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JURGEN W. WEIL

On the structure of Y@ si‘r, a key poem
by Abu-1-Qasim a$-Sabbi (x909=1934)

1. Introduction

Abi-I-Qasim a§-Sabbi (1909-1934), the Tunisian romantic poet, whose
reputation in the Arab world is extremely high —in fact, “more books have been
written about him than about any other romantic Arab poet”! — died, before he -
could finish the collection of his poems into his diwan, which came out only 21
years after his death (1955, Agani al-hayat, “Songs of Life’?) and contains partly
unpublished poems, and partly those which had previously appeared in periodicals
and newspapers, particularly the famous magazine Apollo, which was published
by AbG Sadi In addition to this collection of poetry, Sabbi, on whose -
life and work, incidentally, quite a number of primary and secondary sources exist?,
also published articles in periodicals and one book of literary criticism#, which
aroused great interest in his native country, especially owing to the severe criticism

‘it expresses on traditional Arab poetry. — The seventeeth poem in (2), pp. 55-63,

is a lengthy piece consisting of 49 distichs; the poet called it Ya¥ r (O Poetry!);

' M. M. Badawi, 4 Critical Introduction to Modern Arabic Poetry, Cambridge
University Press, 1975, p. 157 ff, with 11 pages on Sabbi.

> Abt-1-Qasim a§-8abbi, Agani al-hayat, Tunis, 1955; our present paper
is based on a later edition (1966) — published by Ad-ddr at-tiinisiya li-n-na$r —
to which are also all the references. s

* Cf. notes 1, 2 and: Abti-I-Qasim Karr 4, A$-Sabbi, hayatuhi, 5 ruhi, Beirut
1954 (2. Aufl), S. Pantidek, Tunesische Literaturgeschichte, Wiesbaden 1974;
Zin al-‘Abidin as-Sandsi, A-Sabbi, hayatuhii  wa-adabuki, Tunis 1956;
Muhammad Hliwi (Hilaywi), Maa a$-Sabbi, Tunis 1955; Mekki A mri,
Die politische Lyrik des Aba-1-Qasim a$-Sabbi (19091 934), ein Beitrag zur Geschichte
der modernen tunesischen Literatur. Dissertation of the Christian-Albrechts-Univer-
sitiit, Kiel, 1976, reproduced from the manuscript; pp. 24-37 also contain a short
biographic outline based, among other sources, on private letters.

* Abi-l-Qasim a§-8abbi, Alhayal ad-5iriy “inda l-arab, “The Arab Poetic
Imagination’, Tunis 1961. ; :
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in doing so, he used a root that appears in several of his poem titles (Qultu li-§-5 °r,
ugniyat af-§a “ir, ahlam $a‘ir) as well as the vocative case as in, e.g., Ayyuha l-layl,
etc. This poem seems to occupy a key position in all attempts to understand the
basic constituents of SabbI's poetic imagination and is expected to provide
one of the most significant contributions to a ‘mapping” of his spiritual landscape,
which, we hope, in not too distant a future scholars specializing in the study of modern
Arabic poetry might be able to carry out.

The poem bears the date of 14. ragab 1350/January 18, 1927, and is, therefore,
temporally well localized within the first third of the short period of SabbTs
poetic productivity (the diwdn covers the time from 1923 to 1934).

It is the purpose of our paper, after a short formal description (Section 2), a trans-
literation and translation (Section 3) to show up several structural characteristics
of this poem, which, at first glance, might give the impression of being somewhat
diffuse or even chaotic, and to demonstrate that, indeed, either deliberately or,
perhaps, intuitively, certain principles or, at least, meaningful patterns have been
applied by the author (Section 4). A final section with notes on particular verses
concludes the article (Section (5). :

2. Formal characteristics

As mentioned above, the poem is composed of 49 distichs each of which rhymes
in itself, but not with the other distichs. The metre is acatalectic kamil in the di-
meter, in one particular instance muraffal (verses 35 and 36). The sequence of rthymes
is as follows: -ib, -at, -mi, -sah, -yah, -hi, -ib, -ar, =i, -ir, -mi, -@°, -k, -hd, -ah,
~am, -hi, -ik, -yah, -yah, -in, -in, -bi, -ib, -im, -hah, -ad, -ha, -tin, -rah, -id, -ir,
-id(-ad), -ar, -rah, -mad(- bad), -ha, -um, -at, -had, -mah, -ha, -aq(-zq) -ha, -al, —du,
-rah, -ti, -ri.

