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“...Since God has bestowed upon thee from on high this divine writ
and [given thee] wisdom, and has imparted unto thee the knowledge

of what thou didst not now. And God’s favour upon thee is
tremendous indeed.” (The Holy Qur’an, 4:113)






Abstract

The subject of the poetic image in Classical Arabic poetry is considered to be one of
the most controversial topics in contemporary literary criticism. A great deal of attention has
been directed towards this subject in literary and critical studies through the application of
different approaches. Such images require knowledge of the nature of classical poetry and the
nature of the Classical Arabic language. It also requires knowing the imaginative and rhetorical
potentiality of the poetic image as well as its role in conveying human culture and
consciousness. An understanding of Western and critical approaches and the possibility of
applying them in the study of poetic images in Classical Arabic poetry is also essential.

This thesis studies and analyses the poetic image of water between the Jahili and
Andalusian eras through the application of Gaston Bachelard’s phenomenological approach.
Through this analysis, the study aims to achieve the following points: (1) examining the nature
of the poetic image in the Arabic and Western critical studies; (2) understanding the
phenomenological approach generally, and that of Gaston Bachelard in particular, and how to
apply it in the analysis of the poetic image of the imagination of the four primitive elements in
European literature, especially the poetic image of water; (3) applying Bachelard’s approach
to the poetic image of water in Jahilt and Andalusian poetry as a model; (4) concluding with
an analysis that measures Arab poets’ awareness of the universe in the two focal eras and the
impact of religion, culture and the environment on that; and (5) comparing the ancient Arab
imagination regarding water to Western perceptions undr the shadow of Bachelard’s ideas in
his analysis of the poetic image of water.

To achieve these aims, this study provides an analysis of some examples from Jahil1
and Andalusian poetry according to the divisions of Bachelard’s phenomenological approach
to the image of water in poetry. A qualitative comparative approach is used in the analysis.

The results show that 25% of poetic images of water in the Jahilt and Andalusian eras
were archetypal; 62.5% of these were cultural and changeable images arising from religion,
culture and geographic environment. Moreover, 12.5% were primitive images and were
displaced from the Arabian imagination for the same reasons. The study also emphasises that
there is a remarkable similarity and agreement in many of the images between the Arab human
imagination of water specifically and the European imagination, which Bachelard offered in
his analysis. This proves the hypothesis of the study that there is a connection in human
consciousness across civilizations, regardless of the impact of religion, culture and geographic
environment.
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Chapter One

Preliminaries

1.0 Introduction

This chapter consists of seven sections. Section One discusses the reasons that
persuaded the researcher to embark on the topic discussed. Section Two presents a statement
of the main purposes and the objective of the thesis and sets out the underlying research
questions. Section Three illustrates the scope and limits of the study. This is followed by
Section Four, which lists the main hypotheses to be investigated; Section Five then identifies
those who should benefit from this study, while Section Six explains the methodology. Finally,

Section Seven lays out the overall plan of the study and outlines its main parts.

1.1 Rationale behind the Study

Certain motivations led the researcher to approach this topic. Firstly, in the course of
my reading, | found that the topic of the poetic imagery of water in Classical Arabic literature
was likely to yield new insights with regards to literary theory and practice in general,
especially when a phenomenological analysis was applied to their usage. Giving due attention
to the imagery of water was assumed to be an inevitable component of the task of understanding
the poetic core of Classical Arabic literature. To the best of my knowledge, studies of the poetic
imagery of water in Classical Arabic poetry from a phenomenological perspective are rare, if
indeed any exist. | discovered during my work teaching Classical Arabic literature pre- and
post-Islam and modern literary criticism at the King Abdul-Aziz University in Saudi Arabia
that poetic imagery is one of the central issues in the field of literature, and as such needs to be
studied and given further consideration, particularly when it is used to indicate a

phenomenological purpose, as set forth by Gaston Bachelard (for more details about the



phenomenology of the poetic image and Gaston Bachelard’s theory, see Chapter 4). Another
reason behind selecting the specific poetic imagery of water is that water is the element that
often represents the human imagination in different cultures, so it seems to be the golden key
to literary heritage, and can explain several similar literary phenomena. Deciding to work on
the imagery of water in light of a comparative reading of pre- and post-Islamic poetry did at
least give me a sense of how much people, regardless of cultural and political differences, have
the same dreams, imagination, feelings, hopes, concerns and pains. My reason for choosing
the two specific periods of poetry for study — Jahili and Andalusian — was influenced by the
realization that there is always a need for more comparative research in the field of Classical
Arabic literature, especially in understanding how it has helped build a stereotype of Arabic
culture within Western studies. Also, presenting a wide span of Arabic poetry seemed to be a
wise way to represent how poetically beautiful and civilized the character of the Arabs has been
throughout their different cultural stages (for details of Arab civilization in al-Andalus, see
Chapter 2). It is hoped that this dissertation might send a message that the dark example of the
Arabs, now embodied by such organisations as ISIS, is not the true face of Arabs and Muslims.
Finally, the researcher wanted to investigate how Bachelard’s phenomenological approach can
be used to view the imagery of water in Arabic poetry, and thereby to ascertain to what extent
changes in terms of culture and religion have actually affected the consciousness of Arabs

throughout the world and during the selected eras of Jahilt and Andalusian poetry.

1.2 Aim of the Study

The aim of this study is to examine the transformation of the poetic imagery of water through
the cultural and religious changes in Classical Arabic poetry. This will be achieved by focusing
on poetic images and analysing how some of them are presented as an archetype, or in relation

to culture and religion.



The study explores certain literary problems that result from failing to dig behind the poetic
image’s existence in Classical Arabic poetry, and the different aspects of this existence in
different classical Arabic eras. By comparing the imagery of water between the selected eras,
the poetic image of water has in general studies been treated as a historical justification of the
actions in the context of Jahilt poetry, and a decorative image in the context of Andalusian

poetry (See Chapter 3).

The study is concerned with a phenomenological analysis of a particular type of the poetic
image — the poetic imagery of water — and it does not claim to offer an exhaustive enquiry into
the problems encountered in the process of analysing poetic imagery using different
approaches. Many studies have already dealt with various views on the issue of poetic imagery
in literary criticism, yet many aspects of this area may still require further investigation. The
present study is an attempt to attract literary theorists and readers’ attention to the
phenomenological features of poetic imagery in general in Classical Arabic poetry and to the
value of the meaning of the poetic imagery of water in particular. The study will perhaps help

to fill the gap in the literature concerning Classical Arabic literature (see Chapters 3 and 4).

Studying the poetic image of water in Classical Arabic poetry using a modern approach such
as phenomenology raises several problematic issues in the field of literature that readers should
be aware of. Failure to take account of these will result in ambiguity and many other
inconsistencies. Therefore, researchers have to be sure that their readers recognize correctly
where the focal meaning intended by the Classical Arabic language lies. The process of analysis
and its communicative value may be hindered by errors regarding the linguistic meaning of

cultural figures in verse, and as such it is the reader’s duty to construct his or her understanding



in a way that explains the meaning present in the Classical Arabic language to the modern

reader so as to avoid such inconsistencies. In a bid to achieve the aim of this study, the

following research questions will be examined:

1

What is the nature of the poetry that has been selected for this study? (See Chapter 2)

What is the concept of the poetic imagery in general and in Arab thought? (See Chapter
3)

What is phenomenology? And what is the phenomenology of imagination and poetic
image of Bachelard in relation to his theory of the four cosmological elements: water,
fire, air and earth? (See Chapter 4)

How can the imagery of water, precisely as used in Classical Arabic poetry, be analysed
using Bachelard’s phenomenological application? (See Chapter 5)

By reading the poetic imagery of water phenomenologically, does the poetic imagery
of water express the differences in the Arabic consciousness of the world in the Jahilt
and Andalusian eras? If yes, to what extent did Arabs’ culture and religion affect their
consciousness of the world? If no, what is the value of the imagery of water in Classical

Arabic poetry? (See Chapter 5 and the Conclusion)

1.3 Scope and Limits of the Study

In order to come up with relatively adequate and generalizable results, and to narrow

the scope of the study in an attempt to determine some variables and problems involved in

assessing the type of text on the other hand, the present study confines itself to the following:

* Text type: poetic texts.
» Topic: poetic imagery of water in Classical Arabic poetry; a phenomenological

comparative study.



» Samples: from Jahilt and Andalusian poetry.
* Purpose of comparison: to analyse the verses and see whether the poetic imagery of
water has been affected by changes in the culture and religion, or not.

« Target reader: people with at least a basic knowledge of Arabic language.

The literary eras from which the data have been selected are found to be the most relevant to
the concept of the poetic image of water from the viewpoint of Bachelard’s phenomenology.
However, no claim is made in the current study that the imagery of water is not found in other
eras of Arabic poetry; it is nevertheless more frequently found in the chosen eras. It should also
not be taken for granted that the selected phenomenological theory would not work well with
other types of poetic imagery, such as the imagery of fire, earth and air. Rather, this approach

can be applied to all types of images in all eras of poetry.!

The present study addresses itself basically to emphasizing the phenomenological analysis of
water imagery, which can be divided into seven forms of water, and comparing selected verses
by analysing several examples of each form from the two selected eras, and examining how

they were affected by culture and religion.

The present study also addresses the problems that result from ignoring the value that poetic
imagery in Classical Arabic poetry has in understanding the consciousness of Arabic life as it
is involved in Arabic and Western studies. Routine characteristic mythological and
psychological approaches channel most Arabic studies in the same direction, which seems to

include poetic imagery studies of Classical poetry. Most Western studies are engaged with the

1 A paper on the conflicting poetic images of earth and air in ‘Antar bin Shaddad was presented by the
researcher in Doha 2015 at a conference on “Reading Classical Arabic Heritage by Modern Methods”.

5



historical analysis of imagery in Classical Arabic poetry or argue about the issue of the sources
of the imagery; however, some serious studies try to put their finger on the core of the meaning
of Classical Arabic poetry through reading the figures and poetic images in the verses.? Perhaps

the difficulties of the Classical Arabic language itself contribute to this fact.

This study does not mean to put forward proposed translations of the verses; rather, it will
explain the literary meaning of the verse and present the text to the reader in transliteration, but
the translated verses are those which have already been translated by Western researchers.
Thus, the data of the study is viewed as a representative sample used to highlight the problems

in question.

Finally, the present study is concerned with the poetic image of water as it would be analysed
using Bachelard’s phenomenology; however, it takes as its task the presentation of the concept

of phenomenology in general, then looks at Bachelard’s work in particular.

1.4 Hypotheses
This study investigates a number of hypotheses on the poetic imagery of water in Classical
Arabic poetry between two eras through applying the phenomenological method of Gaston
Bachelard:
1- Itis hypothesized that a sound understanding of the poetic imagery of water in Classical
Arabic poetry requires a comprehensive knowledge of its setting as well as that of the
poetic context between the two selected eras that encapsulate the poetic imagery of

water.

2 For example: Stetkevych. Suzanne Pinckney (1993). The mute immortal speak, pre-Islamic poetry and the
poetics of ritual. Cornell University Press, Ithaca and London.

6



2- The study assumes that cultural and religious changes in Arab life affect Arabs’
awareness of the world.

3- Transferring the poetic imagery of water from one culture to another results in an
accurate analysis of the seven forms of water as an archetype and their related myths.
An attempt to transfer all archetypes of water and the poetic imagery included in them
is likely to affect the culture and religion as well as affect the consciousness of the
people.

6- The changing of culture, religion and place is expressed by poetic imagery through its
connection to archetype; however, some of the archetypes will be typical and similar,
some will be deleted, and some will be replaced by a new one.

7- Applying Bachelard’s thoughts, which he uses to analyse Western poetry, to Classical
Arabic poetry illuminates the harmonic faces of Western and Eastern cultures,

revealing that we have more or less the same human imagination.

1.5 Value of the Study

To the best knowledge of the researcher, there is no published study devoted to the imagery of
water in Classical Arabic literature as seen through the phenomenology of Gaston Bachelard.
This is the first attempt to construct a phenomenological comparative analysis of the poetic
imagery in Classical Arabic poetry, and to touch on the problems caused by the effects of

religion and culture on the human consciousness as seen through poetic imagery.

Furthermore, this study could also be beneficial in the field of literary criticism, given that it
addresses the issue of the poetic device of imagery in the first place. In addition, this study
may contribute positively to the field of applied phenomenology, particularly in Saudi

universities where such studies are unintentionally sidestepped; it is hoped that this study will



be a valuable contribution to the field of comparative literature as it focuses on the nature of

the differences that cultures face when dealing with the poetic imagery.

The thesis is also intended to be a source of thought and reference for students of the Arabic
Literature Department at Jeddah University in Saudi Arabia who seek knowledge regarding
the poetic image in general and in particular its analysis. Furthermore, it attempts to be a source
of information about Classical Arabic literature for students of the Arabic Department in
Durham University who are interested in comparative imagination and cultural studies, and to
provide them with a background to Arabic literary criticism studies in imagination and the
poetic image. Finally, this study could also be beneficial for all those who embark on the study
of Arabic literature and have little or no prior background in the theory of imagination. It is
also intended for the general reader in literature and culture. Because of this, technical
terminology has been kept to minimum. Where specialist terms have been introduced, they are
explained in the text. The importance of this study lies in also providing the reader with deep
insight into the value of preserving poetic imagery as a fundamental part of the writer’s

message.

1.6 Methodology

Rationale for Selection of Examples

The study aims to analyse poetic imagery related to the element of water in Classical
Arabic poetry, taking the Jahili and Andalusian eras as the sample periods. The analysis is
derived from the phenomenological philosophy of Gaston Bachelard, and enlightened by his

theory of imagination and the four cosmological elements.

This does not mean that the poetic image of water does not exist in other Arabic eras,
nor does it mean that poetic images of other elements do not exist in the Jahilt and Andalusian

8



eras. But the researcher chose the Jahilt and Andalusian eras specifically for many reasons.
Firstly, the Jahili era is viewed as providing the most prestigous poetic model of the Arabic
language in Arabian culture, and it occurs before Islam and thereby presents the primitive Arab

in terms of his beliefs and culture, as Shakir mentions (1997, p.92).

On the other hand, the Andalusian era is viewed as having been the pinnacle of Islamic
civilization, representing openness to other cultures and presenting a model of tolerance and
coexistence among different religions and beliefs (Menocal, Maria Rosa, 2002). Secondly,
there are significant differences between the two samples geographically, culturally, and
historically, which are expected to affect the Arabs’ view of water and the world around them.
Comparing the two is therefore expected to be revelatory, especially since the researcher thinks
that neither the Jahili nor the Andalusian eras have been widely or effectively compared in
most modern studies (See Chapter 3). Thirdly, measuring the impact of religion, culture,
geographical environment, and communication with non-Arab culture on the Arabic poetic
imagination is the most important aim of the study, which will be more obviously revealed in

the Andalusian era.

The Umayyad age, for example, was greatly similar to the Jahili age in terms of the poetic
imagination and the constituent parts of the gasida, such as: al-'atlal. Also, Umayyad poets
followed the Jahili lines in ‘Aghrad (the topics) of poetry with some new contributions, like
the poetry of an-Naga id, which is a type of satirical poetry presenting an exchange between
poets (Dayf, 1963 and Hiirant, 1997). An example of Umayyad poetry is al-’ Akhtal’s poem, in

which he says:

R S FCEUS RIS

Vs Gem WD (B e s dh i S S 2

3 Diwan of al-’ Akhtal (1994, p. 100)



1. Those that dwelt with you have left in haste, departing at evening or at dawn,
Alarmed and driven out by fate’s caprice, they head for distant lands.
2. And I, on the day fate took them off, was like one drunk on wine from Hims or
Gadara that sends shivers down the spine*®

On the other hand, the Abbasid era was similar to the Andalusian in terms of its intellectual
features and civilization, though the geographical context remains the same, being the Arabian
region (Shundt and Kurdi, 2010). However, Andalusia was more open to other cultures, which

makes it, from my view, more attractive to study.

The reason for choosing the poetic image of the element of water specifically for this
study is based on the perception that the image of water is central to many myths and primitive
images. Moreover, comparing the two images of water (the Jahilt and Andalusian) is expected
to provide a new in-road regarding understanding classical texts. It may even become an

approach that can be applied to all Arabic poetry.

The researcher believes that the image of water is the most recycled image in the poetic
heritage; this is what Bachelard thought as well (1983, p. 11) due to the depth of meaning that
water carries in human life and its survival. Also, the researcher follows Bachelard in his
categorisations of the poetic image of water, such as the forms it takes in nature, then looks at
the existence of these forms in the poetic imagination, which results in the archetypal form of
the poetic image of water (See Chapter 4). Bachelard was concerned with comparing the
elements to one another. This topic can provide material for additional research; the limited
number of words required for this thesis provides a natural limitation to the extent of the

research.

4 Translated by Pinckney, Suzanne (2002, p.89).
% For more examples about Umayyad poetry to see to what extent it is similar to Jahili poetry, see Dayf (1962)
and the argument by Husayn, Taha (2007) about Jahili and Islamic poetry in general.

10



For the reasons outlined above, the researcher adopts most of Bachelard’s formal
divisions in his study of the poetic image of water in his book Water and Dreams (1983), and
changes or adds some further divisions to his examination of the poetic image of water (See

Chapter 5) through the following forms:

1. Water of Life, Clear Water, Running Water, Rain and Drinking Water
2. The Lack of Water, the Water of Death and Ruins; al-’ Atlal

3. Water and the Feminine

4. Purification, Freshness and Healing Water

5. Supremacy of Water

6. Water in Company with Other Elements

7. Water’s Voice

Itis noticeable that some of the above forms have different types, for example, the water
of life has five types, while the water of death is one type (“ruins”). Every main sample will
have examples from both eras, thereby covering the phenomenon in as complete a form as
possible, and each example will present a new form to avoid any repetitions, especially given

the word limitations.

The researcher disagrees with Bachelard in some divisions; some that followed
Bachelard’s patterns were replaced by something that matched the Arabic language’s innate
system, Arabic being the language of the chosen data. Examples of this are the water of
motherhood, which Bachelard mentioned with the water of fatherhood; he explained his
reasons for this during his analysis and its effectiveness in getting out with a new sample or
displacing the raised sample by Bachelard, and explaining this by evidence in analysis (see

Chapter 5, p. 239 onwards).
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Further, the study proposes an example called missing, or lost water, which is a bringer
of death and produces the image of ruins; this was an Arabian phenomenon that cannot be
ignored. This study acknowledges that it is not attributed to the presence of earth matter but
the absence of water matter; the phenomenon of ’Atlal (ruins) therefore existed in the Arabian
imagination due to an absence of water, and this same water, which is missing or lost, led to
the literary idea of "Atlal. The researcher believes that this missing water could be a form of
water as a poetic image for this study. This will be clarified through further textual analysis

and examples (See Chapter 5, p. 212 onwards).

The researcher also observed that heavy water is rarely mentioned in the chosen
passages of Arabic poetry, thus it was excluded from the data. Additionally, she excluded
designations of some phenomena such as the Ophelia complex and instead replaced it with
notion of water of death. The Ophelia complex originated in the scene of Ophelia’s suicide in
water in Shakespeare’s play Hamlet. This figure has been presented in Bachelard’s reading as
a complex of the vergin dramatic death in heavy water (Bachelard, 1983, p.71 onwards). In the
data analysis, this image is discussed further but is not limited to the scope of the Ophelia
complex, which is death by suicide. Rather it is extended to incorporate the specific western

poetic image, as Bachelard emphasises in his analysis, of suicide in water (Ibid).

Moreover, the study assumes that limiting the example to a specific title in a literary
work gives the information too specific a focus, which may confuse the reader and make it hard
for them to understand the symbol behind the naming. Thus, the researcher preferred the phrase
“the water of death” because it is clearer, and to make it easier for the reader to recall the myth

or archetype of the phenomenon.

Sacred water was one of the examples that was not found in Bachelard's analysis, and

which the researcher added, giving it the form of “pure water”. She also added drinking water
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to the forms of the water of life, along with rain and the well water. All of these match the
solitude and uniqueness of the Arabian environment, makinge them desirable to consider as

possible primitive archetypes.

There are some differences in the symbols related to water between the Arab and
Western cultures. For example, Bachelard considered the swan excellently entwined with water
when he referred to the beloved naked virgin in pure water and her presence in the shape of a
swan in Western poetry (1983, p. 42). We find that the analogue of the swan in Arabic poetry
is the gazelle, or deer, and that this is connected to a different nature that represented the
external world to the poet in the form of a stag. The researcher also excluded some titles of

some people or creatures that do not exist in the Arabian, or even Andalusian, environment.

Also, the researcher avoids using the term “complex” because of the confusion it causes
due to its usage in the psychoanalytic approach to literature. From the researcher's point of
view, it is the most confusing term in Gaston Bachelard’s books because of its strong
connection to Freudian analysis (See Chapter 4). Thus, although the researcher learnt a great
deal from Bachelard's work, some of his ideas and terminologies will not be used in the present
study. Instead the researcher will draw on those aspects that are in harmony with her own ideas

and analysis (See Chapter 5).

Data Analysis

The researcher in this study practised the role of the observer of the phenomenon and
that of the analyser with objectivity when presenting it. She avoided blending old meanings,
historical interpretation and stereotypes, thereby trying to achieve the principles of

phenomenology.
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She selected the data from translated and edited collections of poems; the study is
qualitative rather than quantitative. Some poetic examples were not readily available in
translation thus the researcher indicates when she gives her own translations. In addition, the
researcher gives information indicating the poet in the footnote in order to prevent any pre-

effect on the analysis of poetic image through preconceptions linked to the writer’s identity.

The analysis was pursued in the following manner:

1. A table is made that includes the name of the sample of the poetic image in English
with specification of its kind in Arabic and an explanation; the sample is provided with
a transliteration.

2. An example is presented from the Jahili era along with another example from the
Andalusian era, each with a translation. Assurance that some poetic images of water
are not complete in following verses in the poem. For example, the poem’s first verse
has part of the image, and verse four completes the image. This forced the researcher
to skip some verses in order to reach the one meant to complete the image.

3. The study presents the structure of the poetic image, and from these structures themes
are formed that are related to the image, and related to the culture and religion. All of
this begins with the image of the water, and is interpreted through the relations built
between the image and the themes without projections that contradict the main structure
of the meaning of the image.

4. The image is analysed, then comparisons between the two images are made in order to
measure the extent of change or stability in the archetype (see the definition of
Archetype in Chapter 3, p. 68), and to explain the significant relations between the two
images, their mythical roots, and their extension into the culture. The meaning of the

significances of the poetic images in the examples is then interpreted. Finally,
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conclusions are drawn from the results, explaining the kind of effect that followed the

example and its range.

The study depended on Arabic dictionaries in the search for the linguistic denotations
of words. For example, Lisan al- arab. Also, the study makes use of The Message of the

Qura’an by Muhammed Asad (2003) as an English translation of the Qur’an.

The study attempts to show its findings in a graph that illustrates the most important

achievements of the study in proving its hypotheses.

This thesis is not concerned with searching for the mechanical differences between the
poetic image, metaphor, symbol, and myth; this would be the concern of a rhetorical and
methodological approach. It is instead believed that metaphor, simulation, symbol and myth
are different tools used to form poetic images; what is of greater importance are the denotations

and relationships that help to explain the phenomenon of water in textual imagery.

The study is also not concerned with the traditional poetic objectives of the text from
which the stanzas were chosen; it will not refer to praising or elegy except when that can benefit
the analysis. This is because stereotyping prevents the reader from the pleasure of interpreting
the phenomenon according to his own consciousness, and also deviates from the
phenomenological approach that the study follows. This study posits that the
phenomenological researcher should be free from any stereotyping that may judge or affect his
or her interpretation or explanation of the phenomenon, which in this case is the poetic image
of water. As long as he or she does not project onto the text what does not exist, the
phenomenological researcher is a student of consciousness with a free awareness of the

phenomenon.
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1.7 Plan of the study

This thesis consists of six chapters. The first is the introductory chapter, which outlines the
reasons that persuaded the researcher to embark on the topic. It presents the main purposes and
objectives as well as the actual research questions of the thesis. It also illustrates the scope and
limits of the study followed by the main hypotheses to be tested. This chapter identifies those
who should benefit from this study. Also, it provides the reader with the methodology that was

used in the study.

The second chapter is concerned with the historical background of the topic, laying a
grounding for readers to fully understand the brief history of the selected data of the study. It
is divided into two parts. The first part is devoted to giving necessary information about Arabic
culture and life before Islam, while the second gives necessary information about Arabs in the

Andalusian era after the rise of Islam.

Chapter Three covers the definition of the poetic image, and also discusses different issues of
the poetic image in three periods of study: Greek, Classical Arabic and modern Arabic. It will
illustrate the different studies of poetic imagery in Classical Arabic poetry in general then

examine studies of poetic imagery of water in Classical Arabic poetry in particular.

Chapter Four is divided into two parts: part one highlights the phenomenological approach in
general, with a concern for basic phenomenological concepts and figures, while part two
attends to what constitutes the primary thought of the study — the phenomenology of Gaston
Bachelard. It discusses the theory of imagination and the law of the four cosmological
elements. Also, it gives necessary details of Bachelard’s phenomenology and explains to what

extent he is a phenomenologist. Finally, it includes an explanation and clarification of
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Bachelard’s theory of the imagination and poetic image in relation to the four cosmological

elements, with a short note about Bachelard’s involvement in current Arabic studies.

Chapter Five constitutes the focus of this study. Here some of the poetic images of water under

consideration are analysed in terms of the specific phenomenological approach.

Finally, the results of the analysis will be presented. Chapter Six outlines any additional
findings of the research, and suggests further areas of study for future research in the light of
the results obtained. The last part of this thesis is devoted to the appendices, which contain all

of the tables for the parallel texts used in the analysis of the data.
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Chapter Two
A Brief History of Arabian Life during the Jahiliyyah and

Andalusian Eras

2.0 Introduction

This study will compare the poetic image of water in ancient Arabic poetry in the
Jahiliyyah and Andalusian eras. The researcher will therefore provide some introductory detail
to those periods of Arab history. This will help the reader become more familiar with the nature
of the poetry that has been selected for study. Readers should also be aware that this is not a
historical study — rather this historical detail is simply expected to help in the analysis of the
selected poetic images. The study agrees with al-Yaft (1982, p. 5) that sufficient scholarly
attention has been given to the early poetic imagination from the perspective of the
environment, character and the poet. Such studies have traced the impact of the environment
and the self (the poet) on imagination and the poetic image in Classical Arabic literature. The
current study, however, tries to provide a reading that deals with the poetic image of water as
an independent phenomenon, and then examines phenomenological vision and awareness that
is not constrained by traditional interpretations, while comparing the use of water images in
the Jahilt and Andalusian eras. Some contextual information will shed light on the reasons why
the researcher undertook this comparison and the similarities and differences pursued later in

the analysis.

This chapter consists of three sections. The first presents highlights of the Jahilt era,
exploring its historical and geographical features; it also discusses tribal forces in the political
and social life of Arabs during that era. It presents the main features of their cultural, religious

and intellectual life, including a discussion of their customs and traditions, and details the
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poetry of the Jahili era. In the second section, the study addresses the Andalusian era, detailing
its politics and geography as well as the character of the Andalusian people through their
society, culture and scientific endeavours. This section also briefly highlights the architectural
style of the period before discussing arts and poetry. The third section compares the salient

features of the two eras and presents a summary of the chapter.

2.1 The Jahiliyyah Era

With reference to “Ali (1993, pp. 1-37), the term Jahiliyyah has been mostly associated with
the period in Arab history that is often described as dark and ignorant in all aspects, even though
Arabs were civilised long before the advent of Islam. Al-Batal (1983) states that researchers of
the history and literature of that period struggle to determine the actual beginning of the period,
especially since the poetry that has reached us from that time is linguistically and cognitively
sophisticated, and thus must have undergone extensive development before reaching that
advanced level. It can therefore be said that the Jahili poetry is not the first phase in the history

of Arabic poetry (p. 30).

Dayf (1961) states that the name ‘Jahili” was considered an ideological label determined by
Islam, here meaning a non-Muslim (p. 39). Al-JabbiirT (1986, p. 91) believes that Arabs during
the pre-Islamic period were chivalrous and virtuous, and thus were willing to receive and learn
about the morals of Islam. The Qur’an and the Sunnah® similarly acknowledge their virtues and

customs.

Before discussing the poetic image of water and recognising its literary value and analysing it,

we must highlight the characteristics and dimensions of this era and study the contemporary

® Sunnah is the sayings of, and the way the prophet Muhammad — peace be upon him — practised Islam, and it
includes physical characteristics and his morals, as well as a biography of his life (ash-Shawkani, 1998, p.130).
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society, as well as the nature of the Arab character and what had been produced culturally and

poetically before Islam.”
2.1.1 History and Geography of Arabs

According to “Al1 (1993, pp. 1-14), the word Jahili refers to the period some 150 years before
the advent of Islam. Geographically, orientalist researchers claim that the land of the Arabs
was the region bounded by the Nile and Al-Furat rivers and the Bilad ash-Sham, in addition to
the Arabian Peninsula. This land has an exceptionally harsh climate with limited water, hot
weather and little vegetation. The only sources of water, apart from the al-Furat river (Ibid.),

were rain and small springs, as shown in the map below:
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" Many sources have addressed the features of the Jahili; however, the researcher chose the most common and
accurate approaches in studies in order to avoid repetition and ambiguity.
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Semitic people® lived on those lands, and much migration® took place due to the difficult living
conditions, such as the lack of water or means to make a living. These migrations led to a
mixing of nations and cultures, which were deeply affected by one another (Dayf, 1961, p. 23).
Dayf adds that the people from the north of the peninsula lived as Bedouins, traveling in
constant search of grass and water, whereas the people of the south were more civilised, having
built dams, cisterns and palaces, and having worked in agriculture as well as trade (ibid., p.

26).

2.1.2 The Political and Social Power of Tribes

Tribal*® power was the driving force behind war, peace, tradition, religion, economy and

language in the region. Thus, the tribe is the key to Arabian beliefs.

If we look at previous or current literary and historical studies about Arabian life in the pre-
Islamic period, as set by scholars between 470 CE and the year of the prophet Mohammed’s
rising influence around 620 CE, we will conclude that the essential motivating force behind
the Arabian social and political systems was tribal power. The essential root of these systems
was the division of society into separate classes. Classifications in Arabian society could be
argued theoretically from two sides: social and political. However, it is obvious that this social

aspect was not separated in real life (‘Al1, 1993, p. 4 and 313). Although these two types of

8 Semitic people are a group of nations in the Middle East who originated from Shem, one of the three sons of
Noah; there are similarities between them in terms of language and culture (Dayf, 1961, p. 22)

° One example is the Babylonian migration from the Arabian Island to Iraq in the late fourth century BC; the
Sumerians migrated in the early third century BC (ibid., p. 23).

10 There were some kingdoms in the Arabian Peninsula but they were not sovereign and independent, except for
Kindah in the middle, the Kingdom of Ghassanids in the north and the Kingdom of Muntherids (the Lakhmids),
which was under the rule of Persians and Romans. There was a strong ancient kingdom in the south, which was
the Hadramawt. However, the majority of people were part of a tribal system, which was the standard political
and social model of the Arabs. For more details, see ‘Al (1993).
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classification appear to be interconnected in Arabian life (social and political), we will discuss

them separately before focusing on the joint reality.

From the social perspective, we start with Ibn Khaldin (d.1406), who wrote a great deal of
philosophy concerning Arab society. He mentions the individual specialisation of the society
as being the same as much human society of the time. He believed that Arabian society consists
of two categories: ‘urban people and Bedouins. The former was identified as a large group of
people who chose to live together in one place and be controlled by one law. He also pointed
out that they were mostly rich and had settled in the central cities of the Arab lands, such as
Makkah and Ta’if. ‘Urban people have been called more civilised, with easier lives than their
Bedouin counterparts. Bedouins spent their life travelling with their tents in search of water
and food; they also commonly fought rival tribes in the desert to survive (1999, Vol 2, p. 467
onwards). Thus, these groups’ economics and relationships with nature differ considerably

(ibid.).

Al-’ Alast (1924, p. 434) acknowledges that the working life of ‘urban Arabs differed from that
of the Bedouins. ‘Urban Arabs work in trade and farming while Bedouins work in pasturage,
with only rich Bedouins owning livestock such as camels, horses and sheep. Both types of Arab
obliged to travel but for different reasons: Bedouins for survival and ‘urban dwellers for trade.
Both also had to fight at times to survive. Al-’Alst accepts Ibn Khaldiin’s idea that there are
differences in the personal temperament of ‘urban Arabs and Bedouins; for instance, Bedouins

are more emotional but also more simple, generous and brave.

Both groups therefore have the same general life but with certain differences that have arisen
in response to their respective difficulties in daily life and their economy. This naturally affects

how both groups behave socially (Ibid.).
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‘AlT’s view is built on there being a big gap between ‘urban Arabs and Bedouins; however, this
gap is not quite as large as he suggests, thus these differences have a less pronounced impact
on Arab society than he thinks (1993, Vol 2, p.467 onwards). For example, the traditions in
both groups are generally similar in most of life’s features such as marriage, war and death.
The differences are more significant in terms of both groups’ economic life. They have
historically been in frequent contact through trade, poetry, religious ritual and beliefs.
Furthermore, Ibn Khaldiin claims that “even though they can be divided into two groups, ‘urban
and desert-dwelling Arabs have the same general features, traditions and beliefs, but with

Bedouins always being more intense in their emotional attitudes”. (1bid.)
As a result, it has been suggested that Arabian social classes divided into three groups:

e Rulers
e Knights and warriors

e \Workers and slaves

The relationship between all of these classes can be seen to have been built on power and
authority. Each class is beholden to the levels above. Workers and slaves work under the
control of their master (who could be a warrior or ruler). The lowest class included two types
of people: the poor and the slaves. The former worked daily in the desrt, for example, by
bringing water from wells and tending animals. Slaves did the same work but for masters who

owned them; they were not free (“Ali, 1993, vol. 4, p. 555).

According to al-’Asad (1988, p. 30), slavery existed in a wide section of Jahili society;
moreover, slavers and the slave trade affected the economic life of the society. Also, al-’Asad
thinks that singer slaves (Qiyan) are a feature of social entertainment, which makes these
singers an interesting subject to study (1988). Therefore, the function of slaves has inspired

many scholars to investigate their strong ties to Arabian life. One of the most important studies
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on this topic is al-’Asad’s book about singing and singers in pre-Islamic times. He talks about
their life and argues that the impact of slaves on Arabian life can be seen through wine, sex,

beauty and music.

It can be said that the second class of Arabs are warriors and knights. As mentioned above,
Arabs live in groups, or tribes, and each tribe has a level of power. Sometimes one tribe attacks
another for economic reasons, or in support of another tribe. War can happen at any time, which
means that tribes always needs protection, as indicated by this class of warriors (‘Ali, 1993,

vol. 4, p. 548).

According to ‘Al (1993), warriors were special characters in Arabian life. They are shown to
be strong, experts at fighting, brave, generous, honest, merciful and loyal. However, a warrior
is marked as a strong believer in his tribe’s opinions and decisions, even if the tribe commits
misdemeanours. The best illustration of this phenomenon is the following verse from Durayd

Ibn as-Summah:*!

Pt ) s is s b agl e Vil ug

And I am only from ghaziyyah (a tribe which has engaged with many forays),
if it is seduced, I will be too.
If ghaziyyah is guided, I will be guided too.

From the last verse, ‘Umarah (1991, p. 30) argues that the warrior has given his life to his tribe
in honour, and the measure of this honour is stated by the tribe for their benefit, even if it is
sometimes against nobility. Thus, a warrior’s loyalty to his tribe in their lifetime could go
against the nobility of his thought. However, ‘Umarah (1991, p. 22) and ‘Al1 (1993, vol. 4, p.

544) admit that some warriors rejected this tribalism and defied their tribal orders, especially

11 Durayd ibnu s-Summah Ibn Bakr (630-000) from the Hawazin tribe was a brave warrior, knight and poet who
lived during the jahili era (az-Zirikli, 2002, p. 339).
12> Abu Yazid al-Qurashi (1999, p. 468).
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when their tribal canons harmed the poor. Their tribe would consequently exact a hard penalty,
such as exile. In such cases, segregated warriors would establish their own unique group and

follow their own canons. These renegades were known as Sa ‘alik -outcasts.

The phenomenon of Sa ‘alik has been discussed in many studies. According to Dayf (1961, p.
375) and ‘Umarah (1991, p. 209), this kind of group was formed when personal consciousness
contradicted collective consciousness. In this case, warriors gave in to their personal beliefs

and followed what they thought to be correct, yet continued to belong to their people.

However, separation in the case of Sa ‘alik is considered a complete divorce from the tribe.
‘Umarah (1991) argues that a tribe cannot accept dissenting voices as if the tribe capitulates to
any instance of dissidence, the tribal structure and credibility will be undermined, and any
consequent lapse in power would run the risk of being seen by an enemy. Thus, the tradition

of obeying tribal orders is much more important than obeying personal inclinations.

Sa ‘alik also appears to have been a destiny for slaves and the poor. Many studies confirm that
such groups had many fewer warriors than poor people and slaves. Dayf (1961, p. 375) and
‘Alf (1993, vol. 4 p. 555) state that this is because the warrior class had a very significant duty
to play in tribal life, and that tribes always supported their warriors economically, they rarely

had a strong enough motive to go against their tribe and leave.

However, some warriors faced specific problems with their tribes, such as having their opinions
ignored, or having their bloodline shamed. In this case, a warrior would choose to leave the
tribe in order to find his personal glory (‘Umarah, 1991, p. 209). Thus the warrior would have

his glory, and the poor and enslaved would have their dependent life.

However, without tribal protection, honour and a home, Sa ‘alik faced a very difficult life.
‘Umarah (1991, p. 22) illustrates that the situation of Sa ‘alik is likewise concerned with a repeal

of nationality. Sa ‘alik do not reject thieves and murderers from their groups. Thus, the concept
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of a Su ‘lik -the singular of Sa ‘alik has contrasting meanings; warriors, for example, can exert
their rule over slaves and the poor. According to Dayf (1961, p. 375), certain warriors who
become a Su ‘litk may start behaving like a noble, such as ‘Urwah Ibn al-Ward,*® who was also

a great poet. ‘Urwah mentions in his poetry the type of Su ‘lizk he chose to be:

M e Jb dmle Jly g8 arle St 1 e 20

| would be relieved (at night) by the arrival of the glouris and generous guestus; although my
money is short, it is wasted*®.

He emphasises here his kindness with many guests. Also, it is clear in the last line that the
Su ‘link was not rich and had little money but was still generous. Readers may therefore associate

the stereotypical Su ‘lizk with Robin Hood from the Western heritage (Dayf, 1961, p. 375).

But there are other types of Sa ‘alik that do not have the same characteristics as warriors. They

are selfish and steal money for themselves, as ‘Urwah says in his poetry:
10 bl szl 34 13) i Y] S L) s

He pleads seldom for victuals except for himself
He pleads for himself as if he will be sapless at evening

In the last verse, the Su itk misbehaves — instead of being generous, he only thinks about

himself, and is lazy.

Warriors and knights were evaluated by their commitment and performance in their duty to

protect tribe members. If any of them differed in their sense of honour from the tribe, they

13 “Urwah Ibn al-Ward Ibn Zayd al-*Abst (594-000) from Ghatafan was a knight and poet during the Jahili era.
He was called ‘Urwat as-Sa‘alik because he used to gather them and took care of their matters if they lost an
invasion (az-Zirikli, 2002, p. 224).

14 “Urwah Ibn al-Ward, Diwan (2004, p. 53).

15 Translated by the researcher.

16 “‘Urwah lbn al-Ward, Diwan (2004, p. 50).
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would lose their glory. A few at this level of society were separated from their tribe and tried

to find glory alone but faced difficult times.

At the top of the social classes in Arabian life at that time were the rulers of the populace, or
what have been called as-Sadah -the chiefs of the tribe. According to ‘Al (1993, p.546
onwards) the heads of an Arabian tribe were those who could lead the members of the tribe in
war, and who could divide the profits of war according to tribal traditions. They were also in
charge of extending hospitality to the tribe’s guests. A good ruler also aided the poor and

ransomed prisoners of war, and therfore had to be rich.

Moreover, al-Jabbiir (1989, pp. 57-88) adds that the chief should be an old, wise man —arich,
brave, fluent and well-spoken hero or noble from a bloodline considered by the tribe to be pure
and honourable. One tribe could also have a number of rulers, who are called shuyiikh and are

expected to cooperate in leading the tribe.

Dayf (1961, pp.69-70) believed that tribal membership and following traditional tribal laws
*gave all members full protection from danger or attack. Thus, the rulers were very important
if all classes were to feel safe and secure. Although there were differences when dealing with
murderers, the rulers could usually solve problems through their knowledge of tribal laws as
well as through money and wisdom. As a result, tribal social classes worked in a coherent
manner to maintain both individuals and the group. The relationships between each class were

built on power and authority.
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The social classes therefore presented a pyramidal shape, as the next diagram shows:

Leaders and
Masters

Warriors and Advisors

Labourers and Salve

Social Class in the Jahiliyyah Era (No.2)

Social classes were based on the relationship of blood and lineage, which was the same as the
order of the political classes. At the top of the pyramid, the masters were the leaders of the tribe
and responsible for everything; the shaykh or master of the tribe had a noble lineage, and in
matters of war and peace took leadership. People had to show compliance and obedience to
him (Dayf, 1961, p. 61 onwards). The leaders were the wealthy members of society. The second
class were the sons of the tribe —knights, advisors and members of the tribe who belonged to
the class through blood and pure lineage — and loyalists, who were either female slaves or allies,
and were viewed as being beneath the sons of a higher bloodline (al-Jabbtri, 1986, p. 59). The
lowest class in society, as shown in the previous figure, were workers and slaves. This included
the servants of masters and knights; these people were at the disposal of the upper classes (ibid.,

p. 60).

Women in the Jahili era cannot be considered as a specific class. They could be free, honourable
and valued women who enjoyed political and economic sovereignty because of their beauty,
wisdom, poetry and noble lineage, and so would rouse armies during wars and serve other
functions (ibid., p. 71). Alternatively, they could be free women but without noble lineage or
financial strength; in that case, they would be a wife and mother who performs routine chores,

or a slave girl serving a noble women, mistress or chanteuse, or a worker carrying out other

28



heavy work. Such women usually gained their freedom or respect if they gave birth to a boy

(Dayf, 1961, p. 72 onwards).

2.1.3 Culture?’

Arab culture during this era can be examined from several angles, as follows.

2.1.3.1 Religion and Myth*8

Al-Batal (1983, p. 39) states that “the rudimentary person needs religion highly”. Arabs are
aware of religion from birth, and it becomes an essential part of their existence. Paganism was
their first religion — they have historically worshiped every aspect of nature around them,
viewing it as spiritually powerful and sacred.'® An-Na‘im1 (1995, p. 11) discusses the fact that

this phenomenon existed before Islam and that, for a long period of time, Arabs held ideas and

17 Culture has been defined as a “complex whole which includes knowledge, belief, art, morals, laws customs,
and any other capabilities and habits acquired by man as a member of a society” (Taylor, 1871, p. 1). Another
definition of culture describes it as “the total accumulation of beliefs, customs, values, behaviours, institutions
and communication patterns that are shared, learned and passed down through the generations in an identifiable
group of people” (Hall, 1976, p. 5).

18 A myth is a traditional story from a non-existent world and an unknown time and author, where the heroes are
fictional. They tell stories of men, animals, gods, spirits and supernatural creatures. A myth explains the origins
and meanings, customs, beliefs, natural phenomena, or any other facts that cannot be interpreted by members of
the community. The main topics addressed by myth are the creation of the universe, humanity, death and how
people get home, etc. Myths play a key role in the social and religious life of uncivilised people (Salim, Dictionary
of Anthropology, 1981, p. 659).

19 In the dictionary of anthropology, the sacred is linked to things, places and acts that the community believe
must be respected, so it has a set of religious rituals since they believe that it is connected with the worship of
god, or gods, or supernatural powers, or because it symbolises the core values of the community, which is why it
is protected from sabotage. The sociologist Durkheim identified the sanctity of the sacred and what would be
opposed to it from the profane; as much as the sacred implies what is pure, the profane implies what is worldly
(Salim, 1981, p. 837). Eliade used the term manifestation, which allowed the omission of contradictory diodes
and then declared the forms of communication between the sacred and the profane. The sacred is a manifestation
of religion only in time, place, behaviour, architecture, engineering and nature, etc., and as a result the possibility
of crossing from the profane to the sacred and vice versa will always be present (Eliade, The Sacred and the
Profane, 1988, p. 16) Otherwise, the profane is everything worldly and outside the scope of religion, as is every
behaviour not related to rituals. Durkheim believes that all religions divide the world into two diametrically
opposed factions — the holy and unholy, with established rules that separate them (Salim, 1981, p. 778).
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beliefs that caused them to practise religious rituals?® within their natural environment. The
social system and the psychological motives explaining these natural phenomena or mysterious
metaphysical awarenesses of events such as death often led them to consider some aspects of
nature as sacred gods.?! In a lengthy study about Arab religions, al-Hit (1983, pp. 13-28)
mentions hanif, which refers to the pure monotheistic beliefs of the prophet Ibrahim — peace
be upon him —whereby Judaism and Christianity existed in the Hijaz?? and towards the south of
the peninsula. He adds that Arabs worshiped idols made of wood and stone, and trees like the
palm tree (p. 36). They also had gods and goddesses shaped like animals (p. 56) and named
some of their tribes after these gods, like 'Asad -lion and Kalb -dog; men could also be named
Kulayb or Layth or another god’s name.?® The early Arabs sanctified other kinds of
metaphysical beings also, such as demons, devils and angels, and may even have worshipped
them. HanafT (2012, pp. 10-11) explains that the sense of the sacred arises as a result of fear
and emotional attitudes towards the world around us, which results in people carrying out
sanctification rituals to prevent harm and attract benefits or blessings upon themselves. In other
words, sanctification is a way to express helplessness when confronted with risks, or a desire to
prevent evil by using indirect means such as witchcraft, rituals, dance and prayer. Furthermore,
these aspects accompanied sacred elements in Arab society in general (ibid.). The notion of
sanctification can be expanded to include some natural phenomena, which are linked to unseen

demons; for example, the Arabic word for rainbow was related to Quzah -Satan (ibid.).

20 Rituals are traditional events and acts mostly related to religion and magic, and tradition sets its reasons and
objectives behind the ritual. Rituals are always derived from people’s lives, and exist in the primitive belief that
they prevent the wrath of gods, supernatural powers and divinities; rituals are comprised of different activities,
such as dancing, bringing sacrifices, and chanting prayers (Salim, 1981, p. 824).

2L For more information about these communities and their ancient worship, please see Frazer (1998), The Golden
Bough, ed. Robert Fraser, Oxford University Press, Great Britain.

22 A region in the west of the Arabian Peninsula, it was called Hijaz because of the mountain chain that separates
the coastal zone by the Red Sea from the desert. It is still called Hijaz, and Madinah and Makkah are located in
this region. It is an important region for Islam because of the holiness of its cities for Arabs and Muslims (al-
Hamaw1, 1995, vol. 2, p. 218).

2 1t is more like totemism, in which practice a sacred animal was never eaten unless in exceptional religious cases
when the tribe would share it with their gods; people of the tribe would consequently take that animal’s name in
order to prevent its anger and attendant evil (al-Hat, 1983, p. 108 onwards).
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Their practice of sanctification, which is linked to religion and beliefs, included some
individuals like kings and leaders. Places and countries could also be sanctified. For example,
Arabs have always sanctified Makkah and felt a deep connection with it regardless of their
beliefs, and have similarly sanctified the Ka'bah. Many (non-Muslim) Arabs also previously
performed pilgrimages to it before it became an exclusively Islamic site. They also built
markets around it and made it the first centre for gathering and for fostering cultural,
economic and religious awareness on the peninsula (al-Hamawi, vol. 5, p. 181). This structure
gave the people of Makkah very strong position among the Arabs. In addition, the Arabs
sanctified the water from the well of Zamzam?* and everything related to Makkah and its people

(al-Hamaw1, vol.6, p. 614, Dayf, 1991, p. 49 onwards; and al-Hut, 1983, p. 124 onwards).

Hence, the Arabs’ pagan religion and their sacred beliefs have been connected to myths,
resulting from their custom of story-telling and linking the content of these stories to the power
of gods (‘Ali, 1993, pp. 16-19) in order to explain the ineffability of the metaphysical through
imaginary mythological tales. This creation heightened Arabs’ awareness of myths, which had

a deep and lasting effect on their antecedents and civilisations.

Moreover, many of the practices in Arabs’ daily lives were based on myths; for instance,
explanations of war, divinity, love, singing, revenge, nature and others (‘Ajmah, 2005, p.119
onwards). Some myths have been associated with people, animals or places. Over time, Arabs
have carried models of myths alongside their beliefs, and have always been connected to them

and have applied them to most of their customs and traditions (ibid., p. 39 onwards).

In addition, al-Batal (1983) states that myths were read symbolically and re-created in the

Jahilt imagination. For example, he discusses the links between the image of female fertility

24 Zamzam is the water that comes out from under the Ka‘bah, Mount Qubays, and Mount Safa in Makkah, which
is a spring that continues to flow to the present day. Muslims drink it; it tastes different from normal water and is
very highly valued. Islam values it because it is related to the Prophet Ismail, as it is his miracle. (Ibid.).
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and the myths of feminine gods. He also emphasises that all of the figures of the sun, the holy
mother, the warrior God, the wind and the deer are figurations of myths about women in the
Jahili imagination. This made the present researcher recognise that myths in Jahilyyah culture
could take varying forms. However, the most popular form appears to be the use of mythical
material in poetry; this is what will be discussed in the analysis section of this study (See

Chapter 4, pp.71-79 and Chapter 6).

2.1.3.2 Customs, Traditions and Knowledge

Arabs believe in the customs that they have inherited from their antecedents, and even sanctify
them. These customs form part of their identity; for example, generosity, loyalty, aggressive
revenge, protection of the tribe, tribalism, courage, knighthood, chivalry and bragging about
lineage (al-Jabbiiri, 1986, p. 67 onwards). One of the habits that they considered a pleasure in
life was drinking wine. Wine for Arabs was coupled with magnanimity and youthfulness, along
with the practice of promiscuity and women; it was also coupled with the presence of women
in Arab life, appearing in poetry and writers’ descriptions of gatherings, which involved alcohol

consumption and prostitution (ibid.).

Arab men used to show off through how much wine they could drink. Some of the poets during
the JahilT era, such as al-’A‘sha % and 'Imru’ 1-Qays?®, wrote a great deal about drinking
alcohol. Wise Arab rulers, however, did not drink alcohol due to its negative effects on the

mind. A tribe would depose its sons who were addicted to alcohol until they regained their

% Maymin ibn Qays, who was known as al-’A ‘sha, was a poet and wrote one of the Mu‘allaqat. People used to
sing his poems so he was named as the ‘castanets’ of Arabs. Died 628 (az-Zirikli, 2002, vol 7, p.341).
% ’Imru’ I-Qays Ibn Hajar al-Kindi, a most famous classical poet, died in 545 (lbid., vol 2, p.11).
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senses and stopped drinking (al-Jabbiiri, p. 69 onwards). For example, Tarafah ibnu al-‘Abd %’

described how his tribe deposed him because of his addiction to alcohol:
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Dayf (1961, p. 70 onwards) also mentions that other Arab customs included gambling, clinking
glasses, slapping their faces to express sorrow, tearing clothes, pessimism, entertainment,

promiscuity and love of women. Female infanticide was also common among some poor tribes

(Ibid.).

In terms of knowledge, although the Arab mind was simple, they used to practise meditation
and through this learnt about the stars, astrological signs and omens. They also relied on stars
in planning daily tasks and scheduling travel (al-Jabbari, 1986, p. 96 onwards). Arabs also
excelled in psychometry and physiognomy (Dayf, 1961, p. 83), and were also interested in
genealogy. They also documented their family lines and entrusted their family lineage to the
most accurate narrators, who were excellent at memorising, because of the importance and

value they attached to lineage (Dayf, 1961, p. 57 and al-Jabburi, 1986, p. 100).

As was apparent in ‘urban areas and common cities like Makkah, Yathrib, and al-‘Ula, Arabs
enjoyed some knowledge of construction and architecture; “‘urban Arabs sought help from the
Persians and Romans in building more advanced accommodation, and also reconstructed the
Ka‘bah (al-Jabbuari, 1986, p. 81). Additionally, Arabs worked in perfumery and traded

fragrances to India.

27 Tarafah ibnu I-*Abd ibn Sufyan ibn Sa‘d, a great poet, died 564 (Ibid., vol 3, p.225).
28 Diwan Tarafah ibnu I-‘Abd, 2002, p. 25.
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2.1.4 Poetry?®

In this land, with its various geographic conditions, poetry was born, which tells the full story
of Arabian life. Arabic poetry presents to the reader a full image and very specific explanations
of Arabs’ faith, culture, history and traditions, alongside other concepts of life in detail. For
this reason and more, Arabs have said the following of their heritage: ash-Shi ru Diwanu I-

‘Arab -poetry is the register of Arabs.

In light of the above, poetry has been studied independently to illuminate its real role in the life
of ancient Arabs, and its strength in the formation of Arab identity at any one point in time.
Arabs have been aware of the power of words and language since ancient times: from al-Batal’s
(1983, pp. 8-14) perspective, the perception the human mind has of a word is that it is a force
that, during ancient times, could create imagination with a magical effect on a man’s life.
Humans desire to harness the forces that we believe control the world and life; words were the

first method used to try to harness this power through chanting and pagan prayer.

From this idea and in the midst of an atmosphere of religious rituals, poetry was produced as a
religious practice, before gradually separating from religion to become an art.*° It preserved its
initial features — such as viewing the poet as a sacred person — because Arabs believed that
poetry was inspired by metaphysical forces (including special devils, which also had their own

sacred place to gather at the “Abgar valley (al-Batal, 1983, p. 41).

Poetry has always been linked to religious myths, as it was the incubator of paganism from the
beginning, which resulted in poetic practice being endowed with a very high level of holiness

in Arabic life (ash-Shuwayri, 1996, p. 10 onwards). During that era, a poet was like a priest,

2Arabs had other arts like oratory, idioms and others, but these were not significant enough to merit inclusion in
this study (for more information about them, see Dayf (1991, p. 398 onwards).

30 For more information about the origins of poetry see Brockelman (1968, vol. 1, p. 51) and *Isma‘1l (1972, p.
20).
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who transmitted news about the tribe and promoted it or responded to opponents and defended
its honour. The tribe held ceremonies and rituals when a talented poet was found among its
number (ibid.). Moreover, everything associated with a poet acquired holiness, so poetry is
high language, which has its own special features, and has been associated with singing, Arabic
prosody and music. At first, poetry was saj * (poetic prose) and songs were sung by a cameleer
(ibid., p. 11). This made it easy for poetry to circulate and fulfil its religious and social purposes
in communication, especially as Arabs relied on narration and a strong memory to circulate
poetry but not writing, which was not commonly known in the Arabian Peninsula at the time

(an-Na‘aymi, 1995, p. 38 onwards).

As a result, poetry was an acoustic and visual art®! and its language the supreme language. It
was characterised by special acoustic features and underwent various stages of development.
It gained sovereignty over other forms, which made it the strongest language from Arabs’
perspectives, in both the past and in recent times. Perhaps what increased the strength of the
Arabic language was its link with QurashT at the time. Qurashi was one of the more prevalent
Arab dialects because of the religious, economic and political status reached by the Quraysh
tribe who lived in Makkah (Dayf, 1991, p. 121 onwards). Hence, if a poet wanted to spread his
poems about his tribe and make them great, he needed to write them in a Qurashi tongue, and
present or recite them at annual markets or during pilgrimage seasons, where gatherings

attracted the biggest crowds (ibid.).

Furthermore, the poet had to produce his poems (which were often recited with musical

accompaniment) only using tunes already in public consciousness, and could not use a rhythm

31 Because of the dependence on reciting poetry, the problem of plagiarism appeared, which was always a concern
for critics in both the past and the present; to know more about al-Intika/ - plagiarism in Jahili poetry, see al-’Asad
(1996).
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or prosody that differed from what Arabs were used to. Arabs preferred a specific musical

prosody®2 style over others, which was based on intuition and improvisation.

There are seventeen metres in Arabic prosody, each with a distinctive rhythm. The metres have
a set of tones specified with a time pattern in equal verses as it has to have compatible rhyme
(CAbu al-'Udas, 1999, p. 15 onwards). In addition, the linguistic units had to be harmonically
consistent within each stanza, as this harmony was based on the singer’s voice and the time
break compatible with it. Arabs were keenly aware of dissonance, or instances where a
performer may be out of tune, which might occur in these rhythmic tones. Arabs were very
sensitive to poetry and could identify poetic rhyme easily; thus, any verse or stanza that had no
rhyme would not be considered proper poetry. Rhyme is a correspondence of sound between
words or the endings of words, the use of which makes a poem become a lyrical and
harmonious whole without cacophony. Rhythm made it easier for narrators to promote their

poetry as the public were able to memorise it (Hilal, 2007, p. 73 onwards).

Jahili poetry has its own structure, genre and themes, which distinguished it and made it an

exalted literary model for Arabs for a long period of time, which can be detailed as follows.

2.1.4.1 The Structure of the Jahili Poems

Abii-Di1b (1986, p. 25) discusses the structure of the Jahilt poems with reference to his methods
of structural analysis in order to attempt to extract new features that are related to the poem.
He mentions that there is a great similarity between the Jahilt poems and stories in terms of
their structure. Poems are composed from functions and their order and changes in quantity.

Through the arrangement of these functions, there is a network of relationships between the

32 Metres were codified and specified in the early Islamic era by al-Khalil al-Farahidi who did a phonic survey on
Arabic poetry and approached the musical way they used to write their poems, which is known as Arabic prosody
and rhyme (Ibn an-Nadim, 1997, p. 65).
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Shara’ih® that compose the poem. These relations present the vision that is being transmitted
by the poem (ibid.). So, for Abt-Dib, the poem is composed of slides, which together serve the
same purpose as a story. He adds that the poet has a deliberate psychological need to follow

this structure and not just follow his tradition or heritage (ibid., p. 45).

"Abu Suwaylim (1987, p. 6) states that a Jahili poet was aware of the particles that form
existence and that are scattered around. He categorised them and used one template as a unified
coordinator; choosing this template was not a coincidence or an act of naivety but was intended
as a desire to express his presence. Taha Husayn (2007) assures us by saying that “we do not
know any poetry that truly depicts the life of the nation and obliges us to touch it like Arabic
poetry, so if we did not have the Iliad or Odyssey, there is no doubt that what was performed
by the Iliad and Odyssey epopee was also performed by ancient Arabic poetry” (p. 15). A Jahili

poem was a structured story of an Arab person in detail.

In ancient times, Arabs were particularly interested in this poetic structure, and it became a
model for all Arab poets of the era known as ancient poetry. The structure of a Jahili poem,

according to Ibn Qutaybah3* (1997, p. 55 onwards), is as follows.®

Standing among ruins, a poet describes the moment when beloved ones leave, such as "Imru’u

I-Qays says here:
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Then flirting with a beloved one, and whether she has left or remains in his memory:

33 This term comes from * Abii Dib (1986); it is the plural form of the word Shartha and means a section of a Jahilt
poem.

34 Abei Muhammad ‘Abdu Allah bin Muslim ad-Dayniiri, one of the leaders in the Arabic literature, died 889 (az-
Zirkli, vol.4, p. 137).

% Dayf, p.138, al-Jubbiri, p. 128, and others.

% Diwan 'Imru’i I-Qays (2006, p.21 onwards).
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He then discusses his journey in the desert and his mount, which accompanied him on this trip:
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We can see the purpose or the subject of the poem, whether it was a meant as a compliment,
honour, satire, elegy or something else. Some researchers have made great efforts to explain

these sections of the poem and analyse them in order to better realise their aesthetics.®

2.1.4.2 Types of the Jahili Poems

There are two types of Jahilt poems: improvisational, for an occasion; or revised and intended,
which are known as al-Hawliyyat *°, in which case the poet only reads and recites his poem
after having worked on it and revised it for a year. This is reminiscent of the collection known
as the Hanging Poems, which Arabs call al-Mu ‘allagat (al-Jubbiri, p. 127 onwards; Dayf, p.

183 onwards).

Al-Mu ‘allagat are considered the best work in Arabic poetry, and carries with it high prestige
and great fame; this resulted in the poems being hung on the Ka‘bah. The words are thought to
hang in the mind, and some people are thought to have memorised parts of the collection. At

first, there were seven Mu ‘allagat, then ten; their authors include "'Imru’ al-Qays, ‘Antarah Ibn

37 Ibid.

3 |bid.

39 For example, the studies by 'Abii Dib (1986), al-Batal (1983), Stetkevych (1993), and al-Fifi (2001) who
mentioned the lost paint, females, sorrow with the night, deliverance by equitation, hope through rain and other
themes (p. 38 onwards).

40 The name is derived from the word zawl, which means a year.
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Shaddad*, Zuhayr bin Abi Sulma*?, ‘Amr ibn Kulthim*, an-Nabighah adh-Dhibyani*,
Tarafah Ibnu I- ‘Abd, and al-’ A ‘asha. It is considered the best model of Arabic poetry because
of their unified structure (Ibid.). In this study, samples from the Mu ‘allagat will be used in the

analysis, including several examples from one poem, such as "Imru’ al-Qays Mu ‘allagah.
2.1.4.3 Themes of the Jahilt Poems

The themes and purposes of the Jahili poems have drawn the attention of early and recent Arab
critics, and poets followed the themes of the Jahili poems until shortly before the modern era.

These themes included:*®

e Pride: in which the poet brags about his lineage, tribe, strength, glory, knighthood and
enthusiasm.

e Praise: in which the poet praises a person’s generosity and good morals; that is, not for
the purpose of earning money.

e Satire: in which the poet disparages his enemy’s lineage or bad morals; the poem
might also raise the position of some nations and degrade others, which could lead to
wars and bloodshed.

e Al-Ghazal: the art of rhapsodising about a beloved, and describing the beauty of her
body or mentioning some of the poet’s adventures with her; such a poem may refer to
multiple beloveds.

e Elegy: in which the poet cries for the death of relatives or a master in the tribe, and

which is often accompanied by insisting on revenge and asking for blood.

41 < Antarah ibn Shaddad al-‘Abst, the most famous knight in the jahiliyyah, was a first-class poet, who died in 600
(az-Zirikli, vol.5, p. 91).

42 Zuhayr bin Abi Sulma, al-Muzani, from Mudar, was the wisest poet in jahiliyyah, who died in 609 (ibid., vol.
3, p. 53).

43 “Amr ibn Kulthiim Ibn Malik al-Taghlibi, a first-class poet from jahiliyyah, who died in 584 (lbid., vol.5, p.84).
44 Ziyad ibn Mu‘awiyah adh-Dhdhibyant, a first-class poet from jahiliyyah, who died in 604 (Ibid., vol.3, p.54).
%5 See Dayf (1961), al-Jabbiirt (1986); each of these studies has a full chapter about the themes of the Jahili poetry
based on the early definitions of Ibn Qutaybah (1997), Ibn Rashiq (2001) and others.
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e Wisdom: a summary of an Arab’s thought and philosophy, due to his meditation, which
made him address many questions and beliefs.

e Apology: an entreaty to a person when the poet has made a mistake; a rare form among
Arabs because of their personal pride and dignity.

e Description: a form of art in which all of the previous themes and various subjects are

woven together.

Thus, a poem in the Jahili era is a complete record of the life of the Jahiliyyah, in which the
narrator delivers the identity of a Jahili person and his relationship with himself and those

around him.

2.2 The Andalusian Era

Al-Mi‘tan1 (2000) mentions many times that the Andalusian community was a phenomenon
that will never be repeated: a civilisation that had been built on a multitude of different factors
and nations. The Andalusian people developed their own awareness of the world; this
awareness conveyed an explanation of how Arab Muslims became aware of the universe
around them after they were subject to two big changes: the religious change that came with
‘the entry of Islam’ and the geographic change of ‘moving from the Arabian Peninsula to
Europe’. Readers must become acquainted with the features of this community before reading
about the poetic imagery of water and comparing it with the imagery of water before Islam in

the Arabian Peninsula, in accordance with the methodology of this study.

2.2.1 Political Life in Andalusia

Muslim Arabs conquered Andalusia and settled in the region for more than eight centuries from

710 to 1492. During this period, a number of political systems ruled the country, which are
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illustrated in the table below. We present a brief definition of each era, as discussed by ‘Atiq*

(1976, p. 46 onwards) in the table below:

Governors’ Era

714-755

The era of conquest begun by Musa bin Nusayr; the
end of this era was filled with sedition, conflict and
the emergence of tribalism among the Arabs in
Andalusia.

The Umayyad
Caliphate in
Andalusia

755- 912

After the fall of the Umayyad Caliphate in the
eastern part of the Mediterranean/Levant. This era
began with ‘Abdu r-Rahman I, and ended later with
the conquest of Andalusia, making it part of the
Muslim Arab state; this era was one of the most
powerful Andalusian ages.

Caliphate of
Cordoba

912-1031

Began with the caliphate of ‘Abd r-Rahman III
followed by al-Mansir ibn "Abi ‘amir, which was
the start of the ‘Amiriyyah state era. After that, the
caliphate returned to Bani Marwan, but was not
powerful.

Taifa Era

1019-1141

The era when small separate states emerged and
were ruled by different kings known as Taifa, such
as Bant Hud, Banti Razin, Hammid, Banii ‘amir,
Banii ‘abbad and others. This era was characterised
by major political conflicts and disputes.

The Almoravids

1101-1160

A subsidiary of the Almoravids state in Morocco,
rule was established in Andalusia by the commander
Yusuf ibn Tashafin in order to eliminate the spoiled
Taifa.

Al-Muwahidin
Caliphate

1129-1268

Founded by Muhammad Ibn Tumart from the
Masamidah tribe, which is a member of "Ahl al-
Bayi.

Banu al-’Ahmar
Caliphate

1238-1492

The worst era of Andalusia in which Arabic rule was
generally weak and plagued by sedition and war
until the last cities of Andalusia Granada surrendered
to King Ferdinand. Surrender to the Spanish king led
to the forced displacement of Arabs and non-Arabs,
who spread outside Andalusia.*’

Political Life in Andalusia (No. 3)

46 There are many sources that have dealt with Andalusian political life in detail, such as al-Jayytis1 (1999), Mu’nis
(2002) as-Suwaydan (2005) and others.

47 They forced out the Andalusians and the ones who stayed secretly were called Moriscos. They were forced to
convert to Christianity or face death or expulsion from Spain (al-Jayyust, 1999, p. 317).
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2.2.2 Geographical Nature of Andalusia

The Andalusian peninsula resembles a square. It is located at the far end of Europe, sloping
towards the south west, where the Strait of Gibraltar sits. Andalusia has many rivers and heavy

rains.

The following map shows Andalusia:

The Land of Andalusian, (No. 4)

2.2.3 The Social Composition of the Andalusian People and their Key Features

‘Atiq (1976) saw in the Andalusians a distinctive nation with qualities that made them a model
of a multicultural civilised people. Despite the political turmoil that was experienced in the
region from time to time, the Andalusian people developed their passion for intellectual
pursuits, such as science, art and street singing, which has never faded. This will be covered in

detail in the section on al-Muwashshahat (p. 142).
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However, as-Suwaydan (2005) argues that Andalusian society was often corrupt and unstable,
and that other nations were abused by its lavish rulers. He also believes that the Andalusian
people of the time lived under the weight of oppression and injustice and were forced to obey

the rich ruling class (p. 31).

