetry fiddles,                   Playing a new youthful love melody.
***
كذلك أذا أميم الفؤاد                                                                    إذا مت يصبح غيري شهيدا
If I die, another becomes a martyr,                        And, the Love of My Heart,
وينسى الورى كل شعري وحبي                                                          ويصبح ذكري قديما حقيرا
And the memoir of me becomes                          And after my feelings and my love bhe weak, old                                                                forgets,
ويصغي الأنام لغيري كأني                                                                لأجلهم ما نبشت العصورا
I did not please [them] for long years                  People will listen to another, as if
[with my verses],
يرون لهم في سواي بديلا                                                                     فتيّا فيبتهجون سرورا
A young guy, so they be pleased,                       They will see in those them substitutes of for me
سواك أيا روح حبي اللطيف                                                                 فإنك ان تجدي لي نظيرا
And if you find a high rank for me                 Except for you, oh, the pleasant wind of my love,
ليجثو امام صباك ويشدو                                                     ترانيمه في هواك قديرا                  
   Powerfully his melody for your strong        For kneeling for you and chanting
adoration 
	حنئذ تذكرين الاغاني                                                                           وقلبا لقلبكِ كان سميرا
And a heart which was a companion                     At this moment you will remember
yours                                                                                                                  the songs
وتبكين عصرا مضي في الزمان                                                        عرفت الهناء به والحبورا
When you knew pleasure and joy                      You will cry for the time that , which has gone
نموت به في ظلال الغرام                                                                  كوردة روض تسر الصدورا
As a garden rose that reached the top              We will die in the blossom of passion’s shade of its blossom
*   *   *



Саят-Нова 
Sayat Nova 

Много песков поглощают моря, унося их волнами,
Many Much sands are  is absorbed by the seas, taking them by the waves, 

Но берега их сыпучими весно покрыты песками.
But their shores are always covered by free-flowing windssands.

Много и песен умчит навсегда невозвратное время —
Many songs will be taken away by the time which does not return backthat never returns,

Новые встанут певцы, и услышит их новое племя.
New singers will come, and new people will hear them.

Если погибну я, знаю, что мир мои песни забудет;
If I die, you must know that the world will forget my songs,

Но для тебя, нежный друг мой, другого певца уж не будет 
But there will be no other singer for you, my tender friend.

Если погибну я, знаю, что свет не заметит утраты;
If I die, the world will not notice a loss.

Ты только вспомнишь те песни, под звуки которых цвела ты.
Only you will remember the songs, to the whose sounds of which you were blossoming

Я просветил твоё сердце — а ты, ты мой ум помрачила;
I have educated your heart-and you have made my mind upset;

Я улыбаться учил — а ты плакать меня научила.
I taught you smiling –and you have taught me crying.

Так, если смолкну я, страстно любя тебя, друг благородный,
So if I become silent, and [still] passionately loving you, my noble friend, 

Где — разреши мне последний вопрос мой, — где будет холодный
Where – please clarify my last question – will my cold 

Прах мой покоиться? Там ли — в далёких пределах чужбины,
Remain,s will it find its rest? [Will it be] there – in the distant limits of a foreign land,

Здесь ли, в саду у тебя, близ тебя, под навесом раины?
Or here, in your garden, close to you, under the inclined poplar?


Appendix Four


أليس العذاب أولى
Isn’t Suffering Better?

اليس العذاب الاصم ّ الوحيد                                                        الذي كعوالم عمق البحور؟
Like the worlds of the deep sea depth                                       .                                       Isn’t suffering the only deaf  
خفي يهاب على  سره                                                             باولى لقلب كبير صبور؟
First to patient big heart?                                                  Hiding, afraid of its secret  
اليس التألم اولى واحلى                                                           من الضحك يعلو صوت   السرور؟			
Does the sound arise from laughter rise the sound of                              Isn’ ‘t pain and cheer  more appropriate and cheer?                                                 sweeter    
اليس التزهد  اولى بنا من                                                       تشبثنا باقتراف الغرور؟
Than the one with full sufficiency?                                 Isn’t ascetic life more appropriate to us
***
 إلا ما اصبت ايا سائلي                                                        فنفسي  فيها  اضطراب يفور
  There overly joyous fizzing in my soul                                    What did you score, my questioner  
وفيها يرن نداء الحروب                                                       وفيها مواعيد شتى تثور                          
As confusion gushes from my soul                                  In it theIt is permeated by the call for wars is running, 
فموعدنا كل هذا الورى                                                         فخاطر بنفسك يا ذا الفخور                     
So take risks, you , who are is full of pride                            So we will meet at this Celestial 
اذا ما اردنا نصير ملوكا                                                       ونعلو عروشا ونبنى قصور			
Climb over thrones, and build castles                              If we want, we become kings   
ومن يَغفر الذنب يُغفر له                                                       وان  فؤادي رحيم غفور     
Merciful and pardoning is my heart                               And these who pardon sins are                                                                                                  pardoned like wise.         


Не лучше ли страдание
Isn’t Suffering Better

«Не лучше ли страдание,
Глухое, одинокое,
Isn’t suffering, 
Which is deaf and lonely,
Как бездны мироздания,
Непонято-глубокое?
As deep and unclear, 
As the abyss of the universe?

«Не лучше ли мучение,
Чем ясный звонкий смех?
Isn’t suffering better 
Than clear and shrill laughter?
Полюбим отречение,
Разлюбим сладкий грех»
Let’s love renunciation,
And stop loving sweet sin.

-О, нет, мой брат единственный,
Душа моя смущается,
Oh, no, my only brother, 
My sole soul is embarrassed,
В ней вечен клич воинственный,
Ей много обещается.
Its belligerent watchword is eternal,
And many things are promised to it.

Весь мир нам обещается,
Когда его хотим,
All the world is promised to us,
When we want it,

И всякий грех прощается,
Когда простим другим.
And every sin is forgiven,
When we forgive it to others for it.
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