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THE METRICAL STRUCTURE OF CLASSICAL ARABIC POETRY'

ADNAN ABBAS

Arabic philologists and critics during the Abbaside epoch (750-1258) concentrated on
the selection of words, form, content, rhetorical figures, meter, thythm and rhyme. They
also concentrated on the proper choice of subject and the relationship between
expression and content?. These clements have characterized the general scheme and
structure of the traditional “classical” poem “gasida pl. gasd’id” since the Gahili period
(pre-Tslamic — 6™ century). The first Abbaside philologist who talked about this poetic
scheme was Abi Bisr al-Amidi (d. 981).

1t would be useful first to explain that the main specific rule of the classical poem is
the unity of meter and rhyme, a rule which was respected by classical and neoclassical
poets until the 20" century. The second important structural rule of Arabic classical
poetry is the unity of the verse or “bay”. The verse is independent of the overall theme,
that means it does not use enjambment. The Abbaside philologisi Ibn Rasiq ai-
Qayrawani (995-1064) considered that rhyme is an important element of the qasida
along with the metrical structure?.

The particular nature of Arabic classical verse and the general traditional scheme of
old long “mu‘allagar’ poems from the 6" century, was broken during the Abbaside
periods. The Abbaside poets and philologists thought that the poem as a whole should
have a specific and individual subject or “poem unity”.

Changes in Arabic poetry, such as the strophic or muwas¥aha poem in Spain "
century) and the poetry known as band in Irag (17" century) gave the poet new

1

) This paper also refers in brief to the metrical structure of some poetic forms.

See e.g. Al-Gahiz. no date. Kitab al-bayan wa at-tabyin. v. 1. Bayrit. p. 43. Ibn Tabétaba al-
‘Alawi. 1982, ‘Iyar a3-§i‘r. Bayrit. p. 9, 11, 17. Qudama Ibn Ga‘far. no date. Nagd as-3i‘r.
Lubnin. p. 18. Ibn Rasiq al-Qayrawani. 1934, Kitab al-‘umda. v. 1. Al-Qahira. p. 113, 129.
Ibn Qutayba. 1981. Kitb as-3i‘r wa a¥-$u‘ard’. Bayrat. p. 13-14.

Ibn Ragiq al-Qayrawani. op. cit. v. 1. p. 131.
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possibilities to make changes concerning the above mentioned rules. Strophic poetry for
example moved away from the single rthyme and used some new rhythms. In particular,
the poets of the Iraqi band also used various rhymes and two meters in one composition.
The Iraqi band and modern poeetry (romantic and free verse) of the 20® century are
characterized by using enjambment.

Without any doubt the most important change in Arabic poetry was the move from
verse unity, which is based on two identical hemistichs, to the rule of feet unity, which is
based on the arrangement of feet. This rule became the basic structure of the band and
free verse forms.

The metrical structure of the Iraqi band for example is based on the usage of more
than one meter (two meters: ar-ramal “the running” and al-hazag “the trilling”), using
different numbers of feet. The close relationship between these two meters, derived from
one prosodic circle, gives a similar musical value. The band also moves away from the
rule of the single rhyme. For example, here is the band entitled Fi wasf al-dyat al-
ardiyya (The Description of Earthly Wonders) by the Tragi poet Ma‘tiiq Ibn Sihab al-
Miisawi (1616-1676), in which the poet moves freely from one meter to another:

Haliqun adhaka fi qudratihi [-barg (ramal, 3 feet)

fa-abda Sanaba l-lam* (hazag, 2 feet)

wa abké mugala l-wadq (hazag, 2 feet)

fa-agra dirara d-dam' (hazag, 2 feet)

fa-ahya buga‘ l-ard (hazag, 2 feet)

fa-anbatna dananira bahérin hamalatha

qudubu 5-Sadr..* (hazag, 5 feet)

(Because of His power, the Creator (God) made the flash of lightening smile,
and He whitened the light

He awakened the eyes for crying, drawing tears from them
He revived the Earth which was dressed, as spring, with a green garment
The red flowers looked like carmine-red pearls with juicy leaves)

As far as free verse is concerned it departs from the rigours of classical Arabic
verse. It deviates from the single meter and rhyme in one poem. The structure of free
verse is based on using variety in the number and arrangement of feet, and not on the
classical arrangement of the unity of two hemistichs. It retains the old rule on the equal
length of hemistichs however. The new poetic style moves freely from one rhyme to
another. The Iraqi creators of free verse Badr 3akir as-Sayyab (1926-1964), Nazik al-
Malaika (1923-) and Buland al-Haydari (1926-1996) created their own rhyming
constructions.

It is necessary to point out that the first free poems were written in the ramal meter.
This meter is melodious and has various metrical and musical possibilities, giving the
poet more freedom of choice. The poets of free verse largely use the meters which are

4 Ma‘tiq Ibn Sihab al-Musawi. 1884. Diwan Ma 'tiq al-Misawi. Al-Qahira. p. 190.
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based on one repeated foot. Some attempts in the field of free verse appeared in the
Interwar-period by the Egyptian poet from the Apollo association Ahmad Zaki Abi Sadi
(1892-1955), using more than one meter in one composition. There is also an attempt in
the field of free verse by the Syrian poet Halil Saybub (1891-1951), who emigrated to
Egypt, entitled A3-Sira* (The Sail). It was published in the Egyptian periodical Apollo
in 1932. An analogous form is found in other poems, such as: Al-Hadiga
al-mayyita wa al-qasr al-bali (The Dead Garden and Old Castle) by Halil Saybib and
An-Ndy (The Flute) by Bisr Faris. It is also necessary to mention a poem by the Iraqi
poet Anwar Sa’ai, which was written in 1929 in the ramal meter’.

Most present-day Arabic critics, e.g. Thsin ‘AbbasS, confirm that the best known
creators of free verse are the Iraqi poets Badr Sakir as-Sayyab, Nazik al-Mala'ika and
Buland al-Haydari. The first free verse of As-Sayyab entitled Hal kana hubban? (Was
It Love?) was written on 29.11.1946. It is based on the ramal meter and consists of two,
three or four feet with different rhymes”. This poem was included in As-Sayyab’s first
collection of poetry, Azhdr dabila (Wilted Flowers), published in 1947. His second
divan Asdfir (Myths) was published in 1950. Nazik al-Mala’ika also wrote her first free

5 See some free verses from the above mentioned poets in: Salma Khadra Jayyusi. 1977.
Trends and movements in modern Arabic poetry. v. 2. Leiden. p. 378-379, 543-544. See also
Kamal, Na§’at.1967. Aba Sadi wa harakat at-tagdid fi a3-3i‘r al-‘arabi al-hadit. Al-Qahira.

