SOMALI PROSODIC SYSTEMS!

Joan William Johnson

A recent breakthrough by two Somali scholars,
Maxamed Xaashi Dhamac and Cabdullzahi Ditriye
Guuleed,? has repopened the question of Somal
prosodic systeis and has led to an undersianding of
the units by which Somali classical and other poetry
is scanned. These two scholais discovered, appa-
rently independently, that the four classical genres
are scanned quantitatively, that is by counting tem-
poral units on the line. They are not scanned by
tone, Or by stress patierns, or by any other method.
What stumped us for years was the exact nature of
the units which were 1o be scanned. Maxamed and
Cabdullaahi discovered that the mora {also calied
chronos and chroneme), and not the syllable, is the
key unit in Somali classical prosody. We shall re-
turn to this unit Jater. but first a bit of background for
the sake of orientation would be usetul here.

The Somalis live on the eastern Hom of Africa.
They number somewhere around five million and
are approximately 70 to 80 percent nomadic, being
herders of camels. sheep and goats, and (in the
southern regions) cattle. Their literature is almost
entirely oral, although there is now a growing body
of written literature due to the government's deci-
sion to use the Latin alphabet for transcribing the
language.® By far the most important form of oral
literature in Somatia is some 35 (or more) genres of
poetry, all of which have been skiltfully described
by the Somali scholar Muuse Xaaji Ismaaciil Ga-
laal.* The most important of the traditional genres
were described and examples of them were pub-

Jished by Andrzejewski and Lewis in their book
Somali Poeiry: An Introduction (1964). The mod-
em poem, which is also oral in nature and which has
had a powerful impact on recent Somali social and
political life, is called the heeilo or hees. 1t was
described in its historical context and examples of it
were published in my book Heellooy Heelleellooy:
The Development of the Genre Heello in Modern
Somali Poetry (197437 The present essay will con-
centrate only on a detailed textual description of the
prosodic systems of the four classical genres catled
gabay, jiifto, geeraar, and buraambur . The reader
may refer to the above mentioned books for such
other topics as function and context of Somali vral
poetry. Let us put the four classical genres into
perspective in relation to the rest of Somali poetry.

Until the advent of the two radio stations in
Somalia,® and the birth and growth of the modern
heello, Somali poets were non-professional as the
great majority of them remain even today . That is to
say, poets did not earn their living by their skills.
Indeed, everyone was permitted and encouraged for
reasons of gaining prestige to participate in this
artistic endeavor, but, obviously, a minority were
really genius at it. The four classical genres were
considered the highest forms of poetic expression
and were reserved for the serious political, social,
and philosophical commentary: thus, our designa-
tion of them as *'classical.”™

The Somali poetic creative context is very in-
teresting to many students of oral literature and
folklore in that, while oral in nature, it is not for-



mulaic in the Perry-Lord sense of that werm.” In
other words, composition and recitation are not
psually simultaneous. Verbatim or near verbatim
memorization, an old topic in folkloristics recently
reopened by Ruth Finnegan,® is very important in
the diffusion and ultimate preservation of this type
of oral art. When vartation of a specific poem oC-
curs, which is relatively rare. 1t usually takes the
form of transposition or omission of entire lines
rather than of words on a single line. Such memori-
zation is made possible by the incredible constraints
of prosody placed on the genres, the rules of which
are explained below.

Exceptions to the normal practice of composition
in private oCCur. Friends sometimes assist 2 poet in
his creative process of composition. Moreover,
noetic combats in Somalia often require an on-the-
spot response o 2 poetic chalienge. which, foci-
dentally, requires the same alliteration in the reply
2s was found in the challenging poent. In these
cases, license is given the poet, 2 license which
would not be permitted in other confexts. The poet
is given more time to work out his lines; he i3
permitted to leave a line unfinished while he pro-
ceeds with other lines and o returm 10 the difficult
line later; and he is permitted to " stru ggie through™’
a line. sometimes mumbling through part of the line
with which he is having difficulty. In the latter case,
repetition is allowed, each repeat producing more
words and fewer mumbling as the line is completed
and perfected.

One result of the normal composition in private is
that the contexts of composition and performance
may be separated: therefore, composer and reciter
represent two different, albeit overlapping, skills.
Once composition of the peem is completed in pti-
vate, it can be recited by either the poet or by an
agent to whom the poet has taught his poem. In this
contexi. authorship of specific poems may be as-
signed and remembered. This practice in fact is a
part of Somali poetic tradition.

