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ABSTRACT 

Intifada Poetry: 

The First Six Months of the Palestinian Uprising 

Cynthia Lyn Jacobson 

Palestinian poetry over the past one hundred years has 

been foremost a poetry of commitment. It is proposed in 

this thesis that the poetry of the Palestinian Uprising 

(Intifada), the major topic under discussion in this work, 

marks, what could possibly be, the culmination of 

Palestinian resistance literature. 

The poetry which has been chosen for this particular 

study comes from a collection which the author gathered, and 

subsequently translated, during the first six months of the 

Palestinian Uprising. All of the poetry included appeared 

in publications published in either Israel or the Israeli-

occupied territories during this period. 

Chapter one discusses the background behind the 

Intifada. The second chapter gives a brief history of 

Palestinian poetry in general. The main body of the paper, 

chapter three, includes a translation and analysis of the 

Intifada poetry. Finally, chapter four discusses some of 

the imagery and symbolism contained in the poetry. 
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CHAPTER 1 

INTRODUCTION 

The importance of the role which poetry has played 

throughout the history of the Arab people is well known to 

scholars in the field. In pre-lslamic tribal society, it 

was always the poet who was the spokesman for his tribe; the 

poet who would arouse his tribe to action in times of war in 

much the same manner as the fiery tongues of today's modern 

politicians. And, as the great historian, Philip Hitti 

points out, it was the poet's role to be both the press 

agent and the journalist of his day, as well as the molder 

of public opinion. 

In order to know a people's spirit, one must look 

further than daily newspaper reports which present only the 

particular "facts" as the reporter has chosen to interpret 

them. A leading Italian orientlist, Umberto Rizzitano, 

eloquently states this as follows: 

"No research work on the ancient and modern 
history of the Arab peoples, no study on western 
policy in the Near East, can pretend to be 
exhaustive if its author neglects to know the soul 
of these people, as well as the limits and the 
aspects of what is called the "conscience of the 
masses," which the writers try to present to us 
through their novels, poems, and dramas. This 
literary production is the true and precious 
auxiliary to history and, if it is unable to 
explain and show everything, it nevertheless 

"'"Philip K. Hitti, History of the Arabs, 10th ed. (New 
York: St. Martin's Press, 1970), 95. 
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illuminates, in many cases, facts which without it 
would seem obscure and it sometimes reveals to us 
the psychological reactions which the chronicles 
completely ignore." 2  

Among the Palestinians in Israel and the occupied West 

Bank and Gaza, it has always been poetry, rather than the 

novel, which has been the most dominant mode of critical 

literary expression. This is due in part because poetry as 

a vehicle for art is more effective and suitable for 

distribution and because of the publishing conditions which 

surround Palestinian writers in both Israel and the occupied 

terr i tor ies.^ 

According to Edward Said, the literature of modern 

Palestinian writers "accurately and poignantly dramatizes 

the precise nature of Palestinian survival in the 

Arab/islamic setting. Palestinians represent a form of 

political memory which is not easy to dismiss." Much of 

what Palestinians do and much of what they think about, 

concerns their identity which is basically a political 

question 

Speaking on the impact of Mahmud Darwish's poetry, 

J. Altoma, Palestinian Themes in Modern Arabic 
1917 - 1970. (Cairo: Anglo Egyptian Bookshop, 

^ Salih 
Literature: 

1972) , 5-6 . 

3 
Elia T. Zureik, 

Internal Colonialism. 
1979) , 181 . 

^Edward W. Said, 
Vintage Books, 1979), 

The Palestinians in Israel: A Study in 
(London: Routledge & Kegan Paul, Ltd., 

The Question of Palestine (New York: 
154 . 
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Bennani states that his poems: 

present political realities which catch our 

attention but it is the humane intensity of the 
poems which demands it. These poems remind us, 
still once again, that art may travel by the 
license of its more generous qualities, where even 
the best intentioned politicians may sometimes not 

usefully go. 

This specific analysis of Darwish's poetry, however, can be 

generalized to include the whole corpus of Palestinian 

poetry. 

Based on the premise that poetry is one of the 

fundamental organs portraying Arab public opinion, this 

study is designed to delve further into the psyche of the 

Palestinian people, learning of their deepest thoughts as a 

national people through their poetry. The poetry that has 

been chosen for this particular study comes from a 

collection which I gathered, and subsequently translated, 

while living on the occupied West Bank in a small 

Palestinian town during the first six months of the 

Palestinian Uprising, or Intifada. All of the poetry 

included here appeared in publications published either in 

Israel or in the Israeli occupied territories during this 

time period. 

The word intifada is an Arabic word whose literal 

definition means "to be shaken so violently that something 

5 
B. M. Bennani, ed., Splinters of Bone - Poems by 

Mahmoud Darwish. (New York: Greenfield Review Press, 1974), 
x i i . 



falls off." In this case, the Palestinian uprising, as we 

have termed it in the West, has as its intention and goal to 

throw off the shackles of the Israeli occupation. Partly 

because the English word "uprising" is deficient in 

expressing the full idea of this event and partly because 

the Arabic word in its transliteration has become a part of 

our English vocabulary, the Palestinian uprising will hence 

forth be termed simply the Intifadah throughout the 

remainder of this study. 

Palestinian poetry has always served as an effective 

channel of political communication in a community deprived 

of its leaders. It is recited in village meetings and 

recited by workers in the fields. Moshe Dayan, minister of 

defense during the time of Golda Meir, is reported to have 

said, upon reading a poem by Fadwa Tuqan, one of the most 

celebrated women poets on the West Bank, that the poem was 

equal to twenty commandosDue to the nature of 

Palestinian poetry, which is primarily political in nature 

partly as a consequence of the prevailing circumstances in 

which the Palestinian people are forced to endure, and 

recognizing the impact which such poetry has upon the 

general population, the Israeli authorities take great pains 

^Nasser H. Aruri and Edmund Ghareeb, eds., Enemy of the 
Sun (Washington, D.C.: Drum and Spear press, 1370), xlvi. 



11 

to limit the words of the Palestinians in this most 

effective vehicle of portraying public opinion. 

A personal translation of the poetry of the first six 

month period of the intifada is presented and discussed in 

the third chapter of this study while in the fourth chapter 

an analysis of the common imagery and symbolism contained in 

the poetry is presented. The preceding second chapter is 

designed to give a brief history of Palestinian poetry as it 

has developed since the late 1800's. But, before moving on 

to the actual poetry of the Intifada, the main focus of this 

research, it is important to understand the background 

behind the Intifada and the ensuing conditions that this 

uprising has produced and the constraints that Palestinian 

poets face in publishing their material. 

The Israeli occupation of the West Bank and Gaza began 

in June of 1967. It is an occupation over which the 

Israelis appear to have no intention of negotiating peace 

because, in their own minds, they consider this territory 

"liberated" and not "occupied," claiming that the Jews have 

a "historical right" to Eretz Israel.^ This assumption is 

proven daily as the Israeli government continually advances 

new settlements in the occupied territories, an act which is 

7 
Jan Metzger et al ., This is Our Land (London: Zed 

Press, 1980) , 62 . 
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prohibited under international law by the Fourth Geneva 

Convent ion. 

The Intifada designates its official beginning as 9 

December, 1987. The day before, an Israeli army truck had 

rammed into a van occupied by Palestinians at an army road 

block in the Gaza Strip. As a result, four Palestinians 

died while nine others were injured. protests flared up 

immediately among Palestinians, who believed that the deaths 

were intentional.^ Three of the dead were from the refugee 

camp of Jabalya. Their funerals which were held that night 

transformed into a large demonstration by 10,000 camp 

residents who charged that the incident was in retaliation 

for the murder the day before of an Israeli merchant who was 

stabbed to death in Gaza's main s q u a r e . ^  

The following day, demonstrations continued in Jabalya 

during which a 20-year-old man was shot to death, the first 

martyr of the Intifada. And, for the following six weeks, 

the uprising remained, basically, in Gaza with the death 

toll rising to 27 and over 200 suffering from gunshot 

in j ur ies . -*- 0  

O 
"Revolt in Occupied Palestine," Palestine Perspectives 

Maga z ine , January/February 1988: 5 . 

9 
Anita Vitullo, "Uprising in Gaza." Middle East Report, 

May/June 1988: 18-23. 

10 
Ibid., p. 22. 
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During December, the uprising was primarily a war 

between the camps and the Army. The uprising quickly 

spread, however, from community to community and by mid-

January, even the West Bank villages had become strongholds 

of resistance. And, just as it spread through each 

community, so did it spread through every stratum of 

society.^ 

It is important to note that the Palestinian uprising 

did not develope overnight nor was it in response to a 

particular incident. Severe tension had been brewing for 

over a year when, back in December of 1986, two Bir Zeit 

University students from Gaza where killed by the Israeli 

army.-*- 2  Confrontations continued throughout the 1987 with 

eighteen Palestinians having been killed by Israeli troops 

prior to December 

The initial response by the Israeli government was to 

deny that it even was an uprising and that it articulated 

the feelings of the majority of the population. After four 

people had been killed in one of Gaza's massive 

demonstrations on 15 December, Chief of Staff Shomron, 

announced that: 

1 1Penny Johnson et al ., "The West Bank Rises CJp," 
Middle East Report, May/June 1988: 6. 

12 
Vitullo, op. cit., p. 18. 

13 
"The Uprising: Brief History," Palestine perspectives 

Magazine, May/June 1988 : 3 . 
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"although the area is not entirely quiet, the situation 
is already under control. Under no circumstances will 
we allow a small minority of inciters to rule over the 
vast majority, which is, in general, pragmatic and 
wants to live quietly."^ 

The Israeli authorities could not have been more 

mistaken in their attitude that the uprising, once they 

finally acknowledged that this is what was taking place, was 

soon to be squelched. The authorities have been under the 

illusion that, by heaping more intensified repression upon 

an already oppressive atmosphere, the situation would return 

to what they considered normal. What they have not seemed 

to have taken into consideration is that they, themselves, 

were and are contributing to a self-perpetuating cycle. 

Though the intifada had its initial beginnings in the 

Gaza Strip, the spirit of unrest spread rapidly to the rest 

of the occupied territories. From the refugee camps, it 

spread to the villages and towns. People of all ages and 

backgrounds are now participating with unity in one of the 

most monumental periods of the Palestinians' history. 

The poetry of this period is reflective of the events 

that have taken place during the uprising and of the 

feelings and motivations of the Palestinians living under 

occupation. Freedom of the press, however, is not a right 

of the Palestinians living in their occupied homeland. 

Strong censorship laws prevail which try to prevent the 

14 
Johnson, op. cit., p. 8. 
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people from voicing their opinions in the press and other 

publications. The Israelis justify this in the name of 

"secur ity ." 

The British Mandatory Defense Regulations of 1945 and 

the Israeli military order no. 101, named "the order 

concerning the prevention of acts of instigation and adverse 

propaganda," amended by orders 718 and 938, provides the 

Israeli government with the authority to censor both locally 

published and imported books as well as other publications. 

Article 6 of the order no. 101 states as follows: 

It is forbidden to print and publish in the area 
any publication, advertisement, proclamation, 
picture or any other document which contains any 
article with a political signification, except 
after obtaining a license from the military 
commander in the area where the printing or 
publication is to be carried out." 

The article further states that it is forbidden to 

influence public opinion and to write "words of approval or 

1 ̂  
support for a hostile organization."- 1- Needless to say, 

these provisions the Israeli government has granted to 

itself give them, as occupation authorities, almost absolute 

censorship power. 

Publications that lack a permit may be confiscated 

according to Military Order 379, issued in 1970. 

Authorities may even confiscate a publication that has a 

15 
Dov Shinar, 

Nation Building in 
Publishers, 1987) , 

Palest in ian 
the West Bank 

129 . 

Voices; Communication and 
(Boulder: Lynne Rienner 
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permit and has passed the censor in Jerusalem if they 

consider it threatening to "security" or "public order", 

though the terms are not defined. 

It has been noted that the censors treat newspapers 

differently depending upon the audience that each serves. 

The former editor of al-Fajr (English weekly), Daoud Kuttab, 

lists five categories of censorship that the newspapers fall 

into. These categories are listed below ranging from the 

1 7 
lightest to the heaviest in censorship. 

1. Non-Arabic languages presses which are intended for 

readers inside Israel. This includes the Jerusalem Post. 

2. al-Ittihad, the Arabic daily published by the Israeli 

Communist Party, which is read mostly by Arabs living in 

Israel. This newspaper is banned on the West Bank and in 

Gaza . 

3. English language weeklies published by Palestinians. 

These are also banned in the occupied territories. 

4. Arabic language publications published by Palestinians 

which are not permitted in the occupied territories. al-

Tali N  a is one example . 

16 
Committee to Protect Journalists and ARTICLE 19, 

Journalism Under Occupation: Israel's Regulation of the 
Palestinian Press, (New York: Committee to Protect 
Journalists, October 1988), 61. 

^Ibid ., p. 70 . 



5. Palestinian periodicals published in Arabic whose 

distribution is permitted in the occupied territories. This 

would include al-Fajr and al-Quds . 

Despite the fact that the Arabic publications listed in 

the fifth category are published in "annexed" East Jerusalem 

where Israeli law is in force, they are not treated equally 

under those laws. To add even further difficulty, the 

Palestinian press, because it circulates in the occupied 

territories, is regulated by an additional set of orders 

which are imposed upon them by the military government in 

1 ft 
those areas. 0  

Due to the tight censorship laws which are practiced in 

the occupied territories, the poetry used in this study came 

from newspapers and periodicals which are published by the 

Israeli Communist Party, which is granted more liberal 

avenues for freedom of speech. This is not to say that 

these publications have complete license to publish whatever 

they wish, for on March 24, 1988, Prime Minister Shamir, in 

his capacity as interior minister, closed down the daily 

newspaper al-1tt ihad for one week. A government advisor on 

Arab affairs, Amos Gilboa, said that al-Itt ihad had stepped 

beyond the limit of what the state can "endure" in the way 

of "incitement and radicalization . "^ 

1 8  Ibid., p. 51. 

1 9Ibid., pp. 122-123. 
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Despite the ban on distribution of the publications 

used in this study in the occupied territories, copies are 

readily available in East Jerusalem and do filter in to the 

West Bank and Gaza Strip in quantity. The words spoken by 

these Palestinian poets of the Intifada are reaching far and 

wide, documenting the events of the uprising and revealing 

the feelings of the vast majority of the Palestinian 

population. 



PALESTINE'S LITERARY HISTORY 

The literary history of Palestine can be divided into 

three main stages. The first stage had its beginning in the 

late 1800's when the Palestinian people began to discern 

that life as they knew it was headed for a change and 

continued until the creation of the State of Israel in 1948. 

The second stage encompasses the period from 1948 to 1967. 

And finally, the third stage which spans from 1967 through 

the present. This paper suggests that the Palestinian 

poetry of the Intifada, which will be dealt with in the 

following chapter, marks the culmination of Palestinian 

resistance literature. The Intifada poetry demonstrates the 

people's total devotion to Palestine and its liberation and 

their determination to continue in this uprising until their 

goals are met after which they will begin a new era in their 

1iterature. 

The first stage of Palestinian poetry, written before 

the creation of the state of Israel, is comprised of themes 

which reflect the Palestinian poets' concerns over the 

external dangers which stood to threaten their well-being, 

their painful discovery of their society's crippling 

afflictions, and a tragic vision of the disasters which were 
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fated to befall their society with the establishment of the 

state of Israel and its aftermath. 20 

Primarily, this poetry was written to express the 

emotions, feelings, and reactions of the Palestinian Arabs 

who were directly affected by the events of this time. The 

concerns that they harbored do not appear to have been 

shared to a great extent by other Arab poets during this 

period. However, the Palestinian Arabs' writings were able 

to draw the attention of the Arabs outside Palestine to the 

eminent danger that stood to threaten the future of the 

Palestinian Arab land which was, and still is, of special 

importance to the whole of the Arab world. 21 

There were four major events which took place during 

this early period of Palestinian poetry. Firstly, there 

occurred the Palestine Mandate which was set up in 1920, 

after the end of World War I and the demise of the Ottoman 

Empire of which Palestine had been a part. Great Britain 

had been given mandate powers over the area of Transjordan, 

though in 1922 Transjordan was made into a separate mandate 

20 salih J. Altoma, 
Literature: 1917-1970. 
1972), 6. 

Palestinian Themes in Modern Arabic 
(Cairo: Anglo-Egyptian Bookshop, 

21 Khalid A. sulaiman, Palestine and Modern Arab Poetry, 
(London: Zed Books, Ltd., 1984), 17. 
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It was with this act that Palestine became a distinct 

political unit. 2 2  

In the poetry of this period immediately succeeding the 

mandate the image of Great Britain was extremely positive. 

