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INTRODUCTION

“Zajal is to Lebanon what the Pyramids are to Egypt,
the Louvre is to France, and the Taj Mahal to India”

Sa‘id ‘Aql

It was on a hot day in the summer of 1958 when all the walls and
telephone poles in my small village in Lebanon were plastered
with announcements about a zajal encounter that was to take
place in a neighbouring village. I was seventeen years old then,
and I had already attended one zajal event in my own village.
That memorable and exciting event left an indelible mark on me,
and since then I became an aficionado of zajal and tried to take
advantage of as many of the performances staged in the neigh-
bouring villages as I could.

Typically, zajal performances are staged in a sports arena
or any space that can accommodate a thousand or more specta-
tors. A stage is set up facing the audience. Two tables are placed
on the stage, surrounded by four chairs each. There are empty
glasses that are about to be filled with arak, the popular Lebanese
alcoholic drink, and an array of small plates with traditional Leb-
anese mezze (hors d’oeuvres).

As the arena starts filling up with zajal enthusiasts, eight
poets, four from each jawqga (‘troupe’), take their places at the
two tables. Behind them sits a chorus group, called the riddadeh
(‘repeaters’). Their job is to sing the poets’ ending couplets as a
musical refrain and to help keep the poets in tune. A few minutes

later, one of the poets raises and shakes his tambourine,

©2025 Adnan Haydar, CC BY-NC 4.0 https://doi.org/10.11647/OBP.0424.00



2 New Words to Old Tunes

announcing the start of the battle. Silence prevails, and the air is
filled with nervous anticipation.

This is the start of a typical performance. The lead poet of
each jawga sings an introductory ode before the successive verbal
duels between two poets—one from each jawga—begin. The
riddadeh sing each poet’s last line twice, usually to the accompa-
niment of musical instruments such as an electric keyboard or a
clarinet, and handheld drums and tambourines. The riddadeh’s
role is important in that they give the poets time to compose and
declaim the next lines in the contest.

What happens over the course of the next three to four
hours is a battle in words couched in sophisticated musical-met-
rical improvised compositions. It often revolves around an oppo-
sition such as hot and cold, war and peace, youth and old age,
and so on. A poet from each jawqa takes up one side of the oppo-
sition and declaims his lines, much to the amusement of the
crowd of enthusiasts on the edge of their seats. Each poet delivers
a succession of lines leading to a witty clincher that the audience
anticipates and which the chorus repeats to the accompaniment
of their musical instruments. Everything is declaimed or sung in
well-known metrical and musical metres, highlighting the topics
chosen.

This traditional oral art is prevalent throughout the Leba-
nese mountains and coastal villages and cities, as well as in the
large and vibrant Lebanese immigrant communities around the
globe. It is the country’s most cherished and revered form of en-
tertainment. The huge output of poets accumulated over centu-

ries has been and still is being preserved in print and audio-visual
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recordings. It is treasured by the Lebanese, old and young alike,
who commit their favourite lines to memory and repeat them
among friends.

My study explores the metrics of Lebanese zajal poetry, its
significance and popularity within the broader context of oral
traditions in the Arab world and the Mediterranean region. It also
discusses the various genres, and the relationship and interplay
between metrical and musical metre.

Oral poetry in the Arab world encompasses various forms
of oral expression, including storytelling, recitations, and sung
poetry. These traditions are characterised by their reliance on the
spoken word rather than written text, making them dynamic and
adaptable to different contexts.

All twenty-two Arab countries have oral traditions, some
more popular than others, which are known by several different
names and use different metrical forms. In Saudi Arabia and the
Arabian Gulf, it is known as Nabati poetry. In Lebanon, Syria,
Palestine, and Jordan, one common term for it is zagjal. It is
known as al-zamil in Yemen, al-malhiin in Morocco, al-zahfa in
Mauritania, al-hasja in Iraq, and al-dubeit in the Sudan, to men-
tion only a few. Add to all this the vast oral poetic production of
various Bedouin tribes in most, if not all, of the Arab countries,
especially in Jordan and Saudi Arabia. Bedouin communities
have a rich tradition of oral poetry, often recited during gather-
ings, celebrations, or as a form of competitive poetic duelling
known as naqa@’id. Bedouin poets compose verses that reflect their

nomadic lifestyle, values, and genealogy. These poems are not
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only artistic but also serve as a means of documenting the history
and lineage of their tribes.

It is the diglossic nature of Arabic, the formal written and
the informal spoken tradition, that explains the presence, variety,
and popularity of oral poetry throughout the Arab world. The
enormous variation in cultural settings and norms, as well as ge-
ographic milieu, also plays an important role in explaining the
diverse nature of oral poetry traditions around the Arab world.
While an in-depth comparative study of these similarities and dif-
ferences is not the focus of this study, further exploration along
such lines is certainly warranted.

One aspect to consider is the parallel between Lebanese
zajal and other vernacular poetic traditions in the Arab world.
Similar challenges faced by Lebanese poets in terms of scansion
and metre have been addressed in the study of the Nabati poetry
of Arabia and surrounding regions. Scholars such as Saad Abdul-
lah Sowayan and Marcel Kurpershoek have made significant con-
tributions to understanding these poetic traditions. Sowayan, in
his seminal work Nabati Poetry: The Oral Poetry of Arabia (1985),
provides a detailed metrical analysis that reveals a complex sys-
tem of 51 different metres grouped into 14 classes.' These metres,
while distinct from their Classical Arabic counterparts, share
some resemblances and highlight the necessity for scholars to
consider the unique linguistic and performative contexts of ver-

nacular poetry.

! See the chapter on ‘Prosody and Language: A Synchronic and Dia-
chronic Overview’ in Sowayan 1985, 147-67.
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Sowayan’s insights are particularly relevant, as they em-
phasise the importance of auditory validation in vernacular po-
etry. Nabati poets, much like Lebanese zajal poets, assess the met-
rical soundness of their verses through recitation and singing.
This approach underscores the necessity of understanding the
performance context and the oral nature of these poetic forms.

Beyond the contemporary Arab world, a similar oral tradi-
tion to the Lebanese tradition is that of the zajals of Ibn Quzman
(d. 1160) in al-Andalus, the Muslim-ruled parts of the Iberian
Peninsula, which still suffer from the ongoing debate over the
metrical system of Hispano-Arabic poetry.? The opponents and
proponents of the purely quantitative or the purely syllabic ac-
centual approach to the zajals and the muwashshahat® of al-Anda-
lus have been seeking easy solutions to a problem that may very

well prove quite complex and formidable. Unfortunately, the

2 The major controversy over the metrical system of Andalusian strophic
poetry dates back to the nineteenth century and continues through the
twentieth to the present. One group of scholars, represented by Garcia
Gomez, argued for a stress-syllabic basis for the zajals of Ibn Quzman.
Other scholars questioned this stress-syllabic approach and argued in-
stead for the workings of a quantitative system. See Hartmann 1897
Garcia Gémez 1972; Corriente 1980; and Monroe’s extensive writings
on Andalusian poetry, especially ‘Which Came First, the Zajal or the
Muwashshaha?’ (1989); and the preface and introduction to his Hispano-
Arabic Poetry (1974). Also see note 5 below.

® The muwashshaha (pl. muwashshahat) is a strophic poem originating
from al-Andalus consisting of several divisions with particular rhyme
schemes that differ from author to author and ending with a kharja.
(See note below for the definition of kharja.)
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dialects in question are sketchily known only through reconstruc-
tions based on a limited number of texts and have been treated
as parts of two different and rarely complementary scholarly en-
terprises. In the case of the zajals, the muwashshahat, and espe-
cially the kharjas,* a careful account of the music to which these
poetical compositions were sung is indispensable for determining
their prosodic features. Again, unfortunately, our knowledge of
the music is elementary and insufficient. Most of the music was
not written down and the notations that exist are hard to deci-
pher. Therefore, all emendations, textual analyses and even stud-
ies based on hypothetical common Romance lyrical prototypes
must remain tentative and exploratory. These approaches cannot
replace the crucial dialectal and musical considerations that in-
form the poetry.®

Through the application of the methodologies employed in
my study and in light of those used by scholars of neighbouring
traditions, we can gain a more nuanced understanding of the
challenges and solutions related to the scansion and metrics of

vernacular poetry. This comparative perspective enriches our

* Kharja refers to the concluding bayt (‘verse’) of a muwashshaha, mostly
in colloquial diction, often expressing a love theme.

® Monroe makes an excellent and convincing case for the relationship
between Romance and Arabic love poetry, and consequently the influ-
ence of the Ibero-Romance stress-syllabic meters on the prosody of the
Arabic and Hebrew muwashshahat to which Romance kharjas are ap-
pended. See especially his ‘Formulaic Diction and the Common Origins
of Romance Lyric Traditions’ (1975) and ‘Studies on the Hargas’ (1977).
Also, see Monroe and Swialto 1977.
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appreciation of zajal and situates it within the broader landscape
of Arabic oral traditions.

In addition to their aesthetic qualities, the metrics of zajal
serve as a mnemonic device, aiding poets in the composition and
recitation of lengthy verses. The repetitive and predictable pat-
terns of metre and rhyme allow poets to weave complex narra-
tives without losing their audience’s attention. This rhythmic
consistency also enables the audience to anticipate and partici-
pate in the performance, blurring the lines between performer
and spectator. The communal aspect of zajal, therefore, is not
only a cultural phenomenon but also a linguistic and metrical
strategy that enhances the overall impact of the poetry.

In summary, Lebanese zajal poetry shares several funda-
mental characteristics with other Arab and Mediterranean oral
poetry traditions, such as the emphasis on orality, improvisation,
use of local dialects, thematic content, and the role of music and
cultural identity. These commonalities underscore the rich and
interconnected heritage of oral poetry throughout the Arab world
and the Mediterranean region, reflecting the enduring relevance
and adaptability of these traditions in the modern world. This
book aims to shed light on the intricate artistry behind Lebanese
zajal poetry by exploring its genres and metrics. Through detailed
analysis and contextual exploration, readers will gain a deeper
appreciation for the skill and creativity that define Lebanese
zajal, as well as its significance in the broader landscape of Arabic
literature. In doing so, it also acknowledges the valuable contri-
butions of scholars who have studied similar traditions, thereby

situating Lebanese zajal within a wider scholarly discourse.






1. TERMS AND METHODOLOGY

The study that follows raises important issues and suggests solu-
tions to the tradition of Lebanese zajal poetry which shares with
its Andalusian counterpart a vernacular Arabic idiom, a common
Arabic literary heritage and numerous formal characteristics. The
study argues that a thorough knowledge of dialect and music is
the key to scansion rules and metrical description, a fact which
may offer critics of Hispano-Arabic poetry a new and necessary
focus and direction. Fortunately, such knowledge is attainable in
the now living tradition of Lebanese vernacular poetry.

In its Hispano-Arabic context the term zajal describes a
strophic form entirely in the vernacular idiom which bears a close
structural relationship to that of the muwashshaha. In the Leba-
nese tradition it means primarily oral vernacular poetry in gen-
eral, a discourse in many forms, composed in or for performance,
declaimed or sung to the accompaniment of music. It is also used
to characterise a written tradition which attains high literary
value and high formal virtuosity in the compositions of famous
Lebanese poets writing either exclusively in the vernacular® or in
both the vernacular and the literary language (fusha).> Critics

have only begun to assess the influence of zajal poetics on major

! “Vernacular’ is used here to designate colloquial Lebanese diction as it
is spoken today in various parts of Lebanon, in parts of Syria, Jordan
and Palestine.

2 Fusha refers both to Classical Arabic as well as to Modern Standard
Arabic.

©2025 Adnan Haydar, CC BY-NC 4.0 https://doi.org/10.11647/OBP.0424.01
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modern Lebanese poets and consequently on the form and con-
tent of modern Lebanese and Arabic poetry in fusha.®

The etymology of zajal points clearly to song and music.
The verb zagjala means ‘to raise the voice in singing, to produce a
sweet, pleasing melody’.* As a genre of poetry, zajal is closely
associated with mu‘anna (or ma‘anna), a term predating zajal but
often used interchangeably with it to designate vernacular Leba-
nese poetry (al-shi‘r al-‘ammi, al-shir al-shabi, al-shir al-qawmi,
or al-shi‘r al-lubnani) in its entirety. Anis Frayha derives ma‘anna
from the Syriac word ‘anni ‘to sing’,” the term itself being a pas-
sive participial form of the root. Others disagree with Frayha’s
etymology, although they still relate the term to Syriac origin,®
despite the fact that its derivation from the second form of the
Arabic root “n-y is quite legitimate linguistically. At any rate, the
Syriac derivation associates the term ma‘anna with singing, while

that of the Arabic emphasises the semantic meaning of ‘anna ‘to

3 See, for example, Jayyusi 1977, 252-53.
4 Ibn Manzir 1994, XI:301-2.

® See Whaybeh 1952, 63, where Whaybeh quotes from a letter sent to
him by Frayha. Also see Frayha 1973, 173 and 1957, 273. Note that
‘anni derives from the proto-Semitic ghanaya ‘to sing’.

¢ “The term ma‘annd is derived from the Syriac word ma‘anishu (or
song).” (See Whaybeh 1952, 63, where he quotes from a letter dated 28
December 1950, sent to him by ‘Isa Iskandar al-Ma‘liif.) Syriac experts
see this etymology as unlikely, and instead argue for the possible deri-
vation of ma‘anna from the Syriac word ma‘nithad ‘chant, antiphon’. See
Brockelmann 1928, 533.
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cause to be emaciated as a result of love’.” This, in the opinion of
Amin Nakhleh, for example, accounts for the preponderance of
love themes in early manifestations of Lebanese vernacular po-
etry.®

Whatever the case, during the past fifty years zajal has re-
placed ma‘anna as the term for this poetry. Ma‘anna has reverted
to the designation of a particular subgenre and a particular me-
tre® used extensively, though not exclusively, in verbal duels,
while zagjal seems to have acquired, at least till the late 1940s in
the little known but numerous compositions of Lebanese immi-
grants in the United States,'® the name of a specific metre that
differentiated it from ma‘anna and other metres.

The poet of zajal is called zgjjal, gawwal, or sha‘ir. While
the three terms are often used interchangeably, there are clear
and basic differences between their meanings. Zgjjal is strictly
speaking a composer of zajal who may or may not be capable of

11

improvisation or extemporisation,'’ and who may or may not

7 See ‘Awwad 1930, 441, quoting an unpublished book manuscript by
Isa Iskandar al-Ma‘lif entitled Nayl al-mutamanna fi fann al-ma‘annd.