We must now turn to the question of how genres
of Somali poetry are differentiated, for there is more
than one method by which this process is ac-
complished. and it is impertant to point out that
metrical structure is not the only method. We are
designating a genre as such. not by a cross-cultural
theory. which is certainly valid when discussing
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other aspects of prosody not deait with here, but by
Somali standards only. In short, a genre of Somali
poetry may be defined here as a form to which a
Somali name has been assigned.

First of ail, as mentioned above, there is quan-
{itative scansion. The numbers and combinations of
numerical units differentiate some of the genres of
Somali poetry . Another major method is melody. In
Somali poetics, all genres can be sung; some may
also be recited as well as sung, while others must be
put to music. Examples of the latter case are the
geares we call mimiatire. In Somali they are called
wiglo, dhaanto, hirwo, and belwo, and they last
from two to ten lines in length. With these genres it
is the melody that makes the difference.® An ex-
periment] tried with the Somali poet and playwright
Kasan Sheekh Muumin sought to prove this thesis. 1
later leamned that B.W. Andrzejewski had carried
out the same experiment with the Somali scholar
“uuse Xaaji Ismaaciil Galeal some years earlier
and obtained the same results. The hypothesis was
his: recited, the genres could not be differentiated;
sung, the genres could be identified. The method
used to test this theory was simple. If melody were
the only factor differentiating the genres, then the
same text, regardless of its generic designatior.,
could be sung to any of the four melodies. This
assumption in factturned outto be true. Awiglo text
was chosen, and the poet was asked 1o “convert’” it
from a wigle to a dhaanto, then 0 a hirwo, and
finally to abelwo, simply by changing the melody.

Other genres appear to be differentiated by a
combination of quantitative scansion and the appro-
priate subject matter reserved for the form. Hees-
geel, ‘‘camel- song,” and hees-adhi, “‘sheep and
goat song,’ are examples. Context even appears 10
come into play, as with such genre differentiation as
hees-wadaameed , **first camel watering song,”’
and hees-rakaadeed, ‘‘second camel watering
song.”” The first time the camels are watered, the
genre employed is rapid and rhythmic, as the
workmen are not yet tired out and can keep up a
quick pace in slinging water containers up and down
sometimes very deep wells dug into dry river beds.
The ‘‘second camel watering song,” however,
finds two very tired workmen whose slower pace is
matched by a very much slower rhythm to the song.
But more research is needed to be certain of these



LT AT

AR

OF AFRICA Volume 2, No. 3

:, and this research is being vigorously pursued
l + several scholars and their students at the Depari-
wwent of Semali Language and Literature in the
National University of Somulia and at the Academy
of Somali culture,' a research and publishing in-
sutuze funded by the Somali government. The latter
as accepted for publication the works on scansion
¥ the two Semalis mentioned at the beyinning of
s essay. 't At the moment only Maxamed's work
fhus seen printin the nationad daily newspaper. Xid-
1 Oktoobar (October Star).
The modern fieelio is delivered as a lvric to song
music and is differentiated from other genres by
everal criteria. Every heello melody is different
rom every other keello melody, as with any song.
Quantitative units are not operative, as the poetic
ting is dominated by the melodic beat of the music.
This form of prosodic constraint external to the
Lnguistic structure of the line has been described by
Chartes S, Bird.'® With the fieello, musical instru-
ments are used to accompany the genre and there
appear o0 be no constraints at all on the subject
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Finally, we come 1o the four classical genres,
which we wish to describe in detail. As mentoned

ave, 1was the two Somali scholars who pm\‘mad
the breakthrough in this study by isolating the
b

uallest units nhhhquqnn ative scansion, My own

contribution has been to isolate metron or foot pat-
terns, thereby providing u distinct definition of the
meter of each genre. Altogether § analvzed scansion
patierns of published texts of three gabays, three
zeeraars, three buragmburs. and a jilfto. amount-
ing to some 604 lines.' Detailed statistical analyses
followed, and my conclusions are based on this
work. It must be made cleur at this point that this
research has only just begun, and the conclusions to
which we have come to dute 1
tentative,

Let us begin with a discussion of characteristics
common to all four classical genres. Also a quick
word on terminology. Many phenomena found in
Semali scansion are also found in Greek oral poetry,
and it 1s from the study of Greek and some Latin
prosody that many of the terms are taken.!®

The smallest unit on the classical line is the mora,
defined simply as the temporal duration of a sy liable
containing a short vowel. A svilable containing a

ust be considered

-

forig vowel, then, is equivalent to two morae. In-
stead of counting syllables. as we tried for years to
do, we have learned to count morae. Monosemic
units are one mora in length, while disemic units are

itwo morae in length. The latter may consist of two
“short syllables, or a long vowel, or a

diphthong
tollowed by a consonant.'®

The next largest unit on the classical line is the
meton or foot, which can be defined as a pen-
tasemic unit. Put another way, a classical foot con-
tains from three to five syllables, equivalent o five
morae.