3. Transliteration and translation

In the following we transliterate the poem Ya §i'r:

Y ¥ e -

(1) ya &ru anta famu $-Suiri, wa-sarbatu r-riihi 1-ka’ib
(2) ya $'ru anta sadd nahibi I-qalbi wa-s-sabbi I-garib
(3) ya $i'ru anta madami‘un ‘aliqat bi-ahdabi [-hayat

(4) ya $§iru anta damun tafagéara min kulimi I-kainat
(5) ya $i‘ru qalbi mitlama tadri Saqiyun muzlimi

(6) fiki I-girahu n-nugly yaqturu min magawirtha d-dami
(7) gamadat “ald Safatayhi arzd’v l-hayati 1-"abisah

(8) fa~hwa t-ta‘isu yudibuhii nawhu I-qulibi 1-ba’isah

(9) abadan yanihu bi-harqatin bayna l-amani I-hawiyah
(10) ka-I-bulbuli I-girvidi ma bayna z-zubiri d-dawiyah
(11) kam qad nasahiu lahii bi-an yasli wa-kam “azzaytuhi
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(12) fa-aba wa-ma asgad ild qawli fa-ma agdaytuhi

(13) kam qultu sabran ya fu’ddu a-la takuffu “ani n-nahib
(14) fa-ida tagalladati l-hayatu tabaddadat $u‘alu I-lahib
(15) ya qalbu la tagza® amama tasallubi d-dahri I-husir
(16) fa-ida sarakita tawagdu an haza at bi-sarhatika d-duhiir
(17) ya qalbu la tashat “ald l-ayyami fa-z-zahru l-badi
(18) yusgi I-daggati [-"awasifi qabla angami r-rabi’

(19) ya qalbu la tagna® bi-Sawki l-ya’si min bayna z-zuhir
(20) fa-wara‘a awga’i I-hayati “udibatu l-amali l-gasir

(21) ya qalbu la taskub dumiaka bi-lI-fadad’i fa-tandami
(22) fa-‘ala btisamati I-fadd’i qasawatu l-mutahakkimi

(23) lakinna qalbi wa-hwa muldillu I-fawanibi bi-d-dumi’
(24) gakat bihi l-ahzanu id tafahat bika tilka s-sudi

(25) yabki “ald l-hulmi l-ba‘idi bi-law‘atin la tangali

(26) garadan ka-saddapi l-hawatifi fi I-fala wa-yagilu li
(27) tahhir kulimaka bi-d-dumi'i wa-hallihd wa-sabilaha
(28) inna l-madami‘a la tudi‘u haqirahd wa-galilaha

(29) fa-mina l-madami‘t ma tadaffa’a $arifan hasaka l-hayah
(30) yarmi li-hawiyati l-wufidi bi-kulli ma yabni t-tugah
(31) wa-mina l-madami’s ma ta‘allaga fi I-gayahibi ka-n-nugim
(32) wa-mina l-madami*i ma araha n-nafsa min “ib’i I-humim
(33) fa-rham ta°dsatahii wa-nuh ma‘ahii “ala ahlamihi

(34) fa-lagad qada I-hulmu 1-badi‘u “ald laza alamihi

(35) ya $i'ru ya wahya l-wugidi l-hayya ya lugata l-mald’ik
(36) garrid fa-ayyami ana tabki ‘ala iqa‘i n-nayik

