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ABSTRACT

This article is part of the bigger project of myDPkhesis which investigates the influence of théi&r war
poetry of the twentieth century on the developnankragi poetry in the century/Plymouth Universityd. The article
examines the influences of British poetry on theellgpment of the forms of poetry in Iraq after ®econd World War.
The aim is to shed the light on the creation of thed product’ or the Iraqgi poetry that shows thdluences of the
translated British poetry or the ‘second produethich was written in prose for it is almost impdnsito transfer the
rhyme and rhythm of poetry from one language tal@mo Those who translated the poetry where als@ibneers of the
major formal revolution in Arabic poetry and thegng also influenced by the ‘first product’ whichtie Poetry written in
English language and its modern free forms. T.I®t & one of the main influences that initiatée tmassive changes in
the form of writing Arabic poetry which for the girtime was written in the free verse form. Thetpoef BadrShakir Al
Sayyab (1926-1964), the Iraqi poet and the celelirptince of the free verse movement in Arabic pypethows these
influence and sample of his poems are analyzekisratticle to reveal the influences of the poetiyf. S. Eliot and Edith

Sitwell on his poetry.

KEYWORDS: Al Sayyab, Free Verse, Iraqi Poetry, War Poetrybie Poetry, T. S. Eliot, Edith Sitwell, Third Pred,
Poetry Forms, Poetry Translations, Modernism, Mod&wetry, WII, Post-WII, Iran-Irag War 1980s

INTRODUCTION

The revolutionary spirit that dominates the wrigngf the young poets shows the impact of the evehish
followed World War 1l in Irag. The country becamesatural sponge absorbing all the resources wfeated different
cultures coming from the Western world. Iraqgi itgetuals found themselves surrounded by an envierafter World
War II, which exposed them to new possibilities andfronted them with new artistic theories anelréity schools such as
Surrealism, Symbolism and Existentialism. From ragiviidual perspective they were looking for sheltethose literary
schools to find a technique that could serve tpaiticular style. The style required should providem with a means of
ambiguity and a channel by which they could pubttskir writing and which would at the same timetpob them from
the perils of this process. The translation proegsish developed was a creative act in itself. diswthe second product”
and the lifeline that brought to Iragi cultural mas the exotic symbols of the West. BadrShakirAyyah particularly
developed awareness of a new creative interteiyualihich is a translation into Arabic as descridi®dAli Al Batal
(1984: 10) who considered it to be another infleeat English poetry on the development of IragitppeBatal suggests;
in his bookThe Shadow of Cain: Between Edith Sitwell and B&tiaker Alsayyal§1984: 10), that the great role of
Edmund Wilson should be acknowledged because hedinted what Stanley Hyman called ‘the translatiothin the
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language itself'. He made it possible to read, ustded and appreciate the value of writing sucthasof Joyce and Eliot.
If this is true within the English language itsetfen translating their work into Arabic could Wase serve the purpose of

creating the mystery Iragi poets sought, as faamse in the works of Al Sayyab.

In addition to the techniques of ancient mytholagiceference this adaptation of what Hyman refersas
Wilson’s “translation within the language” enablpdets to create a technique whereby translatioBliot's lines into
Arabic could be used to provide the means of atimeeaew style mysterious or ambiguous enough Buena safe zone
of expression at a dangerous political time. Raghatia’ani believes that this is the reality ofghgrocess and Iraqi poets
started to reflect their translation of Westerarkture in their poems in a process which she tbestrin her article ‘T. S.
Eliot and BadrShakir Al Sayyab’s talent in “A Citithout Rain”, as a retranslation of the Westermrgerpart into
Arabic poetry. Through this the break with the nietibns of traditional Arabic poetry materializéor poets such as Al
Sayyab, Nazik Al Malai’ka, Baland Al Haidari anchet Arabic Writers.

The reason which drove the feelings of the Iragitpdowards the need of inevitable change is ttapiability of

the language of the traditional poetic forms togkpace with the changing world. Eliot's words spadehem directly of

the means of change and its routes:
And other withered stumps of time
Were told upon the walls; staring forms
Leaned out, leaning, hushing the room enclosed.
Footsteps shuffled on the stairs.
Under the firelight, under the brush, her hair
Spread out in fiery points
Glowed into words, then would be savagely still.
(Eliot The Waste Landited in North ed. 2001: 9)

The translation of these lines into Arabic desaibedull reality and static forms hanging on gloowslls and
enclosed in a withered room. The implication of tbiage evokes communication between the poets landeglity of
what their language articulates. The lines als@riles what can be a possible solution to theseirgfdorms’ if they are
exposed to the firelight and draw the glowing woods of their ‘savagely still’ reality. SadigGohamother Iraqi critic,
suggests that such images provided Iragi poets wiitfit they were looking for ‘a new poetics ablectmfront the new
realities emerging in the area’ (Gohar: 41). Goddded that ‘Al Sayyab and the young generation @bApoets who
dominated the scene after the war found a refudeuimopean modernism, particularly the poetry ofEhench symbolists
and T. S. Eliot’ (Gohar: 41). The significance abposing this change was in its relation to theiadoand political
traditions rendered unsuitable by the global charngking place all over the world and particulanlyraq. They wanted to
challenge the conventions and transfer the new &ktesixperience to Arab and Iraqi society, des@tgnfy a difficult
confrontation with the social and literary Arab dnalgi society, as well as with the dominating ficdil authority. Eliot's
words opened a path of communication between thetspand their language. The poem’s vision, and amly its

language, represented a new daring invitation t@ leaconversation with the language in lines sichvau ought to be
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ashamed, | said, to look so antique.” The discouofsEliot’'s words deals with a woman who shouldetakore care of
herself and put some make - up on and should ét $0 old while she is still ‘thirty one’ and waitj for her husband
who has spent a long time away at war. These wadll represent a means of addressing languagméaritself and to
extricate itself from the war and revolutionary lityain order to adapt itself to a new contemporaeglity. The word
language in Arabic is feminine. This might enalble tonversation between Lil and her friend to erpreted by the Iraqi
poets as a representation of a conversation betevgmret and language instead of that with a wormathe 1980's the
poets were more daring to address language direcitly express their dissent with colloquial phrasash as ‘Hey!
Language!, take your coat off my words!" (Hattat829272). This experimental experience opened tiwr fbr more
complicated changes in the late 1970s and 1980sthét beginning of the Iran-lraq War. The war tgdtbrmed different
challenges and the poets’ experience was direotedrtls a more fascinating form of what is now chllee prose poem

which was and continues to be a controversial igsdgabic poetry.