It was felt that Great Britain had virtually rescued the 

country from the Turks who had only encouraged disunity 

among the people and had tried to Turkify the Arabs. J  

The poet Iskandar al-Khuri al-Baytjali (1890-1973) 

wrote the following lines which express the grateful 

sent iments: 

Strength has spread through her body 
and penetrated deeply into her bosom. 
She was revivified 
after being weak and thin. 
This is Palestine, 
who until recently 
was at a loss and humiliated by the Turks. 
She had become languid 
while she was bright at the time of the Arabs. 

The pleasant image of Great Britain, as friend and 

liberator, did not last long, however, as it became 

increasingly clear that the British backed a policy of 

facilitating the transformation of the country into a 

"Jewish National Home." 2^ 

22 
Fred J. Khouri, The Arab-Israeli Dilemma, 3rd ed., 

(Syracuse: Syracuse University Press, 1985), 16. 

23 
Sulaiman, op. cit., p. 18-19. 

24 
Sulaiman, op. cit., p. 19. 

25 
Sulaiman, op. cit., p. 20. 
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By the year 1929, with an escalation of violence, there 

was a notable change in the attitude of the Palestinians 

towards Britain. They now began to sense that it was the 

British who were the real sponsors and defenders of Zionism 

i n  P a l e s t i n e . F r o m  h e r e  o n w a r d s ,  B r i t a i n  w o u l d  b e  

portrayed as an oppressor and as an unjust power in the 

Palestinian poetry of the period. 

The Balfour Declaration also served as an important 

theme in Palestinian poetry during this time. Initially, 

the Balfour Declaration was merely an ambiguous promise made 

in a letter on November 2, 1917 from the British foreign 

secretary, Author Balfour, to Lord Lionel Walter 

Rothschild. 2 7  in this letter, Balfour declared his sympathy 

with the Zionist's aspirations and further asserted: 

"His Majesty's Government view with favour the 
establishment in Palestine of a national home for 
the Jewish people, and will use their best 
endeavours to facilitate the achievement of this 
object, it being clearly understood that nothing 
shall be done which may prejudice the civil and 
religious rights of existing non-Jewish 
communities in Palestine, or the rights and 
political status enjoyed by Jews in any other 
country" 

This letter, though originally only a vaguely worded 

promise made in a letter to Rothschild, became incorporated 

o £ 
Sulaiman, op. cit., p. 22. 

27 
Khouri, op. cit., p. 16. 

2 8 
George Lenczowski, The Middle East in World Affairs 

4th ed., (Ithaca: Cornell university Press, 1980), 85. 
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in the Palestine Mandate Agreement between Britain and the 

League of Nations, which made it an internationally binding 

O Q 
pledge of support for Zionist aspirations. y  

Palestinian poets were outraged by the Balfour Declaration, 

as were other poets in the Arab world. in a poem entitled 

"The Voice of Palestine", poet Ibrahim al-Dabbagh wrote 

that: 

Palestine is not a gift that can be transferred 
from hand to hand, nor are the Palestinians the 
property of the Mandate.-^" 

The acquisition of land in Palestine was vital to the 

Zionists if their political aspirations were to be met. In 

1901 the Fifth Zionist Congress had met in Basle, 

establishing the Jewish National Fund whose function was to 

purchase land in Palestine.^ The Palestinian poets of the 

time realized how detrimental such acquisitions were to 

their future security and tried to warn the people of the 

inherent dangers involved with the selling of their land to 

the Zionists. Ibrahim Tuqan (1905-1941), one of the roost 

celebrated Palestinian poets of the early years, wrote a 

satirical poem entitled "You" which was addressed to the 

leaders of the day. In this poem he writes: 

29 
Khouri, op. cit., p. 16. 

30 
Sulaiman, op. cit., p. 25. 

31 
Sulaiman, op. cit., p. 33. 
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You are the faithful guardians of patriotism 

You have shouldered the burden of the problem 
You are men of action, without uttering a word 
May God bless your strong arms! 
A statement from you equals an army 
Marching with its war material 
A meeting amongst you will restore to us 
The past glory of the Umayyad's conquest 
The salvation of the homeland is around the corner 
Its rosy festivities have arrived. 
We have not denied your favors 
But our soul still cherishes a hope 
We have in our hands a remnant of our soil 

o 2 
Please take a rest, lest the remnant flies away. 

Not only does the above poem illustrate the poet's 

concern over land sales, but it also portrays other major 

themes which appeared in the poetry of this period, namely 

the criticism of the traditional palest inian leadership and 

predictions of the ensuing "disaster." 

Predictions of the ensuing "disaster" are common in 

Tuqan's writing, as well as in the poetry of other poets of 

his day. Tuqan recognized the ills of the nation and, in 

prophetic and clear words, he portrayed his own terrifying 

vision of impending ruin and exile when he writes: 

people, your enemy will not soften or have mercy. 
People, only exile (literally: "evacuation") lies 
before you. So start packing! 3 3  

Elegies in poetry were also quite common during this 

period which paid special attention to the self-sacrifice 

32 
Altoma, op. cit., p. 15 

33 
Salma Khadra Jayyusi, Trends and Movements in Modern 

Arabic Poetry, vol. 1, (Leiden: E.J. Brill, 1977), 287. 
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and brave acts of the Arabs who were killed in Palestine 

during the mandate p e r i o d . ^  Tuqan wrote elegies which 

immortalized the dead freedom fighters yet he often used his 

main topic, the elegy, to introduce a discussion of national 

problems as can be seen in the following lines where he not 

only laments a slain Palestinian leader but also comments on 

one of the root causes of this martyrdom: 

Oh fatherland, in whose earth your leaders are 
buried, if those who sold you had any shame, they 
would not have sold you!^^ 

The premonitions of disaster, which the Palestinians 

had harbored, came true with the establishment of the State 

of Israel on May 17, 1948. The loss of Palestine, or at 

least part of it, was now no longer just a vision but an 

actual reality. This event triggered a major turning point 

in history for the Palestinians and for the whole of the 

Middle East and the world. 

Palestinian poetry after 1948 contained many of the 

themes previously discussed although now they were pursued 

with more vengeance.^ in addition to the topics previously 

mentioned, four different and predominant themes emerged 

after 1948. These themes concentrate on 1) the Palestinian 
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Arab refugees; 2) their longing for the return home; 3) the 

bitter experience of successive defeats; and 4) the Fida'i 

or the freedom fighter.^7 

Concurrent with this change Palestinian poetry now 

begins to branch out into three different directions 

representing views held by three distinct groups of Arab 

poets concerned with the Palestinian issue. These three 

groups are 1) Palestinian poets writing in exile from their 

native land; 2) non-Palestinian Arab writers who were 

tremendously concerned with the events; and 3) Israeli 

Arabs, those Palestinians who remained in the newly formed 

Israeli state. Each of these categories of writers focus on 

different themes for each has a different orientation and 

background . 

The literature stemming from the Palestinian in exile 

is marked by a profound sense of alienation and a deep sense 

of nostalgia.Yearning for the homeland from which they 

have been banned dominates much of their writing as well as 

a deep concern for the refugees who have been rendered 

homeless as a result of the 1948 disaster. jabra Ibrahim 

Jabra, one of the most celebrated Palestinian poets in exile 

writes in his famous poem, "In the Deserts of Exile", (1953) 

of his life in banishment and about how wretched life has 
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become for all Palestinians who are forced to wander from 

one place to another. 

Spring after spring, 
In the deserts of exile, 
What are we doing with our love, 
When our eyes are full of frost and dust? 

... Oh land of ours where our childhood passed 
Like dreams in the shade of the orange grove 
Among the almond-trees in the valleys -
Remember us now wandering 
Among the thorns of the desert, 
Wandering in the rocky mountains 
Remember us now 
In the tumult of cities beyond deserts and seas; 
Remember us 
With our eyes full of dust 
That never clears in our ceaseless wandering. " 

The second group of poets concerned about Palestinian 

issues are the non-Palestinian Arab writers. These writers 

have proven themselves equally as concerned with the tragedy 

of the Palestinians, especially the plight of the refugees. 

One of the most pronounced features of this poetry is its 

self-evaluation and criticism. Through their poetry, and 

other works of literature, these poets have persevered in 

seeking out the internal source of the catastrophe of the 

Arab defeat. Though this self-searching existed through out 

the poetry of the last one hundred years, it became more 

pronounced after the war of 1967 
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The poetry of the non-Palestinian Arab writers sheds 

important light on how deeply affected the rest of the Arab 

world has been by the partial loss of Palestine. However, 

since this category is not the main focus of this study, it 

will be mentioned only briefly. 

One of the most prominent of the non-Palestinian Arab 

writers concerned with the Palestine issue is Nizar Qabbani. 

Qabbani is a Syrian poet who perceives of the Arab defeat in 

1967 as an appalling event which has affected the lives of 

all the people in the Arab world. But he refrains from 

blaming the Israelis with their superior fighting power and 

instead puts the onus onto the Arab society, their 

intellectual and political leaders, charging that they have 

been living in the past rather than bringing themselves up 

with the present. But, in the end, Qabbani displays a hope 

for the future which lies in the new generation. 

in contrast to the Palestinian refugee poetry, which 

expresses the misery of the camps and the refugees' dream of 

regaining the homeland and that of the non-Palestinian Arab 

writer who is also concerned with the refugees and the basic 

state of the Arab political mind, stands the poetry of 

Israeli Arabs. The poetry of the Palestinians inside Israel 

portrays the discrimination against, and the mistreatment 

of, the Arab minority in Israel. It depicts realistically 



the bitterness, despair, and the tremendous surge toward 

freedom and rebellion on the part of the Arab minor ity. ̂  

It was after the mid-sixties that the poetry of the 

Israeli Arabs came to be known as the poetry of the 

resistance or "committed" poetry. True political poetry 

actually began to appear in the late fifties^ with Rashid 

Husain leading the way. 

For Rashid Husain, two main themes dominated his 

poetry. The first facet dealt with the condition of his 

people who were living in misery and helplessness while the 

second facet portrayed the rebellion against those people 

who sold their own countrymen, the informers and those who 

actively cooperated with the government against their 

neighbors, in order to protect their selfish interests. 4 3  

After Husain's ground breaking struggle with political 

poetry, came Mahmud Darwish and Samih al-Qasim, among 

others, who brought this special brand of resistance poetry 

to fruition^ and served as role-models for those who would 

follow after them. The previous mood of resignation had 
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hardened by this time into a determined resistance and the 

former bitterness turned into rebellion while the sadness 

converted into hope. These poets took great pride in Arab 

nationalism while they decried the injustices being done to 

the Arabs in Israel and challenged the Israeli authorities 

to improve their conditions.^ 5  

In Darwish's poetry three fundamental themes stand out. 

Firstly, the theme of Arabism is prevalent. Secondly, his 

rebellion against the established political order and a hope 

for the future. Thirdly, and all pervasive, is his intense 

love for Palestine. 

Darwish's poetry is permeated by a sense of force and 

intensity. He incorporates concrete concepts into his verse 

as he sings of the fields, the mountains, the quarries, the 

soil and the olive trees, and intertwines these images with 

the more abstract concepts of freedom, love, and country. 

Sometimes there are examples of brutality, suffering and 

other negative symptoms, but it rarely yields itself to 

despair or resignation. Instead, it is optimistic, hopeful 

and defiant. And, if the poetry should happen to betray a 

sense of resignation, it is more commonly the kind which 

invites one to action in a subtle way.^ 
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The new poetry movement in modern Arabic literature, 

which is evident in much of Darwish's works of the sixties 

and seventies, stems from a relationship between the poet 

and his society which is based upon the poet's genuine 

commitment to his society and not necessarily upon his 

poetic talent. Darwish has maintained that for poetry to be 

truly original, the poetic style, the language, and the 

imagery must derive their validity and strength from the 

A O 
real world of the poet and his society. 

Samih al-Qasim, another Israeli Arab poet of wide 

acclaim, is noted for tho predominant themes in this poetry. 

Firstly, because he comes from a Druze background, he 

emphasizes that, in spite of the special position in which 

the Israeli government has placed its Druze minority along 

with the special privileges given to them for cooperating 

with the authorities, they are still a part of the Arab 

nation. Secondly, al-Qasim writes of unemployment which is 

forced upon the Arabs as punishment against those who speak 

A Q 
or write against the government's policies. y  

Palestine's poetical history throughout these past one 

hundred years has been foremost a poetry of commitment to 

their cultural identity and a fight for national 

independence. The poetry of the Intifada which follows in 
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the next chapter marks, what could possibly be, the 

culmination of this long struggle. 
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CHAPTER 3 

POETRY ANALYSIS 

The poetry presented in this analysis, as stated in the 

introduction of this thesis, was published in both Israel 

and in occupied "annexed" East Jerusalem during the first 

six months of the Palestinian uprising. it is poetry filled 

with hope, determination, a purpose of mission, and a strong 

sense of self-confidence. 

The themes of the past two decades have not necessarily 

changed though the mood that the poetry inspires in its 

readers seems to have become more intense and pronounced. 

Unlike a vast majority of the poetry of the last twenty 

years, the poetry representative of the Intifada does not 

focus solely upon the suffering of the people though the 

feelings of pain, a sense of loss due to the martyrdom of 

loved ones, degradation, humiliation and misery still exist. 

Instead, there is a new sense of urgency which springs 

forth. There has been a major focus in the past, on the 

part of the poets, for blaming themselves, as Palestinians 

and others, whether it be other Arab governments, the 

Zionists, or the United States and similar large world 

powers, for the various disasters in Palestine's history. 

But the theme of passive blaming has turned into an active 

out-pouring on the home front and, realizing that the 
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reliance on others to intervene on their behalf has proven 

fruitless, they have begun to take control of their own 

situation and their own destiny. 

The majority of the Intifada poetry can be incorporated 

into the basic themes which A. M. Elmessiri outlines in his 

introduction to The Palestinian Wedding. These major themes 

include: Aesthetics of the Revolution, Elegies, Love of 

Palestine, Steadfastness, Resistance, and Victory. There 

are new themes, however, which have surfaced, or at least 

have taken a more prominent role during this new stage of 

poetry. These new themes focus on the Stone, Arabism in the 

Context of the Intifada, and the Brutality of the 

Occupat ion. 

The theme dealing with the aesthetics of the revolution 

was an important one in the middle 1960's when the leading 

poets of the day, including Mahmud Darwish, Samih al-Qasim 

and Tawfiq Zayyad, were wrestling with the linguistic 

structures and artistic conventions of traditional Arabic 

poetry. In the view of these revolutionary poets, it was 

necessary to break away from the old forms that had been 

sustained over the centuries. Traditional forms of poetry 

suggested, by their very nature, the principle of 

equilibrium which the Palestinian poets found alien to 

themselves and their situations. The revolutionary poets 

were advocating change from both their current situation and 
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the past which, by its very essence, had facilitated the 

present state of affairs. These poets sought both new 

forms, such as free-verse, and a new vocabulary better 

c. a 
suited to the present predicament. " 

Later poets are indebted to these pioneers mentioned 

above who left their mark upon the vast majority of 

Palestinian poetry which was to follow. Today, this theme 

no longer stands by itself in the poetry but is rather 

incorporated into the very fiber of the poetry which is 

being written. 

The poetry of the Intifada is a superb example of how 

these concepts have been assimilated. The poets are not 

writing for an elite group of people who are well educated 

in the aesthetics of classical poetry. They are, instead, 

writing for the masses and using a vocabulary which touches 

the very core of their lives. Their aim is to not only get 

their own ideas across to the public, but also to serve as a 

record of the people's daily experiences which they manage 

to do by using a clear and direct approach. 

LOVE OF PALESTINE 

The theme regarding Love of Palestine is an all-

pervasive theme in the full corpus of Intifada poetry. 
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However, in several of the poems translated from this 

period, this theme predominates. 

The first poem in this category is Su^ad al-Sabbah's 

poem entitled, "Symphony of the Land," (Simfuniyat al-Ard). 

A symphony, a musical composition which is complex in its 

variety, is at the same time, harmonious and results in a 

complete and unified piece of work. Symbolically, the 

symphony in al-Sabbah's poem stands for the intifSda, 

itself, and the unity which has developed since the Intifada 

throughout the whole of Palestine. The great symphony 

evolved and, in its continuance, it jolted the people out of 

their complacent attitudes towards the occupation. The poem 

begins as follows: 

This is the great symphony of the land 
It comes in succession . . . 
It comes in succession . . . 
Like blows of fate 
Once in Bethlehem 
Once in Gaza 
Once in Nazareth 
It overturned the roulette table and the wine 
on top of us 
Suddenly, it pulled us by our feet 
It swept away, in a moment, the names of all the 

leaders 
With wax, it sealed the political dens 
And the shops of intoxication 
And it slaughtered all of the cows. 
So resign, oh you great poets 
Our poetry has no gentlemen or princes 
For poetry, there is one prince - called the stone. 