The remaining sublinear unit, the hemistich or
half line, occurs only with the gabay and the jiifio .
Both these genres contain a cacsura or pause be-
tween each half line. The caesura has a tendency to
oceur between clauses or smaller sense groups but is
constrained only in that it must not fall in the middle
of a word.

As with Greek prosody, there are several catego-
ries of syllables which may be described as permis-
sible variations to the “*proper’’ rules of the line.
We have so far isolated three acceptable variations:
syllabula anceps, anacrusis, and truncation,

First, the anceps sy 1db1§__‘5 one which may be
counted as lons or short according to the poot’s
reeds on any given line of poetry. At least six
Linguistic combinations provide anceps possibilities
tor Somali. A diphthong of either a long or short

vowel, foliowed by the offglide, followed not by a
consonant as in the above mentioned variety, but by
a vowei or by nothing at all, will allow the syllable
to be counted as either a monoseme or a diseme.!”

The second anceps variation involves the prever-
bal pronouns which normally have long vowels.
First person aan, second person aad, and third per-
son, masculine singularuu, may be counted as long
or short. The auxiliaries waa and bag normally have
long vowels but are the third anceps variation, while
the fourth is the conjunction oo. The other conjunc-
tion in Somali, ivo, cidentally. is often contracted
to the word preceding it by elision of the last vowel
in that word. 4niga ive (five morae), “"land ...
for example, may become anig'ive (four morae).
The fifth anceps is the suffix -i/, a noun determiner,
and the last exampie of anceps is the negation parti-
cleaan . It should also be pointed out that there may
be other anceps yet undeciphered. For the time




being, they fall statistically in the catagory of *‘bad
lines.’

The second variation of the proper line is the one
which permits an anacrusis or up-beat before the
first foot, thus allowing six morae, but only in the
first foot. The result is either an extra short syllable
or a long voweled syllable in place of the initial
monosemic unit on the line.

Finally, truncation or loss of one or more sylia-
bles is permitted on the classical line. It takes sev-
eral forms. Catalexis is the Joss of one monosemic
syllable at the end of a half line or line.
Brachycatalexis is the loss of a disemic unit, which
can be either a long-voweled syllable or two shorts.
The loss of three morae may also occur and may be
classed under the general rubric of hypercatalexis.
fnitial truncation also occurs, producing an
acephalous or ““headless™ foot. The latler is the
opposite of anacrusis,

Turning 1o the gquestion of meter, the gabay, the
Jiifto, and the buraambur are IGU’Op(}qu s that is,
they contain four feet per line. The geeraar, on the
other hand, is a dipody with only two fest per line
The metron itself, as we have indicated, is always a
pentasemic unit, and eight varieties exist for the
“iasgical genres. Greek namnes exist for all these

feet, but they are somewhat inappropriste for Som-
ali prosody.*® We have simply assigned an alphabe-
tic fetter 1o each foot. Using macrons 1o mark dis-
emic syllables and microns to mark monosemic
syllables, the eight feet may be transcribed as fol-
lows:

w L2
A. - - -

By == o v »

F."“_—"-"'
Go v v v —

H. — - e
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When these feet are employed in a classical
poem, the poem may be described as an episynthe-
ton; that is to say. the same type of foot does not
have to occur in each of the pentasemes on the same
line. It would be impossible to describe a Somali
poem as a tetropody in A foot, or 2 dipady in B foot,
because both these feet and any of the others may
occur on the same line and on any of the other lines
in the same poem. In fact, the statistics indicate a
tendency toward a line of at least three different
varieties of feet, the fourth one being the same as
one of the other three. The geeraar, which is-a
dipody, is the exception to this tendency. None of
the several hundred lines we scanned in the other
three genres permitted four identical feet on the
same line. To illustrate the episynthetonic nature of
these poems, the foot occurrence patterns of the
scanned examples given below are histed after the
translations.

