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Abstract: 

This paper investigates the translatability of prosody by 

showing the difficulty of translating the prosodic features 

from English into Arabic, illustrated with English/ Arabic 

examples. The current study is intended to show that prosody 

presents a challenge for translators in translating the poetic 

text from English into Arabic due to the great differences 

between the two linguistic systems. The dictionary definition 

of rhythm is the regular occurrence of sounds, that is the 

sonic pattern created by successive variously intonated units 

of speech, mainly by using syllables usually stressed and 

unstressed in a certain order, in European languages, such as 

English, French and German. In Arabic we have units of 

consonants and vowels, rather than syllables, with less 

consideration for intonation. So, while we have in English a 

line consisting of a number of successive syllables creating 

units of one unstressed followed a stressed syllable, in Arabic 

we have units consisting of one, two, or more consonants 

followed by a vowel. This paper concludes that failure to 

preserve prosodic features such as rhythm, meter, and rhyme 
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is due to the employed strategy that the translator used either 

to translate the poetic text into verse or prose style. 

Keywords: prosody – NrhythmN – consonantsN - vowels 

– syllables – stressed - unstressed 

 

1. Introduction: 

The English unit for which the symbol of (u ‒) is used 

[the 'u' means unstressed], is called a 'foot'. In Arabic the unit 

consisting of two consonants followed by a vowel and one 

consonant followed by a vowel, for which the symbol is (– – 

o – o) [the dash is a consonants and the 'o' is a vowel], is 

called ( تفعيلة) and may be regarded as the equivalent of a foot 

in English. Shorter Arabic 'feet' are available, the commonest 

one may consist of three consonants followed by a vowel (– 

– – o) or alternating consonants and vowels (– o – o). 

In Arabic, however, the vowel is either a long 'Alef', 

'Waw' or 'Yaa' ( ي -و  –أ  ) or a stopped consonant, that is a 

consonant not followed by any vowels, short or long. Take 

for example a sentence in Arabic like (   ْ ةْ ْ  تنُ لةي مةن ) which is 

transcribed in English as (man takon lee) is regarded, for the 

purpose of phonetic enunciation needed for the recognition of 

the rhythm as (– o / – – o / – o) where the initial ( مةي) (m) 

 followed (مة) is a consonant [حرف ساكْ عليه فتح  أي حرك  قصيرة]

by a short vowel, thus ( مة+ a). The (نون) (n) marked by a stop 

(o) [سةُون] is regarded as a vowel, that is a stop consonant, 

and is therefore a vowel. The same applies to the following 

word where (ta) [ تن] is a consonant followed by a short 

vowel, and the (k) ( ْك) is a consonant followed by a short 
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vowel (o) – (ta ko n). The last word consists of an (L) (ل) [لام] 

followed by a long vowel. Hence the rhythm (– o / – – o / – 

o).  

2. Arabic Prosody: 

Consequently, a word like (  أنق بيل) Aqbel is said to consist of 

a hamzat, followed by a short vowel ( ء+ a) the Q is a 

stopped consonant and is therefore a vowel, the (b) ( ب) is a 

consonant followed by a short vowel, and is therefore a 

consonant, then the (L) (لام) is a stop consonant and is 

therefore a vowel. The phonetic transcription of the word 

would be (– o – o) with each letter is represented by a single 

dash or 'o'. The unit is a whole is regarded as a foot, and may 

be repeated – as a sonic pattern called metre (البحةر العةعري). 

This foot has different forms but equally regular, such as (– – 

– o) as in the word kutuba (where ku and tu and b are 

consonants, followed by the long vowel (a) (ا  It is to be .(كْتبْةن

noted that what counts in Arabic verse is the phonetic not the 

written form of the word. So, if the word was (ا  it is (كتبةا

transcribed phonetically as kutuban, without any change in 

the rhythm. So, a monostich (شطر) that is, a hemistich (  نصة

 :like (بيت 

سنناا  قاا حن ز  ق  ري زن  أنق بيل  ترْ 

(Aqbel turzaq rizqan hasana) 

Would be symbolized by (→ – o – o / – o – o / – o – o / – – – 

o /) where the last word consists of three consonants 

followed by the vowel – either (a) or (an). 
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3. Arabic / English Prosody: 

A famous example of the regular metre in English is a 

'pastoral' ( رعوية) poem by Christopher Marlowe. Here is the 

opening line: 