However this experimentation did not start as aaim@rocess of change but as a ‘wave of rage’, asdih
described it in 1972, and a deep analysis of thet®vie generations who represented the reality efptbst-World War

One world as well as that after World War Two:

The generation that followed WW!I was characteribgdits deep understanding of organization. Somé¢hef
revolutionary movements proved this direction tagacontrol and guidance true, and were able taeaehjreat victories
in the field of politics and ideology...WWII helped split the capitalist sea, and the invisible dep#s clear with all its
filthy residue.... here poetry was everywhere and warforming its role in the singing during theeimational holy
march... The Arab people are not isolated anymorehallrevolutionary tributaries in the world areetited to them and

now driving them to rage....(Hussein Mardan ‘The ygpumodern poetry movement’ 1972, Taher 2010: 188-89)

The revolutionary tributaries fed the new movemémthe Arab world. The impulse of rage causedhsyWorld

Wars reached the Middle East and was driving petupkct by starting their own cultural revolutichdapting Western
models which are not only different in languaget also different in culture was not only a techmdout an aim. It
appears in Al Sayyab’s poems as a sign of cregtinitl dissent. The use of foreign references arttiotogy is attractive
and takes the reader to a new dimension of moéemmblogical imagery of faraway lands and strangees. The type of
the new poetry urged readers to use their imaginati its full power to visualize a wider world aadnodern sensibility.
At the same time it served the purpose of Iragitgoe produce mysterious or ambiguous pieces dingrihat invite an
effort at interpretation because at that pointrtieysterious feature was part of the pleasure aflirgy poetry in a new
rhythm.

Badr Shaker Al Sayyab, the acknowledged princenhisf iInovement, was born in 1926 in a small villagéec
Jekor, south of Basra in IrdqAl Sayyab finished his education in Baghdad aradgated from the Higher Teachers’
Training College of Baghdad in 1948. He was disedssom teaching for his membership in the Iragim@aunist Party
(Atwan 1997: 177). Later he published a seriesssfigs and confessions explaining his renunciatidheo Communist

Party, which were published in 1959 and collected aublished again in one book under the same ltitféas A

! Al Sayyab published the first poem that is considethe first free verse poem in Arabic poetry. ldwer it is still
debated as to who wrote the first free verse, Aly8h or Nazik Al Mala’ika, an Iraqi poetess and @fi¢he pioneers of
the free verse movement in Arabic poetry, who plsiolished poems in free verse form around the sangeand was
later one of the traditionalist opposition to thege poem in Iraqi literature.
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Communis(2007). He is considered one of the great icon&rabic literature for his experimental literary tke which
represented the free verse movement of modern &gad@try. Al Sayyab visited the United Kingdom fbe first time in
1962 for a translation course at Durham Univerglywan Al Arab 2006). In his thirties, Al Sayyab fiered a
degenerative nervous disorder and died young ammbuerty in a hospital in Al Kuwait in 1964ln 1955 Al Sayyab
published his translation of 20 poems by 20 paets fdifferent Western nationalities including Eliabrca, Ezra Pound,
Stephen Spender and Edith Sitwell in 8sected Poems of Modern World Pogfr955). Eliot'sThe Waste Lan{i1922)
was one of the profound influences among these paam later on appeared to influence his writirgytipularly the
‘Rain Song’(1969) and many other poerh€&dith Sitwell's ‘Three Poems of the Atomic Age’9d7) was another
profound influence, consisting of ‘Dirge for the W&unrise’, ‘The Canticle of the Rose.’, and ‘THea8ow of Cain,’ to
which Al Sayyab published his Arabic counterparaih of Peace’ (1951) with a second song which hadsame title
‘The Shadow of Cair’. The footnotes to the poems, added by Al Sayyatsélimexplain some of the terms in them. In
addition to the poet’s country of birth were a fexierences saying that these terms demonstraiefthences of Western
modernist style (Al Sayyab 1947: 69).

The publication of Al Sayyab’s translations insgir@n aggressive reaction from the cultural and gowental
authorities in Iraq. In fact, Al Sayyab was accusétranslating for Western Fascists such as Eptné& and those who
were believed to have worked for the Western ligtetice services such as Spender (Ahmed 2012). vildssonly the tip
of the iceberg in the battle between the traditisteand the innovators. However nothing seemegetable to stop the
pioneers from modernizing Arabic poetry and bregkthe traditional restrictions of the classical ‘Adi forms to
exchange the symmetrical couplet of the Amudi pofetr freely arranged lines of shortened feet. Tharked the start of
what Jabra calls ‘the war of words’ which ‘had stdrover fifty years ago in London with the Imagjstho included T. E.
Hulme, Ezra Pound and T. S. Eliot, [and by the E)%8ged again in the three capitals of Arabicingit Beirut, Cairo
and Baghdad. By analogy, it was difficult to see tbbels destroyed’ (Jabra 1971:82).

Eliot is known by Arab poets as an Anglo-Americasepp He was born in St Louis, Missouri in America i
September 1888. In 1910 he started a tour of Eurageding Paris and London as part of his acadategree. However
he did not settle in London until the summer of 439then he started his doctoral degree at Mertore@e| Oxford
(Cooper 2006: 1-5). Jabra (1971: 81) suggeststheimpact of Eliot's writings on the revolutiogafArab free verse
movement was ‘eruptive and insistent’. This waslsopelieves, because these young poets were &refeont of the
formal conflict in Arabic poetry as the pioneerstbé free verse movement. Eliot represented arfagon for them
because he provided the best equation of interabitween the new dynamics and tradition. Theilscimus interest not
to appear as ungrateful writers towards their matidegacy and heritage was an insistent urge 4Ja®v1: 81). For this
reason Eliot’s works, particularlyhe Waste Lang@rovided them with the necessary new techniquedyding a sense of

history concerning the new form of poetry. Al Sayyaas the first among those who introduced intéonat mythology

2 A statue of Al Sayyab is erected in the city obBain the south of Iraq and is considered onésahain cultural
features.

3 Eliot's poemThe Waste Landas translated into Arabic several times and bgise writers and translators including
Mohammad Abdul Hai, LuwisAwad and Yousif Al Khal§dul Hai 1979: 129-130).

