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Preface

1 Beginnings

As a doctoral student in classical Arabic literature at the University of Texas

at Austin, I made a decision that I did not realize at the time would still be

affecting my research more than a decade later. That decision was to write my

dissertation about two eighth-century Arab poets, Jarīr and al-Farazdaq, whose

poetry forms the genesis for this book.

Jarīr and al-Farazdaq (both d. circa 728ce)1 are among the best known of the

Umayyad-era (661–750ce) poets, and are in fact generally known by speakers

of Arabic today. I found this out for myself near the beginning of my research,

when I was living in Cairo on a fellowship from the Center for Arabic Study

Abroad. At a party I attended for fellows from the center one evening, I struck

up a conversation with an Egyptian about my research. As soon as I men-

tioned the names Jarīr and al-Farazdaq, he began quoting some of their most

famous lines. Despite the apparent fame of this duo—leaving aside my anec-

dotal encounter, Egyptian school children are required to read works by the

pair2—the scholarship on them is far less copious than it is on their Abbasid-

era (750–1258ce) counterparts. Ali Hussein informs us that, “No studies have

been devoted to naqāʾiḍ poetry in the Umayyad era in European languages,

except for the entry by G.J.H. van Gelder in the Encyclopaedia of Islam as well

as the brief, but profound, sub-chapter written by Salma Jayyusi on this issue.”3

Hussein made this point almost fifteen years ago, and since that time few new

studies have appeared.4

1 According to the Encyclopaedia of Islam, Jarīr died in 110ah (728/729ce), “or a little later.” See

A. Schaade andH. Gätje, “D̲ja̲rīr,” in Encyclopaedia of Islam, 2nd ed., ed. P. Bearman et al. (Lei-

den: Brill), http://dx.doi.org/10.1163/1573‑3912_islam_SIM_2009. Al-Farazdaq, according to the

same source, “died … about 110/728 or 112/730.” R. Blachère, “al-Farazdaḳ,” in Encyclopaedia of

Islam, 2nd ed., ed. P. Bearman et al. (Leiden: Brill), http://dx.doi.org/10.1163/1573‑3912_islam​

_SIM_2275.

2 As will be seen below, much of their poetry contains graphically explicit material which

would be unsuitable for school children, who read severely expurgated editions of these

poems.

3 Ali Ahmad Hussein, “The Formative Age of naqāʾiḍ Poetry: Abū ʿUbayda’s Naqāʾiḍ Jarīr wa-’l-

Farazdaq,” Jerusalem Studies in Arabic and Islam 34 (2008): 499.

4 Ali Ahmad Hussein wrote a follow-up article three years later: “The Rise and Decline of

naqāʾiḍ Poetry,” Jerusalem Studies in Arabic and Islam 38 (2011). In addition to this, Geert

Jan van Gelder has dealt with Jarīr and al-Farazdaq in his excellent book chapter, “Sexual

Violence in Verse: The Case of Jiʿthin, al-Farazdaq’s Sister,” in Violence in Islamic Thought:

http://dx.doi.org/10.1163/1573-3912_islam_SIM_2009
http://dx.doi.org/10.1163/1573-3912_islam_SIM_2275
http://dx.doi.org/10.1163/1573-3912_islam_SIM_2275
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The scholarship that does consider Jarīr and al-Farazdaq’s naqāʾiḍ poetry

often omits important artistic issues, focusing instead onmore trivial andbanal

matters. Early Eurocentric Orientalist scholars often focused on the minutiae

of Arabic poetry; in other words, they considered it hardly worth noting at all,

at least in terms of its literary merits, thus sounding a would-be death knell

to any scholar attempting to apply a philological hermeneutics, to study it as

poetry qua poetry.5 Jaroslav Stetkevych, discussing the critical reception and

studyof Arabicpoetryby these earlyArabists says, “Later philologists [i.e., those

after Wilhelm Ahlwardt, d. 1909] … deny all Arabic poetry the quality of art.”6

He ends the paragraph with the following statement, which although made in

1980, sadly still holds enough truth to be salient today: “As becomes embarrass-

ingly apparent, no critical progress has been made in one century of literary

Orientalism. Rather the reverse is true.”7

And so it was in a turn from banalism that I embarked on a dissertation that

would eventually study the naqāʾiḍ poetry of Jarīr and al-Farazdaq not only as

poetry, but as a skillfully crafted performance for an audience. That spirit of

investigating Jarīr and al-Farazdaq’s Naqāʾiḍ8 as lyrical poetry, begun duringmy

dissertation research, permeates the pages of this book.

From the Qurʾān to the Mongols, ed. Robert Gleave and István T. Kristó-Nagy (Edinburgh:

Edinburgh University Press, 2015); and Raymond Farrin has also written about the issue in

Abundance from the Desert: Classical Arabic Poetry (Syracuse: SyracuseUniversity Press, 2011).

Most recently, Mohammed Bakhouch has published a monograph, La rivalité d’honneur ou

la fabrique de l’altérité: Les joutes satiriques entre Ǧarīr et al-Aḫṭal (Aix-en-Provence: Presses

universitaires de Provence, 2018), which deals with the Naqāʾiḍ. This book, however, focuses

not on Jarīr and al-Farazdaq, but on Jarīr and al-Akhṭal (d. 710), who together with the former

two, “is considered one of the three most illustrious political poets of the Umayyad period.”

See Tilman Seidensticker, “al-Akhṭal,” in Encyclopaedia of Islam, three, ed. Kate Fleet et al.

(Leiden: Brill), http://dx.doi.org/10.1163/1573‑3912_ei3_SIM_0198.

5 “Recent study on the qaṣīda can be said to respond to the triple accusation of pre-IslamicAra-

bic poetry by early orientalists: they perceived it to be molecular in structure, stereotyped in

its imagery, and lacking introspection and individual emotion.” Beatrice Gruendler,Medieval

Arabic Praise Poetry: Ibn al-Rūmī and the Patron’s Redemption (London: Routledge, 2010), 14.

6 Jaroslav Stetkevych, “Arabic Poetry and Assorted Poetics,” in Islamic Studies: A Tradition and

Its Problems, ed. Malcolm Kerr (Malibu: Undena Publications, 1980), 115.

7 Stetkevych, “Arabic Poetry,” 115.

8 Throughout this monograph I distinguish between the term naqāʾiḍ with a lower-case n and

Naqāʾiḍ, upper case. The former refers to any poem or set of poems in this poetic genre, while

the latter means specifically the Naqāʾiḍ of Jarīr and al-Farazdaq.

http://dx.doi.org/10.1163/1573-3912_ei3_SIM_0198
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2 Manuscripts

In the Asian and African Studies reading room of the British Library sits a

manuscript that was produced nearly a millennium ago.9 It is just over eight

inches long and approximately five and three-quarter inches wide, about the

size of a novel. One glance reveals that it is not a new book, but the layman

might be hard pressed to guess just how old it is. It most resembles a tattered

notebook of sorts (in Arabic), with an embossed, red cover, perhaps of leather.

This “modern” binding, which must by now be at least one hundred years old,

has started to detach on one side, so that the red spine of the book flaps back

and forth as you flip through it. The original folios have rough edges and occa-

sional tears, several of which have been patched up with clear tape. These

folios have been attached to backing paper to fill in any gaps and trimmed to

a uniform size, then sewn together into a codex.10 The manuscript was in this

state, apparently, at the time Anthony Bevan took possession of it, probably

at the beginning of the 1890s.11 This nine-hundred-year-old manuscript has sat

in this room at the British Library since it opened its new location at St. Pan-

cras in 1997. Before that time it was located less than a mile away in the British

Museum,where during the first decade of the twentieth century, Bevan sat por-

ing over the beautifully hand-written script to produce his three-volume work,

The Naḳāʾiḍ of Jarīr and al-Farazdaḳ.

Bevan was not the only scholar working on naqāʾiḍ poetry at the turn of the

last century. In 1922, Anṭūn Ṣāliḥānī published an edition of the Naqāʾiḍ of Jarīr

and al-Akhṭal, incorrectly listing Abū Tammām as the compiler.12 In addition

to this, Sezginmentions a book of naqāʾiḍ between Jarīr and ʿUmar b. Lajaʾ.13 In

1998, Khalīl ʿImrān al-Manṣūr produced an edition of the Naqāʾiḍ of Jarīr and

al-Farazdaq that is substantially the same as Bevan’s version.14 In choosing to

focus on Jarīr and al-Farazdaq, I omit al-Akhṭal, who is often considered the

9 “According to Rieu, this ms is probably of the 12th century of the Christian era.” Anthony

Ashley Bevan, ed., The Naḳāʾiḍ of Jarīr and al-Farazdaḳ, 3 vols. (Leiden: Brill, 1905–1912),

1:xii.

10 I assume that the original manuscript leaves were glued to newer paper at some point

in time, although the bond between manuscript leaf and paper is so seamless that it is

difficult to tell exactly how they were attached.

11 Bevan says, “Some time after his [i.e., Professor William Wright’s, who had worked on

the manuscript previous to Bevan] death, which took place in 1889, these copies were

entrusted to me.” Bevan, The Naḳāʾiḍ, 1:v.

12 See Anṭūn Ṣāliḥānī, Naqāʾiḍ Jarīr wa-l-Akhṭal (Beirut: Dār al-Kutub al-ʿIlmiyya, 1922).

13 Fuat Sezgin,Geschichte desArabischen Schrifttums, vol. 2, Poesie bis ca. 430h. (Leiden: Brill,

1975), 364–365.

14 Al-Manṣūr’s edition, however, lacks the volume of indices and appendices that Bevan
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third member of the Umayyad “triumvirate” of poets. This is historically con-

sistent with Abū ʿUbayda’s (d. 823) compilation Kitāb al-Naqāʾiḍ: naqāʾiḍ Jarīr

wa-l-Farazdaq (“The Book of Flytings: The Flytings of Jarīr and al-Farazdaq”),15

which serves as the primary source of poems cited in this book. His collection

focuses on the naqāʾiḍ poems of Jarīr and al-Farazdaq, together with several

other interlocutors, including al-Akhṭal.

In his Kitāb al-Naqāʾiḍ, Abū ʿUbayda arranged the poems into what schol-

ars assume is roughly chronological order, due to a large number of interlinear

notations concerning events the poems in question refer to, as well as a num-

ber of historical allusions in the poetry itself.16 Bevan compiled his edition of

Abū ʿUbayda’s work from threemanuscripts dating from the twelfth, thirteenth

and sixteenth centuries, and issued the work in three volumes between the

years 1905 and 1912. The first two volumes consist of a printing of the poems

in bold, numbered by line, with interlinear commentary (mostly from Abū

ʿUbayda, but including later interlineations from various manuscripts) which

consists of glosses (in Arabic) of rare and idiomatic usage in addition to his-

torical notations that add context to the poems. The third volume comprises

an index of poems arranged according to rhyme and meter, “parallel and illus-

trative passages from other works,”17 an excellent cross reference, an index of

personal and tribal names, an index of place names, and a glossary of rare and

idiomatic usage throughout theNaqāʾiḍ. There is also an index of Persianwords

and phrases and a list of additions and corrections. Bevan provides no English

translation, and the only translation I am aware of is a 1974 edition by Arthur

Wormhoudt,18 which is riddled with inaccurate or non-idiomatic renderings.

I had spent the intervening years since the time I began working on my dis-

sertation looking only at published editions of this work, and questions began

to arise in mymind. I knew that published editions sometimes hid details that

only physical manuscripts could reveal. Such details as page size and mate-

rial, ink color, folded page corners, shifting styles of penmanship that might

indicatemultiple scribes, and other physical traces that can be found onmanu-

includes. See Khalīl ʿImrān al-Manṣūr, ed. Kitāb al-Naqāʾiḍ: naqāʾiḍ Jarīr wa-l-Farazdaq,

2 vols. (Beirut: Dār al-Kutub al-ʿIlmiyya, 1998).

15 This corpus consists of over one hundred poems, mostly naqāʾiḍ between Jarīr and al-

Farazdaq.

16 See Bevan, The Naḳāʾiḍ, 1:xvi–xix.

17 Bevan, The Naḳāʾiḍ, 3:viii.

18 Jarīr and al-Farazdaq, The Naqaith of Jarīr and al Farazdaq, Translated from the Text of

Anthony Ashley Bevan, trans. Arthur Wormhoudt (Oskaloosa, IA: William Penn College,

1974).



preface xiii

scripts are not typically conveyed in printed editions.19 Even more critically,

marginal notes that can reveal important clues about a manuscript’s reception

and history are sometimes left out, and other editorial decisions are made that

affect the interpretation of the printed edition.

In July of 2014, I went to London with funding from George Washington

University to see for myself the manuscript Bevan had looked at one hundred

years earlier to compile his edition. As I sat in a carrel in the Asian and African

Studies reading room at the British Library, one situated adjacent to the front

desk where the librarian is able to keep an eye on patrons who have taken

out an ancient manuscript, I was at last able to see and handle in person the

document that had had such an effect on my academic studies for so many

years.

The first thing that stuck out to me were the colors. The pages all seemed to

be written in black ink. However, as I started flipping through the manuscript,

I saw flashes of red, lines done in red ink that indicated the beginning of a new

poem, and which usually said something like, “And then Jarīr answered …,” or,

“And then al-Farazdaq said …,” and so forth, with the remaining lines of poetry

returning to black ink oncemore.20 The pages did not look new, but somewere

in better condition than others. They were aged, gray more than tan, perhaps

what onewould expect frompaper that is nearly one thousand years old. There

were many instances of stains and ink blots as well as other deformities. Sev-

eral pages had been ripped in two and either taped or glued back together at

some point, and several small holes and even smaller pin holes appear at vari-

ous places in themanuscript. There are also near the end of the document two

non-ancient “restorations” where it appears that part of a page went missing,

and so a rectangular piece of paper, approximately one-fifth of the page in size,

was attached, with the writing continued (in a later hand) so as to preserve

the meaning of the text. I noticed at the top of each folio on the left-hand side

penciled-in numbers, which I soon realized were folio numbers inserted by a

19 Samer Ali discusses this problem: “As a physical artifact, each manuscript provides clues

that often tell a story, and I have endeavored to foreground those stories by gauging the

ways the book has been bound, supplemented, and rebound, interpretingmarginal notes,

noting shifts in script style or ink color, and observing themany strategies thatmanuscript

owners employed to personalize and customize tradition.” Samer M. Ali, Arabic Literary

Salons in the Islamic Middle Ages: Poetry, Public Performance, and the Presentation of the

Past (Notre Dame: University of Notre Dame Press, 2010), 8.

20 There is one instance of a straight line of red ink that looks like it is crossing out half a line

of poetry. It may not have been intentional, but may instead be a simple scribal error or

something of the like.
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previous scholar, likely to facilitate work on themanuscript. Themore I looked,

the more I was convinced that travelling over 3,500 miles to see this document

had not been in vain.

“Oriental 3758,” the shelfmark that identifies themanuscript, containsmany

marginal notes that were likely written some time after the manuscript itself,

but probably not during the modern period, since the style is similar, though

written in a different hand and usually in different ink to that of the main

content of the manuscript. Some of these notes are included in Bevan’s print

version, but others are left out, without any system that I could discern. Even

more problematic, some of the passages from the manuscript seem to have

beenmisinterpreted and printed incorrectly in the printed edition, leading not

only to amisunderstanding of themeaning of the poem at hand, but also alter-

ing the poetic meter.21

My encounter with these manuscripts increased my enthusiasm for my

research topic, but more important, made me realize the fragility of history.

These manuscripts were preserved and passed down to future generations;

others were not. Even still, sorting out variant readings, interpreting marginal

notes, and creating a publishable version of the poems is only the first step.

Once we know what the poets were saying, the challenge remains to interpret

their larger meaning. In the case of the manuscript I went to London to study,

I wanted to see if I could discover the impact these poems had at the time the

poets performed them, during the first century after the ProphetMuhammad’s

death.

21 For an example of this, see Chapter 3, footnote 39.
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Introduction

87 I left your mother bending over, Jarīr,

It’s as if she’s a well-worn path!

ّمأُتُكَْرَتو87 اهنَّأََكُريرَجايكََ

1لَُمْعُمقٌيرطًَةَكِرابسِاّنلِل

∵

1 Naqāʾiḍ and “The Naqāʾiḍ”

One of the distinguishing features of naqāʾiḍ poetry, including Jarīr and al-

Farazdaq’s Naqāʾiḍ, is its use of hijāʾ, a genre of Arabic poetry often translated

as “satire.” This term does not, however, comprehensively describe the type of

poetry the poets were composing. Van Gelder explains:

One term, hijāʾ, commonly translated as ‘satire’, is hardly sufficient to

cover a wide range, from the lofty, moralistic and serious to the coarse,

amoral, immoral, obscene and flippant; from fun andwit to insipidity and

dullness; from objectivity and distance to anger and emotion; from sub-

tlety and obliqueness to bluntness and blatancy. Obviously, ‘satire’ is an

inadequate translation in many cases: ‘invective’, ‘lampoon’, ‘abuse’ and

related words are often more exact.2

The hijāʾ poetry included in Jarīr and al-Farazdaq’s Naqāʾiḍ is probably best

viewed as “invective,” “lampoon,” “abuse,” and the like, as suggested by van

Gelder, rather than as “satire.” The term naqāʾiḍ itself describes a class of poetry

that dictates specific rules.3 Derived from the verb nāqaḍa, which means “to

1 Al-Farazdaq addressing Jarīr in Poem 39. Bevan, The Naḳāʾiḍ, 1:205.

2 G.J.H. van Gelder, The Bad and the Ugly: Attitudes towards Invective Poetry (Hijāʾ) in Classical

Arabic Literature (Leiden: Brill, 1988), 1.

3 The English-language genre with which naqāʾiḍ are most closely associated, and which is, in

fact, the closest approximation of a translation of the term naqāʾiḍ into English, is “flytings.”

These are defined in the Oxford English Dictionary as “poetical invective; originally, a kind

of contest practised by the Scottish poets of the 16th c., in which two persons assailed each
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contradict,” but also connotes “destroying,” “demolishing,” and “tearing down,”4

naqāʾiḍ ormunāqaḍāt are “a form of poetic duelling in which tribal or personal

insults are exchanged in poems, usually coming in pairs, employing the same

metre and rhyme.”5 The topics naqāʾiḍ poetry employs range from arguments

arising from everyday affairs to the insulting of one’s opponent and members

of his tribe. The latter are especially prevalent in the Naqāʾiḍ of Jarīr and al-

Farazdaq, who deploy a hyperbolic variety of lampoon throughout their poetry.

Naqāʾiḍ can take a variety of forms, from simple and short, to the lengthy tri-

partite qaṣīda, the latter of which is the most common form employed by Jarīr

and al-Farazdaq.

The poetic form of naqāʾiḍ arose in and among the tribes of the Arabian

Peninsula during the pre-Islamic era (pre-610ce). The time, place, and peoples

of the land all had their influence on the form. Large parts of this peninsula

are desert: rock and sand as far as the eye can see, few plants, fewer still ani-

mals, and little indication of water. This place is home to the oryx, the sand

gazelle, the ibex and more. In the centuries predating the Prophet Muham-

mad’s meteoric rise to a coveted place in the annals of world history, nomadic

tribes wandered the deserts of the Arabian Peninsula in search of precious

resources, exploiting their camels’ ability to travel days without water in their

unforgiving environment, traveling from oasis to oasis, eking out an existence.

At times, as a last resort if it came to it, these desert peoples would milk their

camel, slaughter it, eat the meat, and drink its blood.

Arabic poetry was born among these extremities, and from here it took

its character, the harsh environment reflected in the poetry. This character

has remained largely present in naqāʾiḍ poetry throughout the ages, but as

the pre-Islamic period gave way to the Islamic era in the early seventh cen-

tury, the context that the poetry was performed in began to shift. Among the

changes that occurred was a trend towards urbanization and development

during the Umayyad era. As Paul Wheatley says, “At the beginning of the sev-

enth century relatively little urban development existed in the Ḥijāz,”6 the

region along the west coast of the Arabian Peninsula. This would change over

time as Arabian nomads began to inhabit settled locations, where they began

other alternately with tirades of abusive verse.” Oxford English Dictionary, 2nd ed., s.v. “flyt-

ing,” http://www.oed.com/view/Entry/71711?redirectedFrom=flyting#eid.

4 “Nāqaḍa” is a Form iii verb. Themeanings relating to “destroying,” “demolishing” and “tearing

down” come from the related Form i verb, naqaḍa.

5 G.J.H. van Gelder, “Naḳāʾiḍ,” in Encyclopaedia of Islam Online, 2nd ed., ed. P. Bearman et al.

(Leiden: Brill), http://dx.doi.org/10.1163/1573‑3912_islam_SIM_5768.

6 Paul Wheatley, The Places Where Men Pray Together: Cities in Islamic Lands: Seventh through

the Tenth Centuries (Chicago: University of Chicago Press, 2001), 32.

http://www.oed.com/view/Entry/71711?redirectedFrom=flyting#eid
http://dx.doi.org/10.1163/1573-3912_islam_SIM_5768
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to interact with a larger and more diverse group of people. Again, Wheat-

ley says, “By the time of Muḥammad new functional units were beginning

to appear in Makkan society side by side with the so-called clans, namely

clusters of prosperous merchants, together with their dependents, including

clients.”7 These pre-urbanizational changes began to cause tribal relationships

to shift. A nomadic tribesman who had had little contact with anyone outside

of the extended family, now surrounded by peoples of different tribes, began

to form new relationships and new bonds that were not based solely on blood

ties.

Migration intonewly formedcities during theArab conquests brought about

changes in how many people approached old customs, rituals and aesthetic

systems. In addition to shifts in tribal relationships, there began to develop

an Islamic ethos that valued ideas over blood ties. Wheatley attributes this

to the teachings of Muhammad, which, he says, “increasingly emphasized the

importance of the community of Muslim converts versus the bloodline of

[tribe] and [clan].”8 This meant that a person’s concept of identity began to

be pulled in different directions. In a nomadic tribe, loyalties were limited to

one’s own relatives. Identity in such a setting was based almost exclusively

upon one’s relationships and interactions with his or her own familymembers.

With the advent of the new Islamic community, blood ties began to give way

to extra-familial associations as the individual began to see him or herself as

part of the larger, unrelated group. As Marshall Hodgson says, “[As] urban rule

expanded[,] [n]ew luxuries were discovered… traders sought outmore distant

sources of supply, and armies followed them to impose a more secure author-

ity” with the result that “[the] peoples, among whom Islam was to develop,

were increasingly linked together.”9 These changes in social orientation were

reflected in many different aspects of people’s lives, among which was poetry

performance.

Arabpoets of the pagan era performed lampoonpoetry to attack other tribes

they competedwith for resources andprestige.The aimsof this poetry included

dishonoring another’s tribe and bolstering the repuation of one’s own. As tribal

relations began to shift in the first Islamic century, and people began to iden-

tify more and more with the Islamic community, and “as the individual began

to act more freely in his own private interest,” Hodgson explains, “tribal expec-

7 Wheatley, The Places Where Men Pray Together, 18.

8 Wheatley, The Places Where Men Pray Together, 25.

9 Marshall G.S. Hodgson, The Venture of Islam: Conscience and History in a World Civilization,

Vol. 1, The Classical Age of Islam (Chicago: University of Chicago Press, 1974), 110.
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tations came to fit less well.”10 We will explore a manifestation of this in Jarīr

and al-Farazdaq’s Naqāʾiḍ in Chapter 1.

Jarīr and al-Farazdaq had to work around certain prejudices that had always

existed about poetry,11 and especially about lampoon poetry.12 Although this

prejudice had existed before, it was perhaps exacerbated with the coming of

Islam, especially as regards hijāʾ, which with its propensity to arouse the pas-

sions of participants, was disapproved of because of fear of disrupting the frag-

ile ties the new Islamic community had brought.13 Poets, Jarīr and al-Farazdaq

included, were careful not to disrupt these ties (usually!), and refrained from

performing on occasion or sometimes modified their performances in some

way.14 In other cases, therewere formal restrictions laid upon themby the state,

such as the Caliph ʿUmar b. al-Khaṭṭāb’s ban on hijāʾ, which was particularly

devastating for Jarīr and al-Farazdaq’s brand of poetry. Badawi explains:

In the early history of Islam hijāʾ (satire) seemed to suffer. Al-Ḥuṭayʾa

complained of the disastrous effect of the policy of the Caliph ʿUmar b. al-

Khaṭṭāb upon poets: by forbidding satire ʿUmarmade it difficult for poets

to earn a living through eulogizing patrons and attacking their enemies.15

Jarīr and al-Farazdaq, living a generation after ʿUmar had enacted his poli-

cies, were still seeing the effects of these policies, and sometimes had to work

around them.Writing later in the Abbasid era, Ibn al-Rūmī poetizes about hijāʾ:

10 Hodgson, The Venture of Islam, 167.

11 See, for example, Sūrat al-Shuʿarāʾ (‘ThePoets’), Q. 26: 224–226,which says: ءآَرَعشُّلٱَو”
ُ
ّتَي ُمُهُعِبَ

“َ.نوُلَعفَْياَلاَمَنوُلوُقَيمُْهنَّأََوَنوُميِهَيٍداَولُِّكىِفمُْهنَّأََرَتمَْلأََنوُواَغْلٱ (“And the poets—[only] the

deviators follow them. Do you not see that in every valley they roam, and that they say

what they do not do?”, Saheeh International).

12 Van Gelder explains how terms surrounding these prejudices evolved. He says, “Before

and during Islamic times many existing prejudices against poetry, and hijāʾ in particular,

derive from identical motives, most of them inspired by feeling of pride, disdain, dignity,

decency—in short, themotives of a shameculture. After the comingof Islam the surviving

prejudices were dubbed religious since everything fitting in with Islam was appropriated

as Islamic.” Van Gelder, The Bad and the Ugly, 14.

13 “Apparently,” van Gelder notes, “what is objectionable in hijāʾ is, above all, the danger

of stirring up unnecessary strife and the severing of bonds newly joined by Islam.” Van

Gelder, The Bad and the Ugly, 29.

14 Hussein notes an instance in which al-Farazdaq chose to perform a poem in a cemetery

rather than at Mirbad market, apparently because he had been harassed by the governor

for performing naqāʾiḍ poetry. See Hussein, “The Rise and Decline,” 332–333.

15 M.M.Badawi, “FromPrimary to SecondaryQaṣīdas:Thoughts on theDevelopmentof Clas-

sical Arabic Poetry,” Journal of Arabic Literature 11 (1980): 5.
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Not because of panegyrics, but for fear of hajw16

do we receive presents from caliphs.17

This verse demonstrates both thepower of hijāʾ—fear of it, apparently, induced

caliphs to give poets gifts—and apossible reasonhijāʾpoets could be dissuaded

from performing.

Jarīr and al-Farazdaq were contemporaries, both having been born in the

mid-seventh century ce. Both also belonged to various branches of the Banū

Tamīm tribe, and bothwerewell regarded in their time.18 Al-Farazdaqwas born

into a Bedouin tribe, but grewup in the Iraqi city of Basra.19 His lifewas colorful

and proved rich inmaterial for his opponents to lampoon himwith, as he spent

much of it dealing with Nawār, one of his many wives, some of whom “seem

to have been on bad terms with him.”20 Feisty and able to hold her own with

the famous poet, Nawār prodded her older husband to divorce her, which he

finally did, later regretting it.21 Less is known of Jarīr’s early life, but he grew up

in thedeserts of theNajd on theArabianPeninsula. Jarīr came froma family not

unfamiliar with poetry, as his father “seems to have been a poet.”22 Despite this,

when he first entered the poetic fray (withGhassān b. Dhuhayl), he is portrayed

as having been young and unaccustomed to poetic performance. Hussein says,

“His family prevented him [from composing a poem condemning Ghassān]

because they saw him only as a beginner while Ghassān was considered an

expert.”23 Jarīr, like al-Farazdaq, had less than an entirely idyllic family life. In

his case, his beloved wife died, and he mourned her in poetry, composing a

eulogy for her. This did not stop his opponent (al-Farazdaq) fromusing his grief

as a source of lampoon.24

Although both Jarīr and al-Farazdaq had roots in the Arabian Peninsula,

each eventually made his way to the city of Basra, where the poets would

16 Hajw is equivalent to hijāʾ.

17 Quoted by van Gelder, The Bad and the Ugly, 116.

18 Jayyusi says, “Along with al-Akḥtal [sic] and Jarīr, [al-Farazdaq] was regarded as one of the

foremost poets of the Umayyad period.” Salma K. Jayyusi, “Umayyad Poetry,” in Arabic Lit-

erature to the End of the Umayyad Period, ed. A.F.L. Beeston et al. (Cambridge: Cambridge

University Press, 1983), 401.

19 Mahmood Ibrahim describes the city as “a busy port where merchants prospered and

where commerce played a crucial role.” Mahmood Ibrahim, Merchant Capital and Islam

(Austin: University of Texas Press, 1990), 119.

20 Jayyusi, “Umayyad Poetry,” 403.

21 See Jayyusi, “Umayyad Poetry,” 403.

22 Hussein, “The Formative Age,” 501.

23 Hussein, “The Formative Age,” 502.

24 See Poem 93, lines 83–85, pp. 42–43.
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engage in a decades-long “feud” consisting of an ongoing naqāʾiḍ competition

between each other, with occasional other interlocutors.25 Whereas Jarīr got

his start in poetry relatively late in life as an inexperienced shepherd who chal-

lenged an expert poet from a rival clan who had been “reciting invective poetry

against his people,”26 al-Farazdaq’s talent as a poet was established early: “[He]

seems very soon to havemade himself known in his tribe by laudatory and epi-

grammatic compositions in the Bedouin style.”27 Al-Farazdaq, by all accounts

the more conventionally trained poet, seems not to have wanted to lampoon

Jarīr at all. “Al-Farazdaq composed his first poem,” Hussein notes, “… in order to

try and convince Jarīr not to engage him in a poetic battle.”28 This tactic obvi-

ously did not work, as the poets became famous for their protracted series of

naqāʾiḍ poems.

Jarīr was celebrated for his outstanding poetic ability, and is, according to

Schaade, “one of the greatest Islamic-Arabic poets of all time.”29 Al-Farazdaq

was also renowned as an accomplished and prolific poet, with poems in a

number of styles. Although each is known for various genres of works such as

praise poems (madīḥ) and elegy (marthiya), the predominant type of poetry

that made them famous—and that any native speaker of Arabic is likely to

think of upon hearing their names—is the naqāʾiḍ contests that were marked

by invective and hyperbole, and that showcased the performance skills of the

poets within the framework of non-violent tribal conflict.30

25 The contest is said to have lasted forty years. This, however, should probably not be taken

literally, since the number forty is a famous topos. Cf. the War of al-Basūs, the Israelites’

wanderings in the desert and Jesus’ forty-day fast. It is nevertheless not unlikely that the

contest lasted for several decades.

26 Hussein, “The Formative Age,” 503.

27 Blachère, “al-Farazdaḳ.”

28 Hussein, “The Rise and Decline,” 306.

29 Schaade and Gätje, “D̲ja̲rīr.”

30 Although Jarīr and al-Farazdaq’s poetry was non-violent, it was not always tranquil. Brus-

tad says, “Jarīr, al-Farazdaq, and other poets specializing in satire and invective poetry

must have caused many public disturbances with their bawdy and caustic poetry. A line

from one of Jarīr’s long retorts to al-Akhṭal, dated 691, addresses the Zubayrid governor of

Basra, who is said to have destroyed the houses of Jarīr and al-Farazdaq in punishment

for their derisive exchanges at Mirbad.” Kristen Brustad, “Jarir,” in Dictionary of Literary

Biography, Vol. 311, Arabic Literary Culture, 500–925, ed. Michael Cooperson and Shawkat

M. Toorawa (Farmington Hills, MI: Thomson Gale, 2005), 245. Brustad also notes the

occurrence of indirect violence, or near violence, over the pair’s poetry: “Abu al-Faraj al-

Isbahani reports in Kitab al-aghani (Book of Songs) that, during the campaign against

rebel Kharijites in the 690s, al-Muhallab’s soldiers almost came to blows over the ques-

tion of who was the better poet” (247). Even here, though, the focus of the near fistfight is

poetic superiority, not tribal honor. Van Gelder says, “Only rarely are poets officially pun-
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Jarīr and al-Farazdaq’s naqāʾiḍ contests were not the first of their kind; these

types of competitions had existed in the pre-Islamic era, where they served the

important functionof determining the fates of clans and tribes.Taking the form

of poetic battles, they pitted competing poets from opposing tribes, and some-

times served as a prelude to tribal warfare. Nor did naqāʾiḍ end with Jarīr and

al-Farazdaq in the Umayyad era; just as these contests had pre-Islamic prece-

dents, so too did they persist into the Abbasid period.

Itmay not be hyperbole to say that Jarīr and al-Farazdaq’s poetic duelingwas

unique. Together with that of al-Akhṭal, who also jousted verbally with Jarīr, it

was themost famous example of its kind during the Umayyad era, and perhaps

among all eras before and after the coming of Islam.Wemay even say that Jarīr

and al-Farazdaq “broke” the genre—Hoorelbeke hints at as much when, in the

conclusion to his article, he says “Jarīr and al-Farazdaq [will] have no worthy

successors.”31 Nevertheless, to intimate that this genre of poetry died with the

two great lampoonists of the Umayyad era would be to deny the great Abbasid

satirists who came after the famous pair.

The status of lampoon poetry in the Abbasid era probably had as much to

do with the time period itself as it did with individual poets. The Umayyad

era saw the development of relationships not based solely on blood ties, and

the Abbasid age took this a step further. Personal relationships, and espe-

cially the relationship a poet had with a patron—well known and well-to-do

poets on a par with Jarīr and al-Farazdaq would almost certainly have had

patrons—became crucial. With the increase in importance of these relation-

ships and ties, a patron’s expectations began to influence poetic production.32

Gruendler goes so far as to say that “Ultimately … the poet owed his patron

loyalty [even] against his own personal preferences.”33 This meant that lam-

poon poetry no longer involved the same kind of personal rivalry between

poets that Jarīr and al-Farazdaq had engaged in, but rather it was a genre

that had acquired a number of influences—and influencers—pulling it in sev-

eral different directions. Ironically, this makes Abbasid-era lampoon in some

ished for hijāʾ. Jarīr and his opponent ʿUmar lbn Lajaʾ were both flogged and exposed in

public at the order of al-Walīd Ibn ʿAbd al-Malik ‘who had a pious nature (yataʾallah fī

nafsih)’ and said, ‘Must you two slander (taqdhifān) chastewomen?!’ ” VanGelder,The Bad

and the Ugly, 31.

31 “Ǧarīr et al-Farazdaq n’auront pas de dignes successeurs.” Mathias Hoorelbeke, “La joute

satirique au début de l’époque abbasside (132/750–197/813): Un espace poétique auto-

nome?,”Arabica 66 (2019): 620.

32 See Hoorelbeke, “La joute satirique,” 609–610.

33 Gruendler, Medieval Arabic Praise Poetry, 9.
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ways a closer analogue to its pre-Islamic counterpart than to the Umayyad-era

naqāʾiḍ of Jarīr and al-Farazdaq.

2 Performance

Jarīr and al-Farazdaq’s poetry has come down to us in the form of manuscripts

that have been handed down and copied over the centuries, and moved from

place to place, until they at last find themselves in the hands of scholars who

study them and laymen who read them. But this is not the way these poems

weremeant to be consumedwhen they were first composed. The Naqāʾiḍwere

originally meant to be performed for an audience, and although we cannot

be sure how the poets composed these poems, there is some evidence that

they recorded them before delivering them, or at least that they did this some-

times.34 In other cases, they may have composed a poem, especially if it was

in answer to a lampoon that had just been delivered against them, extempora-

neously.Whatever the particular method of a certain poem, these poems were

meant to be recited and performed, and studying them with that in mind will

help us arrive at a better understanding of them.

Assuming an oral performance, theremust have been an audience to receive

the poems that were being recited, to react to them, and to form a part of a

performer-audience relationship. The importance of this relationship cannot

be overemphasized. To the degree that a poet is performing for an audience,

whether spontaneous or not, that poet will be affected by the actions, reactions

and sometimes even interactions of members of the audience. The relation-

ships between poets and their audiences had been present since pre-Islamic

times, but the dynamics of these relationships were evolving as the Umayyads

took power and a new Islamic dynasty dawned.

The Islamic era was witness to a changing landscape, as the nomadic tribes

of Arabia encountered the rising Islamic empire. In Arabia’s cities especially,

social and demographic changes began to be reflected in the culture as tradi-

tional tribal tieswere accompaniedbyothermarkers of affiliation, such as one’s

34 It is also possible that poets sometimes composed their poems at their leisure, i.e., not

spontaneously, but without recording them. Hussein gives an account that presents Jarīr

doing this, noting another account that slightly contradicts the first: “The present version

of the account shows that although Jarīr composed his poem at home, he did not write it

down. It presents him sitting calmly in his room, thinking but not speaking, and compos-

ing the poem in his mind. However, this information is contradicted by another version

of the account according to which Jarīr dictated his naqīḍa in his chamber to a rāwiya

(transmitter) of his called al-Ḥusayn.” Hussein, “The Rise and Decline,” 326.
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position and influence in the community. In a tribe, one is born, lives, and dies

surrounded by other members of the tribe. These persons form a great deal of

one’s social circle. It is in this sort of an environment that one cultivates the ties

that become stronger than all others. There was very little likelihood that one

would abandon the familial ties of the tribe to form strong tieswith those not of

one’s own tribe. As Bamyeh says, “The lawof cohesiveness of the nomadic tribe,

ʿaṣabiyyah, developed around the idea of nasab. It entailed unquestioning loy-

alty to descendants of the same blood line.”35 That loyalty never vanished, but

in the cities thatwere becoming evermore important in theArabian Peninsula,

it could become strained by the social stratification that urban living brought.

Some nomads now found themselves living in a more cosmpolitan environ-

ment, and began to prize more highly their own personal interests.

These cultural changes affected how an audience might have reacted to

poets reciting tribally-based poetry. Whereas in pre-Islamic naqāʾiḍ perfor-

mances, the audiencemight have reacted to a poet’s performance based largely

on their tribal affiliation, Jarīr and al-Farazdaq’s audience would have likely

received the duo’s performances differently because of the context of their

time. They might have felt freer to support one or the other of the two poets

based on personal interests rather than strictly along tribal lines. Jarīr and al-

Farazdaq were aware of this dynamic and played to an audience that favored

them based on skill.

To understand an Umayyad-era performance, therefore, including one of

Jarīr and al-Farazdaq’s Naqāʾiḍ performances, it is vital to understand the poet-

audience relationship, to investigate how they interactedwith one another, and

to explore what each side gained from these interactions. One way to do this

is by studying other comparable modern performances, and comparing them

to Jarīr and al-Farazdaq’s Naqāʾiḍ performances. The following chapter makes

such a comparison by taking up themodern genre of rap battles known as “the

Dozens.”

35 MohammedBamyeh,The Social Origins of Islam:Mind, Economy, Discourse (Minneapolis:

University of Minnesota Press, 1999), 44.
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chapter 1

The Performance: Jarīr, al-Farazdaq, and the

Naqāʾiḍ

“Your mother wears combat boots.”1

…
“You [pair of] bathroom slippers!”2

∵

1 Performance Aspects of the Naqāʾiḍ

In pre-Islamic (pre-seventh century ce) Arabia, when a dispute arose between

rival tribes, each would select its best poet and this duo would engage in a bat-

tle of words. The winner of the performance would settle the dispute, though

sometimes it might provoke an actual battle between the two tribes. These

poetic contests, called naqāʾiḍ, continued through the advent of Islam and into

theUmayyad era. They could set inmotion events that affected thewhole tribe,

or just certain individuals within it, but in either case, dire consequences often

followed.3

1 Simon J. Bronner, “A Re-Examination of Dozens amongWhite American Adolescents,”West-

ern Folklore 37 (1978), 123.

2 “Ya shibshib hammam!” Afaf Lutfi al-Sayyid Marsot, “Mud-Slinging Egyptian Style,” Journal of

the American Research Center in Egypt 30 (1993): 190. Exclamation marks are mine.

3 Stressing the combative nature of this early hijāʾ poetry (see definition below), of which

naqāʾiḍ are a variety, Pellat says, “In all the circumstances of war and peace, reactions to hidjāʾ

were generally violent; when occasion offered, the victims sometimeswent so far as to cut out

the tongue of the slanderer and to kill him; in other cases, the insults provoked armed con-

flicts.” Charles Pellat, “Hid̲jā̲ʾ,” in Encyclopaedia of Islam, 2nd ed., ed. P. Bearman et al. (Leiden:

Brill), http://dx.doi.org/10.1163/1573‑3912_islam_COM_0284. Pellat defines hidjāʾ as an “Arabic

term often translated by ‘satire,’ but more precisely denoting a curse, an invective diatribe or

insult in verse, an insulting poem….”

http://dx.doi.org/10.1163/1573-3912_islam_COM_0284
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Naqāʾiḍ performances take the form of proposition and response. The lead

poet, after praising his tribe’s good qualities and lampooning those of his oppo-

nent’s, ends his performance, whereupon his opponent replies with a poem

of praise and blame in the same meter and with the same end rhyme.4 These

poems were performed before a live audience, and (as mentioned in the Intro-

duction) this performance aspect is as important to an understanding of the

naqāʾiḍ as is the form, the meter, or the topics the poets take up.

Jarīr and al-Farazdaq are among themost famous of the Umayyad-era poets,

and their protractednaqāʾiḍ battle iswell-knownby scholars and educatedAra-

bic speakers alike.5 If so, why spend the rest of this book talking about them?

Why a study devoted particularly to this well-known genre, which on the sur-

face may seem interesting only for its tawdriness? My aim is not to embark on

a thorough investigation of the entire corpus of Jarīr and al-Farazdaq’s Naqāʾiḍ,

nor is it to rehash or refute existing literary studies on the naqāʾiḍ and similar

poetic idioms. Instead, in this chapter I look at a few selected passages from the

Naqāʾiḍ to shed light on how Jarīr and al-Farazdaq created their naqāʾiḍ perfor-

mance. These passages allow us to observe how Jarīr and al-Farazdaq crafted

their poetry. They reveal the poets making decisions about how, when, where

and to whom to perform their poems, and demonstrate the importance of Jarīr

and al-Farazdaq’s audience to that performance. We are left with a picture of

the duo interacting with their audience to mold a performance based on the

dual legs of poetic skill and audience needs.

To my knowledge, this study contains the largest selection of Jarīr and al-

Farazdaq’s naqāʾiḍ poetry translated into English with commentary. It must

at the least represent the largest quantity of the duo’s “scabrous” verses, as

Jayyusi terms them,6 gathered together and discussed in one place. There may

be several reasons for this. The Umayyad period is notoriously less well stud-

ied than the Abbasid era, but perhaps more importantly, the subject matter of

the Naqāʾiḍ would have been taboo during its own time in any other setting

than the poetic context it was performed in, and that prohibition continues

to a degree in some circles today. These poems are not the sort of thing one

discusses in polite society.

4 G.J.H. vanGelder, “Naqāʾiḍ,” in Encyclopedia of Arabic Literature, Vol. 2, ed. Julie ScottMeisami

and Paul Starkey (London: Routledge, 1998), 578.

5 Anecdotally, there have been several social occasions where I have mentioned my topic of

study, the Naqāʾiḍ, to a native Arabic speaker, which has led to a conversation about how he

or she studied Jarīr and al-Farazdaq in school. Often, these non-specialists even remember

some long-ago memorized lines.

6 She says this of Jarīr’s poetry in two places. See Jayyusi, “Umayyad Poetry,” 405, 411.
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The very hesitancy that may induce some to pass this material over, only

makes the need for a scholarly investigation more urgent. I, like van Gelder, do

not believe that “obscenities should be shunned in scholarly works.”7 Although

some of the themes that Jarīr and al-Farazdaq touch upon in their corpus may

well offend some sensibilities, still these are poems that have stood the test

of time, and that were preserved through a manuscript tradition that with-

stood the Islamic era. Pious (one would assume) scribes copied these poems

down.

It is in this light that when the poets relate sexually explicit acts, I do not

censor their words, but translate them in a way that carries the full force of the

meaning. This means that if a poet mentions an anatomical part of the body

using an offensive term, I do not translate it in a technical or clinical way, but

instead select an English term with a similarly offensive connotation. Another

topic that bears mentioning is the poets’ nonchalant usage of racial epithets

and slurs. Jarīr in particular often describes al-Farazdaq as the descendant of

a slave (which is not true), and delights in calling him “black” and “lowly” and

in mocking his “ignoble” birth. In these cases as well, I render a faithful trans-

lation. Perhaps most disturbing of all, the poets frequently describe scenes of

graphic sexual violence, including rape, in great detail.

Discussing these topics is a sensitive issue, and I hope that my renderings

are received in the spirit in which they are given: as my best attempt to faith-

fully represent a corpus of poetry that has been deemed worthy by dint of its

survival over the centuries of our attention and study.

1.1 The Poets and Their Audience

Jarīr and al-Farazdaq, as other lampoon poets before and after them, per-

formed the Naqāʾiḍ to defend their reputation, and that of their tribes—albeit

less so than their predecessors in the pre-Islamic era—and to display their

poetic talent. In order to do this, they tailored their poetry to their particu-

lar, Umayyad-era audience. This resulted in a number of hyperbolic themes

meant to destroy the reputation of their opponent while simultaneously show-

casing their individual skill. Particularly for Jarīr and al-Farazdaq, who had

an ongoing dispute that expressed itself in naqāʾiḍ poetry over an extended

period of time, it was important to tailor this poetry to the audience, from

performance to performance to prevent it from becoming worn out, trite or

boring to those they were performing for. Jarīr and al-Farazdaq did what was

necessary to prevent this: this meant that from time to time they switched

7 Van Gelder, “Sexual Violence in Verse,” 189.
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or embellished the subject of their poetry, they innovated new material when

appropriate, and they added “extra elements” to their performances thatwould

appeal to their audience members and satisfy the latter’s needs. Sometimes

they did this by varying certain recurring themes or motifs, and other times

they did it by changing the details of a particular story. And if they performed

the same poem multiple times, as Ali Hussein suggests they did,8 presum-

ably in front of an audience composed of at least some of the same peo-

ple, this variation would have been key to making each performance stand

out.

Performance-orientedpoetic idioms are characterizedby input bypoets and

feedback from an audience. Jarīr and al-Farazdaq crafted poetry based on the

needs of their audience; they knew and understood the make-up of the audi-

ence, and themost effectiveways to convey their poetry to them.Tounderstand

how they did this, we also need to understand the performance context, which

includes, (1) aspects of the poets’ interactions with their audience, including

specific examples of how they tailored their performances for them, and also

some of the logistics of the performance and, (2) the mechanics of how their

poetry was circulated and transmitted.

The composition of Jarīr and al-Farazdaq’s audience would have reflected

the cosmopolitan society of Umayyad-era Basra, which in addition to local

inhabitants would have included “travelers and tribes passing through or mov-

ing into the city.”9Thiswould have been an audience thatwould not necessarily

agree or sympathize with a poet strictly because that poet was amember of his

tribe. Now, the poet would have found himself in some kind of middle ground

between the tribal representative of the pre-Islamic period, and the court pro-

fessional that would emerge in the Abbasid era a century later. At this point in

time, he was not only a member of, and representative for, the tribal commu-

nity, but also an individual performer reciting poetry to defendhis reputation.10

8 “Both poets,” he says, “usually used to prepare their naqīḍas in advance, and presented

themmore than once.” Hussein, “The Rise and Decline,” 341.

9 Brustad, “Jarir.”

10 Gruendler says, “Then, [i.e., during the pre-Islamic period] the poets had shared and

defended the collective political stance of their audiences. They were the spokesmen

of their tribes … The poet celebrating muruwwa did not restrict himself to setting in

verse what he had personally experienced; rather he portrayed a shared heroic ideal. The

Umayyad period with its vast socio-political changes brought forth little madīḥ, which

was to resurface in force only in the Abbasid period. At that stage, the collective identi-

fication between poet and audience was no longer a given.” Gruendler, Medieval Arabic

Praise Poetry, 10.



14 chapter 1

No longer bound by their status as members of a particular tribe or clan, Jarīr

and al-Farazdaq had the ability to project themselves through their poetry, to

perform as individuals and create a—highly skilled—poetic persona for their

patrons (their audience), who may not have had the same political views as

them, and whomay have been from a different social milieu. An audience that

may not have been closely connected in terms of clan and tribe resulted in

spectators who were frequently divided according to preference for a particu-

lar poet rather than along strict tribal or clan lines. This audience composition

is critical to an understanding of Jarīr and al-Farazdaq’s naqāʾiḍ.

The way Jarīr and al-Farazdaq navigated this new type of audience success-

fully—and the long preservation and commentary on their poetry speaks to

their success—was to tailor their poetry to their particular audience, to make

it accessible, perhaps humorous, bitingly sarcastic and witty. It must have con-

tained at least some of these elements to attract and hold an audience, and to

build a reputation thatmade peoplewant to return again and again to see them

perform.

How did the audience receive the naqāʾiḍ performances that Jarīr and al-

Farazdaq presented? How did Jarīr and al-Farazdaq deliver them? What were

the circumstances of these performances? Although Jarīr and al-Farazdaq per-

formed at various venues and before different audiences over the course of

their career, one of their most frequented venues was the Mirbad market in

Basra, “a market outside of town which formed the oldest commercial centre

of the town.”11 This is where Jarīr and al-Farazdaq came to recite. According to

Hussein, they were “located in the same place, apparently in a certain circle

(ḥalaqa), in al-Mirbad.”12 Hussein goes on to say that “both poets stood fac-

ing each other surrounded by their audience, each reciting (or re-reciting) his

naqīḍa while the other listened.”13 This gives us an idea of how Jarīr and al-

Farazdaq recited their poems (at least on some occasions): multiple times, and

to an audiencewhohad surrounded them for that purpose.14Wemay be able to

11 Pellat, “Hid̲jā̲ʾ.” Pellat adds that the economic activity “had very quickly made necessary

the construction, on the fringes of the market, of shops and workshops.”

12 Hussein, “The Rise and Decline,” 309.

13 Hussein, “The Rise and Decline,” 309. This description closely parallels modern Dozens

performances, which “usually involved two players facing each other while an audience

ranging from one to ten individuals laughed and shouted encouragement.” Bronner, “A

Re-Examination,” 121. It should be noted that Bronner specifically studied Dozens among

Caucasians, and not African Americans, who are more commonly associated with the

genre.

14 This is not the only method the duo used to deliver their poetry. Hussein, speaking of a

poem Jarīr composed against al-Rāʿī, describes the following scenario: “Another impor-
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gain a better understanding of Jarīr and al-Farazdaq’s performances by compar-

ing the poets to modern performing artists, who perform their acts repeatedly

for various audiences.15 This comparison will give us insight into how Jarīr and

al-Farazdaq likely performed their poetry: a highly skilled pair producing over

time a performance tailored to their particular audience.

1.2 The Transmission and Circulation of the Naqāʾiḍ

Although we may not be able to point to a single “typical” mode of transmis-

sion of Arabic poetry, it is possible to name some elements that were likely

often present in the transmission of classical Arabic poems, and to explain

how these elements were similar to and different from the transmission of

Jarīr and al-Farazdaq’s naqāʾiḍ. One nearly ubiquitous element found in trans-

mitting classical Arabic poetry is the rāwī—the transmitter—who listened to

a poem, recorded it (whether on paper or by memorization only), and then

delivered it, which usually meant reciting it for someone else. While poetic

transmission in the Umayyad era and throughout early pre-Islamic and Islamic

history usually involved a rāwī,16 during Jarīr and al-Farazdaq’s later life (i.e.,

the mid-eighth century ce), it appears that any traveler could be enlisted

tant point that may be derived from the account is the specific place in al-Mirbad where

the naqīḍas used to be recited. The account gives the impression that Jarīr met al-Rāʿī in

a certain place in al-Mirbad which he frequented. However, another version of the poem

supplies more details about this location. It is a fināʾ of al-Rāʿī in which he was seated on

that morning. The word fināʾ indicates a yard, normally said to be in front of a house. It is

not knownwhether this yardwas connected to a certain house. If it was not, then onemay

assume that the poet normally had a yard in al-Mirbad where he used to sit and present

his poetry. If it reallywas connected to a house, thenwemay assume that al-Rāʿī possessed

a house in al-Mirbad with a yard in which he used to sit. This would then show that this

naqīḍa by Jarīr was not presented in a particular place, which was used only for reciting

the naqāʾiḍ, but was presented near the house of the rival poet. Here, it may be assumed

that the audience gathered round the two poets to hear their poems.” Hussein, “The Rise

and Decline,” 327.

15 This is not a purely hypothetical assumption. Speaking of a certain poem, which Hussein

identifies as #33 of Jarīr and al-Farazdaq’s Naqāʾiḍ (see Hussein, “The Rise and Decline,”

308), he says, “It is probable that Jarīr, after being freed [i.e., from prison for having recited

the poem in question], recited the whole naqīḍa in its new expanded version at another

time, or perhaps several times, in al-Mirbad. If this was the case, then it is possible that the

poets used to make certain changes, adding some verses, to the original version of their

naqāʾiḍ.” (309).

16 “In the D̲jā̲hiliyya [q.v.],” Jacobi says, “poets used to have one or more rāwīs, who learned

their verses by heart, recited them in public, especially at the annual fairs, where poetic

contests took place, and transmitted them to the next generation.” Renate Jacobi, “Rāwī,”

in Encyclopaedia of Islam, 2nd ed., ed. P. Bearman et al. (Leiden: Brill), http://dx.doi.org/​

10.1163/1573‑3912_islam_SIM_6259.

http://dx.doi.org/10.1163/1573-3912_islam_SIM_6259
http://dx.doi.org/10.1163/1573-3912_islam_SIM_6259
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to transmit a poem to another poet, whether hewas acquaintedwith the trans-

mitter’s profession or not.17

One way Jarīr and al-Farazdaq’s poetry circulated, therefore, was through

transmitters, both professional rāwīs and novice bystanders whom the poets

employed. Another way Jarīr and al-Farazdaq circulated their poetry was by

performing it themselves in person at Mirbad, and this was the venue that is

most associatedwith their performances of the Naqāʾiḍ.18 Jarīr and al-Farazdaq

did not begin their careers reciting poetry against each other, although their

naqāʾiḍ contests have come to epitomize their poetic output. Both also com-

posed other types of poetry besides flytings, and each formed (poetic) relation-

ships and rivalries with other poets, and performed in various locations and

before a range of different audiences. Still, the Naqāʾiḍ have come to define

Jarīr and al-Farazdaq—especially when thought of as Jarīr and al-Farazdaq

together, and not as individual poets—and they form the subjectmatter of this

book. Although Jarīr and al-Farazdaq’s naqāʾiḍ output includes poems directed

at other interlocutors, I concentrate specifically on the naqāʾiḍ Jarīr and al-

Farazdaq performed against each other, chiefly at Mirbad, because this series

of well-known and well-preserved poems, which spanned decades, serves as a

backdrop against whichwemay observe the self-oriented style of performance

Jarīr and al-Farazdaq skillfully tailored to their audience.

But what kind of an audience did Jarīr and al-Farazdaq perform for?We saw

above that their cosmopolitan audiencemay not have been composed primar-

ily of members or supporters of one of their clans—if it had, this would have

created a kind of naturally “partisan” audience that was keenly focused on the

message of the poem as it related to the defense of the tribe or clan (and a

complementary offensive against the rival tribe or clan). In order to counter

this and to perform for an audience as heavily invested in their performances

as a pre-Islamic audience might have been, Jarīr and al-Farazdaq created their

own type of “partisanship” by tailoring their poetry to their audience, draw-

ing them in with hyperbolic lampoon, focusing on subjects the audience cared

about and making them feel invested in the contest.

17 Hussein explains that this happened between Jarīr and al-Farazdaq during the latter part

of their career. The poets happened to be living in different places while simultaneously

carrying on a naqāʾiḍ battle. “The transmission of the naqīḍas,” he says, “was made very

simply. Any traveller—not necessarily a professional rāwī—could be asked by the two

poets to deliver their naqīḍas.” Hussein, “The Rise and Decline,” 351.

18 This is notwhere Jarīr and al-Farazdaq got their start performing poetry. Jarīr used to recite

naqāʾiḍpoetry against his early opponents (not al-Farazdaq at this point) in his hometown

of al-Yamāma (see Hussein, “The Formative Age,” 507–508).
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In such a performance context, Jarīr and al-Farazdaq showcased their poetic

skill within an idiom rooted in the values of the pre-Islamic era. What I mean

by “skill,” an illusory term when anyone tries to apply it to any kind of art (and

Jarīr and al-Farazdaq, as we will see, were nothing if not performance artists),

is an ability to hold an audience’s attention. There were several ways the poets

did this, but the key was an ability to adapt to the performance situation at

hand, which includes a certain sense a performer has that tells him or her that

it is time to switch routines, time to end the current joke and pursue a differ-

ent one, and time to dial up the sarcasm, invective or insults. And it is also the

ability to make whatever performance the poet gives memorable, to give an

audience something they take with them to tell their friends and neighbors

about. Finally, it is that ineffable je ne sais quoi that sends them back the next

time for more.

We find parallels to Jarīr and al-Farazdaq’s lampoon performances, tailored

to audience needs, in other traditions, both ancient and modern (lampoon

poetry is not unique to Arabia, nor is it confined to the pre-modern era!). In

early twentieth-century Egypt, a form of poetic dueling known as afya19 was

popular. This traditionwas especially prevalent in coffee shops, wheremendis-

played their wit by verbally battling one another in back-and-forth exchanges

of short, formulaic phrases20 that consisted of “cutting taunts and insults [and

used] double entendres and plays onwords.”21 The spectators declared thewin-

ners of these coffee-shop linguistic battles,22 but the genre was not limited to

these public spaces. Egyptian comedians also performed and recorded afya.23

The following is an example of one routine:

Person 1: Your purse!

Person 2: What about it?

Person 1: It’s prohibited from spending.

Person 1: There are lice on your head!

Person 2: What about it?

Person 1: They’re living there.

19 This is a transliteration of the word qāfiya, which in Egyptian Arabic is pronounced with

a hamza replacing the initial qāf. In formal Arabic the term refers to the rhyme scheme

found in the Arabic qaṣīda.

20 Devin Stewart calls it “punning repartee.” See Devin J. Stewart, “Impoliteness Formulae:

The Cognate Curse in Egyptian Arabic,” Journal of Semitic Studies 42 (1997).

21 Ziad Fahmy, Ordinary Egyptians: Creating the Modern Nation through Popular Culture

(Stanford: Stanford University Press, 2011), 70.

22 Fahmy, Ordinary Egyptians, 70.

23 See Fahmy, Ordinary Egyptians, 70–71.
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Person 1: Your head!

Person 2: What about it?

Person 1: It’s accustomed to drooping.

Person 1: What’s on your head!

Person 2: What about it?

Person 1: It’s a shoe.

Person 1: Your mustache has grown!

Person 2: What about it?

Person 1: You’ve added a billy goat’s mustache to it.

Person 1: You are diseased!

Person 2: What about it?

Person 1: It’s obvious.

Person 1: You are ignorant!

Person 2: What about it?

Person 1: Beyond a doubt.

لمقلاو،فرصلانمعونمم:لوألالوقيفىنعمشا:ًالثمرخآلالوقيف!كسيك:مهدحألوقي

،ةمزج!ىنعمشا!كسأرىلعيللا،رسكـلاىلعةينبم!ىنعمشا!كسار،نكاس!ىنعمشا!كسأريف

يفتنأ،رهاظ!ىنعمشا!كيلعضرملا،هيلإفاضمسيتلابنشو!ىنعمشا!فاضمكبنش

24…بكرم!ىنعمشا!لهجلا

In this routine, each punchline Person 1 makes has a double meaning, or

rather, the primarymeaning that is obvious from the context of the joke, could

also be construed as a grammatical term. The first punchline is a play on

the double meaning of mamnūʿ min al-ṣarf, which means “prohibited from

spending” in the context of the second person’s purse. In arabic grammar,

the phrase means “prohibited from inflecting,” i.e., into full grammatical case

endings. The second joke hinges on the word sākin, which can mean “living,”

24 Haytham al-Ḥāj ʿAlī, “al-Qāfiyya al-Miṣriyya … al-fann al-sākhir wa-ibdāʿ al-lugha,” al-

Yawm al-Sābiʿ, March 22, 2024, https://www.youm7.com/story/2024/3/22/%D8%A7%D9​

%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9‑%D8%A7%D9%84%D9%85%D8

%B5%D8%B1%D9%8A%D8%A9‑%D8%A7%D9%84%D9%81%D9%86‑%D8%A7%D9

%84%D8%B3%D8%A7%D8%AE%D8%B1‑%D9%88%D8%A5%D8%A8%D8%AF%D

8%A7%D8%B9‑%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821.

https://www.youm7.com/story/2024/3/22/%D8%A7%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9-%D8%A7%D9%84%D9%85%D8%B5%D8%B1%D9%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1-%D9%88%D8%A5%D8%A8%D8%AF%D8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821
https://www.youm7.com/story/2024/3/22/%D8%A7%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9-%D8%A7%D9%84%D9%85%D8%B5%D8%B1%D9%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1-%D9%88%D8%A5%D8%A8%D8%AF%D8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821
https://www.youm7.com/story/2024/3/22/%D8%A7%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9-%D8%A7%D9%84%D9%85%D8%B5%D8%B1%D9%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1-%D9%88%D8%A5%D8%A8%D8%AF%D8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821
https://www.youm7.com/story/2024/3/22/%D8%A7%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9-%D8%A7%D9%84%D9%85%D8%B5%D8%B1%D9%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1-%D9%88%D8%A5%D8%A8%D8%AF%D8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821
https://www.youm7.com/story/2024/3/22/%D8%A7%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9-%D8%A7%D9%84%D9%85%D8%B5%D8%B1%D9%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1-%D9%88%D8%A5%D8%A8%D8%AF%D8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821
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as the speaker implies the lice are doing on his partner’s head, or “motion-

less,” which in the context of Arabic grammar means “vowelless.” The jokester

then moves on to the physical appearance of his partner, pointing out his

drooping head. The key word here is kasr, which has the primary meaning of

“breaking,” but can also mean “to lower,” which I have interpreted as “droop-

ing,” and is closely related to the word for “defeat” (kasra). Grammatically,

mabniyya ʿalā al-kasr (“accustomed to drooping”) refers to nouns and adjec-

tives whose ending is frozen into an “i” (kasra) ending, meaning that they

cannot show declension using other end vowels. Next comes a joke about a

shoe on the second person’s head. “Shoe” here, jazma, is also a grammati-

cal term that indicates that there is no vowel over the final consonant of a

verb, marking the jussive mood. The jokester next moves on to physical fea-

tures, telling the object of his jokes that he has added a billy goat’s mustache

(to his own mustache). Basically, the victim of the joke is being likened to a

billy goat, a tīs, which is an offensive insult in Arabic. The phrase “added to it,”

muḍāf ilayhi, is a grammatical concept that refers to the second term of the

construct phrase. In the following joke, the interlocutor tells his companion

that the disease upon him is “obvious” (ẓāhir). In a grammatical sense, this

word means “substantive,” or simply, “noun.” In the final bit of the routine,

the victim of the joke is claimed to be “ignorant beyond a doubt.” A more lit-

eral translation of murakkab would be “fixed,” meaning “firmly set.” In other

words, the person is so firmly set in his ignorance that there is no doubt he

will remain so. Murakkab is also a grammatical term that means “compound,”

and refers to compound nominals. Each joke in this routine contains both

humorous and at times insulting material, which probably would have made

the coffee-shop audience laugh at the insults and smile at the witty double

meanings.

Men were not the sole practitioners of biting verbal witticisms in Egypt.

Another example of invective that was popular in the last century, and contin-

ues today, is a genre called radḥ. Dominated by women,25 a radḥ performance

involved not only invective and witty lines exchanged between two competi-

tors, but additionally included physical elements. Marsot explains how such

a competition would proceed. The woman wishing to initiate a verbal bat-

25 Although Hinds and Badawi suggests that men may have sometimes participated, much

like the elegy (rithāʾ) of earlier times, this genre was the domain of women. Their dic-

tionary entry defines radaḥ (the verbal form) as follows: “To indulge in a vulgar slanging

match (usually of women).” See the entry on radaḥ in Martin Hinds and El-Said Badawi,

Dictionary of Egyptian Arabic: Arabic-English (Beirut: Librairie du Liban, 1986).
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tle removes her milāya laff, a “black wrap worn by women in public,”26 “and

spreads it on the ground as a sign that she has removed, discarded all her mod-

esty and reserve.”27 There then proceeds a back-and-forth verbal contest con-

sisting of set insults intermingled with improvised lines. Gestures, often lewd,

accompany the repartee.28 It is important to note, however, that not all women

participated in radḥ performances. It was seen as a domain of the lower class,

who lived less private lives than the middle and upper classes, and who were

less shy about “airing their dirty laundry.”29 Marsot gives examples of several

popular radḥ phrases with translations:

1. Ya dun ya dun you low, you despicable

2. ya asfal ma yakun you lowest of the low

…

6. ya aʿr al-kanaka you bottom of a coffee maker

…

8. ya limama you garbage

…

12. ya shibshib hammam you bathroom slippers.30

Examples of lampoon poetry are not limited to the Arab world; they are as

varied as the satire of the Roman poet Juvenal (late first to early second cen-

tury ce);31 the Maltese subgenre of ghana (folk singing) called spirtu pront,

in which “the singer improvises on a common narrated theme, in response

to the ‘mocking,’ or an issue brought up by another singer”;32 the flytings of

the sixteenth-century Scottish poets Dunbar and Kennedy; and American rap-

ping duels, of which the contest known as the “Dozens” is among the best

known. The Oxford English Dictionary defines the Dozens as “a game or ritu-

alized exchange of verbal insults, usu. about the family (esp. the mother) of

26 Hinds and Badawi, Dictionary, s.v. “milāya.”

27 Marsot, “Mud-Slinging Egyptian Style,” 189.

28 See Marsot, “Mud-Slinging Egyptian Style,” 189–190.

29 Marsot notes that these working class women were not engaging in radḥ battles in public

per se, since for them, the entire street or alley (ḥāra) was part of their private space. See

Marsot, “Mud-Slinging Egyptian Style,” 192.

30 Marsot, “Mud-Slinging Egyptian Style,” 190.

31 Juvenal’s birth (esp.) and death dates are unreliable. Poteat summarizes scholars’ estimate

of his birth date as “from 27 to 72 (ce).” See Hubert McNeill Poteat, “De Vita Iuvenalis,”

Studies in Philology 19 (1922): 416.

32 John Chircop, “Oral Tradition and Historical Source: TheMaltese Ghannejja,”Oral History

21 (1993): 63.
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one’s opponent or opponents.”33 As such, the Dozens serves as an apt analogy

to help elucidate some of the performative aspects of Jarīr and al-Farazdaq’s

Naqāʾiḍ.

The Dozens parallels Umayyad-era naqāʾiḍ in terms of content and context:

both genres feature the lampooning of one’s opponent and his familymembers

with hyperbolic invective, and both adopt a performance context that centers

on the performer and allows him34 to showcase his skill through the medium

of lampoon poetry. These characteristics will be useful in analyzing passages of

the Naqāʾiḍ that exhibit Jarīr and al-Farazdaq’s hyperbolic lampoon poetry and

show how the poets tailored it to their audience.

In the following section we look at some of these passages, which are ar-

ranged by topic and theme. In some instances this consists of one long pas-

sage from a poem by one of the poets followed by a single passage from

his opponent’s counter-poem; at other times, several short passages (either

from the same poem or from a variety of poems) represent the theme. Inter-

spersed among the Naqāʾiḍ are passages from the Dozens that help elucidate

the function of Jarīr and al-Farazdaq’s invective. These passages, together with

examples and analysis taken from the Dozens, demonstrate how Jarīr and al-

Farazdaq skillfully tailored their performance to their audience to defend their

reputation.

2 Naqāʾiḍ Passages

2.1 Jiʿthin, al-Farazdaq’s Sister

One of the most frequent topics Jarīr deploys against al-Farazdaq throughout

the Naqāʾiḍ, and indeed one of the themes that defines him as a poet, espe-

cially with regard to his rivalry with al-Farazdaq, is his repeated lampooning

33 Oxford English Dictionary, 2nd ed., s.v. “dozen,” http://www.oed.com/view/Entry/57340​

?rskey=SZNnUz&result=1#eid6217898. The Urban Dictionary (online) gives a more de-

tailed explanation of what theDozens entails: “Playing the dozens is an African-American

custom in which two competitors—usually males—go head to head in a competition of

comedic trash talk. They take turns ‘cracking on,’ or insulting, one another, their adver-

sary’s mother, or other family member until one of them has no comeback.” Deeceevoice,

“The Dozens,” inUrban Dictionary. Posted September 25, 2004, http://www.urbandictiona

ry.com/define.php?term=dozens.

34 The majority of Dozens passages I have studied are attributed to males, although Dol-

lard notes that it is “played by boys and girls.” See John Dollard, “The Dozens: Dialectic

of Insult,” in Mother Wit from the Laughing Barrel: Readings in the Interpretation of Afro-

American Folklore, ed. Alan Dundes (Englewood Cliffs, NJ: Prentice-Hall, 1973), 279.

http://www.oed.com/view/Entry/57340?rskey=SZNnUz&result=1#eid6217898
http://www.oed.com/view/Entry/57340?rskey=SZNnUz&result=1#eid6217898
http://www.urbandictionary.com/define.php?term=dozens
http://www.urbandictionary.com/define.php?term=dozens
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of the latter’s sister, Jiʿthin, which centers on her alleged rape. The Jiʿthin trope

arose, apparently, froma recorded incident,whether factual or not,whena rela-

tive of awoman al-Farazdaq had touched and kissed sneaked into al-Farazdaq’s

camp and waited for Jiʿthin; when she came out of her tent, he “assaulted” her,

which in this case seems to have consisted of grabbing her by the waist and

leg and dragging her some distance.35 Jarīr did not hesitate to use the story

as a pretext to lampoon his opponent persistently over the course of their

decades-long contest. He “exploited it,” van Gelder says, “repeatedly in many

of his lampooning poems … grossly blowing up the incident by graphically

depicting a gang rape in obscene detail, while accusing the victim’s brother

of being scandalously remiss in rescuing her.”36 Though Jarīr was criticized for

repeatedly incorporating the same three themes into his naqāʾiḍ poems,37 still,

he promoted them so relentlessly, and embellished them so hyperbolically—

including his “exploitation” of Jiʿthin, as van Gelder terms it—that in the end,

they were bound to stick in the minds of his audience. One instance of this

routine occurs in the ending lines of Poem 101.

This poem begins in what might seem a surprising way to modern readers.

Jarīr does not open the poem with a vivid hijāʾ section excoriating al-Farazdaq

for standing bywhile his sister was begin raped, nor does he start with an intro-

duction of themes related to the topic. The first section of the poem, in fact,

has nothing to do with either Jiʿthin or al-Farazdaq, and does not even consist

of hijāʾ poetry. It is instead a passage of nasīb poetry in which Jarīr pines for a

woman named Zaynab, among other things. Poem 101 is not unusual in this

regard. Jarīr and al-Farazdaq’s Naqāʾiḍ belong to the genre of poetry known

as qaṣīdas, which often combined several, diverse genres within one poem,

and which since pre-Islamic times had conventionally started with a section

of nasīb poetry.38

In lines 1 through 25, Jarīr recites themes common to nasīb poetry, includ-

ing unrequited love, in this case of a certain Zaynab. He also includes another

theme that is typically found in the opening section of qasida poetry: sepa-

ration, which is often represented by the traces (aṭlāl) of an abonded camp-

site. Jarīr opens the poem with this theme, describing people departing (bāna

35 Van Gelder, “Sexual Violence,” 175.

36 Van Gelder, “Sexual Violence,” 176.

37 The themes, according to Abū ʿUbayda, were, “(the matter of) al-Zubayr (the case of)

Jiʿthin, and the (fact that he calls him the descendant of a) qayn ‘blacksmith.’ ” See van

Gelder, “Sexual Violence,” 186.

38 For a discussion of the propensity of classical Arabic poetry tomix disparate genreswithin

the samepoem, seeG.J.H. vanGelder, “Genres inCollision:Nasīb andHijāʾ,” Journal of Ara-

bic Literature 21 (1990): 14–25.
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l-khalīṭu) and bidding farewell ( fa-waddaʿū) in the first line, and in line 3 refer-

ring to “Zaynab’s camp” (dāri Zaynaba), his object of affection in this sec-

tion. After the opening love section, but before launching the lampoon against

Jiʿthin—one of two hijāʾ sections in the poem—Jarīr deploys seven lines of

boasting of his prowess in battle in a genre of poetry called fakhr (“boasting” or

“self-praise”). Line 33 introduces the poet’s first hijāʾ section, which lasts thirty

lines and lampoons al-Farazdaq and his tribe, the Mujāshiʿ. Jarīr also touches

on a theme he will return to again and again throught the Naqāʾiḍ: that of al-

Farazdaq’s supposedly having been a blacksmith, a topic discussed in detail

later in the chapter. Lines 63 through 71 consist of a second fakhr passage

embedded within the hijāʾ section agasint al-Farazdaq.

In the last segment of the poem, Jarīr introducs five lines of praise (madīḥ)

poetry for Saʿd, a tribe of theTamīm that he names as an ally, followed by a final

three-line passage lampooning al-Farazdaq and his ancestors. Directly preced-

ing these final verses of the poem,we find a passage of forty-three lines (72–114)

comprising a secondhijāʾ section, inwhich Jarīr covers anumber of themes that

he often deploys in his exchanges with al-Farazdaq, including a scathing pas-

sage eviscerating his opponent with vicious lampoons centered on his sister,

Jiʿthin. He says:

100 Your treachery in the lowlands of Tihāma was not hidden,

Nor was the dragging of Jiʿthin, nor the horrendous description of

it.39

101 Al-Farazdaq’s sister by his father and mother,

Spent the night, riding high and fast.

102 Surely the cowards knew that their daughter

Was being ridden40 like a wide road.

103 Why were you not angry with the Muqāʿis chiefs41

For hastening your disgrace?

104 I understand that Jiʿthin fended them off with her ass,

Since no Mujāshiʿī could be found to defend her.

105 Shame on you! How could you praise Minqar when they stuck it

Between her thighs, and sent her limping!

39 Lit., “the horrendous thing that was heard.”

40 Just as “ridden” can be a euphemism for sexual intercourse in English, so too can waṭiʾa

(“to tread on”) mean “to have sexual intercourse.”

41 This word can mean either “tribal chief” or “stallion.” I have rendered it “chiefs” here,

although I think it would also be possible to translate it as “beasts” to emphasize the

beastly behavior of the men of Muqāʿis alluded to here.
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106 She spent the night with every crooked, hot necked,42

Stout43 man of Muqāʿis as they put it between her legs.

107 If only Jiʿthin had stayed in her mother’s bedchamber,

When she was traveling all around the country44 and being laid!45

108 When Ibn Murra was running away like an untamable horse, al-

Farazdaq asked,

How can life46 go on when all of this has happened to you?

108* 47They found when Jiʿthin’s ass got going48 that it was

Just like a hole that hyenas take shelter in.

108** They demolished your hole after you informed them

That not even a finger would be able to pass through it.49

109 The maiden of Mujāshiʿ50 was dragged among the Minqar men—

No doubt about it—just as a waterskin is dragged.

42 The phrase is ḥāmī l-qafā, and it has several possible interpretations.Ḥāmī usually means

“protector,” and qafā refers to the “nape of the neck.” Thus, one could render the phrase,

“onewhoprotects the back of his neck.” However, that does not seem to be the sense of the

words in a line describing Jiʿthin’s defilers. Whereas the root ḥ-m-y connotes protection,

the root ḥ-m-w has to do with heating—although the seemingly related ḥummā (fever)

is from a different root (ḥ-m-m). Since the active participle ḥāmī could theoretically be

derived from either root (no such derivation is attested for the root ḥ-m-w that I am aware

of), there is a chance that it could carry the meaning of “heat” rather than of “protection.”

At any rate, van Gelder translates the phrase here as “hot necked” and I have followed suit.

See van Gelder, “Sexual Violence,” 180.

43 Lit., “having protuberant ribs.”

44 Lit., “when the country was circulating her.”

45 Ṣaraʿameans “to fell,” i.e., “to lay down.” As it is used in the passive voice here, “to be laid

(down)” is an appropriate translation, and a fortuitous one that also matches the English

slang.

46 Bevan’s edition records this word as ḥayāwatu, which is not attested to my knowledge.

Although I have copied the text exactly as Bevan has it, I interpret it as the much more

likely ḥayātu, which is also the form found in al-Manṣūr’s edition. See al-Manṣūr, Kitāb

al-Naqāʾiḍ, 2:298.

47 I follow Bevan’s use of asterisks. He explains, “additional verses of the Naḳāʿiḍ have been

numbered according to the verse which they follow and marked with asterisks; thus, for

example, if S inserts some additional verses after the verse which stands at the beginning

of a poem in O, the first additional verse is numbered 1*, the second 1**, and so on.” See

Bevan, The Naḳāʾiḍ, 1:xv.

48 The verb is qabqaba, andmeans, “to emit a sound.” Van Gelder has cleverly translated this

word into English with the onomatopoetic “plop-plopped.” Not wishing to copy his bril-

liance, I have chosen to instead use “got going,” to give the sense of her buttocks inmotion,

perhaps making sounds, during intercourse.

49 ٌ“رْكِبيّنإتِلقيأ” (“i.e., you said, ‘I am a virgin’ ”). Bevan, The Naḳāʾiḍ, 2:979.

50 I.e., Jiʿthin.
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110 Al-Farazdaq cried when the blood ran over her ass;

Cursed be the tears of his eyes!51

111 You kindled your fire and were lit up by shame,

Khashākhish and al-Ajraʿ52 are among the witnesses.

112 Woe to Jiʿthin! You were humiliated when you met Muqāʿis,

And what a pussy53 you were humiliated by!

ٍةَماهِتِرْوَغِبُمُكُردَْغفَْخيَمَْل100

ّرَجمَو عَُنشْأَلاُعامسَّلاوَنِثْعجُِ

ِهِّمأُوِهيبأَنِْمقَِدزَْرَفلاتُخْأ101ُ

عَُفرْأَلافُيجَولااهُتَريسِوتَْتاب

ّنلاُمَلْعَتدَْق102 مُْهَتاتَفنَّأَتُابخََ

عَُيهَْملاقُيرطَّلاَئِطُوامكَتَْئِطُو

سٍِعاقُممِورُقىَلَعتَْبضَِغاّلَه103

ّجَعذْإِ اوعَرْسأَفَناوَهلاُمُكَـلاولَ

اهِتسْٱِبمُْهتَْعَفادَنِثْعجِتُْئِّبُن104

عَُفدَْينَْمعٍـشِاجُمِلدِْجتَمَْلذْإِ

اوقَزْلأَنْأًَارَقْنِمكََحيَْوتَحَْدَمأ105َ

عَُلظَْتاهولسَرْأَفِنْيَقِراحلاب

ّرَحمُلُِّكِبتَْتاب106 افَقلاىمِاحفٍَ

عَُسكُْتىٍِّسِعاقُمعِولضُّلاىِباح

اهِّمأُِةَرْجحَُدْنِعَنِثْعجِتَْيَلاي107

ُعَرْصُتفُدالِبلااهِبُريدَتسَْتذْإِ

51 “Eye” (ʿayn) is in the singular here, but I have rendered it plural to bettermatch the English

idiom.

52 Khashākhish and al-Ajraʿ are place names.

53 Lane defines shakr as, “The vulva, or pudendum, of a woman: (Ṣ, M, Mṣb, Ḳ:) or the flesh

thereof.” Edward William Lane, Arabic-English Lexicon (Beirut: Librairie du Liban, 1968),

s.v. “shakr.” https://www.ejtaal.net/. However, the commentary on this line says, ٌرْكشَّلا”
“عامِجلا (“ ‘shakr’ means ‘jimāʿ ’ ”). Bevan, The Naḳāʾiḍ, 2:980. Lane gives the following defini-

tion for theword, jimāʿ: “He lay with his wife.”Arabic-English Lexicon, by Lane, s.v. “jāmaʿa.”

This hemistich may, therefore, more literally be translated, “And what a laying you were

https://www.ejtaal.net/
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رُمنُْبٱوقَُدزَْرَفلالاق108
ّ َ
ٌحمِاجَة

عَُمجْأَاذٰهكِيفوُةوٰيَحلافَْيكَ

اهُتسْٱتَِبَقْبَقَنيحَنِثْعِجلِاودَجَو*108

عُُبضْأَلاِهْيَلإِىَوأَِراجَولالَْثِم

ّبَخامَدْعَبكَِراجِواومَدَه**108 مِْهِتْرَ

عَُبصْإِلاِهيفُزوجتَُداكَتاّلأَ

ّرُج109 ٍرَقْنِمىفعٍـشِاجمُُةاتَفتَْ

ّرَجيُامكَِءارِملاَرْيَغ عُكَيِملاُ

ءامِّدلاوقَُدزَْرَفلاىِكْبَي110
ُ
اهِتسْٱىَلَع

عَُمدَْتٍنْيَعبَورُغكَْلِتِلًاحْبُق

ٍةَيْزِخبِتَأْضََتسْٱفَكَرانتَدَْقوْأ111َ

ّشلانَِمو ُعَرجْأَلاوشٌخِاشخَِدوهُ

ًاسِعاقُمتَيِقَلذْإَِنِثْعِجلًِاّبَت112

54عَُشْختٍَرْكشَيِّأَِلوًاعشِّخََتُم

humiliated by!” However, this translation misses the full impact of the line, and so I have

rendered it more freely.

54 Bevan,TheNaḳāʾiḍ, 2:978–980.Unless otherwise indicated, all translations fromtheArabic

are my own. I have approached these translations as literally as possible while still retain-

ing an idiomatic English. I maintain tenses of verbs and person and number of adjectives

unless an obvious idiomatic difference exists between the Arabic and the English. There

are times, however, when a slightly less literal translation offers a better, more idiomatic

result. In such cases I have not hesitated to alter the translation accordingly. Van Gelder

has also translated these lines, in “Sexual Violence,” 179–180, as:

Your treachery in the lowland of Tihāma is not hidden,

nor is the dragging of Jiʿthin and the horrible report.

Al-Farazdaq’s sister, daughter of his father and mother,

spent the night going along in a fast gallop.

The cowards surely knew that their girl

was being trodden upon like a main road.

Will you not be angry with the heroes of Muqāʿis,

when they hurried to bring humiliation upon you?

I have been told that Jiʿthin defended herself against them with her arse,

since she did not find anyone fromMujāshiʿ to defend her.

Did you praise, damn you, Minqar for clinging

to her thighs and for letting her go with a limp?
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In these lines, Jarīr explicitly attacks al-Farazdaq’s honor in connection with

Jiʿthin’s supposed rape. The main thrust of this passage is to hold al-Farazdaq

and his tribe accountable for doing nothing to prevent Jiʿthin’s honor from

being impugned during the alleged incident. Jarīr directs his invective against

several persons in these fifteen lines, alternately addressing al-Farazdaq, mem-

bers of his tribe, and Jiʿthin herself, and at times narrating in the third person

the events that led to her “disgrace.” The first three lines (100–102) outline the

circumstances of the event. Jarīr then transitions to members of al-Farazdaq’s

tribe in the following three lines (103–105), shaming them for having allowed

their relative to be so abused. The poet sprinkles these lines with imagery

that paints the Mujāshiʿ men as cowards, remiss in their duty, introducing this

theme in line 100 with the claim that “[the tribe’s] treachery (ghadrukum) …

was not hidden.” In line 102, he becomes more explicit with his word choice,

calling the Mujāshiʿ men “cowards” (nakhabāt), and following this up in the

next line (103) by pointing out their disgrace (hawān), a word that also carries

connotations of weakness and contemptibility.

Beginning in line 104 and continuing through line 107, Jarīr elaborates on

Jiʿthin’s rape at the hands of the Banū Minqar.55 He paints a graphic picture of

the sexual conquest of Jiʿthin with the help of obscene descriptions of sexual

acts she (was forced to) engage(d) in, together with vivid descriptions of her

anatomy. In line 102 (from the previous section), the poet depicts Jiʿthin being

“ridden, like awide road” (wuṭiʾat kamāwuṭiʾa l-ṭarīqu l-mahyaʿu), implying that

her attackers “rode” her repeatedly such that she became “widened” from the

She spent the night with all those distorted, (?) hot-necked (?),

thick-ribbed men of Muqāʿis, being kicked in the arse.

Ah, if only Jiʿthin were in her mother’s room,

when she was made to go round the country, thrown down!

Al-Farazdaq said, when Ibn Murra was a restive horse,

‘How can one live when all this has happened to you!’

They found that Jiʿthin, when her arse plop-plopped,

had something like a hole in which hyenas shelter.

They wrecked your hyena hole, while before (as you told them)

a finger could hardly enter it.

The girl of Mujāshiʿ was dragged among the men of Minqar,

—it cannot be disputed—like a water-skin is dragged.

Al-Farazdaq wept, with the blood on her arse—

a curse on those tearful eyes!

You lit your fire and cast light on your own shame;

Khashākhish and al-Ajraʿ are among the witnesses.

May Jiʿthin perish, when you met Muqāʿis,

humbly; and for what a mating were you humbled!

55 “A subdivision of the clan ʿUbaid b. al-Ḥārith b. ʿAmr.” Bevan, The Naḳāʾiḍ, 3:229.
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experience.56 Jarīr continues the imagery in line 104 with a depiction of Jiʿthin

“fending off [her assailants] with her ass” (dāfaʿathum bi-stihā). In the follow-

ing line (105), Jarīr creates an image of the Minqarī men’s penises moving back

and forth between her thighs (alzaqū bi-l-ḥāriqayni),57 and concludes the line

by giving her a limp (taẓlaʿu)58 as a result. After describing some physical char-

acteristics of the Muqāʿis men, Jarīr drills down on the graphic sexual imagery

in line 106, saying that the latter “put it betweenher legs” (tuksaʿu).59 In line 107,

Jarīr employs another word for the sexual act, depicting Jiʿthin being “laid” ( fa-

tuṣraʿu).60

Lines 108 through 11061 continue with depictions of Jiʿthin’s rape and addi-

tional allegations of al-Farazdaq’s remissness in failing to prevent it. In line 108,

Jarīr portrays al-Farazdaq lamenting over Jiʿthin’s fate: “How can life go on?”

(kayfa l-ḥayāwatu), he asks himself, after Ibn Murra and the others had so

defiled his sister. This is followed by three lines (108*, 108**, and 109) of graphic

representations of the Minqarī men’s defilement of Jiʿthin. The first two lines

of the passage crudely refer to the latter’s looseness, describing her vagina in

line 108* as a “hole that hyenas take shelter in” (al-wajāri awā ilayhi l-aḍbuʿu)

and suggesting in the following line (108**) that Jiʿthin had lied about her vir-

ginity; she claimed that her vaginawas so small, “not evena fingerwouldbeable

to pass through it” (allā takādu tajūzu fīhi l-iṣbaʿu). In line 109, Jarīr compares

al-Farazdaq’s sister’s being “dragged among the Minqar men” ( jurrat … fī Min-

qarin) to a “waterskin [that] is dragged” (yujarru l-mīkaʿu), painting an explicit

picture of her gang rape at the hands of the men of Minqar. The next line (110)

returns to al-Farazdaq’s grief over the incident, indicting him for his inaction.

Jarīr first shows al-Farazdaq “cr[ying] when the blood ran over her ass” (yabkī

… wa-l-dimāʾu ʿalā stihā) and follows this in the second hemistich by cursing

“the tears of his eyes” (ghurūba ʿaynin). The passage concludes with two verses

excoriating al-Farazdaq and his sister, with a graphic phrase at the end that

combines Jarīr’s invective message with his characteristically sexually explicit

56 At other times Jarīr calls her “wide” (ruḥāb), reinforcing the image.

57 The commentary gives amore precise definition: “كِرَولابٌةلصّتمٌةَبصََعةَقِراحلا” (“The ‘ḥāriqa’

is a sinew connected to the hip bone”). Bevan, The Naḳāʾiḍ, 2:978.

58 Lit., “she limps.”

59 The verb kasaʿa literallymeans, “to put between the legs,” and is used, e.g., of a dog’s tail. It

can also mean, “to strike the buttocks.” See J.G. Hava, Al-Faraid Arabic-English Dictionary

(Beirut: Dar el-Mashreq, 1982), s.v. “kasaʿa.” Here, Jiʿthin is the subject of the passive verb

that literally translates, “it was put between her legs,” or, “she was struck on the buttocks.”

60 See this chapter, footnote 45 for an explanation of the meaning of the word tuṣraʾu.

61 Please note that there are five verses in all, including the two additional verses labelled

“108*” and “108**.”
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humor. The poet addresses line 111 to al-Farazdaq, denouncing him for the

shame (khizya) he brought uponhimself andhis tribe byhis inaction. In line 112

he turns to Jiʿthin briefly to decry her—“Woe to Jiʿthin!” (tabban li-Jiʿthina)—

before returning to al-Farazdaq’s disgrace, reminding him of his “humiliat[ion]

when [he] met Muqāʿis” (idh laqīta Muqāʿisan | mutakhashshiʿan), and ending

the line in his signature style with a crude reference to Jiʿthin’s “pussy” (shakr).

Jarīr returns to the theme of Jiʿthin’s rape in Poem 53, saying:

32 Are you forgetting Zubayr and the people of ʿAwf?

And Jiʿthin after Aʿyan and Rabāb?

33 Didn’t you see that Jiʿthin, among Saʿd’s men,

Got the nickname “Wide-Open” after she had been penetrated?

34 She shivered as he passed her knees,

And shook his cock at her, which disappeared into her.

35 You see a leprous spot where her labia come together,

Like the hair on Farazdaq’s chin when it is gray.62

ّزلاَنْوَسْنَتأ32َ فِْوَعطَْهَروَرْيَبُ

ّرلاوَنَيْعأََدْعَبَنِثْعجِو ابابَ

ٍدْعسَطَسَْوَنِثْعجِنَّأََرَتمَْلأ33َ

ّمَسُت ّرلااهِتضَِّقَدْعَبىَ اباحُ

اهيَْتَبكُْرَزَواجَنيحُزحِْزَحت34ُ

ّزَهو اباغفاهَلىَِّرَبْزُقلاَ

اهيَْتكَسْإِعَِمجَْمِبًاصَرَبىَرَت35

63اباشَنيحقَِدزَْرَفلاِةَقَفْنَعكَ

62 Van Gelder (“Sexual Violence,” 181) translates this as follows:

Are you forgetting al-Zubayr and the men of ʿAwf,

and Jiʿthin after Aʿyan and al-Rabāb?

Did you not see Jiʿthin among the men of Saʿd,

called ‘the broad’ after her virginity?

She waggled (wriggled, wiggled?) her rump when he went beyond her knees

and shook towards her a mighty dong, which subsequently disappeared.

[van Gelder has an extra line here not found in Bevan’s edition of the Naḳāʾiḍ]

One can see a white leprous spot where her labia are joined,

like the tuft of hair on al-Farazdaq’s lower lip when it is grey.

63 Bevan, The Naḳāʾiḍ, 1:439–440.
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Jarīr opens this section by reminding his opponent (and his audience) of some

of the key players against whom he will deploy a litany of abuses.64 These

two lines represent the basic “story” Jarīr tells about Jiʿthin: she was ravished,

not entirely unwillingly, by a member of another tribe. Her vulgar nickname,

“Wide-Open,” is a detail Jarīr adds to suggest Jiʿthin’s complicity in the affair.

The graphic details he offers in line 34—of one of Saʿd’s men penetrating

Jiʿthin—leave an impression of her as a commodity to be used and discarded.

The last line in this passage is one of Jarīr’s most famous;65 not only does he

describe in detail a sensitive area of Jiʿthin’s anatomy, but he compares that fea-

ture to one on al-Farazdaq’s face, allowing his audience to imagine the anatom-

ical parts of both al-Farazdaq and Jiʿthin hementions coming together, creating

a mental image of brother and sister engaged in the act of cunnilingus.

The beginning of line 33 is almost ironic given the common introductory

phrase, “a-lam tara …,” “Don’t you see …?,” followed by the beginning of Jarīr’s

lampoon on Jiʿthin’s sexual excesses. Line 35, famously grotesque, begins simi-

larly with tarā, “you see,” using the same word and almost the same phrase as

the opening two lines before, thus tying together the first and last line of this

lampoon against Jiʿthin with a common structure.

Why did Jarīr choose to repeat this trope,66 which was based on an only-

tangentially-related incident, over, and over again? According to van Gelder,

“the most popular way of vilifying a man in Arab society was, and still is, to

impugn the sexual mores of his female relatives, preferably his mother or sis-

ters,” which, he says, “impl[ies] that theman is unable to control them and pre-

serve his honour.”67 It must be true that Jarīr was attacking al-Farazdaq’s honor

to preserve his own—this is what naqāʾiḍ contests had always been about—

butwith Jarīr and al-Farazdaq there ismore to it than that. Their audiencemust

have come to hear these performances expecting some hyperbolic, and proba-

bly at times sexually-themed, lampoons. That Jarīr and al-Farazdaq gave them

64 Aʿyan andRabābwere both descendants of Mujāshiʿ, whomal-Farazdaq’s clanwas named

after. The latter was “mentioned contemptuously by Jarīr” (Bevan,The Naḳāʾiḍ, 3.111). ʿAwf,

amongother things, is known forhaving “fled at thebattle of al-Waḳīṭ” (Bevan,TheNaḳāʾiḍ,

181). Zubayr is said to have died because of “the poor treatment he had received from

al-Farazdaq’s tribe” (Pieter Smoor, “al-Farazdaq’s Reception by Contemporaries and Later

Generations,” Journal of Arabic Literature 20 [1989]: 117).

65 Van Gelder notes authors (critics and anthologists) who hold this line up as a “wonderful

comparison,” an example of a beautifully crafted line of poetry whose subject is among

the vilest and ugliest possible. Van Gelder, “Sexual Violence,” 181–182.

66 Van Gelder says that Jarīr mentions the Jiʿthin incident in thirty separate poems. Van

Gelder, “Sexual Violence,” 177.

67 Van Gelder, “Sexual Violence,” 176.
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what they wanted, expected, and came to hear shows how they were tailor-

ing the naqāʾiḍ genre to their own audience. In this case Jarīr’s routine about

Jiʿthin operates as a proxy that targets al-Farazdaq’s honor while it entertains

the audience. In van Gelder’s words, “He wants to amuse others.”68 Jarīr does

this by taking one particular, otherwise fairly banal, incident and exaggerating

and exploiting it to use against his opponent by portraying him in the worst

possible light. The end result is lampoon based in truth, but so greatly exagger-

ated as to render it nearly unrecognizable.

