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Abstract

The present study applies one branch of linguistics, namely discourse analysis, it

examines

The lexical cohesion and it is impact on meaning and the cohesion of the text. It

particularly analyzes the Arabic poetry through poetic samples by Al Mutanabbi.

The study examines selected samples of Al Mutanabbi’s poetry. These samples are

including four poetic genres, namely, panegyric, elegy, glory, and satire.

The study develops a framework drawing on Drawing on Halliday and Hassan’s
framework, the newly developed framework would allow researchers to consider other
aspects as tale-head, and homeopoton and paying more attention to characteristics of
Arabic language by considering the alliteration as separate stylistic device rather than
including it as a type of sound repetition. It is therefore hoped that the newly framework
will bridge the gap between theory and application in this particular area and provide

recommendations for future practice.
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Arabic Transliteration System
All Arabic utterances in this study are transliterated using Latin scripts. The

transliteration system adopted is The Library of Congress Transliteration system®. The
following tables will firstly list Arabic consonants and vowels and then an illustration of

some rules will follow.

Arabic Letters

Arabic Transliteration Arabic Transliteration
| A o d
3 ’ L t
o B L 7
< T ¢ ‘
& Th ¢ Gh
z J - F
C h S Q
d Kh 4 K

3 D J L
3 Dh e M
J R U N
J Z A H
o S 3 wW
o Sh ¢ Y
u= s

! The full version of the Library of Congress Transliteration system for Arabic consonants and vowels is
available at: http://www.loc.gov/catdir/cpso/romanization/arabic.pdf.

Xi



Arabic Short-Long Vowels and Case Endings

Arabic Transliteration
\ A
A
< 1
I
5 U
U
An
In
Un

Arabic utterances have been carefully romanized using this system. The reader
however has to bear in mind the following notes. Firstly, the definite article “al” in
Arabic can sometimes be assimilated in pronunciation to the initial consonant of the
noun it is attached to, depending on whether this consonant is a “moon letter” (’, b, j,
h, kh, ‘, gh, f, q, k, w, y, h) or not (see Ryding 2005: 40-42), but to avoid any confusion,
assimilation has been totally avoided. Secondly, inseparable conjunctions (e.g. “wa”),
prepositions (e.g. “bi”, “fa” or “li”) and other prefixes are all connected with the word
they are attached to with a hyphen (e.g. “wa-al-kitab” (and the book), “bi-al-bayt” (in
the house)). The stress on consonants and vowels (“tashdid” or “shaddah”) is

produced by doubling the letters concerned (e.g. “thumma” or “ayyam”).

In addition, case endings have all been dropped from words in sentence-final
position such as the accusative case marking’ “an” (tanwin) in “ahdara ma‘ahu
hisanan” (he brought along with him a horse), and also sometimes in sentence medial,
particularly when the omission does not cause any confusion or difficulty in reading by
Arabic native speakers, such as the accusative case ending “a” (fathah) in the word

“jawada” in “khudh jawada al-sayid luctd!” (Take Mr. Lockwood’s horse!). Finally, the

? Arabic has three cases: (i) nominative, (i) accusative and (iii) genitive. For a brief description of each
case inflection, see Ryding (2005: 165-66) and Holes (2004: 91).
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glottal stop (') (hamzah) has been produced only in middle and final position of words

377

(e.g. “al-’amir”, “sama’”), while omitted in initial position (e.g. “idha”, “a
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Chapterl: Introduction

1.1The Rationale for the Study

This study will cast light on lexical cohesion in Arabic poetry, which is one of the most
complex forms of text in Arabic literature. It will focus on analysing Arabic poetic texts through
discourse analysis approaches: mainly, Halliday and Hasan’s framework on cohesion and
coherence. Arabic poetry has been successively studied in both ancient and modern eras. These
studies have focused variously on vocabulary, grammar, morphology, phonology, lexis and
music, among other aspects. In addition, studies have identified the structure of sentences and
highlighted the function of Arabic discourse analysis in terms of the evaluation of Arabic

discourse coherence.

Most literature studying Arabic poetry does so with less focus on the meaning and context of
the poetry. As the great Arab scholar Al jahed who was focusing his studies regarding Arabic
poetry on the utterance not on meaning and he considered the utterance as the key for quality,
goodness and originality in the literary works(Abbas 1993). Al Qirwani also stated that ‘most of
people prefer utterances over meanings. | have heard some great scholars says utterances more
precious than meanings and more valuable’ (Al Qirwani 1981)p,127),. The previous linguistic
approach to the study of language paid close attention to grammar. Thus, the study of sentences

has received less attention in terms of linguistic form.

This study, through the application of linguistic analysis, and particularly Halliday and Hasan’s
framework of cohesion in English, aims to address the above shortcomings and analyse

cohesion of text in Arabic poetry. For this study, the researcher has chosen to apply this kind of



framework to poems by the great Arab poet, Al Mutanabbi, who lived during the golden era of

Arabic poetry.

1.2 Aims and Obijective of the Study

1- The study seeks to present and clarify some aspects of Arabic discourse.

2- The study seeks to show the significant impact of lexical cohesion on the texture of
Arabic poetry.

3- The study aims to promote a better understanding of Arabic poetic discourse.

4- The study seeks to give an insight into the structure and type of cohesion used in Al

Mutanabbi’s poems.

1.3 Research Questions

1- What types of lexical cohesion can be found in Al Mutanabbi’s poems?
2- To what extent does lexical cohesion vary in different poems composed by Al

Mutanabbi?

w
1

What are the factors that govern the use and distribution of lexical cohesion in Al

Mutanabbi’s poems?

4

What role does lexical cohesion play in the structural organisation of Al Mutanabbi’s

poems?

1.4 The Methodology of the Study

This study will focus on analysing the issue of lexical cohesion in Arabic poetry, to help Arabic

readers gain an insight into the type and nature of Al Mutanabbi’s poetic style. In addition, this



study gives the reader the opportunity to acquire a deeper understanding of Arabic discourse in
general and lexical cohesion in particular. Firstly, the study seeks to highlight major aspects of
lexical cohesion in Arabic. The focus on lexical cohesion is motivated by the fact that this
aspect of Arabic poetry is under researched and little attention has been given to it. Secondly,
the study has chosen to focus on Arabic poetry as it is considered a main source for preserving
the Arabic language, and poetry has played a tremendous role in safeguarding the language
from one generation to the next, such that, if poetry did not exist in the Arabic language, then
one would argue that many expressions and vocabulary items could have been lost. The focus
on Al Mutanabbi is not arbitrary, but rather he was considered one of the most famous poets of
the golden age of Arabic poetry, and his poems cover a wide range of themes, such as al-madih
(eulogy or panegyric), al-hija’ (a lampoon), al-ritha’ (an elegy), wasf (a descriptive poem),
ghazal (a love poem or sometimes expressing love of home), khamriyah (wine poetry),

Zuhdiyah (homiletic poetry), tardiyah (hunt poetry), fakhr (boasting), and hamasi (war poetry).

This thesis will be divided into theoretical and analytical sections. The theoretical section will
introduce elements of lexical cohesion, such as reiteration, cohesive patterns in lexis,
collocation, the concept of lexical cohesion, and other characteristics that will be presented with
each stage of this thesis. In the analytical section, there will be a focus on the analysis of Al
Mutanabbi’s poems. Further information on the methodology adopted in this study, including
scope of the data and the analysis, will be discussed at length in the methodology chapter (refer

to Chapter 5).

1.4.1 Research Framework

Firstly, the study will examine the structural patterns of the chosen poems of Al Mutanabbi. In
this section, the thesis will focus on the process by which any syntactic change in the structure

of the poems will, consequently, result in a semantic change in the meaning of the poems.



Examples of these procedures are; ellipsis, adding and substitution. Secondly, this study will
examine the roles of both the linguistic and cultural context in understanding the meanings of

the 36 poems selected, analysing the texts in terms of their various contexts and themes.

The study will adopt Halliday’s paradigm to examine the structural aspects of Al Mutanabbi’s
poems. This paradigm is based on the theory of systemic functional grammar, which sees
language as a network of systems. This paradigm is suitable to examine the lexical cohesion
in Al Mutanabbi’s poems and to test the role of the lexical ties that have been used by Al
Mutanabbi in his poetry and the impact these lexical tools and device on the meaning and the

cohesion of his poetry.



1.5 Significance of this Study

This study aims to make a significant contribution to the understanding of lexical cohesion in
Al Mutanabbi’s poetry, and it also opens our horizons to the effectiveness of linguistic
characteristics in developing and improving the nature of lexical cohesion in Arabic studies.
The study will also help readers to understand the meanings and style of Al Mutanabbi’s

poems, as well as the usage and distribution of lexical cohesion in different themes.

1.6 Structure of this Study

To answer the research questions raised, this study is divided into two areas; the theoretical,
and the analytical. The theoretical discussion will introduce the literature review; this
includes a clear definition of the concept of language, text, context, co-text and discourse, and
discourse analysis. Before this, the study will explain some of the features of speech rules,
such as the usage of grammar and so forth. The latter part of this literature review will
introduce and discuss other linguistic theories which conflict with the traditional definition of
language. The study will therefore seek to evaluate the strength of the literature available
about these components and discuss the impact of these on the tenets of lexical cohesion. In
the theoretical section, we will also introduce Arabic poetry and its role in language as one of
the main sources in Arabic culture, before going on to introduce Al Mutanabbi by looking at
different stages of his life, such as his upbringing, education and writing, as well as the
culture which influenced his writing. The particular features of his poetry and its importance
will be discussed in this section as well. As this study searches for lexical cohesion in Arabic
poetry, it is necessary to clarify the concept and different types of cohesion in the theoretical

discussion. The methodological approach to the study will be presented here also.



The second part of the study will address analysis. This section, analysis will consist of 36
poems, representing different themes, by Al Mutanabbi, which have been chosen carefully

for this study. To achieve this, the study is divided into eight chapters:

Chapter One: Introduction

This chapter will introduce the thesis, the rationale for the study, its aims, research questions,

framework, collected data and structure of the study and the significance of the study.

Chapter Two: Language, Text, Context, Co-text, and Discourse

In this chapter, the definition of language and various aspects of language will be presented
and explored. In addition, functional aspects of language will be presented. The relationship
between language and meaning will be clarified. The definition of text and the relationship
between text and grammar will be discussed, along with text types, and other factors and
features. Context, co-text and discourse will also be discussed in terms of definitions and

various types.

Chapter Three: Arabic poetry and its discourse, (Al Mutanabbi; his life, character,

culture, and poetry)

In this chapter, detailed analysis will be undertaken with regard to the importance of Arabic
poetry. The study will clarify some historical theories about poetry in Arabic literature as
well as their stages of development. The main stages of development of Arabic poetry will

be explored, as well as the main linguistic features of each era.

This chapter will also present Al Mutanabbi’s life: his birth, childhood, education and
writing. Also, the poetry of Al Mutanabbi and its nature will be discussed, as well as
introducing some of the reasons which have been given by many scholars for considering Al

Mutanabbi as one of the greats in his lifetime.



Chapter Four: The study of cohesion

This chapter will present and discuss cohesion in its various forms; it will also introduce
previous studies on the notion of cohesion or meaning beyond the sentence, including some

ancient Arab scholars. .

Chapter Five: Methodology

In this chapter, the methodological approach used in this study will be clarified. The chapter
will also include an introduction to the source of the standard of Arabic poetry, how the
ancient Arab scholars analysed language, and how they examined cohesion in the Arabic
language and their methods in analysing poetry. This chapter will also introduce the data,

reasons for its selection and the framework adopted for the analysis.

Chapter Six: Repetition in Classical Arabic poetry

This chapter will study repetition as a lexical tie in Arabic poetry, and will provide clear
examples of different types of repetition in Arabic poetry in different poetical themes, eras
and composed by different poets. It will analyse these examples and study the impact of this

tool on meaning and cohesion.

Chapter Seven: The analysis of the selected data of Al Mutanabbi’s poetry

This chapter will analyse the selected samples of Al Mutanabbi’s poems, and will be divided
into four parts based on poetical themes. In these sections the study will provide clear
examples of lexical cohesion from the selected samples of Al Mutanabbi’s poems. The study

also will show the impact of these lexical tools on meaning and cohesion.



Chapter Eight: Conclusion

The conclusion will summarise the results of the research. This chapter will also discuss

some limitations of this research, as well as further research.

1 The Rationale of the Study

This study will cast light on lexical cohesion in Arabic poetry, which is one of the most
complex texts in Arabic literature. It will focus on analysing Arabic poetic texts according to
discourse analysis approaches, mainly Halliday and Hasan’s framework on cohesion and
coherence. Arabic poetry has been successively studied in both ancient and modern eras.
Some of these studies have focused on vocabulary, grammar, morphology, phonology, lexis,
music and so on. In addition, they identified the structure of sentences and highlighted the
function of Arabic discourse analysis in terms of the evaluation of Arabic discourse

coherence.

Most literature studies Arabic poetry with less focus on the meaning and context of the
poetry. The previous linguistic approach to the study of language has paid close attention to

grammar. Thus, the study of sentences has received less attention in terms of linguistic form.

This study, through the application of linguistic analysis, particularly Halliday and Hasan’s
framework of cohesion in English, aims to address the above shortcomings and analyse
cohesion text in Arabic poetry. The study has chosen to apply this kind of framework to

poems by the great Arab poet, Al Mutanabbi, during the golden era of Arabic poetry.

1.2 Aims and Objective of the Study
1- The study seeks to present and clarify some aspects of Arabic discourse.
2- The study seeks to show the significant impact of lexical cohesion on the texture of

Arabic poetry.



3- The study aims to promote a better understanding of Arabic poetic discourse.
4- The study seeks to give an insight into the structure and type of cohesion used in Al

Mutanabbi’s poems.

1.3Research Questions

1- What types of lexical cohesion can be found in Al Mutanabbi’s poems?
2- To what extent does lexical cohesion vary in different poems composed by Al

Mutanabbi?

w
1

What are the factors that govern the use and distribution of lexical cohesion in Al

Mutanabbi’s poems?

4

What role does lexical cohesion play in the structural organisation of Al Mutanabbi’s

poems?

1.4 The Methodology of the Study

This study will focus on analysing the issue of lexical cohesion in Arabic poetry to help
Arabic readers gain an insight into the type and nature of Al Mutanabbi’s poetic style. In
addition, this study gives the reader the opportunity to get an insight into the Arabic discourse
in general and lexical cohesion in particular. Firstly, the study has chosen to highlight major
aspects of lexical cohesion in Arabic. The focus on lexical cohesion is motivated by the fact
that this type of lexical cohesion in Arabic poetry is under researched and little attention has
been given to it. Secondly, the study has chosen to focus on Arabic poetry as it is considered
a main source of preserving the Arabic language, and poetry has played a tremendous role in
safeguarding the language from one generation to the next; therefore, if poetry did not exist in

the Arabic language, then one would argue that many expressions and vocabulary could have



been lost. The focus on Al Mutanabbi is not arbitrary, but he was considered one of the most
famous poets in the golden age of Arabic poetry and his poems cover a wide range of themes,
such as al-madih (eulogy or panegyric), al-hija’ (a lampoon), al-ritha’ (an elegy), wasf (a
descriptive poem), ghazal (a love poem or sometimes expressing love of home), khamriyah
(wine poetry), Zuhdiyah (homiletic poetry), tardiyah (hunt poetry), fakhr (boasting), and

hamast (war poetry).

This thesis will be divided into theoretical and analytical parts. In the theoretical part will
introduce elements of lexical cohesion, such as reiteration, cohesive patterns in lexis,
collocation, the concept of lexical cohesion, and other characteristics that will be presented
with each stage of this thesis. In the analytical part will focus on the analysis of Al
Mutanabbi’s poems. Further information on the methodology adopted in this study, including
scope of the data and the analysis, will be discussed at length in the methodology chapter

(refer to chapter 5).

1.4.1 Research Framework

Firstly, the study will examine the structural patterns of the chosen poems of Al Mutanabbi
under study. In this part, we will focus on the process by which any syntactic change in the
structure of the poems will, consequently, result in a semantic change in the meaning of the
poems. Examples of these procedures are: ellipsis, adding, and substitution. Secondly, this
study will examine the roles of both the linguistic and cultural contexts in understanding the
meanings of these poems. This will take place through analysing 36 chosen poems by Al

Mutanabbi in terms of their various contexts and themes.

The study will adopt Halliday’s paradigm to examine the structural aspects of Al Mutanbbi’s
poems. This paradigm is based on the theory of systemic functional grammar. This sees
language as a network of systems. This paradigm is suitable to examine the lexical cohesion
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in Al Mutanabbi’s poems and to test the role of the lexical ties that have been used by Al
Mutanabbi in his poetry and the impact these lexical tools and device on the meaning and the

cohesion of his poetry.

1.5 Significance of this Study

This study aims to make a significant contribution to our understanding of lexical cohesion in
Al Mutanabbi’s poetry, and it also opens our horizons to the effectiveness of linguistic
characteristics in developing and improving the nature of lexical cohesion in Arabic study.
The study will also help the readers to understand the meanings and style of Al Mutanabbi’s

poems, as well as the usage and distribution of lexical cohesion in different themes.

1.6 Structure of this Study

To answer the research questions raised, this study is divided into two two parts; the
theoretical part, and the analytical one. The theoretical part will introduce the literature
review; this includes a clear definition of the concept of language, text, context, co-text and
discourse, and discourse analysis. Before this, the study will explain some of the features of
speech rules, such as the usage of grammar and so forth, which will help to support it. The
latter part of this literature review will introduce and discuss other linguistic theories that
conflict with the traditional definition of language. The study will therefore seek to evaluate
the strength of the literature available about these components and discuss the impact of these
arguments on the tenets of lexical cohesion. In the theoretical part we will also introduce
Arabic poetry and its role in language as one of the main sources in Arabic culture, then will
go on to introduce Al Mutanabbi by looking at different of his life, such as; his upbringing,
education, writing, as well as the culture that has influenced his writing. The features of his

poetry and its importance will be discussed in this part as well. As this study searches for the
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lexical cohesion in Arabic poetry, it is necessary to clarify the concept of cohesion and its
types in the theoretical part. The methodological approach of the study will be presented in

the theoretical part.

The second part of this study will be the analytical part. In this section will analyse 36 poems,
representing different themes, by Al Mutanabbi, which have been chosen carefully for this

study. To achieve this, the study is divided into eight chapters:

Chapter One: Introduction

This chapter will introduce the thesis; it gives a clear idea about the rational of the study, the
aims, the research questions, the framework, the collected data, the structure of the study, the

significance of the study

Chapter Two: Language, Text, Context, Co-text, and Discourse

In this chapter, the definition of language and its type will be elaborately presented. In
addition, aspects of language and its function will be presented. The relationship between
language and meaning will be clarified. The definition of text, and the relationship between
text and grammar will be discussed, moreover text types, factors and features will be
presented. Context, co-text and discourse will also be clarified; their definitions, notions and

types will be discussed.

Chapter Three: Arabic poetry and its discourse, (Al Mutanabbi; his life, character,
culture, and poetry):

In this part, an elaborate clarification will be undertaken with regards to the importance of
Arabic poetry. The study will clarify some historical theories about poetry in Arabic literature
as well as their stages of development. The main stages of development of Arabic poetry will

be clarified, as well as the main linguistic features of each era.
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This chapter will also present Al Mutanabbi’s life: his birth, childhood, education and
writing. Also, the poetry of Al Mutanabbi and its nature will be discussed, as well as
introducing some of the reasons - which have been given by many scholars - for considering

Al Mutanabbi as one of the greatest in his lifetime.

Chapter Four: the study of Cohesion

In this chapter will present and discuss the definitions of cohesion and its types; it will also
introduce previous studies on the notion of cohesion or meaning beyond the sentence,

including some ancient Arab scholars.

Chapter Five: Methodology

In this part, the methodological approach of this study will be clarified. It will include an
introduction of the source of the standard of Arabic poetry, how the ancient Arab scholars
analysed language, how they examined cohesion in the Arabic language and their methods in
analysing poetry. This chapter will also introduce the data, reasons for its selection and the

framework adopted for the analysis.

Chapter Six: Repetition in Classical Arabic poetry

This chapter will study repetition as a lexical tie in Arabic poetry, in this chapter the study
will provide clear examples of different types of repetition in Arabic poetry in different
poetical themes, eras and composed by different poets, it will be analysing these examples

and study the impact of this tool on meaning and cohesion.

Chapter Seven: The analysis of the selected data of Al Mutanabbi’s poetry

This chapter will be analysing the selected samples of Al Mutanabbi’s poems, it will divide
the analysis into four parts according to the poetical themes. In these parts the study will
provide clear examples of lexical cohesion from the selected samples of Al Mutanabbi’s

poems. The study also will show the impact of these lexical tools on meaning and cohesion.
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Chapter Eight: Conclusion

The conclusion will show the results of the research, and the findings and recommendations.

This chapter will also discuss some limitations of this research, as well as further research.

Finally, this chapter presented briefly the rational of this study, the aims of the thesis and the
research questions that help to achieve these aims. The chapter also presented briefly the
methodology of the study, as well as the suggested framework that will be applied. The final
section of this chapter was about the structure of this thesis, and how will present the data.
This section also presented the chapters of this study and gave a summary for each chapter.
Based on this plan, the next chapter will introduce language and discourse to be an essential

foundation for this study.
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Chapter Two: Language

2.0 Introduction
This chapter aims to introduce definitions and introduction of language, text, context, co-text,
and discourse. The reason why it is important to be aware of context or co-text it is difficulty

associated with distinguishing between various senses belonging to an indididual word.

2.1 Defining Language

There is no doubt that language is an important aspect of everyday life, an indispensible
element of human communication. It helps us to share our values, serving as a vehicle by
means of which our culture and traditions are passed down from one generation to the next.
The mastery of language is also central to the process of education. However, over the course
of the centuries, despite constant attempts by linguists and scholars from various disciplines
to define exactly what constitutes language, a widely accepted and non-controversial
definition of the term has proved vexingly elusive. According to Hall, language is: “the
institution whereby humans communicate and interact with each other by means of habitually

used oral —auditory arbitrary symbols” (Hall 1969, p, 158).

Robins (Robins 2014)defined language as a “symbol system almost wholly based on pure or
arbitrary conventions ... infinitely extendable and modifiable according to the changing
needs and conditions of the speakers” (Robins 2014, p 13). In this definition Robins
emphasises the fact that language is a system of written symbols which have been selected to
match selected sounds in an arbitrary way, a system that can be adopted as necessary to suit
the need of users to express the specificities of their culture and environment. New words can

be created and used in everyday language by different social groupings; dialect terms can be
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recognized by locals of a particular region of a country whilst making no sense at all to

individuals coming from another.

According to Sapir: “Language is a purely human and non-instinctive method of
communicating ideas, emotions, and desires by means of a system of voluntarily produced
symbols. These symbols are, in the first instance, auditory and they are produced by the so-
called “organs of speech” (Sapir 2006, P, 4). In his definition, Sapir focuses on language as a
spoken phenomenon. Moreover, he describes language as an exclusively human activity,
suggesting that he does not consider any attempts at communication between animals to be
classified as a type of a language. It is interesting to contrast the methodology between
Robins and Sapir. Robin’s research is more sophicticated in its approach and highlights the
development of language in general social situations. By contrast, Sapir suggests a generic
understanding to language in terms of human activity. This is contrary to what Bloch and
Trager(Bloch and Trager 1942) have previously agued, “A language is a system of arbitrary
vocal symbols by means of which a social group co-operates” (Bloch and Tragerl942, p, 2).
In addition to that, any spontaneous expressions produced by humans, such as crying, for

example, would not constitute language according to Sapir’s definition.

It could be argued that on a number of grounds, these attempts to define language should be
considered unsatisfactory. There have been many attempts to teach animals the human
language system; most frequently these studies involved chimpanzees and apes, and used
American Sign Language or pictograms. Although these primates cannot produce human-like
sounds, as they do not have the appropriate physical vocal apparatus, some of them have
learned some utterances and basic elements of human language. From this, one can see that
the mastery of speech or spoken language is an entirely human skill. On the other hand,
Chomsky argued that: “children learn languages that are governed by highly subtle and
abstract principles, and they do so without explicit instructions or any other environmental
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clues to the nature of such principles. Hence, language acquisition depends on innate
abilities”(Gleitman 1995, p, 137). In support of the research, (Chomsky 2002) stated that as
humans we are pre-programmed to learn language. However, Skinner—the world’s foremost
behaviourist of the 20" century—disagreed with both Chomsky and Pinker. He argued that,
children learnt language by imitation and that language has the status of stimulus-response
behaviour, conditioned by positive reinforcement (Skinner 2014). He published his own
account of language, based entirely on experiments with animals (mainly pigeons) in his
book Verbal Behaviour (Skinner 2014). The list does not end here; (Pinker 1994) makes
another argument in favour of the Language Acquisition Device (LAD). Pinker reported that
just as animals do not have to learn instinctive behaviour; language is innate. Therefore, there
IS no reason to learn a language as it arises from instinct. In comparison with Skinner and
Chomsky, Pinker's theory has not yet been accepted and there is no tangible evidence to
support Chomsky’s theory which is widely disputed by the academic community. It is clear
from all of these explanations, that none of them explain a full definition of language. It
seems that there is no comprehensive definition of all properties. However, the word
‘language’ is a general term, which includes alternative means of expression such as speech,
writing, dancing and Braille. Language means a specific form with particular characteristics
of grammar, structure, vocabulary and pronunciation used by a group of speakers (Jackson,

1996).

2.2. Aspects of language:
Human Language is a human characteristic that distinguishes humans from other species; it is
peculiar to the human race (Trask 1999). According to (Allan 2001) human language can be

said to have four different aspects which he identifies as follows:

(a) Language is a physical movement that occurs at a specific time.
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(b) Language is something derived from both written and spoken texts, and produced by

people when they communicate with each other.
(c) Language has a cognitive and psychological structure.

(d) Language is a semblance of a social interaction.

2.3. Spoken and Written Language:

The difference between spoken and written language lies fundamentally on how the language
is produced. The speaker can use the full vocal range of his articulations and in addition to
that they can establish communication through body language. In contrast, the writer has the
ability to revise what they have already written for example, he can change words and look
them up in a dictionary, and they have time to put their ideas in order, whereas speakers do
not. However speakers can see the influence of their speech on listeners and can observe their

reaction (Brown and Yule 1983).

Goody suggests that written language has two main functions: the first is the storage function
which facilities communication over time and space, and the second is that which ‘shifts
language from the oral to the visual domain’ and permits words and sentences to be examined
out of their original context, ‘where they appear in a very different and highly “abstract”

context’ (Goody, 1977 cited in Brown and Yule 1983, P, 13).

It can be argued, then, that there are three types of differences between spoken and written

language which can be summarised as:

1- Differences of form; 2- differences of functions; 3- differences in manner of presentation.

2.4.1 Differences of form:

Focusing on their formal properties, Takagaki (2000) identified a number of principal

differences between spoken and written language:
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1-Spoken language is aural, meaning that it is dependent on sounds and requires ears to hear
these while written language takes a visual form and depends on written symbols and requires

eyes to read.

2- The second key deference relates to the fact that Spoken language is temporal and
ephemeral “hic et munc” phenomenon but its written counterpart is permanent and durable

“immer noch”. This means that spoken language occurs at a particular moment in time.

3-Spoken language occurs in a certain time while written language could exist in space rather

than time, and it is repeated and revised.

4-Spoken language materializes and recedes in front of the listener; written language appears

in front of the reader therefore it is spatial and visual.

5-Spoken language can be produced by multi speakers at one time and the listener can

interrupt the speakers, but in written language the reader is not able to read two texts at once.

6- Spoken language is reliant on the listener, written language is independent.

7- In spoken language, the speaker can hear him or herself, but in written language someone

reads for him or for her.

2.4.2. Differences of Function

As in the case of form, there are several differences in function that can be observed.
Differences of function are mostly situational, relating to when and where it is suitable to
use spoken language rather than written language, some of these functions may differ from
one culture to another been dependent on social customs or traditions, for example whether
spoken or written language is judged more suitable for offering congratulations or
commiserating with someone. In some circumstances, performing such actions face-to-face

may be more common than expressing one’s emotions in writing.
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The choice of spoken or written language may depend on social factors, including the type of
relationship you have with the individual you seek to address for example. It may be judged
as more appropriate to use written language in some cases, in order to express one’s ideas

carefully or more formally.

In some instances, written language is absolutely necessary, for instance the doctor has to
write a prescription, or a bank needs a written cheque to allow you to withdraw money from
your account. On the other hand, on some occasions spoken language can perform functions
that cannot be achieved by written language such as appealing for help when you are in

immediate danger (Gartton, 1998).

2.4.3 Differences in Manner of Presentation

The tasks of linking between ideas and organising words grammatically are performed
differently in spoken language and written language. In spoken language we can use non-
linguistic and paralinguistic features and devices such as, intonation, hand or facial gestures
and pauses whilst all of these devices are unavailable in written language, and alternative

grammatical instruments are used such as, presentational elements, as the heading says.

2.5. Text

The term text has many definitions. Some scholars sucah as (Swales 1990),(Bhatia 1993)
(Biber 1995)define it simply as a series of sentences, but it is clear that such a definition
involves ambiguities and shortcomings. de Beaugrande (De Beaugrande 1981) rejected this
type of definition which views a text as nothing more than a composite of unconnected
sentences, and argued that concepts such as coherence and cohesion are of central importance

if something is to be identified as a text, and this is what Lyons referred to when he said,
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“Text must contains a distinct set of characteristics that are conducive to cohesion and

harmony” (Lyons 1995, p, 4).

Salkie defined text as “a stretch of language that may be longer than one sentence” (Salkie
1995, p, 55), which differs from the first definition as he sees that it is possible that a text can
contain a single sentence. For Ricoeur, the term text means only to “any discourse fixed by
writing”, and he emphasised that “fixation by writing is constitutive of the text itself”

(Ricoeur 1991, p, 106).

One of the most frequently cited definitions of text is that produced by Halliday and Hasan
(Halliday and Hasan 1976)who observe: “The word text is used in linguistics to refer to any
passage, spoken or written, of whatever length” (Halliday and Hasan 1976, p, 1). According
to their definition, the meaning of this term is broad and unlimited, because the completion of
meaning of an utterance is its objective and aim regardless of mode (spoken or written) or
size (long or short). For instance, a long novel consisting of 350 pages or a single

exclamation such as ‘oh!” can both be considered texts in terms of this definition.

Gracia’s definition of text is perhaps the most inclusive one in terms of the elements which it
covers. He states that “A text is a group of entities, used as signs, which are selected,
arranged, and intended by an author in a certain context to convey some specific meaning to

an audience” (Gracia 1995, p, 4).
The main elements of this definition are: A - entities, B - signs, C - specific meaning, D -

intention, E - selection and arrangement and F - context.

2.5.1. Text and Grammar

In 1981 Harris suggested that transformation is a way to establish textual constituents, and

(Chomsky 2002) embraced this idea and tried to develop it. However, Chomsky produced
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another idea, which differs from the idea of Harris (Widdowson 2004). The differences

between them are represented in these points:

1- Harris aims to realise “a set of rules which will factor generalisations concerning
distributional similarities from a fixed corpus of data”, (Hockney, Harper et al. 1975,
p, 137) while Chomsky aspires to conceive “sets of rules to generate the syntactic
structures that characterise the infinite number of well formed sentences of a
language” (Hockney, Harper et al. 1975, p, 137).

2- The main factor in the system of Harris is not the grammar, since he says that
linguistics is full of grammars, so there is no need to add any more. In his system,
grammar is not a central issue, and he sees that is unable to compare between
grammars, or to choose between them. Instead of that he concentrates on developing

methods of text analysis (Hockney, Harper et al. 1975).

Harris explained his idea by saying, “Transformation analysis is of a particular interest
as, first, it can be described and investigated with algebraic tools, and second, because it
provides exceptionally subtle analyses and distinction for sentences. To interrelate these
analyses, it is necessary to understand that these are not competing theories, but rather
complement each other in the description of sentences. It is not that grammar is one or
another of these analyses, but the sentences exhibit simultaneously all of these
properties.” (Harris 1981, p, 238) On the other hand, Chomsky considers grammar as a
theory of a language, and he believes that it is useful to develop a theory of comparison
methods to search for proper grammar (Hockney, Harper et al. 1975). Chomsky in
(Chomsky 2002) states, “Our fundamental concern throughout this discussion of
linguistics structures is the problems of justification of grammars” (Chomsky 2002, p,

49). Thus, “Chomsky rejects two grammatical models: one based on the finite state
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Markov process, and the other on phrase structure grammar” (Kibbee 2010, p, 69)

Markov process is a stochastic process with the following properties:

(a.) The number of possible outcomes of states.
(b.) The outcome at any stage depends only on the outcomes of the previous stage.

(c.) The probabilities are constant over time.

He says, “two models of linguistics structures were developed: a simple communication
theoretic model and a formalised version of immediate constituent” (Chomsky 2002, p, 49).
He then devolved a third version which he described as a “Powerful model combining phrase

structure and grammatical transformations” (Chomsky 2002, p, 49).

A new approach of analysis of text grammar has been developed by Halliday, based on the
idea that “the linguistic analysis of a text is not interpretation of that text; it is an explanation”
(Halliday and Hasan 1976, p, 327). This new approach of systemic analysis is called
functional analysis, which “aims to uncover and state how a text means” (Eggins 2004, p,
329). Due to his focus on language in use, and his conception of language as a social
semiotic, as Halliday developed a systemic-functional grammar which ‘has the express
purpose of analysing language into systems of options, which constitute the meaning

potential for the creation of text” (Widdowson 2004, p, 17).

When Halliday introduced his approach he did not intend this to be a set of systemic theories,
but to serve as a description of the grammar parts to be used in textual analysis (Van der
Auwera 1996). In Halliday’s view the only successful approach to constructing grammar was
one that would discovers meaning and use this as a central part of language (Bloor and Bloor,

cited in Widdowson 2004).

The systemic functional analysis operates on two levels. At the lower level, it contributes to

the understanding of the text. At this level the application of grammatical categories reveals
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the text’s properties. At the higher level, it contributes to the evaluation of the text, which is

interpreted externally in relation to context (Widdowson 2004, p, 18).

It is evident that both Halliday and Harris processed the text from an alternative stand point;
expressing a difference in their focus. Harris was concerned with the low-level interpretation
of text and the identification of textual features. Halliday on the other hand added the higher
level of clarification that focused on understanding of their meaning making his approach

more comprehensive than that of Harris (Widdowson 2004).

The approach of functional analysis system has many positive aspects, which can be

summarised in the following points:

1- It clears the way for how the choices of linguistics contribute to the recognition of
social contexts.

2- Itinspires how language always contains a new context, how it changes and how
the user is a part in the evaluation.

3- It provides a device to recognise grammatical aspects, which make a special text
and it explains the linguistics terms that can be used in the situational

context(Schleppegrell 2004).

2.5.2. Text types

2.5.2.1. The concept of text type

It is obvious that particular types of text have been known for long periods, but they have
never systematically analysed with adequate exactness, meaning there is no clear
understanding of the different text types which exist or have existed in a particular culture

(Gérlach 2004).

In the 1970s, a great deal of attention to this issue was paid to by German linguists such as

Fries and Markus. In their attempt to classify the German texts according to German
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conditions, Richman and Wegera (1988) divided ancient German texts into eight types: Texts
with socially binding force; legitimation; documentation; education; entertainment;

information; instruction and agitation (Goérlach 2004, p, 103).

In an attempt to group texts together, Upton et al. suggested six tentative interpretive labels

for the text types they had identified:

1- Text type 1: Current evaluation of implications and explanations.

2- Text type 2: Procedural description of past actions and events.

3- Text type 3: Report of past events.

4- Text type 4: Abstract elaborated discussion.

5- Text type 5: Presentation of the current state of knowledge.

6- Text type 6: Current abstract/theoretical discussion (Biber, Connor et al. 2007, p,

190).

2.5.2.2. Definition of text type

Text type is an ambiguous term. Some scholars use the label “text types” to indicate
instrumental or practical genres, as opposed to literary genres (e.g. Gorlach, 2004), as He
stated; “a text type is a specific linguistic pattern which formal/structural characteristics have
been conventionalised in specific culture for certain well-defined and standardized uses of
language” (Gorlach 2004, p,105). Others such as (Faigley and Meyer 1983): they use text
type in the sense of the traditional four-part rhetorical categories of narrative, description,
exposition and argumentation. Steen (1999, p. 113) similarly calls these four classes "types of
discourse.” (Stubbs 1996), on the other hand, uses text type and genre interchangeably, in

common, perhaps, with most other linguists (Stubbs, 1996, p. 11).
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2.5.2.3. Factors affecting text types

Gorlach (Gorlach 2004) listed 8 factors that control the system of a sentence and the whole
text:

1- The topic issue.

2- The level of the eloquent traditions that have been embraced.

3- Whether the text was written for publication or whether it was a general text.

4- The function that a text performs, for instance news, announcement etc.

5- The form which it takes such as poem or story.

6- The differences between different literary.

7- Dissimilarities between original and translated text.

8- The impact of particular conventions for example the way of using quotations.

2.5.2.4. Text features

As mentioned above in the section of factors affecting text type, the text features are different
according to their factors. Such as the features found in text which are narrative, journalistic,
literary or religious in nature for example, in a study focusing on academic texts, (Hinkel
2002) found that the features of texts in various academic disciplines are represented in the

introduction, discussion and conclusion in four typical movements:

1- Establishing the field.

N
1

Summarising previous studies.

w
1

Preparing for new research.

4

Providing current research with the exception of summaries and laboratory reports

that do not require further discussion.

The study also suggested that all types of academic texts share three features: Firstly, with

regards to syntactic features, they all contained complex nominal construction,
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nominalizations, and gerund phrases; Secondly, the textual features of the academic text, play
a crucial role in identifying the infrastructure of the language text; and finally, in terms of
their lexical features, academic text use specialist vocabulary and academic words (Hinkel

2002).

Note: academic texts write in a clear and defined structure that follows an argument; by
comparison a literay text in its simplest form is any text that can be ‘read’ and only requires

to transmit a message of communication between author and reader.

Another study by (Stubbs 2000) examined the features of narrative text, written by students
in the early stages. Most of the narratives they wrote used the past tense. However, the aims

and objectives were different due to forms, but they generally follow the same structure:

1- Orientation
2- Series of events

3- Reorientation or conclusion

The orientation acts an important structural role in evoking the events necessary to connect
the reader or the listener with the narrative that will be told late. The series of events should
be chosen carefully. Unimportant events are best avoided. Using topic sentences, adverbial
phrases, mentioning specific participant and ordering events accurately are all elements that

are needed to structure paragraphs.

The reorientation acts as a conclusion of the narrative and it provides an evaluations or

personal opinions and inspires new future events.

(Stubbs 2000) identifies a series of linguistic features of this type of text. The main verb tense
used in most recounts is the simple past tense. Nevertheless, present tense is used in writing

diaries, whilst the future tense may be used to anticipate what will happen. Particular topic
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terms may be used to add more interest and suspense, such as magic words or special slogans.
Clauses may be linked in sentences by using a group of conjunctions (e.g. while, because).
Using passive adverbs, adverbial phrases, nouns and pronouns provides cohesion and adds

more detail to make the text more objective (Stubbs, 2000).

2.6. Context

As Hymes has rightly observed: ‘The key to understanding language in context is to start not
with the language, but with the context’ (Hymes 1972, p, xix). In general terms, the word
context refers to what is around, or the environment that surrounds a text and originally
meant accompanying text, the wording that came before and after, whatever was under
attention’ (Ghadessy, 1999, p, 3). The etymology of the word text is derived from the Latin
verb ‘contexere’ which means ‘to weave together’ or ‘to interweave’ or as explained by
(Dilley 1999), ‘to join together or to compose’: ‘the weaving together of words and
sentences, and literary composition to the connection or coherence between parts of

discourse’ (Dilley, 1999, p, 4).

In the 19™ century the use of this term was extended to other things, such as the context of the
building. In modern linguistics this term became synonymous with the non-verbal
environment and this meaning was suggested by Catford (Ghadessy 1999). Malinowski
extended this term further to include the so-called context of culture (Ungerer and Schmid
2006, p, 47). In early 1923, Malinowski argued that both the context of a situation and the

context of culture were necessary for a proper understanding of an utterance or text.

2.6.1. Definitions of context

The concept of context is of importance to scholars in diverse disciplines who have produced
a broad range of definitions. From the view of language philosophy, Searle defined context as
‘the set of background assumptions’ (Searle 1979, p, 125). This definition was further
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developed by those working in the field of pragmalinguists, such as Karttunen who defined
context as: ‘a set of a propositions that describe the set of background assumptions, that is,
whatever the speaker chooses to regard as being shared by him and his attended audience’
(Karttunen, cited in (Verschueren and Ostman 2009, p, 199). This definition is less radical
than the definition of context by Stalnaker: ‘in a given context just in case the speaker
assumes or believes that P assumes or believes that his addressee assumes or believes that P
assumes or believes that his addressee recognises that he is making these assumptions or has
these beliefs’ (Stalnaker 1999, p, 49). The difference between the definitions proposed by
Karttunen’s and Stalnaker respectively is the role of the linguistic form; whilst Karttunen saw
that the role of linguistic form as essential, Stalnaker thought that speakers presupposes
everything in the common ground and the concept of sentence presupposition is not needed
and the presupposition is independent of linguistic form (Verschueren and Ostman 2009).
Schmidt et al. defined context as ‘that which surrounds, and gives meaning to something else’
(Schmidt et al., cited in (Preissl, Bouwman et al. 2004, p, 193). This definition covers three
aspects: physical environment, human factors, and time (Havinga 2006, p, 191). Dey and
Abowd defined context as ‘any information that can be used to characterise the situation of
any entity. An entity is a person, a place or object that is considered relevant to the interaction
between a user and an application, including the user and the application themselves’ (Dey et
al., 1979, p, 6). Scharfstein defined context as: ‘that which environs the object of interest and

helps by its relevance to explain it’ (Scharfstein 1989, p, 1).