In the above stanza, where it is mentioned that the 

names of all the leaders have been swept away, the poet 

makes a reference to the clandestine leadership of the 
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Intifada which is comprised of representatives from multiple 

groups, all with differing political orientations. There is 

also the acknowledgement that the Intifada is being directed 

by the people and their own representatives, inspired by the 

love for their homeland. 

In the second stanza, the poet, in keeping with the 

symphony theme, uses additional images associated with 

music. As the symphony gains momentum, it brings the rain 

which quenches the thirst of a parched land; the rain being 

a common symbol in Palestinian poetry since 1948. 

This is the glorious symphony of the land 
Coming in succession . . coming in succession 
Like the rhythm of the bells 
And the music of the poem 
It carries the lightening to us . . and the rain 
It set ablaze the pages of all the writers, 
Pulled the teeth of all the orators 
Poured petrol on the beard of all the caliphs 
And threw them into hell. 
Spread the carpets . . and the roses . . 
For the children of the stone. . . 
Cover them with flowers. . 
Truly, Israel is a house of glass . . 
And it was broken . . 

This symphony, the Intifada, is bringing about 

revolutionary change; rejecting the long Arab history where 

the caliph was the head of the community and rejecting the 

grandiose speeches which have contained no subsequent 

action. These are all tossed away to make room for the new 

generation, the children; a generation devoted to the 

present and the future rather than a dead past. The poet 

makes it known that the traditional leaders of society have 
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been disposed of while the children are entering into the 

forefront. It is the children wherein hope for the future 

res ides. 

The last two lines of the stanza refer to the Israeli 

government; their transparency and their fragility. After 

forty years, the world is finally awakening to the Zionist's 

real intentions and citizens of other nations are beginning 

to voice their objections. 

The third stanza is dedicated to the children for it is 

they who have inspired the battle and they who serve to 

carry it on with their optimism. It is the children, also, 

who have uncovered the lies of the Zionists, showing to the 

world the extent of their treachery. 

The attitude of rebellion against the past extends into 

the following verse with the mention of N  Ad and Thamud, two 

ancient Arab tribes who met destruction. 

Here is the news coming. . towards us like butterflies 
News . . after news . . 
Stone . . after stone . . 
And on our eyelids are wheat, oleander and roses 
Here are our children 
Putting the sun in their bags 
Creating future time . . hunting down thunder . . 
And rebelling against the legacy of NAd. . 

and Thamud. . 
Here are our dear ones. . 
Killing the age of the Jews. . 
Throwing the ten Commandments into the fire. . 
And debunking the Jewish myth. . 

The fourth stanza, which follows, opens with the symbol 

of rain and its wondrous power for bringing new life to the 
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land and its people. The rain, here, may also be a symbol 

of the Intifada, itself. 

The idea of sacrifice for the homeland is also 

presented as the children fearlessly proceed. Especially 

noteworthy here is that the poet has the children returning 

to their tents. The word "tent", by itself, brings forth 

visions of the refugees; refugees who have nothing to loose 

at this point but everything to gain. 

In the final two lines, the poet makes reference to two 

prominent figures in Islam: NUmar and vAli. "Umar was the 

second caliph to succeed after the Prophet Muhammad's death. 

He was the one to have initiated the great period of Islamic 

expansion and conquest and was considered one of the great 

military leaders of his time. ^Ali served as the fourth 

caliph and was also Muhammad's cousin and son-in-law. He 

was wholely devoted to the Prophet and is remembered as 

being a very charismatic figure who also inspired great 

loyalty and commitment vUmar exemplifies the idea of 

struggle, the idea of going against the odds as he was a 

leader with no war experience behind him. This becomes 

significant when compared to the personal and collective 

struggle of the Palestinians themselves as they strive for 

freedom. NAli, also, is a revered symbol of martyrdom, 
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especially for the Shi Ni. It is these two celebrate figures 

to which al-SabbSh equates the children. 

This rain is splendid. . 
This rain is splendid. . 
It is splendid for the land to articulate 
And the trees to walk 
Here they are, growing like grass in the heart of the 

street 
A girl like the wild mint 
A boy like the moon. 
Here they are, walking towards death in rows 
Like the birds of the fields 
They return to their tent without fingers. 
So leave your doors open 
During all of the early morning hours 
So that maybe the awaited messiah will come 
Maybe appearing amongst you 
The face of NAlT. . 
Or x  Umar . . 

It is in the fifth and final stanza that the symphony 

reaches its climax with the impassioned plea to resist the 

hands of aggression. Love for Palestine pours forth and one 

realizes that it is through this pure love that the people 

have been liberated. 

Resist, you beautiful hands. . 
Resist, you hands which the water of childhood has made 

wet 
Never give a care about the lies of the tribe. . 
We didn't liberate one measure of Palestine. . . But 
It liberated us, these prophetical hands. . . 2  

The second poem under discussion is entitled "Spring of 

the Lilac" (RabT^ al-Lailak) by Mais Khalil. As the title 

implies, there are two symbols which stand above the rest in 

~^Su vad al-SabbSh, "Symphony of the Land," al-Kat ib 

(Jerusalem), (March 1988), 91-92. 



the poem; the symbol of the season of spring, where life 

begins anew, and that of the lilac, that fragrant flower of 

many colours. 

The lilac is compared to various female figures through 

out the generations. The lilac is also a lover, a lover of 

Palest ine. 

It is interesting to note that in the Arabic original, 

the lilac in the first part of the first stanza is portrayed 

as a female figure while in the second half of the stanza, 

the adjectives are in the masculine form. All of the 

adjectives, however, are passive characteristics. But the 

poet is requesting that this passivity convert itself into 

constructive anger because it is with this anger that a new 

spring is destined to appear, shining and bursting forth 

with life. 

In part, the lilac may represent the Palestinian people 

and the gentleness of their nature. It is also possible 

that it stands partially for the role of women, describing 

how women have behaved prior to the uprising versus the 

present. 

Palestinian women have continuously contributed to the 

national struggle dating back from the late 1800's when the 

first Zionist settlements were established. They have taken 

part in and set up their own demonstrations, provided relief 

services to families of detainees, transported food and 
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firearms to their fighting men, established charitable 

organizations and have even participated in the organization 

and execution of armed operations during the late 1960's. 

From the 1970's onward, however, women have been 

experiencing the dilemma between active participation in the 

struggle for liberation and their reproductive role as the 

C O 
survival of the Palestinian culture is being threatened. ° 

These women, having questioned their own passivity, have 

again taken a turn towards more participation. 

The lilac is a female 
tender 
as the wings of butterflies. 
The lilac is a woman 
capt ivat ing 
as Venus and Aphrodite. 
The lilac is a young girl 
sad 
carrying in her eyes 
the sorrow of all women 
through all the generations 
and ages. 
The lilac is a lover 
miserable. 
The repressed people love her 
bur ied 
in all the graves 
in all the ages. 
The lilac is soft 
The lilac is captivating 
The lilac is sad 
The lilac is miserable 
Isn't it about time that the lilac 
becomes angry? 
Isn't it about time that it 
rebels? 

* * * * * * * *  

When the lilac becomes angry 
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the land becomes restless 
Flowers blossom 
and a new spring shines 
Spring of the lilac 

In the third stanza, the people and the homeland 

embrace and merge into one entity wherein all boundaries are 

destroyed: 

When you embrace me 
the contiguity vanishes 
I become a piece of you 
or you become 
part of me. 
My love, 
what are we except 
one god 
in two substances 
One soul 
in two bodies. 
We are the embrace of the divided gods 
in the legend. 

The fourth stanza depicts the poet as an inherent part 

of the homeland. She is the coveted pearl, the precious 

gem, while the homeland protects her. The poem then 

concludes with a vision of final and complete unity of 

souls. 

I sit in your heart 
like pearls living 
in oysters. 

'k-k'k'k'k'kic'k 

When your hands encompass me 
I will release my soul to encompass you.^^ 

Mais Khalil is from Nazareth. In her poem, one may see 

a lover longing for unification with the homeland, or a 

5^Mais Khalil, "Spring of the Lilac," al-Jadid (Haifa), 
(May 1988): 69. 
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comment on the second class citizenship Palestinians 

experience inside Israel for Palestinians living within the 

1948 borders of Israel, though accorded the status of 

citizenship, have not been granted the rights and privileges 

which the Jews have enjoyed. Up until 1966 Palestinians 

c c 
were under the rule of a military government. A vast 

amount of their land has been confiscated and they still 

suffer from discrimination in employment as well as in other 

areas. 

"Rain on the Stone's Heart" (Matar vala Qalb al-Hajar), 
« 

a poem by Sulaiman Daghish, can be classified as another 

poem in the series of Love of Palestine. A traditional 

Arabic saying exists where a person without feelings is said 

to be heartless like a stone. Through the imagery of rain, 

with its life-bestowing qualities, the stone has been 

transformed from a lifeless object to one with a heart. 

Rain on the stone's heart 
Rain, rain 
I see you in me and I see you not 
I see you merging with me yet go ing „£.ar away 

I ask: 
Is it possible for the sun to embrace the moon? 

Rain, rain 
Rain on the stone's heart 
Have I traveled . . or have you traveled? 
I was within you 
and you were within me 
as if our date was the journey 
There is nothing separating us. 
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When will we be joined by the continuous departure 
for you 
in you. 

The following lines portray the exhaustion that has 

arisen from the poet's struggle to obtain his rights to his 

own land which continues to be under occupation. There may 

also be a signal here that he has grown tired of his own 

complacency and now seeks new possibilities for growth. 

I became weary from you 
I became weary from me. 
Bestow upon my tortured body half of your shadow 
So that the wind whistles within us 
Because in the wind there are the possibilities of 
departure 
And because in the wind there is the possibility for 
return, for danger 

The poet then wants to know how much longer before 

self-determination will be achieved and how many little 

tragedies will he have to endure before his final death. 

How much longer is he to be punished? 

Rain, rain 
Rain on the stone's heart 
There is nothing separating us. 
When will our public marriage come to pass? 
How many times will I die before the death? 
How often must the desert behave ill-naturedly in me? 
My body craves the rain. 

The final lines mature into a full expression of 

impassioned love and his yearning becomes stronger for the 

final union with his beloved homeland: 

Rain, rain 
Stones , stones 
Human, I am human, human. 
When will we be joined by the free moaning 

upon our nightly bed? 
So then we can proceed - arduous, burning in 
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bewi tchment. 
Rain on the stone's heart 
Rain, rain 
I see you in me. 
I see you . . I know that you are the sun which carried 

the moon to my night 
Rain, rain 
Rain, rain! 5 6  

STEADFASTNESS 

The next theme under discussion deals with the idea of 

remaining steadfast. As Elmessiri points out, it is the 

Palestinians, and not the Zionists, who possess the inner 

security which true love and attachment to the land brings. 

The Zionists have based their claims to the land of 

Palestine on Biblical promises, the political promises of 

the colonial powers, and the superiority of technology. 

What they lack, however, is rootedness in the land, itself. 

And, because the Palestinians are secure in their 

rootedness, they can afford to proceed slowly. 5^ 

The first poem of this group to represent this theme is 

by Muflih Tab suni which is entitled "Language of the Secret" 

(al-Lughat al-Sirr). Tab Nuni begins his poem with a dismal 

picture of what life has been like for the Palestinians 

•^Sulaiman Daghish, "Rain on the Stone's Heart," al -
Ittihad (Haifa), 3 Jan. 1988. 
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during the years of occupation. They have been hurled about 

from all sides with even the sea encroaching upon them. 

In this poem, the sea itself has possibilities for 

symbolizing the occupation for the shore is filled with the 

blood of victims. The music, as a result, is sick with 

disease and the dance is maimed. Traditionally, both music 

and dance have been expressions of a joyful people. 

The vast expanse flung me 
The sea advanced toward me 
The shore was intoxicated with blood 
Melodies of exile between the rubble 
Tuberculoid music 
And crippled dance. 

The second part of the first stanza depicts the 

military as not only resting after having just killed, which 

is indicated by the "moist" graves, but~ also enjoying the 

slaughter, as indicated by their intoxication in the first 

part of the stanza. He then concludes with a reference to 

the Israelis who have drunk from the opium of the promise; 

the promise of Biblical times which prophesied that the Jews 

would return to the Holy Land. It is this which has become 

an opiate dulling their senses and their vision of reality 

as to the present world situation. 

The distributer of the rhythm of fear 
is relaxing 
above moist graves. 
He drinks from the opium of the promise 
and the poison of the malodorous falseness, 
floating above the foam. 
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The final stanza begins by repeating the first two 

lines of the previous stanza. It continues, however, with 

the rocks, the symbol of the land, shielding him from the 

onslaught. He awakes from the complacency and realizes that 

his love for the land is the key with which to escape. And 

it is learned that love is the language of the secret. 

The vast expanse flung me 
The sea advance toward me 
I was provided a shield from behind the rocks 
I embraced the awakening 
and I carried 
the key of love 
in the heart. 
The language of the secret. . 

Once again we are attentive to the idea that the 

Palestinians' love for their land will prevail above 

everything else; it is this love in the concrete sense, and 

not the abstract, which will conquer the evil. 

The poem concludes in triumph. The poet's heritage 

advances as the occupation lies in ruins, uncovering life 

once again. It is his Palestinian heritage which nourishes 

all that brings life to the land. 

I cross over exhausted and overwhelmed 
and the steam of the depths 
explodes 
in the face of subjugation. 
My heritage moves forward towards the ruins 
It drinks from my wells 
to nourish the fertilizer of the land. ° 

C O m #  
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The poem is very damp in nature with images of the sea, 

moist graves, steam and foam; none of which are presented as 

positive images. The sea, especially, carries a negative 

connotation as it is about to devour the poet. It is not 

uncommon in Palestinian poetry for the sea to be portrayed 

in such a manner for it conjures up images of traveling 

which is unwelcome to those whose roots are in the land and 

who wish to remain settled. 

The next poem with the message of steadfastness is by 

*Abd al-Rahman 'Awawada, entitled "Determination in our 

Young Children" (al- vAzm fi Atfalna al-Murd). He introduces 

his poem as follows: 

When madness mounted them, their jugular veins became 
swollen. Their faces flushed with anger. The last 
leaves had fallen with the first breeze of wind. And 
the cocktail party, which Shamir had wanted, changed 
into a Palestinian wedding; their cocktails being blood 
and soil. 

It is clear from this introduction that the Israeli 

government is less than pleased with the advent of the 

Intifada for it demonstrates that they are loosing their 

tight control over the land that they have been occupying. 

From a cocktail party, a predominately European tradition, 

to a native Palestinian wedding, the signs of the times are 

chang ing . 

The first stanza of the poem sends out to its audience 

a sense of hope. Even though repressive events are 

depicted, there is a bird that sings, new avenues to freedom 
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as the land opens new roads to travel, and even the sun, 

with its innate sense of integrity, shines down from above: 

Determination in our young children. . 
Love, in our hearts, is commitment 
The bird above our heads is singing 
The people lay open their committed chests 
The land opens its arms and paths 
In the sun's glances, there is integrity. . . 
From every direction there is a savage raid 
but immediately, it is repelled 
and another destructive one follows after it... 

and it hits 
but the death is glory . . . 
If the army of the robbers become a means to an end, 
and an instrument of repression .. the army will 
fall..!! 

Like in most of the poetry from the Intifada, the 

message is quite clear. The first two lines, which are 

repeated in every stanza, portray the Palestinians' 

dedication to their fight and the important role which the 

children have lead. It is not a fight based on hatred, 

however, but one which has its birth in love for Palestine. 

The poet questions with this verse the heroic acts of 

the Arabs, which have been touted throughout history, by 

referring to them as the giants. No longer do they appear 

as the stalwarts defending the people's freedom. No longer 

do they exert their famed military muscle to vanquish 

invading conquers. They continue to spew the same rhetoric 

that they have for ages as they commend the Palestinians in 

their fight for independence. Yet, the poet questions their 

sincerity in supporting the Palestinian cause. And, in the 

final analysis, it is the Palestinian children who represent 
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true courage: 

Determination in our young children 
Love, in our hearts, is commitment 
The sea, your people, their visions are vast 
Its waves become higher and spread 
Where are the giants which history talked about 
Where, Oh grandfather, 
do the troops stand impotently? 
Spears are developed, superior thunder 
The liars, you see their pictures on television, 

boast ing 
The thieves praise "popular" dissenters 
but it is out of malice. . . 
So with your lash, whip them on their backs 
With your determination, beat their pride 
Embrace your little ones for they 
are the symbol of immortality and they 
are the lions. 

The entire poem is a call for the people to remain 

steadfast and the poet acknowledges the role of the children 

as the focal point of the whole uprising. Their 

determination in repelling the encroaching forces is 

emphasized. In addition, the children stand as a symbol for 

the continuance of life. 

