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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, Jarir and al-Farazdaq, whose
poetry forms the genesis for this book.

Jarir and al-Farazdagq (both d. circa 728 CE)! are among the best known of the
Umayyad-era (661—750 CE) 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 Jarir 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
pair?>—the scholarship on them is far less copious than it is on their Abbasid-
era (750-1258 CE) counterparts. Ali Hussein informs us that, “No studies have
been devoted to naqaid poetry in the Umayyad era in European languages,
except for the entry by GJ.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.*

1 According to the Encyclopaedia of Islam, Jarir died in 110 AH (728/729 CE), “or a little later.” See
A.Schaade and H. Gitje, “Djarir,” 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-Farazdagq, according to the
same source, “died ... about 110/728 or 112/730.” R. Blacheére, “al-Farazdak,” 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 naqa’id Poetry: Abt ‘Ubayda’s Naga’id Jarir wa-'l-
Farazdagq,” 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
naqa’id Poetry,” Jerusalem Studies in Arabic and Islam 38 (201). In addition to this, Geert
Jan van Gelder has dealt with Jarir and al-Farazdaq in his excellent book chapter, “Sexual
Violence in Verse: The Case of Ji‘thin, 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 Jarir and al-Farazdaq’s naqa’id poetry
often omits important artistic issues, focusing instead on more trivial and banal
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.® Jaroslav Stetkevych, discussing the critical reception and
study of Arabic poetry by these early Arabists says, “Later philologists [i.e., those
after Wilhelm Ahlwardt, d. 1909] ... deny all Arabic poetry the quality of art.”®
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.””

And so it was in a turn from banalism that I embarked on a dissertation that
would eventually study the naqa’id poetry of Jarir and al-Farazdaq not only as
poetry, but as a skillfully crafted performance for an audience. That spirit of
investigating Jarir and al-Farazdaq’s Naqa’id® as lyrical poetry, begun during my
dissertation research, permeates the pages of this book.

From the Qurin to the Mongols, ed. Robert Gleave and Istvan T. Krist6-Nagy (Edinburgh:
Edinburgh University Press, 2015); and Raymond Farrin has also written about the issue in
Abundance from the Desert: Classical Arabic Poetry (Syracuse: Syracuse University Press, 2011).
Most recently, Mohammed Bakhouch has published a monograph, La rivalité d’honneur ou
la_fabrique de laltérité: Les joutes satiriques entre Garir et al-Ahtal (Aix-en-Provence: Presses
universitaires de Provence, 2018), which deals with the Naga’id. This book, however, focuses
not on Jarir and al-Farazdaq, but on Jarir and al-Akhtal (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-Akhtal,” in Encyclopaedia of Islam, THREE, ed. Kate Fleet et al.
(Leiden: Brill), http://dx.doi.org/10.1163/1573-3912_ei3_SIM_0198.

5 “Recentstudy on the gasida can be said to respond to the triple accusation of pre-Islamic Ara-
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-Rumi 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 naqa’id with a lower-case n and
Naqa’id, upper case. The former refers to any poem or set of poems in this poetic genre, while
the latter means specifically the Naga’id of Jarir and al-Farazdagq.


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

PREFACE X1
2 Manuscripts

In the Asian and African Studies reading room of the British Library sits a
manuscript that was produced nearly a millennium ago.® 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.!® The manuscript was in this
state, apparently, at the time Anthony Bevan took possession of it, probably
at the beginning of the 18gos.!! 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 Naka’id of Jarir and al-Farazdak.

Bevan was not the only scholar working on naqa@’id poetry at the turn of the
last century. In 1922, Antiin Salihani published an edition of the Naga’id of Jarir
and al-Akhtal, incorrectly listing Aba Tammam as the compiler.!? In addition
to this, Sezgin mentions a book of naqa’id between Jarir and ‘Umar b. Laja’.® In
1998, Khalil Imran al-Mansur produced an edition of the Naga’id of Jarir and
al-Farazdaq that is substantially the same as Bevan’s version.'* In choosing to
focus on Jarir and al-Farazdagq, I omit al-Akhtal, 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 Naka’id of Jarir and al-Farazdak, 3 vols. (Leiden: Brill, 1905-1912),
1:xil.

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 Naka’id, 1:v.

12 See Antin Salihani, Naqa’id Jarir wa-l-Akhtal (Beirut: Dar al-Kutub al-TImiyya, 1922).

13 Fuat Sezgin, Geschichte des Arabischen Schrifttums, vol. 2, Poesie bis ca. 430 H. (Leiden: Brill,
1975), 364-365.

14  Al-Mansar’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 Aba ‘Ubayda’s (d. 823) compilation Kitab al-Naqga’id: naqa’id Jarir
wa-l-Farazdaq (“The Book of Flytings: The Flytings of Jarir and al-Farazdaq”),!®
which serves as the primary source of poems cited in this book. His collection
focuses on the naga’id poems of Jarir and al-Farazdaq, together with several
other interlocutors, including al-Akhtal.

In his Kitab al-Naqa’id, Abu ‘Ubayda 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.'6 Bevan compiled his edition of
Abiu ‘Ubayda’s work from three manuscripts 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 Aba
‘Ubayda, 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,”"” 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 the Naga’id. There is also an index of Persian words
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,'® 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 my mind. 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
indicate multiple scribes, and other physical traces that can be found on manu-

includes. See Khalil Imran al-Mansur, ed. Kitab al-Naqa’id: naqa’id Jarir wa-l-Farazdag,
2 vols. (Beirut: Dar al-Kutub al-‘Ilmiyya, 1998).

15  This corpus consists of over one hundred poems, mostly naga’id between Jarir and al-
Farazdagq.

16  See Bevan, The Nak@'id, 1:xvi—xix.

17 Bevan, The Nak@id, 3:viii.

18  Jarlr and al-Farazdaq, The Naqaith of Jarir and al Farazdaq, Translated from the Text of
Anthony Ashley Bevan, trans. Arthur Wormhoudt (Oskaloosa, IA: William Penn College,
1974).
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scripts are not typically conveyed in printed editions.!® 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, [ 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 Jarir answered ...,” or,
“And then al-Farazdagq said ...,” and so forth, with the remaining lines of poetry
returning to black ink once more.2° The pages did not look new, but some were
in better condition than others. They were aged, gray more than tan, perhaps
what one would expect from paper 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 the manuscript. 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, interpreting marginal notes,
noting shifts in script style or ink color, and observing the many strategies that manuscript
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  Thereis 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 the manuscript. The more Ilooked,
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 the manuscript, contains many
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
been misinterpreted and printed incorrectly in the printed edition, leading not
only to a misunderstanding of the meaning of the poem at hand, but also alter-
ing the poetic meter.2!

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 Prophet Muhammad’s
death.

21 For an example of this, see Chapter 3, footnote 39.
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87

I left your mother bending over, Jarr,
It’s as if she’s a well-worn path!

Naqa'id and “The Naqa’id”

One of the distinguishing features of naga’id poetry, including Jarir and al-
Farazdaq's Naqa’id, is its use of hija’, 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, hjja@’, 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 and wit 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 hij@ poetry included in Jarir and al-Farazdaq’'s Naga’id is probably best

viewed as “invective,” “lampoon,” “abuse,” and the like, as suggested by van
Gelder, rather than as “satire.” The term naqa’id itself describes a class of poetry

that dictates specific rules.® Derived from the verb nagada, which means “to

1 Al-Farazdaq addressing Jarir in Poem 39. Bevan, The Naka’id, 1:205.
GJ.H. van Gelder, The Bad and the Ugly: Attitudes towards Invective Poetry (Hija@’) in Classical
Arabic Literature (Leiden: Brill, 1988), 1.
The English-language genre with which naqa’id are most closely associated, and which is, in
fact, the closest approximation of a translation of the term naga’id 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

KONINKLIJKE BRILL BV, LEIDEN, 2025 DOI1:10.1163/9789004716261_002



2 INTRODUCTION

contradict,” but also connotes “destroying,” “demolishing,” and “tearing down,”*
naqa’id or munaqadat 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.”® The topics naqa@’id 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 Naga’id of Jarir and al-
Farazdaq, who deploy a hyperbolic variety of lampoon throughout their poetry.
Naqga’id can take a variety of forms, from simple and short, to the lengthy tri-
partite gasida, the latter of which is the most common form employed by Jarir
and al-Farazdagq.

The poetic form of naga’id arose in and among the tribes of the Arabian
Peninsula during the pre-Islamic era (pre-610 CE). 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 nagaid 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 Hijaz,”¢ 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 “Nagada” is a Form 111 verb. The meanings relating to “destroying,” “demolishing” and “tearing
down” come from the related Form 1 verb, nagada.

5 GJ.H. van Gelder, “Nak&id,” 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 Muhammad 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.”” 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 into newly formed cities during the Arab 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].”® 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 family members.
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 out more 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.”® These changes in social orientation were
reflected in many different aspects of people’s lives, among which was poetry
performance.

Arab poets of the pagan era performed lampoon poetry to attack other tribes
they competed with for resources and prestige. The aims of 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.

Wheatley, The Places Where Men Pray Together, 25.

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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4 INTRODUCTION

tations came to fit less well.”’9 We will explore a manifestation of this in Jarir
and al-Farazdaq's Naga@’id in Chapter 1.

Jarir and al-Farazdaq had to work around certain prejudices that had always
existed about poetry,! and especially about lampoon poetry.’? Although this
prejudice had existed before, it was perhaps exacerbated with the coming of
Islam, especially as regards Aija’, 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.!3 Poets, Jarir 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.'* In other cases, there were formal restrictions laid upon them by the state,
such as the Caliph ‘Umar b. al-Khattab’s ban on 4ija’, which was particularly
devastating for Jarir and al-Farazdaq’s brand of poetry. Badawi explains:

In the early history of Islam Aija’ (satire) seemed to suffer. Al-Hutay’a
complained of the disastrous effect of the policy of the Caliph ‘Umar b. al-
Khattab upon poets: by forbidding satire ‘Umar made it difficult for poets
to earn a living through eulogizing patrons and attacking their enemies.!®

Jarir and al-Farazdaq, living a generation after ‘Umar 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-Rami poetizes about sija*

10 Hodgson, The Venture of Islam, 167. Ly
11 See, for example, Sirat al-Shu‘ara (The Poets’), Q. 26: 224—226 which says: w¢xh APPSAIPY

DI PRV E A RSV PPN S ST oo 0cf -

“Ogna Y le d})}m 2l Osopz :\} ‘F 3 M\J Al d})l&” (“And the poets—[only] the
deviators follow them Do you ot 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 ija@’ in particular,
derive from identical motives, most of them inspired by feeling of pride, disdain, dignity,
decency—in short, the motives of a shame culture. After the coming of 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 hija’ 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 naga’id poetry. See Hussein, “The Rise and Decline,” 332—333.

15  M.M.Badawi, “From Primary to Secondary Qasidas: Thoughts on the Development of Clas-
sical Arabic Poetry,” Journal of Arabic Literature 11 (1980): 5.
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Not because of panegyrics, but for fear of Aajw'6
do we receive presents from caliphs.1”

>

This verse demonstrates both the power of hija>—fear of it, apparently, induced
caliphs to give poets gifts—and a possible reason £ija’ poets could be dissuaded
from performing.

Jarir and al-Farazdaq were contemporaries, both having been born in the
mid-seventh century CE. Both also belonged to various branches of the Banii
Tamim tribe, and both were well regarded in their time.!® Al-Farazdaq was born
into a Bedouin tribe, but grew up in the Iraqi city of Basra.!® His life was colorful
and proved rich in material for his opponents to lampoon him with, as he spent
much of it dealing with Nawar, one of his many wives, some of whom “seem
to have been on bad terms with him.”2? Feisty and able to hold her own with
the famous poet, Nawar prodded her older husband to divorce her, which he
finally did, later regretting it.2! Less is known of Jarir’s early life, but he grew up
in the deserts of the Najd on the Arabian Peninsula. Jarir came from a family not
unfamiliar with poetry, as his father “seems to have been a poet.”?2 Despite this,
when he first entered the poetic fray (with Ghassan 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 Ghassan]
because they saw him only as a beginner while Ghassan was considered an
expert.”?3 Jarlr, like al-Farazdag, 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) from using his grief
as a source of lampoon.?4

Although both Jarir 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 hija’.

17 Quoted by van Gelder, The Bad and the Ugly, 6.

18  Jayyusisays, “Along with al-Akhtal [sic] and Jarir, [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 naqa’id competition
between each other, with occasional other interlocutors.2> Whereas Jarir 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 have made himself known in his tribe by laudatory and epi-
grammatic compositions in the Bedouin style.”?? Al-Farazdaq, by all accounts
the more conventionally trained poet, seems not to have wanted to lampoon
Jarir at all. “Al-Farazdaq composed his first poem,” Hussein notes, “... in order to
try and convince Jarir not to engage him in a poetic battle.”?® This tactic obvi-
ously did not work, as the poets became famous for their protracted series of
naqa’id poems.

Jarir was celebrated for his outstanding poetic ability, and is, according to
Schaade, “one of the greatest Islamic-Arabic poets of all time.”2? 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 (madih) 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 naga’id 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.3°

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-Basis, 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  Blachere, “al-Farazdak.”

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

29 Schaade and Gétje, “Djarir”

30  Although Jarir and al-Farazdaq'’s poetry was non-violent, it was not always tranquil. Brus-
tad says, “Jarir, 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 Jarir’s long retorts to al-Akhtal, dated 691, addresses the Zubayrid governor of
Basra, who is said to have destroyed the houses of Jarir and al-Farazdaq in punishment
for their derisive exchanges at Mirbad.” Kristen Brustad, “Jarir,” in Dictionary of Literary
Biography, Vol. 31, 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 69os, 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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Jarir and al-Farazdaq’s naqa’id contests were not the first of their kind; these
types of competitions had existed in the pre-Islamic era, where they served the
important function of 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 naqa’id end with Jarir 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.

It may not be hyperbole to say that Jarir and al-Farazdaq’s poetic dueling was
unique. Together with that of al-Akhtal, who also jousted verbally with Jarir, it
was the most famous example of its kind during the Umayyad era, and perhaps
among all eras before and after the coming of Islam. We may even say that Jarir
and al-Farazdaq “broke” the genre—Hoorelbeke hints at as much when, in the
conclusion to his article, he says “Jarir and al-Farazdaq [will] have no worthy
successors.”! 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 Jarir 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.”?® This meant that lam-
poon poetry no longer involved the same kind of personal rivalry between
poets that Jarir 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 hij@’. Jarir and his opponent ‘Umar lbn Laja’ were both flogged and exposed in
public at the order of al-Walid Ibn ‘Abd al-Malik ‘who had a pious nature (yataallah fi
nafsih)’ and said, ‘Must you two slander (tagdhifan) chaste women?!"” Van Gelder, The Bad
and the Ugly, 31.

31  “Garir et al-Farazdaq n‘auront pas de dignes successeurs.” Mathias Hoorelbeke, “La joute
satirique au début de '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
naqa’id of Jarir and al-Farazdagq.

2 Performance

Jarir 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
were meant to be consumed when they were first composed. The Naga’id were
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, there must 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 ties were accompanied by other markers of affiliation, such as one’s

34  Itis 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 Jarir
doing this, noting another account that slightly contradicts the first: “The present version
of the account shows that although Jarir 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 Jarir dictated his nagida in his chamber to a rawiya
(transmitter) of his called al-Husayn.” 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 ties with those not of
one’s own tribe. As Bamyeh says, “The law of cohesiveness of the nomadic tribe,
‘asabiyyah, developed around the idea of nasab. It entailed unquestioning loy-
alty to descendants of the same blood line.”3> That loyalty never vanished, but
in the cities that were becoming ever more important in the Arabian 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 naga’id perfor-
mances, the audience might have reacted to a poet’s performance based largely
on their tribal affiliation, Jarlr 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. Jarir 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
Jarir and al-Farazdaq's Naga’id performances, it is vital to understand the poet-
audience relationship, to investigate how they interacted with 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 Jarir and al-Farazdaq's Naga’id performances. The following chapter makes
such a comparison by taking up the modern genre of rap battles known as “the
Dozens.”

35  Mohammed Bamyeh, The Social Origins of Islam: Mind, Economy, Discourse (Minneapolis:
University of Minnesota Press, 1999), 44.



CHAPTER 1

The Performance: Jarir, al-Farazdaq, and the
Naga’id

“Your mother wears combat boots.”
LN ]

“You [pair of] bathroom slippers!”?

1 Performance Aspects of the Naga’id

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 naga’id, continued through the advent of Islam and into
the Umayyad era. They could set in motion events that affected the whole tribe,
or just certain individuals within it, but in either case, dire consequences often
followed.?

1 Simon J. Bronner, “A Re-Examination of Dozens among White American Adolescents,” West-
ern Folklore 37 (1978), 123.

2 “Yashibshib 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 hija’ poetry (see definition below), of which
naqa’id are a variety, Pellat says, “In all the circumstances of war and peace, reactions to hidja’
were generally violent; when occasion offered, the victims sometimes went 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, “Hidja’,” in Encyclopaedia of Islam, 2nd ed., ed. P. Bearman et al. (Leiden:
Brill), http: //dx.doi.0rg/1cTu63/1573-3912_islam_COM_0284. Pellat defines hidja’ as an “Arabic
term often translated by ‘satire, but more precisely denoting a curse, an invective diatribe or
insult in verse, an insulting poem ...”

© KONINKLIJKE BRILL BV, LEIDEN, 2025 DOI:10.1163/9789004716261_003
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Naqa@id 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.* 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
naqa’id as is the form, the meter, or the topics the poets take up.

Jarir and al-Farazdaq are among the most famous of the Umayyad-era poets,
and their protracted naqa’id battle is well-known by scholars and educated Ara-
bic speakers alike.? 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 Jarir and al-Farazdaq's Naga’id,
nor is it to rehash or refute existing literary studies on the naga’id and similar
poetic idioms. Instead, in this chapter I1ook at a few selected passages from the
Naq@id to shed light on how Jarir and al-Farazdaq created their naqa’id perfor-
mance. These passages allow us to observe how Jarir 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 Jarir
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 Jarir and al-
Farazdaq's naqa’id 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,® 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 Naga’id 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 GJ.H.van Gelder, “Naqga’id,” in Encyclopedia of Arabic Literature, Vol. 2, ed. Julie Scott Meisami
and Paul Starkey (London: Routledge, 1998), 578.

5 Anecdotally, there have been several social occasions where I have mentioned my topic of
study, the Naga’id, to a native Arabic speaker, which has led to a conversation about how he
or she studied Jarir and al-Farazdaq in school. Often, these non-specialists even remember
some long-ago memorized lines.

6 She says this of Jarir’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.”” Although
some of the themes that Jarir 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. Jarir 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.

11 The Poets and Their Audience

Jarir and al-Farazdaq, as other lampoon poets before and after them, per-
formed the Naga’id 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 Jarir and al-Farazdaq, who had
an ongoing dispute that expressed itself in naga’id 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. Jarir 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 that would
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,® 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-oriented poetic idioms are characterized by input by poets and
feedback from an audience. Jarir and al-Farazdaq crafted poetry based on the
needs of their audience; they knew and understood the make-up of the audi-
ence, and the most effective ways to convey their poetry to them. To understand
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 Jarir 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.”® This would have been an audience that would not necessarily
agree or sympathize with a poet strictly because that poet was a member 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 defend his reputation.!®

8 “Both poets,” he says, “usually used to prepare their nagidas in advance, and presented
them more than once.” Hussein, “The Rise and Decline,” 341.

9 Brustad, “Jarir”

10 Gruendler says, “Then, [ie., 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 madih, 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.
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No longer bound by their status as members of a particular tribe or clan, Jarir
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 who may 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 Jarir and al-Farazdaq's naqa’id.

The way Jarir 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 that made people want to return again and again to see them
perform.

How did the audience receive the naga’id performances that Jarir and al-
Farazdaq presented? How did Jarir and al-Farazdaq deliver them? What were
the circumstances of these performances? Although Jarir 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.”!! This is where Jarir and al-Farazdaq came to recite. According to
Hussein, they were “located in the same place, apparently in a certain circle
(halaga), in al-Mirbad.”? Hussein goes on to say that “both poets stood fac-
ing each other surrounded by their audience, each reciting (or re-reciting) his
naqida while the other listened.”® This gives us an idea of how Jarir and al-
Farazdaq recited their poems (at least on some occasions): multiple times, and
to an audience who had surrounded them for that purpose.}* We may be able to

11 Pellat, “Hidja’.” 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 Jarir composed against al-Ra‘i, describes the following scenario: “Another impor-
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gain a better understanding of Jarir and al-Farazdaq’s performances by compar-
ing the poets to modern performing artists, who perform their acts repeatedly
for various audiences.’® This comparison will give us insight into how Jarir and
al-Farazdagq 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 Naqa’id

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
Jarir and al-Farazdaq's naga’id. One nearly ubiquitous element found in trans-
mitting classical Arabic poetry is the rawi—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 rawi,'6 during Jarir 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 nagidas used to be recited. The account gives the impression that Jarir met al-Ra‘T 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 fina’ of al-RaT in which he was seated on
that morning. The word fina’ indicates a yard, normally said to be in front of a house. It is
not known whether this yard was connected to a certain house. If it was not, then one may
assume that the poet normally had a yard in al-Mirbad where he used to sit and present
his poetry. If it really was connected to a house, then we may assume that al-Ra‘T possessed
a house in al-Mirbad with a yard in which he used to sit. This would then show that this
naqida by Jarir was not presented in a particular place, which was used only for reciting
the naqa’id, 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  Thisis not a purely hypothetical assumption. Speaking of a certain poem, which Hussein
identifies as #33 of Jarir and al-Farazdaq's Naga’id (see Hussein, “The Rise and Decline,’
308), he says, “It is probable that Jarir, after being freed [i.e., from prison for having recited
the poem in question], recited the whole nagida 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
naqa’id”” (309).

16 “In the Djahiliyya [q.v.],” Jacobi says, “poets used to have one or more rawis, 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, “Raw1,”
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
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to transmit a poem to another poet, whether he was acquainted with the trans-
mitter’s profession or not.!”

One way Jarir and al-Farazdaq’s poetry circulated, therefore, was through
transmitters, both professional rawis and novice bystanders whom the poets
employed. Another way Jarir and al-Farazdaq circulated their poetry was by
performing it themselves in person at Mirbad, and this was the venue that is
most associated with their performances of the Naga’id.!® Jarir and al-Farazdaq
did not begin their careers reciting poetry against each other, although their
naqa’id 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 Naga’id have come to define
Jarir and al-Farazdaq—especially when thought of as Jarir and al-Farazdaq
together, and not as individual poets—and they form the subject matter of this
book. Although Jarir and al-Farazdaq’s naga’id output includes poems directed
at other interlocutors, I concentrate specifically on the naga’id Jarir 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 which we may observe the self-oriented style of performance
Jarir and al-Farazdaq skillfully tailored to their audience.

But what kind of an audience did Jarir and al-Farazdaq perform for? We saw
above that their cosmopolitan audience may 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, Jarir 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 Jarir and al-Farazdaq during the latter part
of their career. The poets happened to be living in different places while simultaneously
carrying on a naqa’id battle. “The transmission of the nagidas,” he says, “was made very
simply. Any traveller—not necessarily a professional rawi—could be asked by the two
poets to deliver their nagidas.” Hussein, “The Rise and Decline,” 351.

18  Thisisnot where Jarir and al-Farazdaq got their start performing poetry. Jarir used to recite
naqa’id poetry against his early opponents (not al-Farazdaq at this point) in his hometown
of al-Yamama (see Hussein, “The Formative Age,” 507-508).
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In such a performance context, Jarir 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
Jarir and al-Farazdagq, 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 Jarir 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 afya'® was
popular. This tradition was especially prevalent in coffee shops, where men dis-
played their wit by verbally battling one another in back-and-forth exchanges
of short, formulaic phrases?° that consisted of “cutting taunts and insults [and
used] double entendres and plays on words.”?! The spectators declared the win-
ners of these coffee-shop linguistic battles,?? but the genre was not limited to
these public spaces. Egyptian comedians also performed and recorded afya.2?
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 s a transliteration of the word gafiya, which in Egyptian Arabic is pronounced with
a hamza replacing the initial gaf. In formal Arabic the term refers to the rhyme scheme
found in the Arabic gasida.