(37) raddid “ala sam'i d-duga anndati qalbi l-wahiyah

(38) wa-skub bi-agfani z-zuhiri dumi‘a qalbi d-damiyah
(39) fa-la‘alla qalbu llayli arhamu bi-l-qulibi -bakiyah
(40) wa-la‘alla gafna z-zahri ahfazu li-d-dumii’i I-gariyah
(41) kam harrakat kaffu l-asa awtara dayyéaka I-hanin

(42) fa-tahamalat ahzinu galbi fi agaridi l-anin

(43) fa-la-kam araqtu madamii hattd taqarrahati I-gufin
(44) tumma ltafattu fa-lam agid qalban yuqdsimuni $-Suian
(45) fa-‘asa yakimu I-laylu arhamu fa-hwa mitlh yandubi
(46) wa-‘asa yasinu z-zahru dam'i fa-hwa mitli yaskubi
(47) qad ganna“at kaffu l-mas@’i l-mawta bi-s-samti r-rahib
(48) fa-gadd ka-a‘maqi l-kuhiifi bila dagigin aw wagib

(49) ya’ti bi-agnihati s-sukini ka-annahii I-laylu I-bahim
(50) lakinna tayfa l-mawti gasin wa-d-dugd tayfun rahim
(51) md L-l-manniyati 1a tariqqu ald l-hayati n-na‘ihah
(52) siyani afidatun ta“innu awi l-qulibu s-sadihah

(53) ya $i‘ru hal huliga l-maniinu bila Su‘arin ka-l-Samad
(54) la ri*Satun ta‘ri yadayhi ida tamallagahii I-fu’ad

_ 6 Rocznik Orientalistyczny
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(55) a-rd’ayta azhara r-rabi‘i wa-qad dawat awraquhi
(56) fa-hawat ila sadri t-turdbi wa-qad qadat aSwaquhi
(57) a-rd’ayta Suprira I-fald mutaranniman bayna I-gusin
(58) gamada n-naSidu bi-sadrihi lamma ra’a tayfa l-manin
(59) fa-qada wa-qad gadat agaridu l-hayati t-tahirah
(60) wa-hawa mina l-agsani ma bayna z-zuhiri l-basirah
(61) a-ra’ayta umma t-tifli tabki dahka 1-tifla l-wahid
(62) lamma tandwalahu bi-‘unfin sa‘idu l-mawti $-$adid
(63) a-sami‘ta nawha I-°dSiqi I-walhani ma bayna l-qubir
(64) yabki habibatahi faya Li-masarii -mawti I-Fasir
(65) tafahat bi-a‘maqi l-wugiadi sakinatu s-sabri l-galid
(66) lamma ra’a “adla l-hayati yadummuhii l-lahdu l-kanid
(67) fa-daffaqat lahnan yuraddiduhii “ala sam'i d-duhir
(68) sawtu l-hayati bi-dagéatin tas'a “ala Safati l-bupiir
(69) ya $i'ru anta naSidu amwagi l-hidammi s-sahirah
(70) an-ndasi‘ati I-basimati r-raqisati i-tahirah

(71) as-safirati s-sadihati ma‘a l-hayati ila l-abad

(72) ka-‘ard‘isi l-amali d-dapiki yamisna ma tala l-amad
(73) ha inna azhara r-rabi‘i tabassamat akmamuhi

(74) tarnii ila §-Safaqi 1-ba‘idi tagurruha ahlamuha

(75) fi sadrihd@ amalun yuhaddiqu nahwa hatika n-nugim
(76) lakinnahii amalun sa-talhaduhii gababiratu l-wugim
(77) fa-la-sawfa tugmidu fafnaha ‘an kulli adwa'i l-hayat
(78) haytu z-zalimu mubayyimun fi gawwi dayyaka s-subat
(79) ha innaha hamasat bi-adani I-hayati garidaha