. 399.
?hsz‘an ‘Abbas. 1978. Ittigahat a3-5i‘r al-‘arabi al-mu‘asir. Al-Kuwayt. p. 15,
7 See for example the first poem of As-Sayyab:
Hal tusammina l-ladi alqd hiyama?
am qunitnan fi l-amani am garama?
md yakinu I-hubbu nawhan wa btisama?
am hufiiga l-adlu'l I-harra, ida hana t-taldqi...
(Do you call what I feel passionate love?
Or madness of desire or love?
Or thirst of the heart when our meeting approachs?)
See the whole poem in: Badr Sakir as-Sayyab. 1971. Diwdn As-Sayyab. v. 1. Bayrat. p. 101-
103.
Nazik al-Mala’ika says in her first free verse:
Tala‘a I-fagru
isgi ild waq i hura [-masin
fi samti l-fagri, ashi, unzur rakba i-bakin...
(The dawn appeared
Listen to the thudding of the walkers steps
In the silence of the dawn, listen, see the crying people)
See the whole poem in: Nazik al-Mald’ika. 1979. Diwdn Nazik al-Mald’ika. v. 2. Bayrit. p.
138-142.
Buland al-Haydari also says in his poem Hafgat at-fin:
And min nar
wa ndri Sahwati
ahragat gismi wa magat fi damiri...
(I am rising from the fire
And this fire is my greed,
which burns my body, heaving in my conscience)
See the whole poem in: Buland al-Haydard. 1992. Al-A‘mdl al-kamila. Al-Kuwayt-Al-
Qahira. p. 111-114
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verse Al-KilarG (Cholera) in 1946. She published the first poetic divan Sazdyd wa
ramad (Splinters and Ashes) in 1949. Buland al-Haydari published his first collection of
new poems Hafqgat at-tin (The Beat of Clay) in 1946. Other poets who have written this
poetry are ‘Abd al-Wahhab al-Bayati (1926-1999) who published his first divan Al-
Masd’ al-ahir (Last Evening) in 1950, Sa‘di Yusuf (1934-) from Iraq, Salah ‘Abd as-
Sabiir (d. 1983) from Egypt, Adonis “‘Ali Ahmad Sa‘id” (1930-) from Syria, etc.

It is important to point out that Arabs in all previous times had compared the
traditional “classical” poetic verse to a tent made from hair. The content of the verse was
compared to the equipment of a tent. Each traditional verse is divided into two equal
hemistichs in respect of the number of feet and the length of the hemistich. However
‘arud (pl. a‘arid), which Al-Halil Ibn Ahmad al-Farahidi (d. 791) invented, is a measure
for studying the prosody of verse and the whole of Arabic classical poetry. It helps us to
differentiate between a good poetic structure and a bad one in terms of its prosody. The
word ‘ariid is in the feminine gender, although it is used in the masculine. This word (pl.
‘uritd) means a valley or a strait8. It also describes a camel that is difficult to be led or
trained. Another meaning of ‘ariid is a post in a tent. The word Al-‘Arid is also the
name of a place in the Arabic Peninsula. Al-Fayrizabadi (1329-1414) in Al-Qdmas al-
muhit (Ocean “Comprehensive” Dictionary) described how Al-Farahidi worked out this
prosodic scheme in Al-‘Arid, that is in Mecca%. All the prosodic terms were derived
from the different parts of a tent. It is also said that Al-Farahidi went along to the
copper-smiths market one day and heared the beats of their hammers on the trays. This
situation led him to compare this sound to the tones of the syllables in the feet.

Without doubt Al-Farahidi, the creator of Arabic prosody, knew the rules governing
musical keys and the other elements connected with music, rhythm and melody. The
prosodic arrangement is based on two facts: all expressions which are pronounced, will
be written; however, expressions which are not pronounced will not be written!®, Al-
- Farahidi, in working out the rules of Arabic prosody, used the inflected Arabic scheme,
in which the fa‘ala form is the basic rhythmical measure for every word. Fa‘ala also
became the basis for prosody. When Al-Farahidi analyzed the metrical structure of
Arabic poetry he turned his attention first to analyzing the vowels and consonants, then
the tones and sounds in which the vowels and consonants are joined together!1.

Arabic verse, just as in Greek, is based on metrical feet, though Arabic prosody
generally complies with the specific structure of the language. However, metrical
differences between Arabic and Greek verse remain in the range of the language used!2.
Al-Farahidi pointed out that Arabic poetry is based on eight original feet: fa‘iilun //ofo,

8 Al-Halil Ibn Ahmad al-Farahidi. 1967. Kitab al-‘ayn. v. 1. Bagdad. p. 321.

®  Al-Fayriizabadi. 1978. Al-Qdmis al-muhit. v. 2. Al-Qahira. p. 331.

10 Prosodic scanning is to scan a verse into pieces (syllables). There are two metrical ways to

write the syllabic symbols: “ / ” (moving letter) and “0” (quiescent letter), or “v” (one

moving letter) and “ — ™ (two letters: moving letter followed by quiescent letter). I use the

first way in this paper.

Kamal Abu Dib.1981. Al-Binya al-iga ‘iyya li-a$-§i‘r al-‘arabl. Bayriit. p. 195.

%ar(s) Johnson, Lars. 1994. Arabic prosody and its applications in Muslim poetry. Uppsala. p.
-10.
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fa‘ilun /o/lo, mafa‘ilun /fofolo, fa‘ilatan /o//ofo, mustaf‘ilun /o/o/fo, mutafa‘ilun /lo//o,
mufa‘alatun /o///o, and maf‘ulatu /o/ofo/; plus two secondary: fa‘i / Yatun /o/ : /olo, and
mustaf‘i / lun Jofof : /o. Each foot consists of either five or seven parts (letters). Four of
the feet are original (basic): fa‘dlun, mafa‘flun, mufé‘alatun, and fa‘ilatun. The
remaining four feet are branches: fa‘ilun, mustaf*ilun, mutafa ‘ilun, and maf‘Glaml3, Al-
Gawhati (d. 1005), who was considered by Ibn Rafiq al-Qayrawani to be an analyst of
Arabic prosody, stressed that there are only seven feet, there being no foot named
maf‘dlatu /o/o/o/ in prosody, because he thought that it was derived from the foot
mustaf*ilun /o/o//o 14.