“Al Sayyab translated Sitwell’s poems into Arabid gnublished them in a collection Poems of the AtAge: Edith
Sitwell. (no date or place are known for this pedion they could have been published separatditenary journals and
later collected in one volume).
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into his poems. Mardan (1970) believes that itas insensible to think of Al Sayyab as the firsbek The seeds of
rebellion appeared decades before him and the pibeeers, but it was they who were its midwives] brought it to the

light. ‘We had then a great shortage of the tealesgpf expression,” Mardan commented:

The ready forms and dictionary words and the dicthlip of the strict rhyme limited our initial crtee
innovation. From another side we were exposed tor@ent of waves and topics abounding in Iragi egciin the
1940s...we needed new tools. We challenged, revalgednst, and broke the academic style....What helgedas the
wind of modernity that came from European literatts remove the ruins from the crossroads, soviatould walk on
open roads (Mardan ‘The Pioneers in Our Modernriyok®70, Taher 2010: 154).

Rainey reminds his readers thatModernism in thetWad flourished at least forty years before 19&&ed in
North ed. 2001:90-91). It seems that this is aentibn on what happened in the West a few decaefesebthe Iraqi poets
started their experiments in free poetic form.Gqli&99) points out that the image of the waste iatmdduced in Eliot's
poem represented a salvation to the young Iragispaed provided them with the fragmented imageheirtown broken
city, which they needed to reflect their own raalih particular, the image of the ‘Unreal city’ ntened before and its
reflection in the small spaces in Baghdad streésravthese poets created for themselves a realiah to practice their
formal experiments. The series of images Al Sayy&ated in his poems imaginatively motivates ttalee to visualize
an open space and a connection with other resoafdastory. They are meant to motivate a particel@otional reaction
that is intended to shock the surrounding dullitgal his sense of a link with world history proeid another dimension
through which to avoid the traditionalists’ crisan. The poems are structured with a cosmopolitinsitin of fascinating
mythology as well as realistic simple connectiorithwnodern life where change is the only constaatlity. Their
fascination with such adaptation of myths left tfalitionalists bewildered by these new techniqlre#\l Sayyab’s poem
‘The Sinbad City’, he creates an unreal city tdemf his illusions of a modern city experiencing tthanging of the

seasons in an interaction similar to Eliot's ‘Therial of The Dead”:
Hey Spring®®
Hey Spring what is it with you?
You came without rain
Without roses,
Without fruits,
Your end was like your beginning
Wrapped with dark blood...
(Al Sayyab ‘The Sinbad City’, 1969: 137-138)

Like Eliot, Al Sayyab set the short rhythmical pbga in a form of conversation with inanimate peatiaad
figures such as the seasons of the year. Al Sagyabrds boldly present surprise and question imtdimes and leave the

reaction to the reader, together with any conchsi@lthough spring is a season of joy, this titnie dull because, unlike

® April is the month which represents Spring in Iragjture ; both words are used mutually to repnesige same thing.
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any other spring, it did not bring new changes pyful excitement. The lines like those presentedEliot's poem are
short and break up Arabic meters into unidentifiegths where only the poet can control the nundieneasures he
needs to finish his sentence. Like Eliot, Al Sayylabn moved to describe summer and link the evatsfollowed the

Nationalist (most of them Ba’athist) military reutibn in 1963 to mythological allusions of anciénaty:
Summer came to us with black clouds
Its day is just troubles,
We stay awake in its night to count the stars,
Until the spikes
Are ripe to be harvested
The scythe sang
And the threshing floor covered the ravines,
The hungry imagined it was the goddess of the roses
shtaP,
Brought back the captive to the mortals,
And crowned his forehead with the fruits,
The hungry imagined the Messiah’s shoulder tookyativa coffin rock
And he walked again to resurrect life from the tomb
And heal the leper and bring back vision?
Who loosened the wolves’ collars?
Who watered from the mirage?
And hid the epidemic in the rain?
Death is born in the houses,
Cain is born to take life
From earth’s uterus and headwaters
To bring injustice for tomorrow.
(Al Sayyab ‘The Sinbad City’, 1969: 137-138)

The reader can directly comprehend the sense dliatdretween the good and evil powers in lifeislintroduced

® Ishtar is the Eastern Semitic Akkadian Assyriad Babylonian goddess of fertility, love, war and.sghe is a
counterpart to the Sumerian Inanna, and is theatedor the Northwest Semitic Aramean goddess fes(@Yilkinson
1998).

"My translation.
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in the powers of the goddess of war and the redemppf humanity by the Messiah. The lines also @nvith them the
militant sense Al Sayyab wants, to reflect or mareecord this period in the history of Iraq witlords such as, “black
clouds, spikes, captives, epidemic and death,itglbnjustice for tomorrow.” These images were agait straightforward
but more of an interpretation of Eliot's use of hgibgy in an Eastern style. Al Sayyab here is miy oeflecting the use
of myth but also communicating the journey Eli@icies in the ‘Burial of the Dead’, an apocalyptiarsé for the Savior,
‘the Messiah’, only to find him dead on the cros#l Sayyab adapted what Deyoung (1998: 203) ddilst’'s dramatic

monologue to communicate a recurring human cng@ss that are repeated and humans that fail to léer lessons. He
recalled humanity’s first sin and man'’s first fejoin the image of Cain’s sin, in the last lines.

Al Sayyab anxiously wanted to express his frugiratvith the endless state of war in Iraq and thebAgountries
after WWII. He adapted this dramatic monologue agai a similar description to that of the visiohtbe illusions of
Eliot's Prufrock of a man in Hiroshima in the Redo€s hospital suffering from syphilis which filldds mind with

illusions during the time when US forces droppesldtomic bomb on the city:
What do those black eyes want from a man
Who picked up the roses of sins until he met thé?n a
Roses on my fevered body, which | pick up
To make a bouquet of the wounds that are burning.
The roses | take care of for Tammuz then | giventie him
In the darkness of the underwofld.
Or is it Eve’s serpent, rewarding me with apples
While with apples, he seduced her yestertiay.
(Al Sayyab ‘Realities like lllusions’, 1969: 44-45)

The length of the lines expresses the mournindgh@fpoet for these historical symbols or the daronadif their
modern representations. In Western Modernism, Rasuggests, ‘The modernists were obsessed witloriisThey
mourned it and damned it, contested it as tenagiass Jacob wrestling with the image of God: “IIwibt let thee go,
except thou bless me™ (Raineyhe Prince of Modernism: Publishing The Waste L&bh8®91)cited in North 2001:90).
Like the Western modernists, Iragi poets were feged with history, and they were looking for a roye that could
reconcile their relation to their own history. Tefare Al Sayyab’s generation wanted to adapt histgra useful resource

of symbols for their imagism.