Determination in our young children 
Love, in our embrace, is commitment 
If they light the fire of animosity, then in the fire 
we will become stronger 
If they poison this air, then they will meet 

that which they have sown. 
Amazing! Their shouting continues to become sharper 
But a crying child, does not please them 
nor does a desperate person who, in his despair, 

is steadfast 
It is amazing. Their barking becomes louder and sharper 
Our blood is a waterfall in the land 
And our houses collapse and groan. 
It is amazing, their weapons are thunder 
But our weapons are our firm belief 
And our character and faces are comprised 
of our dark chests, our love, 
our women and our girls 
and from our new born babies 



Our memories, our elders, our history 
Our heritage of olives and roses. 

The poet here contrasts the formal military strength of 

the standing armies with the more powerful weaponry of the 

Palestinians which is comprised of their commitment to the 

land and the knowledge that they are in the right. 

Mentioned in the above passage are the olive trees and the 

roses, both of which are concrete images representative of 

Palest ine. 

Finally, in the last stanza, the poet reiterates that 

the Palestinians' determination will prevail. There is no 

question about what the outcome will be, for the popular 

voice of the people will overcome injustice: 

Determination in our young children 
Our commitment is to the land and to the sacred right 
We will survive for we are masses. 5 9  

Samih Faraj's long poem, "Do Not Confess" (La 

T^atarif), stands as another example of encouragement for 

the population to hold steadfast, despite the fact that, for 

many, this may mean prison terms or long periods of 

administrative detention. The Emergency (Defense) 

Regulations, 1945 give the Israeli authorities permission to 

hold persons only suspected of crimes for a period of six 

months without trial which may be renewed indefinitely. 

Considering that such a large portion of the population 

C Q _ 
Abd al-Rahman ^Awawada, "Determination in Our Young 

Children," al-lttihad (Haifa), 3 Jan. 1988. 
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has been held in administrative detention or prison and 

faces daily the possibility of such incarcerations, this 

poem takes on a special significance for the whole 

population. It has been estimated that at least one member 

of each family has been imprisoned at some point in time. 

The following poem is set inside a prison where there 

are many encounters with the interrogators and guards. But 

each time, the Palestinian prisoner prevails in keeping his 

silence, despite various tortures inflicted upon him. 

This is my lily strewn path to happiness 
Do not confess 
You are the stubborn. 
Trees' branches touch my shoulders 
A bag of scented cotton is above my head 
a mask .. 
I breath of the lemon from it and the moon 
The first moment is for us. 
- Take off your old clothing. 
I took off my clothes. 
I passed beyond the drizzle into the rain. 
The first round is ours 
One by one 
and the second 
and the third 
and the tenth 
The night is assaults and rounds 
Thoughts circle in the my head 
guessing... guessing 
and a desert of the oppressive times 
Misgivings will not pass from a door here 
Misgivings will not pass from under my fingernails 
Who secretes the colours except the heart?! 
Who creates the volcano except the people?! 
Who changes the desert except the sea?! 
Who changes the forests into fields or nurseries! 

It is difficult to remain steadfast without a sense of 

hope and the poet conjures up images of Palestine to remain 

in the mind and give the prisoner strength. Again, there is 
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of the prisoner surging rather than receding. The reader is 

also reminded of the refugee camp, a profound symbol of the 

tragedies that the Palestinians have suffered for over forty 

years . 

The iron bars of this prison are scowling 
and promising 
Grimacing., and a messenger of good tidings.. 
Morning is thousands of miles -
We cross it with one mile 
And the morning is thousands of generations -
We inflame it with one generation. 
Take another night 
Here I drank 
Twenty seconds, only 
Twenty songs, only 
From the depth of my head. 
Then the grape vines spring to life in the limbs 
Then the grape vines spring to life in Khalil 
Do you hear the nay tinged with steadfastness 
A voice like a dove., heavenly .. 
Cooing and singing from afar 
Do not confess . . 
This is your anthem, my comrade/ it was roasted in a 

body 
A mountain of steel rises/ it was reduced to servitude 
in the hand 
Flesh and steel and poetry 
l , xAtlid" prison witnesses you 
A mountain of steel enlarges 
It was distributed in the prison cells of honour 

Do not confess. 
The investigator withstood one more night 
Sixty days 
Seventy days 
An oppressive night 
A war of interrogation, grinding, fierce 
The moon forms its path 
The moon spreads its might 
Above the camp and the fields 
Oh Ashkalon prison, didn't you memorize our song.. 
Oh Ashkalon 
Oh Nafha, prison of the desert, we are steadfast 
Steadfast 
Above the camp - steadfast 
Below the camp 
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Between the roofed passages and the roofed passages 
Between the truncheon and the truncheon 
Between the torture and the torture 
Between the misery and the misery. 
They blocked the roads 
And the exits.. 
They fenced in from us the lips 
Even the grave yards they searched in its depth. 

Hunger is honeydew 
And poverty is comfort 
We are steadfast.. We are steadfast. 
My lips try to touch their morning 
Then the heavy soldiers' boots push me 
Towards the direction of my song, so I sing. 
Do not confess 
You are the stubborn 
A shower of water cooled with ice 
A shower of water warmed in hell 
You are the camp.. 
the camp.. 
the camp.. 
Open your eyes, boy..! 

The city of Haifa is presently located within the 

borders of the State of Israel. The poet, however, has not 

relinquished his emotional bonds with the city and reaffirms 

that it shall always remain Palestinian. With this love for 

Haifa, the symbol of his homeland, in mind, he is able to 

endure further torture from the prison guards as he 

continues is search for truth: 

Haifa fairies 
Oh vultures of coercion, oh this interrogator 
Haifa is my abode or my book, continuous forever. 
Open your eyes, boy! 
My eyes raise 
and rove 
between that which they carved our silently. 
Wherever there were fingernails torn away, the slogans 
had extracted them 
Reading the walls 
in the depth of the corridors, thirsting for truth 

and the 1ight. 
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The poet then continues the stanza by recalling how 

other prisoners before him have held steadfast. The device 

of using common Arabic names adds a sense of concreteness 

and intimacy which the reader is able to identify with 

immed iately. 

Trees' branches touch my shoulders 
My eyes raise 
They devour the statement, rhyme after rhyme 
What was it that xAli wrote: 
My prison cell 
A field of concentrated debate 
Between my soul and the darkness 
My bones will continue 
In the throats of the butchers, it is the weaponry. 

This is Walid 
Here Ahmad stayed 
Here is Amjad's colour _ 
Here is the glory of Hani 
Here is the chain of As^ad 

With this, his determination to remain strong intensifies: 

A mountain of steel rises 
You are the stubborn .. 
I searched in my pain and I found you watching 
So write with your charcoal 
with your flesh 
with your bones 
or with iron: 
Oh, my fr iends . . 
If my vein submits someday 
Cut off the vein from me.., 
And write on all the cells and rooms 
Do not confess 
And leave the interrogator to perpetrate 
What ever he chooses from .. 
an old tune or new 
This is your anthem and my anthem 
Remember these words 
The land listens to the anthem 

Not only is the prisoner determined not to make the 

interrogator's job easier, but he also feels a duty, not 
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only to himself, but to his family members and friends. 

There is a great burden placed upon him for the well-being 

of his loved ones is also put into jeopardy: 

No . 
I will not make you comfortable, oh policeman 
I will not send you back carrying new papers 

or news 
or a shadow of a narcissus 
But continuous emptiness, oh policeman 
I will become happy when you are angry 
I shall grow when you become tired. 
Did you come to know the names from me? 
My aunt 
or the work of my uncle? 
Where I work 
What I do? 
What else? 
My brothers 
The colour of my mother? 
This is enough . . 
I will not say more 
What do you do? 
Multiply the numbers and subtract 
And drink of the sea and foam 
break the extremities and the phantoms 
listen to the disco for a short while 
pour the wine for beautiful Shishana 6 0  

then kiss her and return to me, intoxicated. 
I will not change from my singing 
There is nothing new .. nothing new .. 

The spirit of not only optimism but victory flourishes 

in the third stanza. Oppression feeds more intense 

def iance: 

From the morass of this prison, I will arise, 
you policeman 

From the sorrow of this vault, I will make my star 
From the cotton of this bag, I will make for a lover, 

her shawl 
and from the chains, 1000 necklaces and pendants 
from the night of this night, I will light my happiness 
So remove your letter file from here 

60 
Shishana is a common Israeli female name. 
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and set your folder ablaze, if you wish 
Did you hear that which we said violently: 

Oh comrades 
if my vein submits one day 
cut from me the vein. 

The anger on the part of the interrogator is expressed 

in the fourth stanza as the prisoner holds fast to his 

silence. The word "birds" is a term given to Palestinian 

collaborators who are planted in the prisons. When a 

prisoner will not talk with the military, s/he is put in 

with the "birds" who encourage the prisoners to tell their 

stories, supposedly in confidence. 

This son of a bitch 
the interrogator jabbered 
"Son of adultery".."Dirty bastard" 
He did not submit 
They hadn't put him with the birds 

"He doesn't want to talk" 
"He doesn't want to talk" 

In the fifth and final stanza, the poem reaches its 

climax as the poet-prisoner shouts his determination to 

remain steadfast. The poet realizes that this is just the 

beginning of the uprising as he sees it gathering momentum 

and spreading to every aspect of Palestinian life: 

If another night 
another blowing cloud 
comes to you from the camp 
Do not confess, 
My friend, my comrade, but scoop 
from your steadfastness 
and mold barricades in all the chests 
Implant your roots in the homeland 
and pour your resistance into the roots 
What a prelude to a poem 
We will sing it, all of us 
in every wedding or success 
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In every house 
When we sleep a short while 
or open in the morning 
So write with your blood 

on every hurricane and wind 
Do not confess... 
Do not confess... 
Do not confess. 

The final poem in this selection, "proclamation" 

(Manshur), by Fauzi al-Bakri, is a short, yet effective, 

poem which sums up the spirit of the Intifada with force and 

determination. The key words are 1 1  in spite of;" in spite of 

all the negative results of the occupation, the determined 

steadfastness of the people remains stronger than ever with 

the children being the backbone: 

In spite of the loss, the bitterness and the agony, 
in spite of the bleeding wound 
and the injured dignities, 
the children of the refugee camps will continue to 

play. 
The "assault of the stones" is the sport. 
They hit their target and they cheer. 
There is no voice ringing out 
above the voice of the Intifada. ^ 

ACTIVE RESISTANCE 

From steadfastness, a more passive form a resistance, 

we move to active resistance as another dominant theme in 

the Palestinian literature of the Intifada. All of the 

/" "I  ̂
Samih Faraj, "Do Not Confess," al-Katib (Jerusalem), 

(March 1988): 87-90. 

6 2  ̂ *T ~T —" 
Fauzi al-Bakri, "Proclamation," Maqali v: Qasa'id min 

Wahy al-lntifaja, (Jerusalem: Association of Palestinian 
Writers in the West Bank and Gaza Strip, 1988), 40. 
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poetry from this period can be considered "resistance" 

literature by the very fact that it seeks to resist the 

oppression imposed upon the people and their culture and 

resist the old attitudes that contributed to the present 

situation. The theme of active resistance, however, can be 

classified in a specialized category. 

The first poem with this theme to be discussed is by 

Yusuf Hamid, entitled "Long Live Her Bitter-Red Blood" 

(Yahya Damha al-Murr al-Ahmar). He begins the poem with an 

attitude of quasi defeatism. In it, his dreams about the 

homeland are revealed, but one ascertains that these dreams 

are far separated from reality. The blood from the homeland 

contributes to his grief and he speaks of chains, of 

slaughter, and his weariness from the struggle: 

Some of her bitter blood 
passes over me 
It exposes my heart to the sun 
for the beginning of the words 
and my love ... 
I write about her 
about those dreams 
about that sea 
deeply rooted, now, in my eyes. 
Some of her blood 
makes my face droop in grief 
I cry 
and on my chains I place 
my face 
and I sleep for awhile. 
From my slaughter 
the blood sacrifice extends. 

I awaken 
But I do not hear 
except 
my eyes are dull from exhaustion. 
I call 
in a voice 
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that was overcome by the ghost. 
Where does the sea halt now?! 
The words govern me. 
I am silent from the intensity of this death. 
My face rushes with words. 

The focus now shifts to the rebel who is actively fighting 

for the liberation of his country: 

The rebel did not die in the interrogation 
and this tyrant did not achieve his victory. 
The rebel stopped. 
He blocked the darkness from 
the door of revolution. 
The rebel is strength 
It explodes 
in all the faces of the murderers. 

The strength that the rebel possesses becomes 

infectious and the poet has become influenced by it. Now, 

the bitter blood that has been shed creates determinism in 

the poet and he is ready to take action, emerging from the 

previously passive role: 

Some of her bitter blood 
comes to me now 
as strength. 
So I'll go out 
into my night 
beyond my night 
And clap. 
Long live her blood. 
A sword, I will raise 
.. so the words will become 
a body blending this coincidence 
with the soil of return, 
a body that is carved in the summit of this wide 
hor i zon. 

Recalling the rebel's determination and strength once 

more, the poet continues to reveal how this spirit to resist 

the occupation has permeated the whole of society. The 
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darkness is lifted and the dream, which appeared in the 

beginning, now enters into the realm of possibility: 

The rebel stopped 
blocked the darkness 
from the door of revolution. 
The rebel is strength 
It explodes 
in all the faces of the murderers 
Some of her bitter blood 
passes quickly 
quicker than the machinery of tyranny 
and the army of the occupation 
pounds on the doors of weakness 
creating in the weakness 
the age of strength. 
It invades the darkness 
and it comes with a day 
so that beauty may awaken 
It opens the window of the forgotten dream 
and overlooks the street 
where the street 
was far away. 

The final movement of the poem turns into a victory 

march. Death is depicted as sublime because it is a death 

with purpose. All depression has vanished and symbols of 

new life springing forth prevail: 

In death 
how splendid it is 
that the moans smile 
from dawn 
and the face of beauty awakens further. 
Victory has begun. 
The poor have spread about the land 
transforming the land into spring 
which carries nothing except greenery. 
Victory has begun. 
Her bitter-red blood 
rained 
and it blossomed 
...Long live her bitter-red blood! 

^Yusuf Hamid, "Long Live Her Bitter-Red Blood," al-Katib 
(Jerusalem), (April 1988): 89-90. 
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The next poem, entitled "The Pearls" (al-La'all'), by 

Murid al-Baraghuthi, stands as another poem representative 

or the resistance theme. It opens with a depiction of 

present-day life on the West Bank, with an unfurled flag and 

a vibrant demonstration taking place. The kufiya, or native 

headdress, brings to mind visions of the powerful 

resistance. The military displays the power of their 

shooting bullets which is juxtaposed to the slingshots of 

the Palestinians which proceed undaunted. 

The soul is in the hands 
the winds are in the flag 
and the demonstration vibrates 
A wave repeats itself 
The oyster of suffering preserves the pearls 
A kufiya is in the crossroads of the bullets 
The bullets hit the target 
then they miss 
But they don't hinder the blow of the slingshot 
the waving of the forearm 
or the legs' sudden outburst 
As if in the cushion of history 
there are one thousand pricks 
which makes the drowsiness fly from his eyelids 
and pulls the cover away from his grey beard. 

The first stanza then continues with instructions for the 

uprising people: 

Rise! 
Take a page from the boy's notebook 
which the bullets have ripped open 
Gather up the ink well and the pen from around his 
wounds 

and write with your beautiful handwriting 
what the boy says 

The freed have been defeated in the vast expanse of his 
king 
but our imprisoned people have not been defeated! 

Several unassuming images stand out in the above 
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section; among them, the pen and the ink well. The forces 

of the occupation have always been guarded about the written 

word, especially as it appears in poetry, for it is 

precisely this medium which has the power, more than any 

other, to move the people into a state of rebellion against 

their rule. The Israeli laws of censorship, as discussed in 

the opening chapter, give credence to this. 

In the second stanza, the above mentioned writing 

instruments again come into focus. The poet speaks of the 

"castle of torture" which symbolizes the occupation. A 

little further, he mentions the "drowsiness of our age," a 

reference to the past forty years of ineptitude on the part 

of the other Arab governments and possibly a reference, 

also, to the depressed sense of hope on the part of the 

Palestinians after the disasters of 1948 and again in 1967. 

Take the ink well and the pen 
and write with your beautiful handwriting 
that the castle of torture 
is destined to fall 
We walk on the drowsiness of our age 
We establish its rights 
and we reveal its falsehood 
Write with your beautiful handwriting 
We are the colocynth 
The crying conceals its tears in our eyes 
and in our ribs are its earthquakes. 

This stanza continues with a sense of inevitable triumph for 

the Palestinian cause for, again, it is made clear that it 

is the Palestinians who tilled the land before the Zionists 

invaded and it is the Palestinians who will prevail once the 
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Zionists have left: 

We were all here 
but the people who drew the equation didn't see us 
From a predecessor to the successor 
We crown the attempts with another attempt 
And from a decade, advanced in age 
we throw the crops into the fields 
And the wind is in the flag!!! 

