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Abstract:  

This paper tackles the cultural patterns in Abu Firas Hamdani's captivity poetry, namely Ra’iyyah poem. The poet, who is normally a part 

of ideological, cultural, or social paradigms, represents and regenerates, consciously or unconsciously, the cultural patterns, especially 

those represented by his predecessors in their literary works, whether in prose or verse. Antonyms and displacement, and many other 

linguistic tools, allow a space for the poet to freely criticize, expose, and thus persuade authorities into setting him free. Undoubtedly, 

cultural criticism, a product of postmodern thoughts, is one of the prominent trends in the world of literary criticism, and it places the 

focus on culture as a platform from which the authors express their status and agenda. The embedded cultural patterns that are traced in 

Abu Firas’ poetry are divided into three major themes, based on the suggested cultural patterns as elaborated in the current study.  
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1. Introduction 

Cultural criticism has been among the concepts that floated on the surface of postmodernism. The paratexts and social, political, historical, 

and epistemological contexts have been revived as valuable tools to study the text. Cultural criticism helps navigate through the depths of 

the text and thus helps track the circumstances under which the text is shaped in the first place and the fashion in which the cultural 

meaning gets migrated and transmitted towards the text. Cultural criticism uncovers hidden patterns coated with aesthetic devices, 

through which the scholar finds traces of the predecessor’s texts in the text. 

The cultural dimension of the Arab Culture cannot be neglected as a vital factor that influences the poetic consciousness of Arab poets, 

who are a product and a part of the system or the paradigm, which is never stagnant but is naturally and constantly on the go, reproducing 

itself in different forms, as if incarnated- in the Hindu sense- in the collective unconsciousness of the whole nation. Texts keep shooting 

out to thrive into cultural spaces where they can overlap, and thus a new text is woven. Artistic creation is formed in the womb of culture, 

where it is essentially nourished; the text underwriting picks up cultural residues on its way to completion.  

In light of postmodernism, cultural studies emerged in around four decades or so as a tool for exploring the interaction between culture 

and one’s social identity. Studies and theories associated with literary criticism, especially structuralism, have their roots in social sciences 

and philosophy. In these studies, culture has been viewed as a social act linked to every social unit, manifested in the light of power 

relations, and paired with concepts such as dominance, power, and resistance (Aydee 2018, 32). Cultural studies have received increasing 

attention in literary analysis over the last two decades. Research focusing on this type of cultural studies in the Arab world, in particular, 

goes in one of two directions: the first is that it tends to take cultural analysis concepts as a whole from the field of social action and apply 

them to literary works in a literal way. This approach was particularly evident in Alghathammi’s book Cultural Criticism, where he 

advocates for this openness and emphasizes his vision. This trend seems to be exaggerating the adoption of concepts from cultural studies 

in their social origins - especially power and resistance.  

Literary criticism is also dismissed in this regard, as it embodies the authority of the official institution and falsifies critical awareness of 

literature. With regard to the second path, it seeks to benefit from the concepts and achievements of cultural studies in analyzing the 

literary text, taking into account its specificity as a language and rhetorical phenomenon. This effort relies on developing literary criticism 

concepts, on the one hand, and adapting cultural studies concepts on the other. In that sense, this attempt is linked to the critical origins of 

cultural studies as it falls under the umbrella of modernity and postmodernity; the era that includes modern criticism itself, especially in 
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light of emerging rhetorical concepts of argumentation, dialogue, and persuasion (Aydee 2018, 33). As it relates to criticizing the central 

mentality that wipes out the other, cultural criticism dismantles discourse patterns with their creative, logical, and sacred manifestations 

(Alnaser 2021, 145). This type of criticism examines texts to reveal their multiple implications in relation to ideologies, history, politics, 

society, and economy. Thus, cultural criticism relates to various fields of culture, to society and power, as well as to race, class, and gender. 

It focuses heavily on socio-historical pressures at the expense of literary text production (Abdelraheem, 4298). Yousuf Oliamat, in his 

books Aesthetics of Cultural Analysis: Pre-Islamic Classical Poetry (2004) and Categorical Criticism (2015), and Abdelqadir Rabbai, in 

his books Developments of Cultural Criticism (2007) and Discourse Aesthetics in Cultural Criticism: A new Argumentative Vision (2014), 

stressed that cultural criticism is an intellectual activity that sees culture – in its totality- is a topic worth research. Among its objectives, 

cultural criticism uncovers ideologies of text from different historical eras, and uses critical methods to analyze literary texts introducing it 

in a new aesthetic cultural frame based on convincing interpretation through literary tools, which the critic can use to uncover meanings 

and investigate their implications, semantic and artistic.  

Relating to cultural criticism as seen and applied by Yousuf Olaimat and Abdelqadir Rabbai in their reading and analyzing classic poetry, 

the researchers delve into the worlds of Abi Firas’s captivity poetry to uncover the hidden cultural patterns. Cultural patterns manifest 

themselves in various linguistically marked forms of displacement, structural and semantic, chiastic structures, antonyms, and even the 

music of the text. These rhetorical devices, which are undeniably a phenomenon in Hamdani's poetry, are explored in this paper as tools to 

uncover the hidden cultural patterns in Hamadani's poetry. In this context, Hamadani’s chosen poem is to be read, relating to its historical 

context, namely his captivity poetry as well as his connections to his folk, the Hamadan, and Saif Al-Dawlah, the character of the "Knight 

Prince." These contextual elements have their places in the text. These elements could, in one way or another, have influenced his 

thoughts, attitudes, motives, and ways of expression.  

2. Historical Background 

Hamadani is a Shiite Muslim poet of the Hamdan Family. He is known as "Abi Firas," which means "The Lion." His full name is Harith 

Bin Said bin Hamdan Al-Taghlibi. His cousin Saif AL-Dawlah Hamadani fostered Abi Firas when Abi Firas was just a kid following his 

father’s murder by his brother, Nasir Al-Dawlah. Saif Al-Dawlah took care of Abi Firas's Roman mother and his sister, who became later 

Saif Al-Dawalah’s wife. Attentively, Saif AL-Dawlah made sure that Abi Firas received the proper education, knowledge-wise and 

military-wise. Abi Firas became the second man in the Hamadani State. Love and affection permeated their strong relationship. Abi Firas 

was loyal to his adopter. He had quite an exuberant personality, in which he integrated a vast range of remarkable interests. Besides him 

being a prominent state man, he was an exemplary leader that Saif Al-Dawlah appointed him as a "Wali (ruler)" for "Manbaj" and 

"Harran."  

The poet in him showed itself when he was young, following the example of his poet peers at his time, making him a source of pride for 

his family. Unlike other court poets who used poetry as a tool to flatter Saif Al-Dawlah and get closer to him, Abi Firas never wrote poetry 

to serve an agenda and did not even bother to document it. He solely shared his poems with his teacher, Khalawaih, who could not share 

them with anybody else (Diwan Abu Firas, 11).  

As for his ―Romyyat‖ (captivity poems), which Abo Firas wrote during his captivity in the enemy's country because of the constant 

conflict due to the shared borders with Rome, these poems were the product of a unique experience that the sensitive poet went through 

then. His captivity poetry represents an integral part of his life during which he experienced the bitter taste of displacement and still is a 

source of inspiration for several contemporary poets. One day in 351 H, the Romans took him captive in an unequal battle while the poet 

prince returned after a hunting trip with his friends. He fought them back but was shot in the thigh by the Romans in an unequal battle. It 

had been a while before his ransom was paid, a thing that anguished him and stirred strong emotions about his destitute state. Some 

historical narratives assured that he ran away rather than was ransomed (Diwan Abu Firas, 6).  

The heroic fights of the Hamdan family against the Romans cannot be denied as they gained several triumphs over the Romans; however, 

there was an internal political tension among the family’s members causing strife and discords. Everyone would do whatever it took to 

gain exclusive control overall, and some would ally with the Romans against their kin. Some historical narratives explained Saif 

Al-Dawlah's delay to pay Abu Firas' ransom as an act of jealousy and fear as the former feared the latter's brave acts against the Romans 

at such a young age. Saif Al-Dawlah wanted to exclude him for a while as the brave poet posed a danger to his ruling status; despite all 

the opportunities, Saif Al-Dawlah delayed the process of setting his cousin free. He, for example, had the Roman King's son as a captive 

and could easily buy his cousin's freedom yet preferred to put the prisoners' exchange off. 