On the other hand, ' Abt Ghazalah (2006) takes an opposing view, arguing that being familiar
with the Andalusian people is necessary to understand the nature of the harmonious interaction
between different social groups there. This interaction and harmony is the one presented to the
world as part of the creative Andalusian model in various aspects of life, such as art,
architecture, science, literature, philosophy, astronomy, engineering, history, dance and much
more. , 'Abtu Ghazalah explains how Arabs who came from the east with their own goals,
customs and traditions, were able to coexist with the native Spaniards, who were philosophical
and were known for their appreciation of nature. Through this coexistence, Andalusia became
a global gateway for Arabs, Persians, Greeks and other Far Eastern peoples to enter civilised
Europe. This popular merger was proof of the genius of Andalusian society and the

achievement of the idea of multiculturalism (ibid., p. 118).

At the same time, " Abt Ghazalah (2006) indicates the mixture of strengths, weakness, courage,
generosity and ambition that could be found among Andalusians, as well as the ancient

tribalism, which led to the dissolution of this wisdom, arrogance and divisiveness (ibid.).

According to ‘Atiq (1976), the Andalusian people were divided into five social classes:

1. Arabs: the aristocracy; they overwhelmed the Spanish and Berber people, strongly

united by Islam and Arabic.

2. Berbers: Arabs’ partners in the Bedouin world and in Islam; they had courage and
were tribal. At first they outnumbered the Arabs in Spain, and they had the ability to

adapt and integrate into the new environment more easily than Arabs.
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3. Freed slaves: these were loyal to the Umayyad Caliphate and can be divided into
three categories: those who entered Andalusia before the conquest, those entering after
the conquest, and those entering during the Umayyad Caliphate. The third

denomination helped in the establishment of Abdu r-Rahman I’s caliphate.

4. Al-Muwaladiin: the offspring of local Arabs mixed with Berbers, the Spanish or
Saqalibah. This term disappeared as people came to integrate and coexist with each

other, so the Muladi became Andalusians without discrimination.

5. ’Ahl adh-Dhimmah: Spaniards; some remained Christian and others Jewish. They
did not convert to Islam and thought of the Arabs and Berbers as intruders. However,
after a period of time they coexisted and integrated with the Muslims, who offered to
protect them and their rights and religious freedoms in exchange for the tax they paid

set by Islamic law (pp. 133-136).

We must also mention Andalusian women here, as they enjoyed a high social position. Some
were famous for their scientific and cultural contributions. For example, Walladah had her own
literary salon that poets, writers and dignitaries used to attend (Ibid.). Books describing the
Andalusian heritage,*® which conveyed the poetry of the region and locals’ way of life at that
time, indicate the prominent role that free Andalusian women played in cultural, scientific and
literary movements, even though women remained slaves and under the strong influence of the

society in which they lived (Ibid.).

In contrast, we find a text that portrayed an entirely different idea of Andalusian women,

written by the philosopher Ibn Rushd, who pointed out that women are like the plants: they are

8 Such as Naff ag-Tib by al-Mugqri, adh-Dhakhirah by Tbn Bassam, and others.
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good at giving birth and increasing the numbers of offspring, but do not enjoy any other

advantages. (Viguera, Maria, 1999, p. 1001).

Perhaps the book of Ibn Hazim al-Andalusi®® Tawq al-hamamah— ‘The Ring of the Dove’ —
best shows the nature of life experienced by women (1987). On one hand, they were free in
terms of their creativity and access to education but were still veiled, except in a few cases like
that of Walladah. On the other hand, many Andalusian women were also slave girls who only

existed for singing, dancing, pleasure and service.

2.2.4 Scientific and Intellectual Life in Andalusia

Education was very important in Andalusia. ‘Atiq (1976) argued that the locals’ passion for
science was one of their most important characteristics; they were keen on science in all fields,

such as practical religious, philosophical and even astronomical science (p. 147).

Encouragement from rulers and princes to pursue various intellectual studies may have caused
the rapid spreading of intellectual endeavour in the region, or they may simply have done so to
gain political favour. Either way, Andalusia soon reached a position of erudition higher than
Baghdad, Damascus and Cairo. The rulers themselves were Arabs who were fluent in poetry,
which may have led to their keen patronage of scientific advancement. They had a permanent
nostalgia for the East and its renaissance and tried to move Andalusia in that direction (‘Afiq,

p. 60).

‘Atiq (1976) mentioned that Prince Abdu r-Rahman II was known to encourage the pursuit of

science, literature and philosophy, and during his rule various brilliant scientists of different

49 Abli Muhammad ‘Ali ibn Ahmad, an Andalusian scholar and one of the Muslim Imams, who died 1064 (az-
Zirikli, vol.4, p. 254).

45



disciplines emerged. For example, ‘Abbas Ibn Firnas was the first human to attempt flight (p.

5g).50

Many philosophers and scientists excelled in Andalusia and created distinguished works of
Islamic intellectual history. Intellectuals such as Ibon Rushd®:, Ibn Bajjah®?, Ibn ’at-Tufayl®® and
others enriched Islamic thought with their views on existence, the mind and soul, and the
imagination, which could be developed further by Western and Arab scholars (Birgil, J. 1999,
p. 1155 onwards). The Andalusians understood the science of medicine, astronomy, astrology,
and language, as well as engineering, mathematics, chemistry, physics and natural science, and

were also familiar with the sciences of history and religion (ibid.).

2.2.5 Architecture in Andalusia

Andalusian architecture was a successful and pioneering endeavour throughout the period of
Muslim rule in general, and the rule of the Umayyad Caliphate in particular (‘Atiq, 1976, p.
57). Prince Abdu r-Rahman II, one of the Banu Umayyad emirs and an architecture enthusiast,
was concerned with palaces, parks and gardens, and used water from the mountains to irrigate
them. In addition, he organised the streets of Cordoba, fixed the old Roman roads, built many
mosques with a school and a hospital beside each, and added another two porticos to the Great

Mosque of Cordoba (Ibid., p. 58).

%0 Abdu r-Rahman bin al-Hakam ibn Hisham ibn Abdu r-Rahman al-’Umawi; he was the fourth in line to the
Umayyad caliphate, who died in 852 (az- Zirikli, vol.3, p. 305).

51> Abii al-Walid Muhammad Ibn * Ahmad Ibn Rushd was chief judge of Cérdoba and the grandfather philosopher
of Ibn Rushd, who died in 1126 (ibid., vol.5, p. 316).

52 Muhammad lbn Yahya Ibn Bajjah, who was also known as ibn as-Sa’igh *Abi Bakr at-Tujibi al-’ Andalusi as-
Saraqusti, was a Muslim philosopher, who died in 1139 (ibid., vol.7, p. 137).

%3 Muhammad ibn Abdi I-Malik ibn Muhammad 1bn *at-Tufayl al-Qaysi al-’ Andalusi, ’ Abii Bakr, a philosopher,
he studied medicine in Granada and served as the ruler, who died in 1185 (ibid., vol. 6, p. 249).
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The Alhambra in Granada is an architectural masterpiece built by the kings of Banu al-’ Ahmar.
‘Atiq (1976) stated that this palace supported the art of the Muslims in Andalusia and at its

core was and remains an example of architectural genius — a museum of civilisation (p. 130).

Both Arabs and Westerners have long been impressed by the architectural revolution and
renaissance during the Andalusian era, and have conducted much research into it.>* The most
successful study, from the perspective of this researcher, is that of Basilio Pavon Maldonado
(2011), which was translated by the Kalimah ~Word Foundation in Abu Dhabi. He covers in
detail the history of architecture in Andalusia, including cities, palaces and mosques, and looks
at the architecture geometrically. He addresses mosques in a separate part of the study, talking
about the importance of the mosque in Andalusian life, and how mosques created unity in the
midst of a mixture of nations, not only in terms of the image of Muslims but also in how the
construction of the mosque was influenced by the different cultures that existed in Andalusian

society at the time.

2.2.6 Arts and Music in Andalusia

Andalusians were known for their passion for multiple forms of art, the most famous of which
was music. Early and more recent history books® claim that the entry of Abu al-Hasan,
commonly known as Ziryab,>® into Andalusia was the secret behind the people’s fondness for

music over all other art forms.

Lebling (2004) reports that Ziryab established an institution to teach people the art of music,

and he accepted different kinds of people into the institution, rich or poor, without

5 For example, Dayf (1989), ash-Shak‘ah (2000), ‘Abbas (2001), *Abii Ghazalah (2006), and others.

% |bn Khaldiin, al-’ Asbahani, Ibn Bassam, al-Mugqri, Dayf, ‘Atiq , and many others.

%6 Abu al-Hasan was a performer and student of Abu ’Ishaq al-Msil1 during the time of Har{in ar-Rashid. He was
expelled from Baghdad so he went to Andalusia and ‘Abdu r-Rahman Il welcomed him. He died in 857. (az-
Zirikli, vol. 5, p. 28).
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discrimination. He taught traditional oriental music and popular songs in the Mashriqg region
and then began to improvise and compose melodies. It was he who added the fifth string to the

oud, which led to the development of the guitar in Spain.

Ziryab is considered a symbol of Andalusian music, as well as etiquette, fashion and clothing.
Lebling mentions that Ziryab made major changes to fashion in Andalusia as before he arrived,
the locals cared little for clothing, food, hairdressing or shaving. He taught them what colours
to wear in each season, choosing dark colours and heavy fabrics for the winter, and was the
first to point out the need to wear fur in winter to keep warm. In the spring and autumn, he
chose to wear brighter and more joyful colours. In autumn, he wore colours inspired by the
natural world — red, orange and yellow — and brighter colours for spring. In summer, he used
white and light colours to withstand the heat. Ziryab even created products for body care and
cleanliness, such as various types of perfumes and deodorants. History now reports that

Andalusians were extremely clean, which was largely thanks to Ziryab’s enlightened ideas

(Ibid.).

Ziryab’s ideas even reached the Andalusian dining table, where he changed the way people
served food and diversified meals with new types of food not yet known in the region, such as
asparagus. He also introduced the use of stained and decorated glass for drinking cups, and set
out a new order in which meals would be served, beginning with salad and appetisers, followed
by soups, and then by the main meal. This pattern is still observed in most areas across the

globe today (Ibid.).

As a result of the Andalusians’ passion for music, the art of Muwshshahdat emerged.>” This is
a form of lyric poetry based on composing poetry according to musical templates. The form

was developed further by Andalusian composers, resulting in the emergence of Zajal. ‘Atiq

57 Muwashshakar will be discussed in detail in the following section, which talks about poetry.
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(1967) pointed out that Andalusians loved to sing, and therefore often opted for a modest life
instead of working overtime to enable them to partake more in singing and dancing (p. 144).
Engaging in such activities enabled them to feel emotions in new ways, which is clearly visible

in their poetry, prose and creativity.

One of the preferred art forms of the Andalusians was that of prose, which was elevated to a
new and higher status and took a more sophisticated form than when previously used by the
Arabs. ‘Atiq (p. 437) stated that after the advent of Islam, the Andalusians were not satisfied
with the standard quality of prose. It had evolved dramatically during the Umayyad and

Abbasid Caliphates, but the Andalusians tried to improve upon it even more.

2.2.7 Andalusian Poetry

Arabs always carried their passion for poetry wherever they went. They were always engaged
with it and heard the voices of others as if it were poetry, which has always expressed Arabian
concepts of life, the universe, and personal and social changes in life. This passion can be seen
in the great advances made in poetry during the Andalusian period. Andalusian poetry is
divided into three sections, which coexisted together until the last Andalusian period, even

though they did not appear at the same time.

2.2.7.1 Traditional Poetry

Ibn Bassam stated that ‘the people of Andalusia only followed the people of the East, returning
to the usual news as if the talk goes back to Qatada; even if a crow cawed those prospects or a
fly buzzed in the Levant and Iraq, they would have built an idol for it and prayed to that by
reciting an accurate book’ (vol. 1, p. 12).
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‘Atiq (1976) said that Ibn Bassam refers to the way that Andalusians saw Easterners as a model
and ideal and indirectly decided that they were imitators and followers of Easterners (p. 159)
rather than innovators themselves. Ahmad *Amin (2013) also agrees with this view (vol. 3, p.

104 and105).

‘Aftiq believed that these opinions stemmed from Andalusians taking Eastern names or
emulating some of the East’s famous poetry; for example, the poetry of Yahya al-Ghazal®8, an

Andalusian poet, was very similar to the poetry of " Abii Nuwas®®, an Abbasid poet.

‘Atiq (1976) claimed that Andalusians and Easterners shared some general features in their
poetry. There was an innate consolidation of the poetry in Arabs, stemming from the pride that
Arabs who had migrated to Andalusia felt in terms of their own language and heritage, and

also, in the nostalgia that they always had for the East (pp. 163-164).

However, according to “Atiq (1976, p. 291) and al-Mi‘tan1 (2000, p. 12), this decreased over
time as the migrants integrated into their new environment, and especially as the Arabic
language spread among non-Arabs. The Andalusians’ poetic language thus became less
influenced by Eastern traditions, as the multicultural environment of Andalusia did not fit the

traditional template of Arabic poetry.
’Ahmad Dayf (1998) in his book Balaghat al- ‘Arab fi al-Andalus stated that

Often the poets in Andalusia go back in their methods and ideas to the methods and
ideas of Bedouins, because the Arabs are one of the most loyal nations to their tribes
and long for the homeland and the first life. They were and still tend to their first
imaginations and they cannot abandon their habits. Who reads the Andalusian poetry
finds a brother in Baghdad, yet also in the Arab countries themselves in terms of general
qualities and themes that were known by the ancients (p. 35).

%8 Yahya ibn al-Hakam al-Bakri al-Jiyani, was known as al-Ghazal, an Andalusian poet, who died in 864. (az-
Zirikli, vol. 8, p. 143).
% al-Hasan ibn Hani al-Hakami, *Abii Nuwas, was an Iraqi poet, who died in 814 (Ibid, vol. 2, p. 225).
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Dayf therefore states that the similarities between Eastern and Andalusian poetry are not

limited to the overall shape of the works but also extend to the imagination of the poets.

Andalusian poetry was not exclusive to any social class but was common among all social
classes, from princes and ministers to the general population. Historical novels talk about the
princes of Cordoba and their poetry and how they encouraged writers and poets and held
literary and poetry gatherings, as the Umayyads used to do in Damascus. This patronage
contributed significantly to the spread of poetry and literature in Andalusia (Atiq, p. 167, and

Al-Mi ‘tani, 56 onwards and others).

Andalusian poetry developed largely during the Taifa period, and one of the distinguished poets
of the time was al-Mu ‘tamid Ibn ‘Abbad.®° The traditional art of poetry also continued during

the time of the Almoravids and Banu al-’ Ahmar.

Some of the traditional art®! forms, which were shaped by their subjects, that Andalusian poets
made use of included poems of praise, Ghazal, elegies, poems of wisdom, devotion, entreaties,
satires and poems of promiscuity. However, these forms were influenced by the characteristics
and personalities of those poets, whose poems evolved over time and became integrated with
other cultures, leading to poems written about wine®? and elegies about Andalusian cities after

having left Andalusia (Al-Mi‘tani, 2000, p. 11 and 12).

2.2.7.2 Poetry of Nature

8 Muhammad ibn ‘Abbad ibn Ismail al-Lakhimi, al-Mu‘tamid inherited Seville, Cérdoba, and its neighbouring
regions, who died in 1095 (az- Zirikli, vol. 6, p. 181).

81 Traditional arts refers to the use of common themes in poetry, which were known among Arabs during the Jahilt
era.

62 Even though Islam forbade the consumption of alcohol, poets during Abbasid and Andalusian eras mentioned
it frequently; this will be covered later in this study in the analysis chapter.
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According to Abu Ghazala (2006, p. 24), humans interact with their environment naturally.
Evariste Lévi-Provengal, who spoke on this matter extensively, indicates that the impact of the
natural environment on Andalusian life was a means of discovery and provided motivation to
face challenges. Being in a constant struggle against nature gave humans the tools needed to

meet challenges in their own life (Ibid., p. 41).

Because Andalusian poets were influenced by the surrounding environment and its beauty, a
new form of poetry arose that focused on nature. ‘Atiq (1976) defined nature poetry as writing
that takes living elements of nature, such as trees and flowers, and the silent environment, such
as palaces and buildings, as its theme (p. 284). He believes that this kind of poetry is part of
the art of description that Arabs have practised since the pre-Islamic era, and therefore does
not consider it an Andalusian innovation. Also, al-Jayyiist (1999) considers the possibility of
linking nature poetry to the pastoral poetry that emerged in Europe, which builds an imaginary
world dominated by rural simplicity, peace and love; she disagrees, however, with this view
and thinks that nature poetry evolved out of the early art of description that was known among

Arabs (pp. 536-539).

‘Atiq (1976, p. 293) noted, and al-JayyusTt (1999, p. 533) agrees, that this kind of poetic art
emerged because of poets’ desire to enjoy their life in Andalusia and its picturesque scenery.
This poetry also became popularised at musical and promiscuous gatherings, which were
becoming more common. al-Jayyiisi adds the pragmatic possibility that writing this poetry
might simply have been a way for poets to earn a living (p. 540). She also mentioned that this
poetry might have emerged purely for aesthetic reasons as she views these works as simple
description of the Andalusian experience with little soul-searching or intellectual depth. ‘Atiq

also believes that, despite their rich imagery and pictorial description, these poems are quite
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shallow and artificial (p. 318). This critique, however, excludes some poets who wrote very

successfully in the genre such as Ibn Khafajah.%

Al-Jayyiisi explains that this poetry describes gardens accurately and shows the connection
between the Andalusian poet and his natural environment. Each poet showed great affection
for their city and excelled at conveying its beauty through nature poetry. She also believes that
the emergence of this type of poetry may have been inspired by aesthetic descriptions of nature
given in the Qur’an, and it may draw on the art of Islamic decoration and beautification through

calligraphy. Thus, concern for beauty was commonplace in Andalusia (pp. 543-548).

2.2.7.3 Muwashshahat and Zajal

Al-Mi‘tan1 (2000) noted that the heritage and culture of Andalusia had a special effect on its
poets. This arguably led to innovation in Andalusian verse, which conveys locals’ concerns,
worries and ambitions, and their constant desire for freedom. Al-Mi‘tani argues that the
Muwashshahah is the highest art form provided by the Andalusian heritage, containing a depth
of awareness and imagination that can be considered a unique contribution made by Andalusian
literature to the world (p. 7). The Muwashshahat differ from the traditional Arabic poems that
began in the pre-Islamic era because they break the strict rules of classical poetry
(ibid.). Consequently, the Muwashshahah represented a new area of poetry, in which
Andalusian poetic sentence construction changed from conveying common emotions in a
simple manner to presenting logical dialectics (p. 12). This developed form also gave the poet
a stronger position as a voice of the people as by breaking traditions, he uniquely represented

the integration of the different cultures and races that lived alongside him in Andalusian

8 Ibn Ibrahim ibn *Abi al-Fath Ibn Khafajah al-Huwarf al-’ AndalusT, a poet of ghazal and an eloquent writer; he
mainly described gardens and landscapes in his poems, and died in 1138 (az-Zirikli, vol.1, p. 57).
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society. The Muwashshahah mixed Arabic with other languages until the poetry became the

song of the Andalusian people, regardless of their race or religion (Ibid.).

Ibn Bassam indicated that Andalusians were the first to compose the Muwashshahah, with the
first example attributed to al-Qubbari.®* Ibn Khaldiin agrees with this statement and believes
that Ibn ‘Abdi Rabbih al-’Andalusi® followed al-Qubbari’s approach to writing

Muwashshahat and excelled at it.

The Muwashshahat are versified words and special forms, with different rhymes, which mainly
consist of six strophes of five stanzas, and are known as at-Tamm -the complete, or consists of

five strophes of five stanzas, which is known as al-"agra . (Al-Mi ‘tani, 2000, p. 23 and 24).

The person who writes a Muwashshahah is known as ‘al-wishah’ (al-Mi‘tani, 2000, p. 24); the
name is associated with the beauty of a person, especially women. The kerchief is seen as a

piece of cloth worn on women’s shoulders, especially by a woman with her jewels and pearls.

Al-Mi‘tani (2000) details how Muwashshahah became associated with humans’ desire to
express their dreams. For example, a Muwashshahah without its first stanza is called al- "agra |,
which suggests that the person should take care of his/her appearance, whether a man or woman
is in the front and at the reception (p. 24). In addition, some parts of the Muwashshahah express
the beauty of women in specific ways; for instance, some describe the way women sway and
are flexible through the use of lyrics and phrases (ibid.). Some Muwashshahat are described as

‘the bride’ (Ibn Sana’ al-Mulk, 1949, p. 46).

According to ash-Shak‘ah (2000, pp. 375-379), the Muwashshahat consist of the following

parts:

64 Adb al-wahid bin Muhammad ’ Abi Shaker, who was known as al-Qubbari, from Andalusia, and died in 1064
(az-Zirikli, vol. 4, p.177).

8 Ahmad ibn Muhammad ibn ‘Abdi Rabbih, Abu Omar, was a writer and wrote Al- ‘Iqd al-Farid, He died in 940
(Ibid., vol 1, p. 207).
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Matla “ or Mathhab — the Beginning: the first strophe of the Muwashshahah, which
consists of two or four Ghusn (hemistiches).

Ad-Dawr: a group of up to three verses after the Matla* of the Muwashshahah,
which should continue with the same counting in the one Muwashshahah; this part
has the same rhythm as the Matla .

As-Sim¢: this is when each hemistich of Ad-Dawr comes in one or two parts.

Al-Qufl — the lock: the line directly after Dawr, which consists of Ghusn and is a
recognised centre of the Muwashshahah. It is alway like Matla ‘ in the counting of
Ghusn and rhyme in the full Muwashshahah.

Al-Bayt - the verse: which consists of Dawr and Quifl.

Al-Ghusn - the bough: what each hemistich in all of Matla‘, Qufl and Kharjah is
called; they might have the same rhyme or not, but always have the same ordering
and counting.

Al-Kharjah - epilogue: the last Qufl, which often does not make use of colloquial
Avrabic.

One of the most famous Muwashshahat is by Ibn Zuhr al-’Ishbili®:

Bayt

Matla ‘ or Mathhab
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Quifl {gjg o gl Sl o) 3 S
Ghusn Ghusn

8 Abdu I-Malik bin Zuhr bin ‘Abdi I-Malik bin Muhammad bin Marwan bin Zuhr al-’Tyadi,  Abu Marwan was
an Andalusian doctor from Seville, who died in 1162 (az-Zirikli, vol.1, p.207).
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The Muwashshahah broke traditional poetical rhythm and mixed several Arabic prosodies
(‘arad); ‘Anani (1980) saw this ability of the Andalusians to break down barriers in their
various forms as a feature of the poetry. Through this unique musical approach, the

Muwashshahah became a special kind of song that everybody danced to, whether in the streets

or at events, and which resulted in a bridging of the ethnic, social and religious gaps between

57 As-Safadi (1989, vol. 1, p. 17-1).
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them. Al-Mi‘tani (2000) added that the Muwashshahah turned into theatre, attracting people
from all social classes and inciting them to dance to the tune of an organ (p. 28). This was also
mentioned by Ibn Sana’ al-Mulk (1949): ‘most Muwashsha#hat is based on a formation of the
organ®, singing it by the organ is borrowed and by a different instrument is figurative” (p. 35).
Al-Mi‘tan1 (2000) questions the exclusion of the Arabian lute (oud) from such performances,
especially given its unique design and standing within Arab culture. He argues that the oud
would not be heard in large public places, whereas the organ, being a large instrument with a

loud sound, would be audible to the public (but would also overpower the sound of the oud)

(p. 29).

Thus, the Muwashshahah links poetry with singing, music and dancing. Of course, Arabs had
sung verses since the pre-Islamic era and even used songs to spread poetry (Al-Mi ‘tani, p. 33).

Al-"A"sha, a Jahili poet, says:

699)7 fjwd LAQ C‘::? d’; Lérﬂ JL..@: }L..bj

However, the Muwashshahah went further than that. Ibn Sana’ al-Mulk assumes that its
prosody is based on musical composition (p. 35), and Ibn Bassam attests that the
Muwashshahah expands into new prosody, which differs from traditional Arabic prosody (vol.
1, p. 469). ‘Atiq (1976) mentioned that some of the music of the Muwashshahat is traditional
Arabic music, some are mixtures of different rhythms, and some depend entirely on melody (p.
363). He believes that this variety helped singing to develop and spread in Andalusian society

(ibid.).

According to al-Mi‘tani (2000, p. 33), because the Muwashshahat were associated with

singing, they became a popular phenomenon, especially as these poems conveyed many aspects

8 A Musical tool.
8 Al-’ A‘sha al-Kabir, Diwan (2010, vol. 1, p. 329).
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of Andalusian civilisation. He added that the Muwashshahat were distinctive: it is notable that
the epilogue of the Muwashshahah can be found in both Arabic and non-Arabic poems, which
shows the unity of the Andalusian people as a multi-ethnic culture without discrimination, and
that the Muwashshahah presented collective rituals, which were known by the whole

community (p. 38).

Al-Mi ‘tani (2000) considers the Muwashshahah as a song for all members of the public, and
notes that those in power at the time as well as the aristocratic class did not welcome this poetic
phenomenon. Rather, mass gatherings worried them, especially when the populace started
dancing and singing at public events. He also adds that the aristocrats saw concerts as their
exclusive right, so when the Muwashshahah became a public celebration and similar to
concerts, some princes believed that the form intruded on their social status. In addition, he
adds that the epilogue, which was used to end the Muwashshahah, was provocative to the upper
classes as the lines could be interpreted as often bearing fairly cynical undertones. What
worried the aristocrats most was the Muwashshahah being linked to the breaking of traditions
and individual expressive freedom, especially given the large number of revolutions that had

occurred at various points in Andalusian history (p. 38 onwards).

The Muwashshahah addressed different characteristic subjects of poetry, such as the ghazal,
elegies, alcohol, Sufism, descriptions and much more (‘Atiq, 1976, p. 363). It is considered to

be a source of zajal art, which originated from Ibn Qazman’®

, as mentioned by Ibn Khaldiin
(2999, p. 35). It is colloquial poetry, which non-Arab poets excelled at and which people used

as a form of song that evolved, producing different kinds of Andalusian and Moroccan poetry.™

0 Muhammad bin ‘isa bin Abdi I-Malik bin *Abidi Bakr ibn Qazman earned his fame through his zajals in
Andalusia. He might be called Ibn Qazman to differentiate him from his uncle Muhammad bin Abdi I-Malik, and
he was from Cordoba; he died in 1160 (az-Zirikli, vol. 6, p. 322)

1 See al-Mi ‘tani (2000).
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2.3 Comparison of the Two Eras

From what has been discussed previously, it can be stated that there are similarities and

differences between the Jahilt and Andalusian eras, which are summarised in the following

table:

The Shared Features

Arabs in the Jahili Era

Arabs in the Andalusian
Era

years before the first

revelation of Islam.

Religion Dominated by pagan Dominated by Islam,
religions, Christians, Jews | Christian and Jews.
and Hanifiyyah.

Timeline Poetically, extended to 150 | Extended from the

Umayyad conquest of
Iberia until seven centuries

before the Reconquista.

Geographical Aspects

Desert, lack of water.

Beautiful nature and

availability of water.

Culture Purely Arab. Arab and multicultural.
Politics Tribalism, unstable. Kingdoms, unstable.
Women Free/slave. Free/slave.

Knowledge Based on myths, Based on Islam and
science.

Language Classical Arabic. Common Classical Arabic
and colloquial Arabic
mixed with other
languages.

Strongest Arts Limited poetry and prose. | Poetry, music and prose.

Society Class system. Class system.

Architecture

Simple.

Modern.
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The religion of the two communities dominated the regions, despite the presence of pluralism
in Christianity and Judaism. The peninsula was pagan while Andalusia was chiefly Islamic;
this meant that inevitably the Arabs gave up many of their old beliefs from the Jahilt era, which
in turn changed some of their morals, customs and perspectives on life in general, as well as

cultural views of death, rebirth, judgement and the afterlife.

Both eras continued for many years. Some scholars even consider the Jahili period to be longer
than the Andalusian era. It therefore carried the heritage of a number of previous historical

civilisations and cultures.

On the other hand, we find complete dissimilarity between the geographical areas of the
periods. In the Arabian Peninsula, we find desert and water scarcity but a richer natural world
and water available in Andalusia. This greatly influenced the imagery of water in poetry, as

will be shown shortly.

In terms of culture, evidence has emerged indicating how the Jahilt period encompassed an
almost purely Arab culture, unaffected by other nations. However, the later Arab society on
the edge of Europe had an Arab culture that prevailed in science and accepted pluralism,

opening the way to other neighbouring cultures while maintaining its Arab identity.

In neither era did women emerge from their status of being free or slaves, as both communities
had a class system. With reference to sources of cultural knowledge, the Jahiliyyah depended
on myths, while Islam was the primary source of knowledge in Andalusia, and science in its

varied fields was a prominent feature.

Classical Arabic dominated both eras but in Jahiliyyah there was a slight impact from other
languages given the proximity to Persian-speaking regions and other surrounding groups. By
contrast, language in Andalusia mixed common Classical Arabic with other languages, even

producing another colloquial language, which was used in zajal.
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In the arts, the Jahili era saw poetry as an essential art form among both individuals and groups;
prose was much less popular. Andalusian arts were more balanced; although poetry was
enjoyed widely and formally developed, music and prose were common and were created and

performed at a high standard.

Finally, architecture was very simple in the Jahili era but underwent significant development

and elaboration in Andalusia.

2.4 Summary

This chapter discussed the features of the Jahili and Andalusian eras from several angles:
historical, geographical, social, political, cultural, artistic and poetic. It also demonstrated the
main features of these perspectives with appropriate examples, before providing a summary of
the most important aspects. These similarities and differences were exploited by Arab writers
to envision and produce particular poetic forms. The imagery of water as it existed in both eras

will be the subject of the next chapter.
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Chapter Three
The Poetic Image and Imagination: A Review of Concepts and Terms
3.0 Introduction

In the previous chapter, we looked at characteristics of the two eras from which the
samples of the poetic imagery of water have been chosen for this study. We are now ready to
deal with the poetic image of water in those eras — Jahili and Andalusian — for deeper study
and analysis. It is important to understand the nature of Arabic poetry as it can be typified in

those eras in order to understand the analysis later.

This chapter includes two sections. Section one provides a discussion of the concept of
poetic imagery, terms relevant to this area of study, and an overview of the most important
relevant issues as found in literary criticism. The second section is divided into two parts. The
first is a review of the way that the concept of poetic imagery was formed by the early Arabs’,
starting with the Greek influence, and is followed by a discussion of some basic concepts and
views regarding the poetic image in ancient Arabic studies. The second part reviews the most
important modern Arabic studies that have dealt with the poetic image in early Arabic poetry

in general and the poetic imagery of water in the Jahilt and Andalusian eras in particular.

The early Arabs’ study of poetic imagery did not address that of water but was directed
towards the study of the imagination and the poetic image in general terms. This is an important
introduction to the subject, which will help in analysing the poetic samples addressed in the
fifth chapter of this study. It was important from the researcher’s point of view to know the

early Arabs’ opinions about poetic imagery, and to examine their theories of imagination.

2 Early or ancient Arabic studies has been named of the Arabic literary, critical and philosophical Arabic
studies between 700s-1300s, which is from al-Asma‘T to Ibn Khaldin (‘Abbas, 'Thsan, 1983, p. 3).
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Through this, the reader will have a view of the cultural referentiality of the Arabic poetic

imagery concept.

Finally, it should be mentioned here that contemporary Arabic studies, as far as the
present researcher is aware, have not yet dealt with the phenomenon of the poetic image of
water as found in the Jahilt and Andalusian eras, or made any application of Bachelard’s
approach in studying the poetic image. Water imagery has been dealt with in other ways but to
a limited extent. Bachelard’s contribution to modern Arabic studies is limited by translation,

as will be detailed in the fourth chapter of the study (see p. 182).

3.1 Imagination and Poetic Image

3.1.1 Concept and Function

Understanding the poetic image is crucial to understanding imagination, of which the
image is often considered the basis and main tool. Attempts to understand imagination and the

poetic image extend to almost all cognitive fields.

For example, Reichling (1990, p. 283) says that religious thinkers and philosophers
assert the importance of imagination in several ways. To them, imagination is considered a
strong link between meditation and understanding the fact of existence and the realisation of
the laws of nature. To some thinkers, imagination joins human beings with the reality of faith.
Eliade, in most of his works, asserts that imagination is closely linked to peoples’ religious
myths and rituals. These rituals were originally linked to the imagination but gradually
infiltrated art, poetry and dance to form aspects of culture itself (Eliade, 1991). Imagination
therefore achieves a cultural function as it enables humans to express their relationship with

both their beliefs and nature.
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To contemporary philosophers, imagination is not only considered a cultural or
ritualistic function but an aesthetic one through the productivity it enables. Hume, for example,
viewed imagination as a special kind of thinking that joins a number of ideas together
(Wilbanks, 1968). A human being thus forms complex ideas using his/her imagination, which
appear as images that the imagination creates in order for the person to express his/her

awareness and understanding of the external material world through their senses and feelings.

In art and literature, understanding of imagination and poetic imagery is extensive but
often influenced by the specific school of thought from which they are approached. C. Day
Lewis (1961, p. 18) states that the critics of the sixteenth, seventeenth and eighteenth centuries
dealt with the image as ornamentation, like ‘cherries tastefully arranged on cake’, and it was
here that the idea of imagery as the core of poetry was born. It was in the Romantic period that
whole poems began to be considered as imaginary depictions consisting of a number of images

(Ibid.).

Here, the researcher is confronted by changes in understanding the term, which
accelerated with the appearance of literary and critical schools until Norman Friedman (1953,
p. 25) said, commenting on the concept of the poetic image, that ‘imagery has come to mean
all things to all men’. Here he indicates that the wide variety of concepts about poetic imagery
and its different functions makes the term difficult to define. Friedman therefore suggests that
researchers in this field be open to various literary doctrines in order to clearly comprehend all

elements of poetic imagery (lbid.).

Literary concern for imagination started with Coleridge” (d. 1837), who is considered

to have been an influential figure of the Romantic era and a loyal student of Kant’s philosophy.

73 Coleridge recorded in his biography his critical ideas before his poems in 1817, and they became a poetic and
critical source of the Romantic Movement. See Biographia Literaria, Or, Biographical Sketches of My Literary
Life and Opinions, James Engell and Walter Jackson Bate (eds.) (1983, pp. 190-191).
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He divided imagination into two main sections: primary and secondary. Primary imagination
is the usual instrument of perception common to all persons. It is a live power and a basic
element of each human’s perception, and it projects a vision that imagination is a human
activity with certain effects on human knowledge. It places the imagination among the realms
of feelings, understanding, sensuous intuitions and mental images (Wimsatt and Brooks, 1957,

vol. 3, p. 389).

Secondary imagination differs from this in its relation to creativity: it recreates and
cohabits with the will, and appears only in the process of artistic creation. It resolves and
unravels in order to recreate (Ibid.). Coleridge sees imagination as a magic formula in which
the soul reveals its ability to share feelings with the world; thus, he believes that imagination
inhabits the highest status of human creativity (Ibid., vol. 2, p. 246,). The creative or secondary
imagination is the form of imagination that joins opposites, returns freshness to the familiar,

and facilitates agreement between the inner world of the creator and their surroundings.

Wellek and Warren (1949, p. 84) state that Coleridge freed perceptions of the artistic
imagination from illusion, mysteriousness or abnormality. He saw creative power as related to
the poet’s ability, consisting of both consciousness and the subconscious, and the production
of the poetic image. The role of the imagery that the imagination produces is to amuse both the

poet and the recipient (Ibid., p. 97).

The most famous definition of the image came from Ezra Pound (d. 1972) — a pioneer
of imagism. He defined the image as ‘an intellectual and emotional complex in an instant of
time, a unification of disparate ideas’ (1913).”* Wellek and Warren (1949, p. 192) state that
Pound emphasised that the image is not confined to the sense of sight only but is joined to

sensitivity, and can be auditory or tactile or experienced by the other senses. Thus an image is

7 See: http://www.poetryfoundation.org/poetrymagazine/article/335
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a combination of mental and emotional activity joined to the time of its creation but collecting
the dispersed. This dispersed falls in the circle of sensory perception even though it is abstract.
For example, an image that describes the music coming from a piano includes the image of the
piano in the mind of the poet, even if it is not in his field of sight. However, the absence of an
image from eyesight does not make it absent in the mind, and the imaged music can easily

move to the auditory sense.

Lewis (1961, p. 18) emphasises that visual imagery is the most commonly used by poets
yet a large number of images depend on other senses. He notices that embodiment overcomes
this merely by making the image sensual. Perhaps Lewis sums this idea up best when he defines
an image as ‘a picture made out of words’ (Ibid., p. 18). Therefore, imagery is drawing with
words; it is the sensitive language that comes out of the poet’s mind to express a personal
experience and his or her relation to the world, which causes amusement and gives meaning to
the recipient. Langer (1957, p. 188 onwards) considered imaginary power and what it produces
as images as being the ultimate conceptual power. It is the source of insight and belief, the
oldest faculty that is uniquely human, and the power that generates art and is directly affected

by it.

Langer considered imagination to be humanity’s unique characteristic, and the image is the
meaning-bearer through which humans convey and communicate with the other. From here
we can meditate on imagery as a form of conversational language translated by the arts. But
what is the role of this language? Is it an expression of the talking self? Or it is the tale of the
subject? And can it be completely submitted to reason and reality? The questions brought up
by Langer’s conception of imagery made critics think about two important aspects: the source

of the poetic image, and the relation of the image to allegory, symbol, metaphor and myth.
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3.1.2 The Poetic Image between Subject (poet) and Object (thing/world)

We view the relationship between subject (poet/recipient) and object (thing/world) as a
major dialectical one, with which philosophy has been concerned for some time (see the
discussion about the self in the philosophy of phenomenology in Chapter 4, p.134 onwards). A full
explanation of this relationship is beyond the scope of this paper, and not all of the relevant
works can be mentioned here. However, it is necessary to detail some of the main issues of this
relationship in order to understand the nature of the poetic image and the role it plays in text,
as well as how it changes the inner and outer meanings in any poetic text. Why | chose
Bachelard’s phenomenological approach will be clear through reading how different
approaches and opinions have dealt with the poetic image and how it is read. This study seeks
to free the poetic image from some of the concepts which have stalled the study of this concept

for some time, especially regarding early Arabic texts.

Coleridge joined the poetic image to the self’s understanding and experience of life as
a means for the poet to transfer to the reader an emotional sensory experience which he or she
lived, filled with the poet’s own feelings and senses of the topic described. This emotional
sensory experience combined an understanding of the self and its relationship to its
surroundings via the imagination, though is thought to differ in strength from person to person,
according to the individual’s knowledge and status. This ultimately makes everyone’s
imagination and images unique (Powell 1972, pp. 267-268). Romanticism could therefore have
overstated the importance of the poet’s own concerns, emphasising his or her freedom of

imagination with regard to whatever they discuss or describe.

The self is the producer of the poetic image, thus psychoanalysis is concerned with
imagery, and studying the poetic image is always linked to psychoanalysis (Lewis, 1961).

Lewis sees the poetic image and its nature as inseparable from both psychology and literature.
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He states that the word image in psychology could be defined as ‘a mental reproduction, a
memory of past sensation or perceptual experience not necessarily visual’ (p. 19). We notice
in this definition that the poetic image is linked to the self and its emotional experience, whether
sensory, visual or non-visual. These concepts had deepened before Lewis as a result of the

critical school that depended on psychoanalytical concepts as its base theory.

The poetic image is completely linked to the self, which acts as its generator and
producer, according to psychoanalysis. According to Freud (1856-1939), image is related to
the poet’s dreams, and in his psychological analysis, Freud assumed that any artistic work
(including poetry) is its creator’s expression of his dreams and old desires (1953, pp. 53-141).
Wright (2006, p. 23) sees Freud as having restricted the motive of creation to the creator’s self
and having designated such personalities as neurotic. Furthermore, in many of his books, Freud
insisted that the artist is constantly trying to express his or her feelings about the childhood
persecution that prevented them from satiating their instincts (Ibid.). According to him, the
poet’s imagination is their way of obtaining glory, power, love, fame, and all the desires that
they did not fulfil and that remain empty in the sub-consciousness. Thus, the poetic image and,
indeed all artistic work, is a reply to the call of non-satiated instinctual needs (Freud, 1953, p.

376).

Through this idea, Freud confined the poetic image to the concept of desire, and judged
art as a reaction that interprets prohibited and repressed childhood dreams. This provokes an
inquiry into the value of the poetic image to the self outside the poet — the reader. If creative
work, as Wright (2006, p. 24) says with reference to Freud, is just a means to vent psychological
complexes of childhood that reside in the sub-consciousness, then what can artistic works

achieve for the other self/recipient? Or in regard to the topic itself?
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Here, Langer (1957, p. 48) offers an important discussion about the aesthetic and
amusement value achieved by the artistic imagination, and how the image — even though made
and filled with the creator’s unique characteristics —retains aesthetic and symbolic meaning for

the other.

Ricoeur (2008) maintains that aesthetic value does not conflict with Freud’s views of
the creative self, or the process of research regarding the creator’s psychological complexes
and the conflicts in their life. In addition, Ricoeur (2008, p. 6-156) states that Freud, through
his study of the creator’s imagination and by linking it to childhood dreams and then to fantasy
worlds and daydreams that champion the narrator, insisted on one idea only, which is spread
throughout all his treatments: that the imagination serves only one thing — desire. As a result,
all relationships between dreams, art and imagination are a product of the creator’s sub-
conscious desires. Such desires are not culturally acceptable and remain repressed until

released through the poetic image and artistic work (Wright, 2006, p. 32).

According to Freud (1953, p. 155), the narrator forces himself to stop dreaming in
childhood, thus his consciousness of creation also stops. As a consequence, this produces
symbols of the creator’s deeply buried psychological complexes, transformed into pure and
beautiful art, which initially causes amusement for the creator before engaging the recipient.
Through art, the prohibited becomes possible, and leisure is achieved by its own deep

psychological source — the self or creator.

For Freud and his followers, the image remains an output meant to realize a bodily
satisfaction for a repressed desire in the self’s sub-conscious. The critic must therefore
understand these repressed desires and the complexes they cause before presenting an analysis
through which the reader can understand the poetic image with enjoyment (Wright, p. 33). The

best example of this is Bonaparte’s study (1949) of Edgar Allan Poe. She analyses Poe’s poetry
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according to Freud’s psychological approach, basing her analysis on the poet’s medical record
(pathology) to understand his poetic image in light of his life, dreams and fears (Wright, 2006,

pp. 34-35).

Here, literary criticism and the poetic image fail by taking excessive consideration of
the poet’s life. His poetry is stereotyped by historical and psychological information, and his
poetic imagery viewed through preconceived judgments and analysis of psychological
complexes relating to the poet’s self. Jung (1875-1961) confronted Freud about this interior
conflict. Jung refused to relate creative work solely to sexual desire (libido) and instead
believed that the creation of poetry came from other motives (1976, p. 137). He explained
libido, as Freud did, as a chain of transactions starting to appear through a collective sub-
consciousness represented by the family, which then became an individual. This libido came

from an archaic image on the one hand and a social norm on the other (Ibid.).

Consequently, a conflict exists between the self that produces the image and the artistic
work in the individual subconscious, and is even extended to what Jung called the collective
unconsciousness. This means that the poet is driven by a store of images that are transferred
from one culture to another and from generation to generation, which he called primordial

images. Jung says:

The inherited possibilities of human imagination as it was from time immemorial are

to be found in every individual, the fact of this inheritance explains the truly amazing

phenomenon that certain motifs from myths and legends repeat themselves the world

over in identical forms (...) I have called these images or motifs archetypes (1972, p.

65).

Here, Jung removes the image from the sexual dreaming of the self and cites society as
its source and the far away world of centuries-old cultures. He then establishes a valuable term

— archetype — asserting that the image is not an individual production or a particular emotion

of the self but rather a cultural outcome through which communities recount and store ideas. A
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symbol in poetic language is an expression of a widely held human concept, which can be
interpreted differently from person to person but which communities themselves have
constructed. Hence, the archetype is an element of the initial pattern that poets use in poetry to

convey their identity and in particular their society.”™

Jung claims that some of these images, which can become symbols, stem from the
individual unconscious; some come from the collective unconscious; and some come from
both. He also described the individual psyche as containing a shadow side: the anima and
animus, which are the feminine and masculine aspects of the psyche; and the puer and senex,
which are the archetypes of youth and old age.”® Jung joins these images and their presence in

the collective unconscious and in myths and fairy tales (1972).

There is a direct relationship between the poetic image, myths and symbols, which we
will discuss below (see p. 71). It could be said that the poet uses an image to convey a particular
meaning — a symbol of an idea or topic, or an image acting as a symbol in the outer world as
one of these archetypes, acting as a connection through that relation. An example would be the
image of the roaring sea and that of the deluge that inundated the ancient world. This
relationship or connection achieves an aesthetic dimension when producing material in
imaginary output. At the same time, it achieves an expression of the individual, community
and culture to which the creator belongs. This capability of the image inspired Bachelard’s idea

of the material and its initial types (See Chapter 4, p.168).

The image is not freed from its sensory nature, even if its role extends to symbolic,

mythical or cultural fields; however, psychoanalysis focuses on the productive self of the poet

S'We will see how Bachelard used this concept as an analytic tool for phenomenology with the initial image of
the four universal elements in Chapter Four. In Chapter Five, this will be applied to Classical Arabic poetry.

8 Jung presented several Archetypes, and he linked each image to one or more myths from human heritage. For
more detail, see Jung’s works on Archetypes, among them The Spirit in Man, Art and Literature (2003), and Four
Archetypes (2010).
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in regards to the image. In Fogle’s study (1949) of the poetry of Shelley and Keats, the critic
categorises their work according to seven types of imagery: kinetic, moving, gustatory,
olfactory, auditory, tactile and organic. He considers the poetic image as an impression and
retrieval of a previous sensory perception, whole or partial, in the absence of the original
stimulus of the raised sense. The poet is required to live an experience in order to present a
sensory image about it, imagining and creating it in a new shape. Hence, the image is a return
to the experience, using poetry in the typing of the sensory transfer of things, through the poet’s
senses, complexes, thoughts, and experiences, which Wellek and Warren (1949) considered

obstacles to the poet’s sensory memory (p. 192).

This is similar to what Wolbert and Nelson said (1945, p. 173): that the image is nothing
but a reproduction of the self-experience through the visual, motor, sensory or olfactory
memory of the poet. It is a crowning moment from the past and, as Rhodes (1964, pp. 9 -10)
said, the reader has to receive it through his own self experience too, to be added to or continued

in its meaning, thus widening the poetic image.

The dominance of psychoanalysis meant that its shadow hung over other critical
schools, and Lewis warned against blindly following this approach. Lewis evaluated the
contribution of psychoanalysis to the fields of criticism and literature (1961, p. 22). With
psychoanalysis, there is a strong possibility of projection, in which the poetic image is exposed
to interpretation and analysis through the lens of the poet’s life and complexes, which meant
that the image’s own aesthetic value was entirely lost, as was the possibility of readers in

different eras reaching new meanings informed from their own context.

Perhaps Eliot, as Wimsatt and Brooks (1964) suggest, was able to disengage from these
concepts somewhat when he called for an impersonal art in his ‘Tradition and the Individual

Talent’, which is considered a modern classic (p. 677). In the essay, Eliot considered the poem
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as a direction of view of the whole, which is not reasonable but something we cannot prove.
The reader either catches the whole through imagination or cannot; this somewhat frees the

image from the creator’s control.

Phenomenology discusses and argues from a psychological approach with an
expectation of other approaches. In the face of expected opinions about the nature of the poetic
image and the artistic work, phenomenology is willing to examine the free interpretation of the
poetic image and other phenomena of human thought, especially in light of the flood of
materialistic, sensory and psychological approaches. This is the subject that will be detailed in
the present study’s approach, especially with regard to Bachelard, whose criticism is the model

examined throughout this thesis (See Chapter 4).

3.1.3 Interlocking Concepts of Image: Metaphor, Symbol, and Myth

The poetic image is significantly interwoven with the term metaphor; this is an issue
with which literary criticism has long been occupied. Murry (1922, p. 4) states that the term
poetic image includes metaphor and simile, that it opposes trope, and that it can be used to
emphasise the connection between metaphor and simile. He also holds that metaphor is the
gate through which the reader enters into the world of a text and sees its relationship with the
real world. This means that the poetic image is the mediator between the reader and the writer’s

technique (p. 28).

Fogle (1949, p. 4) assumes that metaphor is related to rhetoric and formal logic, and he
preferred to use the word image instead of metaphor. Moreover, he sees that there are two kinds
of images: simple and complex. The simple image is simply a verbal comparison and a
rhetorical composition. The complex image merges simple images and complicated ones, like

those found in a poem or theatrical scene, or is built from a repeated topic with a symbolic
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phrase; it too is topical (p. 22). Therefore, allegory is an inseparable describtion that describes

the image with two connected but different things, which makes it similar to metaphor.

In a study by Wellek and Warren (1949, p. 186) about literary theory, we find a
distinction between image, metaphor, and symbol, which links the image with the sensory.

Wellek and Warren distinguish between the image and the trope.

It is not an exaggeration to say that the study of metaphor is an old exercise, reaching
back to the time of Aristotle who defined it as depending on similarity. In the writing of poetry,
Aristotle says that metaphor is the transmission of a noun that indicates one thing to another.
Transmission could be from gender to type, from type to gender, from type to type or be based
on symmetry (1924, p. 1457). Aristotle raised the value of the metaphor by recognising it as a
sign of genius and an advantage of poetic technique (Ibid.). He linked it with simile though
functioning in the highest degree and being the most attractive poetic technique. This was the

opposite of what the early scholers Arabs said, as we will see later in this chapter.

This classic view has dominated the concept of metaphor for a long time, but Richards
(1965), and Black (1955) after him, rejected Aristotle’s theory, which had been taken for
granted in literature and criticism. Richards refused to use the term image and preferred to use
metaphor, asserting that image is a misleading term that creates confusion because of its
relation to some psychological indications (1965, pp. 89-90). Richards saw that metaphor was
valued generally by people, that it was learned while learning language, and that it is not limited
to genius writers but a human and learned linguistic skill (1965, p. 93). Murry (1922, p. 2) was
affected by Richards’ beliefs that metaphor is essential for language, that language is essential
to thinking, and that metaphor appears as an instinctual and necessary action of the mind when

organising human experience.
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Black completed the theory of metaphor; he defined the study of metaphor in two ways.
The first, which he called the substitution view, considers metaphor as an expression used in
the place of an equivalent verbal expression. Through it, metaphor branches in one direction,
which Black called the comparison view and which considers metaphor as an intensive simile
that can be replaced with an equal verbal expression (1978, p. 27), and in another direction,

which Black called the interaction view (1955, p. 285).

Black’s theory of metaphoric expression includes two topics that carry a double
meaning defined by the difference between the focus of the metaphoric sentence, which is not
used in its verbal meaning, and the verbal frame. Metaphors, he holds, are defined by a main
subject and a secondary one; the subsidiary subjects adds to the meaning of the principle subject
by providing a different way of organising how the reader thinks about the principle subject
(1978, p. 294). This means that the main topic includes a collection of shifting meanings,

including the compound implemented meanings carried by the secondary topic.

Ricoeur (1979, p. 141) supposes that the interactive view of metaphor can only be
comprised of two things: first is the semantic element, through which a metaphor carries
knowledge and reveals the truth; second is the elements of image and feeling that form an
important psychological moment. This means that the metaphor presents a topical meaning
through the interactions of its elements together with the graphic dimension underlying them.
Therefore, metaphor is a form that carries the content of the poem, and is not just a trope that

exposes a relationship of correspondence.

Metaphor revolves around the definition of image and simile. It can be said that each
metaphor is an image but not that each image is a metaphor. In other words, a metaphor is an
image with a semantic dimension but an image can come in another form, such as a simile or

symbol. These forms are simply rhetorical templates used by specialists of language to make
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automatic distinctions between poetic devices, and defining them adds nothing to the reader or
recipient’s sense of meaning. However, the image, from a researcher’s point of view, is more
restricted in a metaphor or simile, and it is not an exaggeration to describe the image as ‘the
mother’ of metaphor and simile. It is a verbal phenomenon, and its beauty stems from the
congruency of poetic language with human experience, driven by awareness and charged by

the subconscious. The meaning it generates in the recipient forms a big part of its power.

A symbol, as Wellek and Warren (1949, p. 193) defined it, is a word with a long
interwoven history, like image. There is a literary movement named after it — symbolism.
Symbols are found in different contexts and in several fields, including logic, mathematics,
semiotics, epistemology, history of theology, fine art and poetry (Ibid.). The common element
in using the word symbol might be the similarity that occurs between original/antitype, and
image/symbol. Wellek and Warren discuss this with regard to religious symbols, pointing out
their essential relationship to religion (p. 194) in examples such as the cross as a symbol of
triangulation and the crossing of Christ to Christianity, or the crescent in Islam as a symbol of
the Hijrah of the prophet Muhammad — peace be upon him — and the lunar calendar to which

it is related.

Some critics see a symbol as part of an image or an image as part of a symbol. For
example, Pound (1968, p. 9) defines the symbol as a natural thing that we can realize through
our senses, and he connects it to a poetic image with its sensory impressionistic qualities, away

from tropes and their indications.

On the other hand, Tindall (1955, p. 11) sees the image as an essential kind of symbol,
which to him means ‘tongue-tied’. He considered it a motif or an idea beyond the limitations
of human thinking. He thought that the image contains a secret meaning, which a human being

cannot know (Ibid.). He distinguishes between the symbol, generally, and a literal symbol,
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stating that it is not necessary for a symbol to be an image, that it consists of meaningful words
surpassing semantic and logical borders, and that it comprises multiple emotions and ideas, or

rhythm, action, structure or poetry (Ibid., pp. 12-13).

A number of critics have strictly distinguished between symbol and image. Thus we
find that Lewis (1961, pp. 40-41) sees the rhetorical image as the opposite of a symbol; he
believes that the symbol is semantic and means only one thing, like the number one
representing one unit. He states that the image in poetry is rarely purely symbolic; rather it is
affected by the psychological feelings of the poem’s content to which every reader responds
according to his personal experience, understanding the poem’s meaning depending on his or
her awareness and cognitive background (Ibid.). Lewis offers an example in the colour white,
which might be a symbol of purity and lucidity; however, as a poetic image the colour white
may have other meanings according to the poetic context in which it is used (Ibid.). Therefore,
a symbol is part of an image, and its symbolic meaning may disappear if its semantic context
is changed. The researcher does not agree with that view, and believes that the symbol is an
intensive graphic language, while a multilayered semantic context enriches poetic imagery to
stimulate the reader’s mind to search for more possible meanings. A symbol is part of an image
but it does not lose its meaning when its context changes; rather its meaning becomes more

intense.

If we take the colour white as an example, we will find that it is a symbol of new life
for Arabs because it is related to sunrise in the desert and a baby’s white dress. On the other
hand, it is also considered a symbol of death when it used for a shroud, which should be white
according to Islamic culture. The people of Andalusia used to wear white at funeral ceremonies
rather than black to indicate optimism regarding the other life which is waiting for the dead
after burial (See Chapter 2, p.41). Thus, it gathered two meanings at the same time: death and
life. This makes the poetic image intensively symbolic. The meaning of the symbol is made
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more intense which means it assumes a greater function when it appears as an image in the
poetic text. This is also true of the colour red, which is symbolic of death in the context of war
but is symbolic of love when associated with a rose. Some symbols are more intensive, and
their meanings shift according to their poetic context, but some have one specific meaning and
are not easily made more intensive. The colour black, for instance, most often symbolizes

darkness, death and the other.

Friedman (1953, p. 76) discusses the theory that understanding the symbol cannot be
achieved without its contextual significance. In other words, a symbol is a subject that refers
to another subject. At the same time, it is a thing that requires attention to itself as something
shown (Ibid.); this is consistent with the examples discussed previously about the symbolism

of colours.

We have found a strong correlation between the symbolic image and the archetype in
psychoanalysis, as described by Jung, as well as in mythology.’” Poetry has been viewed as
containing symbols, which are built into poems. These symbols are considered to be a ritual
formation of the art of poetry. The symbol also carries an innate image that appears intensified
in poetry (Friedman, 1953, p. 77). It can thus refer to Jung’s archetype as a symbol at the
ancestral level, which somehow transformed human beings through the collective

unconsciousness and became a basic symbol of specific humanitarian experience.

But can we consider every single radical image in poetry as the result of the collective
unconscious and an innate image of the most meaningful of symbols? Bodkin (1963, p. 84)
believes that this is not possible, further asserting that each image is simply one brick in an

entire building. Each image refers to the overall composition of the symbolic concept that it

7 See Fry’s The Anatomy of Criticism (1957) for his mythical approach to literature in which he discussed myth,
approving this as an approach in poetry analysis.
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carries (Ibid.). Poetic imagery is therefore based on two factors: the collective unconsciousness

and ritual formation (Ibid.).

Consequently, the denotation of an archetypal symbol is born out of a network of
significant events: birth, the element of creation, intuition, the element of death, and the return
of life. It is also dependent on persons who can be described iconically or by an aspect of their
identity: male, female, hero, devil, and God. Animal figures, such as the bull and the whale,
are also found in the same network, as is vegetable matter, such as an apple tree, or the elements

represented in the basic materials of the universe: water, fire, earth, and air (Ibid.).

These images, along with their intensive symbolic meanings, are able to meet the needs
of the poet in summing up many individual and collective meanings, and to represent the self
and society. At the same time, the image lends an aesthetic touch to the context with its
denotation of a special inner experience and its analogue in the world of nature and in the
common heritage of mankind. The poetic image becomes the recipient’s gateway to the

universe and its various temporal dimensions.

In addition, this kind of symbolic image offers readers a deep cognitive dimension
because it links them with other human cultures, and makes each reader face his or her own
consciousness or self in the midst of the universe and their natural surroundings. This is also
what this study seeks to achieve through the adoption of the archetype as an important criterion

of the data selection of imagery, especially that of water (See Chapter 5)

These ideas and topics have been stretched around the poetic image and symbols into
myths and mythology. It is well known that these images and archetypes are associated
significantly with ancient tales and fables, many of which are foundational to myth. Langer
(1957, p. 138 onwards) believes that the human is a symbolic animal. Primitive man had no

knowledge of a duplicated idea of the self and the object. He embodied his thoughts by
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symbolizing them, and expressing that relationship in myth. The symbolic myth is therefore
the language of beginnings and poetry. Myth is a poetic language, which includes human

experience, thought, culture and the belief it carries.

As mentioned above, Lewis (1961, p. 36) referred the poetic myth to collective
unconsciousness. It is therefore not a coincidence, as he said, that we can see figures derived
from ancient myths in modern poetic imagery. However, it is the nature of poetry to evoke that
unconsciousness through metaphor. Human individuality constantly seeks a sense of collective
belonging to the world, even for the dead (Ibid.). The use of myth in poetry is what gives poetic
imagery its feeling of newness and a sense of revival of all that is related to humankind through
the human experiences represented by myth or symbolized in metaphor. Myth also gives poetry

an aesthetic cast in its reconfiguration and replacement of meaning in new semantic levels.

Eliade (1990, p. 12) sees images, symbols and myths as conveying basic themes of
human nature which existed before historical circumstances changed humanity. He also
considered image, symbol and myth to be the optimal ways for understanding a human
individual as ‘a man as he is’ in the midst of all humanity, or what he called prehistoric
humanity. He goes further, asserting that the human act of creativity involved in the making of
images (metaphor and simile), symbols and myths is deliberate, conscious and responsible
creativity, which came into existence in response to the need to realise human needs (ibid.).
Hence, the idea of the self in the collective unconscious has been eliminated in order to achieve

this function, or at least weaken awareness of the self.

Wellek and Warren (1949, p. 196) describe myth as a construction of anti-mind and
logic, which was born in the formation of ritual. Myths consist of three aspects: a picture, a
social component, and a reference to a metaphysical world (Ibid.). Wellek and Warren connect

the three — image, symbol and myth — in that a symbol is repeated and its meaning continuous.

80



The image, defined as a trope, if steadily repeated, becomes a symbol and part of the myth’s

symbolic system (p. 194).

Therefore, it can be concluded that the poetic image is a linguistic phenomenon that has
several faces with metaphoric or real meanings, including metaphor and simile as technical
tools, and which reflects individual experience as it exists within collective experience. Poetic
imagery conveys the aesthetic aspects of this experience, and its meaning as understood by the
reader may intersect with the recipient’s experiences so he or she would be affected by the
conveyor’s experience and understand them. This engagement achieves knowledge and/or
enjoyment. It forms a liaison with all parties: the self (the creator and the recipient) and the

topic.

What is more, images are linked to time, and as time extends there are new semantic
prescriptions, which make the image turn into a symbol, and then into a myth. First, there is a
poetic image, then a symbolic image, and then a mythical image. This does not prevent these

three forms from existing in an intertwined way in poetic texts under the name of imagery.

Here, it should be declared that some of these concepts, terms and issues will be
different when discussed in relation to the Arabic literary heritage, which studied and critiqued
poetic imagery, or to modern Arabic studies, which have also investigated imagery in classical
poetry. These in turn affect the image of water in early Arabic poetry, as examined in modern

Arabic criticism, as we will see.

3.2 The Poetic Image and Imagination in Arabic Studies: A Review

This study believes that the poetic image was one of the most important topics in ancient
Arabic studies, due to the value that poetry held in Arabic culture and the connection between

imagery and understanding the meaning of poetic language. Arabs were also concerned that
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the Arabic language should be studied from its rhetorical side to preserve the Arabic identity
and language after mixing with non-Arabs post-Islam, which could have affected the purity of
the language. Thus, studying the poetic image was one of the most common topics in Arabic

literary studies, which could not be ignored in the current study.

For the reasons stated above and others, it would be helpful to present a short overview
of Arabic studies of the poetic image to understand the nature of the poetic image and its value

in Arabic culture.

3.2.1 The Poetic Image in Greek Thought

It could be said that interest in poetic imagery among Arabs emerged in response to
their interest in Greek philosophers, whose thoughts influenced certain aspects of the Arabs’

conception and awareness of poetic imagery.

Shu‘aybi (1999, p. 17) states that the issues of the imagination and poetic imagery were
influenced by Greek philosophical thought since ancient times. Additionally, al-’1drist (2012,
p. 37) states that the philosophical and aesthetic perceptions of Plato (427-348BC) and Aristotle
(322-384 BC) have dominated to a large extent an important part of human culture in general;
as a consequence, their ideas became an essential point of reference for many ancient thinkers
when addressing the imagination. Even though some of their thought has been surpassed by
contemporary human knowledge, their perceptions about poetry, imagination and simulation
continue to wield a varying degree of influence. Al-Miisa (2013, p. 21) stresses that most early
Arab critics were influenced by Aristotle, who viewed poetry as the result of imagination,

knowledge and practice.

Al-"1drist (2012, pp. 37-40) explains that the concerns of Plato, Aristotle and other
Greek philosophers regarding image and imagination show the major importance of

imagination in Greek society. Image was viewed as the best — and most psychologically
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interesting — way to convey social mores in terms of behaviour. These writers focused on
describing the source of this imaginary phenomenon as mental; the tool that forms it is

simulation; the subject that refers to it is poetry and the fine arts (Ibid.).

Plato stated the value of imagination when talking about fantasy. He saw in the
imagination the function of a dishonourable self; for him, it was a source of mistake and
illusion. He rectified that stance in conversation with Timaeus, when he confessed that the
imagination has a great ability to evoke the transcendence of the mind — the Sufi vision (Plato,

2008, p. 69). This suggests that Plato was not fully aware of the value of the imagination.

Plato addressed the controversy over sources of images and the issues of imagination,
as cited in Ibn Sina (980-1037) in his book al-’Isharat, suggesting that imagining,
remembering, and recognising common reifications are functions of the mind and not of the
senses, and that the sense organs do not overtake common characteristics between the senses
but the mind does (n.d., p. 135 onwards). As a result, the imagination was a highly valued
aspect of mentality attached to thinking. It restores images of reifications and then uses them
in intellection (Ibid.). Plato appears to be asserting the mind’s control over the imagination in
order to give it more value by taking it away from emotion and delusion, as these degrade
it. Ad-Duhiyyat (2007, p. 30) argues that Plato’s contempt for art and the imagination through
attempting to retain mental imagination at a high value occurs because he thinks that the image
expresses the real world that the philosopher can reach through the mind. The real world is an
eternal world, and can only be accessed through the mind. However, other human abilities,
such as emotions, feelings, and the artistic imagination, are deprived of value, unless they are

under the control and guidance of the mind (Ibid.).

Hence, Plato viewed the poet as inferior and raised the status of the philosopher. The

poet, for Plato, as explained by ad-Duhiyyat (2007, p. 30), simulates the sensible object, unlike
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the philosopher who depends on a mental image. That made the poet seek to simulate the mirror
by which the poetic image makes a product, a process which passes through two stages: the
existing image as an image of the absolute eternal in the mind, and the poet’s simulation of it
to create a stimulator (Ibid.). This stance resulted in the lowering of the value of the poetic
image because it is the result of a sensory reflection of the sensory world that originally evoked
a mental image (lbid.). Additionally, al-’1dris1 (2012, p. 43) states that even though Plato
harshly criticised simulation, he could not ban it in his virtuous Republic because it is an mental
and behavioural activity inseparable from the childhood and upbringing of a human, which had
become a mental and spiritual habit (Ibid.). Furthermore, simulation entails artistry — a key
aspect of Greek society — and has important educational and aesthetic functions (Ibid.
onwards). The image, therefore, exists in Plato’s perspective, through his discussion of

stimulation and imagination as the most prominent and fundamental part of poetic work.

Avistotle considered imagination and poetic imagery differently from his teacher Plato
in several aspects. The first issue to be raised here is about the concept and source of
imagination for Aristotle. He believed that imagination is based on the movement resulting
from a sense; he believed that there is no imagination without sense, and that without
imagination and the senses there is no conception (p. 9). While the image is the link between
perception and imagination, it can be noticed that Aristotle linked imagination with the senses
and not just the mind (James, 1962, pp. 296-279). Shu‘aybi (1999, pp. 10-11) explains
Aristotle’s definition as follows: senses refers to the creation of awareness, which leads to the
origin of imagination, and the word movement implies that imagination is an interactive
process. This means that strengths and weaknesses in the process that produces images exist,
and that the image from the imagination is weaker and more ambiguous than the image from

the senses. It can be argued that the images from the imagination can override images from the
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senses in some situations. An example of this would be an actor on stage who simulates an

image of the character he performs, and this image takes over his character as a sensory image.

Aristotle raises another issue related to the image: that things that are fundamentally
themes of memory are also themes of imagination, so, for Aristotle, evoking a thing is common
between memory and imagination. Shu‘aybi (1999, p. 19) states that memory and imagination
are two common linked themes that connect back to the same part of the self. Moreover, themes
are the object of the image and its first sustenance is through the senses, spiritually or physically
(Ibid.). Shu‘aybi also believes that when Aristotle distinguished between memory and
imagination, he depended on the doubleness of image and meaning. He links the activities of
imagining to image, and the activities of remembering to meaning (Ibid.). Thus, by doing this,
the two aspects will be separated. However, Shu‘aybi (1999, pp. 19-20) disagrees with
Avristotle, and argues that meanings are a consequence of images in most cases, and that
meaning does not come from an external source but from latent images. This also indicates that
remembering for Aristotle seems merely voluntarily, though we remember images

involuntarily in some situations, failing to suppress them even when we try to.