2.6.2. Types of context

Different typologies have been developed in relation to context, reflecting diverse approaches
to this concept. Benereceitti et al. categorised context into physical context and cultural
context. While the former includes environment, the latter includes the information of the

user, social relations and beliefs (Havinga, 2006).
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Allan (1986) divided context into three categories:

The first of these is physical context, which relies on the particular time and particular place
of the speaker of an utterance, and the particular time and particular place of the hearer or

reader of an utterance.

The second category depends on which context is more appropriate to use to describe the
world spoken of in utterance. Often the world spoken of is real, like the conversations that we
have in our everyday life. Mostly we speak about what is surrounding us and what is going
on in our real life. However, the world spoken of could be a fictional, hypothetical or

imagined world.

The third category is textual environment, which is presented by the text in which the
utterance appears, and that utterance is a member of a set of utterances which together form

an organised semantic unit (Allan 1986).

Newmark (1987) referred to four types of context: the linguistic, such as collocation; the
referential, such as the topic of text; the cultural; and the individual, for instance the idiolect

of the speaker or the writer (Newmark 1987).

Robinson (2006) identified seven types of context. It is important to consider all types of
context to gain a fuller understanding of the poetry at the heart of this research. Referered to

below is a succinct summary of each of the seven diverse types of context.

1 - The physical context: This includes everything that everyone that can be seen or heard or

otherwise sense, for example by touch.

2 — The second type he referred to as the body language context: This is built on the
information  that we have received from the five senses, and is then refined by our

experience of socially important bodily behaviour. This can also be called non-verbal
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communications, and involves the user of gestures, facial expressions, and paralinguistic
features such as voice quality, stress, intonation, and verbalisations; for instance, laughing

and crying.

3 - The verbal context: This is the ability to understand written language or spoken language.

4 - The cultural context: This is constructed of conversation out of a sense of what people
generally do, how their behaviour is formed by beliefs, habits and customs which form part in

the larger culture.

5 — Robinson emphasised the group context which can be extrapolated from an individual’s
sense of what the group generally does. This also includes the different personalities of the
various members of the group, the norms and values embraced by the group, and the

relationships within the group.

6 - The sixth of Rubinson’s seven types is personal context: This shows how individuals
assemble and make sense of what is going on as a result of their experiences. It tends to
consist of things that individuals think or say or do and this often conditioned by or
influenced by to a large degree by what the group’s values or norms are understood to consist

of.

7 — The final category is the imagined context: This is used to refer to how one or more
participants in a situation can pretend to construct what is going on. Rubinson gives the
example, three items might be imagined by a participant in a conversation, namely, an

imagined self, an imagined other or others, and an imagined other context (Robinson 2006).

2.7. The co-text
The co-text is a term used by some British Linguists in an attempt to resolve the ambiguity of

the term context, which can refer to both linguistic and situational environment. The practice
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IS to reserve co-text for the former, and context for the latter’ (Crystal 2003, p, 114). Yule
considered it to refer to linguistic context and defined co-text of a word as ‘the set of other
words used in the same phrase or sentence’ (Yule 2010, p,129). Johansen and Larsen
described the co-text as verbal signs for example ‘The co-text of the words of a novel is the
other verbal signs of the novel’ (Johansen and Larsen 2002, p, 204). Tognini-Bonilli
distinguished between the two terms co-text and context, using the former to refer
particularly to the verbal environment which is aimed to formalise, and the latter to refer to

the situational and cultural factors implicated in the interaction (Tognini-Bonelli 2001, p, 87).

2.7.1. The notion of co-text

According to Yule the Cotext is the environment in which a word is used, the cotext clearly

limits our range of possible interpretations we might have for a word.for example;

Germany wins world cup

Gerrmany would be the referring expression, and the rest of the sentence the co-text

Yule explained the concept of co-text by these examples:

(@) The cheese sandwich is made with white bread.

(b) The cheese sandwich just left without paying (Yule 1996).

In both these statements, the meaning of the phrase ‘the cheese sandwich’ is specific to the
linguistic material that goes after it. In example (a) the cot-text informs us that suitable for
eating is being referred to, while in example (b) a person (or at least something which is alive
and not a real cheese sandwich) is being referred to. On the other hand, we depend also on the
physical context — the physical environment which is surrounding both the speaker and
listener at the time of making the utterance — to make sense of these and other utterances. In

both cases, particularly in (b) where allegorical language was used, failure to offer such
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contextual material might make it difficult to grasp what the speaker was saying (McKenna

and Oh 2005).

By this we can say that co.text is: the linguistic environment in which a word is used within a text,
the words surrounding a particular word or passage within a text that provide context and help to
determine meaning. Co-text for a word is, at least, the sentence. ‘Co-text for a sentence is, at least, the
paragraph. It is the surrounds passage. Both the interpretation of individual lexical items and the
interpretation of utterances in the discourse areconstrained by their co-text’(Porter and Pearson

2004)p185).

2.8. Historical introduction to discourse analysis:

In linguistics between 1930 and1960, different schools of thought, particularly in the English-
speaking world, believed that context must be ruled out of language analysis as they
predicted that by this means many discoveries would be made in the linguistics field
concerning language and its system rules. However, this was a highly contentious issue
(Cook 1989). In the1960s and early-1970s, as a result of studies into the relationship between
text and context, a new type of linguistics appeared, which became known as discourse
analysis, which is a product of the combination of a range of knowledge from different areas
of human sciences, including linguistics, psychology, anthropology and sociology (McCarthy
1991). However, the first forms of discourse analysis appeared earlier, in 1952, when the
term ‘discourse analysis’ was introduced for the first time by Harris in his paper entitled
“Discourse analysis” (Paltridge 2006). In his paper, Harris was concerned about the study of
language beyond the level of the sentences and the relation between sentences and their social
situation; in other words, his study focused on the elements of extended text and at the time
ran counter to the prevailing norms of linguistics, which was primarily interested in studying

single sentences. While his paper bears little resemblance to what understood by discourse
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analysis now, this can be considered to be the first step toward its development (McCarthy
1991). The emergence of semiotics and the French structuralist approach to the study of
narrative was also taken place at the same time as Harris’s efforts. After this, a series of
studies were subsequently conducted; for example, in the 1960s Hymes presented a
sociological standpoint with the study of speech in its social surroundings, as revealed by
speech-act theory and the formulation of conversional maxims. Many linguistic philosophers
also had significant impacts on the study of language as social action, such as Austin (1962),
Searle in(Searle 1969) and Grice (1975); in addition to that, pragmatics was another branch
of linguistics streams which contributed to the composition and development of discourse

analysis(McCarthy 1991).

In 1973, Halliday’s approach to language had a major impact on discourse studies, which in
turn was reflected by the Prague school of linguists. Another development was made in 1975
at Birmingham University by Sinclair and Coulthard, who developed a form for the
description of teacher-pupil chat, founded on a chain of discourse units. Other studies have
since been conducted based on the intonations used in discourse in novel work in the British

tradition (McCarthy 1991).

American discourse analysis has been influenced by working inside the ethno-methodological
tradition, which was latterly called conversation analysis and which relied on close
examination of groups of people conversations in everyday settings, involving greetings,
rituals, storytelling and verbal duels in diverse cultural and social locations; this stand is
clearly visible in the works of Gumperz and Hymes (1972) and (McCarthy 1991). The study
of conversational models, turn-taking and other features of spoken communication have led
to substantial interest in the work of Sacks, Schegloff and Jefferson (1974) and Goffman

(1976; 1979). In addition to that, the investigations by Labov into oral storytelling within
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sociolinguistics have also added to a long history of interest in narrative discourse (McCarthy

1991).

During that time, significant developments were made by the text grammarians mostly in the
study of written language; they see text as language elements combined together in
relationships. Van Dijk (1972), De Beaugrande (1980) and Halliday and Hasan (1976) were
among the most well-known scholars to have had a great impact on this aspect (McCarthy

1991).

Recently, commenting on the popularity of discourse analysis, Schiffrin, Tannen et al. 2001
have observed that ‘Discourse analysis is rapidly growing and evolving field. Current
research in this field now flows from numerous academic disciplines that are very different
from one another. Included, of course, are the disciplines in which models for understanding,

and methods for analysing’ (Schiffrin, Tannen et al. 2001, p, 1).

2.8.1. The definition of discourse analysis:

Given that discourse analysis is used as a technique across a broad range of disciplines it
should come as no surprise that the terms ‘discourse’ and ‘discourse analysis’ have many
definitions and meanings depending on the discipline.

In Latin the term discourse means ‘running to and fro’. In English, the term discourse in its
non specialist meaning essentially refers to conversation, although it more precisely discourse
is used to refer to the institutionalised body of opinions and conversations that inform all
disciplines or specialisms (Sullivan 2009), which was derived from the French word
‘discours’, as defined by Michel Foucault (1969, 1971). He used this term to refer the shared
characteristics of a set of texts which define the activities of and have an influence on an
identifiable social group (e.g. le discourse de la publicite - the discourse of advertising);

hence leading to the term discourse analysis (Crawshaw and Tusting 2000, p, 205). In its
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specialised meaning, then, discourse refers to ‘a piece of language consisting of more than
one sentence which has an interactive function in society, the term may be applied to both
spoken and written language’ (Crawshaw and Tusting 2000, p, 205). In linguistics, discourse
is used to refer to a continuous stretch of spoken language longer than a sentence; however,
within this broad notion, several different applications may be found (Crystal 2003, p, 141).
Discourse analysis, as Stubbs noted, is ‘a very ambiguous term’ (Stubbs 1983, p, 1). It has a
wide range of meanings and is used in different disciplines, such as sociolinguistics,
psycholinguistics, philosophical linguistics and computational linguistics, to name but a few
activities (Brown and Yule 1983). As a result, many attempts to define discourse analysis
have been made, and here are some examples:

Van Dijk stated that ‘in its full richness discourse analysis involves all the levels and methods
of analysis of language, cognition, interaction, society and culture’ (Dijk 1985, p, 10).

As mentioned before, Cook defined discourse as ‘language in use’ and he explained the
relationship between discourse and discourse analysis in his attempt to define it as ‘language
in use which has been used to communicate something and is felt to be coherent (and may, or
may not, happen to correspond to a correct sentence or a series of correct sentences).
Language in use for communication is called discourse; the search for what gives discourse
coherence is discourse analysis’ (Cook 1989, p, 6).

Tannen viewed discourse analysis as a synonym of linguistics: ‘the name for the field,
discourse analysis, then, says nothing more or other than the term linguistics: the study of
language’ (Tannen 1989, p, 6). An objection could be raised here depending on the meaning
of language itself, as the informal use language means: talk, communication, and discourse.
However, in formal use ‘the term language is traditionally used differently, to refer to
structures and rules that are thought to underlie talk’ (Johnstone 2002, p, 2). On the other

hand, language in discourse analysis is based on four key assumptions, as Schiffrin reported:
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[
1

Language always occurs in context.

2- Language is context sensitive.

w
1

Language is always communicative.

4

Language is designed for communication (Schiffrin 1987, p, 3).

Knapp and Daly defined discourse analysis as ‘the systematic study of naturally occurring
(not hypothetical) communication in the broadest sense, at the level of the meaning (rather

than as physical acts or features)’ (Knapp and Daly 2002, p, 102).

Through these multiple and various definitions of discourse analysis, it is seems that there is
no agreed definition. However, these definitions can be placed in three consistent categories

(Schiffrin, Tannen et al. 2001):

1- The study of language use:

This type of study ‘focuses on traditional linguistic construct, such as phrase structure and

clause structure’ (Biber, Connor et al. 2007, p, 1).

2- The study of linguistics structure:

It is beyond the sentence study, rather it focusses on the bigger picture for example, extended
sequences of utterances and the systems in which they organised and constructed in. (Biber,

Connor et al. 2007, p, 1).

3- ‘The study of social practices and ideological assumptions that are associated with

language and/or communication’ (Biber, Connor et al. 2007, p, 1).

This type of study is focussed on the effect of the speech rather than the analysis of language
used. It also studies the speech characteristics, actions of participants when communicating

and power and gender issues.
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In the previous grouping of the definitions of discourse analysis, the impacts of various
approaches can be seen clearly. Further than the disciplinary direction, one decisive factor of
dissimilarity may be whether the focus is primarily on structure (formalist) in Newmeyre’s
term, or structuralist in Hymes’ term, or as Hopper called it, a priori grammar or function
(functionalist), which is also called emergent, as Hopper named it, or interactive as termed by

Mey and (Schiffrin 1994).

‘In formalist terms, discourse analysis focuses on the organisation of different units or
schematic patterns in talk, meaning and understanding, as well as their relation with each

other’ (Muehleisen 2002, p,109).

In functionalist terms, ‘its focus on communicative meanings and functions makes it
necessary to take contexts into account’ (Linell 1998, p, 3). In simple words, to explain the
main concern in functionalist terms, Dijk stated that it is interested in ‘who uses language,

how, why, and when’ (Dijk 1997, p, 2).

To sum up, ‘some scholars define discourse analysis in a narrow sense, such as the
definitions of Psathas (1995) and Stubbs (1983), while others combine various approaches
into one discipline like the definitions by Schiffrin (1994)’ (Tanaka 2004, p, 3). For instance,
Schiffrin (1994) recognised six distinct approaches within discourse analysis: speech act
theory, interactional sociolinguistics, and ethnography of communication, pragmatics, and

conversation analysis and variation analysis.

There are some scholars who do not consider discourse analysis as an independent discipline
and consider it as a branch of pragmatics, as Diamond reported: ‘discourse analysis is
a branch of pragmatics, the study of meaning situated in context. Pragmatics, or the
philosophical study of language function or language as action, was brought into modern

linguistics by the works of Austin (1962)’ (Diamond 1996).
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In conclusion, this chapter provided a general view about language, and showed in details the
variations in defining language among the scholars and presented their approaches to study it.
The chapter studied also the aspects, functions, and forms of language, it is also discussed the
differences between the linguistics terms of text, context and discourse. In addition to this,
the chapter provided a historical introduction to discourse analysis and presented their

definitions and approaches to discourse analysis.
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Chapter Three: Arabic poetry and Al Mutanabbi

3.0 Introduction

This chapter will be divided into two parts; the first part will shed light on the definition of
poetry and its function and role, while the second part will introduce the reader to Al

Mutanabbi and his great work.

3.1 Definition of poetry
Many diffentions of poetry can be provided, Shelley in (Gaut and Livingston 2003) tells us

that ‘poetry in a general sense may be defined to be the expression of imagination’ (p,148).

Definition of poetry in the ancient Arabic culture is mostly around the relation between words
and music or rythm as it was defind as the rhymed speech(Zaidan 2013). Al Khalil ibn
Ahmed stated in (Dhayf 1987) ¢ poetry is what follows the Arabic metrics’(p,88). Al Jahidh
looked at poetry from two concepts as he defined poetry as ‘framing and picturing’(Dhayf
1987). The full diffention of poetry in Arabic, in my view was given by Ibn khaldin as he
said: ‘poetry is eloquent speech built upon metaphoric usage and descriptions; divided into
cola agreeing in metre and rhyme letter, each colon being independent in purpose and
meaning from what comes before and after it; and using the methods of Arabs peculiar to it’,

(Ibn, Rosenthal et al. 2005, p, 456).

We surmise from this definition that the concept of poetry in Ibn Khladoun’s view contains

six elements:

1- Itis eloquent speech.

2- Itis built upon metaphoric usage and descriptions.
3- Itisdivided into cola.
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4- These agree in metre and rhyme letter.
5- Each colon is independent in purpose and meaning.

6- A colon uses the methods of Arabs peculiar to it.

To discuss his definition, we need to understand why he chose these elements to build his
view on poetry. The phrase ‘eloquent speech’ refers to the consideration of poetry as a
particular genus, and it is not a general speech, because it needs special requirements. To
obtain that, the phrase ‘built upon metaphoric usage and descriptions’ distinguishes poetry
from the other types of eloquent speech which do not rely on that, and which do not need it,
because they are not poetry and they have their own requirements. The third and the fourth
elements in his definition, divided into cola and agreeing in metre and rhyme letter, explain
the structure of poetry which differentiates it from the kind of prose speech that has a
different structure. The fifth element in his view considers each colon to be independent in
purpose and meaning and this is, in his opinion, explains the real character of poetry, and it is
the only way that verses of poetry can be. The last element in his definition is to use the
methods of Arabs in general. Poetry in any culture has special methods which prose does not
have, and vice versa. According to this element, rhnymed speech that does not use those
methods is not poetry. To make them more specific he limited those methods only to those
which are identical to the methods of Arabs, to differentiate them from the poetry of non-
Arab nations (lbn, Rosenthal et al. 2005). This is leads us to study the function of Arabic
poetry as an attempt to understand the difference between Arabic poetry and that of non-Arab

nations.
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3.2 The function of poetry

One of the controversial issues in the history of arts and civilisation - and the roots of this
issue go back to ancient times - is the attempt to understand the functions of poetry, and the
diversity of these functions according to ages and cultures. Many answers have been given to
the question: What do we seek in poetry? Do we look for general knowledge, wisdom,

language, history, genealogy, or art and beauty?

In Greek culture, one of the oldest answers was given by Plato when he dismissed poets
from his fabled utopia, thinking that they filled the minds of the people with illusions and
myths. He stated ‘we shall have to say about poets and story-tellers that they are guilty of
making the gravest misstatements when they tell us that wicked men are often happy and the
good miserable’ (Plato 1955, p, 162). Thus he issued his judgment against them: ‘we shall
forbid them to utter, and command them to sing and say the opposite’ (Plato 1955, p, 162).

The role of poetry in his utopia was limited to war songs to encourage the warriors.

Socrates was more merciful with the poets. When he divided his city into stages, he
suggested exiling poets from the first city, which only needs a few men for the essentials,
such as farmers, builders, weavers, cobblers, and there are no poets. However, when the city
is enlarged, it should be filled with several things that go beyond what is necessary for a city.
Due to this, more men are needed, for example hunters and ‘artists or imitators, many of
whom work with shape and colours, many with music. And there will be poets and their

assistants, actors, choral dancers, contractors and makers of all kind of devices’ (Naddaff

2002, p, 11).

Avistotle linked the function of poetry with human nature which always looks for fun and a

sense of beauty. ‘He maintained that it sprang from two causes immanent in human nature:

42



inherent in man since childhood, and a sense of harmony and rhythm, which was later called
a sense of beauty’ (Tatarkiewicz, Czerniawski et al. 1970, p, 150). This was discussed later
by Castelvetro. He presumed that Aristotle had the same opinion as him, that poetry in
general is created for the purpose of giving pleasure, but he was concerned to notice that
Avistotle looked at tragedy mainly for utility. Castelvetro wondered why we did not look for
delight in tragedy, without caring about utility. He tried to give an acceptable explanation of
the contradictory idea that a miserable story can be fun. The pleasure, in his view, is taken
from a sense of recognition of the discrimination of the hero’s fate. By this explanation,
Castelvetro tries to gather between moral utility and emotional pleasure (Jones and Nicol

1976).

According to Sowayan, in ancient Arabia ‘poetry was an integral part, if not the most
important part, of daily life. Anything that touched human existence provided a proper topic
for poetic composition and the recitation of poetry required no special setting or occasion’
(Sowaya 1985, p, 195). Poets also played a role as historians as Ibn Qutaiba stated: ‘poetry is
the mine of knowledge of the Arabs, and the book of their wisdom, the archives of their
history, the reservoir of their epic days, the wall that defends their exploits, the impassable
trench that protects their glories, their ancestors, noble and praiseworthy deeds’ (Ibn Qutaiba,
in (Kemal 1991, p, 8). Moreover, the role of poetry in the ancient Arabic culture was not
limited to what Ibn Qutaiba has mentioned above, but it crossed that to draw a picture of an

1deal model of the Arabic character, as Abt Tammam stated in his verse:
o Sl 355l (ye Slall 8lay G b mdll L A Y
Without the help of poetry in describing the path to glory,

No one of the glory seekers would know how it can be attained.
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In this verse Abti Tammam indicates that poetry has a crucial role to guide Arab people,

particularly those who seek glory to gain their aims, by following the gaudiness of poetry.

Some scholars claimed that the theory of Arabic poetry had been affected by the Aristotelian
theory. It is obvious that Aristotle’s works were translated into Arabic; however, as Cantarino
points out, ‘we must keep in mind that this was mostly the case with philosophers and
scientists, not with writers and literature. Arabic poetic disciplines derived, to be sure, from a
different approach and were basically the result of efforts made by philologians who were

considering and studying Arabic poetic compositions only” (Cantarino 1975, p, 2).

3. 3 Structure of an Arabic poem

The classical Arabic ode, the gasida, has a polythematic and monorhymed poetic form,
generally ranging in length from fifteen to eighty lines. Traditionally the gasida consists of
three sections, <= al-nasib (love poetry), d= Y, rahil, (decampment), and the fakhr (pride)

or the madih (panegyric).

Firstly, al-nasib, the opening section, deals with elegiac motifs such as the ruined abodes and

deals with amatory themes such as unrequited love.

In the second section, JxJY, rahil, (decampment), the poetic persona’s travel scene through

the desert, and his mount, the she-camel.

The third section, the concluding fakhr, presents the poet’s praise, or boasting of himself and

his tribe, and madih eulogy offers praise (Sumi 2004, p, 1).

Many critics have tried to give an explanation as to why the ode in Arabic poetry is divided
into the three above-mentioned sections. For example, Ibn Qutaiba considers the first two
sections as an introduction to the main aim or theme which is the last one. The poet, in Ibn

Qutaiba’s view(lbnQutaiba 1998), starts with the mention of the ruined abodes to remind the
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beloved people who used to live in these homes which are now in ruins. Then the poet will
move to the second section to describe his beloved, and to express what he feels due to
separation between him and his beloved, using rhetorical descriptions in sensible and nice
words to captivate the hearing and hearts of his listeners. After that he will address the main
aim of his poem, which is al-madih. And he considered who follows these ways as a great
poet (Ibn Qutaiba, 1998, p. 76). According to this, Ibn Qutaiba has divided the Arabic poem
into two parts, the primary part, which is the last part in the poem, and the secondary part,

which is the first and the second parts of the poem.

Some scholars rejected this explanation, and considered the first sections as essential parts
not secondary parts. They felt they were not just introductions but they are looking for one

aim, existentialism (Brown, 1963).

Ibn Rashiq Al Qirwani(Al Qirwani 1981) has his own view, which is different to the invision
of the qasida’s approach mentioned by Ibn Qutaiba. He ascribed this to the appeal of
sympathy of hearts and using this as introduction to what comes after to attract listeners and
gain attention. Ibn Rashiq also distinguished between the methods and purposes of Bedouin
and urban poets. According to him, the method of the Bedouin poets starts with ghazal by
describing travelling, expecting parting and dimension, fear of separation, describing ruins,
longing for the beloved’s meeting whenever they hear camels sounds nostalgically, flashes of
lightning, or the passing of a breeze, while the urban poets start their poems with ghazal by
mentioning repulsion and abandonment, then they refer to the fear of the moderators and
guards of their beloved, and the tightly closed doors, then they depict types of drink and
portray tapsters, then they start picturing flowers, orchards and gardens (Ibn Rashiq, 1981, p.

1/225).
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3. 4 The Eras of Arabic poetry

According to Al Ya’qubi, ‘if an Arab has a bright idea, he will express it in a few verses’

(Rejwan 2008, p, VII).

The origins of Arabic poetry, and even the first conscious reflection on poetry, would have
existed before Islam and in all probability long before any written documentation (Cantarino

1975, p 9).

The eras of Arabic poetry are divided into four:

-
1

Pre-Islamic poetry

N
1

Early Islamic poetry

Abbasid era

w
1

4

Modern Arabic poetry.

3.4.1. Pre-Islamic poetry
According to(Holt, Holt et al. 1977)‘The solid foundation of the long literary tradition was

laid in the Pre-Islamic period, notably in the sixth century A.D., when the shepherds and
herdsmen of central and north-eastern Arabia perfected a poetic technique and developed a
highly complex metrical system, unique in the literary annals of the Semites and all nomadic
societies’ (Holt, Holt et al.1977, p, 658). However, to answer the question of when the
Arabic poetry started, ‘it is impossible to fix with any degree of certainty the date when the
Arabs first began to practise the art of poetry. The oldest poets of whom we have any
remains belong to the time of the war of al-basiis, or shortly before that, which would place
them about a hundred and thirty years before the flight, A.D. 622 (Arberry 1965, p, 1).
According to Ibn Sallam in (Hoyland 2002), the early Arabs had no poetry other than few

lines which someone composed on certain occasions; lengthy epic poems were first recited
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in the time of Abd al-Muttalib and Hashim ibn Manaf” Ibn Sallam in (Hoyland 2001, p, 242),
and this is around the early part of the sixth century. Nevertheless, all Muslim scholars agree
that complex poems (qgasidas) were newly born of a tender age, and that this new form had

been born around 500 A.D’ (Hoyland 200, p, 242).

‘The Arabs of the pre- Islamic era were people of poetic bent, and Arabic nurtured many a
great poet, although their land was not ne of flowers and nightingales, but only thorns and
sands’(Rejwan 2008, p, VII). The literature of the Arabs in this time is ‘untouched by
external influences, consists entirely of poetry, the work of professional bards who sing of
desert life and warfare, lament over the deserted camping grounds, boast of their tribe, and

abuse their enemies’ (O'Leary 1939,p,61).

‘Arab poets were always on the lookout for a suitable spot to present their poems. The finest
poems were inscribed on posters and hung on the walls of the ka "ba during the poets ‘annual

rendezvous’ (Rejwan 2008, p, VII).

3.4.1.1The most well known poets of the pre-Islamic era:

This period of time was the richest for poetry and poets. The quantity of poets in the pre-
Islamic era was the highest, and numbered approximately 310 poets. Due to this, every poet
in that time was always on the lookout for a suitable spot to present their poems. For this
reason many competitions were held and ‘the finest poems were inscribed on posters and
hung on the walls of the ka “bah during the poets ‘annual rendezvous’ (Rejwan 2008, p, VII).
These poems were known as ‘the al-Mu‘allagat, seven poems in number, or ten with the
additional three poems of Al-Nabigha al-Dhubyani, Al-> sha and ‘ubayd bin alabras,
represent the standard type of pre-Islamic qgasida, usually ranging from about thirty to a
hundred lines but seldom exceeding a hundred’ (Beeston 1983, p,38). These poems and

poets are:
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1- Al-""sha 33 lines.

2- Al-harith bin hillizah 82 lines.

3- Al-Nabigha al-Dhubyani 49 lines.

4- ’imru’ al-gays 81 lines.

5- Zuhayr ibn Abi Sulma, 62 lines.

6- Tarfah ibn al-‘abd 103 lines.

7- ‘Ubayd bin alabra s 18 lines.

8- ‘Amru ibn Kulthiim 103 lines.

©
I

‘Antara ibn Shadad 75 lines.

10- Labid ibn Abi Rabi‘ah &8 lines.

3.4.1.2 Topics and themes of pre-Islamic poetry

According to Badawi, the major topics comprising the domain of Arabic poetry of the pre-
Islamic period are self praise (fakhr), panegyric (madih), satire (hija’), elegy (ritha’),
description (wasf), and amatory verse (ghazal) (Badawi 1975). According to (Beeston 1983),
there are only four topics (ritha’), (hija’) (madih) and (ghazal). The other purposes, according
to his view, stem from these basic themes; for example, ‘the poems of protest and apology
composed by Al Nabighah and addressed Nu " man ibn Al mundhir, the king of Al- hirah, are
in essence gasidas of praise. Self-glory or glorification of the tribe (fakhr) is a branch of
panegyric (madih). Some critics regarded all poetry as consisting mainly of panegyric

(madih) and lampooning (hij 2’)’ (Beeston 1983, p, 38).
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3.4.1.3. Written and oral pre-Islamic poetry

With the exception of the al-Mu‘allaqat, it is clear that most pre-Islamic poetry was oral, and
transformed from one generation to another. In early times, Muslim scholars paid attention to
the issue of falsity or fabrication in pre-Islamic poetry. Ibn sallam divided the pre-Islamic
poetry into three categories: fabricated poetry, distinct poetry and doubtful poetry. Ibn sallam

ascribed this to three reasons:

1 — Competition in pride between some Arab tribes: some tribes found the poetry that had
been made by their poets or about their feats and glories was too little, therefore they

extended it.

2 — Some poets found what they had made in the Pre-Islamic period was too little, so they

added more poems and claimed that they had been made in the pre Islamic age.

3 — Some narrators were dishonest and they changed some of what they narrated by adding

more poems. He listed two types of narrators.

The first type were poets themselves, and they mixed their own poetry with what they were
narrating just to show that they had memorised a great deal of Pre-Islamic poetry, more than
what the other narrators had, and he gave examples for this type as the well-known narrator
hammad. Many ancient Moslem scholars, like Ibn sallam and al-Asma‘1, rejected many of his

narrated poems.

The second type was just narrators and there were not poets, but they were careless and
telling whatever they found, without any audit or proof. Most of them were story tellers, for

example 1bn Ishaq. And even this type of narrator was rejected by al-Asma‘1 and Ibn Sallam.

3.4.1.4 The issue of Pre- Islamic poetry in modern studies:

Many Western scholars have spoken about the Pre-Islamic poetry and the possibility of
fabrication or falsity, such as Noldkeh, Brokelmann and Layal. However, Mragoliouth’s
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views about the Pre-Islamic poetry sparked great controversy among scholars, and he based
his theory on the idea of that the Pre-Islamic poetry that we know was actually later forgotten

in the Islamic period, and he built up his theory on the following reasons:

1 — He claimed that the Quran was anti poetry and prohibits Muslims to make it or even to
listen to it. This is an obvious misunderstanding of what the Quran says about poetry, and he
disregarded what the prophet Muhammed was doing by listening to poems and
recommending some poets to make poems defending Islam, and he gave prizes to poets, as he
did with Ka‘b ibn Zuhayr, and if poetry was forbidden then the Prophet would not do that. In
addition to this, many of his companions were poetry narrators, like the great companion

scholar 1bn Abbas, and they would not do that if it was illegal.

2 — Firstly, he rejected that pre Islamic poetry was orally transformed. Later on, he refused to
agree that pre-Islamic poetry had been transformed by writing, to assert that it was fabricated
and false and made by Moslem narrators at a later date. And, as | mentioned above, we know

how Moslem scholars dealt with narration and with dishonest narrators.

3 — He mentioned that pre-Islamic poetry does not represent the religious life of the pre-
Islamic age in Arabia, and does not refer to the way of worship or beliefs, and I partly agree
with his view on this point. However, many poems were about the ideals of the pagan Arabs

gathered by Ibn Al-Kalbi in his book Al-’snam (The Ideals).

4 — He claimed that the language of pre-Islamic poetry does not present the variety of accents
and dialects of that age, and it is similar to the Quranic language, and he supposed that if it
was related then it should reflect the differences of accents and dialects. This claim can be
rejected by saying that it was known that Arab poets who sought a reputation in the Arabian

Peninsula made their poems in the dialect of the Quraysh, which was considered the standard
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language at that time, and it was the language that the Qur’an was revealed in(Assalih 1960),

look also (Ali 1991).

5 — He denied any activity of poetry in ancient Arabia relying on the found inscriptions of
some ancient Arab kingdoms, particularly in Yemen, which he considered more civilised than
the Bedouin Arab tribes in Arabia. These inscriptions did not refer to any existence of poetry

in these kingdoms, rather to be existed in the underdeveloped tribes.

It is known as Pronilich reported that poetry is an innate issue in human life, disregarded to
his level of life or education or culture and many contemporary primitive people, such as

Eskimos, have much poetry.

‘the Eskimo have to survive in an environment which, one would have thought, is hostile in
the extreme to human life....the temperature is often below freezing’ (Montgomery2015, p
36). The winter days provide at best only few hours of day light in which to seek food, and
there are no trees to provide shelter or fuel — or indeed wood for making implements. Yet the
Eskimos have somehow developed a way of cope with their environment and create a culture
that is more than a mere battle for physical survival. They imbue their experiences and even
their perception of themselves and of nature around them with poetic comment and reflection.
Their struggles with their harsh environment seem to provide an opportunity, rather than

obstacle, for the development personal and meditative nature (Montgomery 2015).

3.4.1.5 The impact of the theory of Margoliouth:
The theory of Margoliouth about Arabic poetry sparked a heated debate, and had a great

impact on some Arab scholars, such as Taha Hussain who derived his own thoughts about
Arabic poetry from Margoliouth’s claims. Taha Hussain stated ‘I have no doubt that what we
have left of pre-Islamic poetry is so little and does not represent the life of the pre-Islamic

era and it is not reliable to extract the real picture of the Pre-Islamic era, and | appreciate the
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dangerous results of this theory, however I do not hesitate to assert it and publish it’, and he
also said ‘what we read as a poetry of al-gays or tarfa or ‘antara does not belong to them, it is

on a plagiarism of narrators and the fabrications of Bedouins’.

These statements of Margoliouth and Taha Hussain were rejected by many Arab scholars as
well as non-Arabs. Zweltter reported ‘Margoliouth and Taha Hussain have cast doubt both on
the reliability of many transmitters of the ancient poetry, their criticism has generally failed to
consider certain important facts that have since been brought out in a decisive fashion. One
may, | think, grant that these doubts, at least in their extreme form as expressed by
Margoliouth and Taha Hussain, have been laid to rest through the efforts of later scholars’

(Zwettler 1978, p 14).

H A R Gibb said ‘it would be as impossible to reconstruct the pre-Islamic poetry from the
poetry of the Omayyad period as it would be to reconstruct Elizabethan from Caroline drama’

in (Gibb and Makdisi 1965) p, 564).

Irfan Shahid stated ‘His exegetic effort was not only unsuccessful, but was also disastrous, in
that it formed one of the bases upon which he rested his case against the authenticity of Pre-

Islamic poetry’ in (Gibb and Makdisi 1965)p,564).

3.4.1.6 Qasida

‘No people in the world manifest such enthusiastic admiration for literary expression and are

so moved by the word, spoken or written, as Arabs’ (Hitti 1963, P,12).

Qasida means something intended or a special intention. In poetry, it applies to a poem which
embodies a special meaning. ‘The term qasida often indicates a long ode with specific
structure’ (Somekh 1991, p, 47). The greatest Pre-Islamic poems represent the earliest
polished examples of a poetic form called the qasida, usually translated as ‘ode’. These

mono-rhyming works are medium length, sometimes up to 120 lines, longer than the love
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lyric called the ghazal and shorter than narrative epic poetry. Most Pre-Islamic gasidas were
written down during the century before Islam, though they had been composed and
transmitted orally for hundreds of years before that. The classic genre begins with a section
called the nasib (love poetry) in which the lover expresses a longing for the departed beloved,
as in the Mu‘allagah of Labid. Then the poet describes the subject’s quest and concludes with
the lover boasting ironically of how he has succeeded in exiling her from his memory.
Muslim poets transformed both the themes and the three part of the gasida form, adapting the

genre to specifically religious and mystical purposes (Renard 1996).

3.4.1.7 Norms of the gasida in Arabic poetry

Qasida relates to different types of norms. Mainly, it is clear that the gasida as a production of
verbal art relates to textual norms, whereas the cultural norms relate to the social context of

the announcement of the gasida and this leads to the following:

Moral code: in the Arabic poetry most of gasidas are planned to extol, uphold or call for

allegiance, to a code of moral values, often of a religious nature.

Performance: the gasida is mostly intended to be chanted or recited in front of a group

people.

Social function: the gasida is a cultural commodity often composed for the purpose of a gift
exchange, which constitutes an integral part of its recitation, both secular and religious (Sperl

and Shackle 1996).

3.4.1.8 The dominance of the gasida form

Because of the high status that the ancient gasida acquired in Arab culture, very few
innovations in the form and style of poetry occurred during the heyday of Islamic civilization
in the middle ages. Several poets tried at different times to question some of the received
conventions. As a rule, however, these poets rarely attempted to challenge the fundamental of
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the Arabic poetic model, for example the prosodic system and the underlying poetic diction.
Furthermore, the matrix of traditional poetic discourse eventually smothered the new
departures that they advocated. It was only in Islamic Spain that a truly different model,

4 sllthe mwashshah, was nurtured. However, this form never succeeded in supplanting the

gasida, which remained the dominant and most respectable type even in Muslim Spain.

The power of the gasida to reach through the ages to fascinate and captivate never ceases to
amaze. A slothful, mostly good-for-nothing poet, by his folk’s admission, composes a poem.
More than 1,500 years later, the poem is still being taught in schools, found on internet pages,

and even listened to in digital format .(Al Ansari, 2009).

3.4.1.9 How does a poet produce a gasida?

According to Ibn tabatiba (1982, p. 11), when a poet wants to build a gasida, he mixes the
theme in the lead which he intends to take his verse in his mind in prose, then he arranges
appropriate words and accurate rhyme-words with which to cloth it and a metre in which the
words run smoothly. When he comes to a line that goes well with the theme he has in mind,
he puts it down. He sets his mind on using the rhyme-words for the motifs they require,
without ordering his verse or arranging the various subjects in it - he simply adds any line
that comes to him, though it may be different to what precedes or follows. When he has
completed the motifs and has made many lines, he brings them to agreement, by means of
lines that serve to string them together, to hold together, on a thread, what was scattered

(Gelder 1982).

3.4.1.10 Metre and Rhyme in Pre-Islamic poetry

According to metre, the Pre-Islamic poetry can be divided into two parts

1- Rajaz
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This is a type of short variant verse which was used with different aims, such as tribal
war songs and children’s games and patter, for example;
‘O lord whoever is my father’ foe
Be his foe — on his heart two arrows throw.

In his daily bread cause him death, eternal woe’ (Beeston 1983) p. 37).
The rajaz is a type of ‘metre made up of either a single hemistich, divided into regular
rhythmic units, or of two hemistichs’ (Adu\ni\s 1990) p. 17). It was developed later to
be similar to the gasida, however, in the early period of Arabic poetry there were only
short specimens of war, not more than seven or ten at the most (Beeston 1983).

Qasid

‘The poem (gasid) is composed of verses divided into two equal halves or two
hemistichs. It is said that the root (gasada) here means to break in half and so the
term qasid refers to the actual shape of the poem which is in two columns’ (Adu\ni\s
1990) p. 18). Every verse is written on a separate line which is considered as a
syntactic and semantic unit. This line is called a bayt and it is divided by a caesura

into two parts (hemistiches) (Zwartjes 1997).

According to rhyme there are three kinds of poetry in Pre-Islamic poetry:
1- Qit’ah, which is less than ten lines or verses, written in non rajaz metres occurring
for example in celebrated anthologies, and considered as the first stage of the

gasida (Beeston 1983).

2- Qasida, which is more than ten lines or verses. ‘The number of lines of a gasida
can run up to one hundred and the lines themselves can be relatively long’

(Zwartjes 1997) p. 23). These lines are rhymed by sharing the same bead (qafyah),
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which contains the (rawyy) the last consonant in the second part of the line, except
the first line, which has its internal bead, and this is known as tarsi’. The
reiteration of the internal bead tasri’ in a qasida produced a different type of

poems which is known as Musammatah (Zwartjes 1997).

3- Musammatah, which contains many verses in groups; every three or four lines

share the same bead (qafyah) and the fourth or the fifth is different, for instance.

pmdllS A
Greying into an untainted whiteness

palll 350 e
Has changed the dark hairs

A Ll 5l
Heal it with Henna
Lligr 51,5
Falsely
‘The relatively long lines of the classical gasid were split up into several segments

with internal rhyme tasri’ (Zwartjes 1997) p .24).

‘this latter class may be ignored as its authenticity is disputed, though specimens of it are

attributed to Imru’al Qays’ (Beeston 1983) p. 36), for example:

Al )l S Al
A knight that I have killed and I left him nikdness by the wind
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| straightened his penchant with my sharp sword
add ol Eile 84y e
And | shocked his family and his tribe byhis death
s dad bl Blie oS 5
I left his corps as banquet for the prey birds dancing about him
Jua e Al e oS
As his clothes were dyed by the the colour of his blood.