The poet's mother, who was Roman, was an important figure in the poet's life. Hamdan's family members looked down on her as a woman 

enslaved as war spoils. Evidence abounds that she was ill-treated by Saif Al-dawleh Al-Hamadani and all other members of the Hamdani 

family, which made her central to the poet's concerns and agonies and a significant feature of his poetry.  It is noteworthy that very few 

ancient Arab poets, like Alshareef Al-Raddi and Al-Maari, wrote poetry to serve this purpose, writing about and for their mothers, which 

makes it a phenomenon worth exploring. This purpose, a certainly tragic one, has its special place in Abu Firas' poetry:  

 َٔ ٤ََُِّ٘ٚٞلا اُؼجَٞصُ ثِ َٔ ٘جِجٍ       ٓب خِلذُ أعَجبةَ اُ  

َٖ اُلِذا ٗلَظٌ أث٤ََِّٚ ِٓ ب عَؤَُـ       دُ  ّٔ َٕ ٢ُ ػَ ٌَُب َٝ  

ِٞ اِٗجَزثَذُ إ٠ُِ اُذ٤ََِّٗٚ َُ َٝ شادَٛب        ُٓ ٖ أسََددُ  ٌِ َُ 
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َّٚ٤ ِٔ َٖ اُذَ ِٓ  َّ ذبٓبر٢ ػ٤ََِـ       ٛب إَٔ رضُب ُٓ أسَٟ  َٝ  

حٌ       ثِ  ٘جِجَ دُشَّ َٔ ٖ ثؼَذ١ دَش٣َِّٚأَٓغَذ ثِ ِٓ  ِٕ بُذُض  

(Diwan Abu Firas, 355) 

What increases the poet's psychological pain is obviously manifested in his representation of his mother humiliating herself and helplessly 

begging Saif Al-Dawlah to pay the young poet's ransom. The humiliation of rejection scorches the poet's heart and creates despair. In this 

context, the poet says:  

ُُٜب َّٞ ؼَ ُٓ سٟ  َٞ َٕ اُ خً       ػ٤ََِيَ دٝ َٜ ُِ ِّ ػُزسٍ سَددَدَ ٝا  ثؤ١َِ

٤ًَقَ روُلُِِٜب  جبءَريَ رَٔزبحُ سَدَّ ٝادِذِٛب       ٣َ٘زظَِشُ اُ٘بطُ 

(Diwan Abu Firas, 264) 

His tragedy in exile unfolds when he receives the news of his mother's death. Agonized over what she had been through to save her only 

child, Abi Firas wrote his poem entitled "The Prisoner's Mother", in which he described her years of torment and isolation:  

٘يِ ٓب ُو٢ََِ الأع٤َشُ  ِٓ  ٍٙ ٌُش َّّ الأع٤َشِ عَوبىِ ؿ٤َثٌ       ثِ ُ  أ٣َب أ

لا ٣غ٤َشُ  َٝ  ُْ َّّ الأع٤َشِ عَوبىِ ؿ٤َثٌ       رذ٤َََّشَ لا ٣و٤ُ ُ  أ٣َب أ

ٖ ثبُِلِذا ٣ؤَر٢ اُجش٤َشُ  َٓ َّّ الأع٤َشِ عَوبىِ ؿ٤َثٌ       إ٠ُِ  ُ  أ٣َب أ

ٖ رشَُثّ  َٔ ُِ َّّ الأع٤َشِ  ُ اُشُؼٞسُ أ٣َب أ َٝ ذِّ اُزَٝائتَِ  ُٓ هذَ  َٝ        ٠  

(Diwan Abu Firas, 161) 

Several scholars argued that Saif Al-Dawlah's wife was the poet's half-sister. Had she been his sister, she would never have had her 

mother humiliating herself among the family members to set her son free. That can be considered a good piece of evidence that the 

Hamadan family resented the poet's father's marriage to a Roman woman, making her the mother of his child (Imran 1999, 20).  The 

poet suffered alienation in captivity and among his kins; however, the latter caused him more damage. Among the Hamdan family, he and 

his mother were marginalized among their family while he was treated well by his enemy, the Romans. With the Romans, the enemy, he 

found hospitality his uncles did not give him, which Nasrat Abdelrahman (1977) explained as the Roman's tactic to make him the leader 

after Saif Al-Dawlah, who got sick and weak at those times. However, those attempts failed and his good conditions sooner changed to 

the worst, and his prison turned into a hellish place—the poet, bearing coarse clothes on his weak body and heavy shackles, wrote:    

٤ًَقَ رجُذُُُِٚ       ث٤ِبثُ٘ب اُصٞفُ ٓب ٗجَُذُُِّٜب َْ اُثَٞةِ   ٣ب ٗبػِ

َٗ٘وُُِٜب َٝ َُ أه٤َبدُٗب  ِٔ َِ َُٞ ثصَُشدَ ثِ٘ب       ٗذَ تَ اُخ٤َ ًِ  ٣ب سا

(Diwan Abu Firas, 265) 

And: 

ٖ أ٢َِٛ ٗوُِِذُ إ٠ُِ أ٢َِٛ ِٓ ًَؤ٢ََِّٗ  خً        َٓ ًَشا أَٝعَغُ أ٣َبًّ ٓب دََِِذُ  َٝ  

ث٢ِ ِٓ ٌُشُٛب  ِِؾ ث٢َ٘ أث٢َ       ثؤ٢ََِِّٗ ك٢ ٗؼَٔبءَ ٣َش أثَ َٝ  ٢ ّٔ ُِج٢َ٘ ػَ  كوََُ 

(Diwan Abu Firas, 283) 

These stanzas unfold several poetic meanings. Some internal elements are uncovered when the poetic text is read within its contextual 

frame some internal cause/effect elements are uncovered. In this context, it should be noted that presenting and holding comparisons 

among all relevant narratives will sound impractical. Hence, the scholar has chosen the most prominent narratives that help disclose the 

hidden meanings, including the cordial relationship between the Poet and Saif Al-Dawlah, which changed due to the destructive internal 

conflicts among kins, and the humiliating treatment the poet’s mother suffered from the Hamdan family.  

3. Analysis 

Considering Abi Firas’s captivity poetry, the scholar perceives that the rhythm is manifesting itself as being arranged in ascending order, 

which maintains the organic cohesion of the poem's body from beginning to end. Cultural references strewn throughout the poem make 

dividing it into parts undoable. With embedded patterns of various components frequently repeating and interloping, dividing the poem's 

body into stanzas disturb its structural cohesion. Accordingly, the poem  is divided into parts  based on the manifestations of its 

embedded patterns as follows: 

Part one (Lines: 1 -4 ): The Superiority of the Arab lord's Self 

Part Two (Lines: 27 – 5): The Dichotomy of the Self and the Other (establishing the Center and creating the Marginalized)  

Part Three (Lines: 54 - 26): The Infinite Self: Allusions to Antarah's Poetry 

3.1 Part one (1 -4 ): The Superiority of the Arab Lord’s Self 

لا أَٓشُ  َٝ َٜٟٞ ٗـَـ٢ٌٜ ػَــ٤َِيَ  ُِــِ زيَُ اُصَجشُ      أَٓــب  َٔ  أسَاىَ ػَــص٢َِّ اُذَٓغِ ش٤

ــث٢ِ لا ٣ـُـزاعُ ُـَـُٚ عِــش   ِٓ  َّٖ ــ ٌِ ُـَـ َٝ ػِــ٘ذ١َِ ُـَـٞػَخٌ       َٝ ــشزبمٌ  ُٓ  ثـَـ٠ِ أَٗــب 
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أرَُـَـِ َٝ       َٟٜٞ َُ أضَٞا٢ٗ ثَغَطذُ ٣ذََ اُ جشُ إِرا ا٤َُِ ٌِ ِٚ اُ ــٖ خَلائوِِ ِٓ ذُ  دَٓــؼبً   

اُلٌِشُ  َٝ ًَــزٜب اُــصَجبثخَُ  ــ٢َ أرَ ِٛ َٖ جَٞاٗذ٢ِ      إِرا    رـَـٌبدُ رـُـض٢ءُ اُــ٘بسُ ث٤َ

 (Diwan Abu Firas, 162) 

Context:  

The narrative of "The Arabian warrior, Suitor" has a tremendous impact on the Arab's Self, asserting itself on the Arab to form an 

unconscious collective pattern that grabs the reader's attention, understanding, and comprehension. The narrative of "The Arabian Knight, 

Lover" summons the image of the pre-Islamic knight and Poet Antarah Ibn Shaddad, who took his central place in the collective Arab's 

memory. Ibn Shaddad's literary creativity manifests itself only in his image as an Arabian Knight and suitor fighting for his freedom to 

win his sweetheart cousin, Ablah, whose love is a central issue in his poetry.  