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, 2o11), 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.
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In this routine, each punchline Person 1 makes has a double meaning, or
rather, the primary meaning 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 mamnu min al-sarf, 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 sakin, which can mean “living,”

24  Haytham al-Haj ‘Ali, “al-Qafiyya al-Misriyya ... al-fann al-sakhir wa-ibda‘ al-lugha,” al-
Yawm al-Sabi, March 22, 2024, https://www.youmy7.com/story/2024/3/22/%D8%A7%Dg
%84%D9%82%D8%A7%Dg%81%D9%8A%D8%A9-%D8%A7%Dg%84%D9g%85%D8
%B5%D8%B1%Dg%8A%D8%A9-%D8%A7%D9%84%D9%81%D9%86-%D8%A7%Dg
%84%D8%B3%D8%A7%D8%AE%D8%B1-%Dg%88%D8%A5%D8%A8%D8%AF%D
8%A7%D8%B9-%D8%A7%D9%84%D9%84%D8%BA%D8%Ag9/6519821.


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 ‘ala 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 tis, which is an offensive insult in Arabic. The phrase “added to it,”
mudaf 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” (za@hir). 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 radh. Dominated by women,?5 a radh 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 (ritha’) of earlier times, this genre was the domain of women. Their dic-
tionary entry defines radah (the verbal form) as follows: “To indulge in a vulgar slanging
match (usually of women).” See the entry on radah 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 milaya laff, a “black wrap worn by women in public,”?6 “and
spreads it on the ground as a sign that she has removed, discarded all her mod-
esty and reserve.”?” There then proceeds a back-and-forth verbal contest con-
sisting of set insults intermingled with improvised lines. Gestures, often lewd,
accompany the repartee.?8 It is important to note, however, that not all women
participated in radh 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.”?® Marsot gives examples of several
popular radh phrases with translations:

L Ya dun ya dun you low, you despicable

2. yaasfal mayakun you lowest of the low

6.  yaaTal-kanaka you bottom of a coffee maker
8.  yalimama you garbage

12.  yashibshib hammam  you bathroom slippers.3°

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);3! 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”;3? 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. “milaya.

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 radh battles in public
per se, since for them, the entire street or alley (hara) 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: The Maltese 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 Jarir and al-Farazdaq’s
Naqga’id.

The Dozens parallels Umayyad-era naqa’id in terms of content and context:
both genres feature the lampooning of one’s opponent and his family members
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 Naga’id that exhibit Jarir 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 Naqga’id are passages from the Dozens that help elucidate
the function of Jarir and al-Farazdaq’s invective. These passages, together with
examples and analysis taken from the Dozens, demonstrate how Jarir and al-
Farazdagq skillfully tailored their performance to their audience to defend their
reputation.

2 Naga’id Passages

2.1 Jithin, al-Farazdagq’s Sister

One of the most frequent topics Jarir deploys against al-Farazdaq throughout
the Naga’id, and indeed one of the themes that defines him as a poet, espe-
cially with regard to his rivalry with al-Farazdagq, 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 the Dozens 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,” in Urban 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 Afio-
American Folklore, ed. Alan Dundes (Englewood Cliffs, NJ: Prentice-Hall, 1973), 279.
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http://www.oed.com/view/Entry/57340?rskey=SZNnUz&result=1#eid6217898
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of the latter’s sister, Ji‘thin, which centers on her alleged rape. The Ji‘thin trope
arose, apparently, from a recorded incident, whether factual or not, when arela-
tive of a woman al-Farazdaq had touched and kissed sneaked into al-Farazdaq’s
camp and waited for Ji‘thin; 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.3> Jarir 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.”2¢ Though Jarir was criticized for
repeatedly incorporating the same three themes into his naga’id poems,37 still,
he promoted them so relentlessly, and embellished them so hyperbolically—
including his “exploitation” of Ji‘thin, 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.
Jarir does not open the poem with a vivid Ajja’ section excoriating al-Farazdaq
for standing by while 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 Ji‘thin or al-Farazdaq, and does not even consist
of hija’ poetry. It is instead a passage of nasib poetry in which Jarir pines for a
woman named Zaynab, among other things. Poem 101 is not unusual in this
regard. Jarir and al-Farazdaq's Naga’id belong to the genre of poetry known
as gasidas, which often combined several, diverse genres within one poem,
and which since pre-Islamic times had conventionally started with a section
of nasib poetry.38

In lines 1 through 25, Jarir recites themes common to nasib 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 gasida poetry: sepa-
ration, which is often represented by the traces (atlal) of an abonded camp-
site. Jarir opens the poem with this theme, describing people departing (bana

35  Van Gelder, “Sexual Violence,” 175.

36  Van Gelder, “Sexual Violence,” 176.

37  The themes, according to Abu ‘Ubayda, were, “(the matter of) al-Zubayr (the case of)
Ji‘thin, and the (fact that he calls him the descendant of a) gayn ‘blacksmith.” See van
Gelder, “Sexual Violence,” 186.

38  Foradiscussion of the propensity of classical Arabic poetry to mix disparate genres within
the same poem, see G.J.H. van Gelder, “Genres in Collision: Nasib and Hija’) Journal of Ara-
bic Literature 21 (1990): 14—25.
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l-khalitu) and bidding farewell ( fa-wadda ‘@) in the first line, and in line 3 refer-
ring to “Zaynab’s camp” (dari Zaynaba), his object of affection in this sec-
tion. After the opening love section, but before launching the lampoon against
Ji‘thin—one of two Ajja@ sections in the poem—Jarir 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 4ija@’ section, which lasts thirty
lines and lampoons al-Farazdaq and his tribe, the Mujashi'. Jarir also touches
on a theme he will return to again and again throught the Naga’id: 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 Aija’ section agasint al-Farazdagq.

In the last segment of the poem, Jarir introducs five lines of praise (madih)
poetry for Sa‘d, a tribe of the Tamim 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 second Aija’section, in which Jarir covers a number of themes that
he often deploys in his exchanges with al-Farazdagq, including a scathing pas-
sage eviscerating his opponent with vicious lampoons centered on his sister,
Ji‘thin. He says:

100 Your treachery in the lowlands of Tihama was not hidden,
Nor was the dragging of Ji‘thin, nor the horrendous description of
it.39
101 Al-Farazdag's sister by his father and mother,

Spent the night, riding high and fast.
102 Surely the cowards knew that their daughter
Was being ridden*? like a wide road.
103 Why were you not angry with the Muqa‘is chiefs*!
For hastening your disgrace?
104 I understand that Ji‘thin fended them off with her ass,
Since no Mujashi1 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 watia
(“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 Muga‘is alluded to here.
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106 She spent the night with every crooked, hot necked,*?
Stout*3 man of Muqa‘is as they put it between her legs.
107 If only Ji‘thin had stayed in her mother’s bedchamber,
When she was traveling all around the country** and being laid!*>
108 When Ibn Murra was running away like an untamable horse, al-
Farazdaq asked,
How can life*® go on when all of this has happened to you?
108*  #’They found when Ji‘thin’s ass got going*® 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.#°
109 The maiden of Mujashi®*® was dragged among the Minqar men—
No doubt about it—just as a waterskin is dragged.

42 The phrase is hami [-gafa, and it has several possible interpretations. Hami usually means
“protector,” and gafa refers to the “nape of the neck.” Thus, one could render the phrase,
“one who protects the back of his neck.” However, that does not seem to be the sense of the
words in a line describing Ji‘thin’s defilers. Whereas the root s-m-y connotes protection,
the root f-m-w has to do with heating—although the seemingly related ~iumma (fever)
is from a different root (h-m-m). Since the active participle hami could theoretically be
derived from either root (no such derivation is attested for the root -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  Sara‘a means “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 hayawatu, 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 hayatu, which is also the form found in al-Mansar’s edition. See al-Mansur, Kitab
al-Naq@’id, 2:298.

47  Ifollow Bevan's use of asterisks. He explains, “additional verses of the Naka‘id 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 Naka’id, 1:xv.

48  Theverb is gabgaba, and means, “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 in motion,
perhaps makmg sounds, during intercourse.

49 ; ‘_3\ o 6\” (“i.e., you said, Tam a virgin'”). Bevan, The Naka’id, 2:979.
50 Le, Ji‘thin.
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Al-Farazdaq cried when the blood ran over her ass;
Cursed be the tears of his eyes!5!
You kindled your fire and were lit up by shame,
Khashakhish and al-Ajra®®? are among the witnesses.
Woe to Ji‘thin! You were humiliated when you met Mugqais,
And what a pussy®? you were humiliated by!
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“Eye” (‘ayn) is in the singular here, but I have rendered it plural to better match the English
idiom.

Khashakhish and al-Ajra‘ are place names.

Lane defines shakr as, “The vulva, or pudendum, of a woman: (S, M, Msb, K:) or the flesh
thereof” Edward William Lane, Arabic-English Lexicon (Beirut: Librairie du Liban, 1968)

bo @

s.v. “shakr” https:/[www.ejtaal.net/. However, the commentary on this line says, ;.J\

“ CH-\ (“‘shakr’ means ‘jima®”). Bevan, The Naka@’id, 2:980. Lane gives the following defini-
tion for the word, jima*: “He lay with his wife.” Arabic-English Lexicon, by Lane, s.v. “jama‘a.”
This hemistich may, therefore, more literally be translated, “And what a laying you were


https://www.ejtaal.net/

26

CHAPTER 1

)ito gf/ L;‘\a) d;;:,,;)\ JB 108
Cli\ s ays 5okl S

W\wwwé-b.»j 108*
C"V‘ 2| L;,\,t,)\‘}::
‘..N\,u.\,u_bt,} lgods 108*

va\u;fa&-xﬁ

s o @t

Ja.adtw\é'-au O~ 109
CQ\,;{;\,&\,@
\f"...:i Jc ;b,\)\j d.))JAH & 110

Sier or o 3 e 2
Cu\au\&:s))fé\uw
4;} ;)L;;:L J)L u.\e}\ 1m

3%ed

&;»-Yb U‘”"L‘“" Jﬂw}\ uﬂ}
wuu,.a J\w;u

humiliated by!” However, this translation misses the full impact of the line, and so I have

54

rendered it more freely.
Bevan, The Nak@’id, 2:978—980. Unless otherwise indicated, all translations from the Arabic
are my own. [ 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 Tihama is not hidden,

nor is the dragging of Ji‘thin and the horrible report.

Al-Farazdags 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 Muqais,

when they hurried to bring humiliation upon you?

I have been told that Ji‘thin defended herself against them with her arse,

since she did not find anyone from Mujashi‘ 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, Jarir explicitly attacks al-Farazdaq’s honor in connection with
Ji‘thin’s supposed rape. The main thrust of this passage is to hold al-Farazdaq
and his tribe accountable for doing nothing to prevent Ji‘thin’s honor from
being impugned during the alleged incident. Jarir directs his invective against
several persons in these fifteen lines, alternately addressing al-Farazdaq, mem-
bers of his tribe, and Ji‘thin 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. Jarir 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 Mujashi‘ 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 Mujashi‘ men “cowards” (nakhabat), and following this up in the
next line (103) by pointing out their disgrace (hawan), a word that also carries
connotations of weakness and contemptibility.

Beginning in line 104 and continuing through line 107, Jarir elaborates on
Ji‘thin’s rape at the hands of the Bant Minqar.5® He paints a graphic picture of
the sexual conquest of Ji‘thin 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 Ji‘thin being
“ridden, like a wide road” (wutiat kamawutia l-tariqu [-mahya‘u), 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 Muqa‘is, being kicked in the arse.
Ah, if only Ji‘thin 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 Ji‘thin, 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 Mujashi‘ was dragged among the men of Mingqar,
—it cannot be disputed—Ilike 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;
Khashakhish and al-Ajra‘ are among the witnesses.
May Ji‘thin perish, when you met Muqa'is,
humbly; and for what a mating were you humbled!

55  “Asubdivision of the clan ‘Ubaid b. al-Harith b. ‘Amr.” Bevan, The Naka’id, 3:229.
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experience.® Jarir continues the imagery in line 104 with a depiction of Ji‘thin
“fending off [her assailants] with her ass” (dafa‘athum bi-stiha). In the follow-
ing line (105), Jarir creates an image of the Minqarl men’s penises moving back
and forth between her thighs (alzaqu bi-l-harigayni),5” and concludes the line
by giving her a limp (tazlau)®® as a result. After describing some physical char-
acteristics of the Muqa‘is men, Jarir drills down on the graphic sexual imagery
in line 106, saying that the latter “put it between her legs” (tuksa‘u).>° In line 107,
Jarir employs another word for the sexual act, depicting Ji‘thin being “laid” ( fa-
tusra‘u).60
Lines 108 through 1108! continue with depictions of Ji‘thin’s rape and addi-
tional allegations of al-Farazdaq’s remissness in failing to prevent it. In line 108,
Jarir portrays al-Farazdaq lamenting over Ji‘thin’s fate: “How can life go on?”
(kayfa l-hayawatu), 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 Minqarl men’s defilement of Ji‘thin. 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-wajari awa ilayhi l-adbu‘u)
and suggesting in the following line (108**) that Ji‘thin had lied about her vir-
ginity; she claimed that her vagina was so small, “not even a finger would be able
to pass through it” (alla takadu tajuzu fihi l-isba‘u). In line 109, Jarir compares
al-Farazdaq’s sister’s being “dragged among the Minqar men” ( jurrat ... ft Min-
qgarin) to a “waterskin [that] is dragged” (yujarru [-mika‘u), 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.
Jardr first shows al-Farazdaq “cr[ying] when the blood ran over her ass” (yabkt
.. wa-l-dima’u ‘ala stiha) and follows this in the second hemistich by cursing
“the tears of his eyes” (ghuritba ‘aynin). The passage concludes with two verses
excoriating al-Farazdaq and his sister, with a graphic phrase at the end that
combines Jarir’s invective message with his characteristically sexually explicit

56  Atother times Jarir calls her “wide” (ruhab), re1nf0rc1ng the image.

w S0 .

57  The commentary gives a more precise definition: “s} , }!L A.,a..,a doas W )U»\" (“The ‘hariga’
is a sinew connected to the hip bone”). Bevan, The Nakd’id, 2:978.

58 Lit., “she limps.”

59  Theverb kasa‘aliterally means, “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. “kasa‘a.” Here, Ji‘thin 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 tusra’u.

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 upon himself and his tribe by his inaction. Inline 112

he turns to Ji‘thin briefly to decry her—“Woe to Ji‘thin!” (tabban li-Ji'thina)—

before returning to al-Farazdaq’s disgrace, reminding him of his “humiliat[ion]

when [he] met Muqa‘is” (idh lagita Muqga‘isan | mutakhashshi‘an), and ending

the line in his signature style with a crude reference to Ji‘thin’s “pussy” (shakr).
Jarir returns to the theme of Ji‘thin’s rape in Poem 53, saying:

32 Areyou forgetting Zubayr and the people of ‘Awf?
And Ji‘thin after A'yan and Rabab?
33 Didn'’t you see that Ji‘thin, among Sa‘d’s men,
Got the nickname “Wide-Open” after she had been penetrated?
34  Sheshivered as he passed her knees,
And shook his cock at her, which disappeared into her.
35  Yousee aleprous spot where her labia come together,
Like the hair on Farazdaq’s chin when it is gray.52
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62  Van Gelder (“Sexual Violence,” 181) translates this as follows:
Are you forgetting al-Zubayr and the men of ‘Awf,
and Ji‘thin after A'yan and al-Rabab?
Did you not see Ji‘thin among the men of Sa‘d,
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 Naka’id]
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 Naka’id, 1:439—440.
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Jarir 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.6* These
two lines represent the basic “story” Jarir tells about Ji‘thin: she was ravished,
not entirely unwillingly, by a member of another tribe. Her vulgar nickname,
“Wide-Open,” is a detail Jarir adds to suggest Ji‘thin’s complicity in the affair.
The graphic details he offers in line 34—of one of Sa‘d’s men penetrating
Ji‘thin—leave an impression of her as a commodity to be used and discarded.
The last line in this passage is one of Jarir's most famous;® not only does he
describe in detail a sensitive area of Ji‘thin'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 Ji‘thin he mentions 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 Jarir’s
lampoon on Ji‘thin’s sexual excesses. Line 35, famously grotesque, begins simi-
larly with tara, “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 Ji‘thin with a common structure.

Why did Jarir choose to repeat this trope,®¢ 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 the man is unable to control them and pre-
serve his honour.”8” It must be true that Jarir was attacking al-Farazdaq’s honor
to preserve his own—this is what naqa’id contests had always been about—
but with Jarir and al-Farazdaq there is more to it than that. Their audience must
have come to hear these performances expecting some hyperbolic, and proba-
bly at times sexually-themed, lampoons. That Jarir and al-Farazdaq gave them

64  Atyanand Rabab were both descendants of Mujashi‘, whom al-Farazdaq’s clan was named
after. The latter was “mentioned contemptuously by Jarir” (Bevan, The Naka’id, 3.111). ‘Awf,
among other things, is known for having “fled at the battle of al-Wakit” (Bevan, The Naka’id,
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 Jarir mentions the Ji‘thin 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 naqa’id genre to their own audience. In this case Jarir’s routine about
Ji‘thin 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.”®8 Jarir 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 Jarir's lampoon performance against
Ji‘thin may have operated. They contain similarly socially-unacceptable
themes.5? Jarir portrays al-Farazdag’s sister throughout the Naga’id as a whore,
with the goal of humiliating her, which would in turn humiliate al-Farazdaq by
implication. Doing so successfully while entertaining an audience would reveal
Jarir 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.”7° 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.””

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 arubber 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 are made, 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?""3

These passages from the Dozens, which parallel in hyperbolic and sexual con-
tent the invective lampoons of the Naga’id, 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 Jarir’s repeated lampoons against Ji‘thin been meant as serious
or truthful accusations, they could have potentially landed Jarir in legal trouble,
if tribal members had interpreted his verses literally, for instance.” An effective
poem or performance for Jarir 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, Ji‘thin. We can view these lampoons, therefore, as a vehicle to
both entertain the audience with descriptions of Ji‘thin’s vileness and sexual
sins, and also convince them of Jarir’s poetic skill. As such, the whole story of
Ji‘thin becomes a poetic conceit.”

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, gadhf. Van Gelder
says that, “Jarir is not guilty of gadhf” in Ji‘thin’s case. “The men 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 shame were far more important than matters of sin and
guilt” Van Gelder, “Sexual Violence,” 188.

75  We can draw an analogy between Jarir’s use of Ji‘thin as a literary motif and Abt Tam-
mam’s treatment of the traditional nasib section in one of his poems. Fakhreddine points
out, “We sense from the very opening hemistich that Aba Tammam 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 Jarir’s verses almost certainly did create a discourse that would
have brought actual shame on Ji‘thin, this was probably not Jarir’s ultimate goal.
Rather, his lampooning of her was meant to shame al-Farazdaq and to create
in the minds of his audience a caricature-like image of al-Farazdaq’s sister. The
effect this might have had on a member of Jarir'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.”6

The reputation Jarir built on the back of al-Farazdaq's sister may have come
at a cost. It is possible he felt some remorse in subjecting Ji‘thin to such vile
accusations, using her as proxy in his poetic battle with her brother. “Perhaps,”
van Gelder says, “even Jarir 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., Ji‘thin) and the lies he had told about her’””7 As befits the medium,
Jarir almost certainly did not intend his lampoons against Ji‘thin 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 Jarir’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 Naqga’id. Al-Farazdaq's tactic
was to counter Jarir’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 Ji‘thin is a whore—to the point where this narrative takes
on a life of its own. This way, people remember Jarir’s catchy insults, and when
they think of Ji‘thin they immediately associate her with his skillful lampoons.
After many public repetitions, the story of Ji‘thin 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 ]. Fakhreddine, Metapoesis in the
Arabic Tradition: From Modernists to Muhdathun (Leiden: Brill, 2015), 69. She cites Abat
Tammam’s abstract treatment of the nasib section in comparison to Imru’ al-Qays’s more
concrete concern with actual traces (atlal). This works as an analogy between Jarir and
other naqa’id 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
Jarir, though, ruining Ji‘thin’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 Jarir’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 Jarir'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 Jarir, was the superior poet. The naga’id genre Jarir 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 Jarir and al-Farazdaq’s naqa’id poems, it is not
always an easy task to discern which motifs in one refute themes put forth in
those of the other.”® In some cases it would be possible to mismatch Jarir and al-
Farazdaq's naqa’id 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 naga’id 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. Even when one poet
boasts of being a better poet than his rival, the reference to poetry remains
thematic.”™

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 a means to communicate and interact with their audi-
ence. It is not surprising, therefore, that rather than a full-throated defense of
Jithin and a refutation of Jarir’s outlandish claims, al-Farazdaq’s response to
Poem 53 includes a lampoon of the women of Jarir’s clan, the Kulayb, which he
employs to defend his own performance reputation and display his skill.

We can find a useful analogy to Jarir and al-Farazdag’s style of non-refuting
lampoon dyads in the Dozens. These poems, like naga’id poetry, are designed

78 “In most cases,” Hussein says, “it is difficult to show exactly which motifs of one nagida are
counterparts of those in the other nagida. 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 naqa’id broadly here, she goes on to use an example from Jarir and al-Farazdaq’s
Naq@’id 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
Bronner®® 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.8! 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 Bana Jusham.

55 The women captives of Bana Jusham b. Bakr,
He82 divided when he returned.
56  He said to all of his followers, “Take possession
Of the big-lipped,?3 spread-legged women and put them in your saddle!”
57 Women, on the Day of Irab,
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.
6o  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., Jarir, al-Farazdaq, and al-Akhtal, 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 gadhf
[defamation].” Van Gelder, The Bad and the Ugly, 33—34.

82 He is al-Hudhayl, called Abii Hassan, who, with men of his clan, attacked Yarba, Jarir’s
clan, a subgroup of the tribe of Kulayb, on the Day of Irab. See Bevan, The Naka’id, 1:451n.
For the Day of Irab, see Samir al-Qutb, Ansab al-Arab (Beirut: Maktabat Dar al-Bayan,

n.d.), 278.
83  “Lip” here refers to the vulva.
84  “Saddles” is a rendering of the Arabic, awakhir, 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 awakhir “means the backs of the saddles ... which the rider leans on”
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Miserable indeed are they when they reach them in the morning; they

call
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After the women of the tribe, who ride behind their captors.85
As you watched, the camels were driven away,

With the women, naked and starving.

If your spears had been long,

You would have been jealous when the women flung off their cloth-
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Likewise, I have translated dughab as “peeps.” The commentary says this word means “the

sound of a rabbit” (“ UJY\ Oge”).

Lit., “The women of the tribe are called for; they ride behind the riders.”
Although the Bevan edition seems to have ‘adata here, ghadata, which is found in al-
Mansur’s edition, makes much more sense, and I have translated the line accordingly. See

al-Mansur, Kitab al-Naqa’id, 1:342.
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Instead of a defense of Ji‘thin, here we find a passage focused on Jarir’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 Jarir had aimed at al-Farazdaq's sister.
Line 56 answers Jarir's epithet for Ji‘thin by lampooning the Kulayb women
with the same word: ruhab, “spread-legged.” In Jarir's poem, a man of Sa‘d,
“shook his cock at [Ji‘thin],” which penetrated her. In response to this crown-
ing act of manliness, al-Farazdaq depicts the unmanliness of the cowardly
Kulayb men, who fled—Ileaving 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 naqa’id contest of mudsling-
ing and reputation bashing. But it also works on a second level. By slandering
the name of Jarir’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 Jarir to recover
from this either by defending his tribe, or vastly more likely in the naga’id 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 Yarbai* women. He describes blood pouring over their heels using
the word hiyad, 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 Jarir's women.89

87  Bevan, The Naka’id, 1:476—477.

88 “The blood of menstruation.” Lane, Arabic-English Lexicon, s.v. “hida,” directed from “hi-
yad”

89  Theline may also be more loosely interpreted in the following way. If the women are men-
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 even more graph-
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The phrase la-bi’s, “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
Jarir's tribe, the “miserable ones.”?° He goes on in the next three lines to describe
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 Jarir’s
tribe, the Yarbit‘, in his address, suggesting that they collectively suffered their
women to be captured on the Day of Irab. More vividly, the sudden switch al-
Farazdaq makes from the third person (discussing the women) to the second
(speaking to Jarir and his tribe) works as a dramatic poetic device (apostro-
phe), directing the audience’s attention to the point he is making.! This “you”
that al-Farazdaq suddenly invokes—and it is the first word of the line—must
have grabbed the audience’s attention by virtue of its vocative nature: “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” (hiyad) from line 58, it is
possible to interpret their bleeding as a suggestion of a violent rape by the Bana 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 nagidas presentations in al-
Mirbad.” Hussein, “The Rise and Decline,” 309. 5 ershe sl

90  To give just one ¢ example, from the Qur’an, at Q. 22:13: U,W\J 4’44 Ny < 3 02 u.l B
“J\:M;J\ uw\.J s )_U (“He invokes one whose harm is closer than his benefit—how wretched
the protector and how wretched the associate,” Saheeh International). T have chosen to use
“miserable” over “wretched” for this line. Either translation is valid.