(80) gatalat “asafiru s-sabahi sudiahahd wa-na$idaha

(81) ya $i'ru anta naSidu hatika z-zuhiri I-basimah

(82) ya laytani mitlu z-zuhitri bila hayatin wagimah

(83) inna l-hayata ka'ibatun magmiratun bi-d-dumii‘iha
(84) wa-$-Samsu adgaraha l-asa fi sahwihd wa-hugi‘iha
(85) fa-tagarra‘at ka’san dihagan min muia‘sa‘ati $-$afaq
(86) fa-tamayalat sakra ila kahfi l-hayati wa-lam tufiq
(87) ya $i‘ru anta nahibuha lamma hawat li-subatiha

(88) ya $i'ru anta sudahuhd fi mawtiha wa-hayatihi

(89) unzur ila Safaqi s-sama‘i yafidu ‘an tilka l-gabal
(90) bi-Su“a‘ihi l-hallabi yagmuruha bi-basmati I-gamal
(91) fe-yutiru fi n-nafsi I-ka’ibati ‘asifan la yarkudi

(92) wa-yu’aggigu I-qalba l-mu‘addaba $u'latan la tahmudi
(93) ya $ru anta gamilu adwa'i I-gurabi s-sahirah

(94) ya hamsa amwagi l-masa‘i I-basimati 1-ha‘irah

(95) ya@ naya ahlami l-habibati ya rafiqga sababati

(96) lawlaka muttu bi-law‘ati wa-Saqwati wa-ka'abati
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(97) fika ntawat nafsi wa-fika nafalitu kulla masairi
(98) fa-sdah “ald gqimami l-hayadti bi-law'ati ya ta‘iri

- The following translation tries to combine word-to-word faithfulness to the
original with a certain amount of ‘poetical legibility’:

O Poetry!

(1) O poetry! You are the mouth of sentiment and the dejected spirit’s cry for help;
(2) O poetry! You are the echo of the heart’s and of the wretched lover’s wail;
(3) O poetry! You are the tears suspended in the eyelashes of life;
(4) O poetry! You are the bloodstream gushing out of the creation’s wounds;
(5) O poetry! My heart is — as you know — in misery and gloom,
(6) in it are gaping wounds, and blood is dripping from its caves.
(7) Stern-looking life’s calamities are on its lips congealed
(8) and it is the unhappy one whom desperate hearts’ wailing melts;
(9) forever, in torment, it wails among the swooping-down desires,
(10) like the nightingale, the warbling one, among the fading flowers...
(11) How often I advised it to forget, how often I comforted it,
(12) but it refused and did not hearken to my speech — so I was of no avail to it.
(13) How often did I say: “Patience, o heart! Don’t you refrain from lamentation?
(14) Since, when life shows bold endurance, the flames of fire anyway are scattered.
(15) O heart! Be not afraid of hardness from the smashing fate,
(16) since if you scream from pain fate will deride your outcry anyway.
(17) O heart! Do not get angry with the days — since the enchanting flowers
(18) will have to hark to tempests’ noise before the melodies of spring.
(19) O heart! Do not res1gn yourself to desperation’s thorns stinging from between
the flowers,
(20) since in the rear of life’s torment the sweetness of bold hope is waiting.
(21) O heart! Don’t shed your tears into the empty space for you’ll repent it,
(22) for space’s smiling comprehension is overcome by mocker’s cruelty...
(23) But in my heart — whose sides are moistened by the tears —
(24) the sorrows rage of which then overflow those clefts;
(25) it weeps about the distant dream in never’ending grief
(26) while singing like the Caller in the Desert, and it speaks to me:
(27) Purge by the tears your wounds, release them, give them way,
 (28) for flowing tears neither destroy what’s base in them nor what is grand...
(29) since it is due to flowing tears what gushes forth and drags with it the thorns
(30) and flings into the deepest hell of life what tyrants build... [of life
(31) and it is due to tears what flashes in the dark like stars,
(32) and it is due to tears what frees the soul of sorrows’ burden...
(33) Have mercy on its misery, bewail its dreams with it,
(34) for the enchanting dream has quelled the blazing of its pains...
: (35) O poetry! O vivid inspiration of the world, o angels’ tongue,

6%
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(36) sing, and my days will weep according to the rhythm of your flute...