The Arabian folk memory has influenced the readings of classical and modern critics. These include, but are not limited to, Shawqi Daif, 

who declares in his readings of Abi Firas' poem, which he interpreted as love poetry: "His poem is flirtatious intercourse full of youth and 

strength as he does not cry, but instead he patiently endures love as hardened men despite his broken heart that could not win his 

sweetheart's closeness‖ (Daif 1990, 226). Like Daif, Mohammad Rida Murrowwa explains Abi Firas' opening verses as: "Courting 

attempts, so delicate and sentimental, following for the most parts his predecessors, most notably in standing by the ruins, complaining, 

grieving, and pledging purity, namely in the first two verses:  The poet eloquently and intensely portrays his emotions. The poet covertly 

describes his yearning for his beloved, whose secrets are not to be uncovered.‖ (Murrowwa 1990, 226) 

Both critics do not interpret the opening verses as an impersonal or symbolic alternative for his attitude towards his actual circumstances. 

They do not tend to consider them elusive techniques to trick the readers into thinking of it as a love poem to channel through for the 

covert message he wants to convey. The readers conflict with the established folk narrative and the symbolic implications of the Arabic 

poetry behind which many consciously established readings of women, ruins, traveling camels, and tattoos are bending. It is a creative 

technique that is inevitably opposed to the direct reporting style.  The narratives about Abi Firas and Antarah give the true representation 

of the Arabian hero/knight, who diligently searches for his true identity, which should be considered when their poetry is studied. Abi 

Firas exposes his intentions to his readers when he says:  

 ِٕ َٖ الأشَجب ِٓ  ٍٖ ب       ٣ج٢ٌَ ػ٠َِ شَجَ  ًُِ٘ َٝ ؼُ٘ب اُجٌُبءُ  َٔ  إِٗبّ ٤َُجَ

ِٙ ػ٤َ٘ب١َ  ُِـ٤َشِ َٝ ؼ٢        ِٓ ذا َٓ ُوَذ جَؼَِذُ اُذُتَّ عِزشَ  لإَٝ ِٔ َٜ رَ٘  

(Diwan Abu Firas, 340) 

Hence, Abi Firas' opening verses cannot simply be reduced as directed to his woman. He instead directly and consciously shapes his 

poetry by relating to the older texts of his predecessors, using such form of allusions as a literary device through which he can pass his 

fierce criticism to the authority under cover of mourning his unresponsive beloved. His criticism wears the mask of a feminine being of 

which the reader cannot see traces of a flesh-and-blood person. The woman is a symbolic being with innate sedition that opens the door 

for the reader's imagination, rising from myths, rituals, fertility, and reproduction. Notably, critics mostly place women in conflict with 

men's ego, the patriarchal authority, as a common interpretation of cultural patterns in the literary text.  

The superiority of the Self manifests itself throughout the whole poem. The poet draws an image of the Arab master, which can be a 

model of the hero, very common in Arab culture. The persona's vulnerability does not emasculate him, instead, he is solid and composed, 

shunning away from grieving over his needs. Both (ػص٢ اُذٓغ) and (اُصجش) show the meanings of stamina and endurance. Then comes a 

monologue in which the persona makes himself the speaker and the spoken-to at the same time. The persona maintains that the night veils 

his tears whenever he cries in a moment of weakness. The dark gives the honorable man a resort to grieve over life trials (Rabbai 1999, 

201). Undoubtedly, the poet's political and social status gives him a good reason to feel high self-esteem and pride, making him feel 

distinguished at two levels: the authoritarian and the human. Indeed, these factors are properly reflected in his language and poetics. The 

discourse parallels his narcissistic Self as manifested in the structural and semantic deviations. 

The second verse unfolds the aggravation of the relations between the poet and the authority as the nominal sentence is intentionally 

vague about whom the persona is longing to. He has difficulty reconciling with authority and external reality, namely captivity. In an 

attempt to remind Saif Al-Dawlah of their intimate relationship, the poet fronts the predicate ػ٘ذ١before the subjectُٞػخ to imply that their 

friendship comes first for him so that his cousin might feel the poet’s love for him.  

To compensate for his peremptory tone, manifested by the negative and imperative structures in the opening verses, the poet uses 

synonymic lexicons أضؼل٢٘ and أر٢ُ٘. As the dark weakens him, the Poet, in turn, fights back the dark by restraining his eyes from crying 

as if conquering over his tears. This image is enhanced by his peremptory tone upon talking about his intimate relationship with Saif 

Al-Dawlah, which is clarified by metaphors like ذ ٣ذ اُٜٟٞثغط  and أرُِذ ٓؼب.  Nevertheless, the second half of the second verse  ث٢ِ لا ِٓ  َّٖ ٌِ َُ َٝ
  .٣is a bitter criticism leveled against the authority, which tries to marginalize others due to fear of competitive political rivalsزُاعُ َُُٚ عِش  

Metaphors are an apparently stylistic phenomenon in the poem. Semantic deviations, namely represented by metaphors and similes, 

prevail throughout the poem. There are 30 metaphors in 22 verses. Similes come second; there are nine similes in nine verses. Some 

metaphor-associated-meanings uncover culturally established patterns. For instance, the metaphor inاساى ػص٢ اُذٓغ relates to the typical 

image of the "Arab Master," who is commonly characterized by inexhaustible patience and heroic fortitude. The metaphor contained in أٓب
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٢ٜٗ ُِٟٜٞ connotates strength mixed with pride. To picture vulnerability the poet uses the metaphor inإرا  ا٤َُِ أضٞا٢ٗwhich implies the poet's 

vulnerability, and then he comes up with two metaphorical images indicating his strength and pride, which has a radically swift return to 

the image of the "Arab Master.‖ Both the explicit metaphors in رٌبد رض٢ء اُ٘بس ث٤ٖ جٞاٗذ٢ and إرا ٢ٛ أرًزٜب اُصجبثخ ٝاُلٌش overflows with intense 

feelings and emotions for authority. 

Moreover, the lexical choices the poet chooses to function as containers of cultural patterns. The opening lines are repleted with lexical 

choices that reflect the poet's sense of superiority rooted deep in the prince's Self as if he is creating his version of the popular legend of 

the prince/knight. Like other poets/knights, his condescending and full-of-egotism attitude stemmed from his high political and social 

status. Examples of such lexical choices are: ػص٢، ش٤ٔزي اُصجش، ٢ٜٗ، أٓش، ثغطذ، أرُِذ، خلائوٚ اٌُجش. The previously mentioned implicit patterns 

are not the only ones in the poem; more is revealed in the following verses as they show themselves in an anxiously escalating manner as 

the poem flows. They occur in clusters, starting from a point that forms the center and then shooting out in different forms. One pattern 

acts as an agent that controls the agency of the Arab S elf. These patterns are connected in an anxiously escalated relationship. It’s worth 

noting that the first part of the poem contains cultural patterns to be unfolded in the following parts.  

Part Two (27 - 5): the Dichotomy of the Self and the Other (establishing the center and creating the Marginalized (binaries)).  