8 See Nakhleh 1945, 39.
9 Nakhleh 1945, pp. 37-39.
10 See, for example, Kafrkadi 1942, 71, 105, 115, 121.

' The interesting question of improvisation and extemporization is
dealt with in my 1989 article on verbal duelling. Though the two terms
are defined in the same manner in most dictionaries, extemporization,
unlike improvisation, involves prior preparation. In most verbal duels
in Lebanon, the poets agree in advance on the general topic for which
they will prepare prior to the duel. During the duel they then improvise
whenever specific arguments require quick responses.



12 New Words to Old Tunes

attain in his compositions a level of literary excellence to merit
the name of a shar (‘poet’). Like the gawwal, the zajjal’s main
function is isabat al-ma‘nd, a phrase best translated as ‘doing jus-
tice to the meaning’ or ‘treating a subject in the most efficient
way possible in order to convey an intended message’. The em-
phasis in the word gawwal is on gawl, i.e., ‘uttering, declaiming,
or singing’,'> on improvisation or extemporization in particular
social functions. The gawwal is also referred to as ibn al-kar (‘man
of the trade’), ibn al-fann (‘master of the art’), or ibn al-dhaka (‘bel-
esprit’)," all of which are clearly value-laden terms. Mostly uned-
ucated, though in many cases literate, the gawwals are highly re-
spected by the people of their villages and towns and are sought
out to recite zajals on religious holidays, political celebrations,
births, christenings, marriages, and funerals. Those whose fame
reaches beyond their immediate region are called upon to duel
other gawwals or suffer loss of prestige among their critical pub-
lic.' The term sha‘ir al-zajal is principally reserved to the written
vernacular which in the hands of poets such as Michel Trad, Wil-
liam Sa‘b, and As‘ad Saba has preserved this predominantly oral
tradition in literary masterpieces. Shaqr is not, however, exclu-

sively the provenance of the written vernacular, for the better

2 Qawl is another name for Lebanese zajal poetry. See Nakhleh 1945,
39. For the association of gawl with singing, see Frayha 1957, 274.

13 Cf. Nakhleh, 1945, 39, and Lecerf 1932, 219.
4 On the prestige accorded to the gawwadls and the critical audience

involved in verbal duels see Lecerf 1932, 219-20, and Frayha 1957,
274-77.
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gawwals and zajjals have, while observing their main function,
that of isabat al-mana, produced highly sophisticated poetry.

The foregoing statements are intended to introduce briefly
Lebanese zagjal and its practitioners, as well as to define basic
terms necessary for the metrical analysis that follows. Although
no attempt is made to supply a thorough historical background,®
the study is conscious of historical continuum, and historical
questions relevant to the development of zajal metrics, and these
will be duly highlighted in their proper places.

Throughout, the method used is based on some fifty tapes
of zagjal recorded from live performances, most of the extant
diwans of major poets, spanning a period from the earliest rec-
orded zajals until the present, selected poems taped by well-
known poets, interviews, and musical analysis and transcriptions
of the metres and several Maronite Church hymns.'¢ In all cases,
the written material notwithstanding, scansion is based on texts
declaimed or sung by more than one zajal poet.

The study assumes a musical basis for the rendition of all
the metres, which, as will be shown momentarily, determines in
various degrees all syllable count and much of metrical rhythm.
This assumption is borne out by the fact that the poets are usually
unconscious of metre as a regulating force and instead intuit met-

rical form and rhythm from a well-versed knowledge of various

5 For incomplete accounts of the historical background of Lebanese
zajal see Abdel-Nour 1957, 15-37, and ‘Isa Iskandar al-Ma‘laf’s Nayl al-
mutamanna fi fann al-ma‘annd (unpublished manuscript kept, along with
the author’s numerous works, with the al-Ma‘lif family in Lebanon).

!¢ The church hymns in question were recorded during church services.
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musical tunes associated with the various metres. This almost to-
tal ignorance of metre is the norm in oral poetry rather than the
exception.'” In the Arabic fusha tradition, for example, metrical
rules are culled from the pre-Islamic period of poetry when the
poets recited or sang their poetry according to musical rhythms
that they intuitively felt suitable to their ears and the ears of their
audience. Al-Khalil’s (d. 786) metrical description, ingenious as
it was, became a prescription for subsequent poetic practice and
may have had a detrimental effect on much of Abbasid poetry
which lacked, especially in the hands of secondary poets, the mu-
sicality and rhythmic quality characteristic of pre-Islamic poetry
in general. In metrics, as in language, one can perhaps speak of
a ‘langue’ and a ‘parole’, to borrow two of de Saussure’s privi-
leged terms. ‘Langue’ in metrics is similar to al-Khalil’s theoreti-
cal system, while ‘parole’ is the actual practice of an Imru’ al-
Qays or Tarafa Ibn al-‘Abd, for example. The first is general and
theoretical; the latter is empirical and particular. This analysis is
a description of the ‘parole’ of vernacular Lebanese poetry, a first
but essential step to the formalist who wishes to generate the
rules governing this poetry. As ‘langue’, al-Khalil’s system will be
shown incapable of accounting for many of the formal character-
istics of fusha poetry. This is important since al-Khalil’s system is
utilised in the description of some but not all zajal metres. There-
fore, when it is used, it will be duly modified.

The limited written poetry used here is unwritten in the

sense that it is in each case recited or sung in order to determine

17 Cf. Lord 1960.
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the relationship between syllable count, alternation of feet (when
these clearly exist), and stress patterns where relevant, and in
order to eliminate misreading resulting from unstable and often
whimsical transcription practices. The difficulty of reading zajals
stems from the fact that the graphemes of fusha Arabic which are
used in transcription are totally inadequate. In using such graph-
emes, particular attention is paid to the morphology of fusha
words, usually at the high expense of slurring or lengthening cer-
tain syllables.

Note, for example, that ya ahl al-hawa (‘O, people of love’)
is written in the following configuration: yad, a vocative particle;
ahl, a construct noun followed by the genitive noun al-hawa. In
the dialect, the phrase has several possible readings. It could be
read as yahl il-hawa, basically as two words joined by a wasla
(‘liaison’). Morphologically, yahl, if written as pronounced, will
resemble a verb in the imperfect and will destroy the meaning of
the phrase. Clearly, the written language compromises the pro-
nunciation of the phrase to create readable fusha diction, which
almost destroys the phrase’s meaning. Read as normally written,
ya ahl al-hawa with the mandatory wasl between the two nouns
in the genitive construction, yields the following syllable pattern:
_ _ _ v _."®Read as often pronounced, yahl il-hawa, it gives: _
_ v _, one syllable less than the former. Appearing in another
metre, the phrase may indeed have to be read as ya ahl-lil-hawa,
v _, but there is no way of determining which way of

reading is appropriate from the undiscriminating text. Add to this

'8 Note that scansion should be read from left to right throughout the
work.
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the reading possibilities that the dialect itself allows and the
problems multiply.

To illustrate, consider the phrase ya bint ‘ammi*® (‘O, my
uncle’s daughter’), which a native speaker can read as ya bint
‘ammi, _ _, _ _, or as ya binti ‘ammi, _ _ - _ _, or as ya binit
‘ammi, _ v _ _ _, or even ya bnit ‘ammi, __ __ _ _, each reading
of which may be called for in only one metrical situation. The
solution to such complex possibilities determines our ability to
describe the metres of zajal and at the same time points to one of
the problems that face the writers on other Arabic vernacular
zajals where an inadequate knowledge of dialect exists. A related
problem has to do with extra-long syllables as in the example
above ya bint ‘ammi. Here, bint is an extra-long syllable which in
some metres may be treated as roughly equal to a long syllable,
while in others it is given the value of a long and a short, whether
it is declaimed as bint or bint[i]. In such frequent cases, music and
song may present a key to scansion.

The importance of oral rendition is further highlighted by
the role that the music and the jawqa (‘chorus’) play in scanning
the lines of particular metres where the chorus repeats specific
lines or hemistichs at specific intervals. This practice is employed
in parts of verbal duels, for example, where choral repetition of
lines gives the zajjal time to prepare his answer to his opponent’s

argument. What is of interest here is the particular way, the

!9 Henceforth, an extra-long syllable is designated by __.
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particular intonation, with which the chorus sings the lines. To
illustrate, consider the following line:*
Ya Qays hdji tzid ‘a Layla sdid

‘Qays, stop increasing your estrangement from Layla’

This line, when read or declaimed, consists of six long syllables
and three extra-long ones (Qays, tzid, and sdiid), yet when sung,
three short syllables appear, one after the first two extra-long syl-
lables and one, as a short vowel, at the beginning of the third. A
wasla, moreover, is added to affect liaison between haji and tzid
after the i in haji is shortened. The resulting scansion is

Ya Qaysli] hdaji tzid[i] ‘a@ Layla s[i]did

v v v

/

_ v _) which has the basic foot mustafilun (_ _ v _).

It resembles a shorter form of the fusha metre al-rajaz (_ _ o
v_/

Likewise, the following line from a famous verbal duel® is

declaimed as:

[W]-min mayl tani [b]yidhikrak mar’et tari

_ 0 — — v o . _VYv_o

‘And from another angle it (history) will mention you briefly’

Min hayth lazim yidhkur il-ghannd ma‘

v v

—_ =0 —_— —_ - —_ —_ = VY

‘Because it (history) must mention these who sang with me’

20 This is a well-known line by Joseph al-Hashim (pen name: Zaghliil al-
Damiir).

! The reference is to the encounter between Zaghliil al-Damiir’s group
and Miisa Zghayb’s group at Deir al-Qal‘a in the village of Beit Miri,
Lebanon, in 1971. More than 10,000 people attended the duel.
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Yet, when the last hemistich is sung by the chorus, a short vowel
is inserted after hayth producing a pattern of feet resembling the
typical rajaz of al-Khalil’s system:

Min hayth[i] lazim yidhkur il-ghannda ma‘

v v v

or  _ov_/_ _ov_/

_ _ v _. When and where short syllables
are inserted seems connected with a particular tune associated
with a particular metre and of this more will be discussed in the
course of this analysis.

The problem of reading printed zajals is compounded by
the difficult choice of how and which words or parts of words
enter into metrical scansion. In the first hemistich of the line
cited above, the conjunction waw (‘and’) is not voiced by the
poet, although its meaning is essential to the meaning of the
whole line. Since the poetry is declaimed or sung, only what is
heard counts in metrical scansion. In other instances and other
metres, the waw may indeed be voiced as wa or wi or even as iw,
making it this time around a long syllable. Again, different poets
may render a word differently. For instance, one pronounced the
word [blyidhikrak (v
(_ v _ _), pausing after the preceding word (tani), and forming

_ _), while another opted for ’ibyidhkirak
a long syllable composed of an added glottal stop ’i and the en-
suing unvowelled consonant. Far from being arbitrary, however,
such choices point at once to two important principles. On the
one hand, they indicate how unreliable the printed text is and,
on the other hand and perhaps more importantly, they offer a

clue to syllabic variations that do not affect the basic rhythmic
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pattern of the metre and hence to the rules governing these
changes.

In addition to all this, there are many phonetic variations
and internal vowel changes that differ from one region in Leba-
non to another, and although a great deal of reform has been
attempted with the purpose of purging the Lebanese and other
Arab dialects of fusha influence,?* this influence still exists in the
appearance of fully inflected words in some zajals. All these are
important factors in metrical analysis, factors which are at the
basis of this work.

Yet, assuming that there are lines in which these factors
play a minimal role, there is nevertheless the danger of jumping
into facile conclusions concerning the whole poem or whole po-
ems, as is the case unfortunately in the partial and highly selec-
tive efforts of most Lebanese zajal critics.?® It is not difficult to
single out a few lines or a few poems and arrive at a conclusion
that does not have universal applicability, as the discussion later
on will show. One danger is to take little or no cognizance of oral
rendition and instead depend on the more regularised produc-
tions of literate poets, though oral factors are very much in evi-
dence in the works of the better literate poets. It is not unusual,
for example, for several lines in any one poem to have great var-
iation in the number of syllables, but these variations are not al-
ways related to the formal characteristics of the metre to which

they belong. They may simply be due to problems of recitation

22 See Abdel-Nour 1957, 81-91.

% To mention only a few, Munir Whaybeh, Tawfiq ‘Awwad, Jabbiir ‘Abd
al-Nir (Jabbour Abdel-Nour), and Ibrahim al-Hiirani 1906, 602—4.
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where the apparent absence of a syllable at the beginning of a
line could be easily rectified by appealing to a ‘carry over’ from
the singing of the line that precedes it. This is a crucial observa-
tion which has gone so far unheeded, one which has caused
premature assumptions about metre in general.

The foregoing remarks clearly show that knowledge of the
dialect by itself will not divulge the metrical pattern or the num-
ber of syllables in Lebanese zajal metres. Music seems to play a
corrective role integral to proper scansion. The chorus in zajals
where there is choral accompaniment will be shown to set down
a regular pattern which enables us to locate where syllables
should be inserted and hence to study the reasons for the extent
and limitation of the poet’s own execution of metre. In brief,
there appear to be two ways of scanning a line of zajal: one de-
rived from reading aloud or declaiming; the other from music
and song. The first one will be proven below to be inconsistent;
the other more stable and more pertinent to a sung poetic tradi-
tion.