The poet makes the point that Palestinians were living in 

Palestine from the very beginning and states his firm belief 

in his rightful heritage to the land, despite the fact that 

the dominant political powers between the two world wars 

appeared not to notice their existence or, if they did, not 

to give it much credence. 

The final stanza to al-Baraghuthi 1s poem makes a 

statement regarding the other Arab governments who form a 

"string of borders." He depicts them as sleeping, far 

removed from the wakefulness of the day, and cautions that 

even "if they release the Classical Arabic, enthusiastic 

about our tears," that they are no longer the one to bring 

about independence for Palestine. This may be a direct 

reference to the Jordanians, who the Palestinians regard as 

having no right to negotiate their land settlements for 

them, despite the urging of the Zionists and the U.S. 

, government. When the poet speaks of the Classical Arabic it 

is in reference to the fact that there are many regional 

dialects all over the Arab world, but it is the classical 

language, the language of the Qur'an, which ties all of the 
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Arabs together in solidarity. The poet warns that the 

Palestinians should not be fooled if the other governments 

try to bring them 4^to their fold because past antagonisms 

have proven that they are not truly behind the Palestine 

struggle and refers to these other Arab governments as 

unauthentic or "translated" regimes. The poet makes a point 

of blaming not only the Israelis for the occupation, but of 

assigning half of the blame to the other Arab governments: 

Take the ink well and the pen 
and put down your suitable adjectives 
The string of boarders is asleep 
and the white cats 
in the lap of the kings 
are asleep 
and the general sleeps 
and above him sleep his uniforms 
and above his uniforms sleep his row of badges 
Don't pay attention to those among them who prolong 

their celebrations 
Nor to those who prolong their grief 
Don't look around if they release the Classical Arabic 
enthusiastic about our tears 
These are translated regimes 
How often did we find the Romans behind our Romans 
and how often does one who cries for help forfeit his 

"Mu v  tasim"! 
The front lines become the back 
And the back lines become the front 
We have all of the speeches 
for these masked mouths and throats! 
We have disorderly alleys 
and organized streets 
We have the country's stones 
and the demolished homes 
Half of it is on our occupiers 
and half of it is on the regime's glass. 

The disorderly alleys, in the above stanza, refer to 

the streets of the villages and refugee camps which are 

ablaze from burning tires, a symbol of protest against the 
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occupation. The organized streets is a reference to the 

completeness of the organization surrounding the uprising. 

Committees have been formed on every street in the towns and 

villages to take care of the needs of the residents whether 

it be food or clothing, education, social or financial 

assistance. Everyone is joining together to care for the 

needs of ones neighbours. 

In the final part of the third stanza, the poet 

elaborates a little more fully on the pearls, the title of 

his poem. It is believed that the pearls stand for the 

Palestinian people. In the first stanza, the pearls were 

briefly mentioned as being protected by the oyster of 

suffering. If we assign the role of the pearls to the 

Palestinians, then the oyster takes on the role of the 

homeland which protects her precious jewels: 

So write in your beautiful handwriting 
That the pearls of the depth are coming 
The country of beauty is coming 
Waves are carrying its waves 
Kufiya, Kufiya, Fatima, Fatima! 
We did not just now fcfgin here 
and there is no end. 4  

The poem by Ghada As^ad, "Letter to My Homeland" 

(Risala ila Watani), is the third presented in this 

selection focusing on the theme of resistance. In the first 

stanza, the homeland and the poet have already become one 

64 - - -
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(April 1988) : 51-54 . 
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with each other. Death is ever present and comes to her 

dressed in the four colours of the flag. it is in this 

death, however, that the poet will be set free, for it means 

that the birth of her nation is on the horizon: 

When you inhabited my heart 
my last portrait was exposed 
My dresses were torn to shreds and the shroud appeared 

White like birth 

Black like death 
Red like martyrdom 
Green like the fields 

My liberation is in your birth 
and my death is in your new rising. 
Oh, my blossoming homeland - rebel! 
The last prophet has been revived. 

In the second stanza, the poet applauds the strength 

and endurance of her homeland in the wake of the Zionist 

invasion. But, no matter how strong the Zionist desire to 

bring destruction to the land and its inhabitants is, the 

Palestinians are not only strong, but will remain stronger 

than their aggressors. The homeland is solid in character 

and unified which, ultimately will destroy the invader's 

military might: 

They knocked you down, your ribs broken 
pale like the distant night 
black as the colour of wheat and withering 
They all shed your blood 
But we are stronger than their weapons. 
Oh, my homeland, who founded poetry 
Oh, my homeland, challenging and rebellious 
the more they wanted you to be weaker 
you stood stronger, multiplying like the loaf of bread. 

The final stanza of the poem brings the poet into full 

development as a person for now her country is on the verge 
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of being rescued from disaster. Visions of life abound in 

this section with the trees bearing fruit and other vivid 

signs of renewed life. The poet, once again, merges with 

the homeland: 

Now begins the song of return 
and here is the knight who comes upon his horse. 
The final portrait has been completed 
the trees are adorned with pine nuts. 
We shook hands, we competed. 
Everyone prepares for the moment of death and liberty 

the moment of renewal and threat 

My old image 
appears above the surface of the water 
above my painted face 
adorned with the names of inhabited streets. 
My face, which composes the map of the homeland. 
It's about time that it relax its gazes 
and quenches its thirst with the immortal melody. 6 5  

The final lines of the above poem are highly 

significant. The poets old image is finally becoming 

rejuvenated, never having been fully destroyed. it had 

become old and it had become faint, but it was always there. 

Her features are distinctively a part of the land. In these 

features one can see the names of the streets, the addresses 

of the houses and, indeed, the entire map of Palestine. 

This is something that cannot be destroyed because it is 

renewed with every birth. There is a conviction here, not 

just a mere hope, that the time has come for a recognized 

homeland. 

The poem, entitled "Stones in Our Hands" (Fi Yadna 

^ 5Ghada As Nad, "Letter to My Homeland," al-Ghad (Haifa), 
(May 1988): 113 . 



70 

Hijara), is a serious and committed assertion by the poet 

N  All al-jarirl. Each stanza of the poem begins with the 

defiant declaration that the Palestinians do exist as a 

people, in flesh and blood; that they have always existed 

and forever will. 

The poem portrays the strong solidarity that exists 

among the people, especially with the advent of the 

Intifada. They are enraged and determined that freedom 

shall be won: 

Either we existed from the very beginning . . 
Either we existed from the very beginning . . 

Or we do not exist. 
A teacher, a student, a laborer 
and a worker pave the road. 
We heal the wounds of our day. 
By stones we make the road passable. 
We gather in rows of unity, 
following the road in succession. 
My path and your path, oh comrade, 

sharpen the determination. 
And from your left, oh comrade, 
we cause the moon to rise. 
If it should be that I die in battle 

or that I die by hanging, 
a martyr advances on the road of the sun 

towards the beautiful homeland. 
Under your shelter, oh gallows, 

we sow happiness. 
And on your bayonets, oh enemy, 

we raise the flag. 
Under your oppression, oh enemy, 

your reap the flame. 
Do not ask me, for I am the incessant rage. 
Either I will live a long time, 

or I will die in freedom. 
A martyr advances on the road of the sun 

for the beautiful homeland. 

Either we existed from the very beginning 
or we do not exist. 
Peace for you, 
my homeland, fenced in by suffering. 
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Oh fenced-in procession, 
convey a salutation to the dear ones 
under the roof of subjugation in the land of the south 
and say to them: 

My heart is enslaved by your love, 
oh land of the south. 

Peace for you, 
my great land. 

The teachers living in the country are determined, 
with their heads raised high. 

If the beautiful moon, crowned with the laurel, shines 

in the beautiful homeland 
it is because from our alleys . . fly our stones. 
Flags wave 
and on the heads of the betrayers they fall. 

With live embers and with burning fire, they destroy. 
They strike at the tyranny of the barbarous repression 

in the Galilean nights. 
And at our gates, fall their grenades 

like copious rain. 

So, drink of the bitter cup -
for the incessant rage 
and the vigor of the glory 
unites the children of the schools 
in the battle front of the great fury. 

Either we existed from the very beginning, 
or we do not exist at all. 
It is you who returns to begin anew 
but the bitter draft continues as 

the expanding wound in the martyr's body. 
On the walls of our schools 

the martyrs write the anthem of the new homeland. 
Either we exist in a homeland fjee and happy, 

or we do not exist at all. 

The following poem is by Rajah al-Salfiti, a poet and 

folk singer from Nablus who is now in his seventies. He has 

been imprisoned numerous times, most recently during the 

beginning of the Intifada, despite ailing health. His poem, 

6 6 -• •" _  ̂• 
N  Al i al-Jariri, "Stones in Our Hands," Maqali N; 

Qasa'id min Wahy al-lntifada, op. cit., 30-33. 
5 1 > 
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entitled "Children's Songs from the West Bank and Gaza" (Min 

Aghiani al-Sibyan fi al-Diffa wa al-Qrta %), indicates the 

passion with which the people, young and old, are carrying 

on the resistance. This is one of the few poems in this 

selection which was written in the Palestinian dialect 

rather than in Classical Arabic. 

Expulsion, shooting and destruction of houses 
does not weaken our determination. 

Hello to you, oh death, 
until we obtain our freedom. 

This kid said to his mother: 
give me a hata 6' and a sack. 

A barricade of stones and burning tires 
are at the gate of our alley. 

Between the coming and the going 
our ten became a hundred. 

We raided the patrol 
and they ran away from our stones. 

All the people, young and old, 
want the decision of our own destiny. 

Other than the Liberation Organization, 
no one represents our words. 

Zionist extremists 
have no intention for peace. 

And by the name of "aimlessness" 
they named our uprising. 

We are not terrorists -
the terrorist is Rabin. 

In spite of the Zionists 
we want to reach our destination. 

Let's go together into the struggle 
young and old 
young girls along with children 

until we sweep this occupation 
and we raise the flag of our country.^® 

A hata is also known as the kuf iya or the native 

Palestinian headdress. 

C. Q « m 
Rajah al-Salfiti, "Children's Songs from the West Bank 

and Gaza," Maqali" : Qasa* id min Wahy al-inti fajia, op. cit., 

30-33. ' ' 
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BRUTALITY OF THE OCCUPATION 

The following poem to be discussed is comprised of 

excerpts, or short scenarios, depicting specific incidents 

which have, or have the potential to have had, occurred 

since the beginning of the Intifada. 

This poem comes from Nayif SalTm's diwan entitled "Echo 

of the Intifada" (Sada al-lntifada). In each of these 
« i • 

scenarios murders of innocent victims are portrayed in 

gruesome detail and, in the eyes of the Palestinians, these 

cruel attacks against their people, leave the Israeli 

soldiers depicted as barbarians, rather than the mighty 

security forces which have gained world-wide recognition 

over the past forty years. 

GIFTS OF POISON! 

A strange airplane circles 
above the village of "Bait * Ulnar" 
Clouds of hair pass around it 
It shoots the village with sweets and meat 
in the event, the children become happy 
while the hospitals are filled with corpses. 

According to a newsletter of the Palestine Red Crescent 

Society dated January 1989, a number of children in occupied 

Palestine have been injured by incendiary devices which have 

been dropped by soldiers in the shape of candy bars.^9 

DURING THE FUNERAL! 

In the martyr's procession of 
"Abi Sa'id" 

6 9 
"Dangerous Candy Bars," Palestine Perspectives 

Magazine, March/April 1989: 8 . 
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thousands go out in "Jabalya" camp 
The forest attacks 
with its savages! 
Fifty tanks vomit their deadly poison 
And city squares are filled with caskets. 

It should be noted that since the beginning of the Intifada, 

funeral processions held for the martyrs have customarily 

drawn large groups of people. The refugee camp of Jabalya 

is significant here for this is the place that the Intifada 

has its official beginning. 

THE QUICK SOLUTION! 

They made five grade school students stand 
in front of the municipality's wall. 

They searched them and then collected all of the 
notebooks 
in a moment 
nervous 
They mowed them down 
and announced: 
It was a "violent" attack on our forces but we ended 
it, we settled the matter. 

PRIDE! 

The army raced behind "Hani", strenuously after his 
trail 
and when they caught him, they broke his back bone 
and his rib cage with a stone 
then they bragged about the mighty security forces 

which won. 

PRISONER OF WAR! 

They besieged "Salah al-Din", harboring feelings of 

hatred 
against his glorious name. 
They sprayed splintering bullets 
upon his heart, making a hole, silencing its throbbing 
then they search him 
finding nothing in his pocket 
except a pen 
and a picture of his fiancee 
drowning in blood. 
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The mention of Salah al-Din's name in the above stanza 

brings back violent memories of the Crusades, a medieval 

chapter in the long history of interaction between the East 

and the West and a prelude to the imperialistic expansion of 

modern-day Western Europe. On 15 July, 1099, the Crusaders 

besieged the old city of Jerusalem perpetrating an 

indiscriminate massacre against men, women and children. 

Jerusalem remained in the hands of the crusaders until 2 

October, 1187 when, under the direction of Salah al-Dln, the 

famed counter-Crusading hero, it was once again returned to 

Muslim control.^® By recalling this period of history, the 

poet symbolically asserts that outside attempts to control 

Arab Palestine have yet to come to an end and treacherous 

murders continue to be committed, this time by the Israeli 

military. 

"IZZ AL-DIN! 

The infant, l | NIzz al-Dln" , crawled laughingly 
behind his sister, "Najud." 
The army advanced quickly 
with well-known arrogance. 
They ran over him intentionally and kept quickly going 
and when the eyes of heaven broke into tears, 
washing away the blood, the soldiers burst out 
laughing . 

MASSACRE! 

A fast tank, like in whose belly are satans, 
hit them and hit the school's wall 
in a second 

70 
Philip K. Hitti, History of the Arabs, 10th ed. (New 

York: St. Martin's Press Inc., 1970), 633-648. 
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crushing the wall of the school 
while eight remained beneath it. 

IN THE STORAGE! 

They closed the storage where he slept 
the guard of the fields 
" v  Asam" 
and they set fire to the storage 
until his sad history ended 
and when his fried flesh was suffocating 
he wasn't feeling the fresh air 
he was above the world of pain. 

HUMANITY! 

They broke "Hadl's" soft hands 
they dropped him in the valley 
his torn clothing glued 
between his broken bones. 

AN OLIVE! 

A Roman olive 
its branches had been exposed to the shelling 
and its trunk to the explosion 
because it hides secrets 
in its "horn." 
They didn't know that the greenness of the sky 

lies in its veins 
and that its oil is blood. 

THE PROCESSION! 

In the bridegroom's wedding procession 
and airplane intruded 
and the "stone throwing machine" joined in. 
The army carried out a raid 
arresting seventy 
and wounding seventy 
but the "troublemakers" didn't disperse 
when the groom became a martyr 
however, the police did. 

In the next three vignettes the spirit of determination 

begins to break through as the victims hold steadfast to 

their land. It becomes clear that their victory over the 
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occupation will be achieved: 

THE SURVIVORS! 

They gathered and attacked him 
with full weaponry. 
Then they broke his hands 
and clouded the sky in his eyes. 
But when he awoke, he yelled to his comrades: 
Oh Comrades - go forward. 
We are the ones who will remain - not them! 

ROUTINE! 

The broadcaster said: Today, our forces silenced 
"twenty of the troublemakers!" 
and went away. 
The broadcaster's eyelids didn't even blink! 
Routine! 
If they kill twenty, 
in the field of honour 
What is the importance of the "dough to the gentlemen?" 
Don't be surprised...! Some of the "tamed" 
will never break the routine, 
even if the roof of the sky is split! 

SACRIFICE! 

Sheikh " N  Abd Allah" is in his seventies 
They pushed him 
from the roof of his house, into the rocks of the 

street 
His skull was broken 
yet his muttering was heard 
before dying 
saying to the tyrants: 
We are here, here we will remain, planted, 
the sacrifice of this occupied homeland 
and you will leave .. 
You will leave, like the summer clouds, 
though with more humiliation. 

The following two verses of the poem are dedicated to 

two young Palestinians actively taking part in the Intifada 

and are aptly named: 

THE HERO! 

Long live the boy "Yahya" 
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He placed the flag 
and went to erect the traps 
for the soldiers who were attacking! 
They spotted him 
and he was biting his wrist from the pain 
yet he didn't even say: "ouch." 
And before his death, he smiled! 

THE STRONGEST! 

Before he was born 
they hit him and they were about to rip open 

his mother's stomach 
but he did not die 
he came crying with life 
Here we are, stronger than the tyrants 
Here we are, stronger than the tyrants. 

