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Introduction:

      Though controversially, Nawal El-Saadawi is noted as one of the most translated Arab writers. Her texts are included in the syllabi of courses on women’s studies, post-colonial and multi-cultural studies, and in classes on biography, autobiography, politics, feminist theory, and African and middle Eastern literature, especially in universities in the United States of America. The fact that El-Saadawi has an anthology of her own (1997), speaks to the popularity and importance of this Egyptian woman writer. Nevertheless, like many other Arab female writers, El-Saadawi does not appear to have engaged the attention of critics of English expression to an appreciable degree(
).
      This paper examines God Dies by the Nile, a text El-Saadawi acknowledges to be her “most significant novel” (Mazrui and Abala, 17). The paper intends to explore the subject of oppression that plays a significant role in the text which spawns themes of struggle between the social classes and the genders. In particular, the main concern will be how this subject is portrayed in the text, by focusing on symbolism and the stylistics of repetition in the presentation of certain patterns of class and gender oppression. The study argues that the novel achieves complexity by the use of the literary device of repetition which transpires through the text.

      To start with, Mick Short explored the significance of repetition –in its different types-- as a stylistic narrative device which, he considers, is "an alternative conceptual link", conceptual in the sense of cognitive; in other words, as a way of engaging the reader with the text and inviting him/her to think about that which is repeated for the sake of intellectual appreciation (Short, 365). In the field of stylistics, repetition is closely allied to the concepts of 'foregrounding' and 'parallelism', two important stylistic devices. Foregrounding is the giving of special prominence to a certain linguistic phenomenon, or perhaps an action or a trait at the essence of the lexical or syntactical properties of those parts which are foregroundingly repeated (Chapman, 114; Carter, 239; Short, 10-16). While 'deviation', the breaking of linguistic norms, is the major means of foregrounding, parallelism is another significant way of foregrounding, despite the fact that parallelism represents the repetition of linguistic regularities, rather than irregularities. Raymond Chapman discussed the connection between foregrounding and deviation in the light of Halliday's description of deviant statements as "prominence that is motivated" (Chapman, 48). Halliday's description alludes to the psychological effects of such stylistic devices. Short tackled the psychological effect of deviant styles which he terms as 'foregrounding' and he also stated that "[A]nother obvious method of foregrounding is repetition", which he calls a "parallelism rule", another way of exerting psychological effects on the reader: "What is interesting about parallel structures, in addition to their perceptual prominence, is that they invite the reader to search for the many connections between the parallel structures" (Short, 11; 13-4). Consequently, repetition is not necessarily a sign of artistic failure or creative weakness. Rather, it could be a successful stylistic narrative device. Repetition might be of individual words, phrases, or sentences, which can be psychologically effective. Nonetheless, repetition could be of larger lexical units and patterns of discourse and, with the aid of parallelism, of syntactical structures, the end result being a rendering of a psychological "effect… more striking" (Chapman, 52).

      Largely situated in the small town of Kafr el Teen, El-Saadawi's narrative is mostly linear, telling the story of the relationship between the Mayor and his representatives or cohorts (the head of religion-Haj or Sheikh of the mosque--, and the representatives of local cultural tradition –the village guard and the barber--) on the one hand and the peasant family represented by Kafrawi and Zakeya, on the other. The younger members of the peasant family, especially the women, are lured into working in the household of the Mayor, but they never return home; they keep disappearing, much to the anguish of the parents. As the text unfolds, the reader gets to witness the modes by which the younger persons disappear and how at the very end, the poor exact vengeance. It is a story of both class and gender oppression, with the women at the bottom of both ladders. 