During World War II, Arab intellectuals were intsted in Marxism, which was Al Sayyab’s first idegical
interest (Atwan 1997: 177). Information about theviSt regime was also made available in the cultcapitals of the
Middle East. Later, the call of the Communist Pddy freedom and equality secured its position agnbaqi writers,

particularly the young poets. However, the Nati@talwere already at war with the British forces avere in control of

#Tammuz (Hebrew) is the name of a Sumerian godad find vegetation, also worshiped in the later Metmian states
of Akkad, Assyria and Babylonia.
My translation.

| Impact Factor(JCC): 1.7843 This article can be downloaded fromwww.impactjournals.us




| 18 Adhraa A. Naser |

Irag from 1941 (Badawi 1975:21). Badawi argue$ bigdore the modern renaissance, which he belieadsstarted by the
eighteenth century; Arab intellectuals had not ew&st European languages. However, with the greatla@ment of the
Western powers in the Middle East they started watyl to acquire these languages in many ways host glaringly on
the battlefield’ a matter, which Badawi believesctx the Arab elites to abandon their ‘illusionsedf-sufficiency and
redirect their energies towards far-reaching refofar which acquaintance with the achievementshd West' has been

and to a large extent remains essential’ (Badawb193).

However, as Jabra pointed out, most of the inflaerigefore World War Il came from French and Eurapea
writers, who dominated the Arabic cultural scenghsas Baudelaire and his influence. It was aierld War 1l that
Arab, and particularly Iraqi, poets started to depamore interest in ‘Anglo-Saxon’ writers suchE®t (Jabra 1971: ).
Jabra suggests that ‘perhaps only the war couldjt@bout such a feeling of cosmic catastropheyioueng man of Eliot's
age then, but here was a transcendence of thenaétsothe universal, and a myth was a necessatgratiucture for the
poem'’s scope’ (Jabra 1971: 83). This transcend&noethe personal to the universal of the youngtHl reaction to the
Great War was no less than the reaction of the gdragi poets who were under the influence of thasequences of
those wars in the West. Eliot helped those yourgfpto make cunning use of a resourceful technieyhé&ch employed
variety and surprise as the skills needed for mgitboetry and not only the mastery of languageteaditional rhetorical

forms

Until 1950, nothing could be more unlike Arabic prgethan "The Wasteland": the endless juxtaposgjdhe
sudden jumps, the parodies, the quotations anbedatie misquotations, the mixture of the sublime e ridiculous, the
use of different languages, free verse, rhymedeyahe fusion of St. Augustine and Buddha, of Datd Webster, the
high-flown eloquence and the music-hall languabe, Risher King and the Hanged God, Tiresias andsJasEmmaus
and Phlebas the Phoenician, the "Unreal City" dned"falling towers" a veritable orchestration oflv& and symbolic

means, all previously quite unknown in Arabic pgefdabra 1971:84).

The reaction to Eliot'SThe Waste Landptimized the revolutionary spirit in the writerdo held the seeds of
change and needed a spark to ignite the cultueseswith their innovations. Batal (1984:71) qudtesiraqi poet Baland
Al Haidari speaking, lamenting Al Sayyab after t&ath, saying:

We were not 20 yet; the world was declining witle tiouches of the war ruins and its influences. &heere
many calls speaking to us through the ruins of Rermm the form of poetry and prose, and storids [poetry, that
included a revolution and anger, it included thharggeness and the excitement which attracted tentamn.... Some days
later we were escaping from our silence, or ouicgdtion of a silent night, to a house of a frigondisten to the voices of
Eliot, Sitwell and Dylan Thomas until very lateraght, Badr always insisted that we have to ligesitwell again, and
the record rolls again and again for more than &alhour, and we were trapped at the door sevierastwhile Sitwell’'s
voice still rang in our minds that consistent, rowgice- rolling on the record’s internal rings (&ad Al Haidari quoted
in Batal 1984: 71).

For the first time, these young poets were readimd listening to Eliot saying ‘Speak to me. Whyydo never
speak? Speak. What are you thinking of? What thigfkiWwhat? | never know what you are thinking. THitiEliot The
Waste LandNorth 2001: 1). Their reaction to these words was no less thaifbstern writers’ reaction in the 1920s. Al

Sayyab wrote in his poem ‘To The Beauty of The &&léfrom his second poetry collectidtiowers and Mythd 950):
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‘Let “The Waste Land” plant on the top of the sddrsits cactuses; we will fill tomorrow’s world thi Jasmine’ (Al
Sayyab, Batal 1984: 72). Although Al Sayyab did admit this influence until 1934 after he had dissociated himself
from the Iragi communist party, these lines stokezl flames of revolution in poetry and in the attwarld as well. Al
Sayyab commented on his attraction to Eliot's pgetaying: ‘I like Thomas Eliot, but [am] no monefluenced by his
style’ (Al Sayyab quoted in Ahmed, A. 2012. Badrgh#&l Sayyab The Sound of the Poet Translator... Maxist who
Became DeviantThe Third Poweilhe Gate of Poetry and Literature). Ali (1978:5@ues that this was not the case and
that Al Sayyab did not express his admiration abt& works publicly, because of his revolutionawarxist tendencies.
However when he published his translation collectio 1955, he commented on the criticism he reckifar these
translations, saying that he was not a Marxist amgnso why should they judge his behaviour on Margrinciples and
accuse him of deviation. Al Sayyab made it cleat te made his selection of the poems for trasidirst, and that he
chose the ones that featured a high public huméanitapirit (Ahmed 2012). Al Sayyab’s own poetoflectionThe Rain
Song(1969) shows Eliot’s influence on his choice of gaa. Reading Eliot’s recurring lines in ‘What Theufider Said’

If there were water

And no rock

If there were rock

And also water

A spring

A pool among the rock

If there were the sound of water only

Not the cicada

And dry grass singing

But sound of water over a rock

Where the hermit-thrush sings in the pine trees,
Drip drop drip drop dropdropdrop,

But there is no water.

