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Abstract: Arabic rhetoric, throughout its historical development encompassing revelatory discourse and poetic
modes of expression, has articulated a distinctive system of expression that foregrounds the interaction between
phonetic structure and semantic depth. This study aims to examine, through a comparative approach, the
literary and rhetorical relations between early Arabic poetry and the rhythmical, sound-centered discourse of
the Qur’an, which constitute two foundational narrative forms of classical Arabic literature. Within this
framework, the depictions of horses in Siirat al-‘Adiyat and in the Mu‘allaga of Imru’ al-Qays are analyzed on
the basis of phonetic devices such as fasila structure, alliteration, assonance, and rhythmic repetition. The study
evaluates the functions of these sound-based literary elements in establishing thematic coherence, intensifying
emotional density, and strengthening rhetorical impact within both poetic and revelatory discourse. In addition,
the research investigates how phonetic harmony contributes to the aesthetic perception of motion, speed,
tension, and dramatic imagery in the horse descriptions examined. The findings demonstrate that, although
certain formal parallels exist between the Qur’an and classical Arabic poetry, the Qur’anic text diverges
qualitatively from poetic language by employing these phonetic elements in a more concentrated, systematic,
and multi-layered configuration. In divine discourse, the selection of letters and words is determined not only
by semantic criteria but also by phonetic values, whereby sound, rhythm, harmony, and acoustic balance
become integral components in the construction and transmission of meaning.

Keywords: Alliteration, Assonance, Phonetic Aesthetics, Arabic Poetry, Qur’anic [‘jaz

Oz: Arap retorigi, vahiy temelli sdylem ile siirsel ifade bigimlerini kusatan tarihsel gelisimi boyunca, fonetik
yapt ile anlamsal derinlik arasindaki etkilesimi merkeze alan 6zgiin bir ifade sistemi ortaya koymustur. Bu
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calisma, klasik Arap edebiyatinin iki kurucu anlati formu olan erken dénem Arap siiri ile Kur’an-1 Kerim’in
ritmik ve ses merkezli anlatimi arasindaki edebi ve retorik iliskileri karsilastirmali bir yaklagimla incelemeyi
amaclamaktadir. Bu baglamda el-Adiyat Saresi ile Imru’u’l-Kays’m Muallakasi’nda yer alan at tasvirleri,
fasila yapisi, aliterasyon, asonans ve ritmik tekrar gibi fonetik sanatlar ekseninde analiz edilmistir. Caligmada
$6z konusu ses temelli edebi unsurlarin metinlerin tematik biitiinliiglinii kurma, duygusal yogunlugu artirma,
hareket hissini giiclendirme ve hitabi etkiyi derinlestirme islevleri ele alinmistir. Arastirmada klasik belagat
teorisi ile modern fonostilistik yaklasimlar birlikte degerlendirilmis; ayet ve beyitlerdeki harf dagilimlari, ses
tekrarlar1 ve vurgu unsurlarinin anlam iiretimindeki rolii incelenmistir. Bulgular, Kur’an ile klasik Arap siiri
arasinda bigimsel diizeyde belirli paralellikler bulundugunu; ancak Kur’an metninin bu fonetik unsurlar1 daha
yogun, sistematik ve ¢ok katmanli bir yapida kullanarak siir dilinden niteliksel olarak ayristigim
gostermektedir. 11dhi kelamda harf ve kelime tercihleri yalnizca semantik &lgiitlere degil, fonetik degerlere de
dayandirilmakta; ses, ritim ve ahenk anlamin insasinda etkin bilesenler haline gelmektedir. Ayetler ve beyitler
iizerinden yapilan ¢oziimlemeler, 6zellikle Kur’an tilavetinde ortaya ¢ikan akustik kompozisyonun muhatap
iizerinde giiclii psikolojik ve estetik etkiler meydana getirdigini ortaya koymaktadir. Bu ¢ergevede Kur’an’in
i‘cazinin yalnizca anlamsal degil, fonetik diizlemde de belirginlestigi sonucuna ulasilmaktadir.

Anahtar Kelimeler: Aliterasyon, Asonans, Fonetik Estetik, Arap Siiri, Kur’an’mn [‘caz
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Structured Abstract:

Arabic rhetoric has historically constructed a distinctive discourse that enhances the persuasive and
aesthetic power of speech by establishing a profound relationship between phonetic structure and semantic
depth. This relationship manifests itself most prominently in two foundational modes of expression: pre-
Islamic and early Arabic poetry, and the Qur’anic discourse grounded in divine revelation. While both
traditions employ sound, rhythm, and acoustic harmony as integral components of meaning production, the
Qur’an transcends poetic convention by reorganizing these elements within a uniquely systematic, multi-
layered, and functionally charged structure.

This study aims to explore the literary and rhetorical relationships between early Arabic poetry and
the Qur’an by focusing on phonetic artistry as a shared yet hierarchically differentiated expressive medium.
Within this framework, the study conducts a comparative analysis of horse imagery as represented in Surat al-
‘Adiyat and in the Mu‘allaqa of Imru’ al-Qays. Horses, as dynamic symbols of movement, speed, strength, and
emotional intensity, provide an ideal thematic axis for examining how phonetic devices interact with semantic
content. In both texts, the horse is not merely a physical or descriptive figure; rather, it functions as a rhetorical
instrument through which motion, psychological tension, heroism, and dramatic atmosphere are conveyed. The
analysis therefore centers on key sound-based rhetorical techniques, including fasila (rhythmic verse endings),
alliteration (consonantal repetition), assonance (vowel harmony), and rhythmic sequencing, evaluating how
these devices contribute to thematic coherence, emotional resonance, and rhetorical impact. Methodologically,
the study adopts a qualitative and text-centered analytical approach that integrates classical Arabic rhetorical
theory with modern perspectives drawn from phonostylistics, literary linguistics, and discourse analysis.
Selected Qur’anic verses and poetic passages are examined in terms of their phonetic composition,
morphological arrangement, syntactic organization, and pragmatic effect.

Particular attention is paid to the articulation points (makharij al-huriif), consonantal characteristics
such as plosiveness, frication, and sonority, as well as vowel distributions that generate rhythm, echo, and
acoustic intensity. These features are approached not merely as decorative aesthetic elements but as active and
functional components in the construction and transmission of meaning. In this respect, sound becomes
inseparable from semantic intention, rhetorical persuasion, and emotional influence. The study further
demonstrates that the phonetic organization of Qur’anic discourse differs fundamentally from that of classical
Arabic poetry in terms of structural concentration and semantic integration. In the Mu‘allaga of Imru’ al-Qays,
phonetic devices generally serve descriptive and emotive purposes, reinforcing vivid imagery and enriching
poetic atmosphere. Repeated consonants and elongated vowel patterns often mirror the rhythm of galloping
horses, desert movement, and emotional longing. Such acoustic patterns enhance the lyrical and imaginative
dimensions of the poem, creating a sensory experience that intensifies the listener’s engagement with the poetic
scene. Nevertheless, these sound patterns remain largely subordinate to the descriptive and artistic goals of
poetic expression. By contrast, the Qur’anic text integrates phonetic structures into a broader semantic,
theological, and pragmatic architecture. In Stirat al-‘Adiyat, for example, the rapid succession of emphatic
consonants, short vowels, and abrupt fasila endings acoustically reproduces the imagery of panting horses,
striking hooves, and sudden attacks. The opening verses generate an intense auditory movement that places the
listener directly within the dramatic atmosphere of speed and collision. This acoustic dynamism gradually
transitions into a moral and theological discourse concerning human ingratitude, material attachment, and
ultimate accountability before God.

Consequently, sound does not merely accompany meaning; it actively prepares the listener
psychologically and emotionally for the thematic transformation that follows. In this sense, phonetics function
as a pre-semantic force shaping reception prior to conscious interpretation. Another important finding of the
study concerns the psycho-aesthetic dimension of Qur’anic recitation (tilawah). The Qur’an achieves a
distinctive acoustic coherence during oral performance through the deliberate alignment of phonetic,
morphological, and syntactic structures. The repetition of certain consonantal clusters, rhythmic pauses, and
harmonized vowel patterns produces an auditory experience capable of influencing both cognition and
emotion. This effect becomes especially evident in passages where sound patterns correspond directly with
semantic movement, emotional escalation, or narrative tension. Such a relationship demonstrates that the
Qur’anic sound system is not accidental or ornamental but intentionally designed to reinforce persuasion,
memorability, and spiritual influence. The listener is therefore affected not only intellectually through meaning
but also psychologically through acoustic experience. From a rhetorical perspective, these findings support the
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view that the Qur’an’s i‘jaz (inimitability) extends beyond semantic and theological dimensions into the realm
of phonetic composition.

Although the Qur’an shares certain rhythmic and sound-based strategies with classical Arabic poetry,
it reorganizes these elements within a revelatory framework that transcends conventional poetic discourse. The
Qur’anic integration of sound, rhythm, syntax, and semantic intent forms a uniquely coherent rhetorical
structure in which every phonetic choice contributes simultaneously to aesthetic beauty, emotional persuasion,
and theological significance. Thus, the relationship between sound and meaning in the Qur’an cannot be
reduced to literary ornamentation alone; rather, it constitutes a fundamental mechanism of discourse
construction and audience reception. In conclusion, this study proposes a multi-layered interpretive framework
that moves beyond purely semantic or thematic readings by foregrounding the dynamic interaction between
phonetic structure and meaning production. By situating Qur’anic phonetic artistry in dialogue with the
classical Arabic poetic tradition, the research offers a nuanced perspective on how sound operates as an active
and constructive force in discourse formation, emotional influence, and rhetorical effectiveness. Ultimately,
the study contributes to broader scholarly discussions in Arabic rhetoric, Qur’anic studies, literary phonology,
and stylistics by demonstrating that acoustic structures play a central role in shaping both the production and
reception of meaning within Arabic literary culture.

Keywords: Alliteration, Assonance, Phonetic Aesthetics, Arabic Poetry, Qur’anic [‘jaz
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Résumé Structuré:

La rhétorique arabe a historiquement construit un discours singulier qui renforce le pouvoir de
persuasion et I’impact esthétique de la parole en établissant un lien profond entre la structure phonétique et la
profondeur sémantique. Cette relation se manifeste le plus clairement dans deux modes d’expression
fondamentaux : la poésie arabe préislamique et primitive, et le discours coranique fondé sur la révélation divine.
Si ces deux traditions utilisent le son, le rythme et I’harmonie acoustique comme composantes indissociables
de la production de sens, le Coran transcende les conventions poétiques en réorganisant ces éléments au sein
d’une structure unique, systématique, a plusieurs niveaux et chargée de sens fonctionnel.

Cette étude vise a explorer les relations littéraires et rhétoriques entre la poésie arabe primitive et le
Coran en se concentrant sur 1’art phonétique en tant que moyen d’expression commun mais hiérarchiquement
différencié. Dans ce cadre, 1’étude procéde a une analyse comparative de 1’imagerie du cheval telle qu’elle est
représentée dans la Siirat al-*Adiyat et dans la Mu‘allaga d’Imru’ al-Qays. Les chevaux, symboles dynamiques
du mouvement, de la vitesse, de la force et de I’intensité émotionnelle, constituent un axe thématique idéal
pour examiner comment les procédés phonétiques interagissent avec le contenu sémantique. Dans les deux
textes, le cheval n’est pas simplement une figure physique ou descriptive ; il fonctionne plutét comme un
instrument rhétorique a travers lequel sont véhiculés le mouvement, la tension psychologique, 1’héroisme et
I’atmosphére dramatique. L’analyse se concentre donc sur des techniques rhétoriques clés fondées sur le son,
notamment la fasila (terminaisons rythmiques des vers), 1’allitération (répétition de consonnes), I’assonance
(harmonie vocalique) et I’enchainement rythmique, en évaluant comment ces procédés contribuent a la
cohérence thématique, a la résonance émotionnelle et a I’impact rhétorique. Sur le plan méthodologique, cette
étude adopte une approche analytique qualitative et centrée sur le texte, qui intégre la théorie rhétorique arabe
classique a des perspectives modernes issues de la phonostylistique, de la linguistique littéraire et de I’analyse
du discours. Des versets coraniques et des passages poétiques sélectionnés sont examinés sous 1’angle de leur
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composition phonétique, de leur agencement morphologique, de leur organisation syntaxique et de leur effet
pragmatique.

Une attention particuliére est accordée aux points d’articulation (makharij al-hurtf), aux
caractéristiques consonantiques telles que 1’explosivité, la frication et la sonorité, ainsi qu’aux distributions
vocaliques qui générent rythme, écho et intensité acoustique. Ces caractéristiques ne sont pas simplement
considérées comme des éléments esthétiques décoratifs, mais comme des composantes actives et fonctionnelles
dans la construction et la transmission du sens. A cet égard, le son devient indissociable de I’intention
sémantique, de la persuasion rhétorique et de l’influence émotionnelle. L’étude démontre en outre que
I’organisation phonétique du discours coranique differe fondamentalement de celle de la poésie arabe classique
en termes de concentration structurelle et d’intégration sémantique. Dans la Mu‘allaga d’Imru’ al-Qays, les
figures de style phonétiques servent généralement des fins descriptives et émotionnelles, renforgant une
imagerie vivante et enrichissant 1’atmosphére poétique. Les consonnes répétées et les schémas de voyelles
allongées reflétent souvent le rythme des chevaux au galop, le mouvement dans le désert et le désir émotionnel.
Ces schémas acoustiques renforcent les dimensions lyriques et imaginatives du poéme, créant une expérience
sensorielle qui intensifie I’implication de I’auditeur dans la scéne poétique. Néanmoins, ces schémas sonores
restent largement subordonnés aux objectifs descriptifs et artistiques de I’expression poétique. En revanche, le
texte coranique intégre les structures phonétiques dans une architecture sémantique, théologique et
pragmatique plus large. Dans la Siirat al-*Adiyat, par exemple, la succession rapide de consonnes emphatiques,
de voyelles courtes et de terminaisons fasila abruptes reproduit acoustiquement I’imagerie de chevaux
haletants, de sabots qui frappent et d’attaques soudaines.

Les premiers versets générent un mouvement auditif intense qui plonge 1’auditeur au coeur méme de
I’atmosphére dramatique de la vitesse et de la collision. Ce dynamisme acoustique s’oriente progressivement
vers un discours moral et théologique portant sur 1’ingratitude humaine, 1’attachement aux biens matériels et
la responsabilité ultime devant Dieu.

Par conséquent, le son ne se contente pas d’accompagner le sens ; il prépare activement 1’auditeur, sur
les plans psychologique et émotionnel, a la transformation thématique qui s’ensuit. En ce sens, la phonétique
agit comme une force pré-sémantique qui faconne la réception avant méme 1’interprétation consciente. Une
autre conclusion importante de I’é¢tude concerne la dimension psycho-esthétique de la récitation coranique
(tilawah). Le Coran atteint une cohérence acoustique distinctive lors de la récitation orale grace a 1’alignement
délibéré des structures phonétiques, morphologiques et syntaxiques. La répétition de certains groupes de
consonnes, les pauses rythmiques et les schémas vocaliques harmonisés produisent une expérience auditive
capable d’influencer a la fois la cognition et I’émotion. Cet effet devient particuliérement évident dans les
passages ou les schémas sonores correspondent directement a une évolution sémantique, a une intensification
émotionnelle ou a une tension narrative. Une telle relation démontre que le systéme sonore coranique n’est ni
fortuit ni purement ornemental, mais qu’il est intentionnellement congu pour renforcer la persuasion, la
mémorisation et I’influence spirituelle. L’auditeur est donc touché non seulement intellectuellement par le sens,
mais aussi psychologiquement par I’expérience acoustique. D’un point de vue rhétorique, ces résultats viennent
étayer I’idée selon laquelle 1’1jaz (caractére inimitable) du Coran s’étend au-dela des dimensions sémantiques
et théologiques pour s’inscrire dans le domaine de la composition phonétique.

Bien que le Coran partage certaines stratégies rythmiques et sonores avec la poésie arabe classique, il
réorganise ces éléments au sein d’un cadre révélateur qui transcende le discours poétique conventionnel.
L’intégration coranique du son, du rythme, de la syntaxe et de I’intention sémantique forme une structure
rhétorique d’une cohérence unique, dans laquelle chaque choix phonétique contribue simultanément a la beauté
esthétique, a la persuasion émotionnelle et a la signification théologique. Ainsi, la relation entre le son et le
sens dans le Coran ne peut se réduire a une simple ornementation littéraire ; elle constitue au contraire un
mécanisme fondamental de la construction du discours et de la réception par le public. En conclusion, cette
étude propose un cadre interprétatif a plusieurs niveaux qui dépasse les lectures purement sémantiques ou
thématiques en mettant en avant I’interaction dynamique entre la structure phonétique et la production de sens.
En situant I’art phonétique coranique en dialogue avec la tradition poétique arabe classique, cette recherche
offre une perspective nuancée sur la manicre dont le son opére en tant que force active et constructive dans la
formation du discours, I’influence émotionnelle et ’efficacité rhétorique. En définitive, cette étude contribue
aux débats scientifiques plus larges sur la rhétorique arabe, les études coraniques, la phonologie littéraire et la

Turkish Studies — Comparative Religious Studies, 21(3)



From Phonetic Harmony to Semantic Depth ... 5371

stylistique en démontrant que les structures acoustiques jouent un role central dans la formation tant de la
production que de la réception du sens au sein de la culture littéraire arabe.

Mots-clés: Allitération, Assonance, Esthétique phonétique, Poésie arabe, I‘jaz coranique

Resumen Estructurado:

La retdrica arabe ha construido histéricamente un discurso distintivo que potencia el poder persuasivo
y estético del discurso al establecer una profunda relacion entre la estructura fonética y la profundidad
semantica. Esta relacion se manifiesta de forma mas destacada en dos modos fundamentales de expresion: la
poesia arabe preislamica y temprana, y el discurso coranico basado en la revelacion divina. Si bien ambas
tradiciones emplean el sonido, el ritmo y la armonia acustica como componentes integrales de la produccion
de significado, el Coran trasciende la convencidon poética al reorganizar estos elementos dentro de una
estructura Unica, sistematica, con multiples capas y cargada de significado funcional.

El presente estudio tiene por objeto explorar las relaciones literarias y retdricas entre la poesia arabe
primitiva y el Coran, centrdndose en el arte fonético como medio expresivo compartido, aunque
jerarquicamente diferenciado. Dentro de este marco, el estudio lleva a cabo un analisis comparativo de la
imagineria del caballo tal y como aparece representada en la sura al-‘Adiyat y en la Mu‘allaga de Imru’ al-
Qays. Los caballos, como simbolos dinamicos de movimiento, velocidad, fuerza e intensidad emocional,
constituyen un eje tematico ideal para examinar como los recursos fonéticos interactiian con el contenido
semantico. En ambos textos, el caballo no es meramente una figura fisica o descriptiva, sino que funciona como
un instrumento retorico a través del cual se transmiten el movimiento, la tension psicologica, el heroismo y la
atmosfera dramatica. Por lo tanto, el analisis se centra en técnicas retoricas clave basadas en el sonido, entre
las que se incluyen la fasila (finalidades ritmicas de los versos), la aliteracion (repeticion consonantica), la
asonancia (armonia vocalica) y la secuenciacion ritmica, evaluando cémo estos recursos contribuyen a la
coherencia tematica, la resonancia emocional y el impacto retorico. Desde el punto de vista metodoldgico, el
estudio adopta un enfoque analitico cualitativo y centrado en el texto que integra la teoria retorica arabe clasica
con perspectivas modernas extraidas de la fonostilistica, la lingiiistica literaria y el andlisis del discurso. Se
examinan versiculos cordnicos y pasajes poéticos seleccionados en cuanto a su composicion fonética,
disposicion morfologica, organizacion sintactica y efecto pragmatico.

Se presta especial atencion a los puntos de articulacion (makharij al-hurtf), a las caracteristicas
consonanticas —como la oclusividad, la fricacion y la sonoridad— y a las distribuciones vocalicas que generan
ritmo, eco e intensidad acustica. Estas caracteristicas no se abordan meramente como elementos estéticos
decorativos, sino como componentes activos y funcionales en la construccion y transmision del significado.
En este sentido, el sonido se vuelve inseparable de la intencion semantica, la persuasion retorica y la influencia
emocional. El estudio demuestra ademas que la organizacion fonética del discurso coranico difiere
fundamentalmente de la de la poesia arabe clasica en cuanto a concentracion estructural e integracion
semantica. En la Mu‘allaqa de Imru’ al-Qays, los recursos fonéticos suelen tener fines descriptivos y emotivos,
reforzando las imagenes vividas y enriqueciendo la atmoésfera poética. Las consonantes repetidas y los patrones
de vocales alargadas suelen reflejar el ritmo de los caballos al galope, el movimiento del desierto y el anhelo
emocional. Dichos patrones actisticos realzan las dimensiones liricas e imaginativas del poema, creando una
experiencia sensorial que intensifica la implicaciéon del oyente con la escena poética. No obstante, estos
patrones sonoros siguen estando en gran medida subordinados a los objetivos descriptivos y artisticos de la
expresion poética. Por el contrario, el texto coranico integra las estructuras fonéticas en una arquitectura
semantica, teoldgica y pragmaética mas amplia. En la sura al-‘Adiyat, por ejemplo, la rapida sucesion de
consonantes enfaticas, vocales cortas y finales abruptos de fasila reproduce acusticamente las imagenes de
caballos jadeantes, cascos que golpean y ataques repentinos.