91 Gruendler explains one way the device can work. “In Ibn al-RamT’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 Yarba had been brave enough—the long spears representing their military
might—they would not have held back but would have jealously guarded their
honor and done something about it by counterattacking. A more metaphorical
—and ribald—meaning is possible: if we take “spears” as a metaphor for
“penises,” then al-Farazdaq is suggesting that the Yarbu‘ men are deficient sex-
ually, passively watching as their wives strip for the Banii Jusham. The layered
meanings and sexually charged invective lampoon demonstrate al-Farazdaq’s
skill at crafting a response equal to or surpassing Jarir’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 Naqga’id: displaying skill in performance is
equally as important as, or even more important than, addressing an issue like
that of Ji‘thin’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 Naga’id, 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 ... Your mother’s like a bus, guys getting on and off all night.%3

These insults are meant 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 one performer has with another. Van Gelder explains how this works
in the Naqga’id: Jarir does not merely want to vent his anger or infuriate and
humiliate his opponent, he wants to amuse others. Many of his naqa’id contain
grotesque and far-fetched comparisons that were obviously intended to make
his audience laugh.%* Taking van Gelder’s analysis a step further, I propose that

92 In the Naga’id, Jarir 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.



40 CHAPTER 1

not only does Jarir want to amuse his audience, but he also wants to impress
upon their minds that he—and not his opponent—is the superior performer.

Jarir returns to the theme of Ji‘thin again in Poem 92, and once more al-
Farazdaq responds with hyperbolic invective of his own (Poem 93) without
explicitly answering Jarir's charges or defending his (own) sister. This dyad,
with poems containing elements of nasib, hija’, 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 Ji‘thin is the subject, sexually charged lam-
poon.

Poem g2 follows the typical gasida structure, except that the opening nasib
section is replaced with an elegy (ritha’) for the poet’s wife. Jarir 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
Ji‘thin’s rape, to alleged homosexual acts committed by his tribe. At one point
he attacks him simply for being a bad poet. Jarir 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 Aija’ section, he says,

47  They crossed Dhu al-Hamat with Ji‘thin in a rush,
And fled to Khashakhish in stages.95

48  She met Suhar, of the Bana Sinan, among them,
A humpback (i.e., “camel”) as hard as Suhar is.96

49  She was penetrated by his distended Muga‘isi dick,
And blood, gushing out of her ass, poured forth.

Lo LU 13 a1 a5 g7
Skl s lis dly

95  The commentary explains that atwaru means hal ba‘da hal, which T have rendered as “in
stages.” See Bevan, The Naka’id, 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
hadiban, 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 mutaazziman, “haughty,’
“proud.” The edition I use has hadiban and the commentary explains that it means “their
horses.” Bevan, The Naka’id, 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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When Ji‘thin arrives at the camp of the Banii Sinan (against her will), she finds
Suhar “hadiban.” The root of this word has two basic meanings: “arched” or “pro-
tuberant,” and also “friendly” or “affectionate.”¥8 The 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 Suhar. At this point in the performance, the
audience might wonder what direction Jarir is taking this story about Ji‘thin
and Suhar, especially since it seems that he is depicting the latter as “friendly.”
Since he is talking about Ji‘thin, 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 hadiban, which it now seems clear should be translated “[the] hunch-
back,” is “as hard as Suhar,” meaning that the hunchback (a camel) is as stiff as
Suhar[’s penis].9? In a single line Jarir 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: Ji‘thin being violently raped. In
this case, the rape involves a swollen (mukhlijin) penis, once again playing with
the theme Jarir had started with his use of hadiban. What is more, this violation
of Ji‘thin draws blood, and from her rear end, no less!

Why does Jarir depict Ji‘thin in such a sexually humiliating way? What is his
object in returning time and again to this well-worn motif? The reason is likely
not either because Ji‘thin deserves this, i.e., that she was actually guilty of the
things Jarir implicates her in, or because Jarir 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 Jarir is trying to
do by humiliating Ji‘thin, beyond displaying his poetic mastery by milking this
theme to the last drop, is to also, and by extension, humiliate al-Farazdaq—
Jarir's real target in lampooning Ji‘thin. 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 Naka’id, 2:855-856.

98  See footnote 96 above.

99  Itshould be noted that this interpretation relies on Bevan's choice to use the manuscript
containing the word hadiban 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)!°° reputation, which
is what the entire prolonged contest between these two poets is about: building
and maintaining a (performance) reputation.

We can peel back one more layer of meaning in this poem. This routine intro-
duces a motif of dominance: Ji‘thin is forcefully entered and penetrated to such
a degree that it brings blood. The level of violation Ji‘thin suffers at the hands
of Suhar is analogous to the level of poetic violation Jarir deploys against al-
Farazdaq, using the latter’s sister as proxy. We may read the attack on Ji‘thin
and her sexual humiliation as a subtle allusion to al-Farazdaq’s forced submis-
sion to and humiliation by Jarir in terms of poetic performance.

Al-Farazdaq’s response (Poem 93) once again neither explicitly defends Ji‘-
thin nor refutes Jarir's lampoon. Instead, it contains several sexually oriented
passages that match Jarir’s in graphic hyperbole, just as in Poem 54. The poem
contains both lampoon and boasting, but is structured differently than Jarir's
poem. The introduction consist of a traditional nasib section instead of an elegy
(rith@’), and the fakhr section is inserted between two Aija’ sections, the second
of which is an extended lampoon of Jarir'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 hands!®! 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.
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100 This does not necessarily mean that the entirety of Jarir'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 some motifs mentioned in the
counter-naqida of Jarir 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 Jarir 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 thelr hands are slave- glrl hands, split from

work and toil upon them” J.vj\j 4‘4,\\ o W ;bY\ < ur.«\:\ ). Bevan, The
Naka’id, 2:878.
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Here, Jarir and al-Farazdaq's naqa’id battle has reached what we might 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 naga’id poetry. Jarlr was
accused of using his poetic talents for “humanly inferior purposes,”3 but to
call al-Farazdaq'’s poetry inferior because of its subject matter would be to judge
him by our own standards and not those of his day. “By the standards of his own
time and environment,” says van Gelder, speaking here about Jarir, “his coarse-
ness, in a genre that demanded occasional or even repeated coarseness, was
wholly appropriate.”%* Al-Farazdaq’s poetic virtuosity serves to draw his audi-
ence into the performance, and to keep them engaged by hyperbolic lampoon.
Al-Farazdagq fails to respond to Jarir’s supposed insult of Ji‘thin with a defense
of his sister—a ritual violation—and instead responds to the poetic challenge
issued by Jarr, taking as his subject the latter’s deceased wife, whom Jarir had
elegized in his own poem. Al-Farazdaq continues with equally coarse invective,
calling Jarir’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
toiling without being properly covered, her neck and chest bare and open to the
elements, which has tanned her (already dark) skin.15 He follows with another
graphic, coarse, and by all accounts humorous line of invective in a lampoon
that depicts Jarir'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 Nak@'id, 2:878—879.

103 Van Gelder, “Sexual Violence,” 190.

104 Van Gelder, “Sexual Violence,” 190.

105 The commentary explains that the blackness al-Farazdaq mentions 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” ( u“ o

ow a3 o §

“Ja\a rﬁﬂk@l\)w\d\wub o.:}hl”cp}é @JLMJ\JWwéy .193?\5 J}w)
Bevan, The Naka’id, 2:879.
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which in turn protects his reputation as a lampoon performer. He more than
matches Jarir’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 Jarir and al-Farazdaq’s time. One important fac-
tor is that the poems were not only or always performed whole 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,”%6 and that “this happened not only in later times but during the
life of the poets themselves.”97 He adds that “they do not seem to have minded
this fragmentation of their poems.”’%8 We can think of it this way: if Jarir and al-
Farazdaq’s primary aim in reciting a certain lampoon poem was to destroy their
opponent in the moment 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 or what the specific points of the diatribe against
that person and his 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—Ilines 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 naqa’id pattern of lam-
poon and response, a pattern which Jarir and al-Farazdaq’s naqa’id 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 Naga’id 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.

The mechanics of Dozens performances give us insight into how the rules of
performance I mentioned above may have operated in the Naga’id. 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 [ie., of the
Dozens] discourage physical combat,”%9 and Abrahams makes the point that
it is fairly rare that insults “proceed until ... one hits the other,”'° which indi-
cates that non-violence is the norm in the Dozens just as it is in Jarir and
al-Farazdaq's Naqa@id.* 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.”!2 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”!3 Nor is violence an uncommon
phenomenon in the naqa’id genre (although not in Jarir and al-Farazdaq’s
naqa’id), 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, Aija’ comes perhaps closest to a physical
act."114

There is a correlation between the Dozens’s and the naqa’id’s non-violent
performances, what Huizinga calls “play.” The content of Jarir and al-Farazdaq’s
decades-long contest favors a “play-world” interpretation of their naga’id along
the lines Lefever has outlined, since over a time period extending several

109 Millicent R. Ayoub and Stephen A. Barnett, “Ritualized Verbal Insult in White High School
Culture,” Journal of American Folklore 78 (1965): 340.

110 Abrahams, “Playing the Dozens,” 210.

111 Thisis in contrast to earlier naqa’id battles which very often did involve alevel of violence
(see this chapter, footnote 3) absent in Umayyad-era naqa’id, of which the Naga’id of Jarir
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’: A Mechanism for Social Control,” Phylon 42 (1981):
82.

114 Van Gelder, The Bad and the Ugly, 34-35.
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decades Jarir and al-Farazdaq lampooned each other continuously on various
topics without ever seeming to clearly settle any particular dispute; rather, the
poetsrepeatedly tried to outdo each other in their performances to defend their
performance reputation.!’s

2.2 Homosexuality

Of course Ji‘thin is not the only trope which Jarir 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 Naga’id: that of homosexual
behavior and allusions to it. The following short selections contain examples.
In Poem 53, Jarir says:

74 Jandal, what do the Bant Numayr say,
When they put their dick in your father’s ass?
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In another poem, Poem g2, he says:

89  Al-Muhammal witnessed that the Mujashi‘T army
Sucked dicks after they ate the khazir!'” and howled.
go  Theylooked at you and they turned their heads,
Like hyenas look when struck by dizziness.
gt Do not let yourselves be surpassed!!® [by anyone] in sucking your own
dicks!
Your talkative father ordered that.

115 Van Gelder explains how this constant reputation-bashing rivalry worked between Jarir
and al-Farazdagq: “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. One might 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 Naka’id, 1:446. Lit., “When their dick is hidden in your father’s ass?”

117 A stew-like dish.

118 The commentary gives tazma’iina 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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95

119
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121

122

123

124

The ‘Iqal tribe cast lots over the camel, al-Duhaym,

After they fucked al-Duhaym. May they!'® be disgraced!'2°

And al-Ba‘ith cried over al-Duhaym, and groaned a camel groan.
Al-Ba‘th’s father had a young camel from al-Duhaym.!?!

And when Mujashi‘1 wanted something bad,'2?

He fucked al-Duhaym, but his ass lagged behind.!23
Al-Farazdaq, al-Ba‘ith, his mother, and al-Farazdaq’s father,
Were all tied up together. May the foursome be disgraced!'?*
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Le., the ones who had cast lots (al-aysaru).

Lit., “May they be made ugly” ( fa-qubbiha)!

In other words, al-Ba‘th’s father impregnated the camel, al-Duhaym, who gave birth to a
young camel.

Saw’a 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.
“saw’a.” I have translated it here as “something bad,” but the hemistich could equally well
be rendered, “And when Mujashi‘T wanted pussy.”

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 Jarir’s audience.

See this chapter, footnote 120.
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Both poems exhibit hyperbolic and explicit language. Jarir 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 Naqga’id, al-Ba‘ith. Jarir'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) Jarir takes aim not at al-Farazdag, but at al-Ra‘1 and his
family, targeting the latter’s son here with a hyperbolic lampoon.1?6 In the sec-
ond (Poem 92) Jarir 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 Jarir 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;"?7 “I stuck up for you. Your roommate
told me you were a frigid homosexual. But I told him you weren't;"?® “You
didn't get no round mouth from sucking on door-knobs.”?® 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 Nak@’id, 2:862.

126 Al-Ra‘1 was a poet who had quarreled with Jarir, who consequently satirized him and his
son, Jandal. See Bevan, The Naka’id, 3111. Al-Ra‘T belonged to the tribe of Banti Numayr,
which was satirized by Jarir and eulogized by al-Farazdaq. See Bevan, The Naka’id, 3:236.
The poem came about as a consequence of a poem al-Ra‘T had had recited against Jarir, in
which he claimed that al-Farazdaq had bested the poet (i.e., Jarir) in alampooning match.
Poem 53 is Jarir’s response to al-Raf, in which he lampoons not only the latter and his son
Jandal but also al-Farazdaq. See Bevan, The Naka’id, 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

49

No matter which poetic idiom, Dozens or naqa’id, the aim is to show the audi-

ence who is the superior poet.

In Poem 64 Jarir 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.!3!

63  Prepare with the ornaments perfume, because
Jarir is your husband and you are his lawful wives!
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Jarir begins by drawing attention to al-Farazdaq’s ridiculous clothing, which
highlights his low-class status. Hussein says that Jarir’s comparison here to “the

130 Abrahams, “Playing the Dozens,” 219.

131 Lane, referencing this verse specifically, calls kurraj a “hobby-horse,” and the jalajil 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 and Decline,” 336n. Bevan in his glossary trans-
lates kurraj as “akind of doll.” Bevan, The Naka’id, 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 Arab World (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-Farazdagq is a laughing-stock//
dressed in the two ornamented belts and bells of a kurrah
Prepare perfume with the ornaments;
Jardr is your husband and you are his wives.
132 Bevan, The Naka’id, 2:650.
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kurraj actor or dancer ... show][s] that he is not a noble.”’33 This description of
al-Farazdaq dressed as a dancer, a “plaything,” as Jarir calls him, sets up the next
line, in which he calls himself his “husband” (ba?).!34 Taken together, these lines
imply Jarir's dominance over the submissive al-Farazdaq. The lampoon in this
couplet about al-Farazdaq goes beyond mere dominance though; Jarir 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 Jarir could be implying that he is a pathic. Furthermore,
Jarir portrays himself dominating al-Farazdaq, which we may read, sexually, as
Jarir’s inserting himself into the position of a pedicator in homosexual inter-
course. Furthermore, in line 63 Jarir 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 his manliness—we might say muruwwa—which in turn points to his
poetic dominance, that ability to lampoon his opponent in a humiliating way
that shows not only al-Farazdaq but also the audience that Jarir is the superior
poetic.

Thus, when Jarir 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), Abl ‘Ubayda reports that “Jarir stood at Mirbad and he was
wearing a complete suit of armor ... [and] al-Farazdaq wore silk brocade (thiyab
washy) and a bracelet (siwar)."'35 According to this account, therefore, they
faced one another at Mirbad wearing the same type of clothing Jarir 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 Abu ‘Ubayda highlights, suggested by the disparity in dress between
Jarir's armor and al-Farazdaq’s womanly clothing.

2.3 The “Blacksmith” Theme

Another trope that figures prominently in the Naga’id is a routine based on
al-Farazdaq'’s supposedly having been a blacksmith. The story arose because
al-Farazdaq'’s grandfather, Sa‘sa‘a, did in fact own a blacksmith slave!3¢ by the
name of Jubayr, “[whom] Jarir claimed to have had intercourse with Layla [al-

133 Hussein, “The Rise and Decline,” 336.

134 Hussein says that the previous line “leads Jarir to ask al-Farazdaq’s clan to perfume him
and to prepare him to be a bride. The husband,” he adds, “is clearly Jarir himself.” Hussein,
“The Rise and Dechne, 336

135 \)\}«) LSA’} uL, w\b LoL \»3&«) 19)3 uwd by x}LJ$ us) Bevan, The Naka’id,
2: 624

136 In Arabic, the word “blacksmith” (gayn) can also mean “slave.”
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Farazdaq’s grandmother], on account of which Jarir traced al-Farazdaq’s father
Ghalib’s ancestry back to that blacksmith.”37 In Poem 76, Jarir says,

8 We found Jubayr, Ghalib’s father,
Distantly related to Ma‘bad.!38
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This theme generates invective power by virtue of the status of blacksmiths in
Jarir 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 Jarir as an excuse to call al-Farazdaq’s noble family
‘a family of blacksmiths, a low caste in Arabia.”#? The absurdity of this jux-
taposition would have been enough to draw a laugh. That Jarir pursued it so
mercilessly undoubtedly annoyed al-Farazdaq, while it simultaneously made
the audience smile.

A number of examples of this routine from the Naga’id illustrate techniques
Jarir uses to display his performative skill. The first comes from Poem 92, sec-
tions of which we have studied above in connection with Jarir’s Ji‘thin trope.
In the lines below Jarir deploys the blacksmith routine to lampoon al-Farazdaq
for his personal grooming habits, insinuating that they result from his alleged
occupation.

31 Hadra’ rejected the blacksmiths and their stench—
Rejection prevents a noble person from being wronged—!*
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 ol I3 A 333 A U o b clgadlys L ol Lir OF o (£56. Khalil
‘Abd Salim al-Rufu‘, “al-Farazdaq qaynan fi shi‘r Jarir: dirasa fi masdar al-stra wa-ta’sil
dalalatiha,” Mu’ta lil-buhuth wa-l-dirasat 19 (2004), 58.

138 A descendant of the Darim, called Abu 1-Qa‘qa‘. See Bevan, The Naka’id, 3:222.

139 Bevan, The Nak@’id, 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 Khalid;
Yours was a blacksmith: Nizar did not bear you.
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In the first line, Hadra’ rejects blacksmiths and Jarir 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 iltifat (“redirection”), which poets typically employ to capture an audience’s
attention.*3 Once Jarir has it, the audience realizes that al-Farazdaq is the
intended reference: he is the blacksmith that Hadra’ had rejected.

“Bad smell” (line 31), “dirty skin” (line 32), “short fingers” (line 32), and a com-
mand to Hadrd (al-Farazdaq’s wife) to repair the bellows (line 33): these are
among the motifs Jarir uses to chip away at al-Farazdaq’s reputation, which in
turn shows him to be a competent performer, and which defends his own repu-
tation. Each of these insults carries significance above and beyond the lampoon
itappears to be at face value, and shows Jarir skillfully tailoring his performance
to the needs and demands of his audience. To wit, the surface-level meanings of
these lampoons are enough to humiliate al-Farazdaqg, but audience members
who were paying attention—and perhaps these were the types who regularly
attended naqa’id performances—would have gotten even more out of Jarir's
poem by reading between the lines. For example, the stench (ri#) that Jarir
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 (sada’) on al-Farazdagq’s skin hints at a menial, low-class occupa-

142 Bevan, The Nak@'id, 2:852—853.
143 After this line, instances of the singular (gayn) vs. the plural (quyin) even out; by the end
of the poem, each term will have been used eight times.
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tion; Jarir is reminding the audience of al-Farazdaq’s disreputable occupation,
as well as hislack of personal grooming. Short fingers imply unsuitability 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 Jarir had introduced in the previous verse. She, Jarir indicates, hav-
ing married below her class, refuses to stoop to do the will of alowly blacksmith
as might be expected of an obedient wife. 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 Jarir orders al-Farazdaq to mend his belongings, both recall-
ing to mind the command to his wife and assigning him, al-Farazdaqg, menial
tasks that Jarir implies he is suited to. By doing so, he shows the audience that
although al-Farazdaq is not able to command his wife, he (Jarir) is able to
command his opponent. Jarir then asserts his own distinguished pedigree as
a descendant of Khalid,'** and reminds al-Farazdaq in a reputation-smashing
line that he (al-Farazdaq) is not descended from Nizar, the ancestor of two
prominent tribes.!45

Later in Poem 92, Jarir again deploys the blacksmith trope:

60  Layla preferred the blacksmiths and their stench;
But there is no good in the blacksmiths’ rust.
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Again we can assume that in saying “blacksmiths” in the plural Jarir is in fact
referring to al-Farazdaq. Here, according with common practice in naqa’id
poetry, Jarir insults one of al-Farazdaq’s female relatives, his grandmother
Layla, contrasting her approval of blacksmiths—she “preferred” (takhayyarat)
them—and, by extension, her approval of al-Farazdaq, with Hadra”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, Jarir once again hints at the theme of al-

144 “An ancestor of Bistam b. Kais b. Mas‘ad.” Bevan, The Naka’id, 3:101.
145 These are Rabi‘a and Mudar.
146  Bevan, The Nak@’id, 2:858.
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Farazdaq’s father having descended from the blacksmith slave that she “pre-
ferred.” Once again Jarir mentions sada’ (rust), a word he deploys to paint al-
Farazdaq as a dirty, low-class blacksmith.

Whereas Jarir frequently lampooned al-Farazdaq with the blacksmith
theme, al-Farazdaq sometimes abused Jarir in verse for the latter’s poverty. In
one example, the entirety of Poem 86, he says:

1 If that sturdy Zaydi woman!47 hates you,
And if you lack even bread and mustard,!48

2 Just think: In the old days, your father’s life was bitter;
He used to live just like a dog!
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The poem is short and to the point, but filled with humorous references. Al-
Farazdaq starts by insulting Jarir’s wife, calling her ‘ijah, “sturdy,” “bulky,” which
also carries the connotation, “unbeliever,” in addition to meaning, “ass” or “don-
key.” He follows this up with a reference to Jarir'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 Naga’id and the Dozens, and a fitting coun-
terpoint to Jarir'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 Jarir'slampoons, even though it is not strictly thematically related
to them.

In Poem 53, a poem by Jarir discussed earlier with reference to the topic
of Ji‘thin, 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 Le., Jarr’s wife.

148 Muraqqagq is “A cake of bread [made thin and] wide, or broad,” Lane, Arabic-English Lexi-
con, s.v. “muraqqagq;” while sinab is “A sauce made of mustard ... and raisins,” s.v. “sinab.”

149 Bevan, The Naka’id, 2:840.
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This line stands out among Jarir’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 Jarir 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.!>! Fully three
quarters of the words in the second hemistich of line 47 relate to water and tear
imagery: “dripping” (wukuf), “tear” (‘abra), and “pouring out” (insibab). These
images complement each other, but by including the trope of weeping, Jarir
introduces elements that recall classical Arabic elegy (rith@’),'? a poetic genre
that is associated with women—thus emphasizing, both subtly and overtly, al-
Farazdaq’s cowardliness/womanliness and therefore inferiority. The imagery
Jarir conjures up in the line leaves us imagining al-Farazdaq sorrowing over the
loss of the lampoon contest.

In Poem 64, Jarir 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 Hadan and see if you can move it.
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Jarir 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 Jarir’s glory: either is an impossible task.!>* There is further significance

150 Bevan, The Nak@id, 1:442.

151 Roger Allen says, “While water—its presence or absence—was a very practical aspect of
life within the desert existence of the earliest poets, it has been a potent image for the mod-
ern poet as well.” Roger Allen, An Introduction to Arabic 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 Naka’id, 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 Jarir mentions in this line, Hadan. Hadan 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 Jarir’s
clan, the Kulayb.15% Jarir’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
Jarir 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 naga’id lampooning contests.

Just as Jarir's Blacksmith-themed lampoons include personal insults against
al-Farazdag, 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.”56 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.”58

To these, Abrahams adds the witty couplet,

Fee, fie, fo, fum,
Your mother’s a bum.159

never be able to make his clan nobler, or at least possess the same nobility as his own clan.”
Hussein, ; “The Rlse and Decline,” 337.

155 L.,a:- LS\J o .M-\" (“He who has seen Hadan has reached Najd”). Ibn Manzar, Lisan al-
Arab (Beirut: Dar Sadir, 1955-1956), s.v. “hadan.”

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 Naga’id 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 Jarir 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’, hija’, was origi-
nally something close to “casting a spell.”?6° 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 Jarir and al-Farazdagq, therefore,
it did not really matter who had the more valid claim against the other, whose
verses were closer to the “truth,” or even whose lampoons could make 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 Jarir 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, Jarir mocked al-Farazdaq for the
clothing he was wearing.!6! 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 x1ss 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: “Hija’, in his view;’
van Gelder says, “began as a form of magical warfare, a curse or imprecation, uttered by
someone who maintained particularly good contacts with ‘higher’ or supernatural beings
(a jinni or shaytan), 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” K1ss
concert.