Apart from the units of gquantitative scansion,

nother constraint, which is truly amazing about
classical and other types of Somali poetry, is its
alliterative pattern. The gabay, jiifto, and geercar
require that only one sound per poem may alliterate,
a sound being defined as a single consonant or all
the vowels collectively. A 150-line gabay, for -
stance, will have 300 words that aliiterate with the
same sound. Thus we may call any given poem a
gabay n Q7 or a geeraar in ““M”’, or ajiifto in
“vowels.””

Alliteration does not occur in words that are side
by side on the line. The only requirement is that
each half line in the gabay andjiifio, and each line in
the geeraar contain a word with the specified allit-
eration. The buraambur alliterates on each half of
the line (there is no caesura in the buraambur), but
this genre is an exception for another reason as well.
Each line must have two words that alliterate with
the same sound, but each new buraambur line may
have a new alliterating sound. In this respect, the
buraambur alliteration pattern resembles that of Old
English poetry.

The tendency statistically in about half of the
cases is for the first word on the half line to alliterate
in the gabay and jiifio and for the first word on the
line to alliterate in the geeraar and buraambur.
Where the first word does not alliterate, at least
some word in the first foot will do so. In 80 per cent
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A the cases we scanmed, the first foot contained an

alliierating word
One final comment on classical poetry in general
~encems larger line units. Classical poetry lines are
aranged In sirophes and not in stanzas. That is,
rsere is no set number of lines in this Iarﬂer unit,
sithough one classical poet, the Sayvid Maxamed
Cabdille Nasan, now honored in Somuia as the
nal poet. was known to compose some of his

Sy

ito
vabuys in triplets. A strophe is easily determined,
ot the last svilable of the last line of the sirophe is
aeld on a low note for a much longer period of time
than is Us counterpart on any intemal line of a
strophe. Moreover, it is also only at the end of a
strophe that the audience is permitted to interrupt
the performance, and only then with a reinf forcing
statement of appreciation, which might inciude re-
petition of the last half tine of the last line of the
strophe.

Turning now to specific characteristics which
which differentiate the genres, let us begin with the
most popalar and the most structurally constrained
genre, the gabay. The gabay foot pattern has inter-
aal constraints and may be defined as a diseme,
followed by another diseme, followed by a
monoseme, and may be symbolimd by the follow-
ng diagram. The spaces between the lines represent
morae, while a double vertical line indicates a foat
boundary. Internal foot boundaries are of two types.
The broken line may be crossed by a long vowel, but
the solid line may not.

I A

The foot boundary in any classical poem is easy to
recognize, because it is the smallest unit of recur-
rent patterns of morae on the line. Four such pat-
terns may be isolated on a gabay line, thus produc-
ing 2 line in tetrameter. Because of the internal foot
boundaries for the gabay, only the first four feet, A,
B, C, and D may occur in the gabay metron.

The structure of the gabay line may be sym-
bolized by the following diagram:!*

L]

W

.
.y
J—
.o
T =
e
‘e
L]
‘s
X
—
T
.o
s
-

The uniqueness of the gubay line lies in the fact that
the caesura falls after the first diseme in the third
foot: in other words, it does not fall at the f¢

boundary. Thus the first hemistich contains twelve
morae, while the second contains eight. Note also
that an anacrusis is permissible with this genre. The
following passage, alliterating in *‘D"", will illus-

trate how the gabay line scans.?

Somali text and scansion patiern:

PR \ A S

37. Pa daleeyey deyigoafru was, Kay diles pabvay e

Transiation:

(¥}
e

3. God has put out their fire and has dampened (the
valour of} their heroes;

34, They are not the weakest among people and yet they
have not fought (at all),

35. Have I not put these four Ipoints} one after the other,
like the (marked) sticks in the Deleb game?

36, Have lost the alliteration in the letter D with which H
began?

37, Have I not setit out clearly? Errors and prevarication

spoil a poem!

Foot Patterns:

33D - B A — D (with anccrusis)
34 A—D-—B—D
35.C—-B—~C—C
36. B — B -~ [} — C (with anacrusis}
37.C—D—D—B

The jiifto as well as the geeraar have no internal
metron constraints, and the jiifro line pattern may be
diagramed as follows;

e
.
.
.
»
e
e
e
.
°

There is, however, a definite tendency for each foot
to begin with a short syllable. thus:

L Y TR

“e
X3
.o

All eight feet are therefore possible, but B, D, and H



are decidedly unpopular with thejiifto, as the statis-
tics indicate for the materials we analyzed. The line
is again in tetrameter, but the caesura falls in the
exact center, after the second foot boundary. The
first and second hemistichs are, then, equal, with
ten morae apiece. Alliterating in “*D"", the fclow-
ing passage will demonstrate Jitfre line scansion.?!
Note that initial truncation ocours.