 

ٍَ اُوطَشُ  ــذَّ ظَــٔآٗبً كـَـلا ٗـَـضَ ِٓ ٞدُ دَُٝٗٚ      إرِا  َٔ اُــ َٝ  َِ ص َٞ َِّز٢ ثـِـبُ ِِ ــؼَ ُٓ  

كبءِ ُيَِ اُؼزُسُ  دَــلِظذُ  َٞ ٖ ثؼَضِ اُ ِٓ  َٖ أدَغَ َٝ دَّحَ ثـَـ٤َ٘٘ب       َٞ َٔ ضَــ٤َّؼذِ اُــ َٝ  

ًَــقِّ ًــبرِجِٜب ثَششُ  ــٖ  ِٓ ُّ إلِّا صَــذبئقٌِ      لِأدَــشُكِٜب  ِٙ الأ٣َـّـب َٛــزِ ٓـــب   َٝ  

ثَ  َٝ َٛــٞا١َ ُـَـٜب رَٗــتٌ  َٖ ك٢ اُذ٢َِّ ؿبدحًَ       َٖ اُـبد٣ ِٓ ــٜجَزُٜب ػُزسُ ثِ٘لَغ٢    

هشُ  َٝ َِّ ٝاش٤ِخٍَ  ًُــ َّٕ ٢ُ      لَأرُٗــبً ثـِـٜب ػَــٖ  إِ َٝ َٖ ك٢َِّ   رـَـشٝؽُ  إُِــ٠ اُٞاش٤

ِِٜب هلَشُ  ٖ أَٛ ِٓ َّٕ داساً ُـَـغذِ  ٢      أسَٟ أَ َٕ لِأََّٗ٘ أَٛــ٢ِ دــبضِشٝ َٝ  ثـَـذَٝدُ 

إ٣ِـّـب َٝ       ُْٜ إَِّٗ َٝ َٛٞاىِ  دــبسَثذُ هـَـ٢ٓٞ ك٢  اُخَٔشُ َٝ َٝ ١َ ُـَـٞلا دُــجَّيِ أُبءُ   

ٌُلشُ  ُٕ ٓب ش٤ََّذَ اُ ُّ الإ٣ــٔب ٌُٖ      كـَـوذَ ٣ـَـٜذِ َ٣ َُْ َٝ شبحُ  ُٞ ٍَ اُ  كـَـإِٕ ٣ـَـيُ ٓــب هب

زُٜب اُـَذسُ  َٔ ٗــغبٗخٍَ  كــ٢ اُذ٢َِّ ش٤ زََُّخٌ      لِإِ َٓ كبءِ  َٞ كــ٢ ثـَـؼضِ اُ َٝ كـَـ٤ذُ   َٝ  

ُٕ اُ س٣َــؼب َٝ هــٞسٌ   ٜشُ َٝ ُٔ َٕ اُــ ًَــٔب أسَِ ُٕ  أدَــ٤بٗبً  ٛب      كـَـزؤَسَ ــصِجب ٣غَزلَِض   

ِٚ ٌُٗشُ  ُِ ث٢ِ ػ٠َِ دب ِٓ َٛــَ  ثـِـلَز٠ً  َٝ خٌ       َٔ ٛــ٢َ ػ٤َِ َٝ ــٖ أَٗــذَ  َٓ  رـُـغبئ٢ُِِ٘ 

 ُْ ُٜ ْ كـَـ ُٜ ـ َٜٟٞ      هـَـزــ٤ِيُِ هــبُـَـذ أ٣ََـّ شبءَ َُٜب اُ َٝ ًَٔب شبءَد  ًُــثشُ كـَـوُِذُ   

ػِ٘ذىَِ ث٢ خُجشُ  َٝ ُـَـْ  رغَؤ٢َُ ػ٢َّ٘  َٝ  كـَـوُِذُ ُـَـٜب ُـَـٞ شِــئذِ ُـَـْ رزَؼَََّ٘ز٢      

ــؼبرَ اَللَِ ثََ أَٗذِ لا اُذَٛشُ  َٓ  كـَـوبَُذ  ُوََذ أصَسٟ ثيَِ اُذَٛشُ ثؼَذَٗب      كـَـوُِذُ 

غِيٌَ      إُِــ٠ اُوَ  َٓ ِٕ َُٞلاىِ  ُِلأدَضا  َٕ ٓــب ًــب ُِِج٠ِِ جِغشُ َٝ  َٟٜٞ َّٖ اُ ٌِ ِتِ َُ  

َٜجشُ  ُٖ ػَزَّثَٜب اُ ٜجَخٌ      إِرا ٓــب ػَــذاٛب اُج٤َ ُٓ اُجَذِّ  َٝ  ٍِ ض َٜ َٖ اُــ ِِيُ ثـَـ٤ رـَـٜ َٝ  

ِٚ صِلشُ  ِِوذُ ثـِـ ب ػَــ ّٔ ــ ِٓ َّٕ ٣ـَـذ١  أَ َٝ ُِؼبشِنٍ        كـَـؤ٣َوَ٘ذُ إَٔ لا ػِــضَّ ثـَـؼذ١ 

هـَـَِّجذُ  أَٓــش١ لا  َٜجشُ َٝ ُٖ أَٗــغب٢ٗ أَُـَـخَّ ث٢َِ اُ ٢َُِ سادَخً      إِرا اُــج٤َ أسَٟ   

٢َُِ اُؼزُسُ  َٝ  ِٚ ٜب      َُٜب  اُزَٗتُ لا رجُضٟ ثِ ِٔ دٌُ َٝ  ِٕ ِْ اُضَٓب  كـَـؼذُدُ إُِــ٠ دٌُ

َٜب اُزػُشُ  ــ٤ثبءَ ظَــج٤خًَ      ػَــ٠ِ شَــشَفٍ ظ٤َٔبءَ جََِِّ َٓ  َٕ ًَــؤ٢َّٗ  أُٗــبد١ دٝ  

ب      رـُـ٘بد١ طَلاً ثبُِٞادِ أػَجَضَُٙ اُخُضشُ رـَـ ًَــؤََّٜٗ َّْ رـَـشٗٞ  َُ دــ٤ــ٘بً ثـُـ جَــلَّ  

(Diwan Abu Firas, 162-164) 

Context:  

There has been uncertainty about The "Self" and the "Other" in humanistic disciplines, philosophical. Psychological, or social. They are 

complex terms that are complicatedly different but interrelate. Moreover, they are not static or unchanging but evolve depending on 

context. Cultural criticism is not far from getting influenced by other disciplines. The "Self" and the "Other" are cultural terms in the first 

place. 

In the second part of Abi Firas's poem, the value of the (Other/Saif Al-Dawlah) is determined by (Self/Poet)'s perspective. The dichotomy 

of Center/Margin describes the Other and facilitates communication with it, particularly in its conflict with the Self suppressed, 

decentralized, and marginalized by the Other. Saif Al-Dawlah pushes the poet from the center to the margin by leaving him a captive in 

the enemy's prison. Several resources support this hypothesis as they mentioned that Abi Firas escaped from Roman's prison rather than 

being ransomed. Abi Firas defends his central position as a part of the authority while the Other marginalizes and excludes him by leaving 

him a captive. As a reaction to oppression, the poet embeds cultural patterns behind words. Contradictions (opposites) top all other 

devices to show the (Other/Authority)'s vices exposed by the Self/Poet. Yousuf Elimat asserts the vital ―r‖. Oliamat contradictions 

(opposites/binary) to weave a web of relations in which opposing patterns thrive, forming one body, which provides coherence to the 
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poem (Oliamat, 227). 

Here it can be said that binaries are used to maneuver, and at the same time, they seem an inevitable consequence of the clashes between 

the Self and the Other. This binary is used as the critical base on which we revisit the Other and read the Self. The Other is indicative of 

the Self as things can be recognized when compared to their opposites. Opposites are mentioned in twenty places as put in order in the 

table:  

Verse one  ٢ٜٗ and أٓش 

Verse two ٣زاع  and  عش 

Versefive ظٔآٗب  and  اُوطش 

Versesix  دلظذ  and ض٤ؼذ 

Verseten   ٕٝاِٜٛب/هلش-ثذٝد/دبضش  

Versetwelve ٣ٜذّ الا٣ٔبٕ / ٓب ش٤ذ اٌُلش 

Versefourteen  ٝهٞس  and  ٕرؤس 

Verse fifteen  ػ٤ِٔخ  and  ٌٗش 

Verse seventeen   رغؤ٢ُ  and  خجش 

Verse twenty  ٍاُٜض  and  اُجذ 

Verse twenty-six   ٣ؼشف  and  ٚاٌٗشر 

Verse twenty-seven   رٌ٘ش٢٘٣  and ؿ٤ش ٌٓ٘ش 

Verse thirty أظٔؤ  and رشر١ٞ 
 ٣شجغ and  أعـت

Verse thirty-four   اُو٤زٜب  and   ٣ِوٜب ُْ 

Verse thirty-six   اُـ٠٘  and  اُلوش 

Verse thirty-nine   ثش  and  ثذش 

Verse forty-four   أُٞد ,  ُْ ٣ٔذ , د٢٤ 

Verse forty-six   خِٞا ث٤بث٢  and  ػ٢ِ ث٤بث٢ 

Verse forty-eight  ا٤ُِِخ اُظِٔبء  and  اُجذس 

It is worth noting that binaries (opposites) prevail in the whole poem, yet they are prominent in this part, generating a range of significant 

aspects that contribute to the aesthetics of the poems. Binaries (opposites), alongside with conventional pattern of the woman, create a 

space for the poet to pour vitriol on authority; criticism for the Other is thus masked with this hidden cultural pattern. Aware of the 