The Dozens provides insight into how Jarīr’s lampoon performance against

Jiʿthin may have operated. They contain similarly socially-unacceptable

themes.69 Jarīr portrays al-Farazdaq’s sister throughout the Naqāʾiḍ as a whore,

with the goal of humiliating her, which would in turn humiliate al-Farazdaq by

implication. Doing so successfullywhile entertaining an audiencewould reveal

Jarīr as the “winner” of the contest. The following example from the Dozens

illustrates poets competing for a “win” using a similar poetic theme: degrading

one another’s mothers: “I f----d your mother in a horse and wagon. She said,

‘Scuse me, mister, my p---y’s draggin.’ ”70 And also:

I saw your mother last night,

She was an awful old soul.

I stuck my d--k in her hole.

She said, “Gimme some more.”71

As well as,

I hate to talk about your mother,

She’s a good old soul.

She’s got a ten-ton p---y

And a rubber a-----e.

She got hair on her p---y

68 Van Gelder, “Sexual Violence,” 182.

69 “Sex themes,” Dollard says, “are by far the most common [i.e., in the Dozens].” Dollard,

“The Dozens,” 281. He also says, “The themes about which joking is allowed seem to be

those most condemned by our social order in other contexts. Allegations are made that

the person addressed by the speaker has committed incest, or that the speaker has taken

liberties with the mother or sister of the one addressed; accusations of passive homosex-

uality aremade, it is suggested that the cleanliness taboos have been broken, cowardice is

alleged, [etc.].” (279).

70 Roger D. Abrahams, “Playing the Dozens,” Journal of American Folklore 75 (1962): 216.

71 Abrahams, “Playing the Dozens,” 217.
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That sweep the floor.

She got knobs on her titties

That open the door.72

And finally,

I saw your mother last night,

She was a hell of a sight.

I threw her in the grass.

I stuck my d--k in her ass.

I said, “Ooh, bop-a-doo.”

Then she said, “How do you do?”73

These passages from the Dozens, which parallel in hyperbolic and sexual con-

tent the invective lampoons of the Naqāʾiḍ, suggest how we may interpret the

latter. The power of this kind of poetic performance lies not in its truth—these

insults represent obvious exaggerations—but in its invective force. The aim

of this type of poetry is not to narrate a faithful account of the individual or

individuals being lampooned but to entertain the audience with hyperbolic

invective. Had Jarīr’s repeated lampoons against Jiʿthin been meant as serious

or truthful accusations, they could have potentially landed Jarīr in legal trouble,

if tribalmembers had interpretedhis verses literally, for instance.74 An effective

poem or performance for Jarīr and al-Farazdaq was one in which the audience

was entertained at the expense of the performer’s opponent—in this case, al-

Farazdaq’s sister, Jiʿthin.We can view these lampoons, therefore, as a vehicle to

both entertain the audience with descriptions of Jiʿthin’s vileness and sexual

sins, and also convince them of Jarīr’s poetic skill. As such, the whole story of

Jiʿthin becomes a poetic conceit.75

72 Abrahams, “Playing the Dozens,” 210.

73 Abrahams, “Playing the Dozens,” 218.

74 It might have been possible to take the poet to court for defamation, qadhf. Van Gelder

says that, “Jarīr is not guilty of qadhf ” in Jiʿthin’s case. “Themen described as rapists, how-

ever,” he continues, “especially Ibn Murra who is mentioned by name, could have taken

the poet to court. It is unlikely that they ever contemplated this; in the tribal environment

and ethos, matters of honour and shamewere far more important thanmatters of sin and

guilt.” Van Gelder, “Sexual Violence,” 188.

75 We can draw an analogy between Jarīr’s use of Jiʿthin as a literary motif and Abū Tam-

mām’s treatment of the traditional nasīb section in one of his poems. Fakhreddine points

out, “We sense from the very opening hemistich that Abū Tammām is aware that he is

using the scene of the ruined campsite as a literary motif. He is not concerned in the
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Although Jarīr’s verses almost certainly did create a discourse that would

havebrought actual shameon Jiʿthin, thiswasprobablynot Jarīr’s ultimate goal.

Rather, his lampooning of her was meant to shame al-Farazdaq and to create

in theminds of his audience a caricature-like image of al-Farazdaq’s sister. The

effect this might have had on a member of Jarīr’s audience would be to make

the poem memorable, to make its words live in the minds and on the tongues

of the audience, and to display the performer’s poetic skills at the expense of

his opponent’s sister.76

The reputation Jarīr built on the back of al-Farazdaq’s sister may have come

at a cost. It is possible he felt some remorse in subjecting Jiʿthin to such vile

accusations, using her as proxy in his poetic battle with her brother. “Perhaps,”

van Gelder says, “even Jarīr had qualms, in his ripe age, if one gives credence

to the report that ‘he asked his Lord for forgiveness for what he had said about

her (viz., Jiʿthin) and the lies he had told about her.’ ”77 As befits the medium,

Jarīr almost certainly did not intend his lampoons against Jiʿthin as an actual

description of her character, and it is unlikely that al-Farazdaq took them as

such. At least, if al-Farazdaq did take exception to Jarīr’s lampooning of his sis-

ter, he never directly refuted the lampoons as far as I can tell; I have not been

able to find one instance of him doing so in the Naqāʾiḍ. Al-Farazdaq’s tactic

was to counter Jarīr’s skillfully presented lampoons with invective of his own.

The point was to imbed a certain image in the minds of the audience—in this

case, the idea that Jiʿthin is a whore—to the point where this narrative takes

on a life of its own. This way, people remember Jarīr’s catchy insults, and when

they think of Jiʿthin they immediately associate her with his skillful lampoons.

After many public repetitions, the story of Jiʿthin became rooted in the pub-

lic mind to the point where it may have been difficult to separate truth from

fiction.

least bit with making this seem like a ‘real’ place.” Huda J. Fakhreddine, Metapoesis in the

Arabic Tradition: From Modernists to Muḥdathūn (Leiden: Brill, 2015), 69. She cites Abū

Tammām’s abstract treatment of the nasīb section in comparison to Imruʾ al-Qays’s more

concrete concern with actual traces (aṭlāl). This works as an analogy between Jarīr and

other naqāʾiḍ performers, for example during the pre-Islamic era, who might have been

more invested in the actual person or tribe they were lampooning. These earlier poets did

want to ruin someone’s reputation even as they were boosting that of their own tribe. For

Jarīr, though, ruining Jiʿthin’s reputation is a byproduct of his main goal: skillfully defend-

ing his own.

76 Abrahams describes the Dozens as a contest of public humiliation that allows for the

release of aggression, while simultaneously building verbal skills. Abrahams, “Playing the

Dozens,” 215. Bronner, speaking of Dozens performers, says, “A good player is considered

one who is verbally quick as well as creative.” Bronner, “A Re-Examination,” 121.

77 Van Gelder, “Sexual Violence,” 190.
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Al-Farazdaq’s task upon hearing Jarīr’s poem (53 above) was to match the

latter’s invective with invective of his own, to hyperbolize to counter his oppo-

nent’s hyperbole and to find a subject to lampoon him with that was propor-

tional to Jarīr’s own lampoon against him—all of this with the goal of perform-

ing a poem that would entertain the audience and convince them that he, and

not Jarīr, was the superior poet. The naqāʾiḍ genre Jarīr and al-Farazdaq prac-

ticed did not require poets to directly refute the substance of the opponent’s

poem; al-Farazdaq was not obligated to make an impassioned defense of his

sister. In fact, given a dyad of Jarīr and al-Farazdaq’s naqāʾiḍ poems, it is not

always an easy task to discern which motifs in one refute themes put forth in

those of the other.78 In somecases itwould bepossible tomismatch Jarīr and al-

Farazdaq’s naqāʾiḍ poems, if one were relying on themes alone, since the poets

were less often refuting each other substantively and topically than they were

deploying certain modes of attack or particular lampoon motifs. Fakhreddine

explains:

Most of the correlation between the rival poems in the naqāʾiḍ remains

mainly thematic. The competing poets strive to outdo each other by

responding and rebutting each other’s ideas or even challenging each

other on a personal level through parody and insults. Evenwhen one poet

boasts of being abetter poet thanhis rival, the reference topoetry remains

thematic.79

These poems, therefore, were a vehicle of performance that, while constitut-

ing attacks on an opponent and his tribe and eliciting an obligatory response,

primarily gave the poets ameans to communicate and interact with their audi-

ence. It is not surprising, therefore, that rather than a full-throated defense of

Jiʿthin and a refutation of Jarīr’s outlandish claims, al-Farazdaq’s response to

Poem 53 includes a lampoon of the women of Jarīr’s clan, the Kulayb, which he

employs to defend his own performance reputation and display his skill.

We can find a useful analogy to Jarīr and al-Farazdaq’s style of non-refuting

lampoon dyads in the Dozens. These poems, like naqāʾiḍ poetry, are designed

78 “Inmost cases,” Hussein says, “it is difficult to show exactly whichmotifs of one naqīḍa are

counterparts of those in the other naqīḍa. Even when this is possible, it is very difficult to

prove exactly which are the refuting motifs and which are the refuted since both verses

fulfill both functions at once.” Hussein, “The Rise and Decline,” 334.

79 Fakhreddine,Metapoesis in the Arabic Tradition, 164–165. Although Fakhreddine is speak-

ing of naqāʾiḍ broadly here, she goes on to use an example from Jarīr and al-Farazdaq’s

Naqāʾiḍ to illustrate the point.
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to elicit an in-kind response to their invective rather than a refutation. For

example, when the common theme of lampooning an opponent’s mother is

delivered, the one being lampooned does not take this as an imperative to

refute the substance of the lampoon by elaborating on the good traits of his

own mother. Rather, he will answer with a similarly comical lampoon against

his opponent’s mother. When in a certain Dozens routine analyzed by Simon

Bronner80 the performer implies that his opponent lives in a garbage can, the

appropriate response would not be to deny this and defend his actual home,

but rather to fulfill the expectations of the performance by returning insult for

insult, lampoon for lampoon.81 This is the approach al-Farazdaq takes in Poem

54 which, mixing gore and sex, portrays the capture of the Kulayb women by a

hostile clan, the Banū Jusham.

55 The women captives of Banū Jusham b. Bakr,

He82 divided when he returned.

56 He said to all of his followers, “Take possession

Of the big-lipped,83 spread-legged women and put them in your saddle!”

57 Women, on the Day of Irāb,

Let their husbands rush to the mountain paths.

58 Their menstrual blood whooshes as it gushes out

Over their heels. You would think it was henna.

59 They stuck out their slave-girl breasts for them

And their hands, from which they obtained milk.

60 They strike the backs of their saddles, mounted behind, and you can

hear

Peeps coming from underneath.84

80 “I went to your house, but the garbage man already emptied it.” Bronner, “A Re-Examina-

tion,” 124.

81 Speaking of the “great Omayyad poets,” i.e., Jarīr, al-Farazdaq, and al-Akhṭal, van Gelder

says, “Since everyone recognizes the grosser accusations as obviously untrue one would

show one’s ignorance of the rules of the game if one were to accuse the poet of qadhf

[defamation].” Van Gelder, The Bad and the Ugly, 33–34.

82 He is al-Hudhayl, called Abū Ḥassān, who, with men of his clan, attacked Yarbūʿ, Jarīr’s

clan, a subgroup of the tribe of Kulayb, on the Day of Irāb. See Bevan, The Naḳāʾiḍ, 1:451n.

For the Day of Irāb, see Samīr al-Quṭb, Ansāb al-ʿArab (Beirut: Maktabat Dār al-Bayān,

n.d.), 278.

83 “Lip” here refers to the vulva.

84 “Saddles” is a rendering of the Arabic, awākhir, whose primary meaning is “last,” but is

perhaps here, “back,” as in the backs of their heads. However, the commentary on this

line explains that awākhir “means the backs of the saddles … which the rider leans on”
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61 Miserable indeed are they when they reach them in the morning; they

call

After the women of the tribe, who ride behind their captors.85

62 As you watched, the camels were driven away,

With the women, naked and starving.

63 If your spears had been long,

You would have been jealous when the women flung off their cloth-

ing.

ٍرْكَبنِبَمَشجُىنَبىفَىِناوَع55

ابايإِلاغََلَبذْإِنَُّهَمسََّقف

ّوَبَتطٍورْضُعلُِّكِللَاقو56 أَْ

ّرلاىَبْقَولاكَِلْحَرَةَفيدَر اباحُ

ءاسِن57
ٌ
ّلَخبَارإَِمْوَينَّكُ تَْ

اباعشِّلاُرِدَتْبَتنَُّهَتَلوعُب

ًالْيسَلُيسَينَُّهُضايحِقُاوخ58َ

اباضخُِهُبسِْحتَبِاقعْأَلاىَلَع

مٍآىِِّدُثِبُمِهيَْلإَِندَْدَم59

ابالَحاهِبنَْثِرَودَْقٍدْيأَو

رُمَرخِاوأَلانَحِْطانُي60
ْ
تٍافَد

اباغضُاهِلِفاسأَنِْمعَُمسَْتو

ىَعدُْت86َةادَعَنوقحِاّللاسَْئِبَل61

ءاسِن
ُ
اباكِّرلافُِدَتْرَتىَِّحلا

اياطَملاىَلإَِنورُظْنَتْمُتْنأَو62

ءارعْأَنَِّهِبلَُّشُت
ً
اباغسِ

( ّرلاُةرخِآولاحِّرلاَرخِاوأَديريرخِاوألالاق” “بكِاّرلااهيلادنتسييتلالْحَ ). Bevan,The Naḳāʾiḍ, 1:476.

Likewise, I have translated ḍughāb as “peeps.” The commentary says this wordmeans “the

sound of a rabbit” ( “بَنرْأَلاتُْوصَ” ).

85 Lit., “The women of the tribe are called for; they ride behind the riders.”

86 Although the Bevan edition seems to have ʿadāta here, ghadāta, which is found in al-

Manṣūr’s edition, makes muchmore sense, and I have translated the line accordingly. See

al-Manṣūr, Kitāb al-Naqāʾiḍ, 1:342.
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ًالاوِطُمُكُحامِرتَْناكْوَلف63

87ابايِّثلاَنْيَقْلأََنيحْمُتْرِغَل

Instead of a defense of Jiʿthin, here we find a passage focused on Jarīr’s female

relatives that serves as a vehicle for al-Farazdaq to entertain his audience and to

demonstrate his performance skill. He does so by lampooning his opponent’s

relatives in proportion to the lampoon Jarīr had aimed at al-Farazdaq’s sister.

Line 56 answers Jarīr’s epithet for Jiʿthin by lampooning the Kulayb women

with the same word: ruḥāb, “spread-legged.” In Jarīr’s poem, a man of Saʿd,

“shook his cock at [Jiʿthin],” which penetrated her. In response to this crown-

ing act of manliness, al-Farazdaq depicts the unmanliness of the cowardly

Kulaybmen, who fled—leaving their wives behind to be violated. The contrast

between the mettle of the two tribes loosely connects the two poems. More

importantly, al-Farazdaq introduces the flight of the Kulayb men to accentu-

ate the cowardice of his opponent’s tribe, which also reflects poorly on his

opponent. This works in two ways. First, the act of calling his opponent’s tribe

“cowards” scores a point for al-Farazdaq in the naqāʾiḍ contest of mudsling-

ing and reputation bashing. But it also works on a second level. By slandering

the name of Jarīr’s tribe, al-Farazdaq also defames the former’s honor for not

defending his tribe—i.e., poetically—which calls his performance reputation

into question. (Of course, at a later time it will be possible for Jarīr to recover

from this either by defending his tribe, or vastly more likely in the naqāʾiḍ con-

tests, by demeaning al-Farazdaq’s tribe through lampoons of his own). The net

effect is that al-Farazdaq adds to the old target of tribal honor that of the poet’s

honor. His response, therefore, is a literary one designed to defend his own per-

formance reputation.

Beginning in line 58 al-Farazdaq deploys a graphic lampoon on the unclean-

liness of the Yarbūʿ women. He describes blood pouring over their heels using

theword ḥiyāḍ, which refers to the flowing of menstrual blood.88 In line 60, the

“peeps” that emanate from their behinds add a raunchy detail that would have

been humorous to an audience. This, combined with the “flow of blood” from

line 58, emphasizes the uncleanliness of Jarīr’s women.89

87 Bevan, The Naḳāʾiḍ, 1:476–477.

88 “The blood of menstruation.” Lane, Arabic-English Lexicon, s.v. “ḥīḍa,” directed from “ḥi-

yāḍ.”

89 The linemay also bemore loosely interpreted in the followingway. If thewomen aremen-

struating, and therefore not pregnant, it could suggest a lack of virility on the part of the

men. In line 60 the “peeps” that emanate from their behinds, beyond the humor, may

suggest a violent penetration that has loosened the women’s vaginas, or evenmore graph-
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The phrase la-biʾs, “miserable indeed,” introduces line 61. This is a formula

found in classical Arabic poetry and frequently in the Qur’an, and when al-

Farazdaq deploys it here, he is perhaps invoking some of the authority and

gravitas that recalling that sacred book brings. The allusion here is subtle, not

overt, but effective when used in combination with the conquered women of

Jarīr’s tribe, the “miserable ones.”90Hegoes on in thenext three lines todescribe

these women. In line 62 he portrays them as naked and starving. In the same

line he employs the second person plural, wa-antum, thereby including Jarīr’s

tribe, the Yarbūʿ, in his address, suggesting that they collectively suffered their

women to be captured on the Day of Irāb. More vividly, the sudden switch al-

Farazdaq makes from the third person (discussing the women) to the second

(speaking to Jarīr and his tribe) works as a dramatic poetic device (apostro-

phe), directing the audience’s attention to the point he is making.91 This “you”

that al-Farazdaq suddenly invokes—and it is the first word of the line—must

have grabbed the audience’s attentionby virtue of its vocativenature: “You!” the

audience members hear, and for a split second their brains register the com-

mand as a direct address to them. “Us?” they think, if only momentarily—but

that is long enough for al-Farazdaq’s poetic device to do its job: to effectively

attract their attention, which is now on the poet for whatever else he has to say.

Al-Farazdaq leaves some of his strongest invective for line 63. The first

hemistich is the protasis of a conditional sentence, “If your spears had been

ically, their anuses. If we construe this with the “flow of blood” (ḥiyāḍ) from line 58, it is

possible to interpret their bleeding as a suggestion of a violent rape by the Banū Jusham

tribe. It is indicative of al-Farazdaq’s skill that he is able to loosely imply this secondary,

sexualized imagery, without stating it outright. It is also possible that a reason al-Farazdaq

treads so lightly over this subject is that even in the male-dominated patriarchy of the

era, where sexualization of women was commonplace, he was still sensitive enough to

the needs of his audience that he did not want to alienate any women who might have

been listening. “Women,” Hussein notes, “used to attend the naqīḍas presentations in al-

Mirbad.” Hussein, “The Rise and Decline,” 309.

90 To give just one example, from the Qur’an, at Q. 22:13: ّرَضنَمَلوُعدَْي” ّننِمبَُرْقأَُهُ سَْئِبَلِهِعفَْ

ُ“ريشَِعْلاسَْئِبَلَوىَلْوَمْلا (“He invokes onewhoseharm is closer thanhis benefit—howwretched

theprotector andhowwretched the associate,” Saheeh International). I have chosen touse

“miserable” over “wretched” for this line. Either translation is valid.

91 Gruendler explains one way the device can work. “In Ibn al-Rūmī’s encomia, the switch of

grammatical person becomes a device of the largest scope; it constitutes an integral part

of his dramaturgy: a switch of person opens and closes a single dramatic scene, and dur-

ing an ongoing scene, the first and second person indicate the dramatis personae present

in a dialogue, as opposed to the third person who, representing an absent figure, is spo-

ken about, conjured up, criticized, or vainly implored.” Gruendler, Medieval Arabic Praise

Poetry, 33.
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long,” which he follows with the apodosis in the second hemistich: “You would

have been jealous when the women flung off their clothing.” In other words, if

the Yarbūʿ had been brave enough—the long spears representing theirmilitary

might—they would not have held back but would have jealously guarded their

honor and done something about it by counterattacking. Amoremetaphorical

—and ribald—meaning is possible: if we take “spears” as a metaphor for

“penises,” then al-Farazdaq is suggesting that the Yarbūʿ men are deficient sex-

ually, passively watching as their wives strip for the Banū Jusham. The layered

meanings and sexually charged invective lampoon demonstrate al-Farazdaq’s

skill at crafting a response equal to or surpassing Jarīr’s in derisive hyper-

bole.

Al-Farazdaq’s rejoinder takes the place of an actual defense of his sister,

which is standard practice in the Naqāʾiḍ: displaying skill in performance is

equally as important as, or even more important than, addressing an issue like

that of Jiʿthin’s honor.92 The Dozens is once again instructive. Its practitioners

similarly create retorts that often do not correspond directly to the opponent’s

challenge, but instead refer to the performer or the performance itself. As in

the Naqāʾiḍ, Dozens responses are usually hyperbolic, often sexual, and almost

always taunting. We find examples of this in the following Dozens lampoons

taken from Bronner’s list of “Your Mother is Like …” insults:

Your mother’s like a fan, turn her on, she blows … Your mother’s like a

birthday cake, everyone gets a piece … Your mother’s like eggs, she gets

laid all over … Your mother’s like a cup of coffee: hot, black, and ready to

be creamed…Yourmother’s like a bus, guys getting on and off all night.93

These insults aremeant as a provocation (or a response to a provocation) deliv-

ered to entertain an audience while simultaneously tearing down an oppo-

nent via insults to his mother. They do not for the most part represent actual

grievances oneperformerhaswith another.VanGelder explainshow thisworks

in the Naqāʾiḍ: Jarīr does not merely want to vent his anger or infuriate and

humiliate his opponent, hewants to amuse others.Many of his naqāʾiḍ contain

grotesque and far-fetched comparisons that were obviously intended to make

his audience laugh.94 Taking van Gelder’s analysis a step further, I propose that

92 In the Naqāʾiḍ, Jarīr and al-Farazdaq almost never respond by defending their tribe,

their mother, or whomever or whatever the opponent has lampooned. Instead, the poets

answer each other with corresponding lampoons of the other’s clan, mother, and so forth.

93 Bronner, “A Re-Examination,” 123.

94 Van Gelder, “Sexual Violence,” 182.
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not only does Jarīr want to amuse his audience, but he also wants to impress

upon their minds that he—and not his opponent—is the superior performer.

Jarīr returns to the theme of Jiʿthin again in Poem 92, and once more al-

Farazdaq responds with hyperbolic invective of his own (Poem 93) without

explicitly answering Jarīr’s charges or defending his (own) sister. This dyad,

with poems containing elements of nasīb, hijāʾ, and fakhr, is an exemplar of the

medium, and it allows the poets to demonstrate their skill by lampooning their

opponent, his mother, and other family members with clever, often humorous,

and, almost always in cases where Jiʿthin is the subject, sexually charged lam-

poon.

Poem 92 follows the typical qaṣīda structure, except that the opening nasīb

section is replacedwith an elegy (rithāʾ) for the poet’s wife. Jarīr next addresses

his rival, transitioning with a comparison of the latter’s mother to his own

recently deceased wife, and going on to lampoon him over 82 lines on themes

ranging from his supposed blacksmith heritage, to the matter of his sister

Jiʿthin’s rape, to alleged homosexual acts committed by his tribe. At one point

he attacks him simply for being a bad poet. Jarīr ends the poem with a fakhr

section, taking one last stab at al-Farazdaq’s “blacksmith” heritage in the final

line. In the middle of the long hijāʾ section, he says,

47 They crossed Dhū al-Ḥamāṭ with Jiʿthin in a rush,

And fled to Khashākhish in stages.95

48 She met Ṣuḥār, of the Banū Sinān, among them,

A humpback (i.e., “camel”) as hard as Ṣuḥār is.96

49 She was penetrated by his distended Muqāʿisī dick,

And blood, gushing out of her ass, poured forth.

َحلااذَنِثْعِجبِاوعَطَق47 ًامحَُّقَتطِام

ُراوطْأَاهُيرَْجشَخِاشخَىلإِو

95 The commentary explains that aṭwārumeans ḥāl baʿda ḥāl, which I have rendered as “in

stages.” See Bevan,The Naḳāʾiḍ, 2:855. Please note, Bevan has an additional line here (47*).

96 The sense of this line is not entirely clear. The first word of the second hemistich is

ḥadiban, which means either “hunchbacked” or “friendly,” but the glossary contains the

secondary reading of khadiban, which Lane renders as “cutting” or “sharp,” (see Lane,

Lexicon, s.v. “khadib”) but which the commentary says means mutaʿaẓẓiman, “haughty,”

“proud.” The edition I use has ḥadiban and the commentary explains that it means “their

horses.” Bevan, The Naḳāʾiḍ, 2:855. I have chosen to translate it as “humpback,” which is

close to the meaning of hunchbacked but could also mean a camel, something one could

ride like a horse.
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مِِهيفنٍانسِىنَبَراحصُتَْيِقَل48

ُراحصُنوكَياملِصَعْأََكًابِدَح

جٍِلْخمُىٍِّسِعاقُمِرْيأَِبتَْنِعط49ُ

رِعبَيصأُف
ْ
ّنلااهِناجعِقُ 97ُراّعَ

When Jiʿthin arrives at the camp of the Banū Sinān (against her will), she finds

Ṣuḥār “ḥadiban.” The root of thiswordhas twobasicmeanings: “arched” or “pro-

tuberant,” and also “friendly” or “affectionate.”98The audience, hearing this,will

have taken in both meanings simultaneously, not certain exactly how to read

the word for the split second before they hear the rest of the hemistich, which

continues with a description of Ṣuḥār. At this point in the performance, the

audience might wonder what direction Jarīr is taking this story about Jiʿthin

and Ṣuḥār, especially since it seems that he is depicting the latter as “friendly.”

Since he is talking about Jiʿthin, they know it will eventually turn bad for her.

But after that split second ambiguity, the audience hears the rest of the line:

that the ḥadiban, which it now seems clear should be translated “[the] hunch-

back,” is “as hard as Ṣuḥār,” meaning that the hunchback (a camel) is as stiff as

Ṣuḥār[’s penis].99 In a single line Jarīr has taken his audience through a story

with a surprising twist of events, but concluding in the following line with the

material they expected and likely came to hear: Jiʿthin being violently raped. In

this case, the rape involves a swollen (mukhlijin) penis, once again playing with

the theme Jarīr had startedwith his use of ḥadiban.What ismore, this violation

of Jiʿthin draws blood, and from her rear end, no less!

Why does Jarīr depict Jiʿthin in such a sexually humiliating way?What is his

object in returning time and again to this well-wornmotif? The reason is likely

not either because Jiʿthin deserves this, i.e., that she was actually guilty of the

things Jarīr implicates her in, or because Jarīr harbors a specific grudge against

al-Farazdaq’s sister. It is debatable whether he even harbors a grudge against

al-Farazdaq himself, but that is a story for a later chapter.What Jarīr is trying to

do by humiliating Jiʿthin, beyond displaying his poetic mastery by milking this

theme to the last drop, is to also, and by extension, humiliate al-Farazdaq—

Jarīr’s real target in lampooning Jiʿthin. And the reason he wants—he needs—

to do this is to defend himself against al-Farazdaq’s performance (in this case

97 Bevan, The Naḳāʾiḍ, 2:855–856.

98 See footnote 96 above.

99 It should be noted that this interpretation relies on Bevan’s choice to use the manuscript

containing the word ḥadiban and not khadiban. Even still, other interpretations are pos-

sible; this is the one I consider most likely.
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he is pre-empting it, since Poem 92 is the first in the dyad)100 reputation, which

iswhat the entire prolonged contest between these twopoets is about: building

and maintaining a (performance) reputation.

Wecanpeel backonemore layer of meaning in this poem.This routine intro-

duces amotif of dominance: Jiʿthin is forcefully entered and penetrated to such

a degree that it brings blood. The level of violation Jiʿthin suffers at the hands

of Ṣuḥār is analogous to the level of poetic violation Jarīr deploys against al-

Farazdaq, using the latter’s sister as proxy. We may read the attack on Jiʿthin

and her sexual humiliation as a subtle allusion to al-Farazdaq’s forced submis-

sion to and humiliation by Jarīr in terms of poetic performance.

Al-Farazdaq’s response (Poem 93) once again neither explicitly defends Jiʿ-

thin nor refutes Jarīr’s lampoon. Instead, it contains several sexually oriented

passages that match Jarīr’s in graphic hyperbole, just as in Poem 54. The poem

contains both lampoon and boasting, but is structured differently than Jarīr’s

poem.The introduction consist of a traditionalnasīb section insteadof an elegy

(rithāʾ), and the fakhr section is inserted between two hijāʾ sections, the second

of which is an extended lampoon of Jarīr’s deceased wife. Al-Farazdaq says:

83 The clitoris of every short black woman confronts her old man,

As if its tongue is a bird’s beak.

84 The slave girl of both hands101 whose forefathers were low class,

Is black where her necklace hangs.

85 She would perfume herself with farts, and no

Perfume seller ever brought a sweet smell into a room of hers.

اهَلْعَبُهجِاوُيٍةَلَكْنحَلُِّكنِْم83

ُراقْنِمُهَناسِلنَّأََكٌرظَْب

100 This does not necessarily mean that the entirety of Jarīr’s poem came first. Hussein has

demonstrated that these poems were at least sometimes composed in stages. Speaking of

another poem (51) he points out that al-Farazdaq “refers to somemotifs mentioned in the

counter-naqīḍa of Jarīr which was written after the composition of al-Farazdaq’s poem.”

Hussein, “The Rise and Decline,” 344. In the case of Poem 51 Hussein believes that the

original did not mention Jarīr at all, nor was it intended to be a lampoon poem, but that

al-Farazdaq repurposed it (see 344–345). This leaves open the possibility that these poems

were not necessarily composed in linear fashion, but that the composition was more like

a fluid process in which poets re-performed poems, adding and deleting lines, motifs and

themes as necessary to reflect the progression of the contest at hand.

101 The commentary tells us that this means that “their hands are slave-girl hands, split from

work and toil upon them” (“ اهبلَمَعلاوةنهِْملانمٌةَققََّشُمِءامإِلاىديانّهيديا ”). Bevan, The

Naḳāʾiḍ, 2:878.
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اهُؤابآٌةَميئَلنِْيَدَيلاُةَمأ84َ

ءادْوسَ
ٌ
ّلَعُيثُْيحَ ُراصقِّْتلاقَُ

ّيَطَتتَْناك85 جِْلَيمَْلوِءاسُفلاببَُ

ّيكَِذِباهَلًاتْيَب 102ُراطَّعٍةَ

Here, Jarīr and al-Farazdaq’snaqāʾiḍ battle has reachedwhatwemight consider

a nadir. Al-Farazdaq insults the dead, a possibly unexpected, and certainly jar-

ring, effect that captures the attention of the audience. It did not likely offend

or shock them, though. Sexually graphic and highly personalized, ad hominem

lampoons were a standard feature of Umayyad-era naqāʾiḍ poetry. Jarīr was

accused of using his poetic talents for “humanly inferior purposes,”103 but to

call al-Farazdaq’s poetry inferior because of its subjectmatterwouldbe to judge

himby our own standards and not those of his day. “By the standards of his own

time and environment,” says van Gelder, speaking here about Jarīr, “his coarse-

ness, in a genre that demanded occasional or even repeated coarseness, was

wholly appropriate.”104 Al-Farazdaq’s poetic virtuosity serves to draw his audi-

ence into the performance, and to keep them engaged by hyperbolic lampoon.

Al-Farazdaq fails to respond to Jarīr’s supposed insult of Jiʿthin with a defense

of his sister—a ritual violation—and instead responds to the poetic challenge

issued by Jarīr, taking as his subject the latter’s deceased wife, whom Jarīr had

elegized in his ownpoem.Al-Farazdaq continueswith equally coarse invective,

calling Jarīr’s wife a slave. In line 84 he says she is “black where her necklace

hangs.” This is a reference to her slave status, and indicates that she has been

toilingwithout being properly covered, her neck and chest bare andopen to the

elements, which has tanned her (already dark) skin.105 He followswith another

graphic, coarse, and by all accounts humorous line of invective in a lampoon

that depicts Jarīr’s wife’s flatulence, which he describes as her eau de toilette

of choice. Both the topic he selects (lampooning the dead) and the manner

in which he deploys it showcase his skill at grabbing his audience’s attention,

102 Bevan, The Naḳāʾiḍ, 2:878–879.

103 Van Gelder, “Sexual Violence,” 190.

104 Van Gelder, “Sexual Violence,” 190.

105 The commentary explains that the blackness al-Farazdaqmentions indicates slave status:

“And they are black, rough black where their collar hangs—referring to the place of the

necklace—which linked them with toil and service, and condemned them for it” ( نّهو”

ّلَعُيثُْيحٌَدوسظٌالِغٌدوس “كلذبمهرّيعيةنهِْملاولَمَعلاىلانّهَبَسَنامّنإِوةدالِقلاعَضومىنعيُراصقِّْتلاقَُ ).

Bevan, The Naḳāʾiḍ, 2:879.



44 chapter 1

which in turn protects his reputation as a lampoon performer. He more than

matches Jarīr’s hyperbolic lampoon of his sister with his sexually charged (the

clitoris of an old lady), grotesque (perfumed with farts), and shocking (lam-

poon in place of eulogy) response.

These sexual, hyperbolic, ritual-violating lampoons give us an idea of what

their performance purpose was if we look at them as they were performed

and spread during and after Jarīr and al-Farazdaq’s time. One important fac-

tor is that the poemswere not only or always performedwhole or thought of as

intact units. Van Gelder says that soon after their first performance or perfor-

mances of these poems, “outstanding lines and short passages were singled out

and quoted,”106 and that “this happened not only in later times but during the

life of the poets themselves.”107 He adds that “they do not seem to haveminded

this fragmentation of their poems.”108We can think of it this way: if Jarīr and al-

Farazdaq’s primary aim in reciting a certain lampoonpoemwas to destroy their

opponent in themoment and to detail the bad deeds of each other’s tribe, then

they would probably take a keen interest that their poems be preserved intact

so as not to muddle the message against their opponent. Hearing fragments of

this same poem recited by others, out of context, perhaps losing sight of who

exactly was being lampooned orwhat the specific points of the diatribe against

that person andhis tribe entailed,might indeed frustrate the poets, because the

poem’s whole purpose would be lost in those decontextualized fragments. On

the other hand, if the aim of the poets was not really to attack their opponent’s

tribe on a specific issue so much as it was to boost the attacker’s reputation

by producing a compelling, decisively humiliating poem that included some

memorable lines—lines the poets actually intended the audience to remem-

ber, not so much to remind them of how low or vile the lampooned opponent

(or opponent’s tribe) was, but in fact to remind them of the moment of per-

formance when they had heard that particular verse recited—if this was the

poets’ aim, then hearing fragments of their poems recited in the street, so far

from being objectionable, must have been the entire point of the performance

in the first place.

The two dyads we just reviewed follow the standard naqāʾiḍ pattern of lam-

poon and response, a pattern which Jarīr and al-Farazdaq’s naqāʾiḍ also follow,

and which suggests that the poets adhered to certain rules in their perfor-

mances. Many aspects of this pattern are mirrored by the Dozens, as we have

seen in some of the examples above. The Dozens is only one among many

106 Van Gelder, The Bad and the Ugly, 37.

107 Van Gelder, The Bad and the Ugly, 37.

108 Van Gelder, The Bad and the Ugly, 37.
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examples I could have used, but besides paralleling the performative features

of the Naqāʾiḍ in a number of ways, it is appropriate for its modernity and

relatability, and not least of all, because its characteristics have been exten-

sively documented and because examples of it are abundant.

Themechanics of Dozens performances give us insight into how the rules of

performance I mentioned above may have operated in the Naqāʾiḍ. Research

indicates that the Dozens can and sometimes does end in fights, but this

happens only rarely, when one of the participants begins to take the contest

literally and loses his cool. Ayoub says that “the unwritten rules [i.e., of the

Dozens] discourage physical combat,”109 and Abrahams makes the point that

it is fairly rare that insults “proceed until … one hits the other,”110 which indi-

cates that non-violence is the norm in the Dozens just as it is in Jarīr and

al-Farazdaq’s Naqāʾiḍ.111 When this standard is violated, a breakdown of the

ritual results; then, sport becomes fight. This accords with Huizinga’s con-

ception of “play.” He says, “All play has its rules … as soon as the rules are

transgressed the whole play-world collapses. The game is over.”112 Drawing

on Huizinga, Lefever asserts that “where the contest exceeds the rules of the

game or when the ‘play-world’ becomes the ‘real-world,’ the Dozens even-

tuates in fisticuffs and physical fighting.”113 Nor is violence an uncommon

phenomenon in the naqāʾiḍ genre (although not in Jarīr and al-Farazdaq’s

naqāʾiḍ), which is not surprising given its invective content intended to prod

the opponent to ever-increasing levels of violent speech acts, which some-

times transcend speech to become, simply acts; as van Gelder notes, “Speech

… is an act too; of all speech acts, hijāʾ comes perhaps closest to a physical

act.”114

There is a correlation between the Dozens’s and the naqāʾiḍ’s non-violent

performances, whatHuizinga calls “play.” The content of Jarīr and al-Farazdaq’s

decades-long contest favors a “play-world” interpretation of their naqāʾiḍ along

the lines Lefever has outlined, since over a time period extending several

109 Millicent R. Ayoub and Stephen A. Barnett, “RitualizedVerbal Insult inWhite High School

Culture,” Journal of American Folklore 78 (1965): 340.

110 Abrahams, “Playing the Dozens,” 210.

111 This is in contrast to earlier naqāʾiḍ battles which very often did involve a level of violence

(see this chapter, footnote 3) absent in Umayyad-era naqāʾiḍ, of which the Naqāʾiḍ of Jarīr

and al-Farazdaq serve as an exemplar.

112 Johan H. Huizinga, Homo Ludens: A Study of the Play-Element in Culture (London: Rout-

ledge, 2000), 11.

113 Harry G. Lefever, “ ‘Playing the Dozens’: AMechanism for Social Control,”Phylon 42 (1981):

82.

114 Van Gelder, The Bad and the Ugly, 34–35.
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decades Jarīr and al-Farazdaq lampooned each other continuously on various

topics without ever seeming to clearly settle any particular dispute; rather, the

poets repeatedly tried tooutdoeachother in their performances todefend their

performance reputation.115

2.2 Homosexuality

Of course Jiʿthin is not the only trope which Jarīr lampoons his longtime oppo-

nent with. Sometimes instead of portraying the sexually indecent behavior

among the female relatives—sometimes mothers—of his opponent and clan,

he deploys another sexually oriented theme in the Naqāʾiḍ: that of homosexual

behavior and allusions to it. The following short selections contain examples.

In Poem 53, Jarīr says:

74 Jandal, what do the Banū Numayr say,

When they put their dick in your father’s ass?

ٍرْيَمُنونَبلُوقَتاملَُدْنجَأ74َ

116اباغكَيبأَتِسْٱىفُرْيَإلااماذإِ

In another poem, Poem 92, he says:

89 Al-Muhammal witnessed that the Mujāshiʿī army

Sucked dicks after they ate the khazīr117 and howled.

90 They looked at you and they turned their heads,

Like hyenas look when struck by dizziness.

91 Do not let yourselves be surpassed118 [by anyone] in sucking your own

dicks!

Your talkative father ordered that.

115 Van Gelder explains how this constant reputation-bashing rivalry worked between Jarīr

and al-Farazdaq: “As for invective, some of the accusations are so grossly and grotesquely

exaggerated, especially the obscenities, that nobody among the public is likely to take

them seriously. Onemight think that this would undermine belief in any accusations that

do in fact contain elements of truth; but the object of invective is to humiliate the vic-

tim and to convince the public, not of the truth of the accusations, but of the humiliating

potential of the poem.” Van Gelder, The Bad and the Ugly, 33.

116 Bevan, The Naḳāʾiḍ, 1:446. Lit., “When their dick is hidden in your father’s ass?”

117 A stew-like dish.

118 The commentary gives taẓmaʾūna as a variant reading for tughlabunna. This would render

the first hemistich, “You do not thirst when sucking your own dicks!”.
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92 The ʿIqāl tribe cast lots over the camel, al-Duhaym,

After they fucked al-Duhaym. May they119 be disgraced!120

93 And al-Baʿīth cried over al-Duhaym, and groaned a camel groan.

Al-Baʿīth’s father had a young camel from al-Duhaym.121

94 And when Mujāshiʿī wanted something bad,122

He fucked al-Duhaym, but his ass lagged behind.123

95 Al-Farazdaq, al-Baʿīth, his mother, and al-Farazdaq’s father,

Were all tied up together. May the foursome be disgraced!124

ّمَهُملاَدِهَش89 عٍـشِاجمُشَْيَجنَّأَلَُ

اوراخفِريزَخلاىَلَعَرويأُلااوعضََر

ّلَقَتدَْقوكَْيَلإِاورَظَن90 مُْهُماهبََ

ُراوَدنَُّهَباصأَعِابضِّلاَرَظَن

مُْكِرويأُعِاضِترْٱىَلَعنَُّبَلْغُتال91

ُرامهِْملاُمُكوبأََكاذِبىَصوْأَ

ّدلاَرَسَي92 امَدْعَبلٍاقِعونَبَمْيَهُ

ّدلااوحكََن ُراسْيأَلاحَِـّبُقفَمْيَهُ

ّدلاىَلَعثُيعَبلاىَكَبو93 اغَردَْقومِْيَهُ

ّدلانَِمثِيعَبلاىِبأَل ُراوحُمِْيَهُ

َءْوسٌَّيِعشِاجمَُدارأَاذإِو94
ًة

ّدلاحَكََن ُراخيِتسْٱِهِتسْٱىفوَمْيَهُ

119 I.e., the ones who had cast lots (al-aysāru).

120 Lit., “May they be made ugly” ( fa-qubbiḥa)!

121 In other words, al-Baʿīth’s father impregnated the camel, al-Duhaym, who gave birth to a

young camel.

122 Sawʾa can either mean “a disgraceful act,” or, according to Lane, “the external portion of

the organs of generation … of a man, and of a woman.” Lane Arabic-English Lexicon, s.v.

“sawʾa.” I have translated it here as “something bad,” but the hemistich could equally well

be rendered, “And when Mujāshiʿī wanted pussy.”

123 Lit., “there was a delay in his buttocks.” Perhaps this suggests that he has a large poste-

rior which lags behind the rest of his body during intercourse. At any rate, it was almost

certainly a funny line to Jarīr’s audience.

124 See this chapter, footnote 120.
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ّمأُوثُيعَبلاوقَُدزَْرَفلاَنِرُق95 ُهُ

125ُراتسْإِلاحَِـّبُققَِدزَْرَفلاوبأَو

Both poems exhibit hyperbolic and explicit language. Jarīr does not shy away

from the word ayr (“penis”) or ist (“buttocks”), words which he deploys fre-

quently throughout the corpus. In Poem 92 he hammers home the theme of

al-Farazdaq’s clan’s penis sucking, mentioning that phrase twice before mov-

ing on to a charge of bestiality involving al-Farazdaq’s fellow tribe member

and frequent interlocutor in the Naqāʾiḍ, al-Baʿīth. Jarīr’s charges of passive

homosexuality, fellatio, and bestiality in these lines exemplify the overtly sex-

ual hyperbole the poets use to attack the reputation of their opponent. In the

first example (Poem 53) Jarīr takes aim not at al-Farazdaq, but at al-Rāʿī and his

family, targeting the latter’s son here with a hyperbolic lampoon.126 In the sec-

ond (Poem 92) Jarīr again skillfully and hyperbolically lampoons al-Farazdaq

with sexually graphic material that portrays al-Farazdaq’s clan as submissive,

passively fulfilling the sexual desires of others. The hyperbole Jarīr deploys

here demonstrates his skill in lampooning his opponent, which strengthens

the idea in his audience’s minds, directly stated in other passages, that he

is the superior performer. We find similar homosexually-themed hyperbole

in the Dozens, deployed there too to demonstrate the skill of the performer.

For example, Bronner mentions the following instances: “Your brother’s like

a store, he takes meat in the back;”127 “I stuck up for you. Your roommate

told me you were a frigid homosexual. But I told him you weren’t;”128 “You

didn’t get no round mouth from sucking on door-knobs.”129 Abrahams lists

three verses based on the theme of a male relative’s engaging in homosex-

ual behavior. The first two follow the same template, and the third is closely

related:

125 Bevan, The Naḳāʾiḍ, 2:862.

126 Al-Rāʿī was a poet who had quarreled with Jarīr, who consequently satirized him and his

son, Jandal. See Bevan, The Naḳāʾiḍ, 3:111. Al-Rāʿī belonged to the tribe of Banū Numayr,

which was satirized by Jarīr and eulogized by al-Farazdaq. See Bevan, The Naḳāʾiḍ, 3:236.

The poem came about as a consequence of a poem al-Rāʿī had had recited against Jarīr, in

which he claimed that al-Farazdaq had bested the poet (i.e., Jarīr) in a lampooningmatch.

Poem 53 is Jarīr’s response to al-Rāʿī, in which he lampoons not only the latter and his son

Jandal but also al-Farazdaq. See Bevan, The Naḳāʾiḍ, 1:427–432.

127 Bronner, “A Re-Examination,” 124.

128 Bronner, “A Re-Examination,” 125.

129 Bronner, “A Re-Examination,” 126.
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Least my father ain’t pregnant in the stomach.

Least my father ain’t pregnant in the nose, expecting boogies.…

Least my brother ain’t no store, stand on the counter tempting every-

body.130

No matter which poetic idiom, Dozens or naqāʾiḍ, the aim is to show the audi-

ence who is the superior poet.

In Poem 64 Jarīr reduces the coarseness even as he displays his domination

of al-Farazdaq in an allusion to homosexuality. Sexual dominance becomes a

metaphor here for poetic dominance.

62 I put on my armor, but al-Farazdaq was a [mere] plaything:

He had on hobby-horse reins and bells.131

63 Prepare with the ornaments perfume, because

Jarīr is your husband and you are his lawful wives!

ٌةَبْعُلقَُدزَْرَفلاوىِتادأَتُسِْبَل62

ّرُكاحاشِوِهْيَلَع ْهُلجِالَجوجٍَ

َحلاعََماودِّعأ63َ ّنإِفبَالَملاىِْل امَ

132ْهُلِئالَحْمُتْنأَولٌْعَبمُْكَـلٌريرَج

Jarīr begins by drawing attention to al-Farazdaq’s ridiculous clothing, which

highlights his low-class status. Hussein says that Jarīr’s comparison here to “the

130 Abrahams, “Playing the Dozens,” 219.

131 Lane, referencing this verse specifically, calls kurraj a “hobby-horse,” and the jalājil its

“bells.” Lane, Arabic-English Lexicon, s.v. “kurraj.”Hussein says, “The kurraj isa [sic]wooden

stick shaped like a horse; the dancers, who wore women’s robes, mounted them and per-

formed several dances.” Hussein, “The Rise andDecline,” 336n. Bevan in his glossary trans-

lates kurraj as “a kind of doll.” Bevan, The Naḳāʾiḍ, 3:536. “Hobby-horse” is almost certainly

the best translation, and is what I use here. For a discussion of the use of the term kur-

raj in medieval Arab culture, see Shmuel Moreh, Live Theatre and Dramatic Literature in

the Medieval ArabWorld (New York: New York University Press, 1992), 21–43, who has also

translated these lines (p. 29) as:

I have put on my arms while al-Farazdaq is a laughing-stock//

dressed in the two ornamented belts and bells of a kurrah

Prepare perfume with the ornaments;

Jarīr is your husband and you are his wives.

132 Bevan, The Naḳāʾiḍ, 2:650.
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kurraj actor or dancer … show[s] that he is not a noble.”133 This description of

al-Farazdaq dressed as a dancer, a “plaything,” as Jarīr calls him, sets up the next

line, inwhichhe calls himself his “husband” (baʿl).134Taken together, these lines

imply Jarīr’s dominance over the submissive al-Farazdaq. The lampoon in this

couplet about al-Farazdaq goes beyondmere dominance though; Jarīr deploys

a lampoon here that conveys different meanings and double entendres with

regard to multiple words. If we read al-Farazdaq’s appellation of “plaything”

as a sexual term, then Jarīr could be implying that he is a pathic. Furthermore,

Jarīr portrays himself dominating al-Farazdaq, which wemay read, sexually, as

Jarīr’s inserting himself into the position of a pedicator in homosexual inter-

course. Furthermore, in line 63 Jarīr addresses al-Farazdaq and the rest of his

tribe as “wives,” calling himself the “husband,” a sign not only of his dominance,

but also of hismanliness—wemight saymuruwwa—which in turnpoints tohis

poetic dominance, that ability to lampoon his opponent in a humiliating way

that shows not only al-Farazdaq but also the audience that Jarīr is the superior

poetic.

Thus, when Jarīr calls al-Farazdaq a “plaything,” it is to humiliate him and to

show his own dominance. In addition to this, in the commentary on Poem 63,

line 61 (see p. 61), Abū ʿUbayda reports that “Jarīr stood at Mirbad and he was

wearing a complete suit of armor… [and] al-Farazdaqwore silk brocade (thiyāb

washy) and a bracelet (siwār).”135 According to this account, therefore, they

faced one another at Mirbad wearing the same type of clothing Jarīr describes

in these lines, though perhaps the commentator was extrapolating literally

from the text of the poem. Salient to our discussion is the portrayal of dom-

inance Abū ʿUbayda highlights, suggested by the disparity in dress between

Jarīr’s armor and al-Farazdaq’s womanly clothing.

2.3 The “Blacksmith” Theme

Another trope that figures prominently in the Naqāʾiḍ is a routine based on

al-Farazdaq’s supposedly having been a blacksmith. The story arose because

al-Farazdaq’s grandfather, Ṣaʿṣaʿa, did in fact own a blacksmith slave136 by the

name of Jubayr, “[whom] Jarīr claimed to have had intercourse with Laylā [al-

133 Hussein, “The Rise and Decline,” 336.

134 Hussein says that the previous line “leads Jarīr to ask al-Farazdaq’s clan to perfume him

and to prepare him to be a bride. The husband,” he adds, “is clearly Jarīr himself.” Hussein,

“The Rise and Decline,” 336.

135 ً“اراوسِوىٍْشَوبَايِثسَِبَلفً…اّماتًاحالسِوًاعرِْدسَِبَلدقودَبْرِملابٌريرَجفََقَو” . Bevan, The Naḳāʾiḍ,

2:624.

136 In Arabic, the word “blacksmith” (qayn) can also mean “slave.”
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Farazdaq’s grandmother], on account of which Jarīr traced al-Farazdaq’s father

Ghālib’s ancestry back to that blacksmith.”137 In Poem 76, Jarīr says,

8 We found Jubayr, Ghālib’s father,

Distantly related to Maʿbad.138

بٍِلاغابأًَارْيَبجُاندَْجَو8

139ِدَبْعَمنِْمِةَبارَقلاَديعَب

This theme generates invective power by virtue of the status of blacksmiths in

Jarīr and al-Farazdaq’s society; as Jayyusi notes, they were of the lower classes.

She says, “The fact that al-Farazdaq’s grandfather had had slaves who worked

as blacksmiths was used by Jarīr as an excuse to call al-Farazdaq’s noble family

‘a family of blacksmiths,’ a low caste in Arabia.”140 The absurdity of this jux-

taposition would have been enough to draw a laugh. That Jarīr pursued it so

mercilessly undoubtedly annoyed al-Farazdaq, while it simultaneously made

the audience smile.

A number of examples of this routine from the Naqāʾiḍ illustrate techniques

Jarīr uses to display his performative skill. The first comes from Poem 92, sec-

tions of which we have studied above in connection with Jarīr’s Jiʿthin trope.

In the lines below Jarīr deploys the blacksmith routine to lampoon al-Farazdaq

for his personal grooming habits, insinuating that they result from his alleged

occupation.

31 Ḥadrāʾ rejected the blacksmiths and their stench—

Rejection prevents a noble person from being wronged—141

32 When she saw iron rust on his skin.

His color was gray, and his fingers were short.

33 Al-Farazdaq said, “Mend our bellows!”

She replied, “But how can the bellows be repaired?”

137 “نيقلاكلذىلإقدزرفلاابأًابلاغريرجبسنف،اهعقاووىليلبلصتاًاريبجنأريرجىعّداف” . Khalīl

ʿAbd Sālim al-Rufūʿ, “al-Farazdaq qaynan fī shiʿr Jarīr: dirāsa fī maṣdar al-ṣūra wa-taʾṣīl

dalālātihā,”Muʾta lil-buḥūth wa-l-dirāsāt 19 (2004), 58.

138 A descendant of the Dārim, called Abū l-Qaʿqāʿ. See Bevan, The Naḳāʾiḍ, 3:222.

139 Bevan, The Naḳāʾiḍ, 2:799.

140 Jayyusi, “Umayyad Poetry,” 411.

141 In other words, a noble person rejects bad persons (such as blacksmiths) in order to keep

from being wronged (by them).
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34 Mend your belongings! My grandfather was Khālid;

Yours was a blacksmith: Nizār did not bear you.

ءاردَْح31
ُ
مُْهَحيروَنويُقلاتَِرَكْنأَ

ّرُحلاو ُراكْنإِلاُهَميْضَعَُنْمَيُ

ِهِدْلِجبِِديدَحلاأََدصَتْأََراّمَل32

ّللاف ُراصِقُنانَبلاوقَُروْأَُنْوَ

انَرايْكأَىعِّقَرقَُدزَْرَفلالَاق33

ّقَرُتفَْيكَوتَْلاق ُرايْكأَلاعَُ

ٌدِلاخىدَّجنَّإِكََعاتَمعِْـّقَر34

142ُرازِنَكْدِلَيمَْلَكدَُّجُنْيَقلاو

In the first line, Ḥadrāʾ rejects blacksmiths and Jarīr uses the plural for the first

time in this poem after having used “blacksmith” in the singular three times.

The abrupt switch from singular to plural is possibly a poetic device similar

to iltifāt (“redirection”), which poets typically employ to capture an audience’s

attention.143 Once Jarīr has it, the audience realizes that al-Farazdaq is the

intended reference: he is the blacksmith that Ḥadrāʾ had rejected.

“Bad smell” (line 31), “dirty skin” (line 32), “short fingers” (line 32), and a com-

mand to Ḥadrāʾ (al-Farazdaq’s wife) to repair the bellows (line 33): these are

among the motifs Jarīr uses to chip away at al-Farazdaq’s reputation, which in

turn shows him to be a competent performer, andwhich defends his own repu-

tation. Eachof these insults carries significance above andbeyond the lampoon

it appears to be at face value, and shows Jarīr skillfully tailoringhis performance

to the needs anddemands of his audience.Towit, the surface-levelmeanings of

these lampoons are enough to humiliate al-Farazdaq, but audience members

who were paying attention—and perhaps these were the types who regularly

attended naqāʾiḍ performances—would have gotten even more out of Jarīr’s

poem by reading between the lines. For example, the stench (rīḥ) that Jarīr

attributes to al-Farazdaq reminds the audience that al-Farazdaq’s supposed

occupation as a blacksmith causes him to sweat constantly as he toils by the

fire. The rust (ṣadaʾ) on al-Farazdaq’s skin hints at a menial, low-class occupa-

142 Bevan, The Naḳāʾiḍ, 2:852–853.

143 After this line, instances of the singular (qayn) vs. the plural (quyūn) even out; by the end

of the poem, each term will have been used eight times.
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tion; Jarīr is reminding the audience of al-Farazdaq’s disreputable occupation,

aswell as his lackof personal grooming. Short fingers implyunsuitability for the

menial occupation of blacksmithing, but could also hint at sexual inadequacy,

another dig at the women of al-Farazdaq’s clan, and especially at al-Farazdaq’s

wife, whom Jarīr had introduced in the previous verse. She, Jarīr indicates, hav-

ingmarried belowher class, refuses to stoop to do thewill of a lowly blacksmith

asmight be expectedof anobedientwife. Instead, she rejects his order, resisting

the command al-Farazdaq gives her—to mend the bellows—because to do so

would bring her down to his level. The line reinforces the idea of al-Farazdaq’s

lowliness, both by mentioning his occupation and by contrasting him with his

high-born wife.

In the next line Jarīr orders al-Farazdaq to mend his belongings, both recall-

ing to mind the command to his wife and assigning him, al-Farazdaq, menial

tasks that Jarīr implies he is suited to. By doing so, he shows the audience that

although al-Farazdaq is not able to command his wife, he (Jarīr) is able to

command his opponent. Jarīr then asserts his own distinguished pedigree as

a descendant of Khālid,144 and reminds al-Farazdaq in a reputation-smashing

line that he (al-Farazdaq) is not descended from Nizār, the ancestor of two

prominent tribes.145

Later in Poem 92, Jarīr again deploys the blacksmith trope:

60 Layla preferred the blacksmiths and their stench;

But there is no good in the blacksmiths’ rust.

ّيَـختَو60 مُْهَحيروَنويُقلاىَلْيَلتَْرَ

146ُرايخِنِويُقلاإَِدصَىفَناكام

Again we can assume that in saying “blacksmiths” in the plural Jarīr is in fact

referring to al-Farazdaq. Here, according with common practice in naqāʾiḍ

poetry, Jarīr insults one of al-Farazdaq’s female relatives, his grandmother

Laylā, contrasting her approval of blacksmiths—she “preferred” (takhayyarat)

them—and, by extension, her approval of al-Farazdaq, with Ḥadrāʾ’s (al-Faraz-

daq’s wife’s) disapproval both of blacksmiths in general and of al-Farazdaq in

particular—she “rejected” (ankarat) them. In saying that al-Farazdaq’s grand-

mother “preferred” blacksmiths, Jarīr once again hints at the theme of al-

144 “An ancestor of Bisṭām b. Ḳais b. Masʿūd.” Bevan, The Naḳāʾiḍ, 3:101.

145 These are Rabīʿa and Muḍar.

146 Bevan, The Naḳāʾiḍ, 2:858.
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Farazdaq’s father having descended from the blacksmith slave that she “pre-

ferred.” Once again Jarīr mentions ṣadaʾ (rust), a word he deploys to paint al-

Farazdaq as a dirty, low-class blacksmith.

Whereas Jarīr frequently lampooned al-Farazdaq with the blacksmith

theme, al-Farazdaq sometimes abused Jarīr in verse for the latter’s poverty. In

one example, the entirety of Poem 86, he says:

1 If that sturdy Zaydi woman147 hates you,

And if you lack even bread and mustard,148

2 Just think: In the old days, your father’s life was bitter;

He used to live just like a dog!

ٍدْيَزلِآُةَجْلِعكَكَْرفَْتنْإ1ِ

ّقَرُملاَكزِْوْعُيو بُانصِّلاوقَُ

رُمكَيبأَشُْيَعَناكًامدِْقف2
ّ
ًا

149بُالِكلاِهِبشُيعَتامِبشُيعَي

The poem is short and to the point, but filled with humorous references. Al-

Farazdaq starts by insulting Jarīr’s wife, calling her ʿiljah, “sturdy,” “bulky,” which

also carries the connotation, “unbeliever,” in addition tomeaning, “ass” or “don-

key.” He follows this up with a reference to Jarīr’s poverty: he even lacks the

means to buy bread and mustard. Finally, al-Farazdaq insults his opponent’s

father, a typical device in both the Naqāʾiḍ and the Dozens, and a fitting coun-

terpoint to Jarīr’s own lampooning of al-Farazdaq’s father for being a black-

smith. This creates not only an entertaining lampoon, but one that carries the

same force as Jarīr’s lampoons, even though it is not strictly thematically related

to them.

In Poem 53, a poem by Jarīr discussed earlier with reference to the topic

of Jiʿthin, the poet also deploys the blacksmith trope in defense of his perfor-

mance reputation. He says:

47 The blacksmith and cowards met grief.

You may see his tears dripping, pouring out.

147 I.e., Jarīr’s wife.

148 Muraqqaq is “A cake of bread [made thin and] wide, or broad,” Lane, Arabic-English Lexi-

con, s.v. “muraqqaq;” while ṣināb is “A sauce made of mustard … and raisins,” s.v. “ṣināb.”

149 Bevan, The Naḳāʾiḍ, 2:840.
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ّنلاوُنْيَقلاىَقالو47 ًاّمَغتُابخََ

150ابابصِْنٱِهِتَرْبَعفِوكُوِلىَرَت

This line stands out among Jarīr’s other blacksmith-themed verses for the

words relating to water contained in the second hemistich. Water imagery is

a common theme in Arabic poetry, and Jarīr deploys it as a background here,

against which he depicts the blacksmith, a favorite invective device, and the

cowardly al-Farazdaq weeping, another common invective trope.151 Fully three

quarters of thewords in the second hemistich of line 47 relate towater and tear

imagery: “dripping” (wukūf ), “tear” (ʿabra), and “pouring out” (inṣibāb). These

images complement each other, but by including the trope of weeping, Jarīr

introduces elements that recall classical Arabic elegy (rithāʾ),152 a poetic genre

that is associated with women—thus emphasizing, both subtly and overtly, al-

Farazdaq’s cowardliness/womanliness and therefore inferiority. The imagery

Jarīr conjures up in the line leaves us imagining al-Farazdaq sorrowing over the

loss of the lampoon contest.

In Poem 64, Jarīr takes aim at al-Farazdaq’s lowly heritage by invoking his

blacksmith origins once again, saying:

68 If you, lowly son of a smith, desire to reach our glory,

Head for the mountain of Ḥaḍan and see if you can move it.

انِزِّعَمئِارِنْيَقلانَْبٱايتَْنكُنْإِف68

153ْهُلِقانتَْنأَىَتَمْرُظْنافًانضَحَمُْرف

Jarīr here challenges al-Farazdaq to a contest. The implication of this challenge

is that al-Farazdaq might just as well try to move a mountain as attempt to

attain to Jarīr’s glory: either is an impossible task.154There is further significance

150 Bevan, The Naḳāʾiḍ, 1:442.

151 Roger Allen says, “While water—its presence or absence—was a very practical aspect of

lifewithin thedesert existenceof the earliest poets, it has beenapotent image for themod-

ern poet aswell.” RogerAllen, An Introduction toArabic Literature (Cambridge: Cambridge

University Press, 2000), 8, confirming the power of water imagery in classical poetry.

152 References to weeping and water imagery are common in classical Arabic elegy. Speaking

of the function of tears in elegy, Stetkevych references “the lachrymal expression that so

often opens such poems (viz., elegy).” Suzanne Pinckney Stetkevych, The Mute Immortals

Speak: Pre-Islamic Poetry and the Poetics of Ritual (Ithaca: Cornell University Press, 1993),

179.

153 Bevan, The Naḳāʾiḍ, 2:651.

154 He goes on to say this in subsequent lines. Hussein notes that he claims “al-Farazdaq will
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to the place name Jarīr mentions in this line, Ḥaḍan. Ḥaḍan is a mountain that

borders the Najd on the western side, and when one reaches it (i.e., by heading

east from the Hijaz), he is said to have reached Najd, the homeland of Jarīr’s

clan, the Kulayb.155 Jarīr’s lampoon places al-Farazdaq’s reputation far below

his own glory and that of his tribe, and with his reference to his clan’s home-

land, it reads as an implicit invitation to a lampooning contest. The fact that

Jarīr is able to convey such multivalent meaning in one line begins to suggest

how skillfully these poets approached the task of defending their reputations

through naqāʾiḍ lampooning contests.

Just as Jarīr’s Blacksmith-themed lampoons include personal insults against

al-Farazdaq, so too does the Dozens feature examples of ad hominem attacks

aimed at one’s opponent. “Standard Sounds,” Ayoub says, “refer to [the oppo-

nent’s] physical appearance.”156 He goes on to give examples:

You look like 500 miles of bad road.

You look like my dog and I don’t even have one

Your face looks like a forest fire that’s been stamped out with a shovel.

You smell like ten tons of get-back.157

Bronner also provides a list of “personal insults,” including the following:

“Does your face hurt? It’s killing me …You’re so ugly, you couldn’t get laid

in a whorehouse with a fistful of twenty dollar bills … Yesterday I stuck

up for you. A guy said you weren’t fit to live with pigs. I said you were …

I used to wear clothes like you, then my father got a job … You’re so ugly

that when you were born, the doctor slapped your mother.”158

To these, Abrahams adds the witty couplet,

Fee, fie, fo, fum,

Your mother’s a bum.159

never be able tomake his clan nobler, or at least possess the samenobility as his own clan.”

Hussein, “The Rise and Decline,” 337.

155 ً“انضَحَىأَرنْمَدَجنْأ” (“He who has seen Ḥaḍan has reached Najd”). Ibn Manẓūr, Lisān al-

ʿArab (Beirut: Dār Ṣādir, 1955–1956), s.v. “ḥaḍan.”

156 Ayoub and Barnett, “Ritualized Verbal Insult,” 339. The term “Sounding” is synonymous

with “playing the Dozens” and a “Sound” is one instance of that play. See also 338.

157 Ayoub and Barnett, “Ritualized Verbal Insult,” 339.

158 Bronner, “A Re-Examination,” 125.

159 Abrahams, “Playing the Dozens,” 218.
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While the details of personal insults in both the Dozens and the Naqāʾiḍ differ,

the effect is similar: to entertain the audience with humorous and often with-

ering barbs directed against an opponent.

2.4 “Extra” Elements

If defending their reputations was Jarīr and al-Farazdaq’s goal, we may ask,

“How did they do it?” The answer is, by attracting and maintaining the audi-

ence’s attention; and once they had their attention, they had to keep it. They

did this in various ways: the use of special phrases, vocal intonations, visual

aids, as well as anything else that might make the audience take note of them,

and keep their eyes (and ears) on them until the performance was over. The

poets had to take control of the performance, to put the audience under their

spell. In fact, the meaning of the Arabic word for “lampoon”, hijāʾ, was origi-

nally something close to “casting a spell.”160 Once the audience was under their

spell, they had to keep them there, or run the risk of losing their attention. If

that happened, the contest would be lost. For Jarīr and al-Farazdaq, therefore,

it did not really matter who had the more valid claim against the other, whose

verseswere closer to the “truth,” or evenwhose lampoons couldmake the oppo-

nent the angriest. All of these can contribute to a poet’s success, but in the end,

the poet is performing for the audience, and they are judging him. There is an

interaction, a give and take, and if the audience likes what the poet is doing,

they will keep him performing, and that will keep them coming back to hear

him.

The importance of the audience to Jarīr and al-Farazdaq’s performance,

therefore, was paramount, and it is crucial to point out how much attention

the performers paid to their audience and how much effort they invested in

creating an experience for them. In Poem 64, Jarīr mocked al-Farazdaq for the

clothing he was wearing.161 Although a performer’s dress may have nothing to

do with the quality of his poetry, it can communicate a non-verbal message

to his audience, earning his poetry a better reception, and creating a certain

persona around him. It is not difficult to envision how this same phenomenon

works in modern performances. Consider whether the rock band kiss would

even be recognizable to audiences without their face paint and costumes, and

160 Van Gelder summarizes Ignaz Goldziher’s view of the word’s origins: “Hijaʾ, in his view,”

van Gelder says, “began as a form of magical warfare, a curse or imprecation, uttered by

someone whomaintained particularly good contacts with ‘higher’ or supernatural beings

(a jinnī or shayṭān), in order, not merely to threat [sic] and to humiliate, but actually to

harm the opponents.” Van Gelder, The Bad and the Ugly, 4.

161 See Poem 64, line 62, above. See also this chapter, footnote 135.
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if they did come out onstage in street clothes, whether the audience would feel

that they had received the full experience, or had even attended a “real” kiss

concert.

Jarīr and al-Farazdaq’s performances would have included similar elements,

without which their audience would have felt “robbed” of a full, authentic

experience. Hussein discusses the duo’s practice of combining poetry with

“extra elements.” Speaking of Poem 64, he says, “[Jarīr] wore a shield, took up

a weapon … and went to al-Mirbad where he started composing and recit-

ing his naqīḍa to his audience. Al-Farazdaq in turn put on some expensive

clothes of a variegated kind (thiyāb washy), and also wore a bracelet.”162 He

goes on to explain Moreh’s assumption (in his book on Arabic theater) that

this represented “the vestige of a dramatic ritual that attempts to commu-

nicate with the world of the ancestors,”163 but then offers another possible

interpretation: “Without reference to this particular account,” he says, “ʿAlī al-

Jundī offers a different interpretation: poets, from pre-Islamic times onwards,

used to change their clothes and sometimes their hairstyle, while reciting their

poems as a means of attracting an audience and keep [sic.] them attentive

during the recitation.”164 Al-Jundi’s hypothesis that poets used to change cloth-

ing and hair styles to attract an audience throughout the performance, strikes

me not only as believable, but as an undoubtedly indispensable component of

Jarīr and al-Farazdaq’s performances. When we envision the Naqāʾiḍ as a con-

test between two poets for the audience’s attention, nothing could make more

sense than to add a visually attractive component like wearing eye-catching

clothes.

It is important to say here that even though an old text that has been handed

down through the ages will not tell us how the audience reacted,165 still we can

use various means to reconstruct what that must have looked like.166 We saw

162 Hussein, “The Rise and Decline,” 332.

163 Hussein, “The Rise and Decline,” 332.

164 Hussein, “The Rise and Decline,” 332.

165 “Of course one cannot retrieve froma transmitted text the actual response of the audience

during its performance,” Gruendler says. Gruendler, Medieval Arabic Praise Poetry, 150.

166 Samer Ali addresses the problem of reconstructing a performance “without the benefit of

direct observationor live recordings.”Ali, Arabic Literary Salons, 7. “It is possible, however,”

he adds, “with the appropriate methods, to interpret the available sources with an eye for

(these) performance issues.” The methods Ali uses include reading manuscript texts “as

transcripts of mujālasāt (literary salons) or as mnemonic devices for learning one’s lines,”

which, he continues, “serve the purpose of illustrating … audience expectations, a per-

former’s training, norms of performance and reception, audience-performer interaction,

text adjustment in performance, and even composition in performance.”
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above that compilers of Jarīr and al-Farazdaq’s Naqāʾiḍ (mainly Abū ʿUbayda

in this case) have left us clues to measures the poets took to create a reac-

tion from the audience. If we look at sources outside of the text itself, we

begin to get a picture of what a naqāʾiḍ performance by Jarīr and al-Farazdaq

must have looked like, including how the audience might have reacted. A use-

ful starting point is to compare the rhythms and “rules” of a performance

in a modern poetic genre that we can analyze, such as the Dozens, to the

Naqāʾiḍ.

In the Dozens, the role of the audience is intertwined with that of the per-

formers; it is often an audience member who instigates a contest. Chimezie

says, “The role of the onlookers or the audience is to spur the contestants to

more disparaging and incensing invectives, thus keeping the game interesting

and exciting.”167 A passage from Kitāb al-Aghānī (“The Book of Songs”), a tenth-

century compilation of poems, songs, stories, and more, contains clues about

how Jarīr and al-Farazdaq’s audiencemay have received their poetry and inter-

actedwith them, in away similar to the role of the audienceChimezie describes

for the Dozens. In this passage we are told that al-Farazdaq is approached by a

group of people:

And when al-Farazdaq approached Mecca the people craned their necks

to see him, and he came to the house of the Banū ʿAbdallāh b. al-Zubayr,

and they asked him to recite ….168

Though lacking a direct quotation of what “the people” said, we are told that

they encouraged him to recite ( fa-stanshadūhu). This shows direct audience

involvement in al-Farazdaq’s performance. In this instance the people were

simply requesting a performance, not necessarily asking him to defend their

tribe against another. The passage,with its depiction of the audience “cran[ing]

their necks” and “ask[ing] him to recite,” indicates the performer’s reputa-

tion for reciting poetry. That the audience was so eager for him to perform

suggests al-Farazdaq’s draw and ability to entertain. As for al-Farazdaq him-

167 Amuzie Chimezie, “The Dozens: An African-Heritage Theory,” Journal of Black Studies 6

(1976): 403. A contest may start, for example, with an insult such as the following: “You

going to take shit from that faggot?” Or: “Oh, oh! He told you about your maw. I would not

take that if I was you. Go ahead and tell him something back” (Chimezie, “The Dozens,”

403, quoting Dollard).

168 ّزلانباهللادبعينبىلعلزنو،هيلإساّنلابَّأرشاةّكمقدزرفلامِدقاّملف” “…هودشنتساف،ريبُ . Abū

l-Faraj al-Iṣfahānī, Kitāb al-Aghānī, 25 vols. (Beirut: Dār Ṣādir, 2008), 21:201.
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self, he was here clearly displaying this skill as much in defense of his own rep-

utation as that of his tribe.

We can glean other clues about Jarīr and al-Farazdaq’s performance from

studying someof the conventionsof Dozensperformances. In anyperformance

there are boundaries that define how it should proceed. By applying the fol-

lowing description of certain Dozens conventions to the Naqāʾiḍ, we can gain

insights into how the latter may have operated. It is important to note that

in most languages the poetic idiom differs considerably from colloquial lan-

guage. This is true also of the language of the Dozens, which, Abrahams notes,

is “different from the everyday language of the contestants.”169 He continues:

“Such linguistic (or paralinguistic) elements as changes in pitch, stress, and

sometimes syntax provide the signals of contest.”170 The most prominent lin-

guistic features, according to Abrahams, are “(1) the reliance upon formulaic

patterns, (2) the use of rhyme within these patterns, and (3) the change of

speech rhythms from natural ones to ones that conform to the demands of the

formula.”171 This insight into the mechanics of Dozens composition and per-

formance helps us to envision elements that were likely present in Jarīr and

al-Farazdaq’s naqāʾiḍ performances as well. Number (2), above, is an empirical

element of naqāʾiḍ performances, as the rules of the Arabic qaṣīda prescribe a

certain end rhyme (qāfiya).172We find evidence also that performers at Jarīr and

al-Farazdaq’s primary performance venue, the Mirbad market in Basra, would

raise their voices above the level of regular speech. Kitāb al-Aghānī suggests

this in a description of Mirbad as a place where people would go and “raise

[their] voice as loud as [they] could.”173 Jarīr and al-Farazdaq likely did this as

well, to signal a performance of theirNaqāʾiḍ. In addition to raising their voices,

they may have indicated a performance through the type of paralinguistic ele-

ments, formulaic patterns, use of rhyme, and change of speech rhythms that

Abrahams notes.

In addition to these paralinguistic elements there are also “extra” linguistic

elements poets incorporate into their performances to signal to the audience.

In the following passage about the performance practices of the Abbasid-era

court poet, Beatrice Gruendler describes some of the extra-linguistic elements

a poet’s performance might include:

169 Abrahams, “Playing the Dozens,” 211.

170 Abrahams, “Playing the Dozens,” 211.

171 Abrahams, “Playing the Dozens,” 211.

172 See this chapter, footnote 4.

173 “امكتاوصأىلعأبنِّايدانُتلمث…دَبرِملانِّايتأْتل” (“You come to al-Mirbad … and then you call out at

the top of your voices”). Al-Iṣfahānī, Kitāb al-Aghānī, 3:40.
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He variously engaged with the different constituents of his momentary

audience. First a praise qaṣīda was received by the audience at large

whom a poet involved, for example, with indirect language or patterns

of anticipation and resolution. Second a praise poet entertained, before

the audience, a personal relationship or friendship with an individual

addressee. Every performance or recitation of a praise poem thus ad-

dressed itself to a bipartite public: the court or literary circle and the

patron, the expectations of each being not only directed toward the poet,

but also toward each other.174

TheAbbasid-era poet, therefore, balancedhis performancebetween thepatron

and the audience. We can imagine that he put into his poem “extra elements”

to signal to the latter. These might include veiled criticism of the praised (the

patron) or even a subtle demand of him. No matter the topic, these elements

would have been couched in sufficiently ambiguous language so as not to dis-

tract either the audience or the patron (too much) and reveal the poem to be

subversive and not in accordance with the unstated rules of the genre. We can

imagine a similar situation in the Umayyad-era poetry of Jarīr and al-Farazdaq.

Though their explicit message centered on lampooning their opponent and

his tribe, the unstated subtle “extra” linguistic element that was almost always

present was a signal to the audience of their individual poetic skill.

2.5 Hyperbole

As important a role as the “extra” elements played in Jarīr and al-Farazdaq’s

performance, the main attraction was the invective lampoon itself. There are

a number of examples where the invective holds the audience captive with its

humorous hyperbole, while simultaneously performing the primary function

of naqāʾiḍ poetry, humiliating the opponent. The end result is that the per-

former creates a poem that his audience is willing, perhaps even eager, to listen

to, and that also defendshis reputation as aperformer.Al-Farazdaq, in an exam-

ple of this, says about Jarīr in Poem 63:

61 He farted and shook off his armor, but I am not one

To take off my armor, as an armored fighter, to fight him.

نْكُأمَْلوُهْنَعَعرِّْدلاىَقْلأَوخَافأ61َ

175ْهُلِتاقأُىٍِّمَكنِْمىعرِْدىَِقْلأُِل

174 Gruendler, Medieval Arabic Praise Poetry, 26.

175 Bevan, The Naḳāʾiḍ, 2:624.
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This line is, among other things, al-Farazdaq’s payback for Jarīr’s lampoon-

ing him for wearing ridiculous clothing (see Poem 64, line 62 above). Hussein

says, “In response to Jarīr’s mocking remarks about his garments, al-Farazdaq

mocks him for wearing a shield.”176 The poetry is comedic hyperbole on its sur-

face, especially al-Farazdaq’s line about “farting off one’s armor,” which would

have attracted his audience’s attention, and drawn them in to his performance.

Beyond this obvious message, the couplet contains another, more subtle, but

potentially evenmore damagingmeaning. The literalmeaning is that Jarīr loses

his armor, which suggests that a physical fight has taken place, and that al-

Farazdaqhaswon that fight.The symbolicmeaning, on theotherhand, involves

the fight for poetic supremacy. It is as if al-Farazdaq is warning Jarīr that, with-

out armor, he will not be able to face al-Farazdaq in a lampooning contest.

The Dozens, in addition to its frequent “mother-themed” passages, also

sometimes contains hyperbolic verses aimed at the opponent. An example

cited byWilliam Labov, “—Ricky got shot with his own fart,”177 as in Jarīr’s line

above, references flatulence in a humorously hyperbolic way. Bronner includes

several such passages as well: “I went to your house—you need two sticks to get

in there, one to hold up the roof and one to frighten off the alligators,”178 and,

“In your house the rats are so big, the mice have to carry switchblades.”179

In a passage from Poem 93 that is perhaps less hyperbolic than the one

above, we still find evidence of lampoons that can be interpreted both as the

ad hominem invective they are on the surface but also, more symbolically, as a

defense of poetic reputation:

25 You are the bottom of every vile stream:

For every flood-stream there flows a bottom.

ءْوسَعَِفدَْملُِّكُةَرارَقْمُتْنأ25َ
َ
ٍة

180ُرارَقلُيسَتٍةَعِفادلُِّكِلو

176 Hussein, “The Rise and Decline,” 337. Although Poem 63 is considered earlier than Poem

64 (since Poem 64 is Jarīr’s response to al-Farazdaq’s Poem 63), Hussein argues that the

two poems were composed in segments over a period of time, and that sections of each

poem respond to certain sections of the other (see pp. 331–339).

177 William Labov, “Rules for Ritual Insults,” in Rappin’ and Stylin’ Out: Communication in

Urban Black America, comp. Thomas Kochman (Urbana: University of Illinois Press, 1972),

285.

178 Bronner, “A Re-Examination,” 125.

179 Bronner, “A Re-Examination,” 125.

180 Bevan, The Naḳāʾiḍ, 2:870.
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In this lambaste al-Farazdaq calls Jarīr, in effect, a cesspool. There is an addi-

tional meaning here: al-Farazdaq’s calling Jarīr “qarār,” the “resting place” for

the water, or “bottom” of the pool, two times, emphasizes this word, and sug-

gests to the audience that “bottom” here might indicate that he is beneath

al-Farazdaq in a more metaphorical sense—that he is the “bottom” of the pair

in terms of skill, or in other words, the inferior poet. The use of the plural “you”

intensifies the insult by lowering Jarīr’s entire clan to his level.

Returning to Poem 53, which we have studied previously for its examples of

tropes on al-Farazdaq’s sister Jiʿthin, al-Rāʿī and his clan’s homosexual behav-

ior, and al-Farazdaq’s blacksmith heritage, we come to one of Jarīr’s simple yet

effective lampoon tropes: the notion that al-Farazdaqwas a slave, orwas associ-

atedwith slaves. Jarīr bases his attacks on al-Farazdaq’s grandfather’s supposed

ownership of slaves, who (asmentioned above)were also blacksmiths. In Poem

53, Jarīr lampoons both al-Farazdaq and al-Rāʿī, as well as the latter’s tribe, the

Banū Numayr. In one section, after lampooning al-Farazdaq, Jarīr turns to al-

Rāʿī’s tribe, saying,

81 You are slaves of the Banū Sulaym;

Pieces of a multi-colored coat seem as clothing to you.

82 I drove the slave of Banū Numayr out,

And I was obliged to increase them in suspiciousness.

ّنإِف81 مٍْيَلسُىنَبُنيطَقُمُكَ

ابايِثمُْكَـلِءابَعلاقُْرُبىَرُت

ٍرْيَمُنىنَبَدْبَعتُْيَفَنَلًاذإ82ِ

181ابايِترْٱُمُهَديزأَنْأَىِّلَعو

Jarīr’s lines are almost more effective because of their simplicity; uttering two

different words for “slave” in as many lines (qaṭīn, ʿabd) drives home his point

about theBanūNumayr’s inferiority even as he adds the detail of tattered cloth-

ing (burqu l-ʿabāʾi). Including the slave theme in a poem where he also lam-

poons al-Farazdaq for his blacksmith heritage associates the latter with slaves,

something Jarīr often does explicitly. The end result is a couplet of hyperbole

that shows his audience al-Farazdaq’s (associates’) inferiority and by the same

token Jarīr’s own superiority—as a performer.

181 Bevan, The Naḳāʾiḍ, 1:446.



64 chapter 1

2.6 Self-Vaunting

Up until this point our focus has been examples of passages from Jarīr and

al-Farazdaq’s Naqāʾiḍ that are hyperbolic and that are tailored to attract and

retain the attention of their audience. These passages have been on a variety

of themes, but each one reveals Jarīr and al-Farazdaq’s skillful defense of their

performance reputation. In the following passages, one each from Jarīr and al-

Farazdaq, we find not indirect or implied references to poetic superiority, but

rather, a direct reference in each passage either to the performer’s poetic skill

or to his opponent’s lack thereof, both of which constitute a defense of poetic

reputation. In Poem 53 Jarīr says:

15 You will know one (viz., al-Farazdaq) whose father would become a

blacksmith,

And one whose poems are known to be plagiarized.

ًانْيَقُهوبأَُريصَينَْمُمَلْعَتس15َ

182ابالِتجْٱُهُدِئاصَقتَْفِرُعنَْمو

This line leaves nothing to the imagination: It is a direct statement that al-

Farazdaq is a plagiarizer, not a skilled poet. Al-Farazdaq responds to the accu-

sation in Poem 49, saying:

7 You will not attain my generosity with your father’s vileness,

Nor my extraordinary verses with your plagiarized poems.

ُمُكيبأَمِْؤُلِبىمَرَكاوكِردُْتنَْل7

ّحَنَتِبىدِباوأَو 183ِراعشْأَلالُِ

Here Al-Farazdaq moves from insinuation and intimation to an explicit decla-

ration of poetic skill, claiming for himself the honor of being the better poet.

The naqāʾiḍmatch is thus portrayed here as a contest over literary supremacy.

Al-Farazdaq refers to it as a contest of words (as opposed to deeds), and

presents himself as the superior poet and performer through his use of lan-

guage. In the second half of the line he uses the term awābid, “extraordinary

verses,” to refer to his own poetry, and chooses the phrase tanaḥḥuli l-ashʿār to

182 Bevan, The Naḳāʾiḍ, 1:434.

183 Bevan, The Naḳāʾiḍ, 1:325.
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refer to Jarīr’s poetry—which is to say, “plagiarized verses,” those he has taken

from others, presumably because he is incapable of creating his own.184 This

is al-Farazdaq’s victory line, a summation of his relationship to and supremacy

over his opponent, Jarīr.

Although Dozens verses are not particularly famous for their inclusion of

self-vaunting—most commonly, Dozens Sounds are directed against an oppo-

nent, andnot for aperformer—instances of this variety of Sounds canbe found

in some Dozens performances. In a section containing a collection of texts,

each labeled according to subject, Bronner gives the following three exam-

ples under the heading, “Other Provocations.” All three follow a similar tem-

plate:

5a.185 I could rank you out so low you could play sea-hunt in my spit. [C]186

5b. I could rank you out so low you could walk under a pregnant ant.

[C, B]187

5c. I could rank you out so low you would have to reach up to touch whale

shit. [C]188

To these, under the heading labeled “Routines,” he includes the following:

2.b X: Got a match?

Y: Me and Superman. [G, C, B, O]189

How deep Jarīr and al-Farazdaq’s personal rivalry went we have no way to say;

we do know that they tailored their poetry to their particular audience to show

them who the winner of the contest was. One of the best indications of how

Jarīr and al-Farazdaq saw each other as opponents and viewed their lampoons

against each other is the fact that they used to present the same poem on

multiple occasions. This could rule out several possible interpretations of the

184 Lane, using this line to define the term awābid, renders it as follows: “Ye will not attain to

my nobility with the ignobleness of your father, nor to my extraordinary verses by arro-

gating to yourselves the verses of other men.” Lane, Arabic-English Lexicon, s.v. “Ābida.”

185 The numbers and letters indicate respectively order in the list under a subject heading

(number) and variations on a type of “Sound” (letter).

186 Letters indicate cities where Bronner observed the verses being performed. “C” stands for

Clifton, New Jersey. See Bronner, “A Re-Examination,” 123.

187 “B” stands for Brooklyn (New York). See Bronner, “A Re-Examination,” 123.

188 Bronner, “A Re-Examination,” 126.

189 Bronner, “A Re-Examination,” 126. “G” stands for Greenville,Mississippi, and “O” stands for

either Otsego, or Cooperstown, New York. See Bronner, “A Re-Examination,” 123.
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function of the Naqāʾiḍ. If the poets reperformed the same poems, or versions

of them,multiple times,whichHussein says theydid,190 that suggests theywere

not composed to resolve a specific conflict, but rather to accomplish a certain

goal. The poets were constantly trying to defend their reputation by denigrat-

ing their opponent and his tribe. The specific content of a poem would matter

less in this interpretation than a poem’s effect, its power to move the audience

and convince them of the superiority of the performer. Van Gelder says that

“in hijāʾ, more than in any other mode, the poet is concerned with the effect

of his poem.”191 This interpretation allows us to view the poems as a tool in

the poets’ arsenal to be deployed against their opponent in order to bolster

their own reputation. Jarīr and al-Farazdaq avoided at all costs a boring perfor-

mance and feared an inattentive audience. So, they put on silly clothes when

they needed to, they ratcheted up the invective, whether sexual or otherwise,

they employed the “extra elements” that would keep the audience’s attention,

and they tailored their performance to the audience in any way that was nec-

essary to defend their reputation.

Jarīr and al-Farazdaq, therefore, did not have to convince the audience of

the truth of their claims, but only of the power of their words. They had to per-

suade their audiencenot throughanappeal to logic,192 but throughanappeal to

emotion.193 This sometimes created innocent victims, like al-Farazdaq’s sister

Jiʿthin, and if not done properly had the potential to harm rather than boost the

poet’s reputation.194 In the end, Jarīr and al-Farazdaq’s Naqāʾiḍ lampoons did

become a destructive force nothing could withstand. Wielding this force, Jarīr

and al-Farazdaq were able to demolish their opponents (mainly each other),

simultaneously destroying their adversary’s reputation while building their

190 See this chapter, footnote 8.

191 Van Gelder, The Bad and the Ugly, 2.

192 Cf. Aristotle’s “logos” proof, which leads an audience to an argument through reason.

193 Cf. Aristotle’s “pathos” proof, which leads an audience to an argument through an appeal

to their emotions.

194 Jarīr, for example, was accused of poetic “destruction,” in contrast to his opponent’s poetic

“building.” Van Gelder, quoting ʿAbd al Malik’s son Maslama, says, “al-Farazdaq builds

and Jarīr destroys … and nothing arises from ruins,” which is thought to be meant as a

slight against Jarīr, and an indication that his artistry was inferior to al-Farazdaq’s. But

van Gelder offers an alternate interpretation, saying it could indicate not that Jarīr cre-

ated nothing—“‘wa-laysa yaqūm maʿ al-kharāb shayʾ’ [which] Nabia Abbott translates …

as ‘and nothing arises from ruins’ ”—but that his poetry was more powerful because he

was the destroyer. “It is possible, however,” van Gelder says, “that the words may be inter-

preted as ‘and nothing can withstand destruction’, amounting to an acknowledgment of

the effective superiority of hijāʾ rather than of the moral superiority of panegyric.” Van

Gelder, The Bad and the Ugly, 35–36.
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own.This interpretation also helps explain the duo’s decades-long engagement

with each other. Just as the one had ripped down the other’s reputation, the

latter replied in turn, and the former had to work once again to build up his

own—by ripping down his opponent’s. And so on goes the cycle. If their lam-

poonhadnot been so effective, their longstandingpoetic feudmight have come

to a close much sooner.
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chapter 2

The Stage: Mirbad Market

1 Introduction

In the pre-Islamic era hijāʾ poetry performed the specific function of settling

tribal conflicts.1 Poets, representing their respective tribes or clans, would per-

form a linguistic battle, which sometimes “took the place of, or formed the

preliminaries for, a fracas or battle.”2 The winner of this contest determined

the superiority of his clan or tribe and gained concomitant benefits; the loser

paid the consequences. During the Umayyad era this same hijāʾ poetry, specif-

ically naqāʾiḍ, continued to be performed, but now it was not always confined

to performance among and by tribes. In this chapter we look at one particular

performance venue that Jarīr and al-Farazdaq frequently performed hijāʾ in the

form of the Naqāʾiḍ at: the Mirbad market.

Physically Mirbad was not exceptional. Located on the outskirts of Basra it

consisted of a collection of markets of various specializations. It is important

to our purposes because in addition to a marketplace, it served as “a meeting

place for literati and others.”3 In this capacity it became a place where Jarīr and

al-Farazdaq could perform in front of a diverse audience who comingled with

one other in the Mirbad market. According to Kitāb al-Aghānī it was a place

that one could go to raise his voice as loud as he possibly could.4

Jarīr and al-Farazdaq also met at Mirbad to “raise their voices” against each

other, not (strictly) to settle a tribal dispute, but to gain influence over their

audience. Mirbad provided the poets the venue to do this, and acted as a stage

for their brand of entertaining5 lampoon.6 The concept of Mirbad as a stage is

1 Pre-Islamic hijāʾ was so tied to conflicts between tribes that Ibn Sallām claims “Poetry was

abundant only in regard to wars between the clans.” Pellat, “Hid̲jā̲ʾ.”

2 Van Gelder, “Naḳāʾiḍ.”

3 Wheatley, The Places Where Men Pray Together, 244.

4 See Chapter 1, footnote 173.

5 According to Salma Jayyusi, “The numerous tensions at work on the Arab tribes settled in the

towns of Iraq created a need for catharsis. This need expressed itself through a love of sen-

sationalism and an eagerness for entertainment.” Jayyusi, “Umayyad Poetry,” 409. Jarīr and

al-Farazdaq filled this need.

6 It is important to note that Mirbad was not Jarīr and al-Farazdaq’s sole performance venue.

At times it seems that the poets were forced to choose other venues because of pressure from
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central to the themes of this chapter and essential to an understanding of Jarīr

and al-Farazdaq’s performance of the Naqāʾiḍ.Waṣīfī has visualized theMirbad

market in a similar way. He says, “Mirbad … transformed into what resem-

bled a great stage.”7 Ḍayf calls it “a great stage, the stage of Mirbad, to which

the population of Basra would gather to observe the game of naqāʾiḍ,”8 and

Brustad describes it as “a kind of literary market [where] resident as well as

visiting poets with enough status each occupied their own assembly or plat-

form from which they participated in and partook of public declamations and

challenges.”9 This function is attested to in an anecdotal example from Kitāb

al-Aghānī which says, “You sit there while this man, al-ʿAjjāj, lampoons us at

Mirbad while all the time people are gathering around him?!”10

The Mirbad market, and the city of Basra itself, provided Jarīr and al-Faraz-

daq with a venue that had not readily been available to poets during the pre-

Islamic era. Although fairs such as ʿUkāẓ were sometime poetic venues,11 Mir-

bad’s advantage was that it provided Jarīr and al-Farazdaq with a constant

audience for their performances. This audience was diverse. It was made up

not only of residents of Basra, but of outsiders as well, including “travelers

and tribes passing through or moving into the city.”12 Jarīr and al-Farazdaq,

according to Charles Pellat, had a place of their own, where they could per-

form their poetry. “Each poet or orator who was well-known had a special

reserved place around which a regular group of hearers formed an atten-

authorities not to perform lampoon poetry. Ali Hussein notes one such case. “It may be

that these incidents [i.e., the governor having harassed the poets] induced both poets not

to recite theirnaqīḍas in the sameplace. The cemeterywas chosen by al-Farazdaq because

hewas apparently too scared to remain in al-Mirbad…This information gives the impres-

sion that if the governor had not harassed al-Farazdaq, then both poets might have been

able to meet in al-Mirbad in order to compose and present their naqīḍas.” Hussein, “The

Rise and Decline,” 333.

7 “نيريبكنيحَرسَمهِبشُْيامىلإةساَنُكلاودَبرِملاالّوحذإ” . ʿAbd al-Raḥmān Muḥammad al-Waṣīfī,

al-Naqāʾiḍ fī l-shiʿr al-Jāhilī (Cairo: Maktabat al-Ādāb, 2003), 191.

8 ّمجتيىذلادَبْرِملاحرسمريبكـلاحرسملااذه” “ضئاقنلاةبْعُلىلعةَجْرُفللةرصبلاناكسهيفعَ . Shawqī

Ḍayf, al-Taṭawwur wa-l-tajdīd fī l-shiʿr al-Umawī (Cairo: Dār al-Maʿārif, 1965), 186.

9 Brustad, “Jarir,” 245.

10 “!؟سانلاهيلععمتجادقدبرِملابانوجهيجاجعلااذهوسٌلاجتنأ” . Al-Iṣfahānī, Kitāb al-Aghānī,

10:122.

11 ʿUkāẓ “was held in the month of Ḏẖu ’l-Ḳaʿda,” and was a place “where the Arabic lit-

erary koine received some development, where contests, literary and other, were held,

and where covenants and contracts were struck.” Irfan Shahîd, “ʿUkāẓ,” in Encyclopaedia

of Islam, 2nd ed., ed. P. Bearman et al. (Leiden: Brill), http://dx.doi.org/10.1163/1573‑3912​

_islam_SIM_7689.

12 Brustad, “Jarir,” 245.

http://dx.doi.org/10.1163/1573-3912_islam_SIM_7689
http://dx.doi.org/10.1163/1573-3912_islam_SIM_7689
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tive circle.”13 Kitāb al-Aghānī reports an instance of this: “Dhū al-Rumma [a

poet] recites at Mirbad with the people gathered around him.”14 The people

too gathered around Jarīr and al-Farazdaq to witness their lampoon perfor-

mance.