Los versiculos iniciales generan un intenso movimiento auditivo que sitiia al oyente directamente en
la atmosfera dramatica de la velocidad y la colision. Este dinamismo actstico da paso gradualmente a un
discurso moral y teologico sobre la ingratitud humana, el apego a lo material y la responsabilidad ultima ante
Dios.

Por consiguiente, el sonido no se limita a acompafiar al significado, sino que prepara activa y
psicologicamente al oyente, tanto a nivel emocional como psicologico, para la transformacion tematica que
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sigue. En este sentido, la fonética actia como una fuerza presemantica que moldea la recepcion antes de la
interpretacion consciente. Otro hallazgo importante del estudio se refiere a la dimension psicoestética de la
recitacion coranica (tilawah). El Coran alcanza una coherencia acustica distintiva durante la interpretacion oral
mediante la alineacion deliberada de estructuras fonéticas, morfologicas y sintacticas. La repeticion de ciertos
grupos consonanticos, las pausas ritmicas y los patrones vocalicos armonizados producen una experiencia
auditiva capaz de influir tanto en la cognicién como en la emocion. Este efecto se hace especialmente evidente
en pasajes en los que los patrones sonoros se corresponden directamente con el movimiento semantico, la
escalada emocional o la tension narrativa. Dicha relacion demuestra que el sistema sonoro coranico no es
accidental ni ornamental, sino que esta disefiado intencionadamente para reforzar la persuasion, la facilidad de
memorizacion y la influencia espiritual. Por lo tanto, el oyente se ve afectado no solo intelectualmente a través
del significado, sino también psicologicamente a través de la experiencia acustica. Desde una perspectiva
retorica, estos hallazgos respaldan la opinion de que el 1'jaz (inimitabilidad) del Coran se extiende mas alla de
las dimensiones semanticas y teoldgicas hasta el ambito de la composicion fonética.

Aunque el Coran comparte ciertas estrategias ritmicas y sonoras con la poesia arabe clasica, reorganiza
estos elementos dentro de un marco revelador que trasciende el discurso poético convencional. La integracion
coranica del sonido, el ritmo, la sintaxis y la intenciébn semantica conforma una estructura retdrica
singularmente coherente en la que cada eleccion fonética contribuye simultineamente a la belleza estética, la
persuasion emocional y el significado teoldgico. Asi pues, la relacion entre el sonido y el significado en el
Coran no puede reducirse Unicamente a la ornamentacion literaria; mas bien, constituye un mecanismo
fundamental de construccion del discurso y de recepcion por parte del publico. En conclusion, este estudio
propone un marco interpretativo de multiples niveles que va mas alla de las lecturas puramente semanticas o
tematicas al poner de relieve la interaccion dinamica entre la estructura fonética y la produccion de significado.
Al situar el arte fonético coranico en dialogo con la tradicion poética arabe clésica, la investigacion ofrece una
perspectiva matizada sobre como el sonido actia como una fuerza activa y constructiva en la formacion del
discurso, la influencia emocional y la eficacia retdrica. En ultima instancia, el estudio contribuye a los debates
académicos mas amplios sobre la retérica arabe, los estudios coranicos, la fonologia literaria y la estilistica, al
demostrar que las estructuras acusticas desempefian un papel central en la configuracion tanto de la produccion
como de la recepcion del significado dentro de la cultura literaria arabe.

Palabras clave: Aliteracion, Asonancia, Estética fonética, Poesia arabe, I‘jaz coranico
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CrpykrypupoBanHoe Pe3iome:

ApaOckasi pUTOpHKA Ha IMPOTSHKEHUH HCTOPHM C(HOPMHUpPOBaa CaMOOBITHBIH ITHCKYPC, KOTOPBIH
YCHIINBAET YOEIUTEIbHYIO U CTETHUECKYIO CHITYy PEUH 3a CUET yCTAaHOBJICHHUS ITyOOKOH B3aMMOCBSI3H MEXITY
(oHETHUECKOH CTPYKTYpOH M CEMaHTHYECKOH TIyOnHOH. DTa cBA3b Hamboliee SIPKO HPOSBISIETCS B JBYX
OCHOBOTIOJIAraloNINX (GopMax BBIPAKEHHS: JOMCIAMCKON M paHHeH apaOCKOH I11033MH, a TaKkXKe B ANCKypce
Kopana, ocHOBaHHOM Ha OO0’KECTBEHHOM OTKPOBEHHH. XOTA 00€ TpaIulMM HCIOJIB3YIOT 3BYK, PHTM H
AKyCTHUYECKYIO FapMOHMIO B KQ4E€CTBE HEOTHEMJIEMbIX KOMIIOHEHTOB CO3/1aHMs cMblcia, KopaH BeIXOIUT 3a
pPaMKHU IOITUYECKUX KAHOHOB, PEOPraHM3ys OSTH DJJIEMEHTHl B paMKaX YHHUKaJIbHOM CHCTEMAaTHYECKOH,
MHOT'OCIIOIHO# 1 (YHKIIMOHATBHO HACHIIIEHHON CTPYKTYPHI.

Ilenp aHHOrO HCCIENOBaHUS — WU3YUYUTh JIMTEPATYPHbIE U PUTOPUUYECKUE CBSI3U MEXKIY paHHEH
apabckoit moa3uedt u KopaHom, cocpemoTouuB BHHUMaHHE Ha (HDOHETHMYECKOM HCKYCCTBE Kak OOIeM, HO
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nepapxudecku AupHepeHIINPOBAaHHOM CPENCTBE BRIPAXKCHHSA. B paMKax 3TOH KOHIETIIMU B MCCIICIOBAHUU
MIPOBOIUTCS CPaBHUTEIBHBIN aHaIW3 0Opa3a JIOIMaad, IPEAICTaBICHHOTO B cype «Amusat» U B «Myamiake»
Nwmpy’ ams-Kaiica. Jlomann, kak TUHAMAYHBIE CHMBOIBI TBIDKCHHUS, CKOPOCTH, CHIIBI M SMOIHOHAJIBHOM
HACHIIIEHHOCTH, CIy)KaT WICATbHOW TEMaTHYECKOH OCHIO U M3YYCHHUS B3aUMOICHCTBUS (DOHETHUESCKUX
npréMOB C CEMaHTHYECKHM cojepaHneM. B 00omx Tekcrax Jomaab — HE MPOCTO (U3NIECKUN WITH
OTIHCAaTeTIbHBIN 00pa3; OHA BBICTYIIACT B KadeCTBE PHUTOPHMYECKOTO MHCTPYMEHTA, MOCPEICTBOM KOTOPOTO
MEPEAAIOTCS TBUKCHUE, TICUXOJIOTHYECKOC HAMPsHKEHUE, TePOU3M M JipaMaTHueckas atmocdepa. [lostomy
aHallM3 COCPEAOTOYCH HA KITFOUCBBIX PHUTOPHUUCCKUX TNPHEMAax, OCHOBAHHBIX Ha 3BYKe, BKIIOYas (acuia
(pUuTMHYEeCKHE OKOHYAHUS CTUXOB), AJUIUTEPAIIHIO (IOBTOPEHUE COTJIACHBIX), aCCOHAHC (TAPMOHUIO TJIACHBIX)
Y pUTMHUYECKYIO MOCJIE0BATEIbHOCTD, C LIEJbI0 OLIEHKHU TOT0, KaK 9TH MPUEMBI CIOCOOCTBYIOT TEMaTHUECKON
LEJTOCTHOCTH, SYMOLIMOHAILHOMY PE30HAHCY U PUTOPUYECKOMY BO3AeHCTBUI0. C METOIOIOTUYECKON TOUKU
3pEHHUsI B UCCIEIOBAHUN HCIOJIb3YETCSl KaYECTBEHHBIH U TEKCTOICHTPUPOBAHHBIM aHATUTHUECKUNA MOAXO,
OOBEIUHSIOMIUH KIACCHYECKYI0 apaOCKyl0 PHTOPHYECKYI0 TEOPHIO C COBPEMEHHBIMH KOHIICTIIIHSMH,
3aMMCTBOBAaHHBIMHU U3 (DOHOCTHIIMICTUKH, TUTEPATYyPHON IMHTBUCTHKH U TUCKypC-aHANN3a. BEIOpaHHbBIC asThI
Kopana u moOdPTHYECKHE OTPHIBKH HCCICOYIOTCA C TOYKH 3pCHHS WX (OHETHYSCKOTO COCTaBa,
MOP(OJIOTHIECKON CTPYKTYPBI, CHHTAKCHUECKOW OPTaHU3AINH U IParMaTHIecKoro 3QQekra.

Ocoboe BHUMaHHE yHAENsAeTCS TOYKaM apTHUKYJSIIUH (MaxpumK alb-xXypy(Q), XapaKTepHUCTHKaM
COTJIACHBIX, TAKMM KaK B3pPBIBHOCTH, ()PUKATHBHOCTH M COHOPHOCTH, @ TAKXKE PACIHPE/ICICHHIO TJIACHBIX,
CO3JAIOLIEMy PUTM, 3X0 M aKyCTHYECKYI0 MHTEHCHBHOCTb. DTH OCOOCHHOCTH PacCMaTpPUBAIOTCS HE MPOCTO
KaK JEKOpaTHBHBIE 3CTETHYECKHE ODJIEMEHThI, HO KaK aKTHBHble M (DyHKUMOHAJIbHbIE KOMIIOHEHTHI B
MOCTPOCHUHU U Tepefade CMBICIA. B 3TOM OTHOIIEHUH 3BYK CTAaHOBUTCSA HEOTAEIMMBIM OT CEMaHTHYECKOIO
3aMbIcIa, PUTOPHYECKOT0 yOexXIEeHHs M 3MOILMOHAIBHOIO BO3JAeHCTBUA. lccienoBaHue — Taxoke
JIEMOHCTPHPYET, 4To (hOHETHYECKasi OpraHU3alnsi KOPAaHUUECKOTO TUCKypca MPUHIKITHAIBHO OTIANYAETCS OT
TaKOBOW B KJIACCHYECKOW apaOCKON MO33MM C TOYKM 3PEHUS CTPYKTYPHOH CKOHLIIEHTPHPOBAHHOCTH H
ceMaHTHUecKoi naTerpanun. B «Myamnake» Umpy anb-Katica ¢poHeTmaeckue npuéMel, Kak IpaBUIIO, CITy>KaT
OIMCATENbHBIM M 3MOLIMOHAIBHBIM 1IEJISIM, yCHIINBAsK sIPKHE 00pasbl ¥ o0orarmas Mo3THYECKyIo atMochepy.
[ToBTopstronyecs coriacHbIe U YAJINHEHHBIE TIIaCHBIE YaCcTO OTPAaXKar0T PUTM CKAdyIIUX JIONMIAJeH, IBIKCHUE
IO ITCTHIHE W AMOIMOHANIBHYIO TOCKY. Takne aKyCTHYecKne NaTTepHbl YCHINBAIOT JIMPHYECKOE U 00pa3Hoe
Hayallo CTUXOTBOPEHUS, CO371aBasi CEHCOPHBII OIBIT, KOTOPBIH yriIyOusieT BOBIEYCHHOCTH CIyHIAaTeNs B
MOSTHYECKYI0 CIIeHy. TeM He MeHee OSTH 3BYKOBBIE MATTEPHBI OCTAIOTCS B 3HAYMUTENFHONH CTENEHU
MOJYMHEHHBIMHA ONHCATENIbHBIM M XYJI0’KECTBEHHBIM IIEJISIM TO3THYECKOTO BBIpakeHHsA. HampoTHB, TEKCT
Kopana unTterpupyer QoHeTHYecKHe CTPYKTYpbl B OoJiee IIUPOKYIO CEMAHTHUYECKYIO, TEOJIOTMYECKYI0 M
MparMaTUYecKyro apXuTeKkTypy. Hampumep, B cype «Anusat» ObICTpas depena MOMYEPKHYTHIX COTJIACHBIX,
KOPOTKHUX TJIACHBIX M PE3KHX OKOHYaHUH «(pacuiiay aKyCTHUECKH BOCIIPOM3BOAUT 00pa3bl 3a/bIXAFOLIUXCS
JIomIaael, y1apoB KOIBIT ¥ BHE3AIHBIX aTakK.

HavanbHbIe asThI CO3Jal0OT MHTCHCHUBHOC 3BYKOBOC IABHIKCHHEC, KOTOPOC IOTPYKACT CIyLIaTesIsa
HCIOCPCACTBCHHO B ApaMaTHYICCKYIO aTMOC(bepy CKOpPOCTH U CTOJIKHOBEHHI. DTOT aKYCTI/I‘I€CKI/II7I JUHAMHU3M
IMOCTCIICHHO HEpEXOAUT B HpaBCTBCHHBIﬁ H TEOJOTHYCCKHUI JAUCKYPC, KaCﬁfOH.IPIfICS[ YeJI0BEUECKOU
He6HaFO,I[apHOCTI/I, MPUBA3aHHOCTHU K MAaTCPUAJIbHOMY U OKOHYATEILHOI OTBETCTBEHHOCTH nepeng Bborowm.

CrnemoBarenbHO, 3BYK HE IIPOCTO COIPOBOXKIACT CMBICT; OH AaKTHBHO TOTOBUT CITyIIATENs
MCUXOJIOTHYECKH M 3MOIMOHAJIBHO K MMOCICAYIONEH TeMaTndyeckoil TpaHchopmanuu. B 3Tom cmbIicie
(dhoneTrKa (QYHKIIMOHUPYET KaK MpeAceMaHTh4yecKas cuia, GOpMHpPYIOIIas BOCHPHUATHE JIO CO3HATENLHOMN
uHTepnpeTtanuu. Erie ouH BaKHBIN BBIBOJ UCCIEIOBAHUS KAcaeTCsl MCUXOICTETUYECKOTO aCIeKTa YTECHUS
Kopana (tunaBar). Kopan pocturaer ocoOoi aKyCTHYECKOW IIEIOCTHOCTH MPH YCTHOM HWCIIOJTHEHUU
Omaromapst IeJICHAINIPaBICHHOMY COTJIACOBAHUIO (DOHETHIECKHX, MOP(OIOTHIECKHX M CHHTAKCHIECKUX
cTpykTyp. IIOBTOpEHME ONpPEAETICHHBIX TPYII COTIACHBIX, PUTMHUYECKHC May3bl W TapMOHH3UPOBAHHBIC
TJIACHBIC MATTEPHBI CO3JIAIOT 3BYKOBOW OIBIT, CIIOCOOHBIN BIHSATH KaK HA KOTHUTHBHBIC MPOIECCHI, TAK M Ha
sMonud. OTOT 3(P(PEeKT CTAHOBUTCS OCOOCHHO OYEBUAHBIM B TEX OTPHIBKAX, TIE 3BYKOBBIC MATTEPHBI
HANPSIMYKO ~ COOTBETCTBYIOT ~ CEMAaHTHYSCKOMY  pPa3BUTHIO,  SMOIIMOHAJIBHON  JCKajlallud  WIH
MOBECTBOBATEIILHOMY HampsDKeHUo. Takasi B3aMOCBSI3b JEMOHCTPHUPYET, U4TO 3BYKOBas cucreMa Kopana He
SBIISICTCSL CIyYallHOM WM JEKOpaTHBHOM, a HaMEpeHHO pa3paboTaHa M YCWICHHS YOeIUTEIBHOCTH,
3a[IOMHHACMOCTH M JYXOBHOTO BO3ACUCTBHUA. TakuM 00pa3oM, Ha CIyIIATENs OKA3bIBACTCS BIMSHHUC HE
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TOJNBKO HHTEIUIEKTYyalbHO — dYepe3 CMbICT, HO M IICHXOJIOTHYECKH — Yepe3 aKycTH4eckuid ombIT. C
PHUTOPUYECKON TOYKH 3PEHUS 3TH BBHIBOJABI MOATBEP)KIAIOT MHEHHE O TOM, YTO HKa3 (HEOBTOPUMOCTH)
KopaHa BBIXOIMT 3a Npeleibl CEMaHTHYECKOTO M TEOJIOTMYECKOTO0 M3MEPEHHH W NPOCTHpAeTCsS Ha chepy
(hOHETHIECKOTO TTOCTPOCHHS.

Xota Kopan u pasmenser ¢ KIacCHIECKOH apaOCKo# Mo33WeH OmpeesieHHbIE PUTMUYECKHE U
3BYKOBBIE IIPHEMBI, OH PEOPTaHU3YET ITH DJIEMEHTHl B PAaMKaX OTKPOBEHHS, BBIXOAAIIETO 3a MPEACIIEI
TPaJUIMOHHOTO TO3THYEeCcKoro nguckypca. Murterpamus B KopaHe 3Byka, puTMa, CHHTakcuca U
CEMaHTHUYECKOr0 3aMbIciia (pOpMHPYET YHHUKAIBHYIO LEJIOCTHYIO PHUTOPHUYECKYIO CTPYKTYPY, B KOTODOW
KaXIplil (hoHeTHYeCKnil BHIOOD OJHOBPEMEHHO CIIOCOOCTBYET AICTETHUECKOM KpacoTe, SMOLHOHAIBHOMY
yOCXKIEHUIO M TEOJOTUYECKOH 3HaYMMOCTH. TakuM 00pa3oM, B3aWMOCBS3b MEXIY 3BYKOM H CMBICIOM B
KopaHne Hesb3s CBECTH HCKITIOUUTENBHO K JINTEPATYPHOMY YKpAIICHHIO; HAIIPOTUB, OHA IPE/ICTABISIET cOOOH
(yHAaMEeHTAIBHBIH MEXaHU3M MOCTPOSHHMS JUCKypca M BOCHPHSTHS ayauTopueil. B 3akiroueHue, naHHOE
HCCIIEIOBaHNE MPEIaracT MHOTOYPOBHEBYIO HHTEPIIPETANNOHHYIO PaMKYy, BBIXOAIIYIO 32 MPEIEIHI YHCTO
CEMaHTHYECKHUX TN TEMAaTHYECKUX MIPOYTCHUM, BBIABHUTAs HA MIEPBBIH MJIaH AMHAMUYECKOE B3aUMO/EIHCTBHIE
MEXAy (OHETHUECKOH CTPYKTypo# m reHepanmei cmbicia. [lomemas goHernueckoe mckycctBo Kopana B
JIMAJIoT ¢ Tpaaulnell KiaccniecKol apaOCKON MO33UH, UCCIIEI0BaHNE TIPEUIaracT TOHKUH B3I Ha TO, KakK
3BYK JICHCTBYET B KA4€CTBE aKTUBHOM M KOHCTPYKTUBHOH CHIIBI B ()OPMUPOBAHUH AUCKYPCA, SMOIIMOHAILHOM
BO3JICHCTBUH M PUTOPHUIECKOH 3(h(heKTHBHOCTH. B KOHEUHOM MTOTE, JaHHOE MCCIICIOBAHIE BHOCHT BKJIAJ B
Ooyiee IIMPOKHME HAy4HBIE IHMCKYCCMM B 00JlacTH apaOCKOW PHUTOPHKH, KOPAHUCTHKH, JIUTEPATYPHOU
(OHOJIOTUU M CTHIIMCTHKHU, JEMOHCTPUPYS, YTO aKyCTHUECKHE CTPYKTYpPbl MIPAlOT IEHTPABHYIO POJb B
(hopMHpOBaHMH KaK MPOU3BOJCTBA, TAK U BOCIIPUATHSI CMBICIIA B paMKax apaOCKOil JIMTepaTypHOil KyJIbTYpHI.

KnroueBble cioBa: axauTepanus, acCOHaHC, (OHETHUECKas ACTETHKA, apaOckas MO3I3Ms, HKa3
Kopana.