Latterly, the development of this type of poetry has led to the invention of the so called Al
Mozdawij, which was ‘probably the second stage of the further development of the internal
rhymes of the classical gasid. The mozdawij is a poem where, repeatedly, two hemistichs
rhyme (rhyme scheme: aa, bb, cc, etc.) and exceptionally we find three segments (aaa, bbb,

cce, etc.), especially employed in didactic poetry’ (Zwartjes 1997) p. 24).
3.4.2 the main themes in Arabic poetry

There are different themes and geners in Arabic poetry, however, the study going to introduce
here the main themes that this study will analyse in the poetry of Al Mutanabbi.they are

panegyric, elegy, glory and satire.

3.4.2.1 Panegyric

Panegyric is one the main genres in classical Arabic poetry. This poetic form was not just a
way to gain commendation and respect: it was also intended to present the image of an ideal
individual and encourage virtuous values in all by praising individual instances of this as this

extract from a panegyric by o\ s (abli tammam) illustrates:

57



o Sal 355l (ye Slall 8lay 2 Le il Lghs SR Y L
Without the help of poetry in describing the path to glory,

No one of the glory seekers would know how it can be attained.

The panegyric in Classical Arabic poetry has its origins in poetry which the poet originally
composed in praise of the attributes of his tribe, designed to glorify the qualities and deeds of
both the people as a whole and of notable individuals such as warriors; it later evolved as an
independent genre. It also functioned as a form of defending the tribe, by comparing them
favourably with neighbouring rivals (Badawi, 1996). Examples of this early form of tribal
panegyric can be found in the poetry of IS & s «e(“amru ibn Kulthim) and 33 o &l

(al karith ibn Aillizah).

Initially, Arab poets in that period Pre-Islamic did not aim to earn money from composing
panegyric poems, but composed these for other tribes or warriors as a means of recognising
their assistance or repaying favours which were owed. This can be seen in example 7.17,
composed by ol 5 \( imru’ al-qais) to praise ~<i & (bani tamim) because they had saved
him and protected him from being killed by the king (al-mundhir):
Al mulias asai iy aa o gail) (5 gl Lia il
Sons of Tamim are like lights in the darkness

They comfort the heart of Imrua Al Quis Ibn Hijri

Until the time of S 4.Ull (al-nabighah al-dhubiani), who was the first poet to financially
profit from praising kings, he gained a great deal of money. And so, although less than him,

& o (zohair ibn abi sulma). e (al- a 5ha) specialised in composing panegyric
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as a profession and prised nobility, seigniors and wealthy people. He praised even non Arabs

rulers (Badawi, 1996).

In the Pre-Islamic period poets who benefited financially from their compositions were not
deemed to have the same prestige as orators or poets who practised their art without financial

reward.

In the early Islamic period, some poets such as 4uhall (al hutai’ah) composed many poems as

a form of supplication.

In the next stages of Omayyad and Abbasside periods, the panegyric poetry spread, and
many poets composed poems for , caliphs and kings, for the express purpose of gaining

money explicitly, while poets in the previous eras has disdained to do this (Badawi, 1996).

With all of this, Arab poets, especially those of the Pre-Islamic era, were always concerned
with their maintaining their dignity and would not demean themselves before a rich patron
supporting a poet financially, as they did not like to show their poverty and misfortune in
front of them. In fact, poets dreaded having to write poems for them and recoiled from this.
As reported by Stetkevych, It was like ‘the ritual exchange of gifts which involves mutual
obligations of giving, receiving and repaying whereby rank and dignity of both patron and

client are vitally at stake’(l, 35-63).

Some poets refused to consider composing panegyric as one of their geners, such as ¢» Jwa
e=s (jamil 1bn ma' mar), i=u,y o o e (‘umar Ibn abi rabbi’ah) and <waY) o e (al-

‘abbas ibn al- "ahnaf) (Badawi, 1996).

“To understand the mechanism of the panegyric poem, it is important to bear in mind that the
patron, to whom the poem is addressed (the praised one), is not identical with the intended
public of the poem .of course panegyric poems could also fulfil their political and social role

if a general interest in them was granted’.
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The most important point of panegyric poem was that it ‘formed the most important political
discourse throughout a great deal of Islamic history,” and immortalised many names, events,
chronicles, achievements and battles. More than this, its role was not limited to this: ‘in
panegyric poems, the subject personage was described as an embodiment of royal virtue,
above all in terms of military prowess and generosity. The recollection of these virtues
simultaneously confirmed and reinforced them, for society as well as for the ruler himself,
and by confirming the ruler’s ideal fulfilment of these normative values, the poems
contributed to this legitimisation’. In addition to this, it was a very important tool, ‘t0 spread
the news of important events (such as battles won) and helped to memorialise them and to

locate them and their protagonists within a broader historical context’.

‘From now on panegyric occupied a disproportionately large place in the output of poets, and
every ruler or governor of note saw to it there were one or more poets in his court whose

main task it was to celebrate his achievement and immortalize his name’( Badawi, 1975, P.4).

3.4.2.2 Elegy

In order to analyse the lexical cohesion in Al Mutanabbi’s elegiac poems, we need first to

understand the importance of elegy in Arabic poetry.

One of the distinguished subcategories of elegy is the elegy for kings, leaders and people of
great status and power. The literary critic &3, ¢» Ibn Rashiq said: “the elegiac style, in the
case of the deceased being a king or a great leader, should clearly show its expression of
anguish, manifest in its display of sorrow, mixed with yearning and regret as well as

veneration”.

Elegy is an important type of poetry, written on the occasion of a person’s death. Elegy can

sometimes be a private elegy; where the poet had a close relationship with the dead person,
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(for example as mother, father, brother, husband, wife or child) or as a personal friend. There
can also be a public elegy; this is where the poet does not know the dead person personally.
However, they may have had a direct or indirect impact on the poet’s life. This might include
for example a caliph, king, people of great state and power or an army commander Killed in
battle. Public elegy, in other words, serves to express the sadness or grief and mourning of
the society as a whole. Some poets have also composed poems in memory of favourite
animals: for example, for the departure of a pet cat or a horse. Another type of elegy is,
“unique to classical Arabic poetry”; self-elegy. In this poetic form, the poet elegises himself
because he believes that his death is “imminent”. For example, in the case in which the poet

has been imprisoned and is awaiting execution.

An elegy can transport someone from the stage of weeping and mourning to a stage of
confrontation, creation and invention. One of the main goals of the elegist is to immortalise
the deceased. This can be done by making a clear description and by writing memorable

characteristics and accomplishments.

A way of achieving immortality using the elegy is to mention the idea of the subject having
moved on into a greater everlasting world. This portrays the image that the deceased is still

alive and is immortal. It also shows their greatness.

It is common to see in elegies the talk of honourable death of the deceased. This is to achieve

immortality, to make the deceased appear great and to highlight their accomplishments.

There is a contrast between the main two factors contained within an elegy: trying to achieve
immortality for the deceased, and coping with the pain of loss or death. Another method
which poets use to achieve this balance between immortalisation and acknowledgement of
the power of death is through mentioning the deceased’s accomplishments and then

immediately negating them. This immortalises the deceased and realises the power of death.
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Repetition is another way to add affect and achieve immortality. It ensures that all the great
accomplishments are covered and when recited will remain in people’s minds as they are

repeated, therefore, achieving immortality.

Another technique which poets employ in elegies is that of addressing a third person, usually
a woman, who orders the poet to stop crying. This is a way to express the poet’s grief and

sadness.

3.4.2.3 Glory

Glory may be defined as a feeling of deep pleasure or satisfaction derived from one's own
achievements, the achievements of one's close associates, or from qualities or possessions

which are widely admired.

3.4.2.3.1Types of pride in Arabic poetry:

3.4.2.3.2 Self pride:

This includes elements such as the poet naming their best achievements and best character

traits, including bravery, kindness and many others.

3.4.2 .3.3Pride in religion:

Although all of the monotheistic religions are against pride and arrogance, this did not stop

the Arabs from complementing their religion in many ways.
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3.4.2.3.4 Pride in war:

Arabs are extremely proud when it comes to strength and bravery, or war in general: they will
talk about their army to strike fear into the enemy. They will also talk about previous

victories (Khalifa, 2012).

3.4.2.3.5 Pride in loyalty:

Pride in loyalty is used either in war to strike fear into the enemy, or as a type of self-pride, it

shows how loyal an individual is either to their tribe or to their friends or family.

3.4.2.3.6 Pride in power:

Arabs take pride in their power, whether it is physical or political.

3.4.2.3.7Pride in armour:

Armour was very important to show importance and shows of pride could be used to

intimidate others.

3.4.2.4 Satire

Satirical poetry is considered to be one of the most important genres of the classical Arabic
literature. This genre of poetry was existent in Pre-Islamic and early Islamic society, and the
Arabs used to regard it as the only form of real literature. The development of Arab society
after the rise of Islam also had a very strong impact upon the function of traditional genres of
Arabic poetry. From its original function of discouraging and threatening enemies, satirical
poetry developed into the means by which a poet earned a living, produced political
propaganda and entertained society. Arabic satirical poetry became an independent genre of

art.
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According to the Oxford Dictionary, ‘satire is the use of humour, irony, exaggeration, or
ridicule to expose people’s stupidity’ (2010, p.1581). The next sections will provide a brief

introduction to satire in Arabic poetry

3.4.2.4.1Chronological development of satirical poetry in Arabic:

As mentioned previously in the literature review about Arabic poetry, it can be divided into
many eras; the following sections will give more explanation the development of satirical

poetry in Arabic.

3.4.2.4.2 Satirical poetry in Pre-Islamic times:

Satirical poetry in Pre-Islamic times was often related to desert life, in which conflicts
between Arab tribes played a major role. Satarical poems were usually used to ridicule and
offend. However, they were much appreciated because poets were very well respected. This

is because the poets were the voice of their tribe and would dedicate their work to their tribe.

3.4.2.4.3 Satirical poetry during the advent of Islam:

During the advent of Islam, satirical poetry maintained some of its previous functions:
however, it was slightly altered and some new meanings were brought in relating to Islam.
For example, words such as “blaspheme” were now used to ridicule vices. (Al Fisal, 1305,

P.19).

3.4.2.4.4 Satirical poetry during the Umayyad era:

In the Umayyad period, poetry was effective in defending tribes which originated in this era

and became a tool to strengthen the tribe.
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3.4.2.4.5 Satirical poetry in the Abbasid era:

Satirical poetry changed significantly during the Abbasid chiefly as a result of changes in
lifestyle and culture. Poetry was used for debates between different groups and on different
topics, including political and social debates. Satirical poetry was affected by which school of

thought was followed.

3.4.2.4.6Types of satirical poetry:

1. Single satirical poetry; was aimed at a recognisable individual.

2. Plural satirical poetry; was aimed at a certain group of people. Such as a tribe, or people of

a certain country, city or a place.

3. Moral or ethical satirical poetry; pointing out moral shortcomings in someone, such as for

example cowardice.

4. Physical satirical poetry; pointing out the physical flaws of someone, or a group of people

as in a long nose etc.

3.4.2.4.7 Methods of satirical poetry:

1. Realistic satirical poetry; where the poet describes someone as they are with no

exaggeration.

2. The sarcastic method; where the poet exaggerates some characteristics to provoke

someone.

3. The explicit method; where the poet clearly states the name of the provoked person, and

points the poem towards him directly.
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4. The indirect method; where the poet indirectly aims the poem at someone and lets people

work out who it is aimed at.

3.5 A biographical sketch of Al Mutanabbi
‘Abu'l-Tayyib al-Mutanabbi (915-965) is often regarded as the greatest of the classical Arab
poets, with his work occupying a unique position at the heart of Arab culture’ (Larkin

2008)p,1).

3.5.1 A brief biography of Al Mutanabbi

Although I have already written about Al Mutanabbi’s life, I feel that it is important to
reemphasise some of these were made, due to its impact on his work.

The previous section identified ‘Abu-Tayyib Al-Mutanabbi as the writer whose poetry will
form the basis of this study. This section will provide background information regarding his
life and work. Better known as Al Mutanabbi, lived a life full of adventure. A highly
ambitious and determined individual, full of self-belief from his earliest days, Al Mutanabbi
was both clever and courageous. Eager to seek out glory honour and fame, he travelled from
one country to another, often facing hardship and risk. All of these diverse experiences
bestowed on his poetry excellence, uniqueness and virility. (Arberry, 1967).

Shakir (1977) has recorded the events of Al Mutanabbi’s life, which he divides into seven
stages. The poet was born in the city of al-Kafah (Iraq) in 303 AH, and grew up there as
‘alawi’s son. He moved to Damascus in 321 AH, and this began the second stage, wherein he
announced that he was ‘alawi, and was soon imprisoned as a result of his claim. After his
release from prison in 323AH, the third phase of his life began, and he embarked on a
journey for two years-around the Levant before returning to al-Kifah in 325 AH. He went

back again to Syria in 326, to settle there for about ten years, writing his poetry. The fourth
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stage began in 336 AH when he met Prince 3lxall yiliall 5 Abi al-‘asha’r al-hamadani, who
introduced him to his cousin, Prince slxwall 45l cas Saif al-daulah al-hamadani,, who was
the ruler of the hamadani State (Emirate of Aleppo) at that time. A well-educated ruler, with
an interest in poetry, Saif al-daulah was intrigued by Al Mutanabbi’s personality and

impressed by his poetry, and he became poet laureate.

Al Mutanabbi fell in love with Princess 4ss khaulah, the sister of Saif al-daulah, which
caused a rift in the relationship between him and the Prince and marks the fifth stage in his
life, according to Shakir’s (1977) account. After a period of intrigue for about ten years, he
moved to Egypt in 346 AH to the court of sa8aY) 58S Kafur al- ikhshidi, the ruler of Egypt
at that time. Initially, Kafur was generous with him at the beginning and Al Mutanabbi was
hopeful that he might achieve his personal political ambitions. However, ‘his panegyrics of
Kafur failed to gain him the position of governorship to which he was aspiring and which had
been promised to him’ (al Ansari 2009, p. 181). Angry and disillusioned, Al Mutanabbi then
began to pour his feelings into invective poems which were scathing criticisms of Kafur.

Having earned the wrath of the ruler, Al Mutanabbi decided to flee from Egypt in 350 AH.

In the seventh and final stage of hs life, he moved on to Persia where he gained the protection
of Prince 45l xac ‘adud al-daulah and his Minister ! ¢ 1bn al-‘amid who was a great
writer. However, the Persian environment did not suit Al Mutanabbi and feeling homesick, he
decided to return to Irag. As he approached Baghdad, he was killed by Bedouin bandits on

the 27th of Ramadhan 354 AH.

3.5.2 His full name

Ahmad Ibn Al Husain ‘His father is said to have been a water-carrier of the quarter of Kinda,

an impoverished descendant of an ancient Yamani tribe, the Banu Ju’fi; hence the son bore
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the place name al- Kindi and the clan name al- Ju’fi, and grew up to boast of noble and heroic
ancestry’ (Mutanabbi and Arberry 1967) p.1). Husain was prejudiced against Al Mutanabbi’s
family and he considered him as of unknown parentage, merely because his grandfather’s
name was uncertain or unknown; some sources mentioned that his name was Abdul Samad,
and others mentioned other names. Husain has tried to prove by inference that Al
Mutanabbi’s poems mostly boast only about himself, without any reference to his lineage

glories (Husain,1960, p.13).

However, Shakir has a different view, which is completely contrary to Husain’s opinion.
Shakir stated, ‘Al Mutanabbi who was born in Al kufa, centre of Alaways and studied with
their sons, he either be Alawy by lineage, descended from their origins, or by breastfeeding,

which means a kind of brotherhood’ (Shakir,1977, p. 57).

3.5.3 His birth

All our sources agree that Ahmad Ibn Al Husain, known as Al Mutanabbi was born in Kufah,
in the year 303/915. In the year 313/925, ‘as the Qarmatians sacked Kufa, the family lived
among the Banu Kalb in the oasis of Samawa in an extended sojourn’ (Al Ansari, 2009, p.
181). Banu Kalb was one of the eloquent Arab tribes, who Al Mutanabbi was inspired and

affected by with its eloquence.

3.5.4 His epithet
Our poet was given the epithet Al Mutanabbi (literally: ‘the would be prophet’), and it is by

that name that he is generally known. Three different reasons are given for this choice of

epithet:

First, it is said that he claimed to be a prophet when he was young in the Samawa oasis where

he was living with his family, and many people followed him. However, he was caught and
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sent to prison for about two years by the ruler of Hums, and he was not released until he

announced his repentance (Shakir, 1977).

Second, he is called Al Mutanabbi due to some verses that he had written, and he did not

claim to be a prophet.
3 5l) O gesall HliaS V)AL (o b alia L
My stay in the land of Nakhlah is nothing but
The staying of the Massiah among the Jews.
39 b llaS cyy 2 A g8 )i Al 8 Ul
lam among those folk, God pity them
As stranger like Salih among theTthamud

Thirdly, He is called Al Mutanabbi based on his stature and level in the world of Arabic
poetry and among his peers, contemporaries and those who preceded him, and those who

came after him.

3.5.5 Stages of his life
According to Shakir (1977), the life of Al Mutanabbi went through seven stages.
1- He was born and grew up in Kufah in 303 A.H., as Alawi’s son, until the end of 320.
2- He moved to Sham in 321 A.H., when he claimed and announced that he was Alawi,
and by the end of that year he was jailed, because of his claim, till 323A.H.
3- After his release from prison in 323A.H., he embarked on a journey for two years into
Sham, while he was coming back to Kufah in 325 A.H. Then he came back to Sham

again in 326, to settle down there for about ten years.
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In 336 A.H. he met the prince Abu Al ‘ashair Al Hamdani who introduced him to his
cousin the prince Saif Al Daulah Al Hamdani, who was the ruler of the Hamdani state
at that time and he was well educated and interested in poetry. Regarding the talent of
Al Mutanabbi in poetry, Saif Al Daulah was dazzled and fascinated with Al
Mutanabbi’s poems, and his personality, and due to that he embraced him and made
him the poet laureate until the year 346 A.H.

He fell in love with princess Khaulah, sister of Saif Al Daulah, and caused a rupture
in the relationship between him and Saif Al Daulah.

Due to what happened between Al Mutanabbi and Saif Al Daulah, after a period of
intrigue for about ten years, he moved to Egypt in 346 A.H. to spend about four years
in the court of Kafur Al Akhshidi, the ruler of Egypt at that time, who was generous
with him at the beginning. However, by the end he faced a lack of interest, ‘as his
panegyrics of Kafur failed to gain a position of governorship to which he was aspiring
and which was promised to him’ (Al Ansari 2009, p. 181), which made him upset and
angry and pushed him to write invective poems to criticize Kafur who was angry with
Al Mutanabbi for this, therefore he decided to escape from Egypt in 350 A.H.

After fleeing from Egypt he went to Persia to be with the prince Adhed Al Daulah
and his minister Ibn Al ‘ameed who was a great writer. However, Al Mutanabbi felt
homesick, and he was not compatible with the Persian environment, and he decided to
come back from Persia in 354 A.H. to face his death by Bedouins attackers, who

killed him on the 27th of Ramadhan 354 A.H., 965.
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3.5.6 His manners

Al Mutanabbi was a clever and courageous man , with a high ambition and high mettle and
he had pride in himself since he was a child. Here is an example of a ditty, which was

composed by the poet at a young age:

‘_gls“ju}m\ Sl S

DN TS

What lofty place should I ascend? What a titan should | fear?

What all the god has created — and that which he is not, is an contemptible as far as my

resolve is concerned as a hair in the parting of my hair’ ( Al Ansari, 2009, P181).

To sum up, the first part of this chapter presented an introduction to Arabic poetry. It
explained the genres, types, eras and characteristics of Arabic poetry. The second part

introduced Al Mutanabbi and the main features of his life
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Chapter 4: Cohesion

4.0 Introduction

The purpose of this chapter is primarily to comprehensively review various works on
concepts of cohesion and coherence and the link between them, stating the obvious
differences and the more subtle variations between the two. This chapter also will introduce
some classical works, which discuss cohesion in Arabic linguistics and Quranic studies.
These studies are briefly reported as significant to the reader, due to classical scholars

initially researching the Quran prior to analysing the earlier poetry.

4.1 Definition of cohesion
Having considered the related concept of coherence in the previous section, this section
returns to cohesion, by providing and discussing key definitions for this concept. According
to Halliday and Hasan (1974, p.4) cohesion occurs when an element in discourse cannot be
affectively decoded without invoking another element in the text or the discourse situation.
According to the latter, ‘when this happens, a relation of cohesion is set up, and the two
elements, the presupposing and the presupposed, are thereby at least potentially integrated
into a text’. This definition by Halliday and Hasan is a semantic one, and like other parts of
semantics system cohesion is realised through grammar and vocabulary. Therefore cohesion
can be divided into grammatical and lexical cohesion, ‘grammatical cohesion includes
devices such as reference, substitution, ellipsis, conjunction, while lexical cohesion is divided
into reiteration (repetition, synonymy, etc.) and collocation (co-occurrence of lexical items)’

(Tanskanen 2006), p.15).
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It is suggested that cohesion is integral for any text and thus must be existent for it to be
meaningful. On the other hand, the concept of cohesion is one of many factors, and to de

Beaugrande and Dressler (1981), IT

‘....establishes various connection in the surface text, from grammatical phenomena of
anaphoric and cataphoric substitution by pro-forms to syntactic parallelism and also lexical
recurrence’ (P.79). For Halliday and Hasan (1976), cohesion is fundamental, while for de

Beaugrande and Dressler (1981), it is one of seven standards of textuality.

4.2 General background of cohesion

According to Halliday and Hasan, cohesion is’ the relations of meaning that exsist within a
text and that define it as a text’(Halliday and Hasan 1976)p,4). In terms of a general
background in the field of cohesion, there are several works which  written by well- known
researchers such as Quirk et al. (1962), Hoey (1991) and Urbanova and Oakland (2002)
which address this subject. However, although there is mention of the concept of cohesion in
these works, these linguists do not analyse this concept profoundly and do not position it as

the backbone of their research, choosing rather to focus on stylistic or linguistic aspects.

In a varying approach, Halliday and Hasan (1976) more deeply analyse the complex issues of
cohesion by providing theatrical examples. As such, this work was found to be very useful

and forms the main foundation for the thesis.

Thornbury, in Beyond a Sentence (2005), suggests that cohesion is an essential feature of
texts, and he emphasises this by suggesting that non-cohesion could result in non-textual
composition. However, he does not go as far as to state that cohesion exclusively creates a
text. Coherence, as will be discussed in section 4.4, also essential according to Thornbury;

that is to say that the text must have clear intent from the producer. Thornbury’s research is a
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study of both written and spoken language and thus differentiates between the cohesive ties in

these forms of language.

As well as this distinction, there are several different approaches which have been adopted in
terms of analysing the area of cohesion. A theoretical approach was adopted by linguists such
as Halliday and Hasan (1976), Hoey and Quirk. Then, from later analysts, there are some
who use both a theoretical and practical approach in their research, such as Thornbury (2005)
and Renkema (2004). Meanwhile, authors such as Yankova (2005) and Butkiene (2005)
operate on a practical level, as they apply the theory practically to various materials,
sometimes with different languages. For example, Yankova (2005) applies numerous
grammatical and lexical cohesive devices to Bulgarian as well as English statutory texts,
therefore emphasising the importance of cohesion in other languages and the applicability of
certain analytical tools when evaluating other languages, which are not thus restricted to

English.

Similarly, Al-Jabr (1987) analysed Arabic in terms of cohesion, in his work, Cohesion in text
differentiation: A Study of English and Arabic (1987). It is noteworthy that his main
framework was based on the research of Halliday and Hasan in terms of analysis. Al Jabr
(1987) further states that although this was the initial criteria used, it was not as
comprehensive in evaluating the Arabic language, as there are certain phenomena which
cannot be analysed through the framework: namely, thematic patterns and parallelism. This
highlights a very important point, as it suggests that although some linguistic tools and
techniques may be used in a variety of languages in terms of analysis, they may not provide
an absolute universal framework, as there are variations in all languages, as is seen in

Maryam Bayshak’s work, A Study of Cohesion in Arabic (1991).
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4.3 Cohesion and coherence

The previous section introduced the concept of cohesion. This section views on analysis of
that concept, including introducing issues related to applying frameworks for this from
English to the Arabic language. This section moves on to consider cohesion in comparison
with coherence. There are various conceptual and definitive differences between cohesion
and coherence, Tanskanen (2006,p7) stated that: cohesion refers to the grammatical and lexical
elements on the surface of a text which can form connections between parts of the text.
Coherence, on the other hand, resides not in the text, but is rather the outcome of a dialogue

between the text and its listener or reader.

Blum-kulka (1986) also mentioned that, cohesion is merely a surface relationship that holds
the text“s elements hanging together. It is not sufficient for a text to be cohesive. However,
coherence is a semantic relationship between elements that aims to interpret meanings

expressed by the participants. According to Hoey (1991), as follows:

‘Cohesion is a property of the text and that coherence is a facet of the reader’s evaluation of a
text. In other words, cohesion is objective, capable in principle of automatic recording, while
coherence is subjective and judgements concerning it may vary from reader to reader’ (Hoey,

1991, p 12).

Coherence is a skill, which is reliant on the reader’s intellectual and pre-existing notions
when dealing with the text, as is seen in an individual perspective. We could further express
this by stating that it is possible for a reader to have a cohesive text but not a coherent one.
For instance, the causal conjunction consequently, may rely on pre-conceptual understanding
or consequence which is not expressed in the text itself. Therefore, if the reader cannot
comprehend the linguistic relationship of the word and its context, this may lead to

incoherence for this particular reader. Thus, as is expressed by Koch (2007, p.2), cohesive
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markers cannot as of themselves be sufficient to create a coherent text, Koch provides the

following example to illustrate the point:

‘Father was home. Home is here. Here is there. There was mother.’

The previous example is constructed from several sentences without meaning or objective.
Further confusion is derived from the incurring instances of repetition. This is to make the
above example overtly cohesive, while it is not coherent. Therefore, cohesion has no regard
for what the text means, but is concerned with the semantic formation and correct
construction of the text, as expressed by Renkema (2004): ‘The most silent phenomenon of

discourse is the fact that sentences or utterances are linked together’(Renkema 2004), p,103).

Analysing the above quotation, one can deduce that the connection between sentences is
relying on two concepts, internal and external. The internal concept is known as cohesion
whereas the external is called coherence. Renkema (2004) further writes that cohesion is seen
in the discourse itself while the coherence can be taken from the previous knowledge or

experience of the reader or listener, as will be discussed in the following section.

As briefly discussed above, from the outset it is distinctly evident that there is no consensus
amongst linguistic scholars, whether it is on the definition of cohesion and coherence or the
importance of their co-existence. Some have argued that the applicability of lack of cohesion
as an absolute marker for the existence of coherence is an argument with shortcomings,

overcome by human intelligence, research and common presumption.

Some linguists distinguish between the two in their terms and definitions. While others use
the term cohesion to refer to both concepts, including, for example, Halliday and Hasan
(1976), who state that they consider cohesion to not only be the main source of textuality but

the sole property of the text.
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‘Cohesive ties between the sentences stand out more clearly because they are the only source
of texture’ (Halliday and Hasan, 1976, p.9). Brown and Yule (1983) discussed this claim and
disagreed with it however, as they believe that within conversational discourse there is
coherence even if the text is not cohesive as it can be completely understood. They
concentrate on the role of the receiver and whether a listener or reader interprets the text,

stating that,

‘within chunks of language which are conventionally presented as texts, the hearer/reader
will make every effort to impose a coherent interpretation, to treat the language thus
presented as constituting text. We do not see an advantage in trying to determine
constitutive formal features which a text must possess to qualify as a text. Texts are what

hearers and readers treat as texts’ (Brown and Yule 1983) pp.198-199.

Yet others use the term coherence to refer to both concepts (Van Dijk, 1977; Edmonson,
1981; Hatch, 1992), whereas there are other scholars who distinguish between the two terms
and concepts (de Beaugrande, 1984; de Beaugrande & Dressler 1981; Widdowson, 1978;

Bown & Yule, 1983; Hobbs, 1985; Blackmor, 1989; and Charolles, 1988).

4.4 Coherence

Bearing in mind the distinctions between cohesion and coherence, and the variety of views in
the literature, as discussed in the previous section; it is useful to present a clear definition of
coherence and consider the validity of the concept. Before returning to the main themes of

cohesion.

4.4.1 Definition of coherence

The term is defined in the Collins- COBUILD English dictionary as ‘a state or a situation in

which all the parts or ideas fit together well so that they form a united whole’ (1995, p.305).

77



This definition was rejected by Lenk (1998) however, who states that ‘coherence in
conversation is understood to incorporate much more than merely parts fitting together well
so that they form a united whole, in fact in many instances adjacent segments of conversation
do not fit together well. Quite often neighbouring stretches in conversation don’t form a
united whole, and nevertheless participants in these conversations understand what is going

on’ (Lenk 1998).

According to Oller, Jr and Jonz (1994), there are five definitions of coherence that can be
implied. The first is that ‘coherence is a quality of discourse’. By taking discourse as a matrix
for coherence, it is clear in this definition that it is affected by the traditions in psychology
and linguistics which principally concern objective behaviours and observable facts rather
than the ephemeral affective and subjective realms of interpretation and meaning. The second
of the five definitions holds that coherence is created in its entirety in the mind, in reference
to a discourse or text, is abstract, and does not require a basis in knowledge of the world

(John et.al, 1994, p.25).

This type of coherence is dependent solely on the mind and this makes it answerable to this
facet alone. This is a completely subjective analysis, independent of actual producers and
consumers in the experiential world. Some analysts do not accept such extreme subjectivism,
as they regard the role of the consumers of the discourse as an integral part of coherence.

Consumers are part of the physical world, thus bringing the external world into the picture.

Yet those who hold the theory of coherence to focus on the mind alone consider this to be a
sufficient analytical tool to reach a comprehensive outcome, which leads to the third

definitions identified by Oller, Jr and Jonz (1994). Here, McCagg (1990, p.113) states that:

‘Coherence refers to a semantic property of textuality. It is an aspect of comprehension that is

established in the mind of the reader as a result of a perception of a relatedness among a
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text’s propositions and between the text and the knowledge that the reader possesses of the

world’.

The fourth definition cited by Oller, Jr and Jonz (1994) suggests that the definition of
coherence lies in its role in insisting on the adherence within a piece of discourse to a world,

which may be real or hypothetical, but demonstrates consistency within itself.

The term consistent is an ambiguous term, because it is unclear whether scholars who
subscribe to theories of possible or plausible text words require that they be self-consistent.

And it does not explain what type consistency is meant in this context.

The final definition states that coherence is a quality that makes a discourse conform to a
consistent picture of the ordinary material world of experience.” This definition refers to the
distinction between semantic and pragmatic aspects of meaning. By contrast with pragmatic
aspects, the semantic aspect of meaning involves intention, which is abstract, connotative and
virtual. For example, the description of an ice cube that howls like a coyote; the abstract
elements here are combined in a way that does not happen in the real experience; the image is
virtual, it does not communicate to any meticulous fact; the description here connotes a
possible state of affairs but without actually denoting any particular existing state of affairs.
Finally the image conjured up is universal and can be applied for all. Pierce (1867) termed

this aspect of meaning the comprehension or depth of a representation.

The clear features of this aspect according to Pierce are:

1- It does not occupy any space or time in the material world.
2- It may require some of our time to conjure up any given semantic meaning.
3- We may do it in some location in space and time, but that all is a quite incidental and

it does not play any essential role in defining it.

79



Some philosophers are of the view that the physical world is not essential, such as David
Hume (1918), who expresses the view that either material objects do not exist or that we
cannot know of their existence and in the view of Kant (Kant in McCarty, 2009), where he
feels that we cannot represent these real objects at all or that we cannot represent real objects

completely.

This type of understanding is completely different to the pragmatic aspect of meaning,
because in the pragmatic view it takes up space and time in the material world, and is actual,
particular, denotative, spatio- temporal and referential. Some analysts find this semantic
aspect to be without use, as it is not plausible in the physical world. So, they consider such
concepts void of consideration, while authors such as Pierce consider semantics essential in
the context of existence itself and value the concept and discuss it in depth, referring to it as
being ‘connected by sensory experiences’. Other authorities share this notion, such as
Einstein (1944, p.289) who said that ‘all thought acquires material content through its

relationship with sensory material.’

Later, Pierce summarises the position held by those supporting the pragmatic aspects in the

following:

‘Nothing can be more completely false then that we can experience only our own ideas. That
is indeed the very epitome of all falsity. Our knowledge of things in themselves is entirely
relative, it is true; but all the experience and all knowledge is knowledge of that which is,
independently of being represented’ (Pierce, 1903). He goes on to describe coherence as
being applied to discourse as an interpretation or representation by either the creator of that

discourse or those who receive it, possibly in their first language or another form.

In the above definition, coherence is interactive, constructive and dialectic. This means that

any producer writer or reader is the source of interpretation. Therefore, they are on the path

80



of discovery and true meaningfulness. Thus, providing self-analysis and interpretation seem
to be dynamic, active, and productive, with the emphasis on the individual perspective, as is

expressed by Oller and Jons’ clarification of this type of coherence:

‘...something that is produced by a writer in the act of discovery or by a reader in the act of
inventing his or her interpretation of someone else’s or, in the case of the producer of a

discourse, his or her own discourse’ (1994, p.31).

4.3.2 The validity of coherence as an essential component of meaning

This chapter has referred to many views on the notion of coherence, yet it must be noted that
there exist other views that oppose the concept, in which case it is assumed that human
intelligence is a sufficient source to compensate for any literal deficiency that may exist in
the overt form of any text (scripted or spoken). In the book Discursive Pragmatics,
Zeinkowski, Ostman and Verschueren (2011) refer to an exaggeration of the importance of
coherence in meaningful constructions. That is to say that many linguists have
overemphasised its significance to the extent that it seems that lack of cohesion would make
the text or speech meaningless and therefore incoherent. They refer to this process as a
‘cohesive overkill’. In this aspect, they are alluding to the fact that linguists have frequently
produced theoretical and unfathomable examples to re-compensate for any genuine instances

to substantiate their views on the subject. They provide the following to support their views:

‘The heads of the city is uniformed services polished the contingency plans for a strike.
Queen Wilhelmina finalised her own plans for the evening. In a nearby Danish town, two
fishmongers exchanged blows. Anders by far the stronger had a cousin in prison. Many

criminals are in prison (Samet and Schank, 1984, p.63)’.

They suggest that the lack of transparency in any genuine text could be overcome quite

adequately by an intellectual reader in modern times with resources at hand, and suggest that
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“ if the text ....was authentic, i.e. an instance of naturally occurring data such as a narrative, its
hearers or readers would easily succeed in reaching a plausible interpretation of coherence by
resorting to the larger context, to the situation at hand, to the overall communicative goal, to

their encyclopaedic knowledge and to other sources of supporting data.’

4.5 De Beaugrande and Dressler’ pragmatic, procedural, cognitive approach

The view of cohesion as a standard of textuality taken by de Beaugrande and Dressler is part
of their wider view of texts, which is in itself an extension of the pragmatic approach as it
further analyses and codifies the text. It goes beyond basic language in many ways, and due
to this, it can be described as a pragmatic approach. It is described as procedural because of
its concern with processes of speech functions and the relation between the sender and
receiver, while the former encodes and the latter interprets texts. Their approach is cognitive,
as it focuses on coherence as a configuration of concepts within the brain. According to this,
they defined the text as, ‘a communicative occurrence, which meets seven standards of
textuality. If any of these standards is not considered to be satisfied, the text will not be
communicative’ (1981, p.3). For a text to yield meaning, these seven standards should be
present in the text, and they set out their seven standards or criteria for textuality as shown in

the subsections which follow.

4.5.1 Cohesion

According to de Beaugrande and Dessler (1981, p. 3) cohesion is seen where ‘the surface
components depend upon each other according to grammatical forms and conventions’. In
this view, cohesion is the physical structure of text. It is the glue that combines the various
grammatical elements of text. The surface structure has some grammatical reliance, and this

is akin to a frame for textual communication.
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The components in the surface text are mutually connected: this means of connection is
mostly language specific, or pertaining to specific meaning, especially when translating from
one language to another, as many translations theorists agree that it does not represent ant
source of difficulty. For example, the cataphoric reference o= which mainly means literally
“about”. However, it has special implications to the Arabic speaker in religious texts, and
particularly in Hadith. The Arabic reader or listener can recognise that the text is a Hadith
just from the particle o= which means here in this context (by), that is prefixed mostly in
every Hadith. In contrast, the translation of this particle into English is narrated or reported,
and this creates a situation which is completely different to the original meaning, in that it
does not help the reader to predict that the text is a hadith. This can be attributed to cultural
differences, ‘since ‘0= the Arabic particle is a source of authority that determines the degree
of the truth condition of Hadith, while the provided English equivalents do not entirely

express this function’ (Simms 1997), p.232).

4.5.2 Coherence

Text in general must make sense: in other words, components ‘which underline the surface
text are mutually accessible and relevant’ (de Beaugrande and Dessler 1981, p.4). Due to this
we can say that in this view, coherence is the configuration of concepts and relations which
underlie the surface text and the outcome of cognitive processes among text users. It is the
logic, depth and structure of text that comprise certain conceptual and propositional
dependencies. Coherence is the result of these relations. A text without coherence can be
cohesive but not coherent. De Beaugrande and Dessler (1981, p.5) place emphasis on causal
and temporal aspects of meaning as having a central role in creating a unifying reality within
a text. These constructs are often conveyed without being explicitly laid out. Bex (1996, p.74)

gives the following sentence as an example of this:

No milk in the fridge have gone to the shops.
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It is not stated explicitly who has gone to the shops, but nonetheless the obvious assumption
is that it is the person who wrote the sentence who has gone. So, coherence is frequently
achieved implicitly, based on the writer’s judgement regarding what aspects of experience are
shared with the reader and will therefore be understood without explicit description (Bex

1996, pp. 74-75).

While cohesion and coherence therefore can be identified in analysis at the level of the whole
text, they are also applicable in structural components at smaller scales within the text. The
concepts apply to relations between sentences, clauses and tone units. Also, larger units in a
text are frequently made up of adjacency pairs from one writer or speaker (Dressler and

Barbarisi, 1994, p.7).

4.5.3 Acceptability

If it can be illustrated that the producer of a given text had an intention when forming the
text, then it must also be demonstrated in which manner the text has been perceived by the
receiver: the recipient with their own attitudes and experiences providing a subjective
framework for analysis for any information provided. The role of the receiver in a text is to
accept or reject it according to their attitude. As stated by de Beaugrande and Dressler,
‘acceptability, concerning the text receiver’s attitude that the set of occurrences should
constitute a cohesive and coherent text having some use or relevance for the receiver. For
example, to acquire knowledge or provide co-operation in a plan’ (1981, p.7). It refers to the
ability of the text’s receiver to recognize the significance of the text, and their ability to
include any omitted or unspecified information. For example, the note made by Bell

Telecom:

Call us before you dig. You may not be able to afterwards.
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This note depends on the receiver’s acceptability to fill the gaps and gives the full meaning
and the assumed information. Such as: ‘call us before you dig. There might be an
underground cable. If you break the cable, you would not have phone service, and you may

get a sever shock. Then you would not be able to call us’ (Vreeland, 2007, p. 362).

So, this standard is much related to the social and cultural background of text. For instance,

jokes are not always accepted by people belonging to different cultures and nations:

‘it is interesting that the American jokes that seem very funny to insiders may be
misunderstood or even seen as insulting if shared with cultural outsiders from
another country. Likewise an American travelling abroad may not always be able to
appreciate that culture’s unique humour. This is because humour cannot be learned.
It must be acquired through understanding of the people’s shared experiences and

world view’ (Erting, 1994, p.17).

4.5.4 Intentionality

In essence, this area regards the intention of the speaker or writer when the speech or text is
formulated, as is summarised in the following description, ‘the text producer’s attitude that

the ... text be instrumental in fulfilling ... a goal’ (Dressler and Barbarisi, 1994, p.7).

In other words, intentionality is the intention of the producer to achieve certain clear
objectives and preconceived aims in a cohesive and coherent manner. And ‘whatever the aim
the text must be produced in a cohesive and a coherent way so that it serves the text
producer’s intention’ (Celik, 2011, p. 84). Further intentionality is ‘centring on the producer’
(Rothwell et.al, 1998, p13). It is therefore clear that these analysts feel that the duty of
conveying the message lies wholly with the producer. It is signalled by the speakers or
writers through their manoeuvring of rhetorical devices. Producers usually intend their
writing or speaking to have a particular effect on their readers or listeners, and may have to

use suitable ways of manifesting these intentions. There is diversity in the ways in which
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such intentions can be expressed ranging from obvious grammatical selections to lexical

variation. An example of the grammatical selection can be seen in the imperative example:

‘Keep off the grass’. Later they list a more indirect form, ‘You are required to keep off the

grass’(Bex 1996), p75).

To note a lexical selection, we can use the following example from the Arabic language:
dallall 3l ) Lgelin ya 5 ¢ Lia Liall

This Hadith can be translated literally as ‘the world is an enjoyment and the best enjoyment

of the world is a virtuous woman’.

It can be clearly seen that the meaning of the previous hadith is completely different to what
is translated above and what the intended goal was, and this is because of the
misunderstanding of the word ( ¢t mata * )which is taken from the root («ismata “a) which
means literally to enjoy. However, this is not the appropriate meaning of the word in this

context:

‘A more appropriate rendering would be the world is put a provision and the best provision

of the world is a pious and virtuous woman’(Simms 1997), p.233).