(Eliot The Waste Lanl1922), cited in North 2001: 17)

Eliot tries to delineate a picture of a dreadfubmv The heroic figure which humans are lookingifodead and
they are left alone. Their journey is intractablphen periodically. Humans are left like rocks witih water. Rain is the
hope of resurrection but there is no hope of raive bewilderment of the speaker in those linesiglifferent from those
who are suffering the dryness and harshness oinlifee mountains between the rocks. ‘He who waadiis now dead’
and ‘we who were living are now dying, with a Ettpatience’ (Eliot ‘What the Thunder Said’ from TtMaste Land,

North ed. 2001: 16). It is a process, Eliot suggemhd we will all be touched, with a little patten Among these horrible

19 Al Sayyab added a footnote identifying the poerthaspoem of the Reactionary Poet Eliot (Batal 188)
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events there is a bird singing, there is a soundatér even if there is no water; there is hopetlrer words. Eliot, like his
contemporaries, was searching for an outlet folitiie amid the declining world created by the Grétar. However, as
Eliot points out, it only led to other more sevemnflicts breaking out, such as WWiII, with subsegusontinual global
conflicts that left the Middle East, particularhag, in a continuous state of war, despite theddrile actual wars on land.
Al Sayyab, like Eliot, anticipated the results bése conflicts, and reflected these images, thowglexactly, in poems
such as ‘The Sinbad City’. However, Al Ma'ani bets, it can be read as a retranslation of Elioterp into Arabic

poetry, or at least as creative intertextuality:
As if arches of mist were drinking the clouds
Drop by drop dissolved in the rain
And the children burst into laughter in the vinel/Aowers
The rain song tickled the silence of the sparrow$rees,
Rain
Rain
Rain
The evening yawned and the clouds were still
pouring their heavy tears.
(Al Sayyab ‘The Rain Song’ (1969), cited in
Al-Muttalibi 2012: 14§*

Al Sayyab not only reflected Eliot’s vision in Higses but also wanted to make use of Eliot’s lamgudn The

Rain Song (1969 Sayyab put his lines into Arabic metrical rhythat the number of the measures was not the same as
the symmetrical couplet of the classical style Salyyab, like Eliot, used the technique of recursivayds, such as ‘rain’,
‘drop’ and ‘water’ which is not a familiar technigun Arabic poetry, except in the Saj’, which ishgmed prose form
similar to that used in the Quran’s verse, and tligcconsidered prose only and cannot be refeoeastpoetry. It was
used in Arabic prose literature such as @ Thousand and One Nigh®hat Al Sayyab was looking for, as he points
out, is a line that is able to reflect a public lanitarian image. This image can touch on the simm@e who is suffering
the consequences of political decisions as wetlrathe flow of Western philosophy into Arabic cu#éwafter World War

Il. Language and poetry should not be confinecht high cultural elite, Al Sayyab believed. To tecfiee verse is to
create a new culture, where the expression ofdhecasiveness of life is possible and not an infassvaxtion. Iraqi people
by the 1950s had been involved in two World Warsids time for them to ‘speak’ about it and shaeewars’ misery and
the post - war degradation. Al Sayyab, at this peias expressing Eliot’s transcendence from whateisonal to the
universal from the sense of war as national ctisishe understanding of war as an internationabajltrife. Hence,
Eliot's language, like his experience, featured\irBayyab’s poems as much as Sitwell's ‘Shadow ainCechoes in his

poetry. Eliot's poetry provided Al Sayyab and hisngration with the means and the ideas to achieftew@amental

"The Rain Song’ is translated by the editor Khulgddviutalibi.
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revolution in Iraq’s history, and brought Modernismiraqi literature.

Al Sayyab skillfully adapted Eliot's techniques aintages, such as the singing birds, trees and watkfferent
shapes, drops and rain. The lines sound cheerfoltheir hope and rain, and then the rain is deedrias the result of the
heavy tears of the clouds, to ensure for the retlidesame impression Eliot’s reader receives fitwa Waste Land’knes.
Moreover, Al Sayyab, like Eliot, used the imageh# rain and winter as the means of washing awayang’ pains and of

bringing peace:
Winter kept us warm, covering
Earth in forgetful snow, feeding
A little life with dried tubers.
(Eliot The Waste LanlL922), cited in North 2001: 5)
In Al Sayyab’s words:
Do you know what sorrows the rain can prompt?
And how gutters sob when it pours down?
Do you know how lost a lonely person feels in thiar
Endlessly like bloodshed, the hungry, love, chidaad the dead
It is the rain.
(Al Sayyab ‘The Rain Song’ (1969), cited in
Al-Muttalibi 2012: 15)

Winter for Al Sayyab is different from that desaibby Eliot. Snow is replaced by rdBoth forms of weather
cover the city and its features. Though both imagessupposed to describe a peaceful atmospheserafiect a gloomy
reality and the suffering of the innocent. Thisfpumd influence appears in the Iragi context, wheoetry was made
available and comprehensible for everyone in sirffgaiguage that does not glorify history but modutssnfluence on the
present.

Ali (1978) suggests that it was myth which was ativa factor in Eliot's poetry and which was attige to Al
Sayyab. As much as myths are related to the acadstdy of history they are also related to thepsntistorical details
of people’s daily lives. They enable Al Sayyab taimrnunicate with his inner needs and purposes atid tive same
aspects in his readers’ human nature and its delptivas more than welcomed in the poetry of Al'B#y, especially as he
relied on the legacy of myths available from antieaqi history. His poems included several exampé references to

those myths, including the ancient gods and go@dessch as the aforementioned Tammuz and I5htar:

raq is characterized by a hot arid climate withtsopical influences. Winter might bring some raihfHowever it is not
expected to snow except on rare occasions in titbara region.

13 Tammuz God of vegetation and food, Ishtar or lan@oddess of love and war who represented theicoofllife and
death in ancient Sumerian and Babylonian myths
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The reasons which led Al Sayyab to adapt myth snploietry are similar to the reasons which led Ebaddapt it
in his poetry. Badr meets the poets of his germmati using the myth to interpret the crisis of modman and re-evaluate
human experience in the light of a present weightétl the problem of civilization...Eliot's poetry pposes a similar
reason to resort to myth and discover it as theamodeality’s reaction towards a perished pasetmnnect man to the
springs of liveliness and joy (Abbas 1972: 188-190)

However, Al Sayyab did not only use ancient Iragtimlogy. He translated Eliot's myths and retrateslathem

into poetry:
Madame Sosostris, famous clairvoyant,
Had a bad cold, nevertheless
Is known to be the wisest woman in Europe,
With a wicked pack of cards. Here, said she,
Is your card, the drowned Phoenician Sailor,
(Those are pearls that were his eyes. Ld8k!)
(Eliot The Waste Land (1922), cited in North 206}
This material appears in Al Sayyab’s intertextuaistruction:
The Goddess of Iron, Copper and Destruction,
Your father is the ocean sailor, who slept in theam bed
The traders sell those pearls in his eyes
And your share is the tears and the oysters
And a fierce storm of iron bolts
And that resilient jingling from faraway
For whom does it jingle, for whom “Kongaa, Kongaa"?
The gypsies decided to leave to “Granada”?
The winds become green, the brook, and the moon?
Or Christ is crucified to triumph

And his blood planted flowers in the ro¢k?