Al-"Idris1 (2012, p. 52) discusses Aristotle’s thinking on imagination and memory,
stating that it is a perspective that focuses on pleasure that occurs due to an external factor, or
psychological motives that cause an accidental pleasure despite their depth in the psyche. The
pleasure therefore disappears when the motive does, and the self returns to a cognitive mental
status. Furthermore, al-'Idris1 (2012, p. 54) confirms that Aristotle’s perspective on
imagination is similar to Plato’s, but that it is full of contradictions and questions. By
imagination, Aristotle did not mean the implied force of perception but rather the mental
images that have an impact on the self and move human feelings and affect consciousness in a

way that displays the imagined object in front of the self, and that to a degree surprises. Thus,

85



the imagination becomes linked with the image that the creator gathered from his memory and

senses, while the implied cognitive force is absent in this context.

Al-"1drist (2012, p. 65) believes that Aristotle realised the role of the aesthetics as the
means of improving poetic phrases. Aristotle asserts that metaphor in speech is not the
criterion that differentiates between a poetic phrase and other phrases but rather the excellence
and cleverness in bringing an image or event to the imagination is what makes poetry earn its
poeticalness. Nevertheless, we find that Muhammad al-Wali (1990, p. 15) claims that, for
Aristotle, the poetic image is mysterious; it is not clear and more like metaphor and simile. He
also refers to Aristotle when saying that an image is also a metaphor and that there is very little
difference between them. For example, consider the phrases ‘a lion pounced’ and ‘pounce like
alion’. In the first, you have a metaphor, and, in the second, an image (Aristotle, 1924, p. 240).
The difference is obvious here: the example ‘a lion pounced’ is a metaphor, and it can be said
that the act is described figuratively, likened to, or takes the place of an aspect used from the
vehicle (lion) as the metaphor, so that meaning can be swapped between them figuratively
without directly using the comparative word ‘like’. In the second example, a simile is used ka
(a letter used in Arabic which means ‘like’ or ‘as’), and this weakens the directness of the
metaphorical aspect of the phrase. This is a very subtle difference and is covered in detail when
the thesis addresses al-Jurjani, metaphor and simile later. It is reasonable to suggest that
Muhammad al-Wali’s argument (1990) is to some extent weak because he did not show the
confusion or derangement he attributed to Aristotle. Metaphor and simile both depict but the
degree to which they deliver meaning is different, and the usage of the term image instead of

simile might be the reason for Muhammad al-Wal1’s claim.

It could be argued that Aristotle has had a profound impact on our general
understanding of the poetic image, even though he did not specify an exact definition that could
be adopted, regardless of the fact that he addressed the imagination and simulation as issues of
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poetry, oratory, comedy, tragedy and inspiration. Depending on his perspective,

Arab philosophers considered the poetic image when examining and analysing earlier times.

It can be noted from the above that the Greeks were largely interested in the source of
the poetic image and the search for its motive. Often Arab critics saw the source of an image
as material and sensory, which led some to believe that this vision had previously been leaked
after the translation of Greek literature and Arab philosophers associated with Greek thought.
However, this idea does not negate the existence of an independent Arab view on poetic
imagery or proposals relevant to the issues prior to translations of Greek literary studies by
Arab critics and rhetoricians. This is because Arab critics and rhetoricians were in accordance

with the Qur’anic and poetic material that was their main concern at the time.

3.2.2 The Poetic Image in Arabic Heritage

3.2.2.1 In Philosophy

It is not fair to state that the achievements of early Arab critics regarding the poetic
image were fundamentally due to Greek philosophy. The impact of Greek thinkers on early
Arabic philosophical thought regarding poetic imagery is obvious; however, this impact
was weak in its critical and rhetorical aspects, as we will see. Only when considering the work
of Hazim al-Qartajanni, who formed a critical vision that had an undeniably
Greek philosophical dimension, can the individualism of Arabic thought be ignored (al-Faysal,

2008, p. 61).

When discussing the contributions of the most important Arab philosophers to the study
of poetic imagery in ancient times, we need to begin with the theory of imagination and the
issues of simulation, simile and imagining. As ‘Asfur (1992, p. 15) indicates, the term

imagination cannot be understood except through its core feature and tool, which is the image.
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In Greek, we there is a strong linguistic connection between the two words. However, in Arabic
the word imagination khayal is derived from khayal, which means the ability to receive the
image of a reified idea, and to reform it after its having been absent from the senses for a while;

it is also related to shape and appearance (Ibid.).

‘Asfur adds that for philosophers, the term imagination Takhayyul — a verbal noun,
which includes the passive subject and transitivity, being a masdar - infinitive —means the
formulation between the image and reforming it, whether or not the object of the image is
present (Ibid.). Therefore, for them the image is linked originally with what can be sensed
whether present or absent. In this context, ‘Asfur (1992) discusses how Arab philosophers were
affected by Greek philosophical thought, especially Aristotle, even though the word for
imagination differs in terms of its phonetic derivation. The ideas of al-Farab1 and Ibn Sina were
the most direct, and the majority of later contributions on the subject were explanations or

repetitions of their views.

Al-Jaza (1988, p. 93) asserts that al-Farabi (d. 950) was the first to use the term
Muhakah-simulation, which carries the connotations of image, simile and visualising.
Although he did not define simulation directly, he enumerates its meanings without
contradicting what Plato and Aristotle stated. For him, simulation is to replicate a descriptive
shape, act, or saying (al-Farabi, 1971, p. 174). Al-Juza (1988, p. 94) believes, however, that al-
Farab1’s account is confused because he tried to combine Plato’s and Aristotle’s views at the
same time. When al-Farabi referred to simulation as a simple matter of imagining something
by itself, we find him saying that it might be described by the example of making a statue that
simulates someone and placing a mirror beside it so that the statue can be seen. Here Plato’s
idea of the mirror is used, and al-Farab1 adds that we might not know the person portrayed but
once we see the statue we can familiarise ourselves with the person because of how the statue
simulates them; also, we might not be able to see the statue but we can see its reflection in the
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mirror, and in this case we have seen the simulation of a simulation (al-Farabi, 1971, p. 174).

He adds that the image and the model are separated by three meanings (Ibid.).

Al-Farabi continues to confuse Plato and Aristotle in regard to the concept of
simulation. When he begins to consider imagination as an element in his theory of Arabic
poetry, these concepts are confounded in the definition of poetry because he considers the
imagination as the essence of poetry. He looked at poetry from two aspects: music and
denotation (‘I1d, 1993, p. 7). With regard to poetic music, he approved the character of Arabic
rhyme, which repeats the last letter in each line of the stanza. He considers this to be a feature
that distinguishes Arabic poetry from that of other nations (‘Ayyad, 1967, p. 31). In terms of
denotation, he focused on the effect of the poetry through using images based in the recipient’s
mind. Through poetic language, the image is reverted to its sensual elements and its impact on

the senses of the recipient (ibid).

‘Td (1993, p. 24) indicates that al-Farabt agreed with Aristotle and Plato that the poet is

like an image-maker. As it is said by al-Farabi: ‘the status of this profession is sayings and the
status of the other is colours, but both professions are based on simile and their purpose is to
put these sayings in people’s senses and illusions’ (al-Farabi, 1953, p. 150). Here again, he
discusses what the image does to the recipient when it addresses his imagination and
perceptions, in which meaning is necessarily attached to senses. Additionally, al-Farabi refers
to the essence of the image in poetry, and emphasises linking the image with the element relied
on in the making of that image: ‘the foundation of the image is the element, and this element
exists to carry the image’ (al-Farabi, 1953, p. 154). This can be considered as a confirmation
of al-Farabi’s awareness that the image carries the characteristics of the element that it forms

or describes.
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On the other hand, Nasr (1984, p. 13) points out that Ibn Stna followed Aristotle in his
concepts of imagining and the senses. He provided a simple outline regarding this in his book

al-"Isharat wa at-Tanbrhat, in which he says:

‘A thing can be sensed when it is observed, then it will be imagined when it is absent
as its image is in the mind (...) yet for the inner imagination the sensed will be imagined
with the accidentals where, when, how, and what; it cannot be absolutely deprived from
them but it derives it from the relationship which attaches by the sense as its image
appears with the absence of its carrier’®.” (Ibn Sina, n.d., p. 367-370)

It can be claimed that, in the above, Ibn Sina addresses a very important matter
regarding recognising the image and its representation in consciousness. This representation
and realisation are not separate from the surrounding accidentals; here he is referring to place
(where), time (when), status (what), and process (how). All of these are factors to be considered
in the perception of the image and are expressions about the accidental variables that might
occur to an individual over time and in different environments. In other words, the image of
something will differ according to the conditions surrounding an individual’s consciousness.
This is what this critical study is keen to measure when comparing the image of water in the

Jahilt and Andalusian eras.

It can be said that Ibn Sina was clearer than al-Farabi in his outline of imagination. He
understood Aristotelian simulation as having three dimensions: psychological, rhetorical and
logical. In the psychological, Ibn Sina, stated that the impact of the imagination on the recipient
is ‘the saying that the self obeys to show-up a few things without consideration, thinking, or
choosing, and as a result it reacts psychologically’ (‘Id, 1993, p. 175). Psychologically, the
impact of the imagination on the recipient is recognised solely through the tool of its formation,
or the image. Rhetorically, there is no imagining or impact on the imagination of the recipient

without forming the poetic image in one of the rhetorical types: metaphor, simile, or allegory

8 Translated by the Researcher.
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(Ibid., p. 16). And logically, when judging the logic of validity and falsity in poetry and
differentiating between imagining and believing, the imagination is restricted to the
relationship of denotation within the saying without exposing it to the reality of validity and
falsity outside the frame of the saying (ibid., p. 56). Hence, the measure of the truthfulness of

an image takes place according to its mentioned consistency.

In short, al-Farabi, Ibn Sina and other philosophers influenced by them realised the role
of the poetic image in the denotation of textual meaning, in delivering different connoted
meanings, and in the reforming and reimagining of meaning in the recipient’s mind in order to

measure his perception and awareness of poetic content.

3.2.2.2 In Literary Criticism and Rhetoric

This study believes that the ancient Arabic studies of imagination and the poetic image
should be recognised as rhetorical studies rather than critical. In the same word, this study is
not engaged with seeking the historical roots and raising the Arabic view of the poetic image
for many reasons. Firstly, searching ancient Arabic studies will direct this study to the
rhetorical pattern, which is not the methodology here. Secondly, many fundamental cases in
ancient Arabic studies have been engaging authors for a long time, for example: plagiarism,
words and meaning, poetic music and the standard of poetry.

Finally, ancient Arabic studies are highly valuable; however, most of this value is not
relevant to this study because of the prevalence of classical rhetorical issues in such studies
rather than the direct handling of poetic image theory. However, it is helpful to provide the
reader with some short basic knowledge of some aspects of the cultural referentiality of the

general concept of the Arabic poetic image.
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There is no doubt that the study of the poetic image of water in Arabic poetry was not
an isolated subject within early Arabic critical and rhetorical studies. There have been related
critical treatises that have paved the way for the emergence of different ways of studying poetic
imagery, such as examinations of its sources, tools, purpose, elements, and others. In these first
critical forays, the poetic image emerged in early Arabic studies both semantically and
idiomatically, as we shall see shortly.

Interest in the poetic image among Arab critics and rhetoricians goes back to the
emergence of critical and rhetorical studies of Arabic poetry in general among Arab critics.
Az-Zahrani (2003, p. 368) claims that the realisation of Arab critics of the function of the poetic
image in delineating meaning and denotation, as well as in the establishment of aesthetic value
that impacts the recipient’s mind, was one of the most salient causes of their aim in studying
image. Additionally, he states that analysing the eloquence of the Holy Qur’an was one of the
strongest motives provoking early Arab rhetoricians and critics to study the image, dismantling
its elements and seeking to develop a general concept of imagery. Qur’anic text is filled with

the language of metaphor and imagery (ibid., p. 372).

However, Ghazi and Hamidi (2011, p. 41) claim that the exalted status of poetry in
Arab culture and the Arab critics’ acknowledgement of this status encouraged them to study
the poetic image in depth. Imagery is considered to be the base and pillar of poetry. However,
the term poetic image was not familiar among critics but rather what was related to it and its
issues. Also, the consideration of the Qur’anic text was not directly associated with this concern
(Ibid).

Examining az-Zahrani’s point of view, we find that his opinion is correct to some
extent: the study of poetic imagery in works of criticism and rhetoric coincided with the study
of Qur’anic imagery. It is not an exaggeration to say that the most influential books in the
rhetorical and critical corpus were written to demonstrate the beauty and role of the image in
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understanding Qur’anic text. For example, before Dala’il al-’I jaz and ’Asrar al-Baldaghah by
‘Abdu 1-Qahir al-Jurjani (d. 1078), individual books, like an-Nukat fi i jaz al-Quran by ar-
Rummani (d. 994), introduced the study of the eloquence of Qur’anic language, of which
Qur’anic imagery is an element.

Among the issues that occupied these books —such as defining poetry, validity, falsity,
pronunciation, meaning, plagiarism, and others — we find how many critical aspects of the
poetic image emerged that did not specify an obvious or scientifically accurate definition,
except in the book Dala’il al-'I jaz by ‘Abdu 1-Qahir al-Jurjani (d. 1078). This work can be
considered a serious attempt to develop a preliminary definition of image.

These studies did not so much fail to be engaged in seeking a definition of the image as
much as they were striving to demonstrate its tools and significant patterns. They looked at, for
example, simile, metaphor, allegory and metonymy; critics conclude that these were the
patterns and tools of poetic heritage.

It has to be stated that all of the early critical books about Arabic poetry were not free
from addressing the question of poetic imagery. Imagination and the poetic image, as they
appear in early critical discussion, were placed as part of the study of allegoric language or
what was called eloquence by later rhetoricians. Eloquence is the third science of the Arabic
rhetorical sciences, after semantics and al-Badi‘.” Eloquence was defined by al-Khatib al-
Qazwini as ‘a science that is known by indicating one meaning in different ways in the
clarification of its denotation’ (2009, p. 61).

The different models of poetic image — simile Tashbih, metaphor ’Isti ‘arah, metonymy
Kinayah and unrhymed allegory Majaz Mursal — were the subject of intense discussion in early

Arabic studies; this division was limited by striking logical viewpoints in addressing the poetic

9 See Bakri Shaykh Amin (1992, p. 53).
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image according to traditional rhetoric.®’ Simile can be defined as ‘a comparative
relationship that gathers between two objects that share a characteristic, status, or a group of
characteristics and statuses; this relationship is based on a sensual similitude, or a similitude in
principle, or in the mental exigency that links the two compared objects without their
necessarily sharing a physical state or many of the sensual characters’ (‘Asfur, 1992, p. 172;
Matlab, 2006, p. 170). Simile has four pillars: likened, likened by, tool of likened, and the
reason of likeness, which has different forms according to the presence, absence and
performance of the four pillars in the image 8 (Matlb, 2006, p. 170).

Metaphor can be defined as ‘a linguistic relationship based on a comparison and it is
like simile, but it can be different as it may depend on replacement or moving between fixed
denotations of different words’ (‘Asfur, 1992, p. 201). Metaphor is of two main types:
declarative Tasrihiyyah and metonymical Makniyyah. A declarative metaphor keeps the
likened by and makes it obvious with the presence of allegory and similitude; the metonymical
metaphor keeps the likened and omits the likened by, yet it keeps one of its necessities or
fellows to indicate to it (Matliib, 2006, p. 156, onwards).®2

Nasif (1958, p. 46) sees simile as having been highly valued by critics who were
strongly excited about it and raised it above metaphor. They preferred simile because of what
the modern poets had done (for example: the modern poets had created new images and
different metaphors) at the time regarding the failures of metaphor and its complications from

the point of view of traditional critics. He also argues that metaphor in some new poems (at

8 The poetic image will not be addressed in the analysis according to this traditional division which the study
views as killing the aesthetic of the poetic image, and this will be discussed and justified in Chapter Four of the
study when addressing the chosen methodology (Bachelardian phenomenology).

8 It is a type of simile.

8 As Dhu’ayb al-Hilall said: j5 ¥ 2ef 345 &l Uil &t &zl 130

He likened the death to the lion in the assassination of the self and kept some of its belonging, which is the
claws as the assassination cannot be completed without the lion’s claws (Matlaib, 2006, pp. 145 — 146).
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that time) does not aim to be clear or definitive but rather intuitive and associative; the ancient
critics, viewed the ambiguity and complexity of intuitive metaphor as shameful (ibid., p. 125).

Moreover, ‘Asfur (1992, p. 199) stresses that the ancients sympathised more with simile
than metaphor because even though a simile was ambiguous it would still move within known
limits. This was unlike metaphor, which the ancients viewed as very ambiguous, asserting
further that ambiguity could disrupt the meaning and denotation of the image (Ibid.). Al-
Marziqi (d. 1030) commented on the enthusiasms of 'Abt Tammam: ‘poetry has three
sections: common idiom, rare likened, and close metaphor’ (vol. 1, p. 10). Thus, the value of
metaphor appeared when it reached meaning and denotation; however, the value of simile
would not be affected negatively even if it exaggerated a remote meaning.

Metaphor can be considered a form of imagery that provides a dynamic presence when
it relies on the intuition and imagination of the recipient. Nailing down every detail in an image
deprives the recipient of the pleasure of imagination and thinking, and limits his ability to
submerge the image in his own perception. This freer sense of language might sometimes limit
the clarity available in simile. A metaphor leaves a space between the recipient and the image,
and this mysterious space in understanding sets up a tension between the recipient and his
passions. Metaphor generates an aesthetic and semantic meaning in the image through the
recipient’s intuition — not just the poet. In this sense, ar-Raghib al-’Asfahani (d. 1108)
commented that ‘It is a knowledge that comes without thought or intent” (2007, pp. 60-
61). This was confirmed by ‘Asfur (1992, p. 204) who explained metaphor as a kind of
emotional empathy that links us and what surrounds us; it eliminates the duality of the self and

place during the moment of the self’s fusion with existence.®

8 This is an idea close to the concept of the phenomenology of the poetic image and its expression of the self.
This will be discussed further in Chapter 4.
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On the other hand, metonymy is the closest form of imagery to the symbolic, which is
usually the term intended to mean differently from what is used for, with the possibility of
wanting the real meaning, for not setting up a fellow on variance (' Amin, 1992, vol. 2, p. 153).
For instance, one with plenty of ash, notating the large number of guests and mentioning his
generosity. Muhammad al-Wali (1990, p. 129) indicates that al-Jurjani ascribed the image here
to syntax and not to allegory.

Allegory is an image whose original meaning is repurposed for something by drawing
an appropriate connection, such as the usage of a lion for a brave man (Matlub, 2006, vol. 3, p.
197). Thus, ancient studies address the poetic image within the scope of these four different
types of image and their variety.

From the perspective of this study, there are two main divisions of Arabic studies
addressing the poetic image in early Arabic poetry: fundamental and normative studies.
Fundamental studies examine the critical, rhetorical and fundamental imagination of poetic
imagery by looking at archetypes and patterns of imagery. These archetypes and patterns are
derived from examining early Arabic poetry, even if the time periods are divergent. This phase
of fundamental theory is represented in two works: al-Badi by 1bn al-Mu‘taz and Miftah al-
‘uliim by as-Sakkaki.

Al-badi“ by Ibn al-Mu‘tazz is considered the first work that introduced the study of
archetypes and forms of simile and metaphor, considering them to be the original poetic devices
for imagery in Arabic poetry (1982). In this book, Ibn al-Mu‘taz gives evidence through
examples, rather than explaining, justifying, analysing or defining imagistic types.

As-Sakkaki (d. 1228) wrote a book that can be considered the Bible of the traditional
rhetoric of the Arabs to this day. Khalifa (1941, vol. 2, p. 1762) points out that as-Sakkaki

arranged his study into a well ranked and accurately classified book, composed of three
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sections: grammar, morphology, and rhetoric, and describes it as ‘the most deserving words
that should be spoken’.

Various explanatory works and summaries were written based on as-Sakkaki’s book;
one of the most important ones was the explanation by al-Qazwini (d. 1338). ‘Atiq (1976, p.
32) asserts that as-Sakkaki stuck to a rough logic when framing rhetoric and set a scientific
limit for it. Al-Mutawakkil (1977, p. 47) believes that as-Sakkaki exceeded al-Jurjani in terms
of theorising and that, remarkably, he presented an image of the theory of rhetoric. Muhammad
al-Wali (1990, p. 115) praises as-Sakkaki for his outstanding understanding of eloquence and
the types of poetic imagery, as well as his deeply scientific attempt to present rhetoric in an
integrated image.

However, Muhammad al-Wali highlights places where as-Sakkaki was confused in his
definition of simile and metaphor and in his delineation of their varieties. For example, in one
instance he mixed metaphor and simile, and in another instance he mixed the different types of
allegory (p. 122, onwards).

The second type of study of poetic imagery, as mentioned above, is normative study,
which set the standards, or criteria, by which the quality of a poetic image should be judged.
Normative study also presented rules by which the poet could formulate his image. Normative
studies led to two types of critical rhetorical theory about the poetic image: constitutional
studies and impressionistic studies.

Constitutional studies have built and established the core of imagination theory, and
highlighted the role of the poetic image in judging and receiving poetry at that time. Such
studies were successful in providing a model by which to read Arabic poetry, at times
depending on individual critical judgment, and at other times adopting a general view, as well
as what is found among critics. For example, Ibn Tabataba (d. 934) in his book ‘Ayar ash-Shi ‘r,

looks at poetry by first showing the issues that might stand between poets achieving

97



aesthetic and semantic poetic functions. He then suggests solutions by considering the models
that demonstrate quality and failure in poetry, and the causes of these outcomes. He links this
with the qualities of an image which make it a simile or metaphor (al-*Ardawi, 2011, p. 21,
onwards). For Ibn Tabataba, the poetic image was tied to following set standards rather than
contriving standards.

The second scholar to set out a vision of constitutional standards is ‘Abdu 1-Qahir al-
Jurjani (d. 1078). In his two distinguished works, "Asrar al-Balaghah and Dald’il al-'I jaz, he
presented his poetic composition theory and his extensive work considering the issues and
meaning of imagery. The composition of words, for him, does not favour words or terms
related to meaning, yet he asserts that there is no preference or advantage except according to
the position of the ‘word’, the aim of meaning and the purpose which leads you; these meanings
are more like the colours that you use to create an image and inscriptions (2004, p. 258 onwards
). From here, al-Jurjani launches a constructive philosophical perspective in order to
understand syntax and the role of the poetic image in syntax.

The standard set by ‘Abdu 1-Qahir in his study of the image is built on two pillars:
concept and function. In terms of the concept, he said: ‘I know that we call ‘image’ is
representation and an analogy of what we know in our minds, not what we see with our eyes’
(2004, p. 150). Here he makes the image a mental product based on two steps: recognising a
subject that exists in the conscious mind and perceiving through the senses (sight) what exists
around it. The poet then measures through simile the relationship between this subject and what
is perceived as existing. He thus approaches the fact that creating the image is a mental activity
despite restraining it by the similar relationship between an abstractly recognised chaotic and
a concretely sensed chaos.

As-Saghir (1999, p. 16) affirms that al-Jurjani gave an excellent representation of the

image and that what he mentioned about imagery is very precise. For him, it is not the same
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thing but is a differentiating characteristic from others, which can be in the form or in the
content because the image contains both; looking at one will reflect on the other.

‘Asfur (1992, p. 342) and ar-Ruba‘1 (1995, p. 39) assert that al-Jurjani also tried to
understand the image through his interpretation of the words al-Jahiz uses about poetry — ‘a
kind of imaging” — considering the image as what is desired to be achieved by the term, thus
he raises its value to make it what is desired. ‘Asfiir (1992, 342) explains, and ar-Ruba‘1 (1995,
p. 38-39) agrees with him, that al-Jurjani talks about several denotations of the image but that
there are two important aspects: the first is the form, about which he says: ‘It is known that
the way to speak is the way to imaging and expressing’ (al-Jurjani, 2004, p. 175). The second is
the image, or the visual representation; he likens the work of a poet to the work of a painter
(Ibid., p.317). He confirms the visual denotations in his book Dala’il al-I jaz and his theory of
composition is based on the role of terms in the denotative use of words. At-Talib (2000, p. 37)
summarises al-Jurjani’s usage of the poetic image, saying that one use is for the general form
of expression and the other for the denotation of a sensory presentation of meaning.

Al-Jurjani differentiates between simile and metaphor according to function; he
considers simile as comparable to metaphor, while metaphor is assumed to be based on
similitude (‘Asfur, 1992, p. 227). In other words, metaphor enters the recipient’s mind as part
of the poem’s meaning through recalling the image and attaching it to the thing likened, as it
is rich when it is introduced, and greater in terms of the simile’s impact (Ibid., p. 232). Hence,
meaning is persevered in the mind through metaphor.

‘Asfur proves that al-Jurjani has left us a strong impression in terms of differentiating
between metaphor and its types, simile, and his preference for metaphor over simile because
of the space it leaves for the recipient’s imagination (Ibid, 246). These achievements and others
by al-Jurjani have high historic value, as does the balancing influence of philosophy and logic

in his work. However, ‘Asfur strongly indicates that some of al-Jurjani’s impressions marred

99



the ideas of those after him, like the influence of as-Sakkaki, as we have seen in this chapter,
and others. They examined it to such a depth that made rhetoric and the study of the image

specifically unapproachable for a long time until the advent of modern studies (Ibid., p. 249).

A third example is Hazim al-Qartajanni (d. 1284), who presented a unique model
combining the philosophical, critical and musical perspectives of imagination and the poetic
image in his book ‘Minhaj al-Bulagha’ wa Siraj al- 'Udaba’’. Al-Ibrahim (1985, p. 83)

emphasises that al-Qartajanni’s book has a special status in literary criticism among Arabs.

Al-Khatib (1987, p. 63) discusses this view while agreeing with al-Ibrahim that al-
Qartajanni benefitted greatly from previous philosophers, but he also intended to set
grammatical rules for the art of poetry and its components, such as the poetic image and
imagination. Yet when others addressed the art of poetry, it was through examining the
imagination, like Ibn Stna when he explained Aristotle’s book® (Ibid.). Furthermore, al-Khatib
(1987, pp. 64-65) adds that the approach of Hazim al-Qartajanni is a mixture of philosophy and
criticism, in which he addresses the imagination aesthetically. His study of the proportions and
formation of poetry® suggest that the poet achieves aesthetic pleasure in a text by surprising

and amusing the recipient.

Al-Wahaybi (1993, p. 48) claims that the book of al-Qartajanni is philosophical and
rhetorical even though it focuses on poetry and the issues of essence and poetic function. He
remarks that, although al-Qartajanni benefitted from others, he surpassed them by going
beyond the traditional approach to eloguence, going deeper into concepts and perceptions that
elaborate the understanding of the purpose of poetry and art in general. This understanding can

be reached by thoroughly studying the meaning, structure, status, style, images and imagination

8 See: Ibn Sina (1298, p. 31).
8 Al-Qartajanni, Hazim, (1986, p. 90); see his writing regarding this.
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of poetic endeavour as well as the appropriateness of these aspects regarding the self and
whether to accept or reject it (Ibid.). In addition, al-Wahaybi (1993, p. 50) makes a very
important point, which is that Hazim al-Qartajanni fully understands the meaning of benefitting
from his predecessors’ ideas without being unjustifiably compliant; he can disapprove what his
predecessors did and sometimes he refused and criticised some of their works and contributions
throughout his project on the theory of poetry, image, and imagination. For example, al-
Qartajanni points to the necessity of being alert to the literal application of Aristotle’s works

on Arabic poetry. He comments:

The philosopher Aristotle addressed poetry in accordance with Greek doctrines, he also
pointed out the poetry greatly benefits from and addresses its rules; Greek poems were
for specific purposes and in special rhythms, and most of their poems were based on
their myths and imposed things and images that do not exist, and generally they make
these myths examples of things that do not exist (1986, pp. 68-69).

Here, al-Qartajanni takes into account the cultural and intellectual differences between
the Greek poetry on which Aristotle built his theory and Arabic poetry, which accepts most of
this theory but might not accept the different nature of both cultures. This shows al-Qartajanni’s
intellectual perception and his awareness of how the rules of a culture form theory, and how it

can be applied in accordance to a studied text.

It is not surprising after all of this that ash-Shikhawi (2014, p. 106) considers al-
Qartajanni’s book to represent a historical moment in the establishment of Arabic critical
theory. It is equal to Ibn Tabataba’s book ‘Ayar ash-Shi ‘r which is the first constitutional book

in early Arabic criticism, as mentioned above.

The poetic image occupied an important position in al-Qartajanni’s study when he
talked about standards of proportion in judging and understanding poetry. Proportion is not
only a standard for poetic imagery, but is also an essential aesthetic standard by which the value

of poetry is realized and performs its job; proportion is completely based on the harmony
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between the language, image and sound. According to al-Wahaybit (1993, p. 48), the way that
al-Qartajanni initially understood poetry was as an internally ruled and conditioned text with
rules matching its literary genre. There are also traditional and historical conditions for poetry,

as well as specific literary norms.

Does this mean that al-Qartajanni judged poetry in its harmony only by following

tradition and without creating a new way in which he could capture poetic imagery?

The answer to this can be found in ash-Shikhawi’s emphasis that harmony — with the
chosen image — is essential for these sections. He observed that the images of the poets of the
Jahili and Islamic eras were real, transferring the real life of deserts, plants, and animals, and
matching what was inside the poet’s self to his changing surrounding. The creativity of images
and meanings goes to the earlier poets, and creative poets seek to follow in harmony with early

creators. (2014, pp. 107-108).

By contrast, al-Qartajanni viewed the parts of the poem as based on the standard of
flow; this flow might be between letters, words and verses within and outside of the text, i.e.
in the denotation, structure and rhythm (ash-Shikhawi, 2014, p. 109). This flow makes the
poem an open circle to the world and subject to variation and renewal. Thus, the poem, for al-
Qartajanni, as discussed by ash-Shikhawt (Ibid., p. 110) in agreement with al-‘Awwadi (2007,
pp. 557-558), flows with what al-Qartajanni called jihat ashshi ‘r (poetry sides). This is the
centre of interest that the poetry is based on as its parts are linked together dynamically and
interact with each other. Images flow with poetic purpose according to aesthetic and
cultural taste and social norms, which were derived from the surrounding socio-cultural

contexts until they became regulated and directed by structures of poetic creativity.

Some researchers like al-Wahaybi (1993) opposed al-Qartajanni, in spite of his

contributions, because of his difficult language and thoughts and his methodology, which is
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based on disassembling the poem and its parts. A number of scholars, including the present
researcher, believe that this makes it difficult to grasp the ideas that he wants to convey. The
divisions and their terms in his book, aside from the opening part, may pose difficulties for the

reader, even though this of course doesn’t reduce the value of the work.

As mentioned above, the second type of normative study is the impressionistic studies.
These studies echo the above studies as their authors did not give significant attention or make
contributions to the poetic image and its meanings. They depended instead upon repeating
public taste in addressing the imagination and judged the poetic image by what was said
previously. Most of these studies sought to further previous studies, such as al-Askari (d.1005)
and Ibn Rashiq (d.1067). Their views of simile, metaphor, judgment, explanation and reasoning
of the poetic image were based on the influence of public taste regarding poetic quality.® These

were conventions about which Ibn Tabataba wrote in detail.

Ancient scholars did not address poetic imagery as a direct term or set limits for its
definition; however, they addressed the tools used in its composition — simile, metaphor,
metonymy, and allegory — which they deduced from records of Arabic poetry. These scholars
studied simile extensively because it is considered to be a passive tool for the poet. What al-
Jurjant and al-Qartajanni did can be considered as a critical element in addressing the poetic
image. They sought to understand poetic imagery scientifically although they gave no specific
attention to the poetic image of water. However, we cannot ignore this consolidation of the

poetic image, its function, tools and philosophy in Arabic criticism.

3.2.3 Modern Arabic Studies of Poetic Imagery in Classical Arabic Poetry

8 See al-“Askari, Abu Hilal, as-Sind ‘atayn (1986) — and the book of Ibn Rashiq, al-Qayrawani, al- umdah fi
Mahasin ash-Shi ‘r wa "adabih wa naqdih (2001).
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More than 1,118 Arabic orientalist studies have been translated into Arabic examining
the Jahilt literature from the first half of the twentieth century until 2005, according to the

bibliography of *Ibrahim Mulhim (2006).

This means that the researcher was confronted by the difficulty of covering an
enormous quantity of contemporary Arabic studies examining classical Arabic literature in
order to extract useful information about the poetic image and imagination. This extensive body
of work indicates how deep awareness of the importance of the Arabic poetic heritage runs,
including as it does Jahili, Islamic, Umayyad, Abbasside, Andalusian or even Mamluki

literature.

The abundance of research dedicated to the poetic image suggests that contemporary
scholars realize the crucial nature of literary semantics in measuring the evolution of human
thought, and how it is influenced by the elements of time, place, religion, changes in politics,
culture and life. It is not possible to ignore this abundance and jump directly to specific studies
of the use of water as a poetic image in the early poetry of the Jahili and Andalusian eras. To
do so would leave a big gap in understanding the construction of the term on the one hand, and
understanding the reasons behind this study on the other. The objective of the study is to

examine the ancient poetic image of water.

‘Asfur (1992, p. 13) claims that interest in the poetic image began in ancient times when
humans became conscious of the differences between poetic language and ordinary language.
This realization compelled ancient commentators to care about the problems and issues that
those differences evoked, although the ways they present this issue differ from contemporary
theory. Poetic language takes the image as a base: it is the strongest way to detect meaning,
and through dismantling and dissecting it, the image becomes immeasurably open and

readable. Considering the poetic image as the open text channel to worlds of meaning and a
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mutual creation between the contriver and the reader, the cognitive openness of imagery leads

to significances we can never judge as ending (Binjilalt, 2010, p.49).

The poetic image must be addressed in critical theory when defining imagination and
its components and functions. One rarely finds a critical treatise that considers poetry or the
imagination without going through the poetic image with its ideas and meditations. However,
does the way contemporary Arabs commentators address poetic imagery in early Arabic poetry
differ from how earlier Arab commentators addressed the poetic imagery of their
contemporaries and predecessors? And how is poetic imagery in general and the poetic image

of water in early Arabic poetry studied now?

3.2.3.1 Studies of Poetic Imagery in General

Contemporary Arabic studies that deal with the poetic image in early Arabic poetry can

be divided into theoretical studies and applied studies.

Theoretical studies devise a theory and outline for the concepts and issues of the poetic
image. They depend on the Arabic literary heritage and discuss the most important critical
issues relevant to the poetic image, like words, meaning, and theft of poetry (plagiarism). These
are traditional studies, as is shown in their shape, or how they make use of concepts from
Western critical theory to try to find correspondences between early Eastern thinking and

contemporary Western thinking.

For the most part, these studies do not seek to implement these concepts in their
discussions of the poetic image, or they are limited in their implementation to a few examples.
They are content to simply examine and criticise what the Arab pioneers did with the poetic
image in early Arabic poetry. Mustafa Nasif (1958) in his book as-Sirah al-’adabiyyah

vacillates between two positions: a traditional position, in which he discusses the issues of the
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image according to early critical writing, or a modern position, in which he tries to be free of
early framing in order to come up with a modern theory looking to save the poetic image from

the past.

He declares that ‘image is a word used to refer to all that is related to a sensory
expression, and it is also sometimes used as an equal meaning of the metaphoric use of the
words’ (p. 3). He then discusses metaphoric meaning and its relation to imagination, repeating
that imagination was neglected in Arabic criticism because of the excessive interest in passion,
and the dominance of intentionality and causality in early critics’ understanding. The issue of
‘honesty and lying’ occupies a big part of early criticism, which deflected research into the

beauty and poetic nature of the image (pp. 10-11).

He reported that his study sought to correct the critical heritage and its view of the
image and imagination, though he admitted that Arabic critics were proficient in adapting the

idea of poetic inspiration and the psychological ability of the poet (p. 13).

Nasif discusses the opinions of Coleridge and the Romantic school, and adopts his
meditations on imagination, poetic imagery, and the poet’s relation to the world and to the self
in order to elevate the position of the poetic-self (p. 21). He continues by discussing metaphor
and trope in the Arabic heritage, and then in contemporary critical theory, highlighting al-
Jurjant’s distinguished study. He confirms the notable spirit of systems theory and the extensive
use of the study of Qur’anic examples to raise the position of the metaphor and realise its

aesthetic role in text (p. 111 and what follows).

In his discussion of metaphor as a deep image tool, Nasif describes Aristotle’s laws as
naive, discussing the psychological definition of metaphor as a qualitative feature of the poet
(p. 131). He confirms the uniqueness of the poet and his act of imagination (p. 132), and

outlines and adopts and number of psychological opinions (p. 133 onwards).
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However, in his book titled Study of Arabic Literature (1983) Nasif says,

Thus we can see clearly after reviewing of ideas of Romanticism, and correcting the
mistake of naming imaginary images as sensory images, and the review of different
usages of the term ‘imagination’, we can see that the share of imagination in Arabic
poetry is more than clinging to the urgency and the fault of generalization, and breaking
into the big issues with poor spirits®’ (p. 87).

Here, he widens the concept of image, and frees it from the religious power that he
expresses in the term ‘Islamic tools” when reading the poetic image (p. 20). He asks readers to
renew their tools of reading and understanding poetic images by isolating the text from the
poet’s historical record, not looking for the poetic motive and object, and replacing the standard

of textual authenticity and intensity of poetic image semantically (pp. 103-104).

Nasif shows great critical awareness when he demands that we not project the
psychological complexes that history attributes to the personality of the poet onto the poetic

image. For example, he says,

Suppose that *Abt Nuwas says about one of the boys that his eyebrows are drawn like
the letter N in Arabic! Here the corruption of the social life which *Abt Nuwas is a part
of will stop the researchers, and the objective which Abt Nuwas means, but the poetry
itself and how he said it, will not, and they are mixed between the motive and art® (p.
107).

Nasif tries to exempt stereotyping from the text, as he frees it from religious power

when interpreting it and considering it directly without a mediator.

It is now clear that Nasif establishes a free approach to understanding imagination and
poetic imagery in early text, and his ideas swing between the old and the new until he concludes
with his own correct method to interpret imagination and poetic imagery. Imagery does not

depend on what is in the creator’s mind; rather its interpretation directly enriches human

8 Translated by the researcher.
8 Translated by the researcher.
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experience, so that the reader’s own realization becomes part of the poetic experience, and
therefore adds new dimensions to the artistic work (p. 137). This is with the understanding that
the relation of the poet to the poetic experience is endless and cannot be completely cancelled
(p. 144). In addition, he says again that the artistic work according to its aesthetics frees itself
from its writer, to the extent that we see the role of this work in the writer’s life erase the inner
work, the essential value is the work itself, its imagination and its figuration, though there is a

need to understand the personal experiences of the creator (pp. 147-148).

Nasif himself appears to hesitate and is unable to be completely free from stereotyping.
He presents his idea of freeing the reading of the poet’s imagination and his artistic work then
returns to insist on the need for knowledge of the poet’s individual poetic experiential
existence. This is what we see in most Arabic critical works, where the opinion of the critic is
not clear towards the poetic image either theoretically or in application. However, intellectual

concern appears, and can be removed by discussion and analysis.

On the other hand, Jabir ‘Asfur takes modern studies as the starting point for his
criticism, through practising the contemporary tools of questioning and analysis of the Arabic
literary heritage and its issues related to the artistic image, as he calls it. Some critics take the
same approach and appear more consistent in their consideration of the concepts and terms of
poetic imagery; this may be because receiving new intellectual ideas from the West about

reading poetry, imagination and philosophy is more customary.

For instance, in the context of the concept of early poetic imagery, ‘Asfur (1992, pp. 7-
9) and Salih (1994, p. 20) insist that considering heritage while searching for the idiomatic
origin of an image is not easy, and may not be successful unless it achieves two basic
conditions. The first condition is a deep real understanding of the spirit of the term poetic

imagery. This helps the critic acknowledge the image’s problems, questions and issues as well
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as be aware of the proportionality between the development of the concept within the social,
historical and civilizational conditions of the era the critic is examining. Second is scientific
flexibility in avoiding a full literal exploration of the term according to its contemporary and
common understanding in modern criticism; in other words, the critic needs to avoid tumbling
the modern concept onto the early conceptual base in order to avoid omitting the authentic
heritage aspects that were included in older studies. The issues raised by the modern term of
image existed in the past but were represented differently and considered in a way suitable to
the historical and social heritage conditions. The poetic image is a fundamental issue in the
Arabic rhetorical heritage and in need of deep research and organised effort in order to

accommodate the contribution of early Arabic criticism (“Asfur, 1992, p. 9).

Salih (1994, p. 19) adds that the morbid passion that pushes a researcher to control
linguistic heritage in order to extract the term from the lines around it is a passion that should
be directed to simplifying the delivery of the heritage-based information regarding the image,
and to presenting it to the contemporary reader without prejudicing the meaning carried by the
heritage. We should consider the turmoil that was experienced by the term due to the changing
nature of poetic creativity, either from the creator or recipient, because it is an interactive
process between the two parties (Ibid.). In addition, we should bear in mind the varying
characteristics between earlier Arabic poetic eras and critics in expressing these varieties
(Ibid.). Takfrast (2011, p. 224) supports this idea, arguing that pitfalls in the study of poetic
imagery cannot be avoided because they are subject to sentiment and emotion. This results in
making the research of poetic imagery multi-disciplinary with various concepts to be
considered. She also argues that the critic who examines and analyses the poetic image is a
creator: he (the critic) adds his creativity to the text that is being dealt with, since he makes the

image subject to his opinion and senses (Ibid.).
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Thus, it can be said that the poetic image gives additional meaning through the second
creator who is the critic or the reader. Again, that is the core of the study of literature, and the
imagination of literature. Or, as ‘Atif Nasr Jawdat (1984, p. 5) says, the poetic image is a
suggestive power passed on in the formation of the conceptual and idiomatic apparatus by

historical stages, and cannot be ignored.

A number of critics repeat the definition of poetic imagery according to the divisions
between critical views or schools, like al-Yafi (1982) who said that the concept of the poetic

image and its study can be confined to five paths:

1. Linguistic — dealing directly with word from the Greek and then in
contemporary use.

2. Mental — the human mental building unit and its ability to identify things and
orient behaviour. He indicates that it is a philosophical concept that places the image as
the opposite of the material.

3. Psychological — He adopts the concept of the conscious memory of a previous
sensory perception (either in part or in its entirety) in the absence of the original
stimulus.

4. Symbolism — The image, as a symbol, does not carry reality or non-reality; it
is one world that points to itself because it is a sign.

5. Rhetorical — This defines the image as a form of rhetorical speech, and that
includes a comparison or relation between two components, or a transference of a non-

verbal expression into speech (pp. 44 — 46).

These divisions empty the image of aesthetic meaning, or even poetic meaning, so that

analysis of the image would fall under dry logic, which is completely wrapped in mystery.
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Al-Yafl admits this himself and sees that the chaotic nature of imagery and metaphor
is a problem that is not easily solved. It is a Western term that carries an Arabic origin, but its
procedural circulation is mixed between the two. This makes al-Yafi refuse to adopt the
linguistic handling of the term later, in spite of his indication that he would not prefer one term
over another. He then decides that he prefers the rhetorical meaning because of its
comprehensiveness, including all types of image, such as metaphor, symbol, and simile (p. 49).

Critical theoretical studies show too much repetition in choosing definitions and
concepts. Each study revolves around the same area, circulating the same divisions and the
same issues when talking about image and the self, or topic and image, or meaning and its role
in the image, and other things, especially ideas imported from Western concepts of poetic
image.

Applied studies are critical or rhetorical studies that address the poetic image in Arabic
poetry through analysis; this is usually done by applying a specific theoretical approach to a
chosen sample of early Arabic poetry. These studies handle poetic images in four ways. First
is the modern approach, which is used to understand and analyse the poetic image even if there
IS a projection onto earlier Arabic poetry and a subsequent change in its identity. The focus of
this study will not be the poetic image itself as much as it will be an opportunity to adapt the
modern approach regarding it. The poetic image in classical poetry is handled by mythical,
psychological, structural, symbolic approaches and others.

An example of this specific approach is the study of ash-Shuwayr1 (1996), which makes
use of the mythical approach in reading Jahili poetry, and the imagination and imagery within
it. In his introduction to the study, he states that his research aims to prove that this poetry can
be truly understood by following its mythical features, and then reading its civilized side and
knowing the distance to and awareness of the individual in the Jahili era. His study does not

care about the aesthetics of the text, or anything other than myth and its significance to the
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imagery. For example, he says that for those living during the Jahili era, the image of the horse
was linked to religious thinking as there were terrestrial horses as well as horses believed to be
heavenly. This is why horses were sacred to the extent that it could be sacrificed for them to
gain redemption. Then he gives his evidence on that:

By, il bl s

We would scrify for her [the horse], and she would have our honour; us with our
children could be hanger for her, she would not®.

We notice how the critic does not mention the important mythical event — the
redemption — or its theological form; the redemption is to scarify one’s self and one’s son in
honour and respect of the horse. However, taking verse out of their context in this way weakens
any such interpretations as the focus of the image becomes the redemption, stripping out any
aesthetic value it would have borne as part of the whole work. The critic could also have
considered the linguistic structure of the verse, or its temporal form. The poet described the
horse with °Iftida’ which is a principle from the passive verb "Uftudiya -to have been scarified;
the other adjective Mukarramah is also from a passive verb Kurrima -to have been given
hospitality by someone. These verbs made the subject absent for two reasons: the doer’s
identity is generalised, so the verb can apply to everything or everyone without differentiating.
At the same time, it proves the importance of the object and raises it from the position of an
object to the position of vice-doer, which is linguistically more important. This is what
strengthens the power of the redemption and makes it essential in relation to the horse so that
the verb yuja ‘ -to make them hungry falls into harmony with the previous two verbs. The word
al- ‘Iyal takes on the meaning of dependency and caring, as if the image entailed sacrificing,

and a theological and religious rite was performed for this heavenly sacred creature. We can

8 In: Al-Marziiqi, Diwan al-Hamasa (2003, p. 154).
% Translated by the researcher.
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see that the presence of the mythical interpretation is still possible even when highlighting the
verse’s aesthetic syntax and keeping its privacy. The mythical approach may be the more
obvious of the approaches to this Jahili image, and a large number of critics have studied
features of early Arabic civilization in this way.

The second path is to study the poetic image as it is used by one specific poet, either by
comparing him to other poets or going through his life and psychology in individual detail,
such as Hamdan az-Zahrani’s (2003) study of the poetic image and its models in the similes of
Ibn al-Mu‘taz. Although this is a fairly recent study, it falls into the jaws of traditionalism
through exhibition and analysis. For example, we find that he handles the concept of the image
from early and modern critics in a traditional manner without questioning any of these images.
When he comes to apply his concepts to the poetic verse of Ibn al-Mu‘tazz, he first defines the
image then lists all of the old and modern sayings without giving any opinions or direct
analysis. He appears to only have been gathering and exposing the meanings of images (p. 12
onwards).

Addressing the poetic image may require in-depth analysis that mixes various
approaches and branches of study. An example of this is a study of the poetic imagery of Jahili
poet al-‘Ajjaj (Dukman, ‘Abdu I-Latif, 2012). Here, the critic talks about the sources of this
poet’s imagery. He mentions nature and states that the entirety of the poet’s work is an effort
to represent the natural world. He then suggests the second source of images: the creative
imagination (p. 23). This implies that the images described from nature were not part of the
poet’s imagination, which suggests that the critic only understands imagination as a feature of
memory with no independent functions. Somehow the poetic image is formed by imagination
and other things, though this division is not acceptable or real. It is commonly known that even

if an image describes something from the external world (topic), this description — its
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construction and mixture — is imaginary in origin, meaning, it is the product of imaginary
power.

The third path of study is following a poetic image during a certain era, assessing where
specific characteristics are put, how it is concerned with its historical context, and how it
transmits this era by applying a historical approach rather than an aesthetic analysis. Many
critics used this method when focusing on the construction of poetry in the Jahili era. Some of
these studies provided successful profiles of certain features of poetry from the era, such as
Bakkar (1982). Other examples are the studies of poetic imagery in Andalusian nature poetry.
Such studies describe the geographic environment and the natural life of Andalusia whereby
assessment of images or texts becomes a historical or religious exercise, losing the connection
to aesthetics. Many studies can be mentioned here such as Khalif (1981), al-Batal (1983), ’Abt
Suwaylim (1991) al-Fifi (2001) and others.

The last path includes studies of poetic imagery as an aesthetic phenomenon, studies of
specific phenomena in poetic imagery, or studies of a poetic phenomenon joined with imagery.
This approach joins a number of previous research paths together. This kind of study is more
accurate if it takes a clear approach to the image without sanctification of a systematic concept
and allows flexibility in applying it to the text according to the space of the text.

An example of this is ‘Awad’s (1992) study of the poetic image in the work of "Imr’u
I-Qays, following a symbolic approach. It provides a theoretical treatment of the concept of
image based on modern views, and also looks at the traditional views of Arabs without trying
to fabricate roots or connections between the two views. The study then discusses the symbolic
approach and its role in forming the poetic image. When applying this analysis to poetry, the
study divided the chosen sample of the poetry of "Imr’u I-Qays into structural then symbolic
perspectives, merging the two approaches in a way that did not affect the imagery, though it

was repeated in the interpretation.
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For example, the study addressed the image of ruins and it made it a mythical figuration
of a wasteland that was left by its owners (p. 341), or an image of the possibility of resurrection
from death to life. This interpretation was repeated in Stetkevych’s (1993) study but under the
interpretation of a rite of transition. We also find the image in al-Harahsha (2012) and most
contemporary researchers, who interpret the ruins psychologically as an expression of sadness,
despair and loss for early poets. However, the analysis is influenced by considerations of time
and the poet’s psychology, such as his being close to death and his life circumstances (p. 343).
However, ‘Awad always repeats Nasif’s (1983) view about reading Jahilt poetry with reference
to the poetic self, or viewing such poetry as transferring or reflecting events in the poet’s own
life (p. 17). In spite of this, ‘Awad sometimes fails to set off the poet’s life and experience, as
she did in the interpretation of the ruins in the poetry of "Imr’u I-Qays. She believed that the
poet was talking about death because he himself was close to it, wracked with illness at the
time of writing (p. 346). She thus slips into overlapping historical and psychological

interpretations of the poet’s life through the text and its poetic image.

3.2.3.2 Studies of Poetic Imagery of Water in Jahilt and Andalusian Poetry

The study of the poetic image of water can fall under applied studies directly or
indirectly. The direct mode guides the study of the poetic image of water, specifically in Jahil1
or Andalusian poetry. The indirect mode studies the image of water within other phenomena.
What is important here is how the image of water was treated in the poetry of these two eras

specifically.

The image of water in Jahili poetry was greater than in the Andalusian era in terms of
both number of appearances and depth of meaning. However, as a subject, it has appeared more
frequently in studies dealing with poetic imagery specifically rather than as part of a wider
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study of Jahili poetry. It has been dealt with in considerations of myth in poetry, as mentioned
previously. Lost water as a phenomenon was especially represented by ruins; there is no study

of Jahili poetry that has not made mention of this.

Studies of nature in Andalusian poetry have discussed the image of water but not to any
considerable extent. Imagery was considered as describing life in Andalusia in all aspects, like
the study of water and man in Andalusia during the hijrah centuries (7th-8th /13th-14th in the
Gregorian calendar) (Bin Hammadah, 2007). The researcher focused on aspects of social and

economic Andalusian life, which does not contradict the poetic image of water.

Among the studies that analyse the image of water directly, that of ‘Abdul-Malik Mirtad
(1998), entitled the water rituals in his book ‘as-Sab ‘ al-Mu ‘allagat’, is considered a seminal
work (p.118). He inspects early views of water and its image in pendants, followed by a study
of the ritual folklore practised in the Jahili era, with rain as the sacred expression of water. He
starts with "Imr’u I-Qays, linking him to religious beliefs and rain (pp. 119-122). He then
considers a second shape of water — rivulets. The rivulet is described as the daughter of rain,

and he continues the description linking rivulets and virgins. "Imr’u al-Qays writes:
M il IS ooy Gap (gyldall plad

‘Abdu I-Malik discussed this image, focusing on the story that is described as mythical,
which is known as Juljul -an accident. The story says that "Imr’u I-Qays saw some virgins who
were swimming naked in the Juljul rivulet; he collected their clothes and forced them to get
out of the water naked in front of him. One of them was his cousin, ‘Unayzah, who was greatly
insulted by what happened®. Mirtad discusses the evidence for the validity or invalidity of this

story; he searched its origins and details. During his discussion regarding the history of the

% Diwan *Imr’u I-Qays (2004, p. 112)
92 See the full story in: Ibn Qutaybah (1997, p. 69).
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story, he points out the poetry, innocence and purity of the image and how that is part of the

narrative enjoyment. He sees that it exhibits a high poetic taste in the lover (p. 123).

He continues with images of Labid and ‘Antara and other pendants. His discussion
ignores to some extent the full range of poetic water images, either internal and external,
verbally and significantly, or its presence in the narrative structure. Rather, his chief concern

was the achievement of myth in the work and the themes presented in the image.

"Abtu Suwaylim (1987) considered one independent shape of water — rain. His thesis
was based on linguistic and semantic analysis and so started with the linguistic significance of
rain in the Holy Qur’an, followed by the cloud-seeding ritual in the Jahili era in order to
emphasise that these images were just an expression of the psychological needs of a Jahili man,
who is at the mercy of the heavens and the metaphysical powers that save him from death (p.
20). The writer then links rain, prayer and purity along with the collective religious ritual
practiced at that time (p. 39). It has been mentioned that prayers and cries for rain were a trait
and phenomenon of Jahili poetry, in which rain imagery appears frequently. He gives examples
of Jahilt poems, some of which illustrated his explanation of the image of lightning as
inseparable from rain, and which show the poet’s prayers asking for rain. He mentioned twelve
examples without looking at the aesthetics of the verses or analysing any of the images
mentioned (pp. 39-40). He appeared to be satisfied by only mentioning the lightning in the
image of rain. It can thus be said that the study did not delve deeply into the water imagery of

rain from an aesthetic perspective but was instead satisfied with chiefly linguistic analysis.

The last study — that of "Uns al-Wujad (2000) — is the most thorough in terms of
applying and analysing what the current researcher has also attempted to do. Her study

addresses the symbol of water in Jahil1 poetry through a group of concepts, mixing aesthetic,
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social, linguistic, and psychological approaches, and trying to reach an integrated view in its

interpretation of the symbolic image of water (p. 9).

In this study, we find that the symbol of water is represented in mythical, linguistic and
pluralistic terms in its phenomena, as in the example of ruins. Furthermore, the study links
water and flirting, water and praise, and water and description. It can be noticed that "Uns al-
Wujtd did not ignore the aesthetic side in considering the symbolic image of water, though she
is concerned primarily with mythical and psychological interpretations, she found an aesthetic
side to many parts of the text. For example, she explains the sanctity of the loved woman as an
image and the embodiment in integrated imagery of the smallest bodily details, as in the
description of saliva. Saliva is dulcet, cool water; the poet describes it as having purity and

serenity. She comments on the al-’ A ‘sha verses:

Pz g S e Gy B Sis 25 2

The poets kept emphasising this quality of coolness, and it is a welcome quality for
saliva and tears, as hot saliva is evidence of a corrupted mouth and the changing of its
smell and taste, as hot tears refer to grief; to have a lover with cool saliva should be
combined with the as-Siba -a good wind with mild breeze, or al-Harjaf -cool wind ...
(p. 157).

We notice a wider reading of the image and the critic trying to read what lies behind
the image in spite of the mythical shadow it retains. She also acknowledges flirting, praise and

description as being key objectives of water imagery of the period.

Hibah Sultan completed as master’s thesis on the poetic image of water in Andalusian
poetry entitled ‘The effect of water in Andalusian poems’ (2009). It is a study that can be
considered a mix of psychological, mythological and semantic analysis. Sultan indicates that

the water image in Andalusian poetry is an image distinguished by simplicity without

% Diwan al->A‘sha (n.d, p. 365).
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complexity or affectation (p. 110). She suggests that this may be why it has not been considered

remarkable by most researchers.

She examined water imagery in Andalusian poetry, and assumes that the introduction
of water can substitute the introduction of ruins, which were a common feature of classical
poetry for a long time following the Jahili period. She further suggests that the image of water
is a symbol of life unlike the symbolic meaning of death that ruins carried (p. 115). Moreover,
she discusses the subject of personal praise poetry in relation to water imagery. Often the
qualities of the person being praised in such poems are generosity and courage, which can be
linked to the image of water flowing copiously, especially the sea (p. 117). This is what "Uns
al-Wujad mentioned in her consideration of the image of water and its relation to praise in
Jahilt poetry (p. 181). She explains that Andalusian poets’ used water imagery for chiefly
psychological reasons as it connotes the availability of the substance and its presence in their

natural surroundings (p. 119).

In addition, she divided the poetic image of water in Andalusian poetry into realistic
holographic images, which suggest water reality or simulate it, and imaginative images (p.
121). It is reasonable to suggest that this division creates some confusion, even if the images
contain or transfer aspects of reality. In poetry’s configurable terms, the structure of water plays

a major role in the imagination.

Sultan explains the poetic image of water psychologically, especially when she looks
at it in opposition of fire. She thinks that the opposing images of the two elements are
expressions of the poet’s concern and anxiety and his feeling of instability, as in the saying of

Ibn Khafajah:
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Sultan attempts to create a glossary for water terminology and references found in
Andalusian poetry. The effects of water imagery in the Holy Qur’an and Jahili poetry, and the
reference to Eastern water sources such as the Nile and Furat, reflect a willingness to connect
East and West — a desire which was always present in the Andalusian poet (p. 134). It can be
stated that the domination of the mythical and psychological parts of water imagery in the
analysis is very obvious, except when she addresses the music of Andalusian poetry and its

involvement with water through the naming of water sounds (p. 147).

We can therefore conclude that a comparative study of the image of water between
Jahili and Andalusian poetry, according to Bachelard’s phenomenological approach, has not
yet been done to the best knowledge of the present researcher. However, some studies have
considered aspects of water imagery. These studies generally followed the mythic, social and

religious symbolism of water with considerable attention to psychological interpretation.

Bachelard’s approach, which is the phenomenology of the beauty of the poetic image
of water, has not been utilised in Arabic studies. It has been applied to modern and classic
European poetry and will form the basis of the present study. This will be looked at in Chapter
Four when the phenomenological approach and Bachelard’s aesthetic view of the imagination
will be discussed, along with the poetic image, and especially the poetic image of water. This
is intended to pave the way for the phenomenological approach to be applied to Jahilt and

Andalusian texts in Chapter Five.

% Diwan Ibn Khafajah (2006, p. 139).
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3.3 Summary

The third chapter of the study included three sections. The first is a discussion of the
contemporary concept of poetic imagery and involved issues such as the self, topic, metaphor,
symbol and myth. The second section introduced a review of the concept of the poetic image
in early Arabic poetry, and how the Arabic heritage was influenced by the Greek heritage in
two aspects: philosophical and critical. The third section was a review of the most important
contemporary studies about the poetic image in early Arabic poetry in general, either
theoretical or in application, followed by a discussion and display of the most important modern
Arabic studies to have addressed the poetic image of water in both the Jahili and Andalusian

eras.
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Chapter Four

Phenomenology and Bachelard’s Phenomenology of the Poetic Image of Water

4.0 Introduction

Phenomenology was one of the most significant philosophical movements of the
twentieth century; its concerns and focus span a wide range and its theory has contributed to
many academic fields from science and policy to art and literature (Bubner, 1981, p. 12 and

Spiegelberg, 1994, p. 1).

As phenomenology has become more widely used, it has become more complex and its
meanings more diverse (Spiegelberg, 1994, p. 2). Thus to facilitate understanding of the

phenomenological method in order to analyse the

poetic image from this perspective, this chapter will present a short review of the
subject; however, it is important to say that the central aim of the following pages is not to trace

the history of the movement but to outline its main tenets.

The chapter is divided into three parts: the first attempts to define phenomenology; the
second presents the literary concepts of phenomenology in the thinking of Husserl, Heidegger
and Sartre; and the third part presents phenomenological thought and its application in
Bachelard’s work on the imagination, and on the poetic image. Some information about

Bachelard’s studies in modern Arabic are also addressed briefly.

4.1 Definition

It is not an overstatement to say that the emergence of phenomenology was one of the
most revolutionary developments in European philosophy (Spiegelberg, 1994, p. xxi), but what
is phenomenology? This question formed the opening to Maurice Merleau-Ponty’s (d.1961)

book Phenomenology of Perception (1962).
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Martin Heidegger (d.1976) was one of the first to attempt to define phenomenology.
He was a student of the phenomenological figure Edmund Husserl (d.1938), who has been
called the founder of the phenomenology movement. In constructing his definition, Heidegger
(1962) returns to the Greek root of the word, phainomenon, which is a participial form of
phaninein ‘to show’, and logos (‘reason’ or ‘study’). Thus, the original meaning of the word
relates to ‘uncovering’ meaning, or ‘letting something be seen’ (Ibid., p. 51). Phenomenology
is also known as the science of phenomena, literally meaning ‘the study of things shown’

(Sokolowski, 2008, p. 12).

If we go back to Merleau-Ponty’s question ‘What is phenomenology?’, we will be
guided to a strict answer from Spiegelberg, who claims that no sufficient answer has yet been
given to this question (1994, p. xxvii). However, given Heidegger’s literary definition, it seems
that phenomenology is a method that aims to interpret, explore and illuminate a particular
phenomenon in order to understand the wider world around it. The appearance of a
phenomenon is considerably less important to the phenomenologist than the way in which it
appears. Thus, phenomenological analysis looks at the ‘style’ of this appearance (Heidegger,

1962, p. 51).

For example, imagery in poetry is a phenomenon. To explore its beauty and understand
its imaginable task in text in terms of phenomenology, the phenomenologist must discover its
elements, how they were produced and how the image has been employed to build up the
meaning of the text. A phenomenologist must also be concerned with the roots of this image

and the link between the image and the culture in which it exists, such as its myths.

Paul (1993) defined phenomenology as a philosophical method which ‘seeks to provide
a descriptive analysis of the objective world as it appears to the subject’ (p. 139). This means

that phenomenology concentrates on ‘phenomena’ more than searching for answers to
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metaphysical questions related to phenomenological concepts (Ibid.). Phenomenology is ‘a
philosophy of experience’, and the core of this philosophy is studying the lived experience of
human beings. Also, in phenomenology, the philosopher’s mission is to ‘describe the structures
of experience, in particular, consciousness, the imagination, relations with other persons, and
the situatedness of the human subject in society and history.” (Armstrong, 2005, pp. 731-734).
Phenomenology in art and literature can be seen as the study of ‘mediators’ between the
consciousness of both the creator and reader in order to reveal the human aspects of existence
and the human world (Ibid.). Therefore, phenomenology is a tool for understanding the flow

between the cultural system of human beings and the lived world.

Bubner (1981, pp. 12-13) and Spiegelberg (1994, p. 2) argue that phenomenology is happening
against inflexible philosophical thought through established ‘dynamic’ streams of growing
‘principles’ of things in expanded geography. Furthermore, Bubner (1981, p. 15) points out
that phenomenology has often been ‘understood in the sense of method’. Spiegelberg (1994, p.
2) and Sokolowski (2008, p. 3) assert that phenomenology, through its philosophical
restoration, has succeeded in influencing many schools of thought, such as structuralism,
literary formalism, deconstruction and reception theory. Lewis and Steahler (2010) adopt the
same definition of phenomenology, and add that ‘A phenomenon is what appears, together with
its appearing, or rather, it designates that which appears in its very appearing’.(p. 7) This is
similar to Heidegger’s phrase: ‘[a phenomenon] shows itself in itself” (1962, p. 51). As a result,
this study adopts the definition that phenomenology is a philosophical method of enquiry that
aims to understand human consciousness of phenomena in the world. This comprehension

gives humanity its identity and image of the universe.

4.2 Concepts and Perspectives of Phenomenology
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We cannot address all of the concepts of phenomenology because of the rapid growth
in the movement and the development of new phenomenological concepts. Also, there are
many types of phenomenology, each with its own terms and concepts.®® As mentioned above,
this study will use a selective method that applies the phenomenological perspective of Gaston
Bachelard. The concepts to be discussed are limited to the needs of the study, and will be
concerned with reporting a complete view of the basic concepts of Bachelard’s phenomenology

rather than treating the subject as a whole.

However, writing about phenomenological concepts can only be successful through a
thorough grounding in the thought of the movement’s central figures. This chapter selects the
most important and effective phenomenologists who inspired Bachelard in his study of literary

imagination and its application to poetic phenomenology.
4.2.1 Edmund Husserl (1859-1938)

The term ‘phenomenology’ first appeared in a scientific context, used by Kant in 1786
in his description of a physical phenomenon (Spiegelberg, 1994, p. 7); however,
phenomenology has always been linked to Husserl specifically. Spiegelberg considers Husserl
as the ‘central figure in the development of phenomenology’ (Ibid., p. 69). Moreover,
Sokolowski (2008) asserts that Husserl was the founder of the phenomenological movement
through his work Logical Investigations in 1900 and 1901 (p. 2). Tawfiq (1992, p. 18)
demonstrates that Husserl is the trunk of the phenomenology tree and all other
phenomenologists, who present different types of phenomenology, are the branches. The

branches, however, are not a copy of the trunk.

% Different types of phenomenology have emerged in various fields of thought, for example: eidetic
phenomenology, transcendental phenomenology, genetic phenomenology, hermeneutic phenomenology,
existential phenomenology, poetic phenomenology and destruction phenomenology (Kearney, 1998).
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In investigating the basics of phenomenology, Husserl revealed the motivation behind
this thought. He showed that individuals struggle to prevent their background knowledge from
governing their perceptions. Hence, human consciousness is limited, and growth is the result
of formal understanding through the experiential sciences of the phenomena in the world. This
understanding has been added to regularly by scientific experience. Because of this direction
of knowledge-building, the soul of humanity has been ignored (Husserl, 1965, p. 194).

Furthermore, Rancher and Robinson (2003) argue that Husserl is concerned with
experience as the fundamental source of knowledge, and that his aim is deeply epistemological
(p. 471). Dowling (2007) agrees with Vale (1989) that Husserl presents a crucial study in
dealing with things as they appear because he wanted to attach human awareness to the
essential understanding of things (p. 132).

As a consequence, Husserl argues that there is a philosophy that can free human thought
from the presuppositions of objects in the world — phenomenology. He indicates that
phenomenology could succeed by producing a new psychology, which concerns reflections
(Tawfiq, 1992, p. 20). At its core, a phenomenon includes its meaning, and our exploration
comes through the act of reflecting on our experience in relation to that phenomenon (Magliola,
1977, p. 3). In addition, Husserl emphasised that we must focus on the data/object/thing itself,
not on the concepts or the assumed idea of the data in consciousness (Bubner, 1981, p. 16, and

Penit, 1969, p. 9).

According to Bubner (1981), in 1913 Husserl presented his phenomenological method
in his work Ideas for pure phenomenology and phenomenological philosophy, in which he

discussed the two literary concepts of phenomenology:
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a. The ‘Epoché’

Tawfiq (1992) define ‘epoché’ as freedom from presuppositions about the existence of the
external world. Lewis and Steahler (2010, p. 12) argue that Husserl points out that the epoché
refers to the idea of knowing the ‘world’, which signifies more than what he calls the ‘natural
world’. He sees the natural world as the world in which we find ourselves, and which evokes
a natural attitude from us towards the world that we know (before philosophy). However, the
epoché is the gate through which we can understand other aspects of this ‘world’ through
various human perspectives; this additional perception of the world is deeper and higher than

the natural world, and is known as a philosophical perspective (Ibid.).