Come live with me and be my love 

When you read it normally, you find that the second word is 

always stressed, the first always unstressed. Each word is an 

independent syllable, and each combination of two such 

syllables makes a foot, whose rhythm is (v –) which we call 

iambic. When you read the stressed syllables, you can get 

some sort of meaning, which is the opposite of the 

combination of the unstressed syllables: 

Live    / me   / be   / love / 

Come / with / and / my   / 

The stressed syllables are operative words, a verb, an object, 

an infinitive and a noun. The unstressed syllables are mostly 

inoperative. So, the pattern lakes the following form: [v – / v 

– / v – / v – /]. As there are four feet in the line, we call it 

tetrameter (  .This is how we make it .( رباع 

    v       –     v     –     v   –    v     – 

Come live with me and be my love 

or 

    x       –     x     –     x   –    x     – 

If we reproduce the line in Arabic, we may do it in prose, 

saying for instance: 
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 حبيب   بحتص ا ولأقبل ولنعش معا 

As prose the line has no pattern of any bind: transcribed 

phonetically it may look like: 

(from right to left)

 o/o////o//o//o//o/o/o/ 

In other words, no recognizable units are repeated. If we 

translated it into verse, we may have: 

ك  أنق بيل  شن   حْب ي   عني عي  يا   ني اري

Which would be thus phonetically transcribed: 

 ء ق ب ل   ش ا ر ك   ن ي ع ي   ش ي ي ا   حة ب ب ي

|   |  |   |  |  |  |  |   |  | |  |   | | | |   |  

|  | | 

(from right to left)  o  / o  /  o / o  /  o / o/   o/o/  o / o / 

     —         —      —       —      — 

Note that ( حب) is transcribed phonetically as (  حْة ب  بةي ي). This 

should be enough to indicate the meaning of rhythm in both 

English and Arabic. Now for actual examples firm the 

English lyrics. 

4. Translating Metre: 

A famous ditty by Robert Burns reads: 

O my luve is like a red red rose 

That's newly sprung in June 

O my luve is like a melody 
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That's sweetly played in tune. 

The initial 'o' in lines 1 and 3 is an extra syllable that does not 

count in the scansion, so that the line consists of four feet, 

each consisting of one unstressed syllable followed by a 

stressed one (u –) thus   

 v     —   v  —  v —    v   —   

my luve is like a red red rose 

    v       —  v     —    v   —    

That's newly sprung in June 

 v     —   v  —  v —  v  –   

my luve is like a melody 

    v         —  v     —     v   —   

That's sweetly played in tune. 

This means that the first line is tetrameter (four feet) 

followed by a line of three feet only (trimester). The 

remaining lines follow the same pattern. The rhythm is called 

iambic and is described as a rising beat ( صاعد  As .(إيقاع 

modern stylisticians affirm, the meaning of the poem 

includes the rhythm as well as the imagery conveyed by the 

words. So, if you translate the words only, you will have 

conveyed only part of the meaning.  According to Enani 

2020, we will take this example: 
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 حبيبت  تعبه وردة حمراء قاني  

 تفتحت حديثاا ف  شهر يونيو 

 حبيبت  تعبه لحناا 

 معزوفاا بحلاوة وفق النغم  

This prose version looks like a paraphrase but fails to give us 

the full meaning of the poem. If we, however, do it in verse, 

the meaning is more likely to be complete: 

 حبيبت  شبيه  بوردة حمراء قد زهت بلونها 

 تفتحت ف  الصي  هذا اليوم فوق غصنها 

 جمالها ف  لحنها  حبيبت  أنعودة

 توافقت أنغامها وذا رنيْ حسنها 

The metre here will be different from the previous one 

(called khabab) but will be another Arabic metre called Rajaz 

ز) جةن  ,The rajaz foot could consist of two short syllables .(الرَّ

followed by a long one, or two long syllables. The syllable in 

Arabic is necessarily different from an English one: it may be 

called a segment, as it consists of a single vowel, as in min 

 where the vowel is represented by the stop consonant, or (مْ)

an ordinary vowel, like (مةا) maa; each is referred to as "stop" 

 and the segment in this case is regarded as short. It is ,(سةُون)