Although it is not customary to admit stress into discussions
of Arabic metrics, since al-Khalil did not, according to most com-
mentators on his metrical system, specifically use the term or ad-
mit clearly the workings of stress patterns, an argument will be
made here for the integral role that stress plays both in Arabic
fushd metres, as well as in zajal. It goes without saying that it is
inconceivable in an oral sung tradition to produce purely quanti-
tative or, for that matter, purely qualitative verse. How the poet
reads or sings his lines, his intonations, rising or falling rhythms,

pitches, in sum, his peculiar and unique delivery, all point to the
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presence of stress. Here again musical accent will help us locate
metrical stress and arrive at metrical description with certainty.
In his important comparative study of fusha metrics,?* Kamal Abi
Dib discusses in great detail the role that al-nabr (‘stress’) plays
in the rhythm of Arabic poetry, and further reference to his find-
ings will be made in the work at hand. Any study, it seems to me,
which treats Arabic metres as simply quantitative is bound to fail.
The confusion and lack of consensus concerning the scansion of
many poems from the Arabic fusha tradition, that still plague the
students of Arabic fusha poetry, are precisely the product of such
a simplistic approach. Any attempt, therefore, to modify the me-
tres of Lebanese zajal to suit a purely quantitative system, as al-
Khalil’s system was understood to be, will lead nowhere. Indeed,
the very attempt to hold al-Khalil’s system as a measuring rod for
vernacular metres, as many have done,® shows an unjustified
levelling of differences between the fusha and the vernacular.
When it is remembered that Arabic dialects in general share the
important feature of dropping desinential inflections and most
internal vowels with the ensuing erosion of a large number of
short syllables and the increase in extra-long syllables, it becomes
clear that we are dealing with a new morphology which differs
significantly from the fusha, its rhythms and its stress patterns.
To hope then that a metrical system based on limited syllabic
configurations derived from the formal characteristics of the root

system in fushd could somehow be tailored to describe the

¢ Abt Dib 1974.

% See, for example, Abdel-Nour 1957, 97. Whaybeh, on the other hand,
is neither aware of quantity nor stress.



22 New Words to Old Tunes

morphology of a parallel vernacular system is untenable and un-
scholarly. Nor can any appeal to zihaf* and ilal*” surmount the
difficulty or present a serious alternative. Vernacular metrics
must answer to the morphology of vernacular poetry. This does
not mean that metres in the vernacular may not resemble, and,
at times, coincide with some of the ideal Khalilian metres, but
the resemblance in those cases will be a direct consequence of
morphological similarities between the vernacular and those par-
ticular metres. The study then will make no such assumptions.
Each metre will be described separately with deference to the
dialect and the music employed. In those metres where a case
could be made for a fusha prototype, the various ‘licences’ which
are inadmissible in fusha will be cited and discussed.

Finally, the study of oral poetry is fraught with questions
about the role of improvisation, composition-cum-recitation,
memory, formulaic content, and contact between poet and audi-
ence. These questions assume significance or lack of significance
in various manifestations of zajal poetry and their function is a
good topic for another work. In a study of metrics, however, they

serve to explain rare inconsistencies in certain metres where the

% Zihaf (pl. zihafat, ‘relaxation’) is, as the name suggests, minor devia-
tions from the ideal feet of a particular meter. The zihafat cause a small
quantitative change in the weak syllables in the poetic foot. See Weil
1986, 671.

# [4al (lit. ‘diseases’, ‘defects’) are major deviations affecting only the
last foot in the hemistich. When they appear, they do so in the same
form and the same position in all the lines in the poem. See Weil 1986,
671.
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oral poet, constrained by the speed of compositions, compromises
his metre and his rhythm. When found at all, these inconsisten-
cies appear mainly in verbal duels where improvisation and a
demanding audience put inordinate demands on the poet’s ‘cor-
rectness’. A careful account of some of these has been done for
this study and has proved of no consequence to metrical descrip-
tion, since they are usually pointed out and repudiated by the
poets themselves.?® They are mentioned here in order to caution
critics of Lebanese zajal against attributing to them important
value. The question as to why they appear in verbal duels is of
great relevance to the object of this study. As will become clear
later on, the metres involved are characterised when sung by a
freer musical realization than that of other metres where the
beats take on a rigid neutral pattern superimposed upon the nat-

ural language.

8 In the course of assembling the material for this work, I came across
a few instances where a dueller repudiates his opponents for jarring the
rhythm. Such repudiations are part of the dueller’s strategy to under-
mine the strength of the opponent’s argument, but the readiness with
which they are spotted points to the poets’ consciousness of ‘correct’
rhythm.






2. PREVIOUS SCHOLARSHIP ON ZAJAL
METRICS

The scholarship that exists on the metrics of Lebanese zajal is
almost entirely text-oriented, often consisting of impressionistic
statements based on the scansion of a few lines. Much of it does
not make claim to metrical analysis and pays lip service to the
problem by listing without discrimination or argumentation the
previous fragmentary and often opposing views of critics on the
subject. Documentation is drastically lacking and, when it exists
at all, it is too general or refers to obscure works which are out
of print, or lost, or in hard-to-find manuscripts.! In general, writ-
ers on zajal tend to avoid metrics and concentrate instead on his-
torical, biographical, or folkloristic considerations which are im-
portant but are rarely utilised to contribute to metrical studies.
Formal considerations, such as rhyme and verse form are usually
presented as alternatives to analyses of metre and rhythm. In fact,
metre is described by many as a rhyme pattern or a particular
configuration of verbal tricks, as when diacritics appear on every

letter of every word in the poem or where the first letters of every

! In many scholarly articles written in Arabic, one is struck by the com-
plete lack of footnotes. The author of this work has tried in vain to lo-
cate a reference to the work of a monk known as Antiin al-Baligh, which
was, according to Whaybeh 1952, 31-32, published in 1909 by the Mar-
onite Patriarch al-Rahmani. In those cases where manuscripts on met-
rics could be located, the works turned out to be specifically about Syr-
iac poetry.

©2025 Adnan Haydar, CC BY-NC 4.0 https://doi.org/10.11647/OBP.0424.02
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line follow alphabetical order.? If the metre is recognised at all,
it is usually left unnamed or at best acknowledged as different
from another unnamed metre.

The most quoted account of zajal poetry is Amin Nakhleh’s
introduction to Ma‘annd Rashid Nakhleh (1945). Both Amin and
his father, Rashid, were accomplished fusha poets, the latter hav-
ing completely abandoned fusha poetry in favour of zajal and
earned himself the title of ‘Prince of the Ma‘anna’ (amir al-
ma‘annad)® for the many zajal forms that he invented. The intro-
duction to the book makes it clear that the history of the various
Arabic zgjal traditions is fragmentary, usually consisting of clas-
sifications based on subject matter and form. Nowhere in the pre-
vious scholarship he cites is an attempt made to attribute to po-
etic metre or poetic structure a semantic value or a role in the
classifications. An account of some of these is in order here.

Al-Muhibbi (d. 1699),* for example, divides vernacular po-
etry into five agsam (‘parts’ or ‘divisions’), one of which is termed
zajal because it treats ghazal (‘love poetry’), uses flower and wine
imagery, and dwells on personal emotions. The other four are
balig, which employs jests and licentious topics, hamaq, which
uses satire and jokes, muzaylij, which mixes fusha with colloqui-

alisms, and mukaffir, which contains aphorisms and sermons.®

2 For a full account of such verbal tricks see al-Fighali 1939, 15-25. Also
see Whaybeh 1952, 63-81.

% In 1933 the General Assembly of the Lebanese zajal poets conferred
the title upon Rashid Nakhleh. See Abdel-Nour 1957, 69.

41873, 1:108.
®> Al-Muhibbi 1873, 1:108.
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Clearly, the classification here depends entirely on content. Al-
Ibshihi (d. 1448),° on the other hand, lists seven funiin, (‘genres;
constituent arts?’): al-shir al-qarid (‘fusha poetry’), al-mu-
washshah, al-dubayt,” al-zajal, al-mawaliyyat,® al-kan wa-kan,® and
al-qima,*° the last four of which are in the vernacular idiom. In
addition, he recognises al-hamaq and al-miisijan which he does
not define. Whether these vernacular genres are characterised by
particular metrical configurations or are differentiated according
to form and content is not made clear. In a similar vein, Safiyy
al-Din al-Hilli (d. 1349)" speaks of four funiin without much
elaboration. Only Ibn Khaldiin (d. 1406) views zajal as a method
of composition which, according to him, predates the mu-

washshah and uses the vernacular in all the fifteen Khalilian

1900, 11:267-68.

7 Al-dubayt consists of two verses (four hemistichs) with the rhyme
scheme a a b a. See al-Ibshihi 1900, II:261.

8 For an etymology of mawadliyya (pl. mawadliyyat) see Cachia 1977, 77—
103.

9 See al-Ibshihi’s al-Mustatraf for examples of this genre. Also see al-
Muhibbi 1873, 1:108-10. The name al-kan wa-kan suggests that the con-
tent of poems in this genre relate an anecdote or give a sermon. In other
words, a kan wa-kan poem relates what was (or ma kan). See Whaybeh
1952, 61.

10 1t is said that al-qiima derived its name from the call of Baghdadi
singers: qima li nashur qiimad (‘rise and let us have a light meal before
daybreak’). The reference is to al-suhiir (‘the light meal before day-
break’) during the month of Ramadan. See al-Muhibbi 1873, 1:108.

11 Al-Hilli 1983, 5.
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metres.'> Though admitting that these vernacular genres have
specific awzan (‘metrical forms’), most of the critics are content
to leave it at that or specify that most of these awzan are different
from those used by the Arabs in fusha poetry. Even those who see
a close relationship between vernacular and fusha metres merely
gloss over the fact or evade close analysis.

The situation is not much different with Amin Nakhleh. He
too, despite his thoroughness, avoids metrical analysis and in-
volves the reader in a terminological jungle erasing the distinc-
tion between zajal structures and zajal metres. According to him,
Lebanese zajal, “[o]ne of the many extant old zajal traditions (far¢
min tilka al-tar@’iq al-gadima), is none other than Lebanese
ma‘annad.”*® Having said that, he divides ma‘annad into four anwa“
(‘kinds, genres?’):'* al-matla‘ (lit., the opening), also called al-
ma‘annd al-‘adi (‘the usual [common] ma‘annad’), al-badali (‘the
alternate one’), which differs from al-matla® in metre, al-mu-
washshah, which again differs in metre from al-matla‘, and al-
qasid (‘the ode?’) which employs either the wafir metre of al-
Khalil (presumably without modification), or the metre of al-
matla‘, or that of al-badali. What the metres of al-matla‘ and al-
badali are, we are not told. Nakhleh instead devotes his efforts to
the various rhyme patterns in which each of the four anwa*“ ap-
pears in the written tradition, especially in the diwan of Rashid

Nakhleh who is credited with the invention of most of these

12 See Ibn Khaldiin 1969, 458-59.
13 Nakhleh 1945, 44.
14 Nakhleh 1945, 44.
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patterns.'> Only one metre, al-wdfir, is spelled out and that with
a specific reference to al-badali from Ma‘anna Rashid Nakhleh.

Zajal, he continues, consists of six funiin: al-muhmal (which
is completely without diacritical marks), al-marsid (in which the
rawiyy starts with a particular obligatory letter), al-mujazzam
(where every line in the successive stanzas rhymes with the oth-
ers except for the last line whose rhyme is a rujii‘ [‘return’] to the
rhyme of the opening line or lines), and, finally, al-alifiyyat (in
which the first letter of every line follows the order of the Arabic
alphabet). In the context, the word funiin means something dif-
ferent from genre as al-Ibshihi’s usage indicates. It describes, ra-
ther, a written style characterised by badi‘ (figurative language),
formal idiosyncrasies, and verbal virtuosity.

Nakhleh then identifies ‘several methods’ (iddat tar@’iq).'¢
The first one of these is al-qarradi'’ (also pronounced al-girradi)
which in turn subsumes a number of funiin such as karj al-hajal
(‘the gait of the partridge’), mashy al-sitt (‘the gait of ladies’), daqq
al-mitraga (‘the pounding of the hammer’), al-murabba‘ (‘the
quatrain’), al-mijwiz (‘the couplet’), naqlet al-‘artis (‘the moving of
the young bride to her husband’s home’), al-shiifani (‘related to
the Shaf area in Lebanon’), al-‘adi (‘the usual one‘), al-mu-

washshah (‘the adorned one‘), al-mukhammas al-mardiid (’the

15 See, for example, Nakhleh 1945, 45-51.
16 Nakhleh 1945, 52.

7 Amin Nakhleh calls it al-qurradi, but he could be alone among zajal
critics. Qarradi and qirradi are used interchangeably in Lebanon today.
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quintuplet refrain’),'® al-muhmal ("without diacritics’), and al-mu-
naqqat (in which each letter is dotted with diacritics). These
funiin, this time around, suggest not only rhyme patterns and ver-
bal tricks, but also styles of oral delivery and singing as is made
quite clear by the etymology of the first four. Moreover, among
the tar@’iq of zajal, Nakhleh lists two kinds of hida'® with various
rhyme patterns, al-hawrabeh poem,® al-zalaghit or al-zagharid, a
form specifically used in wedding celebrations, al-nadb (‘elegiac
verse’), and jalwet al-‘ariis, a strophic composition sung or recited
by women when welcoming a new bride.

In addition to these anwa, funiin, and tara’iq, Nakhleh lists
what he terms tara@’iq ‘ammiyya qadima (‘old vernacular meth-
ods”):*! ‘ataba, mijand, and abii al-zuluf** which he treats under
bab al-aghani, or sung compositions, and in which, according to

him, nazm (‘ordered beat’) rather than nagham (‘melody’) plays

18 This refers to one of the many rhyme schemes of garradi. Al-mukham-
mas al-mardiid usually consists of four-line stanzas (eight hemistichs)
that rhyme, a b, a b, a b, a and c, this last rhyme being used throughout
the poem. At times a kharja is added to the four lines and the rhyme
scheme changes to a b, ab, ab, a d and ¢, with d being an independent
rhyme in every one of the stanzas in the poem. See Nakhleh 1945, 54.
Note that Whaybeh 1952 gives an example of mardiid which differs sig-
nificantly from that of Nakhleh. His example consists of a matla and a
dawr that rhyme as follows: matla‘, a b, a b; dawr, ¢ d, ¢ d, c d, c b. See
Whaybeh 1952, 73-74.

19 See Nakhleh 1945, 56-57.

20 Or hawraba, Nakhleh 1945, 57-58.
21 Nakhleh 1945, 60.

22 Nakhleh 1945, 60.
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the central role. “Also included, under Lebanese zajal is al-shriiqi
(or al-shuriigi), known too as al-qasid al-badawi (‘the Bedouin
qasid’), and al-mawwal al-baghdadi,” two tar@’iq, one may sur-
mise, which are still in vogue.

Reading Nakhleh’s introduction leaves one with the strong
impression that Lebanese zgjal is extremely rich in form and
structure, but little is said of whether these tara’iq, funiin, anwa,
and agsam are further distinguished in terms of metre, or whether
metre plays any significant role at all. The arbitrary identification
of only some genres with music and singing and the apparent
exclusion of others gives, as we shall see, an imperfect picture of
the reality of Lebanese zajal. After all, this study supplies musical
transcriptions for each of the extant metres of zajal.