“One of the number of borrowings from Shakespedreés Tempest, 1.3., this line is from the song fhigtsAriel sings
to Ferdinand of his father’'s supposed drowningr{ihN2001: 6).

®ongaa is one of the myths of a Chinese king whoteda huge Nagosa made from gold, iron, silvercampper. But
different metals would not unite and he consult@d¢@a. She is the daughter of the ruler seer, Vlualemd thought that
metals would not unite unless mixed with the blobd virgin girl. Thus Kongaa threw herself intethuge cauldron of
smelted metals..where was the bell, which contirtoeztho Kongaa whenever it rang “Hiaa.. Kongaakaang..”
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(Al Sayyab ‘Revelation of Vukaa’, 1969: 40)

The lines of the poem are almost as long as Eliotess. Moreover, in this poem Al Sayyab extensiveses
Eliot's technique of inserting words in foreign ¢arages and adopts original myths suggested by thests to emulate
his own reality. The publisher’s notes on the pgeint out that Eliot used Ariel's song as a symbblife in his poem
The Waste Landsurviving death; however Al Sayyab changed themmggby adding ‘The traders sell those pearls & hi
eyes’ to reflect his own reality. Al Sayyab addewther myth to the images, that of Kongaa, to ctftee conflicting
political powers in Iraq. He gives these parties shape of conflicting metals that could only clatmbolts in the heart
of their people, leading them to abandon their Hantk for the city of great Arabic victories ‘Grarsadtogether with

which Al Sayyab chose to finish his lines with tiwtes from Lorca’sGypsy Ballads.

Like Eliot’s poems, Al Sayyab’s poems were publisheith textual notes to interpret the meaning ofioiss
words and symbols. Most of the notes refer bacthéooriginal text adopted, such as in the aforeroratl lines, where
the publisher directly refers to Al Sayyab’s souo€ésymbols in Eliot’'sThe Waste Landn another case the notes explain
the original story behind the mythical referencesdiin Al Sayyab’s poems. However the notes sonestido not make
things very clear to the readers as there alwagsisdo be a vague reference behind the lines astsoes happens in
Eliot's notes. A close reading of Al Sayyab’s liretables the reader to receive the impressiorAliaayyab intentionally
used this technique of sequences of related odatackimages. This technique in itself can be r@adn adaptation of
Eliot's objective correlative, which Al Ma’ani suggts Eliot used in his poems. Eliot defines thiscept as follows: ‘The
only way of expressing emotions in the form ofiany finding an objective correlative; in othernds, a set of objects, a
situation, a chain of events which shall be thenida of that particular emotion; such that whenek&ernal facts, which
must terminate in sensory experience are givengethetion is immediately evoked.” (Eliot “Hamlet antis Problems”
(1919)}" Al Ma’ani suggests that AL Sayyab used this téghe to force his reader to grasp the wholenesthef
apparently disconnected images, in order to fomnntiessage conveyed by the poem.(eg) This is aitgehrwhich Loya
(1971: 196) points out, is used by Elioflihe Waste Langarticularly in ‘What The Thunder Said’ wheredilused ‘a set
of fragmented extended images which seem to bdatedebut their implications are contrived by hionconverge into a
coherent whole,” a technique which resembles wHaBadyyab did in ‘The Sinbad City’. Both Eliot's amd Sayyab’s

imagery of the changing seasons can be read asaapke of this technique.

Edith Sitwell (1887-1964) was another profounduefice on Al Sayyab’s poetry. Sitwell is an Englistet and
writer who is described as extraordinary and ecimehut one of the great figures of the first haflthe twentieth century
‘With her Saturday-night salons, and her editordfiphe journaMWheels Sitwell established herself as an enemy of the
old (specifically of the Georgian poets) and a cleeeler of the new; her own work, especi&bcade first performed in
1923, reinforced this impression.’” (Cooke 2011)e3é revolutionary features in both the writing @8Il and in her
character made her one of the main attraction&irfab and particularly Iragi poets. If Eliot repragethe influence of the
freedom of form and creative style, Sitwell représehe influence of the revolutionary vision araspwar subversion.
Batal (1984: 9) argues that traces of ‘The Shadbdwain’ can be detected in most of Al Sayyab’s meefrom the

moment he read Sitwell's poem early in his lifeiluthte last poems he wrote in hospital before heddirhis includes his

My translation.
Cited in J. A. Cuddon’s Dictionary of Literary Tesppage 647.
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most famous poem the ‘Rain Song’ which revealstaofoEliot’s influences but the title also indicat¢he impact of

Sitwell's song poems.

Any study of Al Sayyab’s poem ‘The Shadow of Cgih952), Batal (1984: 10) added, is not only a statlthe
translated modern symbols in his poetry but algosudy of a retranslation of the translation witthie language itself.
Here Batal refers to the long process of interpictathat took place inside the mind of a poet sashAl Sayyab. It
involves the ‘formation of images and symbols ir tmind of the writer within a huge space of knowledand
understanding of cultures’ (Batal 1984: 11). Ithe creation of an experimental science in liteetuhose study should
include ‘literary criticism, art/literature histognd comparative literature, besides anthropology raatural sciences and

history and experimental sciences, to conclude thighiterary analysis of these literary works’ (@al984: 12).