2 Style and Content of the Naqāʾiḍ

In pre-Islamic times naqāʾiḍ poetry often centered on a contest between two

individuals usually from different clans or tribes. This contest frequently de-

cided a conflict between the parties involved. These contests focused on the

outcome, since victory would bring honor and often also actual benefits while

defeat would bring disgrace and frequently material loss. The function of

naqāʾiḍ poetry atMirbad in theUmayyad period, however, rarely decided tribal

disputes in such a dramatic fashion. Pellat asserts, “It is a fact that the Mir-

bad was rarely the theatre for fights between different tribes or factions of

Baṣra, and the confrontations which are mentioned do not seem to have been

bloody.”15 The discourse of Jarīr and al-Farazdaq’s naqāʾiḍ suggests that their

poetry was not a continuation of the tribal wars of pre-Islamic times (Ayyām

al-ʿArab),16 butwas rather a newly evolving genre,more comedic and entertain-

ing in Jarīr and al-Farazdaq’s hands than it had been in the pre-Islamic period.

Jarīr and al-Farazdaq’s Naqāʾiḍ was both a continuation of pre-Islamic

naqāʾiḍ poetry and an adaptation of that same poetry to a new context. Tribal

honor was still at stake to a certain degree, especially at the beginning of the

poets’ careers, but tribal honor was not always the emphasis. For Jarīr and al-

Farazdaq the aspect of honoring and shaming of clans and tribes did not always

bring the consequences to the tribe that pre-Islamic naqāʾiḍ had. This resulted

in a similar form with a changed function. Ḍayf likens Jarīr and al-Farazdaq’s

naqāʾiḍ performances to literary debates.17 The sparring found in such debates

13 Charles Pellat, “al-Mirbad,” in Encyclopaedia of Islam, 2nd ed., ed. P. Bearmanet al. (Leiden:

Brill), http://dx.doi.org/10.1163/1573‑3912_islam_SIM_5218. See also Chapter 4, footnote 79.

14 ّرلاوذ” ّمُ “هيلإنوعمتجمسُانلاودَبْرِملابدشنيةَ . Al-Iṣfahānī, Kitāb al-Aghānī, 18:19.

15 Pellat, “al-Mirbad.”

16 Hussein points out that at the beginning of Jarīr’s career, or we might better say “pre-

career,” his poetry did alignwith thepre-Islamic style of lampoon: “During this preliminary

stage in theUmayyad period, the naqāʾiḍwas still a continuation of the traditional naqāʾiḍ

poetry known in the pre-Islamic period.” Hussein, “The Formative Age,” 502.

17 “ةريبكةيبدأتارظانملكشذخأتقدزرفلاوريرجضئاقنتناك” (“The naqāʾiḍ of Jarīr and al-

Farazdaq took the form of great literary debates”). Ḍayf, al-Taṭawwur wa-l-tajdīd, 203.

http://dx.doi.org/10.1163/1573-3912_islam_SIM_5218
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is very like the poets’ ongoing attempt to best each other in order to attract their

audience and gain influence over them.

The new function Jarīr and al-Farazdaq’s naqāʾiḍ served was accompanied

by a change in style represented by an increase in hyperbole (often sexual)

largely absent in pre-Islamic lampoon poetry.Waṣīfī informs us that “The vitu-

peration that occurred between [Jarīr and al-Farazdaq] was unknown to the

pre-Islamic naqāʾiḍ poets.”18 As lampoon became less “serious”19 in its effect it

appears to have become more personally insulting. Jayyusi says of Jarīr and al-

Farazdaq that “they cross the frontiers of satire into pornographic fantasies that

arrive at absurdity.”20 Far from engaging al-Farazdaq’s clan in battle, however,

Jarīr’s hyperbolic vituperativeness was meant for the entertaining effect it had

upon his hearers, which according to Jayyusi, “must have been well received by

Umayyad audiences.”21

Selections of the following dyad from Jarīr and al-Farazdaq’sNaqāʾiḍprovide

an example of the heightened level of invective andmisogynistic hyperbole the

poets deployed in their poetry. In Poem 47 al-Farazdaq begins by extolling the

virtues of his own clan, the Mujāshiʿ, in comparison with Jarīr’s clan of Kulayb.

In line 20 he launches a lampoon against the women of Jarīr’s clan. In lines 24

through 26 al-Farazdaq disparages the Kulayb women’s sexual habits, saying,

24 They howl in the blackness of night,

Like their dogs, when they hump behind the houses.

25 They extend their legs away from the hated vaginas,22

Long of lip23 and wide of side.

26 Their clitorises come in contact with the penises, as if they were

Camel legs or donkey cocks.

18 “ةيلهاجلايفنوضقانتملاهفرعيملةثالثلالوحفلانيبمتيذلابابسِّلا” . Al-Waṣīfī, al-Naqāʾiḍ fī l-shiʿr

al-Jāhilī, 190.

19 See Chapter 4, footnote 55.

20 Jayyusi, “Umayyad Poetry,” 412.

21 Jayyusi, “Umayyad Poetry,” 412. This crossing of frontiers seems to have been a natural step

to take. Van Gelder says, “The Themes of muğūn (“ribaldry, bawdiness, obscenity”) over-

lap with those of invective as well as erotic verse.” G.J.H. van Gelder, “Dubious Genres: On

Some Poems by Abū Nuwās,”Arabica 44 (1997): 271–272. Most of these themes are present

in Jarīr and al-Farazdaq’s Naqāʾiḍ.

22 “Vaginas” ( furūj) is supplied here as the noun thatmafrūka (“hated”) modifies, according

to the commentary: ٍ“ةكورفمجٍورُفنعىا” (“i.e., away from the hated vaginas”). Bevan, The

Naḳāʾiḍ, 1:279. The commentary adds that “their husbands hated them because of their

shamefulness” ( “اهببٍْيَعِلاهجُوزاهُضِغْبُيةَكورفَْم” ).

23 Rufūgh are lit. “The parts around the جْرَف [or vulva, or external portion of the organs of

generation,] … of a woman…” Lane Arabic-English Lexicon, s.v. “rafgh.”
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تَْوَعامكَمِالظَّلاطََلَتْخمُنَيِوْعَي24

لِاظِعِلاهُبالِكتِويُبلافَْلَخ

ٍةَكورفَْمنَْعنَُّهَلُجرْأَنَْعَفْرَي25

ّرلاقُِّم لِاوجْأَلاِةَبيحَرغِوفُ

اهنَّأََكنَُّهُروظُبَرويأُلاىَقْلَت26

24لِاغِبُرويأُوْأَنِسِارَفلابُصََع

A striking feature in this selection is its misogynistic hyperbole. Al-Farazdaq

wastes no time in describing in excruciating detail just how depraved the

Kulaybwomenare. In line 24he compares thewomenof Jarīr’s clan tohumping

dogs. Beyond the surface-level invective that alone would have been extremely

insulting to Jarīr, the word “kilāb” (“dogs”) would have caught the attention of

the audience because it sounds similar to “Kulayb,” the nameof Jarīr’s clan. This

bit of word play acts as a precursor to the evenmore graphic description of the

women’s vaginas, which al-Farazdaq depicts as being so large that they are like

penises. The allusion is one of the female seeking themale sexually, a role rever-

sal which emasculates the Kulaybmen at the same time that it denigrates their

women.

After a traditional nasīb section (absent in al-Farazdaq’s poem) Jarīr begins

his rejoinder, Poem 48, similarly with praise for his own clan (Kulayb) and

mockery of al-Farazdaq’s.25 In lines 53 and 54 he says,

53 She26 rose early in the morning, wheeling her cart.27 Her saddle, trim-

ming28 her clitoris,

24 Bevan, The Naḳāʾiḍ, 1:279.

25 Jarīr composes a number of scathing passages in this poem against the Mujāshiʿ women,

in addition to lampooning al-Farazdaq for being a mere blacksmith. In lines 14 and 17

Jarīr refers to al-Farazdaq’s bellows (kīr), and in lines 26 and 59 to smiths (quyūn), which,

according to Jayyusi, was “a low caste in Arabia.” Jayyusi, “Umayyad Poetry,” 411.

26 I.e., Qufayra, great-grandmother of al-Farazdaq, who had beenmentioned in the previous

line.

27 Abū ʿUbayda’s commentary clarifies the meaning of muʿajjilatan: ىلعنبللاباهَلهاىتأتىا”

ٍ“ةَلَجَع (“i.e., she brings her family milk on a cart [ʿajala]”). Bevan, The Naḳāʾiḍ, 1:321.

28 The commentary explains: “بَّزالاَريعبلااذهاهبوكُرِلاهَرظَْبعطقيُرِشْرَشُيهلوقو” (“The word

yusharshirumeans, ‘it cuts her clitoris as she rides this hairy camel’ ”). Bevan, The Naḳāʾiḍ,

1:321.
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Wounded29 the hairy slow one.30

54 May the god curse the sons of Khaḍāf31 and women,

Whose stew has become like a disease!32

ّجَعُمتَْرَكَب53 اهَرظَْبُرِشْرَشُيًةَلِ

ّحَلأَبٌَتَق لِافَثبََّزأَىَلَعَ

ًةَوسِْنوفِاضخَىنَبُهٰلإِلاحََبَق54

33لِاقحْأَلاكنَُّهَلُريزَخلاتَاب

Jarīr’s response is nearly as misogynistic and hyperbolic as al-Farazdaq’s orig-

inal. Here he singles out one particular woman, Qufayra, al-Farazdaq’s great-

grandmother, as an object of ridicule. Jarīr returns al-Farazdaq’s sexually ex-

plicit lampoonwith similarly taboomotifs, referring toQufayra’s clitoris (baẓr),

a word al-Farazdaq had used in line 26 of the previous poem, and going on to

insult her as a homemaker: her stewmakes people sick! Jarīr’s lampoon fits the

misogynistic tone of the Naqāʾiḍwith overtly sexual references thatwould have

also caught the audience’s attention for their comedic value.

In lines 56 and 57 Jarīr directs another obscene lampoon toward the women

of al-Farazdaq’s clan. He says,

56 Sukayna34 rose up for the stallions, and Ḥutāt’s daughter

Chose not to rise for Sūrat al-Anfāl.

57 Sukayna wishes that the mosque of her people,

Had, as its columns, mule cocks.

مُْقَتمَْلولِوحُفْلِلُةَنْيكَسُتَْماق56

لِافْنأَلاِةَروُسِلتِاتُحلاتُْنِب

29 For thismeaning of alaḥḥa, I reference Lane, who says, “It (a saddle of the kind called بَتَق ,

L, Ḳ, and a لْحَر , and a horse’s saddle, L) wounded the back.” Lane, Arabic-English Lexicon,

s.v. “alaḥḥa.”

30 I.e., the camel.

31 She was “represented by Jarīr as the ancestress of the Banū Mujāshiʿ.” Bevan, The Naḳāʾiḍ,

3:103.

32 ءادلاقحْأَلاو”
ٌ
“نُطبلاكلذلىخرتسيفنطبلالِفساىفذخأي (“Aḥqāl is a disease that takes hold

in the bottom of the stomach, which causes the stomach to droop”). Bevan, The Naḳāʾiḍ,

1:321.

33 Bevan, The Naḳāʾiḍ, 1:321.

34 Al-Farazdaq’s paternal aunt.
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ّدَو57 اهِمْوَقَدجِسَْمنَّأَُةَنْيكَسُتَْ

35لِاغِبَرويأُِهيراوسَتَْناك

Jarīr displays Sukayna’s lack of piety by juxtaposing her actions in two dif-

ferent situations: she rises out of respect for stallions, but refuses to rise for

a Quranic recitation. In addition to this primary emphasis (i.e., on Sukayna’s

faith), Jarīr includes a sexual element by playing on the idea of rising up for

something (here, horses), a motion frequently made out of respect36 (such

as when attendees rise for the entrance of royalty, or in modern times when

the audience rises at the entrance of the judge). Instead of respect here, how-

ever, Jarīr hints at a sexual meaning with Sukayna rising literally to the horses,

whose height would necessitate her doing so in order to have intercourse with

them. Jarīr continues the sexually-charged lampoon juxtaposed with religious

elements in line 57 where he implies that Sukayna uses her people’s mosque

(or wishes to use it) for her sexual gratification, and not for any religious pur-

pose.

The selected passages from these two poems represent the hyperbolic mi-

sogyny Jarīr and al-Farazdaq infused the Naqāʾiḍ with. This kind of hyperbolic

misogyny highlights the changing character of naqāʾiḍ poetry in the Umayyad

era.

3 “Emergence” of Social Structure

Jarīr and al-Farazdaq’s new, bawdier, and hyperbolically misogynistic lampoon

that the atmosphere of Mirbad’s stage encouraged and supported was able to

capture the audience’s attention. This in turn allowed Jarīr and al-Farazdaq

to obtain a measure of control over them. They were successful in this to

the degree that they were able to gauge their audience’s interest and respond

appropriately. For this to occur there must be a certain willingness on the part

of the audience to submit themselves to the poets’ performance, or else the

poets have no opportunity to gain this kind of influence. Drawing on Bauman’s

concept of the “emergent quality of performance,” we can observe the social

structures that emerged as a result of Jarīr and al-Farazdaq’s naqāʾiḍ perfor-

mances.

35 Bevan, The Naḳāʾiḍ, 1:322.

36 This is especially true when the preposition li- is used. See the subentry “To rise for hon-

ouring a. o.,” in Hava, Al-Faraid Arabic-English Dictionary, s.v. “qāma.”
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Bauman identifies three emergent structures: emergence of text, emergence

of event and emergence of social structure. Our focus for the Naqāʾiḍ is on the

last of the three, but a description of the first two will help clarify Bauman’s

overall concept. “The emergent quality of performance,” as Bauman defines it,

“resides in the interplay between communicative resources, individual com-

petence, and the goals of the participants, within the context of particular

situations.”37The key to their success hinges onwhether the poets presentwhat

the audience wants and expects or fail to do this. Using Albert Lord’s study of

Serbo-Croatian oral poetry as an example of emergent performances, Bauman

explains that “the singer [or poet] competes for the attention of his audience

with other factors that may engage them,” and that the performer’s skill “is a

factor in how strongly he can attract and hold the attention of the audience,

how sensitively he can adapt to their mood, and how elaborate he can make

his song if conditions allow.”38

Textual emergence, as Bauman conceives of it, refers to adjustments in the

text in response to audience demands. In the poetry Lord studied the emer-

gent qualitymanifests itself extemporaneously during oral performance. Other

contexts may call for a fixed text. “The point,” Bauman says, “is that completely

novel and completely fixed texts represent the poles of an ideal continuum,

and that between the poles lies the range of emergent text structures to be

found in empirical performance.”39 The success with which a poet adapts a

text for his audience is based upon his skill and sensitivity to their wants and

needs. Oral composition did not, for the most part, factor into Jarīr and al-

Farazdaq’s naqāʾiḍ composition, especially not during the later stageswhen the

poets performed at Mirbad market. There is some evidence, however, that the

very earliest work of the pair was composed orally. “[A certain] report,” Hussein

says, “gives the impression that Jarīr composed the verses as soon as he arrived

at Ghassān’s place without any previous preparation. It is thus likely,” Hussein

continues, “that the naqāʾiḍ at this preliminary stage40 were composed oral-

37 Richard Bauman, Verbal Art as Performance (Rowley, MA: Newbury House, 1977; repr.

Prospect Heights, IL: Waveland, 1984), 38.

38 Bauman, Verbal Art, 39. Lord used as a case study bards of the former Yugoslavia, who

would adjust their songs according to the mood and attentiveness of the audience. He

says, “The instability of the audience requires a marked degree of concentration on the

part of the singer in order that he may sing at all; it also tests to the utmost his dramatic

ability and his narrative skill in keeping the audience as attentive as possible.” Albert Bates

Lord, The Singer of Tales (Cambridge: Harvard University Press, 1960), 16.

39 Bauman, Verbal Art, 40.

40 It is difficult to nail down exact or sometimes even approximate dates, but Hussein gives

a range of dates when he thinks Jarīr’s naqāʾiḍ against Ghassān occurred. “Onemight also
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ly.”41 It is not difficult to imagine the pair starting out in the way Hussein

describes, and as their fame and reputation (and with it, their audience) grew,

beginning to take more care to pre-compose verses for their increasingly so-

phisticated and cosmopolitan audience.

Whereas textual emergence describes changes in the content of a perfor-

mance, the emergence of event, according to Bauman, refers to “the emergent

structure of the performance event itself. The ground rules for performance …

shift and fluctuate in terms of what [the participants] bring to the event and

the way it proceeds once under way.”42 In other words, the performance event

emerges on the spot, slightly different each time, in accordance with the cir-

cumstances of the participants.

The third and final type of emergence Bauman describes is the emergence

of social structure. This category refers to the ability of a skilled performer

to use his verbal art in order to alter the relations of power between himself

and his audience. In order for this to obtain the audience must yield to the

seductive power of the poet’s performance. To the extent that the audience

becomes “caught up in [the performer’s] display,”43 they surrender a measure

of control to him, which allows him to exert influence over them. Bauman has

explained how this occurs. “[The performer] emerges from the performance

encounters in a different social position vis-à-vis the [audience]… from the one

heoccupiedbefore hebegan toperform, and the change is a consequence of his

performance [skill] in those encounters.”44 To help explain this phenomenon,

Bauman quotes a passage from Dick Gregory’s autobiography, in which the

latter recounts his experiences at an early age as a performer who was able,

through his skill, to leverage his influence over the audience and raise his sta-

tus among them.

I got picked on a lot around the neighborhood…. I guess that’s when I first

began to learn about humor, the power of a joke ….

assume that [Jarīr’s] first naqāʾiḍ against Ghassān were not composed after 64/683–684…

which means that Jarīr was about 36 years old when he engaged in naqāʾiḍ poetry.” Hus-

sein, “The Formative Age,” 503.

41 Hussein, “The Formative Age,” 509.

42 Bauman, Verbal Art, 41.

43 Bauman, Verbal Art, 16.

44 Bauman, Verbal Art, 44–45. Samer Ali summarizes. “As Bauman notes, performers gained

influence by virtue of their skill and wielded their power onstage to subvert power rela-

tions—a phenomenon that often rendered them feared and admired.” Ali, Arabic Literary

Salons, 29.
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At first … I’d just get mad and run home and cry when the kids started.

And then, I don’t know justwhen, I started to figure it out.Theywere going

to laugh anyway, but if I made the jokes they’d laugh with me instead of

at me. I’d get the kids off my back, on my side. So I’d come off that porch

talking about myself ….

Before they could get going, I’d knock it out first, fast, knock out those

jokes so they wouldn’t have time to set and climb all over me…. And they

started to come over and listen to me, they’d see me coming and crowd

around me on the corner ….

Everything began to change then …. The kids began to expect to hear

funny things from me, and after a while I could say anything I wanted. I

got a reputation as a funny man. And then I started to turn the jokes on

them.45

A good performer can turn a hostile audience into a submissive one, into an

audience that the performer can control. “Performers of verbal art,” Ali says,

“were both admired and feared for their capacity to stimulate the emotional

participation of their audiences and thereby influence the emergence of new

relations of power and privilege.”46 The “new relations of power” Ali mentions

and “turning the jokes on [the audience]” in the case of Gregory represent the

end product of a performer’s successful attempt to win the audience’s atten-

tionandgain influenceover them, and then to leverage that influence to elevate

their own status. It was this kind of influence that Jarīr and al-Farazdaq exerted

over their audience during their naqāʾiḍ performances.

In order to understand the new dynamic that emerged from Jarīr and al-

Farazdaq’s performance at Mirbad it is useful to investigate the differences in

the circumstances of performance that existed between pre-Islamic naqāʾiḍ

and that of Jarīr and al-Farazdaq. Asmentioned above47 Jarīr and al-Farazdaq’s

naqāʾiḍ performance began as a continuation of pre-Islamic naqāʾiḍ contests,

but developed into something different. In making a distinction between the

earlier period and Jarīr and al-Farazdaq I want to draw out noticeable trends to

elucidate some of the aspects of the latter’s poetry that make it an interesting

development in Arabic lampoon poetry.

Pre-Islamic lampoon poetry often served the pragmatic function of defend-

ing one’s tribal honor and attacking that of their opponents. For Jarīr and

al-Farazdaq, however, attacking a rival became a means to an end. Although

45 Bauman, Verbal Art, 44.

46 Ali, Literary Salons, 123.

47 See this chapter, footnote 16.
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both the content and form of their poetry closely followed that of their pre-

Islamic counterparts, their performances were often playful and entertaining

and rarely decided contests between clans or tribes. Beyond a change in con-

text and reference, though, there were actual textual changes that occurred in

the Naqāʾiḍ. Jarīr, for instance, was cruder than pre-Islamic lampoon poets. Ali

Hussein references Ibn Bassām’s “statement that Jarīr was one of the poets who

invented impolite hijāʾ.”48 Jarīr’s crudeness may have been meant as much to

entertain his audience as to incite a tribal battle.

In order for lampoon poetry to decide the fate of battles between tribes, as

it had in the pre-Islamic era, it must be delivered and perceived as an actual

attack. Although Jarīr and al-Farazdaq’s naqāʾiḍmight have includedmany pre-

Islamic elements having to do with tribal honor, personal vilification and the

like, the focuswas to entertain the audience. Jayyusi describes this kindof satire

“based on untruth,” as she says, as “a kind of comical lampoon.”49 This contrasts

with much of pre-Islamic naqāʾiḍwhich far from being comical could at times

be deadly serious. Containing language of boasting, tribal pride and martial

themes that often mention swords, horses and fighting, pre-Islamic naqāʾiḍ is

set within the context of war.While the themes are similar to those in Jarīr and

al-Farazdaq’s naqāʾiḍ, the latter performed their poetry in the context of a con-

test and not of a war. Their protracted lampoon battle focused less on settling

tribal disputes and more on providing an entertaining performance for their

audience.

Hyperbole, misogyny and highly sexualized poetry were among Jarīr and

al-Farazdaq’s trademarks throughout the Naqāʾiḍ, which distinguished it from

pre-Islamic naqāʾiḍ poetry. The dyad comprising Poems 51 and 52 contains a

number of illustrative examples of this.50 In the opening poem, number 51, al-

Farazdaq launches an attack on Jarīr and on the tribe of Qays, whom Jarīr often

defended.51 In lines 92 through 96 al-Farazdaq says,

92 I swear, if Qays gives Jarīr its penis to suck,

And gives him counterfeit money,

48 Hussein, “The Formative Age,” 509.

49 Jayyusi, “Umayyad Poetry,” 411.

50 For a more thorough treatment of the circumstances of this dyad, see the discussion in

Chapter 4.

51 It is not known why Jarīr defended this tribe, but according to Jayyusi it gave al-Farazdaq

ammunition for his lampoon against his opponent. She says, “The enigma of [Jarīr’s] sup-

port for the tribe of Qays, which was not his own, induced al-Farazdaq to accuse him of

taking bribes from them.” Jayyusi, “Umayyad Poetry,” 411. For more on the background of

this poem see Chapter 4, footnotes 37 and 41.
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93 Howmany pussies from Qays ʿAylān

Have the Arāqim52 spears abandoned!53—And sloppy54 pussies at that!

94 Among them55 is the bride of Ibn Ḥubāb,

Whose56 severed limbs the enormous, limping hyenas57 hurled about.

95 Time after time the Christians58 force Qays’s daughters

To their knees, long and wide pussies exposed.59

96 And when his60 Christian manliness disappeared into her61 Muslim

virtue,62

She cried out as if at Hajj on top of his huge cock.

اهَرويأُتْصََّمأَسٌْيَقنِْئَلىرمَْعَل92

ّدلافَويُزُهْتَطعْأَوًاريرَج مِِهارَ

ّلطَمَْكَـل93 ٍرحِنِْمَنالْيَعسِْيَقنِْمتَْقَ

مِِقارأَلاحُامِرًاباقْبَقَناكدَْقو

رِعنَُّهنِْمف94
ْ

تَْمَترْٱىذَّلابِابُحلانِْبٱسُ

رُعِهِلاصوْأَِب
ْ
مِِعاشَقلاعِابضِّلاجُ

ّنلالََّظَت95 مِْهِتانَبَنيكِرْبُمىَراصَ

ّرلاقُِّمبٍكَُرىَلَع مِجِالَخلاغِوفُ

52 The Arāqim are a subset of “certain clans of the Taghlib.” Bevan, The Naḳāʾiḍ, 3:52.

53 I.e., after they had finished with them.

54 I have translatedqabqāb as “sloppypussies” to give the sense of thenoise theymake as they

are being penetrated. An anecdote from Lisān al-ʿArab clarifies: “An Aʿrab [i.e., a Bedouin]

recited about a slave girl named Laʿsāʾ: ‘O Laʿsāʾ, you of the qabqāb vagina.’ When he was

asked about the meaning of al-qabqāb he said, ‘It means “wide, and very wet if a man

penetrates it with his penis.” ’” Ibn Manẓūr, Lisān al-ʿArab, s.v. “qabqāb.” The Arabic reads

as follows:

ءاسْعَلاهُمسْاٍةَيِراجىفٌّىِبارعْأََدَشْنأَو”
ُ
ءاسْعَل⟨:

ُ
،بِاقْبَقْلاىَنْعَمنَْعلَِئُسَف⟩بِاقْبَقلاِرِحلْاتَاذاي

“ُ.هَرَكَذِهيِفلُُجرلاَجَلوْأَاذإِِءامْلاُريِثكَْـلا،عُـسِاوْلاَوُه:لَاقَف
55 I.e., the women whom the Arāqim warriors had raped.

56 I.e., Ibn al-Ḥubāb.

57 The “enormous hyenas” refer to the Arāqim warriors.

58 The Arāqim warriors are Christians.

59 See this chapter, footnote 23 for a literal translation of muqqi l-rufūghi.

60 I.e., an Arāqim warrior’s.

61 I.e., one of the Qays women’s.

62 The commentary explains: ّيِنارْصَن” ّ“ىنارْصَنكلذوةَمِلسُْمىهىاُهُرَكَذُهُ (“His ‘Christian’ is his

penis. That is, she is Muslim and he is Christian”). Bevan, The Naḳāʾiḍ, 1:378.
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ّيِنارْصَنبَاغاذإ96ِ اهِفينحَىفُهُ

ّلَهأَ 63مِِراجُعلاِرهْظَقَْوَفجٍَّحبِتَْ

The imagery that al-Farazdaq creates in these verses is that of the Qays tribe,

men as well as women, being defeated, and he does so in a number of clever

ways. First, Qays is defeated militarily by the Arāqim warriors, who are Chris-

tians. He mentions spears in line 93, a Qays warrior being torn limb from limb

in line 94 and the triumph of the Christians (Arāqim) over the Muslims (Qays)

in line 96. Military defeat is not the sole subject of these lines though, andmay

not even be the main subject, because al-Farazdaq skillfully weaves humiliat-

ing sexually charged lampoons aimed at the Qays women in with lampoons

detailing the men’s defeat. The spears of line 93 abandon the Qays women’s

sloppy and noisy vaginas, and this after al-Farazdaq describes the Qays men

sucking their opponent Jarir’s penis in the previous line. Verse 94, in which Ibn

al-Ḥubāb (a Qaysī) gets torn apart by the Arāqim, al-Farazdaq also says that his

bride is among the Qays women being raped (by the Arāqim spears). Line 95

is another rape scene with the Arāqim Christians bending the Qays women

over their knees again andagain.Oncemore al-Farazdaqdescribes thewomen’s

large, and presumably ugly, vaginas. The final line of this selection is among the

most skillfully crafted of the poem, in which al-Farazdaq portrays the Arāqim

Christians’ defeat of theMuslimQays tribe, but does so using sexual references.

In this line an Arāqim Christian is raping a Qaysī (Muslim) woman, his “Chris-

tian” entering her “Muslim.” On top of this, the Qaysī is apparently enjoying

the rape: “she cried out, as if at Hajj.” The word “cry out” (ahalla) describes the

cry Hajj-goers make as they approach the Holy City, riding their camels. Al-

Farazdaq uses this same word for the Qaysī woman who is riding the Christian

warrior’s penis in a perfect blend of military defeat, religious dominance and

sexual humiliation. That she cries out in pleasure suggests perhaps that both

theQayswomen are potentially whores and that theirmenmay be impotent—

since the women seem eager to be raped. Line 93 adds supporting evidence for

this thesis as al-Farazdaq mentions that the spears glide smoothly (ṭallaqat)

in and out of their presumably loose vaginas. The spears of course play dou-

ble duty both asmilitary weapons and as a representation of the Arāqimmen’s

penises.

Al-Farazdaq in this selection is overtly humiliatingboth themenandwomen

of Qays. At the same time he may be commenting on the tensions between

the new religion of Islam and the established religion of Christianity. The last

63 Bevan, The Naḳāʾiḍ, 1:378.
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half of the same line presents the audience with the spectacle of the ravished

woman shouting as if at Hajj over the gigantic penis of her defiler. The mix of

the holy with the obscene serves as a metaphor of the times, with its clashes of

changing social and cultural norms.

In his retort to al-Farazdaq, Jarīr counters with sexual referencesmixed with

religious themes. In line 11 of Poem 52 he launches a personal attack on al-

Farazdaq saying,

11 There was no Muslim neighbor of al-Farazdaq’s,

Who could stay safe from a monkey on a sleepless night.64

ٌمِلسُْمقَِدزَْرَفْلِلٌراجَناكامو11

65مِئِانُرْيَغُهُلْيَلًادْرِقنََمأَْيِل

There are two important points we may infer from Jarīr’s verse. First, the allu-

sion to al-Farazdaq as a monkey is an implication of adultery. Second, Jarīr

seems to emphasize thatMuslimneighbors in particular (and not, for instance,

Christians) were particularly at risk of being defiled by al-Farazdaq. The point

is that al-Farazdaq attacks Muslims, and is therefore not loyal and is not him-

self a good Muslim. Jarīr lampoons al-Farazdaq again in lines 21 and 22, say-

ing,

21 You hold them blameless for Jiʿthin’s bride price,66

After she brought you her trimmed67 and swollen clitoris.

22 She yells in the middle of the night, “People of Mujāshiʿ,”

After they had stripped the skin from her rear end with their giant man-

liness.

64 I.e., none of al-Farazdaq’s neighbor’swere safe from the former’s sexual excesses on anight

when he could not sleep. According to Lane, Arabic-English Lexicon, s.v. “qird,” a monkey

was known as “the most incontinent of animals.” The commentary in Bevan, The Naḳāʾiḍ,

1:396, explains: “روجُفلابهامرفٍدْرِقنمىَنزْأَوهلوقتبُرعلاوِءانِّزلابهيمريًادْرِقنََمأَْيِلهلوق” (“When

he says, ‘[to] keep safe from a monkey,’ he accuses him of adultery, and the Arabs say, ‘He

is more adulterous than a monkey,’ and so he charges him with debauchery”).

65 Bevan, The Naḳāʾiḍ, 1:396.

66 ّرَغُيامِةأرملاُرقُْع” ّرلاُمَ “اهّضتفااذااهتَرذُْعىفلُُجَ (“The woman’s ʿuqr is the price theman is com-

pelled to pay at her circumcision after he has deflowered her”). Bevan, The Naḳāʾiḍ, 1:398.

67 “عطَْقلادعبرظَْبلانمىقبامىاةراظبلاخولسمب” (“bi-maslūkhi l-buẓārati, that is, what remains

of her clitoris after it is cut”). Bevan, The Naḳāʾiḍ, 1:398.
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امَدْعَبَنِثْعجِِرقُْعنِْممُْهُئِّرَبُت21

مِِراوِةَراظُبلاخِولسَْمِبكَْتَتأَ

ّللافِصِْنِبىِدانُت22 عٍـشِاجمُلَايلِْيَ

68مِِراجُعلاباهِتسْٱَدْلجِاورَشَقدَْقو

In these lines Jarīr is answering al-Farazdaq’s lampoon on the women of Qays

from lines 95 and 96 of Poem 51, returning sexual tit for tat. More than that,

by claiming that al-Farazdaq holds his sister’s violators blameless, Jarīr ques-

tions his loyalty to his family and to his tribe, shaming him for his dishonorable

behavior,69 while simultaneously entertaining the audience with hyperbolic

lampoon.

4 Conclusion

Jarīr and al-Farazdaq’s naqāʾiḍ present a shift in emphasis between pre-Islamic

and Umayyad lampoon poetry. Naqāʾiḍ was transitioning from a sometimes

deadly poetic form to a medium Jarīr and al-Farazdaq used to, among other

things, entertain their audience. The shifting dynamics of the Umayyad era set

the stage for a new style of lampoon poetry Jarīr and al-Farazdaq performed

to influence their audience. Jayyusi says, “In the Umayyad period [flytings]

took on a new social significance which made them a much more important

medium of comment.”70 With Mirbad as a venue Jarīr and al-Farazdaq took

advantage of the newly significant lampoon poetry to influence their audience.

There are a number of conditions both performer and audience must meet

in order for a new social structure to emerge. The poet must be a consum-

mate performer and the poetry itself should be of the highest quality. He must

be entertaining. Jayyusi describes Jarīr, the humorist, thus: “Jarīr believed that

satire must be funny, and his satires were faithful to his theory, despite their

tendency to be foul-mouthed and scabrous.”71 Most of all, a performer must

have a sense of his audience so that he can curtail certain portions of his per-

formance, or add to them as the situation demands. As for the audience, there

68 Bevan, The Naḳāʾiḍ, 1:398.

69 Van Gelder points out that “Arabic poetry … has always been the chief instrument of dis-

tributing honour and dishonour.” Van Gelder, The Bad and the Ugly, 13.

70 Jayyusi, “Umayyad Poetry,” 410.

71 Jayyusi, “Umayyad Poetry,” 411.
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must be a certain willingness on their part to allow the performer a degree of

control over them. Bauman explains,

Through his performance, the performer elicits the participative atten-

tion and energy of his audience, and to the extent that they value his

performance, they will allow themselves to be caught up in it. When this

happens, the performer gains a measure of prestige and control over the

audience.72

They must also have sufficient interest in—must value—the performance to

give the poets their attention, and, if the poets are to continue exerting a mea-

sure of control over them, to return for more. If these conditions are met, the

audience may allow itself to be drawn in by the seductive power of the poets’

performance.

This control that Jarīr and al-Farazdaq enjoyed over their audience came

about in part through an attention to detail that supported them in their role

as performers. The Mirbad market was a stage to their performance, and the

poets were careful to look the part of the performer when they arrived there.

According to Ḍayf “the poet dressed in his finest clothing and used his best

perfume”73 in preparation for competing in their contest of lampoon. Jayyusi

describes what this might have looked like:

Large audiences gathered round the poets, each standing in his corner

in al-Mirbad, often especially dressed up for the occasion. The audiences

would often break out into peals of laughter, especially when they lis-

tened to Jarīr’s invective, whichwas full of mischievous barbs and comical

imagery.74

This attention to the performance aspect of their poetry would have made a

performance at Mirbad with Jarīr and al-Farazdaq appear to be more a night

at the theater than a preliminary for battle. Al-Kafrāwī adds further insight

into the mood of Jarīr and al-Farazdaq’s performances, saying that they were

“perhaps closer to sports contests than to anything else”75 and Waṣīfī terms

Umayyad naqāʾiḍ as contests between poets “who may be friends engaging

72 Bauman, Verbal Art, 43–44.

73 “اهِرَطعْأَوهبايثلمجأبىِّيَزَتَيناكرعاشلا” . Ḍayf, al-Taṭawwur wa-l-tajdīd, 214.

74 Jayyusi, “Umayyad Poetry,” 410.

75 “رخآئىشيأىلإهنمةيضايرلاتايرابملاىلإبرقأهلعل” . Muḥammad ʿAbd al-ʿAzīz al-Kafrāwī,

Jarīr wa-naqāʾiḍuhu maʿa shuʿarāʾ ʿaṣrihi (Cairo: Dār Nahḍat Miṣr, 1969), 27.
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in naqāʾiḍ crafted for competition.”76 As to the importance of performance in

front of an audience to Jarīr and al-Farazdaq, al-Nuṣṣ claims that “neither of

the two was about to recite a naqīḍa at Mirbad unless the people were sur-

rounding him.”77 “They would come to Mirbad to see what the two poets were

doing,” Ḍayf adds, “And they would gather around one of them only to scatter

away to listen to his opponent.”78 While Mirbad provided the stage, Jarīr and

al-Farazdaq’s preparation and skill gained them influence with their audience.

As a result of Jarīr and al-Farazdaq’s performance there emerged a social

structure that placed the poets in an authoritative position in relation to their

audience. To the extent that their audience valued the performance, they sur-

rendered to the poets a measure of control.

Jarīr and al-Farazdaq’s performance reflects the changing society with the

changing role of lampoon poetry within it. They used the poetry of defending

tribal honor and attacking that of their opponent to the delight of an audience

who propelled them to the top of the social order by indulging in their poetic

craving as they came to Mirbad to hear the pair spar. The fact that they pre-

sented a form of potentially deadly serious poetry in a new way reflects the

changing conditions that were occurring in their time. It is hard to imagine a

pre-Islamic poet who would have taken the abuse Jarīr and al-Farazdaq dished

out without retaliation. At the same time, they were at the cutting edge of a

new style of hyperbolically comic, sexually-charged lampoon.That their poetry

remains popular to this day is a testament to the relevance of their project.

76 ةسفانملانمعونكناضقانتيامهنكـلو،نيقيدصيومألارصعلايفناضقانتملانارعاشلانوكيامّبُرلب”
“ةينفلا (“But perhaps the naqāʾiḍ poets in the Umayyad Age were friends, but they were

reciting naqāʾiḍ as a type of artistic competition”). Al-Waṣīfī, al-Naqāʾiḍ, 117.

77 “هلوحسانلاقّلحتيىتحدبرملايفهلةضيقنداشنالأّيهتيامهدحاداكيالو” . Iḥsān al-Nuṣṣ,al-ʿAṣabiyya

al-qabiliyya wa-atharuhā fī l-shiʿr al-Umawī (Beirut: Dār al-Yaqaẓa al-ʿArabiyya, 1964), 478.

78 ّمجتيو…نيرعاشلانملُّكثدحأامىرتل،دَبْرِملاىلإِبهذتتناكف” ،ةراتنيرعاشلادحألوحنوعَ

“ةيناثةراتهيلإِنوعمتسيهمصخىلإهنعنوضُّفنيو . Ḍayf, al-Taṭawwur wa-l-tajdīd, 203.
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chapter 3

The Process: Jarīr and al-Farazdaq’s “Collusion”

1 Introduction

The story of the Naqāʾiḍ is the story of Jarīr and al-Farazdaq responding to

eachother’s poetry, often inbiting, hyperbolic verses that criticizedeachother’s

tribes, their persons and their family members. This back and forth, this chal-

lenge and response, lasted for decades, a routine that remained vibrant and

entertaining to its audience until the end. What, then of the poets’ relation-

ship? How did they relate to each other on a personal level, if at all?

Textual evidence suggests that Jarīr and al-Farazdaqmay have shared a con-

genial relationship, if not an intimate friendship, or at least that is how their

relationship is viewed by historians. “Eachmust have admired the other for his

art and resilience in the arena,” Jayyusi says.1 To this she adds, “Several stories

are recounted about their mutual affection, and when al-Farazdaq died, Jarīr

wrote an elegy for him.”2 Likewise, al-Nuṣṣ points out that the pair were not

the enemies their poemsmight imply: “And so we see that the enmity between

the two poets was not an entrenched tribal animosity, moreover, many reports

witness the existence of amutual affection between the two.”3 Although it may

be impossible to know the details, the historical evidence does seem to sug-

gest that the duo had a relationship more congenial than what the substance

of their poems might imply. What becomes evident upon an investigation of

the poetry is that Jarīr and al-Farazdaq’s concern with pleasing their audience

sometimes trumped that of defending their tribe, or even of defeating their

opponent. According to Shawqī Ḍayf:

The basic objective of lampoon had developed into a desire to please the

audience, whether the performers were enemies or not. This is what we

mean when we say that lampoon became an occupation or a livelihood:

the poet wanted to use it to surpass his opponent in front of the audi-

ence assembled at Mirbad or at al-Kunāsa. No longer was he concerned

1 Jayyusi, “Umayyad Poetry,” 410.

2 Jayyusi, “Umayyad Poetry,” 410.

3 فطاعتلامايقبدهشتةريثكرابخاةمثو،ةمكحتسمةيلبقةوادعنكتملنيرعاشلانيبةوادعلاناىرنكلذكف”
“نيرعاشلانيبةدوملاو . Al-Nuṣṣ, al-ʿAṣabiyya al-qabaliyya, 479.
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with pleasing his tribe—in fact he may no longer have even been think-

ing about them—except to consider them part of the audience gathered

around him.4

To this Badawi adds:

Many of the satirical poems known as naqāʾiḍ, the slanging matches in

which the Umayyad trio, Jarīr, al-Farazdaq and al-Akhṭal were involved,

were motivated not so much by the poet’s [sic] wish to uphold the honor

of their tribes as by a desire to entertain their patrons and their audience

at assemblies such asMirbad by scoring a point against their rival poets, a

desire which indeed at times far outweighed considerations of tribal alle-

giance.5

That Badawi says Jarīr and al-Farazdaq’s performance was driven by a desire

to entertain, emphasizes the point that they were performing a new, perfor-

mance-oriented lampoon at Mirbad.

A unique feature of Jarīr and al-Farazdaq’s Naqāʾiḍ is the length of their leg-

endary battle, which Jayyusi describes as “the longest dispute in Arabic poetry,”

undertaken by “the two greatest poets in Iraq.”6 She goes on to say, “Their

naqāʾiḍ, numbering at least a hundred, were composed over forty years, and

ended only with al-Farazdaq’s death.”7 This very length, a considerable period

of time even if it was less than the four decades sources report,8 is one of the

distinguishing factors of Jarīr and al-Farazdaq’s poetic relationsihp and it has

led to the accusation that over the course of several decades the Naqāʾiḍ did

not really develop. Jayyusi calls this “(perhaps) the gravest artistic fault of the

naqāʾiḍ,”9 adding, “Characterizationwas an important element of those satires,

but once the original caricatureswere established, they remained static.”10Why

4 ىنعماذهو.موصخلاريغوموصخلانمريهامجلاباجعإىفةبغرلاىلإلوحتءاجهلانمىساسألاضرغلاف”

ةدشتحملاريهامجلادنعهمصخىلعقوفتينأهبديريرعاشلاف،ةنهموأةفرححبصأءاجهلانأنمهلوقنام

ىفاءزجاهرابتعابىلإ،اهيفركفيدعيمللعللب،هتليبقىضرينأهمهلكدعيملو،ةسانكلاىفوأدَبْرِملاىف

“هلوحنمةعمتجملاريهامجلا. Ḍayf, al-Taṭawwur wa-l-tajdīd, 180.

5 Badawi, “From Primary to Secondary Qaṣīdas,” 9.

6 Jayyusi, “Umayyad Poetry,” 410.

7 Jayyusi, “Umayyad Poetry,” 410.

8 See Introduction, footnote 25.

9 Jayyusi, “Umayyad Poetry,” 411.

10 Jayyusi, “Umayyad Poetry,” 411.
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did these poems remain “static,” as Jayyusi says? Assuming that the poems

should develop over time implies a desire on the part of the poets of accom-

plishing a particular task. This is, in fact, very often the way pre-Islamic naqāʾiḍ

contests operated: one poet challenged another form a rival tribe, and the out-

come of the poetic battle had real consequences for the tribe. In Jarīr and

al-Farazdaq’s Naqāʾiḍ, however, there was rarely a substantive outcome. “The

contest remained undecided,” according to Yāqūt.11 Jarīr and al-Farazdaq’s con-

cernwas not, aswe have said, necessarily to defend or even to please their tribe.

We cannot, therefore, expect each individual naqāʾiḍ contest to have reached a

conclusion similar to what we find in pre-Islamic naqāʾiḍ battles. Rather, Jarīr

and al-Farazdaqperformed similar lampoonpoetry again and again, but for dif-

ferent people, for new audiences. Their object was not to come to some kind

of tribally-based conclusion, but rather was to perform lampoons that would

please whoever happened to be their particular audience at the time. “Static-

ness,” therefore, should not be seen as a fault, but rather as a direct result of a

performance-oriented focus.

I propose that Jarīr and al-Farazdaq, rather than engaging in the serious

poetic battles (or sometimes actual battles) that characterized pre-Islamic

lampoon poetry, were focused on the performance itself. And while the con-

ventions of naqāʾiḍ poetry dictated that competing poets work against each

other to win a contest, I argue that Jarīr and al-Farazdaq worked together to

a degree in order to craft the best possible performance. When I say that the

poets “worked together” I do not necessarily mean this strictly speaking. In

other words, Jarīr and al-Farazdaq may not have consciously planned out a

strategy together, but one way to interpret their unresolved contest is that

they consistently made decisions that prolonged it. For example, they almost

always avoided answering their opponent directly; in other words, they would

not respond by defending themselves against their opponent’s lampoon. This

avoids resolving the issue at stake in the poem, and allows the contest to extend

to another series of poems, using the same topics and themes, reworked in

different contexts. This is counter to what we typically find in pre-Islamic

naqāʾiḍ, where one poet will present a certain position important to his clan

or tribe, and the other will counter with a real argument against that posi-

tion. This may go back and forth for several poems, but will eventually be

resolved. This contrasts, then, with Jarīr and al-Farazdaq’s kind of performance,

in which the poets avoid resolving the conflict in favor of crafting their perfor-

mance.

11 Hussein, “The Formative Age,” 516.
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I deliberately draw on Goffman’s concept of “team collusion” to explain Jarīr

and al-Farazdaq’s approach to lampoon performance.12 The conventions of

lampoonpoetry dictated that competingpoetswork against eachother towin a

contest, but Jarīr and al-Farazdaq worked together (rather than strictly against

each other) to craft their poetry, allowing direct challenges—to themselves,

their tribe, their womenfolk—to go unanswered. They did not usually respond

directly to these invective verses, but instead responded with invective of their

own, which allowed the same topics to come up again and again (because the

poets hadnot resolved them), henceprolonging their performances over a span

of decades and in front of multiple audiences. The effect was a performance

that appeared spontaneous and unrehearsed.

By Goffman’s definition “team collusion,” consists of “any collusive commu-

nication which is carefully conveyed in such a way as to cause no threat to the

illusion that is being fostered for the audience.”13 Goffman here is speaking of

actors on a stage and the ways they sometimes communicate to one another

without destroying the illusion of their performance for the audience.14 His

“team collusion” framework helps us understand how Jarīr and al-Farazdaq’s

Naqāʾiḍ may have operated. They may not have worked together explicitly—

“colluded” as Goffman terms it—but by refraining from answering their oppo-

nent directly, and thus resolving the issue at stakewhichwould have concluded

the naqāʾiḍ contest, they left open an opportunity to revisit the same topic at a

future date, thus prolonging the naqāʾiḍ contests on any of a number of topics

the poets took up. To use Goffman’s terminology again, Jarīr and al-Farazdaq

created an “illusion” for their audience which consisted of a performance of

a naqāʾiḍ contest, while at the same time removing the crucial component of

resolving the issue at stake (atypical, as noted above, of pre-Islamic naqāʾiḍ

contests). Their performances may therefore have seemed spontaneous to the

audience (this could happen even if the audience knew they were being pre-

sented an illusion) while consisting of similar material reworked (or not) and

reperformed again and again.

12 For more on this, see Erving Goffman, The Presentation of Self in Everyday Life (Garden

City, NY: Doubleday, 1959).

13 Goffman, The Presentation of Self, 177.

14 This communication can help performers “surreptitiously receive or transmit pertinent

information, requests for assistance, and other matters of a kind relevant to the success-

ful presentation of a performance.” Goffman, The Presentation of Self, 177.
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2 Stock Devices

The following section explores a number of the stock devices of attack Jarīr

and al-Farazdaq used in the Naqāʾiḍ so as to leave the performance unresolved,

which heightened the suspense and kept the audience coming back for more.

In the analyses that follow, I consider only Poems 34 through 113 (the last of

the collection), using somewhere near two-thirds of the corpus, according to

Bevan’s edition. The rationale for this abridgment is, first, that al-Farazdaq does

not even enter the corpus until Poem31 and does not interact directlywith Jarīr

until Poem 34. (The poems before this consist of contests between Jarīr and a

number of other opponents including Ghassān, al-Baʿīth, and the Salīṭ clan.) It

is also worth noting that Ali Hussein has written an article in which he consid-

ers Jarīr and al-Farazdaq’s earlynaqāʾiḍpoemsup throughPoem32, i.e., upuntil

the point al-Farazdaq begins trading lampoons with Jarīr. This “formative age”

of Jarīr and al-Farazdaq’s Naqāʾiḍ is, Hussein says, similar in function to tribally

motivated pre-Islamic naqāʾiḍ: “In the Umayyad era, naqāʾiḍ poetry used to be

composed during quarrels between different tribal groups. During this prelim-

inary stage in the Umayyad period, the naqāʾiḍ was still a continuation of the

traditional naqāʾiḍ poetry known in the pre-Islamic period.”15

2.1 Themes and Composition of the Naqāʾiḍ

Jarīr and al-Farazdaq exhibit differences in theway they structure their individ-

ual poems. Examples of this include the number and type of sections the poets

include in their poems, whether the poets initiate the poetic duel or respond

to it, and the length of the individual poems.

Both Jarīr and al-Farazdaq’s naqāʾiḍpoetry is, with very few exceptions, com-

posed in the style of the classical Arabic qaṣīda, with some modifications.16

Traditionally the qaṣīda includes three sections: the opening nasīb, in which

the abandoned campsite is evoked and the beloved (ḥabīb) recalled, the raḥīl,

or journey, often on camel but not limited to that mode of transportation, and

lastly a section consisting of some combination of praise (madīḥ), boasting

( fakhr), or as often occurs in Jarīr and al-Farazdaq’s poetry, lampoon (hijāʾ).

Jarīr and al-Farazdaq take a certain amount of liberty with this form, adjust-

ing it to suit the needs of the performance, and each seems to have certain

tendencies regarding how closely he follows the classical style. Analysis of the

15 Hussein, “The Formative Age,” 502.

16 Quite a few short, three- to five-line, poems occur in the first quarter of the corpus. There

are thereafter only a small number of short poems, including one one-liner (Poem 80).

These are exceptions to the rule.
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tripartition of the poems casts light on their respective proclivities.17 Jarīr and

al-Farazdaq treat the first two sections of the qaṣīda (the nasīb and raḥīl), with

a degree of flexibility as to whether to include them or not. The raḥīl is often

(although not always) ommitted by both,18 but Jarīr includes the nasīb and the

raḥīl more often than al-Farazdaq.19 He especially favors opening the qaṣīda

with a nasīb section when he is responding to a poem by al-Farazdaq, rather

than initiating a contest. Out of the thirty-six sets of poems we are consid-

ering (seventy-two individual poems), Jarīr includes twenty-three nasīb sec-

tions, representing sixty-four percent of the total,whereas al-Farazdaq includes

only nine nasībs, twenty-five percent of the total. Nasīb use, or lack thereof,

is somewhat of a stylistic choice, and Jarīr and al-Farazdaq’s choices on this

may tell us something about their modus operandi. It appears that Jarīr, by

using the camel section (raḥīl) more frequently, might prefer an “interlude”

in a sense, before getting to the business of lampooning his opponent. Al-

Farazdaq, on the other hand, may want to capture the audience’s attention

from the start by getting right at the heart of his invective poetry against

Jarīr.20 Neither poet blends their naqāʾiḍ poemswith praise (madīḥ) very often.

Only eight poems in the sample contain a madīḥ section, four poems each

for Jarīr and al-Farazdaq, which represents only eleven percent of the total.

The various possible combinations offer different paths the poets might have

used to guide their audience to the hijāʾ section that the Naqāʾiḍ are famous

for.

Jarīr seems to havemost frequently composed naqāʾiḍ poems in response to

al-Farazdaq’s initial attack. “In most cases,” Hussein says, “al-Farazdaq was the

17 For a list of poems sorted by section, see Appendix 2.

18 “Jacobi’s article,” Fakhreddine tells us, “traces the changes that occur in the camel-section

in the early Islamic period and the Umayyad age and detects a gradual loss of its narra-

tive and descriptive qualities.” She continues, “A ‘new ode’ was coming into existence, one

that consists mainly of the nasīb and the madīḥ sections. The raḥīl section is reduced to

a motif introducing the praise section.” Fakhreddine, Metapoesis in the Arabic Tradition,

135. In frequently omitting this section, therefore, Jarīr and al-Farazdaq seem to have been

in keeping with their times.

19 Although Jarīr was known for composing biting lampoons, he was also famous for his love

poetry: “Jarīr is the poet remembered for having composed both the sweetest line of love

poetry (aghzal bayt) and the most mordant line of invective (ahjá bayt).” Fakhreddine,

Metapoesis in the Arabic Tradition, 196.

20 Aside from any consideration of stylistic choice, the poets may have felt constrained at

least on some occasions to include a nasīb section: “It must not be forgotten that in many

cases the forces of tradition are more relevant that [sic] any poetic or rhetorical justifica-

tions: poets opened their formal qaṣīdas with nasīb because that was theway to do it.” Van

Gelder, The Bad and the Ugly, 105.
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onewho started composinghisnaqīḍa and Jarīrwas the onewho composed the

counter-poem to refute his opponent.”21 This is perhaps in keepingwith the fact

that Jarīr seems to have always been prepared to lampoon his opponent on one

of his commonly used themes.

The length of the individual poems within dyads is disparate. In half of the

pairs of poems I analyzed (fifty percent, or eighteen out of thirty-six dyads),

one poem of the two is at least one-hundred and fifty percent longer than the

other. This disparity is occasionally caused by one poet’s use of a nasīb or raḥīl

section, or both, while the other leaves these sections out. Sometimes, how-

ever, the poem containing the nasīb is actually shorter than the poem that

omits it. Jarīr’s nasīb-inclusive poems sometimes fall under this category. Per-

haps most important, however, is the possibility that these poems were not

composed all at once, but were produced over a period of time, performed

and re-performed, with verses added in between various iterations. Hussein,

speaking of one particular dyad (Poems 39 and 40), suggests this as a possible

modus operandi Jarīr and al-Farazdaq employed to compose their poems. He

says:

Al-Farazdaq composes the first part of his poem in advance, then recites

it, apparently in al-Mirbad. Jarīr comes to al-Mirbad and listens to al-

Farazdaq’s recitation. He then takes some time to compose a counter-

naqīḍa in which he refutes the themes and motifs that he was able to

remember of his opponent’s naqīḍa. Some time later, he recites his own

poem in al-Mirbad … After al-Farazdaq listens to Jarīr presenting his

counter-naqīḍa, he adds more verses to his poem, referring to his rival’s

counter-poem.22

This seems to suggest that these poems were a work in progress, that Jarīr and

al-Farazdaq worked “together,” that is, worked off each other in a kind of indi-

rect cooperation to perform their poems.

Two themes that appear with great frequency throughout the Naqāʾiḍ are

the supposed sexual exploits of al-Farazdaq’s sister, Jiʿthin, and al-Farazdaq’s

alleged blacksmith heritage. Both are cases of Jarīr lampooning al-Farazdaq.

However, sources seem to contradict the substance of both of these accusa-

tions, as Jayyusi explains:

21 Hussein, “The Rise and Decline,” 311. In this article Hussein gives a detailed breakdown of

who initiated the dispute in each of Jarīr and al-Farazdaq’s dyads.

22 Hussein, “The Rise and Decline,” 323.
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Very often they [Umayyad satirists] exploited a rumour, or a slight inci-

dent related about their antagonist and his tribe, and enlarged it to gro-

tesque dimensions, giving it a lewd, or at least a degrading, interpretation.

Thus the fact that al-Farazdaq’s grandfather had had slaves who worked

as blacksmiths was used by Jarīr as an excuse to call al-Farazdaq’s noble

family “a family of blacksmiths”, a lowcaste inArabia. Jiʿthin, al-Farazdaq’s

sister, known for good character, was the victim of another incident. Al-

Farazdaq had accosted a girl fromanother tribe, which retaliated by send-

ing one of its men, who surprised Jiʿthin and touched her shoulder insult-

ingly. Jarīr spent his life describing, in one poem after another, Jiʿthin’s

sensual orgies.23

In Poems 34 through 113, over half of Jarīr’s poems24 involve the theme of

Jiʿthin’s sexual encounters, and seventy-five percent constitute lampoons on

al-Farazdaq for being from a clan of blacksmiths. This gives an idea of how

frequently certain themes recur throughout the corpus.One result of this repet-

itiveness was that these particular issues were not resolved, but were rather

delayed for future lampoon battles.We can think of these issues as stock tropes

the poets could deploy at any given time, thereby allowing them to easily

launch an attack or mount a defense. The effect of this was to extend their per-

formances over a long period of time.

2.2 Counter-Example: Poems 77 through 80

In order to understand the degree to which Jarīr and al-Farazdaq “colluded”

(using Goffman’s term loosely) in the Naqāʾiḍ by employing oft-used themes

and avoiding linear development, it is instructive to cite one example of the

very few instances within the corpus in which the poets address and respond

to a specific topic in a manner typical of pre-Islamic naqāʾiḍ poetry, and note

how rare such a pattern is for Jarīr and al-Farazdaq. In their thematic orien-

tation the dyads 77/78 and 79/80 very closely resemble what we have labeled

as typical of pre-Islamic lampoon types. Though these four poems do not pre-

cisely mirror what is most commonly found in pre-Islamic poetry, in that they

do not initiate a challenge that is answered directly, they do focus on a specific

topic that each poet addresses this one time only, and then never returns to

throughout the Naqāʾiḍ.

The twodyads are short, and revolve aroundZīq, father of al-Farazdaq’swife,

Ḥadrāʾ, a Christian. Poem 77, by Jarīr, and its response, al-Farazdaq’s Poem 78,

23 Jayyusi, “Umayyad Poetry,” 411.

24 Fifty-six percent.
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are the longer at nineteen lines each. Jarīr’s Poem 79 is only five lines long, and

the final poem in the series (no. 80 by al-Farazdaq) consists of only a single

line. Jarīr opens the dyad in Poem 77 with a lampoon attacking al-Farazdaq

together with Zīq and his family. In Poem 78 al-Farazdaq counters by compar-

ing the brides of his clan to those of Jarīr’s, specifically mentioning his bride,

Ḥadrāʾ’s, distinguished lineage.

Poem 79, by Jarīr, is only five lines long:

1 O Zīq, you married your daughter to a blacksmith with a black ass,

Woe to you, Zīq, for marrying her to him, Zīq!

2 Woe to you, Zīq; it was an unfair act, a cheat,25

Did the Shaybān youths reject her or was she unmarriageable?26

3 Al-Muthannā was not there; he did not witness your secret,

Nor was Ḥawfazān, nor did Mafrūq witness you.

4 Where are those who sent Nuʿmān to the outskirts,

Or where are the comely sons of Shaybān?

5 Many a one said after her marriage:

“Her kin were not satisfied, nor was the blacksmith’s son beloved.”

ٌمَمَحِهِتسْٱبًانْيَقتَحْكَْنأَقُيِزاي1

قُيِزايتَحْكَْنأَنَْمكََحيَْوقُيِزاي

ًانَبَغًةَوفَْهتَْناككََحيَْوقُيِزاي2

قُوسُّلاكَِبتَْرابمْأََنابْيشَُنايْتِف

ّنَثُملابَاغ3 ّيِجنَدَْهْشَيمَْلفىَ امكَُ

قُورفَْمَكدَْهْشَيمَْلوُنازَفْوَحلاو

ًةَيحِاضَنامْعُناولَزْنأَىَلأُلانَْيأ4َ

ءانْبأَنَْيأَمْأَ
ُ
قُينارَغلاَنابْيشَ

اهِبِءانِبلاَدْعَبٍةَلِئاقبَُّراي5

27قُوشْعَمِنْيَقلانُْبٱالوضٍارُرهِّْصلاال

25 I.e., the marriage of Zīq’s daughter to al-Farazdaq.

26 The word am in this line suggests an elided question particle a. I have supplied the verb

“reject her” to fill the lacuna.

27 Bevan, The Naḳāʾiḍ, 2:818.
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In this poem Jarīr again mocks Zīq for marrying his daughter to a blacksmith.

The poet focuses on his unworthiness as a suitor and his utterly low class, so

low that Jarīr questions whether Zīq could not find any other suitable suitors:

“Was she unmarriageable?” He also makes a point of listing the noble people

who did not attend the wedding (lines 3 and 4) to emphasize the secrecy with

which Zīq was going about marrying her daughter to this supposedly low-class

blacksmith. The last line sums up Jarīr’s argument about this marriage, imply-

ing that it was a last resort by saying that Zīq’s clan was not happy about it (lā

l-ṣihru rāḍin) nor was al-Farazdaq accepted into the family (wa-lā bnu l-qayni

maʿshūqu). To this al-Farazdaq responds28—in one line (the entirety of Poem

80)—the following:

1 If you get tired of carrying your nose,

Mount your donkey, and ask Zīq for a daughter to marry!

ُهُلِمْحَمَكايعْأَدَْقكَُفْنأََناكنْإ1ِ

ّمُثكََناتأَبْكَرْاف 29قِيِزىَلإِبُْطخْٱَ

The theme of Zīq is not seriously taken up by Jarīr and al-Farazdaq other than

in these two brief dyads. This is in contrast to their approach to other familiar

topics such as Jiʿthin’s sexual practices, al-Farazdaq’s blacksmith heritage, and

other topics the poets perform off of each other again and again. The name

Zīq occurs seventeen times within poems 77, 78, 79, and 80. Outside of this

it is found twice in Poem 82, once in Poem 92, and nowhere else throughout

the entire corpus. Compare this with the name Jiʿthin, which occurs fifty-six

times all throughout theNaqāʾiḍ. This rare example of an issue-driven lampoon

illustrates what happenswhen Jarīr and al-Farazdaq respond to the topics their

opponent raises.30When this occurs, the poetry focusesmore ononeparticular

issue and less on an extended performance, similar to how pre-Islamic naqāʾiḍ

often operated. The result is that the contest ends quickly (ends at all!) and

brings resolution that is rare in Jarīr and al-Farazdaq’s lampoon poetry.

28 Following a slightly different version of Poem 79 found in Kitāb al-Aghānī, al-Farazdaq is

said not to have responded. Al-Iṣfahānī, Kitāb al-Aghānī, 8:63.

29 Bevan, The Naḳāʾiḍ, 2:819.

30 The only other instances of this I find in Poems 34 through 113 are Poems 83 and 84.
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2.3 Attack and Rebuttal: Poems 71 and 72

Poems 71 and 72 are situated slightly past the midpoint of the corpus (of one

hundred and thirteen poems in total), according to Bevan’s edition. Bevan fol-

lows Abū ʿUbayda’s chronological arrangement insofar as it was possible to do

so practicably. However, his caveat must be taken into consideration:

When the variousmanuscript copies of awork differ only in slight details,

it is sometimes possible, bymeans of comparison, to reconstruct the orig-

inal. But when the manuscripts differ as widely as they do in the present

case any such attempt is out of the question.31

He adds, “As the order of the Poems differs so widely in the three mss, it is

manifestly illegitimate to assume that any onems gives us the order which was

adopted by Abū ʿUbayda himself.”32 Bevan does, however, state that “the first

30 Poems in O [a manuscript from the Bodleian Library] seem to belong to the

earlier half of the life of Jarīr.”33

In contrast to Poems 77 through 80, the dyad 71/72 is illustrative of what I

have termed the “collusion” that Jarīr and al-Farazdaq practice throughout the

corpus by frequently avoiding a direct response to an opponent’s challenge.

This is not to say that the poems are absolutely dissimilar; the poets do respond

to each other thematically in a general way. For example, when al-Farazdaq

attacks the women of Jarīr’s tribe, the latter answers with lampoons on al-

Farazdaq’s sister, Jiʿthin,34 and nearly all of the topics that Jarīr and al-Farazdaq

raise in Poems 71 and 72 are presented in other poems throughout the Naqāʾiḍ.

Two prominent themes of this dyad are the sexual practices of al-Farazdaq’s

sister, Jiʿthin, and al-Farazdaq’s allegedblacksmithheritage.The following anal-

31 Bevan, The Naḳāʾiḍ, 1:xiv.

32 Bevan, The Naḳāʾiḍ, 1:xvi.

33 Bevan, The Naḳāʾiḍ, 1:xvii. This statement aligns with my choice of omitting roughly the

first third of the corpus from consideration in my statistics, as these poems were com-

posed before Jarīr and al-Farazdaq had established a (poetic) relationship.

34 Hussein has noted the poets’ tendency to answer each other thematically, if somewhat

sporadically. Speaking of Poems 39 and 40 he says, “al-Farazdaq also does not treat the

motifs and themes in Jarīr’s naqīḍa according to their original order (but rather treats

them arbitrarily to some extent).” Hussein, “The Rise and Decline,” 323. He posits a pos-

sible reason for this. “Although there is no definite answer,” he admits, “this may be

related in some degree to the way the two naqīḍas were transmitted and perhaps even

composed.” He then suggests that the poets may have received their opponents’ poems

orally, and therefore had to rely on memory to compose their own poems. This, in turn,

could have led to their rearranging the order of the themes and motifs in the response

poem.
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ysis explores the major topics Jarīr and al-Farazdaq take up in these poems,

and sheds light on the overall structure and function of the poems: how one

responds to the other, how (well) the poems relate to one another, and theways

in which the poems are left open-ended or unresolved to a certain extent in

order to avoid resolution.

This dyad is typical of a great deal of Jarīr and al-Farazdaq’s production in a

number of ways, although it is slightly shorter than average.35 Both poems con-

tain alternating hijāʾ and fakhr sections, and Jarīr’s features a nasīb-like section

as well, though al-Farazdaq’s does not. The dyad falls within the parameters of

whatwemight consider stylistically “typical” of the duo.Al-Farazdaqbegins the

openingpoem,number 71, by launching straight away into a three-linehijāʾpas-

sage against Jarīr, whom he refers to by the name of his tribe, the Banū Kulayb.

He follows this immediately with sixteen lines of fakhr about his own ances-

tors. The poem endswith another hijāʾ segment comprising two topics: the first

directed against the Banū Kulayb women (lines 20–30), and the second with a

return to lampoons against Jarīr himself (lines 31–35). Al-Farazdaq begins the

poem by saying,

1 I swear by the Lord of Mecca and by the Mosque,

And by the necks of the adorned36 sacrifices,

2 That I have adorned the Banū Kulayb coward

With adornments on the sides of the neck that will last forever!

3 Adornments not of gold, but

Flesh-burning branding irons from Hell.

4 Imagine ʿAṭiyya37 meeting

Colossal camels, their huge heads reaching the skies.

5 Proud beasts of the Banū Sufyān,

Untamed camels long of throat.

6 Imagine their necks, they are proud necks,

Soaring over the necks of your people.

35 The average length of poems 34 through 113 is forty-three lines. Poem 71 is thirty-five lines

long, and Poem 72 consists of thirty-six lines.

36 The Arabic root verb for this word is qallada, the meaning of which Lane explains as fol-

lows: “He hung upon the neck of the camel or cowor bull brought as an offering toMekkeh

for sacrifice something to show that it was such an offering.” Lane, Arabic-English Lexicon,

s.v. “qallada.” Since no such equivalent exists in English I use “adorn” and its derivatives to

indicate qallada used in this sense.

37 I.e., Jarīr’s father.
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ّكَمبَِّرِبتُفَْلَح1 ىَّلصَُملاوَةَ

تِادَّلَقُمىِِّدَهلاقِانعْأَو

بٍْيَلُكىنَبفَْلجِتُْدَّلَقدَْقَل2

تِايِقابفِِلاوسَّلاىفَدِئالَق

نْكِـلوبٍَهَذنِْمسَْيَلَدِئالَق3

ّنَهجَنِْمَمِساوَم تِاجضِْنُمَمَ

ّيِطَعىَرَتفَْيكَف4 ىَقْلَيَنيحَةَ

تِايسِارُقنَُّهُماهًاماظِع

ًاديصَِنايفْسُىنَبنِْمًامورُق5

تِابَعصُْمقِشِاقشَّلاتِالاوطُ

ٌديصِنَُّهونَُّهَقانعْأَىَرَت6

38تِايِماسكَِمْوَققِانعْأَىَلَع

Having skipped the nasīb section, al-Farazdaq opens by swearing to the Lord of

Mecca and describing the animal sacrifices that are brought to that holy place.

He then segues into the second verse, inwhich he places awreath around Jarīr’s

neck. The verb in both verses, used of adorning the sacrificial animals and plac-

ing thewreath, is the same (qallada) and is usually usedof people in the context

of conferring on them an office or investing themwith authority to rule. Line 3,

however, clarifies that the adornments al-Farazdaq is hanging about Jarīr’s neck

do not symbolize the investiture of power but are rather irons used to burn

brands into animals. This in turn hints that themeaning of qallada used in line

two has more to do with its line-onemeaning, i.e., of adorning the necks of the

sacrifices, which swiftly turns the imagery from one of honoring Jarīr, i.e., what

we would expect this verb to mean when used with a person, to one degrading

him to the status of a sacrificial animal.

Al-Farazdaq continues the animal imagery in lines four and five when he

likens his people, the Banū Sufyān, to majestic camels, whose necks proudly

tower over those of Jarīr’s people. This imagery reinforces al-Farazdaq’s explicit

reference to Jarīr in line two as a coward ( jilf ). That al-Farazdaq begins with

an (Islamic) oath only adds to the compelling nature of this opening section:

the audience wants to know why he is swearing. They find out it is a prelude

38 Bevan, The Naḳāʾiḍ, 2:768–769.
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to the lampooning of Jarīr’s clan. They might have expected Jarīr to return a

similar oath at the beginning of his response, but if they did, they were to be

disappointed, since Jarīr simply responds with a lampoon of al-Farazdaq in

Poem 72. The oath in the first line is significant if only because Jarīr accuses

al-Farazdaq of Christian affinities at various points throughout the corpus. It is

as if al-Farazdaq were here preempting any such attack on the perception he

gives the audience of his religious devotion. Jarīr, however, does not bring this

topic up in his response, but instead characteristically uses stock devices of his

own against his opponent.

Lines 20 through 30 consist of a parody on the women of Jarīr’s clan, the

Banū Kulayb:

20 You became so nervous that you lampooned the Banū Numayr,

And you left your mother’s ass open to the archers.

21 Observe me and your mother when I shoot

At her ass crack with piercing arrows!

22 The women of Banū Kulayb spend the evening

On their haunches, at the mouths of their wine skins.

ٍرْيَمُنىنَبِءاجهِىَلإِتَعِْزَج20

ّلَخو ّرلِلكَِّمأُتَسْٱتَْيَ تِامُ

ّمأُوىنْرِصْبأَف21 ىمِرْأََنيحكََ

تِارِقاّنلاباهِناجع39ِقَشََّم

بٍْيَلُكىنَبِلٌةَوسِْنىِسْمُتو22

ّقِزأَلاِهاوْفأَِب 40تِايِعقُْمِةَ

In these lines al-Farazdaq dramatizes his superior lampooning skills: Jarīr, he

says, had made the mistake of lampooning the Banū Numayr, and because of

this now has to face lampoons from al-Farazdaq. By introducing the act of lam-

pooning as a topic of his lampoon, al-Farazdaq is deliberately drawing attention

to the performative aspect of the poetry. He reinforces this point with the vivid

39 I am translating this word as if it were vowelledmashaqqa rather thanmashshaqa, which

is the vowelling contained in a manuscript stored at the British Library, one of several

manuscripts Bevan consulted in making his edition. See ms Or. 3758, Sharḥ naqāʾiḍ Jarīr

wa-l-Farazdaq, British Library, twelfth century, folio 108r.

40 Bevan, The Naḳāʾiḍ, 2:772–773.
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imagery of his taking aim at Jarīr’s mother’s wide-open legs, which we can read

as a metaphor for his poetic skill: He, as a poet, is taking aim at the poet, Jarīr,

treating Jarīr’smother asproxy for his opponent,whomJarīr has left open (khal-

layta) to al-Farazdaq’s skillful barbs.When al-Farazdaq says thewomenof Banū

Kulayb spend the evening “sitting on their haunches,” muqʿiyāt, it can be read

as a play on the name of Jarīr’s clan, because as the sharḥ explains, muqʿiyāt

means “sitting on their buttocks as a dog squats,”41 which is appropriate here

because Jarīr’s clan are the Banū Kulayb, the “little dog” clan. Three lines later

al-Farazdaq becomes more sexually explicit in his lampoon of the women of

Jarīr’s clan. He says:

25 They sell their pussies for any price,

As if they were selling at the market: Take what you want, and give me

the price!

26 Imagine their clitorises, when they are forced to kneel,

Prostrate on the ground.

سٍْلَفلُِّكِبنَُّهجَورُفنَْعِبَي25

تِاهوىّنِمذُْخقِوسُّلاعِْيَبكَ

تَْخينأُاذإِنَُّهَروظُبلُاخت26َ

ّوَخمُنَِّهِتابَكُرىَلَع 42تِايِ

Al-Farazdaq’s lampoon reaches a sexual climax (so to speak) in these lines,

with a two-pronged attack on the women of Jarīr’s clan. First, he accentuates

their looseness (they “sell their pussies”), and then he emphasizes howundesir-

able these women are by describing their genitalia in terms not usually used of

women, but of animals. He says their clitorises are made to kneel (unīkhat), a

verb typically used of camels. He goes on to describe the women “prostrate”

(mukhawwiyāt).43 The image here is a snapshot of the Kulayb women from

behind: They are kneeling in a subservient, sexual position, and al-Farazdaq

directs his audience to “imagine their clitorises” (takhālu buẓūrahunna)—a

pornographic scene! By describing the Kulayb women’s promiscuity, al-Faraz-

daq is crafting a humorous performance. This type of misogynistic sexual

41 “بُْلَكلاىِعقُْيامكهتساىلعدِعاقلاىِعقُْملاولاق” . Bevan, The Naḳāʾiḍ, 2:773.

42 Bevan, The Naḳāʾiḍ, 2:773.

43 Lane defines this verb as follows: “Hemade his belly to be separated by some interval from

the ground, in lying upon his breast.”Arabic-English Lexicon, by Lane, s.v. “khawā.”
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poetry is known as mujūn, and has been described as “the art of referring to

themost indecent things, speaking about them in such a lighthearted way that

one approaches them with a sort of loose humour.”44 This is a good example

of the phenomenon: the very lightheartedness and humor that Jarīr and al-

Farazdaq employed in the Naqāʾiḍ enabled them to address otherwise taboo

topics. Jarīr and al-Farazdaq deploymisogynistic lampoon as a tool to bring the

already scathing tone of naqāʾiḍ poetry to a new level that shocks the audience

while it entertains them. There is something in the taboo topic of sex itself that

becomes a comedic element in their poetry.

In the last five lines of Poem71, al-Farazdaq turns to a direct lampoonof Jarīr,

first satirizing his clan, and afterwards asserting his own poetic supremacy:

31 Why don’t you consider Banū Kulayb,

When you are seeking out others for their memorable acts?

32 And your boasting, Jarīr—you being a slave

To someone other than your father—is one of the greatest sins.

33 You will suffer in vain, Jarīr!

The poems have gone to the rāwīs.

34 How can you bring back the ones45 that are in ʿUmān,

And the ones already well known in the mountains of Egypt?

35 I beat you, with eye-gouging verses, captivating verses,

Verses of binding, and with striking swords.46

بٍْيَلُكىنَبدُُّعَتالكََلامف31

تِارُثأَْملابمُْهَرْيَغ47بَُدْنَتو

ٌدْبَعتَْنأَوُريرَجايَكُرْخَفو32

تِارَكْنُملاىدْحإِكَيبأَِرْيَغِل

44 Abdelwahab Bouhdiba, Sexuality in Islam, trans. Alan Sheridan (London: Saqi Books,

1998), 127.

45 I.e., the poems.

46 For themeaning of khāfiqāt in this sense, see Lane, Arabic-English Lexicon, s.v. “khafq.” He

states: “ قٌفْخَ signifies The striking, or slapping, (jk, Ṣ, Ḳ,) a thing … He struck him slightly,

[or as to make a slight sound,] with a sword.”

47 I have copied Bevan’s edition in using the subjunctive mood (tanduba), although gram-

matically, the indicativemood (tandubu) makesmore sense. In Bevan’s notes for this line,

he shows that the L manuscript (from the British Museum Library, now in the British

Library) uses the indicative.
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ّنَعَت33 ٍءىَْشِرْيَغِلُريرَجايىَ

ّرلِلُدِئاصَقلابََهَذدَْقو تِاوُ

ّدُرَتفَْيكَف34 اهنِْمَنامُعِبامُ

ّهَشُمَرْصِملِابِجبِامو تِارَ

ىِّنَعُملاوئِِقَّفُملابكَُتْبَلَغ35

48تِاقِفاخلاوىِبَتْحُملاتِْيَبو

Al-Farazdaq’s lampoon in this poem focuses more on the process of perfor-

mance than on its content. In line 33 al-Farazdaq says that the poemshave gone

to the rāwīs, i.e., the “reciter[s] and transmitter[s] of poetry,”49 and in the last

line he claims that he has beaten Jarīr with captivating, eye-gouging verses. So,

in these lines al-Farazdaq actually announces that he is the superior poet, a fact

he had shown earlier with his poetic skill by lampooning Jarīr by proxy through

the women of his clan, including his mother. This announcement draws atten-

tion to the performance itself, and seems to value the act of performance above

all.

The sort of invective contained within these lines is what the Naqāʾiḍ is par-

ticularly known for, and although itmay sound crass and distasteful to our ears,

it must not have to Jarīr and al-Farazdaq’s contemporaries. Bouhdiba puts this

kind of hyperbolic lampoon in cultural context with a description of some par-

ticularly coursemujūnmaterial written by high-status Islamic officials. He says,

“The western or westernized reader is often shocked by somany obscenities so

apparently unworthy of a respectable faqih and a grave minister.”50 Since it is

presented in the context of comedy, though, it is acceptable. Jayyusi person-

ally thinks this type of lampoon “lacks humour, but,” she says, “it must have

been well received by Umayyad audiences.”51 Whether or not the audience

found it humorous, theymust have found it compelling, as Jarīr andal-Farazdaq

returned to it again and again throughout their performances.

The structure of Jarīr’s Poem 72 differs noticeably from that of al-Farazdaq’s

Poem 71, in that it opens with a short nasīb-like section, in which the poet’s

wife, Umāma, features as the beloved (lines 1–10). It then transitions abruptly

to nine lines of hijāʾ lampooning al-Farazdaq for his supposed blacksmith her-

48 Bevan, The Naḳāʾiḍ, 2:774.

49 Jacobi, “Rāwī.”

50 Bouhdiba, Sexuality in Islam, 129.

51 Jayyusi, “Umayyad Poetry,” 412.
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itage and his tribe’s betrayal of Zubayr. At this point in the poem, Jarīr inserts

three lines of fakhr. Although there is no transition from one section to the

other, Jarīr does connect the two passages with the name of his clan, Yarbūʿ,

which after referencing in line 18, he boasts about in these three lines (19–21)

for their bravery in battle. Line 22 to the end of the poem returns to Jarīr’s lam-

pooning of al-Farazdaq on various themes, most prominently that of his sister

Jiʿthin’s rape.

Jarīr’snasībesqueopening of Poem72 is not fully conventional since itmakes

no mention of an abandoned site, and since the beloved is not a lost love but

is instead his wife. In line 9, Jarīr seems to acknowledge—in a small way—

al-Farazdaq by mentioning two of the names (al-Aqāriʿ and al-Ḥutāt) that al-

Farazdaqhad included inhis list of ancestors at the beginning of Poem71.52The

allusion ties the two poems together while still leaving the issues unresolved.

The names come in the same position (line 9) in both poems.

9 When the doves, the doves of Najd,53 were moved with grief,

They announced the death of the neighbor of al-Aqāriʿ54 and al-Ḥutāt.

10 When the night stirred up a sad echo,

They wept mournfully over him until they died.

َحلابَِرطَاذإ9ِ ٍدْجنَُمامَحُمام

تِاتُحلاوعِِراقأَلاَراجىَعَن

ّللااماذإ10ِ ًانيزَحىًدصَجَاهلُْيَ

55تِامَملاىَلإِِهْيَلَعًاعَزَجىَكَب

In the following eight lines Jarīr launches into one of his most commonly used

lampoons of al-Farazdaq, that of the latter’s being a blacksmith. During this

section Jarīr also levels the charge of cowardice against al-Farazdaq (line 18),

and goes on to showcase his own and his clan’s superiority in battle:

11 Does Laylā’s blacksmith boast of the black man,

And of the patched bellows and the anvil?

52 Line 9 of al-Farazdaq’s poem says: ّنإِو” “تِاتُحلاوعِِراقأَلاَميثارَجً|ادوعصَىنودٌدجِاوكََ (“Youwill

find inme an obstacle, | whichwould have been nothing ( jarāthīm, lit., “dust”) to al-Aqāriʿ

and al-Ḥutāt”). Bevan, The Naḳāʾiḍ, 2:770.

53 Jarīr was born in Najd.

54 I.e., Zubayr. See Bevan, The Naḳāʾiḍ, 2:775.

55 Bevan, The Naḳāʾiḍ, 2:775–776.
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12 And your mother, Qufayra,56 raised you

In a camp of vileness among rotting plants.

13 You deceived Zubayr and betrayed him;

Ṭuhayya should not hope for steadfastness!57

14 He who is fierce did not fear me;

What of my fierceness should Ṭuhayya hope for?

15 When the noble members of the tribe witness my deeds, they provide

for me;

If I request something of them, they keep to my bidding.

16 It happened that the Banū Qufayra came to me

With a blacksmith addicted to the striking of anvils.

17 I left the blacksmith more obedient than a tractable eunuch:

Compliant in his nose ring.

18 Is it from the two blacksmiths and cowardly women,

You hope for high eloquence for Yarbūʿ?

ّمَحُملابُرخَفَْيأ11َ ىَلْيَلُنْيَقمَِ

ّقَرُملاِريكِـلابو 58تِالَعلاوعَِ

ّمأُو12 ّبَرُةَرْيَفُقُمُكُ مُْكْتَبَ

ّللاِرادِب ّنلانَِمِدىفمِْؤُ تِابَ

ّزلابْمُترَْدَغ13 ُهومُتْنخُوِرْيَبُ

ّيَهطُوجْرَتامف تِابَثنِْمُةَ

ىّنِمفُاخيَِةاذشَّلاوذكَُيمَْلو14

ّيَهطُوجْرَتامف ىتاذشَنِْمُةَ

ىنْوَفكَاودِهَشنْإِىَِّحلاُمارِك15

ىتاصَواوظِفحَمُْهُتْيصََّونْإِو

ىنْوَتأَذْإَِةَرْيَفُقونَبَناحو16

تِالَعلاَعْرَقنٍِمدُْمٍنْيَقِب

56 Qufayra was al-Farazdaq’s great-grandmother.

57 Zubayr had sought protection fromal-Farazdaq’s tribe, but they betrayed him, and he sub-

sequently died. See Bevan,The Naḳāʾiḍ, 1:80. Jarīr says that Ṭuhayya, therefore, “should not

hope for steadfastness,” i.e., he should not harbor any hopes that al-Farazdaq (or his tribe)

will be reliable.

58 I am reading ةالع here for تالع .
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ىٍِّصخَنِْمَعَوطْأََنْيَقلاتُكَْرَت17

تِاؤُمِهِتَمازخِىفلٍولَذ

ّنلاوِنْيَنْيَقلابأ18َ وجْرَتتِابخََ

59تِاخِذابقَشِاقشَعٍوبْرَيِل

Line 11 starts with Jarīr asking whether Laylā’s blacksmith, i.e., her lover and al-

Farazdaq’s grandfather, boasts of the black man, i.e., in his son, al-Farazdaq’s

father.60 He continues the theme of dirtiness and filth in the following line,

saying that al-Farazdaq was raised “among rotting plants” ( fī dimani l-nabāti).

He then mentions Zubayr, a point of probable embarrassment to al-Farazdaq

and his tribe, since the tribe was known for having betrayed him.61 In line 14

Jarīr contrasts al-Farazdaq’s (tribe’s) treachery with his own, and by implica-

tion also his tribe’s, reliability. Ṭuhayya, who, Jarīr warned, “should not hope for

steadfastness” fromal-Farazdaq, neednot concernhimself with fierceness from

Jarīr. In the last three lines of the passage Jarīr returns to blacksmith insults,

comparing al-Farazdaq in line 17 to a eunuch submissive in a nose ring, which

presents the audience with imagery of Jarīr leading al-Farazdaq around like a

camel.

Following another brief section of boasting, Jarīr begins his oft-repeated

theme of al-Farazdaq’s sister Jiʿthin’s sexual exploits, starting in line 25:

25 You forgot about Jiʿthin’s payment62 and you curled up.63

Woe to you for boasting about it!64

59 Bevan, The Naḳāʾiḍ, 2:776–777.

60 It is also possible to interpret qayn Laylā to refer to Layla’s son, i.e., al-Farazdaq’s father. In

this case it would be the father boasting of al-Farazdaq himself. Either reading has a sim-

ilarly invective effect against al-Farazdaq’s family, and their allegedly scandalous history.

“Black” (muḥammam) refers both to al-Farazdaq’s family’s dirtiness from their blacksmith

occupation, and also to the blackness of their skin they supposedly inherited from the

slave that Laylā took as a lover.

61 Abū ʿUbaydamentions ّزلابمكِردَْغَموي” “رْيَبُ (“the day of your [i.e., al-Farazdaq and his tribe’s]

betrayal of al-Zubayr”). Bevan, The Naḳāʾiḍ, 1:179.

62 Lane defines the word “payment” (ʿuqr) as “What is given to a female slave who has been

ravished, like a dowry in the like case to a free woman.” Lane, Arabic-English Lexicon, s.v.

“ʿuqr.”

63 Al-Farazdaq and his tribe “curled up” (iḥtabaytum) rather than demanding payment from

Jiʿthin’s ravishers.

64 I.e., about curling up and doing nothing.
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26 Her knees bled from repeated genuflection:

She was bending over, though not praying.

27 She spent the night getting her two lips penetrated,

In the manner of the Turks playing ball.65

28 The Minqarī put it in her, so she settled down

On his penis66 as the night became dark.

29 She cries out to Ghālib and the Banū ʿIqāl.

“You disgraced your people in the assemblies!”67

30 We found the Banū ʿIqāl women

Humiliated, targets for archers.

31 Captivating women,68 they are viler than asses,

More shameless than idolatrous women,

32 More shameless than an ʿIqāl woman whose uncovered parts are

black;69

She70 deals with anyone who draws near: Take her and give me some-

thing in return!

33 Though you claw at it with your nails of evil,

Nevertheless, my rock-solid honor71 refuses to soften for you.

34 Isn’t al-Zibriqān72 the ass most deserving of being shot,

When he is exposed to the archers?

65 Van Gelder (Sexual Violence, 183) has translated lines 26 and 27 as follows:

The places where her knees had been were bloody

from her kneeling—but not in ritual prayer.

All night her labia were being battered

—it was like Turks playing with a ball.

66 “ ّمأُ افَقلاُ ,” Bevan suggests, “[is] perhaps equivalent to افَقلاُةَكوبْحمَ ” (Bevan,TheNaḳāʾiḍ, 3:527),

which he notes is an “epith. of the penis” (3:323).

67 “You disgraced” here is second person feminine singular, and is addressed to Jiʿthin. After

calling upon her father and ancestors in the first half of the line, they respond by accusing

her of disgracing them.

68 Ghāniyameans “a beautiful youngwoman.”Thewordhas several other connotations, both

related to beauty and having to do withmarital status. Themost salient definition for this

context is, a young woman “such as is sought, or desired, by men,” or “such as pleases men,

and is pleased by [youths].” Lane, Arabic-English Lexicon, s.v. “ghānin.”

69 Mujarradun means “those parts of the body which are not covered.” Bevan, The Naḳāʾiḍ,

3:308.

70 I.e., the ʿIqāl woman mentioned in the first hemistich of the line.

71 Al-Ṣafā is used metaphorically here: ّشللًالَثَمهَبَرَضامّنإِوةرخْصَّلاةافصّلاو” “فَرَ (“al-Ṣafā

means ‘rock,’ and is given as an example of honor”). Bevan, The Naḳāʾiḍ, 2:778.

72 A relative of al-Farazdaq’s.
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ْمُتْيَبَتحْٱوَنِثْعجَِرقُْعْمُتيسَن25

تِابُحلابَكِرخَْفِلًاّبَتالأَ

اهيَْتَبكُْرعُِـقاوَمتَْيِمَددَْقو26

ّتلانَِم تِالصَّلانَِمسَْيَلكِارْبَ

ّللاتُيبَت27 اهاتَكسْإِقَُلسُْتلَْيَ

ّتلابِأَْدَك تِارُكـلاببَُعْلَتكِْرُ

ّرَقفاهِبىُِّرَقْنِملاطَّحَو28 تَْ

ّمأُىَلَع ّللاوافَقلاِ تِاعلُْيَ

لٍاقِعىنَبوًابِلاغىِدانُت29

ّنلاىفكَِمْوَقتِْيَزخْأَدَْقَل تِادُ

لٍاقِعىنَبِلًةَوسِْناندَْجَو30

ّذلاِرادِب ّرلاضَارغْأَلُِّ تِامُ

ٍريمَحنِْمثَُبخْأَنَُّهنٍاوَغ31

تِاكِرْشُمٍءاسِننِْمنَُجمْأَو

ّرَجُملاِءادْوسَو32 لٍاقِعنِْمِدَ

تِاهواهذُْخانَدنَْمعُِـيابُت

ٍءْوسَِرفُْظِبَنورُقْنَتْمُتْنأَو33

ىتافصَمُْكَـلَنيلَتنْأَىَبأَْتو

ّزلاسَْيَلأ34َ ٍرْيَعقَّحَأَُناقِرْبِ

ّرَعَتذْإِىٍْمَرِب ّرلِلضََ 73تِامُ

This is a long passage dedicated to the topic of Jiʿthin’s sexual depravity, a stock

theme that recurs frequently throughout the corpus. This passage opens with

Jarīr accusing al-Farazdaq of ignoring (“forgetting about”) the payment (ʿuqr)

that he and his tribe are owed for Jiʿthin supposedly having been ravished as

a slave. In the first half of the line he uses the second person plural form of

the verb (nasītum), implying al-Farazdaq’s entire tribe, but switches to the sin-

gular pronominal form (-ka) in the second half, laying the entire blame on

73 Bevan, The Naḳāʾiḍ, 2:778–779.
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al-Farazdaq himself for boasting about them being “curled up” (al-ḥubāt), i.e.,

about the tribe curling up in a ball and doing nothing while Jiʿthin was being

raped. In the following line Jarīr places her onher knees, though “not because of

praying” (laysamina l-ṣalāti) he says, juxtaposing the religious and the profane

and including al-Farazdaq’s sister in the latter category. After two more lines

of typically graphic descriptions of Jiʿthin’s sexual misdeeds, Jarīr moves from

Jiʿthin specifically to the women of al-Farazdaq’s tribal ancestry, the Banū ʿIqāl.

We find that not only are these women humiliated (bi-dāri l-dhulli), but also

that they are targets for the archers (aghrāḍa l-rumāti). They are more shame-

less (amjanu), he goes on to say, than even a slave girl “whose uncovered parts

are black.”74 Jarīr makes a reference to archery once more, in line 34, when he

mentions one of al-Farazdaq’s relatives, al-Zibriqān,who is “an assmost deserv-

ing of being shot” (aḥaqqa ʿayrin bi-ramyin).

By launching an attack against Jiʿthin, Jarīr answers al-Farazdaq not topi-

cally, i.e., not by refuting his lampoon from the previous poem about Jarīr’s

mother, but by creating his own equally (or more!) explicit sexual lampoons

on al-Farazdaq’s sister, someone who has parity with the women al-Farazdaq

had lampooned. Jarīr’s lampoon here, although not answering the substance

of al-Farazdaq’s poem, much more importantly answers al-Farazdaq’s vicari-

ous lampoon on his mother with a vicarious lampoon on the poet’s sister.

In al-Farazdaq’s opening poem, 71, he had lampooned the women of Jarīr’s

tribe, and so semantic symmetry would suggest that Jarīr’s lampoon of al-

Farazdaq’s sister, Jiʿthin, here is a direct response to al-Farazdaq’s attack. A

survey of the Naqāʾiḍ, however, reveals that Jarīr raises the topic of Jiʿthin all

throughout the Naqāʾiḍ, and not always in response to an affront on thewomen

of his tribe. Al-Farazdaq, by contrast, almost never seems to respond directly

to Jarīr’s lampoons of his sister. Rather, both poets reuse familiar attacks and

refrain from directly confronting or dispelling those of their opponents.75

These two poems display many of the characteristics we discussed at the

beginning of this chapter that are indicative of Jarīr and al-Farazdaq’s Naqāʾiḍ

in general.Manyof the same tropes and figures recurwithin thesepoems just as

they do throughout the corpus, nor does this dyad seem to present or resolve a

specific dispute or problem. Rather, it represents a vehicle for the poets to craft

a performance for their audience.

74 See line 32.

75 In the last seven lines of Poem 72 Jarīr does seem to retaliate more directly against al-

Farazdaq’s lampoon on the women of his tribe by attacking the women of al-Farazdaq’s

tribe. Since he does this frequently, however, and not always in response to a like lampoon

on the women of Kulayb, this too could be construed as a stock response.
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2.4 Jarīr and al-Farazdaq’s Rapport: Poems 102 and 103

The dyad comprising Poems 102 and 103 provides not only another example

of Jarīr and al-Farazdaq lampooning each other, but significantly shows them

actually working together for a common cause: to free al-Farazdaq fromprison.

Al-Farazdaq’s imprisonment came about as a consequence of his having

lampoonedKhālid al-Qasrī, the governor of Iraq,who took offense andhadhim

incarerated. Poem 102 finds al-Farazdaq lamenting his imprisonment. Jarīr, in

response, composes Poem 103, in which he both praises Khālid and pleads for

al-Farazdaq’s release. Both poems, in addition to their madīḥ for Khālid, also

contain hijāʾ against each other. Several explanations of this seemingly incon-

gruous content are possible. Hussein finds it “hard to understand how Jarīr can

denounce the same person whom he attempts to free from jail.”76 He therefore

posits that the poems must have been composed in stages, with Jarīr belatedly

reacting to invective al-Farazdaq added to his poem after Jarīr had composed

his original (non-invective) poem.77 If the poems were in fact composed all

at once, we could still explain Jarīr’s blend of pleas for and invective against

al-Farazdaq if the invective were less sincere. In other words, the two poets

depended upon each other to deliver poems that each could refute in order

to craft a performance for their audience. It would not therefore be incongru-

ous if Jarīr simultaneously denounced his rival while attempting to free that

same rival in order that their string of performances at Mirbad market not be

interrupted by a lengthy imprisonment. In lines 42 through 44 he says:

42 How about an ungrateful captive,

How about releasing him from the long bite of irons?