T ARI:
3R 3cPpIRD TN 7 VfeTRies TU A ue 3Ry famst &1 fAmfur ferar @ & sa=arars T
3R 31T RIS P S U TR YaY WU HRp UV b1 IR 3R HieaieTd Ufad &1 Seral g

I8 FaY 3 Hifre sifegfad ATl § 9ol UqE U 9 UHe §idl o: Jd-sm 3R URFS
3RS BT, TUT St UhIhR0T TR 3T B3 fauef| Safeh S RuRTy - fafor & 3ifte ges
& U ¥ @i, T 3R e h AT BT SUTNT HR! 8, PRI 39 dcdl Bl U 3, T, Tg-Td
3R HRATES T Y ARG a1 H Gif3d b HIeared TRURT ¥ W STl 8|

3 I BT 35/ WD Dl Bl Ueb I alfch UaTIshitid wu 9 fanfaa sieafad meaq
& ®U H Hg T @R, IR oRe FHfadr iR A & o9 A1fefde 3R Srddb1Re Jael &1 3w
AT ] 3 TUAT & R, g 31eagd JRT 3d- AT 3R IS A-HTY DI G3read! | gxIfs T
9IS P B BT Ja-TTeTe fAzawor war 8 | 71, 377, Wfat 3R Hia-TeTen digar & fashia udie! & &a o
13, 39 10 P Oid HRA & (o Th 3H1e fAvaid ¢ Ua ovd § fob @=arate IuahRun rfra angsht
& 1Y HY 3fa:forar wa g1 A1 Ul B, 9T FHad U Wifae a1 gufrete endfa 6l 7; afcss, T8 tw
HAPBIND IUBRUN b =Y N HTd Bl ¢ foraes ez J 71fd, TS a-1d, IRal 3R e 4 arararor
1 ORI o SiTem &1 safery, fasauor gy = § w@i-onenid v siddiie debHie! R Hiad &,
o wIRTaTe (e B¢ THTT), U (o GARIgH), 3G (WR o), 3R Tds SfIhHul
M §, 3R I8 Yol o3l ¢ [ 3 SUSHRUT fawgid qriored, HIgTeTss ufaeaf 3iR SrddTe THIa
H HY INEM HRd ¢ USITd U 9, I8 3709 Uh NS 3R UIs-dhfad fIRavudsd epaio
3T & ST AR SR} SeABINSG Rigid 1 eaf- A=, el UTSIfas R Hare fawawo &
U 3YFAH EBHION & T ThHipd BT 5| Fi-aT PRI ATl 3R HIATHD 3 B ofid D!
FTHD AT, TUAN D TR, IH-TTATHD T3 3R AR THIF & Hed & P el 71

SR ﬁ_g';,'\?'ﬁ (TWasall ), o Haelt fawarsit S @fifoaag (plosiveness), EEE]
(frication), 3R TR (sonority), TTY &) TR fIR0N O faiy ez feam Siran 8 o o, ufaeaf oik eafie
<o 3T HRA 1 37 faRwaref w1 Had Tomac! Wied dadl & =0 H g1, afewn 3 & Fmfor ik TR
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& Ifera 3R HTfe® U] & T U H ¢El I1dl ¢ | 39 day H, e 31ftRe Sifium, srddtiRas 3mig 3R
HIGATEHD THTE I HTIHTST 81 STl & | T8 S1eqa 31 g ot g=ifan § o TRemTdd Yohgun iR fRes
THIHRUN & A T HRAMT fIH] B eq-areres awiT IR 3R wfaar § Aifas ©u 4 i 81 309
A-HIY P YIHTAD] H, FEHD ITHIVN 3TH TR TR JUHATHES 3R HIaTHS I 1 gfed Hd &,
S Sfidd o3 B Hogd HRd & SR HIATEHD ATRId B! TG HRd & | IR-§R 37 aTd ol 3R ddl
TR Yo SRR OS] B Tl 1 g, IA 1 TG, 3R HIGHIHS dSU b1 A 8 | 39 RE P FATHD
U Hiad1 & MATHS SR HedTHS ST B T 5, 3R TP UH Yl SrgHa Ual Hd § Sl Hidl P
HTHTHD T & 1Y FHIRTAT DI g dxal g | fohR +f, A eafy Uel H1wt 8¢ ah SraaTds Sifiaafad &
U 3R HATHS A&l & T 8d § | ST fAuRid, RIS UTs a1 Txa-13il & U TS
31Ut e 3R SATIRING IRGH AT & TDHIhd Bl ¢ | ISEUl & o, T 3fd-3nfeard H, SRR
T, BIC WRI 3R EAHS B JHIGA BT did SHH G- d U F gihd diel, aifed WRI R
3AMH §HE! B! BT B! : Tdd BT g

IR B¢ T g 9T T IS H g off 4l B i 7Y SR THIG & ATy araraRor §
RMT HRd §1 T8 G MaRiadr R-4R Ara FHavar, Wifas smafad ok R & re sifad
Saraee! U Hafid T e SR YRty famsi § ufkafdd g1 a5

URUTAGR=Y, @af Had 3 & I T8 Iadt; Tg Hdl BI FHARID 3R HIATHD 20 I 39
farTa uftads & e aftha U @ daR ol § ot 39 91 3M1dl g1 39 3 7, eaf e ues gd-smeff
Ui & =0 & BT BT 8 Sl Id I I Ugd T80T bl 3THR ol 2

T B U 3R Tgayqul @Il G &1 faead & H-l-Hied 3 J 9afid g1 R Hifds
TS & SR &F-aTHB, TSI }{qwud TR P THGIHR B} T8 @0 & 71 ¥ T ARy
T ORI Rell 1 $ i THgl, e faRTET SR G R e % diewd 9 uh
Y SIHT I BIcll & off FH SR IS Gl BT YHTTAT B H T&H 8 | T8 THTd 3 32 # IRy &=y
T WY BIdT § Wgl @ U Wd IR W 3 B 1fA, UGS Jfs, I HUTED 19 & U gId g | 39
TRE BT YaY T8 (A1 8 {6 HA BT @ YuIelt e a1 Toaet el o, Sfe 38 AHGHBR
TR, TRUTIAT 3R Sefdres THTd &) Aoigd $HR- & for fewire fosan g | 3afery sivar 9 dad
o<l & H1e @ S ©U I, ST @i SHT P W1 Q TG &0 Q o yifad g 2

ABIRG ERHI W, T ey 37 BP0 BT T FRa § fob FR3E FT N (3F=ran) 31ef
3R YHRIRETT ST | W TS TR S &7 b e g gl

T PR3 AR 3R HIIAT b Y $& TS R @f-anenia ot o) g w=ar
2, U8 7 ddl &) U U o Taeh g & Hiar gifdd drar § S uRuRe wrarerss fausf § W j1

wfy, 7, mmﬁaﬁ@mwﬂ@m@@g@mﬁwm
2 Rl e s ey e 1 Aledqul ez, eTftfes Aed § AT
21 T UBR, TR H a1 iR 31 & g ae oY haa Wil sreiaor ads ifird -1el fosam <1 webr;
Sfcep, g Harg A SRR sidrell Bt Wipfa o te Aifcie Uiean 8| Fshya:, I 31ead e 9g-wRd
HRHTHS GIa1 YRATIId Bl § off ed-aTed s e 3R 3rdf-fmfor & e nfasfta sia:fsar &) wgar
IFR Had AT 1 AT TS T S Tl 8| FAADbd SR BT ULWRT & 1Y TG B HH Bl
FTHD HATHD A B! RITUT FHRob, T8 MY T I1d IR U Y& VDI TRdd HRll & [ vy @i Fare
fmfor, HraeTeTs guTa SR sreieTRe gHTaRitedr § Ud Tishd 3R Ia-TE Wfad & U § B e g

3fdd:, T8 T 3Re! WifAs Tl & Har 3 & Iare SR Ug0r GHf Bl MHR 3 A
FTHD A1 BT Bt UHHT B UG RId b SRET STHRIIRG, FRATAD T, el -
AT IR el o U fage wratslt & @i ST 3

PIAS: IIIN, THAQ!, TATHD TIGHR, SReT HiadT, HIHH B gl
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Yapilandirilmis Ozet:

Arap belagati, tarihsel siire¢ icerisinde ses yapist ile anlam derinligi arasinda giiclii bir iligki kurarak
sOylemin ikna edici ve estetik giiciinii artiran 6zgiin bir ifade sistemi gelistirmistir. Bu iligki, en belirgin bi¢imde
iki temel soylem alaninda tezahiir etmektedir: Cahiliye ve erken donem Arap siiri ile ilahi vahye dayanan
Kur’an sdylemi. Her iki gelenek de sesi, ritmi ve fonetik uyumu anlamin ingasinda temel unsurlar olarak
kullanmakla birlikte, Kur’an bu unsurlar1 kendine 6zgii sistematik, ¢ok katmanli ve islevsel bir yapi icerisinde
yeniden diizenleyerek siirsel gelenegin sinirlarint asmaktadir.

Bu ¢alisma, erken donem Arap siiri ile Kur’an arasindaki edebi ve retorik iligkileri, ortak ancak
hiyerarsik acidan farklilasan bir ifade vasitasi olarak fonetik sanat ekseninde incelemeyi amaglamaktadir. Bu
cergevede arastirmada, at tasvirleri {izerinden ‘Adiyat stresi ile imru’u’l-Kays’in Muallakasi karsilastirmali
olarak analiz edilmistir. Hareket, hiz, gii¢ ve duygusal yogunlugun dinamik sembolii olan at, ses unsurlarinin
anlamla nasil etkilesime girdigini incelemek i¢in uygun bir tematik zemin sunmaktadir. Her iki metinde de at
yalnizca fiziksel veya tasvirl bir unsur olmayip; hareketi, psikolojik gerilimi, kahramanlig1 ve dramatik
atmosferi aktaran retorik bir ara¢ olarak iglev gérmektedir. Bu dogrultuda ¢alisma; fasila, aliterasyon (linsiiz
yinelemesi), asonans (iinlii uyumu) ve ritmik dizilim gibi baslica fonetik-retorik unsurlari inceleyerek bunlarin
tematik biitiinliik, duygusal etki ve retorik gii¢ lizerindeki katkilarini degerlendirmektedir.

Yontem bakimindan arastirma, klasik Arap belagati kuramini fonostilistik, edebi dilbilim ve sdylem
¢oziimlemesi gibi modern yaklasimlarla birlestiren nitel ve metin merkezli bir analiz ydntemini
benimsemektedir. Segilen Kur’an ayetleri ile siir pargalari; fonetik yapi, morfolojik diizen, sentaktik 6rgii ve
pragmatik etki bakimimdan incelenmistir. Ozellikle harflerin mahregleri, patlamal, siirtinmeli ve 6tiimlii {insiiz
ozellikleri ile ritim, yank1 ve akustik yogunluk olusturan {inlii dagilimlar1 ayrintili bigcimde degerlendirilmistir.
Bu unsurlar yalnizca estetik siisleme olarak degil, anlamin ingasi ve aktariminda aktif ve islevsel bilesenler
olarak ele alinmistir. Boylece sesin, anlam, ikna ve duygusal etkiyle ayrilmaz bi¢imde biitiinlestigi ortaya
konulmustur.

Aragtirmanin ulastig1 6nemli sonuglardan biri, Kur’an sdylemindeki fonetik orgiitlenmenin klasik
Arap siirinden yapisal yogunluk ve anlamsal biitiinlesme bakimindan kokli bicimde ayrilmasidir.
Imruiilkays’in Muallakasinda fonetik unsurlar daha ¢ok tasviri ve duygusal amaglara hizmet etmekte; tekrar
eden iinsiizler ve uzatilmis {inlii Oriintiileri atlarin dortnala kosusunu, ¢61 hareketliligini ve sairin duygusal
0zlemini yansitmaktadir. Bu akustik diizen, siirin lirik ve hayali yoniinii gii¢clendirerek okuyucuya giiclii bir
duyusal deneyim sunmaktadir. Bununla birlikte s6z konusu ses Oriintiileri esas itibariyla siirin tasvir ve estetik
hedeflerine bagl kalmaktadir.

Buna karsilik Kur’an metni, fonetik yapiy1 daha genis bir anlamsal, teolojik ve pragmatik mimari
igerisinde biitiinlestirmektedir. Adiyat siresinin ilk ayetlerinde pes pese gelen vurgulu tinsiizler, kisa tinliiler
ve ani fésila sonlari; soluyan atlarin nefesini, nal darbelerini ve ani hiicumlar1 akustik diizeyde yeniden
iretmektedir. Ac¢ilis ayetlerinde olusan yogun isitsel hareketlilik, dinleyiciyi dogrudan hiz ve c¢arpismanin
dramatik atmosferine tasimaktadir. Bu akustik dinamizm daha sonra insanin nankorliigii, diinya malina agirt
baglilig1 ve Allah huzurunda hesap verme gercegini konu edinen ahlaki ve teolojik sdyleme doniismektedir.
Boylece ses, yalnizca anlami destekleyen bir unsur olmaktan ¢ikmakta; dinleyiciyi gelecek tematik doniisiime
psikolojik ve duygusal bakimdan hazirlayan etkin bir ara¢ haline gelmektedir. Bu yoniiyle fonetik yapt, bilingli
anlamlandirmadan 6nce alimlamayi sekillendiren 6n-anlamsal bir iglev iistlenmektedir.

Aragtirmanin bir diger 6nemli bulgusu, Kur’an tilavetinin psikolojik ve estetik boyutuna iliskindir.
Kur’an, fonetik, morfolojik ve sentaktik yapilarin bilingli uyumu sayesinde sozlii icra sirasinda kendine 6zgii
bir akustik biitiinlik meydana getirmektedir. Belirli iinsiiz kiimelerinin tekrari, ritmik duraklamalar ve uyumlu
iinli dizilimleri hem biligsel hem de duygusal diizeyde etkili bir isitsel deneyim olusturmaktadir. Bu etki,
ozellikle ses oriintiilerinin anlam hareketi, duygusal yiikselis veya anlati gerilimiyle dogrudan oOrtiistiigii
bolimlerde daha belirgin hale gelmektedir. Boylece Kur’an’daki ses sistemi, tesadiifi veya siisleyici bir unsur
olmayip; ikna giiciinii, ezberlenebilirligi ve manevi tesiri artirmak amaciyla bilingli sekilde kurgulanmig bir
yapi olarak ortaya ¢ikmaktadir. Dinleyici yalnizca anlam yoluyla zihinsel olarak degil, ayn1 zamanda akustik
deneyim vasitasiyla psikolojik olarak da etkilenmektedir.

Retorik agidan degerlendirildiginde bu bulgular, Kur’an’in i‘cazinin yalnizca anlam ve teolojiyle
siirl olmadigini, ayni zamanda fonetik kompozisyon alanina da uzandigim gostermektedir. Kur’an, klasik
Arap siiriyle belirli ritmik ve ses temelli stratejileri paylagmakla birlikte, bunlar1 vahye dayali 6zgiin bir yap1
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icerisinde yeniden drgiitleyerek geleneksel siir sdylemini asmaktadir. Ses, ritim, s6zdizimi ve anlamsal amacin
biitiinlesmesi sonucunda her fonetik tercihin ayni anda estetik giizellik, retorik ikna ve teolojik anlam iirettigi
0zglin bir sdylem yapisi ortaya ¢ikmaktadir. Dolayisiyla Kur’an’da ses ile anlam arasindaki iliski yalnizca
edebi siisleme diizeyinde degerlendirilemez; bu iligki, sdylemin kurulmasini ve muhatabin alimlamasini
belirleyen temel mekanizmalardan biridir.

Sonug olarak bu c¢alisma, yalnizca anlamsal veya tematik okumalarin 6tesine gecen, ses yapisiyla
anlam iretimi arasindaki dinamik etkilegsimi merkeze alan ¢ok katmanli bir yorum ¢ercevesi dnermektedir.
Kur’an’in fonetik sanatini klasik Arap siiri gelenegiyle karsilagtirmali bigimde ele alan arastirma, sesin sdylem
olusumu, duygusal etki ve retorik etkinlikte aktif ve kurucu bir unsur oldugunu ortaya koymaktadir. Boylece
calisma, Arap belagati, Kur’an arastirmalari, edebi fonoloji ve {islupbilim alanlarindaki tartigmalara, akustik
yapilarin Arap edebi kiiltiirlinde anlamin hem iiretiminde hem de alimlanmasinda merkezi bir rol oynadigini
gostererek katki sunmaktadir.

Anahtar Kelimeler: Aliterasyon, Asonans, Fonetik Estetik, Arap Siiri, Kur’an [‘caz
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Introduction

In classical Arabic poetry, phonetic devices have traditionally been employed as part of the
Arabic literary discourse for the purpose of embellishing verses and enhancing verbal aesthetics.
These techniques were masterfully executed by poets to generate rhythm and harmony, as well as to
heighten emotional expression. In the Holy Qur’an, however, these sound arts serve not merely as
decorative embellishments, but function in a conscious and systematic manner as functional elements
that reinforce the divine message, deepen meaning, and permeate the soul of the addressee. While
these phonetic plays remained magnificent yet bounded by human limitations in classical poetry,
they were organized in the Qur’an toward a higher purpose as part of a multilayered design, thereby
establishing an unprecedented harmony between word and sound.

Furthermore, while sound repetitions and harmonious elements in classical Arabic poetry
were generally shaped to reflect the poet’s personal emotions and aesthetic concerns, similar phonetic
techniques in the Qur’an materialized consciously and purposefully in accordance with divine intent,
aimed at influencing the audience in every aspect. Consequently, sound in the Qur’an ceases to be a
mere formal attribute; it assumes an active role in constructing and deepening the narrative’s
semantic foundation. Thus, the phonetic texture of the Qur’an becomes not only a literary enrichment
but a fundamental building block that ensures the effective and lasting delivery of the message to its
audience.

In this context, the i‘jaz (inimitability) of the Holy Qur’an possesses a multilayered structure
that manifests not only at the semantic level but also within its phonetic composition. Through the
harmony established between sound and meaning, the Qur’an demonstrates that it is not merely a
discourse laden with meaning, but one that possesses a powerful aesthetic form (Akdag, 2022, pp.
151-154). The parallelism between the sound-based rhythmic structures observed in the workings of
the universe and the divine discourse in the Qur’an reinforces the notion that the Qur’anic text
possesses a musical texture. From this perspective, the Qur’an may also be read as the spoken
manifestation of a divine cosmic orchestra—a musical text that appeals to both the human ear and
heart (Cagil, 2013, pp. 2-4).

The repetitions, harmonies, and sound reflections within the nazm (structural composition)
of the Qur’an demonstrate the deliberate use of phonetic arts such as fasilah (thymed verse endings),
alliteration, and assonance. These phonetic arts strengthen both the auditory perception and
emotional resonance of the stirahs and verses. In particular, the sound organization created through
the balanced use of the emphatic, soft, high, and deep consonants inherent in Arabic (al-Hamad,
2022, p. 55) produces a profound psychological and aesthetic impact within the tradition of Qur’anic
recitation (tilawah), rendering the reciter a living carrier of this acoustic harmony (Turabi & Savran,
2021, pp. 307-312).
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The acoustic dimension of the Holy Qur’an is not merely a phonetic feature, but an essential
component of its i‘jaz. The fasilah, alliteration, assonance, sound repetitions, and rhythmic stresses
constitute the auditory foundation of the Qur’an's literary power (Savran, 2021, p. 40). In this respect,
the Qur’an functions as a divine discourse that convinces the intellect with its embedded truths while
moving the heart with its phonetic harmony. Consequently, understanding the Qur’an requires a
multilayered attentiveness that encompasses not only the semantic level, but also the dimensions of
sound aesthetics and sensory perception.

In line with these considerations, the general framework of this study is designed to
examine-in a comparative context-the relationship between sound structure and semantic foundation
as found in the horse-description couplets from the famous Mu‘allaqgah attributed to Imru’al-Qays
and the oath-bearing horse descriptions in the opening verses of Surah al-‘Adiyat. Through this
comparative approach, the study aims to decipher the acoustic architecture of the divine word.
Conducted within a qualitative research methodology utilizing comparative textual analysis, the
selected texts were evaluated based on four primary criteria: phonetic structure (fasilah, alliteration,
assonance, and sound repetitions), morphological choices, the sound-meaning relationship, and the
semantic function of phonetic elements.

Centering on the thesis that the selection of words and letters in the Qur’an is not arbitrary
but relies on a conscious phonetic strategy through which sounds actively contribute to the
production of meaning, this study treats literary and phonetic techniques-specifically fasilah (verse
endings), alliteration (consonant repetition), and assonance (vowel harmony) (al-Suytti, 1974, p.
332)-as primary tools that reinforce emotional intensity, thematic unity, and rhetorical power.
Accordingly, sound is examined not as a passive vehicle carrying meaning, but as an active and
dynamic element that participates directly in the construction of meaning.

The analyses performed on the selected passages were evaluated on morphological and
phonetic levels to explore the emotional, psychological, and aesthetic reflections of the Qur’an’s
acoustic texture. Moving from the premise that the sound design in the Qur’an serves not merely a
decorative purpose, but acts as a functional building block that constructs, directs, and reinforces
meaning-while similar structures in classical Arabic poetry developed within human boundaries and
aesthetic concerns-this study advances the proposition that the word and letter choices in Surah al-
‘Adiyat stem from a deliberate phonetic strategy through which sounds participate actively in
semantic production.

Furthermore, by avoiding an approach that reduces the Qur’an's i‘jaz solely to semantic
depth, this study highlights its phonetic architecture to offer a complementary perspective to
traditional “meaning-centered” readings. The aesthetic of sound, often relegated to the background
by meaning-focused traditional approaches, provides a suitable foundation to re-evaluate the
miraculous nature of the Qur’an from a multidimensional perspective. Supporting the idea that the
Qur’an is a multilayered discourse that conveys its truths not only to the intellect but also to the ear,
the heart, and the subconscious, this approach inherently focuses on the formal aspect of i‘jaz.

However, while i‘jaz in existing literature has been investigated predominantly along
semantic and rhetorical axes, studies that systematically compare its phonetic architecture with
classical Arabic poetry using structured criteria remain limited. Thus, this study aims to contribute
to the literature by treating sound aesthetics as a functional element in meaning construction and
analyzing it according to specific comparative criteria.

1. An Evaluation of Phonetic Arts in the Qur’an

In his work “Le style et la lecture du Kur’an” (The Style and Recitation of the Qur’an), the
Bosnian scholar Muhammad Tayyib Okig¢ (d. 1977) asserted that the Qur’an bears no structural
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relation to literary genres such as poetry or rhymed prose (saj‘), after which he addressed potential
relationships between the Qur’an and music (Kula, 2021, pp. 263-274). According to Okig, structural
features such as harmony, proportion (tanasub), and recurring phonetic patterns at verse endings
(fasilahs) raise significant questions regarding the presence of musical elements in divine speech.
Referencing the specialized work of ‘Abd al-Wahhab Hammudah (1948), Oki¢ noted that while a
direct link cannot be established between the Qur’an and music in a narrow sense, such a relationship
is possible when music is understood in a broader sense. He also cited the view that the disjoined
letters (hurGf al-mugqatta‘ah) at the beginning of certain chapters could be evaluated as musical
markers (Okig, 1963, pp. 13—15). This perspective was supported by the German orientalist Theodor
Noldeke (d. 1930), known for his scholarship on Qur’anic history, who pointed out the frequent
repetition of these letters in Siirat Qaf and Siirat al-Qalam (Niin). According to Noldeke, these initial
letters establish a balance not only lexically but also phonetically, thereby reinforcing the musical
harmony of the Qur’an (Kiiciikkalay, 2021, pp. 119-121).