Other/Center's power to exclude him by procrastinating paying the ransom to the enemy, Abi Firas considers it as a sign of marginalizing 

and thus pronounces him different, different in the sense of inferiority, from the authority. As he can see his death, which is what the 

authority aspires is closer to him than his ransom is. The poet's death, which the authority aspires to, seems an option better than the 

ransom for the authority. The poet's suppressed desperation looms over part two as indicated by his lexical choices such as  أُٞد، ٓذ

 .ضٔآٗب، لا ٗضٍ اُوطش

There is no comparison between Abi Firas, who is clear and direct, and the authority, who is twisty and changing. Linguistic deviation 

occurs when the word ش٤ٔزي is fronted to highlight the features of both the Self and the Other. Criticizing the Other through contradictory 

comparisons then extend throughout part two, obviously in line 14 ( زؤسٕ أد٤بٗب ًٔب ٣ؤسٕ أُٜشك ) and in line 38 ( ُؿَٔش ُ لا سَثٚ  َٝ ٜشٌ  ُٓ لا كشََع٢  َٝ ).In these 

two lines, the readers find the significant difference between the indiscreet and reckless Other and the wise expert.  

Part two, which is full of opposites, brings us back to the first part when the poet breaks the monotony of the chain of opposites by using 

comparisons between the Self and the Other as in ش٤ٔزٜب اُوذس and ش٤ٔزٜب اُصجش. Linguistic deviation occurs when the wordش٤ٔزيis fronted to 

highlight the features of both the Self and the Other. Criticizing the Other through contradictory comparisons then extend throughout part 

two, obviously in line 14  ُؿَٔش ُ لا سَثٚ  َٝ ٜشٌ  ُٓ لا كشََع٢  َٝ  and in line 38كزؤسٕ أد٤بٗب ًٔب ٣ؤسٕ أُٜش. In these two lines, the readers find the significant 

difference between the indiscreet and reckless Other and the wise expert. Further, images support opposites in a way that stimulates the 

minds and brings forth all aspects of the conflict between the Self and the Other without distancing it from the psychological and 

emotional dimensions as in: 

كبءِ ُيَِ اُؼزُس َٞ ٖ ثؼَضِ اُ ِٓ أدَغَٖ  َٝ دَّحَ ث٤ََ٘٘ب        َٞ َٔ ض٤ََّؼذِ اُ َٝ  دَلِظذُ 

(Diwan Abu Firas, 163) 

The explicit metaphor brings the oppositesدلظذ ٝض٤ؼذon the fore and the marked inverted structure in اُٞكبء ُي ٝاُؼزس, in which the 

ungratefulness of the authority is highlighted by fronting the phrase اُٞكبء ث٤٘٘ب. It is imperative that the Other should maintain the friendship 

and appreciate the poet's loyalty by setting him free. Another image comes to talk about what the Self/Poet has maintained for friendship 

and what the Authority/Other has disregarded:  

ًَــقِّ ًبرِجِٜب ثشَشُ  ــٖ  ِٓ ُّ إلِّا صَــذبئقٌِ      لِأدَــشُكِٜب  ِٙ الأ٣َـّـب َٛــزِ ٓــب   َٝ  

َٖ ك٢ اُذ٢َِّ ؿبدحًَ    َٖ اُـبد٣ ِٓ ثَٜجَزُٜب ػُزسُ    ثِ٘لَغ٢  َٝ َٛــٞا١َ ُـَـٜب رَٗــتٌ   

هشُ  َٝ َِّ ٝاش٤ِخٍَ  ًُ َّٕ ٢ُ      لَأرُٗــبً  ثـِـٜب ػَــٖ  إِ َٝ َٖ ك٢َِّ   رـَـشٝؽُ إُِــ٠ اُٞاش٤

(Diwan Abu Firas, 164) 

Days are likened to records on which events are written down as highlighted in the explicit metaphor الأ٣بّ صذبئق. What the Self/Poet has 
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made for the friendship and what the Other/authority has wasted, thus, the history of the Other/Center depends on the Other’s deed, that is, 

the Other's deeds determine his position in the center or in the margins. 

The dynamic picture of constant writing and erasing the records is indicative of two important things: first, the poet’s constant tracking of 

the authority’s actions, which he appears hesitant to record, and second the significance of his ransom as a historical point which can be 

counted for the interest of the authority or can be used against it.  

Opposition dramatizes the conflict between the Self and the Other, gliding freely to and fro in time, which creates a space for the poet to 

expose the authority recklessness and betrayal as shown in the picture drawn by the lexical choice رشٝؽ. In turn, the poet could present the 

shining picture of the Self as suggested by the explicit metaphorلارٗب ٝهش and other metaphors as in the following verses:  

ٌُلشُ  ُٕ ٓب ش٤ََّذَ اُ ُّ الإ٣ٔب ٌُٖ       كوََذ ٣َٜذِ َ٣ َُْ َٝ شبحُ  ُٞ ٍَ اُ  كإَِٕ ٣يَُ ٓب هب

زُٜب اُـَذسُ  َٔ ٗغبٗخٍَ ك٢ اُذ٢َِّ ش٤ زََُّخٌ       لِإِ َٓ كبءِ  َٞ ك٢ ثؼَضِ اُ َٝ ك٤َذُ  َٝ  

(Diwan Abu Firas, 163) 

And the explicit metaphor in:  

ثَٜجَزُٜب ػُزسُ  َٝ َٛٞا١َ َُٜب رَٗتٌ  َٖ ك٢ اُذ٢َِّ ؿبدحًَ        َٖ اُـبد٣ ِٓ  ثِ٘لَغ٢ 

(Diwan Abu Firas, 163) 

In these metaphors, the poet draws for himself the picture of the loyal selfless side, while the authority appears as the treacherous 

ungrateful one. Opposition intensifies the comparison and the conflict between the two sides: the marginalized Self and the central 

authority, which fears competition. Such comparison uncovers the authority’s ethical flaws. Abi Firas sacrifices himself for the authority 

while the ungrateful authority denies him his basic rights. Abi Firas embarrasses the authority and appears on the good side by making 

excuses for the authority. The poet uses a marked structural displacement in ؼض اُٞكبءاُؼزس ُي أدغٖ ٖٓ ث , in which the word اُٞكبء, loyalty, is 

fronted in an attempt to mitigate the authority’s fears and mistrust against him. 

Opposition is oversimplified if studied at the apparent structural level as it also uncovers a hidden cultural pattern rooted deep down in 

human civilization as a whole. Relationships among humans have been controlled and even determined by contradictions and differences 

related to races, colors, dogmas, cultures, politics..etc. We all consciously or unconsciously in a constant search for differences to be. 

Opposition is itself a space in which all conflicts and affiliations gather and mix, and the dynamics are based on what’s right and what’s 

wrong. The Self is in that space searching among all contradictions to form an identity. Cultural patterns prove a valid tool to compromise. 

It is really the raw material with which the Self forms an identity for itself. In Abi Firas’s case, the influence of the predecessors is 

obvious, namely his influence on Antarah’s experience in his tribe as elaborated in part three.  