In the final stanza to the poem, the poet makes the 

firm statement that victory will be achieved for the 

Palestinian people. Though this poem, like the rest in this 

analysis, was presented during the first six months of the 

uprising, the sense has continuously been that this is the 

uprising that is destined to continue until victory. 

In the final verse to the poem the Israeli government, 

and possibly the other Arab governments as well, is referred 

to as a regime and not as a democracy, as it so proudly 

touts itself. These regimes of abortion have prohibited the 

growth of the child during its period of gestation. It is 

possible that the poet is calling our attention to the 

consequences that have arisen from the illegal uses of 

teargas. More probably, however, the message is that, 

despite the efforts of these regimes, the Intifada will 

continue and Palestine will be born. 
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THE DECEPTIVE REGIMES! 

They boasted and bragged that they would silence 
the Intifada 

and that the masses would return to being complacent 

like goats! 
Shame on them and their terrible "Shultz" 
and all of the regimes of the abortion. 
There is no return except to achieve the people's 

r ights 
in spite of the nose of the thousand crowns 
All of the regimes of abortion will fly 
All of the regimes of abortion will fly! 7 1  

ELEGIES 

The next major category of poetry to be discussed is 

that of the elegy. Elegies have a long history in Arabic 

literature, dating back to pre-lslamic times. 

Traditionally, the poet would begin with a description of 

the grief suffered by the loss of the loved one. Then, the 

deceased's virtues would be extolled, primarily those of 

bravery and liberality. Following this, came the 

questioning lament as to who would carry on with the 

departed one's high resolves, overthrow the enemy, and take 

care of the needy. If the hero of the elegy died a violent 

7 0 
death, then the poet would call for revenge. * 

^Nayif Salim, "Echo of 
(April 1988) : 43-48 . 

7 2 
Nicholson, Reynold A. 

(1907; reprint, Cambridge: C 

126. 

the Intifada," al-Jadid (Haifa), 

A Literary History of the Arabs 
imbridge University Press, 1979) , 
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The following poem, "Twenty Birds in the Wedding of the 

Moon" Plshrun ^Asfur fi Zifaf al-Qamr), is a modern elegy 

by Jamil Kuhail, memorializing the martyrs who have fallen 

since the beginning of the Intifada and even commemorating 

the intifada, itself, by a form of poetic storytelling. 

The first stanza depicts the situation in Palestine 

before the beginning of the uprising, showing the readers 

that the uprising had deep roots and was not an unforseen 

occurrence: 

Winter _ 
Winter was a storm raging from Kufr Qasim 
Blood 
Crops sprout every season 
Recording bloody fights for the homeland 
Winter 
So as to moisten the victims and make the boats pliable 

So as to voyage until the end of time. 

The second stanza then begins with some philosophical 

thoughts about life and ends with a reference to the events 

on December 8 which ignited the Intifada: 

N  Asam is forcing away the limitations of exhaustion 
from his grasp 
And he praises Kamal 
Oh, my cousin. It is life that perishes 
We flourish by that which our hands cannot touch 
And he who plants jasmine reaps the firewood 
Otherwise, you small nation, say something 
About work or about the fate of the Arabs 
Talib is now adjusted in the saddle 
And said that the only remedy for agony is rage 
And the agony was trying to get ahead 
Of the car of those returning, overtaking it on the 
s idewalk 
Assigning to the betrayal, the business of escape. 
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The following six stanzas eulogize some of the victims 

of the Israeli military's aggression while giving the 

audience insight into each personality in order to make a 

stronger emotional impact: 

Ra'id travels through the vineyard so that he may hear 
the rhythm 
of Hatim's poem 
I am the future, advancing 
And in every land, there are those who are the blessed 

people from God 
Shape and colour 
and a measure of time 
If I am gone, don't despair after me, but struggle 
Peace, my love, on every heart 
which desired light and is infatuated by it 
I am coming, my comrade, tomorrow 
to the beloved soft ground like the wind comes. 

* * * * * * * *  

And it was morning 
A city of all candles was reviewing an inherited 
notebook from the past 
It was fate that ended a breeze around the age of Wahid 
Urgent letters reached her 
Informing her about the stubborn Ibrahim 
yet she continued to play on her lute and then 

a string broke. 
* * * * * * * *  

Sahar 
She plays with her longest wisp of hair 
and she spreads it under the moon's shadow 
Suhaila, oh Aunt, come. The army is placing a siege 

upon us. 
What do they want - which stone? 
I saw xAl1 - they were dragging him 
And NAbid, in front of the soldiers, won 
They pour forth their tyrannical wrath on the passing 

children 
taking revenge on the age, fearful of predestined 

d isasters 
For them, there is togetherness 
Sahar 
She is the branch living above the trees! 

* * * * * * * *  

It was obvious to Ahmad that the way 
to victory is a soul, a house and a beautiful homeland 
which passes through the gathering by sacrificing the 
body 
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That is also what Hassan used to say 
They didn't hide it but they presented it 
for other generations and other evening conversations. 

******** 

Fu' ad 
the drawing sketchbook and the ruler 
His cry was sprinkled with the sand 
Not the Israeli intelligence nor an admirer were 

worr ied 
or photographed him 
in order to hear a shot calling: come here 
Talal • 
three quarters of him in a shirt 
and legs which never committed crimes of pampering in 

his life 
Fu' ad 
he never rode airplanes but he saw them 
hovering in the camp's sky and rising like waves 
like the dam 
Talal 
4 

a ray of light escaping from the massacre 
igniting a fire in the north 
until the nights of wakefulness blacken. 

* * * * * * * *  

%Abid, how many NAbids lost their tongue? 
And MahmtSd, tell me, is it Jabalya or in the city? 
As for'Nafidh, his story is in the alleys 
And Khalid, the stories shouted to him. 
Najwa tears apart 
the bullets and becomes stronger 
I name you Najwa, longing love 
for the soft ground and the valley, for a girl 

and a boy 
so that you can attend the moon's wedding. 

The last three stanzas relate to the audience, in more 

detail, the harsh realities which the Palestinians have had 

to endure. But, once again, the poet, as do the 

Palestinians, surfaces with a heightened sense of 

inspiration and, as if he were an eagle flying above the 

people, gives us glimpses of the uprising as it is being 

enacted throughout the whole of Palestine: 

The land gave birth to them 
I try to record our history, in this night, 
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but there is not enough room 
for pages of a book, for all of the days 
for a land whose heart is agitated by what it has 

accumulated 
from repressing the wounds and the pain 
The earth is shaken so that the boring visitors 
will ride any train 
They conjectured that we were like the chicken whose 

feathers 
have fallen while laying eggs 
And in the Bank of blood, the sitting became delightful 
and the refuge became pleasant 
After the long mirage they awoke on two slaps 
the echoes of the lovers and the steps of danger. 

•k-k-kic-kieieie 

I try not to exaggerate but the dense fog touched me 
So you come in correctness but, like the formulae, 

are weak in suppositions 
The slanderers were telling their lies about riding a 

tame horse 
And they said that life here had been changed by dolls 
and frivolity 
I try not to exaggerate but the dense fog touched me 
So you come weak, the awaited future. 

My feet are departing from Jerusalem, relating a story 
of an uprising to the people of the mountain 
What did I see but the streets lengthening 
as the length of quietness for the same locations 
On both sides there is the silence of life 
replacing hatred and those who abstain 
There are crowds of soldiers on both sides 
and in some instances there are cats 
Here inspiration descends 
it comes down by the storm of the angry 
My legs are traveling and I have composed from every 
curb a piece 

7 *3 
of the traveling song.' J  

The twenty birds in the poem are symbolic for two 

reasons. Firstly, at the time the poem was written, the 

West Bank and Gaza had been under Israeli occupation for 

twenty years. Secondly, the poet incorporates the names of 

73 — 
Jamil Kuhail, "Twenty Birds in the Wedding of the 

Moon," al-lttihad (Haifa), 20 May 1988. 
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twenty martyrs into his work, giving the title an added 

mean ing. 

The wedding is also an important symbol. in the 

Palestinian culture, as in the rest of the Arab world, 

weddings provide a grand occasion for celebration. However, 

since the occupation, weddings have had to be limited in 

size for the military prohibits large gatherings of any sort 

because they are considered to encourage solidarity of the 

people. 

The wedding is also significant in that it is a union, 

here of the Palestinians with their land. It symbolizes a 

new beginning as one leaves the old way of life in order to 

enter into a new one. Marriages are also esteemed for, with 

this union, children are to be expected. It has been many a 

Palestinian family's philosophy to bear sons so that they 

may carry on the struggle. The moon, as presented in the 

title, also carries on the idea of unity. 

Two poems in this analysis carry the title of "The 

Martyr" (al-ShahTd), which is a popular theme throughout the 

whole of the Intifada poetry, not only the elegies. 

The first, by %Abd al-Rahman 'Awawada, contains the 

necessary elements to classify it as an elegy. He laments 

the loss of lives due to the Intifada and then turns his 

attention to a call for revenge: 

The cry of the blood that roared 
violently shook who eves lived sleeping 
At that time, sharks were alarmed 
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in some of the capitols. 
Get up, sailor, and lead us. 
There the waves are becoming rough 
and they are still attacking. 

•k'kie-k'k'k'k'k 

The raid of the heros has taught me 
to shoot a bullet 
The revenge of the orphans is the extent of its horror 
While her traces burn in the heart. 

•kicie-kieieicic 

Our people are a colt 
and this colt is out of control. 
Because of this, oh comrades, 
My land was filled with predatory cowards. 

* * * * * * * *  

We live 
while in our heart are a million daggers. 
Beware of us, beware of us. Beware! 
Beware of the volcano when it explodes. 

They bombarded my dream. But my dream was never 
d i srupted 
They kindled a fire in the heart. 
They planted the land with drunken soldiers 
They shook it. And the blood of our wound 
shook them when it glittered. 
And they walked like peacocks but 
when they woke up, they trembled in terror. 
They drowned in our wound, in our blood. 
This clamor started to devour. 
Oh monsters of the age, this, our flesh, 
like a hurricane rushes towards you.^ 

In the second poem, entitled "The Martyr" (al-Shahid), 

the poet, Rabhi NAbd al-Qadir Ibrahim, writes a symbolic 

elegy for himself, a martyr who, through his death, merges 

with the homeland. It should be noted that much of the 

poetry of Palestine is written in the first person singular 

form. This subjective "I" is used to portray not only the 

poet's feelings but also those of the majority of people who 

^ 4 sAbd al-Rahman ^Awawada, "The Martyr," al-Ghad 
(Haifa), (May 1988): 43. 
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are suffering. It is their pain that the poet experiences 

deeply and thus conveys to the world.^ 

The concept of death, here and in all Palestinian 

poetry in general, is not a concept to be feared, but an 

ideal to be welcomed for through death, the martyr goes to 

join his beloved which is Palestine. 

The poet begins with a prose introduction before 

continuing on with the main body of the poem: 

Bullets penetrate the heart and the heart 
penetrates the checkpoint's road blocks and the curfew 
order so as to hang red roses on the doors of the city 
through which the princess passes. 

A picture of one of the martyrs of the Intifada 
sings his last words after a bullet has penetrated his 
big heart. 

I carried my country's crescent 
I carried my country's cross 
I wandered between the street and the land 
and around me were wounds 
I tried to remember where the house of the princess was 
I searched for her in every alley and street 
and my wound was open 
I lived my life with a song 
I failed in my life but I won in my death - but... 
With my death, I will rip to shreds the honour of the 
bullets 
I will make my song a star in my country 
And I will make from it 
Suns and dawns and love 
The comfort of a child will make the bleeding of my 
heart 
d isappear 
Why, then, are you crying? 
All of your tears above the lips are shattered, 

my comrade 
And your eyes demand from me - a poem 
My body lies wounded on the ground 
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The tears in your eyes are crying 
for a slaughtered person 

Why the tears? 
My tears will never dry... my comrade 
And my love is my final part of the night 
Why the tears? 
I am a lover and it is impossible to quench my thirst 
I have a story in my country 
I have a tear in my heart 
and a long wisp of hair 
These are songs of traveling 
and the hymn of my beautiful death 
These are flowers of the garden 
My death for my land is a document 
Don't cry, my friend, even if the impossible cries 
I am a lover 
I am a lover who said it in provocation 
in every language 
I don't remember that I cried 
on the porches 
And I don't remember that I failed 
I don't remember that I saw 
But, I saw my country 
in the words 
in the tears 
I saw my beautiful country 
I saw my country as a long braid of hair 
trying to attract me 
From my lips Spring becomes green 
and the tears remain 
the wounds remain 
the frost remains 
And I remain so that I may sing to my wounds and cry 
My wound is old 
In my chest it is old 
But my wounds, in spite of the chains, 
destroy all of the barriers 
It comes to you singing songs of the harvest 
It comes desiring all of the songs 
wanting the suns 
wanting the songs of the birds 
Do you not notice the love above the eyes? 
Behind the tears are eyes 
And behind the eyes is Khitam 
Do you notice her, my comrade, 
there in front of the girls 
in a great gathering, in front of the girls 
She sings and she carries a sun 
with its four colours 
Behind Khitam are all of the girls 
like flowers on the porches 
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Do you notice her coming 
with hair like the night of the island? 
In her hand is a sun of exquisite love 
Do you notice her, my comrade? 
She is now extending her small steps 
On her cheeks are tears 
like the tears of a breast-feeding child 
She is now frightened 
From what is the princess frightened? 
All eyes are upon her 
All of the hands point toward her 
Do you notice her, my comrade? 
Do you notice Khitam's long hair? 
Do you notice her thin waist? 
What will Khitam say if I am gone? 
What will she say if I fail? 
How will she live alone? 
And will the princess be happy? 
Which one of us was the martyr -
Is it I or Khitam who is the martyr? 
May my poem reached her 
May my poem reached every lover 
This is my final poem 
And these are my final tears. 
Farewell, my comrade, for my death approaches 
My departure has come from fate's destiny 
Convey my greetings to every lover 
Convey my greetings to the memory of the rain 
The madness of my rhymes and the tears of the eyes 
are whispering t&e meanings of bewitchment with honesty 
My country says that a martyr comes 
So put the moon's cloak upon my head 
The taste of life did not remain in the soul 
And the rain does not sing from my eyes 
I was alive wanting life 
dreaming about the sun before the moon 
I will write with my tears the most beautiful poem 
But my time wants to depart 
Nothing remains of me but memories 
But my memories are like perfume between people 
So tell the friends that I have departed 
As if I am a question - as if I am news!! 
For sure, we are going to meet anew 
Like this, my god said to the people 
I am departing from you, my friend 
My song is above the warmth of the musical string 
So place upon my grave a letter of love, 
a bouquet of flowers, and the sound of rain. 
Do not claim that we were created 
so that the night may leave news within us 
No matter how the nights of tears lengthen, 
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the birds will come and the fruit will come 
with my tears and my voice and my tender wounds 
I wrote my poem and I wrote the moon 
I said I would depart... but as a martyr 
My wounds call for my blood, oh "Umar 
Leave me with the wounds, the colour of life 
How beautiful death is under the rain!' &  

ARABISM IN THE CONTEXT OF THE INTIFADA 

The poem entitled "Men of Words" (Rijal al-Kalam) , by 

Salman Masaliha, is the first of two poems to be presented 

in section that focuses on the Arab tradition in dealing 

with Palestine. It is addressed not to the Palestinians 

living within Palestine, but to the leaders of other Arab 

governments who, for so many years, have given lip service 

to the Palestinian problem but who seem to show no 

initiative in assisting to solve the problem. Words are no 

longer enough for action is now required: 

Why do you tell me in my silence: enough 
You are men of words 
For every age you have a place 
For every place you have a speech 
without beginning and without end 
And every enemy is a friend of yours 
You are men of words 
You have before you shores for the songs 
Sand, mountains 
Seas without beginning and without end 
For every situation there is a saying 
and every poem is your martyr 
What should I say 
to my lonely self? 

* * * * * * * *  

Why do you provoke 

^Rabhl v  Abd al-Qadir Ibrahim, "The Martyr," al-Katib 
(Jerusalem), (May 1988): 91-93. 
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the moments 
in my tranquility? 
My sorrows 
become heavy like sleepless eyes 
Insomnia lies scattered about in the eyebrows 
It is the wakeful moment in the delirium 
of one who commits suicide 
It laughed boisterously after 
seeing an hour in the faces 
and seeing an age in the distance 

without distance. 
It is the fleeting moment 
which creates in the eyes of the midwives 
blood 
like the tears 
And you are men of words. 

As was pointed out in the introduction, the Arabs have 

had a long history of distinguished literary production. 

There was a spoken or written word available for every 

occasion. But, unlike in the past, the words of the other 

Arab leaders, today, have not been followed by actions. 

in the third stanza, the poet re-directs his attention 

to the Palestinian child who has grown up in a world of 

sorrow. He is a unique breed of person who grows old before 

his time and is robbed of his childhood at an early age. 