Building upon Oki¢’s observations, sound-based structural elements in the Qur’an-such as
fasilah, alliteration, and assonance-can be viewed not as mere decorative ornaments, but as
components of a phonetic composition serving the effective transmission of meaning. The repeated
sounds at verse endings (fasilahs), alliterative structures formed by consonant repetitions, and
assonant structures created by vocalic harmonies contribute to the Qur’an’s deep, multidimensional
discourse at both the acoustic and semantic levels. Consequently, this makes it possible to suggest
that the i‘jaz of the Qur’an constitutes a miracle not only lexically, but also in terms of phonetic
aesthetics and acoustic engineering. In this respect, alliteration and assonance in the Qur’an do not
merely evoke auditory pleasure; they act as strategic literary tools that intensify meaning and leave
profound psycho-aesthetic impressions on the listener.

The fasilah, which may be considered the cornerstone of this structure, is defined-similar to
rhyme in classical poetry orqarinah in rhymed prose (saj‘)-as the structural unit that completes the
semantic unity of a verse while ensuring acoustic harmony (al-Qattan, 2000, p. 153). However, the
fasilah is not simply a verse-ending device; within the structural organization (nazm) of the Qur’an,
it represents a concept where meaning and sound intertwine, and aesthetics intersects with function.
Alongside the fasilah, alliteration (consonant repetition) and assonance (vowel repetition)
demonstrate that the Qur’an achieves depth at the level of style as well as content. These elements
constitute the fundamental components of the Qur’an’s unique internal musical structure, impacting
both the recitation and the experience of the listener.

In Western literary traditions, particularly in English and French poetry, alliteration is
defined as a technique for creating rhythm and harmony through the repetition of identical or similar
consonant sounds within a line or sentence (Preminger, 1974, pp. 15-16; Baldick, 2015, pp. 10—11).
This technique enhances the aesthetic impact of sound and imparts phonetic cohesion to the text.
Known in Latin rhetoric as “repetitio consonantium” (repetition of consonants), this art was also
associated in classical rhetoric with “figura etymologica”, which refers to using two or more
etymologically related words from the same root to emphasize meaning (Lausberg, 1998, pp. 125—
130).

Although there is no direct equivalent for alliteration in the classical Arabic literary tradition,
similar functions are fulfilled by verbal embellishments (al-muhassanat al-lafziyyah) categorized
under the branch of ‘ilm al-badi® within ‘ilm al-balaghah (rhetoric). Devices such as al-jinas
(paronomasia)-the use of words that sound similar but differ in meaning (al-Hamaw1, 2004, p. 54;
al-Hashimi, 1984, p. 396; Mayt, 2000, p. 83; Yanik, 2014, p. 86)-and al-tarsi‘, which refers to
matching all corresponding words across parallel lines or clauses in meter and rhyme (al-Sakkaki,
1987, p. 431; al-Hashimi, 1984, p. 406; Yanik, 2014, p. 98), perform a role analogous to alliteration
through the pairing of phonetically and semantically related words. Particularly in rhymed prose
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(saj‘) and oratory, repeating words with similar sound structures amplifies the expressive power of
the voice. In the structural arrangement of the Qur’an, such consonant repetitions are prominently
observed in fasilah patterns, where they are recognized as integral components of Qur’anic
musicality (Qutb, 1969, pp. 155-156).

Assonance, on the other hand, refers in Western poetry to internal harmony achieved by
repeating identical vowel sounds, particularly at the ends of lines (Abrams & Harpham, 2011, p. 11).
Distinct from formal end-rhyme, assonance relies solely on vowel repetition. It occupies a prominent
place in French, Spanish, and English poetry, especially within modern free-verse traditions
(Preminger, 1974, pp. 53-54). In the Arabic literary tradition, there is no single technical term
corresponding directly to assonance. Nevertheless, rhetorical techniques aimed at securing acoustic
balance and structural parallelism display clear areas of overlap with assonance. These include
tasri‘—the practice of thyming both hemistichs of an opening poetic verse (al-Jazari, n.d., p. 258; al-
Hamawt, 2004, p. 278); al-muwazanah-the alignment of the final words of two clauses or hemistichs
in weight/meter (wazn) rather than rhyme (qafiyah) (al-JazarT, n.d., p. 291; al-Hashim1, 1984, p. 405);
and mura‘at al-nazir-bringing together semantically harmonious words (excluding antonyms) within
verse or prose (al-Hashimi, 1984, p. 368; Yanik, 2014, p. 81). In Qur’anic recitations, such vocalic
repetitions manifest predominantly within the fasilah system, generating the internal cadence of the
Qur’an (al-Zarkashi, n.d., pp. 322-328).

Ultimately, alliteration and assonance serve as important techniques for sound-based
aesthetic construction in both Western and Arabic literatures. While evaluated within a more formal
and technical framework in the West, these elements in the Arabic tradition are discussed primarily
through the lens of rhetoric (balaghah) and recitation aesthetics (tilawah), pointing toward
multilayered structures that support the divine and literary nature of the Qur’an.

This sound-based aesthetic structure of the Qur’an is also directly related to the issue of its
untranslatability. Translation experts such as Marmaduke William Pickthall (d. 1936), one of the
early English translators of the Qur’an, noted that the rhythmic and phonetic structure intrinsic to the
original Arabic is largely lost in translation to other languages (Siber, 1958). This loss is not merely
morphological, but an aesthetic dissolution on a phonetic level. The acoustic arrangement, word
selection, and syntax of the Qur’an are designed to serve a specific thythm and musicality. The
disruption of this structure in interpretive translations (ma‘al) or translated texts demonstrates that
the i‘jaz of the Qur’an is unique and inimitable, not only at the semantic level, but at the formal level
as well. In this context, the sound-based structures that define the literary nature of the Qur’an remain
among its untranslatable dimensions, placing the Qur’an beyond classical literary genres.

The phonetic composition of the Qur’an is equally remarkable for the diversity it exhibits at
the level of letter articulation points (makharij) and phonetic attributes (sifat), as well as how this
diversity translates into the internal acoustic flow of its verses. The Arabic sound system is divided
into five main articulation areas (al-Jazari, n.d., pp. 199-202), with the letters produced from these
zones possessing over forty phonetic attributes (Mekki, 1999, pp. 61-85). Thus, Arabic-the language
of revelation-provides a rich construction material not only in terms of meaning, but at the level of
sound. For instance, a phoneme represented in many languages by a single "h" sound is categorized
in Arabic among consonants produced between the root of the tongue and the pharyngeal wall at the
back of the palate. This phoneme is articulated through three distinct letters (- /kha’/, - /ha’/, and »

/ha’/) originating from three different points in the throat (Akdag, 2022, pp. 110—111). This variety
serves as an important illustration of the intricate sound texture woven into the phonetic universe of
the Qur’an.
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Qur’anic letters possess numerous phonetic attributes, including voicelessness (hams),
voicedness (jahr), softness/fricative quality (rikhwah), forcefulness/plosive quality (shiddah),
velarization/emphatic quality (isti‘la’), non-velarization/attenuation (istifal), sibilance (safir), ease
(Iin), and elongation (istitalah) (Mekki, 1999, pp. 61-85). These phonetic values operate within the
inner structure of the verses not merely as phonological features, but as carriers of a literary
atmosphere with strong musical qualities. In the acoustic design of the Qur’an, alliteration and
assonance form a harmonious unity, particularly through the function of the fasilah system. The
Egyptian thinker and scholar Sayyid Qutb (d. 1966) summarized this dynamic in the following
words:

“The letters in the Qur’anic expression are distinctly differentiated from the
ordinary language spoken and used by the Arabs. These letters are composed with a
highly compelling musical tone. The words of the Qur’an differ vastly from everyday
speech; they carry a predominantly musical dimension and profound evocative effects.”

(Qutb, 1968, p. 1786; Dagdeviren, 2009, p. 52).

On the other hand, this phonetic structure enables letters in many verses to function as
acoustic symbols that resonate alongside meaning. By utilizing the phonetic possibilities of the
Arabic language at the highest level, the Qur’an produces a melodic and impactful discourse that
transcends plain conversational speech. For this reason, even Arabic societies sharing the same
alphabet and linguistic system were left in awe of the Qur’an’s style and proved incapable of
emulating it (Dagdeviren, 2009, p. 52).

Indeed, the explanations of the Arabic linguist and scholar Ibn Jinni (d. 392/1002) in his
work al-Khasa’is-wherein he established the methodology of grammar (nahw), interpreted the
foundational principles of the Arabic language through a philosophical perspective based on its
structural integrity, and systematically addressed its key features-are particularly striking regarding
how pronunciation differences arising from these letter attributes reflect upon meaning:

“The verbs sadda (=) and sadda (i) can be cited as examples of this. While
sadda (&) is used for closing smaller openings such as doors, windows, or observation
points, sadda (i) is used for massive and natural formations such as mountain slopes,
valleys, or mountain passes. In this context, the verb sadda (i) denotes a stronger act of
obstruction or blockage compared to sadda (3=), which refers to closing smaller gaps like
the mouth of a flask or the neck of a bottle. Therefore, to express the stronger and more
impactful meaning in the Arabic language, the letter sad (_-)-which possesses a stronger
phonetic value-was preferred. Conversely, the letter sin (_-), which has a lighter phonetic
value, was used to cover narrower and more limited semantic domains. In this way, the
phonetically stronger letter sad () was chosen for the stronger meaning, while the lighter

letter stn () was designated for the weaker meaning.” (Ibn Jinni, n.d., p. 163).

Based on such evaluations regarding the structure of Arabic, the following summary may
be offered: through literary tools such as *fasilah*, alliteration, and assonance, the phonetic
composition of the Qur’an transcends being a text that merely conveys meaning; it assumes an
inimitable (ijazi) structure where sound and meaning intertwine to leave an indelible impression on
both the ear and the mind. This acoustic architecture constitutes the fundamental attribute that renders
the Qur’an deeply impactful not only when read, but also when heard.

2. Phonetic-Semantic Evaluation of the "Horse" Imagery in Surah al-‘Adiyat

Surah al-‘Adiyat is the one hundredth chapter of the Holy Qur’an, consisting of eleven
verses. According to the general consensus, it was revealed during the Meccan period. The surah
derives its name from the word “cusw/al-‘Adiyat” occurring in the first verse, which signifies
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“horses charging impetuously.” The surah opens with a depiction of a swift morning assault mounted
by warhorses (Yazir, 2003, p. 53; Bilmen, n.d., p. 4080). This imagery draws attention both to the
physical prowess of these animals and to the dramatic visual and auditory scenes they produce. Such
an introduction closely aligns with descriptive narrative techniques frequently employed in classical
Arabic literature, thereby establishing a intense dramatic atmosphere that prepares the listener for the
remainder of the surah.

The surah criticizes human ingratitude, fondness for worldly wealth, and detachment from
afterlife consciousness. The dynamism achieved through the initial descriptive scene transitions into
a critical inquiry regarding humanity's inner disposition: 345 &3 dwiy) &/Indeed, man is ungrateful to
his Lord” (al-‘Adiyat, 100:6). Through concise and striking verses, this surah imparts profound
messages within the contexts of both individual morality and social responsibility. Concurrently,
literary elements such as sound repetitions (alliteration), end-rhyme harmony (fasilah alignment),
and rhythmic cadence highlight the phonetic aesthetics of the chapter. In this regard, Surah al-‘Adiyat
stands out as one of the most prominent exemplars of sound-meaning harmony in the Qur’an.

The opening verses of the aforementioned surah, which commence with the horse imagery,
read as follows:

(5) s & phogs (4) Bl 4 56 (3) Lo ol (2) 136 il (1) K2 Sl
By the charging horses, panting (1) Strike-sparks [with their hooves], striking fire (2)

Launching a raid at dawn (3) Raising thereby a trail of dust (4) Penetrating deep into the center [of
the enemy group] collectively! (5) (Yazir, 2003, p. 55; Bilmen, n.d., p. 4081)

When these five verses of Surah al-‘Adiyat are evaluated through phonetic analysis, letter
statistics, and the framework of the sound-meaning relationship (Ahmed, 2019), the following profile
emerges:

Table 1: The Most Frequently Repeated Letters

Letters | 3 - o J ¢ ' J 3 ) - 4
(Transhiteration)  (Alif) (F&) (Bi) (Lam) (Nom) (‘'Ayn) (Hd) (R&) (Wiw) (Ya) (T4) (Mim)
Frequency 13 4 4 3 3 3 3 3 3 3 3

o Three of the 1 (Alif) letters appear as part of the 1am al-ta‘rif (the definite article). Due to

the rules of wasl (phonetic liaison), none of them are articulated.
e All three of the J (Lam) letters also appear as part of the 1am al-ta‘rif. Owing to the rule

of al-izhar al-qamarT (lunar manifestation), all of them are explicitly articulated.
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Table 1: The Most Frequently Repeated Letters

Letter Frequency Words Containing the Letter
1 | 13 Rihvet (Friction), Infitih (Openness), Istifil (Inquiry), Med (Extension), Cevfi (Deep-Throated Letter)
2 - 4 Hems (Zealousness), Rihvet (Friction), Istifal (Inquiry), Infitih (Openness), Mesmut (Sealed)
3 (-] 4 Cehr (Voiced), Sidde (Strong Pressure), Infitah (Openness), Istifal (Inquiry), Mesmut (Sealed), Sefevi (Labial Letter)
4 J 3 Cehr (Voiced), Rihvet (Friction), Istifal (Inquiry), Infitah (Openness), Mesmut (Sealed), Inzilak (Liquefaction)
5 ) 3 Cehr (Voiced), Istifal (Inquiry), Infitah (Openness), Mesmut (Sealed), inzilik (Liquefaction), Gunne (Nasal Sound)
6 ¢ 3 Cehr (Voiced), Rihvet (Friction), Isti'la (Elevation), Infitih (Openness), Mesmut (Sealed)
7 z 3 Hems (Zealousness), Rihvet (Friction), Istifal (Inquiry), Infitah (Openness), Mesmut (Sealed)
8 J 3 Cehr (Voiced), Isti‘la (Elevation), Infitah (Openness), Mesmut (Sealed), Inzilik (Liquefaction), Tekrir (Reiteration)
9 P} 3 Cehr (Voiced), Rihvet (Friction), Istifal (Inquiry), Infitah (Openness), Lin (Softness), Inzilak (Liquefaction), Mesmut (Sealed)
10 $ 3 Cehr (Voiced), Rihvet (Friction), Istifal (Inquiry), Infitih (Openness), Lin (Softness), inzilik (Liquefaction), Mesmut (Sealed)
11 < 3 Hems (Zealousness), Sidde (Strong Pressure), Istifdl (Inquiry), Infitih (Openness), Mesmut (Sealed)
12 2 3 Cehr (Voiced), Istifil (Inquiry), Infitih (Openness), Mesmut (Sealed), Gunne (Nasal Sound), Sefevi (Labial Letter)

In the first three verses of Surah al-*Adiyat-(3)si wihails (2) 535 0,206 (1) B o (3)-
the expressions depict the swift and impressive maneuvers exhibited by warhorses during a raid. In
addition to being concise and harmonious, these verses are composed of syllables sharing similar
lengths and rhythmic cadences. The forceful and plosive sounds at the verse endings provide a
phonetic openness that allows the voice to reverberate during recitation. Concurrently, the letter 3
(fa’), repeated at the beginning of each clause, establishes both structural harmony and emphasizes
cause-and-effect relationships on the semantic level. The relationship between the phrase “ctsi”
and “4<>” in the verse can be seen as a deliberate choice to highlight the violent panting sound
produced by the horses as a direct result of their rapid galloping.

, <299

Furthermore, it is noteworthy that the root “#%” (qadaha) appears only in this surah within

E3]
|
3

the entire Qur’anic text. Similarly, the word “:1;” (1ra’) is used in its primary sense-“striking fire”-in
the mudari‘(imperfect/present) participle form. The expression “<,,:4” (those striking sparks) in the
relevant verse is directly connected in meaning to “ctsiJ”-that is, the galloping horses. The prefix 3
(fa’) at the beginning of the clauses indicates that these actions occur in immediate and uninterrupted
succession.

In this context, the term “cr:4” (al-mughirat) is reserved in the Arabic language specifically

for “raids executed on horseback.” Even though the word “horse” is not explicitly mentioned,
established linguistic intuition reinforces this meaning. The temporal emphasis on “%” (at dawn)
has likewise not escaped the notice of exegetes, as a dawn raid adds a potent layer of meaning to the
verse in terms of surprise effect and sudden execution. In Arabic usage, the word “x%)” (al-subh)
itself has been employed metonymically to denote the “time of raid.” Elsewhere in the Qur’an,
expressions referring to “morning” or “dawn” frequently appear in scenes depicting sudden
punishment or solemn warnings (e.g., al-Qamar 54:38; Had 11:81).

Consequently, what is intended by “<t:u” are the horses of warriors charging rapidly toward

CCuw 0-, 9

the enemy, accompanied by “#~-"-the distinct panting sound originating from their breath. The term
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“g\:wij"’ signifies these horses striking sparks as their hooves hit rocky terrain, while “ciail”

represents the sudden morning raid launched against the enemy before sunrise. Additionally, the
letter < (fa’), repeated throughout these verses, is classified within Arabic phonetic typology as

belonging to the *dhalgiyyah* (labio-dental/apical) group; that is, a sound produced easily at the
edge of the speech apparatus, characterized by lightness and fluidity. This phonetic quality exists in
complete harmony with the rapid and fluid movements of the horses depicted in the surah.

The extended auditory resonance inherent in the letter’s structure echoes within the
emotional realm of the reader or listener, generating an internal fervor and rhythmic pleasure. The
context of the surah merges with this phonetic cadence to deliver a fast, intense, and dynamic
atmosphere. Waves of rhythm, raspy breathing, and explosive acoustic effects can be discerned, all
of which heighten the dramatic tension of the horses’ charge and the moment of attack. The phrase
“ obsWWis”, used to describe the opening scene, draws attention with its varied syllabic lengths and

combination of open and closed syllabic structures. This phonetic variety mirrors the structure of the
second verse, “-3 wi),u6”, thereby establishing a structural parity between “cigs&” (the galloping

horses) and “<t,,4” (those striking sparks). This swift charge ( ‘adw), dawn raid (igharah), and spark
striking (rd’) impart a symphonic coherence to the opening verses.

The closed, short syllable structure in the first verse symbolizes the horses preparing to
charge, whereas the long, open syllables in the subsequent segment convey their continuous forward
momentum. The short syllabic sequence that follows reflects the tight proximity between horses
during the charge and their systematic acceleration. The third verse, “ <6, introduces a

distinct phonetic composition: the short syllable sequence in “c1:4” alters the tempo by interrupting

the systematic arrangement of long open syllables seen previously, evoking the sudden rhythm of a
morning surprise attack. Thus, throughout the surah, phonetic composition and semantic content
become inextricably linked, forming a powerful scene that comes alive in the mind of the listener
through both visual and auditory dimensions. In the verse “>2% <526, analyzed syllabically as /fa

/1/mu/ghi/ra/ti/sub/han/, the observed phonemic variation signals a shift in the direction and
movement style of the horses.

This represents a decisive and abrupt transition, as this structure creates the impression of
moving from a rapid gallop into a phase of tactical waiting and regrouping. This nuance is felt
through the acoustic transition constructed by two long, open syllables following a closed syllable
ending in a consonant. Igharah (raid) refers to a sudden strike on an enemy aimed at neutralization,
capture, or plunder. The attribution of this action directly to the horses-rather than their riders-
underscores their central role in the raid, as horses constitute the vital element in such expeditions.

The prevalence of open syllables in the verse evokes the rapid, unhindered movement taking
place in the early morning hours. The phonetic structure of the surah demands attention not merely
in its isolated parts, but as a holistic entity. Phonetically, the surah can be divided into three main
sections, each possessing its own unique rhythm and acoustic pattern. The end-rhymes (fasilah) of
the first section conclude with three - (ha’) sounds and two ¢ (‘ayn) sounds. Together, these two

phonetic groups form a unified musical sequence: “Ga (&E (i (53 (5557, The word “>” in the

first verse denotes the unique sound originating directly from the horses' lungs while galloping-a
sound distinct from both neighing and grunting. This word functions as a verbal noun (masdar) that
intensifies the meaning of “<ts” (those galloping).
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Some exegetes argue that this verbal noun serves as al-masdar al-ta’kid (an emphatic verbal
noun) confirming the action of the agent, signifying a gallop that is exceptionally fierce and pushed
to its utmost limits. Another perspective holds that it functions as a hal (circumstantial accusative),
qualifying the charging horses as “horses galloping while panting violently.” Both interpretations
align seamlessly with the overarching narrative and imagery of the surah. The term *“x>”
encompasses both the intense gallop (a rapid charge) and the deep respiratory sound emanating from
the horses' chests during this exertion.

Lexicographers note three primary sounds produced by horses: neighing (al-sahil), grunting
(al-hamhamah), and panting/respiratory sounds (al-dabh). Horses neigh when standing still and grunt
upon seeing their masters, but produce the “~=>” sound exclusively while charging or moving at high

speeds. This semantic nuance demonstrates that sound in the verse “ <&~ is functionally
assigned to a specific physical state.