the kind of segment that is repeated 10 times in the line ( أقبةل

 given above. The long segment consists of (شاركن  عيع  يا حب 

a consonant followed by a short vowel (ma) (ة  then by (مةن

another followed by a "stop" – such as takun (  ْ ةةْ  Put .(تنُ

together, the three segments would be something like maa 

lam takun (ْمةا لة  تُة) the symbol of which is (from right to 
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left): [o//  o/  o/]. The three segments are together called a 

foot of the rajaz metre. It is repeated in the hemistich (العةطر) 

three times, normally, thus 

ي   أنننا   ن دي ْ      عي ُْ ا   لن    تن  لا  تنن سنني       من

                                     o//  o/  o/  

o//  o/  o/    o//  o/  o/ 

Now, there are acceptable modulations ( زحافةةات) in both 

Arabic and English prosody (  العةرو). In English we may 

have a modulation of the iambic foot (v –) into the reverse 

beat (– o) called trochee, and the adjective is trochaic.  In 

Arabic, we may have two long segments in a foot instead of 

two short ones followed by a long one, thus (  ة بةةي ي  بن تي ي  (حةن

from right to left [o//  o//]. So, the rhythm of the versified 

translation of Burns' ditty would be: 

اءن          رن م  دنةٍ / حن ر  بييبنتي  / شنبييهن ٌ / بون /نيهنا حن هنت  بيلنو        قند  / زن

o//   o//  o//     o//o/o/   o// o//  o// o//   o// o// 

ا   نيهن /قن غْص  مْ فنو  ي  ي هة/ةذا الينو  ت  / ف  الصَّ  تنفنتَّحن

       o//  o//      o//o/o/       o//  o/o/        o// 

o// 

ا  نيهن الهْا / في  لنح  من بييبنتن  / أنْ عْودنةٌ / جن  حن

                      o//o/o/  o//o//   o// o/o/   o//o// 

ا  نيهن ْْ حْس  نيةي ة/ة ذنا  رن ا  / ون هن ا فنقنت  / أنن غنا من  تنون

     o//  o//     o// o//     o//o/o/    o// o// 

An advocate of 'formalism' may demand that the four 

Arabic lines be of equal length as is the tradition normally 

observed in Arabic verse, but this rule is no longer applied in 

modern poetry. If applied, the first line should read: 
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 قاني    بوردة   حمراء   حبيبت      شبيه            

                         o//   o//o/o/    o//o//   o//o//    

o//o// 

Or even in less words: 

 لونهْا       /الحمراءي   زاهٍ     /حبيبت  / كالوردةي         

                        o//o/o/       o//o/o/         

o//o/o/    o//o// 

But as the (n) (النون) is followed here by a short 'o', the whole 

rhyme scheme has to be changed. If not, it may be regarded 

as 'flawed', and the flaw is called (إقواء). If the first alternative 

is chosen, the second line should have a different rhyme: 

 /ف  شهر يونية/ةو زاهي    تفتحت / لتوها

                       o//o/o/      o//o/o/      

o//o//   o//o// 

The point is that rhyme and rhythm have come, according to 

modern stylistics, part of the meaning of the text. This is the 

prevalent view now, as discussed in detail by Stockwell 

(2009) and (2012-2014), confirmed by Sotirova (2016), and 

corroborated by Browse (2018). Rhyme and rhythm have to 

be changed as the phonology of the target language is 

necessarily different: So, while the metre changes from 

tetrameter to trimeter, from the odd-numbered lines to the 

even-numbered ones, the Arabic translated text consists of 

equal 4-foot lines, i.e. tetrameters. Sometimes the translator 

follows the source text if the alternation of meters appears 

significant to him or her. An example is the so-called 

"sublime epitaph' by Wordsworth: 



 ( 2021يناير ) 1عدد   1مجلد     والآداب ( ) اللغويات       الإنسانية للدراساتمصر  جامعةمجلة 

 
 

 
(THE TRANSLATABILITY OF PROSODY…)                             AYA AWAD  

 
 295 

A slumber did my spirit seal 

I had no human fears 

She seemed a thing that could not feel 

The touch of earthly years 

No motion has she now no force 

She neither hears nor sees 

Rolled round in earth's diurnal course 

With rocks and stones and trees. 