The space that Nakhleh allows for metre in his introduction
is a mere paragraph which states categorically that

Lebanese vernacular poetry in its various tar@’iq is predi-

cated upon an aural rhythm, not upon restricted feet. It

(i.e., zajal) is in its rhythm (wazn), in the articulation of

sound, the position of vowels (harakat), the structures of

words and phrases (tarakib al-alfaz), their pronunciation

and writing (sic) dependent on melody (nagham). Some

(my emphasis) of its melodies (or rhythms) may be related

to the Khalilian metres.*

Important and authoritative as this statement is, it tells us pre-
cious little about zajal metres and seems to contradict Nakhleh’s
statements concerning the partial role of music. Moreover, we

are not told which “melodies may be related to the Khalilian

2 Nakhleh 1945, 67-68.
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metres.” The rest of Nakhleh’s account of metre consists simply
of quoted statements by Lebanese critics taken at face value with-
out discussion.

Other critics are no more circumspect, but full cognizance
of their partial pronouncements is necessary, first, because their
intuitions are often founded on first-hand knowledge of the tra-
dition; second, because some were zajal poets themselves (alt-
hough this fact alone does not necessarily give them claim to au-
thoritative metrical analysis); and third, because any serious
study of zajal metrics has to deal thoroughly with the available
scholarship.

In Muhit al-muhit under the root “n-y, Butrus al-Bustani
(1819-1883) states that zajal poets “depend mostly on rhyme
such that they do not care for the appropriateness of language or
metre.”?* This opinion is shared by others. Dozy, for example,
claims that zajal composition requires “unity of rhyme, not unity
of metre, and that it (zajal) has a number of metres.”* Similarly,
Seybold voices the opinion that this art (zagjal) is based on the
unity of rhyme, not on the unity of metre and is composed ac-
cording to al-Khalil’s metres.?® Jurji Zaydan?® sees a relationship
between some metres of zajal and those of al-Khalil’s, but others

bear no relationship at all to the known metres in fusha. Zaydan

24 Al-Bustani 1870, 11:1489.
% Dozy 1967, 1:581.

% See Nakhleh 1945, 69, where he quotes Da@’irat al-Ma‘arif al-Islamiyya
(Cairo), 1:263. I have been unable to consult the first edition of the
Da@’ira to verify Nakhleh’s quotation.

%7 Zaydan 1957, IV:206.
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agrees with Ibrahim al-Hiirani® that rajaz, wdfir, and sari‘ are the
only Khalilian metres found in Lebanese zagjal. Al-Hiirani, how-
ever, qualifies his statement by observing that these three metres
undergo changes which are not permissible in fusha poetry. He
does not restrict zajal metrics to rajaz, wafir, and sari‘, since he
sees these metres used specifically in ma‘anna as opposed to the
qarradiyyat, “some of which do not follow the known Arabic me-
tres, and some of which produce a mutadarik scansion with mod-
ifications too.”* He gives two examples of his own composition
of qarradi, one in the “modified” mutadarik and the other yielding
the unusual combination of feet mustafilun (_ _ v _) / maf<ilun
C_x
Min kitir shaw’i laykun // Jit rakib ‘a *tar in-nar
v X __ __ V) e __

‘Because of my longing for you’ //
‘T've come riding on the train of fire’

It consists of three and a half feet of the modified khabab (com-
monly confused with mutadarik)® in each hemistich, _ v /_ _ /
/N __/__/__/_(_v)and,
Rah ish-shabab il-ghali // Wi-sh-shayb[i] ghayyar hali
v // v

‘Cherished youth has gone by’ //
‘And hoariness has changed my state’

8 Al-Hirani 1906, 602-4.
* Al-Hirani 1906, 603.

30 Kitir (v _) or the permissible kitri (_ v).

3l v _ (mustafilun) repeated six times constitutes a bayt of rajaz.

Rhythm should be the determining factor in metrical description.
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where supposedly a strict khabab scansion is not possible due to
the position of the short syllable at the beginning of the second
foot. At this point, all that can be said is that al-Hiirani has little
or no conception of feet except in terms of the fusha metres. His
choice in the second garradi example of _ _ . _ as a foot rather
than dividing the foot into _ _ and o _, for instance, points first
to an arbitrariness not uncommon among students of fusha met-
rics (when a particular order of syllables coincides with well-
known fusha feet), and second to complete unawareness of
rhythm. 3

“As for their [the Lebanese] songs,” al-Hiirani adds,
“known to them as al-mawwalat al-baghdadiyya, al-mawwalat al-

733

misriyya, and al-zalaghit, they are of the basit metre...,”* al-

though, as he puts it, al-zalaghit may exhibit the pattern mus-
tafilun / falan (_ _ v _ / _ _,), the last syllable being extra-

long, as in the following example:

Ghanna hamam il-ban // ‘A mayili l-aghsan

N 74 v __

‘The doves of the ben trees sang’ //
‘On the swaying branches’

Lamma tamdyal *add // ‘Ariisina r-rayyan
v —o / / v v —o

‘When the figure swayed’ //
‘The mellow figure of our young bride

’

v_/

) — — —

//v_v_/_ _, repeated twice.

or

- —0

32 Al-Hirani 1906, 604.

3 This is a mere conjecture not supported by any proof.
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Finally, al-Hiirani continues, “the rest of their songs use the

metres of fusha poetry and other metres,”**

meaning perhaps not
quantitative metres or, at the very least, not ones identified by
al-Khalil.

What is interesting here is the realization that many Leba-
nese zajal metres cannot be reduced to strict Khalilian metres,
that some metres may not resemble Khalilian metres at all, and
that al-Hiirani allows in his scansion the distinction between long
and extra-long syllables which is not the most usual method in
scanning fusha metres. All this will be discussed further.

Influenced by al-Hiirani, whom he cites, Jurji Zaydan states
more emphatically that “the vernacular metres which have no
counterpart in fushd metres are most probably taken from Syriac
metrics.”* This view has several proponents, such as Mariin
‘Abbiid* and Anis Frayha® who sees garradi, in particular, as a
development from a Syriac seven-syllable metre used exclusively
in church services by the early Maronite church fathers, first in
Syriac, then in Karshtini*®® and then in Arabic. Voicing a similar
opinion, Tawfiq ‘Awwad, in a frequently quoted essay entitled
‘al-Shi‘r al-‘ammf’, sees all of ma‘anna as scanning according to
the sari, rajaz, and wafir metres, excluding qarradi which he be-

lieves has unlimited metres that vary with the various forms of

3% Al-Harani 1906, 604. Again, the statement is mere conjecture.
% Zaydan 1957, IV:207.

% See ‘Abbiid 1968, 68-73.

% Frayha 1973, 173, entry for qarradi.

3 Karshiini refers to Arabic written in Syriac characters.
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the genre. The most unusual garradi, he observes, consists of two
feet, mafulatun / mafilun (_ _ _ _ / _ _ _), whose combination
has not been recorded by al-Khalil. ‘Awwad leaves the strong im-
pression that the metre of garradi is a quantitative metre similar
to but not known in Arabic metrics. He does not see a role for
Syriac metrics in zajal poetry, although he does briefly mention
the influence of Syriac church music on unspecified metres. As
far as I have been able to ascertain from my own research, Syriac
metrics is cited by writers with reference to garradi only, and this
is not necessarily an inaccurate statement if garradi is used to
refer to a particular metre in a syllabic-accentual system.*

The existence of two metrical systems in Lebanese zajal is
suggested by Jean Lecerf in his important ‘Littérature dialectale
et renaissance arabe moderne’,*° a lengthy historical bibliog-
raphy survey which also devotes several pages to the genres and
metres of Lebanese zajal. Lecerf distinguishes two genres: ‘les
genres chantés’ and ‘les genres dits’, listing under the former the
mawwal, ‘atabd, mijand, daldna, and shuriiqi, and under the latter

qasid, matla® (ma‘anna), qarradi, and jannaz,** with a short

% One possible exception is Anis Frayha’s unsubstantial claim that “the
poetic metres that they, the Lebanese, use to compose verses of mijana
and ma‘annd are Syriac in origin, based upon the syllable.” This is all
that Frayha says before he refers the reader to Whaybeh 1952. See
Frayha 1957, 274.

40 Lecerf 1932, 239.
4 Lecerf 1932, 234-37.
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definition of each of them.* Only garradi is described metrically.
“It is composed of seven long syllables in principle but may admit
a supplementary short syllable which does not count in the meas-

ure.”*® As for the metrical systems of zajal, Lecerf has the follow-

ing to say, despite, as he puts it, “the difficulties of the subject:”**

Le point le plus original de la prosodie libanaise est 1’exist-
ence apparente de deux systémes aussi différents que le
vers ‘mesuré’ (mawgziin), dont le rythme repose sur la quan-
tité des syllabes, et le vers a nombre fixe de syllabes. Nous
avons dit que ce dernier rythme est celui du garradi. Le
probléme qui se pose est d’abord de celui de la réalité de
ce double systeme. En second lieu vient celui de son
origine, et de lo possibilité d’une influence de la poésie syr-
iaque. 11 est trés remarquable en effet que le vers ‘nombré’
(non-mesuré), de sept syllabes soit précisément celui des
hymnes de Ephrem.

(The most original aspect of Lebanese prosody is the ap-
parent existence of two systems as different as measured
verse [mawziin], whose rhythm is based on the quantity of
syllables, and verse with a fixed number of syllables. We
have stated that this latter rhythm is that of the garradi.
The first problem that arises is the reality of this dual sys-
tem. Secondly, there is the question of its origin and the
possibility of an influence from Syriac poetry. It is indeed
very remarkable that the ‘numbered’ [non-measured]

42 The definitions leave out questions of meters and concentrate instead
on rhyme schemes and a brief account of content.

4 Lecerf 1932, 237.
4 Lecerf 1932, 239.
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verse of seven syllables is precisely that of the hymns of
Ephrem.)
Lecerf identifies ‘le vers mesuré’ with ma‘annd, citing the afore-
mentioned statements of al-Hiirani, Zaydan, and ‘Awwad, among
others, as clear indication of the workings of a quantitative sys-
tem. He himself does not offer any examples, although he senses
that “le principe parait indiscutable” (“the principle seems indis-
putable”)* and that despite the difficulty of scanning, as soon as
the quantity of syllables enters the picture, one must end up with
something resembling the metrics of al-Khalil. The second sys-
tem, “le vers a nombre fixe de syllabes,” is that of garradi which
Lecerf insists is composed of seven syllables and resembles the
verse used in the hymns of Saint Ephrem. The question that poses
itself here is: Is garradi the only metre in this system? If it is, then
it contradicts the available data on zajal where poems of four,
five, six, seven, eight or more syllables are found. If, on the other
hand, garradi is the general name of a syllabic system composed
of more than one metre, then Lecerf does not mention these. It is
remarkable that Lecerf cites an old garradiyya which, according
to his own reading, consists of an unequal number of syllables,
but he blames such inconsistency on incertitude in the pronunci-
ation of the lines. He also cites example of dal7na* to which
other critics attribute a five-syllable scansion,* but he neither
clearly treats it as part of his second system nor indicates whether

it is quantitatively scanned. Interestingly enough, he does not

% Lecerf 1932, 237.
4 Lecerf 1932, 245.
47 Lecerf 1932, 245.
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mention the possible role of accent in his citing of Dalmann,*®
though he leaves his position unclear, and opts instead for num-
ber of syllables as the most important formal characteristic of
garradi. Also citing Littmann,* Lecerf seems to agree that music
plays a role in garradi, but he leaves it at that. Insightful as
Lecerf’s remarks are, the metre of garradi will be shown in its
various manifestations to be determined by a stress pattern im-
posed upon it by a pattern of musical beats which explain the
apparent fluctuation in number of syllables. Finally, to demon-
strate the likelihood that garradi is a syllabic rather than a quan-
titative metre (the quantitative structure of khabab, for example),
Lecerf appeals to the characteristics of the Lebanese dialect with
its preponderant use of long syllables in the manner of Syriac.°
He considers the possibility of a direct influence from examples
cited by Ibn Khaldiin, which would suggest an Arabic metrical
parentage, but he argues against a prototypical quantitative basis
on the grounds that these examples “parait bien aventuré, mais
possible a la rigueur” (“seem quite adventurous, but possible if
necessary”).>

There is no question that Lecerf has touched on the prob-
lems involved in scanning zajal, that he has been conscious of
dialectical problems, and that he has observed the presence of

two metrical systems, but, by and large, his study rests on the

“8 The reference is to Dalmann 1901. See Lecerf 1932, 240.
* The reference is to Littmann 1902. See Lecerf 1932, 240.
%0 Lecerf 1932, 239-42.

5! Lecerf 1932, 242.
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authority of preceding critics and on impressions rarely sup-
ported by metrical analysis. He is more concerned with the forms
of zajal, its history, development and content.

More comprehensive and perhaps problematic is Munir
Whaybeh’s al-Zajal: tarikhuhu, adabuhu, alamuhu qadiman wa-
hadithan (The Zajal: Its History, Literature and Main Figures, Past
and Present) which, since its publication in 1952, has become a
highly quoted source of zajal metrics. It is more comprehensive
because it claims to be the most thorough discussion in Arabic of
zajal metres, containing a large number of representative poems
spanning the period from the earliest recorded zajals until the
present. It is more problematic because it posits a simple syllabic
basis for these metres, which appears convincing at first but then
collapses under scrutiny and careful reference to existing data.
Whaybeh is categorical about the number of metres, thirteen in
all, that obtain in zajal. The number is significant, for it is the
same that scholarship attributes to Syriac metres,> which, to say
the least, is a curious coincidence. His nomenclature is entirely
new in that it is taken, as he claims, from a study by a Syriac
Monophysite monk Antiin al-Tikriti who lived in the ninth cen-
tury. This is confusing because the author does not indicate
whether al-Tikriti’s study deals with Syriac poetry or with Leba-
nese zajal. It is, we are told, a study detailing the rules of compo-
sition, gawa‘id al-nagm, but he chooses illustrations from modern
written zajal, rather than examples from the ninth century, or

modern oral recitation. The problem is that no one else besides

52 See, for example, Burgess 1853, p. lix.
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Whaybeh has written about these metres. When asked about the
metres of zajal, poets and critics alike refer to Whaybeh’s thirteen
metres, but when pressed they can hardly identify five or six of
them and then always using the nomenclature of al-Khalil’s me-
tres. What this means is that either more than half of the thirteen
metres are no longer used, or that they have assumed new names.
Be that as it may, Whaybeh'’s classifications represent a challenge
with which this study must deal.