(37) let the feeble moanings of my heart then reach the darkness’ ear :

(38) and pour the bleeding tears of my heart into the eyelids of the flowers...
(39) Maybe, night’s heart has deeper mercy on the crying hearts,

(40) and, maybe, flowers’ lids can better hold the streaming tears. ‘

(41) How often stirred the hand of grief the strings of yonder tender sigh,

(42) but the sadness of my heart remained inert in moaning’s tune...

(43) and how often did I shed my tears until the eyelids festered —

(44) and then I turned aside because I had not found a heart to share my gmef
(45) Perhaps the night shows deeper mercy since it moans like me,

(46) and, perhaps, the flowers can better hold my tears since they are shedding
[them like me.
(47) The evening’s palm has veiled Death with dreadful silence, - : ;
(48) and He approaches, -as (from) the caverns’ depths, noiseless and heartbeatless;
(49) He comes on wings of silence, as if He were the jet-black night:

(50) but Death’s spectre is cruel whereas darkness is a spectre merciful..

(51) What is the matter then with Fate that, with Waﬂmg life, it feels no sympathy?‘
(52) Both the same to it are moaning hearts or crying souls..

(53) O poetry! Was:-Death created without feeling — like ‘the rock?

(54) Does not a tremor seize His ‘hands when flatters Him the heart?

(55) Did you see the flowers of the spring — their leaves are faded —

(56).and they have sunk down to the breast of dust — and their desires ended?
(57) And did you see the thrush out in the field as in the twigs it warbled —
(58) The hymn froze in its breast when it perceived the spectre of Death;

(59) it died — and pure life’s songs had dwindled then away —

(60) and from the twigs it fell, amongst the flowers premature?

(61) The mother of the child you saw while she bewailed that only child

(62) when, with violence, stern Death’s forearm had taken hold of it?

(63) The ardent lover’s scream you heard when he amidst the graves

(64) bemoaned his girl, his beloved? O what perdition through - insolent Death'
(65) The calm of steadfast patience overflowed in the depths of life -
(66) when it saw life’s justice in the ungrateful tomb encaged ‘

(67) and it poured out a song which, under clamor,

(68) the voice of life will pass on to the ear of times ... walking on the lip of seas...
(69) O poetry! Are you the hymn of ocean’s charming waves,

(70) the clear and smiling, dancing and pure waves,

(71) the radiant waves, which sing with life, up to eternity ?

(72) Like brides of laughing hope that stride along as long as time is Iastmg
(73) Look, the flowers of the spring whose calyces are full of smile

(74) towards evening’s twilight far-away they glance, deluded by their dreams:
+ (75) their is hope still in their breast and gazes to those stars —

(76) but it is hope, (no more), and will be buried by the tyrants of this World ;
(77) and they will close their eyelids from all lights of life
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(78) when the darkness pitches, in that slumber’s atmosphere, its tent...

(79) Look, the morning sparrows that had been murmuring their song into the ears
(80) have killed their warbling and their melody... [of life
(81) O poetry! You are the hymn of these smiling flowers,

(82) o were I only like the flowers, away from life’s repugnance!

(83) Life is so sad, and flooded by its tears,

(84) and misery has vexed the sun in its serenity and in its calm,

(85) and it has swallowed down a cup filled with the wine of twilight,

(86) and then it sank, drunken, into the cave of life... and will not rise again.
(87) O poetry! You are sun’s mourning dirge when to its sleep it sinks,

(88) O poetry, you are its song, both in its death and in its life...

(89) Look at the twilight of the sky as from those hills it flows,

(90) in its enchanting gloss that inundates them with the smiles' of beauty
(91) and rouses a never-resting tempest in the miserable soul

(92) and kindles a fire never to be quenched in the tormented heart...