The alternation of tetrameters and trimeters, thus 

v    —    v  —    v  —  v  —   

A slumber did my spirit seal 

v —   v   —  v     —   

I had no human fears 

Is reflected in the Arabic version: 

تن  ا خن   ن النُّعناسْ على رْوحي  وغنيَّبنهن

فن البنعنر   اوي خن ا من حن  ومن

ا  سْهن  فنبندنت  ليعني ني  فنتناةا لني سن تنل من

يْ والقندنر   ني  يندن الس ي

The odd-numbered lines belong to a complex metre called al-

Baseet (البسيط) while the even-numbered belong to the rajz, 

but this only occasional, or even accidental, as the rest of the 

poem shows. 
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ت   ةْ ان دنثنرن نُننت  والقوَّْ  فالآنن قند  سن

انْ  من عي والبنصنري ومنضنى زن  السَّم 

ا  تنهن رن يْ الأنر  ي دنو   وغندنت  تندوْرْ بيبنط 

ري  اري والعَّجن جن ري والأنح   كنالصَّخ 

Here we have variations of al-Baseet and the rajaz (or al-

kaamil). The first line is a straightforward Baseet, the second 

a modulated kaamil, the third Baseet and the fourth the same 

as the second. Vital to this rendering is the unity of the main 

rhyme ( صر / العجرالبعر / القدر / الب ) which establishes the sonic 

leitmotif, further bolstered by the (ha) (ها) rhyme in lines 1, 3 

and 7. So, as the rhythm and rhyme help to bind the lines 

together in the English text, they do so in the Arabic text 

producing the textual cohesion, which is conducive to 

coherence, with variation in the metre and the rhyme scheme. 

Note that the caesura in line 5 (the internal rhyme dividing 

the line into two equal parts) supports the deictic change 

from the 'I' of the speaker to the dead girl. Part of the unity of 

the poem is therefore due to the behaviour of the language, 

both as rhyme and rhythm. Without these two factors, the 

meaning of the poem would be incomplete. 

Sometimes the poet builds a poem in the form of a series 

of quasi-conditionals, followed by what looks like a 

conclusion. The main feature here is parallelism: each distich 

 and a result (مقدم ) consists of a premise (بيت شعري مْ سطريْ)

 The structure in toto looks like a sustained figure of .(نتيج )

speech. An example is Shelley's famous poem "Music …” 

Music when soft voices die 
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Vibrates in the memory 

Odours when sweet violets sicken 

Live in the sense they quicken 

Rose leaves when the rose is dead 

Are heaped for the beloved's bed; 

And so thy thoughts when thou art gone 

Love itself shall slumber on. 

The rhythm of the lines sounds regular enough, though we 

have variation in the number of syllables used in the eight 

lines, 7,7, 8,8, 7,8 and 7,8. This is said by Stockwell to 

constitute "subtle variations" which serve to "prevent the 

repetitions becoming monotonous" (2012, p.71). Monotony 

 was once regarded as extreme regularity required in (الرتاب )

every Arabic poem of the classical type; it is today avoided 

in most modern Arabic poetry. Instead of prosodical 

regularity, Arabic poetry relies on internal regularity, as 

Shelley's poem clearly shows. Each distich consists of a noun 

phrase (NP), a conjunction (conj), another noun phrase 

consisting of a pre-modifier and a noun (pre-mod+N), a verb 

phrase (VP), plus another VP, a preposition (prep), then a 

noun phrase (NP). The following is Stockwell's analysis:  

There is syntactic repetition here, in the form of a 

brief initial noun phrase > followed by a relative 

clause with a conjunction 'when', a pre-modified 

noun phrase and a verb phrase > followed by a 

main verb phrase > and ending with a prepositional 
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phrase consisting of a preposition and a noun 

phrase. There is also some parallelism across the 

semantic relationships of these lines. For example, 

the initial NP emerges from the NP in the relative 

clause (music comes from voices, odours come 

from violets, rose leaves come from the rose). 