Jarir 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, “[Jarir] wore a shield, took up
a weapon ... and went to al-Mirbad where he started composing and recit-
ing his nagida to his audience. Al-Farazdaq in turn put on some expensive
clothes of a variegated kind (thiyab 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,”63 but then offers another possible
interpretation: “Without reference to this particular account,” he says, “Ali al-
Jundi 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.”’64 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
Jarir and al-Farazdaq’s performances. When we envision the Naga’id 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,'65 still we can
use various means to reconstruct what that must have looked like.!66 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 from a 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 observation or live recordings.” Ali, Arabic Literary Salons, 7. “Itis 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 mujalasat (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 Jarir and al-Farazdaq’'s Naga’id (mainly Abii ‘Ubayda
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 naga’id performance by Jarir 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
Naga'id.

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."67 A passage from Kitab al-Aghani (“The Book of Songs”), a tenth-
century compilation of poems, songs, stories, and more, contains clues about
how Jarir and al-Farazdaq’s audience may have received their poetry and inter-
acted with them, in a way similar to the role of the audience Chimezie describes
for the Dozens. In this passage we are told that al-Farazdagq 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 Baniai ‘Abdallah 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-stanshadiihu). 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  “.. o)u\fw\iwb cju)\ u\ d.U\ A L9 ‘_Lc dj} U.,J\ wu‘ u\fﬂ‘ &6 d.{));z” .8 u&" Abu
1-Faraj al-Isfahani, Kitab al-Aghant, 25 vols. (Belrut Dar Sadir, 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 Jarir and al-Farazdaq’s performance from
studying some of the conventions of Dozens performances. In any performance
there are boundaries that define how it should proceed. By applying the fol-
lowing description of certain Dozens conventions to the Naga’id, 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.”6% He continues:
“Such linguistic (or paralinguistic) elements as changes in pitch, stress, and
sometimes syntax provide the signals of contest.”’7® 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.”" This insight into the mechanics of Dozens composition and per-
formance helps us to envision elements that were likely present in Jarir and
al-Farazdaq'’s naqa’id performances as well. Number (2), above, is an empirical
element of naqa’id performances, as the rules of the Arabic gasida prescribe a
certain end rhyme (gafiya).”2 We find evidence also that performers at Jarir and
al-Farazdaq’s primary performance venue, the Mirbad market in Basra, would
raise their voices above the level of regular speech. Kitab al-Aghant suggests
this in a description of Mirbad as a place where people would go and “raise
[their] voice as loud as [they] could.”"?3 Jarir and al-Farazdaq likely did this as
well, to signal a performance of their Naga’id. 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 chaptsr, fog)tnote 4,

173 “&\ﬂi dc;\; obsld ‘5 RN C)L;T:’J" (“You come to al-Mirbad ... and then you call out at
the top of you/r voices”). Al—Iéfafléni, Kitab al-Aghani, 3:40.
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He variously engaged with the different constituents of his momentary
audience. First a praise gasida 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.17#

The Abbasid-era poet, therefore, balanced his performance between the patron
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 Jarir and al-Farazdagq.
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 Jarir and al-Farazdaq’s
performance, the main attraction was the invective lampoon itself. There are
anumber of examples where the invective holds the audience captive with its
humorous hyperbole, while simultaneously performing the primary function
of naqa’id 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 defends his reputation as a performer. Al-Farazdaq, in an exam-
ple of this, says about Jarir 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.
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174 Gruendler, Medieval Arabic Praise Poetry, 26.
175 Bevan, The Naka’id, 2:624.
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This line is, among other things, al-Farazdaq’s payback for Jarir's lampoon-
ing him for wearing ridiculous clothing (see Poem 64, line 62 above). Hussein
says, “In response to Jarir's mocking remarks about his garments, al-Farazdaq
mocks him for wearing a shield.”76 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 even more damaging meaning. The literal meaning is that Jarir loses
his armor, which suggests that a physical fight has taken place, and that al-
Farazdaq has won that fight. The symbolic meaning, on the other hand, involves
the fight for poetic supremacy. It is as if al-Farazdaq is warning Jarir 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 by William Labov, “—Ricky got shot with his own fart,”77 as in Jarir’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,””® and,
“In your house the rats are so big, the mice have to carry switchblades.”®

In a passage from Poem g3 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.
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176 Hussein, “The Rise and Decline,” 337. Although Poem 63 is considered earlier than Poem
64 (since Poem 64 is Jarir’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 Naka@’id, 2:870.
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In this lambaste al-Farazdaq calls Jarir, in effect, a cesspool. There is an addi-
tional meaning here: al-Farazdaq’s calling Jarir “garar,” 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 Jarir'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 Ji‘thin, al-Ra‘T and his clan’s homosexual behav-
ior, and al-Farazdaq’s blacksmith heritage, we come to one of Jarir’s simple yet
effective lampoon tropes: the notion that al-Farazdaq was a slave, or was associ-
ated with slaves. Jarir bases his attacks on al-Farazdaq’s grandfather’s supposed
ownership of slaves, who (as mentioned above) were also blacksmiths. In Poem
53, Jarir lampoons both al-Farazdaq and al-Ra‘, as well as the latter’s tribe, the
Bana Numayr. In one section, after lampooning al-Farazdag, Jarir turns to al-
RaT’s tribe, saying,

8t You are slaves of the Banii Sulaym;

Pieces of a multi-colored coat seem as clothing to you.
82 Idrove the slave of Banii Numayr out,

And I was obliged to increase them in suspiciousness.
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Jarir’s lines are almost more effective because of their simplicity; uttering two
different words for “slave” in as many lines (gatin, ‘abd) drives home his point
about the Banti Numayr’s inferiority even as he adds the detail of tattered cloth-
ing (burqu [-‘aba’). Including the slave theme in a poem where he also lam-
poons al-Farazdaq for his blacksmith heritage associates the latter with slaves,
something Jarir 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 Jarir's own superiority—as a performer.

181 Bevan, The Nak@id, 1:446.
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2.6 Self-Vaunting

Up until this point our focus has been examples of passages from Jarir and
al-Farazdaq's Naga’id 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 Jarir and al-Farazdagq’s skillful defense of their
performance reputation. In the following passages, one each from Jarir 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 Jarir says:

15 You will know one (viz., al-Farazdaq) whose father would become a
blacksmith,
And one whose poems are known to be plagiarized.
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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.
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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 naqa’id match 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 awabid, “extraordinary
verses,” to refer to his own poetry, and chooses the phrase tanahhuli l-ash‘ar to

182 Bevan, The Naka’id, 1:434.
183 Bevan, The Nak@’id, 1:325.
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refer to Jarir's poetry—which is to say, “plagiarized verses,” those he has taken
from others, presumably because he is incapable of creating his own.!8* This
is al-Farazdaq’s victory line, a summation of his relationship to and supremacy
over his opponent, Jarir.

Although Dozens verses are not particularly famous for their inclusion of
self-vaunting—most commonly, Dozens Sounds are directed against an oppo-
nent, and not for a performer—instances of this variety of Sounds can be 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]'86

5b. I could rank you out so low you could walk under a pregnant ant.
[C, B]S7
5C. I could rank you out so low you would have to reach up to touch whale

shit. [C]'88
To these, under the heading labeled “Routines,” he includes the following:

2.b X: Got a match?
Y: Me and Superman. [G, C, B, 0]'89

How deep Jarir 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
Jarir 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 awabid, 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. “Abida.”

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 Naga’id. If the poets reperformed the same poems, or versions
of them, multiple times, which Hussein says they did,'9° that suggests they were
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 hjja@’, more than in any other mode, the poet is concerned with the effect
of his poem.”®! 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. Jarir 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.

Jarir 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 audience not through an appeal to logic,'92 but through an appeal to
emotion.!93 This sometimes created innocent victims, like al-Farazdaq’s sister
Ji‘thin, and if not done properly had the potential to harm rather than boost the
poet’s reputation.’® In the end, Jarir and al-Farazdaq's Naga’id lampoons did
become a destructive force nothing could withstand. Wielding this force, Jarir
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 Jarlr, for example, was accused of poetic “destruction,” in contrast to his opponent’s poetic
“building.” Van Gelder, quoting ‘Abd al Malik’s son Maslama, says, “al-Farazdaq builds
and Jarir destroys ... and nothing arises from ruins,” which is thought to be meant as a
slight against Jarir, 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 Jarir cre-
ated nothing—*‘wa-laysa yagim ma“al-kharab shay” [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 Ajja’ 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-
poon had not been so effective, their longstanding poetic feud might have come
to a close much sooner.



CHAPTER 2

The Stage: Mirbad Market

1 Introduction

In the pre-Islamic era hija’ poetry performed the specific function of settling
tribal conflicts.! 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.”> 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 Aija’ poetry, specif-
ically naga’id, 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 Jarir and al-Farazdaq frequently performed Ajj@’ in the
form of the Naga’id 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.” In this capacity it became a place where Jarir and
al-Farazdaq could perform in front of a diverse audience who comingled with
one other in the Mirbad market. According to Kitab al-Aghani it was a place
that one could go to raise his voice as loud as he possibly could.*

Jarlr 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 entertaining® lampoon.6 The concept of Mirbad as a stage is

1 Pre-Islamic Aija’ was so tied to conflicts between tribes that Ibn Sallam claims “Poetry was

abundant only in regard to wars between the clans.” Pellat, “Hidja’.”

Van Gelder, “Naka’id.” o

Wheatley, The Places Where Men Pray Together, 244.

See Chapter 1, footnote 173.

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. Jarir and

al-Farazdagq filled this need.

6 It is important to note that Mirbad was not Jarir and al-Farazdag’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 Jarir
and al-Farazdaq’s performance of the Naga’id. Wasift has visualized the Mirbad
market in a similar way. He says, “Mirbad ... transformed into what resem-
bled a great stage.”” Dayf calls it “a great stage, the stage of Mirbad, to which
the population of Basra would gather to observe the game of naga’id,”® 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.” This function is attested to in an anecdotal example from Kitab
al-Aghant which says, “You sit there while this man, al-‘Ajjaj, lampoons us at
Mirbad while all the time people are gathering around him?!"1°

The Mirbad market, and the city of Basra itself, provided Jarir and al-Faraz-
daq with a venue that had not readily been available to poets during the pre-
Islamic era. Although fairs such as ‘Ukaz were sometime poetic venues,!! Mir-
bad’s advantage was that it provided Jarir 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."? Jarir 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 their nagidas in the same place. The cemetery was chosen by al-Farazdaq because
he was apparently too scared to remain in al-Mirbad ... This information gives the impres-
sion that if the governor had not harassed al-Farazdagq, then both poets might have been
able to meet in al-Mirbad in order to compose and present their nagidas.” Hussein, “The
Rise and Decline,” 333 ,

7 qu.f (o s 4l Lo ‘;\ W&, .,\;j\\ Y)> 3". ‘Abd al-Rahméan Muhammad al-Wasfi,
al-Naqa'id f f [-shi ral ]a/ult (Cairo: Maktabat al- Adab 2003) 191

8 ol 1 e 15l 0K 3 g sl M) e S0 ] i Shawg
Dayf, al-Tatawwur wa-l-tajdid fi [-shi‘r al-Umawi (Cair(;: Dar al-Ma‘arif, 1965), 186.

9 Brustad, “Jarir,” 245. .

10 U e C».>\ 5 Ju,\b b oz C\avJ\ [R'Y) U.J\a s\, Al-Isfahani, Kitab al-Aghani,
10:122.

11 ‘Ukaz “was held in the month of Dhu 'l-Ka‘da,” 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 Shahid, “Ukaz,” in Encyclopaedia
of Islam, 2nd ed., ed. P. Bearman et al. (Leiden: Brill), http://dx.doi.org/10.1163/1573-3912
_islam_SIM_768g.

12 Brustad, “Jarir,” 245.
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tive circle.”® Kitab al-Aghant reports an instance of this: “Dha al-Rumma [a
poet] recites at Mirbad with the people gathered around him.”* The people
too gathered around Jarir and al-Farazdaq to witness their lampoon perfor-
mance.

2 Style and Content of the Naga’id

In pre-Islamic times naqa’id 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
naqa’id poetry at Mirbad in the Umayyad 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
Basra, and the confrontations which are mentioned do not seem to have been
bloody"’> The discourse of Jarir and al-Farazdaq's naga’id suggests that their
poetry was not a continuation of the tribal wars of pre-Islamic times (Ayyam
al-Arab),'® but was rather a newly evolving genre, more comedic and entertain-
ing in Jarir and al-Farazdaq’s hands than it had been in the pre-Islamic period.

Jarir and al-Farazdaq's Nagaid was both a continuation of pre-Islamic
naqa’id 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 Jarir 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 naga’id had. This resulted
in a similar form with a changed function. Dayf likens Jarir and al-Farazdaq’s
naqa’id performances to literary debates.!” The sparring found in such debates

13 CharlesPellat, “al-Mirbad,” in Encyclopaedia of Islam, 2nd ed., ed. P. Bearman et al. (Leiden:
Brill), http:// dx doi. org/lo 163/ 1573-3912. islam_SIM_5218. See also Chapter 4, footnote 79.

14 ‘4 Osmezg JU\) .A:,U.a VAY 4»)\).:” Al-Isfahani, Kitab al-Aghant, 18:19.

15  Pellat, “al-Mirbad? ~

16  Hussein points out that at the beginning of Jarir’s career, or we might better say “pre-
career,” his poetry did align with the pre-Islamic style of lampoon: “During this preliminary
stage in the Umayyad period, the naqa’id was still a continuation of the traditional naga’id
poetry known in the pre-Islamic period.” Hussein, “The Formative Age,” 502.

17 “"Jmfau.:\ ol bl "S« ik Gyl 2 =¥ (“The naq@’id of Jarir and al-
Farazdaq took the form of great literary debates”). Dayf, al-Tatawwur wa-l-tajdid, 203.
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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 Jarir and al-Farazdaq’s naqa’id served was accompanied
by a change in style represented by an increase in hyperbole (often sexual)
largely absent in pre-Islamic lampoon poetry. Wasifl informs us that “The vitu-
peration that occurred between [Jarir and al-Farazdaq] was unknown to the
pre-Islamic naqa’id poets.® As lampoon became less “serious™” in its effect it
appears to have become more personally insulting. Jayyusi says of Jarir and al-
Farazdaq that “they cross the frontiers of satire into pornographic fantasies that
arrive at absurdity."2? Far from engaging al-Farazdaq’s clan in battle, however,
Jarir’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.”?!

Selections of the following dyad from Jarir and al-Farazdaq's Naga’id provide
an example of the heightened level of invective and misogynistic hyperbole the
poets deployed in their poetry. In Poem 47 al-Farazdaq begins by extolling the
virtues of his own clan, the Mujashi', in comparison with Jarir’s clan of Kulayb.
In line 20 he launches a lampoon against the women of Jarir’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,??
Long of lip?3 and wide of side.

26  Their clitorises come in contact with the penises, as if they were
Camel legs or donkey cocks.

18 “alaldl dwu\ @ x e. B d)»_d\ e ‘r T\ uu\ Al-Wasifl, al-Naqa@id fi -shi'r
al-Jahili, 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 mugun (“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 Abit Nuwas,” Arabica 44 (1997): 271—272. Most of these themes are present
in Jarir and al-Farazdaq's Naga@’id.

22 “Vaginas” (furwj) is supplied here as the noun that mafraka (“hated”) modifies, according

to the commentary: ““AS ) A0 CJ Js F " (“i.e., away from the hated vaginas”). Bevan, The
Naka’id, 1:279. The commentary adds that “thelr husbands hated them because of their

shamefulness” (“L- u.a! Lé’- 95 \1,.4“ AS Ju“

23 Rufugh are lit. “The parts around the Je [or vulva, or external portion of the organs of
generation,] ... of awoman ...” Lane An%tc -English Lexicon, s.v. “rafgh”
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A striking feature in this selection is its misogynistic hyperbole. Al-Farazdaq
wastes no time in describing in excruciating detail just how depraved the
Kulayb women are. In line 24 he compares the women of Jarir’s clan to humping
dogs. Beyond the surface-level invective that alone would have been extremely
insulting to Jarir, the word “kilab” (“dogs”) would have caught the attention of
the audience because it sounds similar to “Kulayb,” the name of Jarir’s clan. This
bit of word play acts as a precursor to the even more 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 the male sexually, a role rever-
sal which emasculates the Kulayb men at the same time that it denigrates their
women.

After a traditional nasib section (absent in al-Farazdaq’s poem) Jarir begins
his rejoinder, Poem 48, similarly with praise for his own clan (Kulayb) and
mockery of al-Farazdaq’s.?® In lines 53 and 54 he says,

53  She?6 rose early in the morning, wheeling her cart.2” Her saddle, trim-
ming?8 her clitoris,

24  Bevan, The Naka’id, 1:279.

25  Jarir composes a number of scathing passages in this poem against the Mujashi‘ women,
in addition to lampooning al-Farazdaq for being a mere blacksmith. In lines 14 and 17
Jarir refers to al-Farazdaq’s bellows (kir), and in lines 26 and 59 to smiths (quyin), which,
according to Jayyusi, was “a low caste in Arabia.” Jayyusi, “Umayyad Poetry,” 411.

26  Le, Qufayra, great-grandmother of al-Farazdaq, who had been mentioned in the previous
line. B .

27  Abu ‘Ubayda’s commentary clarifies the meaning of mu‘ajjilatan: ép il el 3 (b

e

‘“Aﬁ (“i.e., she brings her famlly milk on a cart | ajala]”) Bevan, T/Le Na/fa ’id, 1:321.
28 The commentary explains: uj}ﬂ J@J‘ Ids Lr}{) lA)LJ CL.@ J—ﬂfvi | $4” (“The word

yusharshiru means, ‘it cuts her clitoris as she rides thls hairy camel ). Bevan, The Naka’id,
1:321.
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Wounded?® the hairy slow one.30
54  May the god curse the sons of Khadaf?! and women,
Whose stew has become like a disease!32
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Jarir’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. Jarir returns al-Farazdaq’s sexually ex-
plicit lampoon with similarly taboo motifs, referring to Qufayra’s clitoris (bazr),
a word al-Farazdaq had used in line 26 of the previous poem, and going on to
insult her as a homemaker: her stew makes people sick! Jarir’s lampoon fits the
misogynistic tone of the Naga’id with overtly sexual references that would have
also caught the audience’s attention for their comedic value.

In lines 56 and 57 Jarir directs another obscene lampoon toward the women
of al-Farazdaq’s clan. He says,

56 Sukayna34 rose up for the stallions, and Hutat’s daughter
Chose not to rise for Surat al-Anfal.

57 Sukayna wishes that the mosque of her people,
Had, as its columns, mule cocks.

oS or So S0 S o -
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29 For this meaning of alahha, I reference Lane, who says, ‘It (a saddle of the kind called ;',:5,
L,K anda J» .y, and a horse’s saddle, L) wounded the back.” Lane, Arabic-English Lexicon,
s.v. “alahha’

30 Le., the camel.

31 She was “represented by Jarir as the ancestress of the Bant Mujashi‘” Bevan, The Naka’id,
3403- . oz

32 ol A G phd) el 3 ds L3l Jle= Y1y (“Ahgal is a disease that takes hold
in the bottom of the stomach, which causes the stomach to droop”). Bevan, The Nak&'id,
1:321.

33  Bevan, The Nak@’id, 1:321.

34  Al-Farazdaq's paternal aunt.
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Jarir 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), Jarir includes a sexual element by playing on the idea of rising up for
something (here, horses), a motion frequently made out of respect3¢ (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, Jarir 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. Jarir 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 Jarir and al-Farazdaq infused the Naga’id with. This kind of hyperbolic
misogyny highlights the changing character of naqa’id poetry in the Umayyad
era.

3 “Emergence” of Social Structure

Jarir 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 Jarir 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 Jarir and al-Farazdaq’s naqa’id perfor-
mances.

35  Bevan, The Naka’id, 1:322.
36  This is especially true when the preposition /i- is used. See the subentry “To rise for hon-
ouring a. o.,” in Hava, Al-Faraid Arabic-English Dictionary, s.v. “gama.”
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Bauman identifies three emergent structures: emergence of text, emergence
of event and emergence of social structure. Our focus for the Naga’id 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.”3” The key to their success hinges on whether the poets present what
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 quality manifests 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.”® 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 Jarir and al-
Farazdaq's naqa’id composition, especially not during the later stages when 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 Jarir composed the verses as soon as he arrived
at Ghassan’s place without any previous preparation. It is thus likely,” Hussein
continues, “that the naga@’id at this preliminary stage*® 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 Itis difficult to nail down exact or sometimes even approximate dates, but Hussein gives
a range of dates when he thinks Jarir's naqa’id against Ghassan occurred. “One might also
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ly# 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."*2 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,”#3 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-a-vis the [audience] ... from the one
he occupied before he began to perform, and the change is a consequence of his
performance [skill] in those encounters.”#* 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 alot around the neighborhood .... I guess that's when I first
began to learn about humor, the power of a joke ...

assume that [Jarir's] first naqa’id against Ghassan were not composed after 64/683—684 ...
which means that Jarir was about 36 years old when he engaged in naqa’id 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 just when, I'started to figure it out. They were 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.4>

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.”*¢ 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-
tion and gain influence over them, and then to leverage that influence to elevate
their own status. It was this kind of influence that Jarir and al-Farazdaq exerted
over their audience during their naqa’id performances.

In order to understand the new dynamic that emerged from Jarir and al-
Farazdaq’s performance at Mirbad it is useful to investigate the differences in
the circumstances of performance that existed between pre-Islamic naga’id
and that of Jarir and al-Farazdaq. As mentioned above* Jarir and al-Farazdaq’s
naqa’id performance began as a continuation of pre-Islamic naga’d contests,
but developed into something different. In making a distinction between the
earlier period and Jarir 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 Jarir 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 Naqga@’id. Jarir, for instance, was cruder than pre-Islamic lampoon poets. Ali
Hussein references Ibn Bassam’s “statement that Jarir was one of the poets who
invented impolite Aija’"#® Jarir'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 Jarir and al-Farazdaq’s naqa’id might have included many pre-
Islamic elements having to do with tribal honor, personal vilification and the
like, the focus was to entertain the audience. Jayyusi describes this kind of satire
“based on untruth,” as she says, as “a kind of comical lampoon.”#° This contrasts
with much of pre-Islamic naga’id which 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 naga’d is
set within the context of war. While the themes are similar to those in Jarir and
al-Farazdaq'’s naqa’id, 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 Jarir and
al-Farazdaq’s trademarks throughout the Naga’id, which distinguished it from
pre-Islamic naqa@’id poetry. The dyad comprising Poems 51 and 52 contains a
number of illustrative examples of this.>? In the opening poem, number 51, al-
Farazdaq launches an attack on Jarir and on the tribe of Qays, whom Jarir often
defended.?! In lines g2 through 96 al-Farazdaq says,

92 Iswear, if Qays gives Jarlr 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 Itis not known why Jarir defended this tribe, but according to Jayyusi it gave al-Farazdaq
ammunition for his lampoon against his opponent. She says, “The enigma of [Jarir’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  How many pussies from Qays ‘Aylan

Have the Araqim>2 spears abandoned!>>—And sloppy®* pussies at that!
94 Among them®S is the bride of Ibn Hubab,

Whose®¢ severed limbs the enormous, limping hyenas®” hurled about.
o5  Time after time the Christians®® force Qays’s daughters

To their knees, long and wide pussies exposed.>®
96  And when his60 Christian manliness disappeared into her5! Muslim

virtue,52
She cried out as if at Hajj on top of his huge cock.

. b o @i So oo >
Lﬁ)}:\w\w\ﬁﬁdja&‘ 92
L 356 0% 2

rb\),\j\d}:‘)w‘}b;j-

fuﬁdwum\ﬂuﬁ&./iu’ﬁ 93
rs\)Y\ CL{)LLQ.& OK .,\9;}

@S0

ZE51 uU—‘ u\ u"f urﬁ 94
r.pu.d\ CL@H C}C« A\L@;

& @ oo

L~ u\fﬂ @W‘ Jlm 95
;'-"5*;" @")‘ & ‘-*5) J‘

52 The Araqim are a subset of “certain clans of the Taghlib.” Bevan, The Naka’id, 3:52.

53  Le, after they had finished with them.

54  Thavetranslated gabgab as “sloppy pussies” to give the sense of the noise they make as they
are being penetrated. An anecdote from Lisan al-Arab clarifies: “An Aab [i.e., a Bedouin]
recited about a slave girl named La‘sa’: ‘O La‘sa’, you of the gabqab vagina’ When he was
asked about the meaning of al-qabgab he said, ‘It means “wide, and very wet if a man
penetrates it with his penis.”” Ibn Manziyr, Lisan al-Arab, s.v. “qabgab.” The Arabic reads
as follows o
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55  Le. the women whom the Araqlm warriors had raped.