Part Three (54 - 26): The Infinite Self: Allusions to Antarah's Poetry: 

اُذَضشُ  َٝ  ُٝ ِٚ اُجذَ ٌَشرِ ــٖ أَٗ َٓ ُِــ٤ؼَشِفُ   ـُٚ       ّ إَِٗـّ ِْ ش٢٘٣ ٣ــب اثِــ٘خََ اُــؼَ ٌِ  كـَــلا  رـُـ٘

 ُٓ ـ٘ــ٢ ؿَــ٤شُ  ش٢٘٣ إَِٗـّ ٌِ لا  رـُـ٘ــ ٍَ اَُ٘صشُ َٝ اعِــزُ٘ضِ َٝ  ُّ ـذِ الأهَــذا شٍ      إرِا  صََُـّ ٌِ ــ٘  

ََّ ثـِـٜب اُــَ٘صشُ  دحٍَ  إَٔ لا ٣ـُـخِــ َّٞ ــؼـَـ ُٓ ًَــزــ٤جخٍَ        َِّ ٌُــ ُِــــ إِٗـّـــ٢  ُـَـــجَــشّاسٌ  َٝ  

ًَــثــ٤شٌ إُِــ٠  ــخــٞكخٍَ       َٓ  َِّ ٌُــ ٌٍ  ثـِـ إِٗـّـــ٢  ُـَـــ٘ـَـضّا ُِٜب اُــ٘ظََشُ اُــشَضسُ َٝ ٗـُـضّا  

اَُ٘غشُ  َٝ أعَـــَتُ دَــز٠ّ ٣ـَـشجغََ اُزِئتُ  َٝ اُوَ٘ب       َٝ ؤُ  دَــز٠ّ رـَـشر١َٞ اُج٤ضُ  َٔ  كـَـؤظَ

٢َِِ اُ٘زُسُ  ِٚ هَج لا اُــج٤َشَ ٓــب ُـَـْ رـَـؤرِ َٝ لا  أصُــجخُِ اُــذ٢ََّ اُــخَِٞفَ ثـِــبسَحٍ       َٝ  

٣ـــبسُةَّ  داسٍ  اُلجَش  َٝ َٝ ــ٤٘ؼخٍَ      طَــِؼَذُ ػَــ٤َِٜب ثـِـبُشَدٟ أَٗــب  َٓ ُـَــْ رـَـخَــل٢٘   

اُــخُٔشُ  َٝ سَدَّرــ٢٘ اُــجشَاهِغُ  َٝ َٛــض٣ــٔبً  ــٌَِزُُٚ       َٓ ََ دَــز٠ّ  دَـــ٢ٍّ  سَددَدُ اُــخ٤َ َٝ  

ٍِ ٗـَـذ١ٞ ُـَـو٤زُٜب      كـَـَِْ ٣ـَـِوَ  عــبدِــجخَِ  الأر٣َـــب ػــشُ َٝ َٝ لا  َٝ ِِوبءِ  ٜب جــبك٢ اُــ  

ُـَـْ ٣ـُـٌشَق لِأثَــ٤برِٜب عِزش َٝ سُدــذُ  َٝ       ُ ًَُِّٚ َٛــجذُ ُـَـٜب ٓــب دــبصَُٙ اُــج٤َشُ  َٝ  

ِّ اُلوَش ٌَشَ ِٖ اُــ لا  ثــبدَ ٣ـَـث٢٘٤٘ ػَــ َٝ       ٠٘ ِـ ِٚ اُــ لا ساحَ ٣ـُـطـــ٢٘٤ ثـِـؤثَــٞاثِ َٝ  

ٓــب  دــبجَز٢ ثـِـ كشُ َٝ َٞ كشََ اُ َٝ كٞسَُٙ      إرِا ُـَـْ أكَـِـش ػِــشض٢ كلَا  ُٝ ٍِ أثَـــ٢  بُٔب  

ـُٚ ؿَــٔشُ  لا سَث ـ َٝ ــٜشٌ  ُٓ لا  كـَـشَعــ٢  َٝ ؿ٠       َٞ ٍٍ َُذٟ اُ ٓب صَذج٢ ثؼِضُ َٝ  أعَِشدُ 

َّْ اُــوَضبءُ ػَــ٠ِ آِشِئٍ      كـَـِـَـ٤ظَ  ُـَــُٚ ثـَــشٌّ ٣ـَـ ٖ إِرا دُــ ٌِ ُـَـ لا ثـَـذشُ َٝ َٝ  ِٚ وــ٤  

ــش   ُٓ ُٛٔب  ِٕ أدَــلا ُٛــٔب أَٓــشا ِٝ اُشَدٟ      كـَـوُِذُ:   ٍَ أصَُــ٤ذبث٢: اُــلِشاسُ أَ هــب َٝ  

ُٛٔب الأعَشُ  ِٖ خ٤َشَ ــٖ أَٓش٣َ ِٓ دَــغجيَُ  َٝ ُِــٔب لا ٣ـُـؼ٤ج٢ُ٘       ٢  أَٓــضــ٢  ــَّ٘٘ ٌِ ُـَـ َٝ  

خَ  َٓ َٕ ُــ٢: ثـِـؼذَ اُغَلا ِٚ ٓــب ٗــب٢َُ٘ خُــغشُ ٣ـَـوُٞٞ اُــَِ َٝ ثبُِشَدٟ      كـَـوُِذُ: أَٓــب   

اُضَش   َٝ ٞدُ عبػَخً      إِرا ٓــب رـَـجبك٠ ػَــ٢َِّ٘ الأعَشُ  َٔ َٛــَ ٣ـَـزجَبك٠ ػَــ٢َِّ٘ اُــ َٝ  

ُٕ ٓــبد٢َِ٤َ  ذِ الِإٗــغب ُٔ ٞدُ كبَِخزشَ ٓب ػَلا ُيََ رًِشُُٙ      كـَـَِْ ٣ـَـ َٔ َٞ  اُــ اُــزًِشُ ُٛــ  

 ُٝ ِٚ ػَــٔش ــب ٣ـَـٞٓبً ثـِـغَٞءَرِ ًَــٔب  سَدَّٛ زََُّخٍ       َٔ لا  خَــ٤شَ كــ٢ دكَــغِ اُــشَدٟ ثـِـ َٝ  
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ُْ دُــٔشُ  ِٜ ـــٖ دِٓــبئِ ِٓ ـٔــب      ػَــِـَـ٢َّ ثـِـ٤ــبةٌ  إَِٗـّ َٝ َٕ إَٔ خَــِـّـٞا ثـِـ٤ــبث٢  ــّ٘ٞ ُٔ  ٣ـَـ

 ُْ ِٜ ُْ عَــ٤ــقٍ كــ٤ هــبئـِـ ُْ اُصَذسُ  َٝ ُْ دُــطَّ ِٜ أػَــوبةُ سُٓــخٍ كــ٤ َٝ اٗــذمََّ ٗـَـصُُِٚ        

كـــ٢ اُــ٤َِِخَِ اُــظَِٔبءِ ٣ـُـلزوََذُ اُــجَذسُ  َٝ       ُْ ًُش٢ُٗ هـَـٞٓــ٢ إِرا جَــذَّ جِــذٛ   عَــ٤ـَـز

ا َٝ رـِـِيَ اُــوَ٘ب  َٝ ُٖ اَُّز١ ٣ؼَشِكَُٞٗٚ       شُ اُشُوشُ كـَـإِٕ ػِــشذُ كـَـبُطَؼ َّٔ اُضُ َٝ ُج٤ضُ   

اِٗــلَغَخَ اُــؼُٔشُ  َٝ  ُّ إِٕ  طــبَُذِ الأ٣َـّـب َٝ ــ٤ذٌِّ       َٓ ُٕ لاثـُــذَّ  ـــذ  كـَـبلِإٗــغب ُٓ إِٕ   َٝ  

َٕ  ُـَــٞ  ٗـَـلـَـنَ اُــصُــلشُ  ٓـــب  ًـــب َٝ       ِٚ ُـَـٞ عَــذَّ ؿ٤َش١ ٓب عَذدَدُ اًِزلَٞا ثِ َٝ  

ُٖ  أُٗـــ ٗـَـذــ ِٝ اُوَجشُ َٝ َٖ أَ َٕ اُــؼب٤َُٔ ع ــظَ ػِــ٘ذَٗب      ُـَـ٘ب  اُــصَذسُ دٝ َٞ بطٌ لا رـَـ  

ٜشُ  َٔ ِِٜب اُ ــٖ  خَطَتَ اُذَغ٘بءَ َُْ ٣ـُ َٓ َٝ ؼب٢ُ ٗـُـلٞعُ٘ب       َٔ ُٕ ػَــ٤َِ٘ب كــ٢ اُــ  رـَـٜٞ

ــٖ كـَـ َٓ  ُّ أًَــشَ َٝ أػ٠َِ ر١َٝ اُؼلُا       َٝ لا كخَشُ أػََــض  ثـَـ٢٘ اُــذ٤ُٗب  َٝ ٞمَ اُــزشُاةِ   

Arabic cultural patterns determine the frameworks within which event-making and event-changing heroic images manifest themselves in 

a way that defends the tribe's identity and achieves its institutional goals. Antarah could enhance that sense of belonging to the tribe. He 

did not want to split off the tribe, but instead, he wanted to blend with the group. Antarah always projected himself as a heavily armed 

knight to get the tribe's recognition. His heroism was his ticket to freedom, and being a subordinate did not fulfill his ambitions. Him 

being a knight was the only thing that granted him acceptance and recognition amongst his tribe. In this context, he says:  