There is, of course, some variation within these 

basic repetitions: the lexical realization of the 

initial NP ('music') is not repeated; though the 

conjunction 'when' is repeated, the later preposition 

is varied ('in, within, for'); though the final NP 

always begins with a determiner, the rest of the NP 

is variable. An intense reading can examine the 

significances of the variation. For example, the 

semantic progression across the initial NPs goes 

across the senses from sound ('music') to smell 

('odours') to a combined sight and touch ('rose 

leaves'), and this progression scales from most 

intangible to most material. Furthermore, at an 

iconic level, the single senses are referenced with a 

single lexical item here while the doubled sense is 

referenced with two words. A particularly intensive 

reader might even notice that the synaesthetic 

blending of sight and touch is iconically matched 

by the potential multivalence of the nouns 'rose' 

and 'leaves' as active verbs, where there is no such 

potential in the single-item occurrences 'music' or 

'odours'. (2012, p. 69) 
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The fact that there is variation in the linguistic structure 

of the poem is reflected in the prosodical pattern, 

phonologically approached. This means that the translator 

should aim at conveying the regularity of the metre and the 

modulations which account for the variations. A prose 

rendering of the lines cannot reproduce the variations 

because it cannot reproduce the regularity in the first place. A 

professional translator may render the lines in prose as 

follows: 

 عندما تموت الأصوات العذب 

 تتردد ألحانها ف  الذاكرة

 وعندما تمر  البنفسجيات الحلوة 

 يحيا شذاها ف  الحس الذي تحييه. 

 وعندما تموت الوردة

 حبوب لمتجمع أوراقها فراشاا ل

 ْ  وهُذا فعندما تغيبي

 تغدو أفُارك فراشاا ينام فيه الحب 

Grammatically and consequently structurally, the Arabic text 

is logical and idiomatic enough. We have parallel distichs, 

consisting of all the elements mentioned by Stockwell. No 

one may quarrel with the correspondence of the Arabic text 

with the source text communicatively, according to 

Newmark's distinction between communicative and semantic 

translation. A semantic translation, according to such a 

distinction, should reflect the internal pattern rhythmically 

and, therefore, phonologically. This may be achieved in a 
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verse translation in which the foregrounding of the initial 

noun phrases is maintained, and an adequate interpretation of 

the concluding distich is provided. Critics are not agreed on 

the meaning of the word 'gone' in the penultimate line: some 

claim that it means 'dead', but most commentators assume 

that the poem was addressed to his wife Mary, who gave it 

the title "To —", when it was published in 1822 (only after 

the poet's death, though it was written in 1821), and that 

'gone' simply means "when you are away." The interpretation 

of "thy thoughts" in the verse rendering gives meaning to the 

whole poem. Here is the verse rendering by M. Enani: 

اتْ العنذ   ون نْ تنمْوتْ الأنص  ي يقنى حي     بن المْوسي

بن    ةي الطَّري رن  تنغ دوْ ذنب ذنبن ا ف  الذَّاكي

اهنا  ائيعنٍ  إ ن ينع تنلَّ بنهن  وأنريجْ زْهْوري بنننف سنجن رن

سناسي النَّابيض بيعنذناهنا يًّا ف  الإح   ينب قنى حن

دنة   ر  وتْ الون نْ تنم  دنةي حي ر   أوراقْ الون

عْ  تنمي لنصن وْدَّه  تنج  بييبٍ أنخ  شي حن  ليفنر 

تي بيبنالي  إن  وكنذا  طنر  ب تي خن   غي

بنالي  قدْْ فيه الحْبُّ حي اشٍ ينر   كنفيرن

 

In our analysis, it has been noted that prosodic features are 

crucial in determining meaning in languages, and when it 

comes to translation, rendering these features should be given 

precedence over other cultural and linguistic features. The 

analysis shows that rendering prosody seems to be difficult 

as it is language-specific, a point with which Perego (2003) 
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agrees. Since intercultural communication is said to be the 

ultimate goal of translation, it is true that some elements in a 

language may not be translated because meaning dwells more 

on what is implied rather than what is actually said — 

pragmatic import. 
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 ترجمة الأوزان الشعرية في اللغة الإنجليزية والعربية 
 آية عوض شحاته مبروك

 :مستخلص
،ع ع لعمممم عروضلممملعرويضبمممرعو أممم  ع عع  رلعرويمممض عروض  مممرععلممملعروضممم   ع ممم 

يلمععللعروضم   ع ضعععللعروض   ع م عرولللمبعوم عع يمفعروي ر لمفأعمع ع ملعمم ع 
دعروكلرععلىعكيفيةعنطقعروكليةع عويسععلىعكت وته عمع عتضتيفعبأم  علاعتي ر  عع

للتهممم عرعم تكمممع ععلمممرعرويمممض عروض  مممرععلمممىعرويلمممعرلعرواممم يرعولكليمممةعروض  يمممةع عتيض
رلأسمم )ع عيضممبعرعمع عتتيممربعبأمم  عرويممض عروض  ممرعممم عكمم لعروكليمم  عيممرعرول ممةع