Drawing upon his source, Whaybeh states that the early po-
ets “used in their poetry two kinds of compositions, darban min
al-nagm: al-mutawazi (i.e., regular, mono-metric) and al-mukhtalif
(i.e., metrically mixed), the former consisting of two hemistichs,
da‘amatayn or one verse unit,>* da‘ama wahida, while the latter
appearing in different da‘@’im and irregular number of syllables,
or harakat, in the various lines of the poem.”** Al-mutawazi,
moreover, has thirteen metres whose awzan (‘rhythmic patterns’,
one would assume) “are limitless and hard to manage, as is the
case today with ma‘anna and its derivations.”>® What all this
means is not very clear, for Whaybeh often uses the terms bahr
(‘metre’), nazm (‘composition’) and wazn (‘rhythm’) interchange-
ably, confusing metre with rhythm and musical style. The second
kind of nagm, for example, has, according to Whaybeh, “various

tagasim (‘musical arrangements’?) and rhythmic patterns (awzan)

3 Whaybeh 1952, 32.
>* Whaybeh 1952, 32.
> Whaybeh 1952, 32.
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numbering more than one hundred and sixty-five.”*® Quoting
from a manuscript entitled Bijkaz al-shaykh, found, according to
him, in a monastery in Kisirwan (Lebanon)> Whaybeh then lists
nineteen awzan which turn out to be various names for church
litanies and musical scores, rather than metres. Although he im-
plies that there seems to be a relationship between metre and
hymnology, he does not explore the matter further.

At this point, his discussion of the mutawazi’s thirteen me-
tres is more relevant. These metres are listed as follows according

to the number of syllables in the hemistich or the verse unit:*®

Name of Number of = Number of N Syllable .Number
Metre Hemistichs  Syllables m Fu.rst. m Sef: OT]d
Hemistich Hemistich
al-aswani 2 6 3 3
al-mutasawi 2 8 4 4
al-mutawassit 2 10 5 5
al-mutaqarib 2 12 6 6
al-muzdawij 2 14 7 7
al-mutafawit 2 16 8 8
al-mutanahi 2 18 9 9
al-sari* 2 20 10 10
al-basit 2 22 11 11
al-ya‘qiibi 2 24 12 12
al-wafa@’t 1 13 13 -
al-mutawazi 1 14 14 -
al-kamil 1 15 15 -

6 Whaybeh 1952, 41.
*” Whaybeh 1952, 41.
8 Whaybeh 1952, 33.
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This mechanical classification does not account for the difference
between short, long, or extra-long syllables, and the four me-
tres—al-mutaqarib, al-sari, al-basit, and al-kamil—do not bear any
resemblance to their counterparts in al-Khalil’s system. The last
three metres—al-waf@’i, al-mutawazi, and al-kamil—are in verse
units. The maximum number of syllables in a verse unit is fifteen,
and in a two-hemistich verse, twenty-four. This, in brief, is a syl-
labic metrical description which does not provide for quality or
quantity of syllable. If stress is at all operative in this system, it
is not mentioned, unless by wazn the author means a particular
rhythmic pattern with accompanying stress. At any rate, the ex-
amples cited in his study are little more than indiscriminate
counting of syllables. Two bewildering statements complicate the
issue further. First, we are told:

All the metrical units (or tafal) in all the metres can be

formed or taken from the well-known feet of fusha poetry,

on condition attention is paid to the number of syllables

(or harakat) in the particular line and the number of sylla-

bles in each hemistich (i.e., when the line is composed of

two hemistichs). It is acceptable when composing vernac-

ular poetry to vowel a quiescent consonant and to remove

the vowel of a vowelled consonant without any limitation

or condition (bidiin qayd wa-la shart).>
How, on the one hand, we can derive the metrical units or feet
of zajal metres from the quantitative system of fusha poetry and
at the same time make no allowance for fluctuation in the num-

ber and quantity of syllables is not clear. If it is indeed the case

¥ Whaybeh 1952, 33.
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that the feet can be derived from those of fusha, then it makes
better sense to argue for some kind of quantitative basis for zajal.
Add to this the untenable assertion that vowels can be displaced
with no deference to meaning, and Whaybeh’s statement be-
comes harder to accept. The dislocation of vowels must be
pegged, it seems to me, to the morphology of words in the dialect
which impose limitation on the way lines are rendered.

On the other hand, Whaybeh'’s basic rule for scansion sug-
gests that quantity does play a role, although such a role is not
properly assessed or analysed in the examples he cites. “[T]he
rhythmic unit (wahdat al-wazn),” he states, “is achieved by giving
every letter pronounced in speech its equal time value to letters
similar to it.”®° In other words, short and long syllables are de-
limited by an abstract time factor that distinguishes them quan-
titatively in much the same way as scansion of fusha is produced.
Yet Whaybeh’s examples are quite inconsistent in this respect. “A
quiescent consonant,” he adds, “comprises part of the letter (or
syllable) that precedes it.”®' Again, this rule is not always fol-
lowed in the scansion that he attempts. Whaybeh, for example,
illustrates his scansion method for a two-hemistich mutaqarib line

which, according to his system, breaks into twelve syllables.

Min hal jabal bihdik // Rihan wi-ghnani®>
‘From this mountain I give you as a present’ // ‘Basil and songs’

The following syllabic picture emerges:

% Whaybeh 1952, 34.
1 Whaybeh 1952, 34.
2 Whaybeh 1952, 35.
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Min hal jab al bih dik // Ri ha n wighna ni

1 2 3 4 5 6 1 2 3 4 5 6
What is overlooked here is the presence of a short third syllable
in each hemistich, which will yield the familiar fusha quantitative
configuration: _ _ v _/_ _,// _ _ v _/ _ _, with an extra-
long syllable at the end of the first hemistich. If it is simply a
question of syllable number, then why is it that every one of the
eight lines of the mutaqarib cited has a short third syllable in
every hemistich?® Also, following Whaybeh'’s classification, one
hemistich of al-aswani when joined with one hemistich of al-mu-
tasawi will yield theoretically a hemistich of al-muzdawij since
stress and syllable length do not seem to count. But such a com-
bination does not work even when we take full advantage of
vowel displacement. Consider Whaybeh’s scansion of al-aswani

and al-mutasawi:

Al-aswani
Nha gziw mad // Rik nil sadr®*
1 2 3 1 2 3

[N]haz ziw mad // Rik nis  sadr®®
‘The chest’s foundations have been shaken’
Al-mutasawi

Lib nan mash hir // Bay nil bil dan
1 2 3 4 1 2 3 4
‘Lebanon is famous’ // ‘Among the countries’

 Whaybeh 1952, 35.
% Whaybeh 1952, 34.

% Compare Whaybeh’s arbitrary syllabic division: nhaz instead of
[n]haz, zziw rather than ziw, and the scansion goes against Arabic mor-

phology.
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Theoretically, Nhaz-ziw mad Libnan mashhiir would give us

Day it na maf ri shi zhar

1 2 3 4 5 6 7
(more correctly, Day it na maf rii shiz hir, ‘Our village is
blanketed with flowers’), which Whaybeh gives as an example of
a muzdawij hemistich.®

Overlooking for a moment Whaybeh’s curious division of
syllables, the line [N]haz ziw mad Libnan mashhir and the muz-
dawij hemistich Day‘itnd mafriishi zhiir do not have the same
rhythm when read by a Lebanese. The reasons are manifold, but
the most important one is that all three metres have a basic stress
pattern, which, when tampered with, produces a different rhyth-
mic effect.

There is no room here to go into details about the stress
patterns of zajal metres. This is reserved for a later stage in this
analysis. It is important, however, to note that even when the
combination of al-aswani and al-mutasawi yields a pattern of
stress similar to one of al-muzdawij’s pattern, the line will still not
yield the rhythm of al-muzdawij. One important reason is the
length of the syllables involved. In the al-muzdawij example cited
above, the first six syllables are long and the seventh is extra-
long. In the theoretical example, [NJhaz-ziw mad Libnan mashhiir,
syllables three, five and seven are all extra-long, which imposes
an impossible effort upon the reader or the singer to approximate
the rhythmic pattern of al-muzdawij. If it can be done at all, a

consequent slurring of syllables takes place and the line sounds

 Whaybeh 1952, 36.
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nonsensical to the listener. To put it differently, the line will have

to be read as follows:

[N]haz-ziw mad Lib nan mash hir

—_ = _ j— — j— —o0

instead of

[N]haz-ziw mad Lib nan mash hiir
with the unavoidable consequence of destroying the meanings of
the words, mad and Libnan. It is important to note in this respect
that the following anonymous line will fall in Whaybeh’s classi-

fication under al-mutasawi metre:

Shii hal ’issa // Ma lha nhayeh

‘What tale this is! // It has no ending’

but which when read aloud will have a different rhythm alto-
gether from Libnan mashiir bayn il-bildan, the line with which
Whaybeh illustrates the scansion of al-mutasawi.

Whaybeh might object that combining one hemistich from
one metre with that of another metre is not acceptable and that
division into hemistichs and verse units is an important distinc-
tive feature of his metrical system. Even if we grant that his dis-
cussion of his system implies this caution, still it fails to explain
why in practice zajal poems contain lines of unequal number of
syllables and particular alternations of short, long, and extra-long

syllables. The following two-hemistich lines delivered orally by
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Zaghlil al-Damir®” will illustrate the difference between theory
and practice:

[L]-in san [i] law ma ki m tub tin ’al //

v v

—_ —_ —_ —_ —_ —_ —_ —o0

1 2 3 4 5 6 7 8 9 10
‘If man did not have the power of speech’

Kan [i] al lah byikh la °a tm thal®

v v

—_ —_ —o0 —_ —_ —_ —o0

1 2 3 4 5 6 7 8 9
‘God would have created him a statue’

The final extra-long syllable in each hemistich notwithstanding,
the number of syllables is ten in the first and nine in the second.
There are two short syllables in each, and number six in both is
a short one.® These are all important features that the non-dis-
criminating syllabic-scansion method cannot explain.

Over and above such limitations there remains the problem

of Whaybeh’s inconsistent scansion practice. His assertion that a

7 The line is taken from a taped interview with Zaghlil during which
the author of this work asked the poet to give illustrations on all the
zajal meters that the poet knew.

& Syllables 6 and 7 in both hemistichs can be easily transposed without
affecting the rhythm. Kilimtii could also be read as kilmitii; likewise,
[blyikhla’ii could be rendered [b]yikhil’ii, thus causing the transposition.
The extra-long syllable 4 in hemistich 2 could change to a long one if a
liaison between it and 5 is made. At any rate, the short syllables in these
hemistichs are important formal features, whether they are 6 or 7 in the
hemistich.

% Clearly the syllabic system is not concerned with the quantitative dif-
ference between syllables.
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quiescent consonant is to be considered part of the syllable pre-
ceding it does not seem true with reference to several of his ex-
amples. On the one hand, for example, he scans Rihan wi-ghnani
into Ri ha n wigh na ni, or a total of six syllables, giving the qui-
escent consonant n the value of one syllable. On the other hand,
in Libnan mashhiir, he produces four syllables (Lib, nan, mash,
hiir), this time choosing not to give the n in Libnan any value at
all. Similarly, in his illustration of al-waf@’i metre he scans La
tnam ‘a d-daym la tishki l-dahir law jar as follows:

La mad m ‘a la daymla tish kid da hir law jar”®

1 2 3 4 5 6 7 8 9 10 11 12 13

‘Don’t sleep on a wrong;
don’t rail against fate when it bears down on you’

breaking ‘addaym into ‘a la daym, which does not seem necessary
for syllable count in the line as a whole, and making tnam yield
two syllables, tnha and m. As to why the mim in ‘addaym is not
part of the syllabic division is not clear, especially since both
mims are pronounced in speech. What is clear, however, is that
an extra-long syllable such as tnam or daym is not always consid-
ered as two syllables, though Whaybeh neither treats the point
nor seems to attach to it any value.

In the rest of his study the author attempts to distinguish
some of the confusion surrounding metre and genre by discussing
the genres of zagjal and identifying the particular metres em-
ployed in them. Unfortunately, this method ends, at times, by

exacerbating the problem. The two main genres that emerge are

7 Whaybeh 1952, 38.
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al-ma‘anna and al-qarradi, each with numerous anwa“ (‘kinds’).
To these are added three main tara@’iq: al-hida, al-zalghata or al-
zaghrada, and al-nadb, along with what he terms “aghani lub-
naniyya haditha” (‘modern Lebanese songs’) such as abii al-zuluf,
al-‘ataba, al-mijana, al-shuriiqi or al-qasid al-badawi, and al-maw-
wal al-baghdadi, in much the same vein as Nakhleh’s classifica-
tions.”! While most of his discussion of al-ma‘anna and its kinds
centres around descriptions of stanza forms and rhyme schemes,
he does identify mainly three of his metres (al-ya‘qubi, al-sari‘, al-
mutaqarib) and one example of al-muzdawij which he does not

name. Most of the ma‘anna ‘genres’”>

seem to employ al-ya‘qiibi
and al-sari, that is, metres of twelve and eleven syllables respec-
tively, to use his syllabic classification. The example of al-mu-
taqarib that he cites is taken from a poem in al-sari‘ metre by
Rashid Nakhleh in which only the kharjas are in the mutaqarib.”
Again, one of the examples cited shows a combination of al-
aswani with a two-hemistich metre composed of eleven syllables
per hemistich, which Whaybeh'’s classification does not account
for and which, therefore, is not named at all. But here, once more,
the poem is from Rashid Nakhleh’s book and bears no resem-
blance to oral zajal compositions. On the other hand, the verses
used to illustrate al-qasid al-mujazzam, one of the kinds (anwa©)
of ma‘anna according to Whaybeh, employ a two-hemistich four-

teen-syllable metre in one instance and a twelve-syllable two-

7! Whaybeh 1952, 63-70.
72 Whaybeh 1952, 66-67.
73 Whaybeh 1952, 67.
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hemistich metre in the other.” On the first metre Whaybeh cites

the following couplet:

AR Je I 585 /] o] Bpnd U sla
Hsani jal b-sii’ *imjal // W-hazz [i]rjal[i] la l-maylayn
[H]sa ni ja l[i]b- si’ ’im jal // [W-] haz zir ja li¢ lal- may layn
//