4.5.5 Informativity

Every text must be informative: that is, it must contain new or given information. In fact,
there must be balance in the use of these two kinds of information. Texts should not be
written without any reference to given information, which is built up as a background; and
texts should not lack the sense of newness, which brings some bright insights to the text. It is
stated that ‘informativity concerns the extent to which the occurrences of the presented text
are expected vs unexpected or known vs unknown’ (de Beaugrande and Dressler, 1981, p.8-

9). Thus, it refers to the degree to which the text produced is expected or unexpected, and
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whether it repeats what is known or unknown already or provides new information. As the
latter authors state (1981, p.144), ‘the more probable in any probable context will be more
expected than the less probable; when something very unexpected occurs’. Textual events
must provide new information, otherwise there is no communication. This means that texts
normally convey something new. Furthermore, ‘intention is an entity which can only be
realized through informativity. The sentence, man is an immortal, is not informative because
all human beings are aware that ultimately they will die. Conversely, the statement, man
cannot be immortal, but his death may be weightier than a mountain or lighter than a feather,

is informative’ (Cay, 2004, p.74).

Crucially, new information must be connected to already known information in order to
ensure that a text can be properly understood. It is clear that texts which give information
about well-known matters are easy to make and understand, but they can also easily bore the
reader. Nevertheless, texts that provide a great deal of new information are more difficult to

understand, but are likely to be more interesting to the reader (Gramley and Patzold 2004).

It depends on the speaker’s intentionality which strategies of informativity the speaker
chooses, and particularly what he/she chooses to present as given, especially on

microstructural levels (Partee et.al, 1996).

In general, writers focus on the problematic or variable aspects of a topic because only these
provide new information. For instance, the midday meal is an institution in many countries;
therefore, when writing about lunch in England, one will concentrate on what is different
from lunch in other countries, namely the class connotations that are attached to it by the

reader (Gramley and Pétzold 2004). Thus,

‘Informativity is the novelty of the message: low informativity causes boredom and might

disrupt communication’ (Tumanov, 1997, p.7).
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It is apparent that informativity is an essential standard for an effective text, which can be
grouped as first order informativity, second order informativity and third order informativity.
According to TAS (2004), first order informativity communicates revival knowledge which is
not related to content, including articles for example, and is not the object of focus in the text.
Second order informativity does relate to content, with normal standards falling in this group.
Meanwhile, TAS (2004) reports third order informativity as relating to events which draw the
attention, including where continuity is interrupted and discrepancy observed (TAS, 2004, p.

89).

4.5.6 Situationality

In contrast to the focus on content inherent in informativity, situationality focuses on the
important role of the context. In other words, it is concerned with factors which make text
relevant to a situation or occurrence. Every text is relevant to a particular social or pragmatic
context. Therefore, it is important to determine what is said, by whom, when, why and where.
Moreover, situationality has to do with the appropriateness of the message to the situation in
which it is communicated, as this may impact the extent to which a text is coherent or

cohesive. Cay, (2004, p.72) give as an example:

“Slow

Children

at play.”

The sign functions as a warning to motorists that they must take extra care because children
may be playing in this area, and the message is rendered clearer by its construction, which
omits the grammar requirements of complete sentence structure. Cay (2004) relates this to
situationality, in which the sign is designed to give a simple and rapidly conveyed message to

drivers.
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A good example of situationality can be found in > Bashshaar Ibn Burd’s sonnets when his
housemaid asked him to recite a poem for her. His response was not to read a poem
containing a high level of language which she could not understand; rather he recited a poem
constructed of very simple words that she could comprehend easily. Consider his sonnets as

he addresses her:

<ol (B JAl s Gl dy,4h),

O gaall s Sy Glalan e Ll

This can be translated in English as,

Rababah is a housemaid ... she pours vinegar in oil. She has ten hens and a cockerel with a

very beautiful voice.

In the history of Arabic literature, Bashshaar is referred to as one of the pioneers of Arabic
poetry, whose poems are known to contain high rhetorical devices and high register words.
However, he uses very simple words in these sonnets in order that they are accepted by his

housemaid.

4.5.7 Intertextuality

The last standard of textuality refers to the’ relationship between a given text and other
relevant texts, texts encountered in prior experience’(Neubert and Shreve 1992) (p,117). It
can be defined as ‘the shaping of text’s meanings by other texts’. No message stands alone,
but is tied to other messages, which, when combined, form a repository of human knowledge
from which people can decipher a particular message (Shaw et.al, 2003). It has been argued
that ‘no text is an island’ (Widdowson, 1993, as cited in Johns, 1997, p.35). Broadly

speaking, this means that all texts are influenced by other texts. Thus, the production of a new
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text always depends on previous texts in the sense that a text producer will draw on previous

experience.

If a text is produced without making use of any particular knowledge which the reader is
supposed to know, it may not be an appropriate text. However, when it refers to well-known
texts or things or people, it is much better. This ‘concerns the factors which make the
utilization of one text dependent upon knowledge of one or more previously encountered

texts’ (Moens, 2000, p. 6).

Thus, text users can recognise a poem, a scientific report or a newspaper on the basis of the
previous encounter with materials of the same type and this would help them to process
information in an effective way. This stresses the fact that the production and reception of
text and text units often depends upon both the writer’s and the reader’s knowledge of other
texts or text forms and their patterns or ways of expression (Gramley and Patzold, 2003).
Intertextuality usually has to do with the study of literature and literally means that the
formation and understanding of one text will be influenced by the structure of another similar
text. For example when you read a poem it will be reasonable to expect that you understand
that poem if you have experience of previously reading others poems. This explains why a
newspaper is accepted as a newspaper, because of reader’s previous experience with the

genre of newspapers (WAM Carstens, 1997).

A clear example of this can be demonstrated by the following Arabic poetry; Siraj Al-din Al

Warraq said;
Nea pslll b il W 8 YL

VI Y 5 Y Gl Al Y

For her love thou blame me,
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Thou over blamed me your ignorance,

None knows love unless tried it.

This text has an intertextuality with another text by Al Ablah Al-"iraqi:

lebeg o Y Aaall ¥ 5 6205 0 ) (3l ey ¥

None know how hard it is unless they have suffered from it,
The only one who knows longing is one, who is suffering with it,

And the only one who knows great love is the one who feels it.

The reader of these verses would never gain the intended meaning of the poet if they do not

have an idea of the second verse.

Finally, it can be said that, ‘intertextuality is not the result of the present or absence of any
single grammatical or a lexical pattern in a text. It is a function of a configuration of
grammatical and lexical properties. Intertextuality is a global pattern which the reader
compares to preexisting cognitive templates abstracted from experience’ (Nepert and Sherve,
1992, p.117). However, to cover all the aspects of intertextuality, ‘it should be noted that
intertextuality is not a text constitutive feature to the same extent as coherence and cohesion.
Intertextuality covers not only quotations, but also borrowing, transformation or imitation of
a previous text’ (Helder, 2011, p.22). If a text is produced without making use of any
particular knowledge that the reader is supposed to know, it may not be an appropriate text.

However when it refers to well-known texts or things or people, it is much better.

4.5.8 Summary

The seven standards of textuality can be divided into three types:

The first type: comprises links with the text itself. This includes cohesion and coherence.
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The second type: refers to links with those who deal with the text as a producer or a receiver,

including intentionality and acceptability.

The third type: links with the material or cultural content of the text, and this includes,

informativity, situationality and intertextuality.

The theory of de Beaugrande and Dressler’s seven textual standards, as an introduction to
text linguistics, is an attempt to provide a definitive textual framework for the complicated
process of communication between a producer and recipient of any text or discourse through
the seven essential standards described above. It is a model of textual cognition which allows
analysis of a text and would hold some value to any linguist whether they agree with its
categorisations or prefer other linguistic models of analysis. The linguist Xuanmin gives

some credit to the seven standards as he considers them to be explanatory, stating that,

‘the seven standards have a strong explanatory capacity in text analysis they refer not
only to the texts themselves, but also to other elements that activate texts, such as
psychological, pragmatic, and aesthetic ones. In addition to the textual structure, the
standards refer to the motivation, storage, and utilization of information, the
constraints and relevance of context, and the interaction and typologies of texts’

(Xuanmin, 2004, p.72).

Nevertheless, he further states that de Beaugrande and Dressler themselves fail to realize this
implied goal. This is supported by the fact that there is neither a revised edition nor follow up
volume of the first book from 1981. Xuanmin (2004) highlights some possible reasons for

this;

1- Beaugrande and Dressler’s textual analysis is, to a large extent, based on cognitive
science and psychology. Further studies will depend on computers, and the number of

linguists with IT knowledge who follow their thinking is limited.
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2- Unlike discourse analysis, which is only an approach to language study, text
linguistics aspires to establish a new discipline of linguistic science. This calls for
resources as well as time.

3- Last but not least: the authors do not master the methodology and analytical
techniques which would have strengthened the explanatory power of the seven

standards.

4.6 Cohesive devices: Halliday and Hasan’s model, 1976

While the preceding section considered de Beaugrande and Dressler’s (1981) wider model
of textual analysis, this section will focus more closely on cohesion as viewed in the model
constructed by Halliday and Hasan’s (1976) model. In every language, there are items which
have the property of acting as cohesive devices in a text. When a text user struggles with
some items, he or she looks elsewhere to their interpretation. That is to say, sometimes
readers need devices to decipher the missing information which is necessary for
understanding a text. Those devices are said to be the cohesive devices of text. They vary
considerably with language typology and each language system creates its own devices that
fit that language.

In other words, these devices are features which mark the structure of the language, but they
also have a function in stylistic and semantic decoration. According to Halliday and Hasan
(1976), there are two kinds of cohesive devices; grammatical and lexical cohesion. The
authors state that grammatical cohesion is realized in a text by reference, substitution, ellipsis
and conjunction. Lexical cohesion on the other hand is represented by the use of lexical items
which are semantically related to each other, such as synonyms, or by words which are

simply repeated in one or more sentences in a given text. Lexical cohesion is further divided
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into reiteration and collocation. It is important to note as an aside here that objections exist
against Halliday and Hasan’s view, made by ‘several researchers, confident that overt
markers of cohesion were not enough to make a text connected, [who] hurried to demonstrate
that cohesion was not necessary at all to make a text appear a unified whole’ (Tanskanen,
2006, p.16). Notwithstanding this view however, the categories and sub-categories proposed
by Halliday and Hasan (1976) will be fully discussed under the following headings:

1. Reference

2. Substitution

3. Ellipsis

4. Conjunction

5. Lexical cohesion

4.7 Reference

Reference is a term used to refer to certain items which are not interpreted semantically in
their own right, but rather make reference to something else for their interpretation, as
explained by Halliday and Hasan:

‘Reference is the relation between an element of the text and something else by reference to
which it is interpreted in the given instance’ (1976, p.308).

Furthermore, all texts have some elements which refer to something else for interpretation.
These elements are not directly semantically interpreted but rely on reference to a component
out with the text for semantic interpretation. In other words, reference concerns the relation

between a discourse element and a preceding or following element. For example,

1- Bundle the papers with string. Then place them on the curb.(Ellis, 1999, p.111)

The relation between ‘them’ and ‘papers’ is a cohesive tie. The function of ‘them’ is to refer

to papers, and the cohesive tie makes it possible to interpret the two sentences as related.
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The difference between reference and other types of cohesion is that it deals with a semantic
relationship, whereas substitution and ellipsis deals with the relation between grammatical

units; words, sentences parts and clauses (Renkema, 2004).

Subsequently, two types of references can be distinguished:

1- Endophoric reference;

2- Exophoric reference.

4.7.1 — endophoric reference

Endophoric reference as defined by Halliday and Hasan is ‘the co-reference of an expression
with another expression either before it or after it. One expression provides the information
necessary to interpret the other’ (1976, p.33). Or in other words, this occurs ‘when a cohesive
tie relies on some elements within the text for interpretation’ (Ellis, 1999, p.112). Crystal
defines endophoric reference in comparison with exophoric reference as ‘a term used by
some linguists to refer to the relationships of cohesion which help to define the structure of a
text; it is contrasted with exophoric relationships which do not play a part in cohesion’ (2003,

p.161).

Endophoric reference is divided into two types; anaphoric reference and cataphoric reference.

4.7.1.1 — Anaphoric reference

Anaphoric reference is ‘the co-reference of one expression with its antecedent’ (Lyons, 1977,
p.656). It occurs when a tie must go back to something in the text, and the term anaphoric is
taken from the Greek word anapherein, which means carry up, back. (Radden and Dirven,
2007). Anaphoric reference comes when the information needed for the interpretation is in
the preceding portion of the text, or the antecedent as expressed above by Lyons provides the
required information for the expression’s interpretation. For instance,

A well-dressed man was speaking; he had a foreign accent.
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The pronoun ‘he’ in the above example is an anaphoric reference, and was preceded by an
appropriate antecedent as in the phrase ‘a well-dressed man’.
Anaphoric reference is the more common type of reference in discourse and is mostly
expressed by third person pronouns. The reason for this, according to Radden and Dirven
(2007), is that the wording in the sentence is due to importance or meaning and ‘something
that carries more meaning is according more wording and conversely, something that carries
less meaning is given less wording’ (Radden and Dirven, 2007, p.98). Therefore, according
to this view, ‘the main function of the third person is to refer back to an antecedent referent
while keeping track of a minimum of information about the referent’ (Radden and Dirven,

2007, p.98).

4.7.1.2 — Cataphoric reference

Cataphoric reference is ‘the co-reference of one expression with another expression which
follows it’, where ‘the following expression provides the information necessary for

interpretation of the preceding one’ (Gutwinski, 1976, p. 67).

The term cataphoric is derived from the Greek vocabulary in katapherein, which means

carry down, and this type of reference happens much more rarely. For example,

That looks good, the sandwich.

“That’ in this example refers forward to ‘sandwich’ (Radden and Dirven, 2007).

4.7.2 Exophoric reference

Exophoric reference, as defined by Crystal (2003, p.170) is ‘a term used by some linguists to
refer to the process or result of a linguistic unit referring directly to the extra linguistic
situation accompanying an utterance’. In other words, exophoric reference instructs the

listener to go to ‘the context of the environment for interpretation and not to some other
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places in the text. For instance, the pronouns | and you in the utterance | like you are

exophoric, for they refer outward to participants in the discourse’ (Finch, 2000, p.223).

These references in general are pronouns, but reference can be also achieved by other means,

for instance by the use of a definite article or an adverb, as in the following examples:

A man crossed the street. Nobody saw what happened. Suddenly the man was lying there
and calling for help.

We grew up in the 1960s. So we were idealistic then.

To conclude the description of differences between endophoric reference and exophoric
reference, it is asserted that endophoric reference contributes to the cohesion of a text
whereas exophoric does not. For example, the third person pronouns he/him and she/her are
endophoric and require textual antecedents in order to make complete sense.

Brown and Yule (1998, p.193) give the following example to differentiate between
endophoric (both anaphoric and cataphoric) and exophoric reference:

a. Exophora: Look at that.

b. Endophora:

1. Anaphora: Look at the sun. It is going down quickly.

(It) refers back to the sun.

2. Cataphora: It is going down quickly, the sun.

(It) refers forwards to the sun.

In Arabic, as in many languages, anaphoric reference is the dominant type of reference.
However, cataphoric reference exists in Arabic in different forms.

Hasan (1987, p. 259-261) lists four positions where cataphora can occur;

1. after & may somebody be as in &aa 43
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May he be a friend. The pronoun (3) in 4. is a catphora as it is referring forward to &=
2. A pronoun in the nominative position for a backward directed subject that is governed by
two verbs, as in sl G Y 5 o0 las the pronoun (s)is Aeleall 5l 5, referring forward to <=l
They fight and are not cowards the Arabs.
3. A pronoun that is explained by a backward looking noun, as in <l || 4. s38 Lldis)
We celebrated his return...the long absent person. The pronoun (¢) in 4«23 is acatphora and it
refers forward to —ilall,
4. A pronoun in the anticipatory position of a subject that expresses condition or action
without reference to an agent as in mwiii ¥ 44 8 43 5 jall dday ) L)

It is the bond of Arab nationalism (that is) unbreakable. the pronoun (&) in lis a acatphora

refer forward to the hiddin pronoun agent in the verb cuads

4.8 Types of reference system

Halliday and Hasan (1976) then divided the reference system into three types: personal, for
example, I, me, mine and so on; demonstrative, such as this, these, here and so forth; and
comparatives, for instance adjectives such as same, equal, better, other and so on; as well as

adverbs as, similarly, likewise, and so on.

4.8.1 Personal reference

Personal reference items are those items which refer to their referents by specifying

Their function in the speech situation, recognising the speaker as the ‘first person’, the
addressee as the ‘second person’ and other participants as the ‘third person’. This can be spelt
out as follows:

Speaker only: I, me, my, mine

Addressee(s): you, your, yours

One other person:
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(Male) he, him, his.

(Female) she, her, hers

Speaker: we, us, our, ours

Other person or object: they, them, their, theirs
One object or piece of text: it, it, its

Generalised person: one, one’s.

4.8.1.1 Personal reference in Arabic

In Arabic, there are two major categories of pronouns:
dladidl ylexll separate or independent pronouns
dlaidl ylezll connected or enclitics

First, independent pronouns can stand by themselves as separate elements. They can occur
initially in the sentence as a subject in the nominal sentence and in this case will be at the
beginning t of the sentence, as in:
ana talibun la Ul
First, independent pronouns can stand by themselves as separate elements. They can occur
initially in the sentence as a subject in the nominal sentence and in this case will be at the
beginning t of the sentence, as in:
ana talibun la Ul

| am a student.

However, they can also be in the final position in the verbal sentence, and in this case they
are just used as emphases. For example:
kallamtuhu ana Ul 4iaS

| spoke to him 1.
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The occurrence of I in the final position is similar to the English reflexive pronoun myself,
although this is also expressed in Arabic by words like .~ (binafsi ), (myself)
Second, enclitics differ in that they cannot stand by themselves as independent entities.
Instead, they are always found affixed to other words. The part of speech of the word to
which an enclitic is attached determines its function. For instance, if an enclitic is attached to
a verb, it is either the agent or the object of the verb. For example,

ra'ayna rajulan. s, i, Subject
We saw a man.
ja’anarajulun. Jda,tsls  Object
A man came to us.

But, at the end of a preposition, an enclitic is considered part of the phrase, as in;
ji’tu bihi 4 <is

| brought him.

There are many differences between English and Arabic in the use of pronouns. Arabic, for
example, does not have the category of possessive pronoun, such as mine, his, yours, etc.
Possession in Arabic is shown either by a possessive determiner; for example, ismi (my
name) or by a pronoun which is part of a prepositional phrase; for instance, lahu (for him).
Moreover, there is a clear difference between Arabic and English in the use of second and
third person pronouns. Thus, while only the third person singular (he, she) shows gender
distinctions in English, all of the second and third singular and plural pronouns exhibit this
distinction in Arabic. Furthermore, number can be understood through Arabic pronouns
which distinguish 'dual’ from singular and plural. For example, in the verb (<X ) kataba:
Kataba (=S )(he wrote)

LS kataba (they wrote) for dual
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| iiS katabti (they wrote) for plural.
Finally, the pronoun it, which is used for the third person non human in English, does not
exist in Arabic. Instead, Arabic uses the pronouns s huwé (he) and hiya (she) to refer to

masculine and feminine human and non-human animals or things.

4.8.2. Demonstratives

The second type of reference in Halliday and Hasan’s approach is demonstrative and is
defined by them as ‘reference by means of location, on a scale of proximity’ (1976, p.37).

Demonstratives are those items which refer to their referents by specifying their location on a
scale of proximity, unlike the personal reference items, which refer to their referents by
specifying their function in the speech situation. The scale of proximity varies according to
whether the referent is far from or near to the speaker. So, the speaker identifies the referent
by placing it on a scale of proximity. This proximity may sometimes be metaphorical, and
relates to an abstract object rather than a physical object. So, by using demonstratives, the
speaker is actually pointing to the location of the referent verbally. Thus, in English,
demonstratives are classified into two different part of speech categories: they can be
determiners, when they premodify the head of a noun phrase; or pronouns, when they
themselves function as the head of a noun phrase. Their two major areas of use are situational

and time reference, and anaphoric reference (Quirk et.al, 1985, Biber et.al, 1999).

4.9 Historical background of the study of cohesion in ancient Arabic studies

Ancient Arab scholars did not stop at the end of the theoretical framework of the bonding
process of cohesion; rather, they went deeper, considering types of relationships in the text,
and indicated how a small text is interconnected with a large text. However, these
observations have not been exploited to make a linguistic theory through which to critique
texts, and this is missing in such scholarly works, which therefore do not attain the highest

academic status. Thus, while Arab linguists have treated in detail different issues of language
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such as synonymy, juxtaposition, contrariety and repetition, such works have remained at the
level of lexical research. In other words, no extensive linguistic research has been done in the
study of text. The reason for this may stem from the fact that these Arabic language studies
were established from the outset to preserve the language, protect it from errors, and maintain
it from loss. Hence, earlier linguistic research was focused on the eloquence of words; quality
dictation of these words; the Arabic roots of words; their meanings; and the semantic
differences between one word and another. Moreover, one of the main aims of ancient Arabic
scholars at that time was to investigate how to preserve the language and protect it from
mistakes by making a great effort across all of the linguistics fields starting from voice and
ending with the sentence. Therefore, earlier scholars studied and made rules regarding: the
accuracy of voice pronunciation; the precision of articulations; the exactness of structure; the
roots of words; and finally the correctness of sentence structures such as phonology,
morphology and syntax (Ali, 2013).

Up until the time of al-Jurjani research on Arabic text had achieved what it had set out to
achieve originally. It would stop at this point for a long period of time, until Arab scholars
such as al-Jurjani and al-Suyiiti became attentive to the need for the study of Arabic texts,

and especially those in the Quran.

Subsequently, the first Arabic studies were built on the study of the text in the Quran, and
encompassed different types of view and varied fields, such as explanation and interpretation,
linguistics, eloquence, jurisprudence <4l al-figh and 4l Jsl usal al-figh principals of

jurisprudence etc.

Therefore, it should not come as a surprise to find an adequate amount of Arabic studies

examining texts. It has become clear that the subject of cohesion and the study of text has
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been undertaken as an important topic by western scholars. Nevertheless, the roots of this
subject are clearly evident in ancient Arabic sources (Al Faqi, 2000). These are miscellaneous
and distributed as parts of various fields, and thus the reader may not find these works
collected within a delimited topic (Al Ammoush, 2008). Rather, the problem of cohesion was
studied by ancient Arabic scholars within different topics and was known in different terms
such as (a3l kil | dsuliall ASLEG similarity, <bwd) slawi¥) assimilation ) (Al Ammoush,
2008). In this study, examples of the study of cohesion will be taken from different fields of

study in the Arabic language.

4.9.1 The study of cohesion in the Quran exegesis

As we are dealing with lexical cohesion in classical poetry, | would be useful to review some
of the studies that have examined cohesion in the Quran, as a symbol of classical Arabic. As
this would show an insight into Al Mutanabbi’s poetry because it is classified as classical

Arabic.

Quranic studies look at the Quran as one unit, even though it was revealed over many years,
in different places such as Makah and Medina, and on various topics. However, in general, all
verses of the Quran are categorised under one unit, which is that of the oneness of God (Al
Faqi, 2000). Consequently, those interpreting investigated the relations between the Quranic
verses and chapters and the rules of cohesion between them. As mentioned by 58,3 al-
Zarkashi, the first scholar who was interested in the study of 4wlill al-munasabah was

sl Al-Naysabari, who was said to explore with his students the rationale for the
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ordering of verses and chapters within a text. 2V ¢» JSisl Abiibakr ibn al-arabi was one of
the first scholars who considered cohesion, in his book of Tafsir, where he reported that ‘the
cohesion between the verses of the Quran [was] to be seen as one word, with consistent

meanings and regular instructions’.

=l al-Jurjani (2002), in his study of the Quran, attempts to answer why the Arabs were
stood helpless in front of the Quran. He maintains that “Arabs looked at it verse by verse and
chapter by chapter and they found it cohesive and coherent”, and he further explains the
meaning of cohesion, which in his view is “to unite the parts of speech, and to make them
cohesive with each other, and to connect the first of speech with its followers” (Al Jurjani

2002, p.39).

This approach to analysis guided > =~ al-Jurjani in putting forward his theory about the
study of text, which is commonly known as the theory of ~il annazm. The theory of ALl
annazm stands on a simple, comprehensible thought, maintaining that for one to understand a
text, one should not stop at the individual meaning of a sentence, but rather exceed it to
consider the meaning of the entire text. For example, =2 al-Jurjani states,
"Jaall de sana ol paill A L slati i ¢ dlaad) dg0a die Y gail) e o
‘The meanings of grammars do not stop at the bounds of the sentence. However, it passes it
to the text and the set of sentences’ (Al Jurjani 2002, p.129).
=5l al-Suyiti in his study of the cohesion in the Quran defines it in the following

way:
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S o sl ie pald o ale Lo dady e ) Lagats il 8 Lganpes Blaally ASLa) Bl 8 daulidl
cogaiy cpanally Gpulailly Jslaally Alally Cunnsally S a3l 4300 of clidlal) glsif el ye 5 s

Translation: ‘The meaning of the Al Munasabh analogy in language is harmony and
approach. Hence, its reference in the verses and its similarity in language return to a meaning.
This meaning could be general, particular, intellectual, sensual, imaginary or any one of the
types of relationships or rational correlations such as causation, cause and effect, analogues,
contraries and its similar’. (Al-Suytiti1999, p,218)

As he states above, there is a condition for attaining harmony and analogy in a text, and this
condition is that all parts of the text need to be connected to each other by a tie or a
connector, whether it is general, particular or any different type of tie. This can be achieved
also by finding a relationship between the parts of the text, such as through relationships of
causation, consistency or similarity. Where this condition is attained, according to Al Siouti,

the cohesion in the text will be abundant. As he states,

ela¥) Al aSadl) slidl s alls Cadlill jamsg Jalin V) elldy (goad (s licls 134T Lguany DS clial Jaa 4320l

Translation: ‘The advantage of this is to construct the parts of speech in a sequential order to
strengthen the correlation and make the instruction become textured tightly as a compatible
building’ (Al-Suytti1999, p.218).

=<l al-misri has divided 4wl al-munasabah into two types; 4wl al-munasabah of

meanings and 4.4l al-munasabah of utterances.
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4lia) al-munasabah of meanings, according to s_~<ll al-misri, means that ‘the speaker
starts his speech with a meaning and he finishes it with what pertains to it regardless of the
utterance,’( Al-misril995,p.362-363).

In conclusion, this chapter provided a general view about cohesion, and showed in details the
differences between cohesion and coherence and discussed the relation between them. The
chapter studied also the approach of De beaugrand and Dressler, and introduced the aspects
of this approach. The chapter also introduced the Halliday and Hasan’s model and presented
the cohesive devices In addition to this, the chapter provided a historical background of the

study of cohesion in ancient Arabic studies.
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Chapter five: The Methodology of the Study

5.1 Introduction

This study will explore lexical cohesion in classical Arabic poetry, which is one of the most
complex types of text in Arabic literature. This study will concentrate on analysing a sample
of Arabic poetic text using discourse analysis approaches: drawing in particular on the
framework developed by Halliday and Hasan, which relates to cohesion and coherence.
Classical Arabic poetry has been extensively studied in both ancient and modern eras; some
of these previous studies have focused on in analysing the linguistic aspects of the poetry text
including the author’s use of lexis, grammar, morphology, phonology, and syntax. As noted
in the literature review some have highlighted the valuable role which discourse analysis can

play as a tool for studying cohesion in Arabic discourse.

Previous linguistic approaches have focused on the study of language in poetry have paid
close attention to grammar. However, there were some tentative signs of discourse analysis
although these did not attempt to investigate literary texts in depth. These early approaches
were based on the notion of line-by-line analysis of poetic verses until the age of al Jurjani,
through the theory of ~kill annazm which means ‘compassion, as when one arranges and sets
pearls in one string, or composes a poem or joins one to another coherently’ (Ismail, 1981,
p.75). This theory has been viewed as the first step to systematic approaches to analyzing
literary discourse (Bayshak, 1991). This study applies Halliday and Hasan’s (1976)
framework to a sample of poems composed by the great Arab poet, Al Mutanabbi (303
AH/915 CE-354 AH 965 CE) during the golden age of Arabic poetry. There are two main

reasons for this choice of poet.
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5.2 Why Al Mutanabbi over other Arab poets?

There is a host of reasons why Al Mutanabi has been chosen as the main poet for this study.
Firstly, the time at which Al Mutanabbi was producing his poems is considered the golden
era of classical Arabic poetry due to the development, which took place in poetic genres, the
richness of the poetry themes, and the evolution of Arabic rhetorical studies. Second, there is
the genius of Al Mutanabbi in poetry, as Larkin stated; ‘Abu-Tayyib Al-Mutanabbi (915-965)
is often regarded as the greatest of the classical Arab poets, with his work occupying a unique
position at the heart of Arab culture’ (Larkin 2008, p.1). His greatness lies in his content and
genre of poety, in which offers an insight into the human soul and understanding of human
behaviour. Also because of his experience and the strength of his personality, he has enriched
the Arabic language by his numerous verses dealing with human behaviour in a very detailed

manner, something that lacked in other Arabic poetry.

For instance, some of his poems reflect on the difference in human behaviour when it
emanates from a good or a bad nature, by saying “If you do good to an honourable man you
become his master, but if you do so to a mean man, he rebels against you’ (Al
Mutanabbi2002, p352).

That is the emotional power that the Al Mutanabbi’s poetry has always had over the speakers
of Arabic. ‘Both for privileged members of the elite, and for his ordinary citizens with a more
modest mastery of that Arab cultural tradition, the many gnomic verses sprinkled throughout
the poet’s oeuvre punctuate the events of their daily lives and seem eloquently to sum up the
essence of life’s struggles and emotions’ (Larkin 2008, p.Il).

Al-Mutanabbi: He is the Western poet par excellence and the definer of the Arabic
versification. Proud as he was, he was ready to satirize his rivals publically and dwarf them
socially and poetically. Al Mutanabbi was proud due to him being a master of syntax,

grammar and rhetoric. He was after all the product of an age whose connoisseurs were hard
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to beat. However, Al-Mutanabbi made the exeption with his unprecedented poetic mania. His
sharp wit shielded him against his enemies's canines but it helped him leap over artistic and

poetic mortality too. He is Arabs's Eastern Canon (Azzabi 2013, p8).

As aforementioned, Al Mutanabbi is one of the best regarded poets of the golden age of
Arabic poetry and his poems cover themes, including: <! al-madih- eulogy or panegyric;
sladlal-hija’ - a lampoon or satire; <G\ al-ritha’Ritha- an elegy ; and 4l al-fakhar—

boasting and glory.

5.3 Research Questions:
Before considering the methodological approach taken in the study, the research questions
presented in Chapter One are recapitulated here, as a context for the description of steps and

approaches to be taken in order to address these questions.

1- What types of lexical cohesion can be found in Al Mutanabbi’s poems?
2- To what extent does lexical cohesion vary in different poems composed by Al

Mutanabbi?

w
1

What are the factors that govern the use and distribution of lexical cohesion in Al

Mutanabbi’s poems?

4

What role does lexical cohesion play in the structural organisation of Al Mutanabbi’s

poems?

As seen by the research questions, the study will explore in depth the issues of lexical
cohesion in selected poetic works of Al Mutanabbi, to provide literary critics and readers
with an insight into the type and nature of Al Mutanabbi’s poetic style. For this study,
investigation of all aspects of lexical cohesion in Arabic has been chosen as a focus, as this

area has been under-researched in comparison to other aspects of cohesion. Secondly, Arabic
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poetry was selected in particular for this study as it is considered to be one of the main
sources for preserving the Arabic language, and poetry has played a tremendous role in
safeguarding the linguistic and cultural heritage of the Arab people from one generation to
the next. Therefore, if poetry did not exist in Arabic, many expressions and vocabulary would
have been lost from the language. Al Mutanabbi is one of the best regarded poets of the
golden age of Arabic poetry and his poems cover themes, including: gl al-madih- eulogy
or panegyric; s>¢) al-hija’ - a lampoon or satire; <Ull al-ritha’Ritha- an elegy ; and _a4l al-

fakhar— boasting and glory.

5.4 Analysis:

In attempting to answer the above research questions, the starting assumption was that
differing patterns of lexical cohesion in Arabic might account for some of difficulties Arabic
readers have in understanding Arabic poetry. Some attempts to look at this, based on a
textuality approach, have already been undertaken. However, there was a gap in the literature
in terms of studies looking at lexical cohesion Arabic poetry. For this, Halliday and Hasan’s

(1976) work on lexical cohesion was followed, and will bediscussed in section 5.4.2.

5.4.1 Selection of data

Al Mutanabbi was a prolific poet who produced hundreds of works, and thus it was essential
to choose a sample of poems, which would form a representative corpus that would best serve
the purposes of this study. A corpus of thirty-six poems from Al Mutanabbi’s extensive work
was chosen. This selection was made on the bases of the following criteria:

1. Varied length of verses; it is hoped that this will allow us to explore if the use of

lexical cohesion is influenced by the length of poems.

110



2. Psychological atmospheres; this will allow us to examine the possible influence of
different moods on his use of lexical cohesion such as sadness or gladness on his
poetry.

3. Themes; to analyse the prevalence of lexical cohesion in each theme, and also to
examine the relationships between the themes of Al Mutanabbi’s poetry and the types
of lexical cohesion that quadrate with the themes, such as, panegyric, elegy, glory
and satire).

The data used for this study consists of 36 poems, distributed across four themes (panegyric,

elegy, glory and satire). The selection of this number of poems was designed to have an equal

distribution of poems across the four themes, which is nine poems for each theme. This has
constituted some challenges, particulary that Al Mutanabbi’s production of poems in each
theme was uneven. For instance, the majority of his poems fall under the praise theme, while
other themes were given less focus. For instance, only nine poems of elegy and just about ten
or eleven in both glory and satire themes, compared to the extensive production of poems on
praise. This big difference in the numbers of poems of each theme could be explained by the
fact that Al Mutanabbi was so ambitious to achieve his dream in life of having authority and
becoming closer to the rules. This explains his proliferation of poems, in which extensive
praise of those in authority, with hope that these people woulds help him achieve his dreams
and ultimate goal in life. This has been at the expensive of other themes as a few poems
have been produced in themes such as satire and elergy. While praise was his dominant
theme, he would resort to satire if he was disappointed with someone who would not help
him achive the goals highlighted above. For the elegy poems, not much has been composed,
apart from those where he expressed his grief about the death of his grandfather and also
when his lover passed away. His glory poems are desigjned to mummify himslef in his

ordeals and afflictions. For all of these I firmily believe that Al Mutanabbi used most of his
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poetry to serve his political aims however, in politics there was no time for him to express
emotion and sympathy. This is simply justifying why there is shortage for the types of
themes compared to the abundance of praising poems.

This shortage has a direct influence on my selection of the number of poems in each theme. |
chose nine poems in each theme to ensure that all themes are represented, especially that
there are only nine poems in elegy. By chosing nine in elery, we have covered 100% of the
total of elegy poems and more than 90% of glory and satire poems, and it is representing
more than 20% of praising poems. | believe that this sample is sufficient to explore the issue
of lexical cohesion in Al Mutanabbi’s poems and to answer the research questions

highlighted above.

5.4.2 Analysis and framework

This study will follow the Hallidayan framework, because it examines both the linguistic
context and context of culture. Halliday’s model focuses on examining the text, and the
relationship of the text to the context. It also pays a great attention and a prominent concern
to the process of textual linguistic cohesion (Halliday and Hasan, 1976). Textual meta
function, of which text cohesion is one constituent, concentrates on the linguistic aspects
available in language that join text together and set meaning into grammatical and lexical
wording (Halliday and Hasan, 1976). Wording is the ‘lexicogrammatical form, the choices of
words and grammatical structure’ (Halliday and Hasan, 1976, p.5). The general meaning is
indicated by grammar, and the specific meaning is indicated by words inside a social semiotic
theoretical framework as it is connected to cohesion (Halliday and Hasan, 1976). Both
grammatical and lexical elements add to the text’s cohesive nature to provide clues and to
create expectedness as to what happens next inside the text and also offer general explanation

about the text (Halliday and Hasan, 1976).
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The context of the situation as addressed by Halliday and Hasan is the type of context in
which the text was disseminated and in which it is to be interpreted. Interpretation which
stretches outside the context of the situation is exophoric and is not part of cohesion (Halliday

and Hasan, 1976).

As mentioned above, his study will use the static corpus to examine the cohesion ties in the
poetry of Al Mutanabbi, nine poems in each theme will be examined in four themes
(panegyric, elegy, glory and satire), a total of 36 poems. The lexical tools that will be
investigated respectively throughout the poems are; repetition of Sounds, repetition of
articles, repetition of words, repetition of morphological forms, repetition of clauses,
repetition of sentences, repetition of grammatical forms, alliteration, homeptoton, antithesis,
tale-head, and synonymy. Graphs will be provided to illustrate the percentages of the use of

the lexical cohesion tools throughout the poems of Al Mutanabbi.

Why Halliday’s framework?

The Hallidayan framework was the most adequate framework to the study and the two

following points represent this:

1- The Hallidayan framework allows the candidate to fathom aspects of cohesion and
coherence as it is introduced above. It is covering most of these aspects and linking
them to the context and environment that the poems of Al Mutanabbi were composed
in. It is also more flexible and used with the linguistic and rhetorical characteristics of
the Arabic language.

2- The Hallidayan framework also allows the candidate to cover other linguistics aspects
such as repetition of letters, words, clauses, sentences, and the relation between these
types of repetition and the emotional status of the poet and the impact of theses

aspects on the reader or listener. It will also help the candidate to explain why Al
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Mutanabbi used different linguistics aspects such as antithesis, synonmys and
alliterations and how these aspects work as indicators of the cultural and educational

period that Al Mutanabbi lived in.

Conclusion

This chapter talks about the methodology of the study, it also shows the advised
established framework as seen throughout this chapter, and it presents a discussion of the

selected samples of Al Mutanabbi’s work.

114



Chapter Six: Repetition in Arabic poetry

6.0. Introduction

The prime purpose of this chapter is to review repetition in Arabic poetry: the reason for
presenting this chapter is to introduce an essential foundation to the reader and help him/her
to construct a better understanding of the terms and details, to build knowledge about Arabic
poetry and its lexical cohesion. This chapter will introduce sections on repetition of letters,
articles and morphological forms; morphological parallelism and repetition of pattern, and the

repetition of word and clause.

6.1. Repetition in Arabic poetry

In order to analyse poetry in Arabic, it is necessary to understand the various mechanisms by
which poets express their feelings. One of the most powerful tools utilised to convey
messages in poetry/language is the use of repetition. With the importance of repetition
emphasised sufficiently, a considerable amount of the current chapter will now be dedicated
to its discussion.

Repetition is used to achieve various aims in poetry, ranging from the obvious to the subtle.
Analysts have listed some of the purposes of repetition and it is an essential way to
interconnect ideas within a poem. Repetition is: “the basic unifying device in all poetry; it
helps to organise, ornament, associate, and emphasize elements in a poem’ (Mazur, 2005, p.
X). The complexities in identifying the purpose of repetition are illustrated by the same

linguist further describing its aims, in another analysis.

The role of repetition in poetry is not limited to only connection: Repetition also ‘structures

our attention to what we read. The recurrence of images, words, concepts, figures creates a
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rhythm—temporal and spatial—which underlies reassuring moments of recognition: we

make sense of the text by leaps of repetition, through repetition as leaps of sense’ (Mazur,

2005, p.X).

Mazur has raises three questions about the effect which repetition has on meaning
and on the grammatical construction of the sentence or phrase within the context of
the poem.

[Firstly] how is it possible that a word or (an apparently unique) phrase can be [...]
lifted and grafted into a new context? Secondly, what does it mean for a linguistic
structure to [...] float, unattached? Finally, what is the status of the repeated phrase
(this mobility does seem to imply a phrase repeated has a life of its own and it could

probably be grafted and re-grafted an infinite number of times)? (Mazur, 2005, p.13).

The aforementioned quote is useful to the current analysis because it shows the power of
repetition to convey endless themes or messages in Al Mutanabbi’s poetry and it also
demonstrates the ability of repetition to be used in an individualistic manner.

The phenomenon of repetition has been known in Arabic poetry from its early beginnings,
and it is considered to be one of the most important techniques in poetry, because it gives the
meaning more richness and it enhances the depth meaning. This is only the case if the poet
knows how to control it and how to use it appropriately and effectively however: otherwise it
will be meaningless. The first rule of repetition in poetry, as Nazik (1967) states, is that, ‘the
repeated utterance must be relative to the general meaning in the poem and must follow the
rules of poetry. It is unacceptable, when the poet repeats a disconnected word or uses
unsuitable audiovisual utterance to the other parts of his poem’ (p. 231). All types of

repetition are widespread in Arabic poetry among all periods of time.
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Repetition in traditional Arabic poetry was commonplace and controlled by the musical
rhyme of the poem. On the other hand, repetition in the modern poetry has borrowed new
types of repetition from western styles, which can only be used in the free verse poems. Due
to this, we can say that repetition in traditional poetry makes use of oratorical repetition,
which was intended to create enthusiastic rhythm, whilst repetition in modern poetry plays a
romantic and psychological role, aiming to reflect interior susceptibility, ideal status or to
gesture to possible different meanings (Najjar, 2007).