A certain number of feet form a meter. Some meters consist of four, six or eight
feet. The foot in Arabic prosody consists of different syllables: long, medium and short.
The number of syllables in cne hemistich is often seven to fifteen. There are various
possibilities regarding the usage of the syllables in Arabic poetry. If the verse begins
with two medium syllables, one of them can be changed to short. However a verse
which begins with three medium syllables (one after the other), the second or third can
be changed to short. The same is true of a verse which begins with four medium
syllables {one after the other), where the third can be changed to short, however it is
rare. The meters which have a lot of long syllables in Arabic prosody are af-fawil (the
long), al-kamil (the perfect or full), al-basit (the outspread), al-wdfir (the exuberant), al-
hafif (the light or nimble), ar-ramal (the running), al-mutaqdrib (the tripping), as-sart’
(the swift), al-munsarih (the flowing) and al-mutadarik (the continuous or new). The
short meters consist of a few syllables such as al-hazag (the trilling), al-mugtatt, (the
docked or amputated) and the catalectic “magzi’” al-kamil, the catalectic al-wdfir, the
catalectic al-hafif, the catalectic ar-ramal. The medium syllables are found, generally in
the mutadarik meter 15.

The syllables in the Arabic foot refer to the sabab (cord), watid (peg) and fasila
(interval, interspace). As far as the sabab is concemed, there are two kinds of this

syllable. The first is called sabab hafif (light), consisting of two letters (a moving letter
followed hv a a

followed by a quiescent
sabab taqil (heavy), consisting of two moving letters, e.g. laka (for you), ma‘a (with)
“/". The watid is divided into two Xinds and consists of three letters. The first is called
watid maqrin “magmi* > (three letters), consisting of two moving letters followed by a
quiescent letter, e.g. agal (yes), ila (to) “/fo”. The second is called watid mafriq (three
letters), consisting of one moving, then one quiescent, then one moving letter, e.g. gala

(he said), ga’a (he came) “/o/” 16,

13 See e.g. Muhammad as-Sadiq ‘Afifi. 1978. An-Naqd at-tatbiqi wa al-muwazandt. Al-
Qahira. p. 233-234. ‘Ala ‘Abbas ‘Alwan. 1975. Tatawwur a¥-§i'r al-‘arabi al-kadif fi Al-
‘Iraq. Bagdad. p. 245. Jerzy Kurylowicz. 1975. Metrik und Sprachgeschte. Warszawa. p.
211-215.

14 Ibn Rasiq al-Qayrawani. op. cit. v.1. p. 115-116.

15 Tbrahim Anis. 1981. Misigé a$-§i‘r. Al-Qahira. p. 151-161. .

16 W, Wright. 1971. A grammar of the Arabic language. v. 2. Cambridge. p. 358. Adnan
Abbas. 1996. Studia nad prozodiq arabskq, band i muwa$Saha. Warszawa. p. 23.
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As far as the fasila is concerned, Ibn ‘Abd Rabbihi (860-940) and other philologists
did not mention it when they analyzed Arabic prosody, though they mentioned the other
parts of the foot!”. The fésila is divided into two parts: fasila sugra (smallest) consisting
of four letters, that is three moving letters followed by a quiescent letter, e.g. ‘amild
(they both worked), rahali (they left) “///o”; and fasila kubra (largest) consisting of five
letters, that is four moving letters followed by a quiescent letter, e.g. ‘amaluhum (their
work), sami ‘ahum (he heard them) “////o”.

The metrics of Arabic verse originate from the sound of a camel’s footsteps as an
Arab goes through the desert with his camel, and this classical metrical structure has
been obligatory to the present day'8, Arabs compare the meter “wazn, pl. awzan” to a
sea “bahr”, which is rich in pearls. The author of Arabic prosody, Al-Halil Ibn Ahmad
al-Farahidi, divided Arabic meters into fifteen parts, but Al-Ahfas (d. 793) added one
further meter “al-mutadarik” which makes sixteen: at-fawil (the long), al-basit (the
outspread), al-madid (the extended), al-wdfir (the exuberant), al-kdmil (the perfect or
full), al-hazag (the trilling), ar-ragaz (the trembling), ar-ramal (the running), as-sari
(the swift), al-musarih (the flowing), al-hafif (the light or nimble), al-muddri‘ (the
similar), al-mugtadb (the lopped or curtailed), al-mugiazt (the docked or amputated), al-
mutaqarib (the tripping), and al-mutadarik or al-muhdat (the continuous or new).
Generally, Arabic poetry consists of 36 kinds of feet called ‘arid, which means the last
foot of the first hemistich, and 66 kinds of feet called darb, which means the last foot of
the second hemistich. These are the main kinds mentioned in prosodic circles. Al-
Gawhari however, in his book ‘Arid al-waraga (Prosodic Paper), pointed out that there
are only twelve Arabic meters. According to him, seven of them are simple (al-hazag,
ar-ramal, ar-ragaz, al-wdfir, al-kamil, al-mutaqarib and al-mutadarik); and five are
composite (ar-fawil which is formed from al-mutaqdrib and al-hazag, al-mudari' which
is formed from al-hazag and ar-ramal; al-hafif which is formed from ar-ramal and ar-
ragaz; al-basit which is formed from ar-ragaz and al-mutadarik; and al-madid which is
formed from al-mutadarik and ar-ramal)!®.

Arabic meter is either acatalectic “/amm” or catalectic “magzii™, the latter form is
without the last two feet of the first and second hemistichs of the verse. Some meters can
be “mastir”, where one of two hemistichs of the verse is left out. All meters in Arabic
poetry are used in an acatalectic form (full feet — trimeters or tetrameters) except perhaps
the following: al-muddri' and al-mudtast. The meters which are rarely used in an
acatalectic form are al-madid, al-hazag and al-mugtadab. The catalectic “dimeter”

17" Tbn ‘Abd Rabbihi. 1876. Al-'Iqd al-farid. v. 3. Al-Qihira. p. 188-191. Ahmad al-Ha$imi. no
date. Mizdn ad-dahab fI sind‘at $i'r Al-‘Arab. Dimasq-Bayrit. p, 5-6. W. Wright. op. cit.. v.
2. p. 358. Wolfhart Heinrichs. 1987. “Poetik, Rrhetorik, Literaturkritik Metrik und
Reimlehre”. in: Grundriff der arabischen Philologie. band 2: “Literatur”. Wiesbaden. p-
1935196. Adnan Abbas. 1996. Studia nad prozodiq arabskq, band i muwasiaha. Warszawa.
p.23.

Janusz Danecki. 1977. “Rym, rytm i melodia w poezji arabskiej”. Literatura na swiecie. nr 4
(74). Warszawa. p. 123 (see the whole paper: p. 121-127).