(93) O poetry! You are the beauty of the enchanting lights of sunset,

(94) o you murmur of the evening’s waves, the smiling waves in turbulence,
(95) o flute of my dear dreams, o companion of my love...

(96) Were it not for you, I'd die in grief, in sadness and distress,

(97) my soul is wrapped in you, my feelings all I breathed them into you,
(98) Sing of my torture on the peaks of life, my flying bird!

4. Structural considerations

The first five abyat each start with the invocation ya $‘ru, further instances
of its use being verses (35), (53), (69), (81), (87), (88), and (93); these vocatives are,
as it were, Ariadne’s clew bringing the poet back from his' diversions to what is
the central issue of the poem: the significance of poetry to the author himself. The
first four ya $iru’s are all followed by comparisons, poetry being likened to a mouth,
an outcry, an echo, tears and streaming blood, and these metaphors serving as sort
of leitmotifs to be taken up in later parts of the poem again (the feelings passing
as breath through the mouth in (97); the outcry being alluded to in (16); tears re-
appearing in verses (21), (23), (27), (28), (29), (31), (32), (38), (40), (43), (46), (83)-ex-
plicitly, as the root d-m-°, disregarding the action of weeping when expressed in
other ways; among these mentions the particular picture of (31) comes very close
to that of verse (3) as far as the equation tear = glittering, star-like entity is con=
cerned; the streaming blood giving the key word for a long concern in the sufferings
of the heart ending up with the end of the heart’s speech, verse (32), and being re-
sumed for a second in verse (38)). The fifth vocative does not have a follow-up
metaphor and rather serves as a full stop to these introductory lines. As already
mentioned, the concept of the bleeding heart proves to be fruitful for the ensuing
development of ideas; the heart whose bleeding is taken up again in verse (6) is,
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in a bold image, thought of as being equipped with lips having the world’s misery
frozen on them — lips re-appear in (68) — but other wailing hearts make it melt
(8). After a digression comparing the wailing heart to a nightingale (10) — birds
enter again in (57) to (60), (79) and (80) and provide the finale furioso in (98) —,
* the heart is established as a second soul in the poet’s breast with whom the poet’s
first “I” commences a dialogue in direct speech — verses (13) to (22). Again voca-
tives (once of fu’ad, four times of qgalb) serve as introductions to the host of admoni-
tions the heart receives from the poet. The heart is advised to suffer silently, the
$u‘al being encountered again in (92); endurance is suggested since public announce-
ment of one’s pains provokes mockery of the surrounding world anyway — a thought
taken up again in (22); patience is called for since spring music is preceded by noisy
tempests (18), the other tempest in the poem being one that rises in the soul rather
than in nature (91); resignation vis-a-vis the thorns, $awk, of life is dissuaded from
(19) — thorns, now fhasak, pass by again in (29) —, since there is hope behind all
troubles ((20), as in (75), where, however, hope is represented as transient and
doomed); finally, it is asked not to weep (see above). The heart (which dreams
a hulm ba‘id as well as a pulm badi®, verses (25) and (34), respectively) also answers
in direct speech by urging the poet to give free scope to his tears as this purely thera-
peutic approach does not involve any moral commitment (so our interpretation
of verses (27) and (28)). Threefold invocations of the madami® introduce impressive
images associated with appearance and effect of tears, the enclosed verse (30) being
an excursion into politics, a field amply covered by many of the poet’s poems. (33)
and (34) are already outside the heart’s speech and figure as a monological comment
on the heart’s situation. Now, poetry is addressed (35); among other metaphors
nay is mentioned (see (95) for a resumption); the phrasing of (37) is reminiscent
of that of (67); (37) to (40) forms a particularly self-consistent block and could,
indeed, constitute a quatrain in its own right as, on top of the symmetry and co-
herence of its contents, it is the only example throughout the poem where two im-
mediately subsequent distichs bear the same rhyme — in addition, the double image
of more sympathetic night and flowers surfaces again in verses (45) and (46)! We
see here a striking example of a region of perfect near-range order in an otherwise
wildly streaming flux of associations, very much like cold water which still contains
districts where the crystalline order of ice is maintained. Now, death moves into
the limelight of attention; he comes silently, similar to the night, but, unlike the latter
is a cruel spectre ((50); night’s mercy, as we have seen, goes back to verses (45),
(39), and (37)). Poetry is called upon as a witness for, and a potential remedy-to,
death’s cruelty which is exemplified by four images; again the device of a (nearly)
constant introduction (three times a 7@ ayta, once a sami‘ta) is used: fading flowers,
going back to (10), appear in (55), (56); the thrush that falls from the twig, (57) to
(60), has its feeble echo in (79) and (80); a mother bewails her dead child in (61)
and (62); (63) and (64) picture a mourning lover among the graves... and now a subtle
and artistic transition obviously leading up to a goal envisaged from far ahead sets
in: the particular injustice lying in death’s snatching away a small child causes even
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the ‘godly’ calm (sakina, as it were, personified) to boil over and break into a song
which the “voice of life’ bi-duggatin tas'a “ald Safati l-buhiir passes on to the ‘ear of
times’, i.e. the roaring sea is thought of a emitting in an amplified way that song of
protest ...and now the sea is reached and described with a wealth of qualifying parti-
ciples whose melodious sag® simulates the very movement of the approaching tide;
again, verses (69) to (72) form an impressive poetical entity of its own. Now, the
spring flowers are taken up again, see (17); unlike (38) and (40), their calyces now
serve as receptacles for a smile, a variation of the hulm ba‘id in (25) is touched upon