‘My horse moved freely in a wide field’ //
‘And shook up the men on both sides’

e Tomall Jbo G55 /] Sl a3} Il ot
Khasmi zal w-dam€ sal // W-‘anni mal b-lamhit ‘ayn
Khas mi za l[i]w- dam D sal // [w-]‘an ni ma l[i]b- lam hit ‘ayn

// —— - = = -
‘My enemy vanished, and my tears flowed’ //

‘And away from me he went in a trice’

Now if the couplet is divided into smaller metrical units,

[H]sani jal // [b]-sw’ ’imjal
//

[W-]hazz [i]rjal // [‘]la l-maylayn
//

Khasmi zal // [w]-dam< sal
//

[W-]‘anni mal //  [b]-lamhit ‘ayn
//

it will yield three lines of Whaybeh'’s al-aswani metre, because the
seventh syllable in the first configuration, obtained from the wasl
between the extra-long syllables and the ensuing quiescent con-

sonants, will be dropped at rest position at hemistich end. I

74 Whaybeh 1952, 71-76.
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mention this example in particular because it throws further
doubt on Whaybeh’s metrical classification. Is this an illustration
of al-aswani or al-muzdawij metre? Whaybeh does not supply us
with the answer. His second example of al-qasid al-mujazzam
bears no metrical semblance to the first:

Ma zal[i] hubb il-ghayr[i] fi ‘aynik hili //
v v - v __ / /

‘Since loving others has become appealing to your eyes’ //
Sar[i] wajib waddi‘ik fi-ma yali

v v v

‘It is important to bid you farewell with what follows’

which Whaybeh would scan,

Ma za 1 hib bil ghay r fi ‘Cay nik hi [

1 2 3 4 5 6 7 8 9 10 11 12

Sa r waijib wad di Gk fi ma ya I

1 2 3 4 5 6 7 8 9 10 11
Not only are short vowels important features of these two hemi-
stichs (the previous example consisted of long vowels only), but
here there is also a discrepancy in the number of syllables be-
tween one and the other. At first sight it appears Whaybeh is say-
ing that al-qasid al-mujazzam employs two different metres, but
it is more likely that he is defining the word mujazzam rather
than qgasid, a rhyme scheme, perhaps a verse form, rather than a
metrical pattern. Whaybeh seems to have read the first example
with strong caesural stops, a forced reading which recitation of
singing does not allow.

According to Whaybeh, one kind of ma‘anna is al-mu-
washshah, a strophic form resembling one of the many manifes-

tations of the Andalusian prototype, whose metre is a
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combination of al-muzdawij (seven syllables) and al-mutasawi

(four syllables):

‘Am tidhak bi-l-bindayrah // Arzit Libnan
//

‘Laughing joyfully on the flag //

—_ —_ = —_—_— —_ = —_— — —o

is the Cedar of Lebanon’
[W]-ra< [b]-lahn il-minjayrah // [Y]hizz il-widyan
o // o

‘And a shepherd with the tunes of the flute //
is shaking the valleys’

yet another example taken from Rashid Nakhleh shows a com-
pletely different metre for al-ma‘anna al-muwashshah. This time

it is a mutaqarib, though Whaybeh is not specific:

[M]ni shar[’i] ya hadi // ‘Arrij ‘ala l-wadi
v // v

‘From the East, O, hadi (‘singer of hida’) // ‘Pass by the valley’

Emerging from all this is that al-ma‘anna is not associated with
any one metre, rather a strophic form in several metres. While
this may be largely true, the term ma‘anna seems to have ac-
quired with Whaybeh a wide significance subsuming most of
zajal. Perhaps his reliance in his examples on Rashid Nakhleh’s
book, Ma‘anna Rashid Nakhleh, which, despite the prominence it
gives in the title to ma‘annd, also contains numerous examples of
qarradi, ‘ataba, mijand, and other genres, made him expand
ma‘annd to many more metres than other critics and poets allow.
While ma‘anna is used sometimes interchangeably with zajal, it
is also specifically used by the poets interviewed for this study to

refer to one poetic metre only. For example, Joseph al-Hashim,
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better known as Zaghliil al-Damiir (‘the singing dove of Damiir’),
clearly considers al-ma‘anna as belonging to a particular metre
without limiting that metre to ma‘anna as genre only. Whaybeh,
of course, does not distinguish between ma‘anna and qasid. The
latter he treats as part of the many forms of the former.

Turning then to qarradi, Whaybeh discusses eight forms, six
of which employ al-muzdawij metre and two al-basit and al-sari°.
He is alone among critics in admitting more than one metre for
qarradi, though ‘Awwad speaks of unlimited metres as we have
seen above. It is most likely that his examples on al-basit and al-
sari have nothing to do with garradi at all and that he is once
more unsure of the distinction between metre and form. One of
the examples he cites on al-qarradi al-muwashshah could very well
belong to al-ma‘anna since scansion reveals that it is none other
than al-ma‘anna al-muwashshah. Why the one is ma‘anna and the
other is garradi is left unexplained. The second example taken
from a poem by al-Shaykh Nasif al-Yaziji (1800-1871) who, ac-
cording to Whaybeh, “invented” this metre’® appears to scan into
ten syllables per hemistich, with the third and seventh syllables
being short throughout the poem. Among the critics only
Whaybeh identifies it as garradi. When it comes to tar@’iq al-zajal
and al-aghani, Whaybeh’s breakdown of genres and metres ap-

pears as follows:

Genre Metre
al-hida and al-nadb al-mutafawit
al-zalghata al-basit
al-‘ataba al-sari*

7> Whaybeh 1952, 74.
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al-mijana al-ya‘qubi
abii al-zuluf and al-shuriigi  al-waf@’i
al-mawwal al-baghdadi al-mutawazi

All in all, we have a very confusing account of metres and genres,
not unlike that of the critics who preceded the author in time.
Most of the examples, it seems to me, are tailored to fit
Whaybeh’s scansion rules and to satisfy his metrical system.
Above, I questioned many of Whaybeh’s scansion methods and
metrical analyses. Now, in light of the available research on Syr-
iac poetry, I am convinced that Whaybeh assumes that the metres
of Lebanese zajal are no different from those which writers on
Syriac poetry attribute to that poetry. Curiously enough, the
number of Syriac metres most widely accepted by Syriac scholars
is thirteen, which is the same number that Whaybeh categorically
assigns to Lebanese zajal.”® Quoting Stephen, a Maronite Patri-
arch who had written a treatise on the tunes of the Syrians, Ben-
edict, one of the earliest translators of Saint Ephrem, says that
Stephen reduces these tunes to six classes:

The first... consists of verses of two metres, (versibus bime-

tris); the second, of verses of three metres, (and so on until

we come to the sixth); but the sixth class varies, and is

formed of both simple and compound numbers. He [Ste-

phen] afterwards reduces the whole Syriac poetry to cer-

tain titles, as it were kinds of songs..., and then numbers

them as they were presented to him in ancient manu-

scripts. They are thirteen in number, and all are alike in
that they follow a certain metrical law, but they differ in

76 Whaybeh 1952, 33.
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modulation, and some also in their subject matter [argu-

mento].””

Probing then the meaning of versibus bimetris and trimetris, etc.,
Henry Burgess suggests that these pertain to poems consisting “of
verses of two different measures, as penta-syllabic and hepta-syl-
labic alternately; and so of the rest.””® This is precisely what
Whaybeh means by al-jawazat fi al-shi‘r al-‘ammi (the licences of
vernacular poetry).” In brief, Whaybeh is in fact talking about
Syriac poetry which may share a great number of features with
Lebanese zajal, but which also cannot explain an equally great
number of features characteristic of Lebanese poetry alone. Deny-
ing, as Whaybeh does, any basis for the operation of a quantita-
tive system in zajal does not seem to accord with the reality of
this poetry today. A careful study of his scansion reveals without
doubt that several of his metres consist of well-defined feet, in
most cases not different at all from the feet of fusha poetry. Other
critics hold tenaciously to a quantitative basis for zajal.

In 1966 Jabbour Abdel-Nour (Jabbiir ‘Abd al-Nir) pub-
lished Etudes sur la poésie dialectale au Liban (Studies on the Ver-
nacular Poetry of Lebanon), the only book-length study of Leba-
nese zagjal in French. The book is cited by Whaybeh in 1952 as a
forthcoming study in French entitled al-Shir wa-al-lugha al-
‘ammiyya (Poetry and Vernacular Language).*® Which book was

finished first is not a matter of great importance, but what is

7 Burgess 1853, 59.
78 Burgess 1853, 60.
79 Whaybeh 1952, 39.
8 Whaybeh 1952, 27.
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significant is that Abdel-Nour chose to leave Whaybeh’s book out
of his list of references despite the fact that Whaybeh’s book ap-
peared fourteen years before his own. Undoubtedly, the reason
lies in the two authors’ entirely different interpretations of the
metrics of zajal, and in Abdel-Nour’s reluctance to consider the

workings of a syllabic system. In no equivocal terms he states:

En tenant compte de l'inexactitude de la notation selon
lorthographe classique, de l’instabilité phonétique d’un
grand nombre de mots, des licences prosodiques, des
chutes internes des voyelles, et du son (i) de jonction, nous
pouvons conclure que la metrique du zajal est fondée sur
la quantité. Comme nous le constaterons un peu plus loin,
en étudiant les différents groupements de vers, cette métri-
que concord eaves [sic.] certains metres classiques (ara-
bes).

(Taking into account the inaccuracy of notation according
to classical orthography, the phonetic instability of a large
number of words, prosodic licences, the internal elision of
vowels, and the junction sound [i], we can conclude that
the metre of zgjal is based on quantity. As we will see a
little further on, in studying the different groupings of
verses, this metre aligns with certain classical [Arabic] me-
tres.)®!

While it is true that certain considerations have to be taken into
account in the scansion of zajal, it does not follow necessarily
that all zajal metres scan quantitatively. Abdel-Nour’s illustra-
tions or metrical patterns are not always documented. We are

told, for example, that al-shuriigi scans according to the basit

81 Abdel-Nour 1957, 97.
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metre of al-Khalil without supporting evidence,® that dalina (or

dal‘ona)® scans quantitatively as _ __ / without supplying

us with the reason for the division into two and three syllables®*
(instead, for example, of three and two or two, two, and one),
that “another genre” of hida is composed after rajaz, again with-
out proof, that hida “generally” breaks into the following quanti-
/ _ _ _,% and that both dalina and

“a variety” of hida are derivatives of garradi,® which, one as-

tative pattern: _ _ _ / _ _ _

sumes, is due to the appearance in them of only long syllables.
Reserving the term zajal for all Lebanese vernacular poetry,

Abdel-Nour identifies eleven “genres” and six basic quantitative

metres. He sums up his metrical analysis as follows:

a) The rajaz, in the ma‘annd, the mijand and one genre
of hida;

b) The basit, in the shuriigi, the mawwal, the zalaghit, abii
al-zuluf, and the ma‘annd;

¢) The widfir, in the ma‘anna and the ‘ataba;

d) The ramal, in the nadb;

e) At times the sari¢ in the ma‘anna;

82 Abdel-Nour 1957, 102—4.
8 Abdel-Nour 1957, 106.
84 Abdel-Nour 1957, 106.
8 Abdel-Nour 1957, 106.
8 Abdel-Nour 1957, 106.
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f) The derivation of garradi, dalna and a variety of
hida from the khabab metre should be added with

some reservations.®”

It should be noted here that Abdel-Nour does not attempt to dis-
cuss the licences that these metres manifest in their adaptation
to zajal poetry. Whatever licences are taken, he implies, are those
that al-Khalil’s system allows. The curious absence of the gasid
from the eleven genres he enumerates should also be noted. He
does not seem to distinguish between ma‘anna and qasid, which
may explain, in part, why he assumes that ma‘anna appears in
rajaz, basit, wafir, and sari‘.

The garradi presents the main problem for Abdel-Nour and,
as we have seen, to most of the critics before him. “Beaucoup
d’éléments,” he writes, “font croire que le garradi échappe au
principe général des metres quantitatifs adoptés en dialecte.”®®
(“Many elements suggest that the garradi escapes the general
principle of quantitative metres adopted in dialect.”) These “élé-
ments” are not enumerated, but one main reason emerges from
Abdel-Nour’s ensuing argument. Because the syllabic metres lend
themselves, more than quantitative metres to “coupures, omis-
sions et additions” (“cuts, omissions, and additions”)® and be-
cause all the syllables in garradi are long,” it is most likely, he

says, that we are dealing with a variety of al-khabab metre.

87 Abdel-Nour 1957, 108.
8 Abdel-Nour 1957, 100.
8 Abdel-Nour 1957, 100.
% Abdel-Nour 1957, 100.
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Although he does admit the frequent presence of short syllables
in garradi, he dismisses their importance because, as he puts it,
they are necessarily elongated “pour étre assimilées aux longues”
(“to be assimilated to long ones).”® While my research seems to
support Abdel-Nour’s observation concerning the elongation of
one or more short syllables, there is also the more important ob-
servation that garradi may contain more than seven syllables, be
they long or short, and that such an occurrence will not affect the
metre. The principle involved here concerns a pattern of stress
which levels out the effect of uneven numbers of syllables, and a
musical metre superimposed upon the poetic one. The possibility
that al-khabab may be the metre of gqarradi notwithstanding, the
reasons for that seem to be in the province of music not metrics.
I shall return to this point later on.

Much of the criticism discussed above abounds in impres-
sionistic statements, contradictions, shaky terminology and seri-
ous lack of documentation. The studies of Whaybeh and Abdel-
Nour fail, I think, to justify their insistence on a syllabic system
in the case of the former, or a quantitative system in the case of
the latter. Whaybeh introduces the largest number of metres, sev-
eral more than the six fusha metres identified by Abdel-Nour, un-
less Abdel-Nour considers metres resembling al-aswani and al-
mutawagzi shorter versions of garradi. None of the critics admits
music, song, and stress into metrical study. All of them, with the
exception of Whaybeh, single out gqarradi as the most problematic

of all because the only Arabic metre which appears to resemble

1 Abdel-Nour 1957, 100.
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it is al-khabab, a metre not identified, or intentionally overlooked
by al-Khalil, though recognised by al-Akhfash (d. 793) and later

critics as an indigenous Arabic metre.