      The opening pages of the narrative introduce the major character, Zakeya, and her buffalo stepping out of their impoverished house towards the fields. This is a daily ritual; the repetition itself is a motif of hopeless monotony. This use of obscurity is immediately striking in its suggestive fusion between image and content. It signifies uncertainly, confusion, and the deprivation that characterizes the life of the peasantry. There is a noticeable use of repetition in the description of both human and beast as in Zakeya and the buffalo: 

      Zakeya’s face stood out in the pale light of dawn, gaunt, severe, bloodless. The lips were tightly closed, resolute, as though no word could ever pass through them. The large, wide-open eyes fixed on the horizon expressed an angry defiance. Behind her, the head of the buffalo nodded up and down, its face gaunt and bloodless, but not unkind, its wide-open eyes humble, broken. Resigned to whatever lay ahead(
).

      The same semantic features, ‘wide open,’ ‘gaunt,’ ‘bloodless,’ repeated in the description of the human and the animal draw them together, placing them on the same social level. They lack luster, are silent and staring. The use of visual imagery is interesting in that although both have their eyes wide open, none of them as yet has the total mental recognition that would explain their present predicament. The defiance in the face of deprivation is a foreshadowing of the novel’s ending. The rest of the novel, in unhurried prose, takes the reader through the process that allows the silenced find both voice and agency and actively participate in ending oppression.

      The story of Zakeya’s life tells of a child for whom working and walking began at the same time. She has worked all her life, hurried to an old age whose memories are filled with fear, anxiety, and loneliness. It becomes part of the business of the novel to demonstrate how the upper and middle classes in her society conspire to keep her life from blooming. Just a little further into the narrative the reader is unable to miss this other form of duplication in the description of Zakeya walking “with the buffalo behind her, her legs moving at the same unchanging pace, as unchanging as the set look on her face, as the immobile waters of the river to her left, as everything else in these last moments of night” (p.2). This replication in equation of human and beast in motion is suggestive of the boredom of the repetition that is both unacknowledged and unwelcome. This repeated equation of human and beast in movement suggests boredom at one hand but also suggests link between the exploitation of the working class and the exploitation of animals, along with additional emphasis on the exploitation of the female, on the other. 
      The image is made all the more powerful by another layer that describes the manner of physical work with a crude farming implement such as the hoe: “Its blows resounded with their regular sound like the muffled strokes of a clock striking out the hour. They devoured time, moved forwards machine-like, cut into the earth hour after hour” (p.2). There is a parallelism of motion between the movement of Zakeya’s work in the fields and the passing of time. The two are blended in mechanical action. Zakeya’s own motions also mimic the drudgery of her work, aided by the buffalo; the two are depicted in concert: “They never tired, never broke down, or grasped for breath, or sought respite. They went on with a steady thud… almost inhuman, relentless… they went on without a stop… her hoe kept on falling and rising, rising and falling from sky to earth, earth to sky.“ (p.2). The qualifying word ‘inhuman’ is worthy of attention as it seems to suggest that Zakeya’s humanity has been overtaken by those who equated her with the animal, whose unconditional acceptance of a life of drudgery she has assumed. There is nothing at this point in the narrative to indicate that Zakeya has any dose of rebellion in her. This portrait makes the ending of the novel all the more dramatic. What is apparent here is that Zakeya works hard and gets meager returns. The drudgery that is the most significant trait of her life is a far cry from images of weakness, incompetence, irresponsibility, and pettiness. Her capacity to be strong, capable, and successful is clear; what is not so clear is how she is going to be so successful under such an oppressive system.

      The coincidence between time and work denotes the perpetual hard work that the social class that she represents appears condemned to, each generation of peasants having gone through the same monotonous, ignoble, and unceasing toil. The struggle and oppression is marked by each passing generation. What may have changed is the manner in which they are oppressed; the quality of exploitation and hardship has remained unaltered. The omniscient narrator shares the thoughts of the peasants regarding their understanding of the political sources of tyranny:

"They hated the policeman and his dogs, hated all policemen, all officers, all representatives of authority and the government. It was the hidden ancient hatred of peasants for their government. They knew that in some way or another they had always been the victims, always been exploited, even if most of the time they could not understand how it was happening" (p.60).