Ib Rasiq al-Qayrawini. op. cit. v. 1. p. 115.
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meters are often used in Arabic poetry, especially when the themes concern love, wine,
descriptions or nature. )
Here are the sixteen meters with their prosodic schemes:
at-tawil — consisting of eight feet. It is often used in an acatelectic form_, but rarely a
catalectic form, A lot of classical poems, including the mu ‘allagat, as well as
neoclassical ones were written in this meter:
fa‘ialun mafé‘ilun fa'idun mafd‘tlun x2
Holo Hololo  /Hfofo Hololo X2
al-basit - consisting of eight feet. It is used either in an acatalectic form or a
catalectic form. Classical and necclassical poets use it:
mustaf‘ilun fa‘ilun mustaf'ilun f&‘ilun x2
/olollo folfo Jofollo lollo x2
al-madid — consisting of six feet. It is often used in a catalectic (dimeter) form, but
rarely in an acatalectic (trimeter) form:
fa'ilatun fa‘ilun fa‘ildun x2
folfolo  folfle  /foffolo X2
al-wafir — consisting of six feet. It is used either in an acatalectic (trimeter} form or
a catalectic (dimeter) form. Classical, neoclassical and modern poets
frequently use it:
mufé‘alatun  mufd‘alatun  mufd‘alatun x2
Hollto Hoftlo /oo x2
al-kamil — consisting of six feet. It is used either in an acatalectic (trimeter) form or

a catalectic (dimeter) form. Classical, neoclassical and modern poets often use
this meter. It is melodical and comes close the ragaz meter (where the foot

mutafa ‘ilun //o//o changes to mufd ‘ilun /o/o//o):
mutafd ‘ilun  mutafa‘ilun  mutafa‘ilun x2
Wollo  Hlollo Hlolfo x2

al-hazap — consisting of six feet. It is often used in a catalectic (dimeter) form. It is
frequently used in singing:
mafa ‘ilun mafa‘ilun mafd‘ilun x2
Hololo flololo  llofolo X2

ar-ragaz — the oldest meter in Arabic poetry, which was used in singing. It consists
of six feet. Some critics have pointed out that thyming prose “sag” was the
basis of the development of this meter in the 6 century in Arabic poetry?. It

is used either in an acatalectic (trimeter) form, a catalectic (dimeter) form, a

20 See e.g. Dimitrij Frolow. 1988, Translated into Arabic by Muhammad at-Tayyér. “Nazra
“ald ushil wa atar al-wazn fi a3-3i‘r al-‘amidi”. Nahnu wa al-‘Arab. Mosco. p. 109.
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ma3tir form (three feet left out) or a manhik form (two feet left out of each
hemistich). Poets often use the trimeter. It is an enthusiastic meter, which has
often been used during wars since the 6 century?!, The modernist poets of the
first Abbaside period (750-850) used this melodious meter. The same thing
took place in some free verse compositions after the Second World War in the
20™ century:

mustaf‘ilun  mustafilun  mustaf'ilun x2

fo/olfo lololfo fololfo x2

ar-ramal — consisting of six feet. It is used in an acatalectic (trimeter) form or a
catalectic (dimeter) form. It is a melodious meter, having various metrical
aspects. It was used in singing, and it was often used by modernist poets
during the first Abbaside period. It was also used by the Iragi poets of the band
(17"-19" centuries), and by romantic poets during the Interwar period. A
number of the first free verses were written in this meter after the Second
World War:

Sfa'ilarun fa'ilatun f&ilatun x2
foflofo  Jolfolo fo/folo X2

as-sart’ — consisting of six feet. It is used in an acatalectic (trimeter) form, a
catalectic (dimeter) form or a mastir form. Classical and neoclassical poets
use it:
mustaf‘ilun  mustafilun  mafalatu x2
/offolo /o/loflo lolofo/ x2

al-munsarih — consisting of six feet, It is used either in an acatalectic (trimeter)
form, a catalectic (dimeter) form or a manhiik form:
mustaftlun  maf alatu mustafilun x2
fo/otfo fololfo /o/ollo x2

al-hafif — consisting of six feet. It is used either in an acatalectic (trimeter) form or a
catalectic (dimeter) form. It is a light and melodious meter, which was often
used by poets writing on the subject of love during the Ommaide (661-750)
and Abbaside periods:

Ja'ilatun mustaf'iflun fa‘ilatun x2
/otfolo fo/o/ - fo lolfolo X2

al-mudari* - consisting of four feet. It is only used in a catalectic form:
mafa ‘ilun fa‘'vldun x2
/ofolo /ol : folo X2

al-mugtadb — consisting of six feet. It is often used in a catalectic (dimeter) form,
but rarely in an acatalectic (trimeter) form:

21

Dimitrij Frotow. 1991. Klaseueskij arabskij stich. Moskwa. p 124-125.
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maf alaru  mustafilun  mustaf ilun x2
lololof  Joloto/ lolofle/ X2

al-mugtatt — consisting of four feet. It is only used in a catalectic form:
mustaf'iflun  fa‘ildun x2
/olol . fo Jollofo x2
al-mutaqdrib — consisting of eight feet. It is used either in an acatalectic form or a
catalectic form:
fa‘dlun fa‘ilun fa'ilun fa‘alun x2
Holo Holo  Holo  Holo X2 v
al-mutadarik or al-muhdat - consisting of eight feet. It is used either in an
acatalectic form or a catalectic form. It is often used as habab (trot) where the
main foot f ‘ilun /o//o becomes fa ‘ilun ///o. Poets often use kabab because it is
very melodious:
fatilun fa‘ilun fa‘ilun f@‘ilun x2
lolfo  Jolo lofle foflo x2%?

A variety of metrical changes can be employed by poets to alter the meter. Metrical

changes called zikafat “sing. zihdf® (crawling, creeping) are made to Arabic meters to
give them more melody. These changes are not obligatory and are applied to the asbab
syllables in all the feet of a poem. Ibn Rafiq al-Qayrawani considers that there can be no
poetry without zihafar3. There are two kinds of zikdf: single and mixed or composite.
The former is divided into:

—  ‘agl (hobbling): the foot mufa‘alatun /fo/ffo of the wdfir meter becomes
mufa ‘ilun //o//o.

—  ‘asb (binding): mufa‘alatun /fo///o changes to mufd ‘altun /fo/o/o in the wafir
meier.

—  habn (shortening): fa ‘ilun /o//o becomes fa‘ilun //fo; fi ‘ilatun /o//o/fo becomes
fa'ilatun /fo/o. This change is used in the basit, ragaz, ramal, sari', munsarih,
madid, hafif, muqgtadab, mugtart and mutadarik meters.

—~  idmar (concealment): mutafd ‘ilun //fo/fo becomes muifa‘ilun /o/o/fo in the
kamil meter.

—  kaff (enfolding): mafa ‘ilun #o/o/o becomes mafa ‘ilu //o/o/ in the ramal, hazag,
tawil, hafif, madid, mutari’ and mugtatt meters.

—  qabd (seizing): fa‘dlun //o/o becomes fa'dlu /o/ in the tawil, hazag, mudari’
and mutaqdarib meters.