Repetition in modern poetry is more frequently expended than in the previous periods of
Arabic poetry in terms of quantity and diversity. The extreme use of repetition in the new
modern poem encapsulates one of the significant features of the new style of modern Arabic
poetry (Najjar, 2007).

The Arab free verse movement, the movement which in 1947 radicalized the elements of the
Arabic Qasida, destroyed the rules of the Classical prosody that had enslaved the ancient
Arab poets more than one thousand years ago, and initiated a new track in Arab literature. It

is quite proper to allude to the features of Classical Arab poetry (Al Assady, 2007).

Repetition gives poetry a musicality abundance, and the repeated letters, words, sentences, or
clauses intensify the level of feelings in the poem to a greater degree. Expert Poets exploits
repetition to impart a musical atmosphere by repeating a particular letter, similar letters,
words or sentences. It is more likely that repetition in modern poetry has a compensational
role to compensate for the lack of rhythm as a result of the abandonment of unity in verses

and rhymes (Njjar, 2007).

6.1.1Repetition of sounds

In the terminology of traditional Arabic linguistics, there are two types of letters:
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The first type is consists of the letters of the alphabet, and they are known in the terminology
of Arabic grammars as (letters of construction) !l <5 »~, and by this is meant those letters
used to build words, and each letter, ‘does not have an independent meaning neither in itself
nor in another utterance’. They are ‘defined according to their type by an adjective: (vowel
letter ) e )~ ( Sibilant letter) »éa s~ (Guttural letter)sls <~ ete.’(Dahdaah 1988)
(P.233).

Repetition of lettere, sounds/ phonemes is the simplest and the most prevalent type of
repetition, poet may resort to it, with emotional motivations to enhance the rhythm as an
attempt at emulating the event that he describes or the feeling that he expresses, and mostly
comes unconsciously and sometimes comes consciously, as will be seen later in some
examples (Najjar, 2007). This is linked to the deep concern of Arab poets for sounds, and
refers also to the psychological and musical connection with certain sounds in their way of
composing poems. This concern is semantically justified, because every sound has a meaning
which is hidden in the context of the poetical text. The next example, from pre Islamic

poetry, shows the authenticity of this phenomenon in the Arabic poetry;

Example 6.1

DR HE (b e iy DR S eeld e LY

O my eye pours down profusely and floods with many

and not little tears of grief.

This verse is from a pre- Islamic poem by ¢L.iallal-Khansa’ elegising her brother Sakhr.
The letter /r/_ in the above example is repeated five times in this line, and appears to have
been selected by the poet due to its specific characteristics as a clear consonant sound which

creates a trill or an acoustic percussion, which makes a great emotional impact on the hearer.
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‘The repetitions of the letter L /r/ here provided distinctive rhythmic beats, which are not only
sensed by the ears, but which also stir the conscience’ (Dawod, 2002, p.62).

Al Mubarak (1975) argues that every individual sound in Arabic reflects a particular
meaning, which may not have a direct link semantically but which resonates with the
emotions of listeners, encouraging them to pick up on the intended meaning. Classical Arabic
poetry made great use of the repetition of sounds/phonemes as Anees reports: “The ancient
Arab scholars regarded the excessive repetition of sounds/phonemes in poetry as a means of
heightening awareness; it is only more recently that audiences have begun to find this
unattractive as a euphemism” (Anees,1952, p.246).

Repetition of sounds/phonemes plays a major role in creating musicality, at the level of both
word and text. Words may share one letter or more which confers on them a unique tonal
value which enhances the poetic content, as the repeated sounds/phonemes take two forms.
The first flows out from the sound/phoneme itself, which creates the dominant key for the
rest of the verse or poem, functioning as the basis of its acoustic construction. The second
form can create a deeper underlying sound, as when a harsh throaty voiced or voiceless
pharyngeal or glottal phonemes, such as /*/ ¢ or / h/ z predominates, creating gutturophony.
For more explanation of the importance of repetition of sounds in Arabic poetry, we cite the
next example for the repetition of the voiceless gutturophony sound z/h/ from a poem by
Je (p ablall al-sa hib ibn ‘ubad, telling the story of the killing of e ¢ ¢aesl al- hussain Ibn

ali and his family and companions:

Example 6.2

Lol jmianggai gl aa e ja

They knocked them down and killed them
They slaughtered them as they slaughter immolations
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gl e 2 5 i) e a
O my tears hasten to be shed
Hasten to be outpoured
2 e s dal s sdlall e a dalf i
In the people who are always hasting to prayer
In the people who are always hasting to success
gl 5 bl oy A
Yazid protects his women
Between mattresses and foulard
il gl o (RIS S danl i
Whilst the daughters of the prophet (Ahmad) were exposed
And mixed with defiled harem
gheall saabill e (S L ) il
The wailers should never stop

Lamenting and crying

The former paradigm gives an obvious indication for the repetition of letter, when a voice

deploys and dominates a poem to fuel a certain meaning and strengthen it.

e (p ablall al-s3 hib ibn “ubad, in his previous poem reclined on the letter /h/ z, combined

with the vowel /a/ ) as in zlaw(sifah) (pouring out) ,z>4(success)(falah) ,(siah) zlw= (crying)
zliwe (mustabah) (defiled). This repetition of the sound /h/ = desired to evokes lamentation

and wailing in the poem, just like the sound ¢! /ah/ that an Arab man produces

unconsciously as an expression of depression and in trying to comfort himself by producing

it (Al -Qadha, 2014).
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As in other languages, the repetition of different sounds in Arabic associated with different
meanings or emotions. So, the simple repetition of a letter can convey emotions far beyond

sentences if repeated in Arabic poetry, and the next paragraph will illustrate this further.

The repetition of the sonorous sound, such as /n/ & and /m/ - is remains very common in

modern Arabic poetry as illustrated in the following example by ~\illal-Shabbi:

Example 6.3

O b Sl 5zl b Sl
O wounds abate
O griefs be quieted
osiallgbe) gl ol e il
The time of wailing is dead
And the period of insanity as well
s elys e laall Jhi
The morning has sounded
After centuries
AVl slallglad b
In the broad passes of life
| buried pain
pr—al gl gl i
| cast my tears
For the winds of nothingness
el ) 2a  Blaallcdad

| had taken life as
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An instrument for tuning

This example comes from a poem entitled, vl ~Luall (The New Morning). In this poem, the
sonorous sound /n/ ¢ is repeated forty times in words referring to pain, death, sadness and a
desire to put an end to the long dark existence and start a new infinite one, heard for example
in words and verses such as inS« (abate), <> (I buried), ! s(wailing),os> (insanity),
O (griefs).

The poet uses the repetition of the same sound /n/ & to express his hope in a new life full of
happiness, love and beauty, such as in the words, i (chant), a= (melody), =5i(1 sing)
(Mallahi, 2013).

The letter /n/ o is a special letter as it is the foundation for many constructions in Arabic
language. As Jawad states, ‘what I believe about the/n/ o is [that it is] the most beneficial
letter in building language’(Jawad 1970) (p.125). The eccentric attribute of /n/ ¢ is its ‘soft
nasal twang which is a sweet melodious tune, attractive to the ear and delightful for the soul,
meaning that this sound frequently used in Arabic words, for vocalisation and soul stirring
and touching’(Assayyed 1986)(p.12). Moreover, the letter of /n/ & has another distinctive
feature, according to (Abbas, 1998), who claims that it spreads to neighbouring sounds
‘colouring them with its special tunality, meaning that any sound/ phoneme next to /n/& will
be imbued with some of its beauty, lightness and delicateness’ (Abbas 1998, p.169). Hence,
the repetition of /n/ & in the above example 6.2, can be said to bestow lavishly upon the poem
a shade of both beauty and sadness, represented in the contrast between despair and hope, and
this impacts on the listener or reader of these lines.

The repetition of sibilant sounds/phonemes such as /s/ u= or /s/ o= is also prevalent in Arabic
poetry. They imbued the form of the verse with their colour and the characteristics of these

sounds and phonemes become a base for the phonetic construction of the verse or poem and

122



this is what represents the acoustic bottom of it (Al-Qadha 2014). The next two examples will
be the last for the unconscious repetition of sounds.

The first example 6.3 was composed by the great Abbasid poet, s_i~dlal-Buhturi, follows:

Example 6.4

I kept my soul far away from what might desecrate it,

And | rose above begging from any misery people.

oS g ] A Ll Al e e s CSla

And | stood firm when my fate struck me,

Seeking for my misery and relapse.

In these two verses above, the sound/s/ . is repeated seven times. In addition to the rhythmic
function represented by this repetition, the poet here chose to repeat the letter /s/ o~ because
of its semantics in Arabic, which refers to the meanings of flexibility, lack and deficiency.
This reflects the psychological situation of the poet and confirms the state of disappointment
and sadness that he was suffering with, as a result of his hardship and poverty (Saleem 1995).
As we see in the above example 6.3, the repetition of the sound/s/ o+ which is a sibilant
sound, permeates the verses with its sound, and its characteristics form which become a base
for the phonetic construction of these verses and for the whole poem, creating musical
harmony, and makes the parts of these verses and the poem in general more cohesive by
repeating this sound. It is noticeable that along with the sibilant o the poet also chooses to
include other similar sounding sibilant phonemes such as /s/o= in <ua( | kept) and /z/ 5 in

== (my fate agitated me) .
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The second example which makes use of the repetition of sibilant sounds is taken from a
poem composed by bilal ibn Abi Burdah:

Example 6.5

Ylasi) Jadild Gall (o gpad Lot Ciald I&ay culiad

You judged with wisdom and you secured it by the nails of truth

And broke it away from falsity.

This verse contains just eight words but, the sibilant sound /s/ o= is repeated six times in
claié (You judged), <uw<l(you secured),u=s—i (cloves), Jwiil (broke away), Juwas
(breakaway). Just to emphasise the meaning of separation between right and wrong, and he
expresses how powerful this is by using the palatal fricative sound, /s/ v=. Accordingto ¢
= (Ibn-Jinni 1983), writing about the relationship between sound and meaning in Arabic,
poets use /s/ o= ‘because of its power, for strong meanings and they use /s/ o« because of its
weakness, for the weak meanings’ (1983, p.160/2), and the reason why these poets chose the
sibilant sounds is because ‘the clarity, echo, and speed of these phonemes gave them a very
special place amongst the consonant voices, because of its fricative quality at the point of
articulation and its fluctuating harshness’(Assaghyer 2013). This is what is meant by the
acoustic bottom.

The repetition of sounds in all these examples from both classical and modern Arabic poetry
was used f subconsciously and artificiality and most of them were extemporaneous.

On the otherat hand, many examples can be cited from Arabic poetry in which the repetition

of sounds/phonemes has been used consciously for deliberate affect. For instance:

Example 6.6
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Al gl (e zL o 5 sy Lesha (g G pLY) y Lia
The hand of life threw us by its arc of victimization
With seven problems, nobody can be saved from these seven

pohe (e ad H1E gal g L geye salyle 5o

Dearness, onslaughts, attack, alienation,
Dejection, betrayal, and adherent affliction.

The poet here has chosen seven specific words all of which start with /gh/ ¢ as he tells us in
his first alliterated verse, and these words are ; <3¢ (Dearness), <& (onslaughts), sj&
(attack), 4:& (alienation) , = (Dejection), ,x(betrayal),and c»& (affliction). He committed
himself to choosing specific words, starting with /gh/ ¢ and belonging to one semantic field,
which refers to misery, suffering and death(Assayyed 1986).

As a final example to show how the repetition of letters enriches Arabic poetry and makes it
more competitive and challengeable, the following example is written by salah al-din al-

safadi serves to show how the repeitition of sounds enriches Arabic poetry:

Example 6.7

u_\_k_c\.ejs‘));c_\l_.q:\;u_)_&,) \‘:Eé‘é '\iyu"\,;‘_r‘;\
For how long | do not abate, can | continue?
As a pawned to (jeems)to those injurious words speaking of injustice

Gl 5 ol 5 gl 5 deall gl 5ol 55 all g sl

Hunger, scraping a living, neighbours, smallpox,

Ignorance, cowardice, rats and itch.

As we see in the second verse in the example 6.7 above, the poet accumulates eghit words
with a negative meaning all of which start with the phoneme /j/ z as in;

¢ sl (Hunger), ¢~ (running after a living), o' (neighbours), 2! (smallpox) ,
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Jeall (Ignorance), (cowardice)uadl, (1l (rats),and (itch ).

He chose these words specifically to express his desperation and hopelessness, as well as to
assert his eloquence, diction and linguistic ability. This conscious repetition of words
beginning with a particular sound not only serves to emphasise the desperation and
hopelessness summoned up by the poet by this litany of negativity but at the same time
asserts his linguistic virtuosity by demonstrating the breadth of his vocabulary and
playfulness with language(Assayyed 1986). The outline of the conscious repetition of letters

is only used for twinkling, entertainment and recreation.

>8Y ¢l Ibn al-"thir, the classical Arabic critic however, criticises the use of repetition of
particular sounds in poetry, arguing that it creates a form of bradylalia (slow speech and
deliberation), suggesting the poet’s inability to articulate clearly or fluently. He provided the
following example: (Assayyed 1986) criticises the repetition of letters, stating that, ‘this type
of repetition is irrelative to the repetition of words or repetition of meaning, because the
repetition of letter is when a letter or two letters are repeated in every word of the text or in

most words of it and this causes bradylalia, as in:

Example 6.8

-

o pE e Bl D8 Ol il

The grave of Harb is in a wild place

And there is no other grave near to the grave of Harb

Referring to the repetition of the sounds /r/<e),, and /q/ <\ in this verse, he notes that they

“rotate like a chain” (p.273) and cause discomfort for the person reciting the poem, when

words which trip more easily off the tongue can be easily found. For &Y' ¢l (Ibn-Alathir
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1956)when repetition is used in this way “it iS not a sign of the eloquence of a great poet or

writer, but is an inarticulate and inartistic utterance” (Ibn Al Athir, p.273).

6.1.2 Repetition of articles

The other type of letters encompasses (letters of meanings) (S=!l <55 =~ and this refers to ‘the
letters which connect between nouns and verbs, and between nouns with nouns, and it refers
to a meaning in other words’(Ibn-Sidah 1996)p.225/4 ). This is not the only function for these
letters, which have multiple functions. ‘The letters of meanings are expressed by a
substantive: (letter of introduction) «lxil <a )~ for instance «lxi¥) -¥ (letter of interrogation)
lefivl sy such as (is or doda)(letter of negation) & s~ for example (¥ No) , & ( Did not
and (will not) ¢, etc.” (Dahdaah, 1988, P.233).

(Al-Muradi 1992)explains why these letters are called letters of meaning and how their
meaning can be both interchangeable and also alter according to the context in which they are
written; in this way, letters and words alter according to intended perspective and authorial
intention. He states that, ‘if someone said; what is the meaning of their saying the letter has a
meaning in other words? The answer is; the lexical semantic of the letter depends on the
mention what is next to it, unlike nouns and verbs which have a fixed lexical meaning and do
not rely on any additional word for their meaning’ (1992, p.22). He gives examples for his
explanation: ‘if you say >l (the boy), the definition is understood by this structure, however
when you say only J! it is meaningless. However, when you combine it with a noun, it gives a
meaning. As well as = <L is (the proposition ba) which does not give the meaning of
adhesion until it has been added to the noun next to it’ (Al-Muradi 1992, p.22).

We can summarise the differences between the construction letters and the letters’ meanings

into the following points:
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1- The letters of constructions are the letters of alphabet, we use them to build words,
and they are parts of a word, while the letters of meanings are parts of speech.

2- The letters of meanings may consist of one letter, such as al¢iiu¥! 3 4 (the Hamza) of
(interrogation), ~a! s\ s ( waw) of Oath, or two letters as with 4 30 &)(the conditional
in), and may have three letters as in the proposition = (ala, on), and there are no
more than four, as in ¥ (lawla )(were it not) and Wils(hasha) ( far be it), whereas
the construction letters only have one letter for each of them.

3- As explained in the foregoing section, the letters of meanings only have meaning if
they are added to nouns or verbs, and do not have meanings individually, whilst the
letters of construction has no meaning in both cases.

4- The number of the alphabet letters in Arabic is 28, while the letters of meanings

comprise 95 letters(Al-Maliqi 1975).

There follow some examples to illustrate the repetition of articles.

Example 6.9

Cosilian bbb cd Gl lad el a5l

If only, but what use is it to say if only?

If only there were youth on sale, then | would buy it.

This verse was composed by z\all ( al gjjaj) in his later years, and wishing to return to his
time of youth and power, and in this extract we see the use of the article <wi(layta), which
indicates in Arabic the meaning of ill( wishing), and is used for demanding impossible
wishes. It comes within the Arab linguistic customs for abreaction as the removal of emotion
associated with a repressed event. He repeats the article < (layta)three times to emphasise
his bemoaning and sorrowful yearning for the loss of his youth, which can never be regained

or replaced at any price, and is not saleable or able to be purchased.
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Another example showing the repetition of articles in classical Arabic poetry is:

Example 6.10

You are not that man who can be arbiter, and your arbitration cannot be accepted.

You are not noble; you are not a man with a clear vision or argument.

In the above example, the poet repeated the article ¥(/a@) of & (negation) twice, to put his
adversary down and to deny his eligibility to serve as an acceptable judge. The purpose of
repetition here is to express the speaker’s contempt, lowering, and abasement. The role of
repetition here is stronger to give greater prominence to inability and disparagement, in a bid
to emphasise his derogation of someone/something.

In modern Arabic poetry, the repetition of articles is widely spread and many examples can
be presented (Nazik, 1967).

An example here from ) (al shabbi)’s poetry shows this phenomenon:

Example 6.11

paall ~luall ¢ (el A A sl el duie

S pdS 635 IS el el ALUS el gl elandlS
You are precious delightful as babyhood, as dreams, as music, as a new morning
As a bright clear sky, as moonlight night, as flowers, as the smile of a child
The repetition of the article of similitude < eight times serves to focus the attention of the
reader and listener, and ‘the meaning would lose much of its emotive force if the poet had

substituted the <with the conjunctive article and s as in;

(Nazik, 1967, p.239)".calll 5 ¢ ada¥) 5 ¢ &l il e dse
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6.1.3. Repetition of morphological forms

Many western and eastern scholars highlight the notion of morphology. The term
morphology can be explained as the organisation, rules and procedures concerning
meaningful units of language, whether they be lexis themselves or parts of words, such as
affixes for example (Ryding 2005). It is the study of the core of words and of the rules by
which words are shaped. It can be divided into two divisions: inflectional morphology and
word-formation. Inflectional morphology deals with the various forms of lexemes, while
word-formation deals with the formation of new lexemes from given bases. Word-formation
can in turn be divided into derivation and compounding (or composition)(Bauer 1983).
Generally speaking, the approaches of word structure typically focus on two important
problems: derivational or lexical morphology, that is, how words are formed; and inflectional
morphology, e.g., marking for categories such as gender, number, case, tense, which refers to
how these cooperate with syntax. In Ryding’s view, lexical morphology has to do with
ideologies governing word formation (such as analysis of the English words ‘truthful’ or
‘untruthfulness’ derived from the base word ‘true’. Inflectional morphology, on the other
hand, describes how words vary or inflect in order to express grammatical contrasts
categories, such as singular/ plural or past/present tense (Ryding, 2005).

It is not only English which is rich with morphological terms and structures: Arabic is also
recognized as having both morphological richness and difficulty. The overwhelming majority
of Arabic verbs need three essential things; a small minority have four radicals. The root
form, according to which the verbs are arranged in grammars and dictionaries, is the third
pers. sing. Perfect. Socin (2008)provides a good example for the above claim using the

Arabic verb (J=8), which means in English, to do. According to Socin,
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The verbal and specially the nominal forms are named throughout after the paradigm of the
verb J=i(to do). All Arabic dictionaries arranged the nominal and verbal derivatives under
this root form; in order to find these three radicals easily, one must therefore pay strict
attention to the consonants, which in nominal and verbal formations are added to the stem as
prefixes, affixes or infixes. These stems are named either by the paradigm of U= (e.g. the

stem ifta‘ala) or usually by numbers (e.g. the eighth stem, so also in the dictionary denoted

simply by VIII).
Jad| V JaE VI J=5) X i)
[IB3E VI Jel& IX Jadl

No. IX and especially No. XI belong to the rare forms; rarer still XII Je &8, XI113323) | XIV

Jad) XV tizd),

The derived forms in use in each verb, and the change of meaning in these derived forms are

given in the dictionaries under each individual verb(Socin 2008).

In addition, Arabic has a well-organised system for making new words from a given trilateral
or quadriliteral root; the connotation of the new word is related to the Arabic, &=, for
example, which means to know, and (Jr— (with the second consonant doubled) means cause to
know, teach. Such new words are called "derived Forms™ of the original word, "Form" being
meant with a capital F. The Forms are named with Roman numbers. The basic Form is
known as Form [; sleabove is Form I, and (Jr— is Form Il. The triliteral roots have Forms | to
X (Forms Xl to XV are infrequent. The only significant Forms for quadriliteral roots are
Forms I, 1l and 1V. A small difficulty is that triliteral and quadriliteral Forms with similar
construction and performance do not have the same name: quadriliteral Form | is structured
and performed like triliteral Form |1, quadriliteral 11 matches triliteral VV and quadriliteral 1V

matches triliteral XX (Roger, 2015). However, since the ways for developing derived Forms
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are procedures for making new words, rather than procedures for creating different
grammatical forms of a given word, they do not precisely belong to morphology, but the
Language Engine deals with them. It can be deduced that not all derived Forms of all verbs
occur, and the proposition that each Form has its own meaning (e.g. that Form 11 is always
causative) is argumentative. What is not argumentative is that there is an established
procedure for creating each Form, and that each Form is a new word of somewhat changed

meaning from the Form | form (Roger, 2015).

Arabic, like other languages, is characterized by its root and pattern morphology. Arabic
roots usually contain three consonants. Each root has an overall meaning, which is the
denominator of the meanings of all the forms in which it is understood: for example, S has
to do with writing, for example; & with killing. Since no vowels are subordinated with a
root in its form, roots are unsayable; a root is made pronounceable and definitely defined by
the application to it of one of a very large amount of morphological forms. Each pattern can
be associated with grammatical purposes, or meanings. Verb designs can make transitive,
passive, reciprocal, reflexive verbs. Noun patterns, on the other hand, make nouns of time or
place, plurals (in certain cases), diminutives, and so on. Other patterns can have more than
one meaning, and sometimes there are many forms for one purpose, as in the case of, & s
=Sl that is, broken plurals. The only verbal items which do not contribute in the root and
pattern scheme are particles (prepositions and. other function words) and pronouns (Johnston,

1991).

5.1.3.1Morphological parallelism: repetition of pattern
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The morphologically equivalent word couplets are one example of the repetition of
morphological patterns in discourse. Examples are given below, with the common pattern
described in parentheses:

(1) <l g <l shail) developments and changes

(Form V verbal nouns; plural: tafa'&uldtun

(2) &asall 9 1B phenomena and events (broken plural
pattern fawa ‘ilun

(3) sl 5 Al destruction and demolition (Form 1l

verbal nouns: taf il (Johnston, 1991).

Note that the repetition of a morphological pattern makes repetition on the phonological
level: if spoken aloud, the morphologically indistinguishable items rhyme.

In many cases, morphologically parallel items can be found within syntactically parallel
phrases or clauses. In these cases, they can concurrently contribute to parallelism on three
levels: phonological, morphological, and syntactic. One example, involving morphologically
parallel lexical couplets, was seen in the preceding chapter:

il ) 61,

The opinions which were brought out
s ) GlagY)

And the research which was published

Morphological parallelism is thus not simply a matter of rhyme(Johnstone 1991).

The repetition of morphological form is widespred across Arabic poetry, and many examples
can be given. The next example was composed by sL.isllal-Khansa’, elegising her brother

> gakhr:
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Example 6.12
Ol Gl algs Lol Lalia 454 Jlia

She repeated the exaggeration form J&é/fa“ al/ four times in J&s, Lba, 2gd )%, The use of
these examples of exaggeration form here to show how her brother was different to any one
else, as he was the first in every important action in his tribe such as leading battles,

honouring guests and he is the speaker on behalf of his tribe.

This repetition comes to reinforce the meaning and confirms it by insisting on the use of this

formula, which refers to the meaning of strength and abundance.

6.1.4 Repetition of words

Some words may be charged with a special emotional meaning for the poet, prompting him to
repeat them. These words could be proper nouns such as the names of lovers or fondly
remembered places and will reoccur in love poetry or nostalgic passages. In other genres,
such as eulogy, it is the poet’s duty to praise his patron or a ruler and then he may repeatedly
draw on the same adjectives or adverbs to describe their qualities of generosity or, in the case
of a ruler, to remind the audience not only of the glorious deeds which he has performed but
also to emphasise the awe which he should inspire in them. Some actions or verbs may have a

great impact on the poet and need to be addressed too.

In simple words, repetition of words as stated by (de Beaugrande and Dressler) is ‘the most
direct form of repetition in language is repeating a word that has already been used, either
exactly in the same form or with some changes’ (de Beaugrande and Dressler, 1986, p.49).
As an example of the repetition of adjectives in Arabic poetry, this verse by Imroa Al quis
offers a good example:
Example 6.13

Jb Lty 5 Jb Ly 3 sl duden (e Jb 1) Y]
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| am old (expert), riding an old camel,

We are lead by an old leader and an old guard follows us.

The poet repeats the word Juhere with the meaning of ‘experienced’. They have grown old
because they have succeeded in surviving the rigours of the desert and this repetition of the
adjective with each team member emphasises that every single one of them (camel and man
alike) have expertise in this unforgiving environment.
Another example of repetition, this time of a noun, can be found in <!l ¢» dWMalik Ibn
Arraib’s well-known self-elegy reflecting on his own mortality. He recited it while he was
alone on his return from a battle which had taken place in the far east of ol a ( khurasan),
separated from his family and home, Al Ghadha, in the Arabian Peninsula:
Example 6.14
Linl il Gadall a1 pmal) Cuimy AL (il Ja (g md cal Y

Oh by my poesy I wish I would sleep a night in Al-Ghadah (name of a valley in Al-Basra and

also means ‘beloved’), caringly tending fast young she-camels

L Sl pile ol cul 5 dw e S ey o mal) s
If only the riders (convoy) did not cross Al-Ghadah and if only Al-Ghadah (valley or
beloved) sauntered (remained close to) the rider(s) for nights.

Ll Gud o) G815l 3 (o) L g addl ol & oS )

Among the people of Al-Ghadah (valley) for my love there was a shrine to visit, but Al-

Ghadah (valley or beloved) never nears.

He repeats the word =alisix times, and it is a name of a kind of bush existing in large
amounts in a valley named after to it, the valley of Al Ghadha =) 2\ swhere is his home

and family are situated, the insistence of the repetition here suggests the poet’s heightened
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emotional state and his refusal to give in to his fate and to relinquish his plight, despite his
ever-approaching death. The poet repeats Al Ghadha as though attempting to summon up all
that is dear to him: not simply a familiar landscape but home and his loved ones which
remain unattainable. The repetition of the word here reveals to us his deep abiding love for
his homeland and his people; and his subsequent endeavour to make his impossible wish real

in his last moments of life.

6.1.5 Repetition of clause

The repetition of clause or the entire phrase which almost act as refrain is extremely
common in classical Arabic poetry, and many examples could be given for this. This
example by Jele<!) (al muhalhil) contains a repeated clause which becomes a chilling vow to

avenge the death of his brother:

Example 6.15

All Consolation is gone till you live again, Kulaib

Or you solve it by arbitration and get a solution

A5 Gl slaadl 3230 Ll ) ga 55 of mliall caad

All Consolation is gone till you live again, Kulaib
Or tomorrow | will cause Shiban what it is to be deprived of your children.

V3 gL a slaall Ju Ll §ga 53 ol lall Cad

All Consolation is gone till you live again, Kulaib

Or till enemies know include abasement and humiliation
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In another of his poem Jelesll (al muhalhil) repeated the clause of <S¢ Yae Gadd o) e (He
is not equal to Kulaib) nine times.

This poem was composed by Jele<!l (al muhalhil) when he avenged the death of his brother
IS (kulaib) at the hands of the tribe of _S: (bakr), by killing one of his closest friends ¢» alaa
8« (hammam ibn murrah), who was also from the same tribe:

Example 6.16

Dl Geslaall Gia s 1)) S e Yae il Gl e

He is not equal to Kulaib
When the bushes of the desert are shaken by the western wind of Dabour.

Daoall g ) 5k 13 Gl (e Yae Gl O e

He is not equal to Kulaib

When the orphan is expelled from the meat of carcass.
He repeats this clause <€ (e Yae ol of e in the subsequent verses seven times.
In the above example, the poet knows the affection for repetition in his listeners, and he is
intending to generate motivation for them to fight, and inspiring them to win. In other words,
the poet repeats the same phrase in the subsequent verses a further seven times. The phrase
becomes like a battle cry and the poet’s intention is to stir up the listeners’ desire to fight,
urging them on to win. The repeated phrase acts like a chorus, inviting the audience to add
their voices to the poet’s own.
Conclusion
The sixth chapter attempts to grasp a better understanding of the distinctive characteristics of
Arabic poetry, by exploring its contents, themes, and its tools, linking verses and ideas. It
also contains analysis of the role and the impact of repetition as one of the lexical ties for

Arabic poetry in general.
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Chapter seven: Analysis of Al Mutanabbi’s Poems

7.0. Introduction

In our attempt to examine the lexical cohesion in Arabic poetry through the selected poems of
Al Mutanabbi, we have divided the selected poems into four poetic genres, the decision was
taken to focus on four types of poetry only in order to simplify the work, to make the
statistical analysis more manageable and subsequently, easier to identify.

These genres will be presented respectively; panegyric, elegy, glory and satire. The examined
poems include thirty-six poems, 9 poems for each poetic genre.

The study includes all types of repetition, proceeding from sounds and letters passing through
words, sentences and clauses, ending with stylistics. The graph which follows (Figure 7.1)
presents a general summary of repetition in the above themes in the corpus of Al Mutanabbi’s

poems chosen for analysis.
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Figure 7.1 General Summary of Repetition

7.1 Repetition in panegyric
The next section presents the analysis of the impact of repetition on the samples of Al

Mutanabbi’s panegyric poems.

7.2. Panegyric in Al Mutanabbi’s poetry

Al Mutanabbi, who is considered the pre-eminent panegyric poet of Abbasid period, spent
several years in search of a permanent patron, eulogising Bedouin chiefs and second rank
provincial dignitaries until he found the favour of Saif al-daulah, as previously noted, he
spent nine untroubled years at his curt until intriguing by his fellow poets forced him to flee

and to search for a new patron.
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REPETITION IN PANEGYRIC
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Figure 7. 2 Repetition in Al Mutanabbi’s Panegyric poetry

As shown in the above graph, the composite repetition rate of panegyric poems is very low,
but this is almost non-existent in clauses and sentence repetition. In addition, the repetition of
grammatical articles was the second lowest repetition with 3.5% (from the total of panegyric
repetition), followed by the repetition of stylistics with 2.2%, 0.5%, 2%, 1.4%, and 0.5% for
synonymy, tale-head, antithesis, homeptoton and alliteration respectively. Meanwhile, letter
repetition was the highest repetition in the panegyric, with 71.7%, followed by word
repetition, with 3.2%, 3.6%, and 9.1% for partial, full, and morphological form respectively.

All these components will be discussed in detail in the next sections.

7.2.1 Repetition of sounds /phonemes in panegyric poems

It has been argued that semantic and spiritual values can be conveyed by the characteristic
sounds of different phonemes. These are mainly determined by the poet and his deep sense of
each individual sound and its music. This sense may influence his preference of some sounds
over others to be used in his poems. The best example can be illustrates this choice is that of
the sounds that Al Mutanabbi chose to use as rhyming sounds. In his Diwan, Al Mutanabbi
wrote 287 poems. In term of frequency of use, He chose the sound /I/ as a rhyming letter 48

times, the sound /m/ 39 times, the sound /b/ 35 times, the sound /d/ 34 times, the sound /r/ 30
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times and the sound /n/ 21 times. On the other hand, he used the sounds /y/ and/i/ just twice
and used the sounds /3/, 18/, /z/, and /[ /only once. Whilst the remaining Arabic phonemes
were not used for rhyming at all. This is not surprising; because the phenomena of using the
repetition of letters in the Arabic poetry is common in classical Arabic poetry(Assaghyer

2013). The next graph will give more illustration,

Repitions of sounds
60

50

40

3
2
| I
0
N /m/ /b/ /d/ It/ /n/

Figure7. 3 the frequented sounds of rhymes in Al Mutanabbi’s poetry

o

o

o

If we examine the nature of poetic use of rhyming letters in Al-Mutanabbi’s poems, we
notice that it is more or less consistent with the nature of Arabic poetry in both the ancient
and modern eras. According to Al-ma “arri the use and repetition of thyming sounds in Arabic

poetry can be divided into three types:

1- Deciles Ji5, is the most common type of rhyming sound in poetry, and it includes /I/ «
IS1, Irl, 1dl, In/, Ibl and /m/
2- Lt or the lesser used phonemes such as /3/ and /z/.

3- The avoided phonemes such as /8%/ and /s%/ (Assaghyer 2013).
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Anees ranks the sounds used for rhyming as following four types:

1- The most common sounds as rhyme are /r/, /l/, Im/, In/, Ib/, /d/ and /S/
2- The common sounds as rhyme are /q/, /k/, 7/, /a/, /11, /i/and I3/

3- The less common sounds as rhyme are /d%/, /t*/, /h/, /t/ and /s/

4- The rare sounds as rhymes are /8/,¢ ,z,0% 5,5 ands (Anees 1952).

Accordingly, the use of Al Mutanabbi of the deciles group as rhyme sounds is justifiable.
They represent the highest percentage use in his poetry compared to the rest of the rhymes.
Perhaps this abounding use as described justified the most elegant rhymes. This is because of
the abundance of vocabulary that can be derived from the roots of the sounds of this group. It
may also be the result of the ease of the articulation of their sounds. This explains why most
Arab poets choose this group to build their poems upon. Al Mutanabi also as one of the Arab

poets chose the same group of rhyming sounds.

In addition to the use of these phonemes as rhyming sounds, Al Mutanabbi commonly used
and repeated them in the folds of his poems, using them for internal rhyming within the
verses. In comparison to other genres, the repetition of sounds in the panegyric poems upon
Al Mutanabbi’s poetry was the highest and the most repeated type, probably due to the fact

that it is his favourite theme, as he is known as poet of praise.

As shown in Figure 7.2, the percentage of the repetition of sounds in panegyric is the highest
with 71% comparative to the other aspects of repetition. The next examples show the impact
of the repetition of particular sounds on meaning in Al Mutanabbi’ poetry and how it is used

as tool of lexical cohesion.

The follow example occurs in one of his poems praising his patron Saif Al- daulah:

Example 7.1

142



A Sl o) S 3 el i) s el el 8 e
According to men’s wills strength comes

Nobel acts come in respect to their bounty

piaall pilaall e A plaat L e prall e (S sl
Small seems great to little folk’s eyes
Greatness seems small to the eyes of the great
This example clearly shows the condensation of audio that Al-Mutanabi intended to convey
through the repetition of the sounds /§/ ¢ and /m/a. He chose /S/ to start with, due to its
loudness, being a voiced fricative, and its audible characteristics are adequate with the
meaning of height and grandeur to commend and glorify his praised one, Saif Al-daulah, in
the poem. The /S/ ¢ was repeated in these two verses nine times. In addition, he chose /m/ sto

form his rhyming scheme and repeated it eight times in the two verses.

We can affirm that the sound /m/ » possesses characteristics of multiple prescriptions. It is a
semi soft voiced bilabial nasal. This is considered the soft sound compared to /I/,because it
determines the syllable in speech. Phonetically, the sound /m/ as evidenced by audio is

suitable for expressing boundless the emotion in poetry with no boundaries.

The repetition of this sound in the text might have appropriate semantic denotations which
serve the subject and the purpose of the poem. The production of this sound requires holding
the lips, building up pressure in the oral cavity, lowering the velum and directing the air

through the nasal cavity. This happens while the vocal folds are vibrating.

All these articulatory characteristics make this sound carry and imply grandeur and Majesty
and generate a mood of calmness and serenity in the text. In addition, the attribute of nasal

twang is considered one of the important qualities of the sound /m/ » as it provides music and
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rhythm. According to Al Qaisi ‘the nasal twang is a sign of power’ (1996, p. 131), because of

its much-loved musical frequency (Anees, 1987).

In addition, /m/ is one of the continuant consonant sounds. Continuant consonants are those
sounds that can be prolonged by the speaker or pronouncer (Omar, 1976). All of these
features make the nasal sound /m/ a distinctive sound that is chosen by many poets as a
rhyming sound to achieve the aesthetical and musical aspect of the text and to have an impact

on the ears and heart.

The letter /S/is one of the six guttural sounds in Arabic. It fills the throat with its sound and it
takes more effort to pronounce it, to be heard. This is because the /S/¢ sound is appropriate to
describe the great and intense events of great importance and to add more prestige to the
poem. This is also due to the nature of its articulation as a fricative which involves pushing
the air through the glottis. The narrowing in the airway makes the vocal folds vibrate, while

at the same time creating some turbulence making g/S/ the least fricative sound in Arabic.

The value of choosing particular sounds to use is justified when we know that Al-Mutanabbi
was vocalising his poem in the front of Prince Saif Al Dawla and a large audience who would
be at court. He was chanting and declaiming it with full awareness of his power and leverage
as member of the Bedouin. The accuracy of his chosen sounds and words gives life to his

poem and unleashes the listeners’ imagination to recall the poet’s words, voice, and tone.

In the same poem, there is evidence of some sounds been repeated to obtain his objective of
attracting the attention of his audiences. In his poem about Saif Al-Daula describing his new

castle, Al Hadath, in the following terms:

Example 7.2

Do Led n LSl = 5 L) g s L)y e ls Laly
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He founded, raised it, spear met spear

And the waves of death pounded about it

This verse stands on a strong and distinctive rhythm. This is mainly due to the
characteristics of the sounds used in the verse and how they are distributed over it. The
repetition of the voiced uvular plosive /g/ in all ¢ & Wsll(spears bang spears) gives to the
verse an additional meaning through the vocal representation which makes the reader or
audience imagine the sounds of clashing of spears around the castle creating a vivid and

picture in their mind.

The repetition of ¢/§/ as in lel(raised it) and ¢ J&i(bang) is a continuation to what started
and echoes the sounds at the beginning of the poem, referring to the sense of altitude, hight
and magnitude conveyed by the sound of /¢/. Additionally, the phonetic repetition
strengthens the cohesion in the poem by creating this association between verses in the poem.
Moreover, the repetition of the long syllables and long vowels refers to the enormity and the
altitude of the building, as in « wlu(he founded it), &l (spears), Wil (death),is~ (about it),
~kis(pounded) and all this rally and intensification is to emphasise and support the idea that
the poet wants to convey, namely, that Saif Al-Doula is a ruler who can not only bringing

destruction through war but can also create a great buildings.
The next example provides more explanation;
Example 7.3
S G a5 dsl s plaadll delad J8
Wisdom is before bravery of the brave

It is first but that has the second place
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IS JS ellall g caaly 3 ya L] Leaial Laa 138

If they are united in a bitter soul
They achieve eminence in each condition

Q) AV el Ji ol )l 43 31 ) ek e S

Often man jousts his opponent
By wit, before foes thrust at each other
sl G i ) (ol piaa giol ST I anl) ¥
But for intellect the meanest lion

Would be nearer to nobility than man is

Al Mutanabbi composed these verses praising Saif Al Daula, describing him as
individual who serves as a model not only of valour but also of wisdom. In the poem, we
clearly notice the repetition of the alveolar nasal stop /n/ and /I/ that are due to their
characteristics and features. These sounds are strongly distinguished from other sounds by
their clear articulation, i.e., a nasal and a lateral. They are similar to vowels in the air that
flow freely, or with little obstruction, through the nasal or oral cavity. While in vowels the air
flows freely through the oral cavity with no obstruction, it comes out through the nasal cavity
in /n/ and flows out the sides of the tongue as in /I/. Furthermore, these consonants are also
voiced sounds as vowels. All these characteristics give them a high sonority, consistent with
the style of guidance and wisdom that the poem is filled with. These require a musical thread
and tone to match the rhythm of the poem. This rhythm needs such high-tone sounds to

attract the attention of the recipients and to have an effect on the listeners.
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In conclusion, these examples suggest that the repetition of the same sounds has achieved two
main functions. Firstly, a rhythm function is attained through the musical harmony that is
produced by repeating the same sounds. Secondly, a cohesive function, a lexical linking tool,

IS achieved connecting the verses of the poem from the beginning to the end.