56  Le., Ibn al-Hubab.

57  The “enormous hyenas” refer to the Araqim warriors.

58  The Aragim warriors are Christians.

59  See this chapter, footnote 23 for a literal translation of muqqi l-rufughi.

60  le., an Araqim warrior’s.

61 Le, one of the Qays women’s, Y

62  The commentary explains: ‘ d‘j‘"" Ny W &Lyl oﬁ a\j@" (“His ‘Christian’ is his
penis. That is, she is Muslim and he is Chrlstlan”) Bevan, The Naka'id, 1:378.
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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 Araqim warriors, who are Chris-
tians. He mentions spears in line g3, a Qays warrior being torn limb from limb
in line 94 and the triumph of the Christians (Araqim) over the Muslims (Qays)
in line 96. Military defeat is not the sole subject of these lines though, and may
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 g3 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-Hubab (a QaysI) gets torn apart by the Araqim, al-Farazdagq also says that his
bride is among the Qays women being raped (by the Aragim spears). Line 95
is another rape scene with the Araqim Christians bending the Qays women
over their knees again and again. Once more al-Farazdaq describes the women’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 Araqim
Christians’ defeat of the Muslim Qays tribe, but does so using sexual references.
In this line an Araqim Christian is raping a Qaysi (Muslim) woman, his “Chris-
tian” entering her “Muslim.” On top of this, the Qaysl 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 Qaysi 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
the Qays women are potentially whores and that their men may 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 (tallagat)
in and out of their presumably loose vaginas. The spears of course play dou-
ble duty both as military weapons and as a representation of the Araqim men’s
penises.

Al-Farazdaqin this selection is overtly humiliating both the men and women
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 Naka’id, 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-Farazdag, Jarir counters with sexual references mixed with
religious themes. In line 11 of Poem 52 he launches a personal attack on al-
Farazdaq saying,

n  There was no Muslim neighbor of al-Farazdaqs,
Who could stay safe from a monkey on a sleepless night.64
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There are two important points we may infer from Jarir’s verse. First, the allu-
sion to al-Farazdaq as a monkey is an implication of adultery. Second, Jarir
seems to emphasize that Muslim neighbors 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. Jarir lampoons al-Farazdaq again in lines 21 and 22, say-
ing,

21 You hold them blameless for Ji‘thin’s bride price,56
After she brought you her trimmed8” and swollen clitoris.
22 She yells in the middle of the night, “People of Mujashi*,”
After they had stripped the skin from her rear end with their giant man-
liness.

64  Le.,none of al-Farazdaq’s neighbor’s were safe from the former’s sexual excesses on a night
when he could not sleep. According to Lane, Arabic-English Lexicon, s.v. “gird,” a monkey
was known as “the most 1ncont1nent of animals.” The commentary in Bevan, The Naka'id,
1:396, explains: )ML obs 3 .>J9 o d)\)b d}‘b uJaJ\) c—L)L MJ’"J) UAU 4 $” (“When
he says, ‘[to] keep safe from a8 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 Naka i, I 396

66 Ln"‘" 131 Lw.xc a3 J,)\ J’u " o\,\\jx«” “The woman's ‘ugr is the price the man is com-
pelled to pay at her c1rcum0151on after he has deflowered her”). Bevan, The Naka’id, 1:398.

67 Ch.d\ .bu)L.J\ u‘“ Lo ) 5, C}L“C” (“bi-maslitkhi [-buzarati, that is, what remains
of her clitoris after it is cut”). Bevan, The Naka’id, 1:398.
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In these lines Jarir 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, Jarir ques-
tions his loyalty to his family and to his tribe, shaming him for his dishonorable
behavior,®® while simultaneously entertaining the audience with hyperbolic
lampoon.

4 Conclusion

Jarir and al-Farazdaq’s naqa’id present a shift in emphasis between pre-Islamic
and Umayyad lampoon poetry. Naga’id was transitioning from a sometimes
deadly poetic form to a medium Jarir 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 Jarir 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.””® With Mirbad as a venue Jarir 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 Jarir, the humorist, thus: “Jarir believed that
satire must be funny, and his satires were faithful to his theory, despite their
tendency to be foul-mouthed and scabrous.””* 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 Naka’id, 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.”

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 Jarir 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 Dayf “the poet dressed in his finest clothing and used his best
perfume”® 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 Jarir's invective, which was full of mischievous barbs and comical
imagery.”#

This attention to the performance aspect of their poetry would have made a
performance at Mirbad with Jarir and al-Farazdaq appear to be more a night
at the theater than a preliminary for battle. Al-Kafrawl adds further insight
into the mood of Jarir and al-Farazdaq’s performances, saying that they were
“perhaps closer to sports contests than to anything else””5 and Wasifi terms
Umayyad naqa’id as contests between poets “who may be friends engaging

72 Bauman, Verbal Art, 43-44.

73 “LAJ/L.;B e Jf“‘[} L;..;;L ok fUJ\". Dayf, al-Tatawwur wa-I-tajdid, 214.

74  Jayyusi, “‘Umayyad P6etry," 410.

75 “flT fe E;T LL‘; EW '&ma\.i)\ LU ‘_Ll u}? a«)”. Muhammad ‘Abd al-‘Aziz al-Kafrawi,
Jarir wa-naq@’iduhu ma‘a shu‘ara@ ‘asrihi (Cairo: Dar Nahdat Misr, 1969), 27.
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in naqa’id crafted for competition.””6 As to the importance of performance in
front of an audience to Jarir and al-Farazdaq, al-Nuss claims that “neither of
the two was about to recite a nagida at Mirbad unless the people were sur-
rounding him.””” “They would come to Mirbad to see what the two poets were
doing,” Dayf adds, “And they would gather around one of them only to scatter
away to listen to his opponent.””® While Mirbad provided the stage, Jarir and
al-Farazdaq's preparation and skill gained them influence with their audience.

As a result of Jarir 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.

Jarir 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 Jarir 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 wslll e )fuLaaLx L.;rg))cw.\.o(_;}»Y\Ja;J\duLasL.l\u\fu\u)ﬁl:)J

“iedl (“But perhaps the naqga’id poets in the Umayyad Age were friends, but they were
reciting naqa’id as a type of artistic competition”). Al-Wasifl, al-Naqa’id, n7.

77 ‘A sculas & .,\;J.U d daazslay Lrv (R :K» Y}” Ihsan al-Nuss, al-Asabiyya

al-gabiliyya wa- atharuha fil- Lshir al-Umawi (Beirnt: Dar al- Yaqaza al-Arabiyya, 1964), 478.

78 ‘o)l.'ufu\da\d?dﬂﬁ_’ dfu\ua‘,{uda\b&ﬂcn\ul\d\ub.\au@"
Al 5L ) O et dovas- ) e d},wku Dayf, al-Tatawwur wa-I-tajdid, 203.



CHAPTER 3

The Process: Jarir and al-Farazdaq’s “Collusion”

1 Introduction

The story of the Naqga’id is the story of Jarir and al-Farazdaq responding to
each other’s poetry, often in biting, hyperbolic verses that criticized each other’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 Jarir and al-Farazdaq may have shared a con-
genial relationship, if not an intimate friendship, or at least that is how their
relationship is viewed by historians. “Each must have admired the other for his
art and resilience in the arena,” Jayyusi says.! To this she adds, “Several stories
are recounted about their mutual affection, and when al-Farazdaq died, Jarir
wrote an elegy for him.”? Likewise, al-Nuss points out that the pair were not
the enemies their poems might 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 a mutual affection between the two.”® 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 Jarir and al-Farazdaq’s concern with pleasing their audience
sometimes trumped that of defending their tribe, or even of defeating their
opponent. According to Shawqi Dayf:

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-Kunasa. No longer was he concerned

1 Jayyusi, “‘Umayyad Poetry,” 410.

2 Jayyusi, “Umayyad Poetry,” 410.

3 bl 43 8 L8y ASonn 13 8o 1S5 cr oLl 81001 01 65 SS?
“ ‘/:«L‘JYw 8> )l |5. Al-Nuss, al-Asabiyya al-qgabaliyya, 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.*

To this Badawi adds:

Many of the satirical poems known as naqa@’id, the slanging matches in
which the Umayyad trio, Jariy, al-Farazdaq and al-Akhtal 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 as Mirbad 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 Jarir 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 Jarir and al-Farazdaq’s Naga’id 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.”® She goes on to say, “Their
naqa’id, numbering at least a hundred, were composed over forty years, and
ended only with al-Farazdaq’s death.”” This very length, a considerable period
of time even if it was less than the four decades sources report,® is one of the
distinguishing factors of Jarir and al-Farazdaq’s poetic relationsihp and it has
led to the accusation that over the course of several decades the Naga’id did
not really develop. Jayyusi calls this “(perhaps) the gravest artistic fault of the
naqa’id,” adding, “Characterization was an important element of those satires,
but once the original caricatures were established, they remained static.”© Why

w‘ﬂ%\ww&cd}h d\kvhjfubLW}\A}f@a‘&M\Q\wdj}mb
d\;—f\k‘)utd\cwﬂ@e&&cwwid\wyMé}(%@\d_}\)\:}\d
‘A o inozst| &\, Dayf, al-Tatawwur wa-l-tajdid, 180.

Badawi, “From Primary to Secondary Qasidas,” 9

Jayyusi, “Umayyad Poetry,” 410.

Jayyusi, “Umayyad Poetry,” 410.

See Introduction, footnote 25.
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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 naqa’id
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 Jarir and
al-Farazdaq's Naga’id, however, there was rarely a substantive outcome. “The
contest remained undecided,” according to Yaqut.! Jarir and al-Farazdaq’s con-
cern was not, as we have said, necessarily to defend or even to please their tribe.
We cannot, therefore, expect each individual naga’id contest to have reached a
conclusion similar to what we find in pre-Islamic naqa’id battles. Rather, Jarir
and al-Farazdaq performed similar lampoon poetry 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 Jarir and al-Farazdag, 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 naqa’id poetry dictated that competing poets work against each
other to win a contest, I argue that Jarir 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, Jarir 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
naqa’id, 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 Jarir 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 Jarir
and al-Farazdaq’s approach to lampoon performance.’? The conventions of
lampoon poetry dictated that competing poets work against each othertowin a
contest, but Jarir 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
poetshad not resolved them), hence prolonging 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.”® 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.!* His
“team collusion” framework helps us understand how Jarir and al-Farazdaq’s
Naga@’id may have operated. They may not have worked together explicitly—
“colluded” as Goftman terms it—but by refraining from answering their oppo-
nent directly, and thus resolving the issue at stake which would have concluded
the naqga’id contest, they left open an opportunity to revisit the same topic at a
future date, thus prolonging the naqa’id contests on any of a number of topics
the poets took up. To use Goffman’s terminology again, Jarir and al-Farazdaq
created an “illusion” for their audience which consisted of a performance of
a naqa’id contest, while at the same time removing the crucial component of
resolving the issue at stake (atypical, as noted above, of pre-Islamic naga’id
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 Jarir
and al-Farazdaq used in the Naga’id 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 Poem 31 and does not interact directly with Jarir
until Poem 34. (The poems before this consist of contests between Jarir and a
number of other opponents including Ghassan, al-Ba‘ith, and the Salit clan.) It
is also worth noting that Ali Hussein has written an article in which he consid-
ers]Jarir and al-Farazdaq’s early naga’id poems up through Poem 32, i.e., up until
the point al-Farazdaq begins trading lampoons with Jarir. This “formative age”
of Jarir and al-Farazdaq's Naga’id is, Hussein says, similar in function to tribally
motivated pre-Islamic naga@’id: “In the Umayyad era, naqa’id poetry used to be
composed during quarrels between different tribal groups. During this prelim-
inary stage in the Umayyad period, the naqa’id was still a continuation of the
traditional naqa’id poetry known in the pre-Islamic period.”>

2.1 Themes and Composition of the Naqa’id

Jarir and al-Farazdaq exhibit differences in the way 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 Jarir and al-Farazdaq’s naga’id poetry is, with very few exceptions, com-
posed in the style of the classical Arabic gasida, with some modifications.!6
Traditionally the gasida includes three sections: the opening nasib, in which
the abandoned campsite is evoked and the beloved (habib) recalled, the rahil,
or journey, often on camel but not limited to that mode of transportation, and
lastly a section consisting of some combination of praise (madih), boasting
(fakhr), or as often occurs in Jarir and al-Farazdaq’s poetry, lampoon (kija’).
Jarir 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 8o).
These are exceptions to the rule.
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tripartition of the poems casts light on their respective proclivities.'” Jarir and
al-Farazdagq treat the first two sections of the gasida (the nasib and rahil), with
a degree of flexibility as to whether to include them or not. The rahil is often
(although not always) ommitted by both,!8 but Jarir includes the nasib and the
rahil more often than al-Farazdaq.!® He especially favors opening the gasida
with a nasib section when he is responding to a poem by al-Farazdagq, rather
than initiating a contest. Out of the thirty-six sets of poems we are consid-
ering (seventy-two individual poems), Jarir includes twenty-three nasib sec-
tions, representing sixty-four percent of the total, whereas al-Farazdaq includes
only nine nasibs, twenty-five percent of the total. Nasib use, or lack thereof,
is somewhat of a stylistic choice, and Jarir and al-Farazdaq’s choices on this
may tell us something about their modus operandi. It appears that Jarir, by
using the camel section (rahil) 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
Jarir.20 Neither poet blends their naga’id poems with praise (madih) very often.
Only eight poems in the sample contain a madih section, four poems each
for Jarir 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 Aija’ section that the Naga’id are famous
for.

Jarir seems to have most frequently composed naqa’id poems in response to
al-Farazdaq’s initial attack. “In most cases,” Hussein says, “al-Farazdaq was the

17  Foralist 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 nasib and the madih sections. The rahil section is reduced to
a motif introducing the praise section.” Fakhreddine, Metapoesis in the Arabic Tradition,
135. In frequently omitting this section, therefore, Jarir and al-Farazdaq seem to have been
in keeping with their times.

19  Although Jarir was known for composing biting lampoons, he was also famous for his love
poetry: “Jarlr is the poet remembered for having composed both the sweetest line of love
poetry (aghzal bayt) and the most mordant line of invective (ahjd 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 nasib 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 gasidas with nasib because that was the way to do it.” Van
Gelder, The Bad and the Ugly, 105.



THE PROCESS: JARIR AND AL-FARAZDAQ'S “COLLUSION” 91

one who started composing his nagida and Jarir was the one who composed the
counter-poem to refute his opponent.”?! This is perhaps in keeping with the fact
that Jarir 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 nasib or rahil
section, or both, while the other leaves these sections out. Sometimes, how-
ever, the poem containing the nasib is actually shorter than the poem that
omits it. Jarir'’s nasib-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 Jarir 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. Jarir comes to al-Mirbad and listens to al-
Farazdaq’s recitation. He then takes some time to compose a counter-
naqida in which he refutes the themes and motifs that he was able to
remember of his opponent’s nagida. Some time later, he recites his own
poem in al-Mirbad ... After al-Farazdaq listens to Jarir presenting his
counter-naqida, he adds more verses to his poem, referring to his rival’s
counter-poem.?2

This seems to suggest that these poems were a work in progress, that Jarir 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 Naga’id are
the supposed sexual exploits of al-Farazdag’s sister, Ji‘thin, and al-Farazdaq’s
alleged blacksmith heritage. Both are cases of Jarir lampooning al-Farazdagq.
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 Jarir 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 alewd, or at least a degrading, interpretation.
Thus the fact that al-Farazdaq’s grandfather had had slaves who worked
as blacksmiths was used by Jarir as an excuse to call al-Farazdaq’s noble
family “a family of blacksmiths”, alow caste in Arabia. Ji‘thin, al-Farazdaq's
sister, known for good character, was the victim of another incident. Al-
Farazdaq had accosted a girl from another tribe, which retaliated by send-
ing one of its men, who surprised Ji‘thin and touched her shoulder insult-
ingly. Jarir spent his life describing, in one poem after another, Ji‘thin’s
sensual orgies.?3

In Poems 34 through 113, over half of Jarir's poems?* involve the theme of
Ji‘thin’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 8o
In order to understand the degree to which Jarir and al-Farazdaq “colluded”
(using Goffman’s term loosely) in the Nagaid 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 naga’id poetry, and note
how rare such a pattern is for Jarir 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 Naga’id.

The two dyads are short, and revolve around Ziq, father of al-Farazdaq's wife,
Hadra’, a Christian. Poem 77, by Jarir, 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. Jarir'’s Poem 79 is only five lines long, and
the final poem in the series (no. 8o by al-Farazdaq) consists of only a single
line. Jarir opens the dyad in Poem 77 with a lampoon attacking al-Farazdaq
together with Ziq and his family. In Poem 78 al-Farazdaq counters by compar-
ing the brides of his clan to those of Jarir’s, specifically mentioning his bride,
Hadras, distinguished lineage.

Poem 79, by Jarlr, is only five lines long:

1 0Ziq, youmarried your daughter to a blacksmith with a black ass,
Woe to you, Ziq, for marrying her to him, Ziq!
2 Woe to you, Ziq; it was an unfair act, a cheat,?’
Did the Shayban youths reject her or was she unmarriageable?26
3 Al-Muthanna was not there; he did not witness your secret,
Nor was Hawfazan, nor did Mafraq witness you.
4 Where are those who sent Nu‘man to the outskirts,
Or where are the comely sons of Shayban?
5  Many a one said after her marriage:
“Her kin were not satisfied, nor was the blacksmith’s son beloved.”
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25  Le,, the marriage of Ziq's daughter to al-Farazdagq.

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 Naka@’id, 2:818.
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In this poem Jarir again mocks Ziq for marrying his daughter to a blacksmith.
The poet focuses on his unworthiness as a suitor and his utterly low class, so
low that Jarir questions whether Ziq 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 Z1q was going about marrying her daughter to this supposedly low-class
blacksmith. The last line sums up Jarir's argument about this marriage, imply-
ing that it was a last resort by saying that Ziq’s clan was not happy about it (/a
[-sihru radin) nor was al-Farazdaq accepted into the family (wa-la bnu l-qayni
ma‘shuqu). To this al-Farazdaq responds?®—in one line (the entirety of Poem
80)—the following:

1 If you get tired of carrying your nose,
Mount your donkey, and ask Ziq for a daughter to marry!

Fagisataey
055 d) o 8 0856

The theme of Ziq is not seriously taken up by Jarir and al-Farazdaq other than
in these two brief dyads. This is in contrast to their approach to other familiar
topics such as Ji‘thin’s sexual practices, al-Farazdaq’s blacksmith heritage, and
other topics the poets perform off of each other again and again. The name
Ziq occurs seventeen times within poems 77, 78, 79, and 8o. 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 Ji‘thin, which occurs fifty-six
times all throughout the Naga’id. This rare example of an issue-driven lampoon
illustrates what happens when Jarir and al-Farazdaq respond to the topics their
opponent raises.3? When this occurs, the poetry focuses more on one particular
issue and less on an extended performance, similar to how pre-Islamic naga’id
often operated. The result is that the contest ends quickly (ends at all!) and
brings resolution that is rare in Jarir and al-Farazdaq's lampoon poetry.

28  Following a slightly different version of Poem 79 found in Kitab al-Aghani, al-Farazdaq is
said not to have responded. Al-Isfahani, Kitab al-Aghani, 8:63.

29  Bevan, The Naka’id, 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 Abu “‘Ubayda’s chronological arrangement insofar as it was possible to do
so practicably. However, his caveat must be taken into consideration:

When the various manuscript copies of a work differ only in slight details,
it is sometimes possible, by means 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.3!

He adds, “As the order of the Poems differs so widely in the three Mss, it is
manifestly illegitimate to assume that any one Ms gives us the order which was
adopted by Abu ‘Ubayda 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 Jarir.”33

In contrast to Poems 77 through 8o, the dyad 71/72 is illustrative of what I
have termed the “collusion” that Jarir 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 Jarir’s tribe, the latter answers with lampoons on al-
Farazdaq's sister, Ji‘thin,3* and nearly all of the topics that Jarir and al-Farazdaq
raise in Poems 71 and 72 are presented in other poems throughout the Naga’id.
Two prominent themes of this dyad are the sexual practices of al-Farazdaq’s
sister, Ji‘thin, and al-Farazdaq'’s alleged blacksmith heritage. The following anal-

31 Bevan, The Naka’id, 1:xiv.

32 Bevan, The Nak@’id, 1:xvi.

33 Bevan, The Naka’id, 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 Jarir 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 Jarir's nagida 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 naqgidas 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 Jarir 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 the ways
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 Jarir and al-Farazdaq’s production in a
number of ways, although it is slightly shorter than average.3> Both poems con-
tain alternating Aija’ and fakhr sections, and Jarir’s features a nasib-like section
as well, though al-Farazdaq'’s does not. The dyad falls within the parameters of
what we might consider stylistically “typical” of the duo. Al-Farazdaq begins the
opening poem, number 71, by launching straight away into a three-line Aija’ pas-
sage against Jarir, whom he refers to by the name of his tribe, the Bana Kulayb.
He follows this immediately with sixteen lines of fakhAr about his own ances-
tors. The poem ends with another Aija’ segment comprising two topics: the first
directed against the Bana Kulayb women (lines 20-30), and the second with a
return to lampoons against Jarir 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 adorned3® sacrifices,
2 ThatIhave adorned the Banii 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 ‘Atiyya3” meeting
Colossal camels, their huge heads reaching the skies.
5 Proud beasts of the Bani Sufyan,
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 gallada, the meaning of which Lane explains as fol-
lows: “He hung upon the neck of the camel or cow or bull brought as an offering to Mekkeh
for sacrifice something to show that it was such an offering.” Lane, Arabic-English Lexicon,
s.v. “gallada.” Since no such equivalent exists in English I use “adorn” and its derivatives to
indicate gallada used in this sense.

37  Le., Jarr's father.
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Having skipped the nasib 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, in which he places a wreath around Jarir’s
neck. The verb in both verses, used of adorning the sacrificial animals and plac-
ing the wreath, is the same (gallada) and is usually used of people in the context
of conferring on them an office or investing them with authority to rule. Line 3,
however, clarifies that the adornments al-Farazdaq is hanging about Jarir’s neck
do not symbolize the investiture of power but are rather irons used to burn
brands into animals. This in turn hints that the meaning of gallada used in line
two has more to do with its line-one meaning, i.e., of adorning the necks of the
sacrifices, which swiftly turns the imagery from one of honoring Jarir, 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 Bana Sufyan, to majestic camels, whose necks proudly
tower over those of Jarir’s people. This imagery reinforces al-Farazdaq’s explicit
reference to Jarir 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 Naka’id, 2:768—769.
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to the lampooning of Jarir’s clan. They might have expected Jarir to return a
similar oath at the beginning of his response, but if they did, they were to be
disappointed, since Jarir simply responds with a lampoon of al-Farazdaq in
Poem 72. The oath in the first line is significant if only because Jarir 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. Jarir, however, does not bring this
topic up in his response, but instead characteristically uses stock devices of his
own against his opponent.

Lines 2o through 30 consist of a parody on the women of Jarir’s clan, the
Bani Kulayb:

20  You became so nervous that you lampooned the Bani 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 Banu Kulayb spend the evening
On their haunches, at the mouths of their wine skins.
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In these lines al-Farazdaq dramatizes his superior lampooning skills: Jarir, he
says, had made the mistake of lampooning the Banit 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 lam translating this word as if it were vowelled mashaqqa rather than mashshaqa, 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, Sharh naqa’id jarir
wa-l-Farazdag, British Library, twelfth century, folio 108".