22

23

For more detailed information about Arabic meters see: Al-Hatib at-Tabrizi. Edited by Al-
Hassani Hasan ‘Abd Allih. 1977. Kitdb ai-kaft fi al-‘arad wa al-gawafi. Al-Qahira. W,
Wright. op. cit. v. 2. Muhammad Isbar, Muhammad AbQ ‘Ali. 1982. Mu ‘gam ‘ilm al-‘arid.
Bayrit. Ahmad al-Hasimi. op. cit. p. 31-122. Adnan Abbas. op. cit. p. 24-28.

Ibn Ra8iq al-Qayrawani. op. cit. v. 1. p. 117.
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-  tay (folding): mustaf ilun /o/o//o becomes musta ‘ilun /o/¥/o in the ragaz, basit,
sari', munsarih and mugqtadab meters.

- wagqy (breaking wp): mutafa ‘ilun ///o//o becomes mufi ‘ilun H/o/fo in the kamil
meter.

The second kind of zikaf is divided into:

- habl (confusion): maf*ildru /o/o/o/ changes to fa ‘ilatu Hlol, mustafilun /ofolfo
changes to fa ‘ilatun ///o.

~  hazl (cutting off): mutafi ‘ilur ///o/fo changes to mufia‘ilun /of/fo.

~  naqs (diminution): mufa ‘alatun f/o///o changes to mafa ‘ilu /o/o/.

—  Sakl (hobbling): fi‘ilatun /offo/o changes to fa‘ilatu /o/, mustafilun Jolollo
changes to mutaf*ilu /o,

Other metrical changes called ‘ilal “sing.‘illa” (irregularity) are applied to ashdb
and awtad in respect of the two feet @rid and darb. There are two kinds of ‘illa:
decrease and increase. Poets often also use these metrical changes in order to give their
compositions more harmony. The usage of ‘ilal is clear in classical and neoclassical
poetry. Al-Gawhari treats all metrical changes as zihqfat.

The decrease ‘ilal has nine forms:

~  batr (cutting off): the foot f& ‘ilatun /o/o//o changes to fa ‘il /o/o.

~  hadad (flow): mutafd ilun //o//o changes to mutafa /o in the kdmil meter
only.

—  hadf (omission, shortening): fa‘ilun #o/o changes to fa‘it /o, mafé ‘iun Hololo
changes to mafa ‘i Hofo.

—  kasf or kaSf (cutting off, eclipsing): maf il /ofo/o/ changes to maf‘ila
/o/o/o.

- ga¢’ (cutting off): failun /o//o changes to fa ‘il /o/0; mustafilun /o/o/fo changes
to mustaf'il /o/o/o in the basit, ragaz and kamil meters.

- gaif (plucking): mafa ‘ilun //o/o/o changes to mafa il //o/oo in the hazag, ramal
and hafif meters. It can be clearly seen in the Iraqi band.

—  salm (cutting off, mutilation): maf iildru /o/o/o/ changes to maf*i /o/o.

~  wagf (stopping): maf"aldtu /o/o/o/ changes to maf*ilat /o/o/oo.

—  gasr (reduction).

The increase ‘ilal has three forms:

- fadyil (annotation, tailing): mustaf ilun /o/of/o changes to mustafilan fofolfoo;
Ja'ilun /o//fo changes to fa‘ilan /o//oo.

2 See c.gﬁglgmad al-Hasimi, op. cit. p. 11-13. Muhammad Isbar, Muhammad Aba ‘AL op.
cit. p. 57-58.
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—  tarfil (tailing, strutting): fd ‘ilun /o//o changes to fa‘ildtun /o//ofo; mutafd ‘ilun
/Holfo changes to mutafd ‘ildtun /ifol/o/o.

—  tasbig (extension, accomplishing): fi‘ildtun /offofo changes to fa‘ilatin
Jolfoloo?s.

There is also another ‘illa called fa$ ‘it (ruffling) which like zihdaf is not obligatory.
The fa‘ilun /o//o foot changes to falun /o/o; and fa‘ilatun /o/fo/o changes to faldtun
/o/o/o in the raml, hafif and mutadarik meters.

There are other ‘ilal which are treated as zihdfar, and they are not obligatory. They
give a lot of melody to poetic compositions such as harm or hazm (piercing). This form
of ‘illa is especially found in the Iraqi band, and often comes at the beginning of the
hemistich. In harm the mafa ‘ilun //o/o/o foot of the hazag meter is changed to fa Tlur
lolo/o, fa'ilu fofof, and fa“il /o/oo. However, hazm adds one or more letters to the foot.

—  talm or tarm (slit)

-~ Yarr (dividing, halving)
- gasm (shattering)

—  ‘adb (incision)

—  gamam (abundance)

- ‘ags (braiding)

—  harb (boring, splitting)

Some meters are composite (consisting of different feet: ar-fawil, al-basit, al-
madid, as-sarl’, al-hafif, al-munsarih, al-muddri’, al-mugtadab and al-mugtatr). They
are largely used in classical Arabic poetry. Other meters however are not composite but
are unmixed. They are seven of them, consisting of identical feet: al-wdfir, al-kamil, al-
hazag, ar-ragaz, ar-ramal, al-mutaqdrib and al-mutaddrik. Free verse largely used these
meters after the Second World War.

Long meters, such as af-tawil, al-basit, al-kamil, al-wafir and ar-ragaz were widly
used by the poets of the well-known mu ‘allagar and other poem from the 6th century as
well as various other periods up until the 20th century. The Abbaside poet Abh al-‘Ala’ al-
Ma‘arri (973-1057) stressed that the meters ay-tawil, al-basit and al-kamil were often used
by classical poets during earlier periods26, For example, the mu‘ailagdt of Imru’ al-Qays
(about 500-540), Tarafa Ibn al-‘Abd (about 538-564), Zuhayr Ibn Abi Sulma (about 530-
627) and Labid Ibn Rabi‘a (about 560-661) are written in the fawil meter; ‘Antara Ibn
Saddad (about 525-615) wrote in the kdmil meter; ‘Amri Ibn Kultim (d. about 584) the
wafir meter; and Al-Hari¢ Ibn Hilizza al-YaSkuri (6th century) the hafif meter?’. The
qasd’id, which are written on panegyrical themes frequently used the long meters.

25 See e.g. Muhammad Isbar, Muhammad Abi ‘AlL. op. cit. p. 74-79. Ahmad al-Hasimi. op. cit.
p. 14-17.

26 [brahim Fathi. 1986. Mu‘gam al-mustalahat al-adabiyya, Safagis. p. 61.

27 See seven mu'allagat in: Az-Zawzani. 1982. Sarh al-mu‘allagat as-sab’. Halab.
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In addition, the short meters are melodious and sung. They have been used during
various periods up to and including the present day. Each hemistich of the short meter
usually consists of seven to fifteen syllables. The short meters are: the catalectic kamil,
the catalectic wafir, the hazag meter, the mugiart meter, the muhalla‘ basit (shorten), the
catalectic hafif and the catalectic ramal.