      This passage credits the peasant class with intelligence in identifying the remote causes of their oppression. One can notice here the distinction between different animals like the distinction between different human beings. While the peasants are compared to buffalos, the police and the government are compared to dogs; buffalos are exploited and dogs bite and harm. El-Saadawi's inclusion of the oppressors in the beast human analogy here perhaps reveal a desire to make even the unbalanced equation. This passage shows that the peasants know the causes and sources of their oppression. Here the narrator takes the side of the peasants and opposes the mayor and his cohorts who believe in the gullibility of the oppressed.

      The institutions that the upper classes utilize to keep the lower classes in place include religion and such law enforcing agencies as the police, aided by the jail. At the apex of the social structure are the Mayor and his family. This is followed by his cohorts that include Haj Ismail, Sheikh Hamzawi, and Sheikh Zahran. At the bottom of this ladder is found the peasants, represented by the Kafrawi family. This is an economically impoverished family that the novelist places in contexts that allow for a complex discussion of the interlocking issues of gender and class. This is achieved by the manner in which the classes interact in the novel and the kinds of agencies allowed them.

      Despite the pattern of endless torment the novelist provides hope by suggesting social change that is worrisome for the guardian of the status quo. As Sheikh Zahran puts it, “People have started to open their eyes much more than before… the Mayor is no longer as popular as he was at one time” (p.126). This corrupt representative of law enforcement shows both audible and visible concern for the maintenance of authority in the face of changes he knows he cannot control. As he tells Haj Ismail: “People have changed… The people who at one time could not look me in the eye, now look me straight in the face, and no longer bow their heads to the ground when I pass by” (ibid). In fact, Zakeya’s final, violent act of vengeance breaks the cycle of authority that consigned their lives to deprivation. When she tells her niece that “I was blind, but now my eyes have been opened…I know who it is. I know” (p.135), vision operates both as a literal and a metaphorical concept. Zakeya hacks the Mayor by employing the same implement and the same movements she had used all her working life. Here the act is liberating in bringing an end to the cycles of oppression that at one point appeared to have no end.

      Zakeya’s psychological liberation has personal, feminist, and class underpinnings. By removing the one person who has wrecked her family, this woman liberates her mind of the torture that she as well as her family have suffered. Seen as the representative of the political and economic oppressive regime, the death of the Mayor is important in linking the personal (feminist) and the class freedom that has been denied the oppressed. The fact that this agent of change is a woman demonstrates the novel’s overall cultural image of women as anything but weak, incompetent, petty. The ending suggests a far reaching feminism that brings to the fore issues of fundamental economic and social change that would make the liberation of women even more meaningful. Farraj’s reading of the ending of El-Saadawi’s novels demands comment in its application to the text under discussion (Farraj, 40). Farraj charges that El-Saadawi’s novels end with no hope for her heroines, whose behavior is dependent on reaction and who move in each of her novels from rebellion to submission. This is an unfair reading of the final act of Zakeya in God Dies By the Nile. The act affirms the capacity of women
to be strong, capable, intelligent, and successful. 

      The manner of Zakeya’s characterization tightly links her plight with her kind both in class and in gender: “She was part of this compact mass of human bodies and it was like part of her” (p.88). The image of a mass of human bodies reminds us of the Arab/Egyptian image of the female as a 'mass of flesh', which carries feminist underpinnings, though the phrase is also used to symbolize the burden of a man with a large family of many dependent members. The overall effect of such a manner of rendering de-emphasizes Zakeya’s personhood to the benefit of the group. As a result, this heroine has become every person in their common life of struggle against poverty, deprivation, and frustration. The narrative shows in different ways how this struggle is ancient and afflicts the same sector of the people. Their efforts at relieving themselves of this weight are depicted in the quality of their wail that reaches back to several generations. This idea is captured in beautiful prose that enacts a common destiny:

"Their voices joined in high-pitched wail, as long as the length of their lives, reaching back to those moments in time when they had been born, and beaten and bitten and burnt under the soles of their feet, and the walls of their stomach, since the bitterness flowed with their bile, and death snatched their sons and their daughters, one after the other in a line" (p.76).