Critics, such as Mary Teresa (1967: 35-40) sugtpedtthe later poems of Edith Sitwell show more urigt and
are able to convey ‘experiences of tragic grandaarintensity’. This, Mary Teresa points out, cooddrelated to the deep
influence of Christianity on her ‘themes, symboliamd imagery’ (1967: 35-40). In her poem “Lullaltyis influence is
‘implied rather than explicit’, Teresa believes.eTpoem introduces comments on the irony of waritndevastation for

the youth and the children:
Though the world has slipped and gone
Sounds my loud discordant cry
Like the steel bird’s song on high:
Still one thing is left-the Bone!”
Then out danced the Babioun.
She sat in the hollow of the sea-
A socket whence the eye’s put out-
She sang to the child a lullaby
(The steel bird’s nest was thereabdfit.)
(Edith Sitwell “Lullaby” cited in Reeds 1944)

Sitwell presents a scene from the war where thénenadf the child is killed and he is left with tBabioun that
helped comfort him and sing him a lullaby. Sitwsliggests that humans cannot descend further thdack the
compassion of the animals towards one anotherwidrkel, Sitwell says ‘has slipped and gone’ and thiaothing to feel
sorry about. It is filled with meaninglessness andly nature can provide comfort to the innocent husmsymbolized by
the child. This symbolism is one of the main atiats of Al Sayyab to Sitwell’s poems. Her imagé&yosmopolitan and
at the same time she provides the reader withgheesto articulate the symbols of her poems. Tfieeince of these lines
on Al Sayyab was more than just the provision ofeans of articulation ; he added a note to his pdra Revelation of

Vukaa” informing the reader that he ‘almost litéyalquoted from Sitwell’s lines: ‘they are quotedom the poem

15REED, H. 1944. The Poetry of Edith Sitwell.In: LEHMANN, J. (ed.) The Penguin New Writing.England: Penguin Books)
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“Lullaby” by the English poet Edith Sitwell in whicthe Babioun sits in the depth of the river tokrtiee cradle of the
human child- whose mother was killed by the sté@l-land she sings to him, becoming —she the babiaunother and an
adviser of the human child’ (Al Sayyab 1969: 41).

Sitwell’'s symbolism can be an articulation of thedarstanding that the Spring of a chaotic, horsfarld could
not result in more destruction than the scientifi@terial development of massive weapons such aattimeic bombs. The
waves of this Western scientific Spring cast tl#iadow on the Middle East and created a seriesrdficts that have
marked the reality of the Middle East until thisydAl Sayyab reinterpreted Sitwell’'s symbolism iis kdescription of the
massive effects of the atomic bomb:

A Shadow of Cain dropped its heavy darkness,
charcoal that filled the world with worry

The aggressor confronted it with his eye balls
stoking them with rising and falling flames

If it rises the whole space is filled with

angry sparks and oozes with boiling blood and sweat
And attacks from where the sun sets,

a night of black bombardment or twilight

The crawling infant wakes up,

standing on his feet, running and twisting his badth his neck
As long as he turns to be unbending

while suffocating with a fire that fuses his blugins!®
(Al Sayyab ‘The Shadow of CairQawn of Peace
1951, cited in Batal 1984: 79)

The poem is loaded with vocabulary that suggestsilidant and violent reality, such as ‘heavy darksethe
aggressors, worry, charcoal, falling flames, arggarks, boiling blood, attacks, bombardment, satiog and blue veins'.
The poem reflects a war state in a time when theattg was officially internally at peace but thesas actually both
violent revolutionary change inside the country @&ndas also involved with the general Arab warhnigrael. Al Sayyab
depicted a militant reality that dominated Iraq ahder Arab countries in the post-World War Two.érae dominating
image is the shadow of Cain which suggests man'st fin and his original violent nature. In otheoems,

‘Reimbursement’ and ‘Realities like Illusions’, tleecond and third songs respectively of the ‘Rewelaof Vukaa,’

My translation.Batal argues in his analysis of Aygab’s ‘Dawn of Peace’ that it is just a simpleeipretation of
Sitwell's poem that marked Al Sayyab’s early expental retranslation of ‘The Shadow of Cain’. Tleem failed to
serve its first purpose which is the call of pefarehe world creating an atmosphere of horror sedes of images of fire,
bloodshed and death. We should not forget,Batad@ddithat the gap between the two writers is bityvedi was enjoying
the peak of artistic maturity and encyclopedic klezlge .
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published in hisThe Rain Songollection (1969: 42-49), Al Sayyab again rec#tis shadow of Cain as a symbol of the

everlasting war:
“Cain” is still here, even if his rock is exchanged
for a sword, or his ready sword becomes fire.
And “Abel” is paid back for what he had suffered
By His Creator and with his name the nations are
paid back?®
(Al Sayyab ‘Reimbursement’, 1969: 43)

By placing the images of Cain and Abel side by sidéis poem, Al Sayyab introduced the Westerndrop
conflicting forces to the Arab world. Like Sitwethese religious or mythological symbols in Al Sais lines symbolize
the immortality and frailty of humans. It symbolizeas in Sitwell's poems, Ghani suggests, ‘a priphasion of the

modern crisis and a revelation of its significan@@hani: 13):

In “The Shadow of Cain,” Sitwell spoke of the charfgom the worship of the holy, living, life - givj gold of
the wheat to the destructive gold Dives, of thengeafrom the warmth of love that makes all men et to the state in
which men only call their fellow men ‘brothers’ order to act the part of Cain, of the migrationnwdinkind, after the
Second Fall, which took the shape of separatidiwather and brother, Abel and Cain, rich and p&irgni : 14-15)

Al Sayyab is creating the counterparts which eneullaé modern Western dualism of the conflicting moiagical
principle, the dionysian and the apollonian, thédveind the wise, the violent and the peaceful,dbalism of war and
peace itself. Al Sayyab looked back to this symifahe Shadow of Cain, and tried to communicaia &very national
crisis to reflect the destruction of war and cortribis to the myth of the first human violence amine. In his poem ‘The
Caravan of Loss’ he urges the Arabs to answer #fleo their brothers in Palestine, connecting ttteiience to Cain’s

felony:
Did you see the caravan of loss? Did you see tieigmants?
Those who are carrying on their shoulders, fromyteers’ famines
The sins of all the sinners
Those who bleed without blood
Marching backwards
To bury “Abel”, while he is a pile of mud on theoss?
“Cain where is your brother? Where is your brother?
Heaven collected its limits to shout. The starsggtmmerated to a call

“Cain, where is your brother?”