Certainly lyrical poetry from the 7"-8" centuries and modernist poetry from the
8"-10" centuries was often written using these melodious short meters. The poets used
these meters when they wrote on love and wine themes, or when the described nature.
‘Umar Ibn Abi Rabi‘a (644-711) often used the ramal and hafif meters28. Here is an
example from the Abbaside modernist poet Abli Nuwas (757-814). The qasida is based
on the catalectic ramal:

Inna raffa’aka hada altafu l-ummati kaffaZ®
folfolo Iifolo folfolo Itfolo
fa'ilatun  fa'ilatun fa'ilatun  fa‘ilatun

(The hand of your seamstress
is nicer than others)

The Abbaside modernist poet Ibn al-Mu‘tazz (861-908) also used some melodious
meters. He says e.g.:

Hab li-‘ayni ruqadaha wa nfi ‘anha suhadaha

wa rhami I-muglata l-lati kunta fiha sawadaha®0
(Let my eyes sleep

Banish sleeplessness from them

Be merciful to the eye,

in which you are the eyeball)

Melodious short meters were also used by the Arab poets from the Rebirth (2™ part
of the 19" century and the beginning of the 20" century) and romantic (Interwar)
periods, such as the Egyptian poets Mahmud Sami al-Bartidi (1840-1904) and Ahmad
Sawqi (1868-1932). Here is an example from Al-Baridi:

Imla’i l-aqdah wa ‘sl man nagah

wa rwi gullati ya  bnatal-farah3!
(Fiil the glasses, do not listen to the advisors
And you, the daugher of pleasure - wine,
quench my burning thirst)

28 See the sixth table in: Dimitrij Frotow. Klaseiieskij arabskij stich. p. 182.

2 Sawqi Dayf. 1969. Ta'rik al-adab al-‘arabi, al-"asr al-'abbasi al-awwal. Al-Qahira. p. 232.

30 As-Suli. Edited by Yunis Ahmad ag-Samarrd’1. 1978, $i‘r Ibn al-Mu'tazz. v. 2. Bagdad. p. 261.

31 “Abd al-*‘Aziz ad-Dastqi. 1960. Gama‘ar Abilli wa ataruha fi as-Si'r al-hadit, Al-Qahira. p.
524,
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The Iragi neoclassical poet Gamil Sidqi az-Zahawi (1863-1936) also says:
Hayhata laysa li-man bihi tidi I-maniyyatu min hayati

illa ida atati l-qiya- matu wa hya yawman sawfa ta’ti32

(You may have

a long existence,

Except however when death comes

The day of resurrection will arrive someday)

Melodious meters were largely used by romantic poets and by some poets after the
Second World War. The émigré Libanese poet Gubran Halil Gubran (1890-1931) in the
following fragment from his long poem Al-Mawdkib (Parades) uses the melodious ramal
meter:

A‘tini n-naya wa ganni fa-1-gina yar*a I-‘uqul
foflolo  Hlolo loltolo  /folfoo

wa aninu n-ndyi abqa  min mugidin wa dalil3?

Hlofo  fo/lofo lollolo Moo

(Give me a flute and sing

Singing feeds the mind

The high sound of the flute will survive
longer than a proud or humble man)

Rasid Ayyiib (1871-1941) in the poem entitled Wa wala ma ‘arafnah (We did
not know him who passed by) uses a short melodious meter, saying:

Fa qgali innahu sabbun wa fartu I-hubbi adnahu’*
(They say he has fallen in love
The feeling exhausted him)

The melodious light meter is also presented in the following composition of
‘Abd ar-Rahman Sukri (1886-1958):

Saraha I-hayru wa l-add fihi wa l-hayru aglabu3s
(Goodness became clear ‘
It has dominated)

It is proper to mention, that the melodious ramal meter has been very popular
among the poets from the 7" century onwards. It was sung, and developed alongside

32 §awqi Dayf. 1974. Dirasat fi a3-i'r al- ‘arabi al-mu'asir. Al-Qahira. p. 83.

33 See the whole poem in; Gubran Halil Gubran. no date. Al-Magmii‘a al-kimila li-mu’allafat
Gubran Gubran Halil Gubrdan al-‘arabiyya. Bayrut. p. 353-364.

34 Mustafd Badawi. 1969. Muhtarat min as-3i‘r al-“arabi al-hadit. Bayrit. p. 108,

35 Sawqi Dayf. Dirdsat fi a§-3i'r al-‘arabi al-mu'asir. p. 118.
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music during the Abbaside periods and in Spain. The ramal meter is freer and gives the
poets various metrical possibilities. A lot of Andalusian muwassahdt were written in this
meter, e.g. the three famous works of Ibn Zuhr al-Hafid (d. 1200), Ibn Sahl (d."1251)
and Lisan ad-Din Ibn al-Hatib (1313-1374)%. The Iraqi band used this meter alongside
the hazag meter. Various romantic compositions and the first Arabic free verse also used
this meter, e.g. the first free verse of the Iraqi poet Badr Sakir as-Sayyab (1926-1964)
Hal kina hubban? (Was it love?)3,

As far as some new unusual thythms or meters are concerned, they appeared during
the first Abbaside period. A number of poets such as Razin al-‘Aradi “known as
Prosodic” and Abi al-‘Atahiya (748-825) tried to move away from the general prosodic
scheme of Al-Farahidi, and create new rhythms and meters. Abli al-‘Atahiya for
example invented the new rhythm “fa‘ilaru /offo/  fa‘ila Jo/fo x fa'ilaru follo/
fa‘ila Jo/fo”:

Li-l-manini da’irg-  tun yudirna sarfahd

fa-tarénd tantaging  wahidan fa-wahida38

(By death we suffer adversity

It picks us out one by one)

The same thing is true for some compositions from the 19™ and 20" centuries.
Ahmad Sawqi for example used a new rhythm in the following verse from his dramatic
poem Magniin Layla (The Mad of Love to Layla):

Ziyadu, ma daga  Qaysu wa la hamma®®
Hoflo lof /ollfo lofo
(Ziyad: Qays did not suffer any worry)

Little used or new meters “buhitr muhmala or mustahdata” were also used by the
modemist poets during the first and second Abbaside pericds (750-950). These meters
derive from known Arabic meters:

—  al-mustatil (reversed at-tawil): mafa‘ilun  fa'alun  mafa‘tlun  fa‘alun
(Hololo Holo /flofolo  Holo x2).

~  al-mumtadd (reversed al-madid): fa‘ilun fa‘ilamun  fa‘ilun
(follo  Jolfolo Jfollo - X2).