3. FUSHA AND ZAJAL METRES

It is important at the outset to establish that some zajal metres
may be derived with utmost ease from well-known fusha metres.
Such proof serves at once to explain the probable origin of some
zajal metres and, more significantly, explain the difficulty of
scanning the earliest zajals in which fusha and dialect appear side
by side. Consider the following line chosen from a poem in fusha
by Biilus Salama entitled Min Lubnan (‘From Lebanon’):

Ya jibala l-arzi ya ukhta s-sama //

‘Mountains of the Cedars, sisters of the skies’ //

Taba fik il-mawtu ba‘da l-‘ayshi taba

‘Having enjoyed life in you, I look forward to dying there’
The scansion produces two hemistichs of the Khalilian ramal me-
/ _ v / _ v _ _. In this

tre whose ideal form is o
example, however, the last foot of the first hemistich undergoes
i4al, specifically a hadhf* (‘deletion of the last syllable of the foot’)
which shortens _ v _ _ to _ v __ throughout the poem.

Now, read straight as vernacular, the line yields the follow-
ing syllabic breakdown:

Ya jbal? il-arz ya ikht is-sama

N P O VI

Tab fik il-mawt ba‘d il-‘aysh tab

—0 — — —0 — — —0 —o

! In this instance fa%ldtun (_ v _ _) is shortened to fa‘ilun (_ o _).

2 Note the extra-long syllable ydj which contracts the vowel i in the
fusha reading of ya jibal.

©2025 Adnan Haydar, CC BY-NC 4.0 https://doi.org/10.11647/OBP.0424.03
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where characteristically most short syllables are lost. But de-
claimed or sung as a vernacular line of poetry, it yields two hem-
istichs resembling, with some modification, al-ramal metre:

Ya j[ilbal il-ariz ya ikht is-sama

v v v

Tab[i] fik il-mawt[i] ba‘d il-‘aysh[i] tab

v v v

or _v__/ o2/ _v_//_v__/_v__/_v_.The
only difference is that the second hemistich loses the last syllable
in the dialectical reading of taba as tab, and the second foot of
the first hemistich reverts to (v _ _ _) in one dialectical reading,
but could in another reading produce (_ v _ _), depending on
whether the Arabic word for ‘cedar’ is read as ariz or arz[i], both
acceptable readings in dialect. There is no general rule for the
metrical treatment of extra-long syllables. By and large, however,
in most but not in all metres, a short vowel i is inserted after the
extra-long syllable, or after the first consonant in some syllabic
configurations, or just before the last consonant in others. Thus
the following picture emerges:

1. jar (CVC) jar[i]

2. qabr (CVCC) qabr[i] or qab[i]r

3. jbal (CCVC) j[i]bal
In all three instances, song, music, and oral delivery are the surest
ways to determine where the vowel is inserted. At the end of the
line, extra-long syllables are conventionally treated as long sylla-

bles except in the case of the ultra-long (e.g. jbal) which is broken
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into a short and a long (v _), j[i] and bal.® It is to be noted that
in some cases the poets may choose to pause after extra-long syl-
lables rather than insert the vowel or they may simply reduce the
quantity of an extra-long to a long. These are important observa-
tions which only music, song and oral delivery can explain, and
of this more is to come.

The verse cited above shows that al-ramal of fusha can be
easily adapted in zajal, and this points, I think, to an important
formal characteristic shared by both al-ramal itself and the Leba-
nese dialect, namely that the dialectal suppression of the desi-
nential and other terminal vowels does not substantially affect
the rhythm of al-ramal. It also implies that other factors, such as
stress, may be of much greater importance than quantity in de-
termining rhythm, since the delivery of both the fusha and the
vernacular versions of the line seem rhythmically compatible,
with or without the insertion of the short vowels. I shall expand
on this in the course of this study.

Consider now the following hemistich from another poem
by Salama:*

Lubnanu hisnu d-dadi s@’inu ‘izziha

‘Lebanon is the fortress of the Arabic language,
protector of its glory’

® Cf. Abdel-Nour 1957, 96, where he argues for the addition of the short
vowel i: “entre certains groupes consonantiques inarticulables,” as he
puts it.

4 Salama 1962, 135.
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which consists of two feet of al-rajaz metre (_ __ v _) and one of
al-kamil (v v __ v _), and which traditional scansion would treat
as a hemistich of kamil> with a zihaf in the first two feet. When
this hemistich was presented as a vernacular hemistich to several
persons familiar with the Lebanese dialect, the readings, without
exception, gave

Libnan hisni d-dad sayin Gzzha
which differs from the fusha scansion in that the short syllables
are absent and that syllable number seven substitutes a long syl-
lable to the two short ones of the fusha hemistich. Now when the
same persons were asked to sing it according to the popular
ma‘anna choral refrain,® they reproduced the metrical scansion
of the fusha,

Libnan[i] hisni d-dad[i] sayin[i] ‘izziha

v v v v v

or __v_/_ _v_/vvu_v_.Whether the resulting metre is
a rajaz or a kamil is irrelevant at this point. Without recourse to
stress, it is impossible to verify whether we are talking about
something resembling the rhythm of rajaz or kamil. Only with
reference to music and especially musical accent can we have any
verification at all. There is no doubt, however, that, quantita-
tively speaking, the vernacular rendition reproduces the same

syllabic content of the fusha scansion. Add to this the fact that

® In its ideal form, al-kamil scans according to al-Khalil: v v _ v _ /v v

_U_/UU_U

¢ For a musical transcription of the ma‘annd refrain, see below, pp. 80—
81.
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one singer differed from the rest by pronouncing s@’in as sayin
instead of sayin[i] (thus causing an amalgamation of the two con-

tiguous short syllables in the third foot, _ _ v _ instead of v v _

v _), and we get a perfect rgjaz scansion, at least in terms of
quantity. This does not only shed some light on the relationship
in fusha between v v __ v _ and _ _ v _, which al-Khalil treats as
an innocuous licence, but it will also, and for the purpose of this
study, clarify the relationship between dialect, music and metre.

Conversely, some zajals contain whole lines and stanzas in
fusha interspersed with lines in the vernacular. When some of
these are read fully as fusha, they destroy the rhythm, but when
read as vernacular verses with fusha words interspersed in them,
they produce a rhythm reminiscent of the metre which the fusha
reading of most of the lines in the fusha idiom recalls. Whole po-
ems of this mixed idiom exist, but they are rare after the first
quarter of the twentieth century.” They are usually difficult to
read because of the non-discriminating fusha orthography and
because the reader is called upon to shift constantly from the
fusha to the vernacular and vice versa in order to retain the over-
all metrical and rhythmic pattern. One such example from a
poem by As‘ad Jalakh® supplies further proof of the derivation of

some zajal metres from fusha metres:

7 At the beginning of the twentieth century, a series of studies to estab-
lish the rules for the Lebanese dialect culminated in the foundation of
the ‘Emirate of Zajal’ and the first congress of zajal poets in 1945. By
1945, the dialect had been purged of classical words. See Abdel-Nour
1957, 81-91.

8 The poem is cited by Whaybeh 1952, 180.
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Tub w-artaji¢ ya lahiyan fi jamaliha //
e _v_ _ _v_ _v_v_//
‘Relent and repent, you who waste time cherishing (this
world’s) beauty’ //
Tafnd wa-‘an qurbin yakiinu zawaluha

v v v v v

‘(For) it will die and soon (the world) will end’

which will give v __ / v / v v // v /

v _/ v v _ v _ or what fusha critics treat as kamil metre. For
perfect correspondence with the kamil, however, the first syllable
of the third foot of the first hemistich should be made short (i.e.
ft will have to revert to fi). This is precisely where the dialectal
reading can affect the change:

Tub w-irtiji¢ yd lahiyan fi jmalihda

v v v

Tifna wi-‘an ’irbin yikin izwaliha

v v v

Here we have a perfect rajaz scansion without the kamil foot, v v
_ v _. Scanning the rest of the poem revealed that the kamil foot
appeared only three times. In the following line, the choice of the
appropriate idiom is even more important:

Ma dama fiha waziruha wa-amiruhd //

v v v v v u_//

‘As long as there is in it cabinet ministers and princes’ //

Wa-mulitkuha wa-juniiduhd wa-abtaluha

v v v v v v v v

‘And kings and soldiers and heroes’
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Here the strict fusha reading has jarred the rhythm in the second
hemistich beyond recognition. On the other hand, in the vernac-
ular idiom, the second hemistich scans

wi-mlitkiha wi-jniidiha w-’abtaliha

v v v

again yielding a perfect rajaz metre.
Likewise, the influence of al-basit metre, _ _ v _/ _ v _/

_ _v_/_ _,isevident in the earliest recorded zajal composed
by Sulayman al-Ashliihi around 1298,° the date of the destruction
of Tripoli (Lebanon) by the Mamliiks. As might be expected, this
poem suffers from scribal errors and inaccurate rendition into the
graphemes of fushd, but the basit metrical pattern is easy to dis-
cern in most of its sixty lines, with modifications resulting from
the formal morphological characteristics of the Lebanese dialect.
If the poem is scanned without a thorough knowledge of this di-
alect, each line in the poem would yield a different rhythm and
a different number of syllables, giving rise to untenable conclu-
sions. For the trained ear, a limited number of readings is possi-
ble, and the choice of a particular reading will be determined by
the uniform rhythmic pattern that runs throughout the poem.
Having determined the basic metrical pattern for some of the
more easily read lines, I then selected a reading for every line,
which was at once legitimate in the dialect and congruent with
the rhythm of the other lines. As it turned out, the number of
syllables rarely varied in all the lines and the basit feet with their

permissible fusha configurations appeared regularly throughout.

 See Whaybeh 1952, 131-32.
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I have chosen four lines'® to illustrate the scansion method used

and the allowable readings in each case.

L. (a) Ya hizn[i] ’albi wi-ma yikhla'* min[i] hzani //
v _/_wv_/ v /__//

‘0, sorrow of my heart, and my heart is never
without sorrow’ //

(b) Wil-’alb[i] mni [-hizin sha‘il bi-nirani
/ v_/ v_/__

‘And my heart from sorrow is burning in flames’

or,
(a,) Ya hizin *albi wi-ma yikhla min[i] hzani //
v /_w _/ v_/__//

(b,) Wi-l-’alib min[i] I-hizin sha‘l-ib nirani
v v / — v / v /

(a) and (b) are typical basit with the first foot of the second hem-
istich (b) having undergone gat‘ (‘omission of the short syllable’)

in _ _ v _. Hemistich (a,) has likewise a basit pattern, and (b,)

replaces _ _ v _with _ o a frequent occurrence in a variety

——)

of zajal metres but completely unacceptable in the basit of fusha.

1L (a) Fi Trabulus kan[i] bid ’il-’awl[i] ya hizni
v / v / v / ——

‘It started in Tripoli, O, my sorrow’

19 These correspond to lines 1, 2, 7, and 8 in the poem cited above.

! The text reads ykhalli (‘to allow’) rather than yikhla (‘to be empty, to
be without’). I have opted for the latter reading because it yields better
sense, although either reading is suitable for the derivation of a basit

scansion.
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(b) Wi-l-awl[i] min °abl[i] hadha sh-sharh[i] qad khani
v / _ v / v /

‘All talk about what happened, before this poem,
betrayed the truth’'
(a,) Fi Trabulus kan[i] bid ’il-’awl[i] ya hizni
v / v / v /

(b)) Wil awl[i] min °abil hadha sh-sharih qad khani
v _ /v / v /

Here in II. (b,) the foot v _ _ replaces __ v _ because the dialect
allows both °abl[i] hadha (_ v _ / _) and °abil hadha (v _ __/ _),
the former a choice being the one usually adopted in the singing
or declaiming of the line. Note, however, that lines I. and II. co-
incide perfectly with the basit metre in their first and preferred
reading. Also, it is important to note that the ability of the dialect
to adapt to various syllabic patterns makes it ideally suited to
derive its metres from fushd. In other words, this quality allows
the poets of zajal a freedom unknown to their counterparts in
fusha, who, as al-Khalil’s system indicates, are bound by the more
limited reading possibilities of the fusha idiom.

. (a) Ya ‘ayn[i] khalli I-buka wi-n-nawh[i] ‘adatik
v / v_/ _ v _/

‘0, eye, make a habit of weeping and wailing’

(b) [Iw]-ibki la n-nasara aynimd kanf[i]
/_ v_/__v _/

‘And cry over the Christians wherever they are’

2 Here 1 am not quite sure of the meaning. The word khani does not
seem appropriate in the context. If we assume scribal error and change
khani to hani (‘has come about, has become opportune’), the hemistich
reads “all talk has become opportune.”
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IV. (a) [Iw]-inibkiti fa dam¢il-‘ayn[i] muhtariqun®3
v / v / v __ / vwu__

‘And if you wept, then the tears would be burning’

(b) [Wi]-in katamti il-buka fi-1->alb[i] nirani

‘And if you kept the tears (in the heart), there
would be fire in the heart’

Again, here the basit metre is evident. In addition to the gat‘ in
the first foot of III. (b), there is, to use al-Khalil’s terminology, a
khabn in the last foot of IV. (a) (or _ v _ become v v _), and a
v _) in the first foot of IV. (b).

It goes without saying that other dialectal readings of these lines

simple zihaf (_ _ v _ becomes v __
are possible, and each reading will give a slightly different quan-
titative pattern. Only with reference to stress can we ascertain
why different syllabic manifestations of feet may or may not play
an important role in the determination of rhythm.

Granting then that there are at least three fusha metres, al-
rajaz, al-ramal, and al-basit, which the Lebanese zagjal tradition
has utilised, it is important now to identify these and other me-
tres in association with their genres. How many are they alto-
gether? How do they scan? Are they basically quantitative, qual-
itative, syllabic or a combination of these? What roles do stress
and music play in them? What can they tell us about oral vernac-
ular verse in other traditions, Arab and non-Arab? I shall attend

to these questions, one by one.

13 Muhtariqun is one of several examples on the missing of idioms. Note
the use of desinential inflection, which is never used in dialect.



4. THE ROLE OF STRESS IN THE
SCANSION OF ZAJAL GENRES

First, a note on stress. Arab and Western critics have in general
delegated to stress in Arabic metres an insignificant, or at least a
mechanical, role which does not always agree with the morphol-
ogy of Arabic words appearing separately in the living language
or arrayed in metrical patterns.'*® Words in Arabic have a clear
stress pattern based on the root system in the language and the
morphological shape produced from suffixes, infixes and pre-
fixes. When appearing in a metrical pattern, which itself has its
own underlying stresses, they undergo changes resulting from the
tension between language stress and metrical stress. This tension
is further complicated by the surface pattern of stress produced
during the physical performance of speech or recitation.