In the terminology of Arabic linguistics, the word letter can also refer to grammatical articles,

In the next section, I will indicate the role of letters of meaning in the lexical cohesion.

7.1.2 Repetition of letters of meaning (grammatical articles) in panegyric

Repetition of the articles in Al Mutanabbi panegyric comes in many examples to enrich the
semantic rhythm in his compositions, and emphasises reflects the meaning that the poet is

trying to convey as well as creating a melodic rhythm of music.

As shown in Figure 7.2, the percentage of the repetition of letters of meaning (articles) in the
panegyric sample is 3.5% comparative to the other types of repetition of panegyric. The
following examples have been chosen to illustrate the impact of the repetition of articles on
poetic meaning and how this is used as tool of lexical cohesion. The first example is taken
from a poem that Al Mutanabbi composed to praise Abdul Wahed Ibn Al Abbas. In this
poem, the article of negative(Y) is repeated a total of thirteen times. Here are some of

examples of it:

Example 7.4
pae gl MY sale i 2 Y Aal Gl Y il e Jay
He exceeds comparison, his hand no sea

He is no lion, his wisdom no sword

ALY 5 sigea AV oY s unan n Y

147



Or his wounds healed, his holes seen
Nor his edges be dulled, or notched
e)-.“‘}“gﬁm J—-“\J‘dlé-}b Lm;ﬁgﬁﬂ‘ )—A‘\J‘e)—.‘:’zj
Or anything be tied that he has united
Nor any matter loosed that he has knotted
a5 ol g Liall andn Y L oe JLAY) end s

Nor does he trail skirts in self conceit

Nor does he serve the world as it serves

alay gaieela ey g Al S Ay i Y

He wants no permanency, giving ruins

Nor is a foe safe from him as he is safe

As we see in the above example 7.6, Al Mutanabbi uses the repetition of the article of
negation (¥) as a hub to express his admiration for his praised one. However, the poet suggest
that his patron is beyond comparison, which made it impossible for him to adequately
describe the great man’s attribute, thus he repeated ¥ (no, not) in this poem to reflect his
confusion and disability in praising his positive attributes. It almost seems to suggest Al
Mutanabbi has become tongue-tied. The systematic and structured repetition of this article in
an admirable geometric string creates a kind of internal music in the verses by dividing them
into small musical units called homeptotons. He started this engineering construction by
dividing the verses into two sections, namely, nominal sentences and verbal sentences,

beginning with the former as is usual the case in Arabic texts. He introduced this repetition in
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an organised method, it follows a set patron, with the article of negation been repeated four in

each verse and two in each hemistich, as in this verse;

AELY 5 piaer AV, oY s mnda n Vg

Or his wounds healed, his holes seen
Nor his edges be dulled, or notched

However, in the verbal sentences this proceeds through different methods, as he splitting

them into three verses, with two at the beginning of each hemistich, as follows,

P‘)T\A‘}ALEM“)_AS“JSA:IY\} Lﬂl;)mtghl\)_ﬂ\w_g‘i;

paddoly s Ll aada Vs A 0o JuW e n Y

play saiacla eVl oLy 4 ala (A Ay Y

This repetition here is stringing the text in a cohesive chain to emphasise the meaning of the
uniqueness of his praised one. As well as this, it creates a musicality in the verse which helps
the reader or listener to grasp the intended meaning and taste it, as Nazik states: ‘it is
enriching passion, heightens the emotion, raising the degree of impact, focusing the rhythm,

and intensifying the movement of the sound through the poem’(Nazik, 1983, p.263).

7.1.3 Repetition of words in panegyric

The poet sometimes repeats certain words in a poem, and this repetition is due to the
importance of this item of vocabulary and its impact on the meaning of the poem. It comes
sometimes to confirm a particular idea or to unravel confusion about it, or even to abate the

listener or reader to perform it; it also plays a role in the vocal rhythm within the poetic text.
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The repetition of words takes two forms; partial or full repetition. These two forms are

addressed separately in the following sections.

7.1.3.1 Partial repetition

Partial repetition is that kind of repetition which uses the same root but in different forms and
classes to emphasise a particular meaning, such as interchanging between nouns and verbs to
emphasise a particular meaning. As shown in Figure 7.2, the percentage of the partial
repetition in panegyric is 3.6% in comparison to the other types of repetition. Many examples
can be given from the poems of Al Mutanabbi. The following example is taken from a

panegyric written for Kafir,

Example 7.5
Lale ) ol agie asi ol ol adlaly sl &l glae Ay
He causes hate to perish in his rivals by his mildness
If they don’t perish using them he makes his foes perish

In the above example, he repeats the root ( 2L ) perished, three times in three different forms
and tenses; he started with the present tense of the quadrilateral form ( 2w) with the
masculine third person pronoun, then he repeated it in the jussive case of the present tense,
but in trilateral form with the feminine third person pronoun( 23 &!), at finally, he repeats it in

the past tense of the quadrilateral form with the masculine third person pronoun.

The repetition here emphasises the poet's insistence on the presence of this word in the text,

however, each time it reappears in different form and with a somewhat different meaning.

This variation in the repeated forms not only demonstrates the poet’s linguistic inventiveness
but also the repetition contributes to conveying the meaning that one way or another, by force

or by cunning, Kafur is able to vanquish his foes.
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The repeated words maintain the structure of the text, and feeds the semantic deliberative
aspects in the text, through the proliferation of the vocabulary and its intensity, this thus

allows cohesion in the text, and reaffirms the existence of continuity.

7.1.3.2 Full repetition

Full repetition refers to the repetition of the same word without any change in its form. It is

commonly used in Al Mutanabbi’s poems.

As shown in Figure 7.2, the percentage of the repetition of the same word in panegyric is
3.6% compared to the other types of repetition in panegyric. The following examples show
the impact of the repetition of same words on meaning within the poem and how it is used as

a tool of lexical cohesion.

The following example was also composed by Al Mutanbbi, praising Kafur;

Example 7.6

Lal ) CuS ) gl 13 gagll LS i€ o3l da gl 13 Slasall U

Father of musk, this is the face | was longing for
This is the moment that | was hoping for
PRI JC - BV Uy 450 alidll 5 (5 5 el il
| faced deserts and mountains before
Passed at noonday leaving water thirsty
L sall Gl Y s JS sas g el LY (s JS U
Father of all good not only father of musk
And of every cloud not only the early one

Lilaall @l (e ) pan 8 AU Kaaly Gea dyy
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Every boaster points to a single idea
The merciful gathered in you all meaning
The selected verse in the example 7.8 contains several examples of full repetition, and these
will be analysed in detail here. The first example concerns the word ( 1), meaning father of,

which is repeated three times, in

eludl Ui (father of musk), <kl Ui (father of perfume), and (<l Ui ), to assert the idea that
Kafur is the source of nobility and eminence. The second example is the repetition of the
demonstrative pronoun 12 (tha),(this) which is repeated twice in the phrases 4> 4l 13,(this is the
face), and »sdl 13 (this is the day). The repetition in this case intensifies the feeling of
happiness he experiences at finally meeting up with the patron whose help and support he has
so eagerly sought. The third example is the repetition of the past tense verb ¢S (was) in two
phrases &t <iS (1 was longing), and L, <3S, (1 was hoping for). He repeated this verb to
ensure that he has reached his point by meeting Kafiir, and there is no need now for him to
look for others. In other words, the repetition of two similar verb emphasises the length of the
time he had been searching before finally meeting Kafur. The fourth example is the

repetition of the pronoun of the first person &(tu) (1), as in

&S (1 was), <l (| faced) and Eua(I cruised), this emphasise that he came to Kafiir of his
own free will and choice, and he left everyone else behind. The last example in these verses
is the repetition of the word JsS (every), which is repeated here three times in two meanings,

all as in <k JS(all good), and every such as: <~ JS (every cloud) and 215 JS (everyone).

Finally this variation in using the same words proves the general idea of praising his praised
one, by renewing the meanings of the same repeated words as seen in the previous examples

and this is in accordance with what Capotu(1987) states;
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“To repeat is to produce and to alter, to make and to make anew. Repetition is a principle of
irrepressible creativity and novelty; it would be impossible to repeat without making and
without altering what is already made. Even to repeat “exactly the same thing” is to repeat it

in a new context which gives it a new sense’.(1987)p,142).

7.1.4 Repetition of morphological forms in panegyric

Repetition of morphological form is the second highest type of repetition in Al Mutanabbi’s
poetry, (refer to Figure 7.1). This is due to its semantic and rhythmic role. The net figure
shows the percentage of repetition of morphological forms in panegyric in comparison to the
other themes.

As shown in Figure 7.2, the percentage of the repetition of morphological form in panegyric
is 9.1% compared to the other types of repetition. The following examples show the impact
of the repetition of morphological forms on meaning in the text and how it is used as tool of

lexical cohesion.

Example 7.7
Jily b elle bl G Laild glaadl Gl (e e e
You do not last as an object of beauty
Youth’s hue on you is a hue that fades
dal)cmaladg nds [P (N VR P L B
Pleasure has a flash that passes as if
It were a kiss of a departing lover bestows
S8 g Y 5 gl laa oalld LA L3l mas
Time runs away, no perfect pleasure

Among those who grow gray, no full joy
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It is obvious in the verses above that the poet is insisting on the meaning of abatement and
vanishing by repeating the same morphological form of JeWll aul(active participle) as in &)
(impermanent), J~!,, ( leaving), o=a (pure), J<S (full). According to Saleem ‘the form of
the active participle indicates the happening and occurrence not permanent’ (Saleem, 1995, p.
221). In addition to the rhythmic role that it plays in this example, the repetition of the same
morphological form serves to link the verses together to emphasise the meaning that the poet
Is trying to convey. This explains why the poet chose to repeat the same form rather than
using different ones. According to Sokolova, ‘the choice of a repetition type is regulated, on
the one hand, by purposes of the text and, on the other hand, by the author’s intention. These
factors correlate and work together. The author’s aim is to influence the reader’s mind and he

chooses a certain type of repetition (Sokolova 2000)(p. 3).

7.1.5 Repetition of clauses in panegyric

As shown in Figure 7.2, the percentage of the repetition of clauses in panegyric is the lowest,
with 0% compared to the other types of repetition in panegyric. No examples of this type of
repetition were found in this sample of Al Mutanabbi’s panegyric poems.

As previously noted, the repetition of clauses is the most obvious type of repetition because,
it shows the intention of the speaker or writer and it reveals the mysteries and the secrets that
he hides. The reason for the lack of repetition of clauses in Al Mutanbbi’s poetry in general
and in his panegyric poems, in particular, is in my view due to his personality and way of life.
The psyche of Al Mutanabbi was full of secrets and ambiguity, which had a great impact on
his poetry. He was very ambitious, self-praising and sensitive about his dignity. His image
was different from the stereotyped image of other panegyrist poets in his time. He embodied

the example of the knight poet and therefore placed his own conditions on his praised ones.
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This included his unwillingness to kiss the ground in the front of them as other poets would,
the refusal to recite his poems while standing up in the traditional way by chanting in front of
kings and princes of his era because he saw himself as their peer and equal (Sharaf al-din,
1980).
For these reasons, he disguised his true feelings behind his panegyric poems, as many of
them can be read as having a double meaning, as we will see later in the section on repetition
in satire. However, a brief example will serve to support this view here. He is praising Kafiir
after the latter killed his agent, Shabib, in Damascus;
Example 7.8
OIsal 55 e Al 5 calal el gl o sl (e 21
Where nowadays is loyalty to masters?
Shabib and trust you see are brothers
Gl (5 of ol il 5 Jsl il ALl b
God judges, O Kafur, you are prince.

It is not decreed that no-one second to you exists.

In example 7.8, the surface meaning is praising and Kafur describing him as unparalleled and
unique example. However, the hidden meaning describes him as without rival in treachery
and betrayal. This was not surprising at a time when such descriptions were the trait and habit
of kings, and as Kafur was the king of betrayed masses, it is obvious he was being described

indirectly as the first in treachery and betrayal (Afandi 2007).

7.1.6. Repetition of sentences in panegyric

As shown in Figure 7.2, the percentage of the repetition of sentences in panegyric in the

selected data of Al Mutanabbi poems is 0%, compared to the other types of repetition in
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panegyric. No examples of this type of repetition were found in this sample of Al
mutanabbi’s panegyric poetry, for similar reasons to those discussed in the previous section.
Since Al Mutanabbi understands the important role of the repetition of sentence in
elaborating meaning, he intentions wilfully to stay away from it, to give his text some
mystery, as Al Ghanemy observed, ‘Al Mutanabbi planted ambiguity within the folds of his
creative texts and due to this, made it acceptable to have multiple readings and possibly
contradictory ones’ (2002, p.18).

Some other pioneers in Arabic poetry have adopted this approach. As Al Ferazdaq states,
‘we must articulate, and you must interpret’ (Ibn-Alanbari 2002)(p.60). Evidence can be
presented from Al Mutanabbi poetry to strengthen this view:

a4y (e Sl Gl 5 ol ) a1 ks g3 U
I am who his culture the blind look to
And my words have made the deaf to hear

paity s Wl BN jewn 5 Wajlsdi e s sda Ui

| sleep quiet eyed apart from any roving

But men awake to their courses and contend

7.1.7 Repetition of grammatical form in panegyric

As part of my research methodology, | will finish in this section the analysis of the repetition
of composites by examining the repetition of grammatical form in the selected poems of Al
Mutanabbi, as done in the previous sections regarding the repetition of sentences and clauses

in the collected data. This must come prior to analysing the stylistic aspects in his poetry.
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As shown in Figure 7.2, the percentage of repetition in the grammatical form in panegyric is
very low, with 2.2% compared to the other aspects of repetition. The next examples show the
impact of the repetition of grammatical forms in meaning and how it is used as a tool of

lexical cohesion.Al Mutanabbi says,

Example 7.9
o 4 G5l (e (S LIS (S La i ol (S 4l
My heart like her as her camp should be empty

But yet the army of love there is immense

In example 7.9, Al Mutanabbi used the grammatical form ( ), which means (if, contrary to
fact) plus the verb to be ( 0\S), the conditional form connects the two phrases to each other
with cause and effect relation. Al Mutanabbi put the verb ‘to be’ in the past tense (o) to
indicate the passing of time and completion of the act and he strengthened it by combining it
with () to give the meaning of bemoaning. He added more emphasis by repeating the verb

(us was) to emphasise the meaning of passing and completion.
The same structure using the same grammatical form is repeated two verses later:

Example 7.10

aiuls (o | yana S Wl o el A del e oSy Al
If what flows on my cheeks is not blood

That trickle wouldn’t be red nor I be sick

In example 7.10, he repeats the same grammatical form, which when combined with the verb
‘to be” in the imperfect form ¢S(be) with the conditional article si(if),further supported by the
article of negation ( &' and &) compounds the meaning of bemoaning, and he repeats this

grammatical form to emphasise the meaning of sense bemoaning assiduously.
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Al Mutanabbi used the repetition of this grammatical form as a lexical tool to make the verses
cohesive. In order to make his poem more cohesive he repeats the same grammatical form by

using ( s') combined with ‘not’ ( ¥), (were it not ¥!) as it is shown in the next example

aluall Wile (jais of culil saic Jall 5 casall Y gl oM
Peace if fear and greed were not here
We would say Abu Hafs had bid his farewell
prpa il AUl Lezpa ad 323 JS 8 o Y ol il

I swear if each hair of him were not already
A lion we would say of him: you are a lion

In this poem, Al Mutanabbi insisted on repeating the conditional form while praising his

praised ones, to prove his generosity of to those in need and those who beseeched him for

help, as well illustrated in example 7.13,

Example 7.11

a0 ) e Lol Jile e 45 aad o Lea o sila J6 4l
If he said ‘bringing a dirham not yet given
To a client,” he would get no such dirham
oSl sanbiad Y swlealdise yum o
If what delights him worried men more

His bravery and generosity would affect him most
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The repetition of the conditional form plays an important role as a lexical cohesion tool,
linking verses from the beginning, middle and end of this poem, the same grammatical form

being repeated again in the last verse in the poem, as he says;

Example 7.12
plase G Y1 (b 5 2885 o) sl (g iy Ly o slaal) (938 ) ek
Live, if slaves are ransom for a lord from
Death, you are not lost and earth is peaceful.

To avoid tedium and monotony, he resorted to variation in the repetition, combining the
article () firstly with the past tense of the verb (to be) to indicate the sense of bemoaning,
then he reinforced this by repeating this in negation. Finally, he repeated the conditional tense

within the past tense only to indicate the sense of wishing.

To give more explanation to the importance of the role of lexical cohesion in Al Mutanabbi’s
poetry, will discuss in the next sections the impact of lexical cohesion on the stylistic aspects

of his panegyric poems.

7.1.8. Repetition of alliteration in Al Mutanabbi’s panegyric poems

According to Figure 7.2, the use of alliteration in panegyric poems of Al Mutanabbi is
very scarce and almost non-existent; the percentage of repetition of alliteration is 0.5%. The
reason for this, | believe, is the relation of similarity between alliteration and the repetition of
sounds which is the most dominant type of repetition in his panegyric poems. In other words
Al Mutanabbi substituted the alliteration with preferring the latter technique. He was more
contented with using repetition of sounds more than alliteration. However, there are some

examples of alliteration in the sample of panegyric, composing,
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Example 7.13

Lilal (S o i) o LS sall (5 55 o ela ey (&S
Il enough for you to see death as cure
And enough deaths that they are desired

In example 7.13 above, Al Mutanabbi presented a beautiful example of alliteration in the
use of (L) deaths) and (wishes or desires Wilf). He relied on the phonetic relation between
these two words to represent his opinion about life in an ironic way, as an expression of his
feelings and what he is suffering because of the ambitions and aspirations which he has failed

to make real.

7.1.9. Repetition of homeoptoton in Al Mutanabbi panegyric poems

Homeoptoton is one of the linking stylistic linking techniques used in classical Arabic poetry,
the rhythmic dividing of the parts of verses into small meaningful clauses, which are linked to

the main meaning lexically, that make verses and the whole poem cohesive.

As shown in Figure 7.2, Al Mutanabbi makes little use of homeoptoton in his panegyrics
since it represents only 1.4% of the total content of this sample. As it is clear, the usage of
homeopoton in the panegyric sample is almost minor. However, some examples can be

found; Al Mutanabbi says praises Saif Al dawlah;

Example 7.15

plandl oa) B 1S 5 Lle ) sall alhai 1S

Thus the full moons rise above us
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Thus the mighty oceans are disturbed

The above example stands on homeopoton, which creates an internal rhyme inside the verse
to support the rhythm and gives it a distinctive character. The first sentence (Lile sl alks 13S

Thus the full moons rise above us) is independent in terms of meaning to the second
sentence(saxll ) 3185135 Thus the mighty oceans are disturbed), which also has a separate
meaning. In other words, the first and the second sentences are unconnected in terms of their
meaning. Both individual meanings serve the general meaning, which as these images are
meant to symbolise the greatness of acclaimed qualities of Saif Al Dawla. Al Mutanabbi in
the previous example used the homeopoton as a linking tool to build the great image of his

praised one.

In the next section, I am going to shed light on another lexical stylistic tool which Al

Mutanabbi used in his panegyric poems.

7.1.10. Repetition of antithesis in Al Mutanabbi panegyric poems

AL Mutanabbi used this phenomenon as a stylistic device to show the differences between
meanings and attributes of his patrons, especially in his panegyric and glory poems, as we

will see later in (section 7.3.2.9).

The percentage of antithesis in panegyric is 2% in comparison with the other types of
repetition, which is unsurprising since it is one of his main stylistic poetic characteristics as

he himself reported,

We blame yet by them we know virtue

By their opposites things become known
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The next example will present more illustration,
Example 7.16
Jld Ji cundaind ge aloyedai di el Lay 50
By quick wit he knows your need
It is shown, he responds before a request

Q& (pa a5 Llaa] Wge 5 led L yiza ol i

Our eyes see him in front they turn
Away, but he turns as he approaches

In example 7.16, Al Mutanabbi is using the antithesis to serve the meaning that he wants to
convey, he applied his approach as in, (<xhe answers or responds) and (Jikdask or
request), he focuses on the relation of antagonism between the two meanings to connect them
together, and also to illustrate and reinforce the meaning by mentioning the two counter-

meanings.

7.1.11. Repetition of tale-head in Al Mutanabbi’s panegyric poems

The use of tale-head does not feature prominently in Al Mutanabbi’s panegyric poems,
accounting for only 0.5% of the sample (Figure 7. 2). Example 7.19, shows how the role of
tale-head as a lexical tool to link the two hemistich in the verse together, Al Mutanabbi says,

praising Saif Al Dawla,

Example 7.17

Ohesall dle (e alld agie &l 51 skl 3 ) ga a
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Forbidden their hope yet attained
The hope of him who returned denied
OIAY e dageailid  ldags el zloll 1Y
If lancers engage the revenger’s breast

His heart is busy apart from brothers

The first verse is linked lexically between its parts by repeating the same root of a root such
as (1s<_athey have been deprived) and (o~ depriving). In the same verse there is another

example of tale-head (!skihoped) and ( Jwhopes).

Another example of tale-head is found in The second verse by repeating the same root of

(ol and - 4ilai they make him busy ).

7.1.12. Repetition of synonymy in Al Mutanabbi’s panegyric poems

Synonymy is one of the important stylistic devices creating lexical cohesion. It indicates what
the text is mainly about. The key theme of the text, it is achieved by using words related in
meaning which are from the same semantic field. Synonymy is a useful tool to ‘avoid the
repetition of words and add colour and variety to the language’ (Colonna, Miller et al. 2006)
(p.49). Besides avoiding text monotony, synonymy also ‘can be employed to emphasize the

degree or intensity of the quality/action being described’(Abazaj 2014) (p.630).

Instance of synonymy made up some 2.2% of this sample of Al Mutanabbi’s panegyric
poems, In compared to the other types of lexical cohesion. Example 7.20, addressed to his

patron Saif Al Dawla, shows how synonymy can be employed as a lexical tie:

Example 7.18
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He seeks from men what he is himself, it

Is something which even lions do not demand?

aclil 5 Leiaal Sl g Aad | jee _lall 1 gaiy

Longest lived birds ransom his weapons
The young and the old eagles of the wasteland
sl 5 lgind il 36 5 llie e A s L
Being born with no talons is no worry to them

For his swords and their hilts are created

Looking at the group of these words (_skbirds) , ( s« eagles) and ( <I«talons), it is seen
that they refer to the same semantic field of birds of prey, while the words ( & »=lions),
(p=\S3 lions) and ( ~'s8hilts) refer to a similar semantic field of predator animals. These two
fields share the meaning of power and ability. Al Mutanabbi used words from these semantic
fields to serve his poem in praising Saif Al Dawla by comparing him to lions and eagles. It is
obvious, through the above examples, how synonymy played a central role in linking the text

lexically and to indicating the key metaphor been employed.

This concludes the analysis of the types of repetition in the panegyric. The next step of the
analysis is to examine the repetition and lexical cohesion in the elegiac poems of Al

Mutanabbi
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7.2 Repetition in elegy

7.2.1Analysis of the sample of elegies

Figure 7.3 shows the results of the analysis of elements of repetition in the sample of Al

Mutanabbi’s elegiac poems.

Elegy

Full
Partial
Article

Letter

Elegy

Synonymy
Tale- head
Antithesis
Homeptoton
Alliteration
Repetition of
Grammatical form
Repetition of
sentence
Morphological
form

Repetition of clause

Repetition of stylistics Repetition of composite Repetition of word Repetition ofiRepetition ofi
grammatical letter
article

Figure 7. 3 Repetition in Al Mutanabbi’s Elegic poems

As shown in the above graph, the composite repetition rate of elegy poems is very low, and
this is almost non-existent in clause and sentence repetition, followed by the repetition of
stylistics with 3.1%, 1.3%, 3.6%, 0.6%, 0.7% and 5.6% for synonymy, tale-head, antithesis,
homeoptoton, alliteration and grammatical form respectively. Meanwhile, sounds repetition
was the highest repetition in the elegy, with 33.4%, followed by the repetition of
morphological form at 23.1%, grammatical article with 13.7% and word repetition, with
5.6% and 8.1%, for partial and full respectively. All of these components will be discussed in

detail in the subsequent sections.
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7.2.2. Repetition of letters (sounds) in elegiac poems

As shown in Figure 7.3, the percentage of the repetition of sounds in elegy is the highest
compared to other aspects of repetition, with 33.4%. Example 7.21 shows the impact of the

repetition of sounds in meaning and how this is used as a tool for lexical cohesion.

Al Mutanabbi says, elegising his grandmother,

Example 7.19

Lis LiSY ja Ll L3Y slase Saa¥) ) Y Y

O I know events aren’t to be praised or blamed

Their blows not folly just as their truces not pity

In example 7.19, the long vowel /a/ is repeated eleven times reflecting the poet’s deep pain
and grief at the demise of his grandmother, whom he loved dearly and passionately. He chose
to start his poem with a long vowel which takes more time in pronunciation in keeping with
the mood of lamentation, misery and depression. This repetition of the long vowel gives the
poem a sad rhythm which affects the receivers, making them feel the poet’s pain and share
with him his grief. This is because the ‘heavy long rhythms imitate case of disconcerting and
sadness’. He used the repetition of the long vowel /a/ as a lexical tie with which to weave a

dress of melancholy and sorrow and to link verses of the poem with each other.

7.2.3 Repetition of letters of meaning (grammatical articles) in elegy

As shown in Figure 7.3, the percentage of the repetition of letters of meaning (articles) in
elegy is 13.7%, comparative to the other types of repetition in elegy. The example which

follows shows the impact of the repetition of articles in meaning and how this is used as a
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tool for lexical cohesion. Example 7.22 is taken from a poem which Al Mutanabbi composed
elegising Khawlah, the eldest sister of Saif Addawla. In this poem, the vocative article (\)

was repeated six times. Here is an example of this:

Example 7.20

) oLl e Lage 1S Gl cn Al s caly
Best brother’s sister, best father’s issue

Your name in them is of most noble lineage

The repetition of the vocative article here comes to reveal the depth of mourning and
depression that the poet is suffering with due to her loss. As explained in Arabic grammars
and stylistics, the vocative style can be used to express for lamentation when the noun in the
vocative case is dead, as (Ibn-Yaayish 2001) states, ‘the lamented is called or invited even
though when you know that he will not respond or answer’ (2001, p.2/13). It is only used in
Arabic to illustrate the suffering of pain and sadness of his or her loss. The distribution of this
feature through the poem reveals the depth of the sadness felt, and it gives the poem a

character of crying.

7.2.4 Repetition of words in elegy

Referring to the methodology which was followed in the analysis, the repetition of words is

divided into two types; partial repetition and full repetition:

7.2.4.1 Partial repetition

As shown in Figure 7.3, the percentage of partial repetition found in the sample of elegy is

5.6% as comparative to the other types of repetition. examples can be given from the poems
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of Al Mutanabbi. He says, elegising the prince Adhod Al Dawla’s paternal aunt he consoled

him,

Example 7.21

S Ayl Jass L das e Gl o dlila
Beware of weakening under a burden
Of what another brings you in his letters
A e ol cuels alid e Ja cidas
You have borne a heavy load before
Strength relieves you from dragging it

In the above example, Al Mutanabbi repeated the trilateral root (J » z) in three different
forms; first as a noun (Jx~), second as a past tense verb of the quintet form (V J& -Jas3) and
third as the past tense form of the trilateral verb ( Jsa - J=2 ). Al Mutanabbi aimed by this
repetition to emphasise the meaning of durability and endurance: he wanted to find away con
to sooth in grief and console Adhod Al Dawla to help him to forget his sadness. He wanted
By linking these elements in the verses with each other lexically, he strengthened the feeling

he wanted to convey.

7.2.4.2 Full repetition

As shown in Figure 7.3, some 8.1% of the elegy sample consisted of examples of full
repetition as compared to other types of repetition. Many examples can be given from the

poems of Al Mutanabbi. He says, elegising his late grandmother,

Example 7.22
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Lot Ly Caad o |y pm tilad da i 5 (g 2my (S Lald]
My letter to her after despair, pain
She died in joy of me, | wanting her
Lo Wany 4 e sl e | s ) pull ol e ol s
Joy is forbidden to my heart for truly
I count what died as poison after her
Lome el shull g ymr sy WalS b 5 ol e canad
She wondered at my script, words
She was in lettered lines white ravens
Lons Ll 5 lage palae oalae jlial a4l
She kissed it till its ink became
Black on her eye sockets and her teeth
el loan ol a5l 5 Ledsia a5 (5 lall Lexad B
Her tear’s flow thin, her eyelids dry

My love left her heart after it was bled

In example 7.22, the repetition of the feminine third person pronoun (&) is obvious: this word
is repeated in the poem a total of 27 times. This leads us to wonder why Al Mutanabbi
persisted in referring to his grandmother using the third person pronoun. What does he want
to say through this? The poem is flowing with a sense of grief, sadness, loss and depression.
It is depicting his sad feelings for losing his grandmother, which can be seen in every verse of

his poem. However, Al Mutanabbi is aware of the reality of life: his grandmother has passed

169



away and he has to confess this to himself to face this bitter truth. Moreover, Al Mutanabbi
wanted to send a message to those who may think he will be broken and depressed because of
his calamity and loss because, they know the extent of his love for her and they think he will
collapse and will not pull his weight. For this reason, he insists upon repeatedly referring to
her with the third person pronoun to show that he is aware of this truth and he means what he
says. This view is supported by Al Mutanabbi’s admission within the last part of his poem, as

he says,

Lt Y (el 8l g pa2 el 2 0 3

If gloaters rejoice in her death day
She bore me to rub their noses in dirt

Finally, the repetition of the third pronoun among his poem links its different parts, supports

its thematic unity and conveys the message which the poet wanted to give.

Compared to his poem in elegising the mother of Saif Al Dawla, Al Mutanabbi preferred to
use the second person pronoun, because, in my view the main point of elegising her is to

praise Saif Al Dawla, as he says,
Example 7.23
Sl 5 B sall atia U e Ck il i) lal
Its food for the soul you died a death
Survivors and deceased would desire
sl ad ol S L Slag il gl g
You ended but you never saw evil days

JS Al e ella 5 Hlavsacli g all 3l

170



A canopy of glory was stretched above
Your son Ali’s kingdom in its perfection

He repeated the feminine second person pronoun (<)) sixteen times in this poem, and he tried
through this to amuse Saif Al Dawla and comfort him, by addressing her as a living person
and saying to him: you did your best for her, you were a devoted son, you offered her

whatever she wished and she passed away with fully satisfied with you.

7.2.5 Repetition of morphological forms in elegy

As shown in Figure 7.3, the percentage of the repetition of morphological forms in elegy is
23.1% compared to the other types of repetition of elegy. The following example shows the
impact of the repetition of morphological forms in meaning and how this is used as a tool for
lexical cohesion. This example is taken from a poem that Al Mutanabbi composed elegising

the son of Saif Al Dawla,
Example 7.24
ol (pa cplinall oy 8 5 Ll e L) 500 30 6
Less concerned in war than the lances
More forward between armies than arrows
Jie S Cslill 5 Mae el 5 5 e o jall dlie pac i ol
I see none more brave in grief’s tears
Firmer in reason when hearts has none

In example 7.24, Al Mutanabbi marvels at his patron’s composure and how capable of
controlling himself in the most difficult moments in his life, the moment of losing his beloved

child. Al Mutanabbi decides after long contemplation and observation that Saif Al Dawla is
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the bravest man he has ever seen, and thus the poet wanted to use an adequate morphological
form to thus describe him, and chose the comparative form as in ( J& less),( i more

forward), ( =< more brave ) and ( <3l firmer).

7.2.6Repetition of clauses in elegy

As shown in Figure 7.3, the percentage of the repetition of clauses in elegy is one of the
lowest across types of repetition, with 1.2%. However, this is an issue worth paying attention
to, as it has been seen through the previous sections that Al Mutanabbi is an avoider of this
type of repetition. In that case, what is the justification for using it in elegy, albeit in few
examples? The answer to this is that one of Al Mutanabbi’s poetic characteristics is
ambiguity. He intends in many cases to hide his feelings, purposes and deeper meanings
while he is composing his poetry. Nevertheless, he was not capable of following the same
strategy in some of his elegiac poems, as he was - because of his deep sadness - a "brooding
introvert” who "was neither able nor willing to hide his feelings for long" (Montgomery,
1995, p.292). The next example illustrates the above justification, this extract is from an
elegy composed for Muhammed Ibn Ishaq, one of his close friends and supporters:
Example 7.25

DA Il B SISl G g 8 gy I caal S e

I had no thought before your burial
In earth the stars would descend to the dust
D ool gl e sy ol O diai Jd Jol i L
| did not hope before your bier | would

See Radwa being borne by the hands of men
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In example 7.25, Al Mutanabbi repeated the clause (J# cwssl i€ L | had no thought before)
and (I did not hope before J# Jal <€ W) due to the fact that ‘sudden death usually elicits a
more prolonged or complicated grief reaction” (Montgomery, 1995, p.292). In the previous
example, the unexpected death of his friend was such a heavy load to bear for the poet that
this forced him to cry out under his load and repeat these clauses to comfort himself, as ‘the
poet's emotions rise once more to the surface and shatter the fragile mold of self-restraint. His
is an impassioned outburst, the anguished cry of an inability to accept the deceased's death’

(Montgomery, 1995, p.292).

7.2.7 Repetition of sentences in elegy

According to Figure 7.3, the percentage of the repetition of sentences in elegy shows it to be
one of the lowest types of repetition, with 0.1% compared to the other types of repetition in
elegy. Despite the fact that this repetition type barely exists in other poetic genres, one or two
examples can be found here and there in the selected elegiac poems. This is attributed to the
same justification mentioned above in the repetition of clauses. The poet says, elegising the

parental aunt of Adhod Al Dawila,

Example 7.26
o Sh A S ke b odiile
The end of one who excels in peace
Is as the end of who excels in wartime

Al Mutanabbi wanted through this repetition of the sentence (The end of one who excels in
peace kil 44e) to convey a wise message to remind Adhod Al Dawla about the nature of

life. He wanted to emphasise the idea of the end of the journey for all of us, those who are in
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peace and those who are in war. This repetition comes in support of the main point of the

poem, which is that everyone has to leave this life, as the poet states in previous verses,

Apb e uVlecila UL 5ol sby ol

Death’s sons, why should it bother us?
We hate what we cannot escape drinking
He says also

adh 8 Gosila Bige 4l 8 clall o) g

A sheep’s keeper dies in ignorance
A death of Galen with his medicine

All of these examples refer to the thematic unity which is supported by the repetition in the

example mentioned above.

7.2.8 Repetition of grammatical form in elegy

As shown in Figure 7.3, the percentage of repetition in the grammatical form in elegy is low,
with 5.6% compared to the other types of repetition. The next example shows the impact of
the repetition of grammatical forms in meaning and how this is used as a tool of lexical
cohesion. In his elegy for Khawla, the sister of Saif Al Dawla, Al Mutanabbi includes the

following verses:

Example 7.27

3 o el el y e ) Rl

Would suns that shine were absent

And absent sun had not disappeared
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Qiial gl e el Lo Jleill ol () e &l

Would the eye day brings back with it
Was ransom for that gone not to return?

In example 7.27, the poet repeats the grammatical form of the style of wishing il o sl
(subjective) three times as in (Adle Gl dalls il )| (@il ol Guuedll Ale <l ) and (e <
@i Al gl Al e el L ledll F Al). This repetition shows the depth of sadness in his
heart, the grief that he tries to hide. Al Mutanabbi in this example concedes the decidedness
of death and departing this life and he acknowledges his inability: thus, he resorts to
expressing his heartbreak and affliction through wishing the impossible, wishing that it had
never happened. The repetition of wishing style strings his words, verses and meanings to

look like a chain of tears and grief.

7.2.9 Repetition of alliteration in Al Mutanabbi’s elegiac poems

According to Figure 7.3, the use of alliteration in elegiac poems of Al Mutanabbi is
extremely scarce and almost non-existent; the percentage of repetition of this element being
0.7%. The reason for this, as mentioned previously in the section on alliteration in
panegyrics, can be attributed to the relation of similarity between alliteration and the
repetition of sounds and phonemes, which is the most dominant type of repetition in his
elegiac poems. In other words, Al Mutanabbi substituted alliteration with the repetition of
sounds and was more content with using the latter. However, there are some instances of

alliteration in the examined data of elegy, composing,

Example 7.28
Jui e sl G salsd i el 3,00 aall il

The times hit me with misfortunes till
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My heart was fainting with missiles
Sul ol il be S W50 Jui L gla
It was easy so I didn’t fret about loss
For | could find no use in being anxious
Jhe Gl Hhdgal 5l aady ol Cugall S
As if death had never surprised a soul
Nor shaken a creature with any anxiety
b saselSiluaa Lads g )Y Gl al o
In it, in earth’s womb, a person is
Renewed so we remember what decays

In example 7.28, the poet repeats words sharing the same letters with different meanings, and
this is what is exactly called alliteration _<tsin Arabic. The first word is (Jw missiles ),
which is a noun in the plural form, the second is ( 4l fret ), which is a past tense verb, and it
is repeated twice in the same verse. The third word is (anxietyd- ), which is a noun in
singular form. The fourth word is ( Ju decayed) which is an adjective. In these examples, it is
clear that Al Mutanabbi is showing his speical ability and linguistic genius, as he gives good
examles of complete alliteration (Equivoque) as in the third and the fourth examples (JY). In

addition to this he has used incomplete allitreration as in ( Jw) and (J4).

Al Mutanabbi preferred in the example 7.30, to use the alliteration as a lexical tie to befit the
rhythm of the poem, which sounds like a sad song. He aimed to’ make an affection by using a
symbolic causal cohesion between meaning and expression where the sound works as a

moteur to indication’ (Fadhl, 1992, p.210). In other words, it arouses emotion by
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symbolically linking meaning and expression by making use of sound. The alliteration gives
the poem here a tributary of excitement and suspense, as Al Siuty states, ‘Alliteration can be
a useful means of encouraging attention to spoken elements, by using an utterance to refer to
one meaning and then repeating it again to indicate a different meaning. This causes the

listener to pay keener attention to what is said and to grasp its meanings (2005, p.2/116).

7.2.10 Repetition of homeoptoton in Al Mutanabbi’s elegiac poems

As shown in Figure 7.3, the percentage of homeoptoton in the elegiac poems of Al
Mutanabbi is 0.6%, meaning that the poet makes very limited use of this feature in this

sample. However, some examples can be found.

Al Mutanabbi says, elegising Muhammed Ibn Ishag;

Example 6.29

o) g 3 g88e JS) 5 Adie aS) g sande JSB8

For every pain but yours a comparison
For every loss but his there is an equal one

The role of homeoptoton is to create an internal music in the poem and verses by dividing
each hemistich into an independent semantic unit, as in the above example. The verse is
divided into two small units, (4xis »S) s & saia JSEfor every pain but yours a comparison) and
( ek ol 25880 JSI 4 for every loss but his there is an equal one ). Each unit has an
independent meaning, and the homeoptoton linked between them to make a united meaning

which is the nature and system of life.
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7.2.11 Repetition of antithesis in Al Mutanabbi’s elegiac poems

Analysis of the sample of Al-Mutanabbi’s elegies revealed that antithesis made up 3.6% of
the examples of repetition (Figure 7.3). some examples can be given from the elegiac poems

of Al Mutanabbi: he says, elegising Saif Al Dawla’s mother,

Example 7.30
If some women were like one we lost

Then women would be superior to men

Nor would sun’s femininity be shame
Nor the masculine be boast of crescents

In the above examples, there are four instances of antithesis. The first is in (the women would
be superior to men Ja,ll e sLuall ciliadl ) Al Mutanabbi used in this example the individual
type of antithesis as in ( . women, J, men). In the second verse, Al Mutanabbi
preferred to use the opposing 4LWdl) which means two or more lexical elements in each
hemistich being set in opposition to a similar number of antithetical elements. Thus, this

creates sun versus moon, femininity versus masculinity and shame versus pride.

7.2.12 Repetition of tale- head swall e jaad) 3, in Al Mutanabbi’s elegiac poems

From Figure 7.3, the percentage of repetition of tale- head in the selected elegiac poems is
1.3%. The next example 7.33, shows the impact of the repetition of tale — head on meaning
and how it is used as a tool for lexical cohesion. Al Mutanabbi says, elegising the mother of

Saif Al Dawla,

Example 7.31
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Ju e dla i cuila () 5 8 Ol sl Ja iy
By your life, do you forget if my heart
Though far from your land has no solace?

Al Mutanabbi in the previous example relies on the stylistic repetition of tale-head: he uses
the verb (you forget < sl ) at the beginning of his verse and he repeates at the end the same
root in a different form, Jw, the active participle. This is a way of linking former and latter
lexically and in addition to its semantic role in emphasising the meaning, it adds also a

musical background to the verses and the entire poem.

7.2.13 Repetition of synonymy in Al Mutanabbi’s elegiac poems

The percentage of synonymy in the selected data of Al Mutanabbi’s elegiac poems is 3.1%
compared to the other types of lexical cohesion. The next example shows the use of
synonymy as a lexical tie. In example 7.34, elegising Muhammed Ibn Ishaq, synonymy is

used as a lexical tie:
Example 7.32
B\ NP EVENPTRAREN PRt 3 8 op ) bl slad
Is not a tomb’s vicinity pledge of rest
In which rays and light are from his face?