From Husserl’s point of view, the epoché is an essential component of the
phenomenological method, and entails ‘a suspension of judgment regarding the world’s being,
which is neither affirmed nor denied’ (Lewis and Steahler, 2010, p. 14). This suspension can
be enacted through ‘bracketing’ or ‘putting out of action’ the common hypothesis of ‘natural
attitude’ (Ibid.). Husserl claims that when we liquidate our presuppositions, we can meditate
on the same objects of the world as we feel them in our pure consciousness, and as they appear
(Tawfiqg, 1992, p. 28).

Thus, the epoché takes us back to the world but only once preconceived judgments have
been cast aside. The epoché implies that ‘the world in the phenomenological sense is not a
totality of entities, but designates the relations or references between them; it is a context of
references. We find ourselves in the context; we do not bring it about, but we do give meaning
to it’ (Lewis and Steahler, 2010, p. 15). Penit (1969) argues that the passage of assumed
judgements does not include beliefs; this area seems problematic, and needs wider investigation

in the philosophy of Husserl (pp. 113-119).

b. Reduction
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Bubner (1981, p. 15) argues that Husserl, through the epoché and reduction, aims to consider
pure experience. Tawfiq (1992) explains reduction as being when the subject starts to perceive
objects through pure feeling (Ibid.). Thus, reduction comes after the époché, which is the
process of the human return to ego and to intuition. At this point, a human faces the world as a
phenomenon, which is an object, and this object has internal and external data (Ibid.).

The phenomenological method here bears features of transcendental phenomenology,
which focuses on subjectivity, and the ideal of knowledge can be achieved through
transcendental consciousness of objects (Lewis and Steahler, 2010, pp. 15-16). Spiegelberg
(1994, p. 81) argues that the idea of ‘pure ego and pure consciousness’ is the ‘wonder of
wonders’ in Husserl’s thought, because according to this idea, humans become aware of
themselves, of the object and of part of the world. Through this awareness, the subject will

know its own being as it appears in consciousness, which emphasises subjectivity (Ibid.).

Following the ideas of epoché and reduction, Husserl based his idea of pure
phenomenology on his formulation of three significant concepts of phenomenological method:

intentionality, reduction and constitution, and the lifeworld.

c. Intentionality®®

Husserl indicated that without the idea of intentionality, phenomenology would not
exist (2012, p. 242). He emphasises that intentionality has been the ultimate achievement of
phenomenology, and the one which could be used to understand our consciousness (Ibid.,

p.454). Husserl explains intentionality as follows:

The intention is directed toward its object; it does not want to be a merely empty
intending toward it; it wants to go to the object itself — to the object itself, that is, to an

% Sokolowski (2008) emphasises the difference between the word ‘intention’ as the ‘purpose we have in mind
when we act’, and this ‘sense of intend’ in the phenomenological realm (pp. 8-9).
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intuition that gives the object itself, to an intuition that is in itself the consciousness of
having a self. (2012, p. 83)

Husserl mentions here that to simplify the fact of human consciousness, every act of human
consciousness must be directed towards ‘something’ or to an ‘object’, thus, every experience
in human consciousness entails intentionality. Therefore, all consciousness is consciousness of
an object. Sokolowski (2008) illustrates that intentionality can be exemplified by 1) the
imaginary object, meaning that if we see any ‘visual object, like a tree or lake’, we will present
an imaginary object; and 2) the past object, meaning that when we see a car in the road and
remember a case, we will present a past object. Sokolowski also explains that objects belonging
to our judgments are related to our experiences.

Lewis and Steahler (2010, p. 22) mention that consciousness ‘is never empty’; however,
when subjects understand an object, they want to experience all aspects of it, and intend to be
conscious of it. Thus, it seems clear that when consciousness is the case, intentionality exists.
The procedure of consciousness conditions intentionality in human experience. In addition,
Lewis and Steahler argue that it is necessary to take into consideration the type of subject, and
the circumstances and motivations of its intentionality. For example, if the subject is a ‘natural
scientist’ or ‘artist’ or ‘phenomenologist, of course, it will produce different experiences
because in each case there is a different consciousness of the object’ (Ibid.). As a consequence,
knowledge, in terms of subject awareness, continues to increase. Through this knowledge, the
subject explores its sensibilities and capabilities. The object, which has features and
characteristics, will be understood through pure sense. The function of phenomenology is to
describe the structure of this pure, harmonic feeling in the relationship between the subject and
object in the world, and then present an extraction of the meaning of universal phenomena.
This type of knowledge has been described as knowing through the transcendental subject/ego

(Bubner, 1981, pp. 16-17, Tawfiq, 1992, p. 29, and Lewis and Steahler, 2010, pp. 22-23).
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The importance of intentionality can be seen in Husserl’s research of the association
between subject and object. Husserl aims to reframe the theory of knowledge through treating
the duality of subject and object (Natanson, 1966, p. 14). He investigated our link with the
external universe through his treatment of the manner of human consciousness. Husserl implied
that the manner of consciousness, which has intentionality towards its object, on the one hand,
is the act of consciousness, and belongs to the subject of this consciousness. Thus,

consciousness is a mixed texture of acts and the conscious subject (Ibid.).

Schutz (1945, p. 341) shows that Husserl uses the word ‘noesis’ to denote the
subjective side of intentionality, and ‘noema’ to signify the objective side of intentionality —
the two acts that are aspects of experience in consciousness. Furthermore, Tawfiq (1992, p. 34)
argues that Husserl also considered the following factors in the experience of intentionality:
‘hyle’, which is the previous sense of the matter in the object; noesis, which is the act of
intentionality and the giver of meaning; and noema, which is a compound of matter and the act
of intentionality — the object that emerges through the intentional act. Tawfiq elaborates on
these ideas. Lewis and Steahler (2010) confirm that Husserl divides the factors of experience
into noema and noesis, and mention hyle and Husserl’s discussion of its contribution to

consciousness (p. 23).

d. Reduction and constitution

Lewis and Steahler (2010, p. 15) explain that phenomenological reduction is a
reflection of the way objects appear to us once all presupposed opinions of the object have been
set aside. However, Husserl moves between reduction and époché, mixing the two terms by
employing them in very similar ways in his nomenclature. Lewis and Steahler assert that

epoché is the ‘moment of bracketing’ of the ready understanding of the phenomenon, and
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reduction is the act of redirecting human awareness to the phenomenon’s appearance in the

consciousness (p. 15). Reduction is therefore the next step in the process after époché.

In addition, Tawfiq (1992) points out that reduction is an aspect of genetic
phenomenology due to its connection with Cartesian doubt as its first step. It leads to scepticism
but not to the extent of total doubt. According to Lewis and Steahler (2010), Husserl does not
pass on the meditation of Descartes; he is not concerned with whether or not the world exists,
and if it affects consciousness. Rather, he admits that consciousness is ‘modified’ in all

situations of the existent world (pp. 16-17).%’

Tawfiq (1992) argues that at this stage of phenomenology, the subjective dominates.
Power comes from eidetic reduction, which could be described as moving from the reality of
the existing eidetic to the individual character of the given phenomenon after refining it from
the accidental. Then, the phenomenon will be under our meditation on the parts, which produce
an eidetic seeing that activates human imagination. Imagination is therefore one of the manners
through which consciousness intends its object, and it can identify the object in consciousness

(pp. 36-37).

After epoché, reduction filters our attention from our natural understanding of the
phenomenon (Schutz, 1945, p. 13) then returns it to the world free from any prejudgments of
existence. This presents the subject with the transcendental. Consciousness now founds the
subject; it does not intend the object to lie in the consciousness (Spiegelberg, 1994, pp. 147-

148). Constitution is established after the act of reduction in the consciousness.

e. Lifeworld

% In my opinion, this makes the phenomenological method very harmonious to the study of religious phenomena
because it is spiritual and concerns the soul, and in this way does not contravene belief.
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Tawfiq (1992, p. 24) argues that Husserl discussed the idea of the lifeworld because he
thought that we need to reinforce the relationship between logical sciences and the lived world.
Lewis and Steahler (2010, p. 34) assert that, defining the lifeworld in the narrow sense, Husserl
introduced it as the emergence of the pre- and non-scientific world as it is faced in simple
sensuous intuition.

It is agreed, however, that the lifeworld is far more than a pre- and non-scientific world,
as the all-encompassing, concrete world of our life, or our universal horizon, it also includes
science. In its encompassing and genuine sense, the lifeworld can be regarded as the historical
world that contains nature and culture (Ibid., p. 40).

At this stage of Husserl’s thought, he returns to the phenomenological direction
established at the beginning of his philosophy in order to encompass the problematic idea
which has been sparked by transcendental phenomenology. The lifeworld is therefore the world
that we live in and that is pre-given to us, before any knowledge or the epoché (Husserl, 1970,

p. 154).

However, Ingarden (1972) claims that the concept of lifeworld is not a great exploration
or expansion: it is just the natural world that Husserl presented in the first part of his idea (p.

30).

Pivcevic (1970, p. 34) argues that Husserl believed that passing from the transcendental
ego to the lifeworld would fill the gap between the ego and the lived world through the
historical background of the lifeworld. Hence, to solve all of the problematic concepts in
transcendental phenomenology, Husserl suggested the epoché as the means through which the
subject returns to itself, and was able to consider the objects around the subject in the lifeworld

as changed, while focusing on how it appears in experience (Ibid. and Tawfiq, 1992, p. 40).
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Later, Husserl set the norms of the phenomenological method so that they could be

applied in different fields; however, he did not practise these applications. He collected all of

his ideas and presented the steps of phenomenological reading. These phenomenological norms

in Husserlian thought are:

1.

3.

Bilateral exceeding of subject-object

In this step, the phenomenologist should start his reading by seeing his object as an
independent existence, which has not been created by the subject nor is controlled by
its power. Phenomenologists believe that the subject and object exist independently
even though there is always concomitance between them, because the subject always
intends its object and is in coherence with it. However, both subject and object keep the
specifications of their existence in the lifeworld (Tawfiq, 1992, p. 49).

Practise the epoché

Husserl thought that this step would offer the phenomenologist the opportunity to find
an understanding of the object directly and to be aware of its structure as it is given in
the subject’s experience (Ibid.).

Describe the ‘given’

In this step, the phenomenologist faces the real test of his consciousness of the
phenomenon, because he will describe the phenomenon using his observation, which
depends on intuition and reflection; he then analyses the apparent structure of the
phenomenon. Moreover, he needs to see comparable knowledge acts that can reveal the
inside of the phenomenon’s structure. Husserl also recommended that the
phenomenologist pay attention to what partitions the phenomenon, or ‘micro’, which
will give him information about the phenomenon’s identity, especially those parts that
are unique rather than ephemeral. As a result of this deeper description, a

phenomenologist can start to read an explanation (Ibid.).
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4. Perceive the eidetic essence
Husserl emphasises that the phenomenological method concerns discretion of the
phenomenon itself, which makes it a selective method. It looks to be very specific and
to avoid general description; it digs into the deep structure of the phenomenon in order
to understand its identity, then moves to analyse it in consideration of the relation
between different phenomena. Thus, phenomenologists need two capacities: analysis
and coordination (Spiegelberg, pp. 686). For example, understanding the parts in the
structure of a poetic image requires understanding of the relations of those parts in the
one structure, otherwise understanding the relations between this image and the
imagination or memory, for example, requires searching for the relations between
different eidetics. This leads to the next step (Ibid.).

5. Observe the phenomenon
In this step, Husserl asks for concentration on how the phenomenon appears; he
recommends that phenomenologists ignore the ways in which a phenomenon appears
and focus only on its appearance. They must pay attention to the ‘side perspective’ in
the phenomenon, not just the essential appearance; these sides could work as a shadow
of the phenomenon (Spiegelberg, p. 684). This idea inspired Sartre in his
phenomenological reading of the different ways that an image appears in our
consciousness, and inspired Ingarden in his study of the different ways that poetic
objects appear in our consciousness (Tawfiq, 1992, p. 53).

6. Perceive the constitution of the phenomenon
Tawfiq (1992) argues that in this step, the phenomenologist will not see the self-
constitution of the phenomenon in the consciousness level by level, without any
contribution from themselves. This constitution is negative; however, the next stage

will be positive because the consciousness starts to build the object through
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intentionality of the structure of the phenomenon. Hence, consciousness will draw its
effect naturally, filling in the missing parts of the structure through the experience (p.

54).

It could be said that Husserl outlines the main precepts of phenomenology; however,
he has not applied his method. Followers of Husserl who have been convinced of his ideas have

taken on the task of presenting applications of his thought and improving or changing them.

4.2.2 Heidegger (1989-1976)

Husserl said: ‘Phenomenology means me and Heidegger’ (cited in Tawfiq, 1992, p.
79); however, Spiegelberg (1994, p. 348) argues that Heidegger was never a phenomenologist
because he chose a different concept than Husserl — one which rejected the concepts of
transcendentalism and reduction.

On the other hand, Tawfiq (1992) claims that phenomenology is an open philosophy,
and that one is not required to follow all of Husserl’s thoughts in order to contribute to the
movement. He also believes that Heidegger aimed to improve what his teacher had presented,
and that through his phenomenological transference from epistemology to ontology he
succeeded in presenting deeper studies of the relationship between human existence and
consciousness of the world (p. 79). Heidegger focuses on the manner of human existence in
the lived world more than looking at human consciousness of the lived world, and this is among
phenomenology’s chief concerns. Hence, it is possible to say that Heidegger presents a
different kind of phenomenology through improving and expanding that found in Husserl’s
thought. Moreover, Husserl’s work is more theoretical than practical but Heidegger’s work

includes many practical studies in addition to his theories.
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The importance of Heidegger’s phenomenological thought can be seen in his

contribution of a number of key points, presented below.

4.2.2.1. Definition of phenomenology

Heidegger notes that the term phenomenological implies the idea of ‘letting-something-
be-seen’, which is derived from his explanation of the linguistic Greek root of the term (1962,
p. 49). He also states that the word ‘phenomenon’ is linked to the infinitive ‘to uncover’ (Ibid.).

Thus, phenomenology, from his view, is that ‘which shows itself in itself” (Ibid., 51).

Tawfiq (1992, p. 80) posits that the central issue of Heidegger’s thought is studying the
different ways in which an object or phenomenon can appear. When the appearance of a
phenomenon manifests in various ways, this implies that the subject is close to the object’s true
appearance. Hence, the way a phenomenon appears is significant for the object in
phenomenology. As a result of this definition, Heidegger indicates that phenomenology is the
way in which things have been treated, or the method used to understand an object (Ibid.); this

object can be any being in the human/subject’s existence.

4.2.2.2. Existence

Heidegger spends a considerable amount of time in his study arguing the concept of
existence. At this stage of Heidegger’s thought, he uses a form of phenomenological cleansing
to investigate existence in his work Being and Time — one that is dependent on neutralising the
assumptions we have held from our heritage. The subject’s perspective or the essence of our
consciousness should be cleared of any obstacle standing between the phenomenon and the
subject’s understanding of it. Hence, Heidegger agrees with Husserl’s époché. It is clear that

the existence of the subject from Heidegger’s point of view is linked to freeing human
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consciousness from any assumptions in order to first understand the phenomenon and then the
universal. This consciousness must be free to exist (Tawfiq, 1992, p. 80).

In addition, Heidegger argues that humankind always tries to understand itself
ontologically. When a phenomenon appears in human existence, the understanding of that
existence comes through understanding the phenomenon, which means that the phenomenon
needs to be interpreted; this interpretation is a type of hermeneutic activity. Thus, a human
being is the source of the activity and is the subject who presents the interpretation of the

phenomenon (lbid., 61-70).

Richardson (1967, p. xxii) argues that Heidegger focused on ‘being’ through the
analysis of art and literary text. Practical studies of the phenomenology of existence in
Heidegger’s thought can be seen clearly in his meditations on art and literary texts. He believes
that a ‘thing’ can be observed by its style and appearance, like art and text, and can be
interpreted to reveal the nature of ‘things’ and the nature of the subject simultaneously (Ibid.,

p. 22). Thus, artwork can be one of the important keys to understanding human beings.

Kaelin (1967, p. 59) argues that the treatment of art in Heidegger’s thought is part of
modern philosophical arguments, although Hofstadter (1975, p. ix) claims that Heidegger’s
treatment of art is outside philosophy and a part of aesthetics. However, Tawfiq (1992, p. 85)
claims that Heidegger neglects the aesthetic experience but not the aesthetics of art. Heidegger,
however, uses a phenomenological treatment of art and text as the way to find out the truth

about existence.

4.2.2.3. The Work of Art and Creative Elements
Searching for the truth of existence engaged Heidegger for a long time, and directed his

deep meditation on art as a reflection of human activities, and as a source of aesthetic
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phenomena and the source of the explanation of such phenomena themselves. Heidegger argues
that works of art are products of the cultural world, and have been changed and affected by
time and civilisation. Understanding of beauty in artwork has therefore also changed relatively
(1975, p.79 onwards). This precept can be considered part of the phenomenological axiom,
although that historical tendency has excluded it as such (Ibid., pp. 79-89). Thus, the historical
evaluation of works of art is marginal in Heidegger’s thought; rather he is concerned with
identifying the work of art itself. He is trying to find out the meaning of eidetic art work, which
has been explained in various ways throughout its history. Hence, Heidegger thinks that works
of art always have and continue to have hidden meanings, which are waiting to be interpreted
(Tawfig, 1992, p. 67).

Heidegger (1975) mentions the significance of the work of art in his outline of the
elements involved in the creative process; the first element of the creative process is the creator,
who is the original source of the art work. From this source, the art work will appear and will
be a phenomenon. Heidegger asserts that the creator produces his creative work but that the
creative work is the source behind the creator’s existence: it gives the creator its entity (p. 89).
Hence, the relationship between the creator and the creative work is a reciprocal (lbid., p. 17).
Heidegger evaluates the study of the action of the work of art and creativity as more important

than digging into subjective factors (Ibid., p. 19).

The second element is the art work, which is the core of the creative process, and its
value in Heidegger’s concept. The art work, in Heidegger’s view, is the way to understand the
creator because it includes experiences as they flow from the world to the creator (Ibid., p. 90).
He also thinks that through reading art works we can discover the truth and the eidetic image
of the human being and of things. This discovering comes through knowing the style of the art
work selected by the creator and how it appears in the lived world (Ibid., p. 98). Thus,

Heidegger claims that eidetic art work is built by the selected material, or the ‘mediator’, and
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related to the world. He focuses on these two concepts in detail as the means of reading art

work.

Furthermore, Heidegger posits that the mediator can be described as the substructure
of the art work, which is the chosen material of the work. He believes that the nature of this
material will appear in some way in the art work, and that aspects of the material will reveal

uncovered meaning for the reader (Barkly, 1969, pp. 387-388).

Heidegger demonstrates his idea by presenting an example of the painting of a pair of
peasant shoes by Vincent Van Gogh. He reads features of the material of the shoes and then
explains the meanings behind these features. He says that the material and the image of the
shoes discover the eidetic meaning, because if the shoes were ballet slippers, the aspects would
be different due to the use of the shoes and due to the shoes’ factual existence in daily life. The
aesthetic experience of the shoes therefore consists of the use of the shoes. Also, the features
present the nature of the shoes and the person who uses them as they exist in the reader’s

consciousness (Ibid, p. 33).

From the above example, Heidegger considers material as the internal structure of the
art work with all of the aspects of the material; the material can be music, language, image or
any form of art. Each type has its own features, which will be very important in understanding
the art work. Aspects of this material will be seen by the reader through his consciousness of
the world. Thus, the other part of the work of art will be uncovered by understanding the
relationship between the material and the world. The world in the above chart, as explained by
Heidegger’s understanding, is the ‘group of things which exist in human scope; it is lived
experience’ (Ibid., p. 44). According to Barkly (1969, p. 357), the concept of the world in

Heidegger’s view is equivalent to Husserl’s designation of the lived world. In Heidegger’s
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view, it is the uncountable and countable things that appear in the existence of human beings

and have always existed (1975, p. 44).

Consequently, the art work consists of flowed experiences that have been built from the
world. These experiences appear gradually through understanding the relationship between art
work and the material because the material is a thing from the world and presents an image of
part of the world. Heidegger considers this relationship as a presentation of the ‘intimate
conflict” between the world and the image of the art work and its artistic form (Barkly, 1969,
p. 359). So, to understand the world we have to read this presentation of the art work to find
the truth of the thing, and the nature of the material will appear in our reading (Heidegger,

1975, p. 47).

The question now is, who can read this presentation of art work? And how? The answer
is the third element of the creative process — the phenomenologist is the receiver (Ibid., p. 33).
There is continuous movement between the creator, who always presents new meaning to the
receiver, and the receiver, who aims to explore this new meaning in the creative. This
exploration is related to the receiver’s culture, consciousness, and the improvement of his

literary taste.

Heidegger further argues that the creative has its ‘eidetic’ and entity to find its truth;
however, the receiver stamps the given phenomenon and grafts it through his reading. Although
the phenomenologist has a historical background of the creative meaning, he has to ignore it
when he explains the phenomenon of the creative. This makes the history of the art work a
shadow being — the existence of its history is a fact but that history does not control the new
consciousness of the receiver. The art work can be received in the phenomenological method
through the apparent style of the phenomenon. Thus, the work will be a work that lets the truth

happen (Ibid., p. 66).
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Therefore, the importance of the creative process guides Heidegger to state that the
creative is an explanation that allows truth to happen. It is the act which makes a thing rise into
full being. Furthermore, this rising turns the work of art into an ‘artwork’ through the style of

its appearance (lIbid., pp. 60-62).

4.2.2.4. Language, Poetry and Text

As aresult of Heidegger’s view about the artwork and the creative process, he considers
that the language of creative work is the essential gate to understanding the truth of the creative.

He then investigates the issues of language and poetic language in particular.

Tawfiq (1992, p. 117) argues that Heidegger claims that language is not just an
instrument of communication, or an expression of listening and writing; it brings things to the
existence. Through language, things are named, and then brought into appearance. Things
cannot appear to human beings without language. Moreover, language is the means that have
been used by human beings to say that things have existed, and is also the way to express the
meaning of these things in the world. Hence, language is the key to opening the world for
human beings and supports a human being’s ability to live in the world (Heidegger, 1962, p.

187).

Badaw1 (1984) discusses how Heidegger claims that language is the founder of
existence because language gives expression to existence, just as a judge gives expression to
the law. Furthermore, accurate language, in particular, is what poets use. Thus, Heidegger links
language’s function and poetry; moreover, he admits that poetry is the truth of art, and that
every form of poetry is a language, so the ‘eidetic’ of language can be understood (Heidegger,

1962, p. 72).
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From this point, Heidegger argues that poetry is essentially a form of thinking which
questions existence; it is the questioning of being (Ibid.). The most dangerous given is
language: when there is language, there is world and history. Through language, human beings
can reveal the hidden existence; language gives human beings the capability to explore the
world (Heidegger, 1964, p. 143). Phenomenology concerns the study of language, especially
poetic language and literary language in general. Heidegger is concerned with the style of
language as a means to explore existence (Gray, 1967, 94).

Heidegger has said that the relationship between poetry and art is one of identity, but
he goes further to say that all art is poetry in its essence (1962, p. 72). This demonstrates
Heidegger’s high regard for poetry in consciousness, and his awareness of the depth provided
by poetry in constituting human consciousness, the concept of existence and the concept of the
individual. However, does he mean to relate all art to poetry? Tawfiq believes that Heidegger’s
sense of poetry is wider than the shape of a poem or poetry, and that it has a wider meaning —
what Heidegger called poetic thinking. Hence, poetry is not just about chasing the imagination
and its depiction in order to escape from reality into unreality, nor is it only about the aesthetic
ability to codify a poem or image. For Heidegger, poetry is about openness to existence and
what exists. It is the question that is looking for an answer to the question of existence, and
therefore for Heidegger poetry has become a combination of mental and emotional work

responding to existence itself (Ibid.).

It is not an exaggeration to say that the philosophy of existentialism was strongly
influenced by Heidegger’s concept of poetry. This concept may, however, pull the reader partly
away from the aesthetic value of poetry, which could be considered a defect of Heidegger’s

view, which focused on existentialism more than on the poetic or aesthetic value in poetry.

Poetry is a text, which, according to Heidegger, reveals existence. It can be explained
and understood not through the process of the subject’s self-awareness alone but through a
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process that exceeds the frame of subjectivity and objectivity together; this is because language
speaks being and, through language and understanding the text, there is an uncovering of the

self and an interpretation of existence (Tawfiq, 1992, p. 121).

Heidegger establishes a mutual relationship between the critic and the text, which is
under the umbrella of exceeding subjectivity and objectivity. Magliola (1977) sees that
Heidegger offers us a phenomenological theory based on mutual implication. He discusses it
by looking at the conditional determination of literary or theoretical practice in
phenomenological reading by somehow embodying the epistemology of the mutual implication
between the text and its critic. Secondly, to see what the existent in the subjective experience
through the sight (p. 69). This suggests that Heidegger is in the middle between the text and its
critic. He also considered the subjective experience and the objective existent. Therefore,
reading is a conclusion of a critical self-awareness, because the text is independent from the
teller and the awareness of the subject, through which it gives a conscious view of the universe

and existence.

The interaction between the mutual process of the text and the critic can be summarised
in the following three steps. First, understanding the text; this understanding unifies the text
with its critic. Second, the relationship evolves to become an interpretation of the text by the
critic; this phase is more sophisticated than understanding, and is the phenomenological
description of the initial understanding that takes place in the first phase. Third, the critic makes
an analysis of the description or interpretation of the text; this is a more complex phase and
could be called the phenomenology of phenomenology (Schrag, 1984, p. 109). From the
researcher’s perspective, this is a very advanced phase as the phenomenological critic practices
on himself what he practiced on the text. In other words, it is what could be called the reading
of the reading, or criticising the criticism. It is possible to believe that the reader cannot reach
this phase unless he is in an advanced state of awareness and knowledge that makes him read
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his phenomenological conclusions with another phenomenological eye — one that is aware of
awareness. Perhaps this reading, with reference to Heidegger, is what is described by some
researchers as the independence of the art work from the experience, or what is called the
transvaluation of aesthetics (Ibid.). This is also mentioned by Gadamer (2008) when he

discussed hermeneutics, aesthetic and receiving (p. 95 onwards).

It can be said that Heidegger was looking at phenomena according to the scale of the
method in which they appear. That is the method that distinguishes an artistic work or creativity
from other phenomena. He considered artistic work as a confirmation of a whole image in one
place. The method of the apparent artistic work is based on temporality that is free from the
denotative condition of spatiality, as Tawfiq discussed (p. 132). For him, the phenomenon

becomes a tool to expose existence.

Also, Heidegger rushes to search for an analogy of the artistic work and its resource:
he sees the earth as the mediator in which the artistic work appears, and earth is the material
sensuous surface in contemporary aesthetics. This material mediator exists with its vivid
characteristics to serve aesthetic expression, and its features are not hidden, even if used in the

artistic work (Heidegger, 1962, p. 40).

However, Heidegger’s persistence to involve subjectivity in many places, as Tawfiq
(1992) points out, makes the relationship between the critic and the text negative, as it is
between the text and the creator (p. 137). This is a major controversial issue. The critic is the
recipient who reads with his consciousness and the creator who passes the artistic work through
his experience as well as his perception. How can we therefore depend on the idea of separating
the two — the creator and recipient on the one side, and the text on the other — if we consider
the text as independent and expressing itself? It is reasonable to state that the excessive

involvement in looking for the existential question made Heidegger stray from the artistic work
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in reality. The work of art is established by joint participation between essential major parties
and minor ones. The first is the creator and the last is the recipient, and between the first and
the last are the contributions of the material mediator or the template. How can we ignore all
of these fingerprints, which the artistic work carries and are heavily involved in the search for
its existence? The present researcher sees the work of art as a reality that is related to other
existents and that is intertwined with them, whether we like it or not. It is as if Heidegger
returns the reader to the circle where he acquires the essence, and distances him from the
aesthetic, the phenomenon of beauty and the direct connection to it through which he can read

the universe and the self.

Barkly (1969) agrees with the above as he emphasises that Heidegger’s philosophy
about art is an ‘alloy in a traditional mould’. It is based on two counts that strongly remind us
of the philosophers of art among the systematic thinkers of the nineteenth century and the
thinkers of the first quarter of the twenty-first century. The first count is that it is concerned
with searching for the essence of art, which most aestheticians consider fictitious. The second

count is that it emerges from an extension of a very ambitious analogy (p. 363 and 364).

We should not judge what Heidegger presented as phenomenological arbitrarily;
however, errors of analogy pursued his phenomenological philosophy until the end. It greatly
affected his address of artistic work but did not make it lose aesthetic or phenomenological

value at the same time.

Perhaps the difference between the basic concepts of phenomenology from the
researcher’s point of view was in reading the phenomenon through the question of existence,
while phenomenology reads it through the description of the process of connecting
consciousness with the world. This is what makes phenomenologists who came after Heidegger

see phenomena as a connection between the realising self and the deeds of consciousness itself.
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Furthermore, phenomenological studies are oriented towards the style that distinguishes the
artistic work, following Heidegger, but phenomenologists, in the experience of this style, made
an aesthetic discovery. Realising the world’s understanding, either through questioning the
phenomenon about itself or existence, is an aim that related Heidegger to other, later
phenomenologists, despite the differences in their tools and means. The consciousness of body,
mind and the world of subjects continued to be what concerned this philosophy for all who

followed it, like Sartre, and others.

4.2.3 Jean-Paul Sartre (1905-1980)

We can consider Sartre as the link that continued the principles of phenomenology
through to an established stage, starting with being closer to poetic imagery and imagination
than other doctrines and schools of thought that were separate from phenomenology. This is
because Sartre tried to improve upon the works of Husserl and Heidegger. Perhaps emphasising
Sartre’s importance to phenomenology and exposing some of his thoughts in this research
because of his direct concern with the poetic image and imagination will be helpful for the
reader to understand this philosophy from which a critical vision has emerged and which this

study adopts.

Sartre’s book The Psychology of Imagination (1948) is the most relevant to this
research. In this book, he dealt with imagination and poetic imagery in the way a
phenomenologist philosopher would, trying to establish the theory and the approach together.
The topic of the book is the imagination; it is a traditional philosophical topic that Sartre
introduced in an epistemological framework and with phenomenological tools. Sartre (p. 155)

considers the problem of imagination to be a cognitive problem because it is involved with the
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concept of consciousness and its relations with objects in the external world, when the object

of this consciousness is sensory at one time and imagined at another.

Moreover, Sartre decides that in phenomenology, every deed of cognition has two
linked irreducible elements that reply to each other: these are the intentional object and vector
consciousness (Ibid., p. 155). Both of these two extremes form the action of cognition and are
two extremes gathered by intentionality. This intentionality is different from consciousness
itself; it seems that he can see another action related to consciousness, and with it intentional
consciousness exists and is directed towards the intentional object. Sartre questioned the
relation of the unconsciousness to the object when it is imagined, so the imagined image is
present in his question and his answer (p. 156). It is possible to say that he limited himself to
the imagined image and considered it as a phenomenon, thinking about its essence and what is
used to distinguish it, such as sensory awareness. He practised phenomenology on the poetic

image through the following steps:

e Cancelling all traditional metaphysical hypotheses.
e Describing the eidetic structure of the imagined image.
e Classifying the image according to an approach that used reflection based on

witnessing essences.

Consciousness therefore shifts from a meditation on the object of the image to the
meditation of its essence, which means it is directed towards the qualitative in which the object
was given (p. 156). This is what drives towards the result that the reflective meditation of the
image requires relation to essence, so we put the world between ‘brackets’ and describe the
consciousness itself without indicating the object’s world. ‘Bracketing’ is a systematic
procedure that allows beliefs to be hung in the presence of objects (p. 157). This means that

consciousness does not mean the world per se but its meanings and significances, i.e. it only
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considers essences. This is a phenomenological procedure similar to what Husserl had set out

(see p. 124 of this chapter)

The phenomenological practice that Sartre applies to the poetic image as a phenomenon
is a partial issue; it is known that phenomenology does not seek to make literary
generalisations, so addressing the particles of phenomena, whether small or big, is acceptable.
Thus, Sartre says that we present imaginary images and meditate reflexively, and we classify

them and try to define them by their distinguishing characteristics (1948, p. 104)

We can summarise Sartre’s thinking regarding the poetic image phenomenologically as

follows:

a. The imaginary images method

He considered this method and gave the example of a blank sheet of paper. Briefly, the
image of a blank sheet of paper in his mind is not the same as a blank sheet of paper in reality.
He named this the naive metaphysics of image because the image is something, even if it is
less than what it is taken from. He indicated that the phenomenology of psychology is the
science needed to understand this process and the example of the blank sheet of paper (Ibid.,
p. 127). He also indicated that the imaginary image is an experience different from a perceived
sensory image; the two coexist but are different in intention. The intentionality in imagining is
not the same as in perceived sensation, and here he sees that an intuition of describing essence
is what makes the distinction (Ibid., p. 136). Sartre’s separation between imagination and a
perceived sensory object was objected to by a number of phenomenologists and has been the

subject of much discussion and long arguments.*®

b. Intentional structure of the imaginary image

% For further information about this controversial issue, see Casey (1971, p. 478) and Dufrenne (1973, p. 200).
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Sartre also addressed the intentional structure of the imaginary image. Influenced by

Husserl, he set out four qualities for the image:

C.

Consciousness: image is consciousness about an object, not an object of
consciousness, i.e. it is a method by which the consciousness presents some
object to itself (Ibid., p. 7).

The imaginary consciousness situation is a quasi-observational situation, and is
a quality of perceived sensory and imagining, where endless details and signs
from other objects in the external world are discovered. This evokes, for
example, the situation of looking at a cube: there are always some hidden sides,
and we cannot see all of the sides at the same time, so the look is ‘sideways’
(Ibid., p. 11). In other words, our look is negative, and elements of an imaginary
image are defined from the very beginning.

The imitative consciousness posits its object as nothingness; each consciousness
of an object intends or posits its object but in its own method. The perceived
sensation posits its object as it existed. Yet imaginary consciousness posits its
object always as absent or not having actually existed. As an example, Sartre
offers his friend Peter who existed to him as a perceived sensory object with
flesh and blood, touchable and sensible. He is not the same Peter, however, as
the imaginary image of Peter in his mind, which is not a real object (Ibid., p.

17).

Sartre’s classification of imaginary images

Sartre sees imaginary consciousness as away from the real world, because it is absent

and object-unreal, and does not create the absent object with the help of a real object. He sees

that the object needs a material mediator, which is an analogue; the imaginary image is an
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action that imagines an abstract or non-existent object, which could be a body with a physical
or mental content that is only present as an analogical representative of the imaginary object

(Ibid., p. 25).

He also posits types of imaginary image, such as portrait, character, signal and portrait,

pantomime, diagrams, and self-delusion (vigilance illusions) (Ibid., p. 168).

d. The artistic work

Sartre considers the artistic work as an unreal object (Ibid., p. 171). It does not really
exist outside of consciousness unless it is described as a physical structure. But considering it
as an aesthetic object would also mean that it does not exist outside consciousness because it
is intended to be as an imaginary image, which means that it is present for the consciousness
as abstract. He added poetry, sculpture and music to painting. He discussed how words are
objects to the poet, and signals, and the sight of the poet is directed to the object of these words
(1950, p. 2). Sartre also discussed the aesthetic experience in the artistic work; he considered

it the bridge between the creator’s experience and the taster’s experience (1948, p. 168).

Sartre appears to have been concerned with the quality of efficiency in regard to the
audience/taster, when he emphasised the idea of aesthetic communication through the idea of
intentionality, which closes the interaction between the creator and the taster through a

mediator. This idea is pursued by Kaelin (1967, p. 66).

The artist, to Sartre, cannot be creative without a material mediator; he creates a
physical object similar to an imaginary image, which he wanted to evoke through this mediator
(1948, p. 275). Kaelin (1967) asserts that Sartre’s aesthetic emphasised the effectiveness of the
creative rather than cancel it (p. 57). He refers to the imaginary equivalent, which exists through

the creator and is evoked by the audience in an interactive way.
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It could be said that Sartre developed the phenomenological approach when applying it
to imagination and the consideration of image. He admits, as mentioned by Kearny (1998), that
Husserl presented not only an approach and concept but also important glimpses of ideas that
needed to be deeply researched (p. 14). As mentioned above, Husserl continued to examine
reflective meditation and the main steps in phenomenological reading. The idea of an
equivalent or mediator to him is opposite to the material idea to Husserl and the ‘earth’ to

Heidegger (see in this chapter p. 124 and p. 136 ).

Sartre was also close to Heidegger in addressing artistic unfolding as a resolution of the
invisibility of the existent and its transition from being hidden to appearing. This is achieved
through following the artistic method of the phenomenon until the moment when the presence
of the invisible happens; such is the significance of colour in painting, rhythm in music, and

imagery and metre in poetry, (Sartre, 1970, p. 164).

Although Heidegger saw that the artistic work reveals itself by itself — without positive
action from an audience — because of the phenomenon of subjectivity, Sartre saw that the
appearance of the aesthetic object depends on the view of the viewer towards the artistic work,

so that the artistic work is a discovery, not an unfolding.

From this, it appears that phenomenology frees the human imagination to read the

phenomenon intentionally for itself.

The poetic image is the phenomenon to be read and analysed in this study. The
flexibility of this approach and how its branches extend to complete the original with some
change in flavour and colour are especially important in the application of phenomenology.
This will be discussed with reference to Gaston Bachelard’s phenomenology and the poetic

image of water.
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4.3 Gaston Bachelard’s Phenomenology of Imagination and Poetic Image (1884-

1962):

We have reached the core of this research: the phenomenology of Gaston Bachelard. It
is not easy to discuss Bachelard’s phenomenological thoughts given the extent of his
contributions to epistemology, science and philosophy. The initial difficulties faced by the
present researcher were therefore in clarifying Bachelard’s systematic vision, which is known
as his imagination and poetic image phenomenology, and adopting a critical analytic approach

by making use of his other scientific contributions and according to the research needs.

To start with, we must ask whether we can consider Bachelard as a phenomenologist
according to the phenomenological approach shown above in its most important bases and
concepts? And to what extent can we do so? The answers to these questions are necessarily the
most important preliminary obstacles that the researcher faced concerning Bachelard’s thought

and how Bachelard’s theory about imagination could be applied to the research.

Ehrmann (1966, p. 572) emphasises that Bachelard cannot be considered as a critic
without taking into account his beginnings as a scientific philosopher. He spent the first part of
his life studying physics and scientific philosophy before switching his focus to literature. This

switch resulted in his book The Psychoanalysis of Fire in 1938.

According to Lawall (1968, p. 79), in Georges Poulet’s classification, Bachelard is one
of a group described as pre-philosophers, like Marcel, Sartre, Merleau-Ponty and others. Those
men, Lawall says, were originally philosophers, but they moved into a field other than
philosophy, the field of literature, so they practiced their philosophy through literature (Ibid.,
p. 80). Champigny (1972, p. 8) emphasises that the philosophy with which Bachelard was

engaged is a philosophy of spirit, either in the field of natural sciences at the beginning of his
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research journey, or in the field of literature, and language and imagination after that.

Therefore, he is one of the romantics of nature philosophers (Ibid.).

Kaplan (1972, p. 2) states that Bachelard varied his approaches among natural science,
epistemology, science philosophy and then imagination phenomenology, which carried his
unique fingerprint made from his own analytic technique, which it turn gave his language a
richness and luxury (Ibid.). His distinctive language was susceptible to ambiguity, especially

when there was a double use of some items in the different transfer stages.

For example, let us look at his usage of the word phenomenon, starting from the various
meanings ascribed to the word in his works. Grieder (1989, pp. 28-29) emphasises that
Bachelard used the word phenomenon in two ways, which Grieder called alpha-phenomenon
and beta-phenomenon. These two meanings led to two uses of phenomenology. The first
meaning of phenomenon, the alpha-phenomenon, simply means a materialistic, physical or
chemical phenomenon, as it is designated in the special sciences and as both phenomenologists
and the scientific theorists understand it (p. 29). The beta-phenomenon is primarily a scientific
activity and a behaviour that the phenomenon takes on when adapting its unique value, such
that it is an inspiration to the scientific researcher who observes it (lbid.). This active
phenomenon is what engaged Bachelard, and pushed him to practise a phenomenology of
materialism, with which he exceeded studying phenomena physically or chemically, and
instead was inspired to study phenomena philosophically, psychologically and then
phenomenologically (p. 30). As a result, the context in which the word is presented defines the
meaning he wants; consequently, the reader needs to understand this context in order to avoid

confusion.

Vydra (2014, p. 45) indicates that although Bachelard was one a Kantian philosopher

at the beginning of his career, and some of that philosophy remains in his work, he is a
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phenomenologist in his reading of phenomena and the human imagination. Kearney (1998)
dates Bachelard’s phenomenology to his book, The Poetics of Space in 1957 (p. 97). He sees
Bachelard’s efforts before that as a gradual progress through psychological analysis, the

philosophy of science and epistemology.

This matter, however, is larger than mixing meanings or moving between knowledge
or fields, and it is some distance away from the basic principles of Husserl and other founders
of phenomenology and the features of its basic approach. Here, an important issue appears: do
we consider a change in approach an excuse to exclude someone from a specific field? Did not
Heidegger change his phenomenological concepts until some of his critics considered him a
non-phenomenologist? Sartre and others can be tarred with the same brush. | would like to
repeat here the opinion that views phenomenology as a tree trunk with individual branches that
carry fruits of different flavours — a metaphor for approaches, schools and different modes of
phenomenological thought. At the same time, returning to Bachelard, there are differences

between him and Husserl and others but also similarities.

Bachelard’s concern with imagination was a natural result of his early contact with the
natural sciences and his dealing with material things, which led him to try to understand the
material and its nature through understanding the materialistic nature of human imagination

(Ibid.).

Perhaps the first issue is that of Husserl’s phenomenology, as mentioned above, which
states that subjects must be free from psychological analysis and the excessive science
materialism of rationality in order to free the spirit. Chimisso (2001, p. 187) suggests that
Bachelard’s view needed aspects of psychology in order to understand the mind that results in
science. Phenomenology was not a unique direction that Bachelard took in his research; the

practise of psychological analysis aided his understanding of the material and the phenomenon.
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This direct connection later made his phenomenology somewhat different from Husserl’s

constitutive phenomenology.

The active phenomenon, which was the focus of Bachelard’s attention and which is
called the beta-phenomenon, does not carry the same conditions that Husserl used for examined
phenomenon. The phenomenology that Bachelard presents is more expansive and connects his
philosophy of science on one side and psychological analysis on the other. Whilst Husserl
established phenomenology on the basis of the concept of seen phenomenon, Bachelard’s view
included the seen and non-existent phenomena, as Vydra emphasises (2014, p. 48). This
connects Bachelard to Kant, although as Chimisso points out (2011, p. 187), Bachelard

disputed Kant’s interpretation of phenomena.

To Bachelard, a phenomenon is not steady in its existence but may be a presentable
thing even if it is invisible. As he says in his book, Philosophy of No (1940): ‘A phenomenon
is not a static thing with a certain form, but a transforming object in becoming’ (p. 111). This
is what Vydra (2014) expresses as ‘hold phenomenon’ (p. 48). Vydra further clarifies this by
stating that the phenomenon is not a steady object apparent in nature but is a dynamic object

that can be produced and always recreated (p. 45).

Here, the trial of moving Husserl’s established theory to Bachelard’s practical
application in analysis emerges. Husserl presented theoretical ideas but they were not
necessarily final; they are subject to expansion, as we saw with Heidegger and Sartre.
Bachelard and others developed what is known as non-classical phenomenology (Vydra, 2014,

p. 47).

Poetic phenomenology applied to Bachelard when, as Kearney (1998) says, he realised
that science and poetry have the same creative source and creative ability, in which the

imagination participates in building reality and reality in building imagination (p. 97). The
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study of poetic imagination reveals that there is a unity between the imagination that produces
the concept and the image, or science and poetry (Crocenzi, 2009, p. 90-91), although this
conclusion contradicts what has long been assumed about poetry and science — that there is a

contradiction between the rational method for science and the literal approaches of poetry.

In addressing imagination and poetic image phenomenologically, Bachelard forms an
independent vision for himself that does not reject former phenomenologists’ principles.
Instead, it interprets and explains these principles, and may even contradict many of them. For
example, he agrees with Husserl in the necessity to be free from the selfishness of what the
creator means, and how being free from stereotyping (Hans, 1977, p. 318) is one of the most
important principles of phenomenology. He also agrees with Husserl and with Sartre about the
principle of intentionality but contradicts Sartre over the same issue and his interpretation of
the intentionality process itself. To Bachelard, the creator is a conscious cogito, thus the image
IS an activity that comes from an intentional consciousness — the intentionality existent in
consciousness (Crocenzi, 2009, p. 98). However, the difference here is in the interpretation of
this activity: Bachelard sees it as intertwined with a human conversation with the world

whereas Sartre sees it as a self-involvement.

The produced imagination of the image to Bachelard happens in an intentional
consciousness; there is an active power which is the creative’s will which is the pre-image of
human will. This is the same will that allows him to talk and express himself, and thereby to
form an existence of himself (Kaplan, 1977, p. 14). Creation to Bachelard signals being in the
imagination, through which the world forms an existence to itself that appears in the shape of
a human (Kearney, 1998, p. 98). Bachelard sees that the problem of understanding such an
image and activity will not happen except through a phenomenological approach. He says in
the introduction of his book, The Poetics of Space (1994): ‘In order to clarify the problem of
the poetic image, philosophically, we shall have to recourse to a phenomenology of the
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imagination’ (p. Xiv). He then explains his intention in this approach, saying: ‘Study of the
phenomenon of the image when it emerges into the consciousness is a direct product of the

mind, soul and the being of man’ (Ibid., p. xiv).

In spite of Bachelard’s uniqueness, he emphasises that the phenomenological approach
is the only approach that can measure the strength and fullness of the image in its crossing to
the self (Ibid.). In Bachelard’s view, consciousness touches the role which the concept of
intentionality plays in the creative activity and orientation of his involvement with classic

phenomenology.

Thiboutot and Martinez (1999, p. 3) say that Bachelard, in his treatment of the substance
of fire, considered the issue of human behaviour towards the object in the world based on the
first impression. This impression, from Bachelard’s point of view, is a permanent hindrance in
feeling materiality, and one from which we must free ourselves (p. 166). Here he meets, to
some extent, Husserl’s idea of the epoché (see p. 123 onwards of this chapter). Nevertheless,
Bachelard suggested a solution to the problem of being free from the first impression by what
he called de-poetising the world around us — rewriting the lived world in our consciousness in
terms of prose (Ibid, p. 167). At the time, Husserl had suggested analysing pure consciousness
related to the phenomenon without returning to stereotyping. Vydra (2014, p. 55) sees that
Bachelard leads to an end of morality because self-consciousness is formed through
valorisation — the effect of imbuing phenomenon with value. This led him to build his views
around the imagination through observing four cosmological matters, as will be shown later in

this chapter.

Although Bachelard did not cite Husserl’s views directly, as indicated by Vydra (2014),

he returns to and indicates Husserl’s principle of epoché by saying: ‘Contemporary scientific
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thinking begins by epoché, by putting reality into brackets’ (1940, p. 34)%. It is also known
that while Bachelard first indicated a phenomenological approach in his book, The Spirit of

New Science in1934, Husserl’s phenomenological ideas were known in France (Vydra, 2014,

p. 48).

Bachelard sought to explain the new phenomenology that he wanted to apply in his
study of the material imagination, and poetic image by obtaining the conversation that exists
between the reader and image through interpretation and clarifying its originality in the human
self (Kearney, 1998, p. 98). This phenomenology of matter meant that matter in its existence,
without optical and visual limits, is dynamic with generated power, freed from immobility and
resistance (Vydra, 2014, p. 50). The phenomenology of the object to Husserl and Sartre, for
example, meant the object, and they insisted on its sensory nature and existence. This led
Bachelard to criticise Sartre’s view of the object’s steadiness; Sartre mentioned in his book The
Psychology Of Imagination (1948) that consciousness consists of synthesised construction
meaning, certain or steady objects, and he mentioned the example of the white paper and the
cube (See Chapter4, p. 144). Imagination of the existent object is obvious and steady (Ibid.).
To Sartre, imagination is influenced by the ambiguity of matter and is the mediator between
mind and sense (Grimsley, 1971, p. 45). Thus, Sartre is concerned with the existence of shape
in the realised sense to produce the image at the time the realising is absent. On the other hand,
Bachelard focuses on the motion or activity in consciousness more than the steadiness of the

object in it (Ibid., p. 44).

On the same topic, Husserl calls for relating objects to themselves so the giver always
exists with a predicted judgement as having always existed and presupposed (1982, p. 63).

Receiving the intended object then exists as an ability of the doer, while Bachelard sees this

% Cited in Vydra (2014, p. 47).
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activity, which is the receiving, as not being able to take place without agreement with or

acceptance of the delivery ‘to accept delivery’ (Vydra, 2014, p. 52 onwards).

Vydra (2014) posits that receiving the object, to Bachelard, is either done (as it is) with
what we receive, or with what we think it is; either it is a phenomenon or an object (p.53) This
is why Bachelard criticised Heidegger’s idea of a mediator without expressly referring to him.
He says in his book The Flame of a Candle (1988): ‘who defined the being of familiar things
through the notion of ustensilité (instrumentation) (p. 92), and he referred to Van Gogh’s
painting and Heidegger’s reading of it, saying that ‘we do not perceive landscape, we imagine

it’ (1940, p. 42 cited in Thiboutot and Martinez,1999, p. 55).

Heidegger sees that the mediator or the colouring and formation of the shoe, for
example, is what gives us an awareness of the job a person has and the place where he lives.
Our perceptions of the landscape and of the farmer are what Bachelard called reveries in his
book The Poetics of Reverie: ‘The eye which dreams does not see, or at least it sees with another
vision, and this vision does not consist of ‘leftovers’, cosmic reverie makes us live in a state
which must be designated as anti-perceptive’ (1960, p. 174). So the dream image and

imagination are non-realised issues in the body but are generated or re-created.

Bachelard supports the aesthetic value of poetic imagery and the phenomena he
analyses. Grimsley (1971, p. 55) states that the aesthetic is the value that Bachelard always
seeks to allow to emerge; he sought to connect the existing matter with what it excites in the
inner self, while Sartre focused on the value of freedom and supporting it in the existence of
the object, self, and independence, relating objects to themselves (pp. 48-49). However,
Bachelard, in addressing the mobility of matter and its activeness, was ontological, and needed
greater explanation (lbid., p. 56) regardless of his repeated trials at interpreting the object

through dividing imagination and its types.
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Here it could be said that Bachelard established freedom in his approach. He does not
see Husserl as the thoughtful power to which he should submit because of the establishment of
phenomenology that he had achieved. Instead, Bachelard argued with his concepts,
contradicting them while trying to prove them through the application of new concepts that
would allow more spaciousness and a widening of the examined matter in the approach. Vydra
(2014, p. 55) states that Bachelard investigated oneiric consciousness and daydreams, and he
mediated the relation of imaginative consciousness with the image and its phenomenon of
generating changeable motion. This does not mean that Bachelard was not a phenomenologist;
on the contrary, he is recognised as a developer of phenomenology, and one who made
extensive contributions to the field through using the poetic image in addressing imagination,

as we will see later in his application of analysis.

Vydra (2014, p. 47) discusses Bachelard in his phenomenological analysis of human
behaviour and the poetic image. Although Bachelard insisted on calling his approach
phenomenology, he did not exempt it from psychoanalysis as well, even though he called his
analysis phenomenon-techniques in his book The Poetics of Reverie (1960). Although he was
influenced by psychoanalysis and used some of its tools, such as Carl Jung’s concept of
archetypes in reading poetic imagery or some of Freud’s ideas regarding the animus and anima,
Bachelard did not deny phenomenology. Borrowing approaches within the general
construction of the chosen approach is a good thing for the critic — it allows for an enrichment
that leads to the birth of a new critical approach that is a product of the researcher’s thought.
Disagreement does not mean the loss of belonging to the approach, as Osakabe emphasises

(1981, p. 118).

Bachelard’s poetic phenomenology implements the principles and bases of classic
phenomenology but it carries inquiry, and implementing discussion enriches the research more
than complicating it, even though it has some gaps that can be treated through applying the
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approach to the poetic material. Perhaps Bachelard being affected by psychoanalysis and
retaining some of its tools in his phenomenology indicates the flexibility of Bachelard’s

thought.

To figure out the features, principles and bases of poetic phenomenology for Bachelard
along with the psychoanalyses that influenced his phenomenology, we have to understand the
poetic and aesthetic objects that he set out in his various works. Thus, we can apprehend his
approach in analysing the poetic imagery of water and applying it to European poetry. This
methodology independently exists in his books and in a specific historical sequence; as they
are concepts and thoughts spread amongst his writings and different readings, systematically

revealing his thought can be quite difficult.

4.3.1 Imagination

Bachelard’s interest in the poetic imagination is obvious in his book The
Psychoanalysis of Fire (1964), which Ehrmann (1966, p. 573), Smith (1982, p. 70) and Picart
(1997, p. 60) considered to be a turning point in Bachelard’s thinking, in which he moves from
scientific studies to critical and literary studies. The Psychoanalysis of Fire was also an
introduction to his imaginative and poetic phenomenology. Ehrmann (1966, p. 573) refers to
the start of Bachelard’s direct dealings with literature and literary criticism, without an excuse
of knowledge and scientific research, in his book Water and Dreams in1952; he continued his

engagement with literature in all of his following books.

Bachelard did not seek to make an accurate definition of imagination in any of his
books, rather he sought to understand the different types of images that imagination produces.
Grimsley (1971, p. 54) finds this different from Sartre, who was interested in devising a specific

definition and features for imagination.
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Bachelard talked directly about the kinds of imagination with recognition of partial
existence of non-consciousness in imagination happening. Imagination to Bachelard was the
power that pushes the poet to choose a specific image from specific material (Ibid., p. 52).
Thus, it is an intentional action that happens in a human’s consciousness, though non-
consciousness participates in its happening. Between consciousness and non-consciousness,
imagination happens in an area that Bachelard called ‘limbo’; he describes it as a zone in which
the image is generated. This zone takes power and intentionality from consciousness, while
non-consciousness chooses the material of the image (Bachelard, 1960, p. 109). The zone
moves toward consciousness and is formed from its original materials in non-consciousness
(Kaplan, 1972, p. 7 and Serlin, 1992, p. 188). This is how Bachelard addressed oneiric

consciousness, surpassing Husserl’s area in phenomenology (Vydra, 2014, p. 55).

Bachelard sees that a human realises freedom from a literal perception in his
imagination, and this is his way of overcoming his sensory perception of reality based only on
the senses, and to have the awareness to enter it in his deepest inner soul, so it is a measure of

mental health (Serlin, 1992, p. 188).

Imagination reveals the human’s relationship with his surroundings, the world he lives
in, and the self in which sensory experience is formed. Each part of this sensory experience
realises the beauty that exists somewhere in the world, and expresses it by words and
imagination so it is unified with the object. This unity is the image generated by the imagination
(Bachelard, 1960). As Serlin says (1992, p. 188), with reference to Bachelard, pleasure occurs

in generating the imagination and expressing the unity between the self and the object.

This pleasure creates an effect Bachelard called ‘valorisation’, which means a kind of
knowledge through which matter transfers; it is like the effect that happens because of unity

with reality and changes in imagination (1988, p. 40). Hence, the distortion of reality in the
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imagination affects an imaginative knowledge that exceeds real knowledge because the image
that forms in the imagination is not the same as that which forms in reality. This creates an
existence in the dreamer’s imagination; ultimately, it achieves a positive effect, as Bachelard

says:

“It is not knowledge of the real which makes us passionately love it. It is rather feeling
which is primary and fundamental value (...) one seeks it (object) in details because
one loves it on the whole, without knowing why.” (1983, p. 155)

Therefore, imagination is a human desire and humans have an intensive need to achieve
subjectivity and communicate with the lived world. Imagination is more than a mental activity

practised to produce images, as Bachelard says:

[it] is rather the faculty of deforming images provided by perception; it is above all the
faculty of liberating us from first images of changing images. (1988, p. 209)

It seems that Bachelard sees the function of imagination as to be free and loose from
the limits of image and first impressions, which stand between realisation and the realised
object. It generates a new perception of image from a free mind, so that the healthy mind is the
mind that is able to imagine (Kaplan, 1972, p. 3). This takes the mind away from desire, which
Freud cited as the explanation for the imagination, meaning that the creator/self is not a captive
of repressed feelings of persecution or sexual desire. The imagination is more than a means of

self-satisfaction or a vent for the self’s complexes.

Because imagination is a will, so it is a power. This power is released from the human
spirit (Bachelard, 1988, p. 204) and pushes humanity to be unified with existence through
awareness of the external world. This does not mean that its mission is to figure out reality and
transfer it as it is to human thought but rather to face the real object and live with it (1994, p.
144). The independence of the imagination is not a reason for separating it from the self, but

is, according to Bachelard, a part of the self and connected to it and to all that relates to it. His
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rejection of imprisoning the imagination or projecting the self onto it makes him completely
separate it. Bachelard tries to stand between the two as, to him, each act of the imagination is
related to an image that already exists in the self and was stored in human experience as an
archetype, at the same time being connected to one of the four cosmological elements. This
perception is what made Bachelard build divisions into the imagination, as we will see in detail

below.

Bachelard divides imagination into formal imagination and material imagination, from
which a dynamic imagination is formed (1983, p. 1). It is worth mentioning that the imagination
intended here is probably the secondary kind, as referred to by Coleridge (See Chapter 3, p.
63) Bachelard’s divisions focus on this secondary, or creative, imagination; this may be what
made Higonnet (1981) call Bachelard’s imagination a ‘romantic’ imagination. It is possible
that Bachelard’s (Ibid., p. 149) description that imagination is an ambitious effort not only a

traditional vision emphasises this suggestion.

Nevertheless, Bachelard viewed this division of the imagination from a different angle
than Coleridge: that of the essence of the imagination itself, or the phenomenology of
imagination. The first kind of imagination, to Bachelard, is the formal imagination that is
described by Bachelard’s image: ‘They take pleasure in the picturesque, the varied and the
unexpected’ (1983, p. 1). Hans (1977, p. 317) comments that the image created by the formal
imagination is fascinating; it is connected to the conceptual appearance of the word image in
its form. Additionally, it does not go into any depth of the physical feature of the material to
which the image is related; for instance, the images of the colour of flowers in the spring. In
contrast, the material imagination, as Bachelard says, ‘plumb[s] the depths of being. [It] seeks
to find there both the primitive and the eternal’ (1983, p. 1). It is the image that is related to the

value and physical features of the word/image, and with it feelings are brought to the mind
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(Hans, 1977, p. 317). This is the kind of imagination that concerned Bachelard in his successive

studies.

The formal imagination was a point that he considered a shallow image, which did not
touch the depths of the self-reading because it is not related to the material. Here Ehrmann
(1966, p. 576) indicates that Bachelard extended the division but did not complete the details
of each part. He made the material the advantage that forms the deep imagination, and he even
attached what he called the dynamic imagination to the material one that interfered with his
subjectivity in reading imagination, and was far from the objectivity that he intended. In
Ehrmann’s statements, there is a strong sense of rightness; the meaning of formal imagination
was still hazy to Bachelard, and the great differences between it and the material did not appear
in Bachelard’s writing except for the fact that he did not relate it to one of the four elements
(water, fire, earth and air). Does this mean that imagination that is not related to these elements
is not worthy of examination and does not express the depths of the self? Or is it of a lesser
rank than the material imagination? In fact, Bachelard did not answer these questions, though
it can be concluded from his work and interest that the material imagination to him is what
should be examined and researched for an understanding of the consciousness and visions of
the human about the surrounding world; that is a strict judgment towards which the present
researcher is not greatly inclined. Rather, believeing that imagination can be differentiated, in
rank and strength, but in all ways it is part of a human’s expression and activity in the world in
which he or she lives and the experiences that he or she has. This is closer to most critics’

concept of the imagination and the image.

Because the material cannot be without motion and each material has a specific motion,
Bachelard found the imagination to be dynamic; he explains the material imagination as being
the motion of the material. As Kaplan says (1972, p. 14), a dynamic activity produces images
caused by the mutual will between the self and the object, where the self interacts in its
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imaginative consciousness with the essence of the material, so the self-will moves in front of
the will of the material, and as a result there will be dynamic imagination. Bachelard describes
this kind of imagination as ‘[a] primitive, immortal force of psychic becoming, imagination

itself as force and creativity’ (1988, p. 30).

This happens with dynamic material in its physicality, just like the image of air — the
produced imagination of the image of air must be dynamic. This is because the self is inspired
by a dynamic element, and therefore it rushes dynamically in the imagination (Smith, 1982, p.
93). However, at the same time it is still a material imagination. Therefore, it could be said that
each dynamic imagination is material but not each material imagination is dynamic, and

separating the kinds of imagination in the poetic image is not possible (Bachelard, 1983, p. 1).

It can therefore be assumed that formal imagination works with shallow values, such
as colour, meaning that it is not changeable. The material imagination deals with the depth of
the material — its conditions and physical transformation in the image — and through this it
brings its unique features to the creator so that he can depict it and be affiliated with it in his

imaginative and psychological states (Kaplan, 1972, pp. 11-12).

4.3.2 Poetic image

Hans (1977, p. 315) acknowledges that tracing Bachelard’s approach is not easy, and
with this the present researcher agrees. It is difficult to avoid falling into the trap of chaos when
following the ideas of Bachelard around the poetic image; it may take the researcher into a
maze of ideas, terms and divisions. It is reasonable to say that this is what any reader of
Bachelard’s phenomenology of the poetic image may suffer from. As Bachelard’s views are
spread throughout his copious writings, they easily confused. Thus, the researcher sees here

the necessity to set fulcrums as landmarks from which to move when approaching the poetic
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image. These are the interlocking issues that Bachelard linked with the image and kept
returning to in his analyses of the poetic image, and through them his phenomenological

approach emerges.

The first of these issues is the origin of the poetic image, which takes us back to the
issue of the self and the object in this discussion of the source of poetic imagery (See Chapter
3, p. 65). Bachelard thinks that the poetic image has essence, which appears through
understanding the origin to which it is related. This origin is the consciousness in which the
experience is formed, and through which communication with the world happens; that is to
say, the poetic image is formed in the consciousness of the poet before returning to be in the
consciousness of the reader, who receives it via his own experience and consciousness of the
world. Through the reader and his consciousness, and the reimagining of the image through the
reader, the image revives and renews its existence; this process is described in the
phenomenological approach as ‘microscopic phenomenology’ (1994, p. xviii onwards).
Imagination phenomenology is oriented towards the image, or as Bachelard says, it is ‘a study
of the phenomenon of the poetic image when it emerges into the consciousness as a direct

product of the heart, soul and being of man, apprehended in its actuality’ (1994, p. xviii).

Bachelard describes what occurs between the image and consciousness and the self as
a conversation between the soul and the world through experience. This conversation comes
into poetry through the pure image, which comes before thinking as it stems from pure
experience. Poetry is therefore a soul phenomenology to Bachelard more than one of the mind

(1994, p. xx).

This indicates that Bachelard separates the mind and soul and their imaginative result,
though he assures us that studying the phenomenon of the poetic image cannot be done without

either, as well as knowing the simple differences between them (lbid.). Hans (1977, p. 315)
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suggests that Bachelard may at this point be affected by psychology in his research and reading
of the differences between the soul and mind as a basis from which to establish the differences

between metaphor and image.

Bachelard differentiates between metaphor and image'® because of his understanding
of the origin of image, which is the self as it appears in his work here. This is another issue that
was widely debated in early and modern times concerning the study of image (See Chapter 3,
p. 165). The psyche consists of the soul and the mind; the mind is not connected to the
phenomenology of image because “the mind is the objective aspect of the psyche, and the
image is the subjective. Bachelard thinks that the image comes before thought, and thought and
reason are the aspects of the mind that objectify reality” (Hans, 1977, p.316). So, metaphor
relates to the mind and image does not. However, the soul is an imaginative rather than rational
faculty, and the world of the image is the same world of the soul, which both come before
thought. It is a world through which the soul of the creator and the soul of the reader can revive

the image by reimagining it (Ibid., p. 316).

Image is a manifestation that is not related to causality, which is a manifestation of the
mind and thinking connected to reality; metaphor is more related to thinking, meaning,
concepts, and denotations, which decrease its value in poetry (Bachelard, 1994, p. 77). So,
metaphors involve more mental work than spiritual, and do not give a direct advantage to

reveries or imagination.

Hans (1977, p. 316) discusses how Bachelard saw in metaphor a real mental causality
based on reality and sequence, which gives it stasis and dormancy, which in turn signifies its

loss of freedom and mobility away from reality. Metaphor is always connected to reality, and

100 Some scholars have stated that Bachelard disagrees with Bergson regarding metaphor; for more details, see
Kaplan (1972, pp. 17-18). Regarding the origin of metaphor and its relation with epistemology with reference to
Bachelard, see Margolin (1989, p. 101 onwards).
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it is tied to the concept of the real object it indicates; this is what makes it solid. Here he is
close to the qualities of metaphor mentioned by Murry, Black and Richards when considering
it as a mental activity whose role is to generate understanding (See Chapter 3 above, p. 73)
Bachelard says: ‘a metaphor gives concrete substance to an impression that is difficult to

express’ (1994, p. 74).

Bachelard’s revulsion to metaphor resembles the early Arab critics’ view of metaphor,
but Bachelard explains his stance by saying that metaphor is rigid and related to reality whereas
the early Arabs saw the difficulty of metaphor to be the ambiguity of its meaning — the opposite
of Bachelard’s point of view. Is this contradiction due to the technical differences between
metaphor in Arabic and other languages? Perhaps this is a strong factor, but the reason is more
likely to be that metaphor shows the poet far from spontaneity, and that what amazes the
recipient is actually poetic simplicity. This is the simplicity that achieves happiness and ecstasy
with language when it describes a meaning or a stored concept in the reader’s soul which he
cannot simplify himself; this spontaneous image comes to release its meaning with simplicity
and without thinking. But simplicity and spontaneity are not characteristic of metaphor, in
which the mental effort to describe reality is very clear. To this researcher’s mind, however,

the metaphor is still an imaginative product and a kind of image.

Image is more related to the spirit. Image is also more imaginative than mental; it is
subjective, free, comes before thinking, renders an immediacy between self and object, and is
dynamically expressive about both (Bachelard, 1994, p. xix). As Bachelard sees it, image
dwells in the realm of the soul (Ibid.). The present researcher believes that metaphor cannot be
ignored given its value in fiction and poetry. In other words, insisting on avoiding it would be
a great disservice to one of the key aspects of the creative imagination. Furthermore, being
mental and requiring a larger intentional effort and thinking does not deny the fact that
metaphor is a poetic phenomenon and composed of an imaginative image with meaning.
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Thus, Bachelard leaves behind whatever can confuse the reader when receiving the
image — anything that can separate the self and the object, and anything that can affect reading
the phenomenon, even if it is the mind. Hence he insists on receiving image as it is, in the form

that carries its initial conception (Hans, 1977, p. 316).

Consequently, each logical trial in considering the image may lead to its destruction, or
decrease its beauty, which often happens when comparing one image to another (1969, p. 53).
If the critic followed an intellectual scientific approach, he may make the image lose its beauty
and originality when the tools he uses to analyse it interfere with and disrupt his objectivity
(Ibid.). Each image should be intentional with the motive of admiring itself and its uniqueness
without playing with that uniqueness (Ibid.). Bachelard’s view here is highly idealistic, and he
could not commit to it himself regardless of his desire to do so (Bachelard, 1994, p. xviii).
Being free from the self for the critic or even for the normal reader entirely contradicts his or
her call to revive the poetic image throughout reimagining it in the reader’s consciousness and
experience, as mentioned earlier. If the image is free from being imprisoned in reality, as
Bachelard described it by calling it ‘the most fleeting product of [creative] consciousness’
(Bachelard, 1994, p. xix), then it is better to be free between the reader’s hands. This freedom
occurs through accepting the different ways in which it can be read by a number of readers
according to their own consciousness and experiences. Otherwise, this image will die and
freeze into rigidity, which does not contradict the ‘onset of the image’. This contradiction from
Bachelard may sometimes be due to his exaggeration of the assertion of freeing the image from

any subjectivity or stereotyping.