Somali text and scansion patiern:

i #

S .;mbs waa k3 dabo geli,

4 5 :

lakenkive gasikes
u »
L
£, Dirtsm beddii san kegd tago,
LU 14
7. Waxson Ksa dslboheyas,
x " e
LN w_—bl e e &
. & Intesd dawled u tahay,

1 nimenkasd,

16. 'tl;xsy iga dudduudeen,

Transtation:

5. bwill myself seek to recover the property and the oot
which they seized.
6. Were to leave a single penny w i them iny pledge
would be perverted.
- Whatclaim from you is only what you vourselt owe
me;
8. Since you are the government the responsibility is
VOUTS!
9. Can you disclaim those whom vou tricked into at-
tacking me?
10. Do they not swim in the prosperity which they have
gained from what they devoured of mine?

Foot patterns:

5. G — A — G — F (initial truncation on both hemis-
tichs)

6. G—A —F-—F

7. F—G-—~D—E

8. F -G —C—E

9. E—G-—-C—E

10, E— F—E — F (initial truncation on second hemi-
stich)

The geeraar’s foot constraints and tendencies are
identical to those of thejiifto. Moreover. there is but
one alliterating word per line. so that the geeraar
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line structure may be described as half ajiifto, thus:

Diagramming the tendency for an uncrossable
internal boundary to fall after the first monoseme
will render the following change:

The geeraar, then, scans in dimeter, with two feet
per line, a total of ten morae. It further differs from
the jiffro in that its truncation is terminal. Also
interesting to note is that anacrusis and truncation
may both occur. Finallv, the mode of delivery is
different for these two genres. The following pas-
sage, alliterating in “C’" will exemplify geernar

. an
scansion.©

Somali text and scansion pattern:

L. 11 !

e (24 L —-_rave oW

9. Nin hsbeenno casheeyay

! b |

4 I ~ W s

10, Cadar san hadh 1shsyn

| f

- w snmo. . - v “ s -

11, Iyo ceerysamsys ugu toosts,

| I i

- - - —— oy ——— W

12. Oo inuu caafiysddiiss
i ! f

w w " -

13, Cabbaar meel 1la fedhiisto
I l i

W emu— ~ w e

14, Ceqligaanay gelayn e.
| l }

—— « e ¥ W amms

15. Waar tolow, colks Joojsl

Translation:

9. He who sups plentitully every night
10. (Whom pride and prosperity shroud like) shadeless
cloud
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. {. And damp mist mixed together.
12, That in his good forune
3

13, He should repose in peace and tranquility
{4, Would be hard to credit,
{5, Oh clansmen, stop the war!
Foot patterns:
g ¢ F
1. C — E or F {with brachycatalexis)
i F— G {with anacrusis; “had’ line)
2. G—C
(3 F—C
4. C— E (with catalexis)
t5. H--C

The geeraar 1s more popular than the jiifro in
modern times, and its meter is said to match the
rhythm of nding on horseback. It is in fact a battle
poem, while the jiifro is a genre devoted largely to
philasophical and melancholic topics. The gabay
deals mostly with politics and social commentary.
These three genres are masculine poems, composed
and recited by men and without any accompaniment
of musical instruments, hand clapping, or much
audience participation.

The buraambur stands iv opposition to the latter
three in that it is composed and recited by and for
women., A drum and hand clapping, as well as
dancing, often accompany #s performance. No
internal foot constraints or tendencies exist for the
Guraambur . All eight feet are employed: indeed
metron H, unpopular with the musculine genres,
was the most popular foot in the examples we ana-
tyzed. The line, a tetropody, looks simply like this:

.o
.
.e
==
»w
.
..
.o
e
.o
.r
..
[=
.o
‘e
‘e
.
=

Like the geeraar, the buraambur has a tendency to
truncate, which can be observed in all but the last
line of the tollowing buraambur *

Somali text and scansion patterns:

teyr IP '\” a mars

S. Brsra timiptii g

Transiation:

1. You were the fence standing between our land and the
descendants of "Ali,

(Now in your departure) you are the sky which gives
no rain while mist shrouds the world,