43 He will return—deviousness is part of his nature—

Even though he says, “I have made amends, and will not return to my

former ways.”

44 So don’t accept al-Farazdaq’s knockoffs;

They are counterfeit: every coin grader rejects them.

ٍرِكاشِبسَْيَلونٍاعىفكََللَْهف42

ِدِئادَحلاضَِّعلِوطنِْمُهَقِلطُْتَف

ًةَعيبطَُهْنِمثُْبُخلاَناكوُدوعَي43

ِدِئاعُرْيَغبٌِتْعُميّنإِلَاقنْإِو

76 Hussein, “The Rise and Decline,” 346.

77 Hussein, “The Rise and Decline,” 346.
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ّنإِقَِدزَْرَفلابَْرَضاولَبقَْتالف44 ُهَ

ّزلاَوُه 78ِدِقانلُُّكُهَبْرَضىِفْنَيفُْيَ

Jarīr begins the passage by asking Khālid to release al-Farazdaq, even though

the latter will “not thank him” (wa-laysa bi-shākirin). He follows this with

a warning that al-Farazdaq is a counterfeiter whose money should not be

accepted. This passage contains some fairly typical lampoons against al-Faraz-

daq: he is unreliable, and he is unscrupulous in the marketplace (i.e., with his

money), but the line is remarkable because, despite this, Jarīr is actually plead-

ing to Khālid for his release.Wemay interpret this request as an example of the

lengths Jarīrwaswilling to go to to continuehis performanceswith al-Farazdaq.

If this was the case, he still notably took care not to appear sympathetic to al-

Farazdaq’s cause, nor to frame his desire for al-Farazdaq’s return as being for

the other’s benefit, since such an appearancemight ruin the adversarial role the

pair had honed and refined throughout their performances, and so he couched

his request in hijāʾ against al-Farazdaq’s character, lampooning the latter even

while suing for his release. According to Bevan, al-Farazdaq was not overjoyed

to hear the reason for his eventual release from prison:

When [al-Farazdaq] was released he was told, “Ibn al-Khaṭafā [i.e., Jarīr]

petitioned the prince on your behalf that he would release you,” to which

al-Farazdaq replied, “Return me to prison.”79

Al-Farazdaq’s insistence that he be returned to prison was due to the fact that,

having been freed, he was now Jarīr’s prisoner, since Jarīr was the one who had

secured his release.80 We also get a glimpse of how Jarīr might have actually

felt about his rivalry with al-Farazdaq from a statement he made while asking

Khālid for al-Farazdaq’s release: “We are only talking nonsense.”81

This commentary also illustrates how Jarīr and al-Farazdaq’s audience

viewed their rapport as performers. Even if this is not a faithful report of

78 Bevan, The Naḳāʾiḍ, 2:990.

79 ّدُرقَُدزَْرَفلالاقفكَقَلطْأَىّتحَريمأَلاكيفمّلكىَفَطَخلانَبانِّأهلليققَِلطْأُاّملف” “نجْسِّلاىلاىنوُ .

Bevan, The Naḳāʾiḍ, 2:991.

80 He says that he is “برعلاىفٍريساُمأَلْأَ” (“the lowliest prisoner among the Arabs”). Bevan,

The Naḳāʾiḍ, 2:991.

81 Lit., “Neither I nor he are saying anything but nonsense” )“لَِطابلااّلإِلوقيالولوقاام”( .

Bevan, The Naḳāʾiḍ, 2:985.
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the actual circumstances of the incident,82 we can still get an insight from

the audience’s point of view of the aura Jarīr and al-Farazdaq had created

around themselves through their lampoon poetry. If their audience had been

convinced that these two poets were engaged in a contest to vindicate their

respective tribes by damaging each other—in other words if they thought that

Jarīr and al-Farazdaq’s rapport was hateful—a narrative of redemption would

be out of place and meaningless. That such a narrative exists shows that the

audience viewed Jarīr and al-Farazdaq’s rapport as friendly competition, and

their Naqāʾiḍ a contest of lampoon performance rather than a battle of tribal

supremacy that might result in violence.83

3 Conclusion

In working together, “colluding” to the degree that each allowed the other to

craft an entertaining performance for their audience, Jarīr and al-Farazdaq cre-

ated a corpus inwhich thepoets not only inveighedagainst eachother and their

tribes, but innovated a new idiom of naqāʾiḍ poetry. Jayyusi identifies a num-

ber of innovations in Jarīr’s poetry that set him apart from others, commenting

that “He composed poetry for popular audiences. Although he was one of the

foremost eulogists of the Umayyads, he didmore than any other contemporary

poet to popularize poetry andmake it a successful vehicle of entertainment for

the public.”84 This focus on entertainment and pleasing an audience at times

may have even trumped the importance of defeating an opponent in the tra-

ditional, pre-Islamic sense, where the consequences were much more serious.

Whether or not Jarīr and al-Farazdaq’s Naqāʾiḍ would have become as promi-

nent as it did had they followed a more issue-driven, traditional approach is

82 Somemay even consider this passage a piece of lore that reveals the audience’s perception

of Jarīr and al-Farazdaq’s rapport. Suzanne Stetkevych, for example, treats “prose anec-

dotes as literary lore rather than historical fact.” Suzanne Pinckney Stetkevych,The Poetics

of Islamic Legitimacy: Myth, Gender, and Ceremony in the Classical Arabic Ode (Blooming-

ton: Indiana University Press, 2002), 2.

83 Al-Waṣīfī informs us: ينفعارصنعربعتيأ،ةينفضئاقناهنأدقتعأيننإف…ةيومألاضئاقنلاامأ”

“ريبعتلاانلزاجنإينهمعارصوهامّنإوةموصخامهنيبنوكتالامبرنيرعاشنيب (“As far as Umayyad

naqāʾiḍ are concerned, I believe that they are artistic naqāʾiḍ; that is, they express an artis-

tic conflict between two poets who perhaps do not have a an [actual] dispute. On the

contrary, it is an ‘occupational’ conflict, one may say”). Al-Waṣīfī, al-Naqāʾiḍ, 6.

84 Jayyusi, “Umayyad Poetry,” 409. Hussein also notes Jarīr’s pioneering spirit by his incorpo-

ration of harsh invective into lampoon poetry. He says, “In many poems by Jarīr, one finds

several crude images and sometimes rude expressions.”Hussein, “TheFormativeAge,” 508.
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not certain; what is clear is that the poets adopted a method in their naqāʾiḍ

that allowed them to concentrate on performance that did not always resolve

a particular issue, a characteristic that had been such a vital part of pre-Islamic

naqāʾiḍ. Bynot only doing this themselves, but seemingly “allowing” their oppo-

nent to continue his performance as well in a kind of “team collusion,” Jarīr

and al-Farazdaq adapted the pre-Islamic poetic idiom they had inherited to

suit their present context, and in the process created a performance-oriented

lampoon.



© Koninklijke Brill BV, Leiden, 2025 | doi:10.1163/9789004716261_006

chapter 4

The Goal: Winning Over the Audience

1 Introduction

1.1 Pre-Islamic versus Umayyad naqāʾiḍ

Although Jarīr and al-Farazdaq were from the same tribe of Tamīm, they were

from different clans which were often at odds with each other.1 However, as

established in previous chapters, when the two poets performed hijāʾ poetry, it

was often not to settle a specific conflict that had arisen between their clans,

but to wage literary battle for the attention of an audience at Mirbad market.2

This audience, as we saw in Chapter 2, was made up of the bustling variety of

people who both resided at and traveled through Basra during the eighth cen-

tury. The poems that Jarīr and al-Farazdaq performed atMirbadwere therefore

less “functional” and more “literary.”3 This is not to say that the poets did not

also perform naqāʾiḍ to settle conflicts that had arisen between their clans, and

between and among other persons from various tribes and clans that Jarīr and

al-Farazdaq were allied or in conflict with.4 They did. I am also not suggest-

1 Jarīr “belonged to the clan of the Banū Kulayb b. Yarbūʿ an, [sic] a branch of the Muḍarī

Tamīm.” Schaade and Gätje, “D̲ja̲rīr.” Al-Farazdaq “was descended from the sub-tribe of

Mud̲jā̲sh̲̲iʿ, of the Dārim group of the Tamīm.” Blachère, “al-Farazdaḳ.”

2 Van Gelder, speaking of the life cycle of a particular invective (hijāʾ) poem, notes its early

functional and later literary use. “Each hijāʾ-poem is embedded in its little bit of history. Its

genesis is provoked by words or actions preceding it, and it survives for a shorter or a longer

time, usually engendering new words or actions. But this aftermath is of two kinds, at least

in the case of all hijāʾ known to us. By the time the victim has passed away, together with his

nearest kin as well as the poet himself, the verses may still be ‘repeated again and again’ by

the diligent lips, and pens, of historians, philologists and lovers of poetry …” Van Gelder, The

Bad and the Ugly, 6–7.

3 “Party-strife,” van Gelder says, “was one of the motives for collecting or quoting hijāʾ” (van

Gelder, The Bad and the Ugly, 7). Such hijāʾ is an example of the “functional” poetry I am ref-

erencing, which was used to achieve a particular goal, such as settling a tribal dispute. These

same poems, however, could become “literary” over time as van Gelder has suggested (see

previous footnote). Although vanGelder’s distinctionbetween “functional” and “literary”hijāʾ

applies to a single poem moving from one function to another, we can see this trend in Jarīr

and al-Farazdaq’s naqāʾiḍ poems, which were on the whole more literary and less functional,

i.e., instead of settling tribal disputes, they were meant to be presented to their audience as

literary works.

4 For a detailed account of the beginning of Jarīr and al-Farazdaq’s lampooning contest, and
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ing that we take every poem Jarīr and al-Farazdaq composed and sort it into

one of these two categories. We cannot. Rather, it is useful to note the context

of a certain poem during a particular performance, and use these concepts of

functional and literary categories to better understand the dynamics of perfor-

mance.

In “functional” naqāʾiḍ poetry as I have described it here, each poet focuses

his performance on vaunting his own tribe and attacking that of his opponent

to the gratification of themembers of his own tribewhowere spectating. These

poets had little hope of winning over members of their opponent’s tribe, even

if opposing tribal members were present at the performance or, more likely,

heard it recited later. In the case of Jarīr and al-Farazdaq’s flytings, however,

the poets were vying in the Mirbad marketplace for the attention of the same

audience, whowere not necessarily from either Jarīr’s or al-Farazdaq’s tribe (or

clan).5

The “functional” versus “literary” designation exists to some extent within

all hijāʾ poetry, where a poem’s performance may have been initially intended

to settle a specific dispute. Over time, the poem evolved as others repeated

it, and began to view it as a literary creation independent of its original con-

text. In the time of Jarīr and al-Farazdaq’s naqāʾiḍ poetry, we can see the poets

performing their own work in a manner typical of what van Gelder terms “the

‘literary’ stage,”6 where, rather than being strictly functional, the poets envision

their poems as literary works (and they hint at asmuch in certain passages that

explicitly refer to their ownpoetry)7meant to please an audience asmuch as, or

instead of, intended to settle a dispute. It is not that settling tribal disputes was

irrelevant, but in keeping with the new Islamic realignment of allegiances, old

tribal ties were loosening in the wake of the new Islamic worldview that envi-

sioned allMuslims as belonging to one tribe, theumma.8 Jarīr and al-Farazdaq’s

naqāʾiḍpoetry, therefore, canbe seen asmore literary in the sense that the func-

tionality of defending one’s tribe, while still present in their poetry, did not

the animosities that arose among their clans, and some of the circumstances which led to

Jarīr and al-Farazdaq’s lengthy poetic engagement, see Hussein, “The Formative Age,”passim.

5 See Chapter 1, footnote 9 for a description of the cosmopolitan nature of Umayyad-era Basra.

6 See this chapter, footnote 2. “The distinction,” van Gelder adds, “between the early, predomi-

nantly ‘functional’ stage and the ensuing ‘literary’ stage is an important one.” Van Gelder, The

Bad and the Ugly, 7.

7 For example, in line 7 of Poem 49, al-Farazdaq says: ّحَنَتِبىدِباوأَو|ُمُكيبأَمِْؤُلِبىمَرَكاوكِردُْتنَْل” لُِ

ِ“راعشْأَلا (“You will not attainmy generosity with your father’s vileness | Normy extraordinary

verses with your plagiarized poems”). Bevan, The Naḳāʾiḍ, 1:325. See also p. 64 above.

8 See Hodgson, The Venture of Islam, 253.
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play as large a factor as it once had. “Satire,” Farrin says, “gained in popularity

[i.e., during the Umayyad period], especially in the form of scornful exchanges

between rival poets.”9 Perhaps no poets were as scornful or rivals as famous in

Arab literary history as Jarīr and al-Farazdaq.

The “winner” of one of Jarīr and al-Farazdaq’s so-called “scornful” exchanges

gained recognition from the audience and a boost to their status. The loser, on

the other hand, saw his reputation plummet. The poets were keenly aware that

hijāʾ could be as potentially damaging to reputations asmadīḥ could be bolster-

ing. Scholars have notedmadīḥ’s currency;10 its value to rulers, how they craved

and sought it, and at times paid large sums of money for poets to praise them,

and often bestowed other types of largesse upon them as well.11 Worse than

not receiving praise from a poet was to earn their ire, manifested in the hijāʾ

verses they saw fit to inflict upon the unfortunate recipient. Van Gelder relates

an anecdote about the pre-Islamic poet Zuhayr b. Abī Sulmā, who he says, “had

a reputation of being … among the most powerful poets of pre-Islamic hijāʾ.”12

The story goes that the poet, after having been robbed of both a number of

his camels and the camel-herder, uttered some lines of invective against the

alleged thief, whereupon camels and herder were returned.13 The poets them-

selves were clearly well aware of this power hijāʾ had to destroy reputations,

and worked to harness it for the destruction of the reputations of their oppo-

nent, in the process simultaneously uplifting their own. A damaged reputation

could cost the poet his honor, his status, and to some degree his livelihood as a

performer.

9 Farrin, Abundance from the Desert, 115–116.

10 In an anecdote about a young al-Ṣūlī (d. 947) reciting some lines of poetry for the well-

known poet al-Buḥturī (821–897), Samer Ali summarizes the influence of poetry in this

situation: “First, poetry is shown to be the currency of social interaction: competition,

peer pressure, embarrassment, honor, and self-recovery. They all factor into the value of

poetry in society.” Ali, Arabic Literary Salons, 181.

11 Speaking of Abbasid-era poets, Gruendler notes various ways poets got paid: “Sometimes,

coins were showered like rain over the reciting poet, or his mouth filled with jewels …

Other kinds of rewards included settling a poet’s debts, awarding him a fief or a lucra-

tive position, such as postmaster or tax-collector, or bestowing robes of honor, mounts,

and expensive educated slaves.” Gruendler,Medieval Arabic Praise Poetry, 49. In the same

paragraph, she notes how high a price some patrons were willing to pay, “Such as a Bar-

makid lavishing the astronomical sum of 100,000 dirhams on an anonymous man for a

single verse of praise.”

12 Van Gelder, The Bad and the Ugly, 16.

13 See vanGelder,The Bad and theUgly, 16: “According to one version of the story, camels and

camel-herd were returned after this invective poem. In another version they are returned

after an earlier poem which merely threatens with hijāʾ; such threats,” van Gelder sums

up, “may be as effective as invective itself or even more so.”
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Aware of this power lampoon had, both to boost their own reputation and

destroy that of their opponent, the poets were ever mindful of their audience’s

reaction to their performances, and managed their image by constantly mon-

itoring the audience, looking for feedback, noticing audience reactions, and

taking care both to preserve their own reputation in that audience’s eyes, while

simultaneously mounting a concerted effort to destroy the reputation of their

rival. Outlining the centrality of audience response in the Arabic literary tra-

dition Samer Ali explains that, “Competent performers remained attuned to

forms of audience reaction such as smiles, pensive looks, cheers, sighs of Amen,

encore requests, foot-stomping, and clapping.”14

To the extent that Jarīr and al-Farazdaq were able to engage the audience,

they gained a concomitant ability to exert influence over them, and raise their

status in the audience’s eyes.This accordswithBauman’s premise (here citedby

Ali) that “performers gained influence by virtue of their skill and wielded their

power onstage to subvert power relations—aphenomenon that often rendered

them feared and admired. Thus for professional as well as amateur performers,

personal clout rested in the sustained ability to elicit validation.”15 Jarīr and al-

Farazdaq “validated” themselves as they lampooned each other and boasted

of themselves, all in an effort to increase their “personal clout” and raise their

poetic status.

1.2 Audience Reception

The previous three chapters have shown us how Jarīr and al-Farazdaq tailored

their performance to an audience, took advantage of their performance venue,

and at times worked together to accomplish their goal of engaging the audi-

ence. In this chapter we look at the reception of the Naqāʾiḍ by examining pas-

sages from Jarīr and al-Farazdaq’s poetic corpus, and also at akhbār16 sources

that shed light on their performances and the techniques the poets used to

gain, and keep, their audience’s interest, and how they were able to leverage

their influence over the audience to elevate their personal prestige. In the first

half of this chapter I analyze passages of Jarīr and al-Farazdaq’s naqāʾiḍ that

illustrate techniques the poets used to gain prestige. In the second half, akhbār

passages that reference Jarīr and al-Farazdaq are the focus.

14 Ali, Literary Salons, 29.

15 Ali, Literary Salons, 29.

16 “Report[s], piece[s] of information” that normally comprise an isnād (i.e., “chain of trans-

mission”) and a matn (i.e., a report, account, or anecdote about a specific person, topic,

or event). A.J.Wensinck, “Khabar,” in Encyclopaedia of Islam, 2nd ed., ed. P. Bearman et al.

(Leiden: Brill), http://dx.doi.org/10.1163/1573‑3912_islam_SIM_4110.

http://dx.doi.org/10.1163/1573-3912_islam_SIM_4110
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Tounderstand how Jarīr and al-Farazdaq leveraged their influence over their

audience, it is critical to investigate their interactions.When a sourcementions

the circumstances or effects of a particular poem or its performance, there is

much information we can glean about how well the poets in that particular

situation were able to gauge their audience and how successful they may have

been in engaging them. Even the presence (or absence) of a particular poem

(or dyad, in the case of most naqāʾiḍ poetry) in a dīwān indicates audience

reception to a certain degree: the simple fact that a poem was recorded and

handed down through a number of copyists over time indicates that it was at

some point (at several different points, usually) considered worthy of record-

ing because, presumably, it was initially received positively by its audience.

Although this broad sense of reception can tell us whether a particular poem

was well received, my aim is to use these anecdotes to uncover the immedi-

ate reception of those who attended Jarīr and al-Farazdaq’s performances and

witnessed them first-hand. Only by doing this can we understand Jarīr and al-

Farazdaq’s influence on their audience.

But how did the poets influence the audience?What were some of the spe-

cific methods of performance the poets deployed to engage them? One exam-

ple of this type of interaction can be found in an account of an occasion when

Jarīr asked for a camel before reciting. According to Hussein, he likely did this

so that he could “ride it when reciting his poem because it [i.e., the camel] lifts

the poet up to an elevated position from which the whole audience can eas-

ily see him.”17 Thus in this anecdote Jarīr is directing attention to himself by

literally elevating himself above everyone else.18

The account of this incident also makes it clear that the audience mem-

bers were not mere bystanders who happened to be present when Jarīr and

al-Farazdaq were engaging in a poetic battle, but were an involved part of

the performance themselves, whom Jarīr was appealing to. The image of Jarīr

mounting a camel to perform brings to mind tactics a modern stage performer

might use. A rock concert, for example, entails much more than just music,

which could be recorded in a studio without an audience. It might include cos-

tumes, stage lights, sometimes even fireworks, all as ancillaries to the music,

but all a part of the performance—and it is worth noting that Jarīr and al-

Farazdaq are themselves reported to have worn costumes at times, as in Poem

63, where Jarīr is dressed in armor, and al-Farazdaq in “womanly” clothing.19

17 Hussein, “The Formative Age,” 509.

18 Hussein says, “The camel may be conceived as a platform.” Hussein, “The Formative Age,”

509–510.

19 See p. 50.
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The camel anecdote reminds us that medieval works such as Jarīr and al-

Farazdaq’s Naqāʾiḍ constitute more than just a written text on a page of a book

stored on the shelves of a library. Jarīr and al-Farazdaq’s performances were,

rather, spectacles that included props, and shouting, jeers, and cheers from the

audience.

2 Managing Poetic Image

Jarīr and al-Farazdaq waged their naqāʾiḍ contest to determine who was the

superior poet, and this was often of more concern to them than bringing glory

to their clan or defending it against slander, the primary focus of naqāʾiḍ poetry

before their time. The poets undoubtedly did have as part of their objective the

defense of their tribe andprotectionof its goodname, but thiswas not their pri-

mary purpose. These poets had no suchmatters as bodily harm—orworse—at

stake, as did their pre-Islamic counterparts on occasion, nor did their audience

expect poetic contests to end in an actual battle between clans.What the poets

excelled at was skillful creation and performance of comical lampoon poetry,

and one main way their excellence was judged was the extent to which they

were able to draw their audience in to their performance, and elicit their partic-

ipative attention and energy. In order to do this successfully, they had to know

their audience and adjust their performances to draw them in. As mentioned

above, many of their performances were held at Mirbad market in Basra for

an audience of bystanders, some of whomdid not know the poets, butmany of

whomwould have known at least of their reputation for lambasting each other

with stinging lampoons. In this setting, Jarīr and al-Farazdaq’s sole goal was not

to convince each other of their own superiority, or of that of their tribe, nor

were they even trying to convince the audience of this so much as they were

trying to convince them of their superiority as poets. Each wanted to get the

audience onto his side, among other things, so that the audience would repeat

some of their lampoons to friends and acquaintances, thereby further boost-

ing the poets’ reputation as performers. We can envision audience members

walking away from a naqāʾiḍ performance perhaps remembering some spe-

cific lampoons, but more important, having clearly in their mind which poet

had “won” the contest. Although Jarīr and al-Farazdaq almost certainly per-

formedhijāʾ at least partly to convince the other of his superiority, their primary

concern was to convince the audience by producing a better, morememorable

performance.
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2.1 Passages from Jarīr and al-Farazdaq’s Naqāʾiḍ

The following passages from Jarīr and al-Farazdaq’s Naqāʾiḍ constitute a selec-

tion of verses that demonstrate the poets’ mastery at adapting their perfor-

mance to the audience in an effort to raise their status. Crucial to this goal

is their ability to elicit “the participative energy and attention of [their] audi-

ence.”20 In order to do this, the poets employed specific tropes. The following

discussion will analyze several lines from various poems, arranged themat-

ically to allow for a focus on specific themes that illustrate how the poets

deployed invective over the course of their careers to lampoon their oppo-

nent and to praise themselves. This methodology accords with the way the

poems were likely originally composed and presented: in segments and at var-

ious times.21 One of these themes, found in many passages throughout the

Naqāʾiḍ, is that of Jarīr and al-Farazdaq’s standing and status within their tribe.

In such passages, the poets manage their image regarding their standing both

by elevating their own status within the tribe, and by lowering their oppo-

nent’s.

Tribal pride had been one of the most important features of pre-Islamic

naqāʾiḍpoetry, and indeed a salient part of Arabian identity. Although the com-

ing of Islam changed many aspects of the social order, including an emphasis

on the concept of the umma as a tribe for all Muslims,22 it was still a mark

of prestige to hail from a respected tribe during the Umayyad era, and even

beyond.23 Since Jarīr and al-Farazdaq both hailed from the Tamīm tribe, they

exhibited this traditional tribal pride through verses that attempted to show

that each was a more prominent member of this important tribe than the

other. By doing so, they not only defended “their” tribe, the traditional province

of naqāʾiḍ poetry, but simultaneously elevated their own status within that

tribe.

In the following three passages Jarīr and al-Farazdaq vaunt themselves and

denigrate their opponent to display to their audience their rank within the

tribe—since Jarīr and al-Farazdaq were both from the same tribe (but differ-

ent clans), they sometimes used their mutual affiliation with the Tamīm as a

backdrop against which they boasted that they, and they alone, were the legiti-

20 Bauman, Verbal Art, 43.

21 For more on this topic, see Hussein, “The Rise and Decline,” which discusses several

hypotheses about Jarīr and al-Farazdaq’s naqāʾiḍ composition.

22 “All Muslims were to be as one tribe.” Hodgson, Venture of Islam, 253.

23 “Tribalism remained a salient feature of naqāʾiḍ during the Abbasid period, and … to the

present day.”HussainMohammedAlqarni, “Naqāʾiḍ Poetry in the Post-UmayyadEra,” Jour-

nal of Abbasid Studies 4 (2017): 100.
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mate representatives of this great and respected tribe. At other times, the poets

played off of their different clans, lampooning each other on the basis of some

real or imagined deficiency of the other’s clan.Whichever route the poets took,

the goal was for each to elevate himself over the other.

In the following passages, the poets each make a case for their own promi-

nence within the tribe of Tamīm, and their opponent’s corresponding obscu-

rity. The first passage is by al-Farazdaq (Poem 51). He boasts that he is Tamīm’s

defender and son.

99 I protected Tamīm from you, for I am its son

And its well-known representative24 at the markets.25

100 I am the son of Tamīm and the defender at its back,

Whenever the criminal shirks his duty to kinship’s bonds.26

اهُنْبٱانأَىّنأَكَْنِمًاميمَتتُْعَنَم99

مِِساوَملاَدْنِعفُورْعَملااهُلحِارو

ءارَوىمِاحُملاومٍيمَتنُْبٱانأ100َ
َ
اه

27مِِراحَملاَرامِذىناجلاَمَلسْأَاذإِ

In these lines al-Farazdaq argues that he (alone) represents Tamīm, implying

that the glory and prestige that constitute being its son should go to him, and

not to Jarīr. In the first half of the first line of this passage (99) al-Farazdaq

includes the personal pronoun anā directly after annī, thereby emphasizing his

own identity as a son of the tribe. “I amTamīm’s son,” he says. The pronoun anā

is not needed grammatically to convey the line’s meaning; rather, al-Farazdaq

deploys it here for emphasis that he—and not someone else, viz., Jarīr—is a

son of the Tamīm tribe. The device also works as an attention-grabber, using a

combination of alliteration and assonance in these back-to-back words, annī

24 I am borrowing the translation of rāḥil as “representative” from Ali Hussein (see Hussein,

“The Rise and Decline,” 341). Its literal meaning is “traveler.” The interlinear commentary

for this line adds that al-Farazdaq is also Tamīm’s “poet” (shāʿir). See Bevan, The Naḳāʾiḍ,

1:379. The footnotes also reference other manuscripts that contain the variations “man”

(rājil) and “visitor” (wāfid).

25 These are “the annual markets in Arabia. Some,” explains Hussein, “were held during the

pilgrimage period. Ever since the pre-Islamic period, poets used to visit thesemawāsim in

order to present their poetry.” Hussein, “The Rise and Decline,” 341.

26 This meaning of maḥram/maḥārim is according to Bevan. See Bevan, The Naḳāʾiḍ, 3:330.

27 Bevan, The Naḳāʾiḍ, 1:379.
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anā, to add a euphonic accent to the literal meaning. Both words start with the

same vowel-consonant combination (an), both are disyllabic, and both follow

a vowel-consonant-vowel pattern.

Not only does al-Farazdaq claim the honor of representing his tribe, but

significantly, the setting is the Arabian markets (mawāsim) where poets tradi-

tionally presented their poetry as tribal representatives. This implies that not

only is al-Farazdaq’s prestige within the tribe greater than Jarīr’s, but also that

he is the better poet, since he, and not Jarīr, is Tamīm’s representative at these

poetic festivals. In line 100, al-Farazdaq positions himself as Tamīm’s defender

evenwhen the criminal “shirks his duty to the bonds of kinship.” The “criminal”

he alludes to here is, of course, Jarīr, who al-Farazdaq suggests is all too ready to

give up the honor of these bonds (maḥārim). Al-Farazdaq thus promotes him-

self over Jarīr as Tamīm’s legitimate son and defender, claiming the status that

such a position carried.

When al-Farazdaq vaunts his status within his tribe, he contrasts it with

Jarīr’s, who he implies holds a lower status. However, he is not only speaking to

Jarīr: al-Farazdaq is also speaking to the audience, or rather, showing them his

superior position within his tribe. His self-vaunting, therefore, not only scores

him points within the poetic dyad against his opponent but also elevates his

prestige in the audience’s eyes.

In Poem 53, Jarīr boasts of his own affiliation with Tamīm. This poem is

directed at al-Rāʿī and his tribe of Numayr, whom Jarīr often lampooned, and

whom al-Farazdaq consistently defended,28 and also against the Mujāshiʿ clan

which al-Farazdaq belonged to. The poem also features Jarīr’s boasts about his

own status within Tamīm.29 Near the end of the poem, as Jarīr is vaunting the

heroes of Tamīm, he says,

94 If the Banū Tamīm are angry with you,

You consider all men angry.

28 The poem is tripartite, but without a raḥīl section. It consists of a nasīb (lines 1–12), fol-

lowed by a hijāʾ section (lines 13–90), and ends with a fakhr (lines 91–112).

29 The poem is probably most famous for Line 77, ّنإِفَْرطَّلاضُِّغف” تَْغَلَبًابْعكَالف|ٍرْيَمُننِْمكََ

“ابالِكالو (“So hang your head, you are from Numayr | You are worthy neither of Kaʿb

nor of Kilāb”). Bevan, The Naḳāʾiḍ, 1:46. Al-Rāʿī is said to have died within the year on

account of this line. See ReinhardWeipert, “al-Rāʿī,” in Encyclopaedia of Islam, 2nd ed., ed.

P. Bearman et al. (Leiden: Brill), http://dx.doi.org/10.1163/1573‑3912_islam_SIM_6197. See

also Muḥammad Nabīh Ḥijāb, al-Rāʿī al-Numayrī ʿUbayd b. Ḥuṣayn: shāʿir Banī Numayr;

ʿaṣruhu, ḥayātuhu, shiʿruhu (Cairo: Maktabat Nahḍat Miṣr, 1963), 77.

http://dx.doi.org/10.1163/1573-3912_islam_SIM_6197
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مٍيمَتونَبكَْيَلَعتَْبضَِغاذإ94ِ

ّلُكسَاّنلاتَْبسِحَ 30اباضِغُمُهَ

In this line Jarīr showcases the nobility and grandeur of theTamīm tribe, which

he claims to represent. In saying that al-Rāʿī thought all men were angry with

him if Tamīmwas, Jarīr displays Tamīm’s overawing power and portrays al-Rāʿī

quaking at the thought of provoking it. By placing al-Rāʿī (the object of Jarīr’s

ire in this poem because of his support for al-Farazdaq over himself) in oppo-

sition to Tamīm, Jarīr displays Tamīm’s power and might: so great a tribe were

they, that if they were angry at someone, it was as if the whole world was. This

continues the theme of intra-tribal supremacy al-Farazdaq had touched on in

Poem 51, in which he attempted to delegitimize Jarīr’s connection to Tamīm. In

this poem, rather than explicitly stating his connection to Tamīm, he instead

shows the audienceTamīm’s greatness. He, as part of the tribe, wants to impute

some of that greatness to himself.

Poem 54 is al-Farazdaq’s response to Jarīr’s lampoon of him and al-Rāʿī.

He wastes no time responding to Jarīr’s boast of his position within Tamīm,

attributing to himself the prestige and status within the tribe that Jarīr had also

claimed. In the first line of the poem, he claims:

1 I am son of the defenders, the Tamīm tribe,

When the greatest of calamities overtakes it.

مٍيمَتىنَبَنيمصِاعلانُْبٱانأ1َ

31اباننِاثدحلاُمَظعْأَاماذإِ

First, al-Farazdaq places Tamīm at the pinnacle of tribal supremacy—his

choice of the word ʿāṣimīn (“defenders”) showcases both the tribe’s power and

strength in terms of its ability to defend the people, and also their sense of duty

for being willing to do so. Against this backdrop, al-Farazdaq presents himself

squarely as Tamīm’s supreme tribal representative. Just as Jarīr had said earlier

that he was Tamīm’s son, al-Farazdaq claims that privilege here. His specific

word choice when he does so is significant. Al-Farazdaq could have chosen

another term to convey the sense of “defender,” “representative,” or “hero,” but

by choosing ibn, he focuses on the concept of his paternity and his blood rela-

30 Bevan, The Naḳāʾiḍ, 1:449.

31 Bevan, The Naḳāʾiḍ, 1:451.
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tionship to the Banū Tamīm. The contest for supremacy and pride of place

within Tamīm here is pointed, and al-Farazdaq’s choice of words raises his

status within the tribe while simultaneously raising his prestige with the audi-

ence.32

Another theme Jarīr and al-Farazdaq deploy throughout the naqāʾiḍ to raise

their status is Islam. The Islamic state apparatus provided a source of authority

that Jarīr and al-Farazdaq drew on as they presented themselves to their audi-

ence as authority figures in an Islamic context. This topic appears in the first

dyad that Jarīr and al-Farazdaqmobilize against eachother (Poems 34 and 35)33

and in several other places throughout the Naqāʾiḍ inwhich each poet presents

himself as a devout Muslim, acknowledging—perhaps coyly—the new reality.

The following passages are taken from poems in which the poets mention “the

Prophet,” “Muhammad,” or “Islam.” In the first example, taken from Jarīr’s Poem

35, the poet responds to al-Farazdaq’s poem against him, launching into a clas-

sically styled tripartite qaṣīda with an introductory nasīb section, followed by

a raḥīl, leading into a final hijāʾ section against al-Farazdaq and his Mujāshiʿ

clan.34 The following verses appear in the nasīb section of Jarīr’s poem, which

is characterized by elements typical of the opening section of a qaṣīda: aban-

doned desert campsites, departing caravans, and thememory of a lost love. The

first word of line 13, qifā (“Halt, both!”) recalls perhaps the most famous qaṣīda

of all time, Imruʾ al-Qays’smuʿallaqa, which begins with the same word:

13 Halt, both! Hear the caller’s voice, perhaps …

He is near, but I did not approach close in opinion.

ُهَّلَعَلىِدانُملاتَْوصَاعَمسْٱفافِق13

35ايِنادنِّظَّلابتُْيَناداموبٌيرَق

32 In pre-Islamic times the poet representative of the tribemight have been a literal son (ibn)

of the tribe, whether literal or adopted, and would have likely competed with a poet from

a different tribe. Jarīr and al-Farazdaq are more remote from their tribal ancestry than

their pre-Islamic predecessors were, but are making the case for their legitimacy as tribal

inheritors in language that evokes their pre-Islamic roots.

33 The first thirty poems from Jarīr and al-Farazdaq’s Naqāʾiḍ involve Jarīr lampooning other

interlocutors. Al-Farazdaq does not enter the corpus until Poem 31. Even then, as noted

above, he only composes this poem “to try and convince Jarīr not to engage him in a poetic

battle.” Hussein, “The Rise and Decline,” 306.

34 Poem 35 consists of 58 lines: nasīb (lines 1–27), raḥīl (lines 28–39), and combined fakhr/

hijāʾ section (lines 40–58), with the last six lines (53–58) directed at al-Farazdaq’s clan of

Mujāshiʿ.

35 Bevan, The Naḳāʾiḍ, 1:74.
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Two lines later Jarīr’s nasīb reaches a climactic point with an appeal to God:

15 I appeal to the throne of God, Muhammad’s master,

To gather the people or bring them from afar.

ّمَحُمىَلْوَمشِْرَعلاىذىلإِتُْبِغَر15 ٍدَ

36ايِئانبَِّرَقُيوْأًَابْعشَعََمجَْيِل

Jarīr’s direct appeal to (the throne of) God could be interpreted as a chal-

lenge to the Umayyad state’s authority, which Jarīr bypasses. Here he deploys

the rhetoric of the newly authoritative Islamic discourse, arrogating some of

that authority to himself to elevate his prestige in the eyes of the audience. By

sidestepping the Umayyad establishment, Jarīr is promoting his position over

that of the state. It is entirely possible that the audacity of this line may have

both captivated and perhaps shocked his audience, which in turn may have

raised Jarīr’s prestige in their eyes.

Poem 51 is a praise poem for the caliph Sulaymān b. ʿAbd al-Malik, although

it is likely that it was not performed in front of him.37 In this poem, it is al-

Farazdaqwho invokes Islamic authority to elevatehis prestige.Thepoemopens

on a scene reminiscent of a classical nasīb section, with the lines,

1 Mymount has a longing in the market38 of Medina,

A longing of a bereft woman who desires her young.

2 And I wish the market of Medina were,

By the trenches of Falj or on the shores of Kawāẓim.

ىتَقانِةَنيدَملاِءاروَْزِبنُِّحت1َ

ّوَبلاىِغَتْبَتلٍوجَعَنينحَ مِئِارَ

ءاروَْزتَْيَلايو2
َ
تْحََبصْأَِةَنيدَملا

39مِِظاوكَـلافِيسِبوْأَجٍْلَفِرافحْأَِب

36 Bevan, The Naḳāʾiḍ, 1:74.

37 Hussein posits that this poem was composed in two different stages, that originally al-

Farazdaq had composed not a naqīḍa, but only a praise poem for Sulaymān, and only

added the hijāʾ ending of the poem later, after Jarīr had responded to his original poem to

refute some of its themes. See Hussein, “The Rise and Decline,” 344–345.

38 “Zawrāʾ” here is a name for themarket of Medina. See Jacut’s GeographischesWörterbuch,

6 vols. (Leipzig: FerdinandWüstenfeld, 1867), s.v. “zawrāʾ.”

39 Bevan, The Naḳāʾiḍ, 1:343.
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The poet thus places himself and his camel in Medina, and opens the poem

with his camel longing for its young. In the second line that longing is reflected

in the poet’s own longing for Falj,40 where he says he wishes Medina were

located. These first lines are clearly redolent of the traditional nasīb section

of the qaṣīda in which the abandoned campsite is recalled with yearning, only

here the poet replaces the dār, the traditional abandoned campsite, with the

market of Medina, and instead of longing for a lost love, the poet’s camel longs

for its young, and the poet himself longs for his homeland. By equating Med-

ina with the traditional pre-Islamic abandoned campsite, al-Farazdaq perhaps

hints at an adaptation of some of the themes of Pre-Islamic poetry in the new

Islamic order.

Al-Farazdaq continues the poem with a pair of references to the Prophet,

more subtly here than Jarīr had done in Poem 35. The first passage comes from

themadīḥ section of the poem, in which al-Farazdaq praises the caliph:41

14 With the best two hands of him42 who came after Muhammad,

And with both the best of Muhammad’s two partners, and also him who

was wronged while fasting for God.43

ّمَحُمَدْعَبَناكنَْمىَْدَيِرْيَـخب14ِ ٍدَ

44مِئِاصِهّٰلِلمِولظَْملاوِهْيَراجو

Al-Farazdaq mentions Muhammad once more in this poem, also in themadīḥ

section, and again in the context of praise for Sulaymān, whomhe compares to

the Prophet:

40 The notes to the poem explain that in wishing that Medina were near Falj or al-Kawāẓim,

he wishes that “it would turn into our land of Falj, or al-Kawāẓim.” Bevan, The Naḳāʾiḍ,

1:343.

41 The poem consists of the following sections. “The first is the love affair at the beginning

[njf 51:1–8], then comes the praise of Sulaymān [njf 51:9–42], and boasting about the

assassination of Qutayba b. Muslim, the governor of Khurāsān who rebelled against the

Umayyad caliph [njf 51:43–83]. The poem ends with a detailed denunciation of Jarīr

and the clans that he supports [njf 51:84–155].” See Hussein, “The Rise and Decline,”

344.

42 I.e., the caliph Sulaymān.

43 Abū ʿUbayda explains in the interlineary commentary that the reference toMuhammad’s

two partners indicates Abū Bakr and ʿUmar, and that “the one who was wronged” refers

to ʿUthmān. See Bevan, The Naḳāʾiḍ, 1:45.

44 The Naḳāʾiḍ, 1:345.
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28 You were appointed for the people of the land just and merciful,

Healing the marks of piercing wounds.

29 As God sent the Prophet Muhammad,

At a time when men were like beasts.

ًةَمحَْروًالدَْعضِرْأَلالِْهأَِلتَْلِعج28ُ

مِِلاوكَـلاحِورُجلاِراثآِلًاءْرُبو

ّنلاُهللاثََعَبامك29َ ّىِبَ ّمَحُمَ ًادَ

45مِئِاهَبلالُْثِمسُاّنلاوٍةَرْتَفىَلَع

The first, and straightforward, task these verses accomplish is to praise the

caliph Sulaymān, the subject of (this part of) the poem. In doing so, however,

al-Farazdaq is accomplishing two additional goals. First, he is displaying his

piety by acknowledging the Islamic authority of the caliph. Later in this sec-

tion, we will see that it is important for al-Farazdaq to do so, as his opponent,

Jarīr, occasionally lampoons him for his alleged Christian sympathies. Second,

by praising the caliph, he stands to not only gain the latter’s attention and pos-

sibly favor, but also that of his audience, raising his status in their eyes by virtue

of the high connections to the caliph his poem suggests. If, as Hussein postu-

lates, the poemwas not recited in the caliph’s presence,46 thenwemaymake an

even stronger argument that al-Farazdaq’s real target inmentioning Sulaymān’s

piousness and connection to Muhammad was vicarious prestige for himself.

While Poem 51 containsmore subtle allusions to Islamic authority bymeans

of references to Muhammad, in Poem 96 al-Farazdaq makes the extraordinary

boast that he and the Prophet share a common genealogy.47

25 From us is the Prophet Muhammad with whom,

Blindness is removed from us, with a faithful command.

ّنلااّنِم25 ّىِبَ ّمَحُمُ ِهِبىَلْجيٌُدَ

ّنَع 48ِرومأَْمقٍدَّصَُمِبىَمَعلااَ

45 The Naḳāʾiḍ, 1:347.

46 See this chapter, footnote 37.

47 Poem96 consists of a short nasīb section (lines 1–8) followed by a hijāʾ section (lines 9–86)

lampooning Jarīr and others from the clan of Jaʿfar b. Saʿd b. Zayd of the Tamīm tribe.

48 Bevan, The Naḳāʾiḍ, 2:913.
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Al-Farazdaq’s claim to a shared lineage with the Prophet serves to link the

poet firmly with Islam, and the intensity of this assertion would perhaps have

swayed the audience’s view of his prestige. Additionally, the grammatical struc-

ture al-Farazdaq uses to express the relationship adds emphasis to itsmeaning.

The line begins with the prepositional phrase minnā, making the sentence a

fronted predicate (al-khabar al-muqaddam). Frontingminnā by making it the

first word of the line foregrounds it and draws attention to it. Not only this,

the prepositional phrase itself contains a doubled consonant (shadda) over the

nūn, lengthening the first syllable and drawingmore attention to it.Moreover, a

similarly doubled-consonant prepositionwithin a prepositional phrase (ʿannā,

“from us”), which doubles the same letter (nūn) and which has a similar mean-

ing, begins the second hemistich of the line. Repeating similar words at the

beginning of the line and again at the beginning of the second half-line consti-

tutes a use of the poetic figure of anaphora, albeit subtly. This is not the only

time al-Farazdaq employs this literary figure using thewordminnā; in Poem66,

the first seven lines each start with this preposition.49 Al-Farazdaq’s claim ties

his people to the Prophet, providing a route to prestige both by the boldness of

its delivery and the impact of its content.

The previous three poems (35, 51, and 96) witness the poets appealing to

their audience’s Islamic sensibility, and the passages we have reviewed from

each of these poems showcase the poets’ own connections to Islamic author-

ity. In the following poem (104),50 though, instead of lauding his ownpiety, Jarīr

launches a lampoon against al-Farazdaq for the latter’s lack of faithfulness to

Islam. This is not the only poem in which Jarīr accuses, or all but accuses, al-

Farazdaq of being a closet Christian, but it is one of the most extensive and

focused lampoons of this type. Jarīr starts right at the beginning of the hijāʾ

section51 with the following verses:

43 May God make al-Farazdaq ugly,

Whenever a suppliant offers up a prayer and glorifies God!

49 The first line of Poem 66 begins with the wordminnā. Lines two through seven begin with

wa-minnā. For a translation and discussion of these lines, see pp. 142–144.

50 This poem may not, strictly speaking, be a naqīḍa, since it has no counter poem by al-

Farazdaq, at least none that survived. Still, it contains all of the necessary elements of a

hijāʾ poem: it lampoons al-Farazdaq, and it is included in the Naqāʾiḍ. For these reasons,

therefore, it is logical to consider it together with the rest of Jarīr and al-Farazdaq’s corpus.

Please note, however, that this poem is not considered in the analyses of dyadic poems in

Chapter 3. See Appendix 2.

51 The poemcanbe divided intonasīb (lines 1–7),madīḥ (lines 8–41), and hijāʾ (lines 42–106).
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44 And you, if you gave al-Farazdaq a dirham,

For a Christian woman’s religion, he would convert to it.

45 May he never—not ever!—approach the two Marwas nor Ṣafā,

Nor the sacred and purified mosque of God!

ّلُكقََدزَْرَفلاُهللاحََبَقالأ43َ امَ

ّبكَوِةوٰلصَّلابٌلِّهُملََّهأَ ارَ

ّنإِف44 ًامَهرِْدقََدزَْرَفلاىِطْعُتْوَلكََ

ّيِنارْصَننِيِدىَلَع ّصَنَتَلٍةَ ارَ

افصَّلاالوِنْيَتَوْرَملانََّبَرقَْيالف45

ّهَطُملاَمارَحلاِهللاَدجِسَْمالو 52ارَ

Jarīr dramatizes his opponent’s venality by deploying lampooning devices that

magnify the relative hierarchies of religion and gender. Framing Islam as the

dominant religion, Jarīr insinuates al-Farazdaq’s susceptibility toChristian con-

version, placing himself above al-Farazdaq just as he places Islam above Chris-

tianity. He makes the lampoon more poignant by identifying the new religion

as that of a Christianwoman (naṣrāniyya), thus projecting al-Farazdaq not only

as an infidel, but also aswomanish, and by implication, inferior. In Line 45, Jarīr

deploys the long energetic verbalmood (nūnal-tawkīd): “Let himnot approach”

( fa-lā yaqrabanna), which adds emphasis to the prohibition, and which I have

translated in the above verses as, “May he never—not ever!—approach!” in

order to convey the emphatic meaning of this verbal form. Nor would have

any of this been lost on Jarīr’s audience. After having attracted and held their

attention with biting lampoons of his opponent, he depicts the latter as faith-

less and venal, using speech that lowers his status while simultaneously raising

his own.

In another passage from Poem 97, Jarīr intensifies his accusation that al-

Farazdaq is not wholly Muslim, nor wholly faithful, but rather that he harbors

Christian sympathies:

9 For, al-Farazdaq, when he enters a mosque, is filth,

And his purity is not pure.

10 For, al-Farazdaq does not heed the sacred,

Nor the blood of sacrifice on arms and chest.

52 Bevan, The Naḳāʾiḍ, 2:996.
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11 Al-Farazdaq spent the evening in hobby-horse bells,

After little al-Akhṭal, as a wife to Jarīr.

12 The clan of al-Farazdaq is from Taghlib Christians,

Or, he alleges falsely that lying claim.

ًادجِسَْملُُخدَْينْيحقََدزَْرَفلانَّإ9ِ

ِروهَطِبُهُروهطَسَْيَلفسٌجِْر

ًامَرْحمَىِلابُيالقََدزَْرَفلانَّا10

ِروحنُوعٍُرذْأَِبىِِّدَهلاَمَدو

ّرُكلِجِالَجىفقَُدزَْرَفلاىَسمْأ11َ جٍَ

ِريرَجلًِةَجوَْزلِِطْيخَأُلاَدْعَب

بٍِلْغَتىَراصَننِْمقَِدزَْرَفلاطُْهَر12

53ِروزَةَواعَدًابِذَكىعِدََّيوْأَ

The first thing that stands out in these four lines is the repeated use of the name

“al-Farazdaq,” which Jarīr reiterates four times in succession, each time in the

same position in the line, as the second word. This has an impact similar to

that of anaphora (which it is technically not, since anaphora is characterized

by placing the same word or phrase at the beginning of each line). Although

slightly more subtle, Jarīr’s poetic device here must have had a similar effect:

to draw attention to the repeated word, and by doing so, to draw attention to

the entire line.With the name “al-Farazdaq” displayed so prominently in these

lines, the audience can have no doubt who is faithless, who is un-Islamic, who

is filthy, and who is Christian.

Jarīr also takes this occasion to reiterate a line hehadusedwhile lampooning

al-Farazdaq earlier (Poem 64), by mentioning again the hobby horse (kurraj)

and bells ( jalājil) that feminize al-Farazdaq, an effect that is intensified by

Jarīr’s calling al-Farazdaq his wife (zawja). He had used this language in the ear-

lier poem to “defame al-Farazdaq, showing that he is not a noble, but merely a

mukhannath,”54 (i.e., a male dancer who acted like a woman). Whether or not

Jarīr is intentionally quoting the earlier poem, he surely had found the device

effective and chose to repeat it here.

53 Bevan, The Naḳāʾiḍ, 2:936.

54 Hussein, “The Rise and Decline,” 336.
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The accusations the poets engaged in to lampoon each other were meant

to elevate their prestige in front of an audience, but were the charges serious?

Most of them contained an element of truth, but they often also included wild

exaggerations.55 “These contests,” van Gelder tells us, “have become less seri-

ous and more entertaining than in pre-Islamic times.”56 He goes on to explain

that thismaterial technically amounted to false accusation (qadhf ), whichwas

a punishable offense, but that hijāʾ poetry “was simply not important enough”

for authorities to involve themselves.57 What is more important than any legal

jeopardy they may have risked is how the poets used their performances to

engage the audience. It was less important that thematerial they used be verifi-

ably true, since they likely did not fear official punishment, but rather, retribu-

tion in kind from their opponent’s verses. Because the poets’ primary goal was

to engage their audience, and perhaps because they were less concerned with

official retribution for qadhf (since, as van Gelder points out, the poetry was

“less serious” and probablywould not lead to any legal troubles), theywere able

to indulge in a level of hyperbole that was fitting to the genre. It is also impor-

tant to recognize that these naqāʾiḍ operated in a different realm than that of

qadhf. To accept thenaqāʾiḍ asqadhf wouldmeanaccepting themat face value.

But if we instead accept van Gelder’s description of these poems as “less seri-

ous and more entertaining,” and realize that they were not literal accusations

(inmost cases),webegin to see how Jarīr and al-Farazdaq’s poetrywas received,

and in what spirit it was given: to entertain and inspire audience reaction.

Poems 102 and 103 are included in Jarīr and al-Farazdaq’s Naqāʾiḍ corpus but

are as noteworthy for their praise as for their lampoon passages. In addition to

their hijāʾ element, each poem is also—and perhaps primarily—a panegyric.58

This dyad illustrates how far the poets were willing to go, or perhaps were com-

pelled to go, to gain the attention of an audience, and in this case, that included

the governor of Iraq, Khālid b. ʿAbdallāh al-Qasrī.

As mentioned above, al-Farazdaq composed Poem 102 while serving time in

jail for lampooning the governor,59 and the poem itself was partially an attempt

55 VanGelder notes IbnṬabaṭabā’s stance on truthfulness in poetry, who he says “rather nos-

talgically contrasts pre-Islamic and early Islamic poetry, where each genre, as he thought,

was ‘based on truth.’ ” Van Gelder, The Bad and the Ugly, 61. He adds that “Ibn Ṭabaṭabā

seems to ignore the possibility that the addressee, too, as well as the public, might not

care much about the truthfulness of poetry.”

56 Van Gelder, The Bad and the Ugly, 30.

57 Van Gelder, The Bad and the Ugly, 30.

58 Hussein theorizes that the lampoon verses in Jarīr’s poem (103) were a later addition to

his initial praise poem. See Hussein, “The Rise and Decline,” 346.

59 Abū ʿUbayda gives four lines of al-Farazdaq’s lampoon against Khālid, on account of
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to win his freedom. Jarīr’s response, Poem 103, also included verses intended to

free al-Farazdaq.60 We have examined numerous poems throughout this book

that show Jarīr and al-Farazdaq leveraging their influence, which to this point

has consisted mainly of gatherings at Mirbad market. However, the present

dyad was composed not to win over a Mirbad audience, but rather to attract

the notice of the governor and secure al-Farazdaq’s release. As such, it repre-

sents a higher stakes contest than Jarīr and al-Farazdaq’s typical naqāʾiḍ poems

since instead of (or in addition to) prestige, al-Farazdaq is composing poetry

for his freedom, and interestingly, so is Jarīr. Still, the formerwas able to employ

the techniques he had honed in his lampooning contests with Jarīr to leverage

influence over his audience, in this case an audience of one: Khālid—at least

as far as the praise (madīḥ) section of the poem is concerned.

In Poem 103, Jarīr had the same aim as al-Farazdaq did in the previous poem

discussed here: to obtain his fellow poet’s release from prison. Both poems in

this dyad contain lampoons (if not, they would not be considered naqāʾiḍ),61

but are perhaps more interesting for the praise sections that reveal the poets’

respective attempts at influencing their gubernatorial audience of one. The fol-

lowing short extracts, one line from each poem, focus on a particular aspect

of praise for Khālid: his role as the defender of the Muslim people (amīr al-

muʾminīn). In Poem 102 al-Farazdaq says,

7 Increase62 Khālid with the like of what he has in his right hand,63

And you will find him the best defender of Islam!

ِهِنيمَيىفىذَّلالَْثِمًادِلاخدِْزف7

64ِدِئاذِرْيَخنِْممِالسْإِلانِِعُهدِْجتَ

which, he says, the governor imprisoned him. See Bevan, The Naḳāʾiḍ, 2:84. “Al-Farazdaq’s

naqīḍa was composed in jail, where he was sent because of his hostility towards Khālid.”

Hussein, “The Rise and Decline,” 345.

60 Although both poems address Khālid, the governor of Iraq, neitherwas recited in his court

according to Hussein (“The Rise and Decline”), and al-Farazdaq’s was composed while he

was serving time in prison.

61 The dyad 102/103 is unique in the Naqāʾiḍ in that it is the only set of counter-naqīḍas, i.e.,

poems which respond to one or the other, in which both poems praise the same person

(See Hussein, “The Rise and Decline,” 342).

62 Abū ʿUbayda’s notes suggest that this includes an invocation of the divine means: بَِّراي”

“…ًادِلاخدِْز (“Oh, Lord, increase Khālid …”). See Bevan, The Naḳāʾiḍ, 2:982.

63 In other words, “Double his might.”

64 Bevan, The Naḳāʾiḍ, 2:982.
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Jarīr says similarly in line 22 of Poem 103,

22 You protected the frontiers of the Muslims; You did not lose ground.

And you are still head, chief, son of a chief.

عْـضُِتمَْلفَنيمِلسُْملاَروغُثتَْيَمَح22

65ِدِئاقنَْبٱوًادِئاقًاسأَْرتَْلِزامو

Each of these examples is compelling in that it shows Jarīr and al-Farazdaq

competing for the attention and admiration of Khālid by praising him as a

defender (dhāʾid)66 and protector (ḥamayta, lit., “You protected …”)67 of Islam.

In the context of Jarīr and al-Farazdaq’s Naqāʾiḍ, these poems are unique: in

them both poets praise the governor in order to influence him, and each also

lampoons his opponent. However, although the circumstances inspiring the

poems are different, their function remains consistentwith that identified else-

where in this book. In each case, thepoet composes apoemmeant to attract the

attention of an audience: here, Khālid. After doing so, the poet uses the influ-

ence he has won over his audience for his own purposes. In most instances

throughout the Naqāʾiḍ, this purpose is to elevate the poet’s individual pres-

tige. Here, however, themain purpose is to convince Khālid to free al-Farazdaq

from jail, but despite this the poets also produce poetry that elevates their own

personal prestige within these lines.

In 102, al-Farazdaq asks God to increase Khālid’s might, and goes on to say

that he will be “the best defender of Islam” (min khayri dhāʾidi). Jarīr likewise

deploys a religious—if somewhat more martial—theme, claiming that Khālid

protected the frontiers of theMuslims (ḥamayta thugūra l-muslimīna). In addi-

tion to this, Jarīr includes in this line a literary device designed to attract atten-

tion when he says that Khālid is a “chief, son of a chief” (qāʾidan wa-bna qāʾidi).

Repetition of the same word—which also makes it a case of alliteration—

draws attention not only to Khālid, who is the subject of the poetic device,

but also to Jarīr as the poem’s creator. So, while Jarīr is heaping prestige on

the governor, he is amassing prestige of his own through his poetic abilities.

The reference in the last half of this passage to a “son of a chief” (ibna qāʾidi)

can also be read as a type of isnād, or at least as calling on isnād conventions.

Here, on the surface level, by emphasizing that not only is Khālid a chief, but

65 Bevan, The Naḳāʾiḍ, 2:988.

66 See al-Farazdaq, poem 102, line 7.

67 See Jarīr, poem 103, line 22.
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his father was also a chief, Jarīr intensifies his praise of the governor by praising

his familial stock. Furthermore, isnād passages normally function to establish

the author’s authority, in this case, that of the poet himself. In this way, per-

haps slyly, Jarīr inserts a passage that promotes himself while ostensibly (and

actually) promoting and praising the subject of the poem.

These passages, in which Jarīr and al-Farazdaq lampooned each other, dem-

onstrate some of the devices and linguistic choices the poets employed to elicit

the participative energy and attention of their audience. Al-Farazdaq deploys

specific key words that corroborate his claim of genealogical authority to pro-

mote his own status: He calls himself the son of Tamīm, and claims direct

descent from the Prophet. Jarīr, as if to outdo al-Farazdaq in the arena of self-

promotion, takes the bold step of bypassing the caliph and appealing directly

to God. These devices allow the poets to capture their audience’s attention

and energy, gaining a measure of prestige in return. But how did Jarīr and al-

Farazdaq actually conduct ahijāʾ battle?Whatwere someof theways they drew

attention to themselves?What were the circumstances of their performances?

To answer these questions, we turn from the text of Jarīr and al-Farazdaq’s

Naqāʾiḍ to texts that comment on them.

3 Gaining Poetic Prestige

To understand the circumstances of Jarīr and al-Farazdaq’s performance, and

how they gained influence with their audience, we turn to sources called

khabar (pl. akhbār). Akhbār sources include reports and anecdotes on vari-

ous topics, but the akhbār texts we are interested in contain references to Jarīr

and al-Farazdaq’s lampoon performances and illustrate the poetry’s reception

as observed by commentators who recorded certain aspects of these perfor-

mances. The fact that commentators cited Jarīr and al-Farazdaq illustrates a

certain critical mass of audience reception and involvement, without which

the particular passages I reference might not have been recorded at all. That

they were, and that commentators took the trouble to describe the audience’s

reaction, constitutes a certain reception in its own right, and amounts to evi-

dence of Jarīr and al-Farazdaq’s influence. VanGelder has noted that the recep-

tion of hijāʾ poetry “includes the mere quotation of poems in anthologies, or

their expurgation (rejection is a form of ‘bad’ reception).”68 Khabar reports

help paint a picture of the kind of reception he is referring to here; and their

68 Van Gelder, The Bad and the Ugly, 10.
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very existence, as he notes, is a form of reception itself. Samer Ali, speaking of

the longevity of the classical Arabic qaṣīda, which “spanned three continents

and fifteen centuries,”69 points out that traditional texts and forms survived

against all odds70 because theywere valued by thosewhohanded themdown.71

“Without an analysis of audience reception,” he goes on to say, “we are left

with a canon detached from the particular needs and choosy sensibilities of

those who exercised the privilege of selecting texts for future transmission—

ornot.”72The khabar sources, therefore, tell us not onlywhat is reported to have

been said, but indeed that by its very existence, this poetry was valued.

The purpose of reviewing akhbār sources describing the circumstances of

Jarīr and al-Farazdaq’s performance is to understand how the poets related

to their audience in the view of the akhbār commentators. They also reveal

some of the circumstances of the poets’ interactions with their audience. The

akhbār tell us more than just the words that poets composed; they often tell us

also how a certain audience reacted to a performance. Van Gelder notes some

excellent—and hilarious—examples of reactions to lampoon poetry. “Short

epigrams,” he says, “or merely a few words could break someone’s reputation if

they were taken up by the populace.”73 He goes on to name several particularly

poignant examples of poets fearing lampoon from people on the street, “espe-

cially young children (ṣibyān).” Such was the influence of children, apparantly,

that “al-ʿAjjāj insists on their presence during his slanging-match with Abū

Nukhayla: ‘Leave them; they will decide who wins and will pass it on (yughal-

libūn wa-yuballighūn).’ ” Van Gelder goes on to quote several other sources that

name poets who feared being lampooned by children.74 However, not only

69 Ali, Literary Salons, 3–4.

70 Ali lists what he calls “dramatic risks posed to the passing on of any tradition through

the ages,” which he says include, “boredom, apathy, famine, disease, war, or simply other

distractions.” Ali, Literary Salons, 4.

71 Fakhreddine opens a window into one piece of the story of the qaṣīda’s longevity. Speak-

ing of the Abbasid period she says, “Abū Tammām and his generation were able to truly

revolutionize the qaṣīdah and its motifs rather than simply abandon them as irrelevant

and outdated.” Fakhreddine, Metapoesis in the Arabic Tradition, 3.

72 Ali, Literary Salons, 4.

73 Van Gelder, The Bad and the Ugly, 38.

74 These include Khālid b. Yazīd, who after “Abū Tammām teaches [the children] some lines

on [him] … becomes mentally deranged when they keep shouting at him ‘Stupid Khālid!

(yā Khālidu ’l-bārid)’ ” (van Gelder, The Bad and the Ugly, 38), as well Diʿbil, who “pays a

thousand dirham (five would have been more than sufficient, according to his friends)

to silence a poet of doggerels who hadmade two obscene lines on him—in vain, for ‘they

becamewidely knownand the rabble, the lower classes and slaves loudly declaimed them’.

Children,” van Gelder continues, “forced an administrator in al-Rayy to give up his post by
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were lampoons potentially ruinous to the reputations (andnerves, according to

van Gelder’s sources!) of those whom they were recited against, but they could

also build the prestige of those who recited them. Jarīr and al-Farazdaq are a

prime example of this.

The following akhbār examples comment on various aspects of Jarīr and

al-Farazdaq’s performances and showcase the poets competing for their audi-

ence’s attention. Each one illustrates a particular aspect of Jarīr and al-Faraz-

daq’s interaction with their audience, and elucidates tactics the poets em-

ployed to meet their audience’s needs and to keep them engaged. These pas-

sages reveal Jarīr and al-Farazdaq’s Naqāʾiḍ as more than just a battle in a war

between the poets’ tribes, the traditional function of (especially pre-Islamic)

naqāʾiḍ. These poems were a display of the poets’ skill, performed for an audi-

ence that played an active role in the performance.

Audiencemembers reacted to particularly clever or biting verses, and it was

theywho elevated one poet above another through their reaction to the poems.

In this way Jarīr and al-Farazdaq’s Mirbad audience was an active participant

in the poets’ performance. They interacted with the poets as knowledgeable

receptors, as connoisseurs of the genre, at least partly due to the fact that Jarīr

and al-Farazdaq performed for such an extended period of time, much of it at

the same location, so that the poets would not be able to rely constantly on

repeat performances of some of their most famous poems. They were recit-

ing for an audience that was familiar with their material, and therefore had

to be better, sharper, more honed in their skills. We may draw parallels with

Abbasid-era court audiences. “TheAbbasid patron,” Gruendler points out, “was

no longer only an object of poetry but an active partner and participant. This

role of the patron placed him under new obligations. He had to comment as a

connoisseur on the poetry he received, acknowledging the technical challenges

the poet had braved.”75 Jarīr and al-Farazdaq’s audience did not have to go as

far as Gruendler’s “Abbasid patron” in their expertise in the poetry that was

being performed in front of them, but they did have a role in evaluating that

poetry. What is more, the poet-audience relationship was one that developed

incrementally: the poets could, over time, expect their audience to be(come)

aware of certain turns of phrase and allusions, which the pair deployed in turn

to appeal to their increasingly sophisticated audience.

To envision a performance context for Jarīr and al-Farazdaq’s Naqāʾiḍwe can

take as an analogy the Abbasid-era poetry gatherings (mujālasāt, or “literary

repeating the words from an epigram on an unfortunate incident: ‘the fault came from a

fart (mina l-ḍarṭi jāʾa l-ghalaṭ).’ ”

75 Gruendler, Medieval Arabic Praise Poetry, 10.
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salons”),whichSamerAli has showcased.These salonswere a catalyst for verbal

performers who, he explains, “were both admired and feared for their capacity

to stimulate the emotional participation of their audiences and thereby influ-

ence the emergence of new relations of power and privilege.”76 The following

akhbār passages demonstrate some of the techniques Jarīr and al-Farazdaq

employed to similar effect. Some of the extant akhbār sources contain passages

that stage and display the conditions under which Jarīr and al-Farazdaq per-

formed, or give details about the poets’ audience and how they received their

poetry or interacted with the poets.

In order to understand how the akhbār writers did this, it is useful to apply

Erving Goffman’s concept of managing persona in performance, which I adapt

to understand Jarīr and al-Farazdaq’s poetic techniques. According toGoffman:

The expressiveness of the individual (and therefore his capacity to give

impressions) appears to involve two radically different kinds of sign activ-

ity: the expression that he gives, and the expression that he gives off. The

first involves verbal symbols or their substituteswhich he uses admittedly

and solely to convey the information that he and the others are known

to attach to these symbols. This is communication in the traditional and

narrow sense. The second involves a wide range of action that others can

treat as symptomatic of the actor, the expectation being that the action

was performed for reasons other than the information conveyed in this

way.77

Goffman considers non-verbal communication (i.e., actions) as expressions

“given off.” It is likely that Jarīr and al-Farazdaq “gave off” non-verbal com-

munications before their audience just as Goffman outlines, giving them, for

example, winks, nods, and everything else we might expect to accompany a

live performance. For thepurpose of analyzing theseakhbār passages, however,

I broaden Goffman’s model to include depictions of non-verbal communica-

tions such as descriptions by the akhbār writers of the circumstances of per-

formance that show, or “give off” an impression of how the audience received

the performance. This is in addition to the text of Jarīr and al-Farazdaq’s perfor-

mances that the akhbār writers also record, the “expression given.” Using this

model the akhbār writers create an impression of Jarīr and al-Farazdaq’s pres-

tige by depicting certain aspects of their performances (the expression “given

76 Ali, Literary Salons, 123.

77 Goffman, The Presentation of Self, 2.
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off”), while also presenting the text of Jarīr and al-Farazdaq’s poems during

those performances (the expression “given”).

The following passages from Kitāb al-Aghānī illustrate how the akhbārwrit-

ers depicted the circumstances of Jarīr and al-Farazdaq’s performances so as

to demonstrate the relationship they had with the audience. By doing so, they

“gave off” an impression of the poets’ prestige. There are a number of passages

that present the audience and their relationship to the poets. In the following

example, we learn that the poets had their own spot at the Mirbad market.

It became morning and [Jarīr] knew that the people were sitting in their

places at Mirbad, and his spot and the spot of al-Farazdaq were known.78

This passage mentions known “spots” for Jarīr and al-Farazdaq at Mirbad,

which suggests the poets were established enough to have earned a regular

place at themarketplace fromwhich to declaim.79 It also suggests that Jarīr and

al-Farazdaq had a ready audience whenever they chose to perform. We know

fromprimary sources and thepreservationof Jarīr andal-Farazdaq’s poetry that

they were popular, and this line attesting to their reserved spots at the market-

place confirms this by “giving off” an implied impression of their popularity.

These were poets who could attract and retain an audience over an extended

period of time.

In addition to stating that Jarīr and al-Farazdaq had their own spots at Mir-

bad, the khabar also points out that audience members had their own seats as

well. The significance of the availability of regular spots for the audience has

relevance to our understanding of Mirbad’s function. Mirbad may have been a

market, but the fact that there was a space set aside for poetic performances

suggests that, at least in Jarīr and al-Farazdaq’s time, an important function

of Mirbad was as a venue for the public performance of poetry. Accordingly,

we might envision Mirbad market as a type of pre-Abbasid era literary salon

78 “قَدزَْرَفلاسَلجموهَسلجمفِرعيناكو،دَبْرِملابمهسلاجميفاوسلجدقسانلانأفرَعاذإىتح،حبصْأَ” .

Al-Iṣfahānī, Kitāb al-Aghānī, 8:23. A more literal translation of the second half of this line

would be, “…andhe knewhis spot and the spot of al-Farazdaq.” In translating the sentence

as I do, I am changing the verb from the active to the passive voice. One could actually ren-

der the line to read literally the way I have translated it without altering any of the letters,

and by simply changing the short vowels.

79 “Many poets used to visit the market place, with each poet having a circle (ḥalaqa) in

which he recited his poetry while surrounded by his audience,” says Hussein, adding, “A

certain account in Kitāb al-Aghānī shows that each ḥalaqa had placeswhere the audience

used to sit.” Hussein, “The Rise and Decline,” 307.
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(majlis).80 The khabar also says that the people were sitting in their seats, not

just any seats that happened to be there, but their own seats. It is important

to note here that the tendency to attach possessive pronouns to nouns is not

as common in Arabic as it is in English. The khabar could have said, al-majālis

(the seats) to conveynearly the identical sense that the English “their seats” car-

ries, but the use of majālisihim suggests a focus on ownership of seats, which

in turn reveals that they were perceived to be the regular seats of the audience

who frequented them. This points to a convention of seating at Mirbad where

a regular audience habitually gathered to observe Jarīr and al-Farazdaq act out

the spectacle of lampoon performance.

The following khabar provides insight into Mirbad as a performance venue.

In the previous khabar we saw that Jarīr and al-Farazdaq had reserved spots at

Mirbad (as did their audience), which demonstrates a certain level of prestige

they had as “famous” performers who frequented this venue. In the follow-

ing khabar I want to focus on Mirbad itself: on the fact that it was not only a

bustling market, but also a venue that became a stage for Jarīr and al-Farazdaq

to lampoon each other on while they simultaneously drew in a crowd from the

passing marketgoers. With this in mind, the following example does not deal

with Jarīr and al-Farazdaq specifically, but it does portray Mirbad in its role as

performance venue.

This is Ruʾba at Mirbad, sitting and making his poetry heard and reciting

for the people.81

This example clearly elucidates what poets did at Mirbad: they recited. It also

hints (in accordance with Goffman’s expression “given off”) that Mirbad was a

place where poets could attain influence by “making their poetry heard” to a

waiting audience. In this role Mirbad, the venue, served as a catalyst for Jarīr

and al-Farazdaq to display their virtuosic performance.

The following khabar includes a reference to Mirbad and also mentions al-

Farazdaq:

80 Abbasid-era salons had their own seating conventions. “At formal, courtlymajālis…guests

and performers were expected to keep to their allotted ‘seats’ (or more commonly cush-

ions) throughout. Positions at the majlis, which would often be dictated by the patron–

host, were generally allotted according to social rank. Some participants were seated …

while others … stood throughout.” Ali, Literary Salons, 16, quoting Dominic Brookshaw,

“Palaces, Pavilions, and Pleasure-gardens: TheContext and Setting of theMedievalMajlis,”

Middle Eastern Literatures 6 (2003): 200.

81 “سانلادشِْنُيوهَرعشعِـمسُيفسلجيدَبْرِملابُةبؤراذه” . Al-Iṣfahānī, Kitāb al-Aghānī, 10:120.
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Mukātib of the BanūMinqar pitched a tent at the tomb of Ghālib, and the

people came to al-Farazdaq and informed him that they had seen a struc-

ture at the tomb of Ghālib, his father. Then he82 approached al-Farazdaq

while at Mirbad and said …83

The point this khabar makes is that “the people” interacted with al-Farazdaq.

First, they informed him about a structure they had seen near the tomb of the

poet’s father, then they approached him while he was at Mirbad. This shows

that people knew who al-Farazdaq was, and that presumably they were con-

cerned about events that might affect him, such as when someone pitched a

tent at his father’s tomb. Such concern indicates that al-Farazdaq must have

had a certain amount of cachet. The fact that the reporter mentions that al-

Farazdaq is atMirbad also highlights themarket’s role as a performance venue.

In another example, a khabar report that describes al-Farazdaq being ap-

proached by a group of people who ask him to recite, we find evidence not

only of Jarīr and al-Farazdaq’s ability to hold the attention of their audience,

but that the reputation they had built for themselves was such that their audi-

ence actively sought their attention and asked them to perform:

And when al-Farazdaq approached Mecca the people craned their necks

to see him, and he came to the house of the Banū ʿAbdallāh b. al-Zubayr,

and they asked him to recite …84

The fact that the audience came to al-Farazdaq and requested him to recite

suggests that his repertoire was well known, and the akhbār reporter seems

to have related this episode to emphasize the cachet al-Farazdaq had with

his audience, a cachet he had acquired over the years through performances

that had captivated his audience such that they subsequently beseeched him

to recite for them. A particularly vivid detail is that the people “craned their

necks” (ishraʾabba) to see the poet, a description that conjures up the image of a

famous performerwhomanaudience scrambles, straining themselves, to catch

a glimpse of, and brings to mind people craning their necks to see modern-

day celebrities sighted in public. This khabar thus shows that al-Farazdaq had

82 I.e., Mukātib.

83 ىلعءانباوأرمهنّأهوربخأفقدزرفلاىلعساّنلامِدقف،بلاغربقىلعًةميخرَقنِمينبلبتاكمبرض”

“…لاقفدبْرِملابوهو،هيلعمِدقمث،هيبأبلاغربق . Al-Iṣfahānī, Kitāb al-Aghānī, 21:279.

84 ّزلانباهللادبعينبىلعلزنو،هيلإساّنلابَّأرشاةّكمقدزرفلامِدقاّملف” “…هودشنتساف،ريبُ . Al-

Iṣfahānī, Kitāb al-Aghānī, 21:201. See also p. 59 above.
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an attentive audience who were intimately involved in the circumstances sur-

rounding his performance. The physical description of their reaction to al-

Farazdaq is a described action that amounts to an “expression given off” that

conveys his prestige. Bauman explains that a “performer elicits the participa-

tive attention and energy of his audience, and to the extent that they value his

performance, theywill allow themselves tobe caught up in it.”85 Bauman is here

speaking of audience participation during a performance, rather than its pre-

performance behavior. However, his statement is still helpful in understanding

the attention and energy al-Farazdaq must have regularly generated: so much

so that the audience became caught up in the mere thought of a performance

by this poet!

This khabar stands out for another reason. The report places al-Farazdaq

at the court of the (disputed) caliph Ibn al-Zubayr. It is not unheard of for al-

Farazdaq to have been present at the caliph’s court, but it was an honor, and

al-Farazdaq would have had to have been invited to perform there.86

In another khabar, Jarīr is described interacting with an audience, after hav-

ing recited four lines of poetry:

And it [the poetry] astonished the people, and so they recited it to one

other. According to Jābir b. Jandal: “Jarīr said to us, ‘Did those lines please

you?’ ”

And they said, “Yes.”87

Here Jarīr is shown involving the audience in critiquing his performance. The

poet asks the audience directly if they liked the poem, and not insignificantly,

the recorder reports that they did. This report presents unambiguous evidence

that Jarīr and al-Farazdaq were able to obtain and hold the attention of their

audience. In most cases, when trying to understand the reception to a perfor-

mance that has long since passed the best researchers can do is hypothesize

what the receptionmust have been based on the best available evidence, since

no voice recordings, visual images, or anything else that one might normally

rely on to portray a performance exists from ancient times. In their absence,

we are left to piece together both the performance and the audience’s reac-

85 Bauman, Verbal Art, 43.

86 Speaking of a different caliph (ʿAbd al-Malik), Hussein speculates, “It is possible that the

praise verses [of al-Farazdaq’s poem] were intended to secure an invitation to the caliph’s

court.” Hussein, “The Rise and Decline,” 343.

87 :اولاق؟تُايبألاهذهمكْتبجعأٌ:ريرجانللاقف:لاقلدْنجَنبرباجينثدّحف:لاق.اهودشانتوسَانلاتِبجعأف”

“معن . Al-Iṣfahānī, Kitāb al-Aghānī, 8:45.
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tion to it by making inferences from the text itself (including clues found in

the marginalia) and culling separate akhbār sources that comment on perfor-

mative aspects.88 Here, though,we have a text that reports directly on audience

reception, and that unambiguously states that the audience received thepoetry

well; it pleased them, and they recited it to one another.This report also demon-

strates the poet’s concernwith keeping his audience’s attention by entertaining

them. That they were pleased shows his success. Presumably, if the audience

had responded negatively to Jarīr’s inquiry, he would have adjusted his perfor-

mance to win them over.

The preceding akhbār passages highlight certain aspects of Jarīr and al-

Farazdaq’s attempts to win over their audience. It is perhaps best to think of

this as a continuing process, one that once Jarīr and al-Farazdaq began early in

their poetic careers, gained momentum over time, like savings in a bank that

compound interest. The poets were not starting each performance afresh with

a net sum of zero influence over their audience. They performed for decades

and, over that time, proved to an audience—and indeed, the wider world—

that they were competent and skilled performers. They emerged with a certain

amount of control over their audience, in a position to leverage that control to

elevate their prestige.89

88 These include akhbār sources that often accompany the text itself and were written

down by the compiler, and sometimes by later scribes who copied texts and added

their own commentaries. Ali, speaking of Abbasid-era gatherings (mujālasāt), notes how

researchersmight reconstruct pre-modern performances. “It is possible…with the appro-

priate methods, to interpret the available sources with an eye for … performance issues.”

Ali, Literary Salons, 7. He goes on, “Medieval texts are used in large part as ethnogra-

phies that were composed by professional or amateur littérateurs … These sources serve

the purpose of illustrating the culture of the mujālasāt, audience expectations, a per-

former’s training, norms of performance and reception, audience-performer interaction,

text adjustment in performance, and even composition in performance.”

89 Bauman also links audience engagement with the performer’s control over the audience

and the former’s prestige. He says, “When this happens [i.e., when the audience becomes

caught up in the performance], the performer gains a measure of prestige and control

over the audience—prestige because of the demonstrated competence he has displayed,

control because the determination of the flow of the interaction is in his hands.” Bauman,

Verbal Art, 43–44. See also the conclusion to Chapter 2 above. Although a certain amount

of prestige is attained sheerly through the performer’s competence, I argue that in Jarīr

and al-Farazdaq’s case they raised the prestige they had already obtained through their

display of competence by the actual lampoon (of their opponent) and praise (of them-

selves) that form the text of their poems.
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4 Conclusion

We set out to discover the impact Jarīr and al-Farazdaq’s naqāʾiḍ poetry had

when they performed it for their audience. Certain passages from the Naqāʾiḍ

show how the poets leveraged their influence with their audience at Mirbad

market, and sometimes at other venues. In its most basic state this influence

amounted to a likelihood that the audiencewould revisit a future performance,

and therefore enable the poets to continue their performances. However, the

publicity that their fame as performers generated sometimes translated into

the kind of clout that allowed them to influence a ruler, such as the governor

of Iraq, on their behalf. Ali notes the power poets can have in a society. Speak-

ing here of madīḥ poetry he says, “The poet exercised a power, recognized by

others, to make culture and identity; he reconfigured the community’s values,

aspirations, anxieties, and ideals by projecting a coveted model of nobility.”90

Jarīr and al-Farazdaq did performmadīḥ poetry, but they are especially known

for the hijāʾ that is found all throughout the Naqāʾiḍ. In this, they were as influ-

ential in their sphere asmadīḥpoetswere in theirs. Their power resided in their

ability to bring an audience over to their side of the argument. In doing so, they

focused the attentionon themselves, creating in theprocess of their poetic con-

tests a self-oriented performance.

At times, Jarīr and al-Farazdaq addressed their ongoing naqāʾiḍ contest in

their poetry, and so perhaps it is fitting to leave the last word about their poetic

struggle to the poets themselves. In a line from Poem 50, Jarīr asks al-Farazdaq,

33 What do you think now, little son of Shiʿra?91

After all your training, our war has seriously injured you.

انُبرَْحوتَْنَنظَامَةَرْعشِىََّنُبأ33َ

92ِرارْضإِلاُةَديدشَسِارِملاَدْعَب

90 Ali, Literary Salons, 86.

91 VanGelder notes that Shiʿra is “awoman’s nickname,” and adds, “As a noun itmeans ‘pubic

hair.’ ” G.J.H. van Gelder, review of Abundance from the Desert: Classical Arabic Poetry by

RaymondFarrin, Speculum 87 (2012): 1191. Phonetically, theword is similar to shiʿr (poetry),

which is perhaps why Raymond Farrin renders a-bunayya shiʿra as “O little son of poetry.”

Farrin, Abundance from the Desert, 122.While such a translation is tempting, there is prob-

ably no closer relationship between the name Shiʿra and the word shiʿr as there is in

English between “Mona” and “moan.”

92 Bevan, The Naḳāʾiḍ, 1:341.
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Al-Farazdaq opens Poem 66 with a boast of his clan’s greatness, in response to

Jarīr, who had boasted in Poem 65 of his own clan’s military prowess, mock-

ing the lowliness of al-Farazdaq’s “blacksmith” clan, in addition to satirizing

its women. Al-Farazdaq leaves the traditional nasīb section out of his counter-

poem and wastes no time refuting Jarīr’s claims of tribal superiority, deny-

ing the poet’s assertions of genealogical importance by emphasizing his own

clan’s greatness. He does this by listing some of its prominent ancestors in

the first seven lines of the poem, emphasizing his noble roots. These seven

lines employ anaphora, starting each consecutive line with the same word or

phrase to draw attention to the word or phrase that is emphasized, in this case

minnā (“from us”). Through the use of this literary device, al-Farazdaq con-

veys the message that his tribe is descended from notable men (and Jarīr’s is

not).

1 From us comes the one who was chosen among men for his generosity,

And goodness when the violent winds blew;

2 From us comes the one whom the Messenger gave as a gift

The prisoners of Tamīm, their eyes full of tears;

3 From us comes the one who gives hundreds and buys expensive things,

Whose merit raises up the one who defends;

4 From us comes a speechmaker who speaks without fault, standard

bearer,

Lordly when the assemblies turned to him;

5 From us comes one who caused the buried child to live, as well as

Ghālib,

And ʿAmr, and from us come also Ḥājib and al-Aqāriʿ;

6 From us on the morning of fear, come raiding youths,

When their hands rose up under their spears;

7 From us comes the one who drove horses until their hoofs pained them

To Najrān where the camels greeted them in the morning.

ًةَحامَسلَاجِّرلاَريِتخْٱىذَّلااّنِم1

ّرلابََّهاذإًِارْيَخو ّزلاحُايِ ُعِزاعَ

ّرلاىَطعْأَىذَّلااّنِمو2 ّيِطَعلُوسَ ًةَ

عُِـماوَدُنويُعلاومٍيمَتىَراسأُ

ـلاىِرَتشَْيوَنيئاملاىِطْعُيىذَّلااّنِمو3

عُِـفادُينَْمُهُلضَْفوُلْعَيوىِلاوَغ
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لٌِماحوبُاعُيالبٌيطخَاّنِمو4

رَغأَ
ّ ُ
عُِـماجَملاِهْيَلَعتْفََّتْلٱاذإِ

بٌِلاغوَديِئَولاىَيحْأَىذَّلااّنِمو5

ُعِراقأَلاوبٌجِاحاّنِمووٌرْمَعو

ّرلاَةادَغاّنِمو6 ٍةَراغُنايْتِفعِوَْ

عُـجِاشأَلاجِاجِّزلاتَْحتَتَْعَتَماذإِ

اجَولاىَلَعَدايِجلاَداقىذَّلااّنِمو7

ّتحََنارجَْنِل ّبصَىَ ّنلااهتْحََ 93عُِـئازَ

Al-Farazdaq’s use of anaphora here draws attention to the subject, and in this

case the poet delivers lines that ensure that this poetic device delivers maxi-

mum impact. He does this primarily by emphasizing throughout these verses

the prominence of various members of his tribe, in each instance a notable

person, with an explanation of what he was famous for. In the second line, this

person is al-Aqraʿ, a descendant of Mujāshiʿ, who Bevan informs us “negotiated

with the Prophet,”94 a fact that this verse elaborates on, describing how none

other than the Prophet himself gave him “the prisoners of Tamīm” as a gift. In

line 4 the person al-Farazdaq chooses to highlight is Shabbah b. ʿIqāl b. Ṣaʿṣaʿa

al-Mujāshiʿī, who “married Jiʿthin, the sister of al-Farazdaḳ,” “was celebrated for

his eloquence,” the quality al-Farazdaq chooses to attribute to him here, and

who “appealed to al-Farazdaḳ for help against the Banū Jaʿfar b. Kilāb.”95 Line 5

features al-Farazdaq’s grandfather, Ṣaʿṣaʿa, whose grandson Shabbah was men-

tioned in the previous line, as well as his father, Ghālib, a frequent target of

Jarīr’s lampoons. Ṣaʿṣaʿa is lauded here for his gallantry in “causing the buried

child to live.” He was known for this; Bevan mentions that he “prevented the

killing of female infants in pre-Islamic times.”96 Al-Farazdaq finishes up this

line bymentioning a number of other prominentmembers of his tribe: ʿAmr b.

ʿAmr b. ʿUdus al-Dārimī, a relative, and also Ḥājib b. Zurāra b. ʿUdus al-Dārimī,

93 Bevan, The Naḳāʾiḍ, 2:696–698.

94 Bevan, The Naḳāʾiḍ, 3:59.

95 Bevan, The Naḳāʾiḍ, 3:134.

96 Bevan, The Naḳāʾiḍ, 3:140. This practice, known as waʾd al-banāt, which Leemhuis trans-

lates as “the disposal by burying alive of newborn daughters” (see F. Leemhuis, “Waʾd

al-Banāt,” in Encyclopaedia of Islam, 2nd ed., ed. P. Bearman et al. [Leiden: Brill], http://dx​

.doi.org/10.1163/1573‑3912_islam_SIM_7795), was common before the time of Muhammad,

and “was explicitly forbidden by [him].”

http://dx.doi.org/10.1163/1573-3912_islam_SIM_7795
http://dx.doi.org/10.1163/1573-3912_islam_SIM_7795
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another relative descended, like ʿAmr, from the same grandfather. Ḥājib distin-

guished himself, according to Bevan, after having been “captured at the Battle

of Jabala [by ransoming] himself at great cost.”97 Last of all, al-Farazdaq lists

al-Aqāriʿ, an alternative form of al-Aqraʿ, alluded to in line 2.

Whereas Jarīr had poetized about the “war” he and al-Farazdaq were en-

gaged in in Poem 50 above, the latter concludes his anaphoric introduction of

prominent Tamīmī tribal members by issuing his opponent a direct challenge

in the very next line:

8 These are my fathers; Bring me their like, Jarīr,

When the crowds bring us together!

مِْهِلْثِمِبىنْئِجفىِءابآكَِئٰلوأ8ُ

98عُِـماجَملاُريرَجايانْتَعَمَجاذإِ

“Bring me their like,” al-Farazdaq says, “when the crowds bring us together,”

alluding in the second hemistich to the crowds99 that will attend them at their

next performance. Wherever and whenever that might have been, we can be

sure that Jarīrwas ready for the challenge, and that therewas an audience eager

to hear the pair perform.

97 Bevan, The Naḳāʾiḍ, 3:84.

98 Bevan, The Naḳāʾiḍ, 2:699. Hussein (“The Rise and Decline,” 339) has also translated these

lines:

Those are my fathers; bring me, O Jarīr, [fathers] like them

once the places of assembly gather us together.

99 Or “assemblies,” lit., “places of assembly.”
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appendix 1

Jarīr and al-Farazdaq’s Naqāʾiḍ Corpus

Number1 Poet Opening Meter End rhyme Number

of lines2

1 Jarīr ىّنَبسِْحتَال rajaz -ilā 10

2 Jarīr ًاطيلسَنَّإ rajaz -innah 4

3 Jarīr ًاطيلسَنَّإ rajaz -qī 1

4 Jarīr ىَِّطيلسَّلانَّإ rajaz -amuh 4

5 Jarīr ءاصّحَتَُعْنأَ
َ

rajaz -ūḥā 2

6 Ghassān نِْئَلىرمَْعَل ṭawīl -īruhā 4

7 Jarīr تَْرَكَبالأَ ṭawīl -īruhā 36

8 Abū l-Warqāʾ3 ىذَّلانَّإ ṭawīl -īruhā 4

9 Ghassān ءاشنَْم
َ

basīṭ -īhā 3

10 Jarīr ًاطيلسَلْأَسِْا basīṭ -īhā 3

11 Ghassān بٌْيَلُكتَْدَجَو kāmil -āmi 9

12 Jarīr َةَرْيَدأُىنَبأَ kāmil -āmi 5

13 Ghassān ٌريرَجوجْرَيأَ ṭawīl -uhā 1

14 Jarīr تَْدَلَودَْقَل ṭawīl -uhā 3

1 This appendix lists the poems found in Jarīr and al-Farazdaq’s Naqāʾiḍ corpus, numbered in

accordancewithA.A. Bevan’s order,which follows amanuscript found in theBodleianLibrary

at the University of Oxford. It is, however, doubtful that the poems are in chronological order.

“Itmust be remembered,” Bevan states, “thatwe are here dealing, notwith thework of a single

author, but with a compilation … and it is therefore incorrect to speak of an ‘original’ at all.”

Bevan, The Naḳāʾiḍ, 1:xiv.

2 This is the number of lines according to verse number and does not include in the count

additional verses, which Bevan marks with asterisks.

3 Abū l-Warqāʾ ʿUqba b. Mulayṣ al-Muqalladī.
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Number Poet Opening Meter End rhyme Number

of lines

15 Ghassān ءابْنجَىنُلِئاسُي
ُ

ṭawīl -isi 9

16 Jarīr ّىَحالأَ ِ ṭawīl -isi 12

17 Jarīr ىَِّطيلسَّلاىَقْلَت basīṭ -ūlu 2

18 Jarīr ءاج
َ
طٌيلسَتْ rajaz -mu 4

19 Jarīr ًاطيلسَنَّإِ rajaz -īṭu 2

20 Jarīr َناسَّغتُْئِّبُن ṭawīl -āni 3

21 Jarīr دَْقَلىِرمَْعَل ṭawīl -muhā 2

22 Jarīr ءارَوىنُدِعوتأَ
َ

wāfir -ūni 6

23 Aʿwar Banī Nabhān4 اهلتُْلُق ṭawīl -īru 3

24 Jarīr مٍامَحوذافَع ṭawīl -īru 18

25 Jarīr تَْنأَام ṭawīl -ībi 4

26 Jarīr لُايَخلافَاط kāmil -āmā 12

27 al-Baʿīth ايِّيحَالأَ ṭawīl -mā 16

28 Jarīr ِل لٌَلطَنَْم ṭawīl -mā 53

29 al-Baʿīth رمْأَنْأَأَ
َ
تَْع ṭawīl -uhā 7

30 Jarīr ّىَحالأَ ِ ṭawīl -uhā 41

31 al-Farazdaq تْأََزْهَتسْٱالأَ ṭawīl -li 26

32 al-Baʿīth كَْيَلَعجَاهأَ ṭawīl -li 48

33 Jarīr انْيَلَعيجوُع ṭawīl -li 65

34 al-Farazdaq َرَتمَْلأَ ṭawīl -iyā 29

35 Jarīr ّىَحالأَ ِ ṭawīl -iyā 58

4 “The one-eyed man of Nabhān.” Bevan says that his real name was Nuʿaym b. Sharīk. Bevan,

The Naḳāʾiḍ, 3:58.
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Number Poet Opening Meter End rhyme Number

of lines

36 al-Baʿīth ىنَتكَْراشأَ ṭawīl -uh 2

37 al-Baʿīth ُمُكيقْبَتسْأََلىّنإِو ṭawīl -mi 2

38 al-Baʿīth ىّنإَِىجِانأَ ṭawīl -ʿā 4

39 al-Farazdaq ىذَّلانَّإِ kāmil -alu 104

40 Jarīr ِل ُرايِّدلانَِم kāmil -ali 62

41 al-Farazdaq ّىَبحِاصِللُوقأَ َ wāfir -āri 25

42 Jarīr ىلتَْمَس wāfir -āri 26

43 Jarīr ّىَحالأَ ِ wāfir -ārā 37

44 al-Farazdaq ّرَج تِايِزْخُملاَ wāfir -ārā 43

45 al-Farazdaq لَِزانَملاىفََّع kāmil -āmi 24

46 Jarīr ُمومُهلاتَِرَس kāmil -āmi 31

47 al-Farazdaq َمْوَقال kāmil -āli 100

48 Jarīr ِل ُرايِّدلانَِم kāmil -āli 70

49 al-Farazdaq ِةَغارَملانَْبٱاي kāmil -āri 39

50 Jarīr جَاهام kāmil -āri 44

51 al-Farazdaq ِءاروَْزِبنُِّحتَ ṭawīl -imi 155

52 Jarīr ّىَحالأَ ِ ṭawīl -imi 84

53 Jarīr ّللاىّلِقأَ َمْوَ wāfir -ābā 112

54 al-Farazdaq نُْبٱانأَ wāfir -ābā 70

55 Jarīr عِامِتجْٱبًادَغ ṭawīl -adā 44

56 al-Farazdaq ُدْبَعىأََر ṭawīl -adā 23

57 Jarīr حُاوَردََّجأَ ṭawīl -aḥu 65

58 al-Farazdaq ٌعوبْرَيُرَثاكَت ṭawīl -aḥu 11
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Number Poet Opening Meter End rhyme Number

of lines

59 al-Farazdaq رَع
َ
ىَلْعأَِبتَْف ṭawīl -ruha 93

60 Jarīr َرايِدتَرُْزأَ ṭawīl -ruha 68

61 al-Farazdaq شٍاشعْأَِبتَْفزََع ṭawīl -ifu 119

62 Jarīr اهيُّأَالأَ ṭawīl -ifu 78

63 al-Farazdaq َنارجَْنِلانْوَمَس ṭawīl -iluh 93

64 Jarīr َرَتمَْلأَ ṭawīl -iluh 96

65 Jarīr لَاصِوتُْرَكَذ ṭawīl -iʿu 70

66 al-Farazdaq ىذَّلااّنِم ṭawīl -iʿu 47

67 Jarīr ِدهَْعنِْمأَ ṭawīl -li 29

68 al-Farazdaq ٍدْعسَونَبىَسْنَتأَ ṭawīl -li 30

69 al-Farazdaq ّدَو ُريرَجَ ṭawīl -imi 44

70 Jarīr ىفَرْيَخال ṭawīl -imi 65

71 al-Farazdaq بَِّرِبتُفَْلَح wāfir -āti 35

72 Jarīr ِّلَعُت ُةَمامأُانُل wāfir -āti 36

73 Jarīr ّىَحالأَ ِ ṭawīl -iqi 11

74 al-Farazdaq كَُتنْإِ ṭawīl -iqi 15

75 al-Farazdaq رَع
َ
لَِزانَملاتَْف mutaqārib -adi 43

76 Jarīr قَُدزَْرَفلاَراز mutaqārib -adi 35

77 Jarīr ىِطْعُمِبتُسَْل ṭawīl -ibu 19

78 al-Farazdaq بٌْيَلُكلُوقَت ṭawīl -ibi 19

79 Jarīr تَحْكَْنأَقُيِزاي basīṭ -īqu 5

80 al-Farazdaq َناكنْإِ basīṭ -īqi 1

81 al-Farazdaq انيداحلِتُْبِجَع ṭawīl -aʿā 17
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Number Poet Opening Meter End rhyme Number

of lines

82 Jarīr ّبَروانْمَقأَ انْتَ ṭawīl -aʿā 83

83 Jarīr تَْرَكَذاذإِ ṭawīl -iḥi 4

84 al-Farazdaq ىَراذَعلااماذإِ ṭawīl -iḥi 15

85 Jarīr َةَشيعَمىنُفِّلَكُت wāfir -ābi 2

86 al-Farazdaq كَكَْرفَْتنْإِ wāfir -ābu 2

87 al-Farazdaq ّمُانِْئَل ُ ṭawīl -aqā 14

88 Jarīr رَغو
ّ َ
ُةَمامأُانْت wāfir -lu 2

89 Jarīr َلتَْقَرطَ سُيم kāmil -aqi 23

90 al-Farazdaq تُْيَهَندَْقَلو kāmil -ūru 3

91 Jarīr قَُدزَْرَفلابَّسَ kāmil -īru 3

92 Jarīr ءايَحلاالْوَل
ُ

kāmil -āru 115

93 al-Farazdaq رَعأَ
َ
َنْيَبتَْف kāmil -āru 90

94 al-Farazdaq ِةَغارَملانَْبٱاي kāmil -āni 24

95 Jarīr ِل ُرايِّدلانَِم kāmil -āni 92

96 al-Farazdaq َرايِّدلاتَِحمَ kāmil -ūri 85

97 Jarīr ىِهِْنِلًايقْسَ kāmil -īri 42

98 al-Farazdaq لٍَشْهَنىنَب ṭawīl -ari 43

99 Jarīr ّرَسدَْقَل ىنَ ṭawīl -ari 14

100 al-Farazdaq اذإِنِّْيَب kāmil -aʿu 12

101 Jarīr َخلاَناب طُيل kāmil -aʿu 122

102 al-Farazdaq نَْمالأَ ṭawīl -idi 22

103 Jarīr قَارِفلََّعَل ṭawīl -idi 51

104 Jarīr ِل عُْبَرنَْم ṭawīl -rā 106
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Number Poet Opening Meter End rhyme Number

of lines

105 al-Farazdaq َنيـجئِاعْمُتسَْلأَ wāfir -āmi 84

106 Jarīr رَع
َ
َراّدلاتُْف wāfir -āmi 54

107 al-Farazdaq ّىِلِهابلالُاخإِ َ wāfir -ābi 16

108 al-Bāhilī5 ّىَحالأَ ِ wāfir -ābi 53

109 Jarīr َنْيَبُمُكْحأَس wāfir -ādi 3

110 al-Farazdaq لٍْبَحبِتُُّمَي ṭawīl -idi 4

111 Jarīr نُْبٱانأَ ṭawīl -idi 6

112 Jarīr َروبُقلاَراز mutaqārib -rihā 8

113 al-Farazdaq َروبُقلاَراز mutaqārib -rihā 7

5 I.e., ʿAbdallāh b. al-Ḥajjāj b. ʿAbdallāh al-Bāhilī. See Bevan, The Naḳāʾiḍ, 3:152.
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appendix 2

Jarīr and al-Farazdaq’s Qaṣīda Structure

1 Poems by Jarīr1

1.1 All Poems from Sample2

35,3 40, 42, 43, 46, 48, 50, 52, 53, 55, 57, 60, 62, 64, 65, 67, 70, 72,4 73, 76, 77, 79, 82,

83, 85, 91, 92, 95, 97, 99, 101, 103, 106, 108, 111, 112

1.2 Poems That Contain a nasīb Section

35, 40, 43, 46, 48, 50, 52, 53, 55, 57, 60, 62, 64, 65, 67, 70, 82, 95, 97, 101, 103, 106,

108

1.3 Poems That Contain a raḥīl Section

35, 42, 46, 48, 57, 64, 65, 70

1.4 Poems That Contain amadīḥ Section

55, 60, 101, 103

1.5 Poems That Contain Lampoons against Jiʿthin, al-Farazdaq’s Sister

40, 43, 48, 50, 52, 53, 55, 62, 67, 72, 76, 82, 89, 92, 95, 101, 104, 106, 108, 111

1.6 Poems That Contain Blacksmith-Themed Lampoons against

al-Farazdaq

35, 40, 42, 43, 48, 50, 52, 53, 55, 60, 62, 64, 65, 67, 70, 72, 76, 77, 79, 82, 92, 97, 99,

101, 104, 106, 109

1 This appendix categorizes individual poems from Jarīr and al-Farazdaq’s Naqāʾiḍ corpus

according to composition and theme, and dyads according to certain length criteria.