40  Bevan, The Nak@id, 2:772—773.
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imagery of his taking aim at Jarir'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, Jarir,
treating Jarir's mother as proxy for his opponent, whom Jarir has left open (khal-
layta) to al-Farazdaq’s skillful barbs. When al-Farazdaq says the women of Bani
Kulayb spend the evening “sitting on their haunches,” mugqyat, it can be read
as a play on the name of Jarir’s clan, because as the sharh explains, mugqGyat
means “sitting on their buttocks as a dog squats,”" which is appropriate here
because Jarir’s clan are the Bana Kulayb, the “little dog” clan. Three lines later
al-Farazdaq becomes more sexually explicit in his lampoon of the women of
Jarir’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.
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Al-Farazdaq’s lampoon reaches a sexual climax (so to speak) in these lines,
with a two-pronged attack on the women of Jarir’s clan. First, he accentuates
theirlooseness (they “sell their pussies”), and then he emphasizes how undesir-
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 (unikhat), a
verb typically used of camels. He goes on to describe the women “prostrate”
(mukhawwiyat).*® 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” (takhalu bugurahunna)—a
pornographic scene! By describing the Kulayb women'’s promiscuity, al-Faraz-
daq is crafting a humorous performance. This type of misogynistic sexual

2o o} o}
41 “;.,.KJ\ d@{«:«\ L}c deldl il JB”. Bevan, The Naka’id, 2:773.
42 Bevan, The Naka’id, 2:775,. -
43  Lane defines this verb as follows: “He made his belly to be separated by some interval from
the ground, in lying upon his breast.” Arabic-English Lexicon, by Lane, s.v. “khawa.
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poetry is known as mujin, and has been described as “the art of referring to
the most indecent things, speaking about them in such a lighthearted way that
one approaches them with a sort of loose humour#* This is a good example
of the phenomenon: the very lightheartedness and humor that Jarir and al-
Farazdaq employed in the Naga’id enabled them to address otherwise taboo
topics. Jarir and al-Farazdaq deploy misogynistic lampoon as a tool to bring the
already scathing tone of naqa’id 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 Poem 71, al-Farazdaq turns to a direct lampoon of Jarir,
first satirizing his clan, and afterwards asserting his own poetic supremacy:

31 Why don't you consider Bana Kulayb,
When you are seeking out others for their memorable acts?
32 And your boasting, Jarir—you being a slave
To someone other than your father—is one of the greatest sins.
33 You will suffer in vain, Jarir!
The poems have gone to the rawis.
34  How can you bring back the ones*® that are in ‘Uman,
And the ones already well known in the mountains of Egypt?
35  Ibeat you, with eye-gouging verses, captivating verses,
Verses of binding, and with striking swords.*6
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44 Abdelwahab Bouhdiba, Sexuality in Islam, trans. Alan Sheridan (London: Saqi Books,
1998), 127.

45 Le, the poems.

46  Forthe meaning of khafigat in this sense, see Lane, Arabic-English Lexicon, s.v. “khafq.” He
states: “ 325~ signifies The striking, or slapping, (X, S, K,) a thing ... He struck him slightly,
[or as to make a slight sound,] with a sword.”

47  T'have copied Bevan's edition in using the subjunctive mood (tanduba), although gram-
matically, the indicative mood (tandubu) makes more 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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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 poems have gone
to the rawis, i.e., the “reciter[s] and transmitter|[s] of poetry,”#9 and in the last
line he claims that he has beaten Jarir 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 Jarir 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 Naga’id is par-
ticularly known for, and although it may sound crass and distasteful to our ears,
it must not have to Jarir and al-Farazdaq’s contemporaries. Bouhdiba puts this
kind of hyperbolic lampoon in cultural context with a description of some par-
ticularly course mujun material written by high-status Islamic officials. He says,
“The western or westernized reader is often shocked by so many obscenities so
apparently unworthy of a respectable faqih and a grave minister.”>° 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.”>! Whether or not the audience
found it humorous, they must have found it compelling, as Jarir and al-Farazdaq
returned to it again and again throughout their performances.

The structure of Jarir'’s Poem 72 differs noticeably from that of al-Farazdaq’s
Poem 71, in that it opens with a short nasib-like section, in which the poet’s
wife, Umama, features as the beloved (lines 1-10). It then transitions abruptly
to nine lines of hija’ lampooning al-Farazdaq for his supposed blacksmith her-

48  Bevan, The Naka@id, 2:774.

49  Jacobi, “Rawi”

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, Jarir inserts
three lines of fakhr. Although there is no transition from one section to the
other, Jarir does connect the two passages with the name of his clan, Yarba',
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 Jarir’s lam-
pooning of al-Farazdaq on various themes, most prominently that of his sister
Ji‘thin’s rape.

Jarir's nasibesque opening of Poem 72 is not fully conventional since it makes
no mention of an abandoned site, and since the beloved is not a lost love but
is instead his wife. In line 9, Jarir seems to acknowledge—in a small way—
al-Farazdaq by mentioning two of the names (al-Aqari‘ and al-Hutat) that al-
Farazdaq had included in hislist of ancestors at the beginning of Poem 71.52 The
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-Aqari** and al-Hutat.
10 When the night stirred up a sad echo,
They wept mournfully over him until they died.
AP P
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In the following eight lines Jarir launches into one of his most commonly used
lampoons of al-Farazdaq, that of the latter’s being a blacksmith. During this
section Jarir 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:

1n Does Layla’s blacksmith boast of the black man,
And of the patched bellows and the anvil?

- Fd g - sz - § &

52  Linegofal-Farazdaq's poemsays: “clid-| @BY\ (J\ﬁ. |15 gm0 393 dorl s kil (“You will
find in me an obstacle, | which would have been nothing ( jarathim, lit., “dust"/) to al-Aqari
and al-Hutat”). Bevan, The Naka’id, 2:770.

53  Jarir was born in Najd.

54  Le. Zubayr. See Bevan, The Naka'id, 2:775.

55  Bevan, The Naka’id, 2:775—776.
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And your mother, Qufayra,>® raised you

In a camp of vileness among rotting plants.

You deceived Zubayr and betrayed him;

Tuhayya should not hope for steadfastness!>”

He who is fierce did not fear me;

What of my fierceness should Tuhayya hope for?

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.

It happened that the Banii Qufayra came to me

With a blacksmith addicted to the striking of anvils.

I left the blacksmith more obedient than a tractable eunuch:

Compliant in his nose ring.

Is it from the two blacksmiths and cowardly women,

You hope for high eloquence for Yarbu?
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Qufayra was al-Farazdaq’s great-grandmother.

103

11

12

13

14

15

16

Zubayr had sought protection from al-Farazdaq’s tribe, but they betrayed him, and he sub-
sequently died. See Bevan, The Naka’id, 1:80. Jarir says that Tuhayya, therefore, “should not
hope for steadfastness,” i.e., he should not harbor any hopes that al-Farazdaq (or his tribe)

will be reliable.

I am reading &\ here for &Y.
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Line 11 starts with Jarir asking whether Layla’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.6® He continues the theme of dirtiness and filth in the following line,
saying that al-Farazdaq was raised “among rotting plants” ( fi dimani [-nabati).
He then mentions Zubayr, a point of probable embarrassment to al-Farazdaq
and his tribe, since the tribe was known for having betrayed him.®! In line 14
Jarir contrasts al-Farazdaq’s (tribe’s) treachery with his own, and by implica-
tion also his tribe’s, reliability. Tuhayya, who, Jarir warned, “should not hope for
steadfastness” from al-Farazdaq, need not concern himself with fierceness from
Jarir. In the last three lines of the passage Jarir returns to blacksmith insults,
comparing al-Farazdagq in line 17 to a eunuch submissive in a nose ring, which
presents the audience with imagery of Jarir leading al-Farazdaq around like a
camel.

Following another brief section of boasting, Jarir begins his oft-repeated
theme of al-Farazdaq’s sister Ji‘thin’s sexual exploits, starting in line 25:

25  You forgot about Ji‘thin’s payment%2 and you curled up.53
Woe to you for boasting about it!6+

59  Bevan, The Naka’id, 2:776—777.

60 Itisalso possible to interpret gayn Layla 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” (muhammam) 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 Layla took as a lover.

61  Abii ‘Ubayda mentions “ y L F <€ py” (“the day of your [i.e., al-Farazdaq and his tribe’s]
betrayal of al-Zubayr”). Bevan, The Nak@’id, 1179.

62  Lane defines the word “payment” (‘uqr) 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.
“uqr”

63  Al-Farazdaq and his tribe “curled up” (ihtabaytum) rather than demanding payment from
Ji‘thin’s ravishers.

64  Le, about curling up and doing nothing.
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Her knees bled from repeated genuflection:

She was bending over, though not praying.

She spent the night getting her two lips penetrated,

In the manner of the Turks playing ball.6

The Mingari put it in her, so she settled down

On his penis® as the night became dark.

She cries out to Ghalib and the Bant ‘Iqal.

“You disgraced your people in the assemblies!"67

We found the Banii ‘Iqal women

Humiliated, targets for archers.

Captivating women,®8 they are viler than asses,

More shameless than idolatrous women,

More shameless than an ‘Iqal woman whose uncovered parts are
black;59

She? deals with anyone who draws near: Take her and give me some-
thing in return!

Though you claw at it with your nails of evil,

Nevertheless, my rock-solid honor™ refuses to soften for you.

Isn't al-Zibrigan?? the ass most deserving of being shot,

When he is exposed to the archers?

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.

“Lu” (.\ Bevan suggests, “[is] perhaps equivalent to Lui\ 5 52" (Bevan, The Naka’id, 3:527),
which he notes is an “epith. of the penis” (3:323).

“You disgraced” here is second person feminine singular, and is addressed to Ji‘thin. After
calling upon her father and ancestors in the first half of the line, they respond by accusing
her of disgracing them.

Ghaniya means “a beautiful young woman.” The word has several other connotations, both
related to beauty and having to do with marital status. The most 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. ‘ghanin.”

Mujarradun means “those parts of the body which are not covered.” Bevan, The Naka’id,
3:308.

Le., the Iqal woman mentioned in the first hemistich of the line.

c& 2 s -

Al-Safa is used metaphorically here: “ 2l s d;j./p LC\} M\ aLo.,,aJ\)” (“al-Safa
means ‘rock, and is given as an example of honor”). Bevan, The Naka'id, 2:778.
A relative of al-Farazdags.
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This is a long passage dedicated to the topic of Ji‘thin’s sexual depravity, a stock
theme that recurs frequently throughout the corpus. This passage opens with
Jarir accusing al-Farazdaq of ignoring (“forgetting about”) the payment (‘ugr)
that he and his tribe are owed for Ji‘thin supposedly having been ravished as
a slave. In the first half of the line he uses the second person plural form of
the verb (nasitum), 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 Naka’id, 2:778—779.
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al-Farazdaq himself for boasting about them being “curled up” (al-hubat), i.e.,
about the tribe curling up in a ball and doing nothing while Ji‘thin was being
raped. In the following line Jarir places her on her knees, though “not because of
praying” (laysa mina l-salati) 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 Ji‘thin’s sexual misdeeds, Jarir moves from
Ji‘thin specifically to the women of al-Farazdaq's tribal ancestry, the Banu ‘Iqal.
We find that not only are these women humiliated (bi-dari [-dhulli), but also
that they are targets for the archers (aghrada [-rumati). They are more shame-
less (amjanu), he goes on to say, than even a slave girl “whose uncovered parts
are black.””* Jarir makes a reference to archery once more, in line 34, when he
mentions one of al-Farazdaq's relatives, al-Zibrigan, who is “an ass most deserv-
ing of being shot” (ahaqqa ‘ayrin bi-ramyin).

By launching an attack against Ji‘thin, Jarir answers al-Farazdaq not topi-
cally, i.e., not by refuting his lampoon from the previous poem about Jarir’s
mother, but by creating his own equally (or more!) explicit sexual lampoons
on al-Farazdagq’s sister, someone who has parity with the women al-Farazdaq
had lampooned. Jarir’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 Jarir’s
tribe, and so semantic symmetry would suggest that Jarir's lampoon of al-
Farazdaq’s sister, Ji‘thin, here is a direct response to al-Farazdaq’s attack. A
survey of the Naga’id, however, reveals that Jarir raises the topic of Ji‘thin all
throughout the Naga’id, and not always in response to an affront on the women
of his tribe. Al-Farazdaq, by contrast, almost never seems to respond directly
to Jarir's lampoons of his sister. Rather, both poets reuse familiar attacks and
refrain from directly confronting or dispelling those of their opponents.”>

These two poems display many of the characteristics we discussed at the
beginning of this chapter that are indicative of Jarir and al-Farazdaq's Naga’id
in general. Many of the same tropes and figures recur within these poems 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  Seeline 32.

75  In the last seven lines of Poem 72 Jarir 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 Jarir and al-Farazdaq’s Rapport: Poems 102 and 103
The dyad comprising Poems 102 and 103 provides not only another example
of Jarir and al-Farazdaq lampooning each other, but significantly shows them
actually working together for a common cause: to free al-Farazdaq from prison.
Al-Farazdaq’s imprisonment came about as a consequence of his having
lampooned Khalid al-Qasri, the governor of Irag, who took offense and had him
incarerated. Poem 102 finds al-Farazdaq lamenting his imprisonment. Jarir, in
response, composes Poem 103, in which he both praises Khalid and pleads for
al-Farazdaq’s release. Both poems, in addition to their madih for Khalid, also
contain Aija’ against each other. Several explanations of this seemingly incon-
gruous content are possible. Hussein finds it “hard to understand how Jarir can
denounce the same person whom he attempts to free from jail."’6 He therefore
posits that the poems must have been composed in stages, with Jarir belatedly
reacting to invective al-Farazdaq added to his poem after Jarir had composed
his original (non-invective) poem.”” If the poems were in fact composed all
at once, we could still explain Jarir's blend of pleas for and invective against
al-Farazdagq 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 Jarir 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  Sodon't accept al-Farazdaq’s knockoffs;
They are counterfeit: every coin grader rejects them.
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76 Hussein, “The Rise and Decline,” 346.
77  Hussein, “The Rise and Decline,” 346.
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Jarir begins the passage by asking Khalid to release al-Farazdagq, even though
the latter will “not thank him” (wa-laysa bi-shakirin). 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-
dagq: he is unreliable, and he is unscrupulous in the marketplace (i.e., with his
money), but the line is remarkable because, despite this, Jarir is actually plead-
ing to Khalid for his release. We may interpret this request as an example of the
lengths Jarir was willing to go to to continue his performances with al-Farazdagq.
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 appearance might ruin the adversarial role the
pair had honed and refined throughout their performances, and so he couched
his request in hija’ 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-Khatafa [i.e., Jarir]
petitioned the prince on your behalf that he would release you,” to which
al-Farazdaq replied, “Return me to prison.””®

Al-Farazdaqs insistence that he be returned to prison was due to the fact that,
having been freed, he was now Jarir’s prisoner, since Jarir was the one who had
secured his release.8° We also get a glimpse of how Jarir might have actually
felt about his rivalry with al-Farazdaq from a statement he made while asking
Khalid for al-Farazdagq’s release: “We are only talking nonsense.”8!

This commentary also illustrates how Jarir and al-Farazdaq's audience
viewed their rapport as performers. Even if this is not a faithful report of

78 Bevan, The Naka Ld 2:990.

79 ﬁig\d,;,dg)ﬂ\detyﬂwmg&wd\um&d\uw
Bevan, The Naka’id, 2:991.

8o  He says that he is “ ) jw\ (Y\" (“the lowliest prisoner among the Arabs”). Bevan,
The Naka’id, 2:991.

81  Lit, “Neither I nor he are saying anything but nonsense” (“JLU\ Vl d)ii Y, J)B\ L"),
Bevan, The Naka’id, 2:985. . .
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the actual circumstances of the incident,3? we can still get an insight from
the audience’s point of view of the aura Jarir 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
Jarir 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 Jarir and al-Farazdaq’s rapport as friendly competition, and
their Naga@’id 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, Jarir and al-Farazdaq cre-
ated a corpus in which the poets not only inveighed against each other and their
tribes, but innovated a new idiom of naqa’id poetry. Jayyusi identifies a num-
ber of innovations in Jarir’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 did more than any other contemporary
poet to popularize poetry and make it a successful vehicle of entertainment for
the public.”8* 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 Jarir and al-Farazdaq’s Naga’id would have become as promi-
nent as it did had they followed a more issue-driven, traditional approach is

82  Some may even consider this passage a piece of lore that reveals the audience’s perception
of Jarir 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-Wasifi informs us: LS’ CJ" LF S LS‘ s ale L) aaed Gb 4 oY) (RN L
el U Gl Q\GV'CJ“)" LC\} 4'“)"”'\"‘(“’ dﬁ Yl u‘/awa(‘AsfarasUmayyad
naq@id are concérned, 1 believe that they are artistic naga@’id; 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-Wasifi, al-Naga’id, 6.

84  Jayyusi, “‘Umayyad Poetry,” 409. Hussein also notes Jarir’s pioneering spirit by his incorpo-
ration of harsh invective into lampoon poetry. He says, “In many poems by Jarir, one finds
several crude images and sometimes rude expressions.” Hussein, “The Formative Age,” 508.
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not certain; what is clear is that the poets adopted a method in their naqa’id
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
naqa’id. By not only doing this themselves, but seemingly “allowing” their oppo-
nent to continue his performance as well in a kind of “team collusion,” Jarir
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.



CHAPTER 4

The Goal: Winning Over the Audience

1 Introduction

11 Pre-Islamic versus Umayyad naq@’id

Although Jarir and al-Farazdaq were from the same tribe of Tamim, they were
from different clans which were often at odds with each other.! However, as
established in previous chapters, when the two poets performed Ajja’ 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.?
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 Jarir and al-Farazdaq performed at Mirbad were therefore
less “functional” and more “literary.”® This is not to say that the poets did not
also perform naqa’id to settle conflicts that had arisen between their clans, and
between and among other persons from various tribes and clans that Jarir and
al-Farazdaq were allied or in conflict with.# They did. I am also not suggest-

1 Jarir “belonged to the clan of the Bana Kulayb b. Yarbu“ an, [sic] a branch of the Mudarl
Tamim.” Schaade and Gitje, “Djarir” Al-Farazdaq “was descended from the sub-tribe of
Muﬂéﬁli‘, of the Darim group of the Tamim.” Blachere, “al-Farazdak.”

2 Van Gelder, speaking of the life cycle of a particular invective (Ajja’) poem, notes its early
functional and later literary use. “Each Ajja-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 4jja’ 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 Aija” (van
Gelder, The Bad and the Ugly, 7). Such hija’ 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 van Gelder’s distinction between “functional” and “literary” Ajja’
applies to a single poem moving from one function to another, we can see this trend in Jarir
and al-Farazdaq’s naqa’id 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 Jarir and al-Farazdaq’s lampooning contest, and

© KONINKLIJKE BRILL BV, LEIDEN, 2025 DOI1:10.1163/9789004716261_006
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ing that we take every poem Jarir 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” naqa’id 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 the members of his own tribe who were 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 Jarir and al-Farazdaq’s flytings, however,
the poets were vying in the Mirbad marketplace for the attention of the same
audience, who were not necessarily from either Jarir’s or al-Farazdaq's tribe (or
clan).5

The “functional” versus “literary” designation exists to some extent within
all hija’ 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 Jarir and al-Farazdaq’s naqa’id poetry, we can see the poets
performing their own work in a manner typical of what van Gelder terms “the
‘literary’ stage,”® where, rather than being strictly functional, the poets envision
their poems as literary works (and they hint at as much in certain passages that
explicitly refer to their own poetry)” meant to please an audience as much 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 all Muslims as belonging to one tribe, the umma.8 Jarir and al-Farazdaq’s
naqa’id poetry, therefore, can be seen as more 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
Jarir and al-Farazdaq's lengthy poetic engagement, see Hussein, “The Formative Age,” passim.
5 See Chapter 1, footnote g 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: JM (_g.,\;bb | ;J C}\/ u’; \;).,\a u]
Lw‘}f\ (“You will not attain my generosity with your father’s vileness | Nor my extraordlnary
verses with your plagiarized poems”). Bevan, The Nakd’id, 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.”® Perhaps no poets were as scornful or rivals as famous in
Arab literary history as Jarir and al-Farazdagq.

The “winner” of one of Jarir 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
hij@’ could be as potentially damaging to reputations as madih could be bolster-
ing. Scholars have noted madih’s currency;!? 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.! Worse than
not receiving praise from a poet was to earn their ire, manifested in the Aja
verses they saw fit to inflict upon the unfortunate recipient. Van Gelder relates
an anecdote about the pre-Islamic poet Zuhayr b. Abi Sulma, who he says, “had
a reputation of being ... among the most powerful poets of pre-Islamic Aija’"'?
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.!® The poets them-
selves were clearly well aware of this power hija’ 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-Sali (d. 947) reciting some lines of poetry for the well-
known poet al-Buhturi (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 Seevan Gelder, The Bad and the Ugly,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 Aija’; 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.”#

To the extent that Jarir 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 accords with Bauman'’s premise (here cited by
Ali) that “performers gained influence by virtue of their skill and wielded their
power onstage to subvert power relations—a phenomenon 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.”® Jarir 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 Jarir 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 Naga’id by examining pas-
sages from Jarir and al-Farazdaq’s poetic corpus, and also at akhbar'® 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 Jarir and al-Farazdaq'’s naqa’id that
illustrate techniques the poets used to gain prestige. In the second half, akhbar
passages that reference Jarir 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 isnad (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.
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To understand how Jarir and al-Farazdaq leveraged their influence over their
audience, it is critical to investigate their interactions. When a source mentions
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 naqa’id poetry) in a diwan 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 Jarir and al-Farazdaq’s performances and
witnessed them first-hand. Only by doing this can we understand Jarir 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
Jarir 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."” Thus in this anecdote Jarir is directing attention to himself by
literally elevating himself above everyone else.!®

The account of this incident also makes it clear that the audience mem-
bers were not mere bystanders who happened to be present when Jarir and
al-Farazdaq were engaging in a poetic battle, but were an involved part of
the performance themselves, whom Jarir was appealing to. The image of Jarir
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 Jarir and al-
Farazdaq are themselves reported to have worn costumes at times, as in Poem
63, where Jarir is dressed in armor, and al-Farazdaq in “womanly” clothing.!®

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 Jarir and al-
Farazdaq's Nag@'id constitute more than just a written text on a page of a book
stored on the shelves of a library. Jarir and al-Farazdaq’s performances were,
rather, spectacles that included props, and shouting, jeers, and cheers from the
audience.

2 Managing Poetic Image

Jarir and al-Farazdaq waged their naqa’id 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 naqa’id poetry
before their time. The poets undoubtedly did have as part of their objective the
defense of their tribe and protection of its good name, but this was not their pri-
mary purpose. These poets had no such matters as bodily harm—or worse—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 whom did not know the poets, but many of
whom would have known at least of their reputation for lambasting each other
with stinging lampoons. In this setting, Jarir 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 naga’id performance perhaps remembering some spe-
cific lampoons, but more important, having clearly in their mind which poet
had “won” the contest. Although Jarir and al-Farazdaq almost certainly per-
formed Aija’ atleast partly to convince the other of his superiority, their primary
concern was to convince the audience by producing a better, more memorable
performance.
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2.1 Passages from Jarir and al-Farazdaq’s Naqa’id

The following passages from Jarir and al-Farazdaq’s Naga’id 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.”?? 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.2! One of these themes, found in many passages throughout the
Naqa’id, is that of Jarir 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
naqa’id poetry, 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,?? it was still a mark
of prestige to hail from a respected tribe during the Umayyad era, and even
beyond.?2 Since Jarir and al-Farazdaq both hailed from the Tamim 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 naqa@’id poetry, but simultaneously elevated their own status within that
tribe.

In the following three passages Jarir and al-Farazdaq vaunt themselves and
denigrate their opponent to display to their audience their rank within the
tribe—since Jarir and al-Farazdaq were both from the same tribe (but differ-
ent clans), they sometimes used their mutual affiliation with the Tamim 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 Jarir and al-Farazdaq’s naga’id composition.

22 “All Muslims were to be as one tribe.” Hodgson, Venture of Islam, 253.

23 “Tribalism remained a salient feature of naqa’id during the Abbasid period, and ... to the
present day.” Hussain Mohammed Alqarni, “Naga’id Poetry in the Post-Umayyad Era,” 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 Tamim, and their opponent’s corresponding obscu-
rity. The first passage is by al-Farazdaq (Poem 51). He boasts that he is Tamim’s
defender and son.

99 Iprotected Tamim from you, for I am its son
And its well-known representative?* at the markets.2>

100 I am the son of Tamim and the defender at its back,
Whenever the criminal shirks his duty to kinship’s bonds.2%
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In these lines al-Farazdaq argues that he (alone) represents Tamim, implying
that the glory and prestige that constitute being its son should go to him, and
not to Jarir. In the first half of the first line of this passage (99) al-Farazdaq
includes the personal pronoun ana directly after anni, thereby emphasizing his
own identity as a son of the tribe. ‘7 am Tamim’s son,” he says. The pronoun ana
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., Jarir—is a
son of the Tamim tribe. The device also works as an attention-grabber, using a
combination of alliteration and assonance in these back-to-back words, annt

24 I am borrowing the translation of rahil 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 Tamim’s “poet” (sha'ir). See Bevan, The Naka’id,
1:379. The footnotes also reference other manuscripts that contain the variations “man”
(rajil) and “visitor” (wafid).