لا ٗبَُٜ َٝ شَد ػَجظٌ  ًِ ز٢       َُٔب رُ َّٔ ِٛ َٝ  ُّ اُذُغب َٝ َُٞلا عِ٘ب٢ٗ  ب كخَشُ َٝ  

(Antarah, 72) 

He mentioned in another poem that the tribe of Bani Abs's recognition making him officially a knight:  

 ِْ َٛ ِٕ الأدَ ُٕ ثِئشٍ ك٢ َُجب ب       أشَطب ًَؤََّٜٗ اُشِٓبحُ  َٝ َٕ ػَ٘زشََ   ٣َذػٞ

And: 

َُ ا ٜب       ه٤ َٔ َٛتَ عُو أرَ َٝ ُوََذ شَل٠ ٗلَغ٢  َٝ ِّ ٣يَ ػَ٘زشََ أهَذِ َٝ ُلَٞاسِطِ   

Such a successful endeavor is worthy of being simulated and reenacted by Abu Firas. Thus Abu Firas in his poem saw in Antarah's 

presence a side that brought back to him his self-esteem to a point where he could feel proud again and relate easily to Antarah. The 

feeling of pride that Abu Firas felt firsthand is an involuntary state of mind by which a person can live the full experience of the state of 

being of another person. As a result, a person can experience fully or partially the state of being of another person. In the presence of an 

abundance of similarities between both poets, relating to each other, became almost something that develops a definite pattern.   

Accordingly, a person becomes the same as another in terms of knowledge and reasoning- sometimes, completely or partly (as a 

secondary result) (Laplanche 1988, 198). In Abu Firas’s case, Antarah’s reasoning becomes a pattern imposing itself on Abu Firas’s poetry. 

Images of wars and morals are of a pragmatic nature, making the amplified self-image a creative pattern that entails heroism, which 

dynamically maintains the tribe's identity. In turn, the tribe is obliged to acknowledge the knight making him a member again. Aware of 

the efficiency of this theme, Abu Firas merges it into his poem, making it a tool to channel through for his Self.  

Antarah draws with details on the aspects and implications of his knighthood, whether on the practical level as a warrior or the moral 

level as a nobleman in everyday life. Like Antarah, Abo Firas creates a mythical image of the Self, surprisingly unique in heroic acts in 

war. In his poem, the pronoun "I" prevails, priding himself as a valiant, bold man in war compared to the fragile enemy. The first-person 

pronoun goes hand in hand with other devices like "Emphasis," "Repetition," and "Gemination" to create the mythical image of the Self. 

Using the pronoun "I" in every verse of the poem is a psychological indicator of the glow in his character and a strong desire for personal 

fulfillment. The Other's presence is conditioned by the heroic acts of one's ego. Antonyms in the following lines intensify metaphors:  

اُوَ٘ب َٝ ؤُ دَز٠ّ رشَر١َٞ اُج٤ضُ  َٔ  كؤَظَ

اَُ٘غشُ ) َٝ أعَـَتُ دَز٠ّ ٣َشجغََ اُزِئتُ  َٝ ) 

 ٢َِِ ِٚ هَج لا اُج٤َشَ ٓب َُْ رؤَرِ َٝ اُ٘زُسُ ٝاُـ ) )، 

(Diwan Abu Firas, 164) 

The following light image is one of the best examples of images referring to the Self:  

اُلجَشُ  َٝ ٤٘ؼخٍَ       طَِؼَذُ ػ٤ََِٜب ثبُِشَدٟ أَٗب  َٓ ٣ب سُةَّ داسٍ َُْ رخََل٢٘  َٝ  

(Diwan Abu Firas, 165) 

The poet's ethics, including honesty and integrity, in verses (37, 36, 35, and 31) are parallel to Antara's. The negative expressions such as 

كشََ ) َٝ لا ثبدَ، َُْ أكَشِ، كلَا  َٝ لا ساحَ،  َٝ ) go hand in hand with metaphors too. Vertical repetitions in verses (26 and 27) accentuate the poet's voice and 

lay bare his power of speech made against authorities. In this line, the poet highlights his deeds, which authority can never obliterate. The 

meaning achieved by the music is further emphasized by non-negated antithesis (Tibaq Ijab) ( اُذضشاُجذٝ ٝ ), which signifies the holistic 

knowledge of the hero known for his great deeds and sacrifices.  

The heroic image is supplemented by scenes of captivity, which all reflect the poet's goodwill. This heroic image is yet associated with a 
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history of degradation. An enlightened introspection of the heroic image gives the reader a full view of the past and the present exposing 

the cultural blindness of the authorities throughout history. The selfless knight, who prefers captivity over cowardly escape, is given up by 

his nation, thus uncovering its fragility. The poet draws the readers' attention to the dire situation of the nation, namely the authority and 

its retinue. He also brings to light the differences between the Islamic and Roman civilizations. The Romans, the enemy, acted as the 

noble host for the captive, the poet. They did not even force him to change his outfit as a gesture to honor his bravery. The rest is 

negatives in  ُؿَٔش ُ لا سَثٚ  َٝ ٜشٌ،  ُٓ لا كشََع٢  َٝ ؿ٠،  َٞ ٍٍ َُذٟ اُ ٓب صَذج٢ ثؼِضُ َٝ  and that is the poet's way to indicate that captivity is the only unchanging 

truth that has a hold of his thinking. Although taken captive, Abi Firas still ranks himself and his horse at the top of the rest of his peers in 

fighting nobly and bravely in the battle. He finds in himself all that make a knight. His lexical choice (أص٤ذبث٢), which comes in the 

diminutive form of the word (أصذبث٢) intensifies his underestimation of the performance of his peers in the battle as they escaped death, 

unlike him who fought until the end. Thus, the poet records and reaffirms his historical position vis-a-vis the authority, which he referred 

to in the following dynamic image, whose goal is to cast doubts on its achievements:  

ُّ إلِّا صَذبئقٌِ       لِأدَشُكِٜ ِٙ الأ٣َبّ زِ َٛ ٓب  ًَقِّ ًبرِجِٜب ثشَشُ َٝ  ٖ ِٓ ب   

(Diwan Abu Firas, 162) 

Rhetorical devices are predominant in this verse. The reporting style evolves from its original function, which commonly serves the 

semantic purpose of informing the addressees; it instead goes beyond it to show the meaning of pride and bravery. This rhetorical 

meaning is a shift of what is invariable into what is variable. That is to confirm the hero's image, who never accepts injustice, which is 

proven by his brave deeds, which he prides himself on. His view about himself goes in line with his heroic deed, which his peers could 

not make. Moreover, implicit metaphor such as " ُك٢ ا٤َُِِخَِ اُظَِٔبءِ ٣لُزوَذَُ اُجَذس َٝ " and "  ُ٣ـَِٞ اُزِجشُ َُٞ ٗلَنََ اُصُلش َٕ ٓب ًب َٝ " match the heroic image he draws 

for himself. Conditional sentences alongside opposites go perfectly with his heroic self-image, supported by his captivity.  

As for the victories the poet valiantly gained, he gave credit to his cousin, Saif Al-Dawlah, who represents the authority that in turn denies. 

To articulate the authority's arrogance, the poet uses an implicit metaphor ( ٍِ عبدِجخَِ الأر٣َب َٝ ), which entails the image of a luxurious woman 

swaggering towards him to diminish his good deeds. Authority, who lives a luxurious life in the palace, with no harm coming to them, 

gains the honor of the battles fought against the enemy on their behalf.  

In this part, the poet describes his glory that singles him out from other warriors. He also never humiliate himself by taking a share from 

war spoils: ( أَ  اَُ٘غشُ َٝ َٝ عـَتُ دَز٠ّ ٣َشجَغَ اُزِئتُ  ). He has all morals that make him transcend all, including his enemy. He never attacks women or 

places with no men to defend and never does with no prior warning. He leaves the authority to judge. How would a knight like himself, 

who is noble with his family, be even nobler to his cousin and folk? The great mass of powerful and dynamic images - alongside 

rhetorical devices- is dedicated to featuring the uniquely brave knight and entailing the Other's need for such heroism. The Other's destiny 

is rather dependent on these heroic deeds. These images bring us back first to the resources from which Antarah drew his images of life in 

the desert. These shared images go in the poem as if in a circle that ends from where its starts.    