      Once again, repetition has been successfully employed to reinforce the experience of each generation of the peasant class living the same bitter life that finds recourse only in death. Their spirits broken by poverty and lack of possible escape from this life of exploitation for the sake of others, the peasant class has passed onto their children and their children’s children an existence on “dry bread and salted cheese with worms. They’ve never known anything else” (p.127). It comes as no surprise that these characters that Zakeya symbolizes “had resigned themselves to their fate, and given up fighting a long time ago” (p.131). Part of the novel’s strength is to demonstrate how even a character such as Zakeya, depicted with the conviction that nothing can ever change, eventually defied the myth and takes charge of her fate.

      The stylistic device of repetition is also used to represent the childhood experiences of the members of the impoverished class. The women uniformly go through incidents of sexual exploitation and economic subjugation. The males are consistently emasculated, their ability to lead their families persistently undermined by members of the middle and upper classes. Nefissa and Fatheya, at different times in their lives, were made to hide at the same place, on top of the oven, in an effort to escape the physical assault their fathers are made to inflict on their daughters. Their fathers had resorted to this violence in order not to appear submissive in the presence of middle class males who question their manhood as defined in their abilities to make the women in their families comply with their wishes. Unwilling to support their daughters’ wishes and thereby appear weak, they have gone against their better judgment and had acted even contrary to their own reason. The question of Haj Ismail to Fatheya’s father is a case in point:

“Do you mean that in your household it’s the girls that decide what should be done?” 

Kafrawi responds:

“No, it is I who decide. But what can I do if she can’t see sense?”

“What can you do?! Is that a question for a man to ask?”…

“Beat her. Don’t you know that girls and women never do what they’re told unless you beat them?’

So Kafrawi called out to her in a firm voice, ‘You Nefissa, come down here at once.’

But Nefissa showed no signs of doing what he told her, so he clambered to the top of the oven, struck her several times, and tugged at her hair until she was obliged to come down. He handed her over to Sheikh Zahran in silence” (p.21).
      A similar parallel to this dialogue occurs with the events that force Fatheya off her hiding place and into marriage with a much older man whose virility is in question. For the sake of the analysis it is important to quote this dialogue also at length:

But Fatheya continued to hide on top of the oven and refused to answer.

Haj Ismail looked round at her father and inquired in angry tones, ‘Now what do we do, Masoud?’

‘You can see, Haj Ismail, the girl is refusing.’

‘Do you mean that in your household it’s the girls who decide what should be done?’

‘But what can I do?’ asked the father looking perplexed.

‘What do you do?’ exclaimed Haj Ismail, now looking furious.

‘Is that a question for a man to ask? Beat her, my brother, beat her once and twice and thrice. Do you not know that girls and women are only convinced if they receive a good hiding?’

Masoud remained silent for a moment, and then he called out, Fatheya, come here at once.’

But there was no answer, so he climbed on to the top of the oven, pulled her by her hair, and beat her several times until she came down. Then he handed her over to Haj Ismail … (p.31).