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 these mawasim in
order to present their poetry.” Hussein, “The Rise and Decline,” 341.

26  This meaning of mahram/maharim is according to Bevan. See Bevan, The Naka’id, 3:330.

27  Bevan, The Naka’id, 1:379.
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and, 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 (mawasim) 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 Jarir’s, but also that
he is the better poet, since he, and not Jariy, is Tamim’s representative at these
poetic festivals. In line 100, al-Farazdaq positions himself as Tamim’s defender
even when the criminal “shirks his duty to the bonds of kinship.” The “criminal”
he alludes to here is, of course, Jarir, who al-Farazdaq suggests is all too ready to
give up the honor of these bonds (maharim). Al-Farazdaq thus promotes him-
self over Jarir as Tamim’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
Jarir’s, who he implies holds a lower status. However, he is not only speaking to
Jarir: 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, Jarir boasts of his own affiliation with Tamim. This poem is
directed at al-RaT and his tribe of Numayr, whom Jarir often lampooned, and
whom al-Farazdaq consistently defended,?® and also against the Mujashi clan
which al-Farazdaq belonged to. The poem also features Jarir’s boasts about his
own status within Tamim.?% Near the end of the poem, as Jarir is vaunting the
heroes of Tamim, he says,

94 If the Banti Tamim are angry with you,
You consider all men angry.

28  The poem is tripartite, but without a rahil section. It consists of a nasib (lines 1-12), fol-
lowed by a hija’ section (lines 13-90), and ends with a fakhr (lines g1-112).
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29  The poem is probably most famous for Line 77, "l LaS™ Mo | o4& - . d)v\i < Ll R
“4>" Y, (“So hang your head, you are from Numayr | You are worthy neither of Kab
nor of Kilab”). Bevan, The Naka’id, 1:46. Al-Ra1 is said to have died within the year on
account of this line. See Reinhard Weipert, “al-Ra‘,” 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 Muhammad Nabih Hijab, al-Ra7 al-Numayri ‘Ubayd b. Husayn: sha‘ir Bani Numayr;
‘asruhu, hayatuhu, shi‘ruhu (Cairo: Maktabat Nahdat Misr, 1963), 77.
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In this line Jarir showcases the nobility and grandeur of the Tamim tribe, which
he claims to represent. In saying that al-Ra‘l thought all men were angry with
him if Tamim was, Jarir displays Tamim’s overawing power and portrays al-Ra‘1
quaking at the thought of provoking it. By placing al-Ra‘ (the object of Jarir’s
ire in this poem because of his support for al-Farazdaq over himself) in oppo-
sition to Tamim, Jarir displays Tamim’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 Jarir's connection to Tamim. In
this poem, rather than explicitly stating his connection to Tamim, he instead
shows the audience Tamim’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 Jarir's lampoon of him and al-Raft.
He wastes no time responding to Jarir’s boast of his position within Tamim,
attributing to himself the prestige and status within the tribe that Jarir had also
claimed. In the first line of the poem, he claims:

1 I am son of the defenders, the Tamim tribe,
When the greatest of calamities overtakes it.
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First, al-Farazdaq places Tamim at the pinnacle of tribal supremacy—his
choice of the word asimin (“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 Tamim'’s supreme tribal representative. Just as Jarir had said earlier
that he was Tamim’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 Naka’id, 1:449.
31 Bevan, The Naka’id, 1:451.
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tionship to the Banti Tamim. The contest for supremacy and pride of place
within Tamim 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 Jarir and al-Farazdaq deploy throughout the naga’id to raise
their status is Islam. The Islamic state apparatus provided a source of authority
that Jarir 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 thatJarir and al-Farazdaq mobilize against each other (Poems 34 and 35)33
and in several other places throughout the Naga’id in which 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 Jarir'’s Poem
35, the poet responds to al-Farazdaq’s poem against him, launching into a clas-
sically styled tripartite gasida with an introductory nasib section, followed by
a rahil, leading into a final hija’ section against al-Farazdaq and his Mujashi
clan.34 The following verses appear in the nasib section of Jarir's poem, which
is characterized by elements typical of the opening section of a gasida: aban-
doned desert campsites, departing caravans, and the memory of alostlove. The
first word of line 13, gifa (“Halt, both!”) recalls perhaps the most famous gasida
of all time, Imru’ al-Qays’s mu‘allaga, 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.
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32 Inpre-Islamic times the poet representative of the tribe might have been aliteral son (ibn)
of the tribe, whether literal or adopted, and would have likely competed with a poet from
a different tribe. Jarir 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 Jarir and al-Farazdaq’s Naga’id involve Jarir 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 Jarir not to engage him in a poetic
battle.” Hussein, “The Rise and Decline,” 306.

34  Poem 35 consists of 58 lines: nasib (lines 1-27), rahil (lines 28—39), and combined fakhr/
hija’ section (lines 40-58), with the last six lines (53-58) directed at al-Farazdaqg’s clan of
Mujashi‘.

35  Bevan, The Naka’id, 1:74.
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Two lines later Jarir’s nasib reaches a climactic point with an appeal to God:

15 lappeal to the throne of God, Muhammad’s master,
To gather the people or bring them from afar.
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Jarir's direct appeal to (the throne of) God could be interpreted as a chal-
lenge to the Umayyad state’s authority, which Jarir 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, Jarir 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 Jarir’s prestige in their eyes.

Poem 51 is a praise poem for the caliph Sulayman b. ‘Abd al-Malik, although
it is likely that it was not performed in front of him.37 In this poem, it is al-
Farazdaq who invokes Islamic authority to elevate his prestige. The poem opens
on a scene reminiscent of a classical nasib section, with the lines,

1 My mount 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 Kawazim.
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36  Bevan, The Naka’id, 1:74.

37  Hussein posits that this poem was composed in two different stages, that originally al-
Farazdaq had composed not a nagida, but only a praise poem for Sulayman, and only
added the hija’ ending of the poem later, after Jarir had responded to his original poem to
refute some of its themes. See Hussein, “The Rise and Decline,” 344—345.

38 “Zawra” here is a name for the market of Medina. See Jacut’s Geographisches Worterbuch,

6 vols. (Leipzig: Ferdinand Wiistenfeld, 1867), s.v. “zawra’.
39  Bevan, The Naka’id, 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,*® where he says he wishes Medina were
located. These first lines are clearly redolent of the traditional nasib section
of the gasida in which the abandoned campsite is recalled with yearning, only
here the poet replaces the dar, 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 Jarir had done in Poem 35. The first passage comes from
the madih section of the poem, in which al-Farazdaq praises the caliph:*!

14 With the best two hands of him*2 who came after Muhammad,
And with both the best of Muhammad'’s two partners, and also him who
was wronged while fasting for God.*3
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Al-Farazdaq mentions Muhammad once more in this poem, also in the madih
section, and again in the context of praise for Sulayman, whom he compares to
the Prophet:

40  The notes to the poem explain that in wishing that Medina were near Falj or al-Kawazim,
he wishes that “it would turn into our land of Falj, or al-Kawazim.” Bevan, The Naka’id,
1:343.

41 The poem consists of the following sections. “The first is the love affair at the beginning
[NJF 511-8], then comes the praise of Sulayman [NJF 51:9—42], and boasting about the
assassination of Qutayba b. Muslim, the governor of Khurasan who rebelled against the
Umayyad caliph [NJF 51:43-83]. The poem ends with a detailed denunciation of Jarir
and the clans that he supports [NJF 51:84-155].” See Hussein, “The Rise and Decline,’
344.

42 Le, the caliph Sulayman.

43  Abu ‘Ubayda explains in the interlineary commentary that the reference to Muhammad’s
two partners indicates Aba Bakr and ‘Umar, and that “the one who was wronged” refers
to ‘Uthman. See Bevan, The Naka’id, 1:45.

44  The Naka@’id, 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.
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The first, and straightforward, task these verses accomplish is to praise the
caliph Sulayman, 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,
Jarir, 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 poem was not recited in the caliph’s presence,*¢ then we may make an
even stronger argument that al-Farazdaq’s real target in mentioning Sulayman’s
piousness and connection to Muhammad was vicarious prestige for himself.

While Poem 51 contains more subtle allusions to Islamic authority by means
of references to Muhammad, in Poem 96 al-Farazdaq makes the extraordinary
boast that he and the Prophet share a common genealogy.*”

25  From us is the Prophet Muhammad with whom,
Blindness is removed from us, with a faithful command.
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45  The Naka@’id, 1:347.

46 See this chapter, footnote 37.

47  Poem g6 consists of a short nasib section (lines 1-8) followed by a hija’ section (lines 9—86)
lampooning Jarir and others from the clan of Ja‘far b. Sa‘d b. Zayd of the Tamim tribe.

48  Bevan, The Nak@id, 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 its meaning.
The line begins with the prepositional phrase minna, making the sentence a
fronted predicate (al-khabar al-muqaddam). Fronting minna 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
niun, lengthening the first syllable and drawing more attention to it. Moreover, a
similarly doubled-consonant preposition within a prepositional phrase (‘anna,
“from us”), which doubles the same letter (nzin) 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 the word minna; in Poem 66,
the first seven lines each start with this preposition.*? 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),5° though, instead of lauding his own piety, Jarir
launches a lampoon against al-Farazdaq for the latter’s lack of faithfulness to
Islam. This is not the only poem in which Jarir 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. Jarir starts right at the beginning of the Aija@
section®! with the following verses:

43 May God make al-Farazdaq ugly,
Whenever a suppliant offers up a prayer and glorifies God!

49  The firstline of Poem 66 begins with the word minna. Lines two through seven begin with
wa-minnad. For a translation and discussion of these lines, see pp. 142-144.

50  This poem may not, strictly speaking, be a nagida, since it has no counter poem by al-
Farazdagq, at least none that survived. Still, it contains all of the necessary elements of a
hija’ poem: it lampoons al-Farazdagq, and it is included in the Naga@’id. For these reasons,
therefore, it is logical to consider it together with the rest of Jarir 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 poem can be divided into nasib (lines1-7), madih (lines 8-41), and hija’ (lines 42-106).
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44  Andyou, if you gave al-Farazdaq a dirham,
For a Christian woman’s religion, he would convert to it.

45  May he never—not ever!l—approach the two Marwas nor Safa,
Nor the sacred and purified mosque of God!
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Jarir dramatizes his opponent’s venality by deploying lampooning devices that
magnify the relative hierarchies of religion and gender. Framing Islam as the
dominant religion, Jarir insinuates al-Farazdaq's susceptibility to Christian 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 Christian woman (nasraniyya), thus projecting al-Farazdaq not only
as an infidel, but also as womanish, and by implication, inferior. In Line 45, Jarir
deploys the long energetic verbal mood (nun al-tawkid): “Let him not approach”
(fa-la yagrabanna), which adds emphasis to the prohibition, and which I have
translated in the above verses as, “May he never—not everl—approach!” in
order to convey the emphatic meaning of this verbal form. Nor would have
any of this been lost on Jarir’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 g7, Jarir 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 Naka’id, 2:996.
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n  Al-Farazdaq spent the evening in hobby-horse bells,
After little al-Akhtal, as a wife to Jarir.

1z The clan of al-Farazdagq is from Taghlib Christians,
Or, he alleges falsely that lying claim.
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The first thing that stands out in these four lines is the repeated use of the name
“al-Farazdaq,” which Jarir 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, Jarir’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.

Jarir also takes this occasion to reiterate a line he had used while lampooning
al-Farazdaq earlier (Poem 64), by mentioning again the hobby horse (kurraj)
and bells (jalajil) that feminize al-Farazdaq, an effect that is intensified by
Jarir’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,”>* (i.e., a male dancer who acted like a woman). Whether or not
Jarir is intentionally quoting the earlier poem, he surely had found the device
effective and chose to repeat it here.

53  Bevan, The Naka’id, 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.?® “These contests,” van Gelder tells us, “have become less seri-
ous and more entertaining than in pre-Islamic times.”>® He goes on to explain
that this material technically amounted to false accusation (gadhf’), which was
a punishable offense, but that Aija@’ poetry “was simply not important enough”
for authorities to involve themselves.5” 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 the material 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 gadhf (since, as van Gelder points out, the poetry was
“less serious” and probably would not lead to any legal troubles), they were able
to indulge in a level of hyperbole that was fitting to the genre. It is also impor-
tant to recognize that these naqa’id operated in a different realm than that of
gadhf.To accept the naqa@’id as qadhf would mean accepting them at 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
(in most cases), we begin to see how Jarir and al-Farazdaq’s poetry was received,
and in what spirit it was given: to entertain and inspire audience reaction.

Poems 102 and 103 are included in Jarir and al-Farazdaq’s Naga@’id corpus but
are as noteworthy for their praise as for their lampoon passages. In addition to
their hija’ 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, Khalid b. ‘Abdallah al-Qasri.

As mentioned above, al-Farazdaq composed Poem 102 while serving time in
jail for lampooning the governor,5® and the poem itself was partially an attempt

55  Van Gelder notes Ibn Tabataba’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 Tabataba
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 Jarir's poem (103) were a later addition to
his initial praise poem. See Hussein, “The Rise and Decline,” 346.

59  Abu ‘Ubayda gives four lines of al-Farazdaq’s lampoon against Khalid, on account of
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to win his freedom. Jarir’s response, Poem 103, also included verses intended to
free al-Farazdaq.5° We have examined numerous poems throughout this book
that show Jarir 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 Jarir and al-Farazdaq’s typical naga’id poems
since instead of (or in addition to) prestige, al-Farazdaq is composing poetry
for his freedom, and interestingly, so is Jarir. Still, the former was able to employ
the techniques he had honed in his lampooning contests with Jarir to leverage
influence over his audience, in this case an audience of one: Khalid—at least
as far as the praise (madih) section of the poem is concerned.

In Poem 103, Jarir 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 naga’id),%*
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 Khalid: his role as the defender of the Muslim people (amir al-
mu’minin). In Poem 102 al-Farazdaq says,

7 Increase®? Khalid with the like of what he has in his right hand,53
And you will find him the best defender of Islam!
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which, he says, the governor imprisoned him. See Bevan, The Naka’id, 2:84. “Al-Farazdaq’s
naqida was composed in jail, where he was sent because of his hostility towards Khalid.”
Hussein, “The Rise and Decline,” 345.

60  Although both poems address Khalid, the governor of Iraq, neither was 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 Naga’id in that it is the only set of counter-nagidas, 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  Abu ‘Ubaydas notes suggest that this includes an invocation of the divine means: & ok 1%

\.).H, > ) (“Oh, Lord, increase Khalid ..."). See Bevan, The Naka’id, 2:982.
63 In other words, “Double his might.”
64  Bevan, The Nakaid, 2:982.
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Jarir 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.
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Each of these examples is compelling in that it shows Jarir and al-Farazdaq
competing for the attention and admiration of Khalid by praising him as a
defender (dha’id)%6 and protector (hamayta, lit., “You protected ...”)67 of Islam.
In the context of Jarir and al-Farazdaq’s Naga’id, 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 consistent with that identified else-
where in this book. In each case, the poet composes a poem meant to attract the
attention of an audience: here, Khalid. After doing so, the poet uses the influ-
ence he has won over his audience for his own purposes. In most instances
throughout the Naga’id, this purpose is to elevate the poet’s individual pres-
tige. Here, however, the main purpose is to convince Khalid 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 Khalid’s might, and goes on to say
that he will be “the best defender of Islam” (min khayri dha’idi). Jarir likewise
deploys a religious—if somewhat more martial—theme, claiming that Khalid
protected the frontiers of the Muslims (hamayta thugura -muslimina). In addi-
tion to this, Jarir includes in this line a literary device designed to attract atten-
tion when he says that Khalid is a “chief, son of a chief” (ga’idan wa-bna qa’idi).
Repetition of the same word—which also makes it a case of alliteration—
draws attention not only to Khalid, who is the subject of the poetic device,
but also to Jarir as the poem’s creator. So, while Jarir 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 ga’id:)
can also be read as a type of isnad, or at least as calling on isnad conventions.
Here, on the surface level, by emphasizing that not only is Khalid a chief, but

65 Bevan, The Naka’id, 2:988.
66 See al-Farazdag, poem 102, line 7.
67 See Jarr, poem 103, line 22.



132 CHAPTER 4

his father was also a chief, Jarir intensifies his praise of the governor by praising
his familial stock. Furthermore, isnad passages normally function to establish
the author’s authority, in this case, that of the poet himself. In this way, per-
haps slyly, Jarir inserts a passage that promotes himself while ostensibly (and
actually) promoting and praising the subject of the poem.

These passages, in which Jarir 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 Tamim, and claims direct
descent from the Prophet. Jarir, 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 Jarir and al-
Farazdaqactually conduct a hija’ battle? What were some of the ways they drew
attention to themselves? What were the circumstances of their performances?
To answer these questions, we turn from the text of Jarir and al-Farazdaq’s
Naqa’id to texts that comment on them.

3 Gaining Poetic Prestige

To understand the circumstances of Jarir and al-Farazdaq’s performance, and
how they gained influence with their audience, we turn to sources called
khabar (pl. akhbar). Akhbar sources include reports and anecdotes on vari-
ous topics, but the akhbar texts we are interested in contain references to Jarir
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 Jarir 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 Jarir and al-Farazdaq's influence. Van Gelder has noted that the recep-
tion of Aija’ poetry “includes the mere quotation of poems in anthologies, or
their expurgation (rejection is a form of ‘bad’ reception).”s8 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 gasida, which “spanned three continents
and fifteen centuries,”®® points out that traditional texts and forms survived
against all odds”? because they were valued by those who handed them down.”
“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.””2 The khabar sources, therefore, tell us not only what is reported to have
been said, but indeed that by its very existence, this poetry was valued.

The purpose of reviewing akhbar sources describing the circumstances of
Jarir and al-Farazdaq’s performance is to understand how the poets related
to their audience in the view of the akhbar commentators. They also reveal
some of the circumstances of the poets’ interactions with their audience. The
akhbar 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.””® He goes on to name several particularly
poignant examples of poets fearing lampoon from people on the street, “espe-
cially young children (sibyan).” Such was the influence of children, apparantly,
that “al-‘Ajjaj insists on their presence during his slanging-match with Abu
Nukhayla: ‘Leave them; they will decide who wins and will pass it on (yughal-
libun wa-yuballightin).” Van Gelder goes on to quote several other sources that
name poets who feared being lampooned by children.”# However, not only

69 Al Literary Salons, 3-4.

7o 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 gasida’s longevity. Speak-
ing of the Abbasid period she says, “Aba Tammam and his generation were able to truly
revolutionize the gasidah 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 Khalid b. Yazid, who after “Aba Tammam teaches [the children] some lines
on [him] ... becomes mentally deranged when they keep shouting at him ‘Stupid Khalid!
(ya Khalidu 'l-barid)’” (van Gelder, The Bad and the Ugly, 38), as well Di‘bil, who “pays a
thousand dirham (five would have been more than sufficient, according to his friends)
to silence a poet of doggerels who had made two obscene lines on him—in vain, for ‘they
became widely known and 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 (and nerves, 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. Jarir and al-Farazdaq are a
prime example of this.

The following akhbar examples comment on various aspects of Jarir and
al-Farazdaq’s performances and showcase the poets competing for their audi-
ence’s attention. Each one illustrates a particular aspect of Jarir and al-Faraz-
daqg’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 Jarir and al-Farazdaq’s Naga’'id as more than just a battle in a war
between the poets’ tribes, the traditional function of (especially pre-Islamic)
naqa’id. These poems were a display of the poets’ skill, performed for an audi-
ence that played an active role in the performance.

Audience members reacted to particularly clever or biting verses, and it was
they who elevated one poet above another through their reaction to the poems.
In this way Jarir 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 Jarir
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. “The Abbasid 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.””> Jarir 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 Jarir and al-Farazdaq's Naga’id we can
take as an analogy the Abbasid-era poetry gatherings (mujalasat, or “literary

repeating the words from an epigram on an unfortunate incident: ‘the fault came from a
fart (mina l-darti ja'a l-ghalat).”
75 Gruendler, Medieval Arabic Praise Poetry, 10.
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salons”), which Samer Ali has showcased. These salons were 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.””¢ The following
akhbar passages demonstrate some of the techniques Jarir and al-Farazdaq
employed to similar effect. Some of the extant akhbar sources contain passages
that stage and display the conditions under which Jarir 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 akhbar writers did this, it is useful to apply
Erving Goffman’s concept of managing persona in performance, which I adapt
to understand Jarir and al-Farazdaq’s poetic techniques. According to Goffman:

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 substitutes which 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.”?

Goffman considers non-verbal communication (i.e., actions) as expressions
“given off.” It is likely that Jarir 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 the purpose of analyzing these akhbar passages, however,
I broaden Goffman’s model to include depictions of non-verbal communica-
tions such as descriptions by the akhbar writers of the circumstances of per-
formance that show, or “give oftf” an impression of how the audience received
the performance. This is in addition to the text of Jarir and al-Farazdaq'’s perfor-
mances that the akhbar writers also record, the “expression given.” Using this
model the akhbar writers create an impression of Jarir 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 Jarir and al-Farazdaq's poems during
those performances (the expression “given”).

The following passages from Kitab al-Aghani illustrate how the akhbar writ-
ers depicted the circumstances of Jarir 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 [Jarir] knew that the people were sitting in their
places at Mirbad, and his spot and the spot of al-Farazdaq were known.”®

This passage mentions known “spots” for Jarir and al-Farazdaq at Mirbad,
which suggests the poets were established enough to have earned a regular
place at the marketplace from which to declaim.” It also suggests that Jarir and
al-Farazdaq had a ready audience whenever they chose to perform. We know
from primary sources and the preservation of Jarir and al-Farazdaq’s poetry that
they were popular, and this line attesting to their reserved spots at the market-
place confirms this by “giving oft” 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 Jarir 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 Jarir 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 G Al Lty ke O m Oy oy il sl 8 U A2 1) 5 ¢l
Al-Isfahani, Kitab al-Aghant, 8:23. A more literal translation of the second half of this line
would be, “... and he knew his 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 (halaga) in
which he recited his poetry while surrounded by his audience,” says Hussein, adding, ‘A
certain account in Kitab al-Aghant shows that each halaqa had places where the audience
used to sit.” Hussein, “The Rise and Decline,” 307.
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(maylis).8° 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-majalis
(the seats) to convey nearly the identical sense that the English “their seats” car-
ries, but the use of majalisihim 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
aregular audience habitually gathered to observe Jarir 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 Jarir 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 1 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 Jarir 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 Jarir and al-Farazdaq specifically, but it does portray Mirbad in its role as
performance venue.

This is Ru’ba at Mirbad, sitting and making his poetry heard and reciting
for the people.8!

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 Jarir
and al-Farazdaq to display their virtuosic performance.

The following khabar includes a reference to Mirbad and also mentions al-
Farazdagq:

80  Abbasid-erasalons had their own seating conventions. “At formal, courtly majalis ... 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: The Context and Setting of the Medieval Maylis,”
Middle Eastern Literatures 6 (2003): 200.

Zo

81 ‘oz, o:,a.i M o & AL 45, 10w, Al-Isfahani, Kitab al-Aghani, 10az20.
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Mukatib of the Banti Minqar pitched a tent at the tomb of Ghalib, and the
people came to al-Farazdaq and informed him that they had seen a struc-
ture at the tomb of Ghalib, 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-Farazdagq.
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 at Mirbad also highlights the market’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 Jarir 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 Baniai ‘Abdallah b. al-Zubayr,
and they asked him to recite ...8+

The fact that the audience came to al-Farazdaq and requested him to recite
suggests that his repertoire was well known, and the akhbar 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” (ishra'abba) to see the poet, a description that conjures up the image of a
famous performer whom an audience 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  Le., Mukatib.
83 &;L\}\)ﬂ\ajybgwﬂ\L;cuﬂuwwcdlcyécwﬂ.ﬁ@w&nuja"
. Jlad .\:JLL)A) cale (.\9 (' c:u\ e 8. Al-Isfahani, Kttab al-Aghani, 21:279.

84 ‘. cjmb CJ‘U)\ u\ 413\ Ae Lg’ dﬁ d‘,} H.,J\ JU\ U\J«\ &6 QJJJAH (hv\é u&" Al-
Isfahani, Kitab al-Aghant, 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 oft” 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, they will allow themselves to be 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, Jarir 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 Jabir b. Jandal: “Jarir said to us, ‘Did those lines please
you?”