These images affirm the conscious knowledge of the features and the aspects of this heroic image of the knight, reflecting the poets' 

overwhelming desire to get access into and be a part of the collective mind of the folk. Hence, these images underline the question of 

identity and belonging through recollecting Bedouin’s military character, represented by Antarah. Abi Firas, the city boy, takes Antarah as 

his champion in his poem. Hamdan family's state was founded on the Roman frontiers and the individual's place in the clan is based on 

laws of chivalry. This cultural pattern is also prominent in many of Antarah’s poems. To name a few:   

ٍُ دِص٘ب ٍِ ػَجظٍ       إرِا ٓب شبددَِ الأثَطب ش٤ذُ ٥ِ َٔ ُٖ اُ  أَٗب اُذِص

(Tabrizi 2007, 195) 

In the last three verses, there is a trace of cultural assimilation and a pattern that is derived from the pre-Islamic era which prides itself on 

the ―collective Self‖, with which the ―Poet’s Self‖ merges (Arabic Language Academy, 16). The individual’s pride in the tribe is a cultural 

pattern associated with the individual’s pride in his Arab roots. As Swaif affirms: ―The tribe is the base on which the Arab character 

achieves its balance. Any form of imbalance causes a deep crack in the individual’s character‖ (Swaif 1981, 125).  

The collective voice supports the individual in the first place and the tribe itself in the second place. It is an artistic phenomenon that has 

psychological and social dimensions. What is striking about this poetic cultural pattern is that, on the one hand, it deepens the moral as 

well as the military virtues. On the other hand, it crowns all their successes and obliterates the other tribes. As the poet belongs to the tribe 

of ―Taghlib‖, he invokes the spirit of Amr Ibn Kulthoum, in whose famous ode the poet’s ―I‖ is transformed into the collective reference 

―we‖, i.e., the tribe. When the poet unites with the collective self, he tries to reach a finish line where he reconciles with the other. Only at 

this point, the poet merged with the tribe, and the pronoun ―I‖ is transformed into the pronoun ―we‖.  

Abu Firas keeps following Antarah’s poetic trails in a manner that matches his ambition to merge with the tribe. Antarah’s invocation of 

Amr Ibn Kulthum is a device by which he merges with the tribe. Although in one way or another, Antarah was excluded by his tribe, he 

kept their presence in several poems, surely beside his presence too:  

َٕ ػ٠َِ اُشَػ٤َِّٚ شلِوٞ ُٔ ُٖ اُ ٗذَ َٝ ٌَٔ٘ب        َٕ إرِا دَ ُٖ اُؼبدُِٞ ٗذَ َٝ  

 ِٖ َٕ إرِا دػ٤ُ٘ب       إ٠ُِ طَؼ ٘صِلٞ ُٔ ُٖ اُ ٗذَ ش٣َِّٚ َٝ َٜ اُشِٓبحِ اُغَٔ  

ج٤َِّٚ َٞ َِ اُج٤ِبدِ الأػَ ِ٘ب       ػ٠َِ اُخ٤َ َٔ َٕ إرِا دَ ُِجٞ ُٖ اُـب ٗذَ َٝ  
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(Tabrizi 2007, 217) 

Abi Firas’s influence on Antarah can be seen in his excessive pride in his tribe, Hamadan. Like Antarah, Abi Firas attempts to refer to his 

position among his tribe through an implicit simile, in which he stresses their need for a person like him:  

ٜشُ  َٔ ِِٜب اُ ٖ خَطَتَ اُذَغ٘بءَ َُْ ٣ـُ َٓ َٝ ؼب٢ُ ٗلُٞعُ٘ب        َٔ ُٕ ػ٤ََِ٘ب ك٢ اُ  رَٜٞ

(Diwan Abu Firas, 165) 

And through another implicit simile:  

َٕ َُٞ ٗلَنََ اُصُلشُ  ٓب ًب َٝ        ِٚ َُٞ عَذَّ ؿ٤َش١ ٓب عَذدَدُ اًِزلَٞا ثِ َٝ  

(Diwan Abu Firas, 165) 

Believing in the impossibility of achieving materialistic immortality, the pre-Islamic poet compensates for it by achieving another 

spiritual form of immortality, which deems him alive as long as his name is mentioned. Such a form of immortality is achieved through 

committing to social values and virtues such as generosity, bravery, chivalry, and other drawn from ancient Arab heroes. Such collective 

concepts can function as a tool by which the poet could show his mythical heroism and could block any attempt to obliterate or exclude 

him as his name and memory are kept through his good deeds and sacrifices.  

4. Results 

Throughout the history of literature, continuous cultural patterns among poets have been a valid device functioning as an incubator in 

which predecessors’ traditions are unconsciously cultivated, indirectly and furtively contributing to the formation and progression of the 

literary text. These collective and traditional concepts, as a product of constant social, cultural, and ideological conflicts, literary texts, 

whether in verse or prose, eventually get reincarnated and keep revolving, and thus get passed through with time passing.  

Investing Antarah’s cultural patterns, Abi Firas proves cultural patterns a vital device through which he could magnify and elaborate on 

themes, which intensifies the text’s power with various epistemological and cultural components. Furthermore, transmitting the 

predecessor’s concepts helps extend experiences through the ages.  

Abi Firas does not only use obvious literary devices to articulate the contradictions he went through, but he also utilizes cultural patterns 

to do so. To Abi Firas, contradictions can really be articulated through tyrannical cultural patterns, in which the poet finds it difficult to 

prove his identity unless he creates new patterns of relationships by which distances between him and the Other are cut or shortened. The 

poet’s marginalized Self heads towards the center, a space where hidden cultural patterns thrive.  

- Culture has made the woman a symbolic epitome behind which cultural patterns reside, which surely fits the typical symbolic character 

of Arabic poetry. The scholar has found that most of their studies have focused on the concept of patriarchy instead of extending their 

studies to the power that woman can exercise in patriarchy. In Abi Firas’ case, the woman exercises a despotic authority over the poet, a 

thing that intensifies the poet’s marginalized status.   

- Abi Firas’s poem is naturally a text rich in hidden cultural patterns as he lived up to the common society’s values that cherish chivalry 

and celebrate men’s capabilities to bravely go through trials. The tribal codes also help individuals to represent themselves in a magnified 

way that the tribe itself supports and encourages.  

- Concepts like royalty and pure lineage have had a powerful position, just like other social and political concepts. Such concepts have 

been core to the Arab culture since the pre-Islamic era until now.  

- Through Antarah’s experience, Abi Firas could uncover the Arab cultural mindset that controls his destiny and other patterns which can 

be gotten rid of for the sake of other powerful patterns. For instance, Antarah’s tribe acknowledged Antarah for his strength and bravery, 

which in turn maintained his presence among them. The cultural pattern of hybrid parentage and distorted descent is canceled by the 

cultural pattern of knighthood. Such compromise maintains both Antarah’s identity and the tribe’s status among others.  

- The scholar uncovers Abi Firas’ pride and arrogance, which really contribute to him being marginalized. His language is revealing too. 

These are factors that make authority, represented by Saif Al-Dawlah, backfire against individuals, like Abi Firas, who challenges it.   

- Cultural references create a space in which the poet feels powerfully free to criticize the authorities and convince them to end his 

captivity. 

5. Conclusion 

Abu Firas al-Hamdani's Ra’iyyah describes what he experienced. The cultural analysis of his Ra’iyyah is built upon the political, social, 

and ideological struggles he went through. By exposing embedded cultural patterns, the Ra'yiah reveals the superiority of the Arab man, 

who seeks to create a myth that aligns with his ego. The other cultural pattern illustrates how the ego and the Other are combined to form 

the center and the margins. The feminine mask serves to critique the Other in front of the ego. In Ra'yiah, opposing dualities play a crucial 

role in defining the stylistic features that reflect the inevitable struggle between the ego and the Other. Reviewing and evaluating the 

Other and reading the Self critically, it allows a critical deductive efficacy. Further, another cultural pattern can be found in the story of 

Prophet Joseph, peace be upon him, which is an anecdotal inheritance that combines the struggle of Prophet Joseph with the conflict 

between Saif al-Dawla and Bani Hamdan. The study of Abu Firas al-Hamdani's Ra'yiah should not be limited to the Ra’yiah alone but 

should encompass his entire diwan, as this material is rich in social, political, and intellectual conflicts. 
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