- al-muawafir (mixed al-kamil with ar-ramal): fa'ilatuka  fa‘ilawka fa‘ilun
(follol!  Joltol/ foffo x2).

36 See the muwasiaha of Ibn Zuhr al-Hafid which was included in Ibn al-Mu‘tazz’s divan in:
As-Sili. op. cit. v. 2. p. 170-172. See also the muwassahar of Ibn Sahl and Tbn al-Harib in:
Ibgn Sahl. Edited by Ahmad Husayn al-Qarni, 1926. Diwdn Ibn Sahl. Al-Qahira. p. 53-55, 56-
5

37 See the whole poem in: Badr $akir as-Sayyab. op. cit. v. 1. p. 101-103.

3% Abd al-Fara§ al-Isfahani. no date. Kitdb ai-agani. v. 3. Misr. p. 127.

3% Ibrahim Anis. op cit. p. 203.
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—  al-mutta’id (reversed al-mugtaty): fa'ilatun  fa‘ilatun  mustaf ilun
(fottolo /lollo/o  folollo X2).
—  al-munsarid (reversed al-mudari‘): mafé‘ilun  mafa‘tlun  fa'ilatun
(Hololo  Hololo  Jolfofo X2).
—  al-muttarid (another form of reversed al-mudari‘y. fi'ilatun mafé‘tlun
mafa ‘ilun
(/olfolo  Holofo /fofofo Xx2).
—  al-farid: maf‘alu  mafa‘ilu  mafi‘ilu  maf‘alu (fo/o/ Holo/  /lolo/ lo/fol).
—  al-wasim: fa‘ilatun  fa‘ilun  fa‘ilatun  fa'ilun
(follolo Jfolfo  Jollofo /foffo).
—  al-mu‘tamad: fi‘ilatak  fa‘ildiak  fa‘ila (foflofoo  Jollofoo  Jolfo)®.

Al-Farahidi divided the musical values of the meters into five prosodic circles
(groups). The arrangement done by Al-Farahidi was not chosen at random. It was done
according to a concrete and specific prosodic analysis. He used a concrete point in each
circle as the central point for the metrical structure of the foot and of the meter. He
arranged the meters in each circle according to their similar musical values. For example
the third circle begins from the watid and then moves through the two asbab of the
mafa ‘ilun foot (the point A is mafa i, the point B is i, the point C is lun). This foot is the
basic meirical element of the hazag meter. If we begin from the first sabab “‘r” (the
point B) we shall have the ragaz meter (the basic foot is ‘ilunmafa which is similar to
the foot of the ragaz meter mustaf ilun). If we begin from the second sabab “lun” (the
point C) we shall have the ramal meter (the basic foot is lunmafi which is similar to the
foot of the ramal meter fa ‘ilatun) Al-Farahidi built up the other circles according to the
same arrangement4l.

First circle: da’irat al-muhtalif “the tawil circle” (dissimilar) — consisting of three
meters: at-tawil, al-basit, al-madid, and two little used meters: ai-mustatil and al-
mumtadd. 1t is called al- muhtalif because its feet have five to seven parts or “letters”
(fa‘@lun, fa'ilun, mafa‘ilun, fa‘ilaiun, musiaf*ilun). The jawil meter begins from the
watid “fa‘a”, however the madid and basit meters begin from the sabab.

Second circle: da'irat al-mu’talif “the wafir circle” (harmonious) — consisting of
two meters: al-wdfir, al-kamil, and one little used meter: al-mutawdfir. Each foot of
these meters consists of seven parts or “letters”. This circle begins from the watid of the
foot of the wdfir meter “mufa in mufd‘alatun”, leading to the foot of the kamil meter
“mutafd ‘ilun”,

Third circle: da’irat al-mugralib “the hazag circle” (borrowed) — consisting of three
meters: al-hazag, ar-ragaz and ar-ramal. Each foot contains seven parts or “letters”.
This circle begins from the watid of the hazag meter, the “mafa in mafa ‘ilun”. The ragaz
meter is derived from the hazag, the ramal is derived form the ragaz meter. The hazag

40 Muhammad Isbar, Muhammad Abi *Ali. op. cir. p. 126. Muhammad ‘Abd al-Mun‘im Hafag}.
no date. A$-3i'r wa ar-tagdid, Al-Qahira, p. 101-102,
41 Kamal Abti Dib. op. cit. p. 98.
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meter may also be derived from the ragaz meter, the hazag meter from the ramal meter,
and the ragaz meter from the ramal meter. The musical value of the three feet in these
meters is similar.

Fourth circle: da’irat al-muStabih “the sari‘ circle” (similar, analogous) —
consisting of six meters: as-sari’, al-munsarih, al-hafif, al-mudari’, al-muqtadab, al-
mugtast, and two little used meters. The musarih meter is derived from the second foot
of the sari® meter, mustaf‘ilun; the hafif meter is derived from the sabab “raf”’ of the foot
of the sari‘ meter, mustaf'ilun; the mudari‘ meter is derived from the warid “‘ilun” of
the foot of the sari‘ meter, mustaf'ilun; the muqradab meter is derived from the third
foot of the sari' meter, maf ulatu; the mugrart meter is derived from the sabab “‘7” of
the foot of the sari‘ meter, maf alaru.

Fifth circle: da’irat al-murtafig (agreed, conformable) — consisting of two meters:
al-mutaqarib, al-mutadarik, and one little used meter. Al-Farahidi and Ibn ‘Abd Rabbihi
(d. 940) did not mention the mutadarik meter. Al-Ahfa$ however added this meter. Each
foot of these two meters contains five parts or “letters”, and begins with a watid (fa‘i in
fa‘dlun and fa T in fa ‘[lun)*2.

Another point to note is that the internal rhythm and the musical harmony of a
composition has a specific structure. This rhythm is an important element of Arabic
poetry, which concerns the tone of the foot or meter. Most earlier Arabic philologists
and critics point out that rhythm is the product of rhyme. It gives more melody to the
composition. It reflects the repetition of vowels and tones in a poem, that is, the regular
repetition of moving and quiescent letters. Rhythm is largely dependent on the foot, with
the meter being an important element. Contrary to monotone rhythm of the classical
qasida, the rhythm of modern free verse has a certain number of tones in the repeated
feet which are arranged in an unequal way, resulting in an unequal hemistich length. It is
important to mention that Arabic classical and neoclassical poetry use a variety of
metrical structures rather than a variety of rhythmical schemes*3. In spite of this, rhythm
has a specific function in Arabic poetry.

Arabic poetry from earlier times is sung. Its internal melody is based on the unity
of a single rhyme and meter. The syllables and tones of the meter are the basic elements
of the rthythm. As soon as Al-Farahidi presented the rules of Arabic metrical structure he
drew people’s attention to the importance of poetic rhythm, and gave it a universal
mathematical character®*.