“in (74); hope is crushed in their breast, as mentioned above, darkness takes over,

zalam this time (78), as opposed to gayahib (31), duga (37), layl (39) and (45), masa’
(47), again duga (50), again mas@’ (94). After the image of the birds killing their
song is resumed, (79) and (80), verses (81) and (82) bring the flower leitmotif again,
by the way, its sixth occurrence in the poem and following an introduction ya §‘r
anta nasid as in (69). (84) to (86): the drunken sun, going to sleep, never to rise again,
the kahf al-haydt in a mysteriously charming way echoing the a'mdq al-kuhif of
(48) and the a‘mdq al-wugid of (65); but the picture is not yet exhausted: (87) to
(93), three times interspersed with ya §i‘r-vocatives, enlarge on a glowing landscape
under the setting sun, the nahib of verses (2) and (13), the subat of (78), the mawt
of (47) and (50) re-appear in a different context, so does the passim occurring haydt,
the basma, etc. It is as if all the actors playing in the melodrama appeared on the
stage for the final tableau. And on it goes: the waves of (69) have their come-back
in (94), they are, on top, smiling like the calyces and the evening beauty of a few
verses ago, (95) brings the n@y of (36) and the omnipresent dreams; (96) to (98),
at last, are the steep path up to an ecstatic climax and, at the same time, conclusively
establish the poet’s position and attitude towards poetry as his only means of staying

 alive in a sea of troubles... poetry itself is, in a last metaphor, his flying bird that

sings of all his tribulations on the peaks of life...

*

We certainly know next to nothing of the intellectual and psychic mechanisms
governing Sabbi’s actual creative processes — except, of course, what we can
surmise from the poems themselves. As far as our poem is concerned we cannot
help noticing the existence of several internally coherent and well-structured text
portions or ‘blocks® — perhaps even pre-formed entities intended for later incor-
poration into a wider context — separated (or held together) by transitions of a partly
spontaneous, associative and partly artistic and rather artificial nature. In particular,
the following blocks and transitory passages can be distinguished:

(1)~(5): invocational introduction, using its last addressee for

(7)~(10), a rather weak transition to

(11)~(22): an admonitory speech to the heart, which, after

(23)-(26), a transition, responds in

(27)-(32) a rhetorically impressive fashion mainly based on one recurring phrase;
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(33), (34): transition; :