2 This appendix includes only dyadic poems found between Poems 34 and 113, excluding all

non-dyadic poems as well as all of Poems 1 through 33 from analysis.

3 This appendix lists poems by number according to Bevan’s edition. For a more complete

description of each poem, including opening, meter and end rhyme, please see Appendix 1.

4 The beginning of Poem 72 features a short nasīb-like section, which nevertheless does not

technically qualify as a nasīb proper.
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2 Poems by al-Farazdaq

2.1 All Poems from Sample

34, 39, 41, 44, 45, 47, 49, 51,5 54, 56, 58, 59, 61, 63, 66, 68, 69, 71, 74, 75, 78, 80, 81,

84, 86, 90, 93, 94, 96, 98, 100, 102, 105, 107, 110, 113

2.2 Poems That Contain a nasīb Section

34, 41, 45, 59, 61, 75, 93, 96, 105

2.3 Poems That Contain a raḥīl Section

34, 61, 105

2.4 Poems That Contain amadīḥ Section

51, 94, 102, 105

3 Dyads

3.1 All Dyads from Sample

34/35, 39/40, 41/42, 43/44, 45/46, 47/48, 49/50, 51/52, 53/54, 55/56, 57/58, 59/60,

61/62, 63/64, 65/66, 67/68, 69/70, 71/72, 73/74, 75/76, 77/78, 79/80, 81/82, 83/84,

85/86, 90/91, 92/93, 94/95, 96/97, 98/99, 100/101, 102/103, 105/106, 107/108, 110/

111, 112/113

3.2 Dyads inWhich One Poem of the Pair Is One-Hundred Fifty Percent

Longer, or More, Than the Other

34/35, 39/40, 51/52, 53/54, 55/56, 57/58, 61/62, 79/80, 81/82, 83/84, 94/95, 96/97,

98/99, 100/101, 102/103, 105/106, 107/108, 110/111

5 The beginning of Poem 51 contains a scene reminiscent of a nasīb section, but does not con-

tain a nasīb proper.
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appendix 3

Quoted Passages

Poem 35 by Jarīr1

Line(s) Chapter Section Subsection Page(s)

13 4 2. Managing Poetic Image 2.1. Passages from Jarīr and

al-Farazdaq’s Naqāʾiḍ

122

15 4 2. Managing Poetic Image 2.1. Passages from Jarīr and

al-Farazdaq’s Naqāʾiḍ

123

Poem 39 by al-Farazdaq

Line(s) Chapter Section Subsection Page(s)

87 Introduction — — 1

Poem 47 by al-Farazdaq

Line(s) Chapter Section Subsection Page(s)

24–26 2 2. Style and Content of the

Naqāʾiḍ

— 71–72

1 This appendix lists all passages from Jarīr and al-Farazdaq’s Naqāʾiḍ quoted in the book and

gives the chapter, chapter section, chapter subsection and page(s) where each can be found.

The appendix lists poems by number (according to Bevan) and author only. For a more

complete description of each poem, including opening, meter and end rhyme, please see

Appendix 1.
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Poem 48 by Jarīr

Line(s) Chapter Section Subsection Page(s)

53–54 2 2. Style and Content of the

Naqāʾiḍ

— 72–73

56–57 2 2. Style and Content of the

Naqāʾiḍ

— 73–74

Poem 49 by al-Farazdaq

Line(s) Chapter Section Subsection Page(s)

7 1 2. Naqāʾiḍ Passages 2.6. Self-vaunting 64

Poem 50 by Jarīr

Line(s) Chapter Section Subsection Page(s)

33 4 4. Conclusion — 141

Poem 51 by al-Farazdaq

Line(s) Chapter Section Subsection Page(s)

1–2 4 2. Managing Poetic Image 2.1. Passages from Jarīr and

al-Farazdaq’s Naqāʾiḍ

123

14 4 2. Managing Poetic Image 2.1. Passages from Jarīr and

al-Farazdaq’s Naqāʾiḍ

124

28–29 4 2. Managing Poetic Image 2.1. Passages from Jarīr and

al-Farazdaq’s Naqāʾiḍ

125

92–96 2 3. “Emergence” of Social

Structure

— 78–80

99–100 4 2. Managing Poetic Image 2.1. Passages from Jarīr and

al-Farazdaq’s Naqāʾiḍ

119
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Poem 52 by Jarīr

Line(s) Chapter Section Subsection Page(s)

11 2 3. “Emergence” of Social

Structure

— 81

21–22 2 3. “Emergence” of Social

Structure

— 81–82

Poem 53 by Jarīr

Line(s) Chapter Section Subsection Page(s)

15 1 2. Naqāʾiḍ Passages 2.6. Self-vaunting 64

32–35 1 2. Naqāʾiḍ Passages 2.1. Jiʿthin, al-Farazdaq’s Sister 29

47 1 2. Naqāʾiḍ Passages 2.3. The “Blacksmith” Theme 54–55

74 1 2. Naqāʾiḍ Passages 2.2. Homosexuality 46

81–82 1 2. Naqāʾiḍ Passages 2.5. Hyperbole 63
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appendix 4

Naqāʾiḍ Poems

Poem 35 by Jarīr1

ّىَحالأ1َ ّمُثىَبْهَرِ ّىَحَ ايِلاخحََبصْأَفًاسونأَْمَناكدَْقفايِلاطَملاِ

ّكَذَتنْأَاّلإَِدهَْعالف2 ايِلابمِْيَخلابِصِْنَمىَْلاوحًَامامُثىَرَتوْأََرَ

ءايمْظَىَوَنانْيَلإُِهُلْيسَمََّضىذَّلاىداولااهيُّأَالأ3َ
َ
ايِداوتَيِّيحُ

ّيَزَتَينْأَىَُّحلاَدارأَاماذإ4ِ ّنحَواولَ ّنحَىَِّحلالُامجِتَْ ايِلامجِتَْ

ّرَفَتَيمَْلىََّحلانْأَتَْيَلايف5 ايِنادَتُمًةَريجًاعيمَجىَسمْأَواوقَ

َجلاِرادىفىَُّحلااذإ6ِ ّنأََكعِيم ايِلايَللٍْوحَفُصِْنانْيَلَعُنوكَيامَ

ايِلادَبًادْجنَتُْرَصْبأَاذإِىَرخْأُوًةَجاحِرْوَغلابنَّأَوُكشأَِهللاىَلإ7ِ

ايِداؤُفنِْمٌةَبْعشُىَبْهَرِبتَْراطفىَوِّللاِبنُِئاعظَّلاوىَبْهَرِبتُْرَظَن8

ّلاَراّنلاَرَصْبأَامو9 ءارَوُهَلتَْحضََوىتَ
َ
ايِرامَتاّلإِِرْيطَّلافِافخُ

ايِراذحِنِْمُهَلْيَووُعدَْيَنارْيَغوٍةَقادصَىذنِْمىَِّحلاىفىَرَتنِْئاكو10

ايِبانِتجٱوىتَرْجهِنِْمىَرَتامىَلَعىَوَهلاَىِلحَيبأُىَلْيَلتَْرِكُذاذإ11ِ

ّىَليلَخ12 ايِعادَةَلْيَقَعنِْمانْعِمَستُْلُقَلىَوَهلاَىِباّنُظَتنْأَالْوَلَ

ايِنادنِّظَّلابتُْيَناداموبٌيرَقُهَّلَعَلىِدانُملاتَْوصَاعَمسْٱفافِق13

ّرَحواهَنْيَبوىنْيَبىَِّّسلاتُْلَعجَاماذإ14ِ َيلاقَيقَعلاوىَلْيَلَةَ ايِنام

ّمَحُمىَلْوَمشِْرَعلاىذىَلإِتُْبِغَر15 ايِئانبَِّرَقُيوْأًَابْعشَعََمجَْيِلٍدَ

ايضِاقتَْنكُامضِْقٱفىَمْيَلسُبَالِطًاكِراتتُشِْعامتُسَْلىّنإِشِْرَعلااذأ16َ

ءاشاهنَّأَْوَلو17
َ
ايِوادُملابَيبطَّلاىَيعْأَدَْقَناكنْإِوٍنِّيَهِبىنْتَفشَتْ

ّزلِلُكُرْتأَس18َ ءافشِىنينْغُيفًابيبطَىِغَتْبأََوًادْنِهِراوُّ
ً
ِل ايِبام

ّنإِف19 ّلَحوتِْعَنَماملَاطفًاليلَقىِطْعُتنْإِكَِ ايِداوصَّلابَولُقلاتِأَْ

ّوُنُد20 ّزلِللِْيَخلاقِاتِعَ ّلَوونَسَْمَشامَدْعَبِرجَْ ايصِاوَعلاَدودُخلاَنْيَ

1 This appendix lists the full text of all poems from Jarīr and al-Farazdaq’s Naqāʾiḍ quoted in

the book.
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ايِداؤُفنَْعًةَرْمَغىَّلَحوٍرْيَـخبِىنسََّمكِِنْيَعِبىنْيَعتَْلَحَتكْٱاذإ21ِ

رُمأَْيو22
ُ
ايِفاخسَْيَلىذَّلاَدْجَولاَمُتكْأَنْأَوىَوَهلابَِلْغأَنْأَلُاذُّعلاىن

ايصِاقكَْنِمُهَرْيَخىَقْلَتوًابيرَقىَرُينَْمِرْثإِىفبِْلَقلاتِارَسحَايف23

ّوُقىَلْيَللِصَْوىَلَعتَْلضَْفأَوىَلْيَلفَالْخإِلاىنُرِّيَعُت24 ايِلابحِنِْمٌةَ

رمْأَمِوصْيَقلاىذىَِداوأَِهِبتَْلَزَنىذَّلااهيداوِلالوقف25
َ
ايِداوتَعْ

ّدلاالوانَنْيَبُراّدلاعََمْجَتالنْأَتُفْخِدَْقف26 ايِنامأَلادَِّجتُنْأَاّلإُِرْهَ

ءاثْعشَتَْقَرطَالأ27َ
ُ
ّللاو ايضِامثََعشْأَوًاّيِنامُعمَّحَأٌَمِلظُْملُْيَ

ّوَغَتاماذإِتٍاّيِرَطَقىَدَل28 ايِقايَقلاَموزُحلانَْلَواغُديِبلاانِبتَْلَ

ّللانَِمًاّيِرادُخضُوخيَاهُلايخٍَديعَبنِْمانْيَلإِىطََّخت29َ ايجِادلِْيَ

ّلَكَترٍاسنِْمتَيِّيُحف30 ايخِارَتُمٍةَجاحىذىَلَعًارازَمًانِهْوَمفََ

ّيِرِهاّزلانَّإِكَِلْهأَِبقٌحِالتَْنأَلَْهبُاحصْأَلاَىِللُوقَي31 ايِهالَةَ

ّرُحلُِّكىَلَعىباحصْأَوتُقِْحَل32 ايِراكُملاىَِّشَبْحأَلاىِرابُتٍدوخوٍةَ

ّذلانَيرُبلاجِْلَخنِْمَنْيَندْأَوفٍصَفْصَلُِّكىفِزاوجْأَلابَنْيَمارَت33 ايِرافَ

ّلَباذإ34ِ ّلَمأَعٌيجَرىلْحَرتَْغَ ّمُثِةامْوَملابَىِلوزُناهَ ايِلاحتِرْٱَ

ّتلاَنورُظْنَياماهِبًالاجعِاهُبكَْرلِْوَهلاىَلَعىِوْهَيٌةَقِفَّخم35ُ ايِلاوَ

ّنأََكصِاخشِّلاتَْيَماهِبلُاخت36َ رَعىَذَقُهَ
َ
ءاملاِهِبىحِضَْيقٍ

ُ
ايِفاط

ايِقالسَْيَلُهاندْأَنِْمَوجُْرَيوىَوَهلاعََبْتَينْأَِمْلِحلاىذىَلَعقُُّشَي37

ايِلاقِتْنٱىرادضَرْأَمَْلاذإِعٌيرَسىَنِغلاُكَرَتشُْمِرقَْفلافَُّعَلىّنإِو38

ايِلاقَىِلًاخأَىَقْلَتنْأَضِرْأَلانَِمانَنْيَبقُْرَخلاوكَيِيحَْتسْأََلىّنإِو39

ّدلاوٍةَلِئاقو40 ايِلاوَملاَنومِرْكُتٍريرَجَدْعَبأَاهَلْحكُُرُدْحيَعُمَْ

ّمُثىَِّحلالَامجِىّدُرف41 ّمَحَتَ ايِلالومٍاقُمنِْممِْهيفكَِلامفىلَ

ّرَعَت42 ايِاحلٌِّرِمَتسُْمىّنإِكََلاحفىتجَاحنِودنِْمتَرَْرْمَتسْٱفتُضَْ

ّلَعأٌُرورْغَمَلىّنإِو43 ايِلامكََلامنَّأَوجرْأََىِلايَلىَنُملابلَُ

رَعنْإِفٌةَجاحَىِلنُْكَتمَْلامىِبأَتَْنأَف44
َ
ّنإِفتْضَ ايِلابأَالىنَ

ايِقابَناكلٍَمْحِمنِْمىَوُقلاتَْعَطَقامَدعَبفَْيسَّلالُِمْحَتٍداجنِىِّأَِب45

ايضِامكَِتانَقنِْمًانانسِتَعَْزَنامَدْعَبَمْوَقلانُُعطَْتنٍانسِىِّأَِب46
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ِلًازرْحِومُْكوُُّدَعاهيلَطصَْيًارانُكأَمَْلأ47َ ايِئارَونِْمُمُتأَجلْأَام

ايِلامشِِبُمُكْنَعٍّرَشضَِباقوِهِنيمَيِبُمُكيفٍرْيَخطَسِابو48

ّمِلُمىفىتَوْبَنافاختَالالأ49َ ايِبامكَُتوفَتنْأَايانَملاافاخوٍةَ

ايِناكَماهنِْمبِْلَقلاَناكَمُنوكَيٍةَوعِْدَرْيَغفٍِدْنخِىَْحيرَصنُْبٱانأ50َ

ّيِقَبمِاظِعلاىفىفْيَسِلسَْيَلو51 ايِناسِلنِْمًةَعْقَوىَوشْأَفُْيسَّلَلوٌةَ

ءىرَج52
ُ
ّرلانَِملُاهأُالنِانَجلا ايِلامشِنَْعنِْمفَْيسَّلاتُْلَعجَاماذإِىَدَ

ايِناجوِهْيَلَعًاّيِنْجمَتُْلِزاموعٍـشِاجمُُنويُقىنْتشَّخَتِْوَملابأ53َ

ايِنادِدْجَملاِةَياغنِْمالوًاميرَكعٌـشِاجمُظِافِحلاَدْنِعتَْرَّسَيامف54

ايِنامَيًانْيَقوًاّيِقارِعًانْيَقومُْكَموزَكاوقوسَتنْأَاّلإَِدْجَملااوعَد55

ّزلاَمْوَيُمُتْيَغارَت56 ّنأََكِرْيَبُ ّنَمَترٍاقىذِبٌعابضِمُْكَ ايِنامأَلا2ىَ

ّزلاَدْعَبُمُتيمُسفمُْكِراجبِالسْأَِبلٍاّيَذنُْبٱبَآو57 ّزلاِرْيَبُ ايِناوَ

ّرَساذإ58ِ ايِنانِعنِْماوطُسْبٱواودُّمفٍداوجَقٍِباسَهْجَواوحَسْمَتنْأَمُْكَ

Poem 39 by al-Farazdaq

ءامسَّلاكََمَسىذَّلانَّإ1ِ
َ
لَُوطْأَوزَُّعأَُهُمِئاعَدًاتْيَبانَلىَنَب

ّنإِفِءامسَّلاُمَكَحىَنَباموكُيلَملاانَلُهانَبًاتْيَب2 لَُقْنُيالُهَ

لَُشْهَنسِِراوَفلاوبأَوعٌـشِاجمُوِهِئانِفِببٍَتْحمُُةَرارُزًاتْيَب3

ّثُملالُابِجلاُمُهنَّأََكاوزَرَباْوَبَتحْٱاذإِوعٍـشِاجمُتَْيَبَنوجِلَي4 لَُ

لُضَْفأَلالُاعَفلادَُّعاذإًِادَبأَمُْهُلْثِمكَِتْيَبِءانِفِبىِبَتْحيَال5

ّمُقلاِهْيَدَلُمُهنَّأََكًابرَْزاهَتْيَببٌْيَلُكتَْرَحجَمِْهِزِّعنِْم6 لَُ

لَُزْنُملابُاتِكلاِهِبكَْيَلَعىَضَقواهجِسَْنِبتُوبكَْنَعلاكَْيَلَعتَْبَرَض7

ّيَهطُىَْفَلسَىَلإِنَْممْأًَامِرادىمِاسُتمِْهِبنَيذَّلانَْيأ8َ لَُعْجتََةَ

لَُعشُْملالُْيحَُكـلااهِبلِامِجلابُرُْجتَْشَمامكَِديدَحلاقَِلَحىفَنوشْمَي9

ءاسِّنلااذإَِنوعِناملاو10
ُ
لَُحْرُتالاهُلامجِِءابسِّلاَرَذَحتَْفَدارَت

2 Bevan also gives the alternate form, tumannā. Bevan, The Naḳāʾiḍ, 1:179.
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ءاسِنفُويسُّلاطَِرُتْخٱاذإِىِمْحَي11
َ
ّرِختَبٌْرَضان لَُعرْأَُدِعاوسَّلاُهَلُ

لَُفْحجَسٌيمَخُهَلكِولُملاقَُرخُِهَقْوَفقُِفْخيَجِاّتلاببٍصََّعُمو12

لُِهنُْنونَُّهَرودصُلُُّعَنُهْنِمانفُّكُأَحَامِّرلاُهَلقُوسَتكٌِلَم13

ّتَقُتُكولُملاِهِقَنوَْرِببٌضَْعُهضََّعوْأَانِتالسَأَىفتَامدَْق14 لَُ

ّزُبلاُمورُقلاُهَتَفاخمَُهْنِمًاعضِاوخَلَُّظَتٌةَيسِارُقانَلو15 لَُ

ّيِداعُهَلٌمِطَقطٌِّمخََتُم16 لُزَعْأَلاُكامسِّلاوُدِقارَفلااهيفٌةَ

لُصَقِْمَةَلوحُفلاَمَغضَاذإِبٌانِهِنوُؤشُِرْجشَتَْحتَبِكِانَملاُمْخض17َ

ءاجمٍْيَقُفىنَبتُْوَعَداذإِو18
َ
لَُدْعُيالىذَّلاُدَدَعلاُهَلٌرْجمَىن

ّرلااذإِو19 ءاجعُِـئابَ
َ
لُسَْرُملاُدارَجلاُمُهنَّأََكًاجْوَماهُعاّفُدىن

ّيِوَدَعىفواذٰه20 لَُطْيَعفٌايِناهُبكِانَمبٌْعصٌَةَموثرُْجىتَ

لَُزْنُيالُهزُِّعبََلْغأَِبىلْوحَاورطَاختَمِورُقلابُمجِارَبلااذإِو21

لَُدْنجَولِاعَفلاسُُدُعوْأَُنٰيفْسُاهِبىِشْمَيىتَيارَوتُخَْذَباذإِو22

لُوَّأَلادَُّعُياذإَِنومَرْكأَلاوُمُهاصحَدَُّعُياذإَِنورَثكْأَلا23

لَُقْنَملادَّسُُموقَتثُْيحََكامَدَقدِْجتَمَْلوقِيرطَّلابَِتَعنَْعتَْلَحَزو24

ّيحََتفمُْكِرْيَغِلَماحِّزلانَّإ25ِ لَُهنَْملاولْخيَِهْيَلإِىِِّشَعلاَدرِْواونَ

لَُبْرَسَتَنىغَولاىَلإِتِاغِباسّلاوانِلْهأَىفانسُابِلكِولُملالَُلُح26

لَُهْجنَاماذإًِاّنجِانُلاختَوًةَنازَرلَابِجلاُنِزَتانُمالْحأ27َ

ءانِبتَدَْرأَنْإِكَِفّكَِبعَْفدْٱف28
َ
لَُحْلَحَتَيلَْهتِابضََهلااذَنالْهَثان

رَغأَلاَةَلَظْنحَنُْبٱانأَو29
ّ ُ
ّنإِو3 ّبضَلِآىفىنَ لَُوْخُملامَُّعُمْلَلَةَ

ءامسَّلاغََلَبدَْقنِاعْرَف30
َ
لَُقْعُيفٍْوخَلُِّكنِْمامِهيَْلإِوامُهارُذ

َلمِْهِبتُْرَخَفنِْئَلف31 ّهَسَتأَالوِهِبَنوزُحلاولْعأَمِْهِميدَقلُْثِم لَُ

ّرلاوَةصَيبَقوبأَوُمُهنِْمٍدْيَزنُْبٱوسِِراوَفلاُدْيَز32 لُوَّأَلاسُيِئَ

ّيشَِعىَصوْأ33َ ّشلاَدْنِعُهَطْهَرقََرافَنيحَةَ لَُفغَْدِةَفيحصَّلاوِةَداهَ

ّبضَنَْبٱنَّإ34ِ ّمَتأَوًادِلاوًارْيَخَناكَةَ لُضَْفأَومِارِكـلابَِسحَىفُ

ّمِم35 ّوَخَتَيُمِهيَْلإُِنوكَينَْموْأَُهَطْهَربٍْيَلُكىنَبُنوكَينَْ لَُ

3 Bevan also gives the alternate form, al-agharri. Bevan, The Naḳāʾiḍ, 1:188.
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ءايِقْيزَُمنِْبٱىَلَعُمُهو36
َ
لَُطسَْقلااهيَْتجَاجَعَنْيَبلُْيَخلاواولَزانَت

ّرلاىَلإِلَُّشُيًامَعَناوكَرادَتلِيمأَلاىَلَعنَيذَّلاُمُهو37 لَُكْعُيوسِيِئَ

ّبَكُمُهوخأٍَرَسَتقُْمِدافصِِبُهَنيمَيِهْيَلإِاودَفصًَاقِّرَحمُو38 لَُ

ّلَكُمِهْيَلَعجٌاتامُهالِكوامُهولَتَقٍةَخازَبَمْوَينِاكِلَم39 لَُ

ءاهْوَفًةَبْرَضَةَرامُعاْوَلَعنَيذَّلاُمُهو40
َ
لُصَوُتالِهِنوُؤشُقَْوَف

ّدَرُرِباكأَلاَمِسُتْقٱاذإُِمُهو41 ّبضَِلفٍاومُْهَ ّلَشُتبُاكِّرلاوَةَ لَُ

لَُذْخيُالٍدجِامُةَوعَْدوبٌَسحَِهِبىَفَوُمائِّللاَرَدَغاذإٌِراج42

ّيشَِعو43 َجلاَةَ ّلَجُملالَِم ّيَزَتَتِهشِارَفُنوُؤشًُابْرَضاوبَراضلَِ لَُ

ّنإِكَُلاخنَْيأَِةَغارَملانَْبٱي44 لُضَْفأَلالِاعَفلاوذشٌْيَبحُىلاخىنَ

ءابحَِناكِهْيَلإِومُْهَسوفُنَكولُملابَصََغىذَّلاىلاخ45
ُ
لَُقْنُيَةَنفْجَ

لَُعفَْتالمِْهِميدَقلَْثِملانَتِلاهَفْنأَكَِّمأُِرظَْبِبتَعَْدَجنِْئَلو46

ّمَقَتَيِهِناتأَفَْلَخَكوبأَوٍةَليبَقلُِّكسَأَْربُِرْضَنَلاّنإ47ِ لَُ

ّلَذَتَينَْمُنوكَيثُْيحَلََّذأَِبىَصُخلاَدْنِعُهُدقَْععَِـنارَهلاُزِهَي48 لَُ

ّللانَّإِاْوَنَبامومِارِكـلابَِسحَنَْعتَْلِغشُو49 لَُغشُْيمِِراكَملانَِعَميِئَ

ّلانَّإ50ِ ّلاَىهَْومُْكُراصْبأَاهِبتَْئِقُفىتَ لُصَْيَفلاَكابأَتَْغَمَدىتَ

ّنلاىلَدِئاصَقلابََهَو51 لَُورَْجوحِورُقلاوذوَديزَيوبأَواْوضََمذْإِغُِـباوَ

لَُحنُْيالُهُمالَككِولُملالَُلُحُهَلتَْناكىذَّلاُةَمَقْلَعلُْحَفلاو52

لُوَّأَلاَكاذِءارَعشُّلالُِهْلَهُموُهَنْلَتَقنَُّهوسٍْيَقىنَبوخأَو53

رُموامُهالِكنِايَشعْأَلاو54
َ
ّثَمَتُيُهُلْوَقَةَعاضُقوخأَوشٌِّق لَُ

ّحَنَتُيُهُلْوَقٍداؤُدوبأَوىَضَمذْإٌِديبَعٍدسَأَىنَبوخأَو55 لَُ

لَُوقِْملادََّجَنيحِةَعْيَرُفلانُْبٱوُهُنْبٱوٌرْيَهُزىَمْلسُىبأَانْبٱو56

لَُمْجُملابُاتِكلاِهِدِئاصَقنِْمىلُهَلْبَقٌرْشِبَناكوىُِّرَفْعَجلاو57

ّسلاكًاقِطْنَمسٍوْأَلِآِلتُْثِرَودَْقَلو58 لَُظْنَحلاِهْيبِناجطََلاخمَِّ

ّىِثِراحلاو59 لَُوْعِملاَةافصَّلاَعَدصَامكًَاعدْصَُهُتْثِرَوسِامِحلاوخأَُ

لَُقْثأََةَيامَعىَْلَبجَنِْمنَُّهَلواهِنْتَمنَْعافصَّلاَةَيحِاضنَعَْدصَْي60

ّىَلإِاوعَفَد61 ّيصَِونَُّهَباتِكَ لَُدْنَجلانَُّهنَّأََكنَُّهُتْثِرَوفًةَ
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لَُطخْأَلاىمِآشَّلاوَنِزاوَهوخأَومُْهَدْعَبُرِواسُملاىنكََراشنَِّهيف62

ّللااهَلُموقَيىلْيخَنُْكَيمَْلوَنوبِلْحيَُةَنادُغونَبو63 لُزَعْأَلاُميِئَ

ّىَكِـلامنِْماوُهَتْنَتمَْلنْإِقُّحِاينْكَُرْبَيْلَف64 لَُكْلَكَةَنادُغىَلَعَ

لُقََّنَتكَيبأَىَوسِِءاعِّدٱلُْثِمىدِئاصَقُريرَجايكََقارِتسْٱنَّإ65ِ

ّحَنَتَيدَْقِهيبأََرْيَغُدْبَعلاومٍِرادنِْمىعِدََّيِةَغارَملانُْبٱو66 لَُ

ّتحَُمُهابأَكَيِلحِانِبُمارِكـلاسَْيَل67 ّدَرُتىَ ّيِطَعىَلإَِ لَُتْعُتَةَ

ّنأَتَْمَعَزو68 ّوَحمُكَيبأَنَْعكََلامفْرِبصْٱفىَنَبامِبتَيضَردَْقكََ لَُ

ّمُدكََفْنأَنَّأََكِهْيَلإًِادْبَعنَْعجِْرَتِلكَيبأَىَوسِتَْبِغَرنِْئَلو69 لَُ

ّمأُنَّأَكَِيْرَجبِىَرزْأ70َ ّللااّلإِنُْكَتمَْلكََ لَُحفُْتِةَلوحُفلانَِمَميِئَ

ّرَقَمُهٰلإِلاحََبَق71 لَُمْحُتاهيفتَْنكُوتَجَْرَخاهنِْماهِنطَْبىفًةَ

ّىِنَمتَْفَشَن72 ّرَقَملاِرْعَقىَلإِاهِبوٌةَثيبخَىَهَْفكَيبأََ لَُهْضَيِةَ

ّمأُوِرايِّدلانَِمِدىَلَعىِكْبَي73 لُُفسَْتوِديبَعلاِرَمَكىَلَعولْعَتُهُ

ّخَنَتُيًةَراتومُُّعَيًالْوَقعِْـمَتسْٱفَةَمامأُىَلَعتَْيكََباذإِو74 لَُ

لُأَسَْتاّمَعوىرَبَخىَلإِلْأَسْٱفاهُلابامىتَوْبحُنَْعىنَتْلأَسَأ75َ

ّللاف76 ّزِعلاواوُبَتْحتَنْأَُمُكْنِمعَُنْمَيُمْؤُ لَُلْحتُالىتَوْبحُعَُنْمَيُ

ّوَحَتَيامكَيبأَوًاسسِْنَعقُْملَْزَيمَْلٌزِّعواهَتَبْثأَُهللاو77 لَُ

لُضَْفأَوَكادِلاوكََلىَنَباّمِمتَْفشَّكََتبُورُحلااذإِزَُّعأَىلَبج78َ

ّيِنَثلَُّككَْيَلَعتُْعَفَترْٱىّنإ79ِ لَُعنِْمبٍْيَلُكىنَبقَْوَفتُْوَلَعوٍةَ

لَُحْرُتَكِدومَعىَلإُِناتأَلاثُْيحَاوْأََرامَةَنادُغىنَبتَْلأَسَاّلَه80

ّيِنَثتَْرَسك81َ لَُبقَْتسُْمنٌَّيَبُمكَيفِباهنِْمٌدِهاشفُناتأَلاكََتَ

ـلاهِقادولَْبَقتَْلِجَعَنيحكَْتَحمََر82
ٰ
لَُجْعَيالاهَقادَوَكوبأَنْكِ

ءاج83
ُ
رِمٌريجأَاهِبَناتأَلااوُدْحيَاهَناجعَِنيمِرفُْمَةقَِّحبِاو

ْ
لَُح

لَُفسْأَلاتِْعَمَجاموتِْنأَقُّحِايىكُرْبٱاهَلتُْلُقفىنَزُجْرَتِلتَْفَقَو84

لَُدْحَجتَقِادِولاُةَبحِاصَكاذَكوتَْلَدْحجََتفىرْيأَنَْعتُفَْشكَو85

لُذََّبَتَيىذَّلاِةَحضَافُملاوخأَوًالِذَّبَتُماهَلظٍْعَناخأَتَْيِقَل86

ّمأُتُكَْرَتو87 لَُمْعُمقٌيرطًَةَكِرابسِاّنلِلاهنَّأََكُريرَجايكََ
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ّنأََكو88 لَُتْيَثفجُابِّنلاتَِقسَامُداروْأَاهِتسْٱىَلَعِةاوُغلاُرَمَكامَ

لَُبْحيَِةَغارَملانَْبٱاّلإِنِايصْخُُهَللٍُجَرنِْمتُْئِّبُنامقُّحِاي89

ّىِنَملابَِرَش90 ءارظَْبِهِنطَْبىفتْحََبصْأَفَ
ُ
ّكأََتَياهِرظَْبلَُفسْأَ لَُ

لَُتْبَنِةَديلَولاىفلَُعْجيَتَابامًةَئيثَرتَْبِرَشدَْقَلتَْلِبحَنِْئَلو91

ّسُعوُديبَعلااهُصِّقِرُتتَْتاب92 لَُعْجتَوَنولَعْجيَاّمِمُنابْرَقاهُ

ّتح93َ ءانإِلا4َرَثَخاذإِىَ
ُ
ّنأََك لَُكشْأَلاّىِِنَملانَِمسُيرَقلاِهيفامَ

ّيإِلاِهْيَلَعتَْبِلُحمُْهَللٌَسَعِهِباوُئَثَترْٱاذإُِهَرِثاخنَّأََكو94 لَُ

ّرُكَيُهُرِثاخوتَْلاق95 ّللاوُمِهيَْلَعُ لَُيْلأَلِِطايَغلاطُِلَتْخمُلُْيَ

ّشلالَِقِثنِْمِنْيَمْوَيِهِباوأَُثَترْٱُمُهاّمإِىهََتشُْيال96 لَُكأَْملابِارَ

ّمَثَتَياذإِجٌَزَلُهَلىَرُيومُْكُهاتسْأَِهِبتَْرَحَزىذَّلااذٰه97 لَُ

ءارْجس98َ
ُ
ّيَزَتَياهُؤانإُِداكَياهنِْماهَتضْخَضْخَاذإٌِةَرَكْنُم لَُ

ّلُكبٌْيَلُكاهِرِعاشِلتَْلاق99 ّمأُكُينَتأَاهُ لَُتقُْتفُداقُتمْأَكََ

ّلانَِمُريرَجايُنَوْهأَتُْوَملاو100 لَُعفَْتكَِنْيَتىَّأَفكَْيَلَعتْضَِرُعىتَ

ّرُملاو101 لَُمجْأََكِزوجَعىَْقَلَخنِْمتُْوَملافامُهنِْمكََنورِّيَـخيُِنْيَيَ

ءاطْمَشتَْرَهْصأَدَْقٍةَريبكَكَْيَنَراتخْٱف102
َ
ّتَفَتَياهِناجعِفُيِل لَُ

رَعدَْقوتَْلاق103
َ
ّمأًُاريرَجتَْف ّىلإُِريرَجًالْهَمُهُ لُفََّغَتتَْئجَِ

ّللالََعَفىذَّلاَدْعَبٌةضَيغَبلِاجِّرلاىَلإَِةوٰيَحلانَّإ104ِ لَُوْثأَلاُميِئَ

Poem 47 by al-Farazdaq

لِاجآلاكنَقَْسُيِءاسِّنلاُذوُعتَْدَغذْإِمٍيمَتنِْمُمَرْكأََمْوَقال1

لِازِنلَُّكَةادَغَنولِزاّنلاوتَْمَجحْأَُةَبيتكَـلااذإَِنوبِراضّلا2

ّيِنَملاىَلَعَنونِماضّلاو3 لِامَشلُِّكَةادَغَنومِعطُْملاومُْهَراجِةَ

ّنإَِةَنادُغىِنَبأ4َ ّرَحىنَ ّيِظَعِلمُْكُتْبَهَوومُْكُترَْ لِاعجِنِبَةَ

لِاوَنلُِّكِلِهِلَعْفأَوًامدِْقمُْكِميدَقِبمُْكِقّحَأَِلمُْكُتْبَهَوف5

ّيِطَعالْوَل6 لِابسِوفٍُنآمِأَلْأَِنْيَبنِْممُْكَفونأُتُعَْدَتجْاَلُةَ

4 Bevan also gives the alternate form, khathura. Bevan, The Naḳāʾiḍ, 1:209.
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لِاثمْأَلامِِراوَعِبمُْهُتعْدََّجًةَليبَقتُْوَجهَاذإَِكاذَكىّنإ7ِ

لِاقِعكًَاعِدْعَدُمَكوبأَلَْهمْأَعٍـشِاجمُلِآلُْثِمبٍْيَلُكونَبأ8َ

ّتلاكَِقُنعْأَِبعِْدْعَد9 ّنإِمِئِاوَ ىلاعِةَغارَملانَْبٱايخٍِذابىفىنَ

ّوَحتَدَْقِةَغارَملانُْبٱو10 َتِلًاسِنْرَبَتُمًابِهارلََ لِاؤسُونُكسَْم

ّبَكُمو11 ّرلانَِمًارَثأَِهِقاسِبُديدَحلاَكَرَتلٍَ لِاجحْأَلاىفنِافسََ

حمِاسُملُِّكِبمُْهنِْمعٍـشِاجمُلِآخُويشُِهْيَلَعتَْدَفَو12 لِاضفِْمٍ

لِالْغأَلانَِمبٌَدَنِهِنيمَيِبىَرُيدَْقَلوِهِباوَثِلالُهوَْدَفف13

لِاوْقأَلالُِواقَموُمُهاّلإِقٍِّرَحمُلِآجَاتسَُبْلَيَناكام14

لِايْرِجلاُةَفالسُوعٍـشِاجُمِلمُْهجُاتوكِولُملاُةَمَدانُمتَْناك15

ّيأَمٍْيَلسُىنَبتَْلأَسَنِْئَلو16 لِاعَفوٍةَمورأَلُِّكِلىَندْأَانُ

ّنأَِّبَنُيِل17 لِاّمَسنِْمَنوفِنأَلاوِمْلِعلابمِْهِتأَْفنٍْعَمطُْهَركََ

ءامسَّلانْأ18َ
َ
لِالِهلَُّكوًةَقِرْشُمسَمْشَّلاواهُموجنُكَْيَلَعانَل

ءابَملُُّكوبٍْعصَخٍِذابطََيعْأَلَُّكلُِقاعَمانَلو19
َ
لِالْحمٍِة

ّتلاَمْوَيُهُلاخبٍْيَلُكىنَبتِخْأُنَْبٱنَّإ20ِ لِاوخْأَلاُمأَلْأَلِضُافَ

لِامَجِبالوبٍَسحَالباهنِْمكٌسِْمُمبٍْيَلُكنِْمِةَبيرَغلالُْعَب21

لِالَحَرْيَغنَكَْنُينَِّهِمْؤُلنِْماهُتاّبَلٌئِّيسَِرجِاحَملاُدوس22ُ

ّنجِأَتَْلَمَحمُْهَنْعَبْتَيٍةَّلَثِدُبعْأَبِالِكك23َ لِاحفِِّرَشِباهَتَ

لِاظِعِلاهُبالِكتِويُبلافَْلَختَْوَعامكَمِالظَّلاطََلَتْخمُنَيِوْعَي24

ّرلاقُِّمٍةَكورفَْمنَْعنَُّهَلُجرْأَنَْعَفْرَي25 لِاوجْأَلاِةَبيحَرغِوفُ

لِاغِبُرويأُوْأَنِسِارَفلابُصََعاهنَّأََكنَُّهُروظُبَرويأُلاىَقْلَت26

ءامِدولْغَت27
ُ
لِاوَغُرْيَغكَيبأَومُْهُؤامِدوُمِهيفِةَغارَملاىنَب

لِازْنإِلاَةَرارَحَندَْجَواّمَلُمِهيَلَعنَْلَكأَامَنَتْنأَنَحَْلسَْي28

ّنإِبٍْيَلُكىنَبتُدَْجَوىّنإ29ِ لِايَل5ثِالَثذُْمكَِّمأُواوقِلُخامَ

َثلاُمِهيوْرُي30 لِالِبِبامُهادَّنامنِاذَرُجُهَّلَحْوَلىذَّلاُدْم

لِاضْفِألابَنوُزْجيَالوُمُهَلًةَمْعِناوبيثَتسَْيفَنومِعْنُيال31

5 Bevan also gives the alternate form, thalathu. Bevan, The Naḳāʾiḍ, 1:279.
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لِاصْلصَّلاونِاوَذَغلاِةَياغنِْممِْهِريمَحِدايجِىَلَعَنونَهارَتَي32

ّنأََكو33 ّرلاىذمِْهِرامحِِهْجَوِباوحَسَمامَ لِاقُّعلاىذَنيبجَِنْيَتَمْقَ

لِابْنِتعٍَقْنَبَهلُِّكىُِّوَذَغاوحكَْنأَاماذإِمِْهِتَوسِْنُروهُمو34

ءادْعأَمِْهِتارُمُحىَلَعًافَلسَمُْهَنْعَبْتَي35
َ
لِاشوْأَلاِةَبْيَعشنِطَْب

َهَونِْملَُّظَيو36 ج ِظلابًاذِئاعِةَريجَهلاِ لِازَملَُّكلُوزَيثُْيحَلِّّ

ّمأُنَْبٱايِةَرامِحلابَْلَحانَقلابُرِطْختََىهَْوىبرَْحتُْبسِحَو37 لِاعِرِ

لِالَحبًِامِرْحمُثََعشْأَتُْيَعسَوِهِتْيَبنََمْيأَتُحَْسَمثُْيحَواّلَك38

ّرلابُةَغارَملاىِكْبَت39 لِاوعْإِلاِبنَْحُنَيتُاقِهاّنلاواهِنْبٱىَلَعمِاغَ

ّنلاىقوس40ُ ّرَعَتوُهَنيكْبَيًامَتأَْمقَِهاوَ ِلىضَ لِافُّقلاِدِعاصُم

ّرلاباهِنْبٱىَلَعحُونَتاهُعِمادَمًابِرَس41 لِاّلَجىَلَعًةَدِعاقلِمَْ

ّنإًِاريرَجىبسَِتْحٱاهَلاولاق42 لِابشْأَلاوبأَِهِبُرْبَزِهلاىَدوْأَُهَ

ّيِموَقوذِهْيَدَيِهْيَلَعىَقْلأ43َ لِاصوْأَلاعَِـماجمَقََّدفٌدرَْوٍةَ

ّنلاعََفَنْوَلتُْنكُدَْق44 ّرلاَةَسيرَفَنوكَياّلأَُهُتْيَهَنُريذَ لِابيِ

ّيَخلِْئَتمَْلفتَقَْبأَذْإِكَُتْيأََرىّنإ45ِ لِالخِثِالَثنِْمكََسفَْنتَْرَ

ّرلاَنْيَب46 ّىَلإِعِوجُ لِاجآلانَِمٌةَيِندُْمكَيفىفٌةَعيظَفَىهَْوَ

ّىَحَنْيَبوْأ47َ لِابجْأَلائِِّيَطِبقِاحلَّلاِبوْأًَابِراهَةَماعَنىبأَِ

لِاوأَِنيفسَىَلإِِرارِفلابوْأًَايِلاخكَسِفَْنلِْتَقِبتَمَْمَهدَْقَلو48

لِامْعأَلابِسِاحمُومُْكِئاجِهِبمُْكُتْوَجهَِءادِجلابَكَُرايَنآلاف49

ّنإِفلْأَسْٱف50 َتْلٱوبٍْيَلُكنِْمكََ ّيِقَبنِْيَرَكسَْعلابسِْم لِالظْأَلاَةَ

لِاّهُجلاىَلَعانُلِهاجُديزَيوانُمولُحلِابِجلابُنَزوتَلاّنإ51ِ

رُمنَْبٱايظَاكُعِبىنِفاووَراصِقلاكََيِعاسَمعَْمجْٱف52
َ
لِامحْأَلاقِِّب

ّنلانَِمًىنِمنُطَْبمََّضنَْممٍِرادوُريرَجايكَِمْوَقِبلْأَسْٱو53 لِاّزُ

لِاكآلابَِئاغَرومٍِرادىفامِهيَْلِكَديدَعلاوَمِراكَملاِدِجت54َ

لِابِقعِسْشِِبىِفوُيمُْهَلًابَسحَدِْجتَمَْلبٍَيَلُكىنَبتَدَْدَعاذإِو55

لِاتِقِبالومُْهنِْمٍةَباهَمِبٍةَليلَحَمارَحمُْهَلَنوعَنْمَيال56

ّرَشدََّموُهادَيتَْرُصَقُهَتْبَعْتأَذْإَِكابأَنَّإُِريرَجأ57َ لِابحَِ
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ّلَكَتْوَلَةَراجِحلانْأ58َ ّبَخُمَ ّقِدَمأَلْأَِبمُْكْنَعتَْرَ لِافسِوٍةَ

لِاحِطوٍةَحْيلُمَنْيَبحِفْسَّلاِبمُْكُيْبسَُدَرطُْيَةادَغَنومَلْعَتْوَل59

لِاجمَلَُّكنَْلُجيَتُانصَْحُملاوُهسَارْفأٌَمِّوَسُمُنازَفْوَحلاو60

ّيشَِعبِيثكَـلالُِمأُنِْمَنرُْدْحي61َ لِاوأَُرْيَغنَُّهوحِاقِّللاصََقَرًةَ

ّتح62َ لِاوطُوٍةَلاوطُلُِّكِبًاضكَْركٍِلامسُِراوَفاهَكَرادَتىَ

رَعاّمَل63
َ
لِابسْإِلابنَِّهِنُيعْأَتُارَبَعتَْردََّحتَوانَهوجُونَْف

ّيِقَبِءايَحلاِرَفخَنِْمَنْرَكَذو64 لِاغشْأَىفلُْيَبُقنَّكُوتَْيِقَبًةَ

رَعَنيحنَُّهَقُوسْأَنَْيَراو65
َ
لِايذْأَلاعَِـفاوَرنَّكُوًةَقِثانَنْف

لِاقِثِوُّدَعلاىَلَعِهوجُولاضِيِبٌمِرادمُْهوبأَاوقِحَلسٍِراوَفِب66

ّيحَكَضِرْأَِبتَْلَزَناذإِاّنُك67 ءاّمصٌَةَ
ُ
لِابجِعِودصُنِْمجُُرْختَ

ّرلِلتٍاخِدَّشُمِباهَسأَْرانخَْدشَاهُرِداوَبىَشْخي68ُ ءُ
ُ
لِاوَعسِو

لِاعسَنَُّهنَّأََكتِابَرقُْملابٍةَفوخمَلُِّكَرْغَثلُِزْنَنَلاّنإ69ِ

َرِماوضًَادوُق70
ّيَغَتمِْوَيُنابقِْعاهنَّأََكبِوكُّرلاىف لِالِطومٍُ

ّرَكاهَبارْقأَىَوطَدَْقبَِزاوشًَاثْعش71ُ ِطلاُ لِاطآلاقَحِاوَلِدارّ

لِامِروٍةَنوزُحَنْيَبتَْعصََّقامَدْعَبقَِفَّنُتنْأَعَُنْمُتَكالوأُِب72

لِاجمَلُِّكِبًادَدُخاهَلىَرَتوبٍِّوَثُملُِّكبَْرَكعَُفدَْننَِّهِبو73

ّيِداعٌمِرادىلىَنَبىّنإ74ِ لِازُمِباهُمورأَسَْيَلِدْجَملاىفًةَ

لِاجْنُملااهجِاجَعتَْحتَلُْيَخلاوًامِّوَسُمبَالُكلاَدَرَوىذَّلاىبأَو75

ّدَكَتَنيعِراّدلابتَْلَبْقأَاماذإِاهُفِتاوكَىِشْمَت76 لِاعوْأَلاسَُ

لِافْنأَلاَةَريثكَىِِّذَغلاعَجُُرىَدِعلاىَلإُِداقُتاهُدِئالَقًاقِلَق77

لِافطْأَلاِةَيشِْمَكَنيجَواّمِماهُيشَْمفُماكإِلااهَرِباوَدتَْلَكأ78َ

لِاوَعولٍِفاوسََنْيَبنَعَْرَشوخٍِراصِلنَعِْزَفاذإِنَُّهنَّأََكف79

ّنسِأَعٍَزَجنِْمَنزَْزَهو80 ّلصَُةَ لِاوأَعِوزُجوْأََرَبْيخَعِوذُجكَبٍَ

لِامَشقُيرَخُهُقحَسَْتوًادِرَبٍةَيْبَغاذًاحئِارُرِدابُتٌرْيط81َ

ّنِعأَتَْقِلَع82 لِاوِطعِوذُجلاِةَبذََّشُمقٍُحسٍُةَمورْجمَىفنَُّهُتَ

ّلَكُمىَشْغَت83 ّنسِأَِءاقِّللاَمْوَيانِباهُسِباوَعًةَلَ لِاطْبأَلاَةَ
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ّزلاىَعْرَت84 رُمنَُّهوُُّدُغواهِدايِقِبانَلْوحَفُِناعَ
َ
ّتلاحُوَّ لِالشَْ

رِماعَمَدْقأََمْوَيِةَبْيَعُشلاَمْوَي85
ٌ

لِاوَغبِوكُّرلا6ِةَلِعشُْمَمادُّق

َحلاَدرِْواهُقاحَلبُوثَياهَيخِارَمىَرَتو86 لِاشوْأَلاَرِئاوحَمِام

ّمضُجََوعْأَلِآنِْماهَنوطُبُدايِقلاَعَزَتْنٱِدَقًاثْعش87ُ لِاحفِوٍرَ

لِاقصِلُِّكَةادَغَنيضُتْنٱاذإِواهُراتْقأَفٌِرْشُمكِِبانسَّلامُُّش88

لِايمْأَلاعُضَْعضَُمِةارطَّلالَُبجَُهَعاعشُنَّأََكبٍِجَللٍَفْحجَىف89

ّرِصُمَىهَْونَمِْذْعَي90 لِالْمشٍِةَبيجنَلُِّكتِارَصَقاهَناذآٌةَ

ّيِطَعىَرَتو91 ّرُمَي7ًالِجَعُهَمامأَُناتأَلاوَةَ 8لِاثمْأَلاىَلَعاهِبُ

ّنأََكنَِّهِفْلَخنِْمٌدِمْرَقُمَوْهَونَُّهُعَبْتَيلَُّظَيو92 لِاكشِبُهَ

ّيِطَعىَْفِتكَىَلَعىَرَتو93 لِاخسِِبُهَلتَْلِدُعُهَقابرْأًَالِئامَةَ

ِظلابًاذِئالِةَريجَهلاىِْمَحنِْمُهارَتو94 لِازَملَُّكلُوزَيَنيحلِّّ

ّلَكُمَرامِحلاعَِـبَت95 لِاكِنِبِهِفْلَخنِْمِهِقيهَنِبُهَباصأَفًامَ

ّوَحتَدَْقِةَغارَملانُْبٱو96 َتِلًاسِنْرَبَتُمًابِهارلََ لِاؤسُونٍُكسَْم

لِادْعأَنِْمىَِّطَعكَْلِتِلًاحْبُقًةَّلَثضُِراعُيًامِلَحاهِبىِشْمَي97

ّىَلإِاورَظَن98 لِاجِرِبُمُهامولِاجِّرلاَرَظَنٍةَنوعْلَمٍنُيْعأَِبَ

ّنلاىَلَعَنيسِعاقَتُم99 لِاذْجأَلاسِِبايِبنَُّهَنورْمَيىحَضُّلابقِِهاوَ

لِاطْبأَلالُِزانَتَمْوَيلَْيَخلاومُْكِرْيَغِلبُْيَلُكايَمِراكَملانَّإ100ِ

Poem 48 by Jarīr

ِل1 ّنأََتَدْعَبَنْرَفْقأَلِاوخَنَُّهُموسُرُرايِّدلانَِم لِالحِوسٍُ

لِافْجمِجٍَرْيَنفُصِاعوٌرَطَماهِبانِلِزْنَمَدْعَبلَِزانَملاىفََّع2

ّبُروىَاوَهىَلَعىَاقُتتَْداع3 ّنحَامَ َخلانََعظَاذإِتَْ ىلامجِطُيل

لِاقَتِرْيَغوٍةَرِتامِرْيَغنِماولَيازَتنَيرِواجَتُملاىَرأَدَْقَلو4

ّرلاطََسَباذإِىّنإ5ِ لِاغُملَُّكتُْوَلَغظِافِحلاَدْنِعمِْهِوْلَغِلُةامُ

6 Bevan also gives the alternate form,mushʿalati. Bevan, The Naḳāʾiḍ, 1:292.

7 Bevan also gives the alternate form, ʿajulan. Bevan, The Naḳāʾiḍ, 1:293.

8 Bevan also gives the alternate form, al-amyāli. Bevan, The Naḳāʾiḍ, 1:293.
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ّزلاوًاعشِاجمُتُْمَسَوامِبىُِّطَملاعَِـفُر6 لِالجأَلاوذُموعَيىُِّرَبْنَ

لِابجْأَلاَئِّيطَوَنامُعتَْغَلَبًةَديصَقتُوَْدَحاذإِِنْيَتَلْيَلىف7

ّنَيِدْرُيالًاكِلامىرجَْزَوانُمدَُّقَتاذٰه8 لِامكَِنْيَقُنْيَحكََ

لِايْفأَلاِةَقاسكَُنويُقلاَراصمُْهُبيصُيبِاذَعلامَّجَاوْأََراّمَل9

ّنإِطُْرُقاي10 ّللاوٍةَيزَْخُةَنيرَقُمُكَ لِاقِعَنويُقلٌِقَتْعُمُمْؤُ

ّللانِْبٱَكًةَبينجَثِيعَبْلِلقَُدزَْرَفلاىَسمْأ11َ لِاتشُْملاَةَنيرَقنِوبَ

لِابخََرْيَغَكاذكََمْوَقَدازامًابِلْحمُقَُدزَْرَفايكَُنْيحََكادرْأ12َ

لِاعجِنِْبٱَةَحدِْمكَُتْيَفكَدَْقَلواهِفونأُِبًاعشِاجمُتُْمَسَودَْقَلو13

ّنإِقَُدزَْرَفايَكِريكِبخُْفْنٱف14 لِاعكَِتْيَبلَِّحَمِلخٍِذابىفىنَ

ىلاموىَِّنَبىَلَعَكاذتُْرَثآًادَهْشَمىمْوَقِرْغَثِلتُيلَواّمَل15

ّرَشتُْبَدَنومُْهَلاعَفوىسِراوَفتُْبَدَنىّنإ16ِ لِاعَفوسٍِراوَفَ

ّتُتبٍرَْحلُِّكِلُةالُولانُْحن17َ لِاصَكِريكِِـلٌرِضَتْحمُتَْنأَذْإِىَقَ

لِابْلَبلاِةَلْيَلِلِنْيَفَتْنَحلاوبٍَنْعَقوِرامِخلاىذسِِرافلُْثِمنَْم18

ّدلاُمَظِعُهَلنَْموَكولُملاكََلَمذْإِفِدِّْرلاو19 لِاضِفمِْوَيلَُّكعِِـئاسَ

ءاسِّنلااذإَِنودِئاّذلا20
ُ
ءابهَْشتَْلِذُّبُت

َ
لِاعِروسٍِناوَقتَاذ

لِاعَةَرْيَفُقىنَبتُوفَيبٌَسحَُمِهيفوَكابأَاوّمَغُمُهٌمْوَق21

لِازَنلُاقُياذإَِنولِزانُيوىسِراوَفَكولُملابُِلَتسَْتَلىّنإ22ِ

ءاضَتسُْيضََيْبأَلُِّكنِْم23
ُ
لِالِهجِورُخىَلإِجِيجَحلاَرَظَنِهِهجَْوِب

ّنسِأَىِضْمَت24 ىلامِروىتَنوزُحتُْعَنَمدَْقنْأَكٌِلامُمَلْعَتوانُتَ

لِالِظعِزْجَِمْوَيَةَنْيَيُعلْأَسْٱوٍرِماعسَِراوَفبٍَجنَىذِبلْأَسْٱف25

ّىَعامَدْعَبانْعَفَدٍةَلضِْعُمبَُّراي26 لِاتْحُملاِةَليحبُِنويُقلاَ

لِاقُّعلاىذِلوْأَجََوعْأَلِآنِْمانِبابِقلَْوحََنْتِبَيَدايِجلانَّإ27ِ

ّرلامِِرَضىَدَملاَدُعَبنْإِوفٍِرَتشُْملُِّكنِْم28 لِارجْأَلالِِقانُمقِاقَ

لِاوأَعِوذُجنِْمَدَرجْأَِبقٌِلَعُهَنانِعنَّأََكعٍِــلَتفٍِذاقَتُم29

لِاذُمَرْيَغتُيبَيبِيبسَّلاىِفاضُهَلالجِتَْعضََواذإِمِيدأَلاىِفاص30

لِاشوْأَلاعَِـمادَمعِابسِّلاثَْحبَىَجَولاىَلَعنَُّهُدوقَنتُابَرقُْملاو31
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لِابأُفِْوجََمْوَيَكِرْكِبقُْوسَالفِْرَتْعٱفقَُدزَْرَفايُمِراكَملاكَْلِت32

لِامحْأَلا9ِةدََّشِلُدوقَينَْممْأَانَدرِْوُعِّرَوُينَْمَةَرْيَفُقىِنَبأ33َ

لِاحرْأَلاِةَّلُقِبطِيبَغلاَمْوَيانِمْوَيكَطِيقَولابكََمْوَيتَْبسِحَأ34َ

ّللالَّظ35َ ّوَجلابٍةَوسِْنِبَنوبَعْلَيُمِزاهَ لِاوْبأَلابنَخِْفُيَمْوَيِ

ّيشَِعِءابسِّلاِرَذَحنِْمَنيكْبَي36 لِاحِروبٍِئاقحََنْيَبنَْلِمَيوًةَ

لِاجِرِبُمُهامولِاجِّرلاُهَبشًَاعشِاجمُنَّأَكَْيَلَعنََّيَفْخيَال37

لِايَلثَالَثٍرَمَكىفَنْرُخيَوًاحئِارًاخيِذنَفُْسَيعِابضِّلالُْثِم38

رَعتَْدَّلَولٍاقِعىنَبُنيِئضَاذإِو39
َ
لِافطْأَلااهْلخسََرخِانَماوف

ّنلِلتُْوَملاوُمِهيَْلَعبُاذَعلافىبابسِاّمأ40َ ىِلاتِقَدْنِعتِابخََ

ّرَخبِيِّنلاك41 ّلَثامَدْعَبُمئِامَغلااهَمَ لِاثأُفِْوَجبِضٍُرُحنَْعنَطَْ

ّزلابَُلسَىَوأَدَْقوِريزَخلِْلفُِراجمَفٌوج42ُ ّذلاىنَبىَلإِِرْيَبُ لِاّيَ

ّزلاوَنَيْعأَتَْيَقال43 لِاقَثكَْيَلَعٍةَيِزْخمُلَادْعأًَانِثْعجِوَرْيَبُ

ّزلااعَدو44 ّمَرَتفًاعشِاجمُُرْيَبُ لِابسِوفٍُنآُمأَلْأَِردَْغْلِلتْزََ

ّزلاُمُكَراجتَْيَلاي45 ّبَلىَاّيإِمُْكَفْيضَوَرْيَبُ ىلابِحبُِهَلْبحَسََ

ّمِذلََوانَتْوَلُمَلْعَيُهللا46 ّنلاىفَعِّزُجَلاّنِمًةَ ىلاوَعِروحُ

لِابشْأَىبأٍَدسَأَنِْمتَحِّْبُقًابقََّنُمكَْتأََرذْإُِنِثْعجِلُوقَتو47

رُمنُْبٱوُنِثْعجِلُوقَتو*47
ّ َ
ىلاحِطتَعَْزَندَْقًادْيَوُرًاجْلَخٌحنِاجَة

ّنأََكفبٌذََّشُمقِورُعلابُِذشَاهِبىَوْلأ48َ لِابْرِطىَلَعتَْنكََوامَ

لِاغشْأَىفكِْنَعقََدزَْرَفلانَّإِاهِنْغُيمَْلًةَعْيضَقَُدزَْرَفلاىَقال49

لِاعوْأَلاحَطُانَتِنْيَتَبكُّْرلاواهَنيبجَبِوبَجلابحُِطانُتتَْتاب50

ىلابْرِسٌةضَافُمِديدَحلانَِمواهَعرِْدلَُبْرَسَتذْإِكَِّمأُلُابام51

ّمَح*51 ّمأُتَْيَقسَوًامِئاقَكِريكِقَْوَفكََهجَْوتَمَْ لِايْرِجلاَةَلضَْفكََ

ّنلاُةَرِئافَىهَْوُةَرْيَفُقتَْباش52 ّوَبلِْوشَّلاىفاسَ ّرِصأََ لِاصِفوٍةَ

ّجَعُمتَْرَكَب53 ّحَلأَبٌَتَقاهَرظَْبُرِشْرَشُيًةَلِ لِافَثبََّزأَىَلَعَ

لِاقحْأَلاكنَُّهَلُريزَخلاتَابًةَوسِْنوفِاضخَىنَبُهٰلإِلاحََبَق54

9 Bevan also gives the alternate form, li-shiddati. Bevan, The Naḳāʾiḍ, 1:304.
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ّتَتِرخِاوَملاِةَفِلآلُّكنِْم55 ّرجُمِبىقَ ّرجَُمَكٍدَ لِاّغَبلاِدَ

لِافْنأَلاِةَروُسِلتِاتُحلاتُْنِبمُْقَتمَْلولِوحُفْلِلُةَنْيكَسُتَْماق56

ّدَو57 لِاغِبَرويأُِهيراوسَتَْناكاهِمْوَقَدجِسَْمنَّأَُةَنْيكَسُتَْ

ّلُكعَـصِاعصَّلاوقََدزَْرَفلاَدَلَو58 لِاقَمنَُّهَهوجُونَّأََكجٌَلِعمُْهَ

ىلامشُِنويُقلالََغشَاموًاقُلطُاومَلْعٱفىنيمَيتَْغِرَفدَْقبَّضَاي59

لِالِبطَْهَروقٍَنحَىَلَعًازوكُىمسِاوَمبَيصُتنْأَىَلَعبَّضَاي60

لِاصوْأَلاعَِـماجمَلُيزُيًاخْبطًَاعشِاجمُتُخَْبطَدَْقىّنإِبَّضَاي61

رَعُمُتْنكُاممُْكُنْيحَالْوَلبَّضَاي62
َ
ىلاضِندََّجَنيحِىلْبَنِلًاض

ّنإِبَّضَاي63 ّنإِوُراكِبلاُمُكَ ىلايصِفُاخيٌُمِطَقطٌِّمخََتُمىنَ

ىِلاوَمُميمصَّلادَُّعاذإِعٌَبَتُمُتْنأَوُميمصَّلاُمُكُرْيَغبَّضَاي64

ّنإِبَّضَاي65 لِافغْأَلااهَتمَْمضَِراكِبلالُْثِمٌةَوشْحٍِدْعَسِلُمُكَ

ّـلضَأَنِويُقلاىَوَهنَّإِبَّضَاي66 ّدلاَرَوعْأَِةَعيشِلِالضَكَمُْكَ لِاّجَ

ءابَنْرَكىفْرِظَتْنٱوقَُدزَْرَفايَكِريكِبخُْفْنٱف*66
َ
ّيِدَه لِافُّقلاَةَ

ّنلاحُْلسًَامِئاقطُُرْضَيَمْوَيَةَبيتكَـلاحَضََف67 ّبشَِةَماعَ لِاقِعنُبُةَ

ّنلاىنَبالوِدّشَأَلاىنَبكَُمُهنِْمكََلاختَْبَدَنَنيحُديسِّلاام68 لِاّزَ

لِاجمَواهَلكٍَرَتْعُمقِيضِىفُهَلْيخَولَْيَذُهلاَرَسَتْعٱىذَّلاىِلاخ69

ىلاوخْأًَاغِلابكَُلاخسَْيَلنْأَنَْمَلْعٱوقَُدزَْرَفايكَِلاخبِىنْئج70ِ

Poem 49 by al-Farazdaq

ّنإِِةَغارَملانَْبٱاي1 ّبَسُمِبىنَتْيَراجامَ ِراصِقلِاعَفلاىَدَلَنيقَ

ّرلاحَُزُناوذُخأَْيِلىِِّشَعلاىَلإَِنيسِباحلاو2 ّىِكَ ِرآسْأَلاَةَنمِْدوِ

ِرامحِوٍةَرامحَِنْيَبَكوبأَوًامِرادبُُلطَْتفَْيكَِةَغارَملانَْبٱاي3

ّبَرِةَغارَملاىنَببُالِكاذإِو4 ىرامجِوىمِرادىِءارَوتَْرَطخَتْضََ

ِراسْيأَلاالواجْيَهلاسِِراوَفِبمُْكِقابرْأَىدِّلَقَتُمُمُتْنأَلَْه5

ِراحسْأَلابنَُّهَرِطاقنَسْحَْلَياهِفونأُقَْوَفلُوبَتبِالِكلالُْثِم6

ّحَنَتِبىدِباوأَوُمُكيبأَمِْؤُلِبىمَرَكاوكِردُْتنَْل7 ِراعشْأَلالُِ
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ِراصعْإِىفنِالْيَخلاوَدودَجبِمُْكَرايعْأَُمُتسَْبَحَةادَغاّلَه8

ِراكْبأَلاُرِساوحَتُانصَْحُملاوُهسَارْفأٌَمِّوَسُمُنازَفْوَحلاو9

ّلوذْإَِةانَمَدْيَزَنوعدَْي10 ّتَيالُمُتْيَ ِرامِخِبًافَقىَلَعَنيقَ

ِرابدْأَلانَِعُمُهَلُمُتفَْشكَومِْهحِامِرِبُمُهَلٍدْعسَونَبتَْرَبص11َ

ِطلاَدْنِعمُْكِئاسِنِرودصُىفقَُثوْأَنُحَْنَلَف12 ّبُقَونِاعّ ِراّبَجلاِةَ

ِرابُغَمْوَيُروثَتِدارَجلاقَُرخِاهنَّأََكبُوكُّرلاقَِحَلاذإِمُْكْنِم13

ّيشَِعَنْيَقَتْلٱاذإِتِافَدْرُملاب14 ِراوكْأَلاِرخِاوأَفَْلَخَنيكْبَيًةَ

ِرابخْأَلانَِمًاعَمَتْجمُوًامْلِعمِْهِتارَسَدْنِعنَّإَِنِزاوَهلْأَسْٱف15

ّيجَِوعْأَلابمُْهُداسجْأَنْأََكٌدضََنمُْهَلٌمْوَق*15 ىِراوضَقَولسَنِْمِةَ

ّنَرِبْخُتْلَف16 ِرايعْأَلاقِِّوَسُمنَْبٱايكَْتَقَبسَمٍِرادَةزَِّعنَّأَكََ

ّتلافَْيك17َ ّمَذامَدْعَبُرذَُّعَ رَ
ْ
ِلًابقْسَُمُت ِراوَنجِاتِّنلاِةَلضِْعُم

ِراجلَِنوفَيالوَنورِدْغَيالمُْهنَّإِبٍْيَلُكىنَبُهٰلإِلاحََبَق18

ِراتوْأَلانَِعمُْهُنُيعْأَُمانَتومِْهِرامحِقِاهُنىَلإَِنوظِقْيَتسَْي19

ِرافظْأَلاىَلإُِهَلَبْرَسَتٌمْؤُلُهَقْوَفبٍْيلُكىنَبلُُّكقَّحِاي20

ّيِنَعاهُبجِاوحَتَْيِلطُمُْهَهوجُونَّأََكمٍْؤُلىِعِقْرَبَتُم21 ِراقَةَ

ّنأََكُريرَجايىلبٍأَنِْممَْك22 ّرَجَملاُرَمَقُهَ ِراهَنجُارِسوْأَِةَ

ّدلامِْخضٍَرِباكنَْعًارِباكَمِراكَملاثَِرَو23 ِراخَفلُِّكَمْوَيِةَعيسَ

ّبَراذإِانسَِراوَفىَقْلَت24 ِراوِغمِْوَيلُِّكِلَنيبِّبَلَتُمُمُتقَْ

ّلُكبٍْيَلُكىنَبتُكَْرَتدَْقَلو25 ّرلامَُّصمُْهَ ِراصْبأَلاىِئقََّفُمسِوُؤُ

ِرابَوقَيرطَسٍِمَتْلُملِالضَكًَامِرادبُُلطَْتَكابأَتَْلَلضَدَْقَلو26

ِرادصْإِالوٍةَدِراولِيبَسِبُهَلتَْتِعُنْوَلوًادَبأَىِدَتْهَيال27

ِرافّسُّلانَِعٌةَيِئانسُمْشَّلاواهَوْحنَدْصِْقٱفسَمْشَّلاكَْيَلَعاولاق28

رَعُهَلتَْدَهلِامِّرلاىفعَسَّكََتاّمَل29
ْ
ءاف
ُ
10ِراجِولُِّكِبٌةَيِداه

ّرَحنْإِلُوقَيىِِّرِماسّلاك30 ىرازإُِرْيَغىَلَعسَْيَلفىنعَْدُهَتكَْ

ِراّيسَابأًَةَرِقافتُْيَمَرَلُهُتْعَفَرتُْنكُثُْيحَىناسِلالْوَل31

10 Bevan also gives the alternate form, wajāri. Bevan, The Naḳāʾiḍ, 1:331.
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ِراتُقِريفشَىَلَعحُولَتٌراناهنَّأََكلِابسِّلاوبِجِاوَحلاقَْوَف32

ِرادَّهُهسُأَْرَدَيصْأَمِاحِزِباهِراغصِِلىَْدَيالَةَراكَبلانَّإ33ِ

ّلَوُهَريدَهُمورُقلاعَِـمَساذإٌِمْرَق34 ِراعْبأَلابَنْيَمَروُهَنْيَ

ّمَعوُريرَجايكََلٍةَلاخمَْك35 ءاعدَْفٍةَ
َ
ّىَلَعتَْبَلَحدَْق ىراشِعَ

ءاعُدتَْعِمَساذإًِاهَلَوانحُاقِلعَيضَتنْأَُرِذاحنُاّنُك36
َ
ِراسَي

ِراكْبأَلامِِداوَقِلٍةَراطَّفاهِلْجِرِبلَيصَفلاُذِقَتٍةَراّغش37َ

ِراردْإِلا11َةَعيرَسحِاقِّللافَْلَخًةَبْلُعاهيَْقِتاعحُِوارُتتَْناك38

رَعدَْقَلو39
َ
رَعبٍْيَلُكىنَبتُكْ

ْ
ِرارَقلُِّكِبًاعقَْفمُْهُتكَْرَتوًةَك

Poem 50 by Jarīr

ِراطَمبِْلصُِبوْأَقَِّيَنُعىَوِلِبِرايِدمِوسُرنِْمكََقْوشَجَاهام1

رَمومِايِخلابََذشَاهِمسَْرمِِلاعَمنِْمفُصِاوَعلاىَقْبأ2َ
ْ
ِراهمْأَلاطََب

ِرافحْأَلاقِِئاقشََمْوَيَكاوهَكٍةَزْيَنُعَمْوَيتَيقَلقِارِفلانَِمأ3َ

ءاضأَذْإَِكِرانتُْيأََرو4
َ
ِرانوَنيلَطصُْمنََسحْأَتُْيأََرفاهُدوقُو

ّنأََنَّيَبَتدَْقفثُيعَبلااّمأ5َ ّلَعَفٌدْبَعُهَ ىِرامُتثِيعَبلاىفكََ

ّللاو6 ّمأُتَْمَزرْأَوثَيعَبلاَمَطخَدَْقُمْؤُ ّرَشَدْنِعقََدزَْرَفلاُ ِراوحُُ

ّمأُوثَيعَبلاوقََدزَْرَفلانَّإ7ِ ّرَشَلثِيعَبلاابأَوُهَ ِراتسْإِامُ

ّمَعونِاهِّرلاىفقَُدزَْرَفلاحَاط8 ِرامضِْملاقُِداصِةَهيدَبلاُرْمَغُهَ

ىرانِبتَْيَلَطصْٱوَكَرانتَأَْفطْأَامَدْعَبقَُدزَْرَفايَةَداوَهلاوجْرَت9

ىراعسُِةاوُغلابقُحَْلَيوىرانِهِمْتَشِلتُدْصََقنَْمقُِرحُْتَلىّنإ10ِ

ِراعِبِنْيَسَّنَدُمكَيبأَابوَثلَْزَيمَْلولِالضَّلابَكِرخَْفِلًاّبَت11

ىِراوَقلُوقأَامِبَنومِلسُْملاوُمُكْيَلَعتُْوَلَعدَْقولُوقَتاذام12

ىِراخَفكَْيَلَعالَعتَْرخََتْفٱاذإِوُمُكْيَلَعُةاضُقلاىَضَقتَْلأَسَاذإِو13

ّنلاانأَف14 ّللاوِهِءْوضَِبكَْيَلَعالَعُراهَ ِراصْبأَلاَةَطسَْبضُِبقَْيلُْيَ

11 Bevan also gives the alternate form, sarīʿati. Bevan, The Naḳāʾiḍ, 1:333.
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َخلابعَُبْرَنَلاّنإ15ِ ِراّبَجلاسََنْوَقبُِرْضَنوًاجهََرُهَلىَرَتسِيم

ِراجبَِنوفَيالوظِافِحلاَمْوَيعٌـشِاجمُتِانَبلاىَلَعُراغَتالذْإ16ِ

ّنأ17َ ّزَجمَُمْوَيبِْعشِلابانِلْيخَِةَودَْعلُْثِمكَِمْوَقِلىَ ِرارمْأَلالَِ

ىراصْبإِمِْهِءْوضَِبَناكوًاعْمَسمُْهُرْكِذىعْمَسُديزَينَيذَّلاىمْوَق18

ّنسِأَلاىَلَعَنودِروُملاو19 ّرُقِةَ ِراهِمَرْيَغنَُّهُلحِاسَمًارْمُحًاحَ

ِلَنورُكشَْتلَْه20 ِراوكْأَلابنَْلِمَيتُافَدْرُملاومُْكَيْبسََكَرادَتنَْم

ِرابُغلُِّكَماتَقَنورجَِّفُيوىسِراوَفِروغُثلاىففَُرْعُتَلىّنإ21ِ

ِراوسَومٍئِاعَدلَُّكَنولْعَيًايِراوسَوًامِئاعَدُةانُبلانُْحن22َ

ِرارزْأَلاِبدَُّشُتِداجِّنلاتَْحتٌَةضَافُمصُيمَقلاوُةَعيبَروُعدَْت23

ِرابحْأَلاِةَروسِبنِآَرقَْيالسٍِعاقُملِآَدْبَعوثَيعَبلانَّإ24ِ

ءاسِننَّأََنابْقَوىنَبغِْــلْبأ25َ
َ
ّقَوُمتُانَبٌروخُمُْه ِراّوخَعٍَ

ّنلاىنَبايمِِراكَملابُابمُْكَنودقَِلْغأَُفٍةَمأَىنَبْمُتْنك26ُ ِراوخَْ

ّتلاَمْوَيُمُكْيَلإِخَانأَدَْقَةَرْيَفُقىنَبأ27َ ِرازِنلِآُمْؤُلمُِساقَ

ِرازإِلُِّكلََّحمََنوثَبخْأَلاوعٌـشِاجمُمِائِّللاىنَبَمائِّللانَّإ28ِ

َخلابََرَض29 ّتحَعٍـشِاجمُتِانَبىَلَعسُيم ىِراذَعُرْيَغنَُّهونَْعجََرىَ

ّللاىَوأَْمعٍـشِاجمُتِانَبنِْمنَجِاوَملانَّإ30ِ ِراّهُعلابَُعْلَموصِوصُ

ِرامحِقَاهُنتَْعِمَساذإِىَهْلَوعٍـشِاجمُتِانَبنِْمُةَبيغُملاىِكْبَت31

ِراصَّقلاِرِزايَبلَْثِمَندِْرُيوعٍـشِاجمُتُانَبًارَمَكىِغَتْبَتال32

ِرارْضإِلاُةَديدشَسِارِملاَدْعَبانُبرَْحوتَْنَنظَامَةَرْعشِىََّنُبأ33َ

ِرابَوبِونجُىَلإَِرْصِمَنْيَبامًاعشِاجمُنَحَْبَتسْٱوُدِئاصَقلاَراس34

ّلَحأَنٌْيَقمُْهَميرَححَابأَدَْقوَنومَوالَتَي35 ِراوَبِرادِبُمُهَ

ِراوْثأَلاَرُواختََنورَواخَتَيًاعشِاجمُتَْعِمَساذإِنََّرخَفَْتال36

ّىَلَعأ37َ ِراذِعوٍدَّلَقُمَناكَمُهْنِمتَْهَبشْأَُةَرْيَفُقنْأَبُضَْغَتَ

ِرافخْإِلاَةَلْيَلَنِثْعجِِرقُْعنَْعِهِمْوَنكََراوَننَْعقَُدزَْرَفلاَمان38

ِراوَنِبعٍـشِاجمُُراوَنتَْسْيَلاهُثيدَحُهاتأَذْإِقَُدزَْرَفلالَاق39

ىراوسِسَّحَأَنَْمكََحيَْولُوقَتوتَْشَتْنٱاذإِتِاتُحلاىنَبسَْيَرُضوعدَْت40
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ىراسَمنََّرَتامَنِثْعجِثِيدَحبًِاحئِاوسَنَْلَزَينَْلَدِئاصَقلانَّإ41ِ

ِرايْكأَلاُخفِانقَِدزَْرَفلاوبأَوىَنَبامِبتُيضَرىَفَطَخلاىَنَباّمَل42

ِراصْعِملافِكِاولِِمانأَلالِضِخَصٍصََّقُملُِّكَدْنِعبَُرْشَتتُيبَتو43

ِراوُدلَْوحَفُوطَتسِوجَملانُيدعٍـشِاجمُنَيدنَّإِفنََّرخَفَْتال44

Poem 51 by al-Farazdaq

ّوَبلاىِغَتْبَتلٍوجَعَنينحَىتَقانِةَنيدَملاِءاروَْزِبنُِّحت1َ مِئِارَ

ءاروَْزتَْيَلايو2
َ
مِِظاوكَـلافِيسِبوْأَجٍْلَفِرافحْأَِبتْحََبصْأَِةَنيدَملا

ّىَلإِلَْبُيمَْلِةَنيدَملابىّنَعَمانمَْكو3 ّنلاَعالِطّٱَ مِِزايَحلاَنودسِفَْ

ءارَوىعجِرْٱاهَللُوقأَىسفَْنتْأََشجَاذإ4ِ
َ
ّللاضَايَبىِيحَْتسٱوكِ مِِزاهَ

ّلانَّإِف5 ّرَضىتَ ّتلاَمْوَيِءابعْأَلانَِمكَْيَلَعاهَمْعطَتَْقُذْوَلكَْتَ مُِصاخَ

ّمَعَتمَْلاذإُِهُلوقَتٍوْغَلِبٍدوخأَْمِبتَسَْلو6 مِئِازَعلاتِادِقاعدَْ

ّرلااّلإِاْوَبأَاّمَلو7 مِئِازَخلابٍةشَوشْخمَىَرُبىفىًرُعاوقَلْعأَولَيحَ

مِِقاووىَّلصَُملاَنْيَبُهُتشَاشحُُهَبْلَقكََسمْأَوىنامْثُجبِاوحارو8

ِللُوقأ9َ ّنلاجِاردْأَبُُقاعَتُهَماظِعتَامأَبٍولْغَم مِتِاوَعلامِوجُ

مِِغامَغلاَرْيَغُهانْيدََّفنُْحنَنْإِوانَبيجيُنْأَىَبأَانْيَداننُْحنَاذإ10ِ

ّيِرَبلاِرْيَخنِْمكَيندُْيس11َ ّرلاتِالَمْعَيلاصَِّنلُُقانَتلِْدَتعْٱفِةَ مِِساوَ

ّيَقُملَُّككِاكَّفلانِِمْؤُملاىَلإ12ِ مِِراغلُِّكنَْعلِقِْثلاىِقْلُموُهادَيٍدَ

مِحِاوسَّلاثِويُغلابٍءىَْشلُِّكايحَامِهيَْتحَارىفنِْيَواضْيَبِنْيفَّكَِب13

ّمَحُمَدْعَبَناكنَْمىَْدَيِرْيَـخب14ِ مِئِاصِهّٰلِلمِولظَْملاوِهْيَراجوٍدَ

مِئِاوَقلاجِاجِفلاَراتْقأَنَْفَرْشأَوانِئارَونِْمىَرُقلاىِداوابحَاّمَلف15

مِئِازَهلانِانشِّلاكتٍاقِروَْرْغُمِبُهسَأَْرمِْوَقلانَِمقٍاتشُْملُُّكىَوَل16

ّدُرَنالاّنأَنََقْيأَو17 مِجِارَجلالُابجِاههْجِاوُتاّمَلواهَرودصُُ

مِئِامَعلاىَّطَجُالدْإِلاِدُقْنَيمَْلومُْكِبىنَثْنَتىتَلْحِرْمُتْنَنظَْمُتْنكُأ18َ

مِئِاظَعلاتِالضِْعُملاىفِهِبُذالُيىذلاوِةَقيقَحلاىمِاحًاذإِسَْئِبَل19

ءابَعِهِمامَجقَْوَفنَمِّْدلانَّأََكٍءامو20
ٌ
مِِراخَملاجِورُفنِْمُهْتَسكَ
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مِِداقَتُملاِهِدهَْعنِْمالَخوافَعىِقَتْلَتثُْيحَِهِناطعْأَىَلَعحٌايِر21

ّنلاُزاجعْأَوتُدَْرَو22 مِجِاهنُِئاجهَاهيلاتَراغدَْقواهنَّأََكمِوجُ

ّلظَأَفٌاطِناهَنويُعنَّأََكحٍالطْأَوٍديِغِب23 َجلاتُالِقاهتَْ مِجِام

ّمضَسِْيَملالَاحِرنَّأََك24 مِحِالَتُملالَِدْنَجلاىِّطََرِطانَقاهُلابحِتَْ

ّىِلوكَْيَلإ25ِ مِِسانَملاباهجُاردْإِاهَباقحْأَواهَضورُغىَقالقَِّحلاِ

ّلاَمومُهلانَْلِمْحَيضَِهاوَن26 مِئِارَكـلاتِانصَْحُملااياشحَنَْعانِبتَْفجَىتَ

ءلِْمنَْغُلْبَيِل27
َ
مِتِاوَقلاتِارِبْغُملاثَْيَغوًالدَْعوًةَمحَْروًارونضِرْأَلا

مِِلاوكَـلاحِورُجلاِراثآِلًاءْرُبوًةَمحَْروًالدَْعضِرْأَلالِْهأَِلتَْلِعج28ُ

ّنلاُهللاثََعَبامك29َ ّىِبَ ّمَحُمَ مِئِاهَبلالُْثِمسُاّنلاوٍةَرْتَفىَلَعًادَ

مِِشاهوسٍْمَشِدْبَعفٍانَمىَْنْبٱنَِعٍةَلالَكَرْيَغكِْلُملاَةانَقْمُتْثِرَو30

مِِقامُقكٍْلُمِردَْبىَْلاوحٌَموجنُمُْهنَّأََكِهْيَلَعًادوقْعَمجَاّتلاىَرَت31

مِِهارَدوْأَاهَدادْزَينْأَِلَدارأٍَةَرامإِىَّأَِداّحَجلاىَلإِتُْبِجَع32

مِئِازَخلابُهَلاْوَقْلأَدَْقِنيصِّلاىَلإًِاعِقاوَناّمَعَنْيَبامىَلَعَناكو33

رُمىّنإِلَاقىًنِغِهِبىَغطََنيحُداّحَجلااتَعاّمَلف34
ْ
مِِلالسَّلاىفقٍَت

مِِصاعِءاملاِةَيشْخَنِْملٍَبجَىَلإِىِقَترْأَسَحٍوننُْبٱلَاقامكََناكف35

مِِراحَملاتِاذِءاضْيَبلاِةَلْبِقلانَِعىَمَراملَْثِمِهِنامْثجُىفُهللاىَمَر36

ّتحَلَيفلاقُوسَتًادونج37ُ ءابَهاهَداعأَىَ
ً
مِخِارطَّلاىِّمخَِرطُْماوناكو

مِجِاعأَلاَنيكِرْشُملاُميظَعِهْيَلإُِهَليفقَُاسذْإتِْيَبلاِرْصَنكَتَْرِصُن38

ّرحَِتسُْممٍْوَيلُِّكىَلَعِهِرْيَغِباّلإِجُاّجَحلاَرِصُنامو39 مِحِالَملاِ

مِتِاوَخلاِرْيَخوىٍِّدْهَمَةَفالخِاوثَراوَتمُْهوبأَىِصاعلاوبأَمٍْوَقِب40

ّدَرالو41 مِئِانُنْيَعُهَلتَْتابالوًامالَكًاثِكانَةَفيحصَّلاطَّخَذُْمَ

ّتحَاوعجََرالو42 ِلًاباتِكِهِلامشِىفاوْأََرىَ مِِدانِراّنلاىَدَلرٍورْغَم

َلابىِلْحَروىناتأ43َ مِئِاقلَُّكتَْدَعْقأَمٍيمَتلِِآلٌةَعْقَوِةَنيدم

ءُرنَّأََك44
ُ
ّمَدُماهِباوعِمَسذْإِسِاّنلاسَو مِئِامأَتٍامِزاهنِْمٌةَغَ

ّلَجوىِءادِراهِبىَفَومٍيمَتنِْمفٍويُسِلىًدِف45 مِتِاهأَلاِهوجونَْعتَْ

ّنلاتِازازَحَنْيَفش46َ مِئِالِلٍءافَوىفًالاقَمانْيَلَععَْدَتمَْلوسِوفُ
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ءافَومِْهِئامِدىفاموىَلْتَقمِْهِبانأَْبأ47َ
ٌ
مِئِاوَحلاتُايِفاشّلانَُّهو

مِِراكأَلاَنيلضَْفأَلاَىعْسَُةَبْيَتُقىتَرافخَِدارأَذْإِىمْوَقُهللاىَزَج48

مِِساوَملاقُافِرتْفََّتْلٱِذإِىِءادِنًىنِمنِْمبِصََّحُملاَمْوَياوعِمَسُمُه49

جشٍَدرُْجوانَقلابوفِويسُّلاباهوبَلطَُمُه50 مِئِاكشَّلاباهُهاوْفأٍَ

ّدُراموُداقُت51 ّهَوَتاماذإِتَْ ّضلاَنيلسِْبَتسُْملابسِأَْبلاىَلإِتَْسَ مِِغارَ

ّنأََك52 مِِزاخنِْبٱمِْوَيِبعَْمسَْتمَْلوٌميمَتتَْعَداذإًِاَميمَتعَْمسَْتمَْلكََ

ّجَعكََلْبَقو53 َجلاَماهنَعَْدصَْيانِفايسْأَِبُهَمامحِىَلْجَعنَْبٱانْلَ مِجِام

ّرَحالوًةَعْقَوَنالْيَعنُبسُْيَقتَْيِقَلامو54 مِِقارأَلامِْوَيلَْثِممٍْوَيَ

ّيشَِع55 ءاضْنأََراجْنسِِبُهَباسحِبِابُحلانُْبٱىَقالَةَ
َ
مِِراوصَّلافِويسُّلا

رَموًاَفونأُاهَلعَْدَتمَْلًةَحبَْنسٍْيَقِلتَْحَبَن56
ّ َ

مِئِاشأَلاباهُرْيطَتْ

مِِراخَملاتِاذِداوطْأَلاىَرُذاّنأََكانَتْيأََراّمَلنِايصِْعلاىَلَعتَمِْدَن57

ّتلابَضَْهبَضَْهلاواهَلَندَْمَعئٍِّيطَلَابجْأَنَّأَْوَلٍةَعاطىَلَع58 مِئِاهَ

مِئِادَنْيعْبسَقَْوَفلٍاعَدْنِعاهَلاسَرىذَّلانَْعِطَتسَْيمَْلاهَنْلُقْنَيِل59

ّنلاِديدشَىٍِّدْهَمَةَعاطوٍةَعامَجلَْبحَكَْيفَّكَنِْمتَْيَقْلأَو60 مِئِاقَ

مِِغارَعَدْجأَِباّلإِتَْسَطَعالفتَْبضِغْأَُةَبْيَتُقىفسٌْيَقكَُتنْإِف61

مِِزاخنِْبٱسِأَْكِبُهانْيَقَسفاغطًَاعدََّجمًُاّيِلِهاباّلإَِناكامو62

ّضَعاّلإَِةَبْيَتُقاهُرْصَنَناكامفسٌْيَقتَْدِهَشدَْقَل63 مِِهابأَلاباهَ

مِِراوصَضٍيبِباندُْعُمُتدُْعنْإِوٌةَّلِذأٌَمائِلدُْعقَْتاودُعقَْتنْإَِف64

ّزُحَةَبْيَتُقانذْأُنْأَبُضَْغَتأ65َ مِِزاخنِْبٱمِْوَيِلبْضَْغَتمَْلوًاراهجِاتَ

ّرلاتِاجحِاشّلاقَْوَفمِأَْشلاىَلإِِهسِأَْرِبانْثَعَباّلإِامُهنِْمامو66 مِِساوَ

مِِداقَملاحَْلُجبِانذْأَلاَةَفذََّحمُاهِنوطُبتَْحتَِةالْخِملاىفبَُذْبَذَت67

مِِراضَخلاِروحُبلابىَلوْأَوًاميدَقىَرَثلاُهَلِنْيَيِداولاىُّأَُمَلْعَتس68َ

مِِشارَخلاقَْوَفُرْبَولاِهيفلَاباذإُِهُليسُيِرابِولانُّصِِهِبٍداوأَ*68

مِِشاهوسٍْمَشِدْبَعنِْمتَْمطٌَروحبُُهدُُّمَتقُيتَعلاتُْيَبلاِهِبداوكَ**68

مِِقالَحلاِّزَحُرْيَغمٍيمَتَنْيَبوًةَعاطوًاعْمَسطِْعُيمَْلنَْمَنْيَبامف69

ّنلابٍداعمِاّيأََكُمِهيَْلَعاناكنِامْوَيمُْهَلَناكو70 مِئِاشأَلاسِوحُ
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مِِقامُقٍرْحبَتِامْوحَىَرُذمِْهيَْلَعتَْقَتْلٱَةَنامْوَحبِاّنِممُْهَلٌمْوَيو71

ّدلانَِعىَّلَخت72َ مِئِامَعلاتَْحتَضُْيَبلااهيَْلَعًاميمَتىأََرذْإُِةَبْيَتُقايْنُ