20 My translation
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“He is in the refugee camp

Tuberculosis weakens his arms, | brought him thdicagion
The hunger is Adam'’s first sin and the legacy efdoomed
(Al Sayyab ‘The Caravan of Loss’, 1969:50)

Al Batal (1984: 15) believed that Sitwell hersel@svinfluenced by Eliot’s visual sense and verbasimsuch as
that which captivated Al Sayyab in Sitwell's poetrullaby”. What attracts Al Sayyab in Sitwell’'s posris the depth of
her images and her profound expression of humagedias, particularly in wartime. Al Sayyab not omlglopted her

images in his poems but also rewrote them in a reahée intertextuality:
Despite the world having joyfully perished
The iron bird is still crossing the sky
And on the ocean bed sleeping
Your orphan child’s eye- where there is no singing
Except the Baboon’s screams ‘your food is the land,
Crawl on all fours, up and down
are the same, and life is death!’
They are the same “Genghis” and Kongaa”
Abel and Cain, Babylon and Shanghai,
Silver and iron are not the same!
Hayee Kongaa, kongaa!
(Al Sayyab ‘Revelation of Vukaa’, 1969: 41)

Al Sayyab’s notes to these lines explain that they ‘almost literally borrowed’ from Sitwell’'s poethullaby’
(Facade 1922), where the baboon sits on the o@xzhsibging for a human child whose mother wasdibig the iron bird,
whereas the baboon becomes the mother and teddher child. Al Sayyab explains to his readers:t'ttee readers of my
poem notice that there are three related charaicteny mind: the Japanese hunter, the Chinese drdwman addressing
his daughter, and Ferdinand’s father —who clainted Ariel had drowned and the baboon who chosetiean bed as a
place for the child’s mother, as in Edith Sitweljsem’ (Al Sayyab ‘notes to the ‘Revelation of Vakarhe Rain Song
1969: 41).

What created this profound influence on Al Sayyamisd is the same incentive as that behind Al Shgya
fascination with Eliot'sThe Waste Landf Eliot's poem was the mythological creationtbe post-war reality of World
War |, Batal (1984: 56) argues, then Sitwell's ‘T8bhadow of Cain’ is a symbolic religious creatidntlee reality of

destruction and human degeneration in World WaFhk wars created a spiritual crack in both wrigend resulted, it is

ZMy translation.
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suggested, in Eliot's and Sitwell’s religious corsien. Al Sayyab’s reaction to the political andtisb atmosphere of Iraq
in the post WWII period can be read as similarhat tof Eliot's and Sitwell’s. Al Sayyab did not leathose religious
influences, nor did Islam provide this space forrig@ml conversion. However, Al Sayyab spirituaiand politically
dissociated himself from his strong belief in thagi communist party in the mid-1950s to follow tRationalists for a
short while, until he completely denounced all picéil interests in 1960, a stance maintained Unigildeath in December
1964 (Batal 1984: 1 7%

Eliot and Sitwell however were not the only sourfmsAl Sayyab, the man who became a literary mossenin
himself according to the publisher’s introductianThe Rain Song1969). Al Sayyab and the pioneers of the freseer
movement were looking inquisitively for Western sms that could feed their hunger for revolutionianguage such as
that used by Garcia Lorca who was another inspmatThey were looking for a source of war poetryhtdp them
articulate the war state they were experiencingdm-war’ times. Lorca represents the revolution fiwost Iraqgi writers.
Some of the pioneers of the free poetry movemeblighed a poem with the title ‘Garcia Lorca’. Lord@ not present an
inspiration in style but an inspiration for theiwis of the revolutionary poet. Al Sayyab describies reasons why Lorca

was significant to that rising Iragi generatioreaf®VWIl in a poem entitled ‘Garcia Lorca’ (The R&@ong 1969: 23):
His Heart is a furnace
His fire feeds the hungry
And the water boils in his hell:
His flood purifies the land from the evils
His eyeballs wave a sail from the blaze
Collect the threads from the rain spindles,
And his eyes are inflamed with sparks
His green sail is like spring
The red covered with de&blood.
Like a child’s boat that ripped the book
Filled with what is inside it, with river boats,
Like Columbus’s sail in the wasteland

Like Destiny?*

2To a great extent political parties in Iraq allosta get a good view of their followers’ religiouews. For example the
communists’ existential attitudes show them wibletial tendencies; the nationalists demonstrated fong time a secular
attitude as did the Ba’athists but then changethduaddam Hussein’s regime in the 1990s to a maigious one. Other
parties were already established on religious jpies such as the Islamic Party (which represédmsSunimuslim sector)
and the Islamic Dawa [call] Party (which represe¢hesShi'a muslim sector).

% The word in Arabic Najee’a has more than one nmarit can mean blood that comes from the abdoraeme#i as the
healing treatment or medicine.

My translation.
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(Al Sayyab ‘Garcia Lorca’, 1969; 23-24)

Al Sayyab described Lorca as hell and heaven, wdipgace, stability and straying, and concludetiitbas thus
their ‘Destiny’. Al Sayyab used Lorca the poet hitfigs a symbol and not only his poetry. This cchdda reference to Al
Sayyab’s own life experience or a prophecy of hagjit death in exile. Al Sayyab lived through theggposing states
throughout his life. He experienced the heavenreédom and the hell of opposition to his writings peace of his
choices and the support of his generation agaiestviar with the politicians, traditionalists an@ tsupporters of classical
Arabic poetry. Lorca can be read here as a symbBliot himself, sailing ‘in thewasteland’, ‘his ey are inflamed with
sparks’and he is one whoSe&e feeds the hungry’. Al Sayyab here uses Lohearevolutionary to depict Eliot’s influence

on the literary revolution in Arabic poetry in thaq of the pre 1980’s Iran- Iraq war.
CONCLUSIONS

Al Sayyab articulates the vision of the Arab paethe post WWII era and the oppressive culture tgrahnical
regimes that have controlled and militarized Iragpes then. What he wanted to add to his creatigtthe vision of the
modern devastated world and the decline of civilira Most of his original and adopted lines reflde agony and pain
of the simple man in an artificial world. A commarodernist theme that fascinated him in Eliot’s &ifivell's poems is
that the world they offer in their poetry ‘is unkeand artificial, having been compounded of ased crew of words,
personalities, colors, images, histories, objeats$ ideas as can be conceived’ (Loney 1951). Thandime of dissent
initiated by Al Sayyab and his generation, throtigé translation of Western modern literature aredittiertextuality of
these models, was their greatest achievement. Ar@vation it created in the wartime era in the X8@&s sometimes
considered as being off limits and took poetry lmelydhe boundaries of poetic forms to emerge in & peosaic

formation.
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