(35)—(46): $i'r addressed again, in a passage dominated by two twice appearing
images of the merciful night and the tear-preserving flowers;

(47)~(66): death, in a profusion of figures and metaphors, (37)-(40) forming a part-
icular tightly closed ‘sub-unit’;

(67), (68): transition to

(69)-(72): waves, as simulated by sag", well possible as a pre-existing bit in the
poet’s imagination;

(73)-(83): a collection of various images partly taking up ideas presented before
dnd leading up to the wonderful picture of sunset in

(84)—(86), which, in another artistic construction, through

(87)~(92), prepares the ground for the final hymnic and exalted verses '

(93)~(98), which end up in the metaphor of poetry being a bird on the climaxes
of life.

*

To conclude this section, we should like to say a few words on the frequency
of occurrence of some nouns in the poem. Uncontested winner of the race is hayat
(17 times) followed by galb (and qulib, 15 times), dumi® and madami® (together,
13 times), $r (12 times), zahr (and zuhir, 11 times), derivations from the roots.
$-d-h, g-r-d, b-s-m (6 times each), mawt and b-k-y (5 times), amal and r-h-m 4
times), etc. ‘ :

Let us, for a moment, dwell on haydt and the contexts of its use. Starting with
instances where it is employed in colourful and concrete images, we may quote
its being furnished with eyelashes to which tears attach themselves (3); it is stern-
looking and its arz@’ are congealed on the heart’s lips — an image which we certainly .
dislike and which, characteristically, lies in one of the weaker ‘transient’ portions
mentioned above — (7); in a sententious verse it displays flames (14); it is a sting-
ing thorn-bush (29); can make of its voice (68); it has ears (79); it is something that
can weep and cover itself by its tears (83); it is a cave (86) and, finally, a mountainous
landscape on whose peaks poetry resides like a bird in an exalted nest (98). Apart
from these picturesque situations it also appears in less concrete circumstances:
pains of life are adduced in (20), wailing life in (51), its songs in (59); its justice
which is indeed rather an injustice is alluded to in (66), its lights from which the
flowers close their eyelids” in (77), and its repugnance in (82). The pale end of the
spectrum of usages is marked by a rather dull and trivial use of haydt as something
with which the waves sing (71) and which is, not unexpectedly, put in parallel to
death (88).

x

A striking feature of Ya 7 is its inhomogeneity in quality: sections which
constitute harmonious and charming bits, real jewels in their brilliance and lucidity,
alternate with unnatural and overstrained passages, pictures which even the poet
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himself might not want to enjoy to the full (as, e.g., that of verses (7) ff.). The more
one thinks of it, the more probable becomes the theory of mental pre-fabs, little
poems of their own, put together only subsequently and not always to the mark
the poet himself has set by his best creations.

5. Additional comments on individual verses

(1) The edition our work is based on has two printing errors in this verse: Sfam
is rendered as g-m, sarka as sarha, “flat ground or battlefield’, and therefore certainly
to be rejected, especially as g-r-k is one of Sabbi’s favourite roots in the poem;
$i°r and $u'dr form a gindas al-istigag; (3) madami® here and in the following for dumai®
rather than real nomen loci; (11) we should, of course, expect yasluwa for the verb;
(35) and (36) are muraffal, “having a train’, see Wright, vol. 2, p. 363, litt. B;

- (37) “ala sam"i to come again in (67), a similar phrase (79); (42) andnin in the original,

certainly wrong, most probably for anin; (50) ginds at-tamm, if we consider classical
figures applicable, at all, for this type of poetry; (53) ditto, but ginds al-istigagq; (61)
see (50); (67) the initial fa- is a violation of metre; (74) misprinted as yarni in the
original; (79) and (80) strange word order, but the interpretation offered seems
to be the only possible one; (85) musaSatan in the text, but obvious misprint.