Rhythm helps us to differentiate between the melodies of poems. The mu ‘allagat of
Imru’ al-Qays and Tarafa Ibn al-‘Abd, for example, are based on the rawil meter, but
they differ in their internal rhythm. The same is true of the mu‘allagdr of Labid Ibn

42 See e.g. Ibn ‘Abd Rabbihi. op. cit. v. 3. p. 195-198. Al-Hatib at-Tabrizi. op. cit. p. 49-
138..Muhammad Isbar, Muhammad Abu ‘All. op. cit. p. 41-44. W. Stoetzer. 1989. Theory
and practice in Arabic metrics. Leiden. p. 29-39. Kamal Kheir Beik. 1978. La movement
moderniste de la poésie arabe contem poraire. Paris. p. 245-249.

43 Mustafs Gamal ad-Din. 1974. Al-Iqa* fi ai-§i‘r al-‘arabi min al-bayt ila at-taf‘lla. An-
Nagaf. p. 14-15..

44 Kamal Abi Dib. op. cit. p. 44.
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Rabi‘a and ‘Antara Ton Saddad, which are based on the kdmil meter*S, In addition, there
are meters which give an more melodious rhythm to compositions. Metrical changes in
the feet “zihaf and ‘illa” give the poem more melody. Some of these metrical changes
have an important rhythmical value, such as harm and hazm, which are used at the
beginning of the hazag meter.

Some modern poets of the Interwar period e.g., concentrating on the variety of
internal rhythm, try to give their poems a melodious character. For example the
following poem of Miha’il Nu‘ayma (1889-1986) entitled Ibtihdiar (Devotions), in
which the poet moves from rhyme to thyme:

Kahhili Lichumma ‘ayni

bi-Su‘a’in min diyak

kay tarak

Ji gami'i l-halqi, fi didi l-qubir

i nisiri I-gawwi, fi mawgi l-bihar

fi saharigi l-barari, fi z-zuhir

fi Lkala, fi 1-bisri, fi ramli I-gifar*s

(God! Would you smear my eyes

with beams of your light

that I may see you

You are visible in the whole of creation; in the worms of the graves,
in the eagles of the sky and in the waves of the seas,
in the cisterns of the desert and in the flowers,

in the grass, in joy and in the sand of the desert)

A similar effect is achieved by Nadra Haddad (1881-1951) in his work
Darih a§-3a'ir (Grave of a Poet)*”; ‘Ali Mahmod Taha (1949-1902)in  ‘ASiga
(Mistress)48, and Dunyéd an-nisd’ (The World of Women)*?; and Tbrahim Nagi (1898-
1953) in Al-Aflal  (Ruins)®®, Liga’ fi al-layl (Meeting at Night)!, and Hadit fardsa
(The Speech of a Butterfly). Ibrahim Na“i says for example in the last mentioned poem:

And qatratu t-talli lati  hamasat bihG Safatu I-gadiri S
(I am a drop of dew
which was muttered by the lips of a stream)

45 See the mu‘allagit of Imru’ al-Qays in: Az-Zawzani. op. cit. p. 7-56; Tarafa Ibn al-‘Abd: p.
61-76; Labid Ibn Rabi‘a: p. 126-163; ‘Antara Ibn Saddad: p. 193-216.

4 Dar Sadir wa Bayrat. 1964. Magmi ‘at ar-rabita al-qalamiyya li-sanar 1921. Bayrit. p. 114,

47 Ibid. p. 159-162.

48 <Al Mahmud Taha. 1972. Zahr wa kamr. Bayrat. p. 52.

49 <Ali Mahmid Taha. 1972. Arwah wa asbah. Bayrit. p. 39.

50 Ybrahim Nagi. 1679. Layali al-Qahira. Bayrit. p. 45-67. See also Tbrahim Nagi. Edited by
Ahmad Rami i inni. 1961. p. 341-347.

51 Ybrahim Nagi. Layali Al-Qahira. p. 36-42, (Diwan Nagi. p. 145-146).

52 Ybrahim Nagi. Diwan Nagi. p. 183,
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. The poem quoted below by the émigré poet Fawzi Ma‘laf ( 1889-1930) entitled
‘Al bisat ar-rih (On a flying Carpet) draws one’s attention by the good choice of
melody, in which the internal rhythm of the feet is clear:

Bayna ritht wa bayna gismi l-asir
kana ba‘du

duqtu marra 53

(Between my soul and imprisioned body
one day I suffered)

A similar style is seen in the following example by Ilyas Farahat (1893-);
Ma anti min hada r-turabi wa 1

titka I-hayaii wa dalika I-gildi

bal anti min rahi wa min kabidi 54
(You are not from this Earth

nor from this life or this skin

But you are from my soul and heart)

It is worth considering here the function of an accent in relation to the structure and
thythm of the words. It is the basis of poetic rhythm.The function of an accent is to
define a concrete fragment and to differentiate it from the other syllable fragments.
However the poetic function of an accent is often related to the linguistic accenting of
the words. The poetic accent has two features: automatic, which is related to the nature
of the words; and lively, which arises as a result of the relationship between the words
and their content. We can say that the repetition of a tone in one or two words is an
example of the close relationship between the linguistic and poetic accents.

The function of an accent was not studied by classical Arabic prosodic theorists or
early philologists. Al-Farahidi for example was not interested in the function of an
accent when he studied the function of sebab and warid 55, Modemn critics who have
studied this aspect are Ibrahim Anis, Muhammad Mandir, Sukri ‘Ayyad and the French
Orientalist Guayar. Muhammad Mandar concentrated on poetic accents, however
Ibrahim Anis in his study Al-Aswdt al-lugawiyya (Lingual Scunds “Tones™) analyzed
the linguistic accent, and the function of different syllables in Arabic language and
poetry. Sukri ‘Ayyad studied the general function of an accent. As far as Guayar is
concerned, he pointed out that each letter in the Arabic language can be treated as a
syllable’S. He also studied the short, middle and long syllables. Kamal Abi Dib also
referred to accents in his study, and profited from the study of Ibrahim Anis. Kamal Abi
Dib stressed that an accent has an individual, intellectual and collective character. He
analyzed the function, value and sense of an accent in Arabic meters57.

Ahmad Sulayman al-Ahmad. no date. Hada a¥-3i'r al-hadit. Dima3q. p.

5 Ibid. p. 135. ) #adil. Dimasq. p. 134.
35 Kamal Abu Dib. op. cit. p. 264, 315, 472.

3 Mustafa Gamal ad-Din. op. cit. p. 39-40.

37 Kamal Abi Dib, op. cit. p. 353, 531.
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