Furthermore, the final -(ha’) sound carries a precise function both semantically and
rhythmically. Indeed, as reported from Ibn ‘Abbas (may Allah be pleased with him), horses utter an
“ah-ah” sound while galloping, illustrating their heavy respiration. This sound corresponds directly
with the articulation mechanism of the letter - (ha”) in Arabic. As a pharyngeal sound produced by

air friction in the throat, it phonetically mirrors the heavy panting of horses during a rapid run. In a

1%

similar vein, the word *“>-3” can be understood in the active sense of “Z\s:6”-“those striking sparks.”

As warhorses gallop at high speeds, their hooves strike hard, stony ground, generating sparks
from the impact—an imagery perfectly congruent with the root meaning of “~3” (to strike fire). The

word “1+3” in the verse is evaluated either as a circumstantial adverb (hal) meaning “charging while
striking sparks,” or as an absolute object (maf*iil mutlaq) of an elided verb (i.e., short for “1s-3 5 5”-
“they struck sparks”). This indicates that the implicit verb provides both a visual depiction and a

phonetic echo of the action. In particular, the fricative, throat-derived articulation characteristic of
the letter - (ha’) corresponds directly to the physical nature of striking sparks. Much like the

production of this sound, a horseshoe hitting stone generates fire through friction. Thus, a
symmetrical relationship is established between the sound (phoneme) and the meaning (sememe),
creating an imagery that appeals simultaneously to both eye and ear. This serves as a clear illustration
of how the Qur’an's literary structure operates at a phonetic-semantic level. The sparks produced by
horseshoes striking stones mirror the acoustic effect created when air friction narrows the vocal tract
during the pronunciation of certain letters.

Within this framework, the letter - (ha’) followed by an open syllable at the end of the word

acoustically symbolizes the initiation and fluid flow of movement. Articulated from the throat with
a soft breathiness, the letter - (ha’) is categorized in Arabic phonetics among the rikhwah

(soft/fricative) letters, flowing forth with ease. Through this attribute, it points to a run performed
with natural ease and speed—one that has become habitual for the horses. Consequently, this acoustic
structure reflects the effortless execution of an accustomed action on a purely phonetic plane. The
word “&&” occurring in the surah signifies a “cloud of dust” or a “rising din.”

According to several commentators, this term refers to the loud clamor or thick dust cloud
generated by the momentum of the charging horses. The rapid movement of the steeds raises a dense
cloud of dust as their hooves strike the ground during the raid, enveloping the riders, rendering them
invisible, and instilling panic and terror in the enemy. The auditory plane of this scene is remarkably
consonant with the harsh, fricative structure of the letter ¢ (‘ayn). The letter ¢ possesses a distinct

expressive capacity for portraying violent actions, loud noises, and abrupt movements. This
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distinction also clarifies the fundamental difference between the letters - (ha’) and ¢ (‘ayn): while ~
symbolizes softer, internal, fluid, and habitual actions, ¢ represents more forceful, external, jarring,
and impactful movements at the phonetic level.

In conclusion, the acoustic aesthetics of Surah al-‘Adiyat are woven into a powerful

musicality that manifests both in word selection and in the *fasilah* (verse-ending) scheme. Words
such as “G (&2 (AE (23 (522" in the opening section not only depict battle scenes semantically, but

also construct a palpable combat atmosphere through the deliberate pairing of harsh consonants ( <>
¢ « «3) and open elongated vowels (s «). These sounds form an acoustic wave that conveys the

gallop of warhorses, the clatter of hooves, the rising dust, and the dynamic movement of troops. The
tanwin-bearing letters at the end of each verse contribute both to the prolongation of sound during
pauses and to an echoing effect upon the listener. Thus, the surah reinforces its message of warning
and admonition not merely through semantic meaning, but through auditory and psycho-aesthetic
avenues as well.

3. Phonetic-Semantic Evaluation of the “Horse” Imagery in Imru’ al-Qays’s
Muc‘allagah

The relevant couplets containing horse imagery-taken from the Mu‘allagah composed in the
tawil meter by Imru’ al-Qays b. Hujr (d. c. 540) (al-Dinawari, 2003, p. 107; al-Zawzani, 2002, p. 15),
who is recognized as one of the poets of the Mu‘allagat (Yanik, 2010, pp. 23-29), a term used to
denote a collection of elite odes belonging to seven (or ten) Jahiliyyah poets-are as follows:

(sk) #)
J_;:)_f;iahﬂ]/;/e;x.g’ 4/{;" 2 ;i;: /./: g/

7
. 2

Jfﬁx’ﬁf A | o 3 z3S ah ;3’ ‘_JL_S- s A f&‘ j,-—-é LS b

ST 5 SR R R T I S g L W P
P NN AR B 4ol LU La 13 as

> : 0 — S g L T

Often I ride out at dawn, while the birds are still in their nests, mounted on a sleek-coated,
massive horse that traps wild beasts before they can scatter,

A charger that attacks, retreats, advances, and turns with agility all at once, as swift and
solid as a boulder hurled from on high by a torrent,

A bay steed whose muscular frame causes the saddle pad to slip off'its back, just as smooth,
hard rock sheds rain,

Sprightly despite its slender waist, whose deep chest-rumble and neighing resemble the
bubbling of a boiling cauldron,

A horse that flows like water anew, even when other steeds running as if swimming grow
weary and raise dust from the hard ground. (al-Zawzani, 2002, p. 35).

The presented couplets of Imru’ al-Qays are composed with the letter J (1am) functioning as

the rawi-the term used to designate the final consonant repeated across the rthyme scheme. It is
possible to observe this rawT organization in the letters with kasrah-specifically the J (1i) sound-found
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at the end of the ‘ajuz (second hemistich) of the first couplet in the word “Ji;i” (haykali) and at the
end of the ‘ajuz of the second couplet in the word “J&” (“ali).
When these couplets taken from the Mu‘allagah of Imru’ al-Qays are evaluated through

phonetic analysis, letter statistics, and the framework of the sound-meaning relationship (Ahmed,
2019), the following profile emerges:

Table 2: The Most Frequently Repeated Letters
The table contains a total of 86 repetitions. The first 5 letters with

the highest frequency are shown in the table.

Letter Frequency Percentage (%)
) 22 25.58
J 19 22.09
%) 17 19.77
3 14 16.28
¢ 9 10.47

» Twelve of the | (Alif) letters appear as part of the lam al-ta‘rif (the definite article). Due to
the rules of wasl (phonetic liaison), none of them are articulated.

» Twelve of the J (Lam) letters also appear as part of the lam al-ta‘rif. In six instances, they

are unarticulated due to al-idgham al-shamsiyy (solar assimilation) (Mubarek, 2024, pp. 80—
82). In the remaining six instances, they are explicitly articulated due to al-izhar al-qamart
(lunar manifestation) (Mubarek, 2024, pp. 80—82).
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Table 2: The Most Frequently Repeated Letters
The table contains a total of 86 repetitions. The first 5 letters with

the highest frequency are shown in the table.

Letter Frequency Words Containing the Letter

1 | 35 Rihvet (Friction), Infitah (Openness), Istifal (Inquiry), Med (Extension),
Cevfi (Deep-Throated Letter)

2 J 27 Rihvet (Friction), Cehr (Voiced), Istifal (Inquiry), Infitah (Openness),
inzilak (Liquefaction)
3 a 17 Cehr (Voiced), Sidde (Strong Pressure), Infitah (Openness),
Istifal (Inquiry), Inzilak (Liquefaction), Gunne (Nasal Sound)
4 & 14 Cehr (Voiced), Rihvet (Friction), Istifal (Inquiry), Infitah (Openness),
) inzilak (Liquefaction), Lin (Softness)
5 ) 9 Hems (Zealousness), Sidde (Strong Pressure), Istifal (Inquiry),

Infitah (Openness), inzilak (Liquefaction)

When evaluating the relevant data within the framework of the sound-meaning relationship,
it is observed that in the presented couplets, the selected words alongside the articulation points
(makharij) and acoustic attributes (sifat) of the Arabic letters yield a phonetic texture that supports
and reinforces the poem's semantic universe. Within the context of imagery-which constitutes the
main theme of the couplets—as the poet portrays the speed, power, fervor, and majesty of his steed,
he favors lexical structures characterized by the frequent repetition of letters such as J (1am), » (mim),
< (y2’), and ¢ (kaf). Consequently, the attributes inherent to these letters exert the following rhetorical

effects upon the poem:

The letter J (1am), which possesses attributes such as rikhwah (softness/continuation), jahr

(voicedness), istifal (lowness/attenuation), infitah (openness), and inzilaq (fluidity/extrinsic
articulation), stands as the most frequently repeated letter in the poem. It comes to the fore within
words describing magnificent imagery, the grace and continuity of the horse’s movement, and the
wild fury of a torrent striking and dragging a boulder-thereby embodying these images through
sound. In words such as “il” (saddle pad), “3 (wild beasts), and 3,227 (boulder) (al-Sundbi,

1990, p. 175), the fluid and vibrant nature of the letter J (1am), owing to its continuity and repetition
attributes, evokes a sense of uninterrupted movement and an ongoing natural flow in the reader's

mind. As seen in the word “ 5 (massive/majestic frame), the letter J (1am) reflects the luminous

and imposing nature of the sbund, thereby reinforcing the grandeur of the scene. Furthermore, the
hard, striking, and echoing sound of the letter > (dal) present in these words aligns with the powerful

description of the horse, its relentless ability to trap wild beasts on the spot, the echo of dawn hunting
echoing through nature, and the momentum of the movement.
The letter 1 (alif), which ranks second in letter frequency statistics, provides pauses,

breathing space, and semantic breadth within words through its silent, open, and elongating structure.
As seen in instances where it acts as a prolongation (madd) vowel-such as in “43:%)"” (smooth, hard

rock), “418 (wild beasts), and “’s=” (impetuous/sprightly) (al-Sundiibi, 1990, p. 175)-this phonetic

Turkish Studies — Comparative Religious Studies, 21(3)



From Phonetic Harmony to Semantic Depth ... 5391

space possesses a structure that conveys the vastness and depth of the elements within the natural
landscape described by the ode.
The letter » (mim), possessing the attributes of jahr (voicedness), shiddah

(plosiveness/forcefulness), infitah (openness), istifal (attenuation), inzilaq (fluidity), and ghunnah
(nasal resonance), displays a nasalized and lingering acoustic structure that reverberates in the ear
due to its shiddah and ghunnah qualities. This characteristic evokes strength and majesty in words

describing the attributes of the horse, such as “;ig” (charging), “ &+ (hoof-striking), and “R

(retreating) (al-Sundiibi, 1990, pp. 175-176). The nasal and potent nature of » (mim), evoking an
"internal pressure"-namely an accumulated emotion and emotional release-produces a vibrant sound
that elongates with resonance, offering the reader an energetic and powerful atmosphere. For
instance, in the word “#%” (its rumble/heat), the sequence of - (ha’) and ¢ (ya’) accompanying »

(mim) generates a synergistic vibration and continuity; this creates a phonetic impression that reflects
the horse galloping forward with heavy, raspy breathing.
The letter s (ya’), characterized by jahr (voicedness), rikhwah (softness/continuation), istifal

(attenuation), infitah (openness), inzilaq (fluidity), and Iin (ease/softness), establishes a structure that
facilitates presenting actions as an endless, musical flow, as observed in words like “J5” (it causes to

slip) and “:ts” (impetuous) (al-Sundiibi, 1990, pp. 175-176). The jahr and rikhwabh attributes of this

letter exert an effect that evokes phonetic counterparts suitable for narrative elements such as the
graceful and elegant movements of the horse. Moreover, possessing a light, gliding timbre, the letter
s (ya’) represents verbal fluency in the verb “c.2P (I set out early in the morning), emphasizing the

horse setting forth in the cool of the morning while the birds remain silent in their nests.

The letter 8 (kaf), which possesses the qualities of hams (voicelessness), shiddah

(plosiveness), istifal (attenuation), infitah (openness), and inzilaq (fluidity), supports the sudden and
powerful nature of the horse's maneuvers, attributes, and depicted events through its explosive and
aspirated structure, particularly when considered in the semantic context of words like “Zi:s™

(reddish-bay), “%.x™ (hard ground), and “<.” (charging forward) (al-Sundiibi, 1990, p. 175). The

frequent repetition of this letter enables the phonetic emphasis of speed and energy in the described
movements of the horse. The shiddah (forcefulness) attribute of # (kaf) transmits a feeling of striking

and sudden transformation to the reader.

Furthermore, the dynamism and elegance constructed by the poet’s expressions can be
observed in the contrast between hard (3 «= <4 ) and soft (s <5 «s «J) sounds. A concrete example of

this structure is clearly visible in the ‘ajuz (second hemistich) taken from the following verse of the
poet:

Sl s 2o p2lsS
Like a solid boulder hurled from on high by a torrent
In this hemistich:

e Harsh and crackling sounds such as - «_» «s «z reflect the force of the rock and the

torrent,
e Soft sounds such as J « «s «s convey the descent and fluid motion of the water.

In conclusion, in the selected couplets from Imru’ al-Qays’s Mu‘allaqah, the letters of the
words chosen to express movement, fervor, natural phenomena, and nobility on the semantic plane
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align closely with their conceptual structures. In particular, through the abundant use of letters
endowed with jahr, shiddah, and rikhwah attributes, power and intensity are emphasized on the one
hand, while fluidity and grace are highlighted on the other. With the contribution of articulation
points, sounds relying on the lips, tongue, or throat phonetically substantiate the object, entity, or
state described in meaning, evoking a vivid and compelling resonance in the reader’s imagination.
As demonstrated in the presented couplets, the aesthetic structure of Arabic poetry presents a unified
whole achieved through the harmony of sound and letters rather than mere conceptual abstractions.
By making deliberate word and letter choices, the poet reinforces the semantic mood through the
music of sound, thereby elevating the artistic value of the work.

Conclusion

In this study, the horse imagery in Surah al-‘Adiyat and Imru’ al-Qays’s Mu‘allagah was
examined at both the levels of content and form; specifically, the letters employed in the respective
texts were categorized by frequency and phonetic attributes to undergo a comparative sound-meaning
analysis. Although both texts constitute exemplary manifestations of high acoustic aesthetics in the
Arabic language, they diverge fundamentally in terms of the purpose and source toward which this
acoustic aesthetic is directed.

The primary distinction between these two texts crystallizes at the semantic level served by
their phonetic structures. In Surah al-*Adiyat, sounds, lexical items, and syntactic structures operate
in harmony intrinsic to the nature of revelation, generating powerful imaginative and emotional
resonance in the reader's mind while simultaneously serving a reflective and admonitory function.
Conversely, Imru’ al-Qays mobilizes sounds primarily on an aesthetic plane, aiming to evoke
feelings of admiration and descriptive imagination in the audience.

In this context, phonetic harmony is robust in both texts; however, the distinction between
the divine and the human manifests clearly in the source of the sound and the semantic plane toward
which it is directed. While the acoustic design in the Qur’an directly serves meaning, the phonetic
composition in classical poetry is oriented primarily toward generating aesthetic pleasure and artistic
admiration. This leads to a divergence in the values and functions they represent, despite both
discourses employing phonetic possibilities in a similar manner.

Expressed in a more concrete context, it can be stated that although the horse descriptions
in Surah al-‘Adiyat and Imru’ al-Qays’s Mu‘allagah belong to two distinct discursive realms in terms
of sound aesthetics and semantic organization, both display a comparably high degree of phonetic
density. However, an investigation into the nature and objective of these phonetic structures reveals
two distinct trajectories—one shaped by the intent of divine speech, and the other by human artistic
sensibility. The phonetic arrangement in Surah al-*Adiyat reinforces meaning as a manifestation of
the Qur’an’s structural miracle (nazmi i‘jaz), whereas the sound system in the Mu‘allagah
demonstrates the high literary standard achieved by human effort woven through the poet's aesthetic
sensitivity.

The depiction in Surah al-‘Adiyat centers upon warhorses charging breathlessly on the
battlefield. The majority of letters in this depiction possess strong (forceful, explosive, emphatic)
attributes according to Arabic phonology, mirroring concepts such as conflict, speed, dust, clamor,
and destructiveness that constitute the thematic core of the surah. For instance, letters such as & «_»

o «¢ «b recur throughout the relevant verses, representing sudden explosions and sharp transitions.

This acoustic sequence is structured to form a mental cinematography of the depicted scenes,
transforming words into instruments that exert impact not merely through semantic meaning, but
through sound itself. In this capacity, sound assumes an active semantic carrier role rather than a
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merely auditory one. The harmony observed here relies on an orientation originating from the nature
of revelation; the employment of sound transcends deliberate human preference, directly serving
divine intent.

By contrast, although the horse imagery in Imru’u’l-Kays’s Mu‘allaqah is supported by a
rich acoustic aesthetic, this structure conveys the impression of being the product of human-centered
observation and admiration. The words selected by the poet, specific letter repetitions, harmonious
elements, and rhythmic arrangements serve the objective of conveying his fascination with nature-
and with the steed in particular-within a literary construction. The sound-meaning relationship here
is the product of artistic choice, aimed at reflecting emotion and wonder rather than delivering a
solemn truth. The acoustic aesthetic in the couplets is strong; however, the preferred letters ( « «J -

, « ) predominantly possess gliding, fluid, and delicate attributes, emphasizing the grace, agility,

and poetic quality of the horse. Transitions between letters are softer, bringing the literary and
emotional intensity of the narrative to the fore. While reflecting the poet's artistic concerns, this
structure displays the role of sound in meaning production within a literary form.

This comparative analysis demonstrates that the fundamental distinction between the
opening verses of Surah al-*Adiyat and the horse imagery selected from Imru’ al-Qays’s Mu‘allagah
must be evaluated not only on an aesthetic plane, but also with respect to the source and semantic
horizon upon which the texts rest. While Surah al-‘Adiyat reflects the eternal aesthetics of divine
speech through the sound-semantic integrity of revelation, Imru’ al-Qays’s Mu‘allaqah stands out as
a distinguished example of human sensitivity and artistic expression. In this respect, by
systematically comparing the phonetic architecture of the Qur’an with classical Arabic poetry on a
shared thematic foundation using structured criteria, this study contributes to the literature by
demonstrating that the sound-meaning relationship is a functional element in the construction of
meaning rather than a merely decorative one.

Nevertheless, this research is limited to the opening verses of Surah al-‘Adiyat, the horse
imagery in Imru’ al-Qays’s Mu‘allagah, and phonetic-morphological analysis. Future studies
comparing texts selected from different surahs of the Qur’an alongside pre-Islamic and Islamic
poetry across a broader corpus—supported by semantic, pragmatic, and cognitive linguistic
approaches—will allow for more comprehensive and holistic evaluations regarding the acoustic
aesthetics and inimitability (i‘jaz) of the Qur’an.
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Fonetik Ahenkten Anlam Derinligine: el-Adiyat Siiresi ve imru’u’l-Kays’in Muallakasinda
Yer Alan At Tasvirlerinin Estetik Kurgusu

Giris

Klasik Arap siirinde, fonetik sanatlar Arap edebi sdylem geleneginin bir parcasi olarak
siirlerin tezyini ve sozlin estetigi baglaminda kullanilagelmistir. Bu teknikler, siirin ritmini ve
ahengini olusturmak ve duygusal ifadeyi giiclendirmek amaciyla sairler tarafindan ustalikla icra
edilmistir. Ancak Kur’dan-1 Kerim’de bu ses sanatlar1 sadece estetik bir siisleme aracit olmakla
kalmayip bilingli ve sistematik bir sekilde, ilah1 hitabin mesajin1 pekistiren, anlami1 derinlestiren ve
muhatabin ruhuna niifuz eden islevsel unsurlar olarak 6ne ¢ikmigtir. Klasik siirde gorkemli ama
beseri sinirlar iginde kalan bu ses oyunlari, Kur’an’da yiiksek bir amag¢ dogrultusunda, ¢ok katmanl
bir planin pargasi olarak organize edilmis; boylece s6z ile ses arasinda benzersiz bir uyum tesis
edilmistir.

Ayrica Klasik Arap siirindeki ses tekrarlar1 ve ahenk unsurlari, genellikle sairin kisisel
duygularin1 ve estetik kaygilarini yansitmak iizere sekillenirken, Kur’an’da kullanilan benzer ses
teknikleri, vahyin muhataplarimi her yoniiyle etkileme amacina uygun olarak, ildhi murad
dogrultusunda bilingli ve maksath bir sekilde tecessiim etmistir. Dolayisiyla Kur’an’da ses, salt
bigimsel bir 6zellik olmaktan ¢ikarak, anlatinin mana zeminini insa eden ve derinlestiren aktif bir
islev kazanmis; boylece Kur’an’in fonetik dokusu, sadece edebi bir zenginlik degil, ayn1 zamanda
mesajin muhataba etkili ve kalic1 bir sekilde ulasmasini saglayan bir yapi tasi niteligi kazanmustir.

Bu baglamda Kur’an-1 Kerim’in i‘cazi, yalnizca semantik diizlemde degil, ayn1 zamanda
fonetik kompozisyonunda da kendini gosteren ¢ok katmanli bir yapiya sahiptir. Kur’an, ses ve mana
arasinda kurdugu uyum sayesinde sadece anlam yiiklii bir hitap degil, ayn1 zamanda giiglii bir estetik
forma da sahip oldugunu goézler 6niine sermektedir (Akdag, 2022, s.151-154.). Evrenin isleyiginde
goriilen ses temelli ritmik yapilarin, Kur’an’daki ilahl sdylemle paralellik arz etmesi; Kur’an
metninin miizikal bir dokuya sahip oldugu fikrini giiclendirmektedir. Bu agidan Kur’an, bir yoniiyle
evrendeki ilahi orkestranin sozlii tezahiirii, insan kulagina ve gonliine hitap eden bir musiki metni
olarak okunmaya da elveriglidir (Cagil, 2013, 2-4).