As a result of what was addressed earlier, Bachelard showed that the image is more
subjectively sourced than linked to reality or an object, and the subject that fulfils the need to
expressing its consciousness and experience achieves a response to prove its entity as a subject
of humanity. Kaplan (1972, pp. 8-9) mentions that Bachelard sees the need that pushed the
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subject to generate an image as being a result of the will to highlight beauty, and express the
subject’s mood. This is different from the concept of desire that Freud saw as the reason behind
the poetic image. Thus, Thiboutot and Martinez (1999, p. 7) posit that Bachelard rejected the
psychological search for desire behind the image and the meaning hidden in it; instead, he

evoked reading it through subjective experience.

Poetic language is the means that the self uses to express the image, and is the third
issue related to the image according to Bachelard. Language to him is a means of understanding
the image, it is not just a mediator or a methodology, as, for instance, Heidegger claimed (see
above, p. 137) It is an imitation of human existential will. As Caws (1966, p. 54) asserts, in
agreement with Breton, ‘a human’s relation with language defines his relation to the world’
(Ibid.). Bachelard adds that the language of literature is a power. Caws discusses Bachelard’s
ideas about modern literature and there being a number of powerful words that rule over
language, like violence in the sentence, and marginalise older terms (lbid.). Language is

mobile.

Kaplan (1972, p. 14) indicated that Bachelard was deeply affected by words, and
through them he was oriented towards philosophy and the study of imagination and beauty.
Bachelard (1988, p. 8) realised the value of literature as a high language, and applied this
concept to other art forms, especially poetry. Poetry represented the relation of language with
image and imagination, and throughout the freedom of imagination, poetic language gained the

characteristics of beauty because of its being language, which is the spiritual archetype (lbid.).

Poetic language comes from a strong will; it is the moment of creation that moves a
human so that he is directed to the imagination and utters poetry, which is the quality or ability
that distinguishes the imagining human (Kaplan, 1972, p. 14). Therefore, intentionality and

will make language and poetry, and then the poetic image. Kaplan (1972, p. 15) adds that
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Bachelard views the relationship between language and image as one based on mobility and
the performance of the soul, because the base of language is comprised of continuous
psychological meanings and related to stored images in the soul, and moves with human

intentionality to produce poetic images through language (Bachelard, 1988, p. 182).

Kearney (1998, p. 108) emphasises that Bachelard views language as a vivid sign of
human existence and intentionality. Through this, a human can feel life, and through the poetic
image and reimagining it with language a renewed return to life and existence can always be
achieved (Bachelard, 1994, p. xvi). Writing and reading language takes human beings back to
their birth and enables them to enter their dreams through poetic imagery, reveries, and return
to feelings of childhood (Bachelard, 1969, p. 49). Creative language appears as distinguished
and unlike familiar language because of the imagination, as through poetry and creativity a
human is open to the real world. Poetic language throws the dreamer, poet, or reader into
another world, whether the external world that the poet talks to, or the internal world that the
image reveals and the reader talks to, which Bachelard called the universal image (1990, pp.

99 onwards).

All of this happens in the realm of the spirit, away from the mental conditions that rule
the aesthetics of poetry. Bachelard does not see a subjective condition for poetic aesthetics
(Hans, 1977, p. 315). For Bachelard, a human can experience his existence through language
and the world of the spirit; it is in the world of the image where dreams and images unify and
become a language of silent human existence, from the time when a human is a prisoner of
their own soul until they are released from their silence by an uttered or written language
(Kaplan, 1972, p. 17). It could be said that Bachelard practised writing the poetic image in his
critical or phenomenological works; in most of his expressions, he uses a rhetorical language,
as Kaplan (1972, p. 2) noticed, describing his language as containing a verbal richness that
hampered the ability to understand Bachelard’s ideas directly.

172



Image to Bachelard is more than a depiction of reality through poetic language, which
helps the human return to his instincts and overcome the hindrances of mental scientific
thinking, which took him away from his spirit (Thiboutot and Martinez, 1999, pp. 4-5).
Returning to the spirit via the image, a human returns to their inner child (Bachelard, 1994, p.

4). So, human memory appears as a fourth issue related to the poetic image.

Memory, to Bachelard, is the creative experience of the creator or the tasting experience
of the recipient. The creator evokes the stored images of his childhood from his memory, and
the recipient evokes his own images when he reads those of the creator. They are primitive,
vivid and favourable images to us, without which there would be no poetry (Bachelard, 1994,
p. Xviii).

There is a difference between remembering and sensory realisation, according to
Bachelard. He suggests that remembering is more than evoking the image of a thing but
includes a presence of the thing itself. In other words, the remembering person evokes the
whole thing but in a new frame which becomes the past. It exists in a different moment from
the one in which it originally existed. Here, he linked absence and the presence of the absent
in memory (Thiboutot and Martinez, 1999, p. 8). Sokolowski (2008, pp. 66-67) also explains
that a human cannot see an object similar to what he remembers as real, but he remembers the
same object even if it existed in another time. In other words, remembering makes absent or
past things present and can integrate with the present moment as an imagined image that the

human sees in the present time.

This concept made Bachelard talk about the moment and the present, which participate
in returning our memories and their formation. He says that, ‘remembering different moments
is necessary to form a complete remembrance’ (1986, p. 20). However, Bachelard does not link

the idea of duration to the memory, saying that, ‘we remember that we were, but do not
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remember that we lasted’ (Ibid., p. 37). Memory is the guard of time, and it guards only the
moment; it does not keep anything from our artificially complicated feelings, which is duration

(Ibid., p. 38).

Here, Bachelard notifies us of the mobility that poetic imagination plays in the soul
when it extracts the hidden in our stored memory in an aesthetic way filled with feelings. When
we remember an old thing from childhood, a human realises issues that he may not have
realised at the moment of real contact with the same thing, so the present moment becomes a
moment of discovery. This is what Hans (1977, p. 315) asserted when he mentioned that

Bachelard sees in poetry the poetic of the text as it occurred in a specific moment.

Here Bachelard focuses on the universal memory, which connects us with the material
and primitive images linked to childhood memories; these images merge with the material and
mix with the poetic imagination at the same time (Bachelard, 1994, pp. 45-46). Thus, what
already exists in the memory and is evoked is something that happened to us in some previous
experience, as referred to by Lewis (1961, pp. 139-140). Lewis indicated that our ability to
imagine is somehow our ability to remember what happened to us as an experience. The
childhood memory extant in poetry is a deep poetic image to Bachelard. Memory therefore

cannot be linked to a sensory realisation. Bachelard comments:

‘The remembered past is not simply a past of perception. Since one is remembering, the
past is already being designated in a reverie as an image value. From their very origin,
the imagination colours the paintings it will want to see again.” (1960, p. 105)

This means that imagination renews the past at the moment we remember as poetic
images, so the creative imagination gives it ‘colouring’, i.e. renewing the childhood memories
that result in the new birth of childhood and new life. Thiboutot (2001, p. 165) pointed out that

Bachelard was fond of new starts, which led to his concern with reviving childhood images
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and new birth. Bachelard saw that childhood memories were extracted as imagined images in

reveries: ‘memory dreams, and the reverie remembers’ (Bachelard, 1960, p. 20).

Reveries are the states that Bachelard linked most to the poetic image; he used the
expression ‘dreamer’ in many of his books, referring to the creator, or poet, or perhaps the
reader, i.e. the recipient, when he discussed the imagining of an image. Serlin (1992, p. 187)
said that studying daydreams is studying poetic consciousness, which participates in the field
of psychology or psychotherapy; he suggests that poetic consciousness is a case of attention
that lies between awakened consciousness and sleep, and that it is in this state of attention that

imagination occurs (Ibid.).

Reverie, or daydream, includes the previous meaning, in which he finds a connection
between imagination and memory. The dreamer remembers the place, for example, then he
starts to imagine it, forming its image and reproducing it. Bachelard detailed this in The Flame

of the Candle (1988), and linked it to childhood memories.

In his book The Poetics of Reverie, Bachelard conducted a detailed study about reveries
in 1960 when he practised a phenomenological reading that addressed language, childhood,
and universal elements; his main purpose was to gather more clues for the analysis of the poetic
image. He concentrated on a treatment of daily dreams and their relation to poetic creation and
memory. Additionally, he assured us that he is a dreamer of daydreams. He explains the
relationship between daydreams and poetry as follows: ‘The reverie we intend to study is poetic
reverie. This is a reverie which poetry puts on the right track, the track an expanding

consciousness follows’ (1960, p. 6).

The poetic dreams which are his reason for study are those in which poetic images are
gathered through the intimate conversation between the dreamer poet and the world; the poetic

imagination it creates carries features of the world which the poet was aware of in his daydream
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and that were filled with poetic language. This intimate relationship between the poet and the
world is configured by the daydream the poet experiences first, then the reader experiences the

poet’s dream through its linguistic archetype.

In the case of the daydream, Bachelard refers to the two main poles of the self: anima
and animus. He sees that the dreamer in his intimate imaginative conversation with the universe
falls under the feminine side in his self (the anima) more than the male side (the animus).
Bachelard borrowed these terms from the psychoanalytic school of Carl Jung, which views
each person, male or female, as having inside them deep poles of femininity and masculinity,
or what Picart (1997, p. 67) describes as the deep-stated duality. Each side is usually

responsible for a side of human behaviour. Anima corresponds the soul and animus the mind.

Hans (1977, p. 316) asserts that Bachelard saw in these poles an escape for the image
from the frame of a pattern or ‘concept’ as it discords. The existence of the opposite feminine
and masculine sides in the self of the poet gives him balance, through mutual activity, in

forming the image from both.

Both Picart (1997, p. 67) and Smith (1982, p. 124) agree that Bachelard’s interest was
with the anima more than the animus, i.e., the feminine aspect of daydreaming is greater than
the masculine. He saw a special power in the anima that feeds the daydreams in both genders,
and was more suitable for the phenomenology of dreams: ‘reading in anima is clearly

phenomenological reading’ (1960, pp. 62-63).

Picart (1997, p. 67) and Smith (1982, p. 124) explain Bachelard’s concentration on
anima as linked to the term ‘reverie’, which is feminine in French — la réverie — and means
daydreams; the term dream — le réve — is masculine in French. The appearance of feminine
language in reveries will be more likely than its appearance in dreams. The present researcher

does not view this as a strong reason, i.e., whether the term used is feminine or masculine for

176



ascribing poetic language to the anima. Generally, Bachelard inclined towards feminine terms

with all the nuances they carry of imagination, tenderness, and softness.

Bachelard spent much of his writing discussing the dreaming poet in connection with
the unreal world, but the poet is also open to another real world. In other words, the eyes in the
daydream see an imaginative world merged with the real world, which appears in a new form
created by the poetic imagination in a unified sequencing of images that eventually form the
dream. It is a dream that is promised to be written or narrated in order to last and be
immortalised (1960, p. 9 onwards). It seems that Bachelard put the sensory world in a mutual
condition with the imaginative world, internal to the dreamer, and that the imagination is the

mediator of both worlds and memory the extension from one to the other.

For example, a home exists in the real external world, which is realised by the senses.
However, in the daydream, the home has another existence related to the imaginative features
of the home and connected to childhood memories. In the reverie, reimagining these features
and memories makes us enter a mode of initial surprise, and makes us live our existence
differently; it even makes us look at our childhood from different aspects. Hence the home
becomes a place for protection, familiarity, and discovery; it becomes our first world or a

miniature pre-image of the world we discover after it (1994, pp. 4-6).

This idea is the basis of what Bachelard put forward in relation to the poetics of place;
he considered that place can always become a poetic image — an idea he addressed in his book,
The Poetics of Place. He exposed the images of the primitive place and analysed them
phenomenologically according to the idea that the place is not just something known by
geographical aspects but is rather a place that is connected to the dreamer and the poet

intimately, and is where he practises his first childhood dream (1994, p. 6 onwards).
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Bachelard detailed the features of the primitive image of place starting from home,
which he linked to the mother and then to the element of earth, which is the primitive mother
for humans. He also talked about the dream home where memories exist, where lost images
dwell with grief. This relation between the inhabitant, home and the world, reaches into the
body as the place of the soul (1994). The relation of places with their formations and patterns
in the dream and poetic imagery and their deep denotations, which made the places primitive
images, carry symbols of ideas that involve the spirit through childhood and memory. His
statements about tiny places, big places, shells, and spiral stairs give instances of this
understanding of place. To Bachelard, each poetic image for these places is related to human
existence, and each place’s formation as a poetic image occurs through his inner stored
experience, whether individual or collective. This experience is deep inside; Bachelard calls
them archetypes, and explains that they are rooted in our souls and linked to the elements of

the universe in the same time.

4.4 The Archetype and the Poetic Images of Fire, Water, Air and Earth in

Bachelard’s Theory

Jung came up with the term ‘archetype’, which freed the image from Freud’s prison of
repressed sexual desires (See Chapter 3, p. 69) Bachelard borrowed the concept from
psychoanalysis in his criticism of the poetic image of the object (1964). However, Christofides
(1962) argues that Bachelard “admits that he came to know Jung too late, after most of his own

theories had been formulated” (p. 267).

These stored archetypes in the collective non-consciousness, brought to where the poet
exists, are the food for his daily dream. When the poet dreams and starts to draw the poetic

image that occurs in his imagination, he returns simultaneously to the archetype stored in his
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memory regarding the material; this archetype often comes from the collective unconscious.
Smith (1982, p. 87 and 88) emphasises that dreaming knowledge is composed of the
characteristics of the materials that do not leave, i.e., the physical phenomenon through the
self, which chooses the way in which such knowledge occurs in daydreams. The aesthetic
expression of this knowledge is a symbolic language representative of its existence; this is the

language of poetry and through it the function of the dream is achieved.

In other words, when a poet dreams of fire, he recalls all of its features stored inside
him; these are linked to his human collective unconscious, revealing that fire warms but also
burns. This image already exists in the poet’s memory, and is perhaps linked to a common
image among humankind, which is found in the image of Prometheus!®® — the image of the
thief of fire in Western culture. This image comes from ancient myth and records the pattern
of burning by fire of all who steal or attempt to control it. When this image is mentioned in a
poem, Bachelard sees it as representative of the childhood dream of a father punish his son who
comes too close to the fire, and who is punished whenever he tries to touch and discover fire
in order to know its substance and appearance. Prometheus’ complex has become a symbol of
disobedience and punishment because of the fire — an archetype to all who challenge the
supremacy of the father (Bachelard, 1964, pp. 7-12). Consequently, when a poem includes it,
fire takes on this meaning and explains the poetic imagination directly; its vivid poetic image

appears for the reader to evoke in his dream before too experiencing Prometheus’ pain.

In this context, Bachelard deals with materials, symbols and poetic images, weaving
tangled lines between them. The material appears as a realised dreaming stimulant first with its

physical characteristics, then appears in its metaphysical forms to the consciousness of the poet.

101 The myth says that Prometheus was one of the Greek Titans. Zeus, king of the gods, asked Prometheus to
create mankind and he excelled in their creation and loved them; for them he stole fire. This made Zeus furious
and he punished Prometheus by subjecting him to an on-going torture. (Waterfield, 2011, pp. 10-12).
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It might be found that it has a symbolic stability in his consciousness, and a connection with a
collective creativity that extends to ancient myths. All of this serves the same goal, which is to
produce the poetic image. Because myth has a similar power to dreams, it finds a path to the
poetic image. It is rich with meanings as a result of the imagination and experience of an era
or culture. We can consider it a kind of thinking, represented in the collective non-
consciousness of a culture with the possibility of a common mythic existence between all

communities (Imhasly-Ghandhy, 1992, p. 76).

In spite of the ramifications in Bachelard’s ideas, we must refer to Bachelard’s broad
usage of archetypes compared to Jung, when he linked the term to the cosmological elements.
Jung created archetypes to free artistic work from the prison of the self, making it instead a
result of the collective unconscious. Bachelard made archetypes a rich material within the self
that relate to topics. When the poet aimes a topic, he draws on a material that matches his mood
and experience, and has a non-conscious creativity of the archetype, so the dream happens in
the light of this flame between the material and other materials from one side and the material
and archetype from the other. The phenomenon resulting from this is the guiding poetic image,
which has great value in the soul of the reader, and recalls his dream and is proof of the poet’s

mood and the material that is most effective on him, as Ehrmann discussed (1966, p. 573).

Wright (2006, p. 62) adds that Bachelard agrees with Jung that the recalled image is a
primitive image; it is not personal but pure and non-sexual. It is the common desire for
knowledge. This is not to deny that some repeated images are primitive and also have sexual
elements, or libido. This includes the image of rubbing, which produces fire, which he linked
to sexual desire and its warmth in the soul, explaining rubbing as linked to orgasm instead of

explaining it scientifically as an action that produces fire (1964, p. 40). Not all images are
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limited to the unconscious; some exist in a middle area between consciousness and the
unconscious. This is what Bachelard holds in opposition to Jung who made the archetypal

image exist only in the unconsciousness. (See Chapter Three, p. 69 onwards)

The value of this repeated image is in its connection to the four elements for Jung and
Bachelard; however, for Bachelard the image is immediate and gives the reader the feeling of
the material and its features. He feels the earth and recalls well-being, intimacy and familiarly;
for example, the image pushes him to imagine home. Without intimacy, this image possesses

no real value (Bachelard, 1969, p. 154 and Hans, 1977, pp. 318-319).

For example, Bachelard presents the images of water used by Edgar Alan Poe and how
its basic material dominated Poe’s poetry. In most of Poe’s images and dreams, water does not
change at all: it is always heavy, never, for example, clear or light (Ehrmann, 1966, p. 573 and

Bachelard, 1983). For Poe the heaviness of water refers to death, and his fear of water.

It could be stated that through an analysis of the artistic work’s structure, there is a
repeated rich imagination with an undeniable material from deep-rooted primitive experience,
which comes out in the shape of poetic language (Bidney, 1988, p. 46) and characterises the

artistic work.

Psychological moods and their representation through the four elements (earth, air, fire
and water) seems to be an idea from the age of the Greeks (Graf, 1996, p. 100). This has been
applied by Bonaparte (1949) in the psychoanalysis pattern (See Chapter 3, p. 69), as Bachelard
indicated in the introduction of his book about water (1983, p. 3 and 4). In this idea, poets were
divided into four kinds according to which materials most dominated their imagination. These
four kinds of materials appeared in their poetic images along with the complexes related to
them. However, this division is incomplete from the researcher’s point of view; although there

is a single material that may be the fundamental stimulant of the poet’s imagination, it does not
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mean that other materials do not also exist in his imagination. Bachelard called in many places
for the rejection of this idea. Bachelard himself did not insist on dividing poets into different
groups, even though he alluded to one material dominating others, as in the case of Poe. Giving
in to a systematic division according to material is risky and could lead to the removal of
aesthetics from the poetic image and its originality by returning it to the restrictions of the
purely psychological. Smith (1982, p. 72 and 73) points out that Bachelard’s use of complex
here is taken from Freud, though this framing will come from Bachelard after his book about
fire, as is evident in the remaining books about the four elements. Something appears with
reference to Bachelard called ‘cultural complex’ (1983, p. 3). Smith (1982, p. 83) says that the
term refers to a cultural phenomenon that is somehow related to a psychological complex, but
it expresses the transforming physical energy that is appended to the image. Cultural complex
could be understood through how it produces an imagination of current images. If every writer
has a material carved into the inner images in his soul, which appears to dominate other
materials, then it appears in his language and imaginative style in the manner in which the
material is physically formed. Necessarily, cultural transformations will affect these images,
and the consciousness of the material and its dreaming will be symbolic. The image thus
becomes a grafted image, inlaid with the human and cultural fingerprint. This is what Thiboutot
(1999, p. 13) explained as joining imagination with a causal event in humanity’s unique
progression; the individual affects the universe and leaves a stamp on it, changing it through
his change of the material and his awareness of it.

Bachelard returned to the element of fire in some of his works, and to earth through his
discussion of the aesthetic of place. For each material, he delineated its patterns and the
primitive images that describe its natural forms, building a standing structure of the poetic

image which presented the material and the pattern in which it is presented in and connected,
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or not connected, to archetype. By doing this, he analysed through some poetic examples of

European poetry and, occasionally, some quotations from novels.

In his book about fire, especially in his consideration of alcohol, the naming of
templates appeared under a complex because, as was mentioned previously, Bachelard was
more involved with a psychological approach at the beginning of his project. Therefore, the
complex of Prometheus as a punishment for stealing fire was discussed, as was the complex of
Oedipus, referring to intellect; and the complex of Empedoclesi® for the desire of life, death

and resurrection, among others.

His book about water, Water and Dreams (1983), concerns this study because its details
will be used in analysing Arabic poetry. Bachelard presented different conditions for images
of water and linked them to myths like that of pure water — the spring pure water in lakes like
a mirror of the universe. He imagines the universe meditating on its beauty in a universal
narcissism, linking the image to the poet Shelley with the myth of Narcissus. Deep water, and
stagnant water, is found in the dead in Poe’s dreams and is an image of death and the fear of
drowning. Bachelard also talked about water in relation to other elements like fire, producing
wine. More of the templates and primitive patterns of water in the poetic imagination will be

detailed later, specifically with regard to Arabic poetry (1983).

In his book about air, Air and Dreams, Bachelard presented what he assumed was the
fundamental element of the dynamic image in poetry — the free transcendental material —which
makes the creator feel the inner transcendental in dreaminess through taking a vertical track up
or down. In spite of its motion, air is always connected to the material of ether; it belongs to
the material and is always present, and through its power, it reveals the axis of elevation in

humankind and his transcendence, as well as the axis of his decline and fall. Thus, there is the

102 He was a philosopher in fifth-century Sicily, who claimed to have become a god and entered the volcano, Etna,
as proof. The volcano is said to have rejected one of his slippers (Coleman, 2008, p. 332).
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desire to fly, and the trial of being free from the Earth’s heaviness, representing the soul and
its lightness. It is a primitive archetypal image because humans tried to fly and were always
bound to fall. Some of the images of air are related to sky, like the blue dome, and height, like

the sun, stars, clouds, and the wind, which is a symbol of revolution and anger (1988).

For the element of earth, Bachelard wrote two books: Earth and Reveries of Repose is
about images related to the earth and the dreams of calmness; Earth and Reveries of Will is
about the earth and dreams of will. He put images related to familiarity with the earth in the
first book, imagining the self in a state of stillness and reconciliation, and identified with hiding,
engineering, seeking protection and safety, so the earth is a symbol of a mother in its dreaming
appearance. The earth’s places are spatial in dreams, images linking to its primitive archetypes,
like caves, grottos, and roots that unify plants with earth. The plants are also from the earth,

and the snake is distinguished as a land creature (2001).

The second earth book provides meditations of confrontation and resistance which exist
between human will and the earth with its hardness, presenting images of rocks, stones,
minerals, and precious stones. In this book, Bachelard concentrated on the worker and their
tools of digging, carving and smashing all that is related to the earth; their tools are also made

of elements from the earth (2002).

All of these readings were of the dynamic and material imagination that Bachelard
made the basis of his work, moving from one material to another, and projecting images of the
materials when joined, like fire joined with water to form alcohol, and what results from this

pattern of primitive images in the daydreams of the recipient.

In presenting his ideas, Bachelard emphasised that the recipient plays a great role in
reviving the image through reimagining it. This liberation which he called for through denying

stereotyping, and founding a new reaction to the image in its originality, meditation and
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interpretation in the inner world of the reader or recipient to present a kind of poetic

phenomenology.

4.5 Bachelard in Modern Arabic Studies: Translation or Questioning and

Application?

Bachelard is mentioned in critical Arabic studies in the form of notes in critical books
detailing Western perspectives. An example is found in the work of Nasr ‘Atif Jawdat (1984,
pp. 73-75), who mentioned in passing the material imagination of Bachelard and its relation to

the archetype.

Occasionally, individual articles by Bachelard himself have been translated, such as his
article his article On the poetic Reveries which was translated by ‘Ayyashi (1991), and Sa‘id
Bukhlit (2005). These translations have usually been taken from Bachelard’s works and

translated individually without coordination, so there are some repetitions.

Such articles convey Bachelard’s views and thoughts as they are, without explanation,
interpretation, or analysis. No attempts have been made to apply them to literal texts, old or
modern. Clearly, understanding Bachelardian phenomenology in depth is still at an initial stage
among Arabic-language speakers. Bachelard’s ideas, with all their confusion around poetic

methodology and phenomenological philosophy, are still inaccessible for Arabic readers.

Furthermore, Bachelard’s books were translated late, and not translated by a respectable
foundation, except for Water and Dreams, which was translated in 2007 as one of the
publications of the Arabic Union Studies Centre, funded by the Muhammad bin-Rashid ’al-
Maktim Foundation. It was translated by Ibrahim, “Ali Najib, and introduced by Adunis, and

remains the best translation available to the Arabic reader.
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The best translation, from the researcher’s point of view, of The Psychoanalysis of Fire
was produced in 2005 by Darwish al-Halliji. Bachelard’s book The poetic of space was issued
in its sixth edition in 2006 by Ghalib Halsa. It is a translation with a simple introduction about
the phenomenological approach. The Flame of a Candle has appeared in two different

translations, one by Khalil Khalil (1995), and the other by May ‘abdu 1-Karim.

Many translations, except for the book of water and place, are full of ambiguous words
that are difficult to understand even by the specialised Arabic reader, much less by the public.
Translations are often literal or shallow, which may be the reason for Arab researchers’
reluctance to examine and apply Bachelard’s thought. The critic who has addressed Bachelard
most through translation is Sa‘1id Biikhlit .1®® He has translated many of Bachelard’s articles
from French into Arabic, and some of what has been written about Bachelard in French. He
founded a project called The Bachelards, which to date has published nine books.** However,
despite his best efforts, Bukhlit’s use of expressive Arabic language is weak, especially in
philosophy. His translated texts are full of confusing French terms, which complicate rather
than clarify the meaning. He also focuses on Bachelard’s philosophy more than his criticism
and analysis, preventing readers from applying Bachelard’s ideas to Arabic text. However, he

has made readers pay attention to Bachelard, and has tried to convey his thoughts to them.

Before ending this discussion, | would like to refer to two important works about
Bachelard in Arabic studies, which might be considered the best of what is presented in terms
of imagination and the poetic image. The first work is by ‘Imad Shu‘aybt (1999). He addresses
Bachelard’s theory of imagination by discussing very important issues like the concept of

archetypes, and his being affected by the psychological school. In addition, he discusses the

103 | met Bukhlit in Morocco in 2012, and he provided me with all of his books and articles.
1041 wrote the Introduction to the book Gaston Bachelard; al-mafahim an-nazariyya (2012) at the request of the
author.
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different kinds of imagination. He has also written a complete chapter about daydreaming, and
the theory of imagination and the four elements, considering each element in detail. Although
his voice and personal opinions were weak in the research, Shu‘aybi exposes Bachelard’s
thoughts more deeply than others who have translated his works, and he has treated the text

more deeply.

Another strong study comes from Ghada al-'Imam (2010). She discussed the aesthetics
of image, starting from Bachelard’s scientific philosophy, moving to poetry, and then to the
theory of imagination and its issues of language, daydreams, and aesthetic experience. Al-
"'Imam has tried to make Bachelard relevant to Arabic culture in some of her considerations but
these were small in number. Her theoretical material was based on an explanation of
Bachelard’s opinion; she presented many of his quotes, sometimes comparing his views to

those of other critics and philosophers.

By and large, Bachelard’s thought, criticism and phenomenology have not been applied
to any significant extent'® in the Arab world, except for some small references in translated
texts or passing comments. Arab culture has missed the opportunity of sailing in
phenomenological analysis to many of the imaginative aesthetic destinations that Bachelard
charted in his theory of imagination and poetic image. This is mostly due to the language barrier
involved in rendering his works into Arabic, as well as the depth of his phenomenological

philosophy, which, in its tendency to refute tradition, often confuses traditional communities.

105 | presented this paper at a conference at the University of Qatar about the reading of the Arab heritage in the
modern approaches in 2015. The focus of the paper was on the conflict between the image of air and earth in
‘Antara bin Shaddad’s poetry. It is an application of Bachelard’s theory of imagination. It could be considered as
the first study that has applied the theory of imagination according to Bachelard, as far as | am aware.
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4.6 Summary

This chapter discussed the definition of phenomenology in three successive sections.
It then examined its main principles and most important terms through a discussion of its
founders, Husserl, Heidegger, and Sartre. In the third section, the thesis looked at the
phenomenology philosophy of Gaston Bachelard and applied it to the concepts of imagination
and poetic image, referring to his theory of the four elements and their poetic imagery with
suitable examples. The chapter closed with a quick overview of Bachelard’s ideas in Arabic

studies.
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Chapter Five

A Phenomenological Analysis of the Poetic Image of Water in Classical Arabic Poetry:
the Jahiliyyah and Andalusian Periods

5.0 Introduction

This chapter investigates, as the hypothesis of the study proposed, Bachelard’s
phenomenological approach and theory of imagination with regard to poetic imagery of the
four elements, specifically water. This chapter is divided into two sections. The first section is
an analysis of the chosen materials, and the second section presents a discussion of the most

important results that the study obtained.

5.1 The Analysis of the Poetic Image of Water in Classical Arabic Poetry, during the

Jahiliyyah and Andalusian Eras

This chapter aims to present an analysis of the poetic imagery of water during the two
chosen periods, Jahilt and Andalusian, from the phenomenological perspective, drawing on
Bachelard’s theory of imagination, poetic imagery and the four universal elements, and
specifically water. It is inspired by his method of analysing the poetic image of water and

connecting it with archetypal and cultural imagery and mythology.

To realise the basic hypothesis of this study, which measures the extent of the effects
of religion, culture, and spatial change on the consciousness of man in the world, this thesis
examines the poetic image of water between the two selected ages. Moreover, it tries to
discover similarities and differences between the Arabic imagination before and after Islam,
and between the Arabic and Western imagination, as presented in Bachelard’s analysis of

Western literature.

The central aims for this chapter are:
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. To explain the meaning of the phenomenon of poetic imagery as Bachelard
understood it, which will introduce each section according to his proposed
division of poetic images of water, and refer to the most important archetype for
each agueous phenomenon at the beginning of each of these divisions.

. To specify poetic images for analysis, one from Jahili poetry and another
Andalusian, for each model from the proposed models of water imagery.

. To analyse these images through the basic water phenomenon they represent,
then to link this phenomenon to other themes that help in the understanding of
the image and its significance. This thesis also hopes to relate the image to the
myth in which it was rooted, if any, in order to know the depth of the
stereotypical associations it carries.

. To compare the two types of image, Jahili and Andalusian, in order to explain
stability or change in the archetype of water, and the possibility of transferring
it into a non-archetypal image, or a changeable cultural image affected by
religion and culture, or to displace it with another image. In addition, the chapter
compares particular images to those that Bachelard mentions and searches for
similarities and differences between the three viewpoints: the image seen in the
Jahili imagination, the image in the Andalusian age, and the image that
imagination analysis presents in Bachelard’s phenomenological study.

. To explain any distinction or similarity between the two images, Jahili and
Andalusian, which occurred because of religion, culture, or environmental
change, and to open their cultural significance for the contemporary reader as
much as possible.

. The analysis will be divided into seven main models of the poetic image of

water; under each model, there will be a group of examples. The total is twenty
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10.

four examples, each of which consists two parts; ‘A’ for Jahili and ‘B’ for
Andalusian. Their number will vary according to the significant variation that
exists in the imagery. If the same image is repeated with the same significance,
one example will be sufficient.

Every example is entered into a table divided into two horizontal parts: the first;
‘A’ will contain a citation from the Jahili poetry with a non-poetic, or literal,
translation into English. In the second part; ‘B’ will be a citation from
Andalusian poetry with an accompanying non-poetic translation. The example
may include more than one poetic verse according to the relationship of the
image within verses and its formation over several verses.

Short biographies of the poets whose works are included in the analysis will be
included in the footnotes in order to provide more information.

After the qualitative analysis, there is a statistical analysis that clarifies the
percentage of change in the poetic image of water between the two ages to
identify the strongest and most effective imaging of the element in the Arabian
consciousness, and the extent of the success that the poetic image of water does
or does not achieve as an archetype. This evaluation will be carried out by
examining the poetic image of water and counting the existence of stable
archetypes and displaced ones through another archetype, the generated
archetype, and the cancelled archetype; this analysis includes the chosen data.
All of this will be mapped in a diagram and table at the end of the chapter.

The study will conclude by presenting a table that compares the archetypes and
cultural images that Bachelard presented in his analysis of the poetic image of

water according to the Western imagination. Thus, some dimensions and
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proximity points between Arabic and Western cultures will be shown, and the

analysis will try to understand the reasons for this.

5.1.1 Water of Life, Clear Water, Running Water, Rain and Drinking Water

The image of clear water as an aspect of life is, as Bachelard says, easily erased if any
other element intervenes (1983, p. 20). The water of life in its simplest form is clear running
water for drinking and washing. It is usually represented by images of rain, rivers, springs and

wells.

Bachelard analyses clear water by investigating many images in his data. He mentions
a number of archetypal images related to what he described as a “condition for Narcissism”
(Ibid., p.19), and from this idea he talks in detail about personal narcissism, universal

narcissism, mirrors and eyes and the figure of a swan (lbid., p. 19 onwards).

However, these forms of the water of life had a different appearance and presence in
Jahili and Andalusian awareness. Some of the differences and similarities between Bachelard’s

findings presents and my own discoveries are found in the following example:

Example 1

‘Imru’ I-Qays says: 1A
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1. My friend, can you see lightning? Let me point out to you its flashes in the

distance gleaming like the flash of hands (as it moves swiftly) in a mass of
cloud piled up like a crown.

2. Its light giving illumination, or like the lamps of a hermit who has been
generous with oil on the twisted wicks.

3. I sat watching it with my companions between Darij and al- ‘Udhayb, and
how far did | (have to) gaze.

4. It began shedding its load of rain around Kutayfah, flattening the kanahbal
trees to the ground.

5. Then some of its spray passed over al-Qanan and drove down from there
the white-footed ibex from every place where they were resting.

6. At Tayma’ it did not leave (standing) the trunk of a single palm nor any
large building except (one) built of stone.

7. In the onslaught of its deluge Thabir was like an elder of the people
wrapped up in a striped cloak.

8. In the morning the top of the peaks of al-Mujaymir was like the whirl of a
spindle from the torrent and the debris (swirling round them).

9. It had cast the water it contained on to the expanse of al-ghabit, as a
Yemeni merchant bringing bags of cloth for sale dumps them on the ground.
10. In the morning the fiches of the valleys had been given drink of the finest
wine — wine fiery as pepper — (so noisy were they).

11. In the evening the beasts of prey were (lying) there drowned in its furthest
reaches like bulbous plants uprooted (and twisted into unreal shapes).*

Ibn Khafajah says:
ekl o e Tapf gl sl g Jle 2401
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1. God how beautiful it was gliding in its bed, the river to drink from,

more delicious than a lovely woman’s lips.

The loops, bracelets everywhere flowers ringed it Milky Way.

3. Itis (the river) thinning until has been thought empty silver circle in
green cloth.%®

4. Margins of boughs curled like eyelashes, clear river iris.

N

1B

Andalusian

16 piwan lmru’ 1-Qays (2004, pp. 121-122).
197 Translated by Alan Jones (1996, pp. 82-86).
18 Diwan Ibn Khafajah (2006, pp. 13-14).

19 Translated by the researcher.

193




5. And as long as I drunk (around the river) yellow wine, which has
suffused the tapster’s hands.°

6. A breeze, later afternoon teased the boughs Gold of dusk skimming
silver water. 11!

In example 1A, the poet takes the position of someone meditating on the water of life, which
is here in the form of rain, while in example 1B the poet uses another form of the water of life
— the river. Rain is the most frequent aqueous image in Jahili poetry ('Uns al-Wujad, Thana’,
2000, p. 48), where it appears as the main source of life in the environment. In contrast, we
find the image of rivers is found much in Andalusian poetry (Sultan, Hiba, 2009, p.119), where

it appears as a central natural aspect that attracted the Andalusian imagination.

Example 1A starts by imagining the rain before it falls, as if the poet sees a great event
and fully indulges in describing every single detail. It is an indulgence that demands
participation, being the kind of joy that evokes having ‘asah -a partner; then Qa ‘adtu wa
‘ashabi lahu the observers sit together to witness this event in the third verse, meditating on

what they experience.

This meditation, as Bachelard says, was shown by Schopenhauer to abate people’s
misery for a moment, freeing them from the tragedy of will (Bachelard, 1983, p.27). Bachelard
adds that a human is seen as being in a voluntary situation where he meditates in order to be
free from the will of other things inside and around him. His immersion in matter is a freeing
of the self from itself and its sadness, and a living with his dream in the movement of matter

(Ibid.).

This collective meditation on the event of rain carries a childlike quality: falling rain

always gathers children who take joy in playing in it and becoming wet, like primitive neonatal

110 Translated by Christopher Middleton and Leticia Garza-Falcon (1993, p. 26).
111 Translated by the researcher.
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water from the sky. As we know, childhood is closer to the moment of birth, thus childhood
remains nostalgic to all that is born in the universe. Thus, the self is free from the burdens of

maturity, and can indulge in the moment of birth that is lived when the rain falls.

Example 1A reveals moving images that are consolidated with this event —the rain. The
movement of lightning in the clouds in verse one and two is initially associated with the hand
movement in 'Tklil*'? - a wreath and then a monk’s lamp filled with oil (verse one). The hand
movement is the embodiment of the first connection between the self and the universal
phenomenon. Lightning is envisioned as a hand that moves in the middle of a wreath (of
clouds); here it is close to the image of a wreath maker preparing for a wedding or a memorial
prayer; the wreath is easily envisioned as the crown of flowers that is put on the head of a bride
or king . Alongside the second image of a monk with a lamp full of oil, we can say that the two
together complete the image of a heavenly wedding, starting with the falling of rain. The
heavenly celebratory ceremony in this image conveys the self's awareness of the birth that
comes after a wedding — the birth of life, which is rain. The bolt of rain is a sign of the

connection between the fire al-Barq — lightning, and as-sakab - the air clouds producing rain.

This connection also conveys a sign of ‘sensuality’, which Bachelard referred to in his
reading of clear water in the work of Jean-Paul**® (cited in Bachelard, 1983, p.34). However,
the sensuality in the example appears before the water as the fire of the ‘lightning’ is a sexual
symbol referring to heated desire, according to Bachelard (Ibid., p. 99 onwards). This suggests

that sensuality is the cause of the water, which then becomes a quality of the water.

Therefore, rain takes on the image of the bodily water that forms an element of the
universe (Ibid., 1983, p. 32). This results in the emphatic appearance of water in verse four in

the sentence fa "adha yasuhhu al-ma - It began shedding its load of rain, which is the pivotal

112 1hn Manzir (1990, vol.11, p.595).
113 Jean-Paul Richter, Titan. A Romance, trans. Charles T. Brooks (Boston, 1864), pp. 1-29
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image here, preceded only by the introduction of its occurrence, and succeeded with the result
of its occurrence. It is the axis of the poetic portrait here. This introduction of the occurrence
of the aqueous event, related in great detail, conveys the receiving of a new-born child, as life

is a very strong theme in this particular tasus/!* passage.

Example 1B, however, is precise, direct and brief, with the first stanza starting with one
word — Zillah. The poet returned all of the previous causality of the running water on earth to
God. This introduces the effect of religion, which shifts the poet’s awareness of aqueous
phenomenon and its causality into opposition with the self’s indulgence shown in example 1A.
This works the image of the causality behind the rain and into an image of a fertile universe,
full of joy, which is conveyed through the image of ‘wedding’ created by the symbols of the

wreath and the monk’s lamp.

The sentence in example 1B ‘How beautiful it was gliding in its bed, the river’ shows
the poet’s excitement. It has the dynamic imagination that attracts another dynamic image
following it, as it continues the flow of movement that began in the introduction, ‘God how

beautiful it was gliding in its bed, the river’.

The poet’s self appears here in an individual standing in or beside moving, running
water. Here we notice the calmness in the meditating soul, which is so close in nature to the
soul of the smooth water; even earth appears in a state of calmness and smoothness for the
event of the water’s flow, as if it is an expected or fated event that cannot be resisted, as is

lillah.

In the same verse, we see the metaphor "Ashha wuriidan min lama al-hasna’i- the

river to drink from, more delicious than a lovely woman’s lips and the sensuality realized in

114 1bn Manzir (1990, vol.2, pp. 476-477).
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them, but it is a direct sensuality manifest in a human shape; the poet likens water in its

loveliness to a beautiful woman’s lips, making it ravishing for roses or kissing.

Hence, sensuality is a quality of water, which the self shares; water is the cause of the
sensuality that happens to the self, evoking the image of sensuality in the action of kissing. The
water in example 1A is a result of the universal sensuality between lightning and clouds. The
poet does not connect it to sexual sensuality but rather to a childish sensuality, which resulted
in meditation and the poet’s astonishment when seeing the event of ‘rain’. We can therefore
say that the sensuality in 1A is shared between the universe’s elements and the child within the
self, while in 1B it is the sensuality of mutual human attraction that is expressed in the metaphor

between water and the self.

If we return to example 1A, we will find the effect followed the appearance of water
throughout whole verses, where it is included in successive moving images, showing the
movement of the water, which was formed by rain into a running flood passing from the top to
the bottom of the mountains, causing great destruction, uprooting trees and drowning animals.
In example 1B, we find other images of movement, which show the effects of a smoothly

flowing river spreading greenery, with reflecting beautiful natural images on its surface.

Here there is no way to avoid making a comparison between the two examples, asking
what makes the celebrated water in example 1A into a kind of wedding party where even the
destructive nature of water in its aspects of movement is celebratory, while in example 1B
water appears as smooth running water full of life. The poet does not celebrate its existence but

rather returns its causality to nature’s impartial belief in the worship of God.

To explain these variations in perception, we will return to the existence of primitive
universal water — the water that forms sayl-the flood in the imagery in example 1A. We see in

this flood the archetypal image that Carl Jung (cited in Bachelard, 1983, p.73) interpreted as
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the return from death that is given to the mother in the form of a new baby (p. 25). This
explanation links the image for Jung with the return of the prophet Moses to his mother after
she threw him into the river; she thought he would die (Ibid.), but then he returned to her

alive.1?®

If we consider the rain as the baby of the universal wedding of lightning and clouds,
with its hard falling and strong movement, when water turns into a flood, it turns away from

its image of bringing life to one death. However, this death, which displaces everything on its

way, is a means of generating the new life that will appear after it subsides (Bachelard,

1983, p. 73).

As a result of this, the poet in the verses of example 1A appears engaged with
meditating on the stages of birth from its beginnings: a wedding in the heavens, followed by
the falling baby (rain), then transformation into a sayl with its strong, furious movement that
uproots trees and buildings, and drowns animals, to become reborn finally as the water that

returns back to its mother, which is here represented by earth.

Earth is the mother, and was thus described in the old Arabic myth (‘Ajinah, 2005, p.
172). It is the female that receives water to achieve the fertility and birth of plants and life!t®,
Eventually, the image achieves a gradual connection between the four main elements of fire,

air, water and earth, though it is originally an agqueous image, and this connection makes me

115 The full story in the Holy Qur’an is:
ég@\.)\)-—gf}‘/ :;\D\;_;\_/U\g_,aj Q}Y)duy_))_)\\}wuwuu\;b WJ‘ r‘\_sn_,,a/ - /‘\J}

“And so, [when he was born] We inspired [thus] the mother of Moses: "Suckle h|m [for a time], and then, when
thou hast cause to fear for him, cast him into the river, and have no fear and do not grieve — for We shall restore
him to thee, and shall make him one of Our message-bearers".” 28:7.

116 In the Holy Qur’an ;

KA 2 S 3R B0

“You wives are your tilth; go, then, unto your tilth as you may desire, but first provide something for your
souls.” 2:223.
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consider it an integrated universal image. From here, it would not be strange to consider the

image of the furious movement of the flood, which wreaks death but also brings life.

For example, in verse eight the action of the bird Mukaki, which is a kind of singing
bird'!’, is likened to the action of the drinker of thick wine that intoxicates him. It is an image
that resembles the image of singing birds around calm clear water, as if the poet reads what
will happen after the drift of change from the condition of death to the condition of life. Birds

cannot be in this condition of intoxication except when they feel safe in a place full of life.

Returning to example 1B, which presents a direct image of life in imagery without the
existence of death, we find a different archetype from the image in the lines of example 1A.
Here the dynamic text shows images full of life and a poet in deep meditation on that life as it
is found in the purity of clear water, and focusing on the quality of reflection, as it is found in

a mirror.

In the second verse, the river is described by the word muta ‘attif : this word means a
movement of leaning with love and tenderness; we can find the opposite of this movement in
the verb related to flower, which is yaknufuhu!'® meaning embracing and hugging. This
presents an image of hugging between the river and the flowers — an intimate embrace and
mutual love between the image and itself. The flowers meditate on themselves in their
reflection in the river, and embrace that, and the river condescends to them because they are
the eyes that inspect beauty in nature and reflect the beauty of the universe to provide a
condition of complete self-absorption. This is what the river is likened to in the same verse

with words describing a condition of hugging and adhesion as the sky.

117 1bn Manzar (1990, vol, pp.289-290).
118 |bn Manzar (1990, vol.9, p.308).
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There is a relation here that resembles a mirror in the shape of water and the reflection
in the form of flowers; it is an image similar to what Bachelard mentions in his discussion about
flowers in Shelley’s poetry, where the poet made flowers see themselves in the water whereby
they are allowed to meditate on their beauty (1983, p. 24). Therefore, flowers that live in love
with the self are made to lean toward the river and meditate on themselves, as Narcissus did in
the ancient Greek myth. The whole universe is in a condition of a kind of narcissism with clear
water, which is the mirror that reflects the beauty of the universe, as Bachelard points out (1983,
p. 50). Through reflection, the water becomes the place of the sky and vice versa (Ibid., p. 27);

this is why the river became majarru sama’.

This narcissism of the previous image is also a reflection of man’s desire to see himself
in clear water; man, indulged in meditating on the beauty of nature, is a meditator of the beauty
in himself and how nature reflects this beauty. It is possible to accept the idea mentioned by
Bachelard that the individual human is beautiful because nature is so, and nature is beautiful
because the human is so (1983, p. 24). This unity between humans’ awareness of their own
beauty and the beauty of nature appears in the warm dew, which depends on describing the

pure clear water with the metaphoric qualities of humans.

Like the word clarity in verse three, for example, the clear water here is pure water,
close to silver; these are qualities of a mirror that reveals to the meditating self its beauty. It is
a narcissistic self that loves its beauty joyfully rather than the killing narcissism of morbid love.

It sees the green dress surrounding water as life, and the action of this pure water.

However, in verse four, universal narcissistic strength appears when the river turns into
a blue eye with thick eyelashes. This is a fascinating and pretty eye, which inspects and
transfers all appearances of beauty in the universe, as Bachelard referred to in his discussion

about mirrors in Rodenbach (Ibid., p. 22). This eye gains its colour from the reflection of the
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blue sky but Bachelard inquires as to how a sea blue sky can be seen without blue eyes. (Ibid.,
p. 28). This sight is achieved through the clear water that takes its image from the blue eye and
so is a reflexive mirror. As a result of that, the original archetype appears in this description

formed of three components: water, eye and mirror.

This dynamic image reveals a deep connection between the Andalusian awareness of
nature and the awareness that Bachelard talked about when describing European poets. Further,
it is a connection that does not appear to the same depth in the images from example 1A. Where
we saw a Jahilt man engrossed in the image of rain and joyfully watching the stages of birth
linked to the archetype of the flood, death and birth, in example 1B we see a very close
meditation on Western perceptions, joined with aqueous archetype apparent in the phenomenon

through the images of water, mirror and eye.

1B ends by mentioning a yellowness in verses five and six, which the poet relates to
two substances: wine and gold. The yellowness of wine appears in the description of the hands
of the man pouring wine for his companions, his hands tinted with the colour of the drink. This

colour is like the colour of henna, which continues to be used in decorating the hand of brides.

Also, the gold colour appears on the water in verse six because of the effects of the
sunset, which makes the clear water of the river a mixture of gold and silver. Thus, it can be
said that the yellow colour refers to the beauty of women by referring to henna, whilst also

suggesting a romantic time for meeting one’s beloved al- ‘asi/ -sunset.

The image of life is therefore complete with the existence of a desirable and beautiful
woman. The image of the ornamentation of her hands with henna, often used for brides,

suggests the spirit of a wedding, or at least an anticipated meeting between a man and a woman.

The image ends by mentioning the image of an-nudama’ -tapsters, whose hands were

coloured by henna, and the wind that blows on the water when the river is coloured gold,
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without denying the quality of white purity in it. So wine, clear water, and hands coloured with
henna are the final images of fertility and life. All of these elements refer to life. In contrast,
we saw in example 1A the poet mentioning the details of birth and the occurrence of death
signalling the advent of new birth, through the image of a bird likened to a man drunk on wine,

despite the appearance of death.

This leads us to conclude that the image of clear water to the Jahili poet in example 1A
is an archetype for birth after death and is related to the existence of the self between life and
death and life, while in example 1B the Andalusian perception of water uses an archetype of
the poet indulged in meditation of the self’s beauty and reflected by the water’s mirror and
sensuality. Both images carry meanings of universality but 1A presents the universalism of

rebirth and 1B presents the narcissism of the universe in the completeness of beauty.

Example 2

‘Ubayd Ibn al-’ Abras'®® says: 2A
s Ldls Ol Sgp Lighas Se. 1
Cogh Ly duzn e Sak e of ionly 2 Jahilt
Q}iﬂ&yd;w ibu_Ja.uUCJJJT3

12005 ad oa sl J;J)fdodjj-b- sf.4

1. Your eyes, their tears flow copiously, as if their tear-ducts were a
water-skin full of holes

2. Worn out, or water flowing (down) the surface, running quickly from
a hill on the front of which are run-off gullies

3. Or atorrent in the bed of wadi, whose water rushes along the valley
floor,

4. Or a stream that flows beneath the shade of palm-trees, its water
murmuring beneath them (as it flows).!?

Hamdah bintu Ziyad'?? says: 2B

119 “Ubayd ibn al-’ Abras is one of the poets of al-Mu ‘allagat, and he died in 600 (az- Zirikli, 1998, vol.4, p.
188).

120 Diwan ‘Ubayd Ibn al-"abras (1994, pp. 20-21).

121 Translated by Alan Jones (1996, pp. 32-34).

122 Hamdah bintu Ziyad, was an Andalusian poet, she died in 1204 (az- Ziriklt, 1998, vol.2, p. 274).
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P I Sy gy s 2w IS Dol 032
1. My tears bare my secrets in a river of apparent charm.
2. Rivers touring gardens and gardens touring rivers.?*

Returning to Bachelard, the eye, water and mirror are in an integrated relationship
referred to by pure water (1983, p. 19); this is an accepted concept in Arabian culture. From
the eye’s many meanings had produced as the mechanism of vision and a source of water, the

spy, the head of a person, and the eye of a thing identifying it.1%°

It is possible to consider tears as running water as a very acceptable thing in Arabic
poetry. Example 2A presents an image of tears as fast running water, which surrounds and is
the reason for life on earth. So, the eye of a crying person resembles a spring on earth as
Bachelard says (1983, p. 30). Tears come out of the expression of sadness into the images of

water flowing.

Tears are water that flows saritbu meaning forceful and fast running?® and the eye is
likened to the sha 7b, which means the leather that is manufactured to store water inside it*?’,
and it is torn out wahiya*?® meaning weak, which leads to water spilling out of it. The parallel
is widened to make the eye ma ‘7n a spring, a source of running water on earth,*2® or falaj which
means a small river,*3 or jadwal a small stream on earth®3! surrounded by palm trees. As we

can hear the sound of its flowing, it is gasib 1%

128 As-Suyt, Jalal ad-Din, (n.d, p.47).

124 Translated by Abdullah al-Udhari (1999, p. 236).
125 |bn Manziir (1990, vol. 13, p. 301).

126 |bid. (vol. 1, p. 465).

127 1bid. (vol. 1, p. 498).

128 |bid. (vol. 15, p. 417).

129 |bid. (vol.13, pp. 410-1).

130 Ibid. (vol.2, p. 347).

131 |bid. (vol.11, p. 106).

132 |bid. (vol.1, p. 672).
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This flowing and dewy quality appears in tears and makes its existence an aspect of
nature. The flowing quality of the eye’s water infers all of these aqueous types in a succession
of dynamic imaginings, and reveals the immersion of the Jahili poet and his sadness in pure
running water in different shapes. His eye is the eye of earth itself, and he is the earth that wants
life from water; tears are a living substance, and he waits for them to treat his sadness in the

way that water treats the earth.

He wants this imagined water to eliminate his sadness, so he moves from strong flowing
water to a soft, small watery aspect with the joyful sound of his saying jadwalin gasib meaning
surrounded by palm trees’ shadows. Here is the image of a garden, where the gentle water’s
songs make the poet happy by their systematic relation inside him with childhood and the joy
of life. The sound of a stream and spring, as Bachelard says, is a dewy song carrying childish
delight and laughter (1983, p.32). Therefore, the poet rids himself of his sadness at the
beginning of the verse. His eye, like a mirror, reflects the earth’s relationship with water, and
he is aware that what is in the eye has a quality of reflection, or we would not find a verse like

that in the Jahil1 poetry describing the horse’s eye, for example:

133 Al Gl Ga gt Wyl glilall 87,5 Ens g

He has an eye like an artisan’s mirror, which she turns around to
examine a veil 3

Yet in example 2B, the poet presents her running tears in the shape of a spy who reveals
her secrets, and she avoids talking about herself and her secrets by talking about running water
in the valley and the thick beauty and gardens around it. So the effect of running water in nature

engages the Andalusian poet when describing sadness and the secrets behind tears.

138 Diwan ’Imru’ I-Qays (2004, p. 40).
13 Translated by Akiko Motoyoshi Sumi (2004, p.36-37).
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The poet in the Jahili poetry in example 2A goes deep in to the formations of running
water in terms of its flow, moisture and gentility. In example 2B, the self is busy watching the
effects of the beauty that water leaves in the wake of its flow. This means that the sadness melts
away in 2A because of water’s existence, and the self feels satisfaction in 2B by simply
watching the water’s flow with beauty. In the two cases, the eye is a mirror, transferring in 2A
the image of sadness in water and then transforming it into gentle delight at the end. In 2B, it
transfers the image of beauty to the water in order to hide the tears that might reveal secrets.

This is what makes the two images revolve around the same images: eye, water and mirror.

Example 3
‘Imru’ I-Qays says: 3A
Juaf LEL 3 s Laghes Ais. 1
Jie s oLl I 3y 512 Jahilt
Bl e sy Ml M 533
1. The tears from your eyes are continuous, the stream of tears is
copious
2. Or astream under the shadow of a palm tree, which has a path that
can be seen under the pure water
3. Due to the memory of Layla, oh where is Layla?*3®
Ibrahim ibn Sahl al-"Ishbili **'says: 3B

sl sld g el e 2 200 G L 2 1
bl dim 2l (3 520 UST #od U Lgimias 5,75.2 | Andalusian
ol 15 o) G aclar 8 Ao £ 31 4053
S S RN R V- G SIS E S AT

1. And the river between the meadows — you would suppose it to be a
sword suspended in a green harness;

135 Diwan ' Imru’ I-Qays (2004, p. 142).

136 Translated by the researcher.

137 He was born in 1208 and died in 1251 (az- Zirikl1, 1998, vol.1, p. 42).
138 Diwan Ibn Sahl (2003, pp. 36-37).
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2. And the slopes ran along their side, so that | supposed them to be a
hand tracing lines on the page.

3. And it was as thought, when the pure silver (of the river) gleamed, the
hand of the sun turned it into yellow gold.

4. And the birds — the preachers of them were standing there, having
taken for a pulpit naught other than the "arak-tree!3,

In 3A, the eye produces tears, in contrast to the existence of a spring in nature as a
source of running water. So at the poem’s beginning, it is sijal**°, which means fight, and
awshal*** which means successively drips. Therefore, these tears transmit to the shape of a
‘stream’ surrounded by the shadow of palm trees, and describe its water by ‘min tahtihi majal’
which means that it is so pure that we can see what is at the stream’s bottom without
obstruction. It also means that the purity of the water reflects its surroundings; it will be a new

mirror, and again the triple image emerges: eye, water and mirror.

In contrast, we find that the pure running water in 3B comes in a dreamy image full of
life and motion, free from the eye and the tear’s captivation: the running river among the
beautiful gardens is sharp like a sword in green leather. Here again in verse two emerges the
image of the mirror: it reflects the hills, which shows the image of writing on the water. The
reflection on the water takes the shape of writing on water, which is referred to by Bachelard:

‘mirrors a fortune teller’ (1983, p. 24)

In verses three and four, what is written on the pure bright white water is said to Kiss
the sun’s hand, which makes the water’s surface golden yellow; it is a temporary effect and
does not spoil the purity of the clear image. It is in the image of water as a fortune teller from
which the mediator poet emerges and recalls the verbal atmosphere through the likening of

birds around water with the orator and the arak, which is a perfumed tree used for making

139 Translated by A. J. Arberry (2010, p. 134).
140 |bn Manziir (1990, vol.11, 325).
141 |hid. (p.726).
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siwak, which perfumes the mouth of the speaker on a rostrum, implying that what the bird is

going to say is a dewy perfumed speech in harmony with the other elements of the image.

It is a quiet portrait of the aqueous fortune teller, and what the poet reads on the water’s
surface differs from the universe’s images and the green stories that its mirroring surface
reflects. This shows a total fusion between the dreaming self of the poet and the element of
running water, which reflects the beauty of the universe. It is a self soaked in its beauty, which

it can see the universe as a part of.

The image in example 3A is trapped in the mirror of eye, and chases its tears in each
vital aqueous existence. The poet joins this by chasing the memory of Layla, so the question
(where is Layla?) shows that he is trapped in the condition of searching for an absent woman
in a dream distant from everyday reality. Drowning in the images of running water becomes a
kind of searching for her reflection in the water. The poet in example 3B sees the universe
represented by water, a beautiful image inspiring the delight of sensuality and a fusion with the
elements of life in it. The mirror in 3A is the mirror of searching for the absent object of love
who represents the beauty of life, and the mirror in 3B is the mirror of living life with an

existing beauty within all of its elements.

Example 4

‘Algamah al-Fahl**? says: 4A
Sy Sy b sy Db slandl Lt (B G, 1
s G bl hsloo Bl 2 e culo Sl62 Jahilt

142 * Alqamah bin ‘Abadah al-Fahl was from the first level of the poets and lived at same time as ’lmru’ al-Qays.
He died in 603 (az- Zirikli, 1998, vol.4, p. 204).
143 Ad-Dabbi, al-Mufaddal (1964, p. 395).
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1. The son of a camel in the sky foams at the mouth, so some of them
have fallen down, some have not.'#*

2. As if there poured down on them a storm cloud whose thunderbolts
left the vultures creeping on the ground.*

Ibn ‘Abdi Rabbih says: 4B
g5 b Sl s 5 Wl g 3 lan 2.1
M3 5 sl 2nat 2l ol o, .2 | Andalusian

1. Then they continued warring against them for a few days until death
revealed itself to them suddenly and violently.

2. When they saw the clouds of Fate raining the thunderbolts of
misfortune down upon them.*#

Although rain always formed an image of life in the Arabic register, it sometimes
carried two contradictory images. It is both the water of life and resurrection and a bringer of
death. Water is a flexible and contradictory element, as Bachelard says (1983, p. 5), and the

images in these examples indicate this.

Example 4A presents a rain of death, which appears in clouds. In example 4B, the rain
from saha 'ib al-maniyya is certain death for the receivers of this water falling from the sky. At
the same time, however, the rain signifies life for their enemies, who have waited for their
death; so rain in these two images falls from the sky in order to eliminate the enemy, who

would eliminate his opponent if he instead had not died.

Consequently, the rain is a killer of the enemy, giving life to the opponent. We notice
that sawa ‘ig — thunderbolts appear in both images, emphasizing the death and punishment of
the enemy, and referring to a collective heavenly punishment that falls from God onto His

enemies®®, It is as if the poet wants to keep the image of life for the water and so makes the

144 Translated by the researcher.

145 Translated by Suzanne Stetkevych (1993, p.180).
146 Diwan Tbn ‘Abdi Rabbih (1979, p.190).

147 Translated by James T Monroe (1974, p.90).

148 In the Holy Qur’an : =
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image of a thunderbolt the means of punishment, though it occurs in concert with the rain. It is
an image that exists in the stories of some prophets that are mentioned in the Holy Qur’an.14°

So, sawa ‘ig means the strong sound which comes for punishment like the rain, or with rain.

Example 4A seems to present the deepest connection to this archetype; in verse one,
the rain becomes a punishment for the enemy through the poet’s evocation of the story of
Thamiid slaughtering the camel of the prophet Saleh, which was his miracle’®®. So he made
sagab as-Sama "*°!, which means the baby camel spits foam on the enemy, meaning deadly rain

water with the strongest voice angrily coming out of its mouth.

Pure rainwater is the reason for life in this image, and can also be a reason for
punishment and death in the Jahili and Andalusian examples. This image is related to the myth
of heavenly punishment coming from the sky; water or anger’s sound. In the Jahili example,
especially, rainwater is in the image of the source of life to the Jahilt man, stated in the form of

a camel or its offspring.

= {0 Il A2 S B8 A I A A S e B s s SIG o SR 053

“And the thunder extols His limitless glory and praises Him, and [so do] the angels, in awe of Him; and He [it is
who] lets loose the thunderbolts and strikes with them whom He wills. And yet, they stubbornly argue about
God, notwithstanding [all evidence] that He alone has the power to contrive whatever His unfathomable wisdom
wills!” 13:13.

149 For example; Noah’s people’s punishment:

(0 20 BT

“And so We caused the gates of heaven to open with water pouring down in torrents,” 54:11.
And Salily’s people’s punishment:

(60l 0 e 5 L SR B 5 )
“And as for [the tribe of] Thamud, We offered them guidance, but they chose blindness in preference to
guidance: and so the thunderbolt of shameful suffering fell upon them as an outcome of all [the evil] that they
had wrought;” 41:17

150 1n the Holy Qur’an:

(@35 1edd 350 L HiB GRG0 05380 () il ATE0ATS,25 A 5y

“Although God’s apostle had told them, "It is a she-camel belonging to God, so let her drink [and do her no
harm]. But they gave him the lie, and cruelly slaughtered her- whereupon their Sustainer visited them with utter
destruction for this their sin, destroying them all alike: ” 91:13-14

151 |bn Manziir (1999, vol.1, p.468).
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Example 5

Pl S0 Yy £l ezt W e s S ST 2

1. As for your love, we cannot compare any drink equitably with a drink
of it (manhal), for when we have been given to drink of it abundantly,
then we are still made to thirst all the more.

2. Neither the glasses of wine cause to appear from our nature any sign
of cheerfulness, nor do lute-strings amuse us.**

‘Antarah bin Shaddad says: 5A
Jie Skl o o bl SO G2 01
152 IR GS.«JT MY e il it 2 Jahili
1. (She) woke up early made me afraid of deaths, as if | am separated
from death’s aim.
2. lanswered her that death is a fresh water source, and | have to be
drunk with its glass.*>
Ibn Zaydin'®* says: 5B
Lodale Logp :)\5:)15 \5}‘2 Al.@_,»fﬂ/ iy j:bu (,.ls ;\\}A S|
Andalusian

Bachelard did not address clear water as a drink essential for the continuance of life

when he discussed clear and running water. Yet he mentioned drinking water in connection

with the image of stagnant water, which stinks and carries the taste of blood, according to the

poetic image he mentioned. He also linked it to the miraculous water that, for Edgar Allen Poe,

was the blood of the earth (1983, p. 96 onwards). But the image of drinking water is slightly

different here, even if it indicates blood and miraculousness, as we will see now in an analysis

of the above images.

In example 5A, the word manhal -water source, refers to the source of drinking water

and its beginnings. Similarly, the place of drinking while travelling is called a manhal, and the

152 At-Tabriz, al-Kasib (1992, p. 128).
153 Translated by the researcher.

154 Abu al-Walid Ahmad Ibn Zaydiin al-Makhziimi was a minister, poet and writer from Cordoba (died 1071)

(az-Zirikli, 1998, vol. 1, p. 158).
155 Diwan Tbn Zaydiin (1994, pp. 302-303).
1%6 Translated by Raymond K. Farrin (2003, p. 106).
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term an-nahil signifies one who has drunk water as well as someone who is thirsty.*® Thus, it
carries opposite meanings: thirst and the quenching of thirst. This contradictory image of water
is shown in the first verse as the news of death, then the poem tells of the necessity to drink
from the glass of manhal, i.e. the glass of death. In the second verse, the same word that is the
source of water can be read as to express love, so manhal here also signifies love. The
contradiction between quench and thirst that happens in love is assured: love is a water whereby

the more you drink of it, the more you thirst for it.

Therefore, the manhal mentioned in 5A needs to be drunk in a glass, and the manhal in
5B also needs to be drunk. In the first, the liquid needs to be drunk in a glass, which is coupled
with death. In the second, however, it will be drunk coupled directly with love, which is a
quality of a living person. Love is the water here, while in the first example death is the water;

the first is a drink of death and the second a drink of life.

The difference is not apparent except by substituting another word for manhal, which
explains the meaning of the image more. The word ka’s — glass is in the singular and is added
to the word manhal in 5A,; the plural form of glasses is added to wine in 5B. The word glass*®
signifies a tool for drinking, or a mug filled with a beverage, and is meant to never be empty,
i.e. we do not use the word (a glass) if it is empty but instead call it a goblet.*® It is used
especially for one person only to drink from; it cannot be shared by two. Ibn Manzir (1990)
stated that that the word glass is always coupled with death among Arabs, as the glass of death
(vol. 6, p. 189). This is what we see in example 5A, but in 5B — the Andalusian example — the

poet abandons this description and states that the glasses are wine glasses, so he has made the

157 1bn Manzir (1990, vol.11, pp. 680).
158 |bn Manzir (1990, vol.6, p. 189).
159 Al-“AskarT (1994, p. 224).
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glasses a tool used for amusement and convivial gatherings. There is no special glass among

them for the drinker of love, though the source and the drinking are there.

The image begs close questioning: why is the glass full with manhal when the water
refers to death, but the glass is not filled with manhal when the water refers to love? The term
is used in the plural, stating that what is inside the glass was wine connected with every

appearance of pleasure. The thirsty lover’s hand cannot reach the manhal of love.

Manhal signifies a place of clear drinking water, which has been used often due to the
water’s good quality. So, the glass of manhal refers to that water that all people drink from —
this forms its link to death. In pre-Islamic Arabic culture, people believed that wine was drink
of life, however, when talking about death they used this metaphor: death is the manhal that

everyone will drink from.

The first glass mentioned in 5A is a glass indicating life not death, and the absent glass
in 5B is not needed because it has lost its significant role in the image. According to Arab
culture, a glass is not filled with anything except wine, however, the Arabs also related wine to
death (Birairi, 'Ahmad, 2003, pp. 76-77). Death is not mentioned without mentioning wine,
thus the two are drunk in one glass; this is significant and is an ancient archetype. Wine is
related to death in rituals that the Arabs practise when desiring the renewal of life; for example,
an Arab waters graves with wine, drinks wine as a sign of life, and if a place is free from wine,
that is evidence of death (Ibid., 77-78). The presence of glass infers the presence of wine and
of life; it is the source of life that will eliminate the quality of death in the manhal, as the poet
mentions. So the glass of wine represents both life and death: it is used in rituals for death, but

as a symbol of renewal and life.