ّلَحَمضْٱَةادَغ73 مِِراخَملاقَْوَفلُآلالُّحَِمضَْيامكَاعَدذْإَِنالْيَعسُْيَقتَْ

َتِل74 مِِلالسَّلاىفىقَتْرَيوْأَاعَداماذإُِهَدْنِعسَْيَقالوسٌْيَقُهَعَنْم

مِِلاصَملاَمائِلًاناذآوًافونأٍُةَميئَلسٍوُؤُرىفسٌْيَقُكِّرَحت75ُ

ّزلاعِومُجىفًافحَْزُةَبْيَتُقمُْهُدوقَيَنيكِرْشُملاانْيأََراّمَلو76 مِِزامَ

مِِلاظِلًانْيَعِنيصِّلابِابَنودِهِبعَْدَنمَْلكَِنيمَيىففٍْيَسِبانْبَرَض77

ّزَحتَنَيذَّلاُهللابََرَضِهِب78 مِِصاعَملاومِْهِقانعْأَىَلَعرٍدَْبِباوبَ

ّمأُنُْكَتمَْلًاميمَتنَّإِف79 ّحصُِهَلتَْغَتْبٱُهُ ّثلابِهِدْهَمىفًةَ مِئِامَ

ّضلاِدوسأُلاىِِّداعِبَنيمُرِهِّمأُِلتِالِباقلافَّكُأَنَّأََك80 مِِغارَ

ّزأََت81 ءاهَداّلإٌِمأَْوَتُهَلنُْكَيمَْلوتِالِباقلاَنْيَبَرَ
ٌ
مِِزاحلِ

ّبضَو82 ّلاُةَماهلاُمُهىلاوخْأَُةَ مِجِامَجلِْلٌةَغاّمَدٌرَضُماهِبىتَ

مِِراضَخلاِروحُبلاكتْشَاجوٌميمَتتَْمَلْعأَوِديدَحلاىفتْسَامَىهِاذإ83ِ

مِِغامَغلاَرْيَغتُاوصْأَلاَدَمَخاذإٍِةَوشْحُِرْيَغُمِهيَْعْمَجىفسُاّنلاامف84

مِِراوصَّلافِويسُّلابمٍيمَتلُآَلاهِغارَمنَْبٱوضِرْأَلانِمِْدنِْبٱتَْبَذَك85

مِحِالَملاَماظِعًاماّيأََنالْيَعِباولَزْنأَوِهوجُولاقَوَفًامَمُحاْوَلَج86

مِِشايَخلاَميقَتسُْمًافْنأََنالْيَعِلعَْدَنمَْلوسٍْيَقَميَّأَانُرِّيَعُت*86

ّرلاىفمٍيمَتنِْمالواهَنودحَِبْنَتفسٍْيَقنِْمتَْنأَامف87 مِِظاعأَلاسِوُؤُ

ّنإِو88 مِئِامَعلاقَوحسُوْأَسٍْيَقَنيبابَتىِشَتْرَتوًاميمَتوجْهَتذْإِكََ

رَغوِةالَفلابٍءامقِيرهُْمَك89
ّ َ
مِئِامسَّلاحُايِرُهْتَراثأَبٌارَسُه

ّتلاَمْوَيَنْوَندْأَلاُمُهفمِْهِبٌمِلاعَلىّنإِبِْلَكلاكَيبأَوىَلَب90 مِحُازَ

ّتلاِءادِجلابعِْدْعَدوَكابأَمُْهَتْوَعَدذْإِانخِايشْأَىَلإِبِّْرَقف91 مِئِاوَ

ّدلافَويُزُهْتَطعْأَوًاريرَجاهَرويأُتْصََّمأَسٌْيَقنِْئَلىرمَْعَل92 مِِهارَ

ّلطَمَْكَـل93 مِِقارأَلاحُامِرًاباقْبَقَناكدَْقوٍرحِنِْمَنالْيَعسِْيَقنِْمتَْقَ

رِعنَُّهنِْمف94
ْ

رُعِهِلاصوْأَِبتَْمَترْٱىذَّلابِابُحلانِْبٱسُ
ْ
مِِعاشَقلاعِابضِّلاجُ

ّنلالََّظَت95 ّرلاقُِّمبٍكَُرىَلَعمِْهِتانَبَنيكِرْبُمىَراصَ مِجِالَخلاغِوفُ
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ّيِنارْصَنبَاغاذإ96ِ ّلَهأَاهِفينحَىفُهُ مِِراجُعلاِرهْظَقَْوَفجٍَّحبِتَْ

مِِقامُقلاِديدَعلاصُْبِقالوفٌويسُانِفويسُلُْثِمبِْلَكلاِرفَْثنَْبٱايلَْهو97

ـلومُْهَلىتحَدِْمبِْعَتمَْلمُهنِْمتَْنكُْوَلف98
ٰ
مِئِاوَقلابُهُيشَْوٌرامحِنْكِ

مِِساوَملاَدْنِعفُورْعَملااهُلحِارواهُنْبٱانأَىّنأَكَْنِمًاميمَتتُْعَنَم99

ءارَوىمِاحُملاومٍيمَتنُْبٱانأ100َ
َ
مِِراحَملاَرامِذىناجلاَمَلسْأَاذإِاه

مِئِامَعلاتَْحتَطِوبْعَملاقَِرَعلانَِماهُهابجِتَْلاسسِاّنلاُهوجُواماذإ101ِ

ّمِملَيقاذإٍِزَتْعُمتَْنأَنَْملَيقاماذإِنَْمىبأ102َ مِجِارُملااذٰهُموَقنَْ

مِِراكَملاُةانُبمُْهمٍْوَقضِارعْأَِبىِرَتشَْتكََلابأَالسٍْيَقَناسرِْدأ103َ

مِِظاوكَـلابانِفادْجأَالوًاريسأَانِريسأَلَْثِمُماوْقّألاَمِلَعامو104

ءايحْأَلاَزَجَعاذإ105ِ
ُ
مِِراغلُُّكانِثادْجأَىَلإِخَانأًَامَداولِمْحَينْأَ

مِِلاظلُُّكُهَدهْجَاّنِمبُُرْهَيوُهُرارِفانْيَلإِمٍولظَْملُُّكىَرَت106

رِماعتَْبأ107َ
ٌ
مِِرادَدْنِعمُْهَلىَرْسأَلانَِمَنيِئاِممِْهِريسأَِباوذُخأَْينْأَ

ءافَلمُْهنَّإِفمِْهيَْلَعاوديِزانَلاولاقو108
ٌ
ّللاَماغُثاوناكنْإِو مِِزاهَ

ءادِفىَلْغأًَابجِاحاوْأََر109
ً
مِِراكَملاوىَلُعلامِاّيأَِبقَّحَأَُهَمْوَقو

ـلوىَرْسأَلالُُتقَْنالف110
ٰ
مِِراغَملالُْمَحقَانعْأَلالََقْثأَاذإِمُْهكُُّفَننْكِ

ّىمِوّرلاُةَبْرَضلَْهف111 مِِرادلَْثِمًابأَوْأَبٍْيَلُكنَْعًابأَمُْكَـلٌةَلِعاجِ

ّتلاطَانَمًانايحْأَنَْعَطقَْيواهُتابظُوبْنَتِدْنِهلافُويسَُكاذَك112 مِئِامَ

ِظلاانْلَعجَمٍْوَيو113 َجلاَنوُؤشُىأَفَْتًةَمِّمصَُمٍرِماعِلِهيفلَّّ مِجِام

مِِلاسلُُّكٌمنِاغنْأٍَرِماعونَب12ىَرَتذْإِِنْيكَْيَرُبْلِلٌمْوَينَُّهنِْمف114

مِئِازَهلاضِوكَرىَْلْجِرلٍُزْرُقىَلَعكٍِلامنُبلُْيَفطُىَخرْأَذْإِنَُّهنِْمو115

ّمأُِهيقسَْتسَْتثُْيحَىَلَعٍدِلاخنِبِرْيَتشُنِْمانْبَرَضنُْحنَو116 َجلاُ مِجِام

ّوَفذْإَِناديسِىذنِْبٱَمْوَيو117 مِِشاوَغلاحِامِّرلاُزاجعْأَتِْوَملاىَلإِِهِبتَْزَ

ّمأُىَلَعَديزَيٍدِلْيَوخُنِْبٱَةَماهانْبَرَضنُْحنَو118 مِثِاوَجلاخِارِفلاِ

مِِدالصَّلاِروكُّذلاضُكَْرانِبًاريـحبَتْكََردْأَومٍْيَتُهىَْنْبٱانْلَتَقنُْحنَو119

مِِقافَتُمِهخِوفايىَلَععٍدْصَِبُهسَأَْرَةَمادُقنِْمانمَْسَقنُْحنَو120

12 Bevan also gives the alternate form, turā. Bevan, The Naḳāʾiḍ, 1:385.
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ّنلانَِممٍاسىفلِْيَخلانَِمىًقَتْلُمِبانْكَرَتفٍْوَعاخأًَارْمَعو121 مِتِاقعِقَْ

ّنلِلًالهَْكَنينامَثٍرِماعنِبلِالِهنِْمانْكَرَتنُْحنَو122 مِِعاشَقلاِروسُ

مِكِارَتُملااهِلمَْرنِْمكٍَرَتْعُمِبُمِهيَْلَعتْدَّسُثُْيحَمٍيمَتانْهَدِب123

مِئِاوحََرْيَغَنْيَقْلَياذإِاّنُكوانحَامِرٍداصَمنِْمانْعَنَمنُْحنَو124

ّيِنْيَدُر125 مِحِالَتُملااهِبيكْرَتىفحُيباصَماهنَّأََكبِوعُكـلامَُّصًةَ

مِئِاوَقلاتِاذضِيِبلاتِابسِاّرلابوانَقلابَنالْيَعفَْنأَانعَْدَجنُْحنَو126

ّرلالِاوْبأَِنَّتسُْمِبتْحََبصْأََنالْيَعسَْيَقًاسْيَقنَّأَْوَلو127 مِِرادوبِابِ

مِِطالَتُملااهِيِّذآىفِرحَْبلانَِم13طٍِماطُغىفتَْفطٍَءاذْقأََكاوناكَل128

مِِراكَملاىفًةَبغَْرايانَملاَرايِدانِئامِدِبىِرَتشَْنسٌانأُاّنإِف129

مِئِاسَجلاتِارَثأَْتسُْملابِدْجَملاىَلإِاوسَياقَتَمْوَيسِاّنلاقَّحَأَانسَْلأ130َ

ّمطَاذإٌِكولُم131 مِِداصَتُملااهِيِّذآىفتَحَْطحَْطَتاهُروحبُكَْيَلَعتَْ

مِخِاضأَلالِابِجلاِداضْنأَِبلُيمَنانَتْيأََرلِابِجلاِباّنِزُواماذإ132ِ

ّعصَاذإِانارَت133 مِِراخَملالِاوِطٍداوطْأَِبكَْيَلَعًافِرْشُمكََنْيَعتَدَْ

مِِشاهوسٍْمَشِدْبَعفٍانَمىَْنْبٱىَلإِتْأََموْأَسُمْشَّلاانُؤفْكُنَْمتَْلِؤسُْوَلو134

ّنلافِقْسَىَلإِاهارُذىِقَتْلَتثُْيحًَامِرادىِقالُتفَْيكَو135 ّتلامِوجُ مِئِاوَ

ّللاحِامِّرلاِزاجعْأَِبٍدْيأَوانِفويسُُةابظًُاسْيَقتْكََرَتدَْقَل136 مِِذاهَ

ءاسِننَْيَرأَمٍاّيأَعَِـئاقَو137
َ
ّنلاتِاريغصًَاراهَنمُْه مِئِاوَعلامِوجُ

مِتِآَملالِالِظىفىَماتَيلاُريثكَُهُديرَشسٍْيَقِلٌمْوَيبٍَجنَىذِب138

ّدلابانْكَرَتنُْحنَو139 مِئِانُرْيَغمُْهُماهمٍْيَلسُلِآِلًارِضاحِةَنيفَ

مِِسانَملاتِايِمادًاراهَنَنيقَيًىنِمىَلإِتِاصِقاّرلابَِّرِبتُفَْلَح140

ّتٱامثٌْعشُنَِّهيَْلَع141 مِئِامَعلاباهُؤابهَْشتَْظَتْلٱاماذإٍِةَقيرَونِْماْوَقَ

ّرَثىَرَصًةَحقَْلَنالْيَعنُبسُْيَقَنْبِلَتحَْتَل142 مِئِارِرْيَغاهُفالْخأٍَةَ

رمْأَُنِزاوَهتَْمالنِْئَلىرمَْعَل143
َ
ّلَحتْحََبصْأَدَْقَلاه مِِوالَملاِرادِبتَْ

رُممٍامسِسَائِكاهُتْيَقسَمٍْيَلسُنَْعىعافِترْٱالْوَلو144
ّ َ
مِِقالَعوًة

ّذلاىفَنالْيَعسِْيَقنِْمُمُتْنأَامف145 َجلامِاظِعلااهيفاثأَنِْمالوىَرُ مِجِام

13 Bevan also gives the alternate form, ghaṭāmitin. Bevan, The Naḳāʾiḍ, 1:390.
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مِِلاعِلسٍْيَقبِْلصُنِْماهُدَعْبأَواهُليلَقْمُتْنأَفسٌْيَقتَْلصِّحُاذإ146ِ

مِِراوَعلاِرومأُلاَدْنِعاهُزَجعْأَوًةَوْبحَُنالْيَعسِْيَقلَُّذأَْمُتْنأَو147

ّتحَسُاّنلااذٰهَناكامو148 ءاشلَْثِماّلإُِهللاانِبُمُهادَهىَ
مِئِاهَبلاِ

مِئِازَخلابفٍِدْنخِنِْمكٍِلَمىَلإِِهِفْنأَِبُداقُياّلإُِمُهنِْمامف149

ّلَكَتدَْقاموسٍْيَقىَلإِتُْبِجَع150 َحلاِةَوقْشِّلانَِمتَْفَ ّنلاتِاذِءاقْم مِئِاقَ

مِِصاعِبسٍْيَقِلىّنِمامُهنِْمامواهِنْبٱوِةَغارَملابىّنِمَنوذولَي151

ّتحَاَبَجَعايف*151 ّبُسَتبٌْيَلُكىَ مِتِاشَمْلِلًاجَردَْمبٌْيَلُكتَْناكوىنُ

مِِقارأَلاَمْوَيَناكامىَلَعٍرْيَمُعُهسُأَْروبِابُحلانِْبٱايصْخُُرِبْخُيس152َ

ّيشَِع153 مِئِاوَقلابَيلسًَاخودشَْمِهْيَيصْخُوُهسَأَْرِةَطيرَخلاىفاْوَقْلأََةَ

ّيشَِع154 ّنأَىأََرامَدْعَبُةَبْيَتُقمُْهوعدَْيَةَ مِِصاوَعلابمِْصَتْعَيمَْلُهَ

ّلَعُممُْهَنْيَبَنيِّيِلِهابلاَرويأُانْكَرَت155 ّتلاكىَحِلّلاتَْحتًَةَقَ مِئِامَ

Poem 52 by Jarīr

ّىَحالأ1َ ّلَحذُْملَُّحامومِِداقَتُملالِِزْنَملاعَْبَرِ ّمأُِهِبتَْ مِِلاسُ

ّيِميمَت2 ّلَحٌةَ ّصلافًىسَقنَْعتَْداذلِْيَخلاىَمحًِىسَقىَْتَنامْوَحبِتَْ مِئِارَ

مِِراكُملاقِيدصَّلاتِاجاحبِتِْلِخبَامَلاطوًانْيَدَنيضقَْتالفتِْيَبأ3َ

ءافشِىَرَندَْقوفُاخيُاّمِمىَوَجلاكانِب4
َ
مِئِاوَحلاتِايِداصَّلابِولُقلا

مِِوالَملابِاتِعنِْمىنيرَذوْأًَادَغمٍِراصُمٍنْيَبِلىنيجيهلَِذاعأ5َ

رَغأ6َ
ّ َ
ّنأَىّنِمكِ مِئِادِبنَُّكَـلٌدهَْعاموكِْيَلإِىَوَهلاىنَداقامَ

ّبُرالأ7َ ّتلاجَاهامَ ّكَذَ ّدلاشَاشرْإَِةَعْلَتِبىَوَهلاوُرُ مِجِاوسَّلاعِومُ

ّتحَُمْشَولاوىَرَقْرَقتَْفَع8 ّكَنَتىَ ّدلالُيِملُْيَخلاواهيُِّراوأَتَْرَ مِئِاعَ

ءادَمْرَثىِداوَرَفْقأَو9
َ
ّبُرو مِِراصأَلالُولُحادْهَبىذِبىَنادَتامَ

ّمأُتَْدَلَودَْقَل10 ءاجوًارجِافقَِدزَْرَفلاُ
َ
مِئِاوَقلاِريصَقزٍاوزَْوِبتْ

مِئِانُرْيَغُهُلْيَلًادْرِقنََمأَْيِلٌمِلسُْمقَِدزَْرَفْلِلٌراجَناكامو11

مِِلالسَّلابِهِتاراجىَلإِىَقْرَيِلُهُلْيَلنَّجَاذإِِهْيَلْبحَلُصَِّوُي12

ّللابُْيشَكاهنَْيامفتَْبشِوعٌِـفايتَْنأَذُْمِهللاَدودُحتَْيَتأ13َ مِِزاهَ
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ّبَتَت14 مِئِارَكـلاتِانصَْحُملالِْهأَِبتَسَْلوٍةَبيرُملَُّكِروخاملاىفعَُ

مِِعاطَملامِائِلنَْعًافِّعَتسُْمالوُهَترَْجأَرٍاجبىِفوُتالكَُتْيأََر15

مِِلاعتِاثيبَخلابسٍجِْرلَخِادَماورَذْحٱفِةَنيدَملالَْهأَايسُجِّْرلاَوُه16

ِلًاروهطَُمُكْنَعقَِدزَْرَفلاجُارخْإَِناكدَْقَل17 مِِقاووىَّلصَُملاَنْيَبام

ّلَدَت18 ّصَقوًةَماقَنينامَثنِْمىِنْزَتتَْيَ مِِراكَملاوىَلُعلاعِابنَْعتَْرَ

مِئِاشأَلاباهُرْيطَمِْهيفَنِثْعِجلِتَْرَجدَْقوًادْعسَِنْيَقلانَْبٱايحَُدْمَتأ19َ

مِِلاسَرْيَغًايِهاواهنِْمكََميدأَىَرَتدَْقوًادْعسَِنْيَقلانَْبٱايحَُدْمَتو20

مِِراوِةَراظُبلاخِولسَْمِبكَْتَتأَامَدْعَبَنِثْعجِِرقُْعنِْممُْهُئِّرَبُت21

ّللافِصِْنِبىِدانُت22 مِِراجُعلاباهِتسْٱَدْلجِاورَشَقدَْقوعٍـشِاجمُلَايلِْيَ

ّرَجمَنَّإِف23 مِِزالَةَبْرَضَناكٍرْيَبجُىَْريكِوبٍِلاغِةَنْبٱَنِثْعجَِ

مِِصاعَملاَدوسُِريكِـلانِاجهََونِْموِهِئامثِْبخُنِْمِنْيَقلاتِانَبىِقالُت24

ّنإِو25 مِئِاقَرْيَغًادِعاقاّلإَِكِريكِِبٍخفِانبتَسَْلِنْيَقلانَْبٱايكََ

رِماذالوًاّيِفَوعٍـشِاجمُلَْبحَُناريـجلاَدَجوامف26
ّ َ
مِئِازَعلاىفٍة

ّزلاىفشٌْيَرُقتَْمالو27 مِِوالَملالَْهأََناكنَْماورِذْعَيمَْلوًاعشِاجمُِرْيَبُ

مِِزاخنِْبٱَراجَناكوْأًَاثَبشَاعَدعٍـشِاجمَُراجتَْيَلشٌْيَرُقتَْلاقو28

َلمُْكُراجلََوانَتىٍِّمْيَتلَْبحَْوَلو29 مِِساوَملاىفُهُرْكِذًاراعَناكام

ّدأََكُرْيَغف30 مِتِاهأَلاِهوجُونَْعىَّلَجَكُرْيَغوُهَدهَْعِةَفيلَخلِْلىَ

مِِقافَتُملاِةَنْتِفلاعِدْصَبَْعشَىَفكَعٌـشِاجمُتَْراخَنيحًاعيكَونَّإِف31

ّذلاشُيروًاعِباتقَُدزَْرَفاياهيفتَْنكُدَْقَل32 مِِداوَقْلِلعٌِـباتابانُ

مِِظاوكَـلافِيسِِبٌّىحِارُقتَْنأَوٍةَميظَعمِْوَيلَُّكمُْكْنَععُِـفادُن33

مِِداقَملابَيشبَْرَحلابُُّشَننُْحنَواهِتسْٱِدَبَزىنَبايًارْخَفوًانْبجُأ34َ

مِِلاظَملابمُْكَمْوَقاوعورَتنْأَالومٍِلسُْمنِْبٱلَْتَقتُْبَبحْأَاملَِهابأ35َ

مِِصاعنِبسِْيَقطَْهَرْمُتْلَتَقاماذإِمُْكِئامِدنِْمْمُتْيَفوْأَدَْقلَِهابأ36َ

مِِقارأَلامِْوَيلَْثِمًامْوَيكَِمْوَقِلاولَعجَْيِلًاسْيَقِنْيَقلانَْبٱايضُضَِّحت37ُ

مِِدانَنايزَْخنَّسِعَْرقَْيِنْيَقلاىَلَعًةَريغُمًالويخُسٌْيَقتَْبكَِراذإ38ِ

مِحِالَتُملاقِِزأَْمْلِلمُْهَمَلسْأَوُهَمْوَقلُِطْيخَأُلاىَزخْأَامكََلْبَقو39



naqāʾiḍ poems 185

ّدلاباولجِْعَتسْٱوىَزِجلالُالِهانَداذإِبِيلصَّلاحَسَْمُمُكَدْيَوُر40 مِِهارَ

مِِراغَملالَقِْثَنولاّمَحوٌةامُحقٍَدصَْمسُِراوَفسٍْيَقىفلَازامو41

مِِراكَملاِءانِتْبٱوىعِاسَملالِضَْفِلُهدُِّعَتسَْنىذَّلالُضَْفلاُمُهسٌْيَقو42

ّىَلَعسٌْيَقتَْبِدَحاذإ43ِ مِِراكأَلانَيرَثكْأَلالِضَْفِبتُذَْخأَفٌِدْنخِوَ

ّدلاعَيفَرًاّيِداعَىِلاْوَنَبفٍِدْنخِوسٍْيَقِدْجَملاعِورُفنُْبٱانأ44َ مِئِاعَ

ّىِفِدْنخًِادْوطَتُْئشِنْإِوعٍِـّنَمَتُمىَرُذسٍْيَقنِْمتُْئشِنْإِف45 مِِراخَملاَ

مِجِارُملافُهَْكَمْعِنسٍْيَقنِاكرْأَوفٍِدْنخِنِاكرْأَِبىِدرْأُىنَرَتمَْلأ46َ

َحلِوْأَىِداعأَلاعِْفَدِلُهدُِّعَتسَْنىذَّلافُهَْكـلاُمُهسٌْيَقو47 مِئِاظَعلالِْم

مِِراضَخلاِروحُبْلِلًاروحبَُنْدَلَوُمُهنِْمكُِتاوَعلاوسٌْيَقِدْجَملاونَب48

ءانْفأَوسٌْيَقتَْبِدَحدَْقَل49
ُ
رُمىَلَعفٍِدْنخِ

ْ
مِِراحَملاَرامِذمٍاحبٍِه

رِمضَقَْنىَدَملاُدْعُبىنَدازامف50
ّ َ
ّضلِلىمظَْعقََّرالوٍة مِجِاوَعلاسِورُ

مِجِاوَرْيَغًارِفسُْمىعِاسَملالَضَْفومُْهَميدَقاودَُّعسُاّنلااماذإِىنارَت51

ّهَساهِباهُلْثِمكَِمْوَقِلامىمْوَقمِاّيأَِب52 مِثِارَجلاَرابخَىّنَعاولَ

َجلْأَاذإ53ِ مِئِاكشَّلاكِْلَعلِوطنِْمًامَدنَجَْجمَانَقلاكجَيجانَعسٌْيَقتَْم

ّنلاَةَوسِْناْوَبس54َ مِئِازَخلابًةَوْنَعاوداقَنارْمعِوقٍِّرَحمُىْنْبٱونِامْعُ

ّتلاُدقَْعِنْيَنْوَجلاعَِنْمَيمَْلواغَولاِةَمْوحَىفِنْيَنْوَجلااولَزْنأَمُْهو55 مِئِامَ

ّنأََك56 مِِرادلَاياْوَعَدذْإِوٍرْمَعنَبَورْمَعوًابجِاحَوًاطيقَلدَْهْشَتمَْلكََ

َجلاِرْيَدَمْوَيسٍْيَقتِادّشَوافصَّلااذبَْعشِّلاوِنْيَنْوَجلاِدَهْشَتمَْلو57 مِجِام

ّلَكأ58َ مِِساوَملاىفٌةَثودحأُُهَلتَْعاشوبٍِلاغفُْيسَابَننْأًَاسْيَقتَفَْ

مِِلاظنِْبٱفِْيَسِببِْرْضَتمَْلوتَْبَرَضعٍـشِاجمُفِْيسََناوغَْرىبأَفِْيَسِب59

مِِراصُرْيَغثٌَدْحمُاولاقوَكادَيتَْشِعرْأُفمِامإِلاَدْنِعِهِبتَْبَرَض60

رُعِهِبتَْبَرَض61
ْ
ءْوصَِببٍانبَوق

َ
مِِغامَغلاتَْحتَضَْيَبلاَنوبِرْضَتالورٍ

ّزَهِبفٌينَع62 مِِزارَكـلاسِوُؤُفلاتِارخْأَِبقٌيفَرعٍـشِاجمُُنْيَقفِْيسَّلاِ

مِِساعوجٍْلَفَنْيَبامانَلتْحَابأَانحَامِرنَّأَِنْيَقلانَْبٱايُرَبْخُتس63َ

مِِدالصَّلاتِابَرقُْملاوانَقلامُِّصِبُمِهيَْلَعاندَْفَودَْقمٍْوَقبَُّرالأ64َ

رِماعوٌمْيَلسًُامْوَيتَْيِظحَدَْقَل65
ٌ

مِِراوصَّلافِويسُّلاِديرْجَتِبسٌْبَعو
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ّرطَِنْيَقورَفلاَمْوَيُمُهسٌْبَعو66 مِِدالصُسٍأَْرسَومدُْقمِْهِفايسْأَِباوفَ

مِِراكأَْلِلىتحَدِْمىِفّصَأٌُميرَكعٍـشِاجمُِنْيَقنَْبٱايًاسْيَقوىّنإِو67

مِِرادُماّيأَِنْيَقلانَْبٱيكَيزْختُوًامِرادتَْيَزخْأَُماّيأَلاتِدَُّعاذإ68ِ

ّرلااذًابصَْغطِْعُتمَْلأ69َ ّزلابِيصَنىفسٍْيَقُةَيْنُموُهَمكُْحِةَبْيَقُ مِِداهَ

مِتِانَحلاَةادَغٌدوعسَْمَمِلسْأُولٍَجْثَعورٍارِضنَْعمُترَْرَفْمُتْنأَو70

حضِافمٍْوَيىِّأَىفو71 ّرَقُتمَْلٍ مِحِاقَملاِراكِبلانِيرقَْتكَىَراسأُاونَ

ّللاَديبَعْمُتحَْبصْأَنِْزَحلابوٍرِماعِلًاديبَعْمُتْنكُافصَّلاَمْوَيو72 مِِزاهَ

ّنلافَيفَراوُوْلَتمَْلوًارارِفُمُتْعَفَرَناحَرحَْرىِداوَةَلْيَلو73 مِئِاعَ

مِِهادأَلِلاومِلسُْتمَْلخٍأَىَّأَوًادَبْعَملُِّغلاىفعِاقْعَقلاابأَْمُتكَْرَت74

ّمُرِبُهُدوقَيفٍْوَعَدْنِعًادازَمْمُتكَْرَت75 ّدلاىَلَعلٍوذْخمَِةَ مِِراغنِْيَ

ّزلاىفشٌْيَرُقتَْمالو76 مِِوالَملالَْهأََناكنَْماورِذْعَيمَْلوًاعشِاجمُِرْيَبُ

مِِزاخنِْبٱَراجَناكوْأًَاثَبشَاعَدعٍـشِاجمَُراجتَْيَلشٌْيَرُقتَْلاقو77

مِِشاهلِآوْأَصِايعْأَلانَِمعٍْمَجِبًةَمالَمْمُتْعِمَسًادْجنَاولَزَناذإ78ِ

ّجَحَملانِابْكُرثُيداحأ79َ ّلُكِةَ مِِسانَملاتِايِمادًاصوخُنَْهوَّأََتامَ

مِِصامصَّلالِيتَقىففٌْوَعَراجامكٌَرَقْنِمِةَموكُحلاىفمُْكْيَلَعتَْراجو80

مِجِارَبلاتِارِتٌراّمَعَكَردْأَوُمُتيِزَخدَْقامكَفٌْوَعُمُكازخْأَو81

مِِلاسِبًاسْيَقتَْيَراجنْإِتَْنأَاموٍةَريرَمبٍرَْحَمْعطَىّنِمتَْقُذدَْقَل82

مِِداوَخلاِءامإِلاَنْيَباهُنْبٱَكوبأَلٍَدْنجَنِبىَمْلَسِلنٍِّقنِْمُةَرْيَفُق83

ّرلاتِالَمْعَتسُْملاوجِاحلاوُوَذعٍـشِاجمُفُويسُتَْلْبأَامُرَبْخُيس84َ مِِساوَ

Poem 53 by Jarīr

ّللاىّلِقأ1َ اباصأَدَْقَلتُْبصَأَنْإِىلوُقواباتِعلاولَِذاعَمْوَ

ّكَذَتامَكدَّجِأ2َ ابايإِلااورَظَتْنٱاملَاطًاّيحَوٍدْجنَلَْهأَُرَ

ّيَعامكَرٍْزَنَرْيَغكَُعمَْدضََّفرْٱفىَلَب3 ّسلابتَْنَ ِطلابَِرَ ابابّ

بَالِطُهَلعُيطَتسَْتامىًوَهتٍاعِرذْأََةَلْيَلقُْرَبلاجَاهو4

ّىَلَعجَاهفىَرخْأُتُْيَوطَوٍةَجاحبِتُْلُقف5 ابائِتكْٱامُهَنْيَبَ
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اباهِتْلٱبُِهَتْلَيبِْلَقلاُريمضَُهْنِمُداكَيتُْيَوطَدَْقٍدْجَوو6

ءافشِّلااهانْلأَس7َ
َ
ّنَموانْتَفشَامف ابالِخلاوَدِعاوَملاانْتَ

ابانِجلاوَةَليلسَّلانَكَسَنَْموىَورْأََرْيَدُرِواجُملاَناّتَشَل8

اباقِحلاُدِقَتْعَتثُْيحَاّيَرواهنِْمِنْيَطمْسِّلاِدِقْعَمُةَليسأ9َ

ابابسِّلااهِتَراجلِىِدْهُتالوٍّرِسِباهَلُماَئِّللاىشْمَتالو10

ّمأُتْحَابأ11َ اباعشُِهَلنَّإِبُِّحلابَاعشِىداؤُفنِْمَةَرزَْحُ

ابائِتكْٱُمِهِهوجُوىفنَّْيَبَتلٍاقِعىنَبِروُخبِْرَكذْأُىَتَم12

اباصِعلامِِهِفونأُىَلَعتُدَْدشًَاّمَغَنابْقَوونَبىَقالاذإ13ِ

اباعأُنْأََةَمْيَزُخىَْعْرَفىفومٍيمَتىفىلىَضَمامىلىَبأ14َ

ابالِتجْٱُهُدِئاصَقتَْفِرُعنَْموًانْيَقُهوبأَُريصَينَْمُمَلْعَتس15َ

ّيَهطُمِْهِبتَْلَدَعًاحايِروْأ14َسِِراوَفلاَةَبَلْعَثأ16َ اباشِخلاوَةَ

ّيَهطُىنَبنَّأََك17 ابالِكىمِْرَيئٍِراخُةَراجحِىَمْلسَطَْهَرَةَ

اباصأَوْأَأََطخْأَنَِّهيمْرَيفُهْنِمَنْوَنَدفُهَداوسَنَْيأََر18

اباقُعلااوعَفَراذإِعٍوبْرَيكًَاّيحَتَْيَقالامكَيبأَوالف19

ابالِتسْٱانسِِراوَفنِْمَعَرْسأَواّنِمزََّعأَُكولُملاَدَجَوامو20

ّرَدولٍايحِنَْعحُقََّلَتبٌرَْحاذإ21ِ رِمَدْعَبتَْ
ْ
اباصِتعْٱاهِتَي

اباصُملاوِةَريرَجلااذانْيَفكَخٍالُقىَلَعَنومِكاحلانُْحنَو22

اباهِّنلاوعَِـئانصَّلاانزَْرحْأَوانامحِبٍَجنَىذَمْوَيانْيَمَح23

حيّرلاجِسَْنكَتٌاغِباسلِِماحَملاتَْحتَانَل24 ابابَحلاُدِرطََّتِ

ّسلاُهانْبَلسَكٍْلُمتُازَرَخُهَلجٍاتىذو25 بَاجِحلاوقَِدارُ

ابايِترْٱُمِهِردَْغِبُمُهَدازولٍاقِعىنَبُهٰلإِلاحََبَقالأ26َ

ّزلاَناريجأ27َ ابايِعلااوذِختَّٱوفَْيسَّلااوُقْلأَفمُْكْنِمتُْئِرَبِرْيَبُ

رَغدَْقَل28
ّ َ
اباهِتْنٱبَِهُتْنٱفَعاضًالْحَروًاميرَكًامَدُنويُقلا

ّنِعأَمُْهُبِذاجتُلٍْيَخبُِمُهُروهظُتَْسِعَقدَْقو29 اباذجِاهَتَ

اباتِكلاعَضََوىذَّلاُمُكَناهأَمُْكاعَددَْقوَنوسَعاقَتَمالَع30

14 Bevan also gives the alternate form, al-fawārisa. Bevan, The Naḳāʾiḍ, 1:434.
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اباحتِْنٱُهُبِئارَقعْجَْهَتمَْلواومانفُمِهِريزَخنِْماْوشََّعَت31

ّزلاَنْوَسْنَتأ32َ ّرلاوَنَيْعأََدْعَبَنِثْعجِوفِْوَعطَْهَروَرْيَبُ ابابَ

ّمَسُتٍدْعسَطَسَْوَنِثْعجِنْأََرَتمَْلأ33َ ّرلااهِتضَِّقَدْعَبىَ اباحُ

ّزَهواهيَْتَبكُْرَزَواجَنيحُزحِْزَحت34ُ اباغفاهَلىَِّرَبْزُقلاَ

اباشَنيحقَِدزَْرَفلاِةَقَفْنَعكَاهيَْتكَسْإِعَِمجَْمِبًاصَرَبىَرَت35

ابالِتحْٱوَةَرْيَفُقنِْمًاّرَصوًايعَْردَّشَأَُنوكَتٌمأُلَْهو36

ّللاِةَفِرقُْمو37 ءامقُِّرَغُيلٍاقِعنِْممِِزاهَ
ُ
ّذلااهِتَبْخنَ ابابُ

ابابجُِهِرِفاشَمىَلَعنَّأََكىٍِّطِراضُعِباهَلْعَبُهجِاوُت38

بَارُغلاوكَِنْيَعَوْنحِاولاقوًاطيقَلاوكَرَتعٍـشِاجمُُروخو39

اباجُعلابَجََعلاِهِبْنَجبَِنيقَلْمُتْمِلَعدَْقَكِراعَمىذعُُبضْأَو40

اباطِراوعِزَفاذإًِاهاتسْأَوًاشايِفاوعَمَجًاعشِاجمُنَّإِف41

ابالصِمُْهُرِساكَمتَْدجُِوالولٌوقُعُمُهَلامكَيبأَوالو42

اباغسُِمُكِتويُبىفًاثْعشُوًابيشتَكَْرَتَناحَرحَْرَةَلْيَلو43

ّمُثْمُتْعضَِر44 ابارَشاودِجتَمَْلثُْيحََةَلاعُثمُْكاحلِىَلَعلَاسَ

اباكِّرلااهِتَلْحِرَدْنِعفُِّدَرُتتٍاطِراضُعطِيقَولابْمُتكَْرَت45

ابايِتغْٱِهِتَرْصُنُدهْجَىَسمْأَفٍدَّعَمىفقَُدزَْرَفلاىِزَخدَْقَل46

ّنلاوُنْيَقلاىَقالو47 ابابصِْنٱِهِتَرْبَعفِوكُوِلىَرَتًاّمَغتُابخََ

ابارِطضْٱِهِتَبْخنَثِْنخَىفىَرَتٌّىِعشِاجمُتَْنأَوىنُدِعوتأ48َ

اباهُينْأََعَوْرَبنِْبٱقُّحَاموْمُتْمِلَعدَْققََدزَْرَفلاتُْبِهامف49

ءارَعشُّلِلُهللادََّعأ50َ
اباقِّرلااهَلَنوعضَْخيَقَِعاوصَىّنِمِ

اباخوابِلُغذْإِِنْيَنْيَقلاعََمٍرْيَمُنىنَبَدْبَعَدْبَعلاتُْنَرَق51

اباصأَامَةَدارَعىبأَوالفٍءوسُلُْوَقَةَدارَعنَْعىناتأ52َ

ّمٱنُِمَدارَعايكََلمَْكو53 ّزلالُِبَتْحتَحِْلطَّلاضِرْأَبِءوسُِ ابابَ

ّيِقَبنِْمُةَدارَع54 ّبَتالأَطٍوُلمِْوَقةَ ِلاَ ابابَتاولِمَعام

ابايإِلااورَظَتْنٱوَكْوَنأَْتسْٱاذإٌِرْيَمُنُهُبسِكَْتبُسْكَـلاسَْئِبَل55

ابابسِاْوَقالُمِهيبأَودَْقَفٍرْيَمُنونَببَابسِّلاسُِمَتْلَتأَ*55
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ابابصِْنٱاهَلِءامسَّلانَِمتُْحتِأٍُرْيَمُنىَلَعلُِّدُملاىِزابلاانأ56َ

اباجِحلاكََتَهوْأَبَْلَقلابَاصأَنٍْرَقِبُهُبِلاخمَتَْقِلَعاذإ57ِ

اباصُتنْأَلِِكالَكْلِلَحنِاوجَُهْنِملَُّظَتقَاتِعلاَرْيطَّلاىَرَت58

اباذَلاذإِِديدَحلاثَِبخَىَلَعٍرْيَمُنىنَبحُاقِفتَْعضُِوْوَلو59

اباحسَّلاُمُهُروبُقتَْيِقسُالوٍرْيَمُنىَلَعُهٰلإِلاىَّلصَالف60

اباقِّنلااهِرجِْحمَُداوسَُنيشَيٍرْيَمُننِْمنِِباغَملاِءارْضخَو61

ّنلاَدْيَعُبٍرْتِوِةوٰلصَِرْيَغِلتَْماقاذإ62ِ ابالِكلاتَِحَبْنأَمِْوَ

ّرَعُملاُةَئِّيسََىهَْوىَّلَطَت63 ابالَمُهُبسِْحتَِرْبَولانِّصِِبىَ

ّزلالُابسِاهيَْتكَسْإِتِِبانَريكشَنَّأََك64 ّلَعطُِّ اباكِّرلاتَِقَ

ّلَجدَْقو65 ءاسِنتَْ
ُ
رَعاموٍرْيَمُنىنَب

َ
بَاضِخلااهُلِمانأَتَْف

ّلَحاذإ66ِ ءاسِنتَْ
ُ
ّبخََكارْبِتىَلَعٍرْيَمُنىنَب ّتلاتَِثَ ابارُ

ابابُذتَْنَزَوامنِازيملاىَلَعٍرْيَمُنىنَبُمولُحتَْنِزُووَلو67

اباهِشٌةَدِقوُمبَْرَحلانَّإِفٍرْيَمُنىنَبسَويُتايًارْبصَف68

ءاسَلٍرْيَمُنىنَبِءاسِنىبأَُرمَْعَل69
َ
ابابسِىتَبصَقَْمِباهَل

ءامْرَقىَْطِئاحُمِدْهَتس70َ
َ
اباتِعاهِبُديرأُالفٍاوَقىّنِم

ءاعْنصَنِْمنَكُْرْتَيمَْلوتٍامِلْعُمبَِرْثَيَروصُقنَْلَخَد71
َ
اباب

اباغوًامَجأَاهُرأَْزىِمْحَيومٍيمَتىنَبلُابحُِمُكُـلوطَت72

ءاسِنقِْتْعُنمَلأ73َ
َ
اباوَثالونَْيَزَجًارْكشُالفٍرْيَمُنىنَب

اباغكَيبأَتِسْٱىفُرْيَإلااماذإٍِرْيَمُنونَبلُوقَتاملَُدْنجَأ74َ

اباشوُهُلجِابأَتَْرافدَْقوٍدْيَبُعىَلَعتُْبِبصُىنَرَتمَْلأ75َ

ّرَحىِفشَْيفتٍايِماحَمِساوَمُهَلدَِّعأ76ُ ابارِجلااهِتَلْعشُُ

ّنإِفَْرطَّلاضُِّغف77 ابالِكالوتَْغَلَبًابْعكَالفٍرْيَمُننِْمكََ

ّلَقوتَْثُبخًَةَنمِْدلُِدْعَتأ78َ اباطوارُثكَدَْقِنْيَعْرَفىَلإِتَْ

ِلقَّحُو79 ّنكََتنَْم ّبضَوٌرْيَمُنُهَفَ اباعُينْأَكََلابأَالُةَ

ّرُغلاالْوَلف80 اباصِتغْٱُمُكُتْبصََتغْٱَلبٍْعكَوبٍالِكىَْفَلسَنِْمُ

ّنإِف81 ابايِثمُْكَـلِءابَعلاقُْرُبىَرُتمٍْيَلسُىنَبُنيطَقُمُكَ
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ابايِترْٱُمُهَديزأَنْأَىِّلَعوٍرْيَمُنىنَبَدْبَعتُْيَفَنَلًاذإ82ِ

ابابضِّلاشُِرَتْـحيَلِْبإِلاىعِارِبٌرْيَمُنىنُدِعوتأَىَبَجَعايف83

ّلَعَل84 ّرِصأَلاَكُدِّلَقُتىبرَْحتَْبسِحَُدْيَبُعايكََ ابالِعلاوَةَ

ابانتَْرَثأَوٍةَبْلُعِبتَضَْهَنىِلاعَملاىَلإُِمارِكـلاضََهَناذإ85ِ

ّرِددََّحُرِدابُتًانيحوٍةَيِنحَْمِباهخُِّوَنُت86 اباقسِّلااهِتَ

اباهأَاذإِلُاصِفلاُهُفِرْعَتوتَْقافأَاذإِسُافِعلاُهَلنُِّحت87َ

ّدلابتَْعَلوْأامكٍَرْيَمُنىنَبسِافِعلابعِْــلوْأَف88 ابارُغلاِرَبَ

اباطِولاحُِدَتْمَتومُْهجُِّيَهُتسٍْيَقَدْنِعكَضُْرَقضُْرَقلاسَْئِبو89

ابالِطاهَلُمورَتالًاموجنُانارَتنْأَكَِّمأُشَْمَخوعدَْتو90

ابابِّرلاالوتَْغَلَبىرْمَعالوىدْعسَوىتَلَظْنحَعَيطسَْتنَْلف91

ءابعْأَلالُِمْحَتٌمورُق92
َ
رمْأَلااماذإِمُْكْنَع

ُ
اباننِاثَدَحلاىف

َيلانَِماوعَنَممُْهوفٍهَْكتِاذِبَكولُملااوكَـلَمُمُه93 ابالُكلانَِم

ّلُكسَاّنلاتَْبسِحَمٍيمَتونَبكَْيَلَعتَْبضَِغاذإ94ِ اباضِغُمُهَ

ّثلاَرَثكْأَانسَْلأ95َ ابابِقُهَمَظعْأَوًىنِمنِطَْبِبًالْجَرِنْيَلَقَ

ّمُثَرَساجتَنْإَِرَدْجأَو96 اباجيُنْأَفَِدْنخِلَايىَوعَْدِبىَدانَ

ءاحطَْبلاانَل97
ُ
اباعشِىتَيِدوْأَلُْيسَكَُيمَْلوىِقاوسَّلااهُمِعفُْت

ّللاتَِتَفاهواهَقشِاقشَىمورُقتَْلَدَعاذإِْمُتْنأَامف98 اباعُ

ابابحَِهِتَيرْجِجِْوَمىفىَرَتٌّىِفِدْنخِىرْحبَنَّإِفحََّنَت99

ّرَغُتُهمُْرَتنْإِفلِابِجلاكجٍْوَمِب100 ّمُثقَْ ابانَجلاكَِبمِْرَيَ

اباشِتيٱىبَسَنالولٍَلَزىذِبمٍيمَتىفىِّلَحمَىَقْلَتامف101

ّىِفِدْنخَِةَورِْذكَْيَلَعتُْوَلَع102 اباعصًِابَتُراهِنودنِْمىَرَتٍ

ّنلاضُْوحَُهَل103 ّنلاثَِرَونَْموُهايِقاسوىِبَ ّوُبُ اباتِكلاوَةَ

اباطخُِمُكزََّعتَْبطَاخنْإِوعٍْمَججَيجحَُزيـجيُنَْماّنِمو104

اباضِهٍةَرِئاغبانُمَظعْأَوٍدْجَنِبىًمحِزَُّعأُنَْمُمَلْعَتس105َ

ّهَسَتنْإِوِزاجِحلابَكزُُّعأ106ُ اباهِتْنٱبَِهَتْنُتضِرْأَلاِرْوَغِبلَْ

اباوَجلاعِِـمَتسْٱفتَْعَمسْأَدَْقفٍديعَبنِْمَعَوْرَبنَْبٱيُرَعْيَتأ107َ
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ابانِذمُْهَلتَحَْفَنمٍاوْقأََكٍرْيَمُنىنَبنَّإِفعَْزْجتَالف108

ّيحَوىرأَْزنَفَْخيَِدالِبلاُنيطايش109َ ءاحيُرْأَُةَ
َ
اباجَتسْٱَىِل

ابارَخلاتَِعَرْسأَِءْوسَّلاِرادَكٍرْيَمُنىنَبوًاعشِاجمُتُكَْرَت110

ابالِعلاُمِهِفونأُىَلَعتُدِْزوٍرْيَمُنىنَبتُْمَسَوىنَرَتمَْلأ111َ

اباهِشىّنِمحِْدَتقَْتاّمَلوٍرْيَمُنىنَبَدْبَعكَْيَلإِكَْيَلإ112ِ

Poem 54 by al-Farazdaq

اباننِاثدحلاُمَظعْأَاماذإِمٍيمَتىنَبَنيمصِاعلانُْبٱانأ1َ

ّىمِِرادَدَيصْأَلُُّكىفامَن2 رَغأٍَ
ّ َ
ّبُقِلىَرَت اباجحِِهِتَ

ابابِقلاولَِواقَملااهَقِدارُساهوثَراوَتَنونَتْبَيٌكولُم3

اباقِّرلاُهَلَنيعضِاخًاعوشخًُادَّعَمىَرَتَنينَذأَْتسُْملانَِم4

ابالُكلاَدَرَوىذَّلاُنٰيفْسُوٍدْيَزنُبسُُدُعُمُهنِْمخٌويش5ُ

اباهِّنلابُصَِتْغَتواهَيصِاوَناهاجَونِْمبُكَْرَتلَْيَخلاُدوقَي6

ّرَفَت7 اباعأُنْأَىلٌمِرادىَبأَْتوبٍْعكَنِبفِْوَعىَرُذىفُعَ

ابارِحلاَزَكَرىذَّلاسِْوَقلاوذومُْهنِْمَناكُرِّبَجُملاوُةَرْمضَو8

اباغشِاودجُِومُْهَتْبَغاشنْإِولٍابجِىَلإَِمولُحلاَنوّدُرَي9

اباطخِمُْهَلتَْعَطَتسْٱامكَِنْيَعِبمُْهارَتْوَلكَِّمأُِرْيعوَكالأ10ُ

اباهِتْلٱبُِهَتْلَيكِْلُملاجَاتوبٍاغَدوسأُوًةَباهَمتَْيأََر11

ّنلاسِْمَشونَب12 ّنجُُدتَْباجنْٱاذإِرٍدَْبلُِّكوِراهَ ابايِجنْٱُهُتَ

ءارِفاهيَْلَعىَبْرِظّلاُمِّلَكُتفَْيكَف13
ُ
ّللا اباضِغًابابرْأَمِْؤُ

ّثلاىَلَعِءامسَّلاُرَمَقانَل14 اباغوًىصحََنورَثكْأَلانُْحنَواّيَرُ

ّثلاَرَمَقلٍِئانِبتَسَْلو15 اباضِهلاَعَرَفىذَّلٱىلَبجَالواّيَرُ

ّللاكَِتَناعِببٍْيَلُكىنَبَرامحِايبُُلطَْتأ16َ اباغِّرلاَميماهَ

ابابسِّلاِةَئقَّفُملابلُِدْعَتوبٍْيَلُكىنَبِبًامِرادلُِدْعَتو17

ّرَشحَِّبُقف18 ّيحَُ ابانِذاوفَرَتْغٱاذإُِهُرَغصْأَوًاميدَقانْيَ

اباهِشالوتَْثِرَوًاثَبشَالوٍدْيَبُعنِْمسَِراوَفلاثِِرَتمَْلو19
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ّنِعأَتْدََّمَنيحِةَغارَملانُْبٱحَاطو20 اباسِّنلابَِسَحلاىَلإِانُتَ

ّمأَُكَناكومُْهَمَلسْأَو21 ّرَقأَسٍْلحِِ اباغفاهِتَوْزَنَدْعَبتَْ

اباصِّنلااوهِرَكٌةَياغىنْيَبوبٍْيَلُكىنَبَنْيَبدَُّماّمَلو22

ابابِّرلاولَِظانَحلاانَلنَّأَوٍدْعسَلِآِبقُّحَأَاّنأَاوْأََر23

اباثنَْيَرْثأَلانَِمٌدَدَعانَلمِْهيَْلَعوٍرْمَعىنَبانَلنَّأَو24

ّللاَكاذكثٍْيَلتِاوَهَلىفَراطبٌابُذ25 ّذلاُمِهَتْلَيثُْيَ ابابُ

اباصِتغْٱاّلإِِهِتادُعِلىَبأًَاتْفَرتِارَصَقلاتُُفْرَيٌرْبَزِه26

ابارِتْقأَُهَلنَُّهَدازوَنْوَنَدًارجَْزَنْبِهرْأُاذإِىِءاّللانَِم27

ابارِطضْٱُهَلتَْيأََرىرْحبَاذإِبٍْيَلُكىنَبِبىتَمْوحَلُِدْعَتأ28َ

ءادَعصُّلابَكَْرَتِلُمورَت29
َ
اباهَلاهَرَواسُنامقُْلْوَلوُهْنِم

اباحسَّلالُِفَتْجيََداكجٍْوَمِبُهْنِمتُارَمَغلاِهِقْوَفنِْمتَْتأ30َ

ّمطَوُهَللُابِجلاتَِرَصاقَت31 ابانأَدَْقَرَخآتُامْوحَِهِبتَْ

ّيأَِب32 ابابُعُهَلتَْيأََرىرْحبَاذإِىمْوَقلُانَتكَْيَتَمْنَزِةَ

ابانَجلاأََلَمذْإِفِْيَخلاِدْوطَوىَنْبُللِابِجكَُهَجاومْأَىَرَت33

ابالوتٍاّرَحِهْيَلَعتَْبسِحَلٍْيَلحِْنُجبُِهارُذتْشَاجاذإ34ِ

ِطلاغََلَبدَْقِءابْرَجلاعََملٌالِظُهَللِابِجلابًاطيحم35ُ ابابّ

ّنإِف36 اباذَعلااودَجَوذْإِِراّنلالِْهأََكٍرْيَمُنىنَبِءاجهِنِْمكََ

ابارَشمُْهَلُديدصَّلاَناكدَْقواوحيرَتسَْينْأَاهِّرَحنِْماْوجََر37

رِماعكَُتنْإِف38
ٌ
اباطأَاموَكوبأَىَرْثأَامفتَْباطوتَْرْثأَ

ابالِكالوتَْثِرَوًابْعكَالوٍرْيَمُننِْمسَِراوَفلاثِِرَتمَْلو39

ـلو40
ٰ
ابارِّزلاوَةَثيبَخلااهَرِئاظحَبٍْيَلُكىنَبتَْثِرَودَْقنْكِ

ّمُثَنِزاوَهْرَتْـخيَنَْمو41 ّللابََسَحلاِرَتْـخيًَارْيَمُنْرَتْـخيََ ابابُ

ّنلاباهارُذنِْمكْسِْمُيو42 اباصِناومِلُعسٍِراوَفَرْيَخوىِصاوَ

ابارِضعٍَلَكىذَمْوَيَجحِذَْمِباوحابَتسْٱوعَِـئانصَّلااوبَرَضُمُه43

ّنإِو44 رَغلٍضِانُملُِّكِلبٍْيَلُكىنَبتَكَْرَتدَْقكََ
َ
اباصُمًاض

ّلَقوتَْثُبخٌَةَنمِْدبٌْيَلُك45 ابابسِاّلإِاهَلىِبآلاىَبأَتَْ
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ّلُكسُاّنلااهيَْلَعبٌْيَلُكاهِمِئالَمنِْمبُسِْحتَو46 اباضِغُمُهَ

ّيِطَعبٍْيَلُكىنَبِءارَونِْمقََلْغأَف47 ّللاىِزاخمَنِْمُةَ ابابمِْؤُ

ّللاىِدَْثِب48 اباشَنيحَمئِالَملاكََثَروْأَوىِزاخَمْلِلعَـضِرْأُمِْؤُ

ءىَْشلَْهو49
ٌ
ّتلاُرِفَتْحيَعِوبْرَيلانَِمًاتْيَبلََّذأَُنوكَي ابارُ

ابارإِىَلَعَنْتِبَيالىَِزاخمًَاميدَقمُْكَـللُْيَذُهلاَكَرَتدَْقَل50

ّوَسُملاَنودوقَيٍديعَبنِْمبَِلْغَتلِاجِرِبامَس51 ابارِعلاَةَمَ

ّنِعأَمُْهُبِذاجتٍُدْيَقوبٍاّلَحَنْيَبعَِـئازَن52 اباذجِاهَتَ

ابارَخاهَثَروْأََناسّحَوبأَمٍْوَقِرادِبخَانأَاذإَِناكو53

ّتحَاهِبحَْرْبَيمَْلف54 ّشلاُهَللََّحومُْهاوَتحْٱىَ اباطواهِببُارَ

ابايإِلاغََلَبذْإِنَُّهَمسََّقفٍرْكَبنِبَمَشجُىنَبىفَىِناوَع55

ّوَبَتطٍورْضُعلُِّكِللَاقو56 ّرلاىَبْقَولاكَِلْحَرَةَفيدَرأَْ اباحُ

ءاسِن57
ٌ
ّلَخبَارإَِمْوَينَّكُ اباعشِّلاُرِدَتْبَتنَُّهَتَلوعُبتَْ

اباضخُِهُبسِْحتَبِاقعْأَلاىَلَعًالْيسَلُيسَينَُّهُضايحِقُاوخ58َ

ابالَحاهِبنَْثِرَودَْقٍدْيأَومٍآىِِّدُثِبُمِهيَْلإَِندَْدَم59

رُمَرخِاوأَلانَحِْطانُي60
ْ
اباغضُاهِلِفاسأَنِْمعَُمسَْتوتٍافَد

ءاسِنىَعدُْتَةادَعَنوقحِاّللاسَْئِبَل61
ُ
اباكِّرلافُِدَتْرَتىَِّحلا

ءارعْأَنَِّهِبلَُّشُتاياطَملاىَلإَِنورُظْنَتْمُتْنأَو62
ً
اباغسِ

ابايِّثلاَنْيَقْلأََنيحْمُتْرِغَلًالاوِطُمُكُحامِرتَْناكْوَلف63

ابادحِىَوِلنَِّهِباوعَطَقدَْقومُْكْنِمنَِّهِبقِاحلَّلانَِمنَسِْئَي64

اباهِشُهَلتُْفَذَقدَْقَرَخآوُهْرِضأَمَْلىلفٍِئاخنِْممَْكف65

رُغو66
ّ
ّهَشُمتُقَْسَندَْقٍ اباوجَاهَلقُيطُتالعَِــلاوطَتٍارَ

اباغثُْيحَنِْماهِنْرَقطَِقسَْموًاقْرَشُنوكَتثُْيحَسَمْشَّلانَْغَلَب67

ّيِنَثلُِّكِب68 اباسِتْنٱبُسَِتْنَتنَُّهُبِراوَغٍرْغَثلُِّكِبوٍةَ

ّنلابىلاخو69 ّصلاابأَىَلْيَلنَْبٱَكَرَتاقَ اباهِلًارِضَتْحمُِءابهَْ

ّتلاُهافك70َ ّثلاُهَرَزجْأَومٍيمَتىنَبلَْبَتلَْبَ ابائِّذلاوبَِلاعَ
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Poem 63 by al-Farazdaq

َيلاَنارجَْنِلانْوَمَس1 ّيَدُتمَْلضٌرْأَُنارْجنَوِهِلْهأَوىنام ْهُلِواقَمثَْ

ْهُلِئاقتَْوصَّلاُهَقفَْيالاطَقلاِّزِرَكُهَطسَْوعَُمسَْتتِاوصْأَلافِِلَتخُْمِب2

رمْأَانَل3
ُ
ّىَحلُِّكنِْماغَولاُريثكَُهَطسَْوقُْلُبلافَُرْعُتالُه ْهُلِئابَقٍ

ءابِظمُْهَطسَْوَنيِّيِثِراحلاتِانَبنَّأََك4
ُ
ّرَفُتمَْلمٍيرَص ْهُلِطايَغجَْ

ْهُلِئاوأَعِافَيلاىَلْعأَىفُهارخْأُِلِهِبتَْدَقوْأَلٌِزْنَمُهْنِمَناحاذإ5ِ

ءاضَفلاضُرْأَلاِهِبلَُّظَت6
ُ
ْهُلِباوَقِهايِملاَمادسْأَُرَهْجتَوًالضَِّعُم

ّثَودَْقِرْيطَّلاتِايِفاعىَرَت7 ْهُلِزانَمقِاتِعلالِْخسَّلانَِمعٍْبشِِباهَلتَْقَ

ّزَهاوعِزَفاذإ8ِ ءاوِلاوُ
َ
ْهُلِئامَشوُهُميخًِاميرَكاوَْدانوسٍِباحنِْبٱ

ْهُلضِافُينَْمىَلَعلٍضَْفىذُةَظيفحَتْكََردْأَِةَريشَعْلِلتٍارِتِبىَعس9َ

ْهُلِعافِرْيَـخلابسِاّنلاىَظحْأَوًارْيَخوًةَعْفِروًادْجمََدادزْٱواهَكَردْأََف10

ْهُلِواحيٍُرْتِولَُّكمِْهيفَكَردْأَوىحَضُّلاببَكِاوكَـلاَنارْجنَلَْهأَىِرأ11َ

ّبصَو12 ّدلالِْثِمِبنٌِمآفُْوَجلاوفِْوَجلالَْهأَحََ ّدلاوابَ ْهُلِبالَبٌمّجَُرْهَ

ْهُلِئاصأَوُهُرهْظُسٍوحنُسِْحَنِبُمُهاتأٌَمْوَيَنادْمَهىَلَعلََّظف13

ْهُلِقاعَمتَْحيبأُاّلإًِالِقْعَمالوٍةَظيفحَاذمُْهَلكُْرْتَيمَْلُةَدْنكِو14

ْهُلحِاسَرحَْبلاطََلاخٍداوِبًامرَْجوتْكََرادَتٍدارُمنِْمانوُبحَلَْهأَو15

ْهُلِداجأَلٍّطََمْوَيُهْتَعَزْفأًَاطَقاهنَّأََكَدايِجلاَدْرُجلاُمُهانحَْبص16َ

ّىِبْيَلُكلاثَاريمنَّإِالأ17َ ْهُلِئابحَوٍةَّلَثاقْبِرتَاماذإِِهِنْبٱِلِ

ّنإِفكَيبأَىَْقْبِرىَلَعلِْبْقأََف18 ْهُلِئاوأَُهْتَثَروْأَامٍءِرمْٱلُِّكِلامَ

ّللابَْوَثلََبْرَسَت19 ْهُلِمانأَوِهِداهْشأَنِْمُهاعارِذِهِّمأُنِطَْبىفمِْؤُ

ْهُلصِاحمَودْبَتقَُّحلاومِْهِلامْعأَِبُمِهيَْلَعسِوجَملاىِدْيأَتَْدِهَشامك20َ

ّدلاوىنَنوجْهَيوىبأَىَلإَِنوعدََّيمٍْوَقِلتُْبِجَع21 ْهُلِهاجمٌَمّجَُرْهَ

ْهُلِداعُتٍدْبَعتِسْٱوٍنيَـجهىَْلْجِرِبِهِبطَْولَِداعِءاسْعَقلاىَلَعىناتأ22َ

ّنإِفَرامِحلاِّدُرُهَلتُْلُقف23 ْهُلِفاحجَوُهسُأَْرٌميئَلَكوبأَُهَ

ْهُلشِالشَفُِّجتَامبٍطَْولِاشْلَشكَُهُباعُلٍريرَجىَْقدْشِىَلَعلُيسَي24

ْهُلِزابفُِرْصَيلِْحَفلاَكًةَيسِارُقِهسِأَْرُمظَْعاسَعدَْقًازِّعَزِمْغَيِل25
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ْهُلِفاسأَكَْيَلَعتْدََّتشْٱوَكايعْأَفُهُعورُفتَْلاطفىَلْعأَلاانَلُهانَب26

ءاقِترْٱَكوبأَعٌيطسُْمَوُهالف27
َ
ْهُلِداعُهللاىَنَبدَْقاّمَعتَْنأَالوُه

ْهُلِقانتَْنأَىَتَمْرُظْنٱفًانضَحَمُْرفًامِرادَنِزاوُتنْأَوجْرَتتَْنكُنْإِف28

ّدُرفانحَْلصُِةَغارَملانُْبٱوجْرَيلَسَرْأَو29 ْهُلِئاسَرحٍْجُنِبعْـجِْرَتمَْلوَ

ّدلاَديدشَىَقالو30 ّرَفَتىَوُقلاَدصِحَْتسُْمِءرَْ ْهُلِذاوَعُهْنَعنِايصِْعلابقَُ

ّىَحلُِّكىَلإ31ِ ْهُلِهاوصَمٍّجَِدْوطَّلالِْثِمنََعرْأَِبمِْهِتانَبانْبَطخَدَْقِ

ْهُلئِاقَعًامارِكًاراكْبأَىَِّحلانَِمانحُامِرانْتحَكَْنأَانْيَقَتْلٱاماذإ32ِ

ْهُلِماعوُنانسِّلااّلإِبٌِطاخاهَلنُْكَيمَْلوانحْكََندَْقمٍيرَكتِْنِبو33

َخلاطِيراضَعمُتْنأَو34 ْهُلِئابحَوُهُقابرْأَادَغاماذإِمُْكُداتَعسِيم

ْهُلِماحفِْيسَّلابَذاعاماذإِانامحِانِئاوِلتَْحتََنوعاّنَمَلاّنإِو35

ْهُلِكآقََدزَْرَفلانَّإِِهِباوّرِففُمُكيخأَِلاوشِّمَقبٌْيَلُكتَْلاقو36

ْهُلِئاندَُّبالتَْوَملانَّإِتِْوَملانَِمبٌِراهِةَغارَمْلانَْبٱيٌدَحأَلَْهف37

ْهُلِواحمُتَْنأَفَْيكَْرُظْنٱفكَسِفَْنِببٌِهاذَوُهىذَّلاتُْوَملاانأَىّنإِف38

َتْلٱفكَْيَنْيَعفَْرطَىِشْعُيُردَْبلاانأ39َ ْهُلِئانتَْنأَلَْهبِْلَكلانَْبٱايكَْيفَّكَِبسِْم

ّنَرأٍَداّبَعفُُّداذإِِهِباجحِنِْمًاجِراخىبْلَقبُسِْحتَأ40َ ْهُلجِالَجتَْ

ْهُلِئاعجَِءامسَّلاِءامىنَبىِّأَِلكٍِلامنِبلِامأَكِْلمْأَمَْلوتُْلُقف41

ّىِلَمَقىفأ42َ ّىَلَعىِلْغَتمٍَضهْجَوبأَُهُتْوَجهَبٍْيَلُكنِْمٍ ْهُلجِارَمَ

رَمىرادثُِراحأ43َ
ّ َ
ْهُلِئاوَغفُاختُالتٍخْأُنَْبٱتَْنكُواهَتمَْدَهِنْيَت

رمْٱتَْنأَو44
ُ
ء
ٌ
ءاحطَْب

ٌ
ّكَم ْهُلِعافولِيزَجلاىِطْعُمُمُكْنِماهِبلَْزَيمَْلَةَ

ْهُلصِاوُننَْمانِباحصْأَنِْمسَْنَتالوانوَُّدَعنََّتِمشُْتالُهَلانْلُقف45

ْهُلِئابحَىَلَعرِْدقَْتمَْلفًادايِزِهِنْيَعَرِساكتُْيَيعْأَامكََلْبَقف46

ّجحَِنيعْبسَِهيتآالتُمَْسْقأََف47 ْهُلِهاكوعِابُقلاُنْيَعتَْرِشُنْوَلوًةَ

ءىَْشَناكامف48
ٌ
ّنِجنُاّمِمَناك ْهُلِكاوشَتَْنابأَدَْقاّلإِشِِّغلانَِمُهَ

ّنإِفبُْيَلُكًارْبصَمُْهَلتُْلُقو49 ّمِتَتالظٍاظكُِماقَمُهَ ْهُلِماوحََ

ْهُلِئانِةَغارَملانَْبٱالبٌَسحَاهَلىتَمورأَنَّإِفىراداومِدْهَتنْإِف50

ْهُلِواعَماهْعِطَتسَْتمَْلتَْعِرُقاذإٌِةَرْخصَوعٌيفَرٌدوَعبٌَسحَىبأ51َ
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رَغاصَت52
ْ

ْهُلِقاعَمٍزيزَعبٍْعصَىفسِمْشَّلاعََمىنَتْيأََراّمَلبِْلَكلانَْبٱايتَ

ْهُلِكالَكٍريرَجىَلْبُحلاىَلَعلٍيقَثمٍَغْيضَِببٌْيَلُكىّنِمتَْيِنُمدَْقو53

ـلوُهَنْرِقلُِتاخيُالاّيَحُملاُميتش54َ
ٰ
ّنكِ ْهُلِزانُينِاحصَحْصَّلابُهَ

ْهُلِهاكوُهادَيُهْتزََّعَراساذإٍِةَباغلُابيِرقِدْشَّلاتُيرَهٌرْبَزِه55

ّمأُُهْتَلِكَثدَْقوُهَنْرِقلُِزانُيىِءاّللانَِمٌزيزَع56 ْهُلِزانُينَْمُهُ

رَغنَْمَكاهِدْبَعِبىنْتَتأَذْإًِابْيَلُكنَّإِو57
ّ َ
ّتحَُه ْهُلِطابتَْوَملاىأََرىَ

ْهلِئاقانأَاموىمِرْأَامَذِفاوَنِهِعرِْدِبٍريرَجنَْعاوّدُرَينْأَاْوجََر58

ّيِمَطحُىفنِأْضَّلاىعِارِلتُْبِجَع59 ْهُلِتاقَمتَْبيصأُدَْقٌدْبَععِرِّْدلاىفوٍةَ

ءبِْعتَْقَطَتْنٱاذإِاهُنطَْبوحَالسِّلاىَلْبُحلاسَُبْلَتلَْهو60
ٌ
ْهُلِداعُتاهيَْلَع

ْهُلِتاقأُىٍِّمَكنِْمىعرِْدىَِقْلأُِلنْكُأمَْلوُهْنَعَعرِّْدلاىَقْلأَوخَافأ61َ

ْهُلِباوَقٍريرَجىَْوقْحِتْرضتحْٱاذإِِهِتسْٱنِِمٌريرَجىَقْلَيامَرَتمَْلأ62َ

ّنإِفًاحْرَسْئِجتَاّلإِفحِْرَتسْٱوَكَريحَزكِْرادُهَلنَْلُقَي63 ْهُلِباقكََ

ءامُهَتسْٱتُأَْلَم64
ً
ْهُلِباهَمُهْعضُِتمَْلنْإًِادَلَونُْكَيِهِبضِْفَياّلإِف

ِلًاتِماصِةَغارَملانَْبٱايىَرُتتَسَْلأ65َ ْهُلِماحكَِنطَْبفِاعضْأَىفتَْنأَام

ْهُلِهاكوٍزِّعسُأَْرىّنأَبِْلَكلاىنَبمُْكَـلْوحَوىلْوحَُماوْقأَلاَمِلَعدَْقو66

ءْوصَبِحِاصنُْبٱىّنأَاومَلْعَتمَْلأ67َ
َ
ْهُلِئامَحوِهِفْيسَاماسحُىدْنِعورٍ

ّيِطَعسٌِباحقِوسّلاىفَوْهَوًاريرَجانْكَرَت68 ْهُلِدابُينَْمِهِبىَقْلَيلَْهَةَ

ّنإِفَرامِحلاِّدُرُهَلاولاقف69 ْهُلِفاحجَوُهسُأَْرٌميئَلَكوبأَُهَ

ـلوَكابأَعٌـشِاجمَُنوكَينْأَصٌيرَحتَْنأَو70
ٰ
ْهُلِغاشكَْنَعُهَنْبٱنَّكِ

ّتحََعرِّْدلاُهوسَبْلأَامو71 ّيَزَتىَ ْهُلصِافَمُهْنِمِدْلِجلاَنودىِْزِخلانَِمتَْلَ

ْهُلِواجمَلِابِجلاكىَماسَتجٍْوَمِبُهَسفَْنضَارًابَلْعَثاّلإَِناكلَْهو72

ْهُلِفاسأَوِهجِْوَمىِلاعأَِهْيَلَعتَْطَمطَْغَتاّمَلِرحَْبلاىفًةَوْغضَاغض73َ

ءارَوًاحورطَْمحََبصْأَف74
َ
خجِاننِْمىَقَتْلٱثُْيَحبِِهِئاثُغ ْهُلحِاسِرحَْبلاِ

ْهُلِتاقفًابْيَلُكتٍآىنَبدَْقامومٍِرادُةاعسَْمكَْتَتافنْإِتَْنأَلَْهو75

ّسلاُرِطقُْيتٍْوَمبَيبآشَاوْأََردَْقوانْثِغأٍَداّبَعِلاولاقو76 ْهُلِباومََّ

ّرَشلااماذإِحٌاوَرىتَهيرَكنِْممُْهَلٍداّبَعَدْنِعامو*76 ْهُلِئاجَرتْضََّعُ
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ْهُلِئاضُتوُهصَْخشَىِفْختُكََلبٌأَُهَنودوَكْدِلَيمَْلخٍْيَشِبتَْرَخَف77

رِعِهللف78
ْ
ّقَوُملاىَزْعِملابِحِاصىَلإِىتَميرَكتُْلَعجَنْإِىِض ْهُلِهاكعَِ

ـلوًةَلامحِفٍْيَسِلدِْقْعَيمَْلوًانابج79َ
ٰ
ْهُلِئامَحِنْيَتَبْرِقلاُماصِعنْكِ

رِعنِْمُحيِّرلاِهِبتَْلَعنْإِقَُهنَْيشُْحَجلاِهْيَلإِلَُّظَي80
ْ
ْهُلِيازُيالنَْمنِاف

ْهُلِئالَحاهنِْمواهنِْمُهُتَلومَحُهُتافِلآاهُؤافعْأٌَةَناعُهَل81

ّقَوُم82 ْهُلِزانَماهنِْمتِاذاكلابفَُرْعُتوِهِبوكُرنِْماهُفاتْكأٌَةَعَ

ْهُلِئاوأًَاميئَلاّلإِمُْهَلًاميرَكدِْجتَمَْلكَُمْوَقَناكنْإِىعِدََّتالأ83َ

ّبُرالأًَارخَفَْمكََلدِْجتَمَْلذْإِىرَتفَْتالأ84َ ْهُلِطابقَِّحلاعََمىِرْجيَامَ

ْهُلِهاجِةَغارَملانَْبٱايُهَعَمسَْيفًابِذاكتَْنكُْوَلومِْهيفامَدَمحَْتف85

ـلو86
ٰ
ْهُلضِانُمِديعَبلاىَصْقأَلاضَِرَغلاىَلإِىَمَراذإِمُْهاوسِنَْمىعََّدَتنْكِ

ْهُلِئاقتَْنأَىذَّلاَكازخْأَوتَْبَذَكمِِهيَْلَعًارْيَختَْنكُْوَلنْأ15َُمَلْعَتف87

ّنلاَناكَمطَاعَت88 ْهُلِئانتَْنأَىَتَمْرُظْنٱفمٍِرادىنَبًابِلاطتَْنكُنْإِمِجَْ

ّنلَلف89 ْهُلِبآتَْنأَامبَرَْزحِْلصْأَفكَْيَلَعُهَلانَتنْأَُمُهنِْمىَندْأَُمجَْ

ّنَغَتًابْيَلُكىَرَتنْأَسَاّنلاُدِعْرُياّمِمكَُيمَْلأ90َ ْهُلضِانُتىَلْيَلنِْبٱِبىَ

ّتلاقِارعْأََنودمُْكَـلُهَنوفِرْعَتبٍأَنِْمامكٌِلامىِبأ91َ ْهُلِداعُيبِارُ

ّىِبْيَلُكلاقِْلَخىَلإِتُْبِجَع92 ْهُلِمانأًَاضْبَقدََّتشَْتمَْلوُهادَيتَْقِّلُعِ

ْهُلصِاوَمواهِسارمْأَىَوُقٌديدشَاهنَّإِفاهْضِقَتْنٱفىِذٰهكََنودف93

Poem 64 by Jarīr

ءامَعىَسمْأَوْهُلِطابَرَصْقأَلَهَْجلانَّأََرَتمَْلأ1َ
ً
ّلَجتَدَْق ْهُلِياخمَتَْ

ْهُلجِاحمَوُهُباعْنَتافصَّلاِدْمُجِبىنفَّشَِنْيَبلاُرِئاطمْأَىَوَهلانُّجِأ2َ

ّلَعَل3 ْهُلِزانَمِنْيَتَيْرَقلاىداوِبلٍيحمُلٍِزْنَمنِافْرِعِلنٌوزْحمَكََ

ْهُلِيازُيالنَْمبِّحُنِْماضَغلابُِّحبِعٌَلوُملُِذاوَعلاَمالْوَلوىّنإِف4

رَماذو5
َ
ّرلاىفتَْهَتْنٱثُْيحَوِهِلْهأَبِّحُنِْمتُْبَبحْأَخٍ ْهُلِياسَمِنْيَتضَوَْ

ْهُلِئامَشَميرَكـلالِصَْولااذكََليلَخٌرِكاذتَْنأَمْأَِدهَْعلالِوطِلىَسْنَتأ6َ

15 Bevan also gives the alternate form, fa-taʿlama. Bevan, The Naḳāʾiḍ, 2:628.
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ْهُلصِاولِْبَحلانَِموندَْيْوَلَةَدْرَفوبٍِلْحمَُنْيَبتَْدِقوأُرٍانِببََّحَل7

ّدُرُناّعظَّلافُِرطَّلااذإًِاعَلوُمقُْوشَّلاَىِبًانايحْأََناكدَْقو8 ْهُلِئامَحتَْ

ْهُلِتاقَمتَْبيصأُاّمَلىَوَهلاتَاموىَصَعلاتَِيِقْلأُنِاّيَحلاىَقَتْلٱاّمَلف9

ّبحَُةَمامأُىنامْتكِلَاطدَْقَل10 ْهُلِكاوشَودْبَتبُِّحلاُناوأَاذهٰفاهَ

َحلافتَْيِّلُحاذإ11ِ ْهُلِطاعَماهنْشَِتمَْلاّلإِوحٍيلَمٍدِقْعَمِباهنِْمُىْل

ّللالَاقو12 ْهُلِتاقلِِزْيَغُملاَمْوَيىَوَهلالََّعَلىنَنْمُلَياهيفنَّكُىِتاوَ

ْهُلِغاوشَنَُّهولَْغشَْتالكََبْلَقوًةَعْيضَكََلنُْكَتالحْوََّرَتنَْلُقو13

ّىَلإِنٍَّيزَُمِةاطَقلامِاهبْإَِكمٍْوَيو14 ْهُلِطابَىِلبٍِلاغُهابصَِ

ّىِّنِجبِتُْوَهَل15 ْهُلِئامَشسٌْنأُوِهيلاجمَسٌْنإِوُهطُومُسِهْيَلَعٍ

ءامدْأَلٌِزْغُمامَف16
ُ
ْهُلصِافَمدْدََّشُتمَْلِةاتَفلاقِْوَطكَنٍِداشِلونْحتَ

ّللاىَلإٌِرِظانأَتَْلاقَمْوَياهنِْمنََسحْأَب17 ّنلاضَْعَبلِْيَ ْهُلجِاعتَْنأَمْأَلِْيَ

ـلوُهُتْوَلسًَاّبحُبُُّحلااذٰهَناكْوَلف18
ٰ
ّنكِ ءادُهَ

ٌ
ْهُلِباقَعُدوعَت

ْهُلِئاصأَىِِّشَعلابتَْباطوُهاحضُتَْلَياختَقِيقَعلابًامْوَيسَْنأَمَْلو19

ْهُلِئابحَوٌةَمورْحمَُهُلْبَننَْمَكنْكُأَمَْلوَريزَغلاَدْيصَّلاِهِبانْقِزُر20

ّثَبنَْمواحصَنَْمنَعِّْدَوُيٍدايجْأََىِناوَث21 ّللاِةَجاحنَْعُهُ ْهُلِغاشِوهَْ

ْهُلصِاوُتقِيقَعلابلٌصَْوتَاهيْأَوِهِبنَْموقُيقَعلاتَاهيْأَتَاهيْأَف22

ءارَوْرُظْنٱفٌةَجاحانَل23
َ
ْهُلِماجحَوََّرُملاىََّحلااطَقلاضِوَْرِبىَرَتلَْهَك

ْهُلِئامَخوُهُؤاقْنأَتَْبحَلٌمَْرومُْهَنودِجلِاوَفلالُْثِمًاحأَُناعِر24

ءاثْعَشِلاندَْدَر25
َ
ّرلا ّدَرُتًائْيشٍَذِئِمْوَيكَىَرأَالولَوسَ ْهُلِئاسَرُ

ّوَقَمْوَيىدْنِعتَْنكُْوَلف26 ّنجِىنْتَهَزمٍْوَيِبىنَترَْذَعٍ ْهُلِباخأَوُهُ

ّدلانَِمىَضقُْيىذَّلاُرْيَخوانَدْنِعكَُنْيَدلََّحاماذإِنَْلُقَي27 ْهُلجِاعنِْيَ

ّدلانَِمًةَئيسَناّلإِكَيصقَْنالُرْيَـخلاكََل28 رَعوْأَنِْيَ
ْ
ْهُلِباقتَْنأَلَْهفًاض

ّرلاوىَلْيَلِرْكِذنِْمأ29َ ّلامِوسُ ْهُلِباخبَْلَقلاعَجَارىقََّنُملافِْعَنِبتَْلَخىتَ

ّيشَِع30 ْهُلِهاجمَوىَبصِّلاتُاّيِحيَرْأَانِبتَْحَتْنٱولِهَْجلابَمْلِحلاانْعِبَةَ

ّيَغَتِهِّرَشَنودُهُرْيَخٌمْوَيكَِلذٰو31 ْهُلِذاعَرَصْقأَوِهيشاوبََ

ْهُلِهانَمسٍْمَخَدْعَباّلإِِدْعُبلانِمىَرُتالَرَوزْأَِةامْوَملانَِمقٍرَْخو32
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رُغعُسِّْنلااماذإِحٍورَمٍةَبيجنَِداؤُفلاِءاعجَْشِبتُْعَطَق33
ّ
ْهُلضِافَزِ

ّلَقدَْقو34 ّرَفَتمَْلًانْوجَلِْيَللانَِمِهِبتَرَداغلٍِزْنَمنَْعتْصََ ْهُلِطايَغجَْ

ّرلاقُورُعُهَماظِعنَّأََكفٍوعضَْمَدالْجأَو35 ْهُلصِافَمدْدََّشُتمَْلىَماخَ

ّرَحلُِّكىَلَعاهاّلظَأَىمدَْيو36 ْهُلِقانُتًازيزَحاهنِْمتْضََرْعَتسْٱاذإٍِةَ

ّبَسفانْخنَأ37َ ّوَنوانحَْ ّسلاتَِرَ ّللاِدرَْوفِارعْأَِبىَرُ ْهُلِكاوشَقٍْلُبنِْوَ

رَعطُيطامَشاهَنودومِومسَّلِلىهجَْوبُصِْنأَو38
ْ
ْهُلِباعَرُريطَتىٍِّض

ّزَهُتًاّمصُانَقلاَرْيَغواهِمْوَقَرْيَغْرجِْتسَتمَْللٌِبإِانَل39 ْهُلِماوَعُ

ْهُلحِاسَمنُِّرُترٍايعْأَبِْلصُىَلإِىَعِملالَِبسَنِْمنِارمْضَّلاتَِبْنَمتَْعَر40

ّثلااهتَْقس41َ ّىِكامسِبَورُغاهِبتَْقَتسْٱوًةَميِداّيَرُ ّلَهَتٍ ْهُلِباولََ

ّيِبَحلِىَرَت42 ّنأََكًابابَرِهْيَ ْهُلِفاجفَِّّزلاضُُفْنَيمٍاعَنىِداوَغُهَ

ّنلابُابُذاهُعورَيواهَملالَيفاطَمىعِارُت43 ْهُلِهاوصَوُهُديرْغَتىَدَ

ْهُلِزالَزاهعُْرَتمَْلٍرمْأَلَِزالَزاورَذاحوَنوُؤشُّلاسُاّنلالََواحاذإ44ِ

ْهُلِهاكواهنَْعِرْزِفلانُكُْرعَُفدَْيوىَمِحلاُةَلَظْنحَوٌورْمَعاهَلحُيبُي45

ْهُلِقاعَمنَْيأَبُورْكَملاَرَظَناذإًِالِقْعَمىَِّحلِْلَناكنَْمكٍِلامىنَب46

ْهُلِكاوُينِاعِطلاَدْنِعنُْكَيمَْلًاخأَكٌِلاملََكاوواندُْذبٍَجنَىذِب47

ْهُلِقانُتَمْوَينِْزَحلالَالِقىِظَّشُتانُلْيخَوَريزَخلاىَخْوجَونَبشُُّفَت48

ّشلاَنْيَبامِبانْمَقأ49َ ّبَرَ ْهُلسِالسَانيفنِْيدََّجلاىذنَْبٱىِّنَغُتالَملاوِةَ

ْهُلِباوَةَمْيَجهُىَْنْبٱَداجوًاحارُصُهَطْهَروًارْشِبتَْوَملاانحَْبصَنُْحنََو50

ّثلاعَُنْمَينَْموانَقلالُِهنُْينَْمسَاّنلاَنولأَسَْتالأ51َ ْهُلِتالَتفَوخَملاَرْغَ

ْهُلِماعوىٍِّمَلْيَدنٍانسِاحانجَِهِفّكَِبىوََّرُيبٍوبشَْملُُّكانَل52

ْهُلِئامَحعْطََّقُتمَْلٍداجنِلِضَْفوٍةضَافُملِضَْفِنْيَلضَْفلاِبصُِّلَقُي53

ّدلاسُيئَرىِّمَعو54 رِمانَلَناكفٍرِقارُقَمْوَيمِْهَ
ْ
ْهُلِفاوَنوُهُعاب

ْهُلِماجوكِولُملاِراّبجَبُالسْأَوُمِهيَْلَعٌميقُمجٌرَْخانَلَناكو55

ْهُلِفاسأَومُْكِرفْجَىَلْعأََمدََّهَتًامِرادُكُرْتأَوًاعوبْرَيَنوجْهَتأَ*55

ّللا16حِْنُجكَمٍْهَدو56 ْهُلِبانَقُريثُتاّمِمٌرَيْثِعُهَلىَدِعلاِهِبانرُْزلِْيَ

16 Bevan also gives the alternate form, ka-jinḥi. Bevan, The Naḳāʾiḍ, 2:648.
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ّوسَاذإ57ِ ْهُلِقاعَمًازيرَحعَْنْمَتمَْلوًاديرَحُمُهنِْمضُرْأَلاعَِنْمَتمَْلاومَ

ْهُلِداجأَلٍّطَمِْوَيىفتَْبَرَضامكَانِبٌةَيِداعلُْيَخلاوىَمِحلاطُوحن58َ

رَغأ59َ
ّ َ
رَمقَُدزَْرَفلالَيقنْأََك

ّ َ
ْهُلِزابقَّشَامَدْعَبىَصْخيُنِّسِّلاوذوًة

ّنإِف60 ْهُلجِابأَنِاهِّرلاَمْوَيًاجِنشَالوًافِّلَكَتُمالتَْيَراجدَْقكََ

َتْلٱفكَْيَنْيَعفَْرطَىِشْعُيُردَْبلاانأ61َ ْهُلِئانتَْنأَلَْهِنْيَقلانَْبٱيكَْيفَّكَِبسِْم

ّرُكاحاشِوِهْيَلَعٌةَبْعُلقَُدزَْرَفلاوىِتادأَتُسِْبَل62 ْهُلجِالَجوجٍَ

َحلاعََماودِّعأ63َ ّنإِفبَالَملاىِْل ْهُلِئالَحْمُتْنأَولٌْعَبمُْكَـلٌريرَجامَ

ّرَقأَاهَليلَحنٌاوَعتَْطعْأَامكَاوُطعْأَو64 ْهُلسِارُتلٍْعَبَدْعَبلٍْعَبِلتَْ

ّدلاانأ65َ ّدلاوتَْوَملاىِنفُْيُرْهَ ّدلالِْثِمِبىنْئِجفٌدِلاخُرْهَ ْهُلِواطُيًائْيشَِرْهَ

ءاجمِالْحأَلاِهَفسَنِْمأ66َ
ُ
ّىَلإِمِْهِدْرِقِباو ْهُلِواصُيمٍْوَقِلٌدْرِقاموَ

ّمَغَت67 ّمَغَفٍرْحبَىُِّذآُهَدَ ْهُلِكآتُوُحلافتِوُحلاىفىفُهاقْلأَوُهَ

ْهُلِقانتَْنأَىَتَمْرُظْنافًانضَحَمُْرفانِزِّعَمئِارِنْيَقلانَْبٱايتَْنكُنْإِف68

ّتحَىَفَطَخلاىَنَب69 ءانِبانيضَرىَ
َ
ْهُلِتاقُنْيَقلاكَضِْرُيمَْلنْإِتَْنأَلَْهفُه

ءانِبانْيَنَب70
ً
ْهُلِفاسأَْمُتْيَنَبامىَلْعأََمدََّهوُهَعورُفاولانَتمَْل

ْهُلِذاعلَاقامفِْيسَّلاقِْبَسكَنَقَْبسَامَدْعَبِدِباوأَْلِلٌّدَركَِبامو71

ّتُيَناكًافِئاطىبابُذىَقْلَتس72َ ْهُلِياخأَنِوتُملافَاعضْأَعَُطقَْتوىَقَ

ْهُلِقانِةَّلَذَملاِرادنَْعُنْيَقلاالومِْهِتْيَبِبًاتْيَبُنايْقأَلاَمَجهَامو73

ْهُلسِالسَِديدَحلاىفتْضَِّعأُنٍاعِلاهَمكُْحَةَدْيسَأُانْيَطعْأَنُْحنَامو74

حبَْذِبانسَْلو75 رِماعانحِْبَتسَْيمَْلوٍةَراوأَُمْوَيشِْيَجلاِ
ٌ
ْهُلِبانَقو

رَع76
َ
ّيشَِعسٍْبَعىنَبْمُتْف ُخفنٍُرْقأََةَ ءاوِّللاشِْيَجلِْلَىِّل

ُ
ْهُلِماحو

ّنأََكِنْيَعَرْقأَلاَمْوَيُنارْمعِو77 ْهُلخِالَخسٍرُْخِنْيطَْرُقىذِبخَانأَامَ

ْهُلِماحمَوٍرْمَعنِبَناوكَْذفِْيسَىفولٌَمْحِمقَِدزَْرَفلافِْيسَىفقَْبَيمَْلو78

ْهُلِمانأَِنْيَتَبْلَكلاسََّمفُِرْعَتوِهِتسْٱإَِدصَنِْمَريكِـلاىِندُْيُنْيَقلاَوُه79

ْهُلِئاسقَُدزَْرَفلافىَمْعأَِبُدوقَيًادَعقُْمقَْلَينْإِوىَقالنَْمعُضَْرَيو80

ْهُلِهاكوِرامِحلاضِْوحَابِكْنَمُهَلعٌـشِاجمُتَْلاقلَابْرِّسلاعَضََواذإ81ِ

ّيِبوخنَْينُْبٱتَْنأَو82 ْهُلصِافَمنِويُقلاِءامنِْمضَخَضَْختَعٍشَاجمُنِْمٍةَ
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ّرلاَمْوَيوًةَيزْخِتَْيَقالنِاديسِّلاِرَفحَىَلَع83 ْهُلسِاغكََبْوَثقِْنُيمَْلاحَ

ّوَندَْقو84 ّدلاجِِلَتْعُمِبُمُتْمِلَعدَْقٌرَقْنِماهتْخََ ْهُلِكالَكٍرْعشُِنْيَيأَْ

رُمنُبُنارْمعِجُِّرَفُي85
ّ َ
ءازُنوزْنَيواهَنْيكََة

َ
ْهُلِباحقََلْعأَِرْيَعلا

رَعدَْقوًابِلاغكَِئاعِّدٱلُابامعَصَْعصَأ86َ
َ
ْهُلِباوَقٍرْيَبجُىَْنْيَعتَْف

ّبَرأَرٍويَغسٍِّمَشَتُمنَْعفُْيسَّلانَْيأَعَصَْعصَأ87َ ْهُلِئالَحنِويُقلابتَْ

ْهُلِهاوضَىَلْيَلمِحِْرىفتَْلَهَضدَْقوٌةَئيرَبٍرْيَبجُنِْمىَلْيَلُمُعْزَتو88

ْهُلشِانِردِْقلاىفسَودْرُكـلالََوازامكَافَقلاَةَكوبْحمَُنْيَقلااهيفلََوازو89

ْهُلضِاوَفدَُّعُتًادْجمَسِْقَنانعَْدوُمُهنِْمواّنِمتَْئشِنَْمذُْخثُِراحأ90َ

ْهُلخِادَمثٍيبخَرٍوخاممِيدْهَتبانِرادُميدْهَتِهللابِاتِكىفامف91

ّنلاُهْنِمعٍَدْخمُىفو92 ْهُلجِارَموُهُرايْكأَعٍَدْخمُىفوُهُبْرَشوُراوَ

ّرَحاذإًِاحئِارتِيناوَحلابُْرَشِهِبلُيمَت93 ْهُلِمانأَجٍْنصََراتوْأَتْكََ

ّنإِفمٍْيضَنِْمطَْعُتاموٍةَمورأَىذالوٍءرَْدىذِبتَسَْلو94 ْهُلِباقكََ

ّيِوَرَهٍةَجاّنصَىَلإِْمُتعِْزَج95 ْهُلِطابِدِّجلاعََمىَقْلَيالِنيحىَلَعٍةَ

ْهُلِئامَحوُهُنفْجَانْيَلإَِداعوِهِلصَْنِبانْبَرَضًافْيسَاولَقصَاذإ96ِ

Poem 66 by al-Farazdaq

ّرلابََّهاذإًِارْيَخوًةَحامَسلَاجِّرلاَريِتخْٱىذَّلااّنِم1 ّزلاحُايِ ُعِزاعَ

ّرلاىَطعْأَىذَّلااّنِمو2 ّيِطَعلُوسَ عُِـماوَدُنويُعلاومٍيمَتىَراسأًُةَ

عُِـفادُينَْمُهُلضَْفوُلْعَيوىِلاوَغـلاىِرَتشَْيوَنيئاملاىِطْعُيىذَّلااّنِمو3

رَغأَلٌِماحوبُاعُيالبٌيطخَاّنِمو4
ّ ُ
عُِـماجَملاِهْيَلَعتْفََّتْلٱاذإِ

ُعِراقأَلاوبٌجِاحاّنِمووٌرْمَعوبٌِلاغوَديِئَولاىَيحْأَىذَّلااّنِمو5

ّرلاَةادَغاّنِمو6 عُـجِاشأَلاجِاجِّزلاتَْحتَتَْعَتَماذإٍِةَراغُنايْتِفعِوَْ

ّتحََنارجَْنِلاجَولاىَلَعَدايِجلاَداقىذَّلااّنِمو7 ّبصَىَ ّنلااهتْحََ عُِـئازَ

عُِـماجَملاُريرَجايانْتَعَمَجاذإِمِْهِلْثِمِبىنْئِجفىِءابآكَِئٰلوأ8ُ

عُِـفادوَنولِماحاّنِمورٍوحبُمُْكَقْوَفَةَيالَعلاتُْفَرْشأَفىنْوَمَن9

ّمَحامىِلَتعْأَمِْهِب10 ُعِراصأُنَيذَّلاىنارْقأَُعَرْصأَوعٌـشِاجمُىنْتَلَ
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ّبُسَتبٌْيَلُكىّتحَىَبَجَعايف11 عُـشِاجمُوْأَلٌَشْهَناهابأَنَّأََكىنُ

ّقَدنْأَُرخَفَْتأ12َ ّرلاولٌَشْهَنبٍْيَلُكنِْمامولٍَشْهَنِببٌْيَلُكتَْ عُِـئابَ

ـلو13
ٰ
عُِــلاطَملاكَْيَلَعتْدَّسُدَْقفعِْقأَفكٍِلاملِآنِْمىَاّمَعامُهنْكِ

ّنإِف14 عُِـئاضِةَغارَملانَْبٱايفٌَعضَْتسُْمَللٍَشْهَنِبتَمْصََتعْٱاماّلإِكََ

عُِـناصتَْنأَامففٍْلحِىفكَُتمَْلولٌَشْهَنكَْتَقْلأَبِْلَكلانَْبٱايتَْنأَاذإ15ِ

عُِـئانصَّلاِرومأُلاَدْنِعتَْمِظُّعاذإُِمُكْنَعواّنَعسَاّنلاَنولأَسَْتالأ16َ

ّيأَسُاّنلاِمَلْعَياودُّعفاْوَلاعَت17 ّدلالِوَّأَىفِهِبحِاصِلانُ عُِـباتِرْهَ

ّللاوىعِاسَملاُماظِعمِْهِتويُبىفىذَّلاِنْيَليبَقلاىُّأَو18 ّدلاوىَهُ عُِـئاسَ

ّللاتُاقِفاخلانَْيأَوقٍَّحبِاهَرومأُنِاكِلاملاىِّضَقُتنَْيأَو19 عُِـماوَ

ّيشَِعتُاحضِاولاُهوجُولانَْيأَو20 ِطلاىِدْيأَلاوبِابلاىَلَعًةَ ّنلالُاوّ عُِـفاوَ