Kur’an’mn nazminda yer alan tekrarlar, ahenk ve ses yansimalari; fasila, aliterasyon ve
asonans gibi fonetik sanatlarin bilingli bir sekilde kullanildigin1 géstermektedir. Bu ses sanatlari,
stirelerin ve ayetlerin hem isitsel algilamisim hem de duygusal etkisini giiglendirmektedir. Ozellikle
Arapcanin bilinyesindeki sert, yumusak, tiz ve kalin harflerin (el-Hamed, 2022, s. 55) dengeli
kullanimiyla olusturulan ses diizeni, Kur’an’in tilavet geleneginde derin bir psikolojik ve estetik etki
meydana getirmekte ve Kur’an okuyan kisi de bu ses armonisinin canli bir tasiyicisi haline
gelmektedir (Turabi-Savran, 2021, s. 307-312).
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Kur’an-1 Kerim’in ses boyutu, sadece fonetik bir 6zellik degil, i‘cazin da asli bilesenlerinden
biridir. Fasila, aliterasyon, asonans, ses tekrarlar1 ve ritmik vurgular; Kur’an’mn edebi kudretinin
isitsel zeminini olusturmaktadir (Savran, 2021, s. 40). Bu yoniiyle Kur’an, hem icerdigi hakikatlerle
akli ikna eden hem de fonetik ahengiyle kalbi etkileyen ilahi bir hitap hiiviyeti tasimaktadir. Bu
nedenle Kur’an’in anlagilmasi, sadece anlam diizeyinde degil, ses estetigi ve duyusal algi boyutunda
da ¢ok katmanli bir dikkat gerektirmektedir.

Bahse konu minvalde sekillendirilen bu calismanin genel ¢ercevesi Klasik Arap siirinin
bilinen &rneklerinden biri olan Imru’u’l-Kays’a nispet edilen muallakadan alinan “at tasviri”
muhtevali beyitlerle, Kur’an-1 Kerim’in el-Adiyat siresinin ilk ayetlerinde yer alan ve iizerine kasem
(yemin) edilen at tavsiflerini igeren ayetlerin ses Orgiisii ve anlam zemininde kurdugu iliskiyi
mukayeseli bir baglamda ortaya koymak ve bu iligki iizerinden ilahi keldamin akustik mimarisini
¢Oziimlemek amacina matuf belirlenmistir. Caligma, nitel arastirma yaklagimi kapsaminda
karsilastirmali metin ¢oziimlemesi yontemiyle yiiriitilmustiir. Secilen metinler; fonetik yapi (fasila,
aliterasyon, asonans ve ses tekrarlari), morfolojik tercihler, ses-anlam iligkisi ve fonetik unsurlarin
anlamsal islevi olmak {izere dort temel 0l¢iit cergevesinde mukayeseli olarak degerlendirilmistir.

Kur’an’daki kelime ve harf tercihlerinin gelisigiizel olmadigi, bilingli bir fonetik stratejiye
dayandigi; bu strateji araciligiyla seslerin anlam {iretimine aktif olarak katildig1 tezi merkeze alinarak
kurgulanan bu ¢alismada 6zellikle fasila (ayet sonu), aliterasyon (iinsiiz tekrarlar1) ve asonans (iinlii
uyumu) (es-Suyfti, 1974, s.332) gibi fonetik ve edebi teknikler, Kur’an’daki duygusal yogunlugu,
tematik biitiinliigli ve hitabi giicli pekistiren temel araglar olarak degerlendirilmistir. Dolayisiyla
sesin salt anlami tagiyan edilgen bir vasita degil; bizzat anlamin insasinda rol alan aktif ve dinamik
bir unsur oldugu yaklasimi ele alinmaya c¢aligilmisgtir.

Secilen ornekler {izerinden yiiriitilen analizlerse, morfolojik ve fonetik diizlemde
degerlendirilmis; Kur’an’in akustik dokusunun duygusal, psikolojik ve estetik yansimalari
incelenmistir. Kur’an’daki ses orgiisiiniin yalnizca bedii‘ degil, ayn1 zamanda anlami insa eden,
yonlendiren ve pekistiren islevsel bir yapi tasi olarak kullanildigini ortaya koymak ve Klasik Arap
siirinde yer alan benzer yapilarin beseri sinirlar ve estetik kaygilar baglaminda tesekkiil ettigini
gostermek sdikinden hareketle kurgulanan calismada el-Adiyat stresindeki kelime ve harf
tercihlerinin gelisigiizel degil, bilingli ve maksath bir fonetik stratejiye dayandigi; bu strateji
araciligryla seslerin anlam iiretimine etkin bigimde katildig tezi islenmistir.

Ayrica ¢alisma, Kur’an’in i‘caz boyutunu yalnizca semantik derinlige indirgemeyen bir
yaklagimla, fonetik mimariye de vurgu yaparak geleneksel “anlam merkezli” okumalari tamamlayict
bir perspektif sunmay1 amaglamaktadir. Zira anlam odakli geleneksel yaklagimlarin ikinci plana
oteledigi ses estetigi, Kur’an’mm mucizeviligini ¢ok boyutlu bir perspektiften yeniden
degerlendirmeye uygun bir zemin sunmaktadir. Kur’an’1n, icerdigi hakikatleri sadece akla degil, ayni
zamanda kulaga, kalbe ve bilingaltina ulagtiran ¢ok katmanli bir hitap bi¢imi oldugu fikrini
destekleyen bu yaklasim tabiati itibariyla i‘cdzin bigimsel yonii {izerine yogunlasan bir niteligi
haizdir.Ancak literatiirde Kur’an’in i‘cdzi, agirhikli olarak semantik ve beldgat ekseninde
incelenirken, fonetik mimarisini Klasik Arap siiriyle sistematik Ol¢iitler {izerinden karsilastiran
calismalarin siirlt oldugu goriilmektedir. Dolayisiyla bu calisma, ses estetigini anlamin ingasina
katki saglayan iglevsel bir unsur olarak ele almasi ve bunu belirli karsilagtirma kriterleri
dogrultusunda incelemesi bakimindan literatiire katki sunmay1 amaglamaktadir.

1. Kur’an’daki Fonetik Sanatlar Uzerine Bir Degerlendirme

Bosna Hersekli alim Muhammed Tayyib Oki¢ (6.1977), Kur’an-1 Kerim’in Uslibu ve
Kiraati (Le style et la lecture du Kur’an) adli eserinde (Kula, 2021, s.263-274), Kur’an’1n siir veya
seci cinsinden edebi tiirlerle iligkisinin bulunmadigin belirttikten sonra, Kur’an ile misik1 arasindaki
miimkiin iligkileri ele almistir. Oki¢’e gore, Kur’an’in nazminda goriilen ahenk ve tenasub, 6zellikle
ayet sonlarinda tekrar eden ses Oriintiileri (fasilalar) gibi yapisal 6zellikler, bu ilahi kelamda masiki
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unsurlarinin varliina dair 6nemli sorular1 giindeme getirmektedir. Bu ¢cercevede Okig, Abdulvehhab
Hamide’nin konuyu 6zel olarak ele aldig1 ¢alismasina (Hamtide, 1948) atifla, dar anlamda muisiki
ile Kur’an arasinda dogrudan bir iliski kurulamayacagini, ancak misikinin genis anlamiyla bu
iliskinin miimkiin olabilecegini ifade etmistir. Fasilalarin yani sira, bazi siirelerin basinda yer alan
hurGf-u mukattaa‘nin da masiki isaretleri olarak degerlendirilebilecegi goriisiinii zikretmistir (Okig,
1963, s.13-15). Bu yaklasimi, Kur’an tarihi alanindaki ¢aligmalariyla bilinen Alman oryantalist
Theodor Noldeke de (6.1930) desteklemis; Kdf ve Niin strelerini 6rnek gostererek, bu strelerde
gecen harflerin coklu tekrara dikkat ¢cekmistir. Noldeke’ye gore, bu harfler siire basinda yer
almakla sadece lafzi olarak degil, ayn1 zamanda fonetik anlamda da bir denge olusturmakta ve bu da
Kur’an’in msiki ahengini giiclendirmektedir (Kiigiikkalay, 2021, s.119-121).

Oki¢’in bu degerlendirmelerinden hareketle, Kur’an’daki fasila, aliterasyon ve asonans gibi
ses odakli yapisal unsurlarin sadece estetik bir slisleme degil, ayn1 zamanda anlamin etkili bigimde
aktarimina hizmet eden fonetik bir kompozisyonun pargalari oldugu soylenebilir. Ayet sonlarmda
tekrarlanan sesler (fasilalar), benzesik harflerin tekrarindan olusan aliteratif yapilar ve sesli harf
uyumlarinin olusturdugu asonans, Kur’an’in hem ses diizleminde hem de anlam boyutunda derinlikli
bir sdylem gelistirmesine katkida bulunmaktadir. Dolayisiyla bu durum, Kur’an’in i‘caz boyutunun
yalniz lafzi degil, ayn1 zamanda fonetik estetik ve ses miithendisligi agisindan da bir mucize teskil
ettigini soylemeyi miimkiin kilmaktadir. Bu yoniiyle Kur’4n’da aliterasyon ve asonans, sadece isitsel
haz uyandirmakla kalmamakta; ayn1 zamanda manayi giiglendiren ve dinleyici {izerinde derin psiko-
estetik etkiler birakan stratejik edebi araglar olarak 6n plana ¢ikmaktadir.

Bu yapinin temel tas1 olarak degerlendirilebilecek fasila, klasik anlamda siirdeki “kafiye”
veya secideki “karine” islevine benzer sekilde, dyetin semantik biitiinliigiinii tamamlayan ve ses
uyumunu saglayan yapisal birim olarak tanimlanmaktadir (Kattan, 2000, s.153). Ancak fasila, sadece
bir ayet sonu unsuru degil; Kur’an’1n nazmi yapisi igerisinde anlamin ve sesin i¢ ice gegtigi, estetikle
islevselligin kesistigi bir kavram olarakta degerlendirilmektedir. Fasila ile birlikte aliterasyon (iinsiiz
ses tekrarlar1) ve asonans ({inlii ses tekrarlari), Kur’an’in yalnizca igerik boyutunda degil, bigem
diizeyinde de derinlik kazandigimi gostermektedir. Bu unsurlar hem tilavet hem de dinleyici deneyimi
acisindan Kur’an’in kendine 6zgii musiki yapisini olusturan temel 6geleri olusturmaktadir.

Aliterasyon, Bat1 edebi geleneginde &zellikle Ingilizce ve Fransizca siirde, bir dize veya
climlede ayni ya da benzer {insiiz seslerin tekrar1 yoluyla ritim ve ahenk olusturma teknigi olarak
tanimlanmaktadir (Preminger, 1974, s. 15-16; Baldick, 2015, s.10-11). Bu teknik, sesin estetik
etkisini artirmak ve metne fonetik bir biitiinliikk kazandirmak amaciyla kullanilmaktadir. Latin
retoriginde “linsiiz harflerin tekrar” anlamina gelen “Repetitio consonantium” olarak anilan bu
sanat, klasik retorikteyse ayni kokten etimolojik olarak iliskili iki ya da daha fazla kelimenin bir
arada ve anlam vurgusu yapmak {izere kullanilmasi durumunu ifade eden “figura etymologica”
seklinde anilmaktadir (Lausberg, 1998, s.125-130).

Aliterasyonun dogrudan karsiligi olmasa da Arap edebi geleneginde «9di s (‘Ilmu’l-
Belaga)’min alt bir dali olarak degerlendirilen ~.d 2s (‘Ilmu’1-Bedi*) bashiginda kategorize edilen
il Lzl (el-Muhassenatu’l-Lafziyye) babinda yer alan ve bir sz 6beginde yer alan kelimelerin

telaffuz bakimindan benzer, anlamca farkli olmasi durumunu ifade eden “el-Cinas” (_-u41) (el-
Hamevi, 2004, s.54; el-Hasim1, 1984, s.396; May, 2000, s.83; Yanik, 2014, s. 86) siir yahut nesirde
sozciiklerin tamaminin kendi hizasindakilerle vezin ve kafiye bakimindan birbirine uymasi halini
ifade eden “et-Tersi* ” (=) (es-Sekkaki, 1987, 5.431; el-Hasimi, 1984, s. 406; Yanik, 2014, s. 98)

gibi anlam ve ses yakinligina dayali sdzciiklerin bir arada kullanilmasiyla icra edilen lafzi sanatlarla
aliterasyonun benzer bir fonksiyonu tistlendigi anlagilmaktadir. Ozellikle secili nesirde ve hitabette,
benzer ses yapisina sahip kelimelerin tekrari, sesin etkileyici giiciinii artirmaktadir. Kur’an’in
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nazminda da bu tiir iinsiiz tekrarlari, ozellikle fasila yapilarinda gézlemlenmekte ve bunlar Kur’an
misikisinin bir pargasi olarak degerlendirilmektedir (Kutub, 1969, s.155-156).

Asonans ise Bati edebiyatinda oOzellikle siirde dizelerin sonlarinda ayni inlii sesin
tekrarlanmasiyla elde edilen icsel ahengi ifade etmektedir (Abrahams-Harpham, 2011, s. 11).
Asonans, klasik kafiye yapisindan farkli olarak yalnizca iinlii seslerin tekrarina dayanmaktadir.
Fransiz, Ispanyol ve Ingiliz siirinde 6zellikle serbest 6lciilii modern siirlerde asonans énemli bir yer
tutmaktadir (Preminger, 1974, s.53-54).

Arap edebl gelenegindeyse asonansa dogrudan karsilik gelen teknik bir terim
bulunmamaktadir. Ancak beytin her iki misraim kafiyeli yapma anlaminda bir edebiyat terimi olan
“tasri‘ 7 (mrad) (el-Cezerd, tsz., s.258; el-Hamevi, 2004, 5.278), iki fasilanin-yani iki fikranin veya

iki misranin son iki kelimesinin-kéafiyelerinin degil de vezinlerinin- esit olmas1 halini ifade eden “el-
muvazene” (u54) (el-Cezerd, tsz., s. 291;el-Hasimi, 1984, 405) ve aralarinda karsitlik disinda anlamca

ARG

uygunluk bulunan sézciikleri nazim veya nesirde bir araya getirmek anlamindaki “murda‘tu’n-nazir”
(sl sts10) (el-Hagimi, 1984, s.368; Yanik, 2014, s.81) gibi ses dengesini ve paralel yapiy1 saglamak
amaciyla basvurulan belagat tekniklerinin asonansla ortiisen yonlerinin bulundugu anlasilmaktadir.
Kur’an tilavetlerinde ise bu tiir ses tekrarlarinin 6zellikle fasila sisteminde yer aldig1 ve Kur’an’in i¢
misikisini olusturdugu goriilmektedir (ez-Zerkesi, tsz., s.322-328).

Netice itibariyla, aliterasyon ve asonans hem Bati hem de Arap edebiyatinda ses temelli
estetik kurguyu saglayan Onemli tekniklerdir. Bati’da daha bigimsel ve teknik bir c¢ercevede
degerlendirilirken, Arap geleneginde bu unsurlar daha ¢ok beldgat ve tilavet estetigi baglaminda,
Ozellikle Kur’an’in ilahi ve edebi yoniinii destekleyen ¢ok katmanli yapilara isaret eden yonleriyle
ele alinmaktadirlar.

Kur’an’m bu ses temelli estetik yapisi, onun terciime edilebilirligi meselesiyle de dogrudan
iliskilidir. Kur’an’n ilk Ingilizce miitercimlerinden Marmaduke William Pickthall (5.1936) gibi
ceviri uzmanlari, Kur’an’in Arapga 6zgiinliigiine ickin bu ritmik ve fonetik yapinin, bagka dillere
aktarimda biiyiik Olgiide yitirildigini belirtmistir (Siber,1958). Bu durum, yalnizca morfolojik bir
kayip degil, ayn1 zamanda fonetik anlamda estetik bir ¢6ziilmedir. Zira Kur’an’in ses diizeni, kelime
secimi ve dizilisi gibi 6geler, belli bir ritim ve musikiye hizmet edecek sekilde kurgulanmistir.
Meallerde ya da ¢eviri metinlerde bu diizenin bozulmasi, Kur’an’in “i‘cadz” boyutunun sadece anlam
diizleminde degil, ayn1 zamanda bi¢imsel diizeyde de biricik ve tekrarlanamaz oldugunun
gostergesidir. Bu baglamda, Kur’an’in edebi yoniinii belirleyen ses temelli yapilar, terciime
edilemeyen boyutlar arasinda yer almakta ve bu 6zellik, Kur’an’1 klasik edebiyat tiirlerinin 6tesinde
bir noktada konumlandirmaktadir.

Kur’an’m fonetik kompozisyonu, harflerin mahreg (gikis yeri) ve sifat (nitelik) diizeyinde
gosterdigi cesitlilik ve bu ¢esitliligin ayet i¢i ses akigina yansimasi da dikkate sayandir. Arapca’nin
ses sistemi bes temel mahre¢ bolgesine ayrilmistir (el-Cezeri, tsz., 5.199-202) ve bu bolgelerden
cikan harfler kirktan fazla fonetik nitelige sahiptir (Mekki, 1999, s.61-85). Bu yonilyle Kur’an’in
indigi dil olan Arapga, yalnmizca anlam degil, ses diizeyinde de zengin bir insa malzemesi
sunmaktadir. Ornegin, pek cok dilde tek bir “h” sesiyle karsilanan fonem, Arapgada ¢ikis noktasi
bakimindan dil kokiiyle bogaz geperi arasinda, art damagin gerisinde yer alan lnsiizler kategorisinde
degerlendirilmektedir. Bu fonem bogazin ii¢ farkli noktasindan ¢ikarilan ii¢ ayr1 harf (+ /héd/, - /héd/,

» /hd/) ile ifade edilmektedir (Akdag, 2022, s.110-111). Bu ¢esitlilik, Kur’an’in fonetik evreninde

ince is¢ilikle 6riilmiis ses dokusunu anlasilmasi agisindan énemli bir 6rnektir.

Kur’an’daki harfler; otiimsiiz (hems), otimli (cehr), akici (rihve), sert (sidde), kalin
(isti la"), ince (istifale), 1sliklh (safir), yamusak (/in) ve elastiki (istitdle) gibi ¢ok sayida fonetik
ozellige sahiptir (Mekki, 1999, s.61-85). Bu ses degerleri, ayetlerin i¢ yapisinda yalnizca fonolojik
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birer unsur degil, ayn1 zamanda musiki yonii giiclii bir edebi atmosferin de tasiyicisidir. Kur’an’in
ses Orgiisiinde aliterasyon (ses tekrar1) ve asonans (linlii uyumu), 6zellikle fasila sisteminin isleviyle
birlikte ahenkli bir biitiinliik olusturmaktadir.

Misirht diistiniir ve ilim adami Seyyid Kutub (6.1966) bahse konu durumu su sozleriyle
Ozetlemistir:

“Kur’dn ifadesinde yer alan harfler, Araplarin konustugu dilden ve
kullandigi kelimelerden belirgin sekilde ayrilir. Bu harfler, son derece cazip bir
musiki tonuyla terkip edilmistir. Kur’adn’'in lafizlar, giindelik sozlerden ¢ok
farkli; musiki yonii baskin ve derin etkiler tagiyan bir niteliktedir.” (Kutub, 1968,

s.1786; Dagdeviren, 2009, s.52).

Ote yandan bu ses diizeni, birgok ayette harflerin anlamla birlikte tinlayan birer ses sembolii
olarak islev gormesini saglamaktadir. Kur’an, Arap dilinin fonetik imkanlarim en iist diizeyde
kullanarak sade bir konugma dilini agsan, melodik ve etkileyici bir sdylem meydana getirmektedir.
Bu nedenle, ayn1 harf sistemini kullanan Arap toplumlar1 dahi Kur’an’1n iislubu karsisinda hayranlik
duymus ve onu taklitten aciz kalmigtir (Dagdeviren, 2009, s.52).

Nitekim Arapga harflerin mezkir sifatlar1 sebebiyle olusan telaffuz farklari ve bunun anlama
yansimas1 meselesiyle ilgili Arap dili ve edebiyat1 alimi Ibn Cinni’nin (6.392/1002) nahiv ilminin
metodolojisini ortaya koyma amaciyla kaleme aldig1, Arap dilinin yapisal biitiinliigilinii esas alarak,
dilin kurucu ilkelerini felsefi bir perspektifle yorumladigi ve bu ilkelerin temel o6zelliklerini
sistematik bicimde isledigi eseri e/-Hasdis’deki izahlar dikkat ¢ekicidir:

“i.”, kapi, pencere, gozetleme yeri gibi agikliklart kapatmak igin kullanmilirken;
“3%"”, dag yamaci, vadi ya da gegit gibi biiyiik ve dogal yapilar i¢in kullanilir. Bu
baglamda, “3o” fiili, testi deligi ya da gsise agzi gibi kiigiik bosluklarin
kapatilmasina delalet eden “i.”e kiyasla daha gii¢lii bir engelleme veya kapatma

fiilini ifade eder. Bu nedenle, Arap dilinde daha giiglii ve etkili anlami karsilamak

lizere ses bakimindan daha kuvvetli olan - (sdd) harfi tercih edilmistir. Buna
mukabil, ses degeri bakinundan daha zayif olan _- (sin) harfi, daha dar ve sinirl
anlam alanlarini karsilamak icin kullamlmistir. Bu sekilde, giiclii olan icin- ses
bakimindan- - harfi, zayif olan icin ise- ses degeri daha hafif olan- - harfi tercih
edilmistir.” (ibn Cinni, tsz., 5.163).