      Farraj argues that El-Saadawi's use of repetition in her fiction is rather faulty. This is understandable, to an extent. This repetitive style here captured in same scenes, analogous events, similar sequences in dialogue, same reaction in character, and a duplicate manner of ending the scene, suggests different modes of interpretation. In terms of the literary merits of the text, this unvaried use of words seems like a linguistic lag on the part of El-Saadawi. It is plausible to read this as the price the writer pays when the narrator’s self-evident statements are pushed to the fore, at the expense of forms; events that would suggest the same conclusions. Further, the perceived flaw prevents the depiction of complexity in character and vicariously projects the peasant males in a uniform manner that dangerously parallels the Mayor’s view of this class as lacking individuality and thus requiring no respect. 
      There is another parallel, this time between Zakeya and her other niece, Nefissa. This repetition reveals the similar oppressive forces that destroy them. The images of dangling, heavy weight that threaten to destroy them are once again employed as stylistic devices that create a pattern of oppression. Let us compare these two images: Zakeya’s life on the farm is symbolized by the hooves of the family cattle that weigh her down: “She can see its dark forbidding underside like the surface of a big hammer ready to drop with all its might on her head” (p.5). Her niece Nefissa is the victim of the absolute authority that the mayor has over her life; this is initially symbolized by the iron gates of his house: “If she lifted her head she could see the iron bars like long black legs, watching them advancing slowly, intent to crush her” (p.19). In both cases the images suggest force, destruction, and domination. The lexical items ‘dark’ and ‘black’ reinforce the idea of uncertainty that was raised earlier on in this analysis. The use of similar images for both aunt and niece is again suggestive of the repetition of a life of perpetual struggle, from one generation to the other.

      In fact, El-Saadawi's use of repetition is not a defect. On the contrary, it suggests stylistically a kind of foregrounding or parallel and emphasizes the repeated physical and sexual oppression that working class women suffered. In other words, repetition here serves to underline the connection between the oppression that the upper class inflicts upon the working class and the oppression that the working class males inflict upon their fellow females, a matter which renders the working class female to be suffering from double oppression. In fact, it is possible to see the application of an identical scene as a means of de-emphasizing the individual and focusing on the issues they raise such as class, gender, and psychological oppression. The point that the repetition here seems to suggest is that no person of the peasant class is immune from the unbridled exploitation of the classes above them. The fact that they utter the same words speaks of the uniform level of helplessness. The burden of oppression is so great that it leaves little space in the lives of the oppressed to develop individual personalities. This class is hardly characterized through dialogue; the reader misses the verbal expression of their lives and conditions. It is through their action and the narrator's direct exposition that such conditions of their lives are revealed. On the other hand, the reader is constantly made privy to the discussions of the middle class and listens to the conversation between the Mayor and his family. Verbal language is used as a mark of freedom. In this context we can understand the revelation at the end of the novel when Zakeya verbalizes her awakening and goes on to take drastic action to effectively end oppression as she has experienced it.

      Nonetheless, the use of repetition can be read as a dramatic revelation of how gender and class intersect in this novel. Kafrawi’s and Masoud’s resolve is broken by references to what remains of their manhood; the greater part of it is silently pledged to make life easier for their oppressors at the expense of themselves and their families. Unable to confront the real source of their humiliation, it has become important for both men to demonstrate power over those more vulnerable than they are. This attitude of avoiding the real culprit in favor of the next most defenseless, is universalized in the behavior of the men who repeat the debilitating cycles of oppression that their own fathers had exhibited in their time. The case of Sheikh Hamzawi illustrates this:

He heard himself say in a voice which resembled that of his father, ‘you’re right my brother. The children of sin only bring misfortune with them,’ then he swallowed and rushed off to his field. A voice within him said: ‘I am a coward.’ But he braced his shoulders and lifted his head and this time the voice sounded different when it said more loudly, ‘He’s right, children of sin only bring misfortune with them. (p.112).

      The women and men of the peasant class become the underdogs of the middle class, with the women of the peasant class as the underdogs of the underdogs. As we have seen, Kafrawi and Masoud are compelled to define their manhood away from the concerns of the social class to which they belong along with their daughters. The solidarity between the classes is marred by the differences in gender. 