The blame for this, as the poet sees it, lies partially with 

these other Arab nations: 

Here the child is born from a sperm 
Like the stone, 
he lives - he dies 
He enters exiting 
not like the rest 
of the human beings 
He has sorrows 
He has eyes which dissolve weeping 
on the face like the dust 
He has a madness 
He has strange talk about you 
He has other tales 
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about the concealed word 
And you are the men of rhyming words 

-without rhyme -

The fourth stanza expresses the gravity of the 

Palestinian situation. The poet feels that there is no one 

who is willing to express the truth of the conditions which 

he is enduring, no one to read between the lines to separate 

fact from fiction: 

And you are tribes without beginning and with no poet 
What should I say, I who am without a storyteller -
Without a reader between the lines of 
the essence of my silence 
and the silence of the graves. 

in the final stanza the poet comes to realize that he 

can depend upon no one but himself and other Palestinians 

for the liberation of his people. Mere words only allow for 

his death; his extermination. With this realization, he 

turns to the stone, the heart of the Palestinian homeland: 

Why do you tell me in my silence: enough 
For I see in the words 
your faces 
faces for my death 
I was born without sins 
I was born through throwing the stone 
My heart becomes a song in the beak of a sparrow 
Flying high, then breaking into two. 7 7  

Considering that this poem appeared in the press after 

the Intifada had been in progress for three months, this 

7 7Salman Masaliha, "Men of Words," al-Mihmaj (Haifa), 25 

March 1988 . 
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final stanza may also be a tribute to the people who have 

already begun to take the situation into their own hands. 

The second poem dealing with this theme is "Praying for 

Rain" (Istisqa') by Ahmad Dahbur. He begins his poem by 

addressing the rain, a symbol representing the non-

Palestinian Arab governments, asking, with true 

incomprehension, why it has not come to the assistance of 

the Palestinians who, being primarily an agricultural 

society, have remained working faithfully on their land with 

tender care. They prayed for help from the outside world, 

from the Arabs, their brothers, while they suffered from 

severe occupation. Yet, no aid came in any magnitude. 

Oh Rain, how is it that you didn't pour down on us? 

We didn't go out to meet the summer lazily 
No. And we didn't sleep during autumn 
But instead, we planted the crops 
We prepared the pollen for the wedding of the wind 
We dispatched the gazelle on the secret of the two 
newlyweds 
We didn't withhold from ourselves 
But, we remembered a splendid spring 
The fruits became as full as our dreams 
Our days began with the coming season 
We did not leave an empty space, but we made the land 
bigger 
Otherwise, why, here, does the horizon become entangled 
with the trees' branches? 
And then, you didn't pour down on us? 
Why didn't you pour down upon us? 
How did we sail and yet you didn't fill our hands? 
Withholding from us the favors, and we didn't sin. 
We called you, we prayed to you, but, oh! 
You didn't extinguish, for us, the yearning 
Or water, for us, the palm leaves 
Or wash the face of the moon for us 
And, for what, oh rain? 
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The second stanza discusses the corresponding state of 

thirst that has been brought about through this neglect and 

poses the fact that this basic human need must be quenched, 

otherwise ruin will ensue. The parchment land, like the 

thirsting of the people, foster conditions where fires may 

start easily. 

You are aware, however, that when we become thirsty 
The thirst of the eyes is waiting 
The thirst of the land leads to infertility 
The thirst of the soul is danger 
We cried 
We searched 
And we were rightly guided. 
Behold, the eye is without tears 
Behold, the land is without crops 
And in the soul the soldiers will create fire 

and earthquakes like toy 
But the echo said: 
The absence of the subject denies the predicate 

So begin, oh subject . . . Any beginning . . . 
Oh rain! 

The introduction of the echo in the final lines of the 

above stanza is rather curious. During the time before the 

advent of Islam, pagan Arabs used to believe that, after the 

death of the body, the soul survived which left the body in 

the form of a bird, usually an owl. If the dead person had 

been murdered, this soul-bird would haunt the place where 

the crime had been committed clamoring, "Quench my 

thirst...quench my thirst." The bird would only be appeased 

by the blood of the killer which was to be shed in 
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revenge. 7® This idea of the possible source of the echo 

fits in more clearly as the poem proceeds. But, the point 

that the echo is trying to make is that there must first be 

a subject before there may be a predicate and thus it calls 

upon the subject to begin. 

The third stanza begins with a dismal description of 

what life has been like for the Palestinians, and the land 

of Palestine, suffering under occupation. Introduced in 

this section is the rock, which may be a pre-lslamic symbol 

for the hardships endured along with the thorn, both 

possibly standing for the occupation itself. 

It is in the final section of this verse that the echo, 

possibly of the owl, takes a more defined form. It is the 

echo, or the soul, of the Palestinians which reveals itself, 

turning into the subject so that the action of the predicate 

may proceed . 

Are you sad for the sake of the morning dew 
Because it is being occupied daily 
Because the roses are becoming sick 
And the light crawls away quietly? 
It splatters the cold, black snow 
Long ago, it assailed our mind - a rock 
The sky fell back from above us 
All in a day when a rose appealed for help 
and a soldier became out of control 
(As the description fits it exactly: 

a thorn in our throat.) 
The branch was broken on the branch 
With this, the olives became a prison 
And with this, the rose diffused no fragrance 
But the echo revealed the soul which remained in us. 

7 8 
Khairat al-Saleh, Fabled Cities, Princes and Jinn (New 

York: Schocken Books, 1985), 31. 
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The echo demands us, demands us, demands us 

I remember 
And the echo, 
By its self, brought back the predicate 
When the subject was absent 
Long ago, a rock assailed our mind 
And the valley was filled with the secrets of the stone 
And then, you didn't pour down on us, oh Rain? 

In the third stanza the poet breaks away from the 

previous sense of despair and helplessness. The tone is 

optimistic as the Palestinians living under occupation pour 

forth in active defiance. People are screaming and 

shouting, speaking for themselves rather than remaining to 

let others speak for them. The final lines of this verse 

invites the other Arabs nations to discover their clouds, 

the impediments which have prevented them from giving full 

support to the Palestinians, and join in the spirit of the 

uprising . 

W e l l  . . .  W e  b r o k e  f o r t h  
producing now for the streets: 
houses and small mosques 

and people 
And behold there is a meaning for existence 
A thousand meanings 
The horizon of the soul poured out. 
A stone before the predicate 
The sentence was corrected: for we are building land 

and fire 
We give housing to the screaming people 
Like this, the roof of the day becomes green 
The fruits of the world comes from our approaching 

season 
And the bars in prison are singing that they are 

daughters of trees 
And we have trees running and they could be walking 
slowly. 
And we have. . 
We wake up 
As long as a stone palpitates with life 
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Or a wound radiates 
Oh rain 
This overwhelming thirst is, for you, a home. 
Why don't you return to it? 
We didn't withhold from ourselves, oh rain 
But we made the stone of the land spring in our hands 
So kidnap your prisons 
Discover your clouds 
and come to us. 

In the final stanza, the stone has transformed itself 

into an element that radiates with the life of the people. 

The rain, symbolically the Arabs in general, are now urged 

to become like the Palestinians, symbolized by the stone, 

who have regained their sense of honour and pride. 

This is the season of the stone 
The stone flew in the horizon 
The stone in the light radiates 
We didn't receive the summer with laziness 
So come 
Come 
And resemble, oh Rain, 
The stone.™ 

THE STONE 

Perhaps the major new theme to emerge in the Intifada 

poetry is that of the Stone. Indeed, it is the stone which 

has become one of the primary symbols of the whole Intifada 

itself. 

Three poems possessing the primary theme of the stone 

are presented in this final section of the poetry analysis. 

^Ahmad Dahbtlr, "Praying for Rain," al - Jad id (Haifa), 

(May 1988): 65-68. 
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It should be noted, however, that this theme is pervasive in 

all of the poetry of the Intifada. 

The first poem to be presented in this theme is by 

Majid Abu Ghaush entitled "A Shower of Stones" (Matar min 

Hajar). In this poem, like others in the resistance 

section, he urges his readers on in their active defiance 

against the occupation. The title assumes a double meaning 

for not only does the shower symbolize a barrage of stones 

directed towards the occupiers, but, at the same time, 

through the image of rain, it indicates the life-giving 

qualities of the stone. 

The poem begins by countering the cruelties of the 

occupation with an intense love for the homeland: 

A bullet is directed towards you in the morning 
A poem proceeds towards you at night 
Between you and the morning, 

a poem 
And between you and the night, 

a bullet. 

All of the roads 

lead to your warm chest, 
to your compassionate eyes, 
to your four colours. 
And all of the stones 
know their path 
to the face of ugliness. 

This love for Palestine leads the people into action and the 

stone transforms itself into not only war machinery but also 

the facilitator of new life: 

We come out of our troublesome dreams. 
We leave the warmth of the fireplace 
and set our dark nights ablaze. 
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We gather around the barricade 
and we dance a dance of the adversary. 

******** 

Here is the voice of the refugee camp. 
Here is the voice of the flaming alleys and the street. 
Carry the martyrs 
and go forward. 
Carry your souls 
and go forward. 
This is the time of the stone 
of the bare chest 
and the flaming barricades. 
So, proceed! 

* * * * * * * *  

We were racing toward the open square, 
towards the dawn rising from your eyes 
with an eye on the enemy 
and an eye on you! 
From your magical hand, 
stones hit in every direction. 
Open the doors of silence for our 

rising sun. 

The stone becomes a bomb 
the stone becomes a plane 
and the stone becomes a midwife. 

The image of the stone in the last three lines of the 

above stanza are quite vibrant. Not only is the stone a 

symbol of the resistance, but it is also a symbol for a new 

birth. 

The final sections of the poem continue the theme of 

resistance while also incorporating the themes of love of 

Palestine and that of victory: 

On your chest, planted with kisses and bullets, 
we wrote the secret with its six letters 
and we said that the night has finally ended 
and the sun, only for you, 
shines confidently in the horizon. 
We give you all names 
and we bring the good news of victory to your people. 
The stones dance in the palm of your hand 
the tree sings at your wedding. 
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On your eyelashes, covered with blood 
and teargas , 

the drops of rain shimmer. 
* * * * * * * *  

Your sun is radiant 
and all that is in you blazes. 
So, bandage your hands 
and get rid of the remaining cloud of submission. 0  

The four colours, referred to in the second stanza, 

stand for the colours of the Palestinian flag. In much of 

the Intifada poetry, the flag figures quite prominently as 

will be discussed in the following chapter. It should also 

be noted that in the sixth stanza, the secret with its six 

letters refers to the name of Palestine when written in 

Arabic. 

"The Supreme Uprising" (Intifada al-lntifada), by Nabil 

al-jaulani, is a poem packed full of action, both on the 

part of the people and seemingly inanimate objects. The 

subject is the stone which sets everyone and every thing 

into action. The stones, like the beloved ones, protect and 

they give life. There is no remorse to be found in al-

Jaulani's lines; only pride in the Intifada and pride in the 

Palestinian people. 

Stones make the land and the heavens 
fly. 

The children are erecting the barricades 
and the flags. 

The men, the young girls, the old men 
and the mothers 

are stoning the oppressors 
and setting the rubber tires ablaze 

80 — 
Majid Abu Ghaush, "A Shower of Stones," Maqali" ; 

Qaga'id min Wahy al-lntifada, op. cit., pp'. 41-44. 
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burning the earth from beneath and around 
them and the heavens. 
******** 

My heart passes over the cities like the clouds 
fluttering above the windows and the doors 
while the roads stretch onwards. 

The camps are ablaze with fire 
and flaming embers. 

Stones grow in every road and street. 
Flowers bloom in every field like 

burning spikes of grain. 
The smile grows 

and hope draws near. 
The dawns 
and the stones 

are breaking forth 
talking and singing 
the sweetest songs, 
writing the revolution's history 

in every capitol city. 

By blood and fire, the flags are rising 
blotting out the ruins of ugliness, 
creating liberty. 
* * * * * * * *  

It was . . . 
It was . . . 

It was . . . 
This is the supreme uprising. 
You continue alone like a volcano. 
And as long as you remain, 

there will be earthquakes. 
* * * * * * * *  

Here are the caravans and the weddings, my comrade. 
The stones are like the beloved ones. 
They protect me and protect you 

and give back to those who have died . . . life. 
Whenever a shooting star falls, 

it creates a painful feeling. 
So advance. 
And if your bone is crushed, 

by our feet 
the thrones will be smashed. 

Comrades, ascend like the sun. 
Above the hills they are ringing the bells. 

* * * * * * * *  
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Aim your stone. 
It is the master stone. 
It is not like all of the stones 

used for building palaces and graves, 
but writes the history 

whenever a shooting star falls 
and stands like the trees 

recording the anthems of the free 
illuminating the world 
and singing, 

Singing for the revolution 
and the revolutionaries. 8 1  

The final poem in this category comes from As N  ad al-

As^ad, editor of al-Kat ib, who had published a poem entitled 

"Moons Rise in the Form of Stones" (al-Aqmar Tatull ^ala 

Shakl Hajar). It takes the form of a love song addressed to 

his country but contains no conventional sentimentality. 

Rather, it is a bold poem exhibiting fierce emotions, those 

of love and hate, which spur the lover on in the battle of 

resistance. 

Overall, the poem is very iridescent in character. 

There are candles flaming, embers burning, and thousands of 

moons which light the way for the resisters of tyranny. 

And, it should not be overlooked, that it is the stone which 

gives birth to this new vision of brightness. 

The whole tone of the poem is that of an impassioned 

plea for the people to continue in their resistance and for 

those who have yet to enter into the active struggle to do 

so. The poet is well aware that the struggle will not be an 

Ol ^  m-

Nabil al-jaulani, "The Supreme Uprising," Maqali N  : 
Qaga'id min Wahy al-lntif5da, op. cit., pp. 52-55. 
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easy one and knows that many more people are destined to 

become martyrs before final victory is achieved. But he has 

an inner faith in his kinsmen and a firm belief in their 

will and power to resist. 

Oh, my country 
Now you have what you desire 
from my love 
from my hatred 
and from my rage. 
You are growing into a heart 
which has become a map 
taking the form of the tells of the Gore and of the 

Steppes. 
The waters of the sea pour forth into the gulfs 
which absorb as much as they can take. 
And I have a lover's heart 
which never complains of the burden. 

* * * * * * * *  

It is one shot 
or two shots. 
a succession of soldiers 
weapons, helmets and tanks. 
It is one moment 
or two moments. 
A hail of bullets 
will perhaps be followed by a massacre. 
Save your liberal tears 
which are like sweet basil 
for the children. 
The red anemones* colour 
comes from their blood 
for the bodies of the lovers. 
They became candles 
and bulwarks 
and sails supporting your patience 

which is priced in blood. 
There is no time for sorrow. 
Swallow the salt of agony 
and rise up. 
Transform the paradise of the occupation into hell 
and make it a graveyard. 
You are capable. 
I know that you are capable. 

* * * * * * * *  

It doesn't matter 
if they fall upon the road, 
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the candles and the moons, 
for we have illuminated from our flesh 
from our blood 
and from our burning embers 
thousands of moons for the travelers. 
All that we possess, oh my country, 
are moons which appear 
in the forms of stones. 
Cut my flesh 
and throw it into the face of my usurper 
if the stones are hard for you to find. 
Grant me forgiveness 
if all that I carry is not love, 
for there will remain with me more hatred 
until that time when your sun rises 
and the dream 
becomes greater in the eyes. 8 2  

The poetry in this analysis has been divided up into 

the major themes which are predominant in each selection. 

It is rare, however, to find a poem dealing only with the 

dominant theme in which it has been categorized. In almost 

all of the poems the Stone theme can be found in one form or 

another. Indeed, all of the themes found in the Intifada 
* • 

poetry tend to blend and intermingle with each other. But 

it should be noted that Love of Palestine is the foundation 

of all the poetry just as it is the foundation in the lives 

of the Palestinians. 

8 2 
As %ad al-As xad, "Moons Rise in the Form of Stones," 

Maqali'; Qasa'id min Wahy al-Intifada, op. cit., pp. 8-10. 
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CHAPTER 4 

IMAGERY AND SYMBOLISM 

Considering that the Palestinian poetry of the 

Intifada, and Palestinian poetry in general, is primarily 

political poetry, it is not unusual that one of its main 

objectives is to reach out to a vast majority of people and 

seek to inspire them on in their endeavors as they seek to 

liberate themselves and their land. As Mahmud DarwTsh has 

pointed out in one of his most famous poems, "The Roses and 

the Dictionary," 

Be that as it may, 
I must reject the roses that spring 
From a dictionary or a diwan. 
Roses grow on the arms of a peasant, on the fists of a 

laborer, 
And on the face of a rock. 

The roses of which he speaks are the words, images and 

symbols, which the poet uses to convey his or her thoughts 

to the audience or reader. These must have roots in the 

readers cultural background in order to be understood and 

appreciated by the masses. 