J}uq)ﬂu;__&,ﬁ\oi s 8 by U8 [RE A

I had no thought before your burial
In earth the stars would descend to the dust
The shadow of death dominates this poem, in this example specially as because of his grief,

most of his words were related to the semantic field of graveyard and the end of life, such as
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(e deep dark place), ( ) 3deep dawn place) ( s_Vearth), ( <3 dust), ( cé burial ) ,

( usx3sink). In the next verses he continues with further related vocabulary and expressions:
Example 7.33
osine g JS i B sy e oS Uaa 1l s
When they brought the body its tomb was
Dug in the hearts of all who knew the unity
ol diadla daaalll (& o)) B il e sadle Sy
He was wept for but his rest was unquiet
In the tomb until the hour is come to greet him

Al Mutanabbi in this poem draws on multiple examples of word related to death to dye his
verses in the colour of mourning and sadness with words such as ( <aasepulchre), (o=
entombment) (=~ tomb), and ( _sés=dug). All of these synonyms come as a reflection to the
state of grief and depression which affected Al Mutanabbi. Synonymy here plays a central

role in the thematic unity of the poem by linking its parts lexically.

7.3.2 Glory in Al Mutanabbi’s poetry
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Figure 7. 4 Repitition in Al Mutanabbi’s Glory poems

As shown in figure 7.4, the composite repetition rate of glory poems is very low generally,
but this is almost non-existent in terms of clauses, with 0.1% and sentence repetition with
0.8%, followed by the repetition of stylistics with 1.9%, 0.6%, 3.6%, 3.8%, 1.6% and 1.1%
for synonymy, tale-head, antithesis, homeoptoton, alliteration and grammatical form
respectively. Meanwhile, sound repetition had the highest repetition rate in the glory poems,
with 68.5%, followed by the repetition of morphological form at 10.2% and word repetition
with 2.8% and 4.9% for partial and full respectively. Repetition of the grammatical article
was present at just 0.3%. All of these components will be discussed in detail in the sections

which follow.

7.3.2.1 Repetition of letters (sounds) in glory poems

As shown in Figure 7.4, the percentage of the repetition of sound in glory poems was ranked
the highest, at 68.5% compared to the other aspects of repetition. The example below shows
how this form of repetition impact on meaning in Al Mutanabbi’ s poetry and also how this

is used as a tool for lexical cohesion. Al Mutanabbi writes,

Example 7.34
G pke ol ) el
What a place can | advance to
What a great thing can | be afraid of ?
Glagale s 4 Gla LS

All that God has created
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And all that he has not created
Is despised by my ambition
Like a white hair in my hair part

In the above example Al Mutanabbi pressed on the sound of /g/ and repeated it six times in
this extract: it is rumbled loudly, as it is a plosive and dual uvular sound it is a harsh sound
which impacts intensively on the ear, because of its intensity. The repetition of consonants in
the poetic text carries semantic value, besides its jarring tones, and contributes to
strengthening the meaning of these verses, as well as linking between the verses and

increasing their cohesion (Abdu Al Rahman, 1994).

7.3.2.2 Repetition of letters of meaning (grammatical articles) in glory poems

As shown in Figure 7.4, the percentage of the repetition of articles in glory poems is 0.3%,
compared to the other aspects of repetition. The example below shows the impact of the
repetition of grammatical articles on meaning and how this is used as a tool for lexical

cohesion. Al Mutanabbi says in one of his most beautiful poems,
Example 7.35
S ¥ 5 S Y s ¥ 5 phy Y 5 JalY Jladll o
Where solace without family or land?
Neither drinking pal nor cup nor a home.

Al Mutanabbi composed this poem after some animosity with Saif Al Dawla, and the above

example is the first verse of the poem. It is obvious that Al Mutanabbi composed this poem
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after he had got into an argument with his patron Saif A dawla and the poet’s state of anger
and disappointment clearly shows through in these verses. The repetition of the negation
article ( ¥YNo, or Not) shows how disappointed he was. In the later parts of this poem, and not
only at the beginning of the poem, Al Mutanabbi repeats this article to make his message

clear. He says,
Example 7.36
ool cilall e 3 Y 5 D) le gy L
For happiness you enjoy does not last
And grief does not return the past to you.
The same negativity reoccurs in two more places
He says
Example 7.37
GaiAdlgd Y sl G ) Ghase age pepSaal Gl
No mate in my heart for your howdahs
Nor any value in it if I die with my passion
He then says
Example 7.38
Ol g8 Y ey # Ll (5 5 A e all sliah Le S L
Not all man desires can he achieve
Winds blow where boats don’t want to go

Gl oSl e e 50 Y 5 WSola paall pean Y oS
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| see your neighbour saves no his honour
Nor does the milk flow over your pastures.

After this series of complaint and expression of his dissatisfaction with his life and times, Al
Mutanabbi is announcing his refusal to give up and he shifts to a new tone of resistance,
expressing his new-found resolution, dynamism and determination, as his underline strength
surface in the poem. The previous negativity of defeatism is transformed into an explosive

cry of defiance; ¥ (NO!).
Example 7.39
O o s el calal Y p S (2 A 5 eala calial
| accept clemency so long as generous
But not forbearance when it is cowardly
Ord e TN 5 i Ol e a8l Y
| do not stay with wealth that demeans
Nor do | enjoy that which fouls my honour

As is clear in the above examples, the repetition of the negation article (¥ ) plays a central
role in the poem, from the beginning to the end. It is used as a cohesive tie throughout the
poem forms the axis on which the theme of the poems terms, and not only this; it is worthy to

be the title of the message of Al Mutanabbi.

7.3.2.3 Repetition of words in glory poems

Referring to the methodology followed in my analysis, the repetition of words is divided into

two types; partial repetition and full repetition;
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7.3.2.3.1 Partial repetition
As shown in Figure 7.4, the percentage of partial repetition in glory poems makes up some

2.8% of the repetition in glory poems, as comparative to the other types of repetition. Some
examples can be found in the chosen sample of Al Mutanabbi’s work beginning with the

following extract:

Example 7.40
dala ol e demy s alea ey 58 5 2 dala (e
Ignorant of me he was blind to ignorance
A witness of my knowing that he was foolish
ol oSleud) sela e (Jl 5 eme g W Al S dena
He knew not that as earth’s king [ am poor
Or if on the Simakin’s back I’ll still stride on

the example 7.40 shows the linguistic adeptness, ability of language and poetical character of
Al Mutanabbi, as he uses partial repetition to emphasise the meaning. He insists on using the
root of the word ( Jexignorance), repeating it six times, three times as a present tense form
( Jexis ignorant), twice as an active participle form ( Jals ignorant) and once as a noun J&
(ignorance ). It is worth noting here that this root (Je> ignorance) is frequented many times
indicating ignorance, is repeatedly used by Al Mutanabbi not only in this poem, but

elsewhere specially in the glory poems as in the following four examples,

Example 7.41
A g iyl a Saam alea e dala g

My smile allows many a fool his folly
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Until the ferocious paw and mouth hit him
And another example from a different poem,
Example 7.42
) Lelea (e C€aizn Bl U oS ) g ) gaa o cpal) Ae
Is religion’s aim to shave your moustache
O you people whose ignorance nations mock?
Here are further examples,
Example 7.43
Jaill (488 e oS a5 Jeall oS ga Ui (g Sl
Ignorance has full killed you before your death
Or ants run off with you light as straws?
And a final example,
Example 7.44
Jea dxinse b il a5 auase olall J5 16, J5 13
If one calls: Friendly, he says: Mercy
But man’s pity out of place is a stupidity

The question here is what Al Mutanabbi wants to say through this persistence in repetition.

Why is he emphasising this root? What is the contribution to the text in this?

Al Mutanabbi complains about the fact that he feels unappreciated for his talents, and accuses

all those who have overlooked him as fools, suffering from their ignorance. Conversely, he
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tends to describe himself as a knowledgeable man, seeing this as being one of his key
distinguishing characteristics, referring to <l=(my knowledge), creating an impression of the

poet as being extremely arrogant and filled with his own sense of self-worth.

The repetition of this root (Je>) functions as a means of strengthening the thematic unity
across the verses of his poetry and between his poems to create the idea that the poet feels
himself to be surrounded by fools and not suffering them gladly within his environment.
Many scholars have focused on this lexical repetition as offering a crucial insight into Al
Mutanabbi’s personality. Sidqi describes him as a megalomaniac (Sidgi, 1935), while Shokri
claims that this reflects his over-developed sense of self-worth which was the secret of his
fame and poetic genius (Shokri, 1994). Al Dosougi is more positive in his outlook, referring

to Al Mutanabbi as a uniquely talented Arab poet and the eternal philosopher (2006).

7.3.2.3.2 Full repetition

As shown in Figure 7.4, the percentage of full repetition in the sample of glory poems is
4.9%, as comparative to the other types of repetition. Numerous examples can be seen in the

first extract from the poems of Al Mutanabbi. He says,

Example 7.45
Oladall o) Gl puall ot Wl elaiad) ol Bl el ol Ul
I am a son of clash, son of giving
Son of the blow, son of a thrust
e Ml Ul g gpul) o B gl W Ll o
I am desert’s son and caravan’s son

Son of saddle and son of mountain peak
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In example 7.45, the superego of Al Mutanabbi appears distinctly through the repetition of
the pronoun of the first person (4l | ). He repeats it in a beautiful geometric frame, eight
times in two verses, four times in each verse divided into twos in each hemistich. The
previous example illustrates the genius and experience of Al Mutanabbi in poetry, who
knows how to use repetition in a way which adds splendour, excitement and renewal and
which intensifies the internal music of his poem. However, As an expert, Al Mutanbbi is also
aware that the oveuse of repetition may lead the listener or reader to boredom, and thus he
creates an interact pattern with the first person pronoun which forms a beautiful symmetry.
The repetition of the first person pronoun (4 1) is a dominator lexical tie in most of his poetic
oeuvre, as illustrated in the numerouse example below in support of this claim. These

represent a small selection of those which exist.
Example 7.46
aie gl s A pul 5 Y e cudal il as (e U
I of all men have the best of placees
Happiest in my camel, profiting in trade
o 4 0o S Carand 5 ol ) ee Y1l 2
I am he whose culture the blind look to
And my words have made the deaf to hear
Alea Wi o pall 5 a8V g Y (i A1 U
I am he by home God reveals what is
Fate and manhood wherever he placed it.
dpa Al cy e A S sl il
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I am among these folk, God pity them
A stranger like Saleh among the Thamud
dpuall g g laall olew 5 A Gy 5l bl
| am twin of reward, master of rhyme
Poison to the foe and the rage of envy

In the extract above, this repetition of the first person pronoun support examples my
hypothesis concerning the pivotal role of this lexical feature in Al Mutanabbi’s poetry. The
bright star that shines at the central of Al Mutanabbi’s poetic universe is the poet himself, and
all its themes ultimately revolve around this one topic, which he finds endlessly fascinating. It
is worth mentioning here that the presence of the superego of Al Mutanabbi is not limited to
his repeated use of Ul but is also reflected in the recurrence of various pronoun forms,

including the possessive pronoun in the following extract:

Example 7.47
pana 4 e Sl Cirand 5 ool ) ae Y1 s A U
I am he whose culture the blind look to
And my words have made the deaf to hear

Here, the poet literally links himself with the two things which have made him who he is by
using the possessive pronoun () as he said (=2 my literature and  ( SwSmy words). He
added the concepts used ( <= literature and <\IS words ) to himself to show the deep
impact of his own words and culture, not only on these who are able to see and hear, but even
on those who are not. Al Mutanabbi chose this pronoun to convey the meaning of pride and

to express his superego. In other words, implying this was a deliberate stylistic choice.
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Al Mutanabbi also makes repeated use of the subject pronoun in this example recounting his

exploits on the battlefield, as
Example 7.48
o oeh 3 on L0 Leaalia ab (e Singa daga 5
Many a heart with huge lust for blood
I hit from a horse with an inviolate back
phily paall 7 e g Sy pm s 4 s sall G S pe B e
Many a keen sword | took to armies
Until I hit as death’s waves pounded up

In this account, the string of subjective pronouns < (1) affixed to the verbs which describe the
poet’s role in the conflict, as seen in Sl (1 found), < (1 rode) and < (1 hit) focus the

centre of the action on Al Mutanabbi himself without any mention of his fellow combatants

throughout.
The implied pronoun il el s also used, as in,
Example 7.49
paing 5l e Glall e Ll 53 e Sisia sda ol
| sleep quiet eyed a part from any roving
But men wake to their courses and contend

In example 7.49, Al Mutanabbi refers to himself using the implied pronoun Ui(l) as in aUi(l

sleep) to emphasise the presence of his superego in different ways and various forms.

The plural subject pronoun A plural (¢l L) also appears in the following extract:
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Example 7.50
Al oSl ) 13 = el lad Liawla JB Le oS s (1S )
If what those who envy us say pleases
Then no wound for me if pain delights you
aed el dal 8 Galaall () A8 jee I3 e ) ol Ly
Between us if you respect it is wisdom
Knowledge that for wise men is loyalty
e85 osliladlo S 5 oS jaasd Lye U slhi oS
Often you sought fault in us, tired
But god and nobility hated what you did

Al Mutanabbi uses the plural pronoun (Y) to refer to himself in three separate instances

here, namely, (Gxss who envy us ), ( between us L), ( for us ).

Finally, there are also numerous examples in which Al Mutanabbi employs particular
linguistic techniques which reflect his desire to be the centre of his own poetic universe, In
these instances, he manipulates the grammatical structure to ensure that it draws attention to

the point he wishes to make, as in the following verse:

Example 7.51

Al 5 il 8l g el g auall 5 (8 et eland) 5 Q) 5 Jad)
Horsemen, night and desert know me

And battle and blows, paper and the pen
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It is clear in this example that by using the construction %5 (it knows me) Al Mutanabbi
ensures that the object pronoun - referring to himself is literally placed at the centre of those
elements with which he wishes to be most associated: his love of dangerous exploits and his
creativity. Even though in grammatical terms the perspective should have shifted and the
emphasis should be on the list of activities which prove he is both a man of adventure and a
man of intellect, by using this construction, he succeeds in placing himself firmly at the

centre of the action.

He uses a similar technique, which hamasah (1990) refers to as stylistic deviation, in the
following example where he challenges the conventions of bride _xfakhr which should

proudly proclaim the glorious deeds of one’s tribe and the purity of one’s own bloodline:

More clarification of this is seen with the next example, as the poet says,

Example 7.52

PP e P REIr SR

I glory not in my folk, they do so in

Me, | boast in myself not of my ancestors

The daring reversal of convention is clear and, vainglorious as ever, Al Mutanabbi uses a
series of personal pronouns to hammer home his message that he is inordinately proud of his
own status rather than that of others since he is a self-made man: <48 (my people), = (by
me), & (myself) and( s252>my ancestors). Dr. Hamasah refers to this type of technique as

stylistic deviation (1990).
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7.3.2.4 Repetition of morphological forms in glory poems

As shown in Figure 7.4, the percentage of repetition of morphological forms found in the
sample of Al Mutanabbi’s glory fakhr poems is 10.2%. One of these examples is explored

here:

Example 7.53
bl &ie 5 Aalldse 5 sbaall i (e JS JA8 e
They were the pride of all who used Dad
Asylum for culprits and an aid to refugees

In the above example, Al Mutanabbi repeats the form of infinitive as verbal noun (masadar)
( J=8) such as in (LA pride ), (33= seeking refuge) and (<3¢ succour). Al Mutanabbi has
condensed the repetition of infinitives in his poem: not only with those mentioned above, but
also there are many further examples of this use of the infinitive such as (¢*k calumniation),
( & whipping), (cutting ¢bﬁ) : (qLi benefaction), (d3 abjectness), (=& arrogance) etc. The
question remains however of what all this repetition of infinitive form is for. In my opinion,
as Al Mutanabbi praised himself as a source of all honour and nobility, due to this, he
supported this praising by using the sources of actions not by actions themselves. The
condensation of repetition of infinitive forms here also links the verses of the poem with the

main aim and strengthens the thematic unity of the whole.

7.3.2.5 Repetition of clauses in glory poetry

Analysis of the sample showed that repetition of clauses in the glory poems fakhr poems is

virtually non-existent at only 0.1% (Figure 7.4), which raises the question of why this form
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repetition features so infrequently as a technique in this poetic genre. The answer is perhaps

provided by Al Mutanabbi himself:
Example 7.54
e Ol da il e s idle s Sl S Salle J o
They say in every land: Who are you?
What do you want? My desire unnamed

For this, Al Mutanabbi prefers his real purposes and targets to remain shrouded in ambiguity,
as he admits in the following verses:
Example 7.55
JHE) jonie aall sl el 5 andd) o rdl b g 00 5
He who wants what | want of glory or rank

Finds life or death of equal value to himself

In the previous verse, (example7.55), Al Mutanabbi mentions his aims and purposes, and
these do not include wealth and richness, but glory and fame. Due to these great targets, he
abandoned his mystery only at some times of weakness due to his deep grief. The following
extract contains an example of the repetition of clause from the sample of glory poems fakhr

poems, he composed:

Example 7.56

O A s eaacalal ¥ 5 4 S 0o el calial )

| accept clemency so long as generous

But not forbearance when it is cowardly
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Perhaps Al Mutanabbi through this repetition wanted to send a clear message to someone,
most likely Saif Al Dawla, after their friendship was broken and he wanted to inform him that
he was patient with him but he had never been afraid of him. This repetition strengthened his

message and gave it greater clarity.

7.3.2.6 Repetition of sentences in glory poetry

As shown in Figure 7.4, the percentage of repetition of sentences in glory is almost non-
existent compared to the other types of repetition here, with 0.8%. It could be argued that the
immediacy of this type of repetition gives a clearer insight into the poet’s thoughts and
intentions, and for this reason Al Mutanabbi actively avoids this technique. The following

extract contains of the few examples:

Example 7.57
S Gz o) Eaan Gl sia) S duas o e d3lie
Loss in my life thinness in my honour
And not the emaciation that not food makes

While acknowledging the instances of sounds and the partial repetition of words in the above
example, it is sufficient here to focus only on the example of repetition of sentence as in ( ol
il S &) and ((JSW s f). This example reflects the same message of acknowledgement
of his personal principles and objectives in life; it is not food and cloth. It is honour and

dignity.

7.3.2.7 Repetition of grammatical form in the glory poems

As shown in Figure 7.4, the percentage of the repetition of grammatical form shows it to be

one of the least-occurring types of repetition in glory poems, recording a total of 1.1% as
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compared to the other types of repetition. The following extract contains some of the few

examples found in this genre of Al Mutanabbi’s work:

Example 7.58

el A i aadl o) 5 g lbaal (i ye L (myel (8

| am sick my courage not sick
If I am fevered yet my will is not ill
elaall Y aleall o il oS3 5 A L ol o
If I surrender I will not stay but
I am safe from one death in another

In the above example 7.58, Al Mutanabbi uses the repetition of the grammatical form to
convey his message of his personal principles in life, and he repeats the conditional form
which consists of the conditional particle (o) plus the negation article () seen in the
phrases, as in (L gyl g8), (L aesl o) 5) and (W olul o) 5). The repetition of ( olif) at the
beginning of verses and hemistich creates a rhyme between the condition and the apodosis
which starts with (%). In addition to this, it carries in its dimensions suggestive accords with
the situation as experienced by the poet. The repetition of the conditional phrase in these
verses is a reflection of the psychological state caused by the reality of the situation
experienced by Al Mutanabbi, who composed this poem while he was feeling ill, physically
weak and depressed and disappointed as (Rabab’ah) notes ‘the situation imposes on the poet
[the need] to choose the style and method, and the method itself is capable of crystallising the

situation’ (Rabab’ah, 1988, p.31).
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7.3.2.8 Repetition of alliteration in Al Mutanabbi’s glory poems

According to Figure 7.4, the use of alliteration in the glory poems of Al Mutanabbi is scarce;
and it is not frequently used in the samples of his poems, as it shows a total of 1.6%. As
previously mentioned in the section on alliteration in panegyrics, this is due to the similarity
between alliteration and the repetition of sounds, which is the most dominant type of
repetition in his glory poems. This type of repetition was preferred by Al Mutanabbi. In other
words, Al Mutanabbi substituted alliteration with the repetition of sounds and was content to
use repetition of sounds over alliteration. However, two examples of alliteration appear in the

following extracts from the sample of glory poems:

Example 7.59
ploall meallh 4 Shlas Ul ol Lo pasa & S5
You thought my goal a great one so
We risked the soul in the body for that
And
Example 7.60
plaall 38D (e & g 4ie Sl 2l B
Can calamities seize on one like me
Or he be anxious at meeting with death?
And
Example 7.61
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If fate were to appear to me as a man
My sword would stain his hair’s parting

In these three extracts, some examples of incomplete alliteration occur, as in (sl great),
(pleal) death) and (ales sword). In addition to its musical role, alliteration helps the recipient to
point out the relationship between the congeners, such as the relation between sord and death.
Thus, the formal similarities of these words are intended to reflect the nature of the

relationship between them. This device also links the text to each other (Farghaly, 2000).

7.3.2.9 Repetition of homeoptoton in Al Mutanabbi’s glory poems

Some 3.8% of the types of repetition in the glory poems were examples of the stylistic device
homeoptoton (Figure 7.4). The extracts below serve as an illustration of the use of this feature

of Al Mutanabbi’s work:

Example 7.62
Gladall ol B peal) G i) ol Ul el o) U
I am a son of clash, son of giving
Son of the blow, son of a thrust
And
Example 7.63

dpuall B g laall dlewy Al oy g sl s L

I am twin of reward, master of rhyme

Poison of the foe and the rage of envy
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It is clear through the previous examples that Al Mutanabbi divides his verses into small
musical units such as in the first verse (+&! ¢ Ul | am son of the clash), (sl ol Ui | am the
son of giving), (<)l ¢l Ui 1 am son of the blow) and ( olekall ¢l Ul lam son of the thrust). In
the second example, Al Mutanabbi divides each hemistich into two parts, as in (=) « s Ul |
am the coordinate of generosity), (122l slews the poison to enemies) and ( 25«1l e indignation
of envious). It can be seen in these verses that there is a kind of parallel phrase in every verse
in terms of meter and rhyming, causing within the text captivating and picturesque music.
Not only this, homeopototon creates a kind of linking between the meanings of phrases and
verses through chiasmus, such as, (<_=! o Ui 1 am son of the blow) and ( gkl ¢ Ui | am

son of the thrust.) (Farghaly, 2000).

7.3.2.10 Repetition of antithesis in Al Mutanabbi’s glory poems

As shown in Figure 7.4, the percentage of antithesis in the glory poems of Al Mutanabbi
reaches 3.6%. Compared to the other types of repetition. Examples in the following extracts

serve to illustrate Al Mutanabbi’s use of this device in his poetry:

Example 7.64
dpaladl o oudl Qlly adll (e 3 )l Dbt S
Each slim waisted one softer than wine
Has a heart that a harder than one of stone.

In this poem, Al Mutanabbi uses antithesis as an important cohesive tie, to link sections and
meanings with each other, and to alert listeners and readers to the meanings by contrasting
one idea with another in opposition to it. As demonstrated previously, this is one of the poet’s
main poetic characteristics. In the poem from which the example 7.66 is taken, antithesis is

repeated in different grammatical forms including nouns, verbs and adjectives. In the above
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example 7.66 of antithesis, he brings out two adjectives in the comparative form ( &_ softer)
and ( 3/ harder ). Al Mutanabbi aims to pay attention to the contrast between the softness of
body and the hardness of the heart, and this contrast is encouraging his audiences to think
about not only about the specific example which he gives but beyond that to the idea that
appearances can be deceptive. Further examples show the extent to which Al Mutanabbi

makes use of from this favoured stylistic device: he says,
Example 7.65
Gu o Llie e oalild el el Jiage sl
Here is my heart for you at my death
Diminish its pain in me or increase it.

Here the antithesis employs examples of imperative verb forms as in (= diminish),
( @xincrease). Al Mutanabbi wants to make it clear that he is so truly smitten that he is at
the mercy of his lover. The contrast between these verbs links to the themes expressed
elsewhere in this poem, which uses contrasts as a key structuring device and technique for

lexical cohesion in this poem. The next example will give more support to this hypothesis,

Example 7.66

a8 e jal Jhan ) man Lfi

Which day do you delight me by embrace

And don’t scare me three days with denial?

Building on the previous example, Al Mutanabbi suggests here using antithesis that his lover
is unpredictable in her affections, welcoming his advances (Ju=s communion in love) and

then avoiding him ( 2s2= avoidance). Again, Al Mutanabbi emphasises the idea of equability
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between these meanings in his mind. This leads to the deduction that Al Mutanabbi was
suffering from a psychological crisis, a psychological conflict between his submission and his

refusal, the final example further highlights this conflict,

Example 7.67
Gapdaic B g a8 Ao bl (8 a5 (s p1a 3l
My breast anxious, my stay in search
Of food is long with little respite for me
g e st pand 5 S el
Ever | traverse lands and my stars
Are in decline, but my purpose aspires

The above examples clearly some of the dimensions of the poet’s psychological conflict, as
he proceeds in this example with his concentration on using antithesis, such as in ( neck) &b,
Ju (lengthen), ( decrease) &, L& (standing), (setting) 228, (star) )3, (resolution) 4ea,
(misfortune)u=s~ and (fortunate) 25~ Al Mutanabbi employs varied grammatical forms of
verbs and nouns in his use of antithesis, past tense such as (J8 s J4 5 (3b=), nouns such as ( L
228 ), singular form nouns such as(a> <4«) < and plural form nouns such as (s~ ¢392 ).
Finally, it can be stated that all of these examples show the intensity of Al Mutanabi in using
antithesis, which lays bare to us some of the psychological mystery which he likes to cover
himself with. In other words, it gives us an insight into the real man beneath the persona
which he liked to project. as well as the importance of antithesis as a lexical linking tool, and

its role in strengthening the thematic unity of is poems.
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7.3.2.11 Repetition of tale-head in Al Mutanabbi’s glory poems

As shown in Figure 7.4, the use of tale-head in the glory poems of Al Mutanabbi is extremely
scarce making up just 0.6% of the types of repetition in the sample. Which is almost non-

existent. One of the few examples can be found in the following extract:

Example 7.69

el A sall Cops o 23 G 5 3 La 2
Why do | hide love emaciating my flesh?
When nations claim love for Saif Al Dawla?
pniits anl) ol Ul culd 4 jal s Lnasy OIS )

If love united us in his bright, brow
Would we might share by decree of love
PGl gadl ki 5 Bk digdl o 945
I came to him with Indian swords sheathed
| watched him and those swords were bloody

arill Cpal) i le anl (IS 5 agdS A B8 Gl GlSE

He, God’s handsomest in all creation,
Finest among the fine things his character
el piaial i) @l Camilaal 5 oAl pad Slie
Violent fear is your lieutenant, for your

Terror did the work warriors could not work.
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The above example is a good example of what is termed here linguistic concentration in
using a certain phenomenon or lexical device. In example 7.70, the poet has committed
himself to the use of tale- head tool in every verse, such as in (bs- &~ love), (el — s
love), (<ossd) — s swords) , (was — oS — S, best and the best cma¥l — cpeal — sl ),

(pai — milaldid). Although there are few example of this device in his work, this extract
shows how he sometimes includes multiple instances of this in the space of one poem to link
his ideas, forming a structured pattern, to emphasise thematic unity, and create a rhythmic

impact.

7.3.2.12 Repetition of synonymy in Al Mutanabbi’s glory poems

Synonymy recorded a higher percentage than the previous stylistic device, at 1.9% (Figure
7.4) although this indicates it still plays a relatively minor role in his repertoire of repetition
in the glory poems of Al Mutanabbi is compared to the other types of repetition, and many
examples of synonymy can be found in the collected data of glory, as the following extract

will give further illustration to:

Example 7.69
da) o Qe (B oy el g ped LYl
O will my hand ever know the touch
That manages the reins or the tether

The above example is taken from a poem which Al Mutanabbi composed in Egypt while he
was in the throes of illness, feeling weak, lonely, and disappointed. In this verse, he
complains of weakness, and he expresses his longing to able to travel again by horse or camel
again. He uses two words referring to this, ¢le(rein), which is used to lead a horse and k)

(bridle) which is counterpart used with a camel. As mentioned above, this poem was
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composed by Al Mutanabbi in a state of suffering, illness and weakness, and this is reflected

through his vocabulary, such as:

Example 7.70
ol ie) aa L aaal o) 5 g lbdasal (i e lad (gl (L
| am sick my courage not sick
If I am fevered yet my will is not ill

In the above example, it is clear that Al Mutanabbi makes recourse to concentration in using
synonyms as this is one of his poetical characteristics. As shown in the above example, Al
Mutanabbi includes multiple examples of words and expressions from a particular semantic
field. These verses are densely packed with synonyms, as in u=a_l(l feel sick) and aesi(l
have a high temperature), and then he has repeated this again in past tense form =_(felt
sick) and #=~(had a high temperature). Moreover, he gives another example of synonym in
Jbkaal (endurance) and ! ie) (firmness). Al Mutanabbi in this poem relies on synonymy as a
main cohesive tie, bringing out his dictionary of illness, loneliness and disappointment, and
he distributes his complaints across all areas of his poem, such as _i!_4(bed), (bored with me)
e, (angular) dide, siu(be or become ill and unwell) ,( ailmentsis) | (sleeplessness)-le~,
(leathers)-ls, (bones)stac, (heart) 2138, (wounded me)sis s, (be wounded) >, sleall (death),
glas (adieu), <8l (1 detached). This literal concentration of vocabularies and synonyms
related to pain, grief and loneliness reflects Al Mutanabbi’s physical and psychological state
(Khaleef, 1996). Despite the fact that he was under all of these circumstances and challenges
including sickness and fever, he tries to illustrate that he is still able to fight for his self-pride
and glory. He is demonstrating the idea that he is stronger than the combination of these

difficulties and challenging conditions.
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7.4.1 Satire in Al Mutanabbi’s poetry

Satire

Synonymy
Tale- head
Antithesis I
Homeptoton I
Alliteration
Repetition of I
Grammatical form
Repetition of sentence
Repetition of clause
Morphological I
form
Full I
Partial I
Article I
Letter

Repetition of stylistics Repetition of composite Repetition of word Repetition of|Repetition of
grammatical letter
article

M Satire

Figure 7. 5 Repetition in Al Mutanabbi’s Satiric

As shown in Figure 7.5, the composite repetition rate for satirical poems is very low
generally, but it is almost non-existent in clauses with 0.6% and sentence repetition with
0.7%, followed by the repetition of stylistics with 2.1%, 0.6%, 2.8%, 3.4%, 0.7% and 6.7%
for synonymy, tale-head, antithesis, homeoptoton, alliteration and grammatical form
respectively. Meanwhile, sound repetition was the highest repetition in the satirical poem,
with 63.1%, followed by the repetition of morphological form at 7.5%, word repetition with
3.3% and 5.7% for partial and full, respectively, and a percentage for the grammatical article
accounted for some 3%. All these components will be discussed in detail in the sections

which follow.

7.4.1.1 Repetition of letters (sounds) in satirical poems

As shown in Figure 7.5, the percentage of the repetition of sound in satire was ranked the
highest at 63.1%, compared to the other aspects of repetition, The extract below shows how
this form of repetition impact on meaning in Al Mutanabbi’s poetry and also how this is used
as a tool for lexical cohesion. Al Mutanabbi composed,
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Example 7.71
afipein )all 08 e o jeae b cilias
I came among slaves in Egypt

The free among them seems orphan

oo spnyalsa il 2 aed U 25 (S

As if the black blacks there were
Crows, around them vultures or owls
pla b e e 1)l anae sl

I hate to praise him, | saw my words
Delighted fools O as well as the wise!

Al oY Jae Lo culy s W
When | mocked | saw the weakness

Of my terms to a jackal, O the vile one!

The above example is taken from a poem satirising Kafir, it is noticeable that throughout the

example comes the repetition of the sound /m/ which is repeated thirty times in total the

poem. Through the repetition of this sound, the state of despair and depression that controlled

the poet is evoked, because this sound is a powerful letter to express darkness and grief this is

because this sound is produced while the lips are closed and this matches the feeling of

despair that he was suffering with as he felt that all doors were closed in front of him as the

lips were closed, and possibly this feeling of occlusion coerced him to choose this sound to

stand as his rhyme letter in this poem.
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7.4.1.2 Repetition of letters of meaning (grammatical articles) in satire

As shown in Figure 7.5, the percentage of repetition of grammatical articles in satire was
found to be 3%. The next example shows the impact that the repetition of grammatical
particles has on the meaning of the verses and how this is used as a tool for lexical cohesion.
Al Mutanabbi composed the poem in which the next extract to lampoon a prince of Tripoli
named Ishaag who had tried to convince Al Mutanabbi to write eulogies for him. When the
poet refused, Ishaaq then tried to force him to do so by detaining him, but Al Mutanabbi

escaped and subsequently wrote this satirical poem:

Example 7.72
ac 5 13le elia Baal &) jia Aalin ) Al il
You foolishly sent to ask my prais
Safraa more argent than you, what gall!
aai¥Vlclle iy leadl 5 lacladd )l @)sla Loadls
How much you exceeded your power?
How terribly the stars came close to you?
axid ) oal el o) Lalls pliall oY L i
You sought what belongs to Abou Ashair
Praise is only for one visited and gracious
peii yelleadlla gl 5ixi adl Olsell e uadl Gl
For one at whose gate you are denied

You approach, one hits your neck, rebuked
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poooe s sl a5 Se s Wl Gae 0dl
One who scorns wealth and is generous
One who leads armies that are immense
alrall oSl lgie dpaid (3 5lay sLaSl) i) 13) Gl
He who if warriors meet in battle
He his part in it as a master warrior

In the above example, Al Mutanabbi relies on the repetition of grammatical articles to convey
his verses; he repeats three grammatical articles together to excess in abuse and lampoonery:
these articles are 5 (and), - (for), o< (who). They are combined as <! s(and for whose). Al
Mutanabbi states that the only person who deserves praise is that generous and brave man,
who used beg in front of his door, and addressing the prince directly, the poet compares him
negatively to the beggar by saying to Abou ishaag: you do not have any good manners or
high attributes like him, such as generosity and courage. In addition to its rhythmical
function, this repetition serves to establish a parallel between those who deserve praise and
those who are ripe for slander. It is the genius of Al Mutanabbi which revealed to him the
idea to use this device to link between two different groups of meaning, positive attributes
and negative attributes, to praise and lampoon at the same time, to praise Abi al-‘asha’r al-

hamadani whilst lampoon Abii ishaq .

7.4.1.3 Repetition of words in satirical poems

Based on the methodology of this analysis, the repetition of words is divided into two types,

namely, partial repetition and full repetition of words.
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7.4.1.3.1 Partial repetition
As shown in Figure 7.5, the percentage of partial repetition in satire as comparative to the

other types of repetition makes up some 3.3%. An example can be found in the following

extract from the poems of Al Mutanabbi. He says,

Example 7.73

Cadl) Y Jiall Clad e diiie Apens apd) oAl Cuans
You were al Dhahabi on the naming day
Got from lost wits, not from the golden one

In the above example, Al Mutanabbi used the repetition of the root (moved quickly &), in
three different forms; (<) past tense verb, («=s=) the verbal noun form and (<) in adverb
of place form. In other words, he says: my camels run fast, as fast as western winds (dabour)
directs towards where the eastern winds(saba) come from. The repetition here comes to
emphasise the meaning of speed in addition to its role as a linking tool, as the meaning is
linked to the similar meanings in the poem such as; < < (passed), ( cruise), <> (eventually

become) x| =Y (loomed), which refer to the meaning of travelling.

7.4.1.3.2 Full repetition
As shown in Figure 7.5, the percentage of full repetition in satire sample as compared with

the other types of repetition is 5.7%. Many examples can be found in the satiric poems of Al

Mutanabbi. He says,
Example 7.74
Shen 058 O San Gl 5 A seaid 4 e Des Gl
His honor is not good so he guards it

He’d not be pretty even if that were pure
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In the extract below, Al Mutanabbi repeated the word <(heart) four times to position
himself as an ideal of courage, heroism and wisdom. He says whoever has a heart like mine
will reach the heart of glory but this heart needs to be wise, steadfast and firmed. In this
repetition, even if the poem seems to be repeating the same word —& (heart), each time it used
it acquires a different meaning, as the first time it refers to courage, while it refers in the

second to the true of glory and to wisdom in the third repetition.

7.4.1.4 Repetition of morphological form in satirical poems

As seen in Figure 7.5, the percentage of repetition of morphological form in satire as
compared to the other types of repetition is 7.5%. Many examples can be given from the

poems of Al Mutanabbi. He says, satirising a man called 4= (dhabbah);

Example 7.75
Ldahall dal 5 A gill Cauail L

dna Vdaaycli Lecali W)

b Jeie Saelldla

Ay o L J e e L
In the above example, Al Mutanabbi takes the morphological form of the name of the man
who is the subject of his satire as a motif, for his insults, continually choosing words which
have the same or a similar morphological form as that found in the name of the subject of the

poem such asiha,k (fat)ies, (mercy), == (love) and %= (a hit). He uses this

morphological form as a cohesive tie throughout the whole poem:
Example 7.76
4y allay 5 13 Cpad cdls 135
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A 28 1)l by e
dae Gl ol caa L dlalgd Jud

As pointed out previously regarding the poetical characteristics of Al Mutanabbi, we see
clearly through the previous example the concentration on using the repetition of
morphological form as liking tool. Al Mutanabbi uses his repetition of this form to
demonstrate his linguistic virtuosity, continually playing with these repeated forms such as
4 (his lord),«~S ( his earning), 4 (his tail),4:>~= (his companions),and using them as a
linking device. This repetition, in addition to its rhythmic role, supports the thematic unity of

the poem and links its verses to each other.

7.4.1.5 Repetition of clause in satirical poems

In satire, as in the other genres, Al Mutanabbi’s use of repetition of clauses is virtually non-
existent accounting for just 0.6% of the sample total (Figure 7.5). The reasons for his
avoidance of this device have already been discussed in previous sections. An example can

be found in the following extract:

Example 7.77

psell Clll e 43 55 S Linll e 3 Ll

Is there in this world no nobility
Has compassion ceased from hearts?

aall jlalalaly juy S Lnall a8 Ll

Is there in this world no place for

211



Settled neighbour to enjoy his family?

Again, when the sadness and depression of Al Mutanabbi is out of his hands, he has to
convey his intention, grief and frustration. The above example is a strong proof of this. Al
Mutanabbi in this example avoids ambiguity and declares his feelings and pain. This is
deduced from the repetition of his question clause in the first verse, which conveys his
despair and agony: He raises these questions at the beginning of his poem so that why serve
as an introduction to his satiric poem. The repetition of this question is the main lexical

device and served to link the following verses which serve as an answer to his questions.

7.4.1.6. Repetition of sentence in satirical poems

As shown in Figure 7.5, the percentage of the repetition of sentence in satire is almost non-
existent compared to some other types of repetition in satire, with 0.7%. The reasons for his
avoidance of this device have already been discussed in previous sections. However some

examples of the repetition of clauses can be provided, as in,

Example 7.79

Lpa Al JEl e dlle W
Don’t care for the killing
It was only a beat
A (p L) o3l pe e Ly
Don’t care for the betrayal

Itis only a disgrace

This extract shows the extent of excessiveness of Al Mutanabbi’s derision and cynicism
towards his satirised subject 4x= (dhabbah), who when his father was murdered had claimed
that he was a brave warrior. As a result, Al Mutanabbi says to him; don’t worry about the

killing of your father and don’t care about him being murdered murderously, it is just a
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shame and do not listen to those who say this. The repetition of the sentence ¢» <hle W
( don’t worry about) comes as ironic advice showing the extent to which the poet holds the
satirised 4»= (dhabbah) in contempt as he is the targeted character here, to give an opposite

implying meaning as a coward and effete person.

7.4.1.7 Repetition of grammatical form in satirical poems

As shown in Figure 7.5, the percentage of the repetition of grammatical form in the collected
satirical poems of Al Mutanabbi compared to the other aspects of repetition reached some
6.7%. The next example 7.81 illustrates the impact of this repetition of the grammatical form
on the poem’s meaning and how it is used as tool for lexical cohesion. Al Mutanabbi says,

satirising Prince o35 02 3a) (Ishaaq Ibn Karawwas),

Example 7.81

Dpall Conild A& ) 5 el cai by ug S 0l L

O Ibn Karawwas, O half dim sighted
Even if you boasted, yet O half seeing
Dse e Wlicars 5 S e Y Lalas
You hate us because we do not stammer
Furious at us since we are one-eyed

The repetition of the grammatical vocative form seems, evidently in the above example, to
serve the theme of the poem, which is derogatory about 3=~ (Ishaaq), as seen in ,csS ¢l b
(O son of Karawwas), =i <aaily (O half dim sighted man), _sadl caaily (O half sighted

man) . Al Mutanabbi in this example is using physical satirical poetry; pointing out the
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physical flaws of Ishaaq as a one eyed man. Al Mutanabbi in the extract above places the
descriptions of and adjectives for &~ (ishaaq) in the vocative case rather than deigning to
call him by his name because the vocative of adjectives has more activeness and affect
(Ghaleb, 2009).The repetition of this grammatical form if the vocative case links the poem

cohesively and ties its verses lexically.