Therefore, its role is to revive the source of water manhal in 5A by making it the water

of life rather than the water of death. This was a means by which the primitive human attempted
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to solve the problem of death — the big mystery that disturbed humankind and which caused
him to produce, among others, the Sumerian tale of Gilgamesh, seeking out the glass of life
(Al-M3jidi, Khaz al, 1998, p. 233 onwards). This is the same glass that the ancient Egyptians
recorded in their carvings, using the symbol of the lotus flower as the sign of life and eternity
in the tombs of their kings after mummification, believing in resurrection and a return of life
in the afterworld (Coleman, 2008, p.236). It is the same glass that Christians hold sacred as the
Holy Grail, which is full of Christ’s blood, and that became a part of the mass: a cup filled with
red wine as a symbol of his return (Bowker, 2006, pp. 156-157). It represents life, resurrection,
and return after death. The source of death was drunk from a glass; it replaces the water of

death with the water of life.

In the verses of 5B, the Andalusian coupled the glass with wine, which held the source
of the water of love. Perhaps this is because the anxiety of death was no longer a mystery or
unexplainable: death is known to the Muslim, and it includes the belief in resurrection,
judgment and penalties. On the other hand, some replacement occurred in the concept of the

glass, and this is an effect of the Qur’an. The blissful meeting in the heavens is described in the

Qur'an as:™® ¢yl & » and the blessed are described as drinking wine with pleasure; it is

Ze

the wine that Allah promised Muslims who never drank in this life. Here it can be noticed that
the Andalusian glass is full of wine, which neither displaces the water of death nor replaces it
with the water of life. The Jahil1 glass is full of wine, which displaces the water of death with
the water of life. This takes us back to the effect of religion with its answer to the mystery of
death, which weakens the mythical significance of the glass that was for the Jahili poet the

opposite of the water of death®6?,

160 “ And cups filled with water from unsullied spring” 56:18. Water here means Wine.
181 Interestingly, the glass, as a symbol of the water of life, has gained various cultural significances: it is now
included in the Arabs wedding ritual, where the bride and groom drink to each other from the same glass,
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We can say that the source of death, which is drunk from a glass, is in fact held by the
glass of life. The image displaced from the water of death to the water of life is an archetype,
which religion weakened and changed in its significance for the Andalusian mind. It is known
that wine is prohibited to Muslims, and anyone who drinks it is prevented from pleasure in
heaven. In this case, the glass would not be filled with the wine of life, which must be drunk to
return from death, but rather it becomes a wine of prohibition and punishment. The (manhal)
in example 5B is displaced from its supposed meaning to a grafted image. However, (manhal)

in both stanzas means life.

5.1.2 The Lack of Water, the Water of Death and Ruins; al-’Atlal

Standing on ruins or traces of an abandoned encampment and crying is a phenomenon
in Classical Arabic poetry, and most studies associate it with the psychological state of the
Arab poet and his awareness of the reality of death and life (Nasif, Mustafa, 1992, p. 11 and

onwards).

Bachelard in his discussion of the phenomenon of water did not include standing over

ruins and crying, but he did discus stagnant water, which he considered the water of death.

In Classical Arabic poetry, we find that the early Arab poet did not stand over stagnant
water but instead stood over ruins, which were the result of a lack of water. For example, as

‘Ubayd ibn al-" Abras says:

o Gl s M x T 83 L | L
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=symbolising the sharing of the water of life together, the water of man and the water of woman. Also, there is
the breaking of a glass in the Jewish wedding ritual, which | thing symbloising the sharing of water of life without
any obstacle.
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1. Many are the stretches of (stagnant) water covered with slime that | have come to,
the road to which is fearful and barren.

2. Feathers of (dead) pigeons lie in the vicinity — one’s heart beats fearfully through
terror of (the place).

3. I passed by it in the morning as | pressed on my way, my (only) companion being
a big-bodied (mount), able to trot all day?53,

The term al-ma’ al-ajin in the first verse refers to stagnant water, whose colour and
taste have changed,'®* and its image here is the image of death, especially given the pigeons’
feathers lying nearby; as the poet said in the second verse, the feathers are also a sign of death.
The pigeon, or dove, as it is said in the old myth, is the bird that guided Noah when he released
it from the ark to be sure that the land was free of water after the flood. The dove came back to
him and in its mouth was an olive branch and on its legs were traces of mud, both of which
were signs of land and a place of peace and safety (“Ajinah, 2005, p. 299). Showing the absence
of the bird through its lost feathers signifies the fear that the poet admits in the first verse, and
the poet passes this scene by, not stopping or meditating, but mushthan which means not
looking®® at the stagnant water. Even the horse, which he called sahibi -my friend, despite its

strength, was moving janiib -fast south, south here meaning in the direction of fast wind.16®

The Arab poet therefore does not stop to meditate on death in the heavy, stagnant water
but stops at the place where water is absent. This may be because he was afraid of facing an
aqueous death, especially as Arabs see water as a lively matter rather than a deadly matter. On
the other hand, water is his sacred material, which protects him from dying from thirst, and his

entire life is based on its presence.

182 Diwan “‘Ubayd Ibn al- Abras (1994, pp. 23).
163 Translated by Alan Jones (1996, p. 41-42).
184 1bn Manzir (1990, vol. 13, p. 8).

185 |bid. (vol.2, p. 501).

186 |bid. (vol.1, p. 275).
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Nevertheless, there was no meditation on the stagnant water for the Andalusian poet
but rather a passion for imagining running water. This is because the Andalusian culture held
the image of water as a purifying substance that Muslims cannot live without during the day.
Additionally, an abundance of water surrounds the Andalusian poem in the form of running
water in the environment; as an Arab he understands the image of the lack of water as part of
his Arabian culture, which makes him fond of his aqueous existence. This appears more in the

examples of missing water or ruins discussed in the following section.

Bachelard (1983) pointed out that Edgar Allan Poe used the image of standing over
deep water many times, and he linked it to blood in its heaviness, and made it a place of death
for all the poet’s beloved women. It was also a place where ghosts and demons gathered, and
Bachelard considered this an archetype that he linked to Heraclitus’ concept of water that
contains death itself in drowning, as well as being the blood of the earth (p. 46 and onwards).
Poe also linked it to night through the concept of sleeping water (Ibid.). This is the opposite of

the Arab linking the night to moving water, as we will see in a number of poems below.

As a result of the above, the study considers the image of the Arab poet standing over
ruins as a variation on the theme of meditating over absent water, and the resulting death, rather
than the image of meditation over stagnant water which Bachelard used. The following

examples detail this image.

Example 6
‘Tmru’ 1-Qays says: 6A
S S oo sl By iy s oSS m il
J_m e~V BL oYy 2 Jahilt
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1. Stop, let us weep at the memory of a loved one and (her)
dwelling at the place where the sands twist to an end between
ad-Dakhul and Hawmal

2. In their hollows and broad spaces you can now see the dung of
gazelles looking like peppercorns

3. On the morning of (their) departure, on the day they packed
their baggage at their tribe’s thorn-trees it was as though |
were splitting colocynth

4. When my companions halted their camels (to wait) for me,
saying ‘Don’t perish from (your) grief. Have some
patience.’®

Ibn Zaydin says: 6B
Bl 6 o8 Ay 3 Y Bl el SBSS )
BL_as) st 1 5, G bl ol (3 ISl il
Llbl il e el LSt ol 6l e [ Ml
Blel Jb o> a3 Jur 25 ot G oty s 530
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Andalusian
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1. Indeed | remembered you yearningly as you as were in
az- Zahra', when the horizon was clear and the face of earth
was shining,

2. And the breeze had a languor in its evening hours as if it had
pity for me, and so languished out of compassion,

3. And the garden smiled, disclosing its silver water, as if you
had loosened collars from the upper breasts.

4. Diverting ourselves with eye-catching flowers, the dew
running over them till they bent their necks,

5. As if their eyes, beholding my sleeplessness, wept for my
condition, and the tears wandered glistening.

6. A rose shone and its sunburnt bed, and noonday glowed more
intensely to the sight on account of it.17

The image in example 6A shows, at the beginning, the image of absent water that has caused

the phenomenon of ruins, or what was known for Arabs as al-wugiif' wa al-buka’ ‘ala al-"atlal

187 Diwan ’lmru’ al-Qays (2004, pp. 110-111).
188 Translated by Alan Jones (1996, p.55-57).
189 Diwan Tbn Zaydtn (1994, pp. 194).

10 Translated by A.J. Arberry (2010, p. 114).
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-standing over ruins in the Jahilt poem; the motif of standing, weeping, exists as an introduction
in the body of the poem. Originally, this image was an aqueous image filled with the above-
mentioned water, which transfers the absence of water into a dominant element. The poet’s self
lives with the image of water as an absent material, and is not present in the primary reading
of the image, but his imagination turns the missing water, which has caused death and
abandonment to the place, into present water that becomes a reason for life, i.e. a material

linked to life.

The word ruins comes from the linguistic root Talal meaning light rain, and the remains
of homes or people in a place.!’* This indicates that the origin of the word has two aqueous
aspects: water falling lightly and beautifully, and an absence of water that has caused a place
to be deserted and consequently driven someone’s beloved woman to go elsewhere, leaving
signs of the life that had happened there. Thus, water is mutually present and absent in the

subject, even if it appears to only be absent.

This absence of water is linked with the absence of the beloved woman, who resides in
the poet’s imagination and thus all parts of the image. These parts of the poetic image refer to
aspects of life and are expanded by the poet’s thoughts, thereby succeeding in transforming an
image of dry desolation into an aqueous image until the water’s presence reoccurs. This process
is created by the poet in collective practice with another observer, and appears in a pivotal

image — that of the poet standing and crying for that which was: gifa nabki.

171 1bn Manzir (1990, vol.11, p. 405).
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In the Andalusian example, 6B, we find that the image differs in its shape and motivation; it
lacks the main axis of the image in 6A of standing and crying, though it appears in other some
aspects. The poet delays presenting the image of crying in 6B, and it emerges in a completely
different form. This makes the image lose its stereotypical and pivotal traits. The axial image
in 6B is a composite of successive aqueous aspects related to the subject of water’s presence
and not to the subject of standing; as a matter of fact, crying is produced by a self other than
the poet. There is a difference between the two images of lost water, and some similarity in the

following sequence of the image components:

b a
Indeed I Lets stop and cry
RPN 5o f oo 53
I remembered you/yearningly Memory of loved /Her place
51231 Jags/Ja- A5l S
az-Zahra’ Twisted sands/ad-Dakhil/Hawmal
PSRN § o5 811/ @1 /O (8 e\l 390
The image of water in the The image of water in the
Place/fragrant/evening/sunburnt Place /fragrant /morning
X 5 UBgdy
Cried Stop front of the place

Image between Examples 6a and 6b, (No.6)

As has been mentioned above, the phrase “let’s stop and cry” in 6A is an archetype,
and is followed by other themes and images that show its archetypal nature. First, the
imperative “stop” is directed to two addressees, meaning that the poet’s self has also stopped.
This is shown in the letter Nin at the beginning of the present tense verb in response to the
imperative ‘cry’, which indicates the plural. The collective practice of stopping happened, and

the collective crying, which is the primary source of water, was achieved. This image, which |
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consider to be a portrait of ruin, signifies one of the more ancient archetypical images — the
image of standing and crying in submission to an invisible god, which is represented in the

poem in two different forms: the absent beloved and absent water.

It has been noted that in ancient myths man is always described worshipping his god
with the word standing: he stands to pray to Him and cries, regretting his sins, to avoid the
moment in which he will stand before the visible God on the judgement day to be punished for
his sins. This image of a man standing crying in God’s temple appeared in a number of early
religions. For example, this judgement was pictured by the Pharaohs and Egyptians who
worshipped their kings and were depicted standing before them on judgement day. The practice
of mummification was in preparation for the day they would be weighed against the feather of

Maat (at-Tabbal, 2014, pp. 3-5 and al-Yusif, Yusif, 1983).

Additionally, the Jewish people stand crying in groups at the Wailing Wall, known as
the Buraq Wall in Islam, asking the God to forgive their sins (Bowker, 2006, pp. 131). In
Christianity, a sinner stands to ask forgiveness from God, and may kneel down crying for
forgiveness in the church (Ibid., p.164). In Islam, standing during prayers is one of the main
conditions for correct prayer, and Muslims can only pray while they are standing, and for as
long as they can stand. They are rewarded more if they perform congregational prayer standing
in the mosque than if they pray individually. The greatest ritual for Muslims is standing in
Arafat during the Hajj; one time, one place, where millions of Muslims gather, crying and
practising asceticism and full submission to Allah so that He will forgive their sins in this

situation (Ibid., p.186 and p.194).

This archetypical image of collective demonstration and crying together came from
ancient religions and has remained consistent. It carries an element of submission, specifying

the place that is sacred for the self to practise standing and crying.
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However, which sin does the poet ask to be forgiven for in this poem, especially when
we know that the self in the poem does not believe in resurrection according to our current
religious system? Why does he stand? Why does he cry at the beginning of a text that describes
a deserted place where his beloved is remembered and water is evoked? The answer might be
that if we return to the highest value that poetry occupied in the Jahili era, we find that it had
gained an aspect of holiness and was a kind of communication with a higher power for the
different civilizations of the time. To Arabs, it was related to ‘Abgar'’? and the devil. To the
Greeks, it was related to the god of poetry Apollo; for them the poet is half god (Waterfield,
2011, p.54 onwards). However, to Arabs the poet is inspired by an invisible power. And this
belief made poetry a kind of supernatural citation of human power; similarly, it is what made

the Greek poet go to his temple before reciting his poetry.

Thus, crying while standing in a sacred place is the ritual that the poet practised while
standing in front of the hands of the invisible power; it is the amulet of the poet, the prayer that
the self performs while standing in the hands of what it cannot see. As al-Batal (1983, p.39

onwards) emphasise, this action inspires the poet to create elegant, grand poetry.

The place of the poem must be uninhabited, ruined, and therefore free to be suitable for
that invisible power. Such places belonged to the devil in the Jahiliyyah. Devils and demons
inhabited the deserts and empty places according to the Arabs (‘Ajinah, 2005, p.399).
Bachelard, however, demonstrated that demons inhabited stagnant water, which was also the
home of ghosts (1983, p. 63). Therefore, the self who is the poet stands saying his prayers, and
weeping, in order to pull the gift of poetry from the invisible power and to make the place alive
through the oblation he offers: the oblation of water, of life, through tears and his submission

to the hands of this power.

172 Arabs believed that a place was inspired by metaphysical forces and especially devils, which had their own
sacred place to gather in “‘Abgar valley (al- Batal, 1983, p. 41).
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At the same time the poet remembers the missing beloved. The beloved who, though
invisible physically, appears in another image more sacred than in humanl shape, and thus can
be related to the goddess Ishtar, or ‘Amrah as the Arabs called her (' Abd al-Wahhab, Lutfi, n.d,
pp. 263 onwards). She is the goddess of love who judges through deprivation, insanity and
murder, and who punishes all those who desert her or refuse her love by taking their fresh water
springs and life away. According to early myths, this is what she did to Tammuz, reducing the
land into famine after jailing him under the ground to punish Gilgamesh for refusing her (al-
Majedi, 1998, pp. 198-242). This harshness drove people to tears until she released him, pulling
him out of the ground again; thus crying became an offering for resurrection and a way to ask

for forgiveness for a sin that was not committed by the punished.

This female goddess represents fertility and enjoyment at the same time; she can also
turn a place into sacred ruins. Their sacredness is regained through the poet standing in
meditation. The poet therefore gains two powers: the power of the missing beloved to whom
the poetry is devoted and the power of the fertile absent female. Eventually water becomes the
element through which life achieves these two powers: the water of tears generates a poetic
godly satisfaction and the water that fertilises the land, and the missing female through its
satisfaction brings life to the earthly place of contemplation. Further, the image of water
following ritual performance carries the shape of holiness, which will appear again in other

themes using the image of standing and crying or related imagery.

In contrast, 6B opens in a completely different way; in these verses the image of crying
is delayed until the end of the poem where it becomes a manifestation outside of ritual. It is it
not combined with standing. It is not even from the human self but rather appears as a part of
nature: the dew on a rose. The image of crying here becomes part of an aesthetic related to a
feminine organism, which is the rose. The aqueous evocation of the rose’s weakness — the dew
— becomes a manifestation of the occurrence of life, and comes after the poet elaborates at

222



length on the self, which is occupied with water and life more than anything else. Water is

present here and the missing is the beloved woman, but not as she is associated with water.

From the beginning of the image, the self of the poet stands out clearly and uniquely in
the speaker’s voice in the word 'Inni preceded by the confirmation particle ’Inna; there is no
standing, no group talk, no crying. However, this does not mean that the archetype of ruins has
been abandoned in the poet’s consciousness; it has simply lost its position, and is no longer the
axial pole of the image. The image of water has replaced it, as we will see later. We see this

change in the point of min dhikra habibin wa manzili and its opposite dhakartuki mushtaqa.

When we look closely at the structure of the two sentences: gifa nabki min dhikra
habibin wa manzili and "innt dhakrtuki fi az-Zahra’ mushtaqa it appears that the first sentence
starts with a verb, which carries the meaning of moving and change; the second sentence,
however, starts with a letter ’Inna, which carries the meaning of stability. The mobility in the
first sentence matches the status of a ritual ceremony practised at a specific time in the past,
and the memory of this is limited to achieving the goals from this ceremony. The stability in
the image of the second sentence signifies a kind of report on the condition of the self: it is a
permanent description of it, and the description of a remembrance of a specific moment that

happened in the mentioned place az-Zahra'.

However, mobility appears in two places here: in the adverbial mushtaga and in the
following adverb sentence in the verse. The adverbial mushtaga -missing signifies that the

longing is casual and not permanent as the adverb is a description of ‘a casual state for the one

d’ 173

to whom it happene rather than a permanent quality of the poet’s self.

173 Hal is the term that describes the situation of the subject or object in a sentence; you can ask about it using
‘how?’ For more information see Hasan, ‘Abbas (1973, vol.2, p. 363).
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Furthermore, the sentence starting with waw al-Hal gives the meaning of being
temporary, signifying that the memory happened in the place of az-Zahra’, especially to the
one beloved woman addressed in the sentence that started with a letter, and is placed by the

described adverb as happening in al- ufqu ralqun wa wajhu al- "ardi qad raga.

This means that it is a casual action that happened from Sakib al-Hal -the adverb’s
maker in the absence of reason, so if there is no horizontal versatility, nor purity in the land,
there will be no memory and no longing. The purity mentioned here is the purity of the water
of the land because the word ragq is a verb that describes water, not land, here meaning the
water of the land. This is later confirmed when the poet mentions the description of the river at

verse three.

Therefore, in example 6B, the stability of the sentence starting with a noun,
remembrance and missing, is timed and conditioned by the adverb, and after the waw it is stable
in the condition of the whole aqueous and spring-like life represented by the image. If these
features were missing, the past would be separated from the self: there would be no memory,
no love, no longing. However, in 6A what happens in the speaker’s memory of place is free
and without conditions, and the word habib -lover comes out as a masculine indefinite noun,
freely existent and present. Thus, the axis in the image turns from standing and crying in 6A to
the conditional status for the love to happen, which is water and the features of life in 6B. The
presence of water is therefore a condition of the memory of what has happened in 6B, while in

6A the absence of water evokes a memory and causes the poet to stand and cry.
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Water appears between the two images in verse six; ‘arasat and g7 ‘an, and both are
places of water: ‘arasar is the hall of the house!’, and gi‘an are low areas where water

gathers.”> But what remains from them is ba ‘ar al-'aram - the excreta of deer.1’

This ba ‘ar is described as black pepper, not because it is black and round like
peppercorns, but because of its effect on the eyes, since like black pepper it can get in one’s
eyes and cause crying. Also, the excreta of deer has the smell of musk. The deer is the animal

177

that the Arab associates with the beloved, for reasons that will be explained later-’/, and its

remains are perfumed: it is the source of musk*®. This is a deeply compounded image.

The tears coming from the poet’s self occur because of a memory that is caused by the
remains of perfume found in the places of water. They are burning tears, and this is represented
by habbu fulfuli - black pepper, and then nagifu hanzali. Smelling black pepper makes the eyes
burn and water, as does bursting colocynth. The images describe crying coupled with burning
and copious tears in the places where water gathers. The poet’s self irrigates every deserted

place with its hot tears. All this water is the result of strong emotions.

In contrast, the poet that appears in 6B smells the breeze at the sunset, making the
morbidity of missing the beloved in the breeze and not in the poet’s self. The compassion comes

from a self outside the poet, which is the breeze.

This presents the poet as busy drawing water and crying with the present water
‘the smiling silver water’ and other features of a spring, like gardens and flowers. However,

the poet in relating these features ‘morbidity, compassion, crying’ makes nature share his

174 |bn Manziir (1990, vol.7, p. 52).

175 |bid. (vol.8, p. 304).

176 |bid. (vol .4, p. 71).

117 See example 11 in this Chapter.

178 \Wizarat al-’ Awqaf wa ash-Shu’ain al-'Islamiyyah. (1997, Vol.37, p.288)
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sadness and longing, assigning to them all the actions that would be expected to come from

him, the self.

This shows two things: first, the poet’s self is unified with the aqueous aesthetical
universe surrounding him, so that self sees itself represented in its features. Second, the poet
was busy with the memory of these features. The place az-Zahra’, which is full of life, is the
axis of the image, not the missing beloved woman, and the elements of the place delayed
crying, as we saw, until the end of the image, suggesting that the tears come from the place
rather than from the poet’s self. The image in 6B concludes by repeating the image of standing,
and by showing being close to death from crying where the partners ask the poet to be patient

in verse four.

Here we can conclude that the missing water in 6A was present in the poet’s self more
than in 6B. In 6A the poet searched for its presence, and when he misses it, he tried to obtain
it by crying and discovered the hidden features of the water in the place; he understands that
missing water is a hidden punishment, which leads to death. Thus, there was no way to perform
the standing and crying ritual or the representation of the archetype of standing and crying, as
we saw previously, asking for the resurrection of water and then the resurrection of life in the

place.

In 6B, although water is present in the image, the self ascribed all of his surroundings
to features of life, which were caused by water. The poet was busy searching for himself in the
features of water and the gardens for the water itself. The archetype of the figure standing
crying was displaced here; the poet abandoned the image of standing and crying for
resurrection, which is a feature of Islamic consciousness: standing is a religious act and rite

that Muslims perform for Allah.
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Looking at the image in another deeper way, the strong presence of water as a material
occupied the poet in his search for himself in the features of water, an act referring to the case
of Narcissus when he looked at himself in the water, therefore not noticing the purity of the
water itself. Water when it is plentiful can become an affliction that leads to narcissism and the
search for the features of the self in everything. This search can turn the aqueous features of
the universe into subjective features, so that dew becomes pure tears for the self’s sadness; the
silver water smiles at the poet, and the fine breeze pities him and becomes sick for him. All of
nature falls under the sway of a projection of the ego of the poet. While in 6A the poet is
surrounded in a place, he still does not see his image inside but rather searches for the image

of the absent — the lack of water.

This is what makes us say that the poet, when missing water, also hides himself. In the
presence of the ritual of crying, he finds his self, which then unifies with everything; the water
is animated and becomes Narcissus. This is what makes the act of standing crying in 6A seem
like the poet’s self in search of itself in its search for the missing water, and in 6B unifies the
poet’s self with the water that is present. The dispensing of the image of the self standing crying
that is found in Andalusian poetry, and in Abbasid poetry before it, when water was plentiful,
leads us to conclude that the archetype of water in relation to the act of standing and crying is
displaced by another archetype, which is that of the image of Narcissus and the immersion of

the self in the self that Narcissus represents.

This Narcissus image, which the self lives in its perception of beauty of the self as
beauty of the universe, will be clearly presented in the discussion of pure and running water

(see p. 196 of this chapter).
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Example 7

Al-Muragqash al-"akbar'’® says:
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. Did the barely visible traces of a campsite (once) belong to

‘Asma”’s family? (Now) birds trace their marks on them — there
is no human there; they are wildernesses.

. How often do | remember a cramped spot where | had no wish

to spend the night — | seem to recall that | made my
acquaintance with it through the stress of fear —

. So that my eyes may see the place where she was, and though

the way was clear my heart was full of foreboding of evil.

. Many a dusty desert, that has long been a wilderness, across

which the thirsty camels hasten, with the stones hot (under their
feet) —

. You could hear hooting from owils (all) around us, (sounds that

were) like the beating of clappers at the end of the quiet
watching of the night.
In the morning the place where her saddle had been put down,

at the place where she had rested for the latter part of the night

— the crawling things of the night had crawled all over it.

In the morning she (sways) like a swing whose ropes have been
attached to branches (and) on which young girls are
(swinging).t8

7A

Jahilt

Ibn Shuhayd*®? says:
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7B

Andalusian

179 His name is ‘Amr ibn Sa‘d, died 550 (al-Marzubani, 2005, p. 20).
180 Al-Mufaddal (1964, pp. 224-225).

181 Translated by Alan Jones (1996, p. 105-109).

182 |bn Shuhayd *Ahmad bin ‘Abd al-Malik, born in 992 and died in 1035, was a minister, poet and writer from
Cordoba (az- Zirikli, 1998, vol. 1, p. 163).
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1. There is no one in the abandoned encampment to inform us of
the beloved ones, so from whom will we seek information
about their condition?

2. Ask none but separation for it is what removes you from them
whether they go to the lowlands or to the highlands.

3. Time has done them injury so that they have dispersed in all
directions while the majority of them have perished.

4. For the weeping of one who weeps with an eye the tears of
which flow endlessly is not enough (to lament the loss of)
such as Cordoba.

5. (Itis) a city such that (we pray) that God may forgive its
inhabitants’ lapse, for they became Berberized, mingled with
Moroccans, and adopted the creed of the Egyptians.

6. In every direction a group of them is scattered, perplexed by
separation.

7. 1 was well acquainted with it when its state of affairs unified
its people and life in it was green.

8. And the prevalence of its splendour shone over them (like the
breath of a flower) (exuding) fragrance from which ambergris
escapes. &

The image of absent water that appears here is described with the name az-Tulil; if we
look at verse one in 7A in the above table, we find that as-Tu/il is the image with which the
poet begins his standing, but this time he is not explicitly standing and crying as it is obscured
by his surprised recognition of the place. This is clear through his mentioning the ruins of the
abandoned encampment in the plural form az-Tulil rather than the singular. The poet’s self is
surprised into meditating on the place, hanging on to all of its details and thereby emphasising
that the ruins are the aspect of the missing water, which he referred to in an earlier example.
But there are many remains, meaning that the absence of the water caused considerable

destruction.

183 Diwan 1bn Shuhayd (n.d. p. 109).
184 Translated by James T. Monroe (1974, p. 160).
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In verse one, the family of the beloved who has left "Asma’ is identified by al- 'Asma .
The name 'Asma’ signifies linguistically a large number of people’s names — a list that is
endless; we can assume that the poet standing here is doing so not only for one beloved person

but for a large number of absent people, just as he said several az-Tulil and not one Talal.

Perhaps being occupied with understanding all of the effects of death caused by the
missing water is what led the poet away from calling for the practice of crying then evoking
water to bring life in his imagination. Thus, the value of the abandoned place is the motivation

for the self’s imagination.

The surprise that the submitting poet received has silenced him about everything, and
has led him to enter into a state of quietude, which has made him listen and wait for details
about the separation. He keeps considering the details of death, which are drawn surprisingly

in verses four to seven.

The scene in the image here has two parts: firstly, in verse four tahalak -the
deterioration of the source of water, and the malformation of the quartz stone by sands, which
is shining white stone, used for burning on a fire.18 Secondly, in verse five the word tazqa’ -
the sound of an owl, which clicks in the place; the owl resembles the poet with the bell that is
struck in Christian churches to announce the time of prayer or danger, and ends the silent scene
with an auditory announcement after the complete silence of death and destruction. This
announcement through the bell reminds us that standing must be interspersed with prayer to

return life to a place.

The life that does appear is that of an owl: a bird about which Arabs are superstitious
(‘Ajinah, 2005, p. 331). They consider it a harbinger of sorcery and witchcraft, and this links it

to the bells’ clappers that are mentioned in the same line, which I read as a call or warning of

185 |bn Manzir (1990, vol.15, p. 275).
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danger more than a safe prayer. Therefore, through this sound the poet’s surprise starts to
disintegrate slightly; the sound leads him to view a lively feature in the pessimist’s warning,
the owl. Thus, the poet does not start to cry. He sees in its movement the image of swinging
misery and death, embodied in the image of ad-dawdah -a swing which has had its rope cut
and nobody uses anymore. The poem is set in a place that was full of females; however, they
are females without offspring and without fertility, and therefore disrupters of life’s mission —

they are -maidens.

A maiden is a woman who remains unmarried for a long time*® and thus loses her role
of representing living in imagery. She has also lost her sacred mission, which is identified with
the returning of spring, water and life to the abandoned site; she has become a jinx and a fatality.
Hence, there is no prayer that the poet can perform that would draw her close to him, nor will
the water he generates in his tears satisfy Ishtar’s model in her. Thus the image of crying is
totally disrupted: the core of success that is represented by the image of the fertile lively female

is also disrupted.

In contrast, we find in example 7B another site that is az-fuliil also empty of beloved
people; we can give no answers to the poet when he asks about them. However, these ruins are
also empty for the poet, meaning that the ruins in 7B completely miss the former city’s status:
they do not sit before the poet but exist in his memory and dreams. When he asks about the
abandoned encampment, he must answer that there is no one to tell. Here, he imagines another

surprising state — the surprise of separation but not the surprise of seeing death.

The poet means to describe what it means to leave a place, not the place itself after it

has been abandoned. The poet is occupied with surprise, which directs him to the event of

186 |bid. (vol.6, p. 149).
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leaving and dispersion, which is different than the poet’s intent in 7B, in which they are

occupied with the effects of separation and abandonment.

The images produced by the poet in 7B are as if he is in a state of hallucination,
lamenting the dispersion of the people he loved away from their place, in this case Cordoba.
He sorrows over how all of these people have been separated, and the situation is such that it
makes crying insufficient, even crying as abundant as that described in verse four ‘endless
crying’. Therefore, the presence of water in 7B, through crying or remembering the lush life
that existed before, does not take on any lively features or take the bereaved self out of sorrow.
The sorrowing poet is too occupied with his loss of the people he loved and the place where

they lived.

Loss dominates the two selves in the above examples: 7A describes the effect on the
poet of the moment when the beloved was lost and her connection to the abandoned site; 7B
describes the effects of seeing the place after a loss, which the poet had been unaware of, has
happened. The image of standing crying has vanished, and is no longer an archetype in these
two examples. The strength of another image has separated the poet’s self away from aqueous
material, instead preoccupying him with the image of the place as it existed at the moment of

loss in 7A and the absence of the remembered place in 7B.

Thus, in spite of openly mentioning az-rulil in the two examples (7A and 7B), there is
no archetype of standing and crying over ruins yet there is material imagery in the two previous

examples.
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Example 8

Labid bin ’ Abi Rabi‘ah'®’ says:
ol Uy 20k g Lealiad e Ll e 1
Lerl g Wl gl 2o Lol g dns 154 105.2
Wilap Ladss oy )l 555 Lslog pomdl gl 2333.3
Leols cladly 1351358 bl Lo asla Galls 4
e ol Bgne 02 ) WIS llll o Jound) Mg, 5
188 S e b st Lo Wiger Sy WLl 28,6

1. There is almost no trace of those abodes, either halting-places or
longer encampments, at Mina, and Ghawl and Rijam have become
desolate,

2. — Blackened traces. Years have elapsed since someone who knew
them well was there; their ordinary seasons and their sacred seasons
have elapsed.

3. They have received the sustenance of rains that come with the stars of
spring. The steady rain of (followed by an accusative).

4. And the wide-eyed (Oryx) are resting beside their young, to which
they have recently given birth, while their earlier offspring wander in
groups on ground.

5. The torrent has exposed to view the traces of deserted homes,
(making them appear) like pieces of writing whose texts have been
revived by their pens,

6. | stood asking them questions. But how can we question the hard
rocks that stand forever, but are dumb, with no clear speech?'8°

8A

Jahilt

Ibn ‘Abdi Rabbih says:
ESn ol ade S b Ly Bolb Ol S e s, 1
190 s

Lol Lo s i sk Lt 3> 'ijw Luse. 2

1. These are dwellings which have been obliterated, over whose traces
clouds weep; while there is no (other) trace upon which the clouds
weep.

2. And the winds bewail them, so that I supposed them to be the echoing
voices of a grave around which wailing women were standing.*%*

8B
Andalusian

187 He was an active warrior and a poet who died in 661 (az- Zirikli, 1998, vol.2, p. 240).
18 Diwan Labid (2004, p.107).

189 Translated by Alan Jones (1996, p.166-169).

19 Diwan Ibn ‘Abdi Rabbih (1979, p. 22).

191 Translated by Dustin Carrell Cowell (1976, p. 174).

233




In these examples, forms of the missing water appear under the shadow of the aqueous
archetype of crying over that which belongs to the ruins in 8A. In 8B, the poet’s thoughts
appear to hover between the archetype of the missing water embedded in the object of the ruins

and an image that replaces it, which is the image of burying and lamenting the dead.

The verses of 8A begin with ‘afat ad-diyar and those of 8B begin with diyarun ‘afat;
the two examples share a close image between the two words ‘afat and diyar. The first of them,
the word ‘afat, means removed and erased.!? This means that the remains of the former homes
were erased. The word diyar is the plural of dar which signifies the place that links the hall
with the building; it also means moving in a circular shape, the successive movements from a
starting point to an ending point and then returning back to the starting point again.® It is

given in its plural form to indicate the abundance and width of the place.

Accordingly, we are in front of two different constructions of the same image: in 8A it
comes in a sentence beginning with a verb in the past tense ‘afat with the subject ad-diyar, an
identified noun, which includes the meaning that ad- diyar erased themselves in their circular
movement, which also means that the elimination of the homes was subjective. It can be
returned to again and appear according to the feature of recycling in it — this is one way of
looking at this. Another way is that the sentence that starts with a verb indicates mobility and
instability (al-Jurjani, 2004, p.174) and emphasises the meaning of expected change because
of the homes that have disappeared; this seems especially true in the second part of the verse

that specifies the place as Mina, which visually gives the poet this information.

In example 8B, the image appears in the nominal sentence as a fragment with the
implied phrase ‘here are’ and the word diyar indefinite; the verb and subject in ‘afat is an

adjective phrase for the word diyar, so the meaning becomes this is diyar ma fiyya. The

192 1bn Manzir (1990, vol.15, p. 76).
193 |bid. (vol. 4, p. 298).
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nominal sentence suggests stability, and the adjective also refers to the same meaning; these
convey to the listener that the disappearing homes here is a stable condition that cannot be
changed or should not be expected to become subject to turning around, including rebirth or

resurrection.

The implied perspective of the poet while standing crying in example 8A recalls the
features of life that were achieved in the past described in the successive verses. They include
a description of how long these homes were at this site, receiving the benefits of seasonal plants
and also new-born animals. All of this strongly indicates the resurrection experienced in verses
three and four. This new strength appears to be followed by the poet’s description of the power
of rain as-suyiil -torrents that cleared all traces of the place of ruins in verse five — and the
inundation that took all the features of aqueous loss away, referring to water and life returned.

This is why the word ad-diyar is more suitable for this image.

By emphasising his standing before the ruins and the hope of rebirth, the poet questions
the site where the abandoned homes stood to be sure of the quality of life, which reveals the
depth of the aqueous image in his consciousness as he waits for a human answer from the place
as he remembered it in the past. He also describes it with as-Summu al-khawalid meaning that
the place cannot hear and the words it might speak are not understood, even though it exists.

Here the image ends with hard rocks, which stand forever but are dumb, lacking clear speech.

In example 8B, we find the practice of standing crying in the description Aadhihi
diyarun. The loss and obliteration are factual. In verse two, the poet shifts the crying archetype
in the sentence tabki as-saha 'ibu tuliilaha, where crying becomes universal, to an act practised
by the elements, in the participation of the clouds over the ruins. The clouds, which are the
source of life again, cry over the traces of dwellings that have disappeared from the site. Here,

the deeply rooted image of standing crying is re-assigned and lifted to the source of water, the
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clouds. The poet does not use it as a support for himself; there is a sort of hesitation on the part
of the poet, between submitting to the image of standing and crying in order to rebirth the

ruined site or submitting to the image of being unified with the universe through crying.

The poet sees the clouds as a feature of the universe that shares the desire for the return
of the missing with him. However, he withdraws from this image based on the original
archetypical ‘standing crying’ in order to deny its occurrence wa mda talalun; further, he denies
describing the homes by the word ruin, and denies crying by using the word crying as-sahab
with a word for the kind of clouds that do not carry rain rather than the ghaym -black clouds
that always carry rain. The use of clouds that do not always carry rain transforms the image of

standing crying to another completely different signification, which appears in verse two.

Verse two in B8 seems to describe a state of death, and the wailing described is free
from any aspect of life. The scene of wailing souls appears likened to Sada -an echo. This word
has many meanings, such as thirst, or the hollow sound of noise in an empty place; it can also
be used to describe the sound of an owl.*** Sada is therefore connected to death, an absence of
water and the bad luck of the owl, which Arabs see as a sign of death. Death is most clearly
mentioned in the image of the grave around which stand the wailing women, crying for the

dead.

Here the poet goes from the image of standing crying, which signifies a rite of rebirth
and the resurrection of a ruined site through water to the image of a funeral, which signifies the
end of all possibilities of resurrection. The significance of the ruins is transferred from the
surface of the ground to inside the ground to the grave. Further, this appearance of death has
the quality of thirst, represented by an echo, which occurs because it is not achieved through

the crying coming from the grave. The implication is that the act of standing and crying to

19 1bn Manzir (1990, vol.14, p. 454).
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achieve resurrection did not succeed. This image of the grave is accompanied by the sound of
wailing and sadness. The women who wail are described with a plural noun an-nawadib — these
are the women who cry over the dead, recollecting the dead person’s good qualities and

bemoaning his loss.!®® This adds to the portrait of loss that continues throughout example 8B.

Therefore, the poet did not keep the archetypal image of standing and crying but
displaced it with another image of crying that does not suggest the generation of life but instead
transfers the idea of a ruined possibility of resurrection to the image of burying and certain
death. The image of absent water has turned to an image of death, because the crying in the
first verse did not happen while the poet stood in front of the place and therefore produced no
return of life. Rather, the archetypical image of standing and crying was replaced in the second
verse with a funereal image. The ruined place or home is lost in the depths of the ground, where

there is no water and no life.

Example 9

‘Ubayd ibn al-’ Abras says: 9A
Ol Sgo iy ol Ol By b b
O 25 Olually &b ab Wis o 56 b Eag 2 Jahilt
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Oly— I 535 x 53 all Wl cudy e ol 4
5
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1. Where are the abodes on the gravelly tract of Rawhan? Their traces
have almost vanished — changed by the passing of time.

2. | stopped my camel there so that | might question them. Then | turned
(the beast) away, and tears flowed from my eyes.

3. Pouring as if my eyes had surprised me with their tears (like copious
rain from) a wintery shower.

4. | have remained after they have gone, though I shall not remain
forever — for Fortune is full of changes and multifarious.

195 |bid. (vol.1, p. 754).
196 Diwan ‘Ubayd ibn al-’ Abras (1994, pp. 120-121).
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5. God knows what | do not know about their fate. My memories are of
what has gone from me at whatever time (it went).®’

Ibn ‘Abdi Rabbih says: 9b
Sl G Lol Lgie sl 13 ECO R Y RNV
Cila Vol Ly Lle o Y JLYI L Andalusian
ESUwpsdl gnes Opoe iy 8 lie WL e (SO

a2l e ol e B L Bl SO

[ O

1. Indeed, the world is but the fresh green life of wood whenever one
side of it becomes verdant, the other side dries up.

2. Itis the house in which there are no hopes other than misfortunes and
no pleasures other than catastrophes.

3. How hot with grief became an eye, yesterday refreshed; and how
refreshed eyes today became, their tears having been pouring forth!

4. In this world let not your eyes be anointed with tears for one departing
it; for you will be departing.®®

In this example, we find ourselves in front of two different images of missing water;
the first image in 9A is of eyes crying over the ruins of the encampment, and the poet likening
his tears to abundant rain. In 9B we find an image that refuses and rejects crying over a loss

greater than that of a home: fa la taktahil ‘aynaka fiha bi ‘abratin.

The difference here is that example 9A gives an image for the water of crying over the
ruin that is limited by place Barqah 'ar-Rawhan: the poet’s tears are directed to specific homes
where the ritual practice of crying in front of ruins in order to revive them is done. But in
example 9B, the image for crying is rejected by the poet because it is connected to another
meaning of home, which is ‘ad-dunya -the world. This absolute meaning for ‘ad-dunya is
broader, and includes all of human life; the world is described by the poet to indicate the

changing conditions and circulations that characterise it.

197 Translated by Alan Jones (1992, vol.1, p. 60-65).
198 Diwan Ibn ‘Abdi Rabbih (1979, p. 21-22).
19 Translated by Dustin Carrell Cowell (1976, p. 174).
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The poet in 9A continues the practice of sacred crying at an abandoned site, and likens
his tears to the rain that falls in the month of Rajab, which is one of the sacred months that
holds a significant position among Arabs as a time when battles are forbidden (Ibn Kathr,
1989, vol.2, pp.335-336). It is, therefore, a time of life, and the poem symbolizes the role of

tears falling from the eyes as they look over the site of abandoned homes, willing their revival.

In example 9B, the poet completely dispenses with crying over a specific place, or
object, from hanging on to a place, ‘ad-dar, which existed in the world of time. The poet’s self
turns away from its engagement with the place and crying over it in the hope of having a
temporary life, and becomes a self that is free from any place and rejects crying because it sees
immortal life in the afterlife. This meaning can be observed in the Holy Qur’an in its many

references to what Allah says:

€ c

{ I F e L as¥00 )y 8, VBT s
“For, [if they did, they would know that] the life of this world is nothing but a passing

delight and a play —where- as, behold, the life in the hereafter is indeed the only [true] life: if
they but knew this!” 29:64.

This vision strongly shows the effect of Islam on the consciousness of the poet’s self
with ideas of death and life, and the realisation that it brings that there is no use in crying; this
includes implementing a rejection of the archetype of standing crying over ruins. Where the
desire to revive, which is included in this rite, became lost was with the Islamic religious belief

around the temporal world and the mortality achieved in the afterlife in heaven for believers.

This Islamic meaning clearly appears in the poet’s self-realization of changing life
conditions in the image in the second verse. This line offers the image of eyes crying sadly,

have stayed calm with the calmness of eyes that had been crying before.

As aresult, we can say that pouring tears in example 9A, activating the image of crying

over the traces of abandoned homes, is the axial archetype for the crying rite in which the self
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evokes the absent water that led the former inhabitants to leave. Contrary to this, the shunning
of crying in 9B is the displacing image of the archetype, and is due to a change in the poet’s
awareness of different concepts of death and life. He is not so much engaged with the lively
place "ad-dunya but looking at it as temporary and evanescent; this is why he calls all places

‘home’ without specification.

In the previous examples, it becomes increasingly clear that standing over the ruins of
an abandoned site and practising the ritual of crying in order to ask for the revival of the place
and its resurrection was an archetype in Jahili poetry. The holiness of the religious rite is
involved with the old myth of a reviving place and standing in the face of death through crying.
This image evokes the missing water that caused the death of the settlement to occur, as we

saw in the previous examples.

However, in the Andalusian poem, crying over ruins has lost its mythical holiness and
is no longer an archetype; rather, it has been completely changed into a repulsive image. In line
with Islamic beliefs, the Andalusian poet no longer stood over ruins as this suggested

worshipping and following the ancient Arab gods rather than the true god of the Muslims.

Moreover, the Arabian poet’s dazzling portrayal of nature, rich in water, made images
of missing water impossible, even if it implied the image of lost loved ones. Poets were
sometimes found laughing at this image, not only in Andalusian poetry but also among Abbasid
poets.?% In this poem, the Andalusian says:

i sy s Yy LYy My
201:8s ol ek CM)T Pt J &9 2

1. Do not cry over Layla or Mayya, and do not bewail the departure of one who has
ridden off!

200> Abi Nuwas (n.d, p. 366) says:
POy g g e S b B
201 Diwan Tbn ‘ Abdi Rabbih (1979, p. 178)
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2. Bid farewell to the words of him who weeps over traces, for the traces are not a
place for weeping.2%2

Crying in Andalusian poetry was generally over loss, such as losing cities, a beloved
woman or a Caliph. As Ibn al-Labbanah 2% said:

sl bl WLl e sley il 056 slezdl S
20 ol e [ iy Ll wdb I e 2

1. The heavens weep with their morning and evening rain clouds over those excellent
lords, the Banii ‘Abbad,

2. Over those (lofty) mountains whose very foundations have been demolished, though
the earth was endowed with wedges thanks to them alone.?%

Even when referring to the case of losing one’s beloved, the poet is engaged with an
image of water that is full of life, as we saw on p.223. This is what reveals the narcissism of
the Andalusian self, indulging in unity with the universe and making crying the universe’s

action rather than the self’s, followed by the rejection of direct crying.

It can be concluded that the archetype of absent water, which was represented by the
abandoned ruins of a former settlement and the poet’s crying over those ruins in the Jahili
poetry is displaced in Andalusian poetry with the materialistic image of water in the case of
losing some object with the presence of water. This shift in perspective is due to religious and

natural elements.

5.1.3 Water and the Feminine

202 Translated by Dustin Carrell Cowell (1976, p. 316).

203> Abu Bakr Muhammed, died 1113. (az- Zirikli, 1998, vol.6, p. 322).
204 Diwan 1bn al-Labbanah (2008, p. 56)

205 Translated by James T. Monroe (1974, p.214).
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Bachelard considered woman’s existence in the image of water as central to the image,
especially when we know that the word water is feminine?® in French, which means that the

aqueous image is in somehow a feminine image (Bachelard, 1983, p. 5).

The word water in Arabic is masculine — this makes a difference to how this study looks
at woman/water symbolism and what Bachelard presented. Bachelard sees the existence of
women in an aqueous image as normal because the element of water is feminine and the origin
of creation. In Arabic, however, the word water is masculine, though water is still the origin of
creation (‘Ajinah, 2005, p.152). The reason why women are a necessary component of aqueous
images in Arabic writing is not that the word is feminine but rather because the image of women

is associated with water, which will be clarified in the following examples.

If the word water is masculine in Arabic, the Arabic word ‘imra’ah ‘woman’ carries
aqueous qualities even as an individual word. The word for woman comes from the root mara’a
and among its meanings is ‘to generate’ and ‘a large quantity of milk’, which indicates

goodness.?’

The image of a woman in water has different connotations for Bachelard: it is associated
with clear water, exists in the image of the white swan, and is the symbol of the pure beautiful
virgin bathing (1983, p. 33-34). Even in heavy stagnant water the association of a woman exists
in the image of the beloved woman that water carries after her death to the far away world of
the afterlife (Ibid., 1983, p.76). Bachelard made a detailed study in which he called water
motherhood and feminine, and he talked about the milky water that turns running water into

the food that sustains life (Ibid., 1983, p. 115)

206 Collins Essential French Dictionary and Grammar (2006, p.600).
207 |bn Manzir (1990, vol.1, p. 154).
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This study believes that applying the image of women throughout the many different
shapes of water in the imagination can be distracting. Instead, the present researcher has
collected these images of women and water in their different symbolic forms, whatever the
shape and type, and analysed them in detail, presenting a complete set of images of women in
relationship to the images of water in Jahili and Andalusian poetry. The study also looks at
how close or far from the separate archetypes that Bachelard presented this collection of images
is, and if the existence of feminine water is possible, even though the Arabic word for water is

masculine.

Example 10

An-Nabighah says:
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1. Or the pearl of a seashell, its diver so overcome with joy whenever he
sets eyes on it, he cries, “In God’s name” and prostrates himself in
prayer.

2. Or like a statue carved from marble, erected on a pedestal constructed
with baked brick, plastered with gypsum.

3. Her veil dropped — surely by accident! So she grabbed it and veiled
herself from us with her hand.

4. With a hand hennaed and smooth as if its fingers were ‘anam boughs
so tender and plaint you could tie them in knots.

5. Like chrysanthemum blooms on the morning after a rainfall: the top
petals dry, the lower ones still moist.?%°

Ibn ‘Abdi Rabbih says:

S e Edglad b oSl cedlams b L 10B
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208 Diywan An-Nabighah (1996, p. 107).
209 Translated by Suzanne Pinckney Stetkevych (2002, pp. 6-7).
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1. Oh for an (ivory) statue erected for one who has his eyes fixed upon
(it) or rather a she-gazelle who looked out from a high ridge

2. Or rather a bright pearl who never dwelled in the sea, never
surrounded by the shelter of mother of pearl!

3. You acted immoderately in slaying me, without cause of revenge, and
you have heard God’s words on immoderation.

4. 1 am repentant towards you, (my Beloved), confessing my error if you
can accept the repentance of one confessing his fault.?!!

The general environment of the previous stanzas is clearly aqueous; we can see that the
previous image shows the woman immersed in water. She is the beloved whom the Arab Jahilt
and Andalusian man adores, and he usually sees her in an aquatic setting, or there is no mention

of any kind of water except that which the woman is a part of.

In example 10A, we find the water surrounding the woman gains its imaginative value
from her presence: she is a pearl that necessarily recalls the ‘sea’ to be her keeper. In verse one,
Durra®'? means the large white pearl of the deep sea that only a diver can find; the word darra
is also a verb that describes milk spilling, and suggests the Arab saying, lillahi darruka if you
be praised, meaning “God give you all goodness”, so the woman is Durra that somehow carries
the praise that brings goodness to those who find her. And so the diver delights when he finds

her.

It is specialized by its existence in ‘the shell” that protects it, and the diver in his delight
enacts an image of worship as-sujiid -kneeling. Kneeling is an action that draws man closer to
the god he worships, and this explains kneeling as an archetype in the myth of creating the

pearl, which joins Durra in verse one and ad-dumya -doll in verse two. The large number of

210 Diwan Tbn ‘Abdi Rabbih (1979, p. 112).
211 Translated by Dustin Carrell Cowell (1976, p. 257).
212 |bn Manzir (1990, vol. 4, p.282).
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myths that talk about pearls and their creation joins pearls with the worshipped goddess of the

Sea.

The northern Syrian myth from antiquity before the third century AD says there was a
goddess called Atargatis, which means ‘the lady of the pearls’, and that her temple was in
Hierapolis, which means the Holy City (now in Turkey). This goddess is the people’s protector;
the water surrounding her represents protection because it embodies the secret of life, just as
water surrounds a baby in the womb. She was a goddess of nature (Al-Batini, 2011, p. 84). Her
story tells of a woman who was pregnant and threw herself in the lake; she dived deeper and
returned as a half fish after she was saved by mermaids. Her child became the queen of Syria
(Ibid.). We notice the resemblance between her and Ishtar, the Babylonian goddess of love,
fertility, revenge, and war (al-Majidi, 2002, p. 52 onwards) and Aphrodite, who was born out
of the sea and was related to pearls by the Greeks. The Roman goddess Venus was also related
to pearls (al-Batini, 2011, p. 90). A statue to al-*Uzza relates her to pre-Islamic Arabs (al-Batal,

1983, p. 58).

The pearly female that the diver kneels to is the ‘doll’ mentioned in line two, built of
marble and decorated with tiles and ornaments. She is a goddess — a worshipped statue.
Dumya?®® means the figuration of a statue from carved ivory. The figure of the old goddess has
settled in the man’s soul, with the sea that surrounds her and protects and keeps her. She is the

pearl itself.

Thus the value of the female appears in this image. A top that is surrounded by holiness,
and the water around her gained from this holiness. In the third verse, the poet makes her veiled
and covered in order to give her more glory and honour; when her covering slips by mistake,

it brings a moment of disclosure between the worshipped in the round shape of the white clear

213 |bn Manzar (1990, vol. 14, p.271).

245



pearl and the worshipping man in the temple of love. He looks at her and gives her a veil to
mark her holiness and to draw attention to another aspect of her beauty — her hand painted with

henna. By not touching her, he increases the halo of holiness around her.

The value of the image is raised in example 10A, where the woman is taken from her
holy protective water. The image presents a godly elusive model, completing beauty and
holiness even in her makeup; her painted fingers at the beginning of the following verse are
green and red, coloured with henna and saffron, and describe the flowers and leaves they

resemble.

The poet sees another symbol, which is the dove: her smile and the beauty of the
whiteness of her teeth are as white as the feathers among the black feathers of the tender dove.
As a sign of beauty to the Arabs, the whiteness of teeth and the blackness of the lips were what
was known as lama. The dove and the female are holy symbols to the people of the island; they
said: “safer than the doves and the deer of Makkah” (al-Jahiz, 1988, vol. 3, p. 192). This means

that they revered doves and placed them in their holiest place, Makkah.

Women in early Arab consciousness were connected to doves and water, and through
this archetype to the story of Noah (peace be upon him). Arabs held that Noah, the prophet,
sent a dove out when the waters of the great flood had receded to be sure of the safety of the
earth and to confirm that people could descend to land again. The dove came back with traces
of mud on its legs and an olive branch in its mouth, which became known as a symbol of peace.
However, the dove lost its baby on the way and therefore is forever crying (al-Fayriiz’abadi,
1993, p.1382). The dove is the image of safety after the punishment of flooding has gone and

therefore an image of life.
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The poet ends the poem by opposing it with "Ughwan -the chrysanthemum when it is
wet by rain in verse five. The chrysanthemum is a white flower known to the Arabs?!, and
draws a strong connection with water. The poet says: wa ’asfalaha nadr which means “placing
the flower under water of dew”. The white flower is the symbol of a fertile woman, and it is
known that earlier civilization used the lotus and the lily as similar representations (Coleman,

2007, p. 636).

The woman represented in the poem is in a holy context in which she was given
submission and worship in the kingdom. The completeness of her beauty is revealed through
stating successive images that build an archetype of the ancient worshipped female who was a
goddess of love and fertility. She was also the goddess of water, and signified love and care as
well as revenge and war. Her symbols — the large pearl, the doll, the dove, and the white flower
—are connected together through an aqueous mediator, which completes the image that the poet

draws.

In contrast to the imagery found in 10A is the imagery in example 10B. These images
deeply resemble those of 10A when the poet describes dumyatin nusibat limu ‘takifin — a doll
made for a retreat in verse one; she is “the worshipped”. He follows this image with another
symbol related to the archetype of the holiness of women to Arabs the deer. Arabs continued
to liken women to deer, which resembles an archetype found in Mesopotamian myth. The deer
is the animal that always accompanied Ishtar, and is the symbol of the worshipped sun goddess
(‘Ajianh, 2005, p.305), or ‘Amra as the Arabs call her, who by spinning gold created the deer,

which is reminiscent of the gold cow that was worshipped by Israel’s sons (Ibid.).

Also, before Islam, when digging the Zamzam Well (a source of holy water to the Arabs

and Muslims), two gold deer were found under the Ka ‘aba, and they were fashioned in

214 |bn Manzir (1990, vol.15, p. 171).
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antiquity, and this is another strong sign of the relation between the deer and the female with

holy water (Ibid., p. 306).

The deer is the animal form of this female goddess, beautiful and slim. She is the image
of safety for life because she is related to the Zamzam — the holy water that gave Hagar and
her son Ismail life. She is the woman, the life-giver, and the water protects her from death, as

the dove was the guide for Noah.

The poet uses for women in verse two: the image of a bright pearl and denies the sea,
or a shell surrounding her. She is not a hidden phenomenon; she is taken away from the sea,
her protector, and instead inhabits the land as a flower. Here, taking holiness from water begins

in the image of a woman found in the verses of Andalusian poetry.

The pearl in 10A is immersed in aqueous depths and therefore hidden, deserved when
appearing, and cheered by the kneeling poet in a gesture of welcoming, while in 10B the pearl
is not immersed in water but brought to the land where it exists without the protection and

holiness of water.

Here, the effects of Islamic culture appear in the image, especially in verse three where
the poet presents the female in the position of an accused Killer, extravagant in the act of

slaying, which he refers to by quoting from the Qur’an: Allah Almighty says:

{3 2 S Ul ) B0 T UL 5
“Hence, if anyone has been slain wrongfully, We have empowered the defender of his rights
[to exact a just retribution]; but even so, let him not exceed the bounds of equity in
[retributive] killing” 17:33.
The poet asks women here to avoid this attitude due to the Islamic order, and he refers to the
Qur’an when he mentions in the verse: you have heard God’s word in the extravagant. Thus,

the poet deals with his beloved without that holy image that we have seen in example 10A. He

presents this image of a woman with human features as someone who make mistakes.
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The archetype thus leaves the worshipped holy being as a cultural image separate from
the poetic image derived from its systematic mythical root. The female is, finally, human,
despite all of her qualities of beauty and holiness, which were described in the beginning of the
verses. The actions of the female are measured by the poet according to a religious ideology,

even though her actions are presented as a metaphor or simile.

As a consequence, taking the woman away from her holiness in this image suitably
presents her without any holy water around her. The absence of protecting water completes the
Islamic image. The poet’s repentance in the last verse serves to introduce the idea that the
mistake and oppression that followed were in his acts toward her, and were not repentance

presented to her in the image of the goddess.

We can say that the normal image of a woman in the two examples comes surrounded
by strong evidence of the existence of water, but in example 10A the water is more holy and
connected to its archetype rooted in myth. In 10B the image is different in its final construction;
it separates the image of the woman from water, and evokes an Islamic concept, which departs

from water and ascribing symbolic divinity to her image.

Bachelard did not mention this concern, imagining woman’s divinity and water’s
sacredness in relation to her, as it serves the image in this model, with the same clarity that can
be seen in the two examples here. Rather, he assigns it to the symbol of a white swan (1983,

p.33-34), which can be found in examples we will see later.

Example 11

‘Imru’ [-Qays says: 11A
Jaks o 3 | el B8 Le3lp G Sl Eb sy, |
S )y o £ PP O U S VY e Jahil1
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1. Inthe morning crumbled musk lies on her bed, as she sleeps into the
later morning, not wearing a belt nor having put on her mutafaddal,

2. Inthe evening she lights up the darkness as though she were the light
in the place where the hermit does his eventide devotions.

3. (She is) like the first egg of an ostrich, its white (shell) mixed with
yellow, nourished by pure water that has not been trodden in by
animals.?®

Ibn Zaydin says: 11B
L sl sles) )Ty (o slasl i O cells ) 1

bewdy LEL 3l ool e 355y a2 By 2Lo 4.2 | Andalusian
LJ A 4,:,«:\} ssaall Ao ci.........,:ALé) 5y >5\: 13.3

T Ty J2u g T e o5 4

1. One who is fostered in royalty, as if God had created her of musk,
whereas He decreed the creation of common men out of clay,

2. Or as if He had fashioned her of silver unalloyed, and had crowned her
a crown of gleaming native gold (hair) in uniqueness of creation and
embellishment of beauty.

3. When she bends over, the pearls of the necklace weigh her down by
reason of her having been brought up in luxury, and the ankle rings
make her bleed because of the tenderness of her skin.

4. The sun has been to her like a tender nurse in shading her and yet she
has not shown herself in her splendour, to the sun, save for short
moments. 8

The Arab poet continues to stand before the images of water, relating them to the
woman in the previous stanzas. In the verses of 11A, the poet shows the image of water as an
essential substance that has formed the beloved woman while pure water has nourished her. He
reveals this fact after the opening verses, where she is described as a different, spoiled creature,

but when she moves from her bed, arising late, the scent of musk remains in the bed.

25 Diwan *Imru’ al-Qays (2004, p. 116).

216 Translated by Alan Jones (1996, vol. 2, pp.69-70).
27 Drwan Tbn Zaydiin (1994, p. 300).

218 Translated by James T. Monroe (1974, pp.182-183).
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Musk is a perfume that comes from the gland of a specific kind of deer, so again the
image of a deer is evoked, but in the perfume in its blood. Blood is an aqueous image; as
Bachelard says, every liquid is a form of water but in a different form (1983, p. 94). The origin
of the smell of musk spread on the woman’s bed is the deer’s blood, so the woman has the

same feature of perfumed blood.

Also in verse two, the Arab assures the listener again of the whiteness, lightness and
guidance that is an act of the woman, and he raises her to a holy rank by making her the
imagistic companion of the monk in the form of a minaret, which is lit to guide and show the
way; the woman is the monk’s guide, destination and support. This image carries the holiness

and divinity mentioned in the previous examples 10A and 10B.

An aqueous image for the woman appears emphatically in verse three, when the poet
likens her to an untouched pearl. The word ‘virgin’ refers to anything that is not used al-
muganah and it symbolises the merging of two things and the meaning of the verse, mixing
whiteness and yellowness and being a home for the pearl. The meaning here is that the woman
has been kept as a pearl in a shell and never before been touched; as such, the shell and its pearl
carry the colour of whiteness and yellowness. The reference to the pure sweet water that fed it

namirin ghayra muhallali means that both were formed by water.

The repetition of the image of a yellowed and whitened pearl emphasizes the quality of
‘virginity’, which refers to the untouched female too. When in the middle of water, it is close
to the image of a white swan, and indicates the pure virginal woman in pure sweet water that

Bachelard mentions (1983, p. 34 and onwards).

Purity, virginity and whiteness in pure sweet water all share characteristics with the
image of a swan, although the image of a pearl is more related to sacredness. This image of a

swan and the gathering of swans symbolise the virgin, naked in the lake and hidden from the
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knight who collects the swan-maiden’s clothes and forces them to be naked in front of him
(Bachelard, 1983, p. 39). It resembles the famous story, which the poet refers to in his verses,
known as the story of the house of Juljul about the Jahili people, which happened to the poet
‘Imru’ 1-Qays (See Chapter 3, p. 116). This image is an archetype and tells the same meaning:
the woman who is a pearl to the Arab poet and who lies hidden in her shell is the swan-maiden

that vanishes from the eyes of the knight, her humanity obscured in her white feathers.

This archetype of the clear-water female, which suggests the existence of pure
sensuality along with purity, is also found in example 11B. The woman will be a queen, created
from musk, different from the people made of mud. She is like the woman in example 11A,
protected in purity. Also in 11B, the poet sings of the two substances of silver and gold in verse
two, melding them with the origin of woman’s creation, and thus converging them with the
image in 11A in the shape of makeup and mixing whiteness with yellowness. In verse three,
the woman is the soft female who is influenced by anything she wears because of her delicate
skin and apparent whiteness, as if she were water itself. The stanza ends, however, with the
image of this female suggesting that she is the daughter of the sun through making the sun as
a wreath; the sun is the mother that cares for her baby, and it is known that the wreath is the
crown that is put on the head of kings or brides, and is suited to the royal image that appears at

the beginning of the poem.

As a result of the previous image, the poet’s consciousness joins again the image of a
woman in water with the image of the ancient goddess Ishtar, or ‘Amrah who was always
accompanied by a deer, and who bears beauty and fertility. The woman in the poem can

therefore be read as the descendent of the ancient goddess and the carrier of her holiness.

Example 11B, although it emphasizes that the creator of the woman is the God, presents

features of the ancient archetype of the heavenly and holy woman as imaged by the Jahili poet.
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The woman has almost identical features with the image in 11A: whiteness, yellowness, musk,
sun and water. So there exists extensive correlations between the two images in 11A and 11B
and what Bachelard wrote about the imagery of the swan, whiteness, virginity and perfumed

clear water.

Example 12

Al-Khansa'?° says: 12A
ol LU aod Eslof Loy Biglad b L ST Gguy 1 Jahili

1. And I shall weep for you as long as the dove coos and as long as the
stars light up the dark for the night traveller.??

Ibn ‘Abdi Rabbih says: 12B
Omds sagls ot @IS Bl oSS 0 ) Ol
ot i e S sl o W el 3.2 | Andalusian

1. My repose is from the crying of a dove, like that of the grieving man
whom you nursed with grief;

2. ltis as if the dove of the wood, when conversing with another, is one
sad (man) crying out of pity for another.??3

The image of water appears in the example here as an image of sorrowing motherhood
in the female symbol of the dove. The archetype of this bird is associated with the concept of
loss; the myth says that the mother who loses her baby will be cried for by all doves until
judgement day. The dove, in its exploring mission for the safety of the people and animals in

the ark after flood, lost its own cooing baby and returned without it. The mother dove continues

219 Al-Khansa’ Tumadur as-Sulamiyyah, from Mudar; she lived most of her life during the jahiliyyah, converted
when she learned about Islam, and died in 645 (az-Zirikli, 1998, vol.86, p.2).

220 Diwan Al-Khansa’ (2004, p. 54).

221 Translated by Marlé Hammond (2010, p.77)

222 Diwan Ibn ‘Abdi Rabbih (1979, P.165).

223 Translated by Dustin Carrell Cowell (1976, p. 311).
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to coo, searching for its lost baby. Thus, Arabs used the same word for a baby dove (cooing)

and its sound cooing (‘Ajinah, 2005, p. 303).

The myth of the old Iragi goddess says that the Babylonian Queen Semiramis was born
from an egg found in water, which when retrieved was taken care of by doves until it hatched
and became a complete mature woman. The king then married her, and the doves continued to
cry over her because they loved her as a daughter. We can notice in this myth the connections

between the ideas of loss, woman, water and doves (Coleman, 2008, p.918).

In the first verse of 12A, the poet announces that he will join the dove in lamenting its
loss. This crying is a kind of asking to recover from the pain of loss, and has something in it
that recalls water, which gives life and hope, as a way to meet the lost love again. Here it is the
water of the eye that works as a cure, washing away pain with its continuous flow. About this,

‘Tmru’ [-Qays says:

224\, s U S S
J WJJ‘A\Z”JMJ'P ub.@.»eﬁsgu.ﬂub

My cure (lies in) our poured tears. Is there anything to give me support (when I halt)

at traces (almost completely) effaced??*

In example 12B, the poet is gradually recovering by taking comfort in the crying of a
dove. The two forms of sadness are connected: the sadness of the mother dove that has lost its
chick and the sadness of the poet that receives comfort by sharing his own pain with her. Here
we can say that crying and tears take the role of a therapist and cure the sufferer of sadness and
pain. Whenever the dove is used as an archetype, it signifies the great sadness that is endless —
the sadness of a mother for her lost baby. The symbol of the mother dove therefore always

evokes crying and sharing pain, as well as the comfort that can be taken in this sharing. Perhaps

224 Diwan Imru’ 1-Qays (2004, p. 111).
225 Translated by Alan Jones (1996, vol. 2, p. 58).

254



this is the kind of peace that the dove carries as its symbol — a peace that has always made

poetry comfortable with its sadness and crying, even across two eras.

Example 13

Tarafah ibn al-*Abd says: 13A
SRPRS I NCTATERN TR ¥ ([ NE |
Sty b 2 S st ol ol b 5l Apae 2 | JaNIT
AU AL O I LS s g o Ol 5203
i gis P i palat Dol 8l fak el M 354
Gy il Ol Ja8 a2y el Jpds 5
g faks S0 2 8 T S M e i 506
a e paS5 fy il B Y] e L) de 7
A5 15 S sl ot ke g a3Y 3,8
a3 b A ey e UL oy o 0,9
e H S G e e U5 5 ) a5 10
Ll GIST ooy Jad ol 555 et o ) 5 11

P s e L g 313

1. Ah, the howdahs that bore off my fair one the morning the Malik tribe
left, their camels Dadi River passing, like ships did appear

2. Asifsailing from ‘Udilr; or merchant Ibn Yamin’s vessels that the
captain now turns away, now in a direct course does steer;

3. Ships, that are cutting through foaming waves with their prows, like a
boy when playing with his hand piles of earth pushes clear.