The moon that shines no more,

The risen sun extinguished,

. The dates on their way from Basra cut off by the seas.
Foot patterns:

I

’Jw o s

E o H — B — E or F (with bra
EeH —-G—D

G -~ H -~ G -— E or F (with brachycatalexis)
G- H-G—D

A—G—H-—D

hVLde]\, \hr

[ R R S O

In closing, one can see how highly constrained
Somali classical poetry is, not only by foot and line
patterns, but also by alliteration. Knowledge of the
internal structure of these constraints now makes a
claim by some Somali poeis and reciters much more
credible, and that is this: it is said that some reciters
are so skilled at memorization that they can re-
member and recite a classical poem after hearing it
only once,

Notes

I A modified form of this paper was presented at the Ninth
Annual Conference on African Linguistics held «t Michigan
State Univensity, East Lansing. Michigan, ftom 7 to 9 April,
1978.

2. The speliing system employed throughout this essay is the
one officially adopted by the Somak governmeni on 21 Qctober,
1972. T have not, however, changed bibliographical citations,
where the spelling remains the same as it appears on the title page
of the work. For a history of the activities leading up to the
adoption of this alphabet, and for a description of the phonemic
referents of its graphemes. see Hussein M. Adam (1968), An-
drzejewski, Streleyn, and Tubiana (1969), and Andrzejewski
(1974a), (1974b), (1977b). and (1978, forthcoming). The most
imponanf innovations in this alphabet are as follows: the sv mbo}
{x) is emploved for the voiceless pharyngeal {b} or [h} and {c)
for its voiceless counterpart [ ].

3. For a good description of the rise of Somali written litera-
turg, see” Andrzejewski (1975).

a4, For a list of Muuse Galaal's publications, see Johnson
(1969) and {1973} and Mohamed Khalief Salad (19775,

5. Published by Indiana University Press for the Research
Center for the Lunguage Sciences, this book is now distributed
by Humanities Press.

6. For a de<cription of the impact of the radio on Somali
poetry, see Suleiman Mohamed Adam (1968) and Johnson
(19743, For its impact on language change, see Andrzejewski
(1971,

The basic book on the formulaic theory is Lord (1960).




8. See Finnegan (1976) and (1977) for thorough discussions
of this topic.

9. For a thorough description of these genres. see Johnson
(1972).

10. For a description of the Academy. see Andrzejewski
(1977a).

1i. See Cabdullaahi Diirive Guuleed (1978).

12. See Maxamed Xaashi Dhamac (1976).

13, See Bird (1971) and (1976).

14. Scansion and analysis was performed on texts in An-
drzejewski and Musa H.I. Galaal 119631 and Andrzejewski and
Lewis (1964). [ should tike to thank the authors and publishers of
these two works for granting permission to reprint portions of
these texts as examples in this essay. Note that the spelling in
these passages has been altered 1o conform with the new Somali
sational orthography.

15, Works consulted for terminology were Muaas (1962),
Raven (1962), Rosenmeyer, Ostwald, and Halporn {1963, and
Preminger (1965).

16. The diphthong which must be counted as a long vowel
may be symbolized by the following formula: # VG C #. The
symbol # represents syllable boundaries, while V stands for a
long or short vowel. The letter G symbaolizes the off glide, either
‘vl or fwl, and C represents a consonant.

17. The anceps dipthong may be symbolized by the formula:
# V G (Vy #. The parentheses represent an optional choice.

18, In the spirit of the movement in Somalia to modernize the
tanguage, I feel it would be more appropriate for Somali scholars
1o assign Somali names to these feet. Moreover. bacchiac and
palimbacchiac, named from odes to the Greek and Roman god of
wine, are decidedly inappropriate for naming poetic fe
ploved by a Moslem society. Listing the Greek names
edification and reference only: (A} Pentabrac
(Cy Third paeoun, (D) Palimbacchiac (Antib
pacon, (F) Bacchiae, (G) Fourth pacon.
phimacer)

19, The triple verticle line may not be crossed by a disemic
syllable, and it represents the caesura boundary, but it does not
necessartly occur between feet. Gnly with the jiifro does the triple
verticle ine represent both cacsura and foot boundaries.

20. The passage is from Andrzejewski and Musa H.1. Galaal
(1963). pp. 22 and 24.

21. The passage is from Andrzejewski and Lewis (1964),
pp.74-77.

22, Ibid. | pp. 130-31.

23, Ibid., pp. 138-39.
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