In this chapter, some of the most prevalent images 

appearing in the intifcTda poetry will be discussed and 

examples from this poetry will be presented. 

8 3 
A. M. Elmessiri, The Palestinian Wedding (Washington, 

D.C., Three Continents Press, Inc., 1982), 31. 
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Predominant in the poetry is the use of images which 

are connected with the land. By incorporating earthy 

symbols, the poet demonstrates the Palestinian's rootedness 

in the land. 8 4  References to flowers, (jasmine, lilac and 

lily) and trees (the olive, orange and almond) abound. When 

these images are used, concrete and graphic images of the 

land of Palestine surface in the readers' minds. 

Most pronounced among the above images is the olive 

tree. In Palestinian poetry and culture, the olive tree 

stands for many things. It is a symbol of fertility and 

permanence 8^, the will of the people to remain on the land 

and, indeed, Palestine itself.®*' x  Abd al-Rahmc?n ^Awawada 

states in his poem, "Determination in our Young Children," 

And our character and faces are comprised 
of our dark chests, our love, 
our women and our girls 
and from our new born babies. 
Our memories, our elders, our history 
Our heritage of olives and roses. 

Elements of nature also figure prominently in the 

poetry. There are abundant references to rain which serves 

to nourish the crops and refresh the people. Rains are 

8 4Ibid., p. 15. 

85 
Abdelwahab M. Elmessiri, "The Palestinian Wedding: 

Major Themes of Contemporary Palestinian Resistance Poetry." 
Journal of Palestine Studies, Volume X, No. 3 (Spring 1981): 
85. 

8 6 
Hanan Mikhail Ashrawi, "The Contemporary Palestinian 

Poetry of Occupation." Journal of Palestine Studies. Vol. 
VII, No. 3 (Spring 1978): 91. 
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always welcome as they also indicate that the spring season 

is advancing. Su NSd al-$abb3h, for example, writes in her 

"Symphony of the Land": 

This is the glorious symphony of the land 
Coming in succession . . coming in succession 
Like the rhythm of the bells 
And the music of the poem 
It carries the lightening to us . . and the rain 

It should be noted, however, that the rain does not always 

symbolize these positive qualities. A prime example of this 

deviation can be found in Ahmad DahbCfr's poem, "Praying for 

Rain." As discussed in the previous chapter, the poet has 

chosen the rain to represent the other non-Palestinian Arab 

governments. 

Associated with the rains are the winds which bring the 

rain clouds and transports the pollen which allows for crop 

fertilization. Both are symbols of new life and growth. 

Visions of storms, thunder and lightening, have duel 

meanings and may stand for forces of evil or defiance and 

revolution depending upon the context.® 7  Earthquakes, 

volcanos and hurricanes have also been used numerous times 

in poetry since the intifada. This defiant attitude becomes 

clear in "The Martyr" by ^Abd al-RahmSn xAwawada when he 

writes : 

We live 
while in our heart are a million daggers. 
Beware of us, beware of us. Beware! 
Beware of the volcano when it explodes. 

8 7Ibid., p. 92. 
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The idea of the stone is also a part of the imagery 

connected with the land. Since the beginning of the 

intifada, however, it has come to symbolize, not only the 

land, but stands as the symbol of the Intifada, itself. 

Almost every poem in this selection uses this symbol as a 

rallying point as it represents defiance and protest. 

The West Bank is very hilly and rocky and stones are 

very easy to collect for the Palestinians waging a "stone" 

war against the Israeli's advanced equipment. In Gaza, 

however, the terrain is flat and sandy. The stones that the 

children use here come from the concrete of their houses 

that the Israelis have demolished. 

The stone in the poetry of the IntifSda appears to 

taken on a life of its own. The stones "palpitate with 

life," they "radiate," and "all of the stones know their 

path to the face of ugliness." These stones write the 

history of Palestine, illuminate the world and sing "for the 

revolution and the revolutionaries." 

As a weapon, "the stone becomes a bomb, the stone 

becomes a plane." But the stone, also "becomes a midwife," 

bringing new life into the world. Yes, the Palestinian was 

"born without sins, was born through throwing the stone." 

Celestial objects figure prominently in this 

literature, also. There are moons, the sun, and stars, all 

which illuminate the road to be traveled and light fires 
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within the soul. These iridescent objects flourish in As %ad 

al-As xad's poem, "Moons Rise in the Form of Stones." 

Finally, as an agricultural society, the seasons play 

an important role in the imagery. Fall is presented as a 

time for planting the crops. Winter brings the rain which 

nourishes the crops. During spring, the fields blossom and 

in summer, there is harvesting. It is a continuous cycle of 

growth and rebirth and highlights, once again, the peoples' 

foundation in the land. The poem, "Spring of the Lilac," is 

a good example of this rebirth as Mais Khalil writes: 

When the lilac becomes angry 
the land becomes restless 
Flowers blossom 
and a new spring shines 
Spring of the Lilac. 

The unquestioned commitment to the land causes the 

poetry to abound in images of fixity. Unlike in other 

cultures, traveling into the unknown is not a virtue in 

Palestinian poetry; on the contrary, it is one of the 

deadliest of sins.®® On the other hand, the anxiety and 

restlessness experienced by the Palestinian, living as he 

does in an unsettled and confused society, may lead the poet 

to express the need for exploring new experiences.®^ In 

8 8 
Elmessiri, The Palestinian Wedding, op. cit., p. 16. 

8 9 
Khalid A. Sulaiman, Palestine and Modern Arab Poetry. 

(London: Zed Books Ltd., 1984), 169. 
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this regard, symbols denoting travel and the facing of the 

unknown can be found to be appropriate. 

Special attention needs to be given to the children for 

they are not only the main subjects in much of the poetry 

but they also symbolize the true meaning behind the 

Intifada. It is for the children, the new generation, for 

whom the fight is being staged. They embody hope for the 

future generations. People are spreading "the carpets . . 

and the roses . .for the children of the stone." 

In a recent report by the United Nations Relief and 

Works Agency for Palestine Refugees in the Near East 

(UNWRA), it was reported that in Gaza, alone, during the 

first eleven months of the uprising, 58% of the casualties 

were children age fifteen and younger. Another UNWRA report 

from the same time period noted 11,449 casualties in the 

Gaza strip of which 6,635 were reported to have been 

children^® Clearly, it is the children who continue to be 

the primary victims of Israel's aggression and "Iron Fist" 

policy. 

Due to the staggering amount of deaths and other 

casualties suffered by the Palestinians at the hands of the 

Israelis since the beginning of the Intifada, it should not 

be a surprise that the Israelis are portrayed in the 

9 0 
"Intifada Fatalities Rise," 

January/February 1989: 6. 
Palest ine Perspectives, 
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literature as less than humane figures. Symbolic terms 

portraying the Israelis now, as in the past, include 

monster, wolf and thief. All such terms indicate evil, 

danger, aggressiveness, and love of devastation and 

destruction. 9 1  Other terms include vultures, butchers, 

tyrants, liars plus many more which are artfully designed 

for each particular poem. 

Tucked into many of the poems are the names of cities 

and people. There has always been a "love of cities," as it 

has been called, in Palestinian poetry. There are not just 

transcendental cities, but rather concrete structures, 

places which embody time. 9^ These cities can be either 

victims struggling against the usurper or they can be places 

Q Q 
of noble heroism where active resistance flourishes. J  

Thus, we have Jerusalem, Jaffa, Haifa, and many refugee 

camps mentioned throughout the Intifada poetry. When it 

comes to the naming of people, the meaning becomes much more 

illusive. Names may refer to specific individuals but, more 

often than not, will refer to Palestine, especially in cases 

where a woman's name is mentioned as the beloved. Sometimes 

the name may stand for the Palestinian people in general. 

91 
Sulaiman, op.cit., p. 158. 

9 2  . . . .  
ElMessin, The Palestinian Wedding, op.cit., p. 13. 

93 
Salma Khadra Jayyusi, ed., Modern Arab Poetry; An 

Anthology (New York: Columbia University Press, 1987), 35. 
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Music runs throughout many of the poems. Sometimes the 

music is sad, sometimes happy. Often music may appear in 

the form of a national anthem. However it is presented, 

music has always been used throughout the ages to express 

the innermost thoughts and feelings which cannot be 

expressed in words. 

Because the intifSda is an expression of the 

Palestinians' desire for freedom from oppression and self-

determination, the Palestinian flag takes on a role of great 

symbolic importance. Raising the flag is a strong symbol of 

defiance against occupation which the Israeli military finds 

most aversive and threatening. Examples of the military's 

hostility in seeing the Palestinian flag being flown are 

numerous, however, one incident in particular, at the same 

time, portrays both the military's intimidation and some of 

the humor nurtured during the IntifSda on the part of the 

Palestinians. Back in the early months of the uprising, 

some children in Gaza secured a donkey and placed the 

Palestinian flag on its head, while placing the Israeli flag 

on its tail. The soldiers chased the donkey around the 

refugee camp for hours unable to catch it as it ran through 

the streets. Finally, the soldiers resorted to shooting the 

donkey. It would appear that no one nor anything is 

sheltered from the wrath of the occupiers. 
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Despite serious retaliations made by the Israeli 

military upon those who display the Palestinian flag, the 

flag continues to be hoisted and to wave. 

By blood and fire, the flags are rising 
blotting out the ruins of ugliness, 
creating liberty. 

("The Supreme Uprising" by Nabil al-jaulanl) 

The martyr as a theme and as an image has also become a 

standard feature of the poetry from this time period. 

During the first six months of the uprising, according to 

the Database Project on Palestinian Human Rights, 181 

Palestinians were reported to have lost their lives. 

According to this same source, the number had risen to 557 

by 10 April, 1989, sixteen months after the advent of the 

Intifada. These figures continue to rise almost daily. But 

this massive number of deaths have not brought ail end nor 

even a slowing down of the Intifada. Instead, the people 

are more determined than ever to proceed until their freedom 

is attained. 

In the realm of poetry, as in real life, the martyrs 

resist the tyranny and die for an ideal. They proceed 

forward into death rather than retreating from it. 

Elmessiri explains that these martyrs have the freedom and 

the power of dream, and because they have shed their own 

blood, they can hence go beyond the mere history of defeat. 

It is these martyrs, alone, who can rejoin their beloved 

Palestine, merging with her, and finally have their love 
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fulfilled. It is themselves, alone, who can become wed to 

Palestine.^ NAli al-Jariri, in his poem, "Stones in Our 

Hands," eloquently states that, "a martyr advances on the 

road of the sun towards the beautiful homeland." 

Palestine is the Beloved in Palestinian poetry. And 

though other female names may appear in her stead, there is 

never a question as to her true identity. If there is 

suffering, the poet accepts this as his destiny and so the 

love remains strong. The picture of the Beloved never fades 

from the poet's sight for she continues to live in his heart 

and appears to him in everything he sees and where ever he 

may go.^ And because Palestine absorbs the poets love, 

there is commonly to be found a merging between the poet and 

the beloved which results in the destruction of all distance 

and boundariesMais Khalil states this tenderly when she 

writes : 

When you embrace me 
the contiguity vanishes 
I become a piece of you 
or you become 
part of me. 
My love, 
what are we except 
one god 
in two substances 
One soul 
in two bodies. 

9 4 
Elmessiri, The Palestinian Wedding, op. cit., p. 19. 

95 
Sulaiman, op.cit., p. 157. 

9 6Elmessiri, The Palestinian Wedding, op.cit., p. 13. 
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The image of the wedding appears frequently also. 

Though these celebrations have always held special 

importance in Palestinian and other Arab cultures, after 

the occupation of 1948, these festivities became one of the 

principal means by which the Palestinians were able to 

express their national sentiments. 9 7  The purpose of using 

the imagery of the wedding is not to make use of this social 

custom for its own sake, but to capitalize on its 

Q O 
associative potential. 

Weddings symbolize the beginning of a new era in 

peoples lives. The couple leaves their old way of life and 

begins a new stage. The outgrowth of a marriage usually 

includes bringing new life into the world through the 

reproduction of children. 

97 
Elmessiri, The Palestinian Wedding, op. cit., p. 19. 

9 8 
Sulaiman, op. cit., p. 181. 
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CHAPTER 5 

CONCLUSION 

The poetry of the Intifada which I have translated in 

this thesis appears here for the first time in the English 

language. It is hoped that through this presentation, the 

reader may come to know the Palestinian people who have 

exposed their hearts and their dreams in their poetry. 

Their poetry offers a human accent to today's popular news 

reporting that many times only superficially highlights the 

headlines without examining the heart of the problem in its 

full depth. 

Arabic poetry has a long and rich history dating back 

to before the time of the prophet Muhammad. The specific 

poetry of the Palestinians, though much more contemporary, 

provides us with a historical glimpse of the sufferings and 

striving of a specific group who have long been denied their 

right of self-determination and national aspirations. 

The discernable foundation of Palestinian poetry can be 

traced back to the late 1800's when the poets were 

expressing their premonitions of disaster. Their fears 

sprung up from concern with encroaching outside forces that 

stood to threaten their primarily agrarian society and 

forces from within their own society. 
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The disaster, as the Palestinians see it, came to pass 

with the establishment of the State of Israel. Poetry still 

moaned the ills of society that allowed this to happen but 

quickly turned toward more militant expressions of 

resistance with the poets of the 1960's, Mahmud Darwish, 

Samih al-Qasim and Rashid Husain among others, leading the 

way. The poetry of the Intifada is a continuation of this 

traditional literature which stands to resist the Israeli 

occupation of the other half of Palestinian land and 

Palestinian lives. In character, the mood appears to be 

more affirmatively victorious than the previous poetry of 

this class and may well represent the culmination of 

Palestinian resistance poetry as the people are determined 

to actively resist the occupation until final release from 

subjugation and state-hood is attained. It is anticipated 

that the tides are rapidly changing and it will not be long 

before Palestinian poetry enters into its next phase which 

deal, among other things, with the formation of a newly 

recognized Palestinian nation. 

Much of the world, including the Israeli government, 

was caught off guard when the Palestinian uprising began 

back in early December 1987. There are many questions that 

one might want to raise, such as what were the conditions, 

at this particular time, that enabled the uprising to take 

such a strong hold so quickly and through the whole of the 
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occupied land? Another question that comes to mind is why 

were the Israelis and the world so surprised that the 

uprising spread in such gigantic proportions throughout the 

whole of society? Unfortunately, these questions require 

more in-depth analysis than this study has been designed to 

address. It is a basic law of physics, however, that a 

string pulled too tightly will snap and this appears to be 

what has happened in the case of the Palestinians. 

The struggle of the Palestinians has raised itself from 

merely being a struggle for survival to a struggle for 

national liberation. The Palestinians have become hungary 

for more than just bread to fill their stomachs. They 

hunger for that very real state, not just the philosophical 

idea, of freedom that our democracies of the West claim 

should be a right for all people. 

There have been over 557 Palestinians, according to 

figures of 10 April, 1989, who have been killed during the 

uprising. In addition to this, an estimated 46,000 people 

have required medical treatment for injuries suffered from 

gunshot wounds, tear gas inhalation and other calamities 

during the first twelve months of the uprising. These 

numbers continue to rise steadily with each passing day. 

Despite the international law which prohibits occupying 

powers from delivering collective punishment and deportation 

orders, 530 homes have been demolished and with thirty 
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partially sealed which has displaced over 5,000 people 

during the first year. Expulsion orders have been issued to 

sixty people with forty-six actually having been expelled 

through 1 January, 1989. These numbers also continue to 

rise while over 5,000 administrative detainees were reported 

during the first year to be in administrative detention 

without recourse to trial.^ 

in all of the Palestinian poetry, whether the poet is 

singing of his or her love for Palestine or appealing to the 

people that they remain steadfast, one can feel a heart 

throbbing. The poets' powerful calls for resistance are 

motivated by an extreme love for the Palestinian homeland 

and an uncompromising commitment to the goal of its 

liberation. And though the martyrs of the Intifada are 

mourned, their deaths also bring the hope of victory to the 

tortured soul of the Palestinian. 

The Palestinian death toll continues to rise with each 

passing day and it is unforeseeable how many more lives will 

be sacrificed before their final goal of a free and 

independent society is attained. But, the intifSda is 

making its mark in history. Palestinian voices are 

beginning to be heard all around the world. Even in the 

United States as President Bush's administration has finally 

99 
The Database Project on Palestinian Human Rights, 

Chicago. Phone conversation 20 April, 1989. 
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taken the first important step to begin a dialogue with the 

Palestinian Liberation Organization. 

The Palestinian poetry of the Intifada, as well as 

Palestinian poetry and literature in general, truly does 

reflect the outpouring of the Palestinian soul. But in the 

broader context, this literature rises above the specific 

battle of the Palestinians and ultimately encompasses the 

whole of humanity as they strive to attain human rights. 
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