4. Inthat tribe a young gazelle, black-eyed, dark red lips, a neck
gracefully raised, two strings of pearls and topazes it does bear.

5. From her young she strays and with roes in the thicket she browses
edges of wild fruit and with a mantle of leaves herself does cover.

6. Smiling, she shows bright teeth, rising from dark bases like privet-
plants in bloom, piercing a bank of pure sand by dew covered in
moisture,

7. The sun giving to her teeth its sparkling rays but not to the gums
sprinkled with collyrium, ivory is clean, she gnaws them never!

8. Ah, when my soul is overcome with nostalgia, like this, I ride it off on
a lean, fast camel, night and day racing, far and near,

9. Sure of foot, as firm and thin as the planks of a litter, whom | urge
along well-known paths, striped like a vest, here and there.

226 Diwan Tarafah ibn al-*Abd (2002, pp. 19-20).
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10. In spring she grazes with milkless she-camels on far-away hills and
pastures, whose finest grass the rains have caused to appear.

11. At call of her rider’s voice she turns, immediately repelling advances
of a tuft-haired russet stallion, with lash of tail, a bushy spear

12. That appears as if two wings of a large, white eagle were fixed by awl
to bone and hung, waving around on both sides of her;

13. Her joints are well-knit, bones solid like a bridge of Greek
architecture, they were sworn to be enclosed by tight bricks by its fine
builder.??’

Ar-Rasafi’?® says:
S A IS s b g 5y 5l Tt e el R ] 13B

e 3 ez AU Sl e el lag 0,052

e S g e 85 2 S ey d 5.3 | Andalusian

paly Ju @ pad e Bl 3 gl oTadd 534
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1. He embarked upon the ships on the shore of the straits (of Gibraltar)
when they had been summoned together (with the call): “O best of the
ships of glory, set sail!”

2. So they set sail bearing the command of God, from a king seeking
victory in God and made victorious through God.

3. On their part every top offers recognition to him by bowing before
him, and every rope confers praise upon him.

4. He possesses full-sailed vessels the ropes of which are like braids of
hair in the way they hang and are plaited.

5. The softness and fragrance of his nature charmed the waters and the
gusts of the winds on them.

6. You would think that they were submerged, between the arms which
were their oars, in rosewater from Jirf.

7. And many a time did they plough through the dashing waves, flying as
if with the wings of eagles soaring (in the air).%°

Bachelard was engaged with his explanation of the feminine water image in the models

he showed framing motherhood, and he raised what Mary Bonaparte mentioned in her

227 Translated by Paul Smith (2012, pp.44-47)

228 Ar-Rasafi Mohammad bin Ghalib, who died in 1177 (az-Zirikl1, 1998, vol. 6, p. 324).
22 Drwan ar-Rusafi (1983, pp. 89-91).

230 Translated by James T. Monroe (1974, p. 294)
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psychological explanation about the poet’s love of nature in Edgar Allen Poe’s poetry. In his
memories of childhood, nature provides the image of the first mother to him (1983, p. 116).
Through this explanation, Bachelard related Poe’s images, which he referred to as being
“milky”, to the complex of attachment to the mother, which is, firstly, to nature as the primal
mother, and then to the child’s love of his mother. Bachelard considered the love of nature as
a constructive love (Ibid., pp.116 and onwards). The aqueous liquid of milk, however, is related
to the image of the relationship of the mother to the poet; it recalls the child’s first food and the
ancient secret of life and birth. Bachelard thus focused on the affiliated feelings shown in the

similes of water and milk used by Poe (Ibid., onwards).

In Arabic poetry, however, we find the aqueous image that is closer to motherhood or
feminine water is framed indirectly, unlike the image mentioned by Bachelard when examining
the work of his chosen poets. The Arab poet showed the motherly and female characteristics
of water through his imagination’s associations to a number of tangled images, which involve

the symbols of the camel, the deer, and others that we will examine later.

The camel was the most frequently used symbol because it is the first source of milk
for the Arab, and it is his companion in his journey across the desert. The image of the camel
always comes related to that of water and, simultaneously, to women, as if there were a
relationship between these two similar mothers: the breastfeeding woman and the dairy she-

camel (al-Batal, 1983, p.150 onwards).

By meditating on examples 13A and 13B, we find ourselves in front of a symbolic web
that indicates woman and water, which together form the features of the feminine image of

water, or what Bachelard called the water of the feminine.

In 13A, the first image, extending from verses one to three, is of the poet standing in

mediation of a scene of departure in which the woman who is its heroine has left a place and,
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by doing so, turned the site into ruins. The image does not start by immediately describing the
woman or water, but rather this movement of departure, which is represented by the howdah.
The small house, or howdah, was a special place for women to sit, which was put on the back
of the camel. It was covered on all sides to protect the woman from prying eyes, the sun or
anything that might affect her during travelling like sunshine and hot air. The word hudiij is

the plural of the word Aadaj which means, howdah?!,

The movement of the camel with the howdah on its back raises in the poet a feeling like
that of someone standing on the beach, watching the departure of a ship. Such departures cause
deep feelings because of the sadness of departure, the sea’s treachery and the fear of death. As
Bachelard explains, submitting the living to the sea is similar to submitting them to the

inclusiveness of death (1983, pp. 73-74).

The sea is the widest aqueous image in nature, and it stirs up other deep emotions,
among them a fear of final separation forever. This fear and this emotion were brought to the
poet by the camel’s movement and its glory, which makes it appear like the image of a huge
ship driven by the sailor, wobbling across tempestuous sea waves; the ship moves continuously

and precariously, and inside is the departed woman.

The word safinah -ship in Arabic comes from the verb safan, which means peeled,
derived from peeling and fixing wood, which describes the boat or the planed wood in the
middle of the boat.?*? The camel in Arabic consciousness is therefore the ‘ship of the desert’ in
its great size and movement and in the way it fights to cross the desert, which is as dangerous

as the sea and as wide, powerful and fraught with many possible causes of death.

21 |bn Manzir (1990, vol.2, p. 230).
232|hn Manzir (1990, vol.13, p. 209).
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Here, the water that exists around the boat is the water that surrounds the female in her
real world existence as the desert, and its symbol is the camel. But this water is in a condition
of confrontation with her; it is not motherly water but opposite in strength to the symbol of
motherhood. And as a result, the poet is engaged by the event of parting, more than the quality
of motherhood that is identifiable with water. The departing woman is the mother that has
weaned her baby and is not feeding him from her body, so every aspect of milky water has
disappeared from the image. The poet’s imagination here is full of the movement of the ship,
this feminine boat, a symbol Bachelard found in the mythic symbol of the swan (1983, p. 39):
its boat-like shape and wings that look like sails. In this poem, the swan, which is the boat,

becomes the camel with its great size and the howdah on its back.

We are standing in front of two boats, however: the boat of the virgin in the symbol of
the swan that is found in Bachelard’s study of the Western imagination, and the boat of the
beloved mother in the shape of a camel found in the Arabic imagination. Both boats are the
means by which departing people are carried by the waters of the sea, where the lost one is.
Both the image of the missing beloved in the middle of water of the lake, found in Bachelard
(1983, p. 40-41), and the sea of the sands as it exists in the poet’s image of 13A contain the

concept of loss that moves the self’s emotions.

It is important to refer here to the symbol of the sailor in verse two of example 13A. He
is the one who drives the ship across the sea, and he is the one who negotiates its wobble and
movement; consequently, he is here a metaphor for al-Adadi the ‘cameleer’; he is the herder who
drives the camels by singing, and they wobble with him, listening to his singing. He therefore

must have a beautiful and strong voice.??

233 |bn Manziir (1990, vol.14, p. 168).
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With some meditation, we connect the singing that the cameleer performs while driving
his desert ship with the lyrics and songs that sailors sing on their boats. They are often sad
songs that tell the story of separation and departure from beloved ones, and the ship sways with
them as if it too were performing dances of sadness and farewell. As the camel sways to the
singing of the cameleer, so too the departing woman in the howdah sways with the song of

farewell.23*

These songs that increase the poet’s sadness, and return him to childish images and
memories, as Bachelard points out, become a means of comfort and joy in the sea journey; it
is the same in the naval desert journey. It is an image of departure into the unknown, which
resembles Ophelia’s departure, that Bachelard detailed when he talked about the image of the
boat that carries the beloved woman to a far unknown place across dark waters (1983, p. 71

onwards).

To complete the concept of the mother woman or departing beloved woman that
mentions the water of the feminine, or milk, deleted from, the image in verses four to seven
present the departing woman in the image of a playful deer who abandoned her baby and joined

the herd again — the herd of joy and fun.

This is what unifies the two symbols: the symbol of the mother and the symbol of the
beloved. Here the feelings of motherly love and sensual love are unified, but the former appears
much stronger and moves the imagination through the imagery, moving us from the image of

the camel and the event of departure to the image of a beautiful deer that has the beloved’s

234 From here is the indication in the Hadith about the cameleer when he was driving the camel so that the camel
swayed too much, and this might harm the rider, so prophet Muhammad (peace be upon him) said, “Be kind to
(al-qawarir) womenfolk”, which means be gentle with women. He likens them to a glass bottle for their fragility
and being afraid that they may fall down from the wobble of the camel because of the strong voice of the
singing guide. For more details, see al-*Asqalani, 2004, vol. 10, p. 668 onwards.
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qualities but also simultaneously carries the connotation of a non-breastfeeding mother who

has weaned her baby.

This relates to what Bachelard said about the first image — the image of a mother who
always appears in the imagination of the poet in every feeling, because it evokes the child’s
first feelings, which are based in pure sensuality (1983, p. 116). The image of the mother
becomes a repeated archetype that extends into the image of a woman and the symbols of the

camel and the deer.

The deer in the poem is decorated with pearls and aquamarine (a semi-precious green
stone). This image reminds us of an old belief practised by the coastal people in their sea
voyages, when they wore pearls as an amulet to keep them from the bad things that might occur
during a voyage (al-Batini, 2011, p. 83). The poet is emphasizing the connection between the
departing woman in the marine image with the departing deer. At the same time, the missing

milky feminine water is a necessary issue because weaning is an aspect of the imaged deer.

However, the poet contrasts the image of the mother, or departing beloved, to another
image — that of the mother who does not leave but always stays with the poet. It is as if the poet
treats the disturbance of separation through the loyal present company, found in the image
presented in verses eight to eleven. The protective patient camel will not disappoint or leave
but, rather, manifests the qualities of motherhood; the departing self is now the poet, and the

companion is the camel.

The image starts by describing many qualities of the camel: it is active, fast, and safe,
a creature from which we are not afraid we will fall. So here is another female opposition to
the female in the previous image — the camel is not wobbling or disappointing. This

replacement created by the two images makes a kind of recovery from loss and disappointment
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in the poet’s self. The emotion described is the bitter feeling of separation from the mother,

and its pain is treated by looking for another mother, which is the camel.

The poet describes the camel as having bones that resemble the boards of the Ark of
the Covenant in the middle of the sea. It has led him safely to the new mother who protects him
from bad people, and helped him to reach his first mother who threw him in the sea; it is an

image from the story of the Prophet Moses (peace be upon him).

This story suggests that this archetype is part of human consciousness from ancient
times, and it is the image of the baby Moses who is separated from his mother. It seems to me
that the poet now assumes the image of the baby — an image dominated by the suggested marine
image in the first verse. It evokes the mother at the moment of travel in the sea (see p. 194 in

this Chapter).

The poet’s third companion (from verses ten to thirteen) is a strong female camel who
was raised in rain-thick pastures, and is huge with strength, which makes her reject the strong
male camel. She will not become pregnant. Her loyalty is towards the rider who leads her; no
male will engage her away from him until she finishes her great mission, which is to carry him
safely in his journey. She is his protector from all evils. This great dream of the protective
strong female, who was raised on heavenly rainwater, takes on the image of a winged camel,
and the poet likens the hair on her tail to the wings of the white eagle. Here the images seem to
shape into a cluster of related imagery: the camel is the loyal woman and mother, and it is the
protecting Ark of the Covenant with the wings of an eagle. The eagle in the pre-Islamic belief
system is a symbol of the sun god, and it is the image of the bird that carried the name of ar-
Rakh or the phoenix. The eagle had the same attributes that the Greek phoenix had in that it

was always renewed. The moment the phoenix dies in flames, a new chick is born in its ashes.
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From an old Babylonian myth, the phoenix is the bird that carried Etana into the sky to obtain

the plant of birth (“Ajinah, 2005, p. 320).

When the symbol of the camel is linked to the mythic eagle, the poet is in a high
condition of safety, and the poem’s last image in verse thirteen suggests that the female is the
saviour, and the means by which the poet overcomes the terrifying aspects of water. The
emphasis of this conclusion is found in the poet’s imagery of the she-camel to al-ganrzarah,
which means a vast bridge extended over water to let people cross; the she-camel is the poet’s
safe bridge strung between banks over dangerous water. She is the ferry that will bear him from

the beginning of the journey to its end.

However, the image of the camel contains a duality; we can consider it to be the boat
that joins life and death, and from the poem’s opening images the camel is also a boat by which
people will be lost, and death and ruins caused. This duality is close to that of the image of the
red swan, which Bachelard talked about in its significance to death and life. The image includes
sunlight but is also symbolic of darkness; the red swan is a symbol that moves between water
and land (1983, p. 40). This image agrees with what we found in the images of the poem, with
its mix of water and sea in the first image, then the appearance of land in these images of the

deer and the camel. In all cases, though, it refers to journeys, riding and departure.

In contrast to the previous images of woman and water in 13A come the images in 13B,
where the feminine and water are manifest strongly even though the verses are talking about a
journey to a war that was fought by a king. From the beginning of the verses, the image appears
to be the opposite to that in 13A and its symbolism. The movement of the ship in 13B resembles
the camel, not vice versa, which transfers the strong effects of geographic and cultural

environments.
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The poet in 13B confronts a marine scene that evokes the old archetype of camels as
the ship of the desert. It demonstrates the way in which archetypes change: although the camel
evokes an image of a ship and water in the consciousness of the Jahili poets, we find that for
the Andalusian poet, the ship’s motion on the sea evokes the image of a camel in its journey in
the middle of the desert. There is a mutual communication between the archetypes in human
consciousness. The environmental effect is strong and clear, which reveals the flexibility of

this image along with its connection and its change in meaning.

In verse one, the poet mentions the word tasannam, which means that he rode on the
hump, the top, of the camel, but the word fulk tells us that the vessel here is a ship not a camel.
That word indicates in its meaning every round thing; a big round ship?®® is named after it —
one which carries a lot of cargo and which matches the shape of the old warrior ships. Perhaps
this is the reason for using the word fulk instead of safinah, which indicates the hidden cargo

of war tools inside.

The poet is dazzled in the moment of meditation, and surprised by the motion of the
ship and its greatness, and we find he returns to the ship’s ability to contain heavy cargo and
yet run lightly across the water to divine power depending on his religious culture. However,
it is not only heavenly power that motivates this ship; according to the image that the poet
forms in verses two and three, the ship appears to submit to the power of a human king, set sail

by his order and bring him victory.

This introduction of submitting an image of a ship/camel to heavenly might, first, and
then to human power, makes the image belong to Islamic culture, taking away from it the

original mythic qualities that we saw in example 13A. Here the camel is God’s gift.

235 |bn Manziir (1990, vol.10, p. 479).
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Camels are the great creatures that supported Arabian life before the advent of Islam;
they held a position close to deification, to the extent that Arabs sacrificed human oblations
with camels. An example of this sacrifice occurs in the story of Abdullah, the father of the
Prophet Muhammad (peace be upon him). In the famous story, Abd al-Muttalib swore to
sacrifice his tenth son, so when his son Abdullah grew up he could not slay him in Makkah,
thus he sacrificed camels. He sacrificed one hundred of them, the number indicative of their

great worth in the soul of the Arab (Ibn Hisham, 1990, vol. 1, pp.164-178)

However, the Qur’an warns the Arab Muslims that camels, because of their abilities,

are evidence of the might of Allah, saying:

() 38 Gt 0T 0y sl 56

“Do, THEN, they [ who deny resurrection] never gaze at the (Camels or) clouds pregnant
with water?®, [ and observe] how they are created?” 88:17.

Thus the deification is directed to the camel’s creator rather than the animal itself. This
changes the path of the poet’s feeling towards it; rather than being dazzled by the camel, the

poet is led to meditate on the Creator.

It is understandable that the ship is likened to the camel, and appears in the image first
as indicative of and under the power of Allah, and second under the power and direction of the
king. Its submission will be similar to the submission of the camel to the poet in example 13A,
although the submission in example 13A takes the form of kneeling, which is enacted only for

Allah and not for the king.

236 | disagree with this translation, from the context it is obvious that al- ’ibil means camels, however, the
pregnant clouds of water as the translator chose is an unlikely meaning, yet it is not wrong. Camels is a sign of
Allah’s power, which have been mentioned in the Holy Qur’an several times. For more details: see the
translator’s justification in (2003, p.88).
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Verses five to seven show an image of feminine qualities directly, and move away
from the image of the camel that fades as the image begins to increasingly represent the sea.
The ship is described with feminine imagery; the poet meditates on it in the shape of a woman,

and details her beauty.

The sea surrounding the boat becomes a mixture of perfumes, which makes the image
here completely feminine — the opposite of the terrifying sea that we saw in example 13A. The

water in 13B becomes the water of all kinds of perfume: roses, amber, camphor.

The poet goes further, meditating on this female/ship, which is based on the quality of
roundness. At the same time that he describes her as a virgin and returns us to purity, he also
describes her as pregnant — a full-sailed vessel. This duality in the description protects the
feminine image from losing its quality of virgin or primal beauty. This quality of virginity is
the quality that keeps a woman in a state of purity and innocence but does not deny fertility
and life; the pregnancy here refers to the stage of womankind that comes after virginity, as if

she always renews her virginity, which is not lost even when she is fertilized.

This quality appeared after the rise of Islamic culture, which describes the women of
paradise as always virgins?®’, which indicates the mortality of purity and primitivism. So the
perfume that surrounds the ship is the water that carries the quality of the perfume coming from

Tra’ib -the ribs of the pregnant virgin woman.

Furthermore, if the qualities of this water are the qualities of the water surrounding the
ship, then the sea carries feminine water and is strongly attached to the spirit of Islamic culture

for two reasons: first, it is believed that women have sperm, or sexual fluid, and that this fluid

237 In the Holy Qur’an:
() BdEada)

“Having resurrected them as virgins” 56:36.
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comes from the ribs between the woman’s breasts?*® (Ibn Kathir, 1989, vol.4, p. 505), and

perfume comes out of the same place, from between the breast’s ribs.

Putting perfume between the two breasts is one of the common feminine practices
meant to tempt and seduce. This is also a beautiful sign of the place of perfume in the body of
the woman, and it continues to be common to perfume the source of sensual water in the

woman, which increases the image of the perfumed feminine in human consciousness.

Verse seven increases the sensuality of the image and completely ignores the feminine
aspect of motherhood despite the existence of pregnancy; the changing ships with its oars
between the rowers’ hands swims in perfumed water from the Jizr7 flower, which is used in
perfumes. The image is transferred again to the woman as the ship, unifying them into one
thing: the ship is the woman and the woman is the ship on the one hand. On the other hand, the

ship is the camel at the beginning of the text.

Taking the water of motherhood away from the image and turning it into a sensual
perfumed dream suggests that the water of the sea is perfume, and that a feminine water comes

out of the breasts, which matches using the word fulk instead of ship.

The last verse leaves the female- fulk -camel image and ends with the image of the bird.
The motion that engaged the Jahili poet and led him to the image of as ship in the sea, which

in turn drove him to the wings of the eagle, appears opposite in motion to that of the fulk that

238 This is one of the explanations of these verses :
(T B D95 )

“He has been created out of a seminal fluid (6) issuing from between the loins [0of man] and the pelvic arch [of
woman] .” 86:6-7
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led the imagination of the Andalusian poet to the image of the camel in seas of the desert; he

also, however, arrives at the image of a bird.

It is as if the poet shows his need for an aqueous image and then flies away with wings
into the air. The relationship begins between the bird and the sea. The sea always has birds
flying over it, and when formed in the imagination of the poet, this results in a strong dynamic

image.

The verse here makes the wings belong to vultures, which are similar to eagles. The
two images intersect in the poem. The camel in the Jahilt example was drawn with two wings,
and the people on board the ship in the Andalusian poem are drawn with two wings. The camel,

the ship-board rowers and the vulture are all related to the female through their imagery.

Bachelard (1988) emphasizes that the image of the bird and wings in the imagination
is an expression of the dream of freedom, separation, and escaping the limitations of earth
(p.94-96). Given this concept, we can say that the poet is united in his imagination with the

dream of the female to be free from masculine power, even if he is the source of it.

The images of water in the two examples 13A and 13B were employed in a way that
presented an integrated feminine shape, representing the woman’s existence in the significance
of motherhood and fertility, and her moving between the three elements of water, earth and air.
Thus the imagery in the Jahili and Andalusian poetry is rooted in archetypes, though they also

carry cultural features in the Andalusian imagery.

Example 14

‘Imru’ [-Qays says: 14A
’}ic: g/,u:- Lfé C)M‘Y‘ %»L>— LS'U ‘?,L«_U Z u ;g—’ :};L z‘s;;u.l
2 i i 3 33 s 1p2aSE U S o ihesze 2 Jahili
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1. In my eye the tribe’s howdahs as they go by the bank of the al- ‘aflaj
on Taymura’s side

2. | compared them to folk in a hurry to a palm garden or black tarred
boats

3. Or Mukr at (full of water) palms of Yamin’s son before terrible Safa,
bending at Mushshaqqar

4. Young and lofty whose fronds were thick high the clusters of red

dates

5. The Banu Rabda’ of Yamin folk defend it with their swords till it cool
and bear

6. Its yellow contents the Bani Rabda’ and its red ripens until they
incline

7. The Jaylan come round at harvest as the eye watches until confused?°

‘Abdu r-Rahman ad-Dakhil says:
SESUIRVCRRS YA A PRRCTA P (O UV I S AR PRIV |
Gl s s s Gk s sy ol B peed Es.2
ool ey g atks sl ol ot ol 3
241 Ll oSzl (ot g T I L2 n O (o3ls a4

1.A palm tree | beheld in ar-Rasafah, far in the West, far from the palm
tree land;

2.1 said, you, like myself, are far away, in a strange land; the length 1
have been far away from my people

3.You grew up in a land where you are a stranger, and like myself, are
living in the farthest corner of the earth;

4. May the morning clouds refresh you at this distance and may abundant
rains comfort you forever and engaging the Sammakin stars with
heavy rains!?42

14B

Andalusian

2% Diwan ’Imru’ 1-Qays (2004, pp. 59-61)

240 Translated by Arthur Wormhoudt (1974, pp. 8-9).
241 Adh-Dhahabi (2004, vol.1, p. 2239)

242 Translated by Robert Irwin (1999, p. 245).
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Bachelard mentions that humankind since birth has been consecrated to vegetation:
each of us has his own tree, and placing the deceased in a wooden coffin is a kind of protection
from death by life (1983, p.72). This idea made him look at Charon the Greek ferryman, who
is used in a funereal poem by Shelley (cited in Bachelard, Ibid., p.74) among others, who carries
the dead on a wooden boat across the water. Bachelard ascribes a complex to Charon in which
a writer, for instance, may be absorbed with the never-ending journey of death. The concept is
further symbolised by burning death boats as well as eternal life, i.e. trees. This symbolism
gains its value and authenticity because of its existence in the river, and in a situation of leaving.
Water became the tomb of fire and humans (lbid., pp.79-74). Leaving, as Bachelard says, is

like a death, thus to die is to leave.

By the tree’s existence in the water, the water of death becomes the water of life;

Bachelard points out that life never believes in death (Ibid., p. 73).

The water, which is an attendant to the tree and is necessary to its growth, is not the
water of death but the water of life, and cannot be distant from the existence of the tree, the
mother or the woman. There are shades of this image in the previous example, which provides
the image of the tree and its highly feminine symbolism. But the tree in these two Arabic texts
is specifically a palm tree. The palm tree is one of the most important Arabian symbols taken

from among the species of trees.

In example 14A, we find that the poem’s opening verses provide a composite image of
the poet’s reflections on leaving — the leaving of the beloved within the tribe. It is a leaving

that takes place in the middle of the desert but the image is significantly aqueous.

In verses one and two, the poet’s images begin describing a leaving through the actions
of people moving and carrying their belongings. The camels’ wooden howdahs, carrying

women, appear and move people quickly as if travelling to gardens Dawm palm trees, or huge
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bushy buckthorn trees with overlapping branches. They also resemble ships muqggayyar i.e.
coated with asphalt — the black material used to cover wood to prevent water leakage into the

ship; Arabs also used it on camels to protect them from scabies and insects.?3

Here the simile that results from the dynamic imagination offers two symbols of the
female howdah: the first is the symbol of bushy trees and the second the black tar-coated
ship. When trees are bushy and overlap, it creates a darkness that is black, resembling the ship
that is painted black. If all liquids pertain to water, then here we are confronted by a black

coloured and watery female environment.

The departure of the women is a dark image; the hidden and covered female is
surrounded by a halo of blackness. The aqueous conveyance of departure is the wooden boat,
which was originally a tree, and the ship, which is built to be in water. The mention of blackness

indicates a long dark leaving that implies separation and death.

Hence, it seems to me that the female howdah is like a coffin, despite its being decorated
as the Arabs used to do, or a boat of death that resembles Charon’s boat, as mentioned by
Bachelard. This seems especially true because asphalt becomes a liquid at a high temperature,

which means that this watery material contains an element of fire.

The poet presents the image of a quickly held funeral scene that he runs away from
while looking for a way out of the impasse of leaving and confronting death. This escape can
be seen in verse three and onwards. In verses three to seven, the likening is to the sacred and
worshipped palm that is rooted in water. The water that surrounds palms is usually pure and
clean water from oases, which facilitates life for the Arab in the desert. In these verses, the

palms are perceived as tall and great in the sky and the filled red neck hangs limply from them.

243 |bn Manzir (1990, vol.5, p. 124).
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Yet there are knights who protect this palm with their swords and roam around it as if in

bondage to its holiness. This is worth contemplation.

This image of liveliness, and the image of the sacred palm for the Arab, displaces death
in the previous composite image. The palm tree is, in this description, linked with the tree that
ancient humans believed to be a symbol of the sky filled with stars. It is the universal tree that
is fruitful of jewels, its trunk is the one, and it is the seat of the higher gods and the bolster of

the sky (Lethaby, 2011, pp. 100-102).

The concept of this ancient image in myths explains the persistence of the sanctification
of palm trees in the early Arab consciousness, and his view of it as an idol and the origin of
life. From that, the idea of a candelabra emerged in several different religions; the candelabra
is an embodied image of this universal tree. This sacredness is manifest in the last verse, which
describes how circling the palm rooted in water is practised; the palm has pleased its protector
by producing dates and they in turn please the palm by providing their protection. It is held that
pre-Islamic Arabs in the south of the peninsula in the city of Najran worshipped a palm tree.
The palm tree is also associated with the god al- ‘Uzza among the ancient Arabs, and was an
extension of the Babylonian Ishtar (‘Ali, 1993, vol. 1, p. 119, and ‘Ajinah, 2005, p. 272). This
suggests that the image takes us back to Ishtar, the goddess of fertility, war and love. So palm
trees would be a manifestation of Ishtar’s mythical sacredness. The scene of departure will
occur in the poem, but the black leaving of the woman would be a life scene and not a death
scene, because the sacred is protected and life-giving, and the water around it is the pure water

of life.

Alongside this example, which vacillates between life and death-leaving, comes the
departure scene in 14B, which also uses the image of the palm but in another way. Here the

poet contemplates the palm after his leaving and being in a strange land; the poet identifies the
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palm with his own alienation, which is a land that the poet does not connect with water. It is as
if his leaving made the water absent, and living in a state of alienation is like a drought. The

image here is therefore different in its sense of the sacredness and symbolism of the palm.

The poet sees in the palm the same alienated self, which was taken from the land of
holiness — the land of the Arabs — to the land of Andalusia — the land of alienation. Hence, the
palm loses its sacred symbolism when uprooted from the Arab land that sanctifies it. This is
especially true since the palm, even after the rise of Islam, remained in high esteem as it is
linked to the birth of the Prophet Jesus (peace be upon him) in the Holy Qur’an in the story of
the Virgin Mary (peace be upon her). The Qur’an mentions that the Prophet Jesus (peace be

upon him) was born near a palm tree fed by a small water stream. Allah says that:

() E2 ol LT ple el hs (o) £ 2 ol ol S B 2T i)
“Thereupon [a voice] called out to her from beneath that [palm-tree]: "Grieve not!
Thy Sustainer has provided a rivulet [running] beneath thee; and shake the trunk of the palm-
tree towards thee: it will drop fresh, rip dates upon thee” 19:24-25.

Also, it has been said in "Athar: “Honour our aunts, the palm trees”.?** Despite the
palm’s high status in Islamic culture, the poet saw it as left untenanted of its sacredness and
status because of its alienation and grief. This can be explained as the poet sharing his
loneliness with the palm, which is salient in the image as it is equal to his loneliness. Their
loneliness is connected with being separated from their water, which is the origin of their
existence. This example is what Bachelard referred to when he mentioned that when humans

once felt neglected or missed his beloved ones, they fell in love with being alone and the scene

of loneliness made up for the pain of absence (1983, p. 116).

It is as though the image of the loneliness of the palm is an image that inserts tranquillity

to the poet’s self, when he found a strange identical feeling with it after leaving and separating

244A\l-Qazwini (1983, 304-305).
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from their land and water. We are here too confronted with the result of his leaving, which
resulted in a deprivation of water, palm trees, and the female presence, which was strong in the
stanzas of example 14A. It is a lacklustre painting — no colours, no life, no presence of sanctity

— and a painting full of bereavement.

However, the last verse shakes this dead painting by incurring heavenly water from its
authentic image while the poet calls for heavy rain with the mention of the Sammakin star -a
star that the Arabs used to regard as a good omen because it appears at the beginning of spring
and indicates the heavy rain that will soon fall and revive the earth after an arid winter (lbn

Qutaybah, 1988, p. 62).

The rain is falling in the poem and is a means to revive the image of the first palm,
which was seen in 14A’s verses, and ridding the ghostliness of an image that showed the palm

like a pale ghost in an image in the far distance.

The archetype of the palm tree is associated with the female, and symbolised her in the
presence of water in example 14A, agreeing with some of what Bachelard wrote regarding the
image of poetry. In example 14B, the palm lost its symbolism and its role of sacred, becoming
just the image of a sad ghostliness waiting to be revived by the evocation of rain and represent

the emotion of alienation for the Andalusian poet.

Example 15

‘Imr‘u [-Qays says: 15A
JU el Lol U (g e e by T 3 JLe sy Jp5.1

o bis o ptas Vs aoley sl (o U o2 Jahilt
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25 Drwan ‘Imr‘u al-Qays (2004, p. 113).
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1. When her camel-saddle slipped with the two of us on it together, she
said, “You’ve brought my camel to its knees, 'Imru’ al-Qays. Get down’

2. Isaid to her, ‘Ride on, but slacken the reins of (your camel). Do not put
me at a distance from the fruit that can be plucked time and time again
from you.

3. Many is the women like you, both pregnant and suckling, whom | have
visited by night and whose attention | have distracted from (her) one-
year old (child) with its amulets,

4. When the child cried behind her, she turned to it with half her body —
her other half not able to move under me.?#

Walladah®*' says: 15B
o ily gt ioly d W bl iy L]
Mlgzty o sl sly s o o sl 15,2 | Andalusian

1. By Allah, I am made for higher goals and | walk with grace and style.
2. 1 blow kisses to anyone but reserve my cheeks for my man.?4°

The example here offers a different image of the female and her aqueous connection
from the images that have been mentioned in the previous examples. Here we have the
flirtatious female who ventures into the water. For Bachelard, venturing into water takes the
form of images of hopping or jumping into — an act that could lead to drowning (1983, p. 165).
The female in stanza 15A does not jump into water but she is hiding in her special place al-
ghabit on a camel’s back, which is the vessel of the desert and its ship. The word al-ghabit is
the howdah, which refers in its meanings to a kind of running water that moves between the

high grounds, but which also refers to the high sides of a container.

Thus, the poet places the female here in a semantic network that leads us to an aqueous

place: the howdah on the back of ship of the desert. The word can also mean a bowl for saving

246 Translated by: Alan Jones (1996, vol 2, pp. 61-62).

247 Walladah bint al-Mustakfi bi Allah al-‘umawi, an Andalusian poet from Caliphate house, she died in 1091
(az- Zirikli, 1998, vol. 8, p. 118).

28 |n as-Suyift (n.d., p. 87).

249 Translated by: Abdullah, al- Udhari (1999, p.184).
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liquid. This is what makes this image similar to the act of playing and having fun in the water
shared with the poet, especially since in the first verse the poet describes the inclination that is
in al-ghabit and says; together. It suggests that the poet and the woman are compatible in this
narrow space surrounded by water. The inclination is caused by moving and the amusement

that is referred to in the image.

The image here offers a model of the flirtatious woman, in contrast to the image of
holiness that was read in the previous examples 14A and 14B. This woman, a nursing mother,
appears in an erotic position as well as a matriarchal position. The milky image is a form of
maternal eroticism. This is the image that Bachelard referred to in his consideration of the
image of milky water (1983, p. 120 onwards) in which milk is a primary material offering of

an early erotic image among some poets.

In some verses of 15B, it can be found that the image takes the direction of frankness
and that the feigning of abstention is not coquetry from the woman as in 15A; she boasts that
her cheek is a plate that she only allows her lover to have. The plate here is the place of eating
and drinking, and when it is offered to the lover he can have it, thus presenting a highly erotic
image of the woman. This image is surprising because of its overt sexual overtones even though
it is in the Andalusian example but is completely outside any religious authority. In spite of the
weak presence of water, its sexuality is higher than the symbolic sexuality of the image

presented in 15A.

The image of the adventurous flirtatious woman in the midst of water with the attendant
presence of maternal sexuality is a primitive image in 15A that cannot be found in 15B,
although sexuality remains the common characteristic between both images. Perhaps the pre-
Islamic image of women is linked to Ishtar the goddess of love in ancient Babylon, who was a

seductress and enticed men to win her and would then kill them, as was described in the myth
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(Ash-shawwaf, 1999, pp. 240-293). The image of the woman still has these seductive features
in many cultures, yet it is a stereotype that robs women of innocence and instead attaches to
them the nature of temptation. When she is present in water within the frame of this image,
water will have, according to Bachelard, a sexual role. This will be even clearer when we look

at images referring to wine.

5.1.4 Purification, Freshness and Healing Water

Bachelard indicated that water has the quality of mythical and religious purification,
but he warned that the images of water he sought to show were not to search for the ritual
ceremonies as much as they were for showing the ability of the material imagination to find
pure substance in water only — simply the purity of water (Bachelard, 1983, p. 133). Hence he
moved away from the idea of purification with its correcting ritual meaning, seeking instead to
present the quality of purity through this substance (Ibid.). Moreover, Bachelard considered
pure water to be easier to symbolize when in front of material beauty, so polluting clear water
would produce metaphors and images of bitter, salty contaminated water. Images of dirty water

can be accused of all evils (Ibid., pp. 139-138).

Bachelard, when addressing dirty water, linked it to turbid water and the water of hell,
which is somehow related to the devil and evils (Ibid., p. 140), just as pure water is linked to
good people like saints, according to the material imagination that Bachelard chose to examine
in the images of European prose and poetic texts to which he had access (Ibid., pp. 140-144).
He concluded that pure water and dirty water are two powers that attract images. For example,
the power of pure water comes from purity, which shines and is absorbable because it carries

the quality of power and beneficence (Ibid., p. 143). This quality has pictured pure water as
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always being surrounded by fairies; Bachelard in his analyses points to the poetic imagery of

the Comte of Gabalis for confirmation (cited in Bachelard, 1983, pp. 143-145).

Purity in water, to Bachelard, is a ‘moral’ quality because he considers water a
malleable material that is able to carry human qualities and share these qualities with people;
as such it is possible for him to describe purity and purification as moral qualities (Bachelard,
1983, pp. 133-150). He extended the impact of this moral quality onto aqueous images when
he talked about renewing oneself through purification by water: washing leads to renewing and
being reborn, and that leads to images of health, strength and youthfulness. Also, purification
is the way to recovery in the dynamic imagination; healing by water can come in the form of

the poetic image (Ibid.).

He linked once again the idea of maternal power and water, which Jung mentioned
when he talked about the daydream of the water of strength, which he considered a normal

dream (cited in Bachelard, Ibid., p. 147).

Sweetness is another quality that Bachelard talked about, which is also characteristic of
pure water. Sweetness beats saltiness in water, according to Bachelard; in the image he
discusses, it is linked to the divinity of plants, and had the quality of healing too. However, it
is always a result of masculine action to him (lbid., p. 152 onwards). Therefore, an archetype
has formed for the substance of water that is purification and superiority of sweetness over

other aqueous qualities, according to Bachelard.

In the Jahili and Andalusian poetry ‘the morals of water’, purification and sweetness,
are found in a united image. In other words, they are represented in compound and double
images. The water described as having clarity is the sweet water exceeding all other waters,
especially turbid, or dirty water; sweet water has as its source the sky in the form of rain; its

source was also human in the form of saliva. At the same time, healing water appears likened
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to dirty water in the dynamic imagination, according to the Islamic background in which it is
the ‘wine’. It always suggests rebirth, renewing and recovery in its images, as we will see in

the following examples.

Example 16
Al-Firi ‘ah bint Shaddad®®° says: 16A
@l ehogzdl E Je s AinfE L ol e L1
251@:\.& o4& (l o Jiid w &3 Lﬁ"‘ R RY &MV‘ 2 Jahil1

1. O whoever sees a lighting-flashing cloud that | have gazed for
through the night pouring profuse rain upon the riverbed’s black
basalt track,

2. With it would | water the grave of him | intend, him whose grave is
dear to me though he were unredeemed.?%2

Ibn ‘Abdan®>? says: =
254)& ALY Bl ) s el Al Jad s L 1

Andalusian

1. May the fresh graves of al-Fadl and al- ‘4bbas (his sons) be watered

by a flowing (rain cloud) which, insofar as generosity is concerned, is
related to them rather than to rain.?®

Rainwater is the purest form of water in the Arab consciousness because it is from the
sky, which is the highest place in the Arab’s consciousness and the place of the missing
supernatural power, whatever its image was before Islam. It is also the place of the Worshipped

— Allah Almighty — in the Islamic system. Thus, the Arab always looked at water falling from

250 Al-Fari‘ah bint Shaddad, known as Kabshah, she be a muslime before she passed away in 640 (az-Zirikli,
1998, vol. 5, p. 218).

251 | al-Bayriti (1934, p. 69).

22 Translated by Suzanne Pinckney Stetkevych (1993, p.176).

253 Tbn ‘Abdiin, ‘Abd al-majid al-Fihri. He was a poet and minister in Bani al-’ Aftas. Died 1135. (az-ZiriklT,
1998, vol. 4, p. 149).

24 In Ibn al-Khatib (2003, vol. 4, p. 38).

25 Translated by James T. Monroe (1974, p. 236).
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the sky in a different way than any other clear water: he saw purity in the rain because it did
not come out of the earth, which is under his feet and will, but from the sky, which he is under

and subject to its will.

The image of water appears in example 16A as falling from the sky, or jumping up to
the highest place of moral purification which Bachelard mentioned; the pure water here is water

with a lively power, which is not only purifying but also revivaling.

Bachelard saw washing as an image of a dream of renewal through purification inspired
by pure water, where every man dives into pure water in order to be born again (1983, p.141).
The image in 16A requires drinking from this water to cause an event of rebirth — the event of
resurrection of a dead beloved from his grave. This enlivening feature, which the meditating
self evokes in examples 16A and 16B, appears as an archetype that comes from the image of

the pure water which causes life in everything and which resurrects the dead again.

In example 16A, the poet, drinking in a dream of clouds, lightning in the image, prays
that rain falls and waters the grave of his lost friend. This rain will convey the missing beloved

dead man who lies in the core of the earth to a new rebirth and to a life again.

The poet is completely aware that the pure water of the rain, which revives everything
when it falls, is able to make all that is under the ground alive; it has a generating power, and
the ground is the mother who will split to give birth to the dead again, just as it splits open
because of the rain to give birth to all kinds of life. This is why praying for rain is the most
important rite that the Arab man performs before Islam ("Abt Suwaylim, 1987, p.55). Rain is

the divine secret of life.

This concept turns into an archetype of the water of rain, which is strongly fixed in
Islamic culture, and praying for rain to fulfil its task becomes an Islamic rite similar to a prayer

asking for rain if it is late in coming.
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The verses in 16B decide that watering here should happen from the clouds over the
graves of the dead, bringing rebirth and life for both again. It then repeats the general concept

of the archetype of rain — the image of lively pure water.

The concept mentioned in the Holy Qur’an emphasizes this image: the Qur’an mentions

rain on many occasions and describes it as the purest — Allah Almighty said:

() et 2ol LA L A 0 (32T () 15,30 40 LA 0CESh
“We cause pure water to descend from the skies, so that We may bring dead land to

life thereby, and give to drink therefore to many [beings] of Our creation, beasts as well as
humans.” 25: 48-49.

In the previous verse, the Qur’an assures that rain is the absolute livelihood, which is directed
by Allah the Creator. Purity is therefore an original quality of rainwater, as is reviving; both

are from the power of the Creator.

Therefore, rain is the clearest water — the purest, reviving water mandated by the
Creator. Its qualities are established more after approving the prayer of watering ’Istisqa’ that
Muslims recite to evoke rain. Also, washing with it and receiving blessings from it as soon as
it falls is desirable. It is told in the Hadith that when the rain fell, the Prophet Muhammad
(peace be upon him) raised his clothes until he was hit by the rain; when his companions asked
him why, he said to them: “It has newly known its Allah the Almighty”?®. This means that the
rain is blessed because it was near to Allah’s throne in the sky. This blessing brings purity and
purification from pains and evils that are in humans, according to the social concept of
Muslims, especially when the action of washing is one of the daily routines for Muslims (they
perform ablutions five times a day before prayer). Ablutions signify washing to purify the self

from sin.

256 See in: Muslim (2001, vol. 3, p. 461).
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A person washes in many conditions with the intention of purification, like washing
after sexual intercourse, before ‘umra, after death and before burial, and other cases. Thus, it
has a very strong ritual relation to purification (Sabiq, Sayyed, 1990, p. 15 onwards). This
weakened the recruitment of purification and washing as an independent image from rituality
in the material imagination. The poem’s asking for pure rainwater from the sky to water the
grave creates an image that exists strongly in the material imagination. It is a request for the

generating and reviving quality of washing.

We can therefore conclude that clarity of rain, purity and power that reach such an
extent that the dead are revived is an archetype that continued in Andalusian poetry as it was
in Jahili poetry, framing it with a strong Islamic system, swinging between daily worship and

concepts of metaphysical beliefs.

Example 17

An-Nabighah says: 17A
sl fes A8 Sde 3L L O AL o5 1

35 Sl 34 L 13 Do BTE Ly 2L 1052 Jahilt
2T gl pleal ks, Gy asd & 85 g oLl 2653

1. The king?®® claims her mouth is cool, sweet where you Kiss it, delightful

where you sip.

2. The king claims — though | have never tasted it — it’s so sweet that when
you taste it you cry, “give me more”

3. The king claims — though | have never tasted it — that the (mere)

redolence of her saliva quenches him who thirsts.?°

Yasuf ath-Thalith?®° says: 17B
S N T S JCDR

%7 Diwan An-Nabighah (1996, p. 108).

258 This word could be translated by brave, but the translator chose king which went better with her analysis of
the poem.

29 Translated by Suzanne Pinckney Stetkevych, (2002, p.7).

260 yiisuf ibn Yiisuf an-Nasiri, called an-Nasir, who died 1418 (az-Zirikli, 1998, vol. p. 259).
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1. He quenched all

S pRhorgl g2
i Sl JW e 5.3
vl st e, 4
Gall ol el 615
fotpde Gl Cdet (k6

Mle b gl Wl w5, .7

That is lodged  In spite of the spy

the thirst in my breast
2. Moreover he All the sickness in ~ And my aching heart.
healed me,

How many a night
While by our union

©o ok w

With deep red lips

7. Often did he heal

Did he keep faith with me
He lodged me in Eden!

He cured the diseases Of my languishing heart!

Whose white snow  Pleasantly cool.
doth taste sweet,
With a peaceful My broken heart?%?
Embrace

Andalusian

Example 17A presents the image of fresh water with excellent healing powers but it is

different than rain: it is terrestrial water represented by the beloved woman’s saliva. It is

gathered between two qualities, healing and freshness, to exceed any other contradicting image.

In example 17A the poet adopts an archetypal image of the water of saliva for the beloved. It

is cool, fresh, water and tasting good from her kiss. It is an image that carries sensuality but a

pure sensuality. The purity here comes from the material of the saliva — the water itself.

It is not sexual sensuality that engages the image here; that is denied in the poet’s

assurances that there is no communication between the poet and his beloved — his tasting and

drinking this water did not happen. Instead, it existed in its originality and virginity. This is

clear when the sentence; za ‘ama al-humam wa lam "adhughu is repeated three times in verses

one to three. This repetition insists on the quality of purity in water and not mixing with any

261 Dwan Yasuf ath-Thalith (1958, pp. 184-185).

262 Translated by James T. Monro

e (1974, p. 374).
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other saliva. So we can say that the image is original in keeping the quality of purity for water.
On the other hand, the image successively proves, through the qualities of saliva, the power of
water and its superiority, using words that are a significantly aqueous group. For example,
using the word Aumam has as one of its meanings the liquid gathered from snow,?2 so it is
what tells the poet that her saliva has the quality of coolness. Hence, it makes Aumam and saliva
two similar types, and there is a dialogue between them that can be imagined in the image even

if it is not stated.

As aresult, snow is the material thing that tells the self that her saliva has these qualities.
In this scene, the image succeeds in letting the natural image of melted snow praise the
metaphoric image represented by the coolness of saliva. The meditating poet believes the saliva
exceeds in its coolness, rather than transferring this quality from the liquid snow itself. Thus,

the image can be likened to a deep daydream.

In verse two freshness is the most attractive quality of water; this gives the water more

sweetness and a connection that was not yet complete.

In verse three, the image assures the power of healing for the fresh water of the
beloved’s saliva. It has the power to heal the thirst of as-sadi. As-sadr is the one who has been
thirsty for long time, and who is now nearly dead.?** He who is nearly dead of thirst can be
healed by her fresh saliva. The self imagined by the poet has not drunk from the water of
recovery — her saliva — for a very long time. We are in front of an oral image, with healing fresh
water as its base. Bachelard asserts that any values related to the mouth are not repressed,
because the mouth and lips are good soil for all accurate and positive satisfaction. The mouth
is the available sensual image of the childhood memory (1983, p. 117). Therefore, deprivation

of drinking and obtaining saliva is like deprivation from the first water, which is fresh and pure,

263 |bn Manziir (1990, vol.12, p. 619).
264 |bn Manziir (1990, vol.14, p. 454).
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and the milky water of the mother. At the same time, saliva can symbolize not realizing inner
self-purification — the purification that will heal the self from death or the thirst leading to

death.

In contrast to this, we find the healing saliva in example 17B, presenting the healing
image of what happened after thirst, and being quenched by fresh water, the pure water of

saliva.

In verse one, the verb ‘watered’ is in the past tense, and indicates that drinking has
happened. The poet describes what he is feeling using zama -thirst and not sada -the dreadful
thirst. The thirst is the thirst between two refreshments?®®, and different from the dreadful thirst,

which is a long thirst leading to death.

Here, fresh water is available, and refreshment achieved. And the self frequently goes
to the source of water. Does this mean that it has lost its originality and purity? The answer
comes in the poet’s persistence in emphasizing the quality of the freshness and its ability to
heal in verses two to seven. These are two qualities that do not occur when the water is mixed
or has become turbid. The water retains its freshness and healing despite the prolonged drinking

from it. However, the quality of purity is set aside a little, as we will see after a while.

The archetype of saliva is a case of rebelling against the Islamic concept, because
refreshment and healing from this water was raghma "anf ar-ragib and not achieved with the
watchman’s (the spy’s) satisfaction. This indicates that the fresh water, which has the beloved
as its source, is under guard, and not available to the poet. It is the image of a rebellion against

the forbidden.

265 |bn Manziir (1990, vol.15, p. 25).
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The image of healing fresh water under the guard brings us to Bachelard’s idea about
divine fresh water, which is always under guard, and is not exploited except through a
masculine act. The healing fresh saliva in 17B is under the guard, and the quenching obtained

from it is by a masculine action too.

But this obtaining of water takes something away from the concept of ‘the purity and
clarity’ when the image details the watering and how it moves past the borders of the fresh
water source, which is the mouth, to other parts of the body like the chest, through emphasizing
actions such as kissing and embracing in the last verse. This moves the reader’s consciousness
away from the idea of watering through healing, which is a higher stage of purification, to

another idea, which is sexual satisfaction.

As a result, the archetype of saliva in the two examples 17A and 17B is in the image of
fresh, healing, pure, clear water. But in 17A it was an unachieved dream separate from the poet,
which remained childish and innocent, maintaining its purity, purification, and wished-for
healing through an inner washing with this water. While in 17B, saliva is the image of fresh
water in a surrounding of sexual satisfaction and not in the privacy of the clarification and

purification but the quality of healing is retained through sexual desire.

This means that the poet in example 17A did not succeed in breaking into the forbidden
source to obtain the saliva that represents healing (the fresh water) while in 17B he does. Poem
17A expresses the poet’s submission to the social system more than the poet in 17B, who

rebelled from the beginning of poem, as we have seen.

Example 18

Zuhayr ibn *Ab1 Sulma says: 18A
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1. Her mouth after slumber tastes as if she’s had a drink at nightfall of
a fine sweet wine, aged to perfection.2®’

Ibn Zumruk?®® says: 18B
Wly 552 gl Osee iy arlias L S SL aldy L
U L ol 2 Gy oudell o s 2252 | Andalusian
LB ol sl 3 BBy WM Ol dgs s B, 3
2090505 sl il by gl g A B s 4
1. (He also reminded me) of a night the full moon spent as my

bedfellow while the eyes of the stars spent it gazing at me.

That night | sipped from the drinking place of a mouth embellished

with pearls, between sweet (lips) and flashing (teeth).

3. I drank from it the honey of lip dew, which seemed as though it
were a choice wine, and | kissed camomile blossoms set in a blissful
liquor.

4. O for the coolness of that mouth with which you quenched my
burning thirst, and O for the heat of my breath with which you
caused my heart to melt!?7°

N

In this example, we have again the quality of freshness, healing, and purity of the saliva
water, but it is linked to another liquid, which is wine. As every liquid is a form of water, saliva

here has aspects of wine, which brings the quality of its purity into question.

In the first stanza of 18A, the image is of saliva that was held long in the mouth while
the beloved sleeps. The water of the mouth therefore loses its purity, taking away its freshness,
and it also loses its originality by changing its smell. A condition of turbidity exists because of

the staleness of the smell.

266 Diwan Zuhayr (1988, p. 73)

27 Translated by Suzanne Pinckney Stetkevych (2002, p. 33).

268 |bn Zumruk Muhammad ibn Yiisuf, born 1333, was a famous poet and minister. He died 1390 (az- ZirikIi,
1998, vol. 7, p.154).

269 Diwan 1bn Zumruk (1997, p. 520).

270 Translated by James T. Monroe (1974, p. 348).
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The saliva water is protected from these issues, however, and the poet’s description
directly tells that the woman, who is the source of fresh water here, is “ightabagat, which means
it’s as if she had drunk from excellent wine, which was aged and had a good smell. The length
that her saliva stayed in her mouth therefore has not affected its clarity and purity; rather it has
stayed as it is like a wine valued because of its fragrance and originality despite its age. A
strong smell is good, and is a sign of quality and originality. This image of saliva therefore

constructs an image of wine.

This image, which combines fresh water with saliva and wine, is especially strong in
example 17B. Despite wine being forbidden in Islam, we nonetheless find this image strongly
placed in the Andalusian poetry. The verses in 17B reveal a dynamic image that transfers fresh
saliva into an image of deep softness and formations. The poem begins at the time of drinking,
which is the night, with the poet likening the woman to the full moon and her eyes to meteors.

The place of drinking then becomes the bed, which indicates intercourse.

In the second verse, the poet uses the verb kara ‘at, which means drinking plenty of the
sky’s water, al-kar ‘ah, which means the palm tree in the water is derived from it too.2’* These
are all parts that form the frame of the fresh water image of saliva, but they make a frame like

a dream with fairies in the heavens.

Imagining the woman as the full moon leads us to an archetype that likens a woman to
the full moon or the sun, when she was a goddess worshipped in ancient myths (Ajinah, 2005,
p.671). Fresh water is therefore expected to come from her, and her saliva will be that freshness
described by heaven’s water at the end of verse three. It is as if we are between two heavenly

images: an old archetype for the female goddess related to earlier myths, and the Islamic

211 |bn Manzir (1990, vol.8, p. 306).
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archetype of Ziar — the heavenly women in the sky possessing the same qualities: whiteness,

roundness, fullness and then fresh saliva.

The poet goes further when he compares the woman’s fresh saliva as both honey and
the choicest wine. Her saliva is the drunk saliva — it is the scrap of musk, the pieces of ice,
sugar, honey, and what have cut from trees.?’? All of these meanings are summed up by the
word ridab; the qualities of power that were collected in this water have an indelible effect. It

is water from a divine array.

As this water has all these qualities, describing it as honey and wine is expected, and
similarly completes the image. Honey is a liquid which can purify the body from inside and

also has healing qualities, and the Holy Qur’an emphasizes its healing properties:

Py F I
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“There issues from within these [bees] a fluid of many hues, wherein there is health for man”
16:69

So the saliva gained its healing power from the archetype that connects it to honey. The poem
further likens saliva to as-Sulafah, which is a pure kind of old wine that is not mixed.?” This
is an image related to old myths, which saw the goddess drinking wine and thus sees in wine

holiness and healing power (Mckenna, 2005, p.138).

Fresh saliva that is described with all of the previous qualities in an atmosphere of
divine holiness carries an exalted power of purification and healing from illness. The existence
of wine in the middle of this simile puts us in front of two things: imaging saliva as healing
honey and imaging it as wine. The first is an image which appears to be part of the poet’s
Islamic culture because honey is a healing drink, as the Qur’an says. And the other is an

opposite for this culture, which forbids wine and considers it dirty and spoiling purity.

272 |bid. (vol. 1, p. 418).
273 |bn Manzir (1990, vol.9, p. 158).
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This contradiction, gathered in the image of saliva, is resolved in part by the image at
the end of third verse in which the poet says ma an-na ‘tm —water of Heaven. Heaven is one of
the names for paradise according to Muslims. Therefore if we consider the wine here as the
wine of paradise, it is no longer unacceptable to Islamic precepts. The Holy Qur’an mentions
that the wine in paradise is an aspect of happiness for believers but that it has different features
from mundane wine, the most important of which is purity and not turbidity of the mind. Allah

said:

() SSRGS Y () o 20 53 A b

“Clear, delightful to those who drink it: no headiness will be in it, and they will not get drunk
thereon” 37:46-47.

Wine in this metaphor keeps the quality of purity, freshness, clarity, and sanctity
because it is the wine of Heaven, and saliva carries its features. Without this explanation for
his saying ma’ an-na im the water of Heaven, the poem gives saliva two different aspects: one
has the holy aura of purification and healing in honey and the other is of wine with all that it
has according to the Islamic concept of dirtiness and turbidity; neither of these matches the
image at the start of the verses. As a result, we can say that the image of the fresh water, which
is saliva, in example 17B is a similar archetype to its image in example 17A, likening it to
wine, but implemented with the Islamic concept of wine. It is heavenly wine, and is supported

by the poet likening it to honey at the same time. Proof of this is the phrase ma’ an-na ‘im.

This suggests a displacement of the archetype of wine linked with saliva to the
archetype of fresh water, which realizes an inner purification and healing and denies any feature
of turbidity or spoiling, especially with the quality of honey and wine together. The archetype

of saliva shows a changing cultural image different to the original archetype, and one
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submitting to effects of Islam. Bachelard mentioned similar points in his understanding of the

features of water of purification, freshness and healing.

5.1.5 Supremacy of Water

The qualities of water are close to human qualities; water is the element that goes with
the changeable human personality. It may be filled with tenderness one moment, and another
filled with violence at another. It sometimes seems that good water causes life, and that at other
times evil water causes ruin and destruction. This is how water appears in human consciousness

and in the poetic images we have seen in the previous examples.

Bachelard treated the image of violent water by analysing its relationship to humans.
Humans use the image of violent water to stir up emotions and to act as a catalyst for aggressive
behaviour. Bachelard sees that the poem that talks about violent water or has images of violent
water carries a high amount of tension that does not readily appear to the phenomenological
reader because its apparent reasonability can dominate the form of the image (1983, pp. 151-
152). It is therefore necessary to look at the material, dynamic imaged intention in order to
understand the topic of violent water and its imaginative depths in the poem, and to be able to
read the phenomenon of resistance in dealing with this material in its most potent form, which

is the image of violence (lbid.).

In his discussion, Bachelard concentrates on the concept of the will that must arise in a
man when fighting an enemy, and which is found in the image of violent water. This image
presents this enemy in terms of strength and violence and expressing an indomitable will. The
greater the enemy is, the greater the will (Ibid.). Hence, water here becomes the enemy that

evokes the man to be angry, brave and assume the role of an avenger until victory, which will
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be positive rather than negative, occurs. Thus, the image of anger will be constructive at the
time of victory, though defeat is also possible when confronting this stubborn enemy (lbid.,

p.152).

Bachelard examined the image of swimming against the current as it appeared to
Nietzsche, and he compared its strength to walking against the wind, considering wind as an
element that is central to the concept of stirring up anger and violent water (Ibid.). He detailed
extensively the pride that the victorious hero sets against violent water, and how this victory is
rare and dangerous because of the possibility of drowning (Ibid., p. 153). On the one hand, we
have the fighting in the dynamic images between violent water and its dangers and the man to
whom these things were enemies. Thus images of sea, ocean and victory against the ocean’s
anger were the most thought-provoking for Bachelard, according to the prose and poetic images
he presented (Ibid.). However, the image of violent water stayed related to other elements,
generating compound dynamic images; and this is the kind of image we find in classic Arabic

poetry.

Although the image of violent water is metaphoric in the Jahilt imagination, and bound
to other elements, we find it presents a sample of the human struggle to achieve the pride of
victory and to survive. This is despite the fact that this classical cultural environment produced
images far from the direct swimming that Bachelard talked about. Moreover, the Andalusian
images had some closeness to the concept of fighting represented by violent water in reality or

in metaphor. This will becomemore clearly detailed in the following two examples.

Example 19

‘Tmru’ 1-Qays says: 19A
S bl DS e AL 2 S gy
SIS by flsf Doy by 2 LEU S SIS 2 Jahilt
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1. Many, too, the night like the waves of the sea that has let down (on me)
its curtains containing all kinds of cares so that it might test me.

2. | said to it when it stretched its loins and then raised its buttocks behind
and then removed its chest,

3. ‘Come, long night, come, give way to morning, though the arrival of
morning is no better if it comes wrapped in you.

4. O what a night you are! It is as though all your stars were anchored to
Mount Yadhbul by tightly-twisted ropes.

5. Itis as though up in their place in the sky the Pleiades were fixed by ropes
of flax to slabs of stone.’

6. From time to time | used to journey in the morning, whilst the birds were
still in their nests, on a well-built short-haired (horse), able to rein in wild
game,

7. Ready to charge, ready to flee, advancing, retreating equally well; (its
speed is) like (that of) a massive rock brought down from on high by (a
raging) torrent,

8. A dark bay, who causes the saddle-felt to slip from the middle of his back,
just as smooth stones cause anything that tries to settle on them to slip off.

9. It has the flanks of gazelle and the legs of an ostrich. It can travel at a
wolf’s fast speed or at the trot of a young fox.?"

Ibn Khafajah says: 19B
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2%4 Diwan Imru’ 1-Qays (2004, pp. 117-119).
275 Translated by Alan Jones (1996, vol. 2, pp.71-78).
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1. In a night which, whenever | say it has passed away and ended,
shows this to be a false supposition.

2. Inwhich I trailed the black locks of darkness, to embrace the white
chests of hopes.

3. So | tore the shirt of night to reveal the figure of a wolf, who
appeared with a white-teethed mouth, scowling.

4. | saw in him a dark, piece of dawn, which peered with a kindled,
piercing star.

5. And the peak of the one with a high forelock (i.e. the mountain)
appeared, lofty,

6. Blocking the blowing of the wind from every direction, and
crowding the night’s stars with its shoulders.

7. Stately on the back of the waterless desert, as if it is throughout the
nights bowing its head in silence, thinking of the succession of
events.

8. The clouds wrap around it black turbans, which have, from the
sparkle of lightning, red tufts.

9. |Ilistened to it, though it was dumb, silent, for it talked to me, during
the night of travel, of wondrous things,

10. And said: “How often have I been the refuge of a killer, and the
habitation of a sigher, who retired from the world, repenting,

11. And how often have night travellers and returners passed by me,
and mounts and riders napped in my shade,

12. And how often have side winds slapped my flanks, and green seas
crowded my sides.

13. But in no time at all the hand of death hid them away, and the wind
of distance and disasters flew away with (people).

14. So have mercy, oh my Lord, a prayer from an implorer, who
extends to your grace the palm of desirer.”

15. So it consoled with that which it had caused crying, and dispelled
worries with that with which it had saddened,

16. And | said, as | turned from it and went on my way, farewell! For
one of us must remain, and the other depart.?”’

276 Diwan ibn Khafajah (1994, pp. 48-49)
277 An-Nowaihi, Magda M (1993, pp. 163-164)
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The image of violent water in 19A appears in verse one when the poet likens the night
to sea waves. It is a primitive image, which links the poet’s self between the time of darkness
and the violence of the sea. The sea is a primal image of universal anger, manifest in one
instance from the old heavenly anger in the story of the first flood, which inundated everything
except the ship of salvation with all who sailed on it with the Prophet Noah, as the story says
(‘Ajmah, 2005, p. 78). This story has been carried in human consciousness and exists among
many different civilizations and religions. The angry flood is mentioned in Sumerian and
Babylonian myths, and it occupied a substantial part of the New Testament (as-Sawah, Firas,

2002).

This image, which strongly links the dark sea with the night, the deluge of water from
the sky and the universal flood, surely connects the absence of light to an accumulation of
darkness because of the black clouds that carry the storm. Thus, night is the dark time of
punishment that recalls a dark violent image of water and of the angry sea. This image belongs

to an archetype. The dark sea signifies punishment, or is always the bearer of evils.

Verse one shows the poet meditating on a strong dynamic image, starting from
imagining the night as varied sea waves causing sadness, then imaging these sea waves into
the shape of a great monster, or a huge mythical animal that is ridden, and moves stretching its
body. Bachelard mentions this animal image of water in his reading of Victor Hugo’s imagery,

which made anger into a sea animal: “the water is full of claws” (1983, p. 171).

Through this imaging, strength and weight appear in the three symbols of night, sea,
and the monster. The poet asks for the departure of the night/sea/monster through the
continuous, universal victory that is the morning light. Victory against this enemy is no easy
task; the poet maximizes his enemy’s strength when he relates it to the natural elements that

symbolize universal power in verses four and five. Here, the feral night sea is linked to the sky

295



through the stars, which are bonded to the stable mountains of the earth. We are in front of a
magnified image employing the different elements of nature, starting from darkness, sea, big
animals, mountains and stars, which suggests that the poet has transformed the whole universe
into enemies, and sees the world as a strong reason for stirring into action. The whole world
around him is joined with him in sadness. This great sadness from everything around him
causes violent movements, despite its great silence, and will not be defeated except through the
courage and strength that penetrates all of these elements, and which will also defeat violent

water. This victory appears in verses six through nine.

Bachelard says that the fight of the man against the material extracts sadness from him
and replaces it with anger, which then becomes expressed in imagery (1983, p. 164). This is
what we see now when the self transfers the very dark scene, consisting of violent water and
the heavy, seated animal to a scene of fine dawn light, which recalls the nature of victory. When
the poet says: wa gad "aghtadr wa at-tayru he declares his first victory, the victory of the arrival
of dawn. It is as if the universe has obeyed his will: he said ‘aghtadi which means | am the one
who moves in the dawn before the birds. It is known that birds are free creatures that compete
with the sun in waking up, so this reference to birds is a sign that darkness ends even before
the light appears. The poet here precedes even the birds, and therefore precedes the light as
well. Thus, light is a responsive follower of the poet’s self and of its declaration that darkness
has ended and victory has been achieved against the night. This is the will that Bachelard has

written about.

The poet completes his dream of will against the enemy when his images turn to the
back of the horse to which he has given mythical qualities, so that it can achieve victory against
symbols of the enemy, the sea and its monstrous animal. The horse here is the boat that sloshes

through the sea waves and then destroys the monstrous animal’s existence, mentioned in the
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beginning of the verses. It consists of the poet’s self, in its dream images, as a horse with the

qualities of largeness, strength and speed: mifarrin mikarrin mugbilin mudbirin ma ‘a.

Among these successive movements are attacking, escaping, arriving and going away
at the same time as representing resistance; the attack and escape of the warrior appears many
times; then he returns to express his trials, which directly recalls the quality of courage needed
until victory is achieved. Horses are joined to the act of winning more than any other element;
according to ancient myth, they are created from the wind ("Ajinah, 2005, p. 283). The horse
is also the animal most able to escape from sea waves, but like the wind it will also stir the
waves, dominating the sea with its aerial prowess. The self’s victory against the violent water
therefore occurs through this tall creature that violent water cannot control but which instead

moves the water.

This means that the phrase kajulmiidi sakhrin hagtahu as-saylu min ‘ali means that the
flood is the image of violent water and is able to kill and fragment everything; however, the
big rock will be carried on it and even its falling from on high will not affect it. If it falls on the
water, it will float. This is similar to what Bachelard said about the image of the rock that the
boy throws, in the words of Michelet, into the middle of the aggressive sea in order to confront

it (1983, p. 197). Confronting violent water with rocks is a common image.

A large rock that is easy to move and fast in facing the violent water represents a
victorious horse. This is what makes verses eight and nine assure the quality of softness in the
horse and the ease of falling for anybody who rides it. Where the self draws strength and speed
from the deer, ostrich, wolf and fox, the dynamic image of the horse enables the self to achieve

victory against its enemies.

The leader who owns the horse therefore achieves victory through controlling all of

nature’s elements in its shape. It gives itself ability and ownership for all victory elements from
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the nature. Victory against the symbol of universal anger is therefore achieved through
controlling its elements, which somehow proves that confronting the world’s will by the self’s
will occurs through controlling all victorious features in nature. It is the self that reaches the
thrill of ecstasy and pride to realize what Bachelard mentioned in his analysis of the image of
victory against the violent water found in Swinburne, who is the poet that speaks of the image
saying “the world is my will, the world is my stirrer” (cited in Bachelard, 1983, p. 168) and

that “I am strongly a part of it”.

In opposition to this epic portrait of the heroic self, victorious against violent water and
the elements of nature in 19A, we find the poet in 19B also fighting a war against nature, in
which violent water appears but in a different way. Confronting violent water and its anger is
one of several fights that the poet’s self may not clearly win. He searches instead for another
self, acting within it, that is victorious; he is defeated, and wants a victor to guide him. His

dream then turns to the mountain.