ُعِراوَفلاتُاخِذابلالُابِجلاوانَلاهَميدَقنَّإِِءاحطَْبلانَِعحََّنَت21

ّنلاواهارَمَقانَلُمُكْيَلَعِءامسَّلاقِافآِبانذَْخأ22َ عُِــلاوطَّلاُموجُ

عُـضِاوَتُمُهَنودلٍْحَفلُُّكخِْذِبُهَريدَهَمورُقلاوُلْعَيٌمَرقُْمانَل23

ُعِراقُملاشَاشَخلاىِزابلافََطَتخْٱامكَُهَغامِدتُفَْطَتخْٱاّمَلىَفَطَخلاىَوَه24

ّقِدأًَامائِلًاباسحْأَلُِدْعَتأ25َ عُـجِارِهللاىَلإِىّنإِانِباسحْأَِبًةَ

ّعصَُراّبَجلااذإِاّنُكو26 ّتحَُهانْبَرَضُهدََّخَرَ ُعِداخأَلاَميقَتسَْتىَ

ّرلانَِمُهَمكُْحَةَبْيطَنِْبٱِلانْلَعجَنُْحنَو27 حمُْ عُِـطاسكِِبانسَّلاعُقَْنذْإِِ

ّىِبْيَلُكلُُّكوِهِماطِفِلىهَِتْنَيمٍيطَفلُُّكو28 عُـضِاربَاشنْإِوٍ

ّيَزَت29 رَعىفَديِزامكَمِْهِدادِعىفمِْهِبٌعوبْرَيَدَ
ْ

ُعِراكأَلامِيدأَلاضِ

عُِـباصأَلافِّكُأَلاببٌْيَلُكتَْراشأًَةَليبَقٌّرَشسِاّنلاىُّأَلَيقاذإ30ِ

عُِـنامِةَقيقَحلاىمِاحلاوبِْلَكلاىنَبمُْكِتانَبلِْيَذُهلاَمْوَياوعَنْمَتمَْلو31

ءارَولِْيَذُهلالُْيخَتَْتأََةادَغ32
َ
عُِــلاطَملابَارإِنْممُْكْيَلَعتْدَّسُومُْك

ُعِراشَىِلاوَعلاوىِلاوَعلابىًحضُمُْكِتانَبجِورُفنَْعمُْكعَراقُمُه33

ّنلاونَِّهيدْيأَِبنَْعَمَلامَدْعَبطِيراضَعْللًانوطُبَنْتِبف34 عُِـطاسعُقَْ

ّدَكدَْقاهَدسََّوَتاهِشارِفلََّحطُورْضُعلالََجْعَتسْٱاذإ35ِ عُِـقالَبلااهتْحََ

رُماولِزْنَتسَْتمَْلفمُْكْيَلإ36ِ
ْ
ّرَجذْإِاوقحَْلَتمَْلومُْكِتافَد عُِـمالفَْيسَّلاَدَ
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ُعِذارَبلِْيَذُهلامِادُّخلِنَُّهوُهشَارِفلُْيَذُهلانَُّهنَْعنُصَِّحي37ُ

ّرَحاذَإ38 ّوصَاهَزاجعْأَاوكَ ّرَفُممُْهَلتَْتَ عُِـقاوَملانَُّهُزاجعْأًَةَكَ

ّنلاِرورَجلاُناطشْأَمِْوَقلاعََماهنَّأََكحُامِّرلاومُْكْيَلإَِنْيكََب39 ُعِزاوَ

عُِـطاوَقلاُروكُّذلاوىِلاوَعلاُرودصُاهَنودلَاحدَْقوعٍوبْرَيلَايتَْعَد40

ّدلالُِمأُىَلَعىَتأَدَْقوَنورُظْنَتقٍاحَلىَّأَف41 ءاسِّنلاانْهَ
ُ
ّرلا عُـضِاوَ

عُِـقاعَقلِاجِّرلافَلَخاهِقُوسْأَِلُمُكْيَلإَِنْتِفَتْلَيىَفادُرنَُّهو42

رَمٌةَليمَخنَِّهِبتَْلاماذإِطٍيِعِب43
َ
عُِـمادَملااهنِْمقِْوشَّلاتِارَبَعى

ّصلافِْوجَىفقََّنامكَمِْهِلاجِرتَْحتَتُاّيِبْيَلُكلافُِّخت44َ ُعِدافضَّلاِةارَ

ّنلاِدالوْأَِبَنْئِـجف45 ُعِرادَملانَِّهِقانعْأَىفوىَلابحَُمُكْيَلإِىَراصَ

عُِـقارَبلااهنْصَُتمَْلٍءامإَِهوجُومِْهِتويُبطَسَْوتِاّيِبْيَلُكْلِلىَرَت46

ّمَجبٍسْإُِةَقالُحًالِفْحمَُدَهْشَتَنيحًابْيَلُكنَّأََك47 عُِـباصأَلااهتَْعَ

Poem 71 by al-Farazdaq

ّكَمبَِّرِبتُفَْلَح1 تِادَّلَقُمىِِّدَهلاقِانعْأَوىَّلصَُملاوَةَ

تِايِقابفِِلاوسَّلاىفَدِئالَقبٍْيَلُكىنَبفَْلجِتُْدَّلَقدَْقَل2

ّنَهجَنِْمَمِساوَمنْكِـلوبٍَهَذنِْمسَْيَلَدِئالَق3 تِاجضِْنُمَمَ

ّيِطَعىَرَتفَْيكَف4 تِايسِارُقنَُّهُماهًاماظِعىَقْلَيَنيحَةَ

تِابَعصُْمقِشِاقشَّلاتِالاوطًُاديصَِنايفْسُىنَبنِْمًامورُق5

تِايِماسكَِمْوَققِانعْأَىَلَعٌديصِنَُّهونَُّهَقانعْأَىَرَت6

تِايسِارَةَماهِتنِْمًالابجًِالقَْنعُيطسَْتلَْهكَْيَدَيِبمُْرف7

ىتافصَتَْعِرُقاذإِاهُبكِانَمىِداعأَلاباوُبْنَتفَْيكَْرِصْبأَو8

ّنإِو9 تِاتُحلاوعِِراقأَلاَميثارَجًادوعصَىنودٌدجِاوكََ

تِامَملامِْوَيىَلإِانَتَمورأُبٍْيَلُكىنَبِبلٍِئانِبتَسَْلو10

تِارِهاقكَِمْوَقنِايْنُبىَلَعًاتويُبىمْوَقمٍِرادِلتِدَْجَو11

تِارُفلاِراّيَتعِاقْعَقلاِبولٍاقِعىَْنبٱوبٍجِاحبِنَْمعُِد12

ّمِذِبايانَملاىَلَعِريجُملاَةَعصَْعصَو13 ِةانُعلاكِاكَّفوِهِتَ
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ءْوصَبِحِاصو14
َ
حيَْرُشىبأَورٍ تِاتباثَمئِاعَدنِْمىَمْلسَوٍ

تِاخِذابَخمِاوشَىفُةَذْوَهوىِلاعَملاىِنابلاُعَرْقأَلااهانَب15

ّنلاوذُةَرارُزمُْهنِْمواهِمِئاعَدنِْمطٌيقَل16 تِامُرْكَملاوىَدَ

ّيَشُمنَُّهُدْجمََمئِاعَدىِنْبَننِْيَرمْضَّلاونِْيَرمَْعلابو17 تِادَ

ّدلالُْثِمنَْمفاهْوَنَبمُْهوَكالأُاهُمِئاعَد18 تِانُبلاومِئِاعَ

ّمأُمَِرْكأَوتٍارْيَـخلِفٍْوَعتِانَبومٍِرادِلَكالأ19ُ تِاهَ

ّلَخوٍرْيَمُنىنَبِءاجهِىَلإِتَعِْزَج20 ّرلِلكَِّمأُتَسْٱتَْيَ تِامُ

ّمأُوىنْرِصْبأَف21 تِارِقاّنلاباهِناجعِقَشََّمىمِرْأََنيحكََ

ّقِزأَلاِهاوْفأَِببٍْيَلُكىنَبِلٌةَوسِْنىِسْمُتو22 تِايِعقُْمِةَ

ّكسِاياوَز23 ّنلاِّرَشٍةَتْبَنثَِبخْأَِبًاثيدَحتَْتَبَنٍةَ تِابَ

ّتَخمُُرْيَغنَُّهونَطِْمَشىِقالَملاتِاثيبخَحٍارحْأَِب24 تِانَ

تِاهوىّنِمذُْخقِوسُّلاعِْيَبكَسٍْلَفلُِّكِبنَُّهجَورُفنَْعِبَي25

ّوَخمُنَِّهِتابَكُرىَلَعتَْخينأُاذإِنَُّهَروظُبلُاخت26َ تِايِ

تِابِغالِزِوافَملافِارطْأَِباهاصخُتَْطَقسَدَْقلِْيَخلاَرويأ27ُ

تِاكِرْشُمٍءاسِننِْمسَُجنْأَوٍدورُقنِْمىَنزْأَنَُّهوَنْرِبك28َ

تِالِظاعَتُمٍةَّلَثبَِلْيَكأُبٍْيَلُكىنَبُهٰلإِلاحََبَقالأ29َ

تِامكُـلاىَلَعُديدَحلاَئِدصَاذإِاهيدِّلَقَتُممُْهَقابرْأَىَرَت30

تِارُثأَْملابمُْهَرْيَغبَُدْنَتوبٍْيَلُكىنَبدُُّعَتالكََلامف31

تِارَكْنُملاىدْحإِكَيبأَِرْيَغِلٌدْبَعتَْنأَوُريرَجايَكُرْخَفو32

ّنَعَت33 ّرلِلُدِئاصَقلابََهَذدَْقوٍءىَْشِرْيَغِلُريرَجايىَ تِاوُ

ّدُرَتفَْيكَف34 ّهَشُمَرْصِملِابِجبِامواهنِْمَنامُعِبامُ تِارَ

تِاقِفاخلاوىِبَتْحُملاتِْيَبوىِّنَعُملاوئِِقَّفُملابكَُتْبَلَغ35

Poem 72 by Jarīr

ِّلَعُت1 تِايِداصّلابَولُقلاىِفشَْتاموتِادِعلابُةَمامأُانُل

ّبحُالْوَلف2 ّدَوَلىَسوُمِهٰلإِواهُ تِايِناغلاوابصِّلاتُعَْ
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ّذلانَِعىرْبصَامو3 تِارُفلاِءامنَْعتِوُحلاِرْبصَكَاّلإِِءافْلَ

تِابسُّلاتِاضْيَهَكتَْبضَِغاذإِىنيِرَتْعَتوتُيضَِرتَْيضَِراذإ4ِ

تِامغِاّرلافِونأُلامِغَْرىَلَعٍرْيَمُنىَلَعلُِّطُملاىِزابلاانأ5َ

ءاسِنُمُهَتْبسِحَىتْوصَدََّمٌرْيَمُنتَْعِمَساذإ6ِ
ً
تِاتصِْنُم

ىتايحَمُْكَـللَوطَتنْأَوجرْأَوىتْوَمَنابْقَوىنَبايْمُتْوجََر7

ّىَلَعاوعَمَتجْٱاذإ8ِ تِايَرابحُكُّصَُيزٍابنَْعومُْهنَْعلَِّخَفَ

َحلابَِرطَاذإ9ِ تِاتُحلاوعِِراقأَلاَراجىَعَنٍدْجنَُمامَحُمام

ّللااماذإ10ِ تِامَملاىَلإِِهْيَلَعًاعَزَجىَكَبًانيزَحىًدصَجَاهلُْيَ

ّمَحُملابُرخَفَْيأ11َ ّقَرُملاِريكِـلابوىَلْيَلُنْيَقمَِ تِالَعلاوعَِ

ّمأُو12 ّبَرُةَرْيَفُقُمُكُ ّللاِرادِبمُْكْتَبَ ّنلانَِمِدىفمِْؤُ تِابَ

ّزلابْمُترَْدَغ13 ّيَهطُوجْرَتامفُهومُتْنخُوِرْيَبُ تِابَثنِْمُةَ

ّيَهطُوجْرَتامفىّنِمفُاخيَِةاذشَّلاوذكَُيمَْلو14 ىتاذشَنِْمُةَ

ىتاصَواوظِفحَمُْهُتْيصََّونْإِوىنْوَفكَاودِهَشنْإِىَِّحلاُمارِك15

تِالَعلاَعْرَقنٍِمدُْمٍنْيَقِبىنْوَتأَذْإَِةَرْيَفُقونَبَناحو16

تِاؤُمِهِتَمازخِىفلٍولَذىٍِّصخَنِْمَعَوطْأََنْيَقلاتُكَْرَت17

ّنلاوِنْيَنْيَقلابأ18َ تِاخِذابقَشِاقشَعٍوبْرَيِلوجْرَتتِابخََ

َخلااوداذمُْهوًاظافحِبٍَجنَىذِباوسَبَحُمُه19 تِادِراوِبسَيم

تِاخمِاشخُِذاوَبعٍوبْرَيِلانْرخََتْفٱاذإِكَْيَلَعانُعَفْرَتو20

تِامكُـلاكَِرَتْعُمَدْنِعَةَفخِْطِبكٍْلُمجَاتَرِبابَجلااوبَلسَُمُه21

تِارُفلانَِمنَمِْطَتْلَيبُِراوَغُهْتَلَعذْإِقَُدزَْرَفلاقَِرَغدَْقف22

تِايَبلاوخأَسَْئِبتَِّّيُباذإٍِدْعسَطَسَْوقَُدزَْرَفايكَُتْيأََر23

تِارِّتلانَِعُمانَتامكَُمانَيمٍيرَكنِْمكََلْيوتَْيَقالامو24

تِابُحلابَكِرخَْفِلًاّبَتالأَْمُتْيَبَتحْٱوَنِثْعجَِرقُْعْمُتيسَن25

ّتلانَِماهيَْتَبكُْرعُِـقاوَمتَْيِمَددَْقو26 تِالصَّلانَِمسَْيَلكِارْبَ

ّللاتُيبَت27 ّتلابِأَْدَكاهاتَكسْإِقَُلسُْتلَْيَ تِارُكـلاببَُعْلَتكِْرُ

ّرَقفاهِبىُِّرَقْنِملاطَّحَو28 ّمأُىَلَعتَْ ّللاوافَقلاِ تِاعلُْيَ
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ّنلاىفكَِمْوَقتِْيَزخْأَدَْقَللٍاقِعىنَبوًابِلاغىِدانُت29 تِادُ

ّذلاِرادِبلٍاقِعىنَبِلًةَوسِْناندَْجَو30 ّرلاضَارغْأَلُِّ تِامُ

تِاكِرْشُمٍءاسِننِْمنَُجمْأَوٍريمَحنِْمثَُبخْأَنَُّهنٍاوَغ31

ّرَجُملاِءادْوسَو32 تِاهواهذُْخانَدنَْمعُِـيابُتلٍاقِعنِْمِدَ

ىتافصَمُْكَـلَنيلَتنْأَىَبأَْتوٍءْوسَِرفُْظِبَنورُقْنَتْمُتْنأَو33

ّزلاسَْيَلأ34َ ّرَعَتذْإِىٍْمَرِبٍرْيَعقَّحَأَُناقِرْبِ ّرلِلضََ تِامُ

ّمضََت35 تِافُخلانَِمتَومَينْأََكِراجلِعٍْيَرُقونَبتَْعضَأَامنََ

رُمنِْبٱِبىَّلَدَت36
ّ َ
ّمُثىَّلَدَتْمُتْمِلَعدَْقَة ّدلاِبُزَهنَْتَ تِالَ

Poem 76 by Jarīr

ِدَمْحُيمَْلومِْهيفظَْحيَمَْلفِزاجِحلالَْهأَقَُدزَْرَفلاَراز1

ِدَقْرَغلاوِنْيَعيقَبلاَنْيَبومِيطَحلاَدْنِعكََمْوَقتَْيَزخْأَو2

ِدَهْشَملاولِخِادَملاثَيبخَِنْيَمسِْوَملاِبقََدزَْرَفلااندَْجَو3

رَغأَلاَكافَن4
ّ ُ
ِدجِسَْملانَِعىَفْنُتكَِقَّحبِِزيزَعلاِدْبَعنُْبٱ

ّبشَو5 ِلضَاولاقفَدومَثىَقشْأَكََسفَْنتَْهَ ِدَتْهَتمَْلوتَْل

ّجأُدَْقو6 ِدِعْوَملاىَلإِلٍايَلثَالَثبُاذَعلالََّحَنيحاولِ

ّبشَو7 ِدَوْرِملاوىَِّراوأَلاثَيبخَِرامِحلاقَوحكََسفَْنتَْهَ

ِدَبْعَمنِْمِةَبارَقلاَديعَببٍِلاغابأًَارْيَبجُاندَْجَو8

ِدَقْرَفلانَِملٌْيَهُسنَْيأَوكٍِلامنِْمِريكِـلااذلَُعْجتَأ9َ

ّرَشو*9 ِدصَْرَملابَةَرْيَفُقىَقْلَتوِرامِحلاقِوحنُْبٱِءالِفلاُ

رِعو10
ْ
ّرَشقَِدزَْرَفلاقُ ّثلاثُيبخَقِورُعلاُ ِدُنزْأَلاُىِباكىَرَ

ّيصَِوبٍِلاغىَلإٌِرْيَبجُىَصوْأَو11 ّرلاىذَةَ 17ِدَهْجُملامِحَِ

ّىَلِبنََّقُفرْٱلَاقف12 ِدَرْبِملاببِِعاشَملاكَِّحوفِيتكَـلاِ

ِدَرحْأَلاِجلِافلاِدَيعِجَْرَكىُِّرَقْنِملااهِبطَّحَُنِثْعجِو13

17 Bevan also gives the alternate form, al-mujhidi. Bevan, The Naḳāʾiḍ, 2:800.
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ءاثَت14
َ
ّرلاىذبَُؤاثَتتْكَِرْبأُاملِوطُنِْمبُ ِدَردْأَلاِةَيْقُ

ِدَدْهَمىَلإًاقْوشَُكُرْتَتونِويُقلاتِْنِبِبتَرْأََثاّلَهف15

ِدضَْعِملاولِيخالَخلاقَِّدوقِاطِّنلالَِّحبِتَرْأََثاّلَهو16

ِدَقعْأَلافِِداجلاَةَيشِْمىحضُمُْهَراثآُرُفقَْتتَحَْبصْأَف17

ِدَنسُْملاُمُكِـليتَقحَالسٍِرَقْنِمىنَبْمُتدَْجَوًاليلَك18

ِدَلوُيمَْلقََدزَْرَفلاتَْيَلفَنويُقلاتَحْضََفُراوَنلُوقَت19

ِدَهْشَتمَْلكََتْيَلوتَدِْهَشحِامِّرلاولٍَمْوحَىذِبتَْلاقو*19

ُحلانَِملٍدِْعوِنْيَتَبْلَكلابقَُدزَْرَفلاَزافو20 ِدَوسْأَلامَِم

ِدسِفُْتالكََعاتَمحِْلصْأَوُهَرايْكأََكِدَّجلِعِْـّقَرف21

ِدَعقَْملاىفَكِريكِـلعْـسَِّووَمودَقلانِدْأَوَةالَعلانِدْأَو22

ِدصَْحُملاسَِرَملاىفِنْيَقلاعََمبِيلصَّلاىذىَلإِثَيعَبلاتَْنَرَق23

ِدَعْبأَلاِدَمأَلاىَلإِمٍاسِبُناهِّرلادََّجَنيحاونِرُقدَْقو24

ِدَهْجيُمَْلونِانِعلاىِْنَثِبمُْهَسافْنأَىِْرَجلابعُِـطَّقُي25

ءافَولابُِّحنُسٌانأُاّنإِف26
َ

ِدَهْشَملاىفثِيداحأَلاَراذحِ

ىِدَتْرَنالوفِويسُّلاِرْيَغِبِراوِجلاِدقَْعَدْنِعىِبَتْحنَالو27

ِدَمْغُيمَْلفُْيسَّلاوَناشْيَجبٍِةَردَْغىَلَعمُْكابحُْمُتدَْدش28َ

ّذلاتَْنأَوتَْيَبَتحْٱاّمَلف29 ِدُدْعُقٍءِرمْٱتِسْٱىَلَعتَدَْعَقلُيلَ

ّزلااوراجأَمٍْوَقِلًادْعُبف30 ّزلااّمأَوَرْيَبُ ِدَعْبَيالفُرْيَبُ

رَمىنَبِرْشِبَماّيأَوطِيبَغلامِْوَيسَِراوَفتَْبِعأ31َ
ْ
ِدَث

ءاقْلَبِبًامْوَيو32
َ
ِطلااندِْهَشنِويُقلانَْبٱاي ِدَهْشَتمَْلوَناعّ

ّبصَف33 ّذلاىَلَعحٍيشُمٍدرِْوِبَنازَفْوَحلاوَرَجبْأَنَحَْ ِدوَُّ

ِدَدْرَقلاىفُديداخأَنَُّهَلانَنقَْحلْأَنِْيَريحَبلاَمْوَيو34

ِطلاىِفشَْنوكِولُملامِاهِبفَويسُّلاضُِّعُن35 ِدَيصْأَلانَِمحَامّ
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Poem 79 by Jarīr

قُيِزايتَحْكَْنأَنَْمكََحيَْوقُيِزايٌمَمَحِهِتسْٱبًانْيَقتَحْكَْنأَقُيِزاي1

قُوسُّلاكَِبتَْرابمْأََنابْيشَُنايْتِفًانَبَغًةَوفَْهتَْناككََحيَْوقُيِزاي2

ّنَثُملابَاغ3 ّيِجنَدَْهْشَيمَْلفىَ قُورفَْمَكدَْهْشَيمَْلوُنازَفْوَحلاوامكَُ

ءانْبأَنَْيأَمْأًَةَيحِاضَنامْعُناولَزْنأَىَلأُلانَْيأ4َ
ُ
قُينارَغلاَنابْيشَ

قُوشْعَمِنْيَقلانُْبٱالوضٍارُرهِّْصلاالاهِبِءانِبلاَدْعَبٍةَلِئاقبَُّراي5

Poem 80 by al-Farazdaq

ّمُثكََناتأَبْكَرْٱفُهُلِمْحَمَكايعْأَدَْقكَُفْنأََناكنِْأ1 قِيِزىَلإِبُْطخْٱَ

Poem 86 by al-Farazdaq

ّقَرُملاَكزِْوْعُيوٍدْيَزلِآُةَجْلِعكَكَْرفَْتنْإ1ِ بُانصِّلاوقَُ

رُمكَيبأَشُْيَعَناكًامدِْقف2
ّ
بُالِكلاِهِبشُيعَتامِبشُيعَيًا

Poem 92 by Jarīr

ءايَحلاالْوَل1
ُ
ُرازُيبُيبَحلاوكَِرْبَقتُرُْزَلوُرابْعِتسْٱىنَداعَل

ّتَمَتاموتُْرَظَندَْقَلو2 ُرافْحِملانَكََّمَتثُْيحَِدْحلَّلاىفٍةَرظَْنعُُ

ّبَركِازَجف*2 ُراردِْملٌجِْلَجمُكِادصَىَقسَوًةَرظَْنكِِريشَعىفكُِ

ّلَو3 ّتلاوُوَذوٌةَرْبكَىنْتَلَعذْإِىبْلَقتِْهَ ُراغصِكِينَبنِْممِئِامَ

ّنلاىَعرْأ4َ ّيِرْوَغتْضََمدَْقوَموجُ ّنلابُصَُعًةَ 18ُراوصِنَُّهنَّأََكمِوجُ

ّنضَِمقَْلِعتِْنكُونُيرَقلاَمْعِن5 ّيَلُبفِْعَنِبىَراوٍةَ ُراجحْأَلاَةَ

ّرَكُمتَْرِمَع6 ّسَمامتَْقَرافوكِاسَملاَةَمَ ُراتْقإِالوفٌَلصَاهَ

ُراردِْمٌةَميدوشُّجَأٌَمِزَهكٍحِاضِةَقْرُبِبثٍَدَجىَدصَىَقَسف7

18 Bevan also gives the alternate form, ṣuwāru. Bevan, The Naḳāʾiḍ, 2:848.
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ّنأََكفٍةَدْلَبِبَراحَتسْٱاذإِشُّجَأٌَمِزَه8 ُراهنْأَلااهِئاوِجبِامَ

ءىِضُيلٌجَِزبٌكِارَتُم9
ُ
ُراهمْأَلااهِنوطُبتَْحتَقِْلُبلاَكُهضُيمَو

ّمأُلَِئاوَغىَشْخيَنُْكَيمَْلوِريشَعلاَةَمِّرَكُمتَْناك10 ُراجَةَرزَْحِ

َجلاعََموٍرَظْنَملََمجْأَتِيسكُكِارأَدَْقَلو11 ُراقَووٌةَنيكسَلِام

ُراّوخَالوسٌِنَدالضُْرِعلاواهَتْلَبقَْتسْٱاذإٌِةَبِّيطَُحيّرلاو12

ّوَنكَِرانتُْيأََرتُْيَرَساذإِو13 رَغأًَاهجَْوتَْرَ
ّ َ
ُرافسْإِلاُهُنيزَي

ُراْربأَلاوكَْيَلَعَنوحلِاصّلاواورِّيُـختُنَيذَّلاُةَكِئٰلَملاىَّلص14َ

ّلُككِِّبَرتِاوَلصَنِْمكِْيَلَعو15 اوراعونَيدِّبَلُمجُيجَحلابَصََنامَ

ّمأُنِْمًةَرْبَعتْجَاهَمْوَيكََلًةَرظَْناي16 ّنلابَةَرزَْحِ ُرادِةَرْيَمُ

ّرلاىِيْحت17ُ ُراطمْأَلاُهُتيمُتوىَلِبلاَدْعَبُهدُّجُِتفاهَعْبَرسُِماوَ

ّزلاُىحَْولٍجِالُجبِاهَلًةَلِزْنَمنَّأََكو18 ُرابحْأَلاُهدُِّجتُِروبَ

ُراثْكإِلاكَِمْلِحبِنََّّبَهذَْيالىنُمولَتتَْلَعجَاذإِنََّرِثكُْتال19

َخلاَناك20 َخلاُمُهطُيل ُرايِدِرايِّدلابوَنيلِدَّبَتُماوحَبصْأَفطُيل

ءانَرُقلاثُِبْلُيال21
َ
ّرَفَتَينْأَ ّرُكَيلٌْيَلاوقَ ُراهَنوُمِهيَْلَعُ

ّمأَُفأ22َ ُراّهَقلاُمُكْيَلَعكُيلَملابَضَِغُمُتْبِعقَُدزَْرَفايَةَرزَْحَ

َحلاَرَجهَاذإِتَْناك23 ُرارْسأَلاتِفََّعوثُيدَحلاَنِزُخاهَشارِفلُيل

ُرامخِنِورُقلاىَلَعسَْيَلونٌْيَقاهِطْرُقِبضَُّعَيذْإِكَِّمأَُكتَْسْيَل24

ّرَقِملاِةَعِراقِبنٌْيَقاهِبىِفوُيالوُمُكَنْيَقُريثُنس25َ ُراثُمِ

ُراشيملاونَْعِمُجنِاتَبْلَكلاوِهِرْبَقىفًةَريخَذفُيتكَـلاَدجُِو26

ّزَهَتاذإُِهادصَىكْبَي27 رِمَمَ
ْ
ّلَثَتنْأَوْأَلٌَج ُراشعْأٌَةَمْرُبَمَ

ّرَقِملافَجََر28 ّيِقْرَشىفحَاصوُ ُرارَشونٌخِاوَدِهْيَلَعنٌْيَق19ِهَ

ّرُحذْإًِةَوْنَعمٍْيَقُفونَبَكابأَتَْلَتَق29 ُرازإِكَيبأَىَلَعسَْيَلَ

ُراقِعنَِّهِرقَْعِبسَْيَلولٌْتَقِهِلْتَقِبسَْيَلفُهَلحِاوَراورَقَع30

ءاردَْح31
ُ
ّرُحلاومُْهَحيروَنويُقلاتَِرَكْنأَ ُراكْنإِلاُهَميْضَعَُنْمَيُ

ّللافِهِدْلِجبِِديدَحلاأََدصَتْأََراّمَل32 ُراصِقُنانَبلاوقَُروْأَُنْوَ

19 Bevan also gives the alternate form, sharqiyyihi. Bevan, The Naḳāʾiḍ, 2:852.
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ّقَرُتفَْيكَوتَْلاقانَرايْكأَىعِّقَرقَُدزَْرَفلالَاق33 ُرايْكأَلاعَُ

ُرازِنَكْدِلَيمَْلَكدَُّجُنْيَقلاوٌدِلاخىدَّجنَّإِكََعاتَمعِْـّقَر34

ّتٱاهُتْعِمَسو35 اوراجوَنويُقلامِِهِرهِْصِباومَلظَمُْهنَّإِلٍْهُذِبتَْلصََ

ّدلاعََموًةَعومسَْمًةَوعَْدَرِّوصَُملاتَِعَد36 ّرَضَتِءاعُ ُراذحِوٌعُ

ُراصعْإِِهِوسَْفِلمَّحَأًَانْيَقاهُنيرَقَنوكَينْأَكَِّبَرِبتَْذاع37

ُراهْصأَلاُهُنيشَتَميرَكـلانَّإِِهِنْبٱوقٍيزِلٍةَمِئالِبتْصَوْأ38َ

رُغَةَحيضَفلاعََمومِْهِنْيَقِبتِيلُبْوَلَةَحيضَفلانَّإ39ِ
ْ
ُرارِضوٌةَب

رَعمُْكُراشِبوىَبُحلااودُّش40ُ
َ
ّزلاَدْعَبىَصُخلاقَ ُراعَنِثْعجَِدْعَبوِرْيَبُ

ّمَشَتَمْوَيتَْعَنَمَرْيَبُزلااّلَه41 ّرَضَتبٌرَْحتَْسَ ُراكذِْماهُرانُمَ

اوراثَلِريزَخلافََحجُمُْهَتْمُسْوَلىَبُحلاتِكََّرَحتَامفُرْيَبُزلااعَدو42

رَغ43
ّ
ّزلامِِهِدقَْعِباو ُراوخُنَُّهَلٍةَثَرْحمَُراوْثأَمُْهنَّأََكَرْيَبُ

ّمصِّلاو44 ُراجَةَبْيَبلِْبَحبِمَِّصأَلانُْبٱوُمُترَْدَغفُمُترَْجأَِنْيَتَ

ّلانَّإ45ِ ُرارْسإِاهِنأَْشِلسَْيَلبَّشَايٍرَقْنِمِةَشْيَفِبتْجَِعُبىتَ

ّفَو46 ُراسعْإِالومِِهِبٌةَّلِعالٌرَقْنمَنِثْعجِنَْيَدَنِثْعِجلِتَْ

َحلااذَنِثْعِجبِاوعَطَق47 ُراوطْأَاهُيرَْجشَخِاشخَىلإِوًامحَُّقَتطِام

ُراّمُعلاُهسَأَْربَُذاجتَصٌَّلاهَليلْحإِِهِباوقَتَفىذَّلاُهَبشَ*47

ُراحصُنوكَياملِصَعْأََكًابِدَحمِِهيفنٍانسِىنَبَراحصُتَْيِقَل48

رِعبَيصأُفجٍِلْخمُىٍِّسِعاقُمِرْيأَِبتَْنِعط49ُ
ْ
ّنلااهِناجعِقُ ُراّعَ

ُرارَمنَُّهَلامكَِمْوَقُدابْكأَتْحََبصْأَفِدّشَأَلانِْبٱطُْهَرَكازخْأ50َ

ّلَكُتتَْتاب51 ّلَكُتنٌوعنُْكَتمَْلوتَْمِلَعامتَُ ُراكْبأَالوُهُفَ

ُراعُمُةاقسُّلاُهَرَواعَتٌوْعَقاهنَّأََكوًاذِئاعقَُدزَْرَفلاتَاب52

ُرابسِْملاَرَبدْأَوقُورُعلاتِصََعامَدْعَبَنِثْعجِبُيبطَبُيبطَّلاَىعُِد53

ّبش54َ ّرُفَيبََّزأَىَْنُذأُتْكَِرْبأُاماذإِاهَتَرْعشِتُْهَ ُراسمْسِّلاُهُ

ّبس55َ ُراوأُنَِّهِتويُبطَسَْوِريكْـلِلًةَوسِْنوجهْأَفَْوَسفَرامِحلااوُ

ّيَوجُنِْمفَضََّغَتٌرفْجَاهنَّأََكنِاجِعلاِةَقسِْبُملُِّكنِْم56 َراهَةَ

ءاوْخَل57
ُ
ّتلااهَبْوَثقََثْلأَفتَْرَدَهتَْبَقْبَقاماذإٌِةَدِبزُْم ُرادْهَ
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ُرارْكأَاهَدْنِعِةَقاشُملانَِمفاهِتسْٱَمَسَدىغَتْبَتَةَقاشُملاىِلْغُت58

ّزُنقَِبْوَلَجلاىبأَتِانَبىَقْلَت59 ُرافِننَِّهِبامونِويُقلاَوْحنًَاعَ

ّيَـختَو60 ُرايخِنِويُقلاإَِدصَىفَناكاممُْهَحيروَنويُقلاىَلْيَلتَْرَ

ّنح61َ ُراؤظُنَُّهوِهِبنَفُْطَيٌروخٌُةَوسِْنٍرْيَبجُىَلإنَّحَوتَْ

ُراهطْأَلاَةَرْيَفُقنَْبٱيِنْيَقْلِلتَْنصِحْأُولِالضَّلاِةَعصَْعصَِلىَعدُْت62

ُراوخِّْنلاُمُهتَْدَلَودَْقِهينَبوًاعشِاجمَُكابأَتَْدَلَودَْقفِاضخَو63

ّلانِْمتَيِقَلامكََحيَْوبَّشَاي64 ُراتسْأَلاَدِّجنَُةَلْيَلكَْتَزخْأَىتَ

ُراوخَُنْيَشَتْنٱاذإِنَُّهَلرٍوخٍُةَوسِْننِْماهنَّإِكََحيَْوبَّشَاي65

ّرَختٌَرفْجَاهنَّأََكِريزَخلانَِمكَْيَلَعتَْلَثَن66 ُرافجِِهْيَتَفاحَمَ

ّتحَُهَمْؤُللَِوازُينَْلقََدزَْرَفلانَّّأ67 ُرارِصقِيرطَّلانَِعلَوزَيىَ

ءارِملاَميف68
ُ
ُراصْبأَلاُهَنودعُطََّقَتًاقْبسًَاعشِاجمُتُقَْبسَدَْقو

ُراصْنأَلاوكَْيَلَعنِويُقلانَْبٱايفِْرَتْعٱفشٍْيَرُقنِْمفُِراطَغلاتِضََق69

ّنِعأَلادََّماهُتقَْبسََنيئاِمىفوَنيئاِمىفلَْه70 ُراضحِوٌةَياغِةَ

ُراّوخَمُْهَبيلصَنَّإِوفٌصَِقعٍـشِاجمَُدوُعنَّإِقَُدزَْرَفلابََذَك71

ُراخَفولٍِطابُةَليخمَمُْكْنِماهِتسْٱِدَبَزىنَبايفُِلْخيَُناكام72

ُراّثَنفٌِدانجُنِاوَهلاَدْنِععٍـشِاجمُنَْبٱايتَْنأَفتَْنِطَباذإِو73

ُراوجِِراوِجلاِبكََلىِفَينْأَوْأَمِْهِراوِجبِىِفَتنْأَكََلاْوَبأٌَدْعس74َ

ّلاكَْلِت75 ُراغمْإِلااهِلْوَبطَِلاخمُىَحضْأَاهِنْيكَنَِطاوَباوخَدشَىتَ

ّتحَانَتافصََكاذلَْبَقكَُعْرَقلَاطدَْق76 ُراقْنِملالَِّلُفوتَمِْمصَىَ

ّرَجاملَاطونِويُقلانَْبٱي77 ّنلاوىنَتْبَ رِمأُثُْيحَُعْزَ
ّ َ

ُراتوْأَلاتِ

ُراشْبِتسْٱالوٌرَفظَعٍـشِاجُمِلاومَلْعٱفقََدزَْرَفلاىتَدَواعُمىفام78

ّسلابًاعشِاجمُنَعَْدَجدَْقَدِئاصَقلانَّإ79ِ ُرانُيواهجُسَْنُمحَْلُيمَِّ

ُرارْمِتسْٱكَِبامفتَضِْقُندَْقَلواهِضقَْنِبتَيِيَعدَْقَىِصاوَعاوُقَلو80

ّتحًَارِعاش20كََنوبَسْحيَكَُمْوَقَناكدَْق81 ّمضَوتَْقِرَغىَ ّتلاكََ ُراّيَ

ّرُسَيامقَُدزَْرَفلاَعَزَن82 ُراوشِْمالوٌةَنَهارُمُهْنِمًاعشِاجمُُ

20 Bevan also gives the alternate form, yaḥsibūnaka. Bevan, The Naḳāʾiḍ, 2:861.



212 appendix 4

ُرارَقثِيبَخلاِرجَشَّلِلضِرْأَلاىفنُْكَيمَْلفِءامسَّلانَِعَكادَيتَْرُصَق83

ُراوَنكَْيَلَعتَْبَذَكاموتَْقَدصًَةَيزَْخقَِدزَْرَفلاىَلَعُراوَنتَْنْثأ84َ

ّنَقُملُازَيالقََدزَْرَفلانَّإ85ِ ُراشُيثِيبَخلالَِمَعلابِهْيَلإِوًاعَ

اوراطَلِروُؤُخلانَِمَنوخَفْنُيْوَلًاعشِاجمُنَّأَكَْيَلَعنََّيَفْخيَال86

ّتَقُيومُْهُريسأَكَُّفُيامفنورَسْؤُيذْإ87ِ ُراتوْأَلاُمَلسَْتفَنولَ

ُرارِةَنانُهلاُرخََتْمُمخُُّملاوٌةَفيعضَُماظِعلاوكََنوشِيافُيو88

ّمَهُملاَدِهَش89 اوراخفِريزَخلاىَلَعَرويأُلااوعضََرعٍـشِاجمُشَْيَجنَّأَلَُ

ّلَقَتدَْقوكَْيَلإِاورَظَن90 ُراوَدنَُّهَباصأَعِابضِّلاَرَظَنمُْهُماهبََ

ُرامهِْملاُمُكوبأََكاذِبىَصوْأَمُْكِرويأُعِاضِترْٱىَلَعنَُّبَلْغُتال91

ّدلاَرَسَي92 ّدلااوحكََنامَدْعَبلٍاقِعونَبَمْيَهُ ُراسْيأَلاحَِّبُقفَمْيَهُ

ّدلاىَلَعثُيعَبلاىَكَبو93 ّدلانَِمثِيعَبلاىِبأَلاغَردَْقومِْيَهُ ُراوحُمِْيَهُ

َءْوسٌَّيِعشِاجمَُدارأَاذإِو94
ّدلاحَكََنًة ُراخيِتسْٱِهِتسْٱىفوَمْيَهُ

ّمأُوثُيعَبلاوقَُدزَْرَفلاَنِرُق95 ُراتسْإِلاحَِّبُققَِدزَْرَفلاوبأَوُهُ

ُراقَّبلاَرحَْنُيِلجِيجَحلاطَسَْوُهَداقٍءْوسَُناجعِثَيعَبلانَّإ96ِ

ّنأََكِهْيَبجِاحزُِّمَرُيىَحضْأ97َ 21ُراجِوِنْيَتَميصَقِبُهَلٌخيِذُهَ

ّمأ98ُ ِدِغُملاُةَئِراهِرظَْبَةَرْمُحنَّأََكثِيعَبلاُ ُراّزَجلااهُنيبُيّ

ُرازْيَبلاُمُكْيَلَعنََّبضَْغَيالًةَعْبسَتْضَرْأَوتَْيضَِرذْإِلُوقَتو99

ّمأُفِكَْتنْإ100ِ ّبُرفثُيعَبايكََ رَموتَْرَدصَامَ
ّ َ
ُرادصْإِلااهَرظَْبَن

ُراقشُوٌرَثْغَبَةَرابضَاجْلِعٌروََّزَحتَْنأَواهُبِعْلُيَناكذْإ101ِ

َجلاطََقسَامَدْعَبىِشاوَعلااهُتَيعِْرلَاطدَْق102 ّبَهوُديل ُرارْصأَلاتَِ

ُراهْفأَْلااهِمْحَلَرِئاسنَّأََكواهِتسْٱِةَدَعقَْممِحَْلِبُدوعَقلابََهَذ103

ـلٌةَراجتِفِيتكَـلابىمْوَقِلتَْسْيَل104
ٰ
ِطلابىمْوَقنَّكِ ُراجتِنِاعّ

ّثلابمِْهِلْيَخلِنَيذَّلاَىِسِراوَفىِمْحَي105 ُراغُموُُّدَعلاَمِلَعدَْقِرْغَ

رَعنِْمَدْنَيمَْلعٍـشِاجمُلُْيخَواهُمِئاكشَىَمدَْت106
َ
ُراذِعنَُّهَلقٍ

ّقَرُيُمُكُنْيَقواّنإ107ِ اوراسوَكولُملابَصَِتْغَنِلانْرِسُهَريكعُِـ

21 Bevan also gives the alternate form, wajāru. Bevan, The Naḳāʾiḍ, 2:863.
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ّتحَرٍِذْنُمىَْنْبٱىَلَعانُلسِالسَتْضََّع108 ّرَقأَىَ ُراّبَجلاانِمكُْحبَِ

ُراَؤخُحِامِّرلاىفَةَمْيَجهُىَْنْبٱِلًةَوْنَعانْكَرَتدَْقَةَمْيَجهُىَْنْبٱو109

ُرابُغوٌمَدُهَبجِاوحَىَشْغَيُهَنيبجََنْئِطَوٍةَكَـلْمَمسُيِئَرو110

ُحلاَمُرَكانِباسحْأَىَلَعًةَرطَاخمُىِمْحَن111 ُراطخْأَلاتِزََّعوُةام

ءاسِّنلااذإِو112
ُ
ّرَبَتَرْيَغنَجَْرَخ رِغزٍُ

ْ
ُراغَننَِّهجِورُخَدْنِعوان

ُرابدْأَلاعَِـّيضُوُريزَخلاابَرَفكٍِلامسَِراوَفاوحضََفعٌـشِاجمُو113

ُرارِضولٌَجْثَعلَُتْعُيَديِقامىسِراوَفطَيقَولاَدِهَشْوَلَمامَغأ114َ

ُراجنِنِويُقلاِةَمسِنِْمكَْيَلَعوانَدْجمَبُُلطَْتفَْيكَونِويُقلانَْبٱي115

Poem 93 by al-Farazdaq

رَعأ1َ
َ
ّيَوُرَنْيَبتَْف ُراطسْأَلااهنَّأََكحُولَتًانَمِدلٍَبْنحَوِنيَتَ

ّثِلُمواهَلٍةَفِرْعَملُِّكِبجُاجَعلابَِعَل2 ُراردِْماهُتايَبَغٌةَ

ِلاعَمتَْفَعَف3 ّيَغواهَم ُراكْبِمىَصَحلابحُوََّرَتٌحيِراهَمسَْرَرَ

ّرلاوَىِفاثأَلاىَرَتَف4 ّنأََكَدامَ ُرآظْأٌَمئِاوَرِهْيَلَعٌّوَبُهَ

َجلااهِبلُُّحيَدَْقَلو5 ُراوصِنَُّهنَّأََكنِويُعلاُروحُُمِهيفوعُيم

ُرافخِنَُّهفاوزَرَبُمُهاذإِواْوَقَتْلٱاذإِنَِّهِلوعُبَدْنِعنَسَْنأَْي6

ءايحَثُيدَحلاغََلَباذإِسٌُمُش7
َ
ُرارغْأَِهِميرَكِبسٌِناوأَوُه

ّنأََكنَُّهُمالَكو8 رَمامَ
ْ
ُرارِسَنْيَقَتْلٱاذإِنَِّهِثيدَحبُِهُعوف

ّللانَِمنَسَْلوٌحجُُر9 ُرابُغقِيرطَّلاىَلَعنَِّهِلويُذِلىحَضُّلابىِتاوَ

ُرابشْأَلااهِعارِسِلاطُخلاَناكٍةَباصُملَْهأََندُْعَينَجَْرَخاذإِو10

ِلنَْثِرَيمَْلُرِئارَحلانَُّه11 ُراجيُنَُّهَلبٌأَسَْيَلوًالامضٍِرْعُم

ّدلاكمُْهجَادْحأَىَرَتلَْهكَِنْيَعِبحَْرطْٱَف12 ّمَحُتَنيحمِوَْ ُرادْخأَلالَُ

ّيَخمُلُُّكنَِّهِبَماكإِلاىَشْغَي13 ُراّوَمُهُتافِلَتْخمَُكاشدَْقسٍَ

ّسلاعََمنَِّهِبىَرَجواهُراصْبأَتَْهَراكَتُنويُعلااذإِو14 ُرافِقبِارَ

ّدلاَرَظَن15 ّدَرامًةَرظَْنسَُمْهَلَ ُراّوُعالوِهِتَلقُْمِبلٌَوحَاهَ

ُحلاىأََرف16 ّنأََكلَوم ُراهظْإِلااهِبامَسَنيحلِآلاىفاهجُادْحأَامَ
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ُراقيإِلاُهُليمُيِنْيَتَعْيرُذِبِهِناوْنِقنِْمُهارُذُداكَيلٌْخن17َ

ُراوَنكَْيَلَعاهِتَلْيَلتِْحتَنِْمِهِبتَْرَكَباملُْثِمَةَمالَملانَّإ18ِ

َحلاِةَمسِنِْمكَْيَلَعوىَبصِّلِلكَُلثِملُيمَيفَْيكَلُوقَتو19 ُراذِعمِيل

ّنأََكِداوسَّلاىفضَُهنَْيبُْيشَّلاو20 ُراهَنِهْيَبِناجبِحُيصَيلٌْيَلُهَ

ُراجتِِهيعِئابِلسَْيَلبُْيشَّلاوُهَعابنَْمٌحبِارَلبَابشَّلانَّإ21ِ

ُرافظْأَِهِنانَبِلنَْملَُّذأَوىَشَمنَْمُمأَلْأَتَْنأَِةَغارَملانَْبٱي22

ّبَقُتثُْيحََكازخْأَُهَماّيأَوْأََكابأَتَْرَكَذاذإِو23 ُراجحْأَلالَُ

رَمَةَغارَملانَّإ24ِ
ّ َ
ّللاىفاهَعوبْرَيتَْغ ُرامضِْملاَدَهاجتَثُْيحَمِْؤُ

ءْوسَعَِفدَْملُِّكُةَرارَقْمُتنأ25َ
َ
ُرارَقلُيسَتٍةَعِفادلُِّكِلوٍة

ُرانَمنَِّهِلاعَفِلمٍِراكَموىَصَحلاِبوِءاجِهلابكَُتمَْمَغىّنإ26ِ

رُمًابرَْحكَْيَلَعتُفَْطَعدَْقَلو27
ّ َ
ُرارمْأَفٌِطاوَعبَورُحلانَّإًِة

ّنلابَكَِرْوَلواهنِْمبٍِراهىَجِْنُمسَْيَلكَِّمأُوًابرَْح28 ُرارِفَماعَ

ُرابِكِراخَفلانَِمكَْيَلَعٌمَحُقِهِبىلًارْخَفكَْيَلَعنََّرَخفْأََلَف29

ُراكذِْمٌةَبيجنَومُْهَلٌمْرَقمٍِرادِلكَْيَلَعىنُعَفْرَيَلىّنإ30ِ

ّوَجلاىفًامِرادكََقْوَفتَْيأََرتَْرَظَناذإِو31 ُراصْبأَلاعُطََّقَتثُْيحَِ

ّلِلفُِطْعَيَلىّنإ32ِ ّرلاىّنِماجَراذإِمِيئَ ّرَجمُحَاوَ ُراّرَكبٌَ

ُراطخْأَالوانُلِداعُيبٌَسحَمُْكِمْوَقىفامومُْكُمِتشْأََلىّنإ33ِ

ءامسَّلاُمُهَلٌرَشْعَمكَِئاعصِاقِبنََّلَدْعَيلَْه34
ُ
ُراهنْأَلاوكَْيَلَع

ُراثِكدَُّعُياذإَِنورَثكْأَلاومُْهُميدَقدَُّعُياذإَِنومَرْكأَلاو35

ُراطّخَبٌَعصُْمِةَلوحُفلاطُْمَختَْرطَاختَُمورُقلااذإِكَْيَلَعمُْهَلو36

ّمُغَيجٌَجُلتَْعَفادَتلُوحُفلااذإِكَْيَلَعمُْهَلو37 ُرامغِنَُّهجُْوَمكَُ

ّدَرُيٌموَق38 ُرابدْأَلاعَُنْمُتوكِولُملابُضََغاومأَْلَتسْٱاماذإِمِْهِبُ

ءاسِّنلاعََنَم39
َ
ّبضَلِآِل ُراكْبِمٌةَعْقَوٍدْعسَلِآِلوٌةَعْقَوَةَ

ءاسِّنلااوعَنَمسٍِراوَفىَّأََدودَجَةادَغلْأَسْٱف40
َ
ُراؤجُنَِّهِذوعِل

ُرابُغواهَرودصُلُُّبَتعٌَفُداهِفاتْكأَىَلَعٌةَسِباعلُْيَخلاو41

ُراوِغنَُّهحَالبَِزاوشَاّلإِانُدايجِلَُّظَتامكَِّمأُواّنإ42ِ
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ُراتوْأَلاضَُقْنُتوِوُّدَعلاُمغَْوانَقلاوعَُفدُْينَِّهِبوانِبًاّبُق43

ُراسإِِهْيَدِعاسِبوُهَنقَْلطْأٍَةَقوسوَنْئِطَوكٍِلَمنِْمَناكمَْك44

ءادِفلاَناك45
ُ
ُراثُمِرابُغلاجَُهَرذْإِلَْيَخلاوانحِامِرَرودصُُهَل

ّنأَِبنَّأََبْنُتَلتَْلأَسَنِْئَلو46 ُرازِندُُّعَتاممَِرْكأَبوُمسَْنانَ

ُرايخْأَلاِهِنيدِلَنْوفَطصُْملاواورِّيُـختُنَيذَّلاُةَكِئٰلَملالَاق47

ُرامحُِهادصَىَلَعحُونَيًافَدَجاكَبنَْمَةَثيبَنىَلَعُهٰلإِلاىَكْبأ48َ

ُراعوكَْيَلَعٌةَيِنالَعىٌزْخِاهُتْوَموِةايَحلاَةَقِفانُمتَْناك49

ُرايعْأَلااهِقارِفَةادَغًاعَزَحىَكَبدَْقَلنِاتأَلاىَلَعتَْيكََبنِْئَلف50

ُراوُدنَُّهَلاهِتَوْثجُُناكَمواهَندِْهَعَنيحنَُّهَعُرذْأَنَسَْهنَْي51

رمْٱىَلَعىِكْبَت52
َ
ءاسْعَقاهُلْثِمَكَدْنِعوٍةأَ

ُ
ُرامخِكَْيَلَعاهَلسَْيَل

ّنَيِفكَْتَلو53 ّلاكَِتجَوَْزَدقَْفكََ ّقَوُمتْكََـلَهىتَ ُراصِقِروهظُّلاُةَعَ

ّلُككَِّمأُتُاوخَأ54َ ُراهْصإِلااهَدْنِعكََتوفَياّلأٌَةصَيرَحنَُّهُ

ّنإِعَْفشَْيكَيبأَِللُْقوبُْطخْٱف55 ُرادْقِْملاكَُنيعُيسَوْأَُنوكَيسَُهَ

ّيِظحََنوكَتنْأَكَِبتَْسَعًارْكِب56 ُراكْبأَلااهُرْيَخَحكِانَملانَّإًِةَ

ُرازُيَروبُقلالََخَداذإًِاتْيَمىَرأَالوِةوٰيَحلاىفَةَرايِّزلانَّإ57ِ

ءْوَسِبتَمَْمَهدَْقَلو58
َ
ُرافْحِملانَكََّمَتثُْيحَِدْحلَّلاىفاهَتْلَعَفوٍة

ّيَلُبىَْعُبضَتْأََراّمَل59 ُرافِقنَِّهِثالَثَرْيَغضُرْأَلاوتَْشَهجْأََةَ

ُراقَفنَِّهِصوصُفَنْيَبنَْقُرْبَيًامُظعْأَاهنِْمَمْوَيلاتَْنَنجَاّمَل60

ّدلاىِرذَْتاهَبيحَرُعابضِّلالََكأَامَدْعَبَفأ61َ ُراّهَقلاكََناهأََعومُ

ُرايخْأَلالَُعفَْتكَِلذٰلَْثِماماهِرْبَقىفاهَتحْضََفواهَتْيَثَرو62

ُرارْبأَلالُضَافَتِهيفبُدَْجلاواهَنودكَسِفَْنِلتَْرَخَذامتَْلَكأَو63

ّللاِبكََسفَْنتَْرَثآ64 ّيِوَ ّلاوِةَ ُراخذْأَلااهِلْثِمِلواهَلتَْناكىتَ

ّللاىَرَتو65 ُراثْئِتسْٱُهَلِهِتَديعَقىَلَعوِهِلايِعَنودَكاذَكَميئَ

ُرابسُْقلااهِئاكُبِلُهُجيهَيوتَْبَدْجأَاماذإُِهَتَليلَحىَسْنَي66

ّيَغُمجِْرْختًُافِرقُْمكَُينَْمواهَتَبْحصُتَيسَنأ67َ ُرابخْأَلاِهِّرِسبََ

ُراّرَهاهُؤاتشِواهَتكَْرَتواهِئاسكَِحيرتَْرَكَذتَْعِبشَاّمَل68
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ُرازِغبِانَجلاُةَبصِْخمُُنأْضَّلاوٌةَبْثكَُكَداؤُفتَْرَمَغدَْقواّلَه69

ُراشّكٌُعِراوشَُعابسِّلاثُْيحَاهِتأَْتمَْلذْإِكَْتَعَدَنيحتَجَْهْجه70َ

ّوجََتفاهَوْلشَِزِرحُْتِلتْضََهَن71 ُرارمِئِاوَقلابِصََقنِْمخُُّملاوتَْرَ

رَماوُبْختَُراّنلاواهِلولْمَمىَلَعتْحََنجَدَْقوتَْلاق72
ّ َ
ُراثُتوًة

ءافْجَع73
ُ
ّزلاثَُدَحاهَباصأَمِاظِعلاُةَيِراع ُراّثَعلااهدَُّجونِامَ

ُراعِرِئارَحلاىَلَعلَازُهلانَّإِنَْلَزْهُتالمُْكُتاتَفمِارَحلاىنَبأ74َ

ُراّيَماهِئاتشِِدَّحبِمُْكْنِماهَدْنِعنَْلازَيالونَّكََرْتُتال75

ُراسْيأَالواهَمصِْعَيفلٌاماهَلاملَُزْهُتكَيبأَواهِقَّحبِو76

ِللاطَِمَشامَدْعَببٍْيَلُكىنَبخَويشُىَرَتو77 ُرامْعأَلاعََسْعَسَتوىَحّ

ّلَكَتَي78 ِللابَُّزُمُهارَتلِاجِّرلاعََمَنومَ ُرافصْأَمُْهُبولُقو22ىَحّ

ُراتُقِرابِكلاِرَمَكْلِلسَْيَلمْأَانِئاوشُِحيرثَاردَْقمْأَتَْلِجَعأ79َ

ُراشْيَقعٌِـباسونَصِْدَيتٌّسِاهِردِْقىفامكَخٌِبطَُّملََّتمْٱام80

ّيَسُنو81 ُرابِونَُّهَنْيَبسِِفانَخلالُْثِممُْهَدْنِعبٍْيَلُكىنَبِلٌةَ

ءُرتَْطِمَشٍةَلوعُبِّرَشَدْنِعتٌاضِّبَقَتُم82
ُ
ُرامْغأَمُْهوُمُهُسو

ُراقْنِمُهَناسِلنَّأََكٌرظَْباهَلْعَبُهجِاوُيٍةَلَكْنحَلُِّكنِْم83

ءادْوسَاهُؤابآٌةَميئَلنِْيَدَيلاُةَمأ84َ
ُ
ّلَعُيثُْيحَ ُراصقِّْتلاقَُ

ّيَطَتتَْناك85 ّيكَِذِباهَلًاتْيَبجِْلَيمَْلوِءاسُفلاببَُ ُراطَّعٍةَ

ّمِم86 ّنلاُهُرِكابُينَْ ءارفْصَُهَدْنِعولُيشَ
ُ
ُراقُعمِورُكـلاِدَبَزنِْم

ّمُحِهِباموقُورُعلاُهُرِهْسُتتُيبَيو87 ُرافصْأَالوُهَلُخدَْتفىَ

ّنلاُمِلاعَتُم88 ّتلابُمُهُمُهنَيذَّلاِرَفَ ُراتْفأَالوٌرُمُغاللِْبَ

ُراخَفمِارِكْـلِلكَِبامفأَْسخْٱوُهَناتأَكَيبأَنَْعكَِّمأُِلطِْبرْٱف89

ُراغصِنَُّهوُهُعِماسَمتْكَِرُتنٍِئاخمٍيئَلنِْمكََلْبَقَناكمَْك90

22 Bevan also gives the alternate form, al-luḥā. Bevan, The Naḳāʾiḍ, 2:878.
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Poem 96 by al-Farazdaq

َرَعتَْبَهذْأَفَرايِّدلاتَِحم1َ
ِرُوملاوىَلِبلابِةَفيحصَّلاَوْحمَاهِتاص

ّيشٍَعِبُهَلًادْرطَىصَحلاِدْرطَىفنِافِلَتْخيَنِاحيِر2 ِروكُبوٍةَ

ّيِئَوتَْحتََنْتِبدَْقُهَنجِْتْنُيمَْلوًادَلَومٍئِاوَرو3 ِرودُقِلٍةَ

ِريقنِْمٌحشِارونَِّهِبفٌَلَكىَلصَّلانَُّهنِْمبَاصأَثُْيحَنَّأََكو4

ّرلاىِقابِهِبتَْمِئَرٍةَمامَحخَْرَفنَّأََكو5 ِروصُعَدْعَبنَِّهِبِدامَ

َحلالُْثِم6 ِريصَبِلاهُدامَرُنيبُينْأَامٍةَمامَحلَْوحَنَْعَقَومِام

ِروخصُوٍةَريفحَنَْهَرضِرْأَلاىفتْحََبصْأَىماظِعنَْإىرْعشِتَْيَلاي7

ىِروغُثلِْثِمِبمُْهَلُموقَيًالُجَرُمُهنِْممٍيمَتونَبنََّلَعْجتَلَْه8

ِلتُْنِمضَىّنإ9ِ ِرودَغَرْيَغتُْنكُوَناكفىِبأَوىَنجَامىناتأَنَْم

ِريسأَلَُّككُُّفَيواهِبىِفَيفبٍِلاغمُِظعْأَُميمَرَنيِئِملاىِرقَْي*9

ِريـجمُلُابحِِهِبثِيغَتسُْمْلِلِهِلابِحكَامفِهِبُراجَتسُْملاو**9

َخلانَْبٱَي***9 ّيِل ّىَلإِتَْرَخَزاذإِىجَجُلٍرِماعِبلَانَتنَْلِةَ ىِروحبَُ

ّللاىتَلَظْنحَوىِرْمَع****9 رَمأًَابَبسَاعَزانَتنِاذَ
ّ َ
ِرورَغَرْيَغَناكف

ِروخَفلَُّكتُْبَلَغِدوعسُّلاِدْعسَىَشَمنَْممِأَلْأَنَْبٱايٍدْعسَلِآِبو10

23ِروجحُتِاوَذىَلإَِنامُعىَرُقوٍدِّيَقُملِمَْرِبامُمَلْعَتتَْنكُْوَل11

ِريمأَِلنِْدَتمَْلٍدْعسَلِآنِْمًالئِابَقوًالِئابَقنَّأَتَْمِلَعَل12

ّدأ13َ ِروزَنَرْيَغَناككَِّمأُوبٍأَِلاهُلْمَحنُصِاوحَبٌُجنُمِْهِبتَْ

ّلاَرَضُمىَلَعاوداز*13 ِريفَنباهِّلُكَةَعيبَرىَلَعواهُسأَْرمُْهىتَ

ِروزَجُماظِعمُْهُلضُفَْتَمامَشِباوحَبصْأَامٍرِماعِبلَابَناكْوَل14

ّبَرَتبُابِّرلااذإِو15 ىريصَنزََّعوىتَرطَاخمُتَْمُظَعاهُفالْحأَتَْبَ

ّمضَاماذإِانَتَوخْإِواّنإ16ِ ّتلالَِزانمِنْيَبَشخْأَلابانَ ِريمجَْ

رَع17
َ

ّنأَلُِئابَقلافَ ّتلاكِسِانَمِباهقُّحَأَواهُبابرْأَانَ ِريبكَْ

ّنلاوَةَفالِخلالََعج18َ ّوُبُ ّبَرَةَ ِرومْعَملاِهِتْيَبَةَمرُْجوانيفانُ

ِريغُموٍدجِْنُمِبىَاوسٌِدَحأَِهِمْوَقىفُهدُُّعَينَُّهُلْثِمام19

23 Bevan also gives the alternate form, ḥajūri. Bevan, The Naḳāʾiḍ, 2:911.
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ّلُكُمِراكَملانَُّه20 ِروثكَْملاالوانَللِيلَقلاِرْيَغاصَحلاعََمنَُّهُ

ّدَرىذَّلاىبأَو21 ّيِنَملاَ ِروبصَْملاعِِداخأَقَْوَففُْيسَّلاوُهُرْبَقَةَ

ِروجرُْجٍةَريثكَِباهَقانعْأَُهُلْبحَقََلطْأَفٌةَئاِمُهَلتْضَِرُع22

ّمَثلُِئابَقلاَراطًىنِمنِْملِِزانَملابفُِدْنخَأُاذإِو23 ِريطَملَُّكَ

ِلٌةَكولْمَممُْهَباقِرنَّإِوًاقَرِف24 ّلَسُم ِريبكَنِْيَدَيلاكِِلَمطٍَ

ّنلااّنِم25 ّىِبَ ّمَحُمُ ّنَعِهِبىَلْجيٌُدَ ِرومأَْمقٍدَّصَُمِبىَمَعلااَ

ءارَونَيذَّلاِرْيَخ26
َ
ِريذَنوٍرِّشَبُمتِامُرْكَملابُهَمامأَوُه

ّنلانَّإ27ِ ّوُبُ ِروهَطِباعَدنَْملَوَّأَوانيفىَدُهلاوَةَفالِخلاوَةَ

ِريدَهِبمُْهُمْرَقعَجََّروىنودُمِهيدْيأَتَْمَرٍدسَأَونَباذإِو28

ِريثكََنيلضَِّفَتُمىَلَعًالضَْفُهَلتْأََروُهَتْحتَُةلاحِفلاعََشخ29َ

ّرَمُمَىهَْوِرْوَغلاباهُنابْكُرتَْعضَوْأَُدِئاصَقلااذإو*29 ّتلاُةَ ِريبحَْ

ّنأَُنِزاوَهتَْمِلَع**29 رَغدَْقُهَ
ّ َ
ِرورُغِباهُتاوُغواهُؤارَعشُاه

ِروبضَْمسٍِنْهَبَتُمىَدَلًاقَرَفتَْرَحجْأَاّمَلنِِّجلابُالِكتَْحَبَن30

ّمُثَنْيَعْقأَِهسِأَْرىفٍةَبالصَنَْيأََراّمَل31 ِريرَهَدْعَبنَْيأَصََ

ّيِرَفْعَجلاو32 ِرورْسَملااهِمالُغِباهَلٌّمأُاهَلٍةَحِرافُرْيَغُةَ

ّرِفَيو33 ّتللصُومَيَنيحُديرُيوتَْعَدنْأَاهنَْعبُّشَِيَنيحُ ِريهطَْ

ِريعَقجِاجِفلاقِِرخَْنُمُنابْكُرتَْقَتْلااذَإَنومِدَّقَتُملانَِمىَرَتس34َ

ّلَبحَسُويُتمْأَفَِدْنخُِكولُمأ35َ ِروحنُوعٍِراكأََنْيَبنَيذْمَيقٍَ

ّنإِسُْيَقاي36 ِروجفَْممٍدََّهُمِبىَرِقلالَاغمُْكضَْوحَْمُتدَْجَوُمُكَ

ِريصَقغِورُفلاِةَقِّيضَِءاشِرِبُمُتغَْرْفأَامِبُهُلِئاوَغتَْبَهَذ37

ِريغُملُِّكِلُهَتَمينَغْمُتْنكُُهَنودْمُتطَْبَهاذإَِزاجِحلانْأ38َ

ّمأُِرظَْبِبُذولَتىّنِمتْحََبصْأََنِزاوَهىَلإِتُْبِجَعدَْقَلو39 ِريرَجِ

ّلِعُمُهنَْععُِـفادُملاسَْئِب40 ّرَشَناكِةَغارَملانُْبٱواهُذْوَ ِريجأََ

َخلانَْبٱاي41 ّيِل رُمىبرَْحنْأَِةَ
ّ َ
ِروبصَولٍَظْنحَُةَقاذَماهيفٌة

ِروسُنوعٍُبضْأََمحَْلُمُهوكَرَتىذَّلانَِممِْيجَُهلاىنَبتَْلأَسَاّلَه*41

ّمأُنْأَْوَل42 ّتلاكِنْيَبْعكَـلابضُْيَحلاواهَتسْٱتِجََرخْأَثُْيحَكََ ِريغْمَ
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رُغنمِْكَْيَيْحَلتْجََرخْأَتَْناكثُْيحََكُرْيأََداعوْأ43َ
ْ
ِريحَزِباهِلوم

حضِاوَفَدْنِعِنْيَلْثِماهُكْيَنكَِّمأُِءاجهِلَْثِمَناكوْأ44َ ّتلاِ ِرييْعَ

ِلٌرْمَتٍمِّلَحمُلِْخنَوٍرَجهَىفَناكدَْق45 ِريقَفمِاعطَّلاسِِمَتْلُم

ِريعَشِبِهِبْوَثىفُهَلاوثَلَغمِْهِّرُبنِْمُهَلاوعِمجُِمُهاذإِو46

رُغجٍِراخَعَدْجأَلُِّكنِْم47
ْ
ِريصَقلِابسِّلاوبِجِاوَحلاَنْيَبُهُفوض

ِروقَوَرْيَغتِارَمَغلاىَلإِوُعدَْيِهِتْوصَِرخِآِباعَدَنيحَكوبأَو48

ّنأََكمِْيجَُهلاونَبو49 ِريفحَعِابضِنِْمِةَراغَملاَمِدَهِهِباوخَدشَامَ

ِريسأَِبالومٍَدِبالَنايزَْخٍرِئاثَمأَلْأَتَْعجََرَنيحتَْعجََرف50

ِرورَفَرْيَغتَْنُكَـلكِابشِّلاَمْوَيِهِفْيسَوفِاصِقلاىخأَلَْثِمتَْنكُْوَل51

ِرودصُلَيلَغىَفشَواهِبىَكْبأًَةَروكذَْمًةَبْرَضَةَلْبَعنَْبٱبََرَض52

ّيشَِعحَاروًابَسحَاهِبىَنَبو53 ِروتْوَمالوسٍِنَدالبِايِثِبًةَ

ِروبخُبِاطِولاِةضَِمْحُمِلًانْهَرىَصُخلاِةصَِهاونَْبٱايكََلْيَلتَِّبام54

ّنإَِةضَْيَمُحىَْنْبٱَي55 ّىَغلاىفامكُازْنأَامَ ِروجُفوٍةَوقْشَِةَوْزَنِ

ّىَلإِنِايِواعلا56 ّرَضَتَنيحَ ىريِئَزَدالِبلاأََلَمدَْقوىرانتَْمَ

ِريتَقِبىقِرفَْمعَِـفُّلوطٌَقسَىنِطْوَمىفنُْكَيمَْلوتُمَْزَنْعٱَنيح57

ِروبضََنيِئاملانَِمنِانِعلاحِِرَمطٍِفاحمُىَرَْجتُْيَرَجَنيحتُْيَرَجو58

ّرَبٍنيمَيىَلَعتُفَْلَحدَْقَلو59 ِريبَثوًىنِمىَلإِتِاصِقاّرلابٍةَ

ّرَجُمِلاعِمسَْتسْٱفامكُاصَعنََّعَرقُْتْلَف60 ِروثَعِرْيَغتِاعَقَولابَِ

ِروفْعَيلاككَّصَأَقَْوَفنِافدِْرامُتْنأَذْإِامكُاصَعُهٰلإِلاحََبَق61

ّيشَِعىَِّصَخلاامكُُفادِترْٱالْوَل62 ِريعلاىفامُتْئجَِةضَْيَمُحىَْنْبٱَيًةَ

ّرَعَتَل63 رِعتَْفَ
ْ
ِريعَبوٍةَلاحِرقَْوَفِنْيَلدِْعامكُْيَدَسجَامكُاس

ِريضْحمِبٍِّرَقُملُاقِنمُْهنِْمامكُاسفَْنتَْنَددَْقَلوامكُاخار64

ّيِفَقوُهَلبٌَلَحامكُاّجن65َ ِروحسَلُِّكِبُهَللِايِعلاَنودٌةَ

ِروكُذنِوطُبلاِةَقحِالِبًابْرَضمِْهِفايسْأَاودِّرَجمُمِيطَخلاونَبو66

رُملُْيَخلاو*66
ْ
ِرورَجمِاقَملاِةَنِئابُناطشْأَاهحَامِرنَّأََكٌةَفِد

ِروهُمِرْيَغِبُمُكِتانَباوحكََنامَدْعَبَحجِاحَجلاُمُكَخويشُاولَتَق67
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ِريـحبَنِبَةضَْيَمُحتِانَبًارَمَكاهحَارحْأَاوضِمحْأَفنَْلَلَتخْٱاذإِو68

ِريغصَلَُّكنَُّهَلتُالِتاقلاوٌةَلوعُبنُّهَلاموتُادِلاولا69

ّنلااذإِتُاجلِدُْملاو70 ّوَغَتُموجُ ءاعُدتُاعِباّتلاوتَْرَ
َ
ِريفصَلُِّك

ِريمضَلَُّكَنْرَشَنَنيحنَُّهنِْمىَوَهلاىَلإِنَِّهِبتْحََمَجىَنُملااذإِو71

ِرويأُولٍشِايَفَنْيَبنَجِْلْخيُاهُهاوْفأَبٌِراوضَنَِّهِبتَْلام72

ّيِرَفْعَجلاو73 ّرَشتِاوَلَخلاىفِهيبأَِلاهُنْبٱُمِلَتْحيََنيحُهَ ِريشَعُ

ّتٱثُْيحَاوُرَوأَْتسْٱاّمَلنَْيأََرنَيذَّلاَدْعَب*73 ِروهظُوٍرِعاوَجبِاوَقَ

ءُرقَْوَفخُيفُتُعابضِّلاثُْيحَ**73
ُ
ِروثأَْممٍِّمصَُملَُّكَنْيَشْغَيمِْهِسو

ِرودُخبِتَْرِدُّخجِِداوَهلاقَْوَفاهَلًانُعظٍُرَفْعجَنِْمىَرَتنَْللَْب***73

ّتح74َ ِروصْعَملااهِدوعُةَميرَكمِْهيفٍرَفْعجَنِْماهجَوَْزقَِرافَتىَ

ِرويقَْملاىَلَعتَْدَرَودَْقوًاّيحَرٍَفْعجَنِْمعَْدَتمَْلىَِزاخَملانَّإ75ِ

ِروعذَْمسٍِرافِبدََّنَماّيأًَالُزْرُقْمُتْرَكَذاذإَِنوفِرْعَتلَْه76

ّدَوَيالذْإ77ِ ّنأَلٌْيَفطُِهِبُ ّوَجلابُهَ ّرَدُمقَْوَفِ ِروطْمَمبٍَ

ِريـحبَِرْيأَِبتَْبَهَذدَْقِراعجَوٌةَموصقَْمٍدِلْيَوخُنِْبٱُةَماهذْإ78ِ

ءاج79
َ
ِريشَعِبمُْهَلاهَعَمِهِبىِشْمَتاهِدالوْأَىَلإًِالصَأُِهِبتْ

ِروعُولَْوحََنوفِنَتكُْملِْيَخلابُمُهذْإِلٍالِهونَبَدابَمْوَيمْأ80َ

ِروزَجَمْحَلَنومسَِتقَْيمِْوَقلابمُْهنَّأََكبِيثكَـلاِمَكَتْرُمِباوتاب81

ِروبصَُرْيَغتِالسَأَلابنِْعطَّلاوىَرِقلاَنيحىَرِقلاىَلَعىُِّرِماعلاو82

ِروقَعِبىنَتْحَبَنَنيحتَْنأَامىَشَمنَْممِأَلْأَنَْبٱايَعَوْرَبىََّنُبأ83َ

َيلااذإِو84 ِريرَسقَْوَففِاضخَنَْبٱيتَدَْعَقواهُناطيحِتَْرَمْتأَُةَمام

ّوَل85 ّنأَبُسِْحتَكَْيَقدْشِىبتَْيَ ِريثكَِدْبَعنَْبٱيكَِمْوَلِبايعْأَىنَ

ّبجُِرجِاهُمْلِلٍدهُْمَلىّنإِ*85 ّمأُِدْلجِنِْماهُرارزْأًَةَ ِريرَجِ
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Poem 97 by Jarīr

رُملِاجسِِبِريفحَوٍةَمامَح24ىِهَْنِلًايقْس1َ
ْ
ّرلاِزِجتَ ِريطَمبِابَ

ّيَهًالِزانَمكَْلِتِلًايقْس2َ ِروبَزَىحَْونَُّهَيِقابنَّأََكوىنَنجَْ

ءىَْشسَْيَلوتُْيأََردَْقمَْك3
ٌ
ِروزَموىَوَهلافِِرطٍَرِئازنِْمًايِقاب

ِرويأُلَوطُواورخََتْفٱاذإًِارَصِقمٍِرادىعِاسَمىفقَُدزَْرَفلاَدَجَو4

ِرويُسِبُهُرويسُسَْيَلفٌمَلَحعٍـشِاجمُمِيدأَىفونََّرخَفَْتال5

ِروفصُْعلاَةَشيرُنِزاوُيًامْلحِعٍـشِاجُمِلدِْجنَمَْلَةَرْعشِىََّنُبأ6َ

ِريسأَقَاثَواوكـلَماموٌدْفوعٍـشِاجُمِلادَغامُمَلْعَنَلاّنإ7ِ

ّرَمَتسْٱوكَُلابحِتْضَِقُنامَدْعَبِةَلالُعلانَِمتَْوجََراذام8 ىريرَمَ

ِروهَطِبُهُروهطَسَْيَلفسٌجِْرًادجِسَْملُُخدَْينْيحقََدزَْرَفلانَّإ9ِ

ِروحنُوعٍُرذْأَِبىِِّدَهلاَمَدوًامَرْحمَىِلابُيالقََدزَْرَفلانَّا10

ّرُكلِجِالَجىفقَُدزَْرَفلاىَسمْأ11َ ِريرَجلًِةَجوَْزلِِطْيخَأُلاَدْعَبجٍَ

ِروزَةَواعَدًابِذَكىعِدََّيوْأَبٍِلْغَتىَراصَننِْمقَِدزَْرَفلاطُْهَر12

ّجح13ُ ّرَقوبَيلصَّلااوُ ِريزْنِـخلانَِمُمُكَبيصَناوذُخومُْكَنابْرُقاوبِ

ّنلاِبَناكنَْمعٍـشِاجمُِءالَبنَْعُرِبْخأُسَىّنإ14ِ ِريبخََرْيَغتِابخََ

ّرَتْغٱومِْهِتاتَفُرقُْعَنابْقَوىنَبىَزخْأ15َ ِرورُغلِْبَحبُِمُهُراجَ

ِروخَُمِراوَهٍةَحِلْمُمَهاتسْأًَاعشِاجمَُراجَتسْٱامُمَلْعَيَناكْوَل16

ّزلالَاق17 ِرودَغبِايِّثلاسِِنَدىفَرْيَخالعٌـشِاجمُُهْتَمَلسْأَوُرْيَبُ

ِريبَثوًىنِمنِْمبِصََّحُملاَنْيَبمُْكَردَْغشٌْيَرُقتَْرَكَذدَْقبَّشَاي18

ِرورُسِرْيَغوٍةَيِفاعِرْيَغىفًارَقْنِمقََرافَنيحقَُدزَْرَفلاادَغو19

رُمنُْبٱَزَمَغ20
ّ َ
ِروذْعَملاغَِـناغَنبِيبطَّلاَزْمَغاهَنْيكَقَُدزَْرَفايَة

ِروكُذِدّشَأَلاِدَلَونِْمنِصِْحلاَكٍةَعْبسَِةَعْقَوَدْعَبقَُدزَْرَفلاىَِزَخ21

ِريرَسوسٍبَحِمِبتِاتُحلاتُْنِبُهَبانْمُتْرَقَعدَْقوبَارُغلاىِضْرُت22

ِروفَّقلاَةَراصُعِهْيَرخِْنَمنِْمتَْقَشْنَتسْٱفعٌـشِاجمُكَْتَدَفتَْلاق23

ّمأ24َ ِروزَجِّرَشِبُمُهَلتَْمَلوْأَذْإِعٍـشِاجُمِلًةَيزْخُِةَدْيَنُهتَْ

24 Bevan also gives the alternate form, nihyi. Bevan, The Naḳāʾiḍ, 2:935.
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ِريعَبوبٍكِارحَضَْفأَقِوسُّلاىفًاسِرادًاريعَبُمُكُبابَر25تَْبكَِر*24

ِرويَغَرْيَغُنابْقَوايتَدْجُِوفًاعشِاجمُطِيقَولابُةَمامَغتَْعَدو25

ِروهبَْمفٍِرقُْمِبنِاهِّرلاَمْوَيًارِماعىَِراجيُنَْلقَُدزَْرَفلابََذَك26

ِروفَنبََّزأَىَلَعُهابأَاولَمَحًاسِراوَفبَيعَينْأَقََدزَْرَفلاَهْنٱف27

ِروسكَْملاكَحِانجَشِيرِباوبَهَذامَدْعَبسٍْيَقمِْتَشِبتَْلِهجَدَْقَلو28

ِروهْمُجٍةَبيتكَلُِّكُداّوُقِهِرايْكأَىفكَيبأَدَُّجوسٌْيَق29

ِروصْنَمىنَبالونِويُقلانَْبٱيُمُتْيَرجْأَْوَلَنافَطَغاوكِردُْتنَْل30

ِريكَوِنْيَتَبْلَكبِحِاصِبْرَخفْٱفمٍِلْعُممٍاسلُِّكِبكَْيَلَعاورَخَف31

ِريمأَنِْبٱوِنْيَتَفِئاصِريمأَوٍةَفيلَخوٍةَفيلَخبِاوبَجنْأَمَْك32

ِريخَوَنْدَلَوٍةَمُرْكَمبَُّرايُمُهنِْمشٍْيَرُقىفنُصِاوَحلاَدَلَو33

رَغأَمٍْوَيٍةَمولْعَممٍِراكَممِْوَيِباولضََف34
ّ مَُ
ّجَح ِروهْشَملٍَ

ّثلاىَلَعتُيبَتسٌْيَق35 ِروخاملابِحِاوصََدْنِعتُيبَتومُْهُدايجِِروغُ

ءالَبَنورُكذَْتلَْه36
َ
ِرومأَْملاسَِراوَفَنورُكذَْتوْأَافصَّلاَمْوَيمُْك

ّزُجَةادَغسَونَتخُْدوْأ37َ ِروبُثوٍةَّلِذِةَوعَْدِبتَْعَدواهُنورُقَ

ّتلاِزِعامأَوافصَّلاَمْوَيُمُكاصُخبِتَْرَشابَتَعابضِّلانَّإ38ِ ِريرْسَ

ّتلاأََوسْأََرِّوُغفًادرِْوافصَّلاَمْوَياومدََّقوُنويُقلاَناح39 ِريوْغَ

ِرورطَْممٍَذهَْلِبُهولَزْنَتسْٱفٍرِماعِلَكاذَمْوَيطٌيقَلامَسو40

ِروهُمِرْيَغِبُمُكِنانَباوحكََنٌدَبْعَملَِّبُكَةادَغَناحَرحَْرِبو41

ءوسَياميف42
مُُ
ّتحَاهِتسْٱَدَبَزًاعشِاج ىِروكُبوىحوَُّرَتتِامَملاىَ

Poem 101 by Jarīr

َخلاَناب1 ّدَوفِنْيَتَمارِبطُيل ّلُكَوأَاوعَ ُعَزْجتٍَنْيَبِلاوعَفَرامَ

ّدَر2 عَُبْرَملاىَّلَوَتدَْقوفُيصَملاجَاهامَدْعَبحٍولطُىذِبلَامِجلااوُ

ّيَهىحَضُّلاِبَجحِاوشَّلانَّإ3ِ َحلاوبََنْيَزِرادىفىنَنجَْ ّقُولاُمام عَُ

ّصلاِهِبىَرَجولٌجِاعنٌْيَبتُْلُقفبُارُغلابََعَن4 عَُمْلأَلاَةادَغلاُدَرُ

25 Bevan also gives the alternate form, rakabat. Bevan, The Naḳāʾiḍ, 2:938.
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َجلانَّإ5ِ ّرَفَتعَيم ءاوْهأَتَْقَ
ُ
ّنلانَّإِمُْه ّبحِأَلاىَوَهِبىَوَ عُجَفَْتِةَ

ءازَعلافَْيك6َ
ُ
ّرِقَيًابْلَقُمُتْنِبذُْمدْجِأَمَْلو عَُقْنَيًابارَشالوُ

عَُفْنَتالٍدِعاوَمِبىنِتْبَلَخوىنِتْبَذَكوىَوَهلاىفكُِتْقَدصَدَْقَلو7

ّرِسىدْنِعلَانُيِلنُْكَيمَْلوَةاشُولاُمُكَدْنِعتُفْخِدَْق8 ُعَدْوَتسُْملاكُِ

عَُمطَْماهيفسَْيَلوُداؤُفلاشََّهًةَنيزٍديعِلتَْرَظَناذإِتَْناك9

ّيُهتٍايِداصَمئِاوحَتْكََرَت10 ءافشِّلاعَِـنُمًامَ
ُ
ُعَرْشَملااذٰهبَاطو

عَُفْلسٌَداوَرالوثِيدَحلاىَشْمَهاهُمْلحِفٌيفخَالبَُنْيَزَماّيأ11َ

عُـجِْرَيوْأَىَرَتشُْيكَِلذٰنَّأََوَلوُهُماّيأًَةَديمَحبُابشَّلاَناب12

ّىِفوىّنسِتَْمَداقَتوىَلِبلانَِمُماظِعلافَجََر13 ِلَ عَُتمَْتسُْمحٍِلصُْم

ُعَزْوَبايانِرْيَغِبتِْئِزَهاّلَهاصَعلاىَلَعتَْبَبَددَْقُعَزْوَبلُوقَتو14

رَمىَراذَعلاىفكُِتْيأََردَْقَلو15
ّ َ
ُعَرْفأَجٍادَوْهَوىسأَْرتِْيأََروًة

ءانشَُريمأَمُْكَـلومُْكَنودفُِواخَملاوُةَرايِّزلافَْيك16َ
َ
عَُبْرَيالٍة

ّنلاىَرَثتِمِْرُحالَةَباكلَْثأَاي17 ُعَرجْأَلافٌرجِاسىدْعَبَمارلَْهادَ

عَُبْرُتاّمإِوىًدَجفُاصُتاّمإٍِةَزْيَنُعِبًالِزْيَنُمُمامَغلاىَقسَو18

ّيح19َ عَُقْلَبلاُرايِّدلاَرَبَـخلاعُـجِْرَتلَْهاهَلالطْأَاولِئاسوَرايِّدلااوُ

عَُمدَْتٍنْيَعفُكَْووُمالسَّلااّلإِنُْكَيمَْلفىَِّطَملااهِبتُسَْبَحدَْقَلو20

ّدلاىِبْحصَىأََراّمَل21 ّحسَاهنَّأََكَعومُ ّرلاُ اوعجَْرَتسْٱِءادِّرلاىَلَعِذاذَ

ّزَعَتاولاق22 ءازَعلاىّنِمنٍِئاكِبتُسَْلتُْلُقفَ
ُ
ُعَرقُْيىبْلَقُغدْصَو

ّرلاجُِزَهٍةَديقَفَرْيَغتِْلَلَحثُْيحَكِاقَسف23 عُِــلقُْتالٌةَميِدوحِاوَ

ّدَوَمكِيفعُيطُنوُمُكْيَدَلعُيفشَّلاانِبُعاطُيدَْقَلف24 عَُفشَْينَْمًةَ

عُـجِْرَيالامكِاذوِنْيَقَرْبأَلاوٍةَزْيَنُعِبانَنامَزنَيرُكذَْتلَه25

ُعَرقُْتاماذإِمُْهَلِواعَمىِبْنُتًةَبضَْهىلاوُقَلدَْقىَِداعأَلانَّإ26ِ

ّلإِمٍِلاظِةَريشَعنِْمفُِذْقأَتُْنكُام27 ُعدَّصََتَيُمُهافصَتُكَْرَتاَ

رُمًاسأَْكِءارَعشُّلِلتُدَْدْعأ28َ
ّ َ
عَُقْنُملاُمامسِّلااهُطِلاخمُىدْنِعًة

ّتَقٌةَعسِْتمُْهاهَناّلَه29 اوعَمجَْتسْٱفمُْهُتوَْدَحَنوعَبرْأَوْأَمُْهُتْلَ

ُعَدْجأَلاىِِّصَخلاىَلإَِناوَهلااكَشفاوعِدُّجضٌَعبوُمُهَضْعَبتُْيصَّخ30َ
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اوعضِوُتسْافمِِهيَْلَعفَّشُواورِسخَاوعَياباّمَلَنيكِرَتشُْمَكاوناك31

ءاضَقتُْيضََقدَْقوَنوهَتْنَيَفأ32َ
َ
عَُفسَْترٍانقَيرَحَنولَطصَْيمْأَمُْه

ّرَحلُِطْيخَأُلاوقَُدزَْرَفلاقَاذ33 ّىِقِرابلاواهَ عَُتْلَبلااهنِْمقَاذوُ

ّيِدَهعِاقِّرلاىذِلتُمَْسَقدَْقَلو34 ّيِهَوِهيفتُكَْرَتوًةَ عَُقْرُتالًةَ

ّكصَسِكَوَْدَفلاىنَبتُكْكَصَدَْقَلو35 عَُلصْأَلاُدْيَرُقلاىَِقَلامكَاوقَلفًةَ

ّرَجَمْوَيقَُدزَْرَفلانََهَو36 عَُبرْأَمٍآوٌمَمُحِهِبنٌْيَقُهَفْيسَبََ

عَُطقَْيالعٍـشِاجمُفَْيسَتَدَْجَووُهَتْمُقمٍاقَمىفكََمْوَقتَْيَزخْأ37َ

ّنَبجِْعُيال38 عَُلْوَخلابِولُقلاىففلَاجِرلاَدَلَجعٍـشِاجُمِلىَرَتنْأَكََ

ّرَختَُماظِعلاوفِِطافطَّلالَُهَرُمِهيفَةسَارِفلاعَجََرنَْمبُيرَيو39 ُعَ

ُعَرْزَملاومُْهُداصحَُداصَحلاثَُبخَعٍـشِاجمُِءامِبمُْهَلفِاضخَتَْرَذَب40

ُعَوْرِخلافُِّحيَامكَفِيفَحلادََّهعٍـشِاجمُِراجنِنِْمفُِرْعَنَلاّنإ41ِ

عَُجشْأَلاِهْيَلَعىَضَقَفُهضََّعدَْقمُْهَثافّحُاوْأََردَْقوَنوشِيافُيأ42َ

ّزلانَْيأَاهِتسْٱَدَبَزًاعشِاجمُتَْلأَسَاّلَه43 ّزَمَتُملاُهُلْحَروُرْيَبُ ُعَ

ّيِفصَونَبوُمُتْمِنوِريزَخلافََحجُُمُتفَْحجَأ44َ عُجَْهَيالمُْهُلْيَلَةَ

عَُلْبِهفٌارُجُهَلِفاحجَاحَشفعٌـشِاجمُنَْيأَلَيقَفُريزَخلاعَـضُِو45

رَغُهُفاوجْأَتَْوَهبٌصََقعٌـشِاجمُو46
ّ ُ
ّزلااو ّيضَرٍاجىَّأَفَرْيَبُ اوعَ

ّرلانَّإ47ِ ّيِزَ ّمضََتنَْمَةَ ُعَرْصَمبٍْنجَلُِّكِلعِابسِّلاىِداوُهَرْبَقنََ

ّزلاُرَبَخىَتأَاّمَل48 عُشَُّخلالُابِجلاوِةَنيدَملاُروسُتَْعضَاوَتِرْيَبُ

ّزلاىَكَبو49 ّدُرَياذاممٍَتأَْمىفُهُتانَبَرْيَبُ ءاكُبُ
ُ
عَُمسَْيالنَْم

ّنلالَاق50 ّنإِشٍْيَرُقنِْمُحئِاوَ ُعَرْقأَلاونٌِّيَلوتُاتُحلاَرَدَغامَ

ّزلاَكَرَت51 ءوسُعٍـشِاجُمِلًىنِمىَلَعُرْيَبُ
َ
ّثلا ّضَقَتاذإِِءانَ عَُمْجَملاىَ

ّتَمَتفمُْكِراجَدِوازَماولُكفمُْكَراجقَُدزَْرَفايبُِراجأَلالََتَق52 اوعَ

ّيِلْوَمقٍِئاقشَتِايَرابحُأ53َ عَُفسْأَزٍابنَُّهَعصَْعصَفِْيصَّلابٍةَ

ّىَلإُِمُكُراجلََّحْوَل54 ُعزَعَْزَتَيانَقلاوطُِحنَْتلِْيَخلابُهُتْعَنَمَ

َحَل55 ُعُرذْأَلاىَمدَْتَنيحقَِفارَملافَْلَخمُْهَعورُدَنورِسْحيَسُِراوَفىَم

ءاضَقلاوِةَموكُحلاُرونمُْهَدْنِعِةَنيدَملابلَِقاعَملْأَسْٱف56
ُ
عَُنقَْملا
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ّنسِأَلاَدْنِعٍدَغىَحضُلُاقُيامُرُكذَْيَناكنَْم57 ّنلاوِةَ ّلَطَتسُوفُ عَُ

اوعسَْوَتسْٱفىَمِحلانَِعوَُّدَعلااوداذمُْهَلْبَقىمْوَقنَّإِقَُدزَْرَفلابََذَك58

ّثلااوعَنَم59 عَُلطَْملاقَاضَلانُمدَُّقَتالْوَلبٍكَْوكَىذضٍِراعِبَروغُ

عَُطقُْتالًةَعْبَنومََّشأًَابَسحَاْوَمَحدَْققَُدزَْرَفايسَِراوَفلانَّإ60ِ

ِلتُدَْمَعًادْمَع61 مُُءوسَيام
اوعَمسْٱفٌميمَتتَْمِلَعاملُوقأَوًاعشِاج

ّنلاعَُبْتُتال62 ـلوُهُمِئازَعتَْغِلُبٍةَميظَعَمْوَيتُابخََ
ٰ
عَُبْتَتنْكِ

ّيأَمٍيمَتىنَبتَْلأَسَاّلَه63 عَُنمَْيفُراجَتسُْيوَرامِّذلاىِمْحَيانُ

ّرُضَيومُْهجَاتَرِبابَجلابُِلَتسَْيَناكنَْم64 عَُفْنَيوثُيدَحلاعَِـفُرذْإُِ

عَُفرْأَلاُعافَيلاانَلوانَماّيأَمُْهُماّيأَنِْزَتمَْلوَنوشِيافُيأ65َ

عَُمْلَتبٌاقُعُهَلِبانَقىِدْهَتسٌِئاروتَْمِلَعدَْقسُِراوَفلااّنِم66

ُعَرْتُمضٌْوحَوٌدَدَمُهَلبٍاجاوطَرافَتُةابُجلااذإِكَْيَلَعانَلو67

ّنَقُمِديدَحلاىفَةَشْبكَنُْبٱَمْوَيىسِراوَفكًَاسِراوَفتَدَْدَعاّلَه68 عَُ

ّنسِأَلااوبضَخ69َ ّنِعأَلاوَةَ ّبُتاهْلَنَيمَْلَمِراكَماولانمُْهنَّإَِةَ عَُ

ّرلانَْبٱو70 ُعَدصِْمٌماسحُُهَتضَْيَبضََّفذْإِاوعَراقفٍهَْكتِاذِببِابِ

ّسلاوَةَفخِْطَماّيأَرٍِذْنُمىَْنْبٱوَناسّحَاولَزْنَتسْٱو71 عَُقْعَقَتجُورُ

اوعضَرْٱفَةَلاعُثاوفِقفعٍـشِاجُمِلاهَماّيأَدِْجتَمَْلُمِراكَملاكَْلِت72

رَممُْكِّمَعحٍْيَحنُىفوَنوأَُمظَْتال73
ْ
عَُبشَْمٍدْيَوسُىنَبَدْنِعوىًو

ّمَعْمُتْعضََراذإِقَورُعلافََزَن74 عَُنقُْمىٌْحَلوٌمَثخَِهِبفٌْنأَمُْكَ

ّلَهُملاونَبَرايِخلالََتَق75 ّنَقَتوُهَدْعَبَدِئالَقلااوذُخفًةَوْنَعبَِ اوعَ

ّتحَعٌـشِاجمُفُاختُالوُرايِخلاَئِطُو76 عُُلضْأَلاُهاشحَىفَمطََّحتَىَ

ُعَزْجمَلٍاقِعىَلإِسَْيَلوًاعَزَجًةَوعَْدلٍاقِعىنَبُرايِخلااعَدو77

اوعَزفَْتمَْلمُْكَـلامفُنامُعتَْعِزَفُمُكْنِمعٌيكَواوفِرَتْعٱفَناكْوَل78

عَُمسَْيتٍاتحُوخأَوعٍـشِاجُمِبُهُحوُرَكِردْأَُةادَغُرايِخلافََتَه79

ّلَهُملاونَبنََّعَزفَْيال80 ّنإِبَِ ّذلاَةَرِّتلاُكِردُْيالُهَ عُضَخْأَلالُيلَ

ّنأََكفًامَلسُْمًادازَماوكَرَتامكَاذٰه81 عَُقْبأَلافُورَخلاَحبُِذامَ

رَملُُتقَْيسَنْأَقَُدزَْرَفلاَمَعَز82
ْ
رَمايٍةَمالسَلِوطِبْرِشْبأًَاعَب

ْ
عَُب
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ُعَدْخأَلاوُهُؤاشَشحُتَْقَتْلٱثُْيحَُهُمْؤُلَنَّيَبَتدَْققََدزَْرَفلانَّإ83ِ