      The common denominator in the depiction of Mayor’s wife, as representative of women in the upper class, and the women in the peasant class reveals that the patriarchal oppression of women is impervious to class. The novel does not conclude that this kind of oppression is identical to women in spite of such significant differences in their social and economic positions, but rather shows that it exists in various forms for women regardless of their social standing. It has already been shown how Kafrawi and Masoud are led to abuse their daughters. The Mayor’s wife has a voice and an agency that is denied Zakeya and Fatheya. This female member of the upper middle class uses her authority freely in critiquing the attitude of her son towards women. It is interesting to note that she is quick to comment on her son Tariq’s views about the alleged loose morals of women, although both father and son are engaged in a discussion that shows no respect for women, despite the presence of this wife and mother:

Is that so, Master Tariq. Now you are putting on a Sheikh’s turban and talking of virtue. Where was your virtue hiding last week when you stole a ten pound note from my handbag, and went to visit that woman with whose house I have now become quite familiar? Where was your virtue last year when you assaulted Saadia, the servant, and obliged me to throw her out in order to avoid scandal? And where does your virtue disappear to every time you pounce on one of the servant girls in our house? Matters have gone so far that I have now decided to employ only menservants… She directed her words to her son, but kept throwing looks of barely disguised anger towards the Mayor (pp. 39-40).

      Implied in the mother’s critique is the probability of the son duplicating father’s unrestrained and unwanted access to vulnerable females. It is the abuse of power by males, based on shared gender, economic, and social standing. Repetition of action is employed in this instance to suggest a cycle that would not dissolve by itself. This view is an implied justification to Zakeya’s recourse to violence. The voice level and the direction of the words at her son and vicariously addressing her husband who is just as guilty, speak to the lack of power this woman has to eliminate emotional abuse originating from her spouse. Her clothing-fashionable skirts-- also marks her as relatively freer than the female peasant who own no more than a 'galabaya'. This is not to suggest that she is immune to the deprivations that women face. Her husband arrogantly excuses to himself the right to sexually abuse the young women employed in his household, of which she is a part. Her responsive employing of only male servants is her way of dealing with this type of humiliation. She is incapable of stopping the perpetrator, since she feels trapped in a relationship without joy or respect. In this manner she shares a similar fate with the nieces of Zakeya who are abused by the same man. Her seemingly privileged status as the wife of the representative of the ruling class --with her enjoying of economic ease and the ability to voice her opinion-- is questionable. In fact, the strength of this novel lies in its ability to demonstrate how gender and class intersect and complicate the relations between men and women in the fictional world of the text. 
      El-Saadawi's use of repetition to underline the interaction between class and gender is also made effective by her use of symbolism. For example, the iron gate that encloses the residence of the Mayor is a strong presence in the text, at once representing a physical divide between the classes and a symbol of power relations between the genders, or possibly as a symbol of imprisonment. As a young child, Nefissa had a morbid fear of the gate, avoiding eye contact with it:

But somehow her imagination kept telling her that behind the gate was concealed a great giant, a monstrous devil who walked on twenty iron legs which could crush her to death at any moment if she was not careful (p.20). 

      The image of a monster who seeks to destroy her brings to the fore the effects of the iron gate on the lives of those who live outside of it, especially the lives of young girls such as Nefissa, whose promise of life is crushed out by this monstrosity. In her delirium Zakeya has a vision of the iron gate which is just as destructive here as in the fears of her niece:

Almost immediately the yard of the house was filled with the dark forms of people. They crowded through the dusty entrance of the house, and filled up the yard and the lane outside, coming between Zakeya and the huge iron gate on which she had fixed her eyes. But she could still see the big iron bars moving towards her as she lay on her belly over the ground. They came closer and closer like long iron legs which would crush her at any moment…She was about to lift out herself out of the water on to the ground when she found herself in front of a huge iron gate…(p. 68).