Arapganin yapisiyla ilgili bu tiirden degerlendirmelerden hareketle 6zet olarak sunlari
sOylemek miimkiindiir: Kur’an’m fonetik kompozisyonu; fasila, aliterasyon ve asonans gibi edebi
araclar vasitasiyla, sadece anlam tasiyan bir metin olmaktan Gteye gegmekte, sesin anlamla i¢ ige
gectigi, kulakta ve zihinde iz birakan icazi bir yapiya biirlinmektedir. Bu ses mimarisi, Kur’an’in

sadece okunmakla kalmayip isitildiginde de etkileyici olmasini saglayan temel vasfini teskil
etmektedir.

2. el-Adiyét Siiresi’nde Yer Alan “At” Tasvirinin Fonetik-Anlam Degerlendirmesi

el-Adiyat Kur’an-1 Kerim’in yiiziincii siiresi olup on bir ayetten olusmaktadir. Genel kabule
gbre Mekke doneminde indirilmistir. Stire, ismini ilk ayette gegen “wus /el-Adiyat” kelimesinden

almaktadir. Bu kelime, “siddetle kosan atlar’” anlamina gelmektedir. Sire, savas atlarinin sabah vakti
gergeklestirdigi hizli hiicum betimlemesiyle baglamaktadir (Yazir, 2003, 53; Bilmen, tsz., 5.4080).
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Bu betimleme, hem s6z konusu hayvanlarin fiziksel giiciine hem de onlarin sebep oldugu etkileyici
gorsel ve isitsel sahnelere dikkat ¢ekmektedir. Bu giris, klasik Arap edebiyatinda sik¢a bagvurulan
bir iislup olan tasviri anlatima benzemekte ve boylece giiglii bir dramatik atmosfer olusturarak
dinleyiciyi stirenin devamina hazirlamaktadir.

Siire, insanin nankorliigii, diinya malina olan diiskiinliigii ve ahiret bilincinden uzak olugunu
elestirmektedir. Baglangigtaki tasviri sahneyle elde edilen dinamizm, insanin i¢ diinyasina dair
elestirel bir sorgulamayla; “3,50 4 dwiy &/Gergekten insan, Rabbine karsi ¢ok nankordiir.” (el-
Adiyat, 100/6) devam etmektedir. Bu sirede, kisa ve vurucu ayetlerle hem bireysel ahlak hem de
sosyal sorumluluk baglaminda derin mesajlar verilmektedir. Aynm1 zamanda ses tekrarlar
(aliterasyon), fasila uyumu ve ritmik yap1 gibi edebi unsurlar, stirenin fonetik estetigini 6n plana
¢ikarmaktadir. Bu yoniiyle el-Adiyat Stresi, Kur’an’daki ses-anlam uyumunun en belirgin
orneklerinden biri olarak 6ne ¢ikmaktadir.

Mezkir strede yer alan ve at tasvirleriyle baglayan ilk ayetler soyledir:
(5) W 4 adsh (4) B & 5530 (3) il tl (2) B35 sl (1) i sl
Yemin olsun nefes nefese koganlara (1) Sonra ¢akarak kivilcim sacanlara (2) Sabahleyin

ansizin baskin yapanlara (3) Derken o sirada tozu dumana katanlara (4) Pesinden orada bir
toplulugun ta ortasina dalanlara! (5) (Yazir,2003, s.55; Bilmen, tsz., s.4081)

el-Adiyat sdresinin bu bes ayeti fonetik analiz, harf istatistikleri ve anlam- ses iliskisi
baglaminda degerlendirildiginde (Ahmed, 2019) sdyle bir tablo ortaya ¢ikmaktadir:

Tablo 1: En Cok Tekrar Eden Harfler

Harfler — - J 3 g c J 3 - <
(Transknpsiyom)  (Elif) (Fa) (Ba) (Lim) (Nim) (‘Ayn) (Ha) (Ra) (Vav) (Yd) (Ta) (Mim)
Tckrar Sayiss 13 3 K

o | (Elif) harflerinden 3 tanesi w3 #¥’in pargasi olarak gelmistir. Vasl (ge¢is) durumundan

dolay1 hicbiri okunmaz.
e J (Lam) harflerinden iigii de _x,»3 4¥’in pargasi olarak gelmistir. 23 5by) (Mubarek, 2024,
5.80-82) sebebiyle hepsi okunur.
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Tablo 1: En Cok Tekrar Eden Harfler

Harf Tekrar Sayisi Harfin Sifatlan
1 | 13 Rihvet (Akicilik), Infitah (Aqik)lik, Istifil (Incelik), Med (Uzatma), Cevfi (Agiz Boslugu Harfi)
2 - 4 Hems (Otiimlii), Rihvet (Akicalik), Istifil (Incelik), Infitdh (Agikhik), Mesmut (Kapali)
3 - 1 Cehr (Agiklik), Sidde (Patlayicilik), Infitah (Agiklik), Istifal (Incelik), Mesmut (Kapah), Sefevi (Dudak harfi)
4 d 3 Cehr (Agiklik), Rihvet (Akicihik), Tstifal (incelik), infitah (Agikhik), Mesmut (Kapaly), inzilik (Siziilme)
s O 3 Cehr (Agiklik), istifal (Incelik), infitah (Agikhik), Mesmut (Kapali), inzilak (Siziilme), Gunne (Geniz sesi)
6 & 3 Cehr (Agiklik), Rihvet (Akicihk), Isti‘la (Kalnhik), Infitih (Agiklik), Mesmut (Kapalilik)
7 c 3 Hems (Otiimliiliik), Ribvet (Akicilik), istifal (incelik), infitih (Agiklik), Mesmut (Kapali)
8 J 3 Cehr (Agiklik), Isti‘la (kalinhk), infitih (Agiklik), Mesmut (Kapaly), Inzilak (Siiziilme), Tekrir (Titreyen tekrark)
9 ) 3 Cehr (Aciklik), Rihvet (Akicilik), istifal (incelik), infitah (Acikhik), Lin (Yumusaklik), inzilik (Sizilme), Mesmut (Kapal)
10 ¢ 3 Cehr (Agiklik), Ribvet (Akicilik), Tstifal (Incelik), infitah (Agikhik), Lin (Yumusakhk), inzilik (Stzilme), Mesmut (Kapah)
11 < 3 Hems (Otiamlalik), Sidde (Patlayieilik), istifal (Incelik), infitah (Agiklik), Mesmut (Kapali)
12 2 3 Cehr (Aqiklik), Istifal (Incelik), Infitah (Agikhk), Mesmut (Kapali), Gunne (Geniz sesi), Sefevi (Dudak harfi)

el-Adiyat stiresinin ilk ii¢ Ayetinde; (3) sz <l (2) 1535 o206 (1) Wi <bsis gecen ifadeler,
savas atlarinin akin yaparken sergiledigi hizli ve etkileyici hareketleri tasvir etmektedir. Bu ayetler,
kisa ve ahenkli olmalarinin yani sira benzer uzunluk ve ses ritmine sahip hecelerden miitesekkildirler.
Ayet sonlarindaki giiclii ve patlayici sesler, kiraat sirasinda sesin yankilanmasina imkan taniyan
fonetik bir genislik saglamaktadir. Ayni zamanda, her climlenin basinda tekrarlanan “s” harfi hem

yapisal bir ahenk kurmakta hem de anlam diizleminde neden-sonug iliskisini vurgulamaktadir.
Ayette yer alan “cgs&” ifadesinin “%2%” ile iligkisi; atlarm hizli kosusunun sonucu olarak soluk

alip veriglerinde siddetli bir ses ¢ikarmalarini vurgulama sadedinde se¢ildigi sOylenebilir. Ayrica
“#1” kokiinlin Kur’an’da sadece bu stirede gegmesi (Akdag, 2024, s.129-146) dikkat cekicidir.

“u’

:” kelimesi de “ates gikarmak” (Ibn Manzidr, 1993, 5.389) manasiyla asli anlaminda ve
muzari (genis zaman) formunda kullamilmistir. ilgili ayette gegen “c,,0” (kivileim gikaranlar)
ifadesi, dogrudan “ct:WJ” yani kosan atlarla anlamca ilgilidir. Ciimle baslarindaki “s” harfi ise bu
eylemlerin art arda ve gecikmeksizin gergeklestigini gostermektedir.

Bu baglamda, “cts2” kelimesi, Arap dilinde sadece “atlarla yapilan baskinlar” icin

kullanilmaktadir (Ibn Manzir, 1993, s.36). Her ne kadar “at” kelimesi dogrudan zikredilmese de
yerlesik dil sezgisi bu anlami pekistirmektedir. Strede gegen “ s/sabah vakti” vurgusu da

miifessirlerin dikkatinden kagmamugtir. Zira sabah baskini, siirpriz etkisi ve ani gelismesi
bakimindan ilgili ayete giiglii bir anlam katmaktadir. Arapga’da “xZ” kelimesi, bizzat “baskin

zaman1” anlaminda da kullanilmistir (ibn Manziir, 1993, s.545). Kur’an’in baska yerlerinde de
“sabah” ve “sabah vakti” ifadeleri, ani gelisen azap veya uyar1 sahnelerinde gegcmektedir (el-Kamer,
54/83; Had, 11/81). Dolayistyla “cts” kelimesiyle kastedilen, diigmana karst siiratle hiicum eden

Cex o~

527 duyulur. “o,s2”

miicahitlerin atlaridir ve bu atlarin nefes aligverisinden dogan belirgin bir ses
ifadesi ise, bu atlarm tash zemine garpan nallartyla kivileim sagmast anlamima gelirken, “cis2” ise

diismana, heniiz glines dogmadan, sabahin erken vaktinde yapilan ani baskini temsil etmektedir (er-
Rézi, 1999, 5.260).
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Ayrica mezkir ayetlerde tekrarlanan “=” Arap harflerinin fonetik siniflandirmasinda
“zelklyye” (x24) grubunda tasnif edilmekte yani dilin ucuyla kolayca ¢ikarilabilen, akici ve hafif bir
ses olarak degerlendirilmektedir. Bu fonetik o6zellik, sfirede betimlenen atlarin hizli ve akici
hareketleriyle tam bir uyum i¢indedir. Harfin yapisi geregi olusturdugu uzun ses yayilim,
okuyucunun veya dinleyicinin duygu diinyasinda yanki bulmakta; dahili bir cosku ve ritmik haz
olusturmaktadir. Stirenin baglami, bu fonetik ahenkle birleserek hizli, siddetli ve dinamik bir
atmosfer sunmaktadir. Ozellikle miizikal ritminde bir dalgalanma, hirilti ve patlama efekti

sezilmekte; bu da atlarin kosusu ve saldir1 anlarinin dramatik yapisimi giiglendirmektedir (Faysal,
2019, 5.537-556).

[k ayette yer verilen sahneyi tasvir etmek igin kullanilan “\%:> s ifadesi, farkli hece

uzunluklar ve kapali-acik hece yapilariyla dikkat cekmektedir. Bu ses ¢esitliligi, ikinci ayetle
B3 ob,,u6” Srtiismekte ve bdylece “wtaw” (kosan atlar) ile “wt,4” (kivileim saganlar) arasinda
yapisal bir 6zdeslik kurulmaktadir. Bu hizli kosu (,4¢), sabah baskini (;¢1) ve kivileim sagma (),
stirenin basindaki ayetlere senfonik bir biitiinliik kazandirmaktadir. ik ayetteki kapali kisa hece
yapist, atlarin kosuya hazirlanigini simgelerken; ikinci kisimdaki uzun agik heceler, atlarin kesintisiz
ilerleyisini ifade etmektedir. Ardindan gelen kisa hece dizilimi ise, baskin esnasindaki atlar arasi
mesafe yakiligini ve diizenli hizlanmayi yansitmaktadir. Ugiincii yet olan “v a6 ise farkl

bir ses yapisina sahiptir; bu ayette kisa hece (g»sgfﬁ), onceki ayetlerde yer alan uzun agik hecelerdeki

sistematik dizilimin aksine yer degistirerek bir tempo degisikligi sunmakta ve sabah vakti yapilan
ani saldirinin ritmini hissettirmektedir. Boylece strenin biitiiniinde, fonetik kompozisyon ile
semantik muhteva i¢ ige gecerek, dinleyenin zihninde hem goriintii hem ses olarak canlanan giiglii
bir sahne olugsmaktadir.

“U ohxa6” ayetinde “> / oo / =/ 1,/ &/ 4/ /37 bigiminde ¢oziimlenen hece yapisinda
gbzlenen ses birimi farklilagmasi, atlarin saldir1 yoniinii ve hareket tarzin1 degistirmesine de isaret
etmektedir. Bu, belirleyici ve ani bir gegistir; ¢iinkii mezk{r ayetteki bu yap1 hizli kosudan bekleme

ve diizenlenme sathasina gecildigi izlenimi uyandirmaktadir. Bu anlam, kapali ve sessizle biten uzun
heceden sonra gelen iki uzun ve agik heceyle kurulan ses gecisiyle hissedilmektedir. “z,)” (baskin),

diismana yonelik ani bir saldirt olup 6ldiirme, esir alma veya yagma amaci giitmektedir. Aslinda
sahiplerine ait olan bu fiilin dogrudan atlara izafe edilmesi, onlarin baskindaki merkezi roliinii
vurgulamaktadir. Ciinkii atlar bu tiir seferlerde en temel unsurdur. Ayetteki acik hecelerin ¢oklugu,
sabahin erken saatlerinde gerceklesen hizli ve serbest hareketi cagristirmaktadir.

Stirenin fonetik yapisi sadece kismi olarak degil, biitiinciil olarak da dikkat ¢ekmektedir.
Fonetik baglamda stre ii¢ ana boliime ayrilmakta ve her bir bolimiin kendine 6zgii bir ritmi ve ses

(I3 ce_ 9

orgiisii oldugu goriilmektedir. i1k boliimdeki Ayet sonlar1 (fasila) iic ¢ (ha) sesiyle ve iki “¢” (ayn)
sesiyle sonlanmaktadir. Bu iki ses grubu ortak bir miizikal yapt “ && G5 5o 58 557
olusturmaktadir.

Ik ayette gegen “w%”, atlarin kosarken ¢ikardiklari ne kisnemeye ne de homurtuya
benzeyen, dogrudan nefeslerinden kaynaklanan sesi ifade etmektedir. Bu kelime, “<t:” (kosanlar)
ifadesinin anlamin p@kistiren bir mastar olarak kullanilmigtir. Bazi miifessirler bu mastarin, failin
fiilini vurgulayan “is® ;323" (pekistirme mastari) oldugunu ve bu baglamda “~:>” ifadesinin ¢ok
siddetli ve sinirma ulagmus bir kosuyu ifade ettigini dile getirmislerdir (Ibn Kuteybe,1978, s.535-
536;el-Karafi, 2002, s. 249). Diger bir yaklasimda ise bu kelimenin, “J-" anlaminda bir masdar

olarak geldigi ve bu ayette kosan atlar1 “soluyarak kosan atlar” seklinde niteledigi ifade edilmistir
(Ibn Adil, 1998, s.454). Her iki goriis de stiredeki anlam ve tasvirle son derece uyumludur.
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13

=" kelimesi, hem siddetli kosuyu (hizli hiicum) hem de bu kosu esnasinda atlarin

gogsiinden c¢ikan nefes sesini ifade etmektedir. Sozliklerde atlarin iic temel ses c¢ikardigi
belirtilmekte ve bu seslerin; kisneme (%)), homurtu (:25:4) ve nefes sesi/soluma (=) oldugu

aktarilmaktadir. Atlar, ayakta durduklarinda kisner, sahiplerini gérdiiklerinde homurdanir fakat kosu
veya hizli hareket halinde olduklarinda “~%” sesi ¢ikarirlar (Ibn Side, 1996, s. 93-94). Bu anlam

farkliigl, “soe <tss” ayetinde sesin islevsel olarak 6zel bir duruma tahsis edildigini ortaya

(I3

koymaktadir. Ayrica, ayet sonundaki “-” (ha) sesinin hem anlam (semantik) hem de ahenk (ritmik)

agisindan 6zel bir islev tasidigi gérilmektedir. Nitekim Ibn Abbas’tan (ra.) nakledildigine gore atlar
kosarken “ah ah” sesi ¢ikarmaktadir (Ibn Adil, 1998, s.454). Bu da onlarmn soluyarak nefes alip

e

verislerini gostermektedir. Bu ses, Arapgada “~” harfinin ¢ikis mekanizmasiyla ortiismektedir. Zira

bu ses, bogaz yolundan havanin siirtlinmesiyle iiretilen bir ses olup (Akdag, 2022, s.110-111), atlarin
kosu esnasinda soluyarak ¢ikardiklar ses ile fonetik olarak benzegmektedir.

Benzer sekilde “x=3” kelimesi de “Z=.6” anlaminda “kivileim saganlar” seklinde

anlagilmaya miisaittir. Zira savas atlar1 hizli kosarken, nallar1 sert zemine (tasl topraga) carptiginda,
bu carpismadan dolay1 kivileimlar ¢ikar; bu da kelimenin “kivileim ¢ikarma” (-) kok anlamiyla

uyumludur (ibn Manziir,1993, 5.555). Ayetteki “=3”, hal (durum zarfi) olarak “kivilcim sagarak

kosanlar” anlamiyla degerlendirildigi gibi miistetir (gizli) bir fiilin mef*al-u mutlag1 olarak yani
“Gu (238” (kivileim sactilar) climlesinden fiil hazfedilerek kullanildigi yoniinde yorumlar da

mevcuttur (ibn Adil, 1998, s.457). Bu da, ayetteki miistetir fiilin hem gorsel bir tasvir sundugunu
hem de fonetik diizeyde bir yansima sagladigin1 gostermektedir.

Ozellikle “z” harfinin fonetik niteligi olan siirtiinmeli ve bogaz kokenli ¢ikis, kivileim sagma

olaymin fiziksel dogasiyla ortiismektedir. Ciinkii bu sesin ¢ikisi gibi tag zemine ¢arpan at nali da
sirtiinmeyle ates ¢cikarmaktadir. Boylece ses (phoneme) ile anlam (sememe) arasinda simetrik bir
iligki kurulmakta ve hem goze hem de kulaga hitap eden bir tasvir elde edilmektedir. Bu da Kur’an’in
essiz edebi yapisiin fonetik-semantik diizeyde nasil isledigini agik bigimde gdsteren orneklerden
biridir (Faysal, 2019, s.543).

Atlarin nallartyla taglara ¢arpmasi sonucu ortaya ¢ikan kivileim, tipki belirli harflerin
telaffuzunda sesin havanin gecis yolunun daralmasi neticesi siirtiinerek ¢ikmasi durumunu

[33R 2]

anmimsatmaktadir. Bu ¢ercevede, “z” (ha) harfi ile ardindan gelen sonu agik biten hece, hareketin

baslamasii ve hizla akmasini ses diizeyinde simgelemektedir. Bogazdan gelen ve yumusak bir
bikkinlik ya da nefes etkisiyle telaffuz edilen “-” harfi, Arap fonetik siniflandirmasinda yumusak

(34%y) sifatina sahip harflerden biri olarak degerlendirilmekte ve kolaylikla akarak ¢ikmaktadir. Bu
ozelligiyle, atlar icin siradanlagsmis, dogal bir hiz ve rahatlikla yapilan kosuya isaret etmektedir.

Dolayisiyla bu ses yapisi, aligkanlik halini almig bir eylemin zahmetsizligini fonetik diizlemde
yansitmaktadir.

Strede gegen “&i” kelimesi ise “toz bulutu” veya “yiikselen giiriiltii” anlamina gelmektedir

(ibn Manziir, 1993, 359). Bazi miifessirlere gore bu ifade, atlarin kosusu sonucu olusan yiiksek sesli
¢1girt1 veya toz bulutudur (el-Aldsi, 1994, 5.443). Kosan atlarin hizh hareketi, baskin esnasinda yere
carpan nallarin etkisiyle yiikselen yogun toz bulutunu meydana getirmistir. Bu toz bulutu, athilarm
etrafin1 sarmig, onlar1 goriinmez kilmis ve diisman iizerinde korku ve panik etkisi meydana
getirmistir. Bu sahnenin ses diizlemi, “¢” (ayn) harfinin sert ve siirtiinmeli yapisiyla son derece

G, 9

uyumludur. Ciinkii “¢ 7, siddetli eylemleri, yiiksek sesleri ve sert hareketleri tasvir etmekte 6zel bir
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ifade giictine sahiptir (Rafi, 2018, 5.543-594). Bu durum, “-” ve “¢” harfleri arasindaki temel farki

(I3t

da agiklamaktadir. Zira “z” daha yumusak, igsel, akic1 ve aligkanlik temelli eylemleri simgelerken

(192

¢” daha giiglii, disa doniik, sarsic1 ve etkileyici hareketleri ses diizeyinde temsil eden bir hiiviyete
sahiptir (Faysal, 2019, s.543-544).