7.4.1.8 Repetition of alliteration in satirical poems

According to Figure 7.5, alliteration is very rarely employed in Al Mutanabbi’s satirical
poems as it shows a total of just 0.7%. As previously mentioned, this is due to the similarity
between alliteration and phoneme repetition which is the most dominant type of repetition in
his satire. This type of repetition was preferred by Al Mutanabbi. However, some examples

of alliteration were evident in the data examined from satire, as with the composition below:

Example 7.80

¢

aaaield j¥ a0 pmele ae Lone Jaglbae

ol

Feast in what state do you return O feast
With what past and what new things to come
Mgl iy Gilh g sd el LaY) Ll
My dear ones, desert between them and me
O for desert before you as that before them
a8 ela Y yciasling Lol b gaial a1l Y
But for eminence no strong camel

Lean horse would cross what | have crossed
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ALY ) i g oledl Alilae Aae (e ubal IS
Sweeter than my sword as bed mate is
The slender girl like it in her brightness
2 Y g oo daiilnd aSY 5 B e jpalld il
Time left not for my heart or my liver
Anything that eye or neck could enslave

In these consecutive verses, Al Mutanabbi reclines on incomplete alliteration as a lexical
cohesive tie, as in, xue (feast), 2 (deserts), 22l (delicates), and x> (neck). As introduced
before, Al Mutanabbi was not fond of using alliteration. However, as is clear in the above
example, his deep feelings are surfacing again; Eid became to him an emitter of memories
and sadness, as compared to his unsatisfied present. In the previous example he kept
reminding the audience of his cause of pain, which is Eid itself. His tool in these reminders

was alliteration.

7.4.1.9 Repetition of homeoptoton in Al Mutanabbi’s satirical poems

As shown in Figure 7.5, the percentage of the repetition of homeopototon in the collected
satirical poems of Al Mutanabbi compared to the other aspects of repetition is 3.4%. The
extract below serve as an illustration of the use of this feature of Al Mutanabbi’s work

showing its impact on meaning and how it is used as a tool for lexical cohesion:

Example 7.81
Sl pal salls e 5 Gall (a5 e aladl

So Egypt might know and those in Iraq
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And in al-awasim (Antioch and the neighbouring lands) that | am the true heroic champion
lic e le aisie Syl A sy
And | am true and I rejected for not
All forced to shame will then reject it

The above example shows how homeopototon gives an extra rhythmic dimension to the
verses, based on parallelism between the parts of the verse as in <l S 5 by S 5 A 5
Ggie, [n addition to its rhythmic function, the repetition of homeopototon plays an important
role in emphasising the meaning, as shown in the previous example where Al Mutanabbi is

benefitting from this tool in linking meanings and texts.

7.41.10 Repetition of antithesis in Al Mutanabbi’s satirical poems

As shown in Figure 7.5, the percentage of antithesis in the satirical poems of Al Mutanabbi
compared to the other types of repetition reaches 2.8%, and the three following extracts serve

to illustrate Al Mutanabbi’s use of this device in his poetry:

Example 7.82

axiy 3 il 8 Allgall Al 5 aling awell 8 A% Jixl) 50

Rational man’s bliss grieves due to his
Reason and foolish man prefers his misery.

As mentioned in previous sections of this analysis, Al Mutanabbi prefers to use antithesis in
many cases to convey meaning in his poems. In the above example, Al Mutanabbi as we
know him through his methodology in dealing with given linguistic phenomena tends to
condense use of these phenomena, as is seen clearly in the above example. Al Mutanabbi

condenses his use of antithesis by giving a good example of what is called in Arabic Jis
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(chiasmus) as in, Jad s3(rational man), deadl i ( foolish man), &y he suffers) v (he
lives in comfort and luxury), ~=3! (bliss), 3550 (misery) . The next example will support the

hypothesis,
Example 7.83
A s parledilaall go y andi Ay e g laall (4
Baseness shows itself by being base
More loveable than he as lover as snake.

Chiasmus occurs in classical Arabic poetry when the writer or speaker gives two or more
instances of antithesis, as seen in the verses, 5522l (animosity), 48lxall (friendship) , s (hurt)
and J& (get), == (do harm to), «iu (profit). These examples of chiasmus comes to emphasise
the meaning and support the idea, in addition to linking the parts of the poem. This use of
antitheses serves to clarify the meaning by using similarity and opposites. However, it

enables the poet to keep his true meaning hidden, as he was planning to do, as he declares:
Example 7.85
SN om s oAl on S Sl 4 Cane =l
In poetry | praised him as rhinoceros
At times with verses at times by spells
ol s SRl e dlls S L
But this praise was not for him

Rather than was a satire on mankind

217



7.4.1.11 Repetition of tale-head in Al Mutanabbi’s satirical poems

According to Figure 7.5, the use of tale-head in the collected data of the satirical poems of Al
Mutanabbi is extremely scarce; the percentage of repetition of alliteration is 0.6%. Some

examples can be provided. Here, Al Mutanabbi says,
Example7.85
el Batle JS (528 (Al Bple JCY
O all the mincing women’s walks are
Ransom for every fast she-camel’s gait

The above example is the first verse of a poem which was composed to satirise Kafur, the
king of Egypt at the time of Al Mutanabbi. In the previous example, Al Mutanabbi uses the
linguistic technique of tale-head, using the verse 4l JS(every walker of), he repeats this
firstly in the first part of the verse and then repeats it again in the second part. The following

example gives more of explanation, as in,
Example 7.86
o2l 7Y 5 il ZY 5 laall jealdZY
At dawn Saw appeared to them
At noon al- Shaghur appeared to them

As is obvious from the above example, Al Mutanabbi has repeats the verb ¥ (apparent)

twice at the beginning of each hemistich, and the next example also supports the analysis,

Example 7.87

et o e JSY 5 By YEJE e IS ey
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Not everyone speaks a true word
Nor does everyone deny an eclipse

He repeats in the above example the word JS (every) at the beginning of each hemistich to
emphasise the meaning of negation of generalisation and to use it as a lexical cohesion tool

within the poem.

7.4.1.12 Repetition of synonymy in Al Mutanabbi’s satirical poems

As shown in Figure 7.5, the percentage of the synonymy in satire is 2.1%, as compared to
other types of repetition. Many examples can be given from the poems of Al Mutanabbi. He

composed the following extract satirising Kafur,

Example 7.88

Or a pierced black with camel lips

Have trembling sycophants obey him

dpaie Hal aplie Ji S S 560y e JSG Ole
Hungry, he eats my food, detains me
So he be named: great power, sought!
250 4y peall BIA LeBial  Lell8 oy g ddas Lealy
Alas her mistake, alas her midwife

For her like mahri camels were made
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28 JA) i i) (o Al Cpall aaka  lanie
For her drinkers enjoy death’s taste

Death for one humiliated is sweetest

In the example 7.88 above, Al Mutanabbi uses several synonyms to emphasise meanings, as
well as to make his poem cohesive and link its parts to each other, such as, _3ll e (with
high prestige), s (high rank or job), 4! (kind of camel), 258 (kind of camel) , < sall

(death), and 4.l (death).

7.5 Discussion of the analysis

This chapter will examine the lexical cohesion in the selected poems of Al Mutanabbi and to
analyse his poetry. The study included 36 poems divided into 4 themes, with each theme
encompassing 9 poems of varied length. An examination was conducted of 13 aspects in each
theme. Those aspects are the repetition of sounds, words, morphological forms, clauses,
sentences and grammatical forms. In addition to repetition, the chapter examined other lexical
cohesion tools, including alliteration, antithesis, homepototon, tale-head and synonymy.
After collecting and analysing the data, the study, through research analysis and induction,

has produced results which may be enumerated as follows:
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7.5.1 Lexical cohesion in the panegyric poems of Al Mutanabbi

REPETITION IN PANEGYRIC
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Figure 7. 6 Repetition in Al Mutanabbi’s Panegyric poetry

As shown in the above graph, the composite repetition rate of panegyric poems is very low,
but this is almost non-existent in clauses and sentence repetition. In addition, the repetition of
grammatical articles was the second lowest repetition with 3.5% (from the total of panegyric
repetition), followed by the repetition of stylistics with 2.2%, 0.5%, 2%, 1.4%, and 0.5% for
synonymy, tale-head, antithesis, homeptoton and alliteration respectively. Meanwhile, letter
repetition was the highest repetition in the panegyric, with 71.7%, followed by word

repetition, with 3.2%, 3.6%, and 9.1% for partial, full, and morphological form respectively.

7.5.2 Lexical cohesion in the elegiac poems of Al Mutanabbi

Figure 7.3 shows the results of the analysis of elements of repetition in the sample of Al

Mutanabbi’s elegiac poems.
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Figure 7. 7 Repetition in Al Mutanabbi’s Elegic poetry

Similarly to panegyric poems, the composite repetition rate of elegy poems is also very low,
and this is even lower in the case of clause and sentence repetitions, followed by the
repetition of stylistics with 3.1%, 1.3%, 3.6%, 0.6%, 0.7% and 5.6% for synonymy, tale-
head, antithesis, homeoptoton, alliteration and grammatical form respectively. Meanwhile,
sounds repetition was the highest repetition in the elegy, with 33.4%, followed by the
repetition of morphological form at 23.1%, grammatical article with 13.7% and word

repetition, with 5.6% and 8.1%, for partial and full respectively.

7.5.3 Lexical cohesion in the glory poems of Al Mutanabbi
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Figure 7. 8 Repetition in Al Mutanabbi’s Glory

As shown in figure 7.4, the composite repetition rate of glory poems is very low generally,
but the repetition of clauses is hardly present, with 0.1% and sentence repetition with 0.8%,
followed by the repetition of stylistics with 1.9%, 0.6%, 3.6%, 3.8%, 1.6% and 1.1% for
synonymy, tale-head, antithesis, homeoptoton, alliteration and grammatical form
respectively. Meanwhile, sound repetition had the highest repetition rate in the glory poems,

with 68.5%, followed by the repetition of morphological form at 10.2% and word repetition
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with 2.8% and 4.9% for partial and full respectively. Repetition of the grammatical article

was present at just 0.3%.

7.5.4 Lexical cohesion in the satiric poems of Al Mutanabbi

Satire
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Figure 7. 9 Repetition in Al Mutanabbi’s Satiric

As shown in Figure 7.5, the composite repetition rate for satirical poems is generally very

rare, this may be due to the extremely low usage of repetition in clauses with 0.6% and

sentence repetition with 0.7%, followed by the repetition of stylistics with 2.1%, 0.6%, 2.8%,

3.4%, 0.7% and 6.7% for synonymy, tale-head, antithesis, homeoptoton, alliteration and

grammatical form respectively. Meanwhile, sound repetition was the highest repetition in the

satirical poem, with 63.1%, followed by the repetition of morphological form at 7.5%, word

repetition with 3.3% and 5.7% for partial and full, respectively, and a percentage for the

grammatical article accounted for some 3%.
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7.5.5 Discussion and comparison

This section will illustrate and compare the results of the analysis for each aspect of the study

individually.
1. Repetition of letters

Statistical analysis of the samples showed that Al Mutanabbi used the repetition of letters as
the biggest aspect among others. Generally, letter repetition was the highest repetition in the
panegyric poetry, with 71.7%, and the repetition of letters was the highest repetition in the
elegy, with 33.4%, and it had the highest repetition rate in the glory poems, with 68.5%, also,
letter repetition was the highest repetition in the satirical poems, with 63.1%. Closer textual
analysis of his use of the repetition of letters showed that although this device featured
frequently, when it was used, It was linked with different expressions of particular emotions,
such as grief (example 7.21), firmness (example 7.36) or occlusion as in (example 7.73).
Najjar in (Najjar2007) has argued that the repetition of letters was largely used in Classical
Arabic poetry. Findings of this research support his findings concerning the currency of this

phenomenon in the poetry of Al Mutanabbi.The next example supporting this finding.

Al Mutanabbi says, praising Saif Al Dawla:

polSall al U a8 e gl il ) s gedl dal a8 e
According to men’s wills strength come

Nobel acts come in respect to their bounty

Small seems great to little folk’s eyes
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Greatness seems small to the eyes of the great
This example clearly shows the condensation of audio which Al Mutanabbi intended to
convey through the repetition of the sounds ¢ and ». He chose /S/ to start with, due to its
loudness, being a voiced fricative, and it’s audible characteristics are adequate for the
meaning of height and grandeur to commend and glorify his praised one, Saif Al Dawla, in
the poem. The gwas repeated in the two verses 9 times. In addition, he chose /m/ to be his

letter of rhyme and repeated it 8 times in the two verses.

Based on the foregoing, it is affirmed that the letter » possesses characteristics of multiple
prescriptions. It is a semi soft voiced bilabial nasal. This is considered a soft sound compared
to /1/, because it determines the syllable in speech. The /m/ as evidenced by audio is suitable

for expressing emotion in poetry with no boundaries.

The repetition of this letter in the text might have appropriate semantic denotations which
serve the subject and the purpose of the poem. The production of this sound requires holding
the lips, building up pressure in the oral cavity, lowering the velum and directing the air

through the nasal cavity. This happens while the vocal folds are vibrating.

2. The repetition of grammatical articles

The usage of the repetition of grammatical article as a lexical tie was 3.5% in panegyric, 3%
in glory poems while it was 13.7% in elegy and 3% in satire. This inequality in the
percentage can be traced back to the psychological motivation, as in elegy the poet composes
his poetry involuntarily, which has impact on his language and expressions. The next

example gives a sample of this:

Al Mutanabbi composed the following elegising Khawlah, the eldest sister of Saif Addawla.

In this poem, the vocative article(k) was repeated 6 times. Here is an example of it:
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ol G (e Legr S G s bl e caly
Best brother’s sister, best father’s issue
Your name in them is of most noble lineage

The repetition of the (%) comes to show the depth of mourning and depression which he is
suffering from because of her death. The use of the vocative article could also be used to
express glory. As is known in the Arabic grammars and stylistics, the vocative style can be
used for lamentation when the noun in the vocative case is dead, as Ibn Yaayesh states, ‘the
lamented is called or invited even when you know that he would not respond or answer’
(2001, p.2/13). It is only used in Arabic to illustrate the suffering of pain and sadness of loss.
The distribution of this article through the poem reveals depth of sadness and gives the poem

a character of jeremiad and crying.
3. Full repetition

Statistical analysis of the samples showed that Al Mutanabbi used the full repetition of words
sparingly, as it was in the panegyric, with 3.6%, meanwhile it was in the elegy, with 8.1%,
and it had the lowest repetition rate in the glory poems, with 4.9% and it was increased
somewhat in the satirical poems, with 5.7%. Closer textual analysis of his use of the full
repetition showed that although this device featured infrequently, when it was used, It was
linked with different expressions of particular emotions, such as grief (example 7.24), self-
conceit (example 7.47) or innovation as in (example 7.8). This is supporting the view of
Capotu(1987) about full repetition (see page 146) also accordant with (De Beaugrande 1981).
Nazik in (Nazik 1967) has argued that the full repetition was known in Classical Arabic
poetry. Findings of this research support her findings. The next example supporting this

finding.
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Al Mutanabbi says,
Sladall Gl Ul lpuall W el ol Ul o8l o Gl
I am a son of clash, son of giving
Son of the blow, son of a thrust
Ol DV Gl Ul g paall ol G a0 g8l ol Ll 8Ll pal G
I am desert’s son and caravan’s son
Son of saddle and son of mountain peak

In example 7.47, the superego of Al Mutanabbi appears distinctly through the repetition of
the pronoun of the first person (I)( ). He repeats it in a beautiful geometric frame, eight
times in two verses, four times in each verse divided into two in each hemistich. The
previous example illustrates the genius and experience of Al Mutanabbi in poetry, who
knows how to use repetition in a way which adds splendour, excitement and renewal and
which intensifies the internal music of his poem. However, as an expert, Al Mutanbbi is also
aware that the overuse of repetition may lead the listener or reader to boredom, and thus he
creates an interact pattern with the first person pronoun which forms a beautiful symmetry.
The repetition of the first person pronoun (1)( Y is a dominator lexical tie in most of his

poetic oeuvre.
4. Partial repetition

The usage of partial repetition as a lexical tie was 3.2% in panegyric, 2.8% in glory poems
while it was 5.6% in elegy and 3.3% in satire. This lexical device does not appear to be
consistently used for lexical cohesion. Often it serves simply to heighten emotion or for
humours effect as in (example 7.75) or to draw the listeners’ attention to a particular phrase.

The next example gives a sample of this:
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dala ol e ey s alea demy 58 52 dala (e
Ignorant of me he was blind to ignorance
A witness of my knowing that he was foolish
Jaly oflendl jela e (s uma g Y il i Jea 5
He knew not that as earth’s king I am poor
Or if on the Simakin’s back I'll still stride on

The example 7.42 shows the linguistic adeptness, ability of language and poetical character
of Al Mutanabbi, as he uses partial repetition to emphasise the meaning. He insists on using
the root of the word ( Je> ignorance), repeating it six times, three times as a present tense
form ( Jex= is ignorant), twice as an active participle form ( Jals ignorant) and once as a
noun ( Jésignorance ). It is worth noting here that this root (Je> ignorance) is frequented
many times indicating ignorance, is repeatedly used by Al Mutanabbi not only in this poem,

but elsewhere specially in the glory poems.

5. Repetition of morphological form

Statistical analysis of the samples showed that Al Mutanabbi used the full repetition of words
abundantly, as it was in the panegyric 9.1%, whereas it was 23.1% in the elegy and it was
increased somewhat in the glory, with 10.2% and it had the lowest repetition rate in the
satirical poems, with 7.5 %. The analysis of the samples of Al Mutanabbi’s poems showed
that his use of the repetition of morphological form was linked with, different expressions of
particular emotions, such as grief (example 7.26), pride (example 7.55) and derision as in this

example,
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Aoyl dal 5 daa o il Caiail L
How unjust folk are to Dabba
And to his long breasted mamma
e Vieaycli  Leclily)
I have said what | have said
Out of pity not from passion
i € e s dlldla g
It is hidden from you for
You’d be excused if you care
4y o L) il e dlile L
It is not your fault that he
Was killed, for it was a fight

In the above example, Al Mutanabbi takes the morphological form of the name of the man
who is the subject of his satire as a motif, for his insults, continually choosing words which
have the same or a similar morphological form as that found in the name of the subject of the
poem such as 4k bk (fat), 4, (mercy), s« (love) and %= (a hit). He uses this

morphological form as a cohesive tie throughout the whole poem.

6. Repetition of clauses

The usage of partial repetition as a lexical tie was 0. % in panegyric, 1.2% in elegy, 0.1%in
glory, 0.6% in Satire. This lexical device does not appear to be consistently used for lexical

cohesion. It is barely exist in Al Mutanabbi’s poetry. This finding is opposite to the findings
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of(Nazik 1967) as she asserted that, the repetition of clauses in classical Arabic poetry is a
dominant phenomenon. For more explanation please (see page 126) in this thesis. The lack of
the repetition of clauses in the poetry of Al Mutanabbi in my personal view is due to his
tendency to ambiguity, owing to what he faced in his life from childhood to manhood.
However, Al Mutanabbi may compose a very clear message when things come close to his

dignity and his self-pride as he did in this example;

O B s calal¥ s A€ o5 als caalial

| accept clemency as long as generous
But not forbearance when it is cowardly

Perhaps Al Mutanabbi through this repetition, wanted to send a clear message to someone,
most likely Saif Al Dawla, after their friendship was broken and he wanted to inform him that
he was patient with him but he had never been afraid of him. This repetition strengthened his
message and gave it greater clarity. Nevertheless in elegy, Al Mutanabbi avoided this
ambiguity unconsciously in some situations because of the state of sadness and depression.

The next example gives a sample of this:

Dsad il B SISl o (s A eliby g el S L
I had no thought before your burial
In earth the stars would descend to the dust
s daoll gl e ey ol o dlias J8 Jal S L
| did not hope before your bier | would
See Radwa being borne by the hands of men
In example 7.27, Al Mutanabbi repeated the clause (J# cawal <€ L | had no thought before)
and (I did not hope before, J# Jal <€ ) due to the fact that ‘sudden death usually elicits a

more prolonged or complicated grief reaction’(Montgomery 1995)(p.292). In the previous
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example, the unexpected death of his friend was such a heavy load to bear for the poet that
this forced him to cry out under his load and repeat these clauses to comfort himself.

7. Repetition of sentences

Statistical analysis of the samples showed that the use of repetition of sentences in the poems
of Al Mutanabbi is very rare, as it was 0. % in panegyric, whereas it was 0.1% in elegy and it
was slightly increased in both of glory, with 0.8% and satire, with 0.7 %. With the support of
the analysis of the samples of Al Mutanabbi’s poems, it can be argued that the immediacy of
this type of repetition gives a clear insight into the poet’s thoughts and intentions, and for this
reason, Al Mutanabbi actively avoids this technique. The next example supports this
argument;
L Al JEl pedlle W
Don’t care for the killing
It was only a beat
L b L) o3l Gedlle Lo
Don’t care for the betrayal

It is only a disgrace

This extract shows the extent of excessiveness of Al Mutanabbi’s derision and cynicism
towards his satirised subject 4x= (dhabbah), who when his father was murdered had claimed
that he was a brave warrior. As a result, Al Mutanabbi says to him; don’t worry about the
killing of your father and don’t care about him being murdered murderously, it is just a
shame and do not listen to those who say this. The repetition of the sentence ¢» <hle W
( don’t worry about) comes as ironic advice showing the extent to which the poet holds the
satirised 4x= (dhabbah) in contempt as he is the targeted character here, to give an opposite

implying meaning as a coward and effete person.
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8. Repetition of grammatical forms

Statistical analysis of the sample showed that Al Mutanabbi used little of repetition of
grammatical forms with 2.2% in panegyric and 1.1% in glory. However, this increased
somewhat in his elegies 5.6% and 6.7% in his satire. Closer textual analysis of his use of this
type of repetition showed that although this stylistic device featured infrequently in panegyric
and glory. Nevertheless, it was used frequently in elegy and satire and when it was used, it
was linked with the expressions of particular emotions, such as grief as in (example 7.29) and
sarcasm as in (example 7.81). Hassan(Hassan 2008) has argued that Al Mutanabbi intended
deliberately to show his level of knowledge of language and grammars and he used this kind
of grammatical forms in his poetry as a challenge for other poets and scholars. Findings of
this research support his findings concerning the scarcity of this phenomenon in Al
Mutanabbi’s poetry, but suggest it was not confined to the panegyric and glory genres. As |
believe that Al Mutanabbi was a poet with a great knowledge of Arabic and it is not
surprising, as he lived in the golden era of the Abbasid period and he was a contemporary of
many of great scholars of Arabic such Al farisi and ibn jinni. Therefore, there is no wonder,
when we see Al Mutanabbi in some cases; likes to display some of his knowledge and his
linguistic skills. He used the repetition of grammatical forms as a lexical device in the elegiac
and satiric poems, because he thinks it is linking the text and makes the poem more cohesive,

the next example supporting this argument;

il peedll Aile cul 5 Ale uwedd) dallda cul

Would suns that shine were absent

And absent sun had not disappeared
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Qiial gl e ol Lo Jlell ol () e &l

Would the eye day brings back with it
Was ransom for that gone not to return?

In the previous example, the poet repeats the grammatical form of the style of wishing sl
dl(subjective) three times as in (4ile Gauedl) dalds cud ) (8 ol aedll 4le <l ) and (<l
il gy Al e elad L el F A ce), This repetition shows the depth of sadness in his
heart, the grief that he tries to hide. Al Mutanabbi in this example concedes the decidedness
of death and departing this life and he acknowledges his inability: thus, he resorts to
expressing his heartbreak and affliction through wishing the impossible, wishing that it had
never happened. The repetition of wishing style strings his words, verses and meanings to

look like a chain of tears and grief.

9. Repetition of alliteration

Due to his reliance on the repetition of letters, the poet did not pay a great deal of attention to

alliteration, and it is very scarce, almost non—existent, across the poetic themes.

Statistical analysis of the sample showed that Al Mutanabbi used little alliteration generally
with (0.5%) in Panegyric, 0.7% in Elegy although this increased somewhat in his glory
poems (1.6%) and 0.7% in Satire. Despite the fact that Arabic poetry at the time of Al
Mutanabbi has given more consideration to the utterance over meaning and the justification
of this approach as Al Tabbaa argued is regarding to the view of most poets at that time who
believed that poetry is a simple expression of a human’s feeling and no need to be controlled
by meanings (Al Tabbaa 2000). According to this, alliteration was vastly used in Classical
Arabic poetry at the time of Al Mutanabbi. However, in this particular device, the finding of

this study supports the finding of Hassan who argued that Al Mutanabbi has paid more
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concern to the meanings over utterances(Al Tabbaa 2000). Findings of this research support
his findings concerning the scarcity of this phenomenon but suggest it was not confined to the

elegiac genre.

Textual analysis of the sample revealed that although Al Mutanabbi used alliteration
sparingly, as was not the case for most Classical Arabic poets (Al Tabbaa 2000), when it was
employed, he used it in several different distinctive ways. There is an example of employing

alliteration in elegy;
Jui e sl 8 gals iae) L0 paall
The times hit me with misfortunes till
My heart was fainting with missiles
(Aol b il Lo (Y L5 N L gl
It was easy so I didn’t fret about loss
For I could find no use in being anxious
s sl sl 5 Gty g o sl S
As if death had never surprised a soul
Nor shaken a creature with any anxiety
U saselSilaaa Lads g V) Gy al o8
In it, in earth’s womb, a person is
Renewed so we remember what decays
In example 7.30, the poet repeats words sharing the same letters with different meanings, and

this is what is exactly called alliteration «tain Arabic. The first word is (JWw missiles ),
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which is a noun in the plural form, the second is ( 4 fret ), which is a past tense verb, and it
is repeated twice in the same verse. The third word is (anxietyd. ), which is a noun in
singular form. The fourth word is ( Ju decayed) which is an adjective. In these examples, it is
clear that Al Mutanabbi is showing his special ability and linguistic genius, as he gives good
examples of complete alliteration (Equivoque) as in the third and the fourth examples (Jb). In

addition to this he has used incomplete alliteration as in ( Jw) and (4).

Al Mutanabbi preferred in the example 7.30, to use the alliteration as a lexical tie to befit the
rhythm of the poem, which sounds like a sad song. He aimed to’ make an affection by using a
symbolic causal cohesion between meaning and expression where the sound works as a
meteor to indication’ (Fadhl, 1992, p.210). On other occasions, the repetition of distinctive
sounds seems to serve no other purpose than to demonstrate his linguistic virtuosity, for

example,

2 i

was GO H o) i gl A g Al

A pain came; | have no idea where does it come from
But it is known if someone groans, it is a sign of healing and recovery

In the above example, It being employed onomatopoeically, when the initial letter has been
chosen to imitate a particular sound, such as /°/and /a/ resembling the whimpering of pain, as
in &l 2 281 &5l and &1 & &1 3, plus the repetition of the alliteration of the sounds/m/ and /n/ in
all o 2 &8, andéi & &1 &, which resembling struggle in restrain ache and suffering as in this
example. This stylistic device does not appear to be consistently used for lexical cohesion.
Often it serves simply to heighten emotion or for humours effect or to draw the listeners’

attention to a particular phrase.
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10. Repetition of homepototon

The usage of homepototon as a lexical tie in Al Mutanabbi’s poetry was 0.5 % in panegyric,
0.6% in elegy, 3.8%in glory, 3.4% in Satire. This lexical device does not appear to be
consistently used for lexical cohesion. It barely exists in Al Mutanabbi’s poetry in panegyric
and elegy poems. The analysis of the samples of Al Mutanabbi’s poems showed that his use
of the repetition of homepototon was linked with, different expressions of particular

emotions, such as pride in (example 7.64) and (example7.65) or eagerness as in (example

7.83)
Gladall ol Gl pall ol W clad) ol W el oyl G
I am a son of clash, son of giving
Son of the blow, son of a thrust
And
Example 7.65

dpwall e g laall dlewy Al Gy g sl U

I am twin of reward, master of rhyme
Poison of the foe and the rage of envy

It can be seen in these verses that there is a kind of parallel phrase in every verse in terms of
meter and rhyming, causing within the text captivating and picturesque music. Not only this,
homeopototon creates a kind of linking between the meanings of phrases and verses through
chiasmus, such as, (<=l ¢l W 1 am son of the blow) and ( ¢kl ¢l Ui | am son of the

thrust).
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Example 7.83
Sl G a2l e 5 Bl e 5 e plal]
So Egypt might know and the Iraq
And those in Awasim that | am a man
lic e le aisie Syl A gy
And | am true and | rejected for not
All forced to shame will then reject it

The above example shows how homeopototon gives an extra rhythmic dimension to the
verses, based on parallelism between the parts of the verse as in <l a3 5 by S 5 S s
Ggie. Al Mutanabbi has composed this poem after his coming back to Iraq as he was
deported from it for about 16 years, he came back after his enemies of Alawais were
defeated, the feeling of triumph and victory can be seen clearly through his verses
particularly by using homeopototon that serves this expression perfectly. In addition to its
rhythmic function, the repetition of homeopototon plays an important role in emphasising the
meaning, as shown in the previous example where Al Mutanabbi is benefitting from this tool

in linking meanings and texts.

Homepototon is one of the clear poetic techniques in Arabic, but while there are examples of

this phoneme in Al Mutanabbi’s poetry, it is not as common in as other techniques here.

11. Antithesis

Statistical analysis of the sample showed that Al Mutanabbi used antithesis in his poetry with
2% in panegyric, 3.6% in elegy, 3.6% in glory and 2.8% in Satire. Compare to the other

stylistic lexical devices in the samples of poetry of Al Mutanabbi, the textual analysis of his
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poems revealed that he has used antithesis more than other stylistic lexical device. The reason
of this is unsurprising since it is one of his main stylistic poetic characteristics as he himself

reported,

;wy\w&@} Muﬁ)‘:?ﬁﬁfﬁ“fﬁﬁ

We blame yet by them we know virtue
By their opposites things become known

The finding of this study supports the finding of Hassan(Hassan 2008) who argued that Al
Mutanabbi has intended wilfully to use indirect styles to express his opinions and views; this
is due to his approach of focusing on meaning, that he prefers to follow in most of his poetry.
In addition to this, he commits wilfully to grant some philosophical characters to his poems
as he was influenced by philosophy that was widely spread at his time (Abbas 1993). He used
the antithesis as a lexical device in the four themes of poetry and it was linked with, different
expressions of particular emotions, such as ironic and sarcasm, the next example support this

finding;
Example 7.84

ﬁs}u:memenjsi} Ay ppill & B0 Jiall 5

Rational man’s bliss grieves due to his
Reason and foolish man prefers his misery.

In the above example, Al Mutanabbi was satirising Kafur but in indirect way as he
comparing between Kafur and himself, Al Mutanabbi condenses his use of antithesis by
giving a good example of what is called in Arabic J:\&(chiasmus) as in, Jsll s3(rational
man), el sl ( foolish man), &y he suffers) a= (he lives in comfort and luxury), s
(bliss), s5aall (misery).
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12. Tale-head

The usage of tale-head as a lexical tie was 0.5% in panegyric, 1.3% in elegy, 0.6%in glory,
0.6%in Satire. This lexical device does not appear to be consistently used for lexical
cohesion. Textual analysis of the samples of Al Mutanabbi’s poetry, revealed that tale-head is
barely exist in this samples. However, it was used in some examples and has employed as a
lexical linking device in some of Al Mutanabbi’s poems. (Abbas 2013) has argued that Al
Mutanabbi has used tale-head as lexical device particulari; in the inceptions of his poems the
finding of this study supports the findings of Abbas. The example 7.3and example 7.87

support this finding,

e Sall o SU 8 e A5 el Al al) Jal 8 e
According to men’s wills strength comes
Nobel acts come in respect to their bounty
Al Mutanabbi has used the tale-head here to strength the inception of his poem, as he
repeated the phrase 3 e (according to), and he repeated the verb iti(come)in the two

parts of the verse. The next example may give more explanation,
Example7.87
el Bl IS o8 (sl e IS
O all the mincing women’s walks are
Ransom for every fast she-camel’s gait

The above example is the first verse of a poem which was composed to satirise Kafur, the

king of Egypt at the time of Al Mutanabbi. In the previous example, Al Mutanabbi uses the
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linguistic technique of tale-head, using the verse il JS(every walker of), he repeats this

firstly in the first part of the verse and then repeats it again in the second part.

13. Synonymy

Statistical analysis of the sample showed that Al Mutanabbi used little synonymy generally, it
was 2.2% in panegyric, 3.1% in elegy, 1.9%in glory, 2.1%in Satire. This lexical device does
not appear to be consistently used for lexical cohesion. Textual analysis of the samples of Al
Mutanabbi’s poetry revealed that synonymy barely exists in these samples. However, it was
used in some examples and has employed as a lexical linking device in some of Al

Mutanabbi’s poems. Such as in example 7.35,
Dsine s ge S 58 (4 daypa S Bas Vil i
When they brought the body its tomb was
Dug in the hearts of all who knew the unity
osalldinila s aalll (5 o i L s 4de Sy
He was wept for but his rest was unquiet
In the tomb until the hour is come to greet him

Al Mutanabbi in this poem draws on multiple examples of word related to death to dye his
verses in the colour of mourning and sadness with words such as ( &assepulchre), (=
entombment) (=1 tomb), and ( _s2s«dug). All of these synonyms come as a reflection to the
state of grief and depression which affected Al Mutanabbi. Synonymy here plays a central

role in the thematic unity of the poem by linking its parts lexically.

The love of excellence and uniqueness probably led Al Mutanabbi to avoid many of the

linguistic phenomena prevalent in his time, and perhaps another reason for this is his
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penchant for ambiguity. Synonymy is an existing phenomenon in his poetry, but not to the

same degree as antithesis.

Conclusion

In conclusion this chapter provides an insight into the construction and form of cohesion used
in Al Mutanabbi’s poems. A practical study has been presented through this chapter, to
analyse the prevalence of lexical cohesion in the main four themes of Al Mutanabbi’s poetry
(panegyric, elegy, glory and satire), and also examined the relationships between the themes
of Al Mutanabbi’s poetry and the types of lexical cohesion that quadrate with the themes. The
lexical tools that have been investigated respectively throughout the poems are; repetition of
Sounds, repetition of articles, repetition of words, repetition of morphological forms,
repetition of clauses, repetition of sentences, repetition of grammatical forms, alliteration,
homeptoton, antithesis, tale-head, and synonymy. Graphs have been be provided to illustrate
the percentages of the use of the lexical cohesion tools throughout the poems of Al

Mutanabbi. Discussion section has followed the analysis to discuss the findings and results.
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Chapter Eight: Conclusions and Implications

This chapter presents a summary of the main findings, implications, the limitations of this

study, and offers suggestions for future research.

8.1 Summary of the Main Research

The first aim of this study is to place the spotlight on poetry as one of the main aspects of
Arabic discourse. Poetry in Arabic played and still played an important role in Arabic in
terms of preserving language and using it. As a foundation to the main subject of this thesis,
the study tried to give a clear conception of language and its role in life as a communication
tool. As part of this, the second chapter presented definitions of language from several
scholars, and also studied aspects, functions, and types of language. Building on this, the
study presented in detail the concepts of text, context, and discourse, and offered a detailed

explanation of the concept of cohesion and coherence.

In order to achieve the second aim of the study, which was to show the significant impact of
lexical cohesion on the texture of Arabic poetry, the study introduced and discussed the two
key terms of poetry and lexical cohesion. After definitions of language and its function, the
third chapter went on to explore Arabic poetry, with a particular focus on its concept, genres
and characteristics. The fourth chapter examined the notion of cohesion, clarifying its types,
functions and impact. The fifth chapter presented the methodology for the study, and
presented the suggested developed framework, it also presented a discussion of selected

samples of Al Mutanabbi’s work.

The sixth chapter tried to reach a better understanding of the distinctive characteristics of
Arabic poetry, by exploring its contents, themes, and its tools, linking verses and ideas. It

also presented analysis of the role and the impact of repetition as one of the lexical ties for
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Arabic poetry in general. While the sixth chapter was general, the seventh chapter concerned
a more narrowly focused objective, which was to give an insight into the structure and type of

cohesion used in Al Mutanabbi’s poems.

8.2 Main Findings of the study
In order to point out the main findings of the study, it is worthy here to remind the reader
about the research questions of this study;

1- What types of lexical cohesion can be found in Al Mutanabbi’s poems?

2

To what extent does lexical cohesion vary in different poems composed by Al
Mutanabbi?
3- What are the factors that govern the use and distribution of lexical cohesion in Al

Mutanabbi’s poems?

4- What role does lexical cohesion play in the structural organisation of Al Mutanabbi’s
poems?

The first research question concerned types of lexical cohesion in Al Mutanabbi’s poetry.
The findings of the analysis revealed that Al Mutanabbi uses all types of lexical cohesion, but
however that the frequency of use varies between these different types. It was found that the
repetition of sounds is the most dominant type amongst the others, whilst the repetition of

clauses and sentences is very rare in the analysed samples across the different selected

themes.

The second research question asks about the extent of variation in lexical cohesion in
different poems composed by Al Mutanabbi. The study has found that the amount of sound
repetition was generally equal across the different poems and genres which were analysed. In

addition, the study revealed that the repetition of grammatical formd such as ¢\l al-nida,
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Vacating style, or il al-tamanni wishing style used by Al Mutanabbi is mostly used in

elegy.

Also, the analysis suggests that the use of antithesis is one of the main poetic characteristics
of Al Mutanabbi’s work. Furthermore, it is found that Al Mutanabbi’s work lacks alliteration;
instead he strongly relies on the repetition of sounds. The study has also revealed that Arabic
has a distinctive technique used as a stylistic device to serve lexical cohesion, which is the

tale-head device.

The third research question revolved around the main factors to have affected the use and
distribution of lexical cohesion. The findings show that there is a link between the use of
different types of lexical cohesion and the psychological state of Al Mutanabbi: for instance;
the use of repetition of synonymy of a particular semantic field as the spread of words related
to grief, depression and hopelessness in his poems during times of grief and sadness, as was
demonstrated in the elegiac poem for his grandmother or his poems about his illness.

The fourth research question concerns the role that lexical cohesion plays in the structural
organisation of Al Mutanabbi’s poems, and the analysis in fact shows this role to be central,
as the poet resorts to reliance on particular lexical devices such as the repetition of sounds,
morphological devices, grammatical form, and stylistic devices. So, he can construct his
poem based on types of ties. This is seen for instance in the use of the repetition of
morphological form in his poem satirising 4w dabbah (example 7.77).

The study found that repetition is one of the main lexical tools in Arabic poetry, and was
frequently used by Al Mutanabbi; it is regarded. As a poetic felicity, to strengthen the
purpose of the theme in the poem. When it is used in forms such as the panegyric madih, its
purpose is to glorify the patron mamdih, it also occurs for example in satire, to serve the

defamatory intent, or for lampoonery.
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the study also revealed that the use of repetition in Arabic poetry indicates that Arab poets in
general and, in particular, the subject of interest in this study, Al Mutanabbi, were aware of
what they were doing and were intentionally making use of a sort of poetic technique. The
findings of this research support similar findings from Ibn Rashsiq as he termed it artistry
4=uasan‘a. It was with this kind of technique in view, that Zuhayr felt obliged to polish and

re-appraise his poetry while composing his <l hawliyyat annals

8.3 Contribution of this study

The findings of the present study have offered several contributions to the current body of
research on lexical cohesion in Arabic. The first contribution of this study is the fact that it is
an addition to the limited lexical cohesion studies to be conducted on Arabic poetry.

The second main contribution is seen in the suggested new framework in dealing with lexical
cohesion in Arabic poetry. Drawing on Halliday and Hassan’s framework, the newly
developed framework would allow researchers to consider other aspects such as tale-head and
homeopoton, as well as enabling them to pay greater attention to characteristics of the Arabic
language by considering alliteration as a separate stylistic device rather than including it as a
type of sound repetition.

8.4 Limitations of the study

The study has a number of limitations, and discussion of these will point to areas where
future research is needed. The first limitation is related to the main resources of the study,
which are written in Arabic, and have required an extra effort from the researcher to translate
and explain in English.

The second limitation is related to the scope and nature of the examined samples, which

represent examples of complex classical poetic texts. Although the selected samples are
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sufficient for this study, more samples could have helped in understanding in more depth the

nature of Al Mutanabbi’s writing and poetry.

8.4 Suggestions for Future Research

As stated earlier, cohesion plays a vital role in many aspects of language acquisition,
comprehension and use. Yet cohesion as an area of investigation in Arabic poetry in general
and lexical cohesion in particular is still in its infancy: especially in classical Arabic poetry,
and requires much more attention from researchers and educators. Thus, more studies need to
be conducted to explore the nature of phenomena such as repetition, collocation and other ties

in different poetic themes, genres and in different eras of Arabic literature.
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