The beginning of 19B shows an image that the poet’s first opponent is the night
stretched long with darkness, dominating as in 19A. But the poet here is not likened to waves
and does not recall the violent water of the storm but rather seeks a symbol that can suggest
victory; through its presence, it gives the poet’s self hope that it can overcome the terror of the
night. This symbol for inspiring another self towards victory against darkness is the image of
‘Arlas -the wolf in verses three and four, which carries the dawn’s penumbra and light. It is that
which lives with its light in the middle of darkness. However, the poet in his dream is not
content with the wolf and does not continue imagining it as owning the light that can achieve
victory over darkness. The poetic self would be engaged with a much bigger symbol —a symbol
that does not standing in front of darkness but rather confronts all the enemies in nature; that
can confront the face of the storm’s wind and violent water. It is ‘ar ‘an -mad in verse five until
the end of the text. This hero is the mountain.
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Here the scene will be searching and questioning from the self to the symbol of
resistance and victory in the fight, and it is a symbol from nature itself which means that it is
supposed to know the key of victory and achieve the full incitement for the self. It is in the
position of searching for the incitement to move against the nature and come out of the sadness,

and broken defeat.

This search that ends in the image of the mountain focuses on its greatness, ambition,
strength, and steadiness despite everything. The poet’s choice makes us ask: does the man need
these qualities in order to defeat his enemies in his life’s battle? Do they come from nature or

some other place?

It is the search for the victorious ideal that brings to life the thrill of victory and from
which the self is inspired by its strength. This is why the mountain is given qualities of wisdom
and adulthood and is described as an old man wearing a turban made of black clouds, and the
red lightning emanating from its forehead is its thought and history. It is as if the poet’s self,
by placing himself in the thoughts of an old wise man, will start to read the experience of
victory and the epics of success in life over all difficulties. Thus, the poet’s self listens to the

mountain, which assumes the role of a narrator in a story of motivation.

The time the poet choses is night time, and his company is the old dark-topped mountain
and the narrator. This image carries a deeply primal meaning. The heroic story is best told at
night in order to make the fighter stable and give him patience. The best time for narrations is
always the night. (Ibrahim, 2005, p. 123). Narrations at night are effective at inciting the
warrior, and the mountain tells stories of enemies and victory to the poet. The mountain’s

stories of wind and violent water appear in verse twelve.

Mentioning violent water in passing, verse twelve describes an image of violence and

clashes; the sea, full of waves, crowds the mountain, and crowding means competing, pushing,
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and narrowing. In this image of the crowding violent sea, the mountain especially describes the
water as having a green colour. The greenness represents a deep dark water; Arabs called thick
or dark greenness, black; thus, they have described Iraq as having blackness because of its wide
thick greenness. This gives the image of the sea the same loneliness and violence that is
contained in its original archetype. A dark crowding sea will carry evil and be an enemy. As a
consequence, it will necessarily be one of the enemies in the story of the hero’s fight. However,
all heroes at the end of stories eventually suffer defeat. Their defeat is at the hands of the
ultimate enemy, which is the death that appears in verse thirteen. Here the power of incitement
is completely hidden and will be replaced by the enemy’s surrender, which defeated the wind
and violent water of the storm and exceeded all of the enemies in nature. The mountain recalls
this death because the length of watching these defeats makes the listener subject to a different

kind of defeat: the defeat of waiting for defeat.

The poet clearly imagines watching the many types of partings due to death as he hears
the mountain’s stories of watching the ends of all heroes. The pain of leaving beloved ones is
the same pain that is personalised in the image of the mountain. The ideal self, therefore, as the
image of the mountain, appears to seek the power that can control life’s most powerful enemy,
which is death. It is the power of the Creator that creates death and all creatures, and so the

mountain asks mercy from Him to receive salvation from watching.

The poet is a witness, and the Islamic effect on the poem is evident in the poet’s
surrendering to the abstract issue of death, which is related to Allah the Almighty according to
Islamic belief. The surrender at the end of the text is the peace that the poet’s self gets for its
comfort rather than the victory which the self tried to achieve by any possible means in example

19A.
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Violent water is a material for incitement in nature but it does not engage the self in its
fight as much as another great thing — the mystery of death and its abstract power. The
archetype of violent water loses its potency and even existence in this example, and a
metaphysical cultural image controls water by explaining death. We can say that example 19A
presents a powerful image of incitement and confronting violent water and its symbols, and
achieves a form of victory, which thrills through the experience of natural phenomena in
victory against nature. But in 19B the poet presents a form of surrender to the abstract power
that is death and asks for support from the power of God to confront the defeat of death, which
has engaged the poet’s self that realises it cannot achieve its dream of peace through victory

except by surrender to destiny.

5.1.6 Water in Company with Other Elements

Water in its nature is the most attractive element for mating or merger with other
elements; it is the element most capable of showing harmony in the integrated world of
elements (Bachelard, 1983, p. 93). Bachelard asserts that the material imagination presents
through water a material that keeps the truth of the universe through merging with other
elements to form a unity of the combined powers of the four elements; water is the element

most suitable to represent this unity (lbid.).

Melting is one of the characteristics by which water is distinguished, and to Bachelard
it is proof of water’s high ability to merge; it is in a continuous condition of attraction to the
rest of the elements with their different features, and this is why the phenomenon of melting
engaged chemists (Ibid.). Bachelard also discussed the feature of liquidity in water,
emphasising the idea that everything that liquefies exists as water in the world of the daydream;

liquidity is the preeminent feature of water (Ibid., p. 94). This becomes much broader in the
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kind of image produced in and in the form of liquidity in the world, which enables them to join
with the mythical worlds of water. Bachelard also talked about the idea of non-miscible and
non-melting liquids, such as oil and water (Ibid.), and the possibility of employing them in the
material imagination. However, the most important thing here is how Bachelard analysed the
poetic images of water — the images that can form archetypes signifying the merging of water
with other elements in order to realise a material that carries the features of each of the two

elements and thereby exceeds those elements, fulfilling the idea of mating and merger.

Bachelard presents a very attractive idea, which is merging the four elements into unity,
but it is most often a double receiving that is achieved, which means that unity occurs between
two elements, like water with earth, or water with fire, even though the elements may be
thought of as opposites (Ibid., p. 95). This dualistic unity means that by dominating the other,
one element will gain the other through its features, which suggests that the material
imagination belongs to the strongest element in an image; in alcohol, for example, its material
form was produced from unifying the element of water with fire, according to Bachelard’s view

(Ibid., pp. 95-96).

For Bachelard, this merger takes on a sexual dimension in the material imagination.
Mating cannot occur between three elements, according to Bachelard, so duality is needed to
achieve mating and the unity it brings between two elements. This leads Bachelard to assert
that one of the elements will carry the quality of masculinity and the other the quality of
femininity, hence a feminine water presenting herself to fire creates alcohol. She is drunk and
loses modesty, he says, in order for the unity to happen and to generate as a consequence the
material of alcohol (Ibid.). Through this feminine image between water and fire, Bachelard
found the Hoffman Complex, which he detailed when he talked about the image of the hot
springs imagining fire water; he also talked about the effectiveness of time as a component in
generating alcohol (Ibid., p. 96).
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Bachelard reported a number of metaphors that he found among European writers and
poets, such as water being a wet fire, the drops made of fire; this metaphor represents the unity
of those two elements (Ibid., pp. 96-97). He refers to a powerful recollection of the female in
images of this unity, a sexual recalling, which crowds in the image as in the image of the red

swan and the russet lake that marries the sun (lbid., p. 98).

Bachelard in his analysis of poetic material presents another image of unity with another
element, which is earth in the shape of dough, and the ability of water to penetrate cruelty in
merging with solid materials through melting with the action of heat. To search after that in
daydreams, the poet follows the path of the smith and the baker, among others (Ibid., pp. 101-
113). Additionally, Bachelard also sees night as an aqueous image where water unifies with

night to produce dark images.

In Classical Arabic poetry, there is necessarily a similarity between some images
describing the unity of water with other elements but the cultural difference to Bachelard’s
ideas throws strong shades on the images of this unity, as we will see now. The existence of
water in compound images with other materials comes between the Jahili and Andalusian
poetry, implemented in archetypes where we can see the power of religion and culture in unique

mutuality, and which is shown in the following examples.

Example 20

‘Amr ibn Kulthiim says: 20A
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218 Diwan ‘Amr ibn Kulthim (1991, pp. 64-65).
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1. Wake up sweet woman, bring our morning cup right away, don’t let the
rich wines of "Andarin be hoarded another day!

2. Bring the fine-tasting wine that displays a saffron colour when it’s
mingled with water and out from cup does spray.

3. This is wine that diverts the anxious lover from his desire, a taste and
his heart is perfectly contented, straight away.

4. You will see that when the circling bowl the miser receives, he will lose
all thought of wealth, and from misery go astray.

5. O woman of Aru, you are turning the bowl away from us for the true
place for the cup is to the right hand, not away.?"®

Ibn al-Khayyat?®° says: 20B
S BN e B A s w gz ]

G b il B &y oS diLgh o 2.2 | Andalusian
50 g ¥ pro ST asfl L 53003
TP RO S (R S
Soill &2 Sk G Sy Gl Of 658 e BaSL35
PlEA L LA 3050l o) 55 4t g5 e 6

1. The pretty, twanging boy poured out for me with his eyes the
likeness of (the wine) which was in his hands,

2. And I did not know which of the two it was that intoxicated me, and
which of his two potions was the wine.

3. He appeared in a green gown of his, just like a graceful garden
comprising blossoms,

4. And the pearl grieved because of his (glittering) teeth, and the
anemone was put to shame by his cheeks.

5. Scarcely could I recover from my intoxication; and how should the
passionate lover (ever) recover?

6. On my liver is the coolness of complaisance proceeding from him,
even though in my heart is a fire proceeding from him.?82

Here we have the image of wine — the alcoholic substance that Bachelard presented as
a unique image of the unity of water and fire, which are opposite elements in nature, as the

object of these verses.

27 Translated by Paul Smith (2012, p. 67).

280 |bn al-Khayyat, *Ahmad bin Muhammad at-Taghlibi, was born 1058, and died 1123 (az-Zirikl1, 1998, vol. 1,
p. 214).

281 Diwan 1bn al-Khayyat (1958, p.220).

282 Translated by A.J. Arberry (2010, p.116).
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Before we discuss further the image of wine that appears in these verses, we have to
pay attention to the concept of masculinity and femininity that materialises in the substance of
wine according to the Arabic linguistic system. Water in Arabic is like the masculine element
that receives the evolution of fire, which is the feminine element, and together they present the
character of an intimate moment: the female is the fire of desire who leaves modesty, and water
is the substance that absorbs this intimate element and transforms it into alcohol, keeping the
heat inside with the help of time. Thus, wine gains its wetness and liquidity from the water’s
features, and alcohol becomes the material of fire combined with water, with the heat of fire
and liquidity of water; its relation to the female is still a necessary matter in the Arabic

imagination.

We find this aqueous masculine power early in the first verse in example 20A, as if it
were an echo of the power of the water element dominating fire, and then generating alcohol.
Example 20A starts with a loud masculine voice calling to the waitress, asking her to serve him
the unified substance of water and fire, or male and female in nature. The calling and the strong
imperative tone in verse one in his saying: ‘ala hubbi suggests some noise and a loud voice
which comes out of the self; the word Aubbi means wake up or get up, and his raised voice is
meant to wake the sleeping woman. Here it seems to me that the desire for intimacy that the
caller feels towards wine reveals his motivation, and though what is wanted is wine, the poet
presents the woman as foremost in the drinking event in bisakniki/fasbisina. Therefore, the
dish or where the wine is served relates to the female, and the poet defining the time as morning
emphasizes that it is the time for action and strength. The sound made the poet feel its power
and splendour; these all tend to represent the effects of masculine power on two females: the
waitress and the wine. The male here is the loud voice and the dominant material in the image;
it is a scene of absolute power, of the masculine on the feminine, the more powerful being the

masculine.
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In the middle of this image appears the full movement of the male’s power, the wine’s
substance, gathered in his saying: khumiira al- andarina which asks for more of this substance
related to "Andarin city, which is an old Syrian city to the south of Aleppo. 'Andarin is famous
for its good grapes, which produce the best wines, according to al-Hamawi (1995, vol.1, p.
261). The desired wine one of the best, matching the speech of splendour and power in verse

one.

However, the poet’s powerful voice starts to become lower, and this when he got to the
depth of the alcoholic substance, at the moment of starting meditating a wine, as if the wine
became in the hands of the self and it started to look at it, and started to describe it; it is the

female who surrendered to him from the hands of the female waitress.

The poet starts verse two with the word musha ‘sha ‘ah, here being the first connection
between the archetype of wine to the Jahili and the image of alcohol that Bachelard mentioned,
the image of fire or the sun immersed in water, and the red swan with sexual significance. The
word musha ‘sha ‘ah comes from the verb sha ‘sha ‘a which means the sparkling of dim light; it
is an adjective related to the sun, from which comes the word sunbeams, which means its lights;
wine mixed with water especially was named after it. The kind of alcohol found here thus
emphasizes the qualities of water and fire. The quality of heat and yellow brightness used the
adjective musha ‘sha ‘ah, on the one hand, and the aqueous liquidity of mixing alcohol with

water on the other.

Bright wine is generated by mating a solar quality with water; the quality is intensified
by mixing the wine with water. What emphasizes mating and unity here is the poet mentioning
the melting of al-Auss, which is saffron, in the wine. This means that the fiery presence of red
gives the wine an aspect of sexuality; the red strings of saffron fall into the wine’s water and

become sakhin, meaning hot fire mixed with water. Consequently, the bright wine seems to
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flame up when saffron and water are mixed into it; it represents the mating and unity that will
produce a responsive and wet masculine image, weak in front of this intimacy that is transferred
by alcohol to the male, carrying all the significances of liquidity, wetness and heat together.
With its features of the opposite element incorporated, this compound material is capable of
dominating the male and keeping him distant from any other need he may have in verse three.

It makes the miser spend his money, as the poet tells us in verse four.

The power now moves to the liquid that is wine, giving it power, strength, which drives
the poet to shout out, blaming the waitress ‘umma ‘Amr -the female that submitted when he
woke up at the beginning of the poem. But he repulses a glass and the right hand of the poet is
occupied with another glass, as if the image here tells of the domination of the male by two
submitting females: wine and woman. Now, the male, submitted to the wine, is under its
influence, and the woman can practise the power of repulsion that he mentions in the last verse:

sadadti al-ka’s.

The double feminine power of wine and woman gathers to defeat the domineering
masculine power in the text. In the last verse, the male’s voice is low and accusatory as he calls
the woman ‘umma ‘Amr and chastises her for turning away the wine bowl. The glass, or bowl,
she repulses is the symbol of a woman, and the other cup that he holds in his right hand is the
wine glass, so the full glass led to the realisation of repulsion from the female or the glass that

symbolises her.

It is the seduction of the feminine that scents the wine; it is what made the masculine
submit, recalling its own similarity in nature — its symbolic origin which is found in women.
This relates to what Bachelard referred to in his Hoffman Complex, linking the image with the
myth of Prometheus, who stole fire from the gods and descended to earth to give it to humans.

As a consequence, he was forever cursed (Coleman, 2007, p. 846). It is fire’s temptation, its
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warmth and the temptation for heat that catches the wine and stays under its control, recalling
desire’s domination and strong drive towards intimacy with a woman. An archetype of alcohol
forms when we consider the materiality of fire that combines with a woman when imagined in
the daydreams of the Jahilt poet. This archetype appears in the alcohol in example 20B when
the poet starts to daydream while drinking in verse one. The poet finds two sources of alcohol
here — the eyes of the waiter and the hands of the waiter. The eyes drink from the wine of

beauty and the hand drinks with the wine of alcohol.

We notice that the waiter is referred to as masculine, and such uses are common in
Andalusian poetry. The waiter is masculine in the text, but he may or may not be feminine in
reality. His ambiguous gender confronts us with the possibility of a hermaphrodite’s image as
well as the possibility of the server’s non-existence. If we consider the flirtatious waiter to be
a male, the poet’s self is in the midst of a hermaphroditic daydream; the male poet flirts with
the hermaphroditic male. One of the two parties needs to be feminine, at least in description,
in order for there to be coalescence and coupling, so there is a hidden opposition with the
concept of coalescence between the two opposites, which is represented by the strength of the

alcohol they share.

If we considered the waiter to be a female, however, then the masculinity represented
here was according to the habit of the Andalusians who made their beloved women masculine
in poetry as a form of honour. The dream of the poet is subsequently harmonized with the
image of mating and unity between the two opposites that the alcohol carries, and masculinity
IS an unconscious response to what seems like the power of masculinity from the wine, by

trying to evoke it in the image of the waiter — the bearer of the wine’s power.

Subsequently, masculine will be feminine and feminine will be masculine, which

means that the female waiter will be masculine in her power of seduction, and the poet will be
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feminine in his submission and response to the feminine power carried by the wine — both the
metaphoric eye’s wine and the real hand holding the cup of wine. The description of the wine
server gradually leads us to the holiness of the female in Arabian consciousness and in her
original archetype; the proof of the waiter’s femininity at the beginning of the poem is in the

poet’s saying ‘aghann which continues in verses three and four.

The word al-ghunnah is a quality in the sound of a deer?® that refers to a metaphor and
makes the waiter similar to a deer — one of the original symbols for femininity, as we saw above
(see the example). In addition, mentioning pearls, white flowers and anemones — all feminine

symbols — strengthens the possibility of the server being a woman.

The green dome that describes the head cover associated with the waiter gives him a
quality of holiness. The dome, as claimed by Lethaby (2011), is the form most related to
divinity. It gives special holiness to those who sit under it, and it was associated with the ancient
worshipped female who partook of its holiness, according to the ancient myths. This gives the

alcohol in the hand of the server an aura of holiness too.

The masculine poet carries the whole passing into a condition of delirium in verse five
when he admits to being drunk from the two wines manifest in the server: the wine of beauty
and the wine of reality. He declares in verse six the opposition in the two wines: cold and fire,

which resonates with the nature of alcohol.

The poet in example 20B does not try to show power or dominate the wine or the
female, who is the opposite of the poet’s self in example 20A, where we heard the noisy call
of masculinity at the beginning of the image, and then its submission to wine, its femininity

and that of the woman server. But the poet in 20A was not engaged by the waitress against

283 Tbn Manziir (1993, vol.13, p.315).
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wine, but engaged by wine against the waitress; his dream was about the substance, in contrast
to 20B, when the poet is more engaged in the waitress than the wine. This makes us ask, is the

presence of wine in the consciousness of the poet in 20A deeper than its presence in 20B?

Perhaps the answer is that the poet in 20A practises his right to drink wine, and has no
reason to stop drinking whereas the poet in 20B is faced with a religiously forbidden

substance?®* in his dream. He breaks from his religious culture by declaring to drink wine.

As aresult, facing this sinful alcoholic substance is a direct confrontation with religious
power, and requires a strong act of rebellion from the poet, which the image could not provide.
This may also be the reason that made the image go away from the waiter and his image, giving
him an aura of holiness by mentioning the green dome and thereby freeing the image of
drinking wine from that of an evil sin and associating it instead with an acceptable
sanctification of beauty. Mentioning wine as a metaphor for the beauty of the waiter’s eye gives
a kind of acceptability to mentioning the alcoholic substance because it makes it a part of

natural beauty.

Beauty is what makes the archetype of wine more related to the female, and as a
consequence the image of the waiter protects the image of alcohol, including it in an acceptable
aesthetic context, and perhaps reminding the listener that the waiter complements the harmony
in the image. The male is the female’s protector, and we can consider the image of the waiter
as performing an inner function in the meaning, which is that of the masculine protection of
the feminine wine. This brings the image out from the circle of the forbidden and evil profanity

and provides it with an aura of canonization and aesthetic acceptance.

284 Tn the Holy Qur’an ;

B o7es 872

{0 53 KL S0 GRIAN 2 212 wNNT SN 20 0T (5 5 B
“O YOU who have attained to faith! Intoxicants (khamr), and games of chance, and idolatrous practices, and the

divining of the future are but a loathsome evil of Satan’s doing: shun it, then, so that you might attain to happy
state!” 5:90.

310



We can see that the archetype of wine is an original image in both examples, 20A and
20B. Wine is the material representing the union of two opposites. It is the substance that
represents the material power of the female combined with the opposing element of fire, despite
the nominal dominance of the masculine material over water. The image continues to carry the
meaning of opposition in the Andalusian example through transforming wine from the
religiously forbidden into the sanctified and acceptable. In both examples, wine is full of

liquidity and heat.

Example 21
Tarafah says: 21A
s ol 3 slans By @l s g sty
35y B Gl s S0l By LS Sl b 50 2 Jahilt
Al i)l el a3 4L S e B G Oy 3
liay ab Sl ais RXURSER s d Ly 4
28550 N3l é,;!ﬁj s d 2 oAy 5
1. If you look for me in the circle of assembled tribes you will find me,
and if in bowers of the vintner, there your game, you will discover.
2. Come, visit me in the morning and | will pour you a flowing cup, and
if you make excuses, | will make you drink another and another!
3. When all of the clan meet to state their pretensions to any nobility, you
will see me on top of high house, refuge of the upset, unclear.
4. And so I drink old wine without ceasing and enjoy life’s delights,
selling properties those acquired, those with inheritance unclear.
5. Until all of the clan rejected me and finally left me alone, like some
camel with some disease, that with pitch one does smear.?3®
Ibn ‘Abdi Rabbih says: 21B
C,:M\} J.MM sz'fu.f L@.@.‘»}J gjll\g;—aﬂ}»‘.kxj 1
el p cls B Wl Gy sl as o5, 2 Andalusian
gl ) gy 2 A SE o2 G Ol 3
g B perdl s eSS e cal 3 F, 4
S DSy S g M WLy L) LT g2 5

25 Diwan Tarafah (2002, pp. 24-25)
286 Translated by Paul Smith (2012, pp. 52-53).
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Wasadi s dey 2oVl Ly S et JE 5> .6

1. | remember a wine to whose face the kings (almost) prayed, so much
honour and respect have they bestowed upon it!

2. It’s last remaining life spirit was delicate, as was its skin; and it was as
though it were mixed with Paradise’s Tasnim.

3. It is as if the spring of Salsabil gushed forth towards you from the
sealed wine of Paradise.

4. (It is) a wine, such that whenever its cups are brought together over
you, you imagine them to be stars in conjunction.

5. Moving within the confines of the luxuriant gardens, having no orbiting
sphere other than that of my palm and that of my boon companion,

6. Until you would imagine the sun to be eclipsed by their light, and the
earth trembling as the feverish one trembles.?38

This use of wine in an image presents another model of the element of water combined
with the element of fire to produce the image of alcohol, and is closer to the collective

behaviour towards the sacred and the sinful in the Arabian consciousness.

In the beginning of example 21A, the poet speaks proudly of his relation to wine and
excessive drinking. His pride in his honourable tribal descent is overlooked in the last verse in
the poem due to the fact that it has been replaced by the tribal decision to cast out the poet
because of his excessive drinking. This is in contrast to 21B where we witness the sanctification
of wine, taking it completely out of the circle of the sinful and forbidden in Islam and

converting it to the sacred drink related to glory and royal confidentiality.

Looking more closely at the two images, we find in verse one of example 21A that the
poet emphasises that wine has the quality of wisdom when drunk sitting with the elite; at the
same time, the poet reveals that he is one of those who visits bars, and the evidence is that he
drinks wine in the morning, which means that he does not leave off drinking wine during the

day, which is supposed to be the time when a man needs his consciousness to take the part of

287 Diwan Tbn ‘ Abdi Rabbih (1979, pp. 156-157).
288 Translated by Dustin Carrell Cowell (1976, p. 303)
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wisdom and equestrian. However, the poet here drinks in the morning, and calls his wine mate
to have a cup; rawiyyah means to drink until he is full. The poet is proud and emphasizes that
he leads the life of the elite, implies in verses three and four that he is a wealthy wise man
leading the leisurely life of wealth and drinking a great deal of wine. Later he admits that he
has been punished because of this behaviour. In the fifth verse, the poet declares the power of
social customs in the Jahili Arabian tribe, where exceeding the acceptable limit of drinking

wine can lead to exclusion from the social system.

Wine, according to the original image in the Jahili consciousness, extended back to
ancient civilizations where, according to myths, it was the drink of the gods (Mckenna, 2005,
p. 136). In rituals, it also signified the sweet liquid that covered the holy land that the gods
created at the time of the Romans (Ibid.); worshipping it was very acceptable to Jahili men,
which raises questions here as to why the poet is socially excluded for his drunkenness until he
became like a camel sick with scabies in verse five. His description of himself as the excluded
camel strongly and violently describes the situation in which he was living. The sick camel
with scabies is painted with black tar, which means that the poet has entered into two
conditions: the condition of exclusion from the group to which he belongs and his loss of the
tribe’s collective protection. He has lost his honourable features in the tribe’s opinion, which
is indicated by the black tar. The Arabs had related this colour to slavery, thus one who is
described as a slave is someone who is not only excluded from the group to which he belongs
but has also lost his freedom. If the poet likens his case to that of a sick camel painted black, it

is because he feels humiliation because of the wine.

We are therefore in a moment of change when the high value of wine in the collective
consciousness is transferred from an acceptable drink, even one with an aura of holiness, into
a source of humiliation and the basis for the poet’s complete exclusion from the group, as if he
were diseased. This means that this drink loses its value if it is drunk beyond the limits of

313



custom. What is important here is that the poet’s value is changeable and unstable, as is the
value of the holy drink, wine. This is an implicit recognition that the supreme power for the
tribe is custom; it is a power that exceeds even the divine; it is what defines the divine and its
dimensions, and whenever some other thing wants to take over this power, it fights to maintain
its potency. The wine in this poem wanted to control the poet, so it turned from a sacred drink
to a competent usurper and an enemy to the power of the tribe. He who submits to its power
deserves to be excluded according to the customs of the tribe’s system. As a result, the poet’s
self engaged in its verses in order to show its position before exclusion, as if it formerly lived
in a daydream, transferred to the place of the wine and the tribe. The poem therefore ends by

showing the exclusion caused by wine.

Subsequently, we are shown the changeable value of the wine according to the limits
of custom; so the archetype of wine carries with it the aspect of limitations. Wine is not
absolute, which reminds us that in Greek civilization, for example, although the Greeks were
fond of wine and held it so sacred that it was an attribute of the god Bacchus, they mixed it
with water. Thus they did not exceed a specific limit of drink and the drinking person remained
conscious, as specified by the amount of they drank (Mckenna, 2005, p. 138). It is widespread
in communities that accept drinking wine that there are special regulations for the amount of
drinking that is acceptable while practising daily routines, such as driving cars for example.
Even the acceptable places and times for drinking, as well as the amount to be consumed and
the age of the drinker are designated. This limitation acknowledges the contradictory position
that alcohol holds in society, which somehow represents the collective opposition towards
alcohol. While the group admits the position and value of the substance, it also sees the need
to regulate, control and even warn others about its potential harm, punishing the abuser when
limits are exceeded. This is even though the sacred usually bears the controlling absolute

power, and not vice versa.
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Verses in example 21B show us another scene of the poet’s self with wine. The
Andalusian was under the influence of religion, which forbids wine and states that

the one who drinks wine must be punished according to specific conditions.

The scene in 21B is a truth that keeps the recipient in a kind of crashing with the reality
of wine. The poet portrays the wine as a holy substance deserving of prayer. His image of
making kings worshippers of wine aims to show that it is the wine destined for kings that takes
the poet to a completely rebellious dream against religion and forbiddances. The image here
plays with language; it decreases the holiness in some similes and metaphors that come from
the source of prohibition, which is the Holy Qur’an (see p.125 in this Chapter). Here the poet
is in open rebellion, making its images as delirious as the drunkard’s delirium. The limitations
of the sanctification the wine do not exist here — the wine’s absolute holiness is in opposition

to custom and religious limits.

Verse one shows a kind of wine called al-mudam; it is an aged wine that has increased
in its value and effect (Ibin Sidah, 1969, vol.3, p. 193). It strongly influences the poet’s
daydreams and increases his ease in reaching excess. Verses two and three liken the wine to
tasnim, salsabil —nectar, and ar-rahiq al-makhtam -exquisite wine. These liquids are all part of

289 js a spring in paradise, located

heaven’s privileges as described in the Holy Qur’an. Tasnim
between the palaces and chambers described for believers, which suits the poet’s reference to

kings in the poem’s initial image. The salsabi/?®® is a running stream with fresh water also in

paradise, and ar-rahiq al-makhtim®"* is a good-smelling wine that is sealed in paradise with

289 Tn the Holy Qur’an ;
() paBon 2025

“For it is composed of all that is most exalting” 83:27
290 |n the Holy Qur’an:

e

[ derived from] a source [to be found] there in, whose name is (Salabiila) "seek the way" 76:18.
291 |n the Holy Qur’an:
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musk. So the poet in his dream turns wine from a bad sin for a Muslim into sacred water from
Heaven. The image is complete in raising the wine’s position to express divine symbolism,

which is the symbolism of sky and stars in verses four through six.

In the poet’s dream, the wine cups become bright stars, which takes us back to the fiery
nature of wine. But the stars are moving stars, which connects them to the feature of liquidity.
These stars run between the poet’s and his drinking companion’s hands. The dynamic image
thus turns from a human image into a heavenly image with the changing wine cups reflecting
the image of orbiting stars. The recipient becomes like the imagination of the old mythic gods,

who changed wine into running water in the sky like a sacred river (Mckenna, Terence, 2005)

The dream goes forward to reach the brightness and light that is in the stars so that they
hide the sun, and the earth trembles signifying rain. This rain, however, comes from the water
of fire, and the image of earth is the image of a feverish man who trembles while the heat is in
his body. The dream evokes a ritual where the poet’s self was worshipped until it rose into the
sky, and exceeded the kings mentioned in the beginning of the poem. The sky is where the

gods reside in the human imagination of different civilizations.

We can conclude that the rebellion practised by the poet over the value of sinful wine
according to the religious power completely changed the wine’s value and made it sacred

through the realization that it is the drink of gods as it was in the old myths (Ibid.).

The image of wine in 21B is an original archetype from the old myths, and carries a

supernatural power. Its image exceeded the power of the tribe in 21A. This means that the

“They will be given a drink of pure wine whereon the seal [of God] will have been set, pouring forth with a
fragrance of musk,” 83:25-26.
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dream of the Andalusian wine is an unlimited dream while in the Jahili poem, the poet’s dream

was limited and changeable.

Example 22

Ta’bbata sharra’® says: 22A
b—Fehil gty Ll ity e - 1
28d s dn e O gpee o Sl b il 2 Jahil1

1. Wine, once forbidden, is now lawful again; (it was) with some
difficulty (that) it approach as something lawful,

2. So give me a drink of it O Sawad ibn ‘Amr; my body is drained (after
my efforts to avenge) my uncle.?%

Ibn Khafajah says: 22B
o2 a3y 3 3l Adkee Ll 34 o ST
hoine SEN LSS0, Bb o gl 2 Andalusian

295 g okl gy 8 S il sl Ll

1. The wine of passion had intoxicated his flank, so that he quivered
intoxicated in his two cloaks

2. Behaving obstreperously, his gaze wounding me; yet the sin of
drunkenness was pardonable.

3. Once he took that broken glance; his tears felt like rain on a
beautiful meadow?®.

The examples present the image of the sacred wine in the Jahiliyyah, as it is a drink that

can be forbidden, while in Andalusia the drinking of wine can be forgiven.

In example 22A, the poet declares the end of the time of prohibition; it was also the

time of revenge. Here the concept of time defines the value of the sacred and forbidden to Jahili

292 His name is Thabit ibn jabir, he was a poet of as-Sa‘alik and died 540 (az-Zirikli, 1998, vol. 2, p. 97).
2% |n al-Baghdadi (e-book, vol.3, p. 215).

2% Translated by Alan Jones (1992, Vol 1, p. 241).

2% Diwan 1bn Khafgjah (n.d. p. 127).

2% Translated by A.J. Arberry (2010, p. 118).
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poet. Forbidding wine took place during the time of taking revenge, and wine becomes halal
after time passes. Forbidding the drinking of wine at the time of revenge does not mean denying
the holiness of wine. Rather, it emphasizes it. Wine in the Jahiliyyah was often the water of life
(See example. 5, p. 208), but why does the poet forbid wine to himself until he has managed
his revenge? The answer lies in the myth of the head, which says that Arabs believed that every
killed person’s soul leaves the body in the shape of a head or a bird, and it continues to chase
his family until they kill the one who killed him. Once they complete their revenge, the soul

can rest in peace and return to the body in the grave (‘Ajinah, 2005, p. 331).

As wine is the water of life, it will be forbidden until life for the dead man is realised
by killing the one who killed him. Revenge needs full vigilance to catch the enemy, and this
vigilance will not be sustained when drinking wine. Subsequently, wine will be forbidden by
the poet and his group’s choice; by being forbidden, the wine does not lose its holiness but

rather is assured it.

Example 22B shows another image of prohibition and analysis. The wine here is in a
context where it is forbidden; the poet admits this, and enters drinking into the circle of sins
that Islam holds. However, the verses present the drunk as the image of one who misses his
beloved passionately, which is the passion of saba. In this figurative usage, the wine is a wine
of love. The poet emphasizes this by presenting the lover in an aesthetic image, which avoids
the ugliness that might otherwise catch him because of his sin which is wine drinking. So
beauty and love are two reasons for forgiving the sin of drinking wine and not placing it within

the circle of heinous sin that must be punished.

Even if the poet accepted and admitted the prohibition of wine, he tries to relieve the

sinfulness in drinking through making it a forgivable sin by equating it to love. In 22A, the
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poet transferred the wine from the temporarily forbidden to the unforbidden because of its

holiness rather than lessening the sinfulness in it.

We can say that the duplication that the compound of water and fire carries became
represented in the crowded images of both the Jahilt and Andalusian poet’s dream. We find
that the oppositeness that the two substances bear is very clear and creates conflict that is then
found in the images. Opposition between holiness and sinfulness is central in the dreams of the

meditating poet for the images of wine.

Example 23
‘Antarah Ibn Shaddad says: 23A
P2 83 LS cal Y Cpdl s &35
Jahilt
[When | was in the war,] | liked to Kiss the sword, because it was shining as
your smiling lightning mouth %8
Ibn Zumruk says: 23B
Pilo imia)l Jphan Gl r Wl alail) Ao s S5
Andalusian
He unsheathed from the scabbard of the clouds a keen sword consisting of a
ray of lightning, polished on its flat surface, pure (white).3%

This example shows one of the images of unity with the element of water and the
element of earth, which is represented by melted and formed metal. It thereby gains the
qualities and images of water. As metals are from the earth, they form part of that element in
Bachelard (1983, p. 112 onwards). Further, the image of the sword is from the sword as a

melted and then forged iron; it is an image that transfers the combination that occurred in the

27 Diwan ‘ Antarah Ibn Shaddad (1992, p. 191)
2% Translated by the researcher.

2% Diwan lbn Zumruk (1997, p. 525).

300 Monroe (1974, p. 348).
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coalescence of water with the element of earth, or iron, in an intimate moment, which is the
moment of melting by heat. To Bachelard, it is a moment that carries sexual overtones (Ibid.),

which we can be seen in the verses of example 23A.

The poet here is in the middle of a war, surrounded by death on all sides, but he is also
in a dream that surprises him when the sudden bolt of a sword shines in front of him. It is the
sparkle of the metal that transfers the poet’s self into a sexually vivid dream away from the

smell of death around him — a dream of a kiss.

The sparkle and shine of the sword occurs only after a hard process of melting, grabbing
and pounding, until the metal takes on the shining form of a sword. When the metal passes
through heat, it gives the forged steel the quality of shine and sparkling; this is also a kind of
clarity reminiscent of water. Metal does not have this sparkle unless it has been transformed
into a soft liquid, and returned to hardness again after being plunged in water. The aqueous
splendour that hard metal takes on after the moment of unifying with water through heat is
what is transferred to the dream here, sparked by the image of hardness and cruelty into an
image of sexual contact with the beloved — to the beloved’s mouth, which is her most tender

part and the first place of intimate contact with her.

Thus, the poem’s image of the kiss with its quick bright glance is extracted from the
aqueous sparkle of the sword in the essence of hard metal. The unity between water and
metallic earth in this way becomes the reason behind the occurrence of fertility in the image,
and its suggestion of sex, but it is, as Bachelard says, a producer of fertility through its gathering

of opposites, which is necessary for life to continue (1983, p. 110).

The power of forging, to which the metal is subject by the action of pounding and
exposure to heat to gain liquidity and malleability, is the power of water, which solidifies the

metal and gives it its sparkle and shine (lbid., p. 112).
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In example 22B, we see the inverse. The poet extracts a clear hard sword from the
strongest sign of water, which is lightning in the clouds. This metaphor transfers the idea of the
union of the two elements together — the element of water and the element of earth represented
by the iron metal. Lightning is bolts of electricity signalling rain; it is the lightning bolt that
Bachelard sees as a mythical extension of the god that carries the staff with three heads and
sends a bolt out of it, which is followed by water (Ibid., p. 99). Therefore the material action

that is the reason of water is lightning.

This spark is now in the image of the sword, so the mythical weapon of the god becomes
a phenomenon in an Arabian shape instead of his three-headed weapon. The sword was known
as the strongest weapon of the Arab man, with which he always gained honour and victory. It
was valued highly by knights and also had such a vivid value that Arabs named their swords,
using specific words related to the bearer’s personality and his role in the tribe (Ibn Sidah,

1996, vol. 2, p. 13 onwards).

The lightning, which takes the part of fire in the poet’s portrait of rain, is conveyed by
the sword; it is here an imagining of the total union of water with the earth, or metal, merged
through the action of fire. The sword’s clarity identifies it with water, assuring that there will

be a common quality between water and earth intrinsic in the shape of the sword.

The image appears in a kind of intimacy and expected liquidity despite its hardness,
and this hard cruel material will be the source of joy later through the action of the imaged rain
and the domination of water in the scene generally. This is what Bachelard referred to when he
said that water is a victorious substance that is always stuck to life and is good at attracting all

materials to it (1983, pp. 111-112)

Therefore, the image of water here, combined with earth in the element of iron, is an

original image, similar in its features to what Bachelard referred to. Likening the brightness of
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a sword to water and then lightning to a sword is an archetypal image. In the explanation offered
in the Arabic dictionary for the word water, we find the sentence: “the water of sword: its
splendour’3%!, which confirms that water and sword are similar in their qualities of clarity and

sparkling.

5.1.7 Water’s Voice

Bachelard states at the end of his study of the materiality of water that he wants to
collect all of the lessons (songs) given to us by the river, by which he means the songs people
used to sing on the riverbanks (1983, p. 265). Bachelard repeats that water is the master of
liquid fluency in an ongoing rhythmic language (lbid., p. 188). He also comments that there
are voices to be found in the simplicity of the water’s flow, and that the possibility of the

existence of new words is characterized by the old, simple recipe of the flow of water (Ibid.).

Bachelard’s approach here seems to be more linguistic than critical. It is as if he had
fallen under the influence of a sonic reading of the words of water and forms in the French
language. This aural power could be the beginning of a linguistic study of the sonic qualities
of words for water. The word water in Arabic would facilitate such a study, and all the words
pertaining to water in Arabic are also acceptable for such analysis. For example, al-Ghanimi
(2010) sees that the nature of water’s function is deceptive and misleading, “because it is more
obvious in the elements of nature, and most subtle in language (p. 82)”. He then gives an
example, pointing out that this natural element in the Arabic language, water, has as its
linguistic root the word mawaha camouflages, and from mawaha the camouflage comes the

concept of causing the loss of the true meaning of the word’s natural significance (p.82).

301 1bn Manziir (1990, vol. 10, p. 128).
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This vision is similar to what Bachelard mentions about the linguistic interpretation of
the voice of water and the rhythm of the word. An acoustic image of water can be found in the
sight of Bachelard’s strolling image between the river and the waterwheel, which rotates
making the sound of water and the fall of the rotation in some poets’ poems (1983, p. 189).
The voice of the storyteller, which echoes in the imagination that makes the ear freer to pursue
its flow (Ibid.), offers a vocal colouring that appears in the form of rain, and the leaves that
tremble from the rain make up a chorus of fictional voices that combine hearing and vision

(Ibid.).

Thus, Bachelard offers a variety of images in correspondence between the senses and
water sounds, watching it is trying to provide access to water pattern tones in tune with the
sound image and the word in the poetry. Then sounds associated with water emerge, sounds of

laughter and singing birds and what he called the music of nature (Ibid., p. 193 onwards).

Avrabic classical poetry is not far from what Bachelard presents here. Indeed, the internal
and external sounds of water make up the image in the Jahilt and Andalusian poems, which are
crowded with material worthy of independent study. But the uniqueness offered by the acoustic
image of the water stands out more in the form of sounds associated with water. The study

provides two examples of this acoustic feature of water imagery in Classical Arabic poetry.

Example 24

Al-’A’sha says: SAA
j,-«-s\ 572d) e >l 353 S B ly ) 3};‘ 3,
ARRY N N WV s JT FURNICH o}
Pk Al o3 0p R ol O 1Al B8 gl S a3
GUCERIFENS KT3 23 TN SN e RS 50
8 35 B S5 o Y e o ¢ s SsRE Y
et J gl aud falit G os b ke

Jahilt

[ RS B R SO R
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Gl A e s as ) Mg plal \jtﬁuwi 7
020 Ay yelh Jsb o sd iy oS3 an 8. 8

1. One day I would be a master leading a servant; or maybe | would be
accompanied by such a flirtatious guy.

2. Or went [in the morning] to the pub followed by a grill chef and a
group of energetic boys.

3. A group of boys like Indian swords, wasting their time drinking and
laughing and living for pleasure.

4. While I was inclined, we exchanged basil branches and alcoholic
coffee such that our cups were never empty.

5. They are always drunk and always calling for more; even if they drink
it slowly or in shots.

6. The tapster serving it to them wears an earning and very tight clothes.

7. And (how many) an oud player is imagining that even the cymbals
could hear him; and the oud even responds to the partly naked singer.

8. That is an example of rejoicing and flirting, which is the lifestyle
(and) long experiences | am living.3®

Ibn Zumruk says:
WY O ST f s ls Fob ol (3 sl
ol S e ok F sk s L)
\céuﬂigwg\\@ww aly o o Jle o Sy
byl O Lo L_jﬁiru ol s Wl wlis
LaY O e 3s 6l Jay ST Lgie sl Lgie 23T |8
Wledl &) 52 0b oty Lol 5 & of, 1 0l
Wd feam g ool3 Bilgs 4 el Sl iy
Ll ol 3l sl a Gud L«_K,Q Ll (3 53

[NoRRC" TN e NEES SO S N

(O W2 VA PR v O R V{ EUUPE S PRV PP
Wl 4 Jofy el )l sheely 5 cail ae Loy, 45,1610

SR WO S PR ETF S PR NV P PR s S PR

1. Prancing/ dancing in the fountain, obedient to her rein, she responds to
melodies of the singing girls.

2. When she rises in the air and skins again, scattering loose pearls in all
directions,

3. Silver melts that has flowed among jewels and has become/appeared
like her in beauty, pure white.

4. A liquid appeared to the eyes like a solid so that | cannot discern which
of them is flowing.

24B

Andalusian

392 Drwan al-’ A‘sha (n.d, p.59).
303 Translated by the researcher.
304 Diwan 1bn Zumruk (1997, p.523).
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5. Then say that the pool (lake) made her back dance as someone playing

with a baby makes it dance.

6. As if she had seen the river of the Milky Way flowing and had

undertaken to make the streams flow into it.

7. The daughters of the lofty trees pose gracefully, some singly, others

following in pairs.

8. The birds visit its branches frequently whenever the hands of the

singing girls play their instruments there.

9. The birds respond to the singing girls in rhyme, so that you would think

the birds by their vices were dictating their songs to them.

10. We did not know of any other garden more delightful in freshness,
more fragrant in all its directions, or more pleasant in the picking of its
fruits.

11. Nor have we seen a palace loftier in its lookouts, more distant in its
views, or more capacious in its assembly halls.>%

The images presented here rise materially in the imagination as thronged movement,
full of details of sound related to water. In 24A, we are faced with a festive scene with alcoholic
water and its sounds, starting from the image of verse one, where the poet’s soul is accompanied

by two others: the servant boy and a flirtatious man.

This companionship cannot be quiet, the boy is by nature recklessness in speech, and
so is the flirtatious man. For example, the beep sound is the first thing that comes to the mind
of the recipient, whistling, which he uses to attract women, or maybe he delivers some speeches

aloud.

What increases the sound of the image in verse two is the introduction of the sound of
sha. This sound occurs five consecutive times, after the poet mentions his destination (the place
of the alcoholic water); here the poet is heading to the pub where people met to drink wine in
the Jahiliyyah. He is accompanied by a group of individuals who are responsible for barbecuing
and serving meat. Although the five words in a sequence give repeatable meaning is responsible

for meat barbeque, however, the repetition of sha gives a musical tone similar to that of rustling

305 Translated by; Sumi (2004, pp. 170-173).
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ash-shanshanah which is a prelude to the loud music following it at the start of the singer’s

show.

These series of rustlings remind the listener of the sound of metal discs in a tambourine,
which make the sound of sha in sequence. At the same time, it can give the meaning of
repeatable sha just because of silent any disturbing voice come with the soul on its way to the
bar to be ready to receive the sound accompany with the alcoholic water voice. This will be

explained further in verses three through six.

The poet moves us inside the bar; it is a pub full of youths who continue drinking wine,
yelling and giving drinks to each other. The bartender gives them bottles. Such an image
summons up the noise of the pub, such as the sounds of drinking and the knocking together of
their glasses. In verse four, one poet sitting in their midst has leaned forward, relaxed and

drinking a Muzza coffee.

Coffee was the name for wine in the Islamic period. The name was borrowed after the
rise of Islam, when alcohol became prohibited, in order to name the drink now known as coffee,
allowing it to be a permissible alternative for wine in places of amusement (Ibin Sidah, 1969,

vol.3, p. 193). Muzza is a wine whose flavour rests between acidity and sweetness (Ibid.)®.

Thus, the poet sits in comfort and emphasises drinking alcohol rather than other drinks
and food in the midst of a noisy crowd where various connections to water and alcohol are
found. The picture is completed by a singer, with the poet moving to the sound of the singer
and oud player mentioned in verse seven. The voice of the lute refers to a dulcimer — a stringed
instrument known to the Arabs in the pre-Islamic period. The singer is a woman and her voice

between tendons voice. Songs of joy and exhilaration accompany the wine in a streamlined

306 |_ocal Egyptians today use this word to signify flirting with a beautiful fat woman; they say, muzza, which
again demonstrates the link between woman, wine and desire.
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image of water images, mixing the water of fun and entertainment for the Jahili poet. These
songs and sounds in the noisy pub do not consist only of water, which is present in alcohol, but
mirror the music of nature and the universe, according to Bachelard (1983, p. 193). A human

playing music emulates the outside music of the universe.

On the other hand, the image appears here with the Arabs in the Jahiliyyah linked to
singing in the presence of alcohol and performing musical shows, celebrating drinking and
drunkenness, with a strong female presence. This forms a stereotype of the poet sitting in the
presence of wine, a gathering of people around the water of alcohol. These gatherings are
characterised by music, singing and women. As a result, the vocal image surrounding wine and
its drinkers inside a liquor shop is a compound image of the sound of the singer, the singing

instrument, and the movement of women.

It is not only the mobility of this image that gives the vocal feature power in this poem
but also the music and tunes that are raised in the poem where the verses use the Basit metre®?’.
This emphasizes the vowels in the successive words, and gives the verses a lightness that eases
their singing and makes them like running water on people’s tongues. The sounds gather in the

image in its imaginative voice and the music of prosody.

Also, lu, which is the rhyme of the verses, gives the verses a soft musical lilt. The letter
lam is produced from the tip and middle of the tongue. Adding the u sound at the end of the
verses gives it an intimate image through the shaping of the lips in the sound of Dammah. The
outer appearance of the mouth when uttering al-/am al-madmiimah has a slightly absurd look,
like whistling or kissing, and the shape of the lips matches this playful atmosphere that crowds

the image.

307 The meter of al-Basit is: Mustaf ilun fa ‘ilun mutaf ilun. See *Abu al-‘Aadis (1999, p. 111).
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The vocal image could record an archetypical existence in the consciousness of the
listener, for the voices in the presence of woman as considered the watery form existed in the

text — the image of tune and fun.

The image in 24B is another watery image, with clear water the central image. If water
was missing in the vocal Jahili image in 24 A, it strongly exists in the Andalusian image in 24B
though it was presented as a playful scene. The gathering described in 24B takes place around
a water fountain, not in a bar. It is a gathering for playing, singing and women around a fountain
in the prince’s palace. The dreaming self appears meditating on this fountain in dazzled
admiration of the high place where flooding water issues, creating a rhyming voice from the
shape of the aqueous substance to the shape of the dancer who moves to the music of this voice.
The poet raises his dream of water from a productive material creating voice to another things
that sing and dance on its voice at the same time. Thus, the voice of the water is not only speech,

as Bachelard said, but also tunes and dancing and singing.

The water is the dancer. It is a deeply feminine image that transfers water into the circle
of fascinating seductive femininity in a dynamic imagination that starts from the first verse and
the poet saying: ‘a dancer’. In verse one, the aqueous dancer shares in the voices of the singers
and the slaves, and repeats them; it is an image where water and humans exchange moments
of joy and pleasure. Verses two through five present the movement and flow of the imagined
aqueous body in its clarity, whiteness, and smooth motions, juxtaposing it with the image of
an innocent playful childhood by describing a woman raising a new-born baby high and
throwing him into the air. The poet’s dream turns into a tender childish dream, reminiscent of
the tenderness and clarity of the water. The image is highly harmonious, especially in verse six
when all of the voices begin to turn to what is like a band or singing chorus. The water is
singing and dancing, the slaves are repeating songs, the waitress becomes excited and
animated, and the birds join in the singing. Here Bachelard’s idea of the universe’s poem is
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realized, and the united voices of the universe are heard in the voice of water (1983, pp. 193-

195).

The similarity between the images that Bachelard mentioned and the images that are
gathered in example 24B is evident, but the aqueous dancing is perhaps unique in Arabic
poetry. Bachelard does not mention the aqueous dancing; it is an image that goes beyond the
image of the aqueous voice alone. Dancing only occurs in response to a highly musical tune
and needs the expansive imagined existence of the poet to transform the fountain into a dancer

comprised of water.

Fountains were found in the most distinguished homes and palaces of Andalusia. They
reflect the architectural civilization of the Andalusians, shaped through unique designs, which
still exist in Spain today. Transforming the fountain into an aqueous dancer that sings and with
whom the elements of nature join in singing and dancing is an original image constructed in
the Andalusian imagination and presented as an original cultural image in the Arabian
consciousness. It is completely different from the image in 24A, which presents an image of
the voices that accompanied the drinking of wine, considered an aqueous substance. The image
in 24B, however, portrays a unique occurrence of singing and dancing, with water in the model
of a fountain functioning for the surrounding elements as an image of universal singing and

dancing.

Perhaps the rhyme at the end of the verses with the letter y with an open a fixed the
concept of sharing and calling in singing. Ya is an article for calling the near and the far, as if
at the end of each verse the poem calls everyone who hears to participate in the unity of this
universal music led by the image of water. This emphasizes the strong role of the aqueous

environment in the Andalusian poet’s imagination, moving towards the voice of water, in
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contrast to the Jahili poet’s imagination, which found in the voices of the bar an imaginative

way for an image of voices to accompany water.

5.2 Findings

From the previous analysis, we can draw the following points:

1. The image of water in classical Arabic poetry in the two ages of the Jahili and
Andalusia formed a phenomenon through which the Arab’s consciousness can be examined,
and it provides a model of the extent of the changes in that consciousness from one era to

another through analysing water-based imagery in the poetic imagination.

2. The poetic image of water in the Jahili era was part of the archetypal template rooted
in the myths of the time but this image was sometimes affected by the Islamic culture and the
geographic environment in the Andalusian age, which produced a cultural image different from

the original archetype.

3. Through the analysis of the image of clear running water, we can conclude that the
people during the Jahiliyyah were interested in and searching for an explanation for a universal
phenomenon, and trying to find out the secret of the extra-human supreme power behind the
material facts of the world suggested by the transfer of water between life and death, and death
and life. This search enwrapped them in meditation and increasing their awareness of the old
mythical water phenomenon, in which the image of the flood was an archetype of death
followed by life and the image of rain was an integrated universal image (see p. 188, 239, 249

and 288).

4. In contrast, the Andalusian man seems engrossed in facing the self and its beauty;
the abstract anxiety previously felt towards the meaning of existence was weaker for him
because of his religious beliefs that answered all questions about natural phenomena that

disturbed the pre-Islamic Jahili man. As a result of the Andalusian’s meditation on the
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phenomenon of clear water, the poet was drawn to the narcissistic archetype of the image of

the river, the eye, and the mirror (see p. 188, 239 and 288).

5. The absence of water underlines the image of the poet standing over the traces of an
abandoned encampment in the Jahili poetry, and represents the relationship of the Arab man to
water as a ritual one. Standing crying or praying was originally a model of a rite of worship,
which later developed into a poetic topic. It appeared to extend into an archetype in Jahili poetry
but was displaced in Andalusian poetry with a form of mourning, in which the standing cry
over the dead. This displacement was a result of two events: the first was the environmental
change of the community, where lost or absent water, which was the reason for crying over
ruins in the Jahilt age, became almost irrelevant during the Andalusian age. The second reason
was the fading of the culture’s relationship with archetypes from myths that were almost all
based on idolatry, which the monotheistic Islamic concept of worship was opposed to.
Therefore denying these myths and the images related to them was affected in the mind of the

Arab poet by the rise of Islam (see p. 213 onwards).

6. It appears in the analysis that water in its images is related mostly to the feminine,
even though it is a masculine word in Arabic. The image of the woman is always surrounded
by water, which formed an archetype for her that is found often in both the Jahili and
Andalusian eras. In the Jahili poetry, the image has a sacred and symbolic aura, indicated by
the symbols which were always identified with women, such as protecting water, dolls, pearls,
deer, doves, flowers, the sun, birds, and palm trees. These pre-Islamic symbols are found in
Andalusian imagery having entered general Islamic culture. The links between these symbols
and Islamic concepts are found in Hiar al-‘ayn, the Virgin Maryam’s palm tree, and the

Zamzam of Hajar, peace be upon her (see p. 237 onwards).

7. The images of motherhood and milky water were not strong archetypes in al-Jahilt
and Andalusian poetry; however, the image of motherhood and feminine water was linked to
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the camel, as a symbol of the source of milk, and as a ship to traverse the desert sea transporting
the beloved virgin. An archetype of the mother camel was specifically formed in the Jahili era
for the Arabian culture and continued in the Andalusian era, ingrained with the Islamic culture

and returning the concept to the might of Allah (see ibid.).

8. In the analysis, purifying and fresh water appears to be an archetype of reviving rain.
It also appears in the image of saliva, which represents an inner purification and the victory of
freshness in the image of the childlike sensual mouth in the Jahilt poetry. In contrast, this same
image appears in Andalusian poetry but with a quality of sexual sensuality (see p. 273

onwards).

9. The image of violent water was related in the Jahili imagination tow the image of the
fight that man lives, realizing incitement then victory. However, in Andalusian poetry, violent
water took on a religious sense, entering with the poet into the arena of belief and submission
to fate and destiny, which includes, finally, death (see p.287 onwards). This changed the idea

of the struggle between man and matter in the image, while realizing the pleasure of victory.

10. The image of wine forms an archetype composed of the element of water with
another element, fire. During the Jahili age, wine had changeable values in that it was both
sacred and forbidden, which reveals the influence of the community upon this image. Wine
maintained this changeable value in the Andalusian age, being related to the afterlife, the
sacred, and the forbidden, and used as a form of rebellion against religious authority in
forbidding it. This made the archetype of wine a changeable image, wavering between the holy,

the sinful and the forbidden in both ages (see p. 297 onwards).

11. The image of water also appears compounded with the element of earth, and thus

takes the form of metal in the shape of a sword. It is a primitive image that is not related to any
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specific myth, and is repeated in both the Jahilt and Andalusian ages. It is related to the Arabian

social concept of the value of water and the sword.

12. The poetic image did not celebrate the voice of water in the two ages as unique but
rather with accompanying voices. Poetry links the water of wine with the voice of singing and
joy in both the Jahilt and Andalusian ages but it is distinguished in the latter by presenting the
image of the water dancing. Its voice is represented by the fountain, which indicates the effect
of architectural civilization on the image of the aqueous voice, or the voice accompanying

water as higher than the idea of singing and form the voice of dancing (see p. 318 onwards).

13. The percentage of identical features of the archetypes between the images found

in the Jahilt and Andalusian eras was 25%, compared to 12.5% for the displaced archetype

and 62.5% for cultural images inlaid with Islamic or cultural effects, as shown in the pie chart

N
]

below:

= Archetype image = Canceled image = Cultural (grafted) image

The poetic image of water between Jahilt and Andalousian (No.7)
14. Similarities and matching characteristics were found between most of the archetypes
used by Arab poets during the Jahili and Andalusian eras, as well as between the Arabic
poets and the images that Bachelard presented in his analysis of Western imagination.

This suggests that human consciousness is the same in its origin but that the grafting of
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other cultures and internal cultural effects through religion and the natural environment

creates distinctions between people, and then differences.

Similarities between the classical poetic imagery of water in both eras, the Jahili and

Andalusian, and the poetic imagery of water in European poetry, according to Bachelard, can

be seen in the following table:

Bachelard’s categories of the
poetic image of water

Poetic image of water
in the Jahili poetry

Poetic image of water
in Andalusian poetry

The image of universal narcissism

found in clear water X v
The archetype of the flood N X
The image of eyes and mirrors \ \
The image of feminine protecting water N N
around the woman’s symbol
The ITiarg?no(]CV\?hti)t(é a;V(\:/Zrnr)y inga \ (camel/ship) \ (camel/ship)
The image of ssgggz Zlngmg on a sea J (cameleer singing) X
The milky image of motherly water X X
The image of the tree which is a coffin
fgor the beloved woman V (howdah) X
The image of lively purifying water \ \
The image of fresh water in its wetness N N
and healing
The image of violent water and the
stages of fight and incitement till the N X
pleasure of victory is reached over the
occurrence of universal anger
The image of fire_mixed with water; N N
wine
The image of the mixing of water with N N

the earth to create metal

The poetic image of water between Jahilt and Andalousian (No. 8)

We can see from the table above that similarities between the images in the analysis of

Bachelard and the images in the Jahili era, according to the selected material, occur more

frequently; similarities shared with the Andalusian era occur in fewer images — the image of
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the flood, the image of cameleer singing, the image of the wooden coffin (howdah), and the
image of victory over universal anger. The Jahili poet lacked the image of universal narcissism
and the milky image. This means that an understanding exists more between the pre-Islamic
Arabian imagination of Jahilt and the Western imagination as presented by Bachelard. Perhaps
this could be because both of these awarenesses were not influenced by Islam, with the survival

of symmetry and approach between the Andalusian and Western imagination.

15. The convergence that has been found in the study in the Eastern imagination of the
Jahili and Andalusian eras and the Western imagination, as represented by the material
provided by Bachelard, establishes a positive outlook towards the possibility of co-existence
between the two cultures, while maintaining the privacy and integrity of both cultures. It is this
privacy that carries a variable value according to societal changes over time. This leads us to
the question of why there is this convergence and such similarities. Was it the cultural
connection between the Andalusian and the Western cultures, which co-existed for more than
eight hundred years, that allowed us to claim a deep vulnerability left by the Andalusians in
European consciousness in general? | tend to place this cause. In the same word, the cultural
bridge between West and East through the Islamic Andalousian period has succeed to give
people in both sides an opportunity to exchange some of there life’s aspects and knowledge.
This type of connection has built up gradually through learning the Arabic language, scinces
and tradditions. Of course all these aspects are full of people thought and consciousness. So, it

is expected to affect the imagination as much as the real life.

16. The shared aspects of nature between the Andalusian environment and the rest of
Europe led to the apparent convergence related to the image of water in the imagination of both
cultures. At the same time, European consciousness was affected in some way by the period of
al-Andalus, which was the cultural mode in most of Spain and Portugal and a large complex of
different cultures between East and West. The communication between European and
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Andalusian cultures over long periods of time cannot be ignored, and produced a profound
convergence. Andalusian poetry as it is known here came into existence earlier than most of
the European poetry chosen by Bachelard, and it is present in extensions of cultural and inter-
generational aspects, even if many of them have been erased; the proof for this claim is in
reading the poetic image, as we have seen. Hence it can be said that human consciousness in
this region was in a state of constant cross-fertilization, and that this cross-fertilization and
communication appear in the products of human imagination as realised in human

consciousness, including, as discussed here, the imagery of the phenomenon of water.

17. It can be assured that there is no complete discontinuity among the human
imaginations, no matter how different the effects of religion and environment have been; this
is proven by the similarity of human consciousness among fellow humans and how that
similarity is manifest through cosmic materials and human perceptions of those materials

through the imagination.

18. Water forms an archetype considered as a phenomenon that is transfered by
mythical extension among diverse civilizations, even if opposed by religion or environmental
change; one archetypal image may be displaced by new cultural images or images that rebel

against this authority.

Through all of the above, it can be said that this proves the hypothesis of the study,
which states that cross-fertilization between the Arabian and Western imagination did indeed
occur. The Islamic religion is also seen to have had a deep and lasting impact on Arab
consciousness, particularly that of Arab poets, as did the nature of their geographical
environment. Both of these elements clearly changed the phenomenon of the poetic imagery of

water in Jahilt and Andalusian poetry.
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Chapter 6
Conclusion

6.0 Introduction

In this thesis, the researcher focused on the image of water in classical Arabic poetry.
The Jahilt and Andalusian periods were chosen for a comparative study of the topic. She

adopted Gaston Bachelard’s phenomenological approach for the analysis.

This last chapter includes four sections: the first section is to clarify the validity of the
hypothesis’ value as suggested by the researcher in the first chapter of the study (See Chapter
1, p. 6). The second section further clarifies the results of the study. In the third section, some

guidance is shown then the fourth section offers suggestions for future studies.

6.1 Review of Proposal Hypotheses

The researcher will here try to provide a review of the hypothesis presented at the

beginning of the study.

The hypothesis of this thesis is based on the application of Gaston Bachelard’s
phenomenological method to the analysis of the poetic image of water between the Jahilt and
Andalusian eras; it is hoped that this has provided common ground between the East and West.
She shows how religion, culture and the natural environment have affected human imagination
and consciousness. Evidence of this hypothesis has been shown in Chapter Five through

analysis.

She also attests that the absence of studies of the poetic image of water in contemporary

studies represent a missed opportunity to understand the poetic image of water. This is a deep,
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highly abstract subject, which requires good knowledge of the concept of the Arabic poetic

image and the environment in which the examples are located.

The study hypothesised that the movement of the archetype of the image of water in
classical Arabic poetry from the Jahili to the Andalusian era was affected by Islam, culture and
the natural environment. This suggests that archetypical images are influenced by religion and
vary by culture. It also predicted that some archetypes could be displaced or completely

cancelled.

Furthermore, the study took into consideration that the analysis presented by Bachelard
on the poetic image of water, in accordance with the European Literature, will find similarity
with some poetic images of water that the study will analyses; this is what was also explained

in Chapter Five.

The researcher expected to face some problems in applying Bachelard’s
phenomenological approach to the selected data; this is because no previous study has applied

this approach to such data, as far as the researcher knows.

The study also predicted that the archetypical image of water, as one element out of the
four elements of nature, is a frequent and rich image in the Jahili and Andalusian eras. It differs
across these periods in some aspects due to the impact of Islam on some of the archetypes, as

we saw in Chapter Five.

Additionally, it turned out in the hypothesis that there are archetypes that retained their
strength in the Andalusian period and remained in their Jahili form despite the religious

authority exerted on them.

In general, addressing the poetic image of water according to the phenomenological

approach to Bachelard succeeded in freeing the poetic image of water from the traditional
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interpretation, which previously dominated most studies of poetic imagery in old Arabic

poetry, as we saw in Chapter Three.

Moreover, this study claims to have presented a model to apply phenomenology — a
recently developed Western approach — to classical Arabic data. This broadened the boundaries
of the study, freeing it from traditional readings of Arab heritage and revisiting the subject
matter from the perspective of contemporary consciousness. This study hopes to encourage

future researchers to adopt the same approach in textual analysis.

6.2 Conclusion

In general, the poetic image of water can be one of the most exciting and stimulating
topics for study in literature in general, as well as in classical Arabic literature in particular.
The researcher has found during her work teaching ancient and modern literary criticism of
Arabic and Jahilt and Andalusian literature at King Abdul Aziz University in Jeddah that there
is a need to reconsider the understanding of the poetic image in Arabic heritage in general,
especially the image of water. Very few studies have focused on the image of water in classical

poetry, as we saw in the third chapter.

The researcher was also convinced that sticking to the usual critical approaches in this
analysis and ignoring the phenomenological approach would bypass a great opportunity to get
close to the heritage of classical Arabic texts. Phenomenology is one of the approaches that
encourages thinking and liberation from the influence of the usual and the traditional®%®, as we

have seen in Chapter Four. In addition, it can be claimed that choosing the phenomenological

308 phenomenology is not acceptable in some Islamic traditional philosophies because it contradicts the
traditional rules. It liberates the reader’s imagination in order to interpret heritage texts. For example, Al-
Qurashi, Fahd (2012) from Saudi Arabia strongly criticises Hasan Hanafi because the latter used of the
phenomenological method of Figh and Taswwuf’s studies.
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approach of Gaston Bachelard specifically introduced a new level of awareness to the
researcher, not limited and restricted to traditional narrow methodology; it was a flexible
approach and can range take advantage of other approaches such as the psychological

approach.

In conclusion, the analysis of the poetic image of water between the Jahili and
Andalusian eras presented a model of the evolution and change of human consciousness as
influenced by religion, culture and geographic change. This was achieved by demonstrating
the similarities, differences and communication between the poetic image of water in al-Jahili
and Andalusian texts on one side, and between the poetic images of water as provided by

Bachelard, as patterns for it from the other.

6.3 Recommendations

Following the analysis of the selected samples, the researcher makes the following

recommendations:

1. The study of the poetic image of water in classical Arabic poetry should be given
greater attention, which will contribute dramatically to the enrichment of literary criticism and

the study of Arabic literature.

2. The study of poetry and the poetic image in general requires deep knowledge from
the student of the nature of the emergence of the term (poetic image) and all of the concepts

related to it such as metaphors, symbols and myths, and its impact on the understanding of it.

3. All students of classical Arabic literature must be aware of the nature of Arab culture

pre-Islam and post-Islam periods.
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4. Students of Arabic literature must try to abandon the trace analysis that has stuck to
the old poetic image of water in classical Arabic poetry, and prevent themselves from repeating
the usual approaches in its study, such as the psychological and structural approach. Instead

they must develop new insights in the understanding of ancient Arabic poetry.

5. Typical judgments on the Arabian character, as propagated by the media and politics,
fosters the notion of intellectual estrangement between Arabs and Westerners. This study,
however, demonstrates that this idea is wrong and that humans remain human regardless of

their circumstances. There are always commonalities and communication between humans.

7. Finally, this study hopes to have provided a good model for understanding the poetic
image in the Arabic heritage, and hopes that other studies will continue on the same path and

examine the Arabic heritage more liberally.

6.4 Suggestions for Further Research

Other studies related to this study might include:

1. Expanding the idea of the present study through the application of Bachelard’s
phenomenological approach to the study of the poetic image of water at other periods of Arab

literary history, such as the era of Islam, the Abbasid era, and the Mamliki era.

2. Examining the phenomenon of the poetic image with regard to the other cosmic

elements earth, air and fire.

3. Studying the image of water in modern Arabic poetry and examining the extent to

which this has been influenced by stereotypical water images in classical Arabic poetry.
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4. Finally, other studies might offer a comparison of the poetic image of the four
elements between Western poets and contemporary Arabian poets to measure cultural and

intellectual exchanges in contemporary human consciousness.
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