Netice itibartyla el-Adiyat siiresinin ses estetiginin hem kelime seciminde hem de fasila
diizeninde kendini gosteren giiclii bir musikiyle oriildiglii goriilmektedir. Ozellikle stirenin ilk
boliimiinde gegen “Ga (vs (is (515 (57 gibi kelimeler hem anlam itibariyle savas sahnelerini tasvir

ederken, hem de sert sessiz harfler (z «_» «& «_») ve acik med harfleri (¢ «) ile kulaga hitap eden bir

savas atmosferi olusturmaktadir. Bu sesler, savas atlarinin kosusunu, nal seslerini, tozlarin
yiikselisini ve ordunun hareketliligini duyurur nitelikteki bir ses dalgasiyla sunulmustur. Her
kelimenin sonundaki fasilalarda yer alan tenvinli harfler hem duraklamalarda sesin uzamasina hem
de dinleyici lizerinde beklenmedik bir yankilanma etkisinin dogmasina katki saglamaktadir. Boylece
stire, icerdigi tehdit ve uyar1 mesajini sadece anlam yoluyla degil, isitsel ve psiko-estetik yollarla da
pekistirmektedir.

3. Imrwwl-Kays’in Muallakasinda Yer Alan “At” Tasvirinin Fonetik-Anlam
Degerlendirmesi

Cahiliye doneminde yedi (veya on) saire ait segkin kaside koleksiyonunu ifade etmek igin
kullanilan “Muallakat” (Yanik, 2010, s.23-29) sairlerinden kabul edilen Imru’u’l-Kays b. Hucr’a
(6.540 dolaylar1) (ed-Dineveri,2003, s.107; ez-Zevzeni, 2002, s.15) ait olan, tavil bahriyle
nazmedilmis muallakadan alinmig at tasviri muhtevali ilgili beyitler soyledir:

(sl %)
USRSV} (VR PO S (6 I S, SO0V S
| e 2l 1t 7,>=._..pb' 2 g,_...«.laS’b’, S ( 43 Jx i‘il ;32 ‘ Lo * <_,,
o . P F . N s &
- P SN FCSU | PRS0 [ RS S PR O 2
USROS -5 W U S Sy
R o A Ao i TR ¢ A e
J FAN 2L 5\ (I} i S N v NN [ u;g_wj

Bazen kuslar heniiz yuvalarindayken, kisa tiiylii, vahsi hayvanlara aman vermeyip olduklar
yere mihlayan heykel gibi iri atimla ava ¢ikarim,

Anminda hiicum eden, geri ¢ekilen, ileri geri manevra yapabilen, selin yiiksekten yuvarladig
sert bir kaya gibi siiratli ve saglam atimla,

Etinin dolgunlugu sebebiyle surtindaki kegeyi, piiriizsiiz sert kayamn yagmuru kaydirdig
gibi, kaydiran doru atimla,

Ince belli olmasina ragmen cevval olan, gégsiiniin hiriltist ve kisneme sesi kaynayan bir
tencerenin fokurtusunu andiran atimla,

Yiizer gibi kosan atlar yorulup kati yerlerden toz kaldirmaya basladiklarinda yeniden yeniye
su gibi akan atimla. (ez-Zevzeni,2002, s.35).

Imru’w’l-Kays’1n sunulan beyitleri, kafiye diizeninde tekrarlanan son sahih harfi ifade etmek
icin kullanilan revi baglaminda (J) ile yazilmigtir. Sunulan ilk beytin acuz kisminin sonunda yer alan

( ﬁ) kelimesi ve ikinci beytin acuz kisminin sonunda yer alan (J&) kelimelerinin sonlarinda yer alan
kesreli (J) harflerinde revi diizenini gozlemlemek miimkiindiir.

Imru’uw’l-Kays’in muallakasindan alinan beyitler fonetik analiz, harf istatistikleri ve anlam-
ses iligkisi baglaminda degerlendirildiginde (Ahmed, 2019) soyle bir tablo ortaya ¢ikmaktadir:
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Tablo 2: En Cok Tekrar Eden Harfler

Tablonun tamaminda 86 tekrar sayisi bulunmaktadir. Tabloda en ¢ok tekrar eden ilk 5 harf

gosterilmistir,

Harf Tekrar Sayisi Yiizde (%)
2 22 25,58
J 19 22,09
U 17 19,77
3 14 16,28
¢ 9 10,47

e | (Elif) harflerinden 12 tanesi _w 3 3¥’in pargasi olarak gelmistir. Vasl (ge¢is) durumundan dolay1

hig biri okunmaz.
e J(Lam) harflerinden 12 tanesi 3 4’in pargasi olarak gelmistir. 6 yerde .22 263y (Mubérek,

2024, 5.80-82) sebebiyle okunmaz. 6 yerde &,23) j&by (Mubarek, 2024, 5.80-82) sebebiyle okunur.
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Tablo 2: En Cok Tekrar Eden Harfler

Tablonun tamaminda 86 tekrar sayis1 bulunmaktadir. Tabloda en gok tekrar eden ilk 5 harf

gosterilmistir.

Harf Tekrar Sayisi Harfin Sifatlan

Rihvet (Akicihik), Infitah (Agikhik), istifal (incelik), Med (Uzatma),

1 | 35
Cevfi (Agiz Boslugu Harfi)
5 i o7 Rihvet (Akicilik), Cehr (Agiklik), istifal (incelik), infitah (Agiklik),
= inzilik (Siiziilme)
3 17 Cehr (Agiklik), Sidde (Patlayicilik), infitah (Agikhik),
2 a 2 2
istifal (incelik), inzilik (Siiziilme), Gunne (Geniz sesi)
4 " 14 Cehr (Agikhik), Rihvet (Akicilik), istifil (incelik), infitah (Agiklik),
b Inzilik (Siiziilme), Lin (Yumusaklik)
5 " 9 Hems (Otiimlii), Sidde (Patlayicihk), istifal (incelik),

infitah (Ag¢ikhik), inzilik (Siziilme)

Ses- Anlam iligkisi baglaminda ilgili veriler degerlendirildiginde, sunulan beyitlerde, secilen
kelimeler ile Arap harflerinin mahreg ve sifat 6zelliklerinin, siirin anlam diinyasini1 destekleyici ve
giiclendirici bir ses dokusu ortaya koydugu goriilmektedir. Ilgili beyitlerin ana temas1 olan tasvir
baglaminda sairin, atinin hizlilig1, giicii, coskusu ve heybetini anlatirken 6zellikle J (lam), » (mim),

< (ya) ve & (kef) gibi harflerin sik tekrarlandig1 kelime yapilarini tercih etmesi ve bunun sonucunda
harflerin sahip oldugu sifatlarin siirin retoriginde asagida sunulan etkileri meydana getirdiklerini
sOylemek miimkiindiir:

Rihvet (akicilik), cehr (agiklik), istifal (incelik), infitdh (aciklik), inzildk (siiziilme) gibi
sifatlara sahip olan ve siirde en ¢ok tekrar edilen harf olan J (lam); ilgili beyitlerde gérkemli imgeler,

atin hareketindeki zarafet ve siireklilik, selin kayaya carpip onu siiriikkleyen coskusu gibi unsurlari
anlatan kelimelerin biinyesinde one ¢ikarken bahse konu imgelerde ses yoluyla viicut bulmaktadir.
idi/kege, s¥/yaban hayvanlari ,/3s:skaya” (es-Sundibi, 1990, s.175) gibi kelimelerde J (lam)
harfinin akici ve titrek yapisi, siireklili§i ve tekrar sifati sayesinde, hareketlerin devamliligi ve
tabiatin iginde siiren bir akigi zihinde canlandirma hissi uyandirmaktadir. “S»/heybetli govde”

anlamindaki kelimede goriilecegi iizere J harfi sesin parlak ve gosterisli dogasimi yansitarak,

sahnenin ihtisamimi desteklemektedir. Ayrica ilgili kelimelerde yer alan 2 (dal) harfinin sert, ¢arpici,
yanki birakan sesi; beyitte anlatilan atin gii¢lii tasviri, yaban hayvanlarim olduklar1 yere mihlayan
amansizlig1 ve sabahin serinligindeki av vaktinin tabiatta yankilanan ekosu ve hareketin devinimiyle
ortiismektedir.

En ¢ok tekrar edilen harfler istatistigi baglaminda ikinci sirada yer alan ! (elif) harfi,
sessizligi, acikligi ve uzatici yapisiyla kelimelerde bir duraksama, nefeslenme ve anlamsal bir

[T

genislik saglamaktadir. « :i5i%)/piiriizsiiz sert kaya, 413//yaban hayvanlari, ‘s /atilgan” (es-Sundfibi,
1990, s.175) gibi med (uzatma) gorevi iistlendigi 6rneklerde goriilecegi lizere bu fonetik bosluk,
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kasidenin anlattig1 doga manzarasindaki unsurlarin enginligi ve derinligini hissettiren bir yaprya
sahiptir.

Cehr (aciklik), sidde (patlayicilik), infitah (agiklik), istifal (incelik), inzilak (siiziilme),
gunne (geniz sesi) vasiflarii tastyan “ » (mim)” harfinin sidde ve gunne nitelikleri sayesinde
genizden cikan ve kulakta yanki birakan bir yapida oldugu goriilmektedir. Bu 6zellik, “ :,<¢/h1'icum
eden, J?}i/toynak vuran, z/geri gekilen” (es-Sundibi, 1990, s.175-176) gibi atin vasiflarinin
anlatildig1 kelimelerde kuvveti ve heybeti hissettirmektedir. Nazal ve giiclii olup “dahili bir basinc1”
yani biriktirilmis duyguyu ve i¢ dokiimii ¢agristiran » harfinin ¢ikardig1 burunsu ve titresimli ses,
tinlayarak uzamakta ve okuyucuya enerjik, giiclii bir atmosfer sunmaktadir. Ornegin, = /hiriltis1”
kelimesinde ¢ ile birlikte gelen - ve ¢ harflerinin ardisiklig1 sinerjik bir titresim ve siireklilik meydana
getirmekte; bu da kasidede atin, sanki nefes nefese hiriltili bir sesle hizla ilerleyisini fonetik olarak
yansitan bir izlenim uyandirmaktadir.

Cehr (agiklik), rihvet (akicilik), istifél (inceli}<), infitah (aciklik), inzilak (siiziilme), 1in
(yumusakhk) vasiflarina sahip olan ¢ (ya) harfiyse “Jy/kaydirr, zés/atilgan” (es-Sundiibi, 1990,

s.175-176) gibi kelime orneklerinde goriilecegi lizere yumusaklik, siireklilik ve hareketlerin sanki
hi¢ bitmeyen, miizikal bir akis i¢inde sunulmasina imkén taniyan bir yapi olugturmaktadir. Bu harfin
cehr (aciklik), rihvet (akicilik) nitelikleri 6zellikle atin alimli ve zarif hareketleri gibi anlati
unsurlarinin fonetik karsiliklarina uygun ses ¢agrisimlarini uyandiran bir etkiye sahiptir. Ayrica hafif,
stiziilen bir tiniya sahip olan  harfi, sabah serinliginde harekete gegen bir atin yola koyulusunu ve o

esnada kuslarin sessizligini vurgulayan ilgili ciimledeki “ <21/ Sabah erkenden yola koyulmak”
anlamindaki fiilde s6ziin akiciligini temsil eden bir niteligi haizdir.

Hems (6tiimlii), sidde (patlayicilik), istifal (incelik), infitah (agiklik), inzilak (siiziilme)
niteliklerini haiz 4 (kef) harfiyse ozellikle « &:S/siyaha galan kizil, L..8/sert, ./ ileri atilan” (es-

Sundibi, 1990, s.175) gibi kelimelerin anlamlar1 baglaminda diistiniildiigiinde, patlayici ve nefesli
yapisiyla, atin hamlelerini, vasiflarin1 ve bu baglamda bahsedilen olaylarin ani ve giiclii dogasim
sesle destekleyen bir yapiya sahip oldugu goriilmektedir. Bu harfin siirde cokca tekrari, atin anlatilan
hareketlerindeki hiz ve enerjinin fonetik olarak vurgulanmasina olanak saglamaktadir.g harfinin

siddet sifati, ¢arpici ve ani bir degisim hissini okuyucuya aktarmaktadir.

Ayrica secilen beyitlerde sairin ifadeleriyle kurguladigi dinamizm ve zarafeti sert ( « ¢4
3) ve yumusak (¢ <5 «s J) seslerinde gozlemlemek miimkiindiir. Bahse konu yapimin somut 6rnegi
sairin agagida sunulan beytinden alin acuz kisminda net bir bi¢imde gdzlemlenmektedir:

B e mh s 20 5,108 selin yiiksekten yuvarladigu sert bir kaya gibi” satrinda yer alan;

(13

o “ L. «» e gibisert ve gatlayan sesler; kaya ve selin giiciinii,

e “J s 57 gibi yumusak sesler ise suyun akisi ve inisini yansitan bir nitelige sahiptirler.

Netice itibariyle Imru’u’l-Kays’1in muallakasindan alian ilgili beyitlerinde mana planindaki
hareketlilik, cosku, doga olaylar1 ve asalet gibi unsurlar1 ifade etmek i¢in se¢ilen kelimelerin harfleri
anlam yapilartyla ortiismektedir. Ozellikle cehr, siddet ve rihvet sifatina sahip harflerin bolca
kullanimi1 sayesinde, ilgili beyitlerde bir yandan gii¢ ve siddet, diger yandan ise akicilik ve zarafet
vurgulanmaktadir. Mahrec 6zelliklerinin de katkisi ile; dudaga, dile veya bogaza yaslanan sesler,
anlamda tasvir edilen nesne, varlik ya da durumu fonetik agidan somutlastirarak, okuyucunun hayal
diinyasinda canli ve etkili bir yanki uyandirmaktadir. Arap siirinin estetik yapisi, sunulan 6rnek
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beyitlerde de goriildiigii iizere yalnizca kavramsal soyutlamalar degil, sesin ve harflerin uzlasisi
sayesinde biitiinliik sergileyen bir yap1 arz etmektedir. Sair, kelime ve harf se¢imlerini bilingli bir
sekilde yaparak; sesin miizigiyle anlam duygusunu pekistirmekte, bu da eserin estetik degerini
yiikselten bir neticeyi meydana getirmektedir.

Sonug¢

Bu calismada, el-Adiyat siresi ile Imru’u’l-Kays’in muallakasinda yer alan at tasvirleri hem
icerik hem de bi¢im diizleminde incelenmis; 6zellikle de ilgili metinlerde kullanilan harfler gecis
sikliklar1 ve ses sifatlar1 agisindan kategorize edilerek karsilagtirmali bir ses-anlam ¢oziimlemesine
tabi tutulmustur. Her iki metin, Arap dilinin yiiksek ses estetigine sahip ornekleri olmakla birlikte,
bu ses estetiginin yoneldigi amag ve kaynak bakimindan birbirlerinden ayrilmaktadirlar.

Bu iki metin arasindaki temel ayrim, fonetik yapinin hizmet ettigi anlam diizleminde
belirginlesmektedir. el-Adiyat stresinde sesler, kelimeler ve ciimle yapilari, vahyin dogasina ickin
bir uyum iginde olup, okuyucunun zihninde gii¢lii bir imgesel ve duygusal ¢agrisim iiretirken, ayni
zamanda tefekkiiri bir ikaz islevi gérmektedir. Imru’u’1-Kays’in ise sesleri daha ¢ok estetik bir zemin
diizleminde seferber ederek; okuyucuda hayranlik hisleri ve tasvirl bir hayal giici uyandirma
maksadia mebni hareket ettigi anlasilmaktadir.

Bu baglamda, fonetik ahenk her iki metinde de giigliidiir; ancak ilahi olan ile beseri olan
arasindaki fark, sesin kaynaginda ve yonlendirildigi anlam zemininde kendisini acik¢a
gostermektedir. Kur’an’daki ses diizeni anlamin dogrudan hizmetindeyken, klasik siirdeki ses orgiisii
daha ¢ok estetik haz ve sanatsal hayranlik iiretimine yoneliktir. Bu da her iki sdylemin fonetik
imkanlar1 benzer bicimde kullanmasma ragmen, temsil ettikleri deger ve islev acgisindan
ayrigmalarina neden olmaktadir.

Bu durum daha somut bir baglamda ifade edildiginde, el-Adiyat siresi ile imru’u’l-Kays’in
muallakasindaki at tasvirlerinin, ses estetigi ve anlam 6rgiisii bakimindan iki farkli séylem evrenine
ait olmalarina ragmen benzer bigimde yiiksek derecede fonetik yogunluk barindirdiklari séylenebilir.
Ancak bu fonetik yapilarin mahiyyeti ve gayesi incelendiginde, biri ilahi kelamin muradiyla, digeri
ise insani duyarlilikla sekillenen iki ayri istikametin varligi belirginlesmektedir. el-Adiyat
stiresindeki ses dizilisi, Kur’an’in nazmi mucizesinin bir tezahiirii olarak anlami pekistirirken;
muallakadaki ses diizeni, sairin estetik duyarliligiyla oriilmiis, beseri ¢abanin ulastigi yiiksek bir
edebi seviyeyi gostermektedir.

el-Adiyat stresindeki tasvir, savas meydanlarinda nefes nefese kosan atlari merkeze
almaktadir. Bu betimlemede yer alan harflerin ¢ogunlugu, Arap fonetik sistemine gore giiclii
(siddetli, catlamali, kalin) sifatlara sahip olup, stirenin tematik agirlig1 olan gatisma, hiz, toz, giiriltii
ve yikicilik gibi kavramlarla birebir drtiismektedir. Ornegin, - «z b 3 > gibi harflerin ilgili

ayetlerde tekrar ettigi ve bu harflerin ani patlamalar ile sert gegisleri temsil ettigi gézlemlenmektedir.
Bu ses dizilimi, sirede anlatilan sahnelerin zihinsel bir sinematografisini olusturacak big¢imde
yapilandirilmis; kelimeler yalnizca anlamlartyla degil, sesleriyle de etki uyandiran araglara
donismiistiir. Bu yoniiyle ses, sadece isitsel degil; ayn1 zamanda anlamsal bir tagiyici rol tistlenmistir.
Burada karsimiza ¢ikan ahenk, vahyin tabiatindan kaynaklanan bir yonlendirmeye dayanmakta; sesin
kullanimi bilingli bir beseri tercihin 6tesinde, dogrudan ilahi murada hizmet etmektedir.

Buna karsilik, Imru’u’l-Kays’1in muallakasinda yer alan at tasviri, her ne kadar giiglii bir ses
estetigiyle desteklenmis olsa da bu yapi1 insan merkezli bir hayranligin ve gdzlemin sonucu oldugu
his ve izlenimini uyandirmaktadir. Sairin segtigi kelimeler, belirli harf tekrarlari, ahenk unsurlar ve
ritmik dizilimler, onun dogaya ve Ozellikle ata duydugu hayranligi, edebi bir kurgu icerisinde
aktarma gayesine yoneliktir. Buradaki ses-mana iliskisi sanatkarane bir tercihin {irliniidiir; dogrudan
bir hakikati bildirmekten ¢ok, duyguyu ve hayreti yansitmay1 amaglamaktadir. Tlgili beyitlerde yer
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alan ses estetigi gii¢liidiir; ancak tercih edilen harfler (, << «& «+ «J «») ¢ogunlukla s1yrilan, akici, ince

niteliklere sahip olup atin zarafetini, ¢cevikligini ve siirselligini vurgulamaktadir. Harflerin gegisleri
daha yumusak olup, anlatinin edebi ve duygusal yogunlugunu 6n plana ¢ikarmaktadir. Bu yapi, sairin
sanatsal kaygilarin1 yansitirken sesin anlam {iretimindeki roliinii edebi bir form iginde
sergilemektedir.

Bu Kkarsilastirmali analiz, el-Adiyat stresinin mezkdr ayetleri ile Imru’u’l-Kays’in
muallakasindan secilen at tasvirleri arasindaki temel ayrimin yalnizca estetik diizlemde degil, aym
zamanda metinlerin dayandig1 kaynak ve anlam ufku bakimindan da degerlendirilmesi gerektigini
ortaya koymaktadir. el-Adiyat siresi, ilahi kelamin ses-semantik biitiinligiiyle ezeli estetigini
yansitirken imru’u’l-Kays’m muallakas: ise insani duyarliligin ve sanatsal ifadenin seckin bir drnegi
olarak one ¢ikmaktadir. Bu yoniiyle ¢alisma, Kur’an’in fonetik mimarisini Klasik Arap siiriyle ortak
bir tematik zemin iizerinden sistematik Olgiitlerle mukayeseli bicimde inceleyerek, ses-anlam
iligkisinin yalnizca estetik degil, ayn1 zamanda anlamin ingasinda islevsel bir unsur oldugunu
gdstermesi bakimindan literatiire katki sunmaktadir. Bununla birlikte arastirma, el-Adiyat siiresinin
ilk ayetleri ile imru’u’1-Kays’m muallakasindaki at tasvirleriyle ve fonetik-morfolojik ¢dziimlemeyle
stmirlidir. Bu nedenle gelecekte Kur’an’m farkli siireleri ile Cahiliye ve IslAmi donem siirlerinden
secilecek metinlerin daha genis bir korpus iizerinden karsilagtirilmasi; fonetik ¢oziimlemelerin
semantik, pragmatik ve biligsel dilbilim yaklasimlariyla desteklenmesi, Kur’an’in ses estetigi ve
i‘cazina iligkin daha kapsamli ve biitiinciil degerlendirmelere imkan saglayacaktir.
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