ّدلاُةَعصَْعصََكافَنوُهَمْلِعمَْلْعٱفَكوبأَِرامِحلاقُوح84ُ ّىعَِ عَُبسُْملاُ

ّمأُتَْمَعَزو85 ّرُحًاناصحَُمُكَ ّمأُُةَرْيَفُقًابِذَكًةَ عَُبْوَقلاومُْكُ

اوعصَْعصََتَينْأَلَْبَقِةَدوبُعلامِْساِبًالَشْهَناوباجأَدَْقَةَرْيَفُقونَبو86

عَُبطُْتٍنيِطِّرَشِبواهَناوْنُعاوأَُرْقٱفَةَرْيَفُقنِْمُةَفيحصَّلاىِذه87

ّبِرُمِدوعَقلابُةَرْيَفُقتَْناك88 ّرلالَيصَفلاَذَخأَاذإِىِكْبَتًةَ عَُبوَْ

ءاسِنىَقْلَت89
مَُ
رَممِْهِحيرنِْمعٍـشِاج

ْ
ّزُنٍرْيَبجُىَلإِنَُّهوىَض ُعَ

ّلاىَلْيَل90 ّبحَتَْلاقوتَْرَفَزىتَ رَعاذَ
َ
عُُبْنَيٍرْيَبجُنِْمِةَفايِقلاقُ

ّيَغىذَّلالُُّك91 عَُلوُمنٌْيَقكَيبأَُرمَْعَلاذٰهُمُتْلُقنْأَُمُتْرَ

اوعَدفْضًَاريزَخاولَكأَاذإٌِروخُعٌـشِاجمُُراوَنايسُِراوَفلاسَْئِب92

عَُفْخيُلٍاقِعىنَبفُْيضَوًادْغَرمُْهَنوطُبُريزَخلاخََفَندَْقَنودْغَي93

عُضَْرَتسُْملاُمُكيفُدَعسْأَنَْيأَمْأَاولِّتُقوٍرْمَعفِْيَسِبنَيذَّلانَْيأ94َ

ّرَح95 ّرُغِببِورُحلاُرانتَْدَقْوَتسْٱاّمَلفًارْمَعُمُتْبَ اوعَنْمَتمَْلبٍَ

عُضَُّخلابُاقِّرلاوُةَّلَذَملاكَْلِتًةَيزْخِاْوَقالَنايْحضَىَْقَرْبأَِبو96

ّزلاىفعََباتَتاذإِواونَمأَْتسْٱاماذإٌِدَبَزمُْهَلٌروخ97ُ رمْأَلانِامَ
ُ
ُع

ّيِنَثىَلَعَنوفِرْعَتلَْه98 عَُلسْأَلاكَّشَُمْوَيسِِراوَفلاسََنأَنٍُرْقأَِةَ

ءاعُدَنوعَمسَْيْوَلًاعشِاجمُنَّأَكَيبأَلَْيَوتَْمَعَزو99
َ
ّرَووٍرْمَع اوعَ

ّرَجمَوٍةَماهِتِرْوَغِبُمُكُردَْغفَْخيَمَْل100 عَُنشْأَلاُعامسَّلاوَنِثْعجُِ

عَُفرْأَلافُيجَولااهُتَريسِوتَْتابِهِّمأُوِهيبأَنِْمقَِدزَْرَفلاتُخْأ101ُ

ّنلاُمَلْعَتدَْق102 عَُيهَْملاقُيرطَّلاَئِطُوامكَتَْئِطُومُْهَتاتَفنَّأَتُابخََ

ّجَعذْإِسٍِعاقُممِورُقىَلَعتَْبضَِغاّلَه103 اوعَرْسأَفَناوَهلاُمُكَـلاولَ

عَُفدَْينَْمعٍـشِاجُمِلدِْجتَمَْلذْإِاهِتسْٱِبمُْهتَْعَفادَنِثْعجِتُْئِّبُن104

عَُلظَْتاهولسَرْأَفِنْيَقِراحلاباوقَزْلأَنْأًَارَقْنِمكََحيَْوتَحَْدَمأ105َ

ّرَحمُلُِّكِبتَْتاب106 عَُسكُْتىٍِّسِعاقُمعِولضُّلاىِباحافَقلاىمِاحفٍَ

ُعَرْصُتفُدالِبلااهِبُريدَتسَْتذْإِاهِّمأُِةَرْجحَُدْنِعَنِثْعجِتَْيَلاي107

رُمنُْبٱوقَُدزَْرَفلالاق108
ّ َ
عَُمجْأَاذٰهكِيفوُةوٰيَحلافَْيكٌَحمِاجَة
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عُُبضْأَلاِهْيَلإِىَوأَِراجَولالَْثِماهُتسْٱتَِبَقْبَقَنيحَنِثْعِجلِاودَجَو*108

ّبَخامَدْعَبكَِراجِواومَدَه**108 عَُبصْإِلاِهيفُزوجتَُداكَتاّلأَمِْهِتْرَ

ّرُج109 ّرَجيُامكَِءارِملاَرْيَغٍرَقْنِمىفعٍـشِاجمُُةاتَفتَْ عُكَيِملاُ

ءامِّدلاوقَُدزَْرَفلاىِكْبَي110
ُ
عَُمدَْتٍنْيَعبَورُغكَْلِتِلًاحْبُقاهِتسْٱىَلَع

ّشلانَِموٍةَيْزِخبِتَأْضََتسْٱفَكَرانتَدَْقوْأ111َ ُعَرجْأَلاوشٌخِاشخَِدوهُ

عَُشْختٍَرْكشَىأَِلوًاعشِّخََتُمًاسِعاقُمتَيِقَلذْإَِنِثْعِجلًِاّبَت112

ِلًادجِاسقَُدزَْرَفلااذٰه113 ّقَوُمحِافصِّلابلَُزجْأَُنْيَقلاوسٍِعاقُم عَُ

ّلاكََعِماسَمتَْعَدَج114 عَُمسِْمكََلتٍِبانِبسَْيَلفٌدْعسَاهِمْحَتمَْلىتَ

عَُمْجَيٍرْيَخلَُّكوَدوعسُّلاعََمَجلٌضِافٌزِّعَةانَمِدْيَزنُبُدْعس115َ

عَُفدِْمٌدَّجوٌةَيسِارُقٌزِّعاوبَراحاماذإٍِدْعسَىنَبىِفكَْي116

ُعَدقُْيالمُْهُدرِْوفَنودِراولاومُْهُضْوحَُمدََّهُيالفَنودِئاّذلا117

ّيِّمعِىخأَنِْمعَُلضَْيَناكام118 ءورُدِهْيَلَعاّلإٍِةَ
ُ
عَُلضْأٍَدْعسَ

عَُطقُْيالٍةَقيثَولَْبحَوًادهَْعانَدْنِعٍدْعسَلِآِلنَّأَِبمَْلْعٱف119

ُعَدْخِملاُراوَنايُمدََّهُيالَفأًَايِنازقَُدزَْرَفلاُهَعَدْخمُِداتْعَي120

رَع121
َ
عَُنصَْماهيفسَْيَلَدِئاصَقلاَكَرَتًارِعاشوَميدَقلافََلسَّلاانَلاوف

ّصَققَُدزَْرَفايكََلْبَنتَْيأََرو122 ُعَزْنَماهيفسَْيَلكَسَْوَقتَدَْجَووتَْرَ

Poem 102 by al-Farazdaq

ِلنَْمالأ1َ ّشلاَنودىَتأَمٍَّهوِدِئاعنِْزُحلانَِمٍداتْعُم ىدِماعفِيسارَ

ّللاِرِهاسىلخٍأَنِْممَْكو2 ّنلانَِمىّنَعلٍَقْثَتسَْموْمَنَيمَْللِْيَ ِدِقارمِْوَ

ءْوضَسُمْشَّلاامو3
َ
ـلوتَْلَجنْٱاذإِِنْيَقِرْشَملا

ٰ
ءْوضَنَّكِ

َ
ِدِلاخبِِنْيَقِرْشَملا

ِدِئاصَقلاتُاحمِاجتٍْوَمَرْضحَىَلإِتَْهَتْنٱاذإِكَْيَلَعىِنْثأُامُمَلْعَتس4َ

ّرلاِريثكَنِْمًاقزِْرسِاّنلاىَلَعاتَدافأَدَْقٍدِلاخىْفَّكََرَتمَْلأ5َ ِدِفاوَ

ّنلاُهَللَاسأ6 ّرلالِْثِمِبىَمَترْٱفَكَرابُملاَرْهَ ِدشِاوَحلاتِادِبْزُملاىِباوَ

ِدِئاذِرْيَخنِْممِالسْإِلانَِعُهدِْجتَِهِنيمَيىفىذَّلالَْثِمًادِلاخدِْزف7

ِدِواسأَلامِامسِنِْمىَقسْأُفِْوَخلانَِمٍدِلاخلِفُاخأًَامْلظُالوىّنإِف8
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ِدِئادَحلاتِالَفقُْمىّنَعقَِلطُْيوىنكَُّفَينْأًَادِلاخاوجُرْأََلىّنإِو9

ءامْلظَّلاتَِفشَّكََت10
ُ
ءْوضَبٍاهِشِءْوضَِلِهِهجَْوِروننَْع

ُ
ِدِماخُرْيَغُه

ِدجِامقِْلُخلاعِـسِاونِْمًاقُلُخمُْكَـلىنَنوضِرقُْتوْأََمحِّْرلاَنورُكذَْتالأ11َ

ِدِلاتوٍدْمَحلَُّكفٍيرطَلُِّكِبىِرَتشَْيَنيحٍدِلاخىْفَّكَلُْثِمُهَل12

ّدَرىدْيَقكَُينْإِف13 ّبُرفىِّمَهَ ِدِعابأَلامِومُهلافَارطْأتُْلَوانَتامَ

َحلاتِالِماحلانَِم14 ّمَكَتاّمَلَدْم ِدشِانُمْلِلتْأََرْوَتسْٱواهُلِذالَذتَْشَ

ِدِماحِهْيَدْيَقتَقَْلطْأَنْأَفٍورْعَمِبُهَلٍرِكاشىفِهللاِدْبَعنِْبٱِللَْهَف15

ّيشَِعلُِّكَرْيَغٍءالَبنِْمامو16 ِدِئاعِرْيَغٍرِئازحٍابصَلُِّكوٍةَ

ِدِعاقَرَخآلُْثِماّلإِانأَاموٌمئِاقتَْنأَلَْهُدادَّحلاَىِللُوقَي17

ِدِباكومٍيرَصنِْمًادْيَقَنوثالَثِهِبْعكَقَْوَفُهَلىٌِّرورَحىِّنأََك18

ِدِقانِبىنْيَدسَْيَلنْأَاومِلَعدَْقفِهِقاسقَْوَفاورَهاظنٍْيَدِباّمإِو19

ّىَلَعوٍارو20 ّرلِلضٍِرَتْعُمَكُهُتْلُقانأَامَرْعشِّلاَ حمُْ ِدِئارطَّلاَنْيَبِ

ّىَلَعىِوْرَيىذَّلاَكانف21 ّلاَ ِدِئالَقلاواهِنطَْبىَْوقْحََنْيَبِهِبتَْشَمىتَ

ّىَلَعاولاقامِروزىَلَعىِقَتْلَتَنيحْئِجتَمَْلنْإِاهِنْبٱِرْيأََب22 ِدِهاشِبَ

Poem 103 by Jarīr

ّيشَِعىدِماعِنْيَبْلِلىَِّحلاقَارِفلََّعَل1 ّرلاتِاراقَةَ ِدِراوَفلالِْيحَُ

ِدِئاصَقلاكِْوحََريبْحتَالونَِّهِبىتَبابصَنَْيَزَجامىِناوَغلاُرمَْعَل2

ُخلاوىَنُملانِسُْحبِىَوَهلاىذِبتٍاعَلوُمىِناوَغلاتُْيأََر3 ِدِعاوَملاَدْنِعفِْل

ِدضِاعَملاوىَرُبلانِْيَزبٍصََقىَلإٍِنُيْعأَِببَولُقلاَندْصِاملَاطدَْقَل4

ِدِباعنِيِّدلامِكِْحَتسُْمنِْمنََّتْفأَوُهَنْعَطَقدَْقلٍصِاوقٍيدصَنِْممَْكو5

ِدِلاتَوفٍيرطَبٍّحُنِْملَِكاوشٍَدُّلَجتََدْعَبتَْيَدْبأَنْأَُرَذْعُتأ6َ

ّلانَّإِف7 َحلاَمْوَيىتَ ِدجِاسِهللاىَلإِبٍاّوَتبُْلَقاهَلابصَدَْقِةَمام

ِدِئاوَفلابِّحَأَنِْمانْيلإَِناكَلُهُديفَتسَْنْوَلكِْنِمًاّدُوبُُلطَْنو8

ّذلاَرْكِذىعَمْجَتالف9 ِدِعابُملالِِّدُملاَنارْجهِوانْيَلَعىلَخْبَتِلبِونُ

ّنَمَتاصَعلاىَلَعتِايِناغلاتَرُْزتَْنأَاذإ10ِ ِدِواسأَلاَمامسِىَقسُْتنْأَتَْيَ
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ِدِعابأَلامِومُهلاَناطشْأَبُُلطْأَوُهُرازَمبِيرَقلاِراجلانَِعفُِّعأ11َ

ءادَناكدَْقَل12
ٌ
ءاودْأَىَفشًَابيبطَاوُقَلامفقِارِعلاِب

َ
ِدِلاخلَْثِممُْه

ّتلاونَيِّدلاطََلاخٍمْلِحبِمُْهافش13َ ِدصِاققَِّحلاىَلإِىٍِّدْهَمَةَفأْرواقُ

ِدجِاسَملانِْيَزنِيِّدلاىفٍرِصْبَتسُْمِبُمُكابحََنينِمْؤُملاَريمأَنَّإِف14

ِدِهاشَملاَدْنِعِهيزْختُالنُِطاوَمُهَلتَْفِرُعدَْقِهللاِدْبَعنَْبٱنَّإِو15

ِدِئادشَّلاِرومأُلاىفًاقدْصُِهالْبأَوًةَنامأََنينِمْؤُملاَريمأَىَلْبأَو16

ِدِئاقلُِّكىَلَعىَصْعَتسْٱوَمْيضَّلاىَبأًَةَمالظُُهْنِمسُاّنلاَدارأَاماذإ17ِ

ّللابِايْنأََنْيَبًاهَلُهَتْعَنَمًائْيشَسُاّنلاُمورَيفَْيكَف18 ِدِراوَحلاثِويُ

ِدِناعتِاذٍةشَاّيجَنِْمسَفََّنَتاغَولاِةَراحىفَنْرِقلاتَيقَلاماذإ19ِ

ِدِرابُرْيَغاهُيْمَحًابرَْحكَْنِماوُقَلٍةَلالضَلَْهأَُناطْيشَّلاَنَتَفنْإِو20

ِدِئاذَمَكْحأَتَْنكُفٌْوخََناكنْإِوانِمْؤُمكَُبْلَقَناكنٌمْأََناكاذإ21ِ

ِدِئاقنَْبٱوًادِئاقًاسأَْرتَْلِزاموعْـضُِتمَْلفَنيمِلسُْملاَروغُثتَْيَمَح22

ّنلاثَْعشُوانَقلاعََمِديدَحلالَيبارَسدُِّعُت23 ِدِراوطَّلاِءارِّضلاكىِصاوَ

ّنإِو24 ِدِهاجُملابَاسِتْحٱوًارْبصَتَيِقُّلوىَدِعلاىَلَعًارْصَنتَيِطعْأُدَْقكََ

ءادْعأَلاعََمَجاذإ25ِ
ُ
رمْأَ
َ
ِدِياكُملاَدْيكَُهللاَكافكَرٍدَْغِلٍةَديكَم

ِدِراولَوَّأَسِوَْدْرِفْلِلَنونوكَيًةَبصُْعقَِفاوُتنْأَاوجُْرَنَلاّنإِو26

ّيحَىفتَْنكََّمَت27 ّذلانَِمٍدَّعَمىَْ َيلاىفوىَرُ ِدِلاوَملاَميرَكىَلْعأَلانَِم

ّذلاىفَةَليجبَنِْملٍصْأَوعٍورُف28 ِدِلاووًاّمَعَناكرٍازِننِْبٱىَلإِىَرُ

ِدِراوَملاَرينَتسُْمًازِّعُرُمْعَتوىَلُعلاومِِراكَمْلِلاوُمسَْتتَْلِزامو29

ّشلاكَِئابآِبْرخَِتْفٱفمِِراكَملاُماّيأَدَُّعاذإ30ِ ِطلامُِّ ِدِعاوسَّلالِاوّ

ِدِفاووبٍيطخَنِْمبٍْعصَلِآىفوُهُؤانِبعٍيفَرنٍابنِْمكََلمَْكو31

ّرُسَي32 ِدِئالَقلاتِاذىِدَْهلامِاقَمَمْوَيومُْهُرْكِذبِصََّحُملاَماّيأََكُ

ُءْوضًَازونتَحَْبصْأَفىَدُهلاىَلَعَرينَتسُْملاَرانَملاتَْيَنَب33
ِدِماخُرْيَعُه

ءانِبتَْيَنَب34
ً
ِدِقارَفلاِبُهُروسىِزاوُيَداكَيُهَلْثِمسُاّنلاَرَيمَْل

ّلاَنورُقلاىَيعْأَامتَيطعْأُو35 ّىِلَوانالْوَمُدَمحَْنفتْضََمىتَ ِدِماحَملاَ

ِدِعاصِةَفيلَخلِْلدٍَّجُةَوظْحُوٌةَمْعِنَةَلْجِدِراهنْأَىفَناكدَْقَل36
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ءاطَع37
ُ
َخلاىَطعْأَىذَّلا ّنلاَرافْزَتِهيفكَْيوُهَكْـلُمَةَفيل ِدسِاوَحلاسِوفُ

ّوُقوًامزَْحتَقَْفْنأَىذَّلانَّاف38 ءىجيًَةَ
ُ
حبِّْرلانَِمفٍاعضْأَِب ِدِئازِ

ِدِلاجأَلانِاحصَْحصَىفٍةَنيِزىَلإٍِدُعسْأَونٍْمُيِبٌراهنْأَكََلتَْرَج39

ِدِئاصَحلامِيرَكنِْمًاديصحًَاّبحَوًاكَرابُمًالْخنَوًابانعْأََنْتِّبَنُي40

ّنلابُُلطَْيًادِئارانْثَعَباماذإ41ِ ِدِئارَدَمحْأَِهللاِدْمَحِباناتأَىَدَ

ِدِئادَحلاضَِّعلِوطنِْمُهَقِلطُْتفٍرِكاشِبسَْيَلونٍاعىفكََللَْهف42

ِدِئاعُرْيَغبٌِتْعُمىّنإِلَاقنْإِوًةَعيبطَُهْنِمثُْبُخلاَناكوُدوعَي43

ّنإِقَِدزَْرَفلابَْرَضاولَبقَْتالف44 ّزلاَوُهُهَ ِدِقانلُُّكُهَبْرَضىِفْنَيفُْيَ

ّنلاىِنْغُتاموتَمِْدَن45 ّوَطَتامَدْعَبُةَمادَ ِدِئاوصَّلاِةازُبلاكِّصَنِْمتَحَْ

ِدِراحبََلْغأَقِادشْأَىفَوْهَواغضَامَدْعَبقَِدزَْرَفْلِلٌةاجنَفَْيكََو46

ّتحَُنْيَـحلاِهِبلَْزَيمَْلوفُاخيَاّمِمُهَتسْٱىِّوَلُي47 ِدِئاصفِّكَىفَراصىَ

ِدِلاوَخلاتِايِزْخُملاِراعِلًابوسكَلَْزَيمَْلقََدزَْرَفلانَّإِكٍِلامىِنَب48

ِدِفاوحََجنْأَلَْيَخلاوانَقلاَرودصُُمُكْيَلَعاندَْفَوذْإِاندَْجَواّنإَِو49

ِدِئاصَقلاَنوتُماودُّشَاهَماّيأَواهُتْرَكَذاماذإًِاعوبْرَيَرَتمَْلأ50َ

ّىمَِرْضَحلاوًامكََحاوَْوحَىسِراوَفلَْثِمتَدْدََّعنْإِكََلنَْمَف51 ِدِلاخنَبَ

Poem 104 by Jarīr

ِل1 ّيَغَتَينْأَمََّهرٍادعُْبَرنَْم ارُصعْأَُرطَْقلاوحُاورْأَلاُهَحَوارَتارَ

رَمُراّدلاوَراّدلااندِْهَعاّنُكو2
ّ َ
ّلَحذْإُِراّدلاَىهًِة ّمأُاهِبتَْ ارُمْعَيُ

ّكَذَتَينْأَفِوعشَْمْلِلدَُّبالوىَلِبلاوِرجَْهلاىَلَعًادهَْعاهِبانْرَكَذ3 ارَ

ّيشَِعافِقْوَمسَْنأَالسَْنأَامىَوَهلانَّجِأ4َ ّصلاِءاعرَْجَةَ ارَظْنَموفِيرَ

ّيشَِع5 ّللاِحضِاونَْعتَْرَفسَاذإٍِةَبيِرِرْيَغنِْمبَْلَقلاىِبسَْتَةَ ارَهزْأَنِْوَ

ّنلااذٰهَنودىَتأ6َ ّوُغوتٍايِلاتًاموجنُىعِارأُارَهْسأَفٌمَّهمِْوَ ارَ

ّللالِوُطكَاهُلوطُسَْيَلٍةَلْيَلنِْماهَللُوقأ7َ ّوَنكََحْبصُتَْيَلىِلايَ ارَ

ّنإَِزَوحْأَنِْبٱسِفَْنىَلَعًاراذح8ِ ارَفسْأَفٍدَّعَمنِْمٍهْجَولَُّكالَجُهَ

ّنإِِهْيَلَعفُاخأ9َ ءالَبىَلْبأَوىًوجَىَفشَدَْقُهَ
ً
ّهَشُملٍوجحُاذ ارَ
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ّمَشاذإِنٍِزاملِآنِْمفِْرطَّلاىمِاسبَُّرالأ10َ ّمَشبُْرَحلااهِقاسنَْعتَْرَ ارَ

ّزأََتوىَدَترْٱتِْوَملابتُْوَملااذإًِامِلْعُمَزَوحْأَنِْبٱتِادّشََنْوَسْنَتأ11َ ارَ

ّكَنفِرايِخلامِْوَيىفبَضِغْأُوِهِفْيَسِبِنْيَعَمسِْملاَرأَْثَكَردْأَو12 ارَ

ارُبْقأَِرِباقَملاىفىٍِّدَعِرْبَقوكٍِلاموِرايِخلِْلٍرْبَقِبتَْلَعج13َ

ّمَخَتنْأَتَْلجِْعُتسْٱواهَفْهَلتَْعَدامَدْعَبَةَلْوخَِرآْثأَلانَِمتَْيَفش14َ ارَ

رَغَو15
ّ َ
ارَسدِْمبَكِانَماذًازِّعوًاميمَتاوْأََردَْقونِوزَملاَناتيحِتَْق

ّلَهُملالِآنِْمقِْبُتمَْلواهَنوعَفْرَيًةَيارمُْهنِْمقِْبُتمَْلف16 ارَكسَْعبَِ

ّعَسَتنْأٍَةَنْتِفىفاوعَراسدَْقواهِلْهأَوقِافِّنلاَناريِنتَأَْفطْأَو17 ارَ

ّبَـجتَوىَغطَغٍاطاذإًِازيزَعًارِصانِةَفالِخلاِراصْنأَِلنَّإِف18 ارَ

ّيَخَتُملاِةَمكِْحلااذىَدُهلاَمامإِاضِّرلاوِهْرُكـلاىَلَعاناطعْأَشِْرَعلاوذف19 ارَ

ارخَفَْمفَِدْنخِوسٍْيَقىفَىِلىَنَباهَلْهأََةَفالِخلاىَطعْأَىذَّلانَّإِو20

رَملِآنِْمبٍجََتْنُمِباهِّرَقَتسُْمىفكِْلُملاىِساوَرتَْسمْأَف21
ْ
ارَهزْأََناو

ّلُككٍْلُمُرِبانَم22 ّيِفِدْنخِاهُ رَعأَنَْماهيَْلَعىِّلصَُيٌةَ
ْ
ارَبْنِمُهان

ّثلانُْبٱانأ23َ ارَثكْأَوفََّعأَامرٍازِنلَآوًارِصانَةَعاضُقاوُعدْأَىَرَ

ّزَنَتًازِّعوًاّيِعاضُقًازِّعوىَصَحلاُةَوْرَثُهَلًاّيِدَّعَمًاديدَع24 ارَ

ءادصُنِْمىَندْأَوقُّحَأَُمِهيَْلإِبٌْلَكوبٍْلَكىَلإٌِرازِن25
َ
ارَيْمحِو

ارَهمَْجُملاَديدَعلاودٍَّعَملَابجِىأََردَْقوفُاخيَىٍِّدَّعَمىُّأَف26

ّبَرُهللاوِهللالُيلَخانوبأ27َ
اردََّقوكُيلَملاىَطعْأَامِبانيضَرانُ

ّلاِهللاَةَلْبِقىَنَب28 ّمَعُمًاكْلُموًازِّعانَثَروْأَفاهِبىَدَتْهُيىتَ ارَ

ّهَطُمًاّيِبَنًاّيِدْهَمَناكبٌأَانَنْيَبعَُمْجَيقَٰحسْإِوبأَانوبأ29َ ارَ

ّرُغلاوانُعَمجَْيف30 ءانْبأََ
َ
ارذََّغَتنَْمُهَدْعَبىِلابُنالبٌأٍَةَراس

ّنلاُنامْيَلسُاّنِمو31 ّىِبَ ارخََّسُمًاكْلُموًانايْبِتىَِطعْأُفاعَدىذَّلاُ

اردَّصَُمًاّيِبَنبٍوقْعَينُْبٱَناكوًةَمكْحُِهللاُهَدازاّنِمبُوقعَيو32

ّرَخىذَّلاوىَسوُموىَسيعو33 ّبَنَفًادجِاسَ ارَضخْأَِهْيَنْيَععُمَْدًاعرَْزتََ

ءانْبأَو34
ُ
ّللاقَٰحسإِ ّوَنسَّلاَنيسِبالتٍْوَملَِماحمَاوَْدَترْٱاذإِثُويُ ارَ

رَمىحِضُْيجِاّتلااذوىَدُهلاىَلإِنَيرِشْبَتسُْمُمُهنِْمىَرَت35
ْ
ّوَسُمًانابُز ارَ
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رَغأ36َ
ّ َ
ّرَزُملاىَِّسِرافلاىِِّرُطْبُقلاىَلَعىَدَترْٱاذإِقِينَفلابًاهيبشَ ارَ

ّيَنُمًابصَْعوًاّزَخىَرَتًامْوَيوُمِهيَْلَعِديدَحلالُيبارَسًامْوَيف37 ارَ

ارَصْيَقونِازُمْرُهلالَآوىَرْسكِوُمُهنِْمَذَبْهَبصَّلااودَُّعاورخََتْفٱاذإ38ِ

ّوُبُنوُمِهيفبٌاتِكَناكو39 ارَتسُْتوَكولُملاَرخَْطصْإِِباوناكوٌةَ

ارَبْرَبلَآًايِقابًادْجمَثََروْأَفًامِلْعُمنِيِّدلاىفحُاضَّولاَدَهاجدَْقو40

ارخََّمَتنَْميفَروخاملاُرُمْعَينَْموىَدِعلانَِمًاميمَتىِمْحَينَْمَناّتَشَل41

ارَفوْأََرْيَغًايِهاواّلإِكَُميدأَتِْبَيمَْلقَُدزَْرَفايىِزاخَملابْؤُبف42

ّلُكقََدزَْرَفلاُهللاحََبَقالأ43َ ّبكَوِةوٰلصَّلابٌلِّهُملََّهأَامَ ارَ

ّنإِف44 ّيِنارْصَننِيِدىَلَعًامَهرِْدقََدزَْرَفلاىِطْعُتْوَلكََ ّصَنَتَلٍةَ ارَ

ّهَطُملاَمارَحلاِهللاَدجِسَْمالوافصَّلاالوِنْيَتَوْرَملانََّبَرقَْيالف45 ارَ

ارَبدْأََنيحًافَقبٍوسْنَمُمأَلْأَوُهُمْؤُلقَِدزَْرَفلاِهْجَوىفُنِّيَبُي46

ارَفشِْموًافْنأَفُْنأَلاَكاذحَِّبُقفِهِفْنأَقَْوَفُهَمْؤُلُهْنِمفُِرْعَتو47

ًءامُهللااحَل48
ءايِباستَْقسٍَةَثيبخَقٍورُعنِْم

َ
ءاج
َ
ّمَخُماهيف ارَ

ارَمْيكَوِرامِحلاقِوحُنِْمُمأَلْأَوًةَراصُعٌّرَشِنْيَلْحَفنِْمَناكامف49

ّهَطَتنْأٍَةضَْيحَنِْمتَْنَسحْأَامواهِيدَْثِبًاميرَكعْـضِْرُتمَْلُةَرْيَفُق50 ارَ

ارَهمُْتفقٍايسِنِْماهنِْمقَيسِاموٍةَثْبِخلًِاضارِعاّلإِتَْلَمَحامو51

ارَدصْأَُميماضأَلاكََّطصْٱاذإِمٍاسِبًافِرقُْمَةَرْيَفُقنِْمًالْجنَلُِدْعَتأ52َ

ّيشَِع53 ارَوسَْقلِيِغلاىفِنْيَلْبشِابأًَاتيرَهعٍـشِاجمُُدْرِقُدْرِقلاىقالَةَ

ّيِفخََنيغَنيِغلاتِايِمْحُملانَِم54 ارقََّعُملاسَيرَفلاِهْيَيْحَلَنْيَبىَرَتٍةَ

ّقَوُملاَنولِزاّنلاُدوفُولاكَْلِتوًةَيزْخِقَِدزَْرَفلِلشٌْيَرُقتَْعاشأ55َ ارَ

ارطَْوضَوِءافَوْلِلوُعدَْتَناوغَْرأَمُْكِراجىِِّراوَحلِْلشٌْيَرُقتَْلاقو56

ّزلاَمْوَيُمُتْيَغارَت57 ّنأََكِرْيَبُ ارُعجْأَنَمْظَاعَتتٍاراغَمُعابضِمُْكَ

ّدَرَتامُهيَْلِكتَاتُحلاوًالاقِعنَّإِف58 ّزأََتوٍةَردَْغىَْبْوَثِبىَ ارَ

ّزلاُناريجَناكامو59 ارَدْغأَوبٍْهَونِاريجنِْمَمأَلْأَِبعٌـشِاجمُِرْيَبُ

ارَجبْأَنِببِْهَوَناريجُِمُتْنكُدَْقواهِتسْٱِدَبَزىنَبايًابْهَوَنْوَعْنَتأ60َ

ّنَمُتًابْهَواوسِبْحتَمَْلأ61َ ّيَسُمًاديرطَمٍَّهاخأََناكوىَنُملاُهَنوُ ارَ
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ءادْعأَلانَِمأَْتالف62
ُ
ـلونٍِزامفَايسْأَ

ٰ
ّصَقَةَرْيَفُقىَْنْبٱىَأَْرنَّكِ ارَ

ّنإِو63 َلًامَدنٍِزامنِْمتَْنِّمضُْوَلكََ ّيَخَتَينْأَِنْيَقلانِْبٱِلَناكام ارَ

ارُصْنُعونَيرِصانىقالَلٍرجَْحبُِهُلاحِرلََّحَناكًابْهَونْأَْوَلو64

ءايحْأَفَاضْوَلو65
ً
ارَدْكأََرْيَغًايِفاصًاراوجِىقالَلٍةَحْيَلُممِْزَحبِ

ّمضَُمئِاكشَّلانَكُْـلْعَيسَِباوَعُهَنودُمْوَقلانََياعانيفلََّحْوَلو66 ارَ

ارَفْعجَوِنْيَمصِاعلااوُعدَْتوًاحايِرىعِدََّتلُْيَخلاولَْيَخلاتَْعِمَسَلًاذإ67ِ

ارَيْثِعكُِبانسَّلاىِرذَْتامَناكاذإِعٍـشِاجمُلَايَنوُعدَْيالسُِراوَف68

ّجَعوكِولُملاَماهاوبَرَضُمُه69 ّكَنفنِازَفْوَحلاَةادَغٍدرِْوِباولَ ارَ

ّرَجدَْقو70 ارَفْغِمَةَشْبكَنِْبٱسِأَْرنَْعنَْعطََّقوانِفويسُعَْقَوسُامْرِهلابََ

ّكَذُمًامْوَيسَوباقىبأَلِآِلانُلْيخََةَفخِْطِبًامْوَيتَْلَعجَدَْقو71 ارَ

ّرلاَمْوَيُدِرونف72 ءْوصََريكِـلالُِمْحَتًابانُدِروتوًةَريغُمًالْيخَعِوَْ
َ
ار

ارخَفَْمكَِبانَرقَْعاّلإِكَِمْوَقِلدِْجتَمَْلفلِاعَفلامِاّيأَِبتَقِْبس73ُ

ارَعْبَتوشَّكَِتنْأَاّلإَِكُريكَننُْكَيمَْلفتِارِطاخلاَمورُقلاتَيقَل74

ارَدْحجَوًامْيَحسًُاماّيأََمَرْكأَوًاسِراوَفكَيبأَنِْمًارْيَختَْيَقالو75

ارَمحْأَفِْوَجلامَِدنِْمًاعيجنَجُُّمَيامُهالِكًاسْيَقوًارْمَعاوكَرَتُمُه76

ارفََّعلَْيَخلاوَنابْيشَىأََراّمَلفعٍـشِاجمُنِْمٌةَبْخنٍَرْكَبِلَراسو77

ارَقْرَقفُِلاحيُعٌقَْفُمُكُراجوًةَمينَغاونوكَتمَْلمٍوَيىِّأَىفو78

ّشلاَنوفِرْعَتالف79 ّرَ ّتحََ رمْأَلاَنوفِرْعَتالومُْكَبيصُيىَ
َ
ّبَدَتاّلإِ ارُ

ارَبصْأَمِْيضَّلاىَلَعىَخْوجَىنَبْمُتْنكُوكٍِلاملِآىفَمْيضَّلافُاعَيفٌْوَعو80

ارَبْخأََناكمُْكِبسٍْيَقوبأَفٌْوَعومُْكِب26ٍرُبُخاذِنْيَقلانَْبايتُْنكُدَْقَل81

ارُسْنأَوًاعابضِفٌْوَعُهَمَعطْأَفًةَنيهَرفٍْوَعَدْنِعًادازَمْمُتكَْرَت82

ارَقْنِمَنِثْعجَِرقُْعاْوضَاقَتمَْلامكَمُْكُبيرُيامىَلَعًافْوَعُمُتْحَلاصو83

ّنظَامف84 ارحََّسَتُماهُلْيَلمِْهيفتَابدَْقوٍرَقْنِملِآنِْمسِْعُقلابمُْكُ

َخكَاهَنوجِلْخيَذْإِِنْيَقلانَْبٱيتَمَْوانَت85 ّيَقُملاَنيفسَّلاىِِّراوصَّلاجِْل ارَ

ّنأََكوًابِلاغىِدانُتتَْتابو86 ارَعشْأَُراقلاُهسََّمًاّقِزَنوقُّشَيامَ

26 Bevan also gives the alternate form, khabarin. Bevan, The Naḳāʾiḍ, 2:1000.
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ّمأَُدَروْأَوًالَكْلَكَنِثْعجِقَْوَفىَقْلأَُنارْمعِو87 ارَدصْأَواهيفلِوُغلاَ

ارَتْهُمُدْعَببٌِلاغاهنِْملَازامفٍرَقْنِملَِشْيَفَراثآبٌِلاغىأََر88

ّذلانَِماهِبًافَطُنىأََراّمَلبٌِلاغىَكَب89 ارَصْيأَِراّنلاىَلَعىَقْلأَذإلُِّ

ّبَقوًةَمالَمٍرْيَبجُنَْعىَلْيَلُهللاىَزَج90 ّرَقِملابًانْيَقحََ ارَوعْأَنِْيَ

ّصَعَتًارْيَبجُىَلْيَلتَْرَكَذاذإ91ِ ءادفٍاشِبسَْيَلوتَْرَ
َ
ّصَعَتنْأَاه ارَ

ّرَمًارْيَبجُُروزَت92 َ
ّثَدُملٍيمَخاذىَمْعأَُكُرْتَتواهُروزَيوًة ارَ

ّبِرنِْمِنْيَقلاَنانصُفُوسَت93 ارَوْحمِِةَلاحَملابِقَْثىفلََعجَْيِلِهِبٍةَ

ارَفصْأَسِرَْولانَِمًانْوَلاهِبنَّأََكافَقلاَةَكوبْحمَُنْيَقلااهيفلُِوازُي94

ارَثْنحَقُِعاوصَّلاكَْلِتبْصُِتاّمَلوٍرَثْنحَنَْبٱيٍرَثْنحَىفُمُكَـللَْهف95

ّيَشُملاوًاعيبَرنَّإِف96 اردََّقفَْيكَايِردَْيمَْلنٍِطْوَمىَلَعاومَلْعٱفعََ

ءالجِِهْيَنْيَعِلتُْلَعجَطٍِّمخََتُممٍِلاظىَشعْأَبَُّرالأ97َ
ً
ارَصْبأَف

ّتَيًارانتُْنكُدَْقو98 ّرَحسُاّنلاىقَ ارِقْمُمحََبصْأَِءادْعأَلاىَلَعًاّمَسواهَ

ّوَعُملابَيرَغلابُابلاعََفَداذإًِاجلِاووَنيلِمْرُملاَدازُكأَمَْلأ99َ ارَ

ّسحُوَنيعِرادسٍْيَقسُِراوَفاهِلْثِمِلدَُّعُنمٍاّيأَِلدَُّعُن100 ارَ

ارقََّعُتنْأ27ًَارَكْنَتسُْمالوًافوقُومُْهَدايجِىَقلَتِنيَقلانَْبٱايتَْنكُامو101

ّوَنسَّلاَنيسِبالسٍْيَقسُِراوَفادَبدَْقوَناحَرحَْرىَْمْوَيَنْوَسْنَتأ102َ ارَ

ءاسِنَناحَرحَْرىِداوِبْمُتكَْرَت103
َ
ارَعوْأَبَْعشِّلاُمُتْيَقالافصَّلاَمْوَيومُْك

ارفََّنُمِزيزَحلابًاماعَنْمُتْنُكفٍرِماعلَاياْوَعَدٍدْجمَىنَبْمُتْعِمَس104

ارطََّقَتفُهَفْتحَطٌيقَلىَقالوًابجِاحَةَدْيسَأُىَْنْبٱِلُمُتْمَلسْأَو105

ءاحْلَقلاتَِمَلسْأَو106
ُ
ارَمسْأَِدِّقلانَِمًاسومْخَمبُِذاجيًُادَبْعَممِْوَقْلِل

27 Bevan also gives the alternate form,mustankiran. Bevan, The Naḳāʾiḍ, 2:1003.



Bibliography

Abrahams, Roger D. “Playing the Dozens.” Journal of American Folklore 75 (1962): 209–

220.

ʿAlī, Haytham al-Ḥāj. “al-Qāfiyya al-Miṣriyya … al-fann al-sākhir wa-ibdāʿ al-lugha.” al-

Yawm al-Sābiʿ, March 22, 2024. https://www.youm7.com/story/2024/3/22/%D8%A7​

%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9‑%D8%A7%D9%84%D

9%85%D8%B5%D8%B1%D9%8A%D8%A9‑%D8%A7%D9%84%D9%81%D9%8

6‑%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1‑%D9%88%D8%A5%

D8%A8%D8%AF%D8%A7%D8%B9‑%D8%A7%D9%84%D9%84%D8%BA%D8

%A9/6519821.

al-ʿAlī, Ṣāliḥ Aḥmad. al-Tanẓīmāt al-ijtimāʿiyya wa-l-iqtiṣādiyya fī l-Baṣra fī l-qarn al-

awwal al-hijrī. Beirut: Dār al-Ṭalīʿa, 1969.

Ali, SamerM. “Early Islam—MonotheismorHenotheism?AView fromtheCourt.” Jour-

nal of Arabic Literature 39 (2008): 14–37. https://doi.org/10.1163/ej.9789004176898.i​

‑339.12.

Ali, Samer M. “The Rise of the Abbasid Public Sphere: The Case of al-Mutanabbī and

Three Middle Ranking Patrons.” Al-Qanṭara 29 (2008): 467–494. https://doi.org/10​

.3989/alqantara.2008.v29.i2.66

Ali, Samer M. Arabic Literary Salons in the Islamic Middle Ages: Poets, Public Perfor-

mance, and thePresentation of the Past. NotreDame:University of NotreDamePress,

2010.

Allen, Roger. An Introduction to Arabic Literature. Cambridge: Cambridge University

Press, 2000.

Alqarni, Hussain Mohammed. “Naqāʾiḍ Poetry in the Post-Umayyad Era.” Journal of

Abbasid Studies 4 (2017): 97–121. https://doi.org/10.1163/22142371‑12340028.

Amann, Klaus, and Max Siller. “Urban Literary Entertainment in the Middle Ages and

the Early Modern Age: The Example of Tyrol.” In Urban Space in the Middle Ages

and the Early Modern Age, edited by Albrecht Classen, 505–536. Berlin: De Gruyter,

2009. https://doi.org/10.1515/9783110223903.505.

Arazi, Albert. “La collision des genres dans les al-Naqāʾiḍ de Jarīr et d’al-Farazdaq.”

Jerusalem Studies in Arabic and Islam 33 (2007): 99–148.

Austin, J.L. How to Do Things withWords. Cambridge: Harvard University Press, 1975.

Ayoub, Millicent R., and Stephen A. Barnett. “Ritualized Verbal Insult in White High

School Culture.” Journal of American Folklore 78 (1965): 337–344.

al-Azmeh, Aziz.MuslimKingship: Power and the Sacred inMuslim, Christian, and Pagan

Polities. London: Tauris, 1997.

Badawi, M.M. “From Primary to Secondary Qaṣīdas: Thoughts on the Development of

Classical Arabic Poetry.” Journal of Arabic Literature 11 (1980): 1–31.

https://www.youm7.com/story/2024/3/22/%D8%A7%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9-%D8%A7%D9%84%D9%85%D8%B5%D8%B1%D9%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1-%D9%88%D8%A5%D8%A8%D8%AF%D8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821
https://www.youm7.com/story/2024/3/22/%D8%A7%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9-%D8%A7%D9%84%D9%85%D8%B5%D8%B1%D9%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1-%D9%88%D8%A5%D8%A8%D8%AF%D8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821
https://www.youm7.com/story/2024/3/22/%D8%A7%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9-%D8%A7%D9%84%D9%85%D8%B5%D8%B1%D9%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1-%D9%88%D8%A5%D8%A8%D8%AF%D8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821
https://www.youm7.com/story/2024/3/22/%D8%A7%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9-%D8%A7%D9%84%D9%85%D8%B5%D8%B1%D9%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1-%D9%88%D8%A5%D8%A8%D8%AF%D8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821
https://www.youm7.com/story/2024/3/22/%D8%A7%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9-%D8%A7%D9%84%D9%85%D8%B5%D8%B1%D9%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1-%D9%88%D8%A5%D8%A8%D8%AF%D8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821
https://www.youm7.com/story/2024/3/22/%D8%A7%D9%84%D9%82%D8%A7%D9%81%D9%8A%D8%A9-%D8%A7%D9%84%D9%85%D8%B5%D8%B1%D9%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%D9%84%D8%B3%D8%A7%D8%AE%D8%B1-%D9%88%D8%A5%D8%A8%D8%AF%D8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%A9/6519821
https://doi.org/10.1163/ej.9789004176898.i-339.12
https://doi.org/10.1163/ej.9789004176898.i-339.12
https://doi.org/10.3989/alqantara.2008.v29.i2.66
https://doi.org/10.3989/alqantara.2008.v29.i2.66
https://doi.org/10.1163/22142371-12340028
https://doi.org/10.1515/9783110223903.505


236 bibliography

Bakhouch, Mohammed. La rivalité d’honneur ou la fabrique de l’altérité: Les joutes

satiriques entre Ǧarīr et al-Aḫṭal. Aix-en-Provence: Presses universitaires de Pro-

vence, 2018.

Bamyeh, Mohammed. The Social Origins of Islam: Mind, Economy, Discourse. Min-

neapolis: University of Minnesota Press, 1999.

Barnett, Stephen Alan. “White Dozens and Bad Sociology.” Journal of American Folklore

80 (1967): 89–90.

Bashear, Suliman. Arabs and Others in Early Islam. Princeton: Darwin Press, 1997.

Bateson, Gregory. Steps to an Ecology of Mind: Collected Essays in Anthropology, Psychi-

atry, Evolution, and Epistemology. San Francisco: Chandler, 1972.

Bauman, Richard. Verbal Art as Performance. Rowley, MA: Newbury House, 1977; repr.

Prospect Heights, IL: Waveland, 1984.

Bauman, Richard. Story, Performance, and Event: Contextual Studies of Oral Narrative.

New York: Cambridge University Press, 1986.

Beeston, A.F.L. “Tubbaʿ.” In Encyclopaedia of Islam, 2nd ed., edited by P. Bearman,

Th. Bianquis, C.E. Bosworth, E. van Donzel, andW.P. Heinrichs. Leiden: Brill. http://​

dx.doi.org/10.1163/1573‑3912_islam_SIM_7600.

Benet, F. “The Ideology of Islamic Urbanization.” InUrbanism andUrbanization, edited

by Nels Anderson, 111–126. Leiden: Brill, 1964.

Bevan, Anthony Ashley, ed. The Naḳāʾiḍ of Jarīr and al-Farazdaḳ. 3 vols. Leiden: Brill,

1905–1912.

Blachère, R. “al-Farazdaḳ.” In Encyclopaedia of Islam, 2nd ed., edited by P. Bearman,

Th. Bianquis, C.E. Bosworth, E. van Donzel, andW.P. Heinrichs. Leiden: Brill. http://​

dx.doi.org/10.1163/1573‑3912_islam_SIM_2275.

Bouhdiba, Abdelwahab. Sexuality in Islam. Translated by Alan Sheridan. London: Saqi

Books, 1998.

Bronner, Simon J. “A Re-Examination of Dozens amongWhite American Adolescents.”

Western Folklore 37 (1978): 118–128.

Brookshaw, Dominic. “Palaces, Pavilions, and Pleasure-Gardens: The Context and Set-

ting of theMedievalMajlis.”Middle Eastern Literatures 6 (2003): 199–223. https://doi​

.org/10.1080/14752620306890.

Brustad, Kristen. “Jarīr.” Dictionary of Literary Biography. Vol. 311, Arabic Literary Cul-

ture, 500–925, edited by Michael Cooperson and Shawkat M. Toorawa. Farmington

Hills, MI: Thomson Gale, 2005: 243–251.

Carruthers,M.The Book of Memory: A Study of Memory inMedieval Culture. Cambridge:

Cambridge University Press, 1990.

Caton, StevenC. Peaks of Yemen I Summon: Poetry as Cultural Practice in aNorthYemeni

Tribe. Berkeley: University of California Press, 1990.

Chimezie, Amuzie. “The Dozens: An African-Heritage Theory.” Journal of Black Studies

6 (1976): 401–420.

http://dx.doi.org/10.1163/1573-3912_islam_SIM_7600
http://dx.doi.org/10.1163/1573-3912_islam_SIM_7600
http://dx.doi.org/10.1163/1573-3912_islam_SIM_2275
http://dx.doi.org/10.1163/1573-3912_islam_SIM_2275
https://doi.org/10.1080/14752620306890
https://doi.org/10.1080/14752620306890


bibliography 237

Chircop, John. “Oral Tradition andHistorical Source: TheMaltese Ghannejja.”Oral His-

tory 21 (1993): 63–67.

Cole, RobertW. “Ribbin’, Jivin’, and Playin’ the Dozens.”Phi Delta Kappan 56 (1974): 171–

175.

Crotty, Kevin. The Poetics of Supplication: Homer’s Iliad and Odyssey. Ithaca: Cornell

University Press, 1994.

Ḍayf, Shawqī. al-Taṭawwur wa-l-tajdīd fī l-shiʿr al-Umawī. Cairo: Dār al-Maʿārif, 1965.

Deeceevoice. “Dozens.” InUrbanDictionary. September 25, 2004. http://www.urbandict

ionary.com/define.php?term=dozens.

Dollard, John. “The Dozens: Dialectic of Insult.” In Mother Wit from the Laughing Bar-

rel: Readings in the Interpretation of Afro-American Folklore, edited by Alan Dundes,

277–294. Englewood Cliffs, NJ: Prentice-Hall, 1973.

El-Tayib, Abdulla. “Pre-Islamic Poetry.” In Arabic Literature to the End of the Umayyad

Period, edited by A.F.L. Beeston, T.M. Johnstone, R.B. Serjeant, and G.R. Smith, 27–

109. Cambridge: Cambridge University Press, 1983.

Elton, William. “Playing the Dozens.”American Speech 25 (1950): 230–233.

Fahmy, Ziad. Ordinary Egyptians: Creating the Modern Nation through Popular Culture.

Stanford: Stanford University Press, 2011.

Fakhreddine, Huda J. Metapoesis in the Arabic Tradition: From Modernists to Muḥ-

dathūn. Leiden: Brill, 2015.

Fariq, K.A. “Umayyad Poetry: Its Political and Social Background.” Islamic Culture 29

(1955): 256–266.

Farrin, Raymond. Abundance from the Desert: Classical Arabic Poetry. Syracuse: Syra-

cuse University Press, 2011.

Fischer, A. “Ein schwerer und doch leichter altarabischer Vers. (Naqāʿid Ğarīr wa-l-

Farazdaq 585, 9).” Islamica 1 (1925): 125–131.

Goffman, Erving. The Presentation of Self in Everyday Life. Garden City, NY: Doubleday,

1959.

Goffman, Erving. FrameAnalysis: An Essay on theOrganization of Experience. NewYork:

Harper, 1974.

Gruendler, Beatrice. Medieval Arabic Praise Poetry: Ibn al-Rūmī and the Patron’s Re-

demption. London: Routledge, 2010.

Haskins, James, andHugh F. Butts.The Psychology of Black Language. NewYork: Barnes

and Noble, 1973.

Hava, J.G. al-Faraid Arabic-English Dictionary. Beirut: Dar el-Mashreq, 1982.

Hawting, G.R. The First Dynasty of Islam: The Umayyad Caliphate ad661–750. London:

Routledge, 2000.

Heath, Peter. “Lord, Parry, Sīrat ʿAntar.”Edebiyât 2 (1988): 149–166.

Ḥijāb, Muḥammad Nabīh. al-Rāʿī al-Numayrī ʿUbayd b. Ḥuṣayn: shāʿir Banī Numayr;

ʿaṣruhu, ḥayātuhu, shiʿruhu. Cairo: Maktabat Nahḍat Miṣr, 1963.

http://www.urbandictionary.com/define.php?term=dozens
http://www.urbandictionary.com/define.php?term=dozens


238 bibliography

Hinds, Martin, and El-Said Badawi. Dictionary of Egyptian Arabic: Arabic-English. Bei-

rut: Librairie du Liban, 1986.

Hitti, Philip K. History of the Arabs: From the Earliest Times to the Present. London:

Macmillan, 1964.

Hodgson, Marshall G.S. The Venture of Islam: Conscience and History in a World Civ-

ilization. Vol. 1, The Classical Age of Islam. Chicago: University of Chicago Press,

1974.

Hoorelbeke, Mathias. “La joute satirique au début de l’époque abbasside (132/750–

197/813): Un espace poétique autonome?.” Arabica 66 (2019): 606–620. https://doi​

.org/10.1163/15700585‑12341549.

Huizinga, JohanH.Homo Ludens: A Study of the Play-Element in Culture. London: Rout-

ledge, 2000.

Hussein, Ali Ahmad. “The Formative Age of naqāʾiḍ Poetry: Abū ʿUbayda’s Naqāʾiḍ Jarīr

wa-’l-Farazdaq.” Jerusalem Studies in Arabic and Islam 34 (2008): 499–528.

Hussein, Ali Ahmad. “The Rise andDecline of naqāʾiḍ Poetry,” Jerusalem Studies in Ara-

bic and Islam 38 (2011): 305–360.

Hymes, Dell. “Breakthrough into Performance.” In Folklore: Performance and Communi-

cation, edited by Dan Ben-Amos and Kenneth S. Goldstein, 11–74. The Hague: Mou-

ton, 1975.

Ibn Manẓūr. Lisān al-ʿArab. Beirut: Dār Ṣādir, 1955–1956.

Ibrahim, Mahmood. Merchant Capital and Islam. Austin: University of Texas Press,

1990.

Ibrāhīm, Muḥammad Abū l-Faḍl, and ʿAli Muḥammad al-Bajawī. Ayyām al-ʿArab fī l-

Islām. Cairo: Dār Iḥyāʾ al-Kutub al-ʿArabiyya, 1950.

al-Iṣfahānī, Abū l-Faraj. Kitāb al-aghānī. 25 vols. Beirut: Dār Ṣādir, 2008. Available at

https://archive.org/details/AlAghani__1438/Al‑Aghani_00/mode/1up.

Jackson, Bruce. “White Dozens and Bad Sociology.” Journal of American Folklore 79

(1966): 374–377.

Jacobi, Renate. “Rāwī.” In Encyclopaedia of Islam, 2nd ed., edited by P. Bearman, Th.

Bianquis, C.E. Bosworth, E. van Donzel, and W.P. Heinrichs. Leiden: Brill. http://dx​

.doi.org/10.1163/1573‑3912_islam_SIM_6259.

Jacut’s Geographisches Wörterbuch. 6 vols. Leipzig: FerdinandWüstenfeld, 1867.

Jarīr and al-Farazdaq. The Naqaith of Jarīr and al Farazdaq, Translated from the Text

of Anthony Ashley Bevan. Translated by ArthurWormhoudt. Oskaloosa, IA:William

Penn College, 1974.

Jayyusi, Salma K. “Umayyad Poetry.” In Arabic Literature to the End of the Umayyad

Period, edited by A.F.L. Beeston, T.M. Johnstone, R.B. Serjeant, and G.R. Smith, 387–

432. Cambridge: Cambridge University Press, 1983.

Jordan, Larry E. “Social Construction as Tradition: A Review and Reconceptualization

of the Dozens.”Review of Research in Education 10 (1983): 79–101.

https://doi.org/10.1163/15700585-12341549
https://doi.org/10.1163/15700585-12341549
https://archive.org/details/AlAghani__1438/Al-Aghani_00/mode/1up
http://dx.doi.org/10.1163/1573-3912_islam_SIM_6259
http://dx.doi.org/10.1163/1573-3912_islam_SIM_6259


bibliography 239

Jorgensen, Cory. “Jarīr and al-Farazdaq’s Naqāʾiḍ Performance.” Journal of Arabic Liter-

ature 54 (2023): 73–95. https://doi.org/10.1163/1570064x‑12341473.

al-Jumaḥī, Muḥammad b. Sallām. Tabaqāt fuḥūl al-shuʿarāʾ, edited by Maḥmūd Mu-

ḥammad Shākir. Cairo: Dār al-Maʿārif, 1952.

al-Jundī, ʿAlī. al-Shuʿarāʾ wa-inshād al-shiʿr. Cairo: Dār al-Maʿārif, 1969.

al-Kafrāwī, Muḥammad ʿAbd al-ʿAzīz. Jarīr wa-naqāʾiḍuhu maʿa shuʿarāʾ ʿaṣrihi. Cairo:

Dār Nahḍat Miṣr, 1969.

Khankan, Nathalie. “Reperceiving the Pre-Islamic nasīb.” Journal of Arabic Literature 33

(2002): 1–23. https://doi.org/10.1163/15700640252955469.

Kilpatrick,Hilary. “TheGenuineAshʿab:TheRelativity of Fact andFiction inEarlyAdab

Texts.” In Story-Telling in the Framework of Non-Fictional Arabic Literature, edited by

Stefan Leder, 94–117. Wiesbaden: Harrassowitz, 1998.

Labov, William. “Rules for Ritual Insults.” In Rappin’ and Stylin’ Out: Communication in

Urban Black America, compiled by Thomas Kochman, 265–314. Urbana: University

of Illinois Press, 1972.

Lane, Edward William. Arabic-English Lexicon. Beirut: Librairie du Liban, 1968. Avail-

able at https://www.ejtaal.net/.

Leemhuis, F. “Waʾd al-Banāt.” In Encyclopaedia of Islam, 2nd ed., edited by P. Bearman,

Th. Bianquis, C.E. Bosworth, E. van Donzel, W.P. Heinrichs. Leiden: Brill. http://dx​

.doi.org/10.1163/1573‑3912_islam_SIM_7795.

Lefever, Harry G. “ “Playing the Dozens:” A Mechanism for Social Control.” Phylon 42

(1981): 73–85.

Leland, John. Hip, the History. New York: Harper, 2005.

Lord, Albert Bates. The Singer of Tales. Cambridge: Harvard University Press, 1960.

al-Manṣūr, Khalīl ʿImrān, ed.Kitābal-Naqāʾiḍ: naqāʾiḍ Jarīrwa-l-Farazdaq. 2 vols. Beirut:

Dār al-kutub al-ʿIlmiyya, 1998.

Marsot, Afaf Lutfi al-Sayyid. “Mud-Slinging Egyptian Style.” Journal of the American

Research Center in Egypt 30 (1993): 189–192.

Mason, Theodore O. “Between The Populist and The Scientist: Ideology and Power in

Recent Afro-American Literary Criticism or, ‘The Dozens’ as Scholarship.” Callaloo

36 (1988): 606–615.

Meisami, Julie Scott. Medieval Persian Court Poetry. Princeton: Princeton University

Press, 1987.

Moreh, Shmuel. Live Theatre and Dramatic Literature in the Medieval ArabWorld. New

York: New York University Press, 1992.

Morse, Ruth. Truth and Convention in the Middle Ages: Rhetoric, Representation, and

Reality. Cambridge: Cambridge University Press, 1991.

ms Or. 3758. Sharḥ naqāʾiḍ Jarīr wa-l-Farazdaq. 12th century.

Naji, A.J., and Y.N. Ali. “The Suqs of Basrah: Commercial Organization and Activity in

a Medieval Islamic City.” Journal of the Economic and Social History of the Orient 24

(1981): 298–309.

https://doi.org/10.1163/1570064x-12341473
https://doi.org/10.1163/15700640252955469
https://www.ejtaal.net/
http://dx.doi.org/10.1163/1573-3912_islam_SIM_7795
http://dx.doi.org/10.1163/1573-3912_islam_SIM_7795


240 bibliography

al-Nuṣṣ, Iḥsān. al-ʿAṣabiyya al-qabaliyya wa-atharuhā fī l-shiʿr al-Umawī. Beirut: Dār al-

Yaqaẓa al-ʿArabiyya, 1964.

al-Nuṣṣ, Iḥsān. “Namūdhaj fī taḥqīq al-marwiyyāt al-adabiyya, khabar tahājī Jarīr wa-l-

Farazdaq wa-l-Akhṭal.” In Dirāsāt ʿarabiyya wa-islāmiyya, muhdāt ilā adīb al-ʿarab-

iyya al-kabīr Abī FihrMaḥmūdMuḥammad Shākir bi-munāsabat bulūghihī al-sabʿīn,

edited by Ayman Fuʾād Sayyid, Aḥmad Ḥamdī Imām, and al-Ḥassānī Ḥasan ʿAbdal-

lāh, 17–37. Cairo: Maṭbaʿat al-Madanī, 1982.

Oxford English Dictionary, 2nd ed. https://www.oed.com/.

Parry, Milman. The Making of Homeric Verse: The Collected Papers of Milman Parry,

edited by Adam Parry. Oxford: Clarendon, 1971.

Pellat, Charles. “Hid̲jā̲ʾ.” In Encyclopaedia of Islam, 2nd ed., edited by P. Bearman,

Th. Bianquis, C.E. Bosworth, E. van Donzel, andW.P. Heinrichs. Leiden: Brill. http://​

dx.doi.org/10.1163/1573‑3912_islam_COM_0284.

Pellat, Charles. “al-Mirbad.” In Encyclopaedia of Islam, 2nd ed., edited by P. Bearman,

Th. Bianquis, C.E. Bosworth, E. van Donzel, andW.P. Heinrichs. Leiden: Brill. http://​

dx.doi.org/10.1163/1573‑3912_islam_SIM_5218.

Petrey, Sandy. Speech Acts and Literary Theory. New York: Routledge, 1990.

Poteat, Hubert McNeill. “De Vita Iuvenalis.” Studies in Philology 19 (1922): 414–428.

al-Qāsimī, Ẓāfir. Naẓarāt fī l-shiʿr al-Islāmī wa-l-Umawī. Beirut: Dār al-Nafāʾis, 1977.

The Qur’ān: English Meanings. Revised and edited by Saheeh International. https://​

quran.com/.

al-Quṭb, Samīr. Ansāb al-ʿArab. Beirut: Maktabat Dār al-Bayān, n.d.

Renon, A. “Les trois poètes omeyyades: Akhtal, Farazdaq, et Djarir.” Institut des Belles

Lettres Arabes 7 (1944): 41–59.

Rosenberg, BruceA.TheArt of the American Folk Preacher. NewYork: OxfordUniversity

Press, 1970.

Ross, Marlon B. “Camping the Dirty Dozens: The Queer Resources of Black Nationalist

Invective.” Callaloo 23 (2000): 290–312. https://doi.org/10.1353/cal.2000.0060.

al-Rufūʿ, Khalīl ʿAbd Sālim, “al-Farazdaq qaynan fī shiʿr Jarīr: dirāsa fī maṣdar al-ṣūra

wa-taʾṣīl dalālātihā,”Muʾta lil-Buḥūth wa-l-Dirāsāt 19 (2004), 51–73.

Ṣāliḥānī, Anṭūn. Naqāʾiḍ Jarīr wa-l-Akhṭal. Beirut: Dār al-Kutub al-ʿIlmiyya, 1922.

Salīm, Muḥammad Ibrāhīm. Jarīr b. ʿAṭiyya al-Khaṭafī: Aḥad fuḥūl al-shuʿarāʾ al-islām-

iyyīn wa-thālith thalātha fī l-ʿaṣr al-Umawī. Cairo: Dār al-Ṭalāʾiʿ, 2000.

Saloy, Mona Lisa. “African American Oral Traditions in Louisiana.”Folklife in Louisiana.

n.d. http://www.louisianafolklife.org/LT/Articles_Essays/creole_art_african_am_or

al.html.

al-Ṣāwī, Muḥammad Ismāʿīl ʿAbdallāh. Sharḥ dīwān Jarīr: al-juzʾ al-awwal. Beirut: Man-

shūrāt Dār Maktabat al-Ḥayāt, 1965.

Scemama, O. “Le rôle du Mirbad de Bassora dans le conservatisme poétique jusque’au

début du iiième siècle.” Institut des Belles Lettres Arabes (1957): 369–379.

https://www.oed.com/
http://dx.doi.org/10.1163/1573-3912_islam_COM_0284
http://dx.doi.org/10.1163/1573-3912_islam_COM_0284
http://dx.doi.org/10.1163/1573-3912_islam_SIM_5218
http://dx.doi.org/10.1163/1573-3912_islam_SIM_5218
https://quran.com/
https://quran.com/
https://doi.org/10.1353/cal.2000.0060
http://www.louisianafolklife.org/LT/Articles_Essays/creole_art_african_am_oral.html
http://www.louisianafolklife.org/LT/Articles_Essays/creole_art_african_am_oral.html


bibliography 241

Schaade, A., and H. Gatje. “D̲ja̲rīr.” In Encyclopaedia of Islam, 2nd ed., edited by P. Bear-

man, Th. Bianquis, C.E. Bosworth, E. van Donzel, and W.P. Heinrichs. Leiden: Brill.

http://dx.doi.org/10.1163/1573‑3912_islam_SIM_2009.

Schoeler, Gregor. “Writing and Publishing on the Use and Function of Writing in the

First Centuries of Islam.”Arabica 44 (1997): 423–435.

Schoeler, Gregor. The Oral and theWritten in Early Islam. Translated by UweVagelpohl.

New York: Routledge, 2006.

Seidensticker, Tilman. “al-Akhṭal.” In Encyclopaedia of Islam, three, edited by Kate

Fleet, Gudrun Krämer, Denis Matringe, John Nawas, and Everett Rowson. Leiden:

Brill. http://dx.doi.org/10.1163/1573‑3912_ei3_SIM_0198.

Sells, Michael. “The Qaṣīda and the West: Self-Reflective Stereotype and Critical En-

counter.” al-ʿArabiyya 20 (1987): 307–357.

Sezgin, Fuat. Geschichte des Arabischen Schrifttums. Vol. 2, Poesie bis ca. 430h. Leiden:

Brill, 1975.

Shahîd, Irfan. “ʿUkāẓ.” In Encyclopaedia of Islam, 2nded., editedbyP. Bearman,Th. Bian-

quis, C.E. Bosworth, E. van Donzel, and W.P. Heinrichs. Leiden: Brill. http://dx.doi​

.org/10.1163/1573‑3912_islam_SIM_7689.

Shāyyib, Aḥmad. Tārīkh al-naqāʾiḍ fī l-shiʿr al-ʿarabī. Cairo: Maktabat al-Nahḍa al-

Miṣriyya, 1966.

Simmons, Donald C. “PossibleWest African Sources for the American Negro ‘Dozens’.”

Journal of American Folklore 76 (1963): 339–340.

Smith,W. Robertson. Kinship andMarriage in Early Arabia. Boston: Beacon Press, 1963.

Smoor, Pieter. “al-Farazdaq’s Reception by Contemporaries and Later Generations.”

Journal of Arabic Literature 20 (1989): 115–127.

Sowayan, Saad Abdullah. Nabati Poetry: the Oral Poetry of Arabia. Berkeley: University

of California Press, 1985.

Stetkevych, Jaroslav. Muhammad and the Golden Bough: Reconstructing Arabian Myth.

Bloomington: Indiana University Press, 1996.

Stetkevych, Jaroslav. “Arabic Poetry andAssortedPoetics.” In Islamic Studies: ATradition

and Its Problems, edited by Malcolm Kerr, 103–123. Malibu: Undena Publications,

1980.

Stetkevych, Suzanne Pinckney. The Mute Immortals Speak: Pre-Islamic Poetry and the

Poetics of Ritual. Ithaca: Cornell University Press, 1993.

Stetkevych, Suzanne Pinckney. “Umayyad Panegyric and the Poetics of Islamic Hege-

mony: al-Akhṭal’sKhaffa al-qaṭīnu (‘ThoseThatDweltwithYouHave Left inHaste’).”

Journal of Arabic Literature 28 (1997): 89–122.

Stetkevych, SuzannePinckney.The Poetics of Islamic Legitimacy:Myth, Gender, andCer-

emony in the Classical Arabic Ode. Bloomington: Indiana University Press, 2002.

Stewart, Devin J. “Impoliteness Formulae: The Cognate Curse in Egyptian Arabic.” Jour-

nal of Semitic Studies 42 (1997): 327–360.

http://dx.doi.org/10.1163/1573-3912_islam_SIM_2009
http://dx.doi.org/10.1163/1573-3912_ei3_SIM_0198
http://dx.doi.org/10.1163/1573-3912_islam_SIM_7689
http://dx.doi.org/10.1163/1573-3912_islam_SIM_7689


242 bibliography

vanGelder, G.J.H.TheBadand theUgly: Attitudes towards Invective Poetry (Hijāʾ) in Clas-

sical Arabic Literature. Leiden: Brill, 1988.

van Gelder, G.J.H. “Genres in Collision: Nasīb and Hijāʾ.” Journal of Arabic Literature 21

(1990): 14–25.

van Gelder, Geert Jan. “Dubious Genres: On Some Poems by Abū Nuwās.” Arabica 44

(1997): 268–283. https://doi.org/10.1163/1570058972582533.

van Gelder, G.J.H. “Naqāʾid.” In Encyclopedia of Arabic Literature. Vol. 2, edited by Julie

Scott Meisami and Paul Starkey, 578. London: Routledge, 1998.

vanGelder, G.J.H. Review of Abundance from the Desert: Classical Arabic Poetry, by Ray-

mond Farrin. Speculum 87 (2012): 1191.

van Gelder, Geert Jan. “Sexual Violence in Verse: The Case of Jiʿthin, al-Farazdaq’s Sis-

ter.” InViolence in Islamic Thought: From the Qurʾān to theMongols, edited by Robert

Gleave and István T. Kristó-Nagy, 175–190. Edinburgh: Edinburgh University Press,

2015. https://doi.org/10.3366/edinburgh/9780748694235.003.0011.

van Gelder, G.J.H. “Naḳāʾiḍ.” In Encyclopaedia of Islam, 2nd ed., edited by P. Bearman,

Th. Bianquis, C.E. Bosworth, E. van Donzel, andW.P. Heinrichs. Leiden: Brill. http://​

dx.doi.org/10.1163/1573‑3912_islam_SIM_5768.

al-Waṣīfī, ʿAbd al-RaḥmānMuḥammad. al-Naqāʾiḍ fī l-shiʿr al-jāhilī. Cairo: Maktabat al-

Ādāb, 2003.

Weipert, Reinhard. “Abū ʿUbayda.” In Encyclopaedia of Islam, three, edited by Kate

Fleet, Gudrun Krämer, Denis Matringe, John Nawas, and Everett Rowson. Leiden:

Brill. http://dx.doi.org/10.1163/1573‑3912_ei3_SIM_0020.

Weipert, Reinhard. “al-Rāʿī.” In Encyclopaedia of Islam, 2nd ed., edited by P. Bearman,

Th. Bianquis, C.E. Bosworth, E. van Donzel, andW.P. Heinrichs. Leiden: Brill. http://​

dx.doi.org/10.1163/1573‑3912_islam_SIM_6197.

Wensinck, A.J. “Khabar.” In Encyclopaedia of Islam, 2nd ed., edited by P. Bearman,

Th. Bianquis, C.E. Bosworth, E. van Donzel, andW.P. Heinrichs. Leiden: Brill. http://​

dx.doi.org/10.1163/1573‑3912_islam_SIM_4110.

Wheatley, Paul. The Places Where Men Pray Together: Cities in Islamic Lands: Seventh

through the Tenth Centuries. Chicago: University of Chicago Press, 2001.

Whitcomb, Donald, ed. Changing Social Identity with the Spread of Islam: Archaeologi-

cal Perspectives. Chicago: Oriental Institute, 2004.

Wolf, Eric R. “The Social Organization of Mecca and theOrigins of Islam.” Southwestern

Journal of Anthropology 7 (1951): 329–356.

Yaqub, Nadia G. Pens, Swords, and the Springs of Art: The Oral Poetry Duelling of Pales-

tinianWeddings in the Galilee. Leiden: Brill, 2007.

al-Yasūʿī, Anṭūn Ṣāliḥānī. “Naqāʾiḍ Jarīr wa-l-Farazdaq.” al-Mashriq 13 (1910): 96–100.

Zaydān, Jirjī. Tārīkh ādāb al-lugha al-ʿarabiyya. Cairo: Dār al-Hilāl, 1957.

al-Zuhayrī, Maḥmūd Ghinnāwī. Naqāʾiḍ Jarīr wa-l-Farazdaq: dirāsa adabiyya tārīkh-

iyya. Baghdad: Dār al-Maʿrifa, 1954.

https://doi.org/10.1163/1570058972582533
https://doi.org/10.3366/edinburgh/9780748694235.003.0011
http://dx.doi.org/10.1163/1573-3912_islam_SIM_5768
http://dx.doi.org/10.1163/1573-3912_islam_SIM_5768
http://dx.doi.org/10.1163/1573-3912_ei3_SIM_0020
http://dx.doi.org/10.1163/1573-3912_islam_SIM_6197
http://dx.doi.org/10.1163/1573-3912_islam_SIM_6197
http://dx.doi.org/10.1163/1573-3912_islam_SIM_4110
http://dx.doi.org/10.1163/1573-3912_islam_SIM_4110


Index

nb: the initial definite article is ignored for the purposes of alphabetical order, e.g. al-Farazdaq

can be found under - f, not -a.

Abbasids, Abbasid era ix, 7, 11, 13, 60–61

mujālasāt (literary salons) and 134–135,

140n88

poetry in 114n11, 134–135

ʿAbd al-Malik 139n86

ʿAbd al-Malik, Sulaymān b. 123, 123n37, 124–

125

Abī Sulmā, Zuhayr b. 114

Abū Bakr 124n43

Abū Ḥassān 35n82

Abū l-Qaʿqāʿ 51n138

Abū Nukhayla 133

Abū Tammām xi, 32n75, 133n71, 133n74

Abū ʿUbayda xii, xiin15, 22n37, 50, 95

Kitāb al-Naqāʾiḍ xii

adultery 81, 81n64

afya (poetic dueling) 17–19, 17n19

Ahlwardt, Wilhelm x

al-ʿAjjāj 133

al-Ajraʿ 25, 25n52, 26n54

akhbār 115, 132–140, 140n88

audience interaction/reception and

133–140, 140nn88–89

al-Akhṭal xi–xii, 5n18, 6n30, 7, 35n81, 86, 128

al-Aqāriʿ (al-Aqraʿ) 102, 102n52, 142–144

Aristotle 66nn192–193

ʿAṭiyya (father of Jarīr) 5, 54, 64, 65n184, 96,

96n37, 100, 113n7

audience see akhbār; Dozens; Mirbad mar-

ket; poetry, performance of; Umayyads,

Umayyad era

ʿAwf 29, 29n62

Aʿyan 29, 30n64

Ayyām al-ʿArab 70

al-Baʿīth 47–48, 89

Basra 5, 5n19, 6, 6n30, 13, 60, 68–70, 112, 117

see alsoMirbad market

Bedouin 5–6, 79n54

bestiality 47–48

Bevan, Anthony xi–xiii, 89, 95, 109, 143–144

The Naḳāʾiḍ of Jarīr and al-Farazdaḳ xi

British Library xi, xiii

British Museum xi

al-Buḥturī 114n10

camels 2, 36, 40, 40n96, 47, 73n30, 89–

90, 96, 96n36, 97, 104, 114, 116, 123–

124

al-Duhaym 47, 47n121

see also bestiality; qaṣīda

Christianity 79, 79n58, 80–81, 125–128

see also al-Farazdaq; Islam

Dhū al-Ḥamāṭ 40

Dhuhayl, Ghassān b. 5–6, 75, 75n40, 89

Diʿbil 133n74

dīwān 116

Dozens 9, 20–21, 21nn33–34, 31, 31n69, 32,

33n76, 34–35, 54, 56–57

ad hominem attacks and 56

audience and 59

homosexuality and 48–49

mothers, attacks on and 62

naqāʾiḍ, parallels with 21, 44–45

performance mechanics and 45, 59–60

self-vaunting and 65

violence and 45

Dunbar, William 20

Egypt ix, 17, 19, 100

eunuchs 104

fakhr poetry (boasting/self-praise) 23, 40,

42, 102, 120n28, 122n34

see also qaṣīda

Falj 123–124, 124n40

al-Farazdaq

anaphora and 126, 142–143

Banū Tamīm, membership in 5, 112,

112n1, 118–122, 132

biography of ix, 4–6, 104

blacksmith heritage of 22n37, 23, 40,

50–56, 63–64, 91–95, 101–102, 142

Christianity/faithlessness, accusations of

98, 125–128



244 index

hijāʾ and 1, 4n143, 40, 42, 108, 112, 117, 132,

141

honor/shame/loyalty of 27–33, 41–42,

52–53, 55, 64, 82, 120

Jarīr, friendship with 85, 130

Jarīr, rivalry/contest with 6, 6n25, 6n30,

7, 11–12, 14, 16

Jarīr’s elegy for 85

Jarīr’s relatives, lampoon of 35–40

Khālid al-Qasrī, lampoon of 108–109,

129, 129n59

Mujāshiʿ, membership in 23, 30n64,

112n1, 122n34, 143

poetry, transmission of 15–16, 16n17

prison and 108–110, 129–131

Prophet Muhammad, claim of descent

from 124–126, 132

qaṣīda and 2, 22, 89, 123–125

slavery and 63

unreliability, accusations of 109

womanish nature, accusations of 50, 58,

127–128, 141, 141n91

see also Ghālib (father of al-Farazdaq);

Ḥadrāʾ (wife of al-Farazdaq); Jiʿthin

(sister of al-Farazdaq); Jubayr (black-

smith slave); lampoon poetry; Laylā

(grandmother of alFarazdaq); Nawār

(wife of al-Farazdaq); poetry, perfor-

mance of; Qufayra (great-grandmother

of al-Farazdaq); Ṣaʿṣaʿa (grandfather of

al-Farazdaq); Sukayna (paternal aunt

of al-Farazdaq)

fellatio 48

gazelles 2

Ghālib (father of al-Farazdaq) 23, 26, 47,

51, 53–54, 64, 104n60, 105, 138, 142–

143

ghana (folk singing) 20

God 123–125

Gregory, Dick 76–77

Ḥaḍan 55, 56

Ḥadrāʾ (wife of al-Farazdaq) 51–53, 92–93

lineage of 93

marriage of 93n25, 94

Hajj 79–81

hajw 5, 5n16

Ḥawfazān 93

hijāʾ poetry 1, 4–5, 22–23, 40, 66, 66n194,

101, 108, 112, 112nn2–3, 114n13, 117,

120n28, 122n34, 123n37, 126, 129,

132

ban on, in Umayyad era 4

as contest 10n3, 117

defined 1, 10n3, 57, 57n160

functional vs. literary poetry and 112,

112n3, 113

legal jeopardy and 129

pre-Islamic hijāʾ 68, 68n1, 114

prejudice against 4–5

qadhf (false accusation) and 129

reception of 132

reputation, impact on 114

tribal conflicts and 68, 68n1, 68n5, 78,

112, 112n3, 113

see also al-Farazdaq; hajw; Jarīr; lampoon

poetry; naqāʾiḍ poetry; qaṣīda

Ḥijāz 2, 56

homosexuality 31n69, 40, 46–50, 63

clothing and 49–50

dominance/submission, theme of 49–

50

passive homosexuality 48

see also Dozens

al-Hudhayl see Abū Ḥassān

al-Ḥutāt 73, 102

ibex 2

Ibn Bassām 78

Ibn al-Ḥubāb 79, 79n56, 80

lbn Lajaʾ, ʿUmar xi, 6n30

Ibn Murra 24, 26n54, 28, 32n74

Ibn al-Rūmī 4–5, 38n91

Ibn Ṭabaṭabā 129n55

Ibn al-Zubayr 138–139

Imruʾ al-Qays 32n75, 122

muʿallaqa of 122

Irāb, Day of 35, 35n82, 38

Iraq 108, 129, 141

Islam 2–3, 7, 10, 130–131

authority and 123–127

Christianity, tensions with 80–81

tribal identity, impact on 3, 14, 118

umma and 118

see also God; Muhammad, Prophet;

Naqāʾiḍ of Jarīr/al-Farazdaq



index 245

Jabala, Battle of 144

Jarīr

anaphora and 128, 144

Banū Tamīm, membership in 5, 112,

112n1, 118–122

biography of ix, 4–6, 16n18, 102n53

al-Farazdaq, friendship with 85, 30

al-Farazdaq, rivalry/contest with 6,

6n25, 6n30, 7, 11–12, 14, 16

hijāʾ and 1, 22–23, 40, 101, 108–109, 112,

117, 123n37, 126, 132, 141

honor/shame of, attacked by al-Farazdaq

37, 38–39

Khālid al-Qasrī and 109, 130–132

love poetry of 90n19

mother of, attacks on by al-Farazdaq

98–101

plagiarism, accusations of 64–65

poetry, transmission of 15–16, 16n17

poverty, attacked by al-Farazdaq 54

qaṣīda and 2, 22, 40, 89, 122

Yarbūʿ, clan of 35n82, 102

see also ʿAṭiyya (father of Jarīr); Jiʿthin

(sister of al-Farazdaq); lampoon

poetry; poetry, performance of; al-

Rāʿī; Umāma (wife of Jarīr); Zaynab

(paramour of Jarīr)

Jiʿthin (sister of al-Farazdaq) 21–23, 66,

105n67

honor of 27, 39

Jarīr and 21–46, 51, 63, 81–82, 91–92, 107

marriage of 143

rape of 22–25, 26n54, 27–29, 29n62, 30,

30n66, 40–42, 102, 104n63

sexual practices of 94–95, 104–107

as slave 106

Jubayr (blacksmith slave) 50, 104n60

Juvenal 20, 20n31

al-Kawāẓim 123, 124n40

khabar see akhbār

Khaḍāf 73

Khālid (ancestor of Bisṭām b. Qays b. Masʿūd)

52–53, 53n144

Khashākhish 25, 25n52, 26n54, 40

Kennedy, Walter 20

Kharijites 6n30

al-Khaṭṭāb, ʿUmar b. 4, 124n43

Khurāsān 124n41

kiss (band) 57–58

Kitāb al-Aghānī (Abū l-Faraj al-Iṣfahānī)

59–60, 68–70, 136

al-Kunāsa 85

lampoon poetry 1–3, 5–8, 11–12, 16–21, 31–

35, 61–62, 69–70, 108–110, 117, 126–128,

132–134

Abbasid era and 7–8

ad hominem attacks and 43, 62

audience and see poetry, performance of

flatulence and 42–44, 62

misogyny and 71–72, 72n25, 73–74, 78–

82, 95–107

performance reputation and 12–14, 33–

34, 37, 42, 44–45, 64, 115

pre-Islamic lampoon 12, 70n16, 71, 77–

78, 84, 87, 92

prejudice against 4, 4n12

purpose of 3

reputation and 21, 32n75, 37, 44, 46n115,

56–57, 67, 113–115

self-vaunting/self-promotion and 64–

67, 113, 120, 132

sexual invective/hyperbole and 22, 27–

32, 34–50, 66, 71–74, 78–80, 82, 84, 88,

101, 107

stylistic development of 70–71, 71n21, 74,

77–78, 82–84, 110–111, 129

“team collusion” and 88, 108

tribes and 70, 78, 85–86, 93–100, 110–111,

118–119

Umayyad-era lampoon 82

see also afya (poetic dueling); Dozens;

Dunbar, William; ghana (folk singing);

Juvenal; Kennedy, Walter; poetry, per-

formance of; radḥ (poetic dueling)

Laylā (grandmother of al-Farazdaq) 50–51,

53, 102, 104, 104n60

Lisān al-ʿArab (Ibn Manẓūr) 79n54

Lord, Albert 75, 75n38

Maʿbad 51

see also Abū l-Qaʿqāʿ

madīḥ (praise poetry) 6, 89–90, 90n18, 108,

124, 130, 141

reputation, impact on 114

see also qaṣīda

Mafrūq 93



246 index

al-Manṣūr, Khalīl ʿImrān xi

marthiya/rithāʾ (elegy) 6, 40, 42, 55

mawāsim (markets) 119, 119n25, 120

Mecca 59, 138

Mecca, Lord of 96–97

Medina 123–124

Mirbad market 14, 14n14, 15n15, 16, 50, 58,

60, 75, 77, 82, 84, 91, 108, 113, 136

audience at 69–70, 74, 86, 112, 117, 130,

134–136, 141

audience, seating and 136–137

characteristics of 68

asmajlis 136–137

naqāʾiḍ poetry and 70, 112

spots for Jarīr/al-Farazdaq and 136–137

as stage 68–69, 74, 83

Muhammad, Prophet xiv, 2–3, 122–124,

124n43, 125–126, 143, 143n96

see also al-Farazdaq

al-Muhammal 46

mujālasāt (literary salons) 134–137, 137n80

see also Abbasids, Abbasid era; Mirbad

market

al-Mujāshiʿī, Shabbah b. ʿIqāl b. Ṣaʿṣaʿa 143

mujūn (licentious poetry) 99–101

see also lampoon poetry

Mukātib 138

munāqaḍāt 2

Muslim, Qutayba b. 124n41

al-Muthannā 93

Najd 5, 56, 102, 102n53

Najrān 142

Naqāʾiḍ of Jarīr/al-Farazdaq xn8, 1–2, 8–9,

11, 21, 39, 45, 48, 50–51, 54, 57–60, 64,

69–71, 73, 75, 78, 85–89, 107, 110, 113,

141

collusion and 88, 92, 110–111

dyads and 34, 40, 42, 44, 71, 78, 91–96,

107–108, 116, 122, 129–130

friendly rivalry and 110, 110n82

Islam/faith and 122–128

length of poems in 91–93, 96n35

lightheartedness/humor in 100

manuscripts of xi–xiv, 8, 95

panegyric and 129–130

prestige/superiority and 6n30, 63–64,

66, 68, 83, 102, 115, 117, 119–123, 125–126,

129–132, 134–137, 139–140, 140n89, 142

qadhf (false accusation) and 129

qaṣīda structure and 22, 89–91, 96

reception of 115–117, 132, 135–140

stock devices in 89–111

structural differences and 89

themes of 91–95, 95n34, 96, 118–128

tribal pride/standing and 118–120, 126

see also akhbār

naqāʾiḍ poetry ix, xn8, xii, 6–9, 15, 21,

32n75, 34, 43, 49, 56–57, 68, 70n16, 75,

86

as contest poetry 10, 10n3, 30, 83–88

defined 1, 1n3, 2

desert, influence of 2

as “flytings” xii, 1n3, 16, 82, 113

functional vs. literary poetry and 112,

112n3, 113

hijāʾ and 1

oral composition and 75

“play-world” and 45–46

pre-Islamic naqāʾiḍ 2, 7–10, 12–13, 32n75,

70–71, 77–78, 82, 84, 87–89, 92, 94, 111–

115, 118, 134

qaṣīda and 2, 40, 60

relatives, attacks on 27, 37, 46, 53–54,

88, 95–101, 105–107, 107n75, 142

rhyme and 60

rival/refuting poems, relationship

between 34–35, 39, 39n92, 44

scholarship on xi–xii

stylistic development of 70–71, 71n21, 74,

77–78, 82–84, 110–111

tribal pride and 118–120

tribes and 70, 78, 85–87, 89, 93–102, 110–

111, 113, 117, 122n32, 142

Umayyad-era and ix, 7–8, 10, 15, 21, 43,

45n111, 70, 83–84, 89, 110n83, 112–115

violence and 45n111

see also Dozens; Mirbad market;munāqa-

ḍāt; poetry, performance of

nasīb see qaṣīda

Nawār (wife of al-Farazdaq) 5

Nizār 53

nomadism 2–3, 8–9

see also urbanization

Orientalism x

oryx 2



index 247

Peninsula, Arabian 2, 5, 9

poetry, performance of x, 3, 5–6, 8, 17–21,

66, 101

allusions and 134

audience and x, 8–9, 11–17, 30–31, 37, 43,

57–59, 71, 74–78, 82–88, 99, 107, 110,

115, 132–136

audience, leveraging/influence over

115–144

development of 77–78

emergence of event and 75–76

emergence of social structure and 75–

81, 84

emergence of text and 75–76

illusions and 88

linguistic idiom and 60–61

naqāʾiḍ poetry and 8–11

non-verbal communication and 135–136

oral performance 8, 75–76, 95n34

performance elements (clothing,

hair, etc.) of 57–61, 66, 83, 116–

117

persona, management of 135

pre-Islamic era and 10, 12, 13n10, 16–

17, 32n75, 68–71, 77, 84, 110–111, 117,

129

punchlines and 18

Umayyad era and 9, 12, 71, 101

see also afya (poetic dueling); Dozens;

radḥ (poetic dueling)

poetry, Serbo-Croatian 75

pre-Islamic era 68, 122n32, 124, 143

female infanticide in 143, 143n96

values of 17

see also hijāʾ poetry; lampoon poetry;

naqāʾiḍ poetry; poetry, performance

of; qaṣīda; rāwī (transmitter); Ṣaʿṣaʿa

(grandfather of al-Farazdaq)

qāfiya see qaṣīda

qaṣīda xn5, 22, 61, 89, 122–125

fakhr and 89, 96, 102, 120n28, 122n34

hijāʾ and 89–90, 96, 101, 108, 120n28, 122,

122n34

longevity of 133, 133n71

madīḥ and 89–90, 90n18, 108, 124, 130

nasīb and 22, 32n75, 40, 42, 72, 89–90,

90n18, 90n20, 91, 97, 101–102, 120n28,

122, 122n34, 123–124, 142

qāfiya (end rhyme) and 60

raḥīl and 89–90, 90n18, 91, 122, 122n34

separation/abandonment, theme of 22–

23, 32n75, 122, 124

see also al-Farazdaq; Jarīr; Naqāʾiḍ of

Jarīr/al-Farazdaq; naqāʾiḍ poetry

al-Qasrī, Khālid b. ʿAbdallāh 108–109, 129,

129n59, 130, 130n60

as amīr al-muʾminīn 130–131

isnad of 131–132

Qufayra (great-grandmother of al-Farazdaq)

72n26, 73, 103

Qur’an 38, 74

Rabāb 29, 29n62, 30n64

radḥ (poetic dueling) 19, 19n25, 20, 20n29

raḥīl see qaṣīda

al-Rāʿī 14n14, 63, 121

Jarīr and 48n126, 120

rāwī (transmitter) 15–16, 100–101

al-Rayy 133n74

rithāʾ see marthiya/rithāʾ (elegy)

Ruʾba 137

al-Rumma, Dhū 70

Ṣāliḥānī, Anṭūn xi

Ṣaʿṣaʿa (grandfather of al-Farazdaq) 50, 92,

143

female infanticide, prevention of 143,

143n96

satire 1, 4, 6n30, 10n3, 20, 71, 78, 82, 114

Umayyad era and 92

see also Juvenal; naqāʾiḍ poetry

slaves, slavery 12, 35, 42–43, 50, 63, 92, 100,

104n62, 106–107, 114n11, 133n74

blackness and 43, 43n105, 104, 104n60

see also al-Farazdaq

Ṣuḥār 40–42

Sukayna (paternal aunt of al-Farazdaq) 73–

74

al-Ṣūlī 114n10

Sūrat al-Anfāl 73

Tihāma 23, 26n54

tribes and clans, Arabian 2–3, 8, 44, 56, 61,

66

Arāqim 79, 79n52, 79n55, 80

ʿaṣabiyya and 9

Banū ʿIqāl 47, 105–107



248 index

Banū Jaʿfar 143

Banū Jusham 35, 37n89, 39

Banū Kulayb 34–35, 35n82, 37, 56, 71–72,

96–100, 107

Banū Minqar 23–24, 26n54, 27–28, 105,

138

Banū Numayr 46, 48n126, 63, 98, 120

Banū Qufayra 103

Banū Sinān 40–41

Banū Sufyān 96–97

Banū Sulaym 63

Banū Tamīm 5, 23, 112, 118–122, 125n47,

132, 142–144

conflict and competition 3, 6–7, 12, 16,

68, 68n1, 68n5, 69–70, 78, 112, 112n3, 113

Dārim 51n138

honor and 6n30, 37, 39, 70, 77–78, 84,

86, 120

identity and 3, 8–9, 14, 118

Mujāshiʿ 23–24, 26n54, 27, 30n64, 46–

47, 47n122, 71, 72n25, 73n31, 81, 120,

122n34, 143

Muqāʿis 23, 23n41, 24, 26n54, 28–29, 40

nasab and 9

prestige/pride and 3, 118–121

Qays 78, 78n51, 79–82

Saʿd 23, 29, 29n62

Salīṭ 89

Shaybān 93

Taghlib 79n52, 128

Yarbūʿ 35n82, 38–39, 102–103

see also hijāʾ poetry; Islam; poetry, perfor-

mance of

Ṭuhayya 103, 103n57

Turks 105

ʿUdus al-Dārimī, ʿAmr b. ʿAmr b. 143–144

ʿUdus al-Dārimī, Ḥājib b. Zurāra b. 142–144

ʿUkāẓ 69, 69n11

Umāma (wife of Jarīr)

attacked by al-Farazdaq 5, 42–43, 54

elegy for 5, 40, 101–102

ʿUmān 100

Umayyads, Umayyad era ix, xii, 13, 68, 70–

71, 74, 82–83, 90n18, 92, 110

audiences and 101

authority of 123

poetry and ix, ixn4, xii, 5n18, 10–11, 61,

68, 86, 110

tribal pride and 118

urbanization/development and 2

see also lampoon poetry; naqāʾiḍ poetry;

poetry, performance of; satire

urbanization 2–3

al-Walīd b. ʿAbd al-Malik 6n30

water 2, 27–28

as theme in Arabic poetry 55, 55nn151–

152

Wormhoudt, Arthur xii

al-Yamāma 16n18

Yāqūt 87

Yazīd, Khālid b. 133n74

Zayd, Jaʿfar b. Saʿd b. 125n47

Zaynab (paramour of Jarīr) 22–23

al-Zibriqān 105, 105n72

Zīq (father of Ḥadrāʾ) 92–93, 93n25, 94

Zubayr 29, 29n62, 102, 102n54, 103, 103n57,

104, 104n61

Zubayrids 6n30




	Front Cover
	‎Half-Title Page
	‎Series Title Page
	‎Title Page
	‎Copyright Page
	‎Contents
	‎Preface
	‎Acknowledgments
	‎Introduction
	‎1. Naqāʾiḍ and “The Naqāʾiḍ”
	‎2. Performance

	‎Chapter 1. The Performance: Jarīr, al-Farazdaq, and the Naqāʾiḍ
	‎1. Performance Aspects of the Naqāʾiḍ
	‎1.1. The Poets and Their Audience
	‎1.2. The Transmission and Circulation of the Naqāʾiḍ

	‎2. Naqāʾiḍ Passages
	‎2.1. Jiʿthin, al-Farazdaq’s Sister
	‎2.2. Homosexuality
	‎2.3. The “Blacksmith” Theme
	‎2.4. “Extra” Elements
	‎2.5. Hyperbole
	‎2.6. Self-Vaunting


	‎Chapter 2. The Stage: Mirbad Market
	‎1. Introduction
	‎2. Style and Content of the Naqāʾiḍ
	‎3. “Emergence” of Social Structure
	‎4. Conclusion

	‎Chapter 3. The Process: Jarīr and al-Farazdaq’s “Collusion”
	‎1. Introduction
	‎2. Stock Devices
	‎2.1. Themes and Composition of the Naqāʾiḍ
	‎2.2. Counter-Example: Poems 77 through 80
	‎2.3. Attack and Rebuttal: Poems 71 and 72
	‎2.4. Jarīr and al-Farazdaq’s Rapport: Poems 102 and 103

	‎3. Conclusion

	‎Chapter 4. The Goal: Winning Over the Audience
	‎1. Introduction
	‎1.1. Pre-Islamic versus Umayyad naqāʾiḍ
	‎1.2. Audience Reception

	‎2. Managing Poetic Image
	‎2.1. Passages from Jarīr and al-Farazdaq’s Naqāʾiḍ

	‎3. Gaining Poetic Prestige
	‎4. Conclusion

	‎Appendix 1. Jarīr and al-Farazdaq’s Naqāʾiḍ Corpus
	‎Appendix 2. Jarīr and al-Farazdaq’s Qaṣīda Structure
	‎Appendix 3. Quoted Passages
	‎Appendix 4. Naqāʾiḍ Poems
	‎Bibliography
	‎Index
	Back Cover