      The gate has assumed the figure once again of an animate being that targets this woman for desolation. The parallel monstrous vision of the symbolic iron gate brings both Zakeya's and Nefissa's visions together although both feature in widely separated pages of the text(
). 
      Repetition is, in fact, the main narrative device that makes such interaction between class and gender plausible. The text employs a number of patterns of repetition for that purpose. As seen earlier, there is a pattern of repetition that equates beast and human, to suggest the exploitation of both animal and peasantry, though emphasis is added to the exploitation of female characters. Another pattern of repetition is that which serves to underline the monotonous deprivation of the impoverished class, again with additional emphasis on the female as the object of such oppression. One more pattern is that which highlights sexual oppression of women by the Mayor's class and through the aid of the men of the peasants class, both categories of men repeating each other, and on the other hand, the women of the impoverished as well as the Mayor's wife, both falling under masculine sexual exploitation. Hence, repetition in the text serves to create a strong link between class and gender oppression, the major concerns of El-Saadawi's text. Her one wonders why critics underestimated El-Saadawi's use of repetition when it is essential a tool in the display of the novel's main concerns. And it is the more surprising when recent studies in the fields of stylistics valued the use of such a technique. 
      To conclude, this study has attempted to show the literary merits of El-Saadawi's God Dies by the Nile, by focusing on the author's treatment of issues of class and gender through a carefully woven symbolism and, more importantly, her use of repetition as a stylistic narrative device which, rather than being a defect or a sign of creative weakness as some critics argued, is a successful stylistic tool in presenting the patterns of class and gender oppression in the novel. Those who underestimated El-Saadawi's use of repetition overlooked the novel's major theme of the interaction between class and gender and ignored the developments in the field of stylistics. Repetition turns out to be an aid to the novel's symbolic aspects and a significant narrative device which underscores the issues of class and gender by means of cognitively drawing attention to links between the different members of the working class, different women, animal and human, and animal and female, all suffering from a seemingly unending similar pattern of exploitation and oppression. It is hoped that this paper will engage critical response to this and other translated texts by female Arab writers and place El-Saadawi and her fellow Arab women writers in the mature creative output of women writers from different corners of the world.
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      تتفحص هذه الدراسة ميزات الأسلوب السردي في رواية نوال السعداوي موت الرجل الوحيد على الأرض (1974) والتي تقدم صوراً وأنماطاً من الاضطهاد المبني على أساس الطبقة الاجتماعية والجنس. وبالتحديد فإن الدراسة تبحث في استخدام السعداوي المتميز "للإعادة" أو "التكرار" كأداة أسلوبية وإدراكية ذات أهمية في السرد، وبعكس ما اعتبره النقاد من أنها دلالة على القصور أو الضعف الإبداعي. ويظهر بأن الرواية تتضمن مجموعة من أنماط التكرار، أحدها يساوي بين الإنسان (المرأة بشكل خاص) والحيوان، ونمط آخر يسلط الضوء على حالات الحرمان والعوز لدى الطبقات الاجتماعية المعدومة اقتصادياً واجتماعياً، مع التركيز على الأنثى، ونمط ثالث يظهر اضطهاد الرجل –بغضّ النظر عن طبقته الاجتماعية- جنسياً للمرأة. وبهذا يتضح أن التكرار هو أداة للربط ما بين اهتمامات الرواية الأساسية وهي الاضطهاد المرتبط بكل من الطبقة الاجتماعية والجنس. وبناءً عليه، فإن أولئك الذين لم يلاحظوا أهمية التكرار في هذه الرواية ولم يقدروا استخدام السعداوي لهذه الوسيلة الأسلوبية إما أساءوا فهم المواضيع الأساسية في الرواية أو على الأغلب تجاهلوا التطورات الحديثة في مجال الأسلوبية. ومن الجدير بالذكر أن هذه الدراسة تنأى بنفسها عن الجدل الدائر حول شهرة السعداوي وأهميتها، كما تنأى بنفسها عن الخوض في أفكار السعداوي الدينية والاجتماعية المثيرة للجدل. ويؤمل أن تسهم هذه الدراسة في إثارة الاهتمام بالنصوص الأدبية العربية والنسوية المترجمة بما قد يؤدي إلى إيجاد مكان لائق للأديبات العربيات في حقل الأدب النسوي العالمي.