And they said, “Yes."8”

Here Jarir 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 Jarir 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 reception must 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 (‘Abd 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.” }Hus;sein, “Th; Risg: and Decline,” 343. ) . .

87 Y8 Y ods Sl U I B duior &y sl (58 1B a2l U oW
“V.v.i. Al-Isfahani, Kitab al-Aghani, 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 akhbar sources that comment on perfor-
mative aspects.38 Here, though, we have a text that reports directly on audience
reception, and that unambiguously states that the audience received the poetry
well; it pleased them, and they recited it to one another. This report also demon-
strates the poet’s concern with keeping his audience’s attention by entertaining
them. That they were pleased shows his success. Presumably, if the audience
had responded negatively to Jarir’s inquiry, he would have adjusted his perfor-
mance to win them over.

The preceding akhbar passages highlight certain aspects of Jarir 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 Jarir 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 akhbar 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 (mujalasat), notes how
researchers might 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 mujalasat, 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 Jarir
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 Jarir and al-Farazdaq’s naqa’id poetry had
when they performed it for their audience. Certain passages from the Naga’id
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 audience would 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 madih 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.”?°
Jarir and al-Farazdaq did perform madih poetry, but they are especially known
for the hija’ that is found all throughout the Naga’id. In this, they were as influ-
ential in their sphere as madih poets were 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 attention on themselves, creating in the process of their poetic con-
tests a self-oriented performance.

At times, Jarir and al-Farazdaq addressed their ongoing naga’id 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, Jarir asks al-Farazdagq,

33 What do you think now; little son of Shi‘ra?9!
After all your training, our war has seriously injured you.

Sor  soes z.5%
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go  Ali, Literary Salons, 86.

91 Van Gelder notes that Shi‘ra is “a woman’s nickname,” and adds, “As a noun it means ‘pubic
hair!” GJ.H. van Gelder, review of Abundance from the Desert: Classical Arabic Poetry by
Raymond Farrin, Speculum 87 (2012): 1191. Phonetically, the word is similar to shir (poetry),
which is perhaps why Raymond Farrin renders a-bunayya shi‘ra 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 Shi‘ra and the word shi7 as there is in
English between “Mona” and “moan.”

92  Bevan, The Naka’id, 1:341.
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Al-Farazdaq opens Poem 66 with a boast of his clan’s greatness, in response to
Jarir, 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 nasib section out of his counter-
poem and wastes no time refuting Jarir’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
minna (“from us”). Through the use of this literary device, al-Farazdaq con-
veys the message that his tribe is descended from notable men (and Jarir’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 Tamim, 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
Ghalib,
And ‘Amr, and from us come also Hajib and al-Aqari
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 Najran where the camels greeted them in the morning.
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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-Aqra‘, a descendant of Mujashi‘, who Bevan informs us “negotiated
with the Prophet,”9* a fact that this verse elaborates on, describing how none
other than the Prophet himself gave him “the prisoners of Tamim” as a gift. In
line 4 the person al-Farazdaq chooses to highlight is Shabbah b. Iqal b. Sa‘sa‘a
al-Mujashi‘l, who “married Ji‘thin, the sister of al-Farazdak,” “was celebrated for
his eloquence,” the quality al-Farazdaq chooses to attribute to him here, and
who “appealed to al-Farazdak for help against the Bant Ja‘far b. Kilab.”%5 Line 5
features al-Farazdaq’s grandfather, Sa‘sa‘a, whose grandson Shabbah was men-
tioned in the previous line, as well as his father, Ghalib, a frequent target of
Jarir's lampoons. Sa‘sa‘a 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 by mentioning a number of other prominent members of his tribe: ‘Amr b.
‘Amr b. ‘Udus al-Darimj, a relative, and also Hajib b. Zurara b. ‘Udus al-Darimi,

93  Bevan, The Naka’id, 2:696-698.

94  Bevan, The Naka’id, 3:59.

95  Bevan, The Naka’id, 3:134.

96  Bevan, The Naka@’id, 3:140. This practice, known as wa'd al-banat, which Leemhuis trans-
lates as “the disposal by burying alive of newborn daughters” (see F. Leemhuis, “Wa’d
al-Banat,” 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].”
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another relative descended, like ‘Amr, from the same grandfather. Hajib 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-Aqari, an alternative form of al-Aqra‘, alluded to in line 2.

Whereas Jarir 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 Tamimi tribal members by issuing his opponent a direct challenge
in the very next line:

8 These are my fathers; Bring me their like, Jarr,
When the crowds bring us together!

e g T
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“Bring me their like,” al-Farazdaq says, “when the crowds bring us together”
alluding in the second hemistich to the crowds®® that will attend them at their
next performance. Wherever and whenever that might have been, we can be
sure that Jarir was ready for the challenge, and that there was an audience eager
to hear the pair perform.

97  Bevan, The Naka’id, 3:84.
98  Bevan, The Naka'id, 2:699. Hussein (“The Rise and Decline,” 339) has also translated these
lines:
Those are my fathers; bring me, O Jarir, [fathers] like them
once the places of assembly gather us together.
99  Or “assemblies,” lit., “places of assembly.”
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Jarir and al-Farazdaq’s Naga’id Corpus

Number! Poet Opening Meter End thyme Number
of lines?

1 Jarir L;:\.:;- N rajaz -ila 10

2 Jarir 1&.}; fﬁl rajaz -innah 4

3 Jarir 4\2.}; :}L rajaz -qI 1

4 Jarir :51/4_}::.]\ Sl rajaz -amuh 4

5 Jarir ZL;;- E,;j rajaz -tha 2

6 Ghassan V/‘nj & j«j tawil -fruha 4

7 Jarir c;:f ‘Y? tawil -iruha 36

8 Abi -Warqa’® L;.'S\ :L tawil -iruha 4

9 Ghassan ila u; basit -tha 3

10 Jarir f\k.}; dLl basit -itha 3

11 Ghassan f:g c):x;; kamil -ami 9

12 Jarir g;j LS:T kamil -ami 5

13 Ghassan j- «,; f-j tawil -uha 1

14 Jarir oj; X tawil -uha 3

This appendix lists the poems found in Jarir and al-Farazdaq’'s Naga’id corpus, numbered in

accordance with A.A. Bevan'’s order, which follows a manuscript found in the Bodleian Library

at the University of Oxford. It is, however, doubtful that the poems are in chronological order.
“It must be remembered,” Bevan states, “that we are here dealing, not with the work of a single
author, but with a compilation ... and it is therefore incorrect to speak of an ‘original’ at all.”

Bevan, The Naka’id, 1:xiv.

This is the number of lines according to verse number and does not include in the count

additional verses, which Bevan marks with asterisks.
Abu -Warqa® ‘Ugba b. Mulays al-Mugqalladi.

KONINKLIJKE BRILL BV, LEIDEN, 2025
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Number Poet Opening Meter End rhyme Number
of lines

15 Ghassan éL..;- G)Lit.:{ tawil -isi 9
16 Jarir :/,; \ﬁ tawil -isi 12
17 Jarir ;1/:.}3\ u‘ﬁ‘: basit -tlu 2
18 Jarir Ji.;l.; éz’; >~ rajaz -mu 4
19 Jarir ﬁ\.la,,\; 5)\5 rajaz -itu 2
20 Jarir :)L.WA; S,i? tawil -ani 3
21 Jarir ¥ &« 4:,,,/3 tawil -muha 2
22 Jarir A ); dj*f JJ‘T wafir -uni 6
23 A‘war Bani Nabhan# [’ 5,33 tawil -iru 3
24 Jarir CL; 93 e tawil -fru 18
25 Jarir éj L tawil -ibi 4
26 Jarir :JL;;-\ Sl kamil -ama 12
27 al-Ba‘ith L;; Y/T tawil -ma 16
28 Jarir z}jU; u/% tawil -ma 53
29 al-Ba‘ith C,;:,-T uﬁ tawil -uha 7
30 Jarir ;,; \(? tawil -uha 41
31 al-Farazdaq Qg..j N tawil -li 26
32 al-Ba‘th :’J:l; /CLJ tawil -li 48
33 Jarir L:l; e }; tawil -li 65
34 al-Farazdaq ;: ,ﬁ tawil -iya 29
35 Jarir :,; Y‘T tawil -iya 58

4 “The one-eyed man of Nabhan.” Bevan says that his real name was Nu‘aym b. Sharik. Bevan,
The Naka’id, 3:58.
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Number Poet Opening Meter End rhyme Number
of lines
36 al-Ba‘th L;:f ; U"T tawil -uh 2
37 al-Ba‘ith iiﬁ.:wg L;\;) tawil -mi 2
38 al-Ba‘ith é‘g::flj tawil -a 4
39 al-Farazdaq L;.'S\ SL kamil -alu 104
40 Jarir 3@;}\ 9;1. kamil -ali 62
41 al-Farazdaq :;TLAE :J jST wafir -ari 25
42 Jarr 4 o wafir -ari 26
43 Jarir :/,; Y‘T wafir -ara 37
44 al-Farazdaq ol ;H:; wafir -ard 43
45 al-Farazdaq ;)J/L/l\ ‘;z; kamil -ami 24
46 Jarir ;- ‘»1\ ;/»;.1 kamil -ami 31
47 al-Farazdaq %;S N kamil -ali 100
48 Jarr ;1»,;\3\ ‘:;E kamil -ali 70
49 al-Farazdaq E\;\ j\ :;Tli kamil -ari 39
50 Jarir /CLA Lo kamil -ari 44
51 al-Farazdaq gl Jj:z :;- tawil -imi 155
52 Jarir ;; ‘Y? tawil -imi 84
53 Jarir %;U\ :ET wafir -aba 112
54 al-Farazdaq :;T b’T wafir -aba 70
55 Jarir &L«.?-L T.A/c tawil -ada 44
56 al-Farazdaq i\.; LgT; tawil -ada 23
57 Jarir Al fowtl ahu 65

58 al-Farazdaq &2 & tawil -ahu 11
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Number Poet Opening Meter End rhyme Number
of lines
59 al-Farazdaq 5:; E,eé tawil -ruha 93
60 Jarir ;L.f ;j tawil -ruha 68
61 al-Farazdaq qu;L/- é,e:/; tawil -ifu 119
62 Jarir Lé? ‘Y? tawil -ifu 78
63 al-Farazdaq E)\ J.>;J/ L';; tawil -iluh 93
64 Jarir ;: Ji tawil -iluh 96
65 Jarir [ g é)ﬁ tawil -i‘u 70
66 al-Farazdaq C;.’S\ l:f tawil -i‘u 47
67 Jarir :\.é.; u‘,’i tawil -li 29
68 al-Farazdaq o r/ 61:“1 tawil -li 30
69 al-Farazdaq ; J/- ij tawil -imi 44
70 Jarir d;'.; Y tawil -imi 65
71 al-Farazdaq :/;;/5,:1; wafir -ati 35
72 Jarir }Zx;b% Li.}z wafir -ati 36
73 Jarir :/,; \ﬁ tawil -iqi 11
74 al-Farazdaq él/? d\g tawil -igi 15
75 al-Farazdaq J)/L:U 5,9 f/; mutaqarib -adi 43
76 Jarir :3;):,;!\;\) mutaqarib  -adi 35
77 Jarir L}/m:c/ :"‘,..j tawil -ibu 19
78 al-Farazdaq j,:é :J }2:” tawil -ibi 19
79 Jarir é,aij :;QL_ basit -iqu 5
80 al-Farazdaq o5 QL basit Aqi 1
81 al-Farazdaq L::U: é,.éi tawil -aa 17
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Number Poet Opening Meter End rhyme Number
of lines
82 Jarir Lii; 9 L.ﬁ tawil -aa 83
83 Jarir uﬁ \S\5 tawil -ihi 4
84 al-Farazdaq Lg;\.'x:d\ Le \5\g tawil -ihi 15
85 Jarir i\./iyy‘; 62?1(:' wafir -abi 2
86 al-Farazdaq 'y :.:? QL wafir -abu 2
87 al-Farazdaq ;}‘ u/‘:l tawil -aqa 14
88 Jarr :;Lj L:f/; s wafir -lu 2
89 Jarir L‘;;\l/ ;::5/ L kamil -aqi 23
90 al-Farazdaq :,.; i g kamil -uru 3
91 Jarir :5;)/ 2\ :M kamil -iru 3
92 Jarir ’;L;J-\ ‘Yj kamil -aru 115
93 al-Farazdaq :,_; ;:,9 L’/;T kamil -aru 90
94 al-Farazdaq Et/:':\ ;U 3\ L kamil -ani 24
95 Jarir 31{,\3\ g% kamil -ani 92
96 al-Farazdaq ;L;S\ <2 kamil -uri 85
97 Jarir 95\,3 4\._.2.; kamil -1ri 42
98 al-Farazdaq E}:t.r/ Lﬁ: tawil -ari 43
99 Jarir dj:“ v tawil -ari 14
100 al-Farazdaq 13) u; kamil -a‘u 12
101 Jarir L.“.Ll'\ :)L kamil -a‘u 122
102 al-Farazdaq u: N tawil -idi 22
103 Jarir :5\ Jf W tawil -idi 51
104 Jarir ] tawil -ra 106
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Number Poet Opening Meter End rhyme Number
of lines

105 al-Farazdaq :',3%\: ;:j wafir -ami 84

106 Jarir ;\:\31 5,9:/; wafir -ami 54

107 al-Farazdaq &U\ :JL-\& wafir -abi 16

108 al-Bahili® ;; ‘Y? wafir -abi 53

109 Jarir ;g: < L wafir -adi 3

110 al-Farazdaq J.:é/ ijc: tawil -idi 4

111 Jarir :;T uf tawil -idi 6

112 Jarir ; };25\ ;\j mutagarib  -riha 8

113 al-Farazdaq ; j,_.:aJ\ ;\j mutaqarib  -riha 7

5 Le., ‘Abdallah b. al-Hajjaj b. ‘Abdallah al-Bahili. See Bevan, The Naka’id, 3:152.
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Jarir and al-Farazdaq’s Qasida Structure

1 Poems by Jarir!

11 All Poems from Sample>

35,% 40, 42, 43, 46, 48, 50, 52, 53, 55, 57, 60, 62, 64, 65, 67, 70, 72,* 73, 76, 77, 79, 82,
83, 85, 91, 92, 95, 97, 99, 101, 103, 106, 108, 111, 112

1.2 Poems That Contain a nasib 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 rahil Section
35, 42, 46, 48, 57, 64, 65, 70

1.4 Poems That Contain a madih Section
55, 60, 101, 103

15 Poems That Contain Lampoons against Ji‘thin, 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 Jarir and al-Farazdaq’s Naga’id 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 nasib-like section, which nevertheless does not
technically qualify as a nasib proper.

© KONINKLIJKE BRILL BV, LEIDEN, 2025 DOI1:10.1163/9789004716261_008
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2 Poems by al-Farazdaq

2.1 All Poems from Sample

34, 39, 41, 44, 45, 47, 49, 51,° 54, 56, 58, 59, 61, 63, 66, 68, 69, 71, 74, 75, 78, 80, 84,

84, 86, 90, 93, 94, 96, 98, 100, 102, 105, 107, 110, 113

2.2 Poems That Contain a nasib Section
34, 41, 45, 59, 61, 75, 93, 96, 105

2.3 Poems That Contain a rahil Section
34, 61,105
2.4 Poems That Contain a madih Section

51, 94, 102, 105

3 Dyads

31 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, 75176, 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 in Which 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 nasib section, but does not con-
tain a nasib proper.
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Quoted Passages

Poem 35 by Jarir!

Line(s) Chapter Section Subsection Page(s)

13 4 2. Managing Poetic Image  2.1. Passages from Jarir and 122
al-Farazdaq's Naga’id

15 4 2. Managing Poetic Image  2.1. Passages from Jarir and 123
al-Farazdaq's Naga'id

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 — 71-72

Nagaid

1 This appendix lists all passages from Jarir and al-Farazdaq’s Naga@’id 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.

© KONINKLIJKE BRILL BV, LEIDEN, 2025
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Poem 48 by Jarir
Line(s)  Chapter Section Subsection Page(s)
53-54 2 2. Style and Content of the — 7273
Nagqa'id
56-57 2 2. Style and Content of the — 73-74
Naga’id
Poem 49 by al-Farazdaq
Line(s)  Chapter Section Subsection Page(s)
7 1 2. Naq@’id Passages 2.6. Self-vaunting 64
Poem 50 by Jarir
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 Jarir and 123
al-Farazdaq's Nagaid
14 4 2. Managing Poetic Image  2.1. Passages from Jarir and 124
al-Farazdaq's Naqa’'id
28-29 4 2. Managing Poetic Image  2.1. Passages from Jarir and 125
al-Farazdaq's Naga’id
92—96 2 3. “Emergence” of Social — 78-80
Structure
99-100 4 2. Managing Poetic Image  2.1. Passages from Jarir and 119

al-Farazdaq's Naga’id
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Poem 52 by jarir

Line(s)  Chapter Section Subsection Page(s)

11 2 3. “Emergence” of Social — 81
Structure

21-22 2 3. “Emergence” of Social — 81-82
Structure

Poem 53 by Jarir

Line(s)  Chapter Section Subsection Page(s)

15 1 2. Naq@’id Passages 2.6. Self-vaunting 64

32-35 1 2. Naqa’id Passages 2.1. Ji‘thin, al-Farazdaq’s Sister 29

47 1 2. Naqa’id Passages 2.3. The “Blacksmith” Theme 54-55

74 1 2. Naqa’id Passages 2.2. Homosexuality 46

81-82 1 2. Naga’id Passages 2.5. Hyperbole 63

94 4 2. Managing Poetic Image  2.1. Passages from Jarir and 120-121

al-Farazdaq's Naga’id

Poem 54 by al-Farazdaq

Line(s)  Chapter Section Subsection Page(s)

1 4 2. Managing Poetic Image  2.1. Passages from Jarir and 121

al-Farazdaq's Naga’id

55-63 1 2. Naqa@'id Passages 2.1. Ji‘thin, al-Farazdaq’s Sister 35-37

Poem 63 by al-Farazdaq

Line(s)  Chapter Section Subsection Page(s)

61 1 2. Naqa’id Passages 2.5. Hyperbole 61
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Poem 64 by Jarir

Line(s)  Chapter Section Subsection Page(s)

62—63 1 2. Naq@’id Passages 2.2. Homosexuality 49

68 1 2. Naqa@’id Passages 2.3. The “Blacksmith” Theme 55

Poem 66 by al-Farazdaq

Line(s)  Chapter Section Subsection Page(s)

1-7 4 4. Conclusion — 142-143

8 4 4. Conclusion — 144

Poem 71 by al-Farazdaq

Line(s)  Chapter Section Subsection Page(s)

1-6 3 2. Stock Devices 2.3. Attack and rebuttal: 96-97
Poems 71 and 72

20-22 3 2. Stock Devices 2.3. Attack and rebuttal: 98
Poems 71 and 72

25-26 3 2. Stock Devices 2.3. Attack and rebuttal: 99
Poems 71 and 72

31-35 3 2. Stock Devices 2.3. Attack and rebuttal: 100-101
Poems 71 and 72

Poem 72 by Jarir

Line(s)  Chapter Section Subsection Page(s)

9-10 3 2. Stock Devices 2.3. Attack and rebuttal: 102
Poems 71 and 72

11-18 3 2. Stock Devices 2.3. Attack and rebuttal: 102-104
Poems 71 and 72

25-34 3 2. Stock Devices 2.3. Attack and rebuttal: 104-106

Poems 71 and 72
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Poem 76 by jarir
Line(s)  Chapter Section Subsection Page(s)
8 1 2. Naq@’id Passages 2.3. The “Blacksmith” Theme 51
Poem 79 by Jarir
Line(s)  Chapter Section Subsection Page(s)
1-5 3 2. Stock Devices 2.2. Counter-example: Poems 93

77 through 8o
Poem 80 by al-Farazdagq
Line(s)  Chapter Section Subsection Page(s)
1 3 2. Stock Devices 2.2. Counter-example: Poems 94

77 through 8o
Poem 86 by al-Farazdaq
Line(s)  Chapter Section Subsection Page(s)
1-2 1 2. Naqa’id Passages 2.3. The “Blacksmith” Theme 54
Poem 92 by Jarir
Line(s)  Chapter Section Subsection Page(s)
31-34 1 2. Naqa’id Passages 2.3. The “Blacksmith” Theme 51-52
47-49 1 2. Naqa’id Passages 2.1. Ji‘thin, al-Farazdaq’s Sister 40-41
60 1 2. Naqa’id Passages 2.3. The “Blacksmith” Theme 53
89-95 1 2. Naqa’id Passages 2.2. Homosexuality 46—48
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Poem 93 by al-Farazdaq

Line(s)  Chapter Section Subsection Page(s)

25 1 2. Naq@’id Passages 2.5. Hyperbole 62

83-85 1 2. Naqa@’id Passages 2.1. Ji‘thin, al-Farazdaq’s Sister 42-43

Poem 96 by al-Farazdagq

Line(s)  Chapter Section Subsection Page(s)

25 4 2. Managing Poetic Image  2.1. Passages from Jarir and 125
al-Farazdaq's Naga’id

Poem 97 by Jarir

Line(s)  Chapter Section Subsection Page(s)

9-12 4 2. Managing Poetic Image  2.1. Passages from Jarir and 127-128
al-Farazdaq's Naqa'id

Poem 101 by Jarir

Line(s) Chapter Section Subsection Page(s)

100-112 1 2. Naqa@’id Passages 2.1. Ji‘thin, al-Farazdaq’s Sister 23-26

Poem 102 by al-Farazdaq

Line(s)  Chapter Section Subsection Page(s)

7 4 2. Managing Poetic Image  2.1. Passages from Jarir and 130

al-Farazdaq's Naga’id
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Poem 103 by Jarir

Line(s)  Chapter Section Subsection Page(s)

22 4 2. Managing Poetic Image  2.1. Passages from Jarir and 131
al-Farazdaq's Naqa’id

4244 3 2. Stock Devices 2.4. Jarr and al-Farazdaq’s 108-109
Rapport: Poems 102 and 103

Poem 104 by Jarir

Line(s)  Chapter Section Subsection Page(s)

43—-45 4 2. Managing Poetic Image  2.1. Passages from Jarir and 126-127

al-Farazdaq's Naga’id




APPENDIX 4

Naqa’id Poems

Poem 35 by Jarir!
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1 This appendix lists the full text of all poems from Jarir and al-Farazdaq’s Naga’id quoted in

the book.
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Poem 39 by al-Farazdagq
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2 Bevan also gives the alternate form, tumanna. Bevan, The Naka'id, 1:179.
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3 Bevan also gives the alternate form, al-agharri. Bevan, The Naka’id, 1:188.
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4 Bevan also gives the alternate form, khathura. Bevan, The Naka’id, 1:209.
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5 Bevan also gives the alternate form, thalathu. Bevan, The Naka’id, 1:279.
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6 Bevan also gives the alternate form, mush‘alati. Bevan, The Naka’id, 1:292.
7 Bevan also gives the alternate form, ‘ajulan. Bevan, The Naka’id, 1:293.
8 Bevan also gives the alternate form, al-amyali. Bevan, The Naka’id, 1:293.
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9 Bevan also gives the alternate form, li-shiddati. Bevan, The Naka’id, 1:304.
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10  Bevan also gives the alternate form, wajari. Bevan, The Naka’id, 1:331.
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11 Bevan also gives the alternate form, sari‘ati. Bevan, The Nakd’id, 1:333.
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17 Bevan also gives the alternate form, al-mujhidi. Bevan, The Naka@’id, 2:800.
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18 Bevan also gives the alternate form, suwaru. Bevan, The Naka’id, 2:848.
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19  Bevan also gives the alternate form, sharqgiyyihi. Bevan, The Nak@’id, 2:852.
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20  Bevan also gives the alternate form, yahsibinaka. Bevan, The Naka’id, 2:861.
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21 Bevan also gives the alternate form, wajaru. Bevan, The Naka’id, 2:863.
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22 Bevan also gives the alternate form, al-luha. Bevan, The Naka’id, 2:878.
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23 Bevan also gives the alternate form, hajuri. Bevan, The Naka’id, 2:911.
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24  Bevan also gives the alternate form, nikyi. Bevan, The Naka’id, 2:935.
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25  Bevan also gives the alternate form, rakabat. Bevan, The Naka’id, 2:938.
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26 Bevan also gives the alternate form, khabarin. Bevan, The Naka’id, 2:1000.
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27  Bevan also gives the alternate form, mustankiran. Bevan, The Naka’id, 2:1003.
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