قبممم عولكليمممةععلمممىعنطع عسممم تب  ع عتضتيمممفععروض  يمممةعتتممم وسعمممم عتحممميل ع عمتأ كممم  ع
لاع أحم عضمي عروم  لعرويمض أعمعع– غلعكت وتهععع–بألثععلعكبع  فعلاعيبطقعع

تيضممل  عمضلبممةعة وتممةعمعممب عيمم عل ،ع  ممكوأععسممسعروي ر لممفأعبأمم  رعوليممض ع ع  ممفع
ميم علل ،عميمم علت ،عمتيم عل ،عميضمم لا ،عيم ع ت ،عمحممتيضل ،عيم ع ت ،عمحممتيضل ع

وط يبع،عبأ عرو حيطع،عبأم عرويفيمفعبأ عرع ض  رعروييه   ع رع عبأ  عرويض عرو
،عبأمم عروممم ري ع،عبأممم عروك مممبع،عبأممم عرو ممممبع،عبأممم عرو  ممعع،عبأممم عروهمممع ع،عبأممم ع

ولفيفع،عبأ عرويبحم  ع،عبأم عرويثتمثع،عبأم عرويقت م ع،عبأم عروح يعع،عبأ عر
 روي   عع،عبأ عرويتق  بع،عبأ عرويتفر كم

ل ممةعرلانثللعيممةعر ععلع ي عرو رول ممةعروض  يممةع عتمم كم لعرويمم اعع سممععوممل عتمم  ي ع
رلأ وىعم غلةعب وقفمعقي س عب وع نيةعع  كولأعيإلعرول ةعرلانثللعيةعتيتقفع وأعروتف ي ع

تيم ع قم )ع.  ظلم عبمهعو م  عمضلبمةعك وض  يمةع عروضو يمةع عرو تلبيمةعرويقمف)عرومكأ
ظملعرول م  عيمرعرول مةعرجنثللعيمةع عمض ( rhythm / meter ) روم  لعرويمض أع
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 عروكليم  ع . ( feet ) ععصم ل  عمم عرويقم تععتحميىعرو  مفر عبيثم ميعرو   يمة
   عغلم عروييممفدع ( stressed syllables ) تقم )ع يقم عوليقم تععروييمفد 

unstressed syllables ) عمعرعوه ع ع  عرويعي  عيرعرويض عرلانثللعأعتأفيفرع
 وهذه الدراسة تلخص التالي:

ويلمعرلعروام يرعرلأسم )ع ععلىعرعرعللعروض   عروض  عتضتيفعروتيضللةعيرعع-
ب لاعتيمم دععلمىعروأمم  فعروحم تبةع عرويتأ كمةعتمملعر ام  عتيضممل  ع م ع عيضمبعرعع

عس سيةعو أ  عرويض عروض  رعمعبع محتيضل عرع عغل   عمعولبي ع،عروتيضللةعيرععللع
عروضمم   عرلانثللمممعأعت تكمممعععلمممىعرويقممم تععروييمممفد ع غلممم عروييمممفد ع عوممميسععلمممى

عم كةرويتأ ععروأ  فعروح تبةع 
 رعتيضل تهعروع وتمةع،ع عة  تهم ع م عة م  عوكبعبأ عم عبأ  عرويض عروض عععع-ع

وت كلوه ع ععفد  عع   عمعولبي عو أ  عرويض عرلانثللعأعتيضمل  عة وتمةعمم ع لمثع
عع. دعفعضورعثعروت كل ع عوكبه عويح عة وتةعم ع ل

نهممم ع ع ععممفدعتيضل تممهعوكعبممفع كمم عرو أمم عرويممض أعروض  ممرعيممم ع   ممةعوممككع-
،ع ع عب ويض عرلانثللعأعتلعمع ك ععفد  ه   ع عة وتةعولبي ع  يةععفدعروتيضل مي

 . يكك عروضفدعب ول ةعرو تلبية
الأصةوات  - الأصةوات السةاة ة  -  الإيقةا   –  العةروض  الكلمات المفتاحيةة:

 .ةالمقاطع الصوتية غير الم بور  –المقاطع الصوتية الم بورة  - المتحركة