Abstract


      This study examines the merits of the narrative style in Nawal El-Saadawi's God Dies by the Nile (1974; tr. 1985), a text which spawns themes and patterns of class and gender oppression. In particular, the study investigates the author's distinctive use of repetition as a narrative tool, which,�





rather than being a defect or a sign of creative weakness, as some critics argued, is a successful conceptual and cognitive stylistic narrative device, which also strengthens the novel's carefully woven symbolism. It turns out that the text employs a number of patterns of repetition: a pattern which equates beast and human, with particular emphasis on the female; another which serves to underline the monotonous deprivation of the impoverished class, again with additional emphasis on the female; and a third pattern that highlights the sexual oppression of women by the men of the upper and lower classes. Hence, repetition in the text serves to link class and gender oppression, the major concerns of El-Saadawi's text. Consequently, those who underestimated El-Saadawi's use of repetition overlooked the novel's major theme of the interaction between class and gender and ignored the developments in the field of stylistics. This paper does not intend, however, to take sides in the debate over the popularity of El-Saadawi nor to deal with her controversial religious and social affiliations. It is hoped that this paper will engage critical response to this and other translated texts by Arab female writers and place El-Saadawi and her fellow Arab women writers in the mature creative output of women writers from the world.








 (�)Linguistic barriers always represent real challenges to Arab women writers, but the fact that El-Saadawi's work has been translated into major European languages might have given her an advantage, and her exile, which is doubtlessly a burden, also gave her the chance to establish connections with literary circles and figures and possibly helped her achieve some publicity. Nonetheless, as Edward Said says, “of all the major world literatures, Arabic remains relatively unknown and unread” even when such writers have been translated into major European languages or even won Nobel Prizes (Said, 278). But the question is also connected to gender because the Arab female writer seems to suffer even more in this regard. Indeed one can go through existing sources of literary recognition of women in literature (Little), (Brown), (Taiwo), and find no reference to this group of women writers, though some of their creative output has been in translation for decades now. This paper recognizes the debate over the popularity of El-Saadawi which is the subject of an argument that rages between Arab and Western critics. The former generally see her popularity as emanating from her Western readers’ assumptions about Arab women and less to do with her literary merit. The Western critics dismiss this response as male hostility toward her as a feminist writer (Malti-Douglas; Hitchcock). This paper does not intend, however, to take sides in this debate. Nonetheless, another possible reason for Arab critics' hostility to El-Saadaw might be related to her controversial views regarding essential cornerstones of the religious and cultural foundations of the Arab world, particularly matters of sexuality and related anti-religion propositions, a matter which transcends gender since many male writers who dared step on such dangerous grounds suffered similar negative critical responses. Such issue is, in fact, beyond the scope and aim of this paper which attempts to focus on the distinctive merits of El-Saadawi's text, particularly the distinct qualities of her narrative style which relies on symbolism and stylistic repetition. Thus, this study will leave behind the controversial religious and social affiliations of El-Saadawi.


 (�)Nawal El Saadawi, God Dies by the Nile, trans. Sherif Hetat (London: Zed Books. 1974/1985), p. 1. Further references are from this translation and will be cited parenthetically.


 (�)Even the architecture and the material used in the construction of their houses and the architecture provide a visual representation of the economic and social division between the members of the ruling and peasant classes, a partition that is solidified by the iron gate. Authorial description tells of the Mayor’s house of red brick, high walls, glass windows and iron gates, with huge garden trees and flowers. Inside the house are white porcelain basins, shining metal taps, colored walls, curtains and a stove. In sharp�


contrast to this description are the mud structures huddled in rows with tiny windows that pose as residences of the peasants. The doors are made of roughly hewn wood that creaks with the “rusty sound of an ancient water wheel” (p.1). The alleys in this residential area are blocked with manure, while the stream has become green water, covered by a “dark, slimy oozing” layer. In addition, notions of security and lack of it are implied in the material used in the construction of the Mayor's house and houses of the peasants. And while the doors of the peasants' houses are insecure, the iron gate is protective to the Mayor and destructive to the peasants.
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