In his study of stress in Arabic poetry, Kamal Abu Dib
makes a very plausible case for the underlying stress of Arabic
metres which he bases on the succession of units of consonant
and vowel combinations, shorter than the feet used by al-Khalil.
Instead of feet, Abii Dib breaks the units of rhythm into _, a long
open or closed syllable represented by Western scansion methods
by _,and _ _ (equivalent to a CVCV or CVCVC, or v _), and less
frequently _ _ __ or v v _. Several things are important to note
in Abi Dib’s study. He argues convincingly that stress is more

significant than quantity in determining the rhythms of Arabic

138 See Aba Dib 1974, 105-25, 327-37.

©2025 Adnan Haydar, CC BY-NC 4.0 https://doi.org/10.11647/OBP.0424.04
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poetry, and consequently that lines which do not scan into the
feet of al-Khalil’s system or manifest the same quantity of sylla-
bles as other lines in a particular poem, can be proven to yield
the same rhythm as the other lines with reference to their stress
patterns. Moreover, Abti Dib shows that there is a close corre-
spondence between language stress and metrical stress in that
both can be explained in terms of the morphology of Arabic.'*
Length of syllable and syllable position determine at once the
rhythm of the word in the language and the rhythm of the metre.
This is why the underlying rhythm of metre and the rhythm of
language have a high degree of coincidence, unlike say the situ-
ation in English language and metre. Through a detailed and, I
think, ingenious analysis, Abii Dib charts out the stress patterns
of al-Khalil’s metres demonstrating how the rhythmic vitality of
these metres is the net result of the workings of two systems of
stress, the poetic and the linguistic. The reader may want to refer
to Abii Dib’s analysis of each one of these metres, but for the
purpose of this study, only the metres relevant to Lebanese zajal
will be discussed. These are the rajaz, the basit, the sari‘, the wafir,
the ramal and the hazaj.

One warning is in order here: there is, of course, a third
important factor which must be considered in this study, and that
is the interplay between linguistic and poetic stress on the one
hand and that of musical accent, which is ultimately regulated

by the laws of music. The patterns of stress in Lebanese zajal that

139 Abti Dib 1974, 289-315.
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will eventually emerge will be a further contribution to the rhyth-
mic capacity of Arabic metres.

Leaving aside musical considerations for the present time,
I shall list the stress patterns of rajaz, basit, sari‘, wafir, ramal and
hazaj, as Abi Dib has them. The numbers 1 and 2 designate

strong and weak stress, respectively:

(1) rajaz
poetic stress 162/ _162/_102/
linguisticstress 1 _ov2/1_v2/1_v2/
(2) basit
poetic stress _1v2/102/_1062/102/
linguisticstress 1 _v2/1v2/1_v2/102/
(3) saric**®
poetic stress _162/_102/102/
linguisticstress 1 _ov2/1_v2/102/
(4) ramal
poetic stress 1v2/_1062/2201/2
linguisticstress 2v1/1_v1/1_v2/_
(5) wadfir
poetic stress v_do2/0_ 3027012/
linguistic stress v1luvuv2/vl1vuv2/012/

(6) hazaj
poetic stress

v 1_7/
linguistic stress v 2_7/
This simplified version of stress patterns will be used as a refer-
ence point when a zajal metre is analysed for its probable deriva-
tion from the fushd metre. It will be argued that when a zajal

metre exhibits the same stress pattern and the same or slightly

MOIf _ _ _,or_ o __ appear in the last foot, they are stressed as follows:
1_2,2.1,
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different syllabic configuration as that of a fusha metre, it will be
safe to conclude that they are one and the same. How the zajal
metre is interpreted in song and music is a different matter alto-
gether. For one thing, the particular interpretation will highlight
the relative importance of either stress or quantity and will shed
further light on the adaptation of fusha metres in zajal.

It should be mentioned in passing that Gotthold Weil’s
study of stress, which he sees implied in al-Khalil’s metrical sys-
tem, is wrong, in that it is totally incapable of explaining the fluc-
tuation of stress in Arabic poetry as well as in Arabic words which
do not contain what he calls ‘the rhythmic core’ (v _), where he

places the stress. So the feet v _ (mustaftilun), _ o _ (faqlun),

and v _ _ __ (mafa‘lun) will be according to him stressed as fol-

, s, ,

lows: _ _ v, _ov_,v_ _ _.Metrical exigencies notwithstand-
ing, anyone familiar with Arabic language and poetry will stress
the feet differently, placing a secondary stress represented here

A , A A

by " on the rhythmic core: _ ~ v ", ~ v, v~ _. Dislocation
of these stresses does take place in a line of poetry due to the
tension between underlying metrical stress and language stress,
but never in the way Weil would have us believe.

As has been intimated above, music is essential to zajal per-
formances. Many metres are known to poets by their tunes. There
are, for example, the tunes of ‘Al-yadi, of Layya w-layya, ‘Ar-
riizand, Mijand, and ‘Ala dalnd. The execution of the poetic me-
tre is often determined by the tune it is to be sung to, and the
formal characteristics of the metre are in turn modified to fit the
tune. Although each wazn (‘metre’) may yield a particular num-

ber or assortment of syllables or feet, the tune which is
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superimposed upon it will allow the poet to vary the number of
syllables or the quantity in feet without appearing to undermine
the basic metrical structure. Thus, a poem may, when scanned,
contain different numbers of syllables in every line, but when
sung to a tune, a shortening and lengthening of syllables take
place and the words in the poetic line are adjusted to fit the mu-
sic. The question of what metres are used with what tunes and
songs reveals the affinity between others. This, in turn, will make
it possible for the critic to account for consistencies or discrepan-
cies in poetic metres when scanned without reference to their
accompanying tunes.

There is one important advantage to using musical nota-
tions in this work for defining the performance of various metres.
Here we are not dealing with scripts of poems, which may be
considered in a crude sense as kinds of scores for performing
these poems, but which, nevertheless, bring into question the
basic issues involved in the relationship of verse to music. Rather,
we are dealing with the performances themselves. Professor Lois
al-Faruqi, the musicologist who transcribed in musical notation
the live performances of most of the zajal metres in this study,'*!
has elicited her scores from my recordings of the performances
of zajal poems by well-known Lebanese zajjals and aficionados of
zajal, producing a descriptive notation in each case. She tran-

scribed the performances in keys that were close, if not identical

141 The author wishes to acknowledge the late Professor al-Faruqi’s con-
tributions to this study. Without her painstaking care in transcribing the
musical notations and her rich background in Arabic music, this study
would not have been possible.
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to sung pitches in order to make them easier to read. Musical
accents, notes, pitches and rhythms were all determined by ear,
and the transcriptions were rechecked with a slow recording in
each case. The transcriptions indicated pitch relationships, the
duration of each pitch, and the vocal range of the performers.
Some performances were not conducive to a measured represen-
tation and, therefore, were transcribed without breaking them
into measures of regular and equal length. These are character-
ised by a particularly ornate or melismatic style (i.e., using sev-
eral musical notes for a single syllable of verse). Other perfor-
mances maintained a closer correspondence between numbers of
syllables and tones and were based on a musical metre.

Since the performance of a line of poetry involves, among
other things, a clear pattern of stress, the descriptive musical no-
tation faithfully reproduces these stresses in the accents of the
musical score, thereby providing an excellent opportunity to
compare the underlying stress patterns of the poetic metre with
the surface pattern of stress produced in performance. Keeping in
mind that beat and accent are not the same and do not necessarily
coincide, and that syllables in music may at times differ from
prosodic syllables due to musical exigencies, the notations still
supply important information on the relationship between metre
and musical style and between metre and poetic genre.

Careful analysis of the descriptive musical notations pre-
pared for this study shows that the poets of Lebanese zajal render
their lines in two musical styles, one characterised by a free
rhythm, the other by a regularly rhythmed underlay. They divide,

in other words, along the two traditional styles of Arabic music:
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nathr al-naghamat and nagm al-naghamat. The former (literally
‘musical prose’) refers to ‘a vocal or instrumental performance
without regularly recurring rhythmic patterns’. The latter, ‘order-
ing of tones’, defines ‘a musical style based on a traditional mel-
ody’ and characterised by regular beats.

The zajal metres used in the nathr style are mostly those of
genres which require sophisticated arguments (as in verbal duels)
or formal statements about social and political occasions, as well
as formal nasibs (‘amatory preludes’), panegyrics, satirical
sketches, boasting, elegiac verse and other sorts of occasional po-
ems. In brief, longer poems with longer metres concerned with
various degrees of isabat al-mana seem to be associated closely
with the nathr style, and most of their metres bear close resem-
blance to those of fusha poetry, with frequent licences for which
al-Khalil’s system cannot account. Informal, lighter, and shorter
poems, such as jokes, some popular songs, counting rhymes
(‘addiyyat), and verbal tricks, abound in the nagm style, though
neither style is differentiated in terms of genre.

The following musical transcriptions of two ma‘anna and
three qarradi pieces illustrate the workings of the two aforemen-
tioned styles. They were recorded for this study by Dr Mansour
Ajami who himself is a connoisseur of zajal and Arabic music. His
renditions were compared with live performances of ma‘anna and
qarradi by well-known Lebanese zajal poets and were scrutinised
for significant melodic differences. For the most part, his record-
ings proved to be well-executed and quite representative of the

ma‘annd and garradi sung in Lebanon today.
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The first ma‘anna is composed of four hemistichs with a a,
a a rhyme. The first and fourth hemistichs are each repeated
once, making a total of six musical lines. The second ma‘anna (1l.
7-13) is likewise composed of two verses (or four hemistichs)
with a similar rhyme scheme. Hemistich one is repeated once and
hemistich four is repeated twice. The three garradis (ll. 1-4, 5-8,
and 9-12) are of four hemistichs each, rhyming a b, a b. In the
first one both verses are sung twice. In the second, the first verse
is repeated once and the second verse twice. In the third qarradi
only the second verse is repeated. The function of repetition at
the ends of pieces, though not uniform in Dr Ajami’s rendition, is
important because it points to the important role that the chorus
plays in these two genres. This role is here co-opted by the singer

himself due to the absence of choral accompaniment.

Figure 1: Ma‘anna #1
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Figure 2: Ma‘anna #2
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be found at https://hdl.handle.net/20.500.12434,/0267921a.

Figure 3: Qarradi #1
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found at https://hdl.handle.net/20.500.12434/cf56cbf4.
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Figure 4: Qarradi #2
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Recording 4: A recording of this garradi by the author can be
found at https://hdl.handle.net/20.500.12434/d2c44fef.

Figure 5: Qarradi #3
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Gfoas  Recording 5: A recording of this garradi by the author can be
%
s 5% found at https://hdl.handle.net/20.500.12434,/359dcb61.

In the transcriptions of ma‘anna there is a greater diversity of
note durations than in qarradi. There are grace notes, trilled
notes, dotted notes, 16th notes, 8th notes, quarter notes, variants
of these in triplets, plus mordents and other ornaments. In the

qarradi examples, on the other hand, all we have are grace notes,
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16th notes, and 8th notes, resulting in a much simpler rhythmic
structure with more reserved melodic embellishment. For the
most part, a single syllable in garradi corresponds to a single tone.
Long syllables correspond to 8th notes, while short syllables cor-
respond to 16th notes, which are half the value of 8th notes. Thus
two musical shorts are equivalent to a long, as is roughly the case
in poetry. Moreover, ma‘anna exhibits an irregular number of
beats and notes in a phrase, while each garradi phrase generally
has the same number of beats. A wagfa (pause of silence) makes
the phrase endings precise in ma‘anna, while in garradi half or
full cadences end the various phrases corresponding to hemi-
stichs. Ma‘anna abounds in triplet figures, but duple combina-
tions dominate in garradi.

Melodic movement also differs in the two styles. In
ma‘annd, descending movements characterise the melodic line,
except for occasional rises at the beginning of phrases. Con-
versely, garradi reveals many arched melodic contours in its
phrases with descending melodic movement prominent at the
end of lines. In both genres there is a tendency to return at the
end of each phrase to a tone of stability (qarar). The uniformity
of syllables in garradi (being mostly long) affords the performer
the freedom to impose a strongly evident musical metre, without
distorting the meaning of the verse. In ma‘annd, on the other
hand, the variation in syllabic quantity and the use of multi-tones
for a single long syllable generates a freedom of musical duration,
while preserving the clarity of the verbal meanings. There is
strong evidence for the importance of syllable quantity in the

ma‘anna genre, as well as a close correspondence between long
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syllables and long musical durations on the one hand, and be-
tween short syllables and short musical durations, on the other.
In the event of durational discrepancies, other elements play a
compensatory role. Some of these are: (1) position within a group
(earlier positions within a musical measure are generally
stronger), (2) pitch (higher tones are usually stronger than lower,
as is evident in line 5, first ma‘anna), (3) ornamentation (provides
accentuation), (4) change of prevailing melodic direction (me-
lodic direction will be more outstanding), and (5) a leap to a tone
makes that tone more prominent. In sum, poetic metre in
ma‘anna takes precedence over musical metre while the reverse
is true in garradi.

As might be expected, stress in ma‘anna (and all genres ren-
dered in the nathr style) is irregular, since the poet freely manip-
ulates it to accord with semantic considerations. Of course it may,
at times, coincide with underlying metrical stress, but it is neither
mechanical nor characterised by regularity. Its orientation is to-
wards the message, because the content (i.e., poetry) is more im-
portant than the formal structure (i.e., music). Conversely, the
metres rendered in nagm, such as qarradi, have a strict rhythmic
pattern imposed by a musical metre. While singing qarradi, the
poet is in effect producing a neutral realization of the following
trochaic pattern: ~ _ ~ _ ~ _
bles, as we shall see momentarily, is not infrequent in qarradi,
and they always count in the measure.

When they fall in the position of an accented syllable, they
are themselves stressed to preserve the metre. By and large, this

strict observance of a superimposed stress pattern external to the
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poetry does not seem to affect the meaning or slur the mor-
phemes. The infrequency of extra-long syllables (except at the
end of hemistichs) guards against such likelihood.

A general survey'#

of close to two hundred examples of
ma‘annd recorded for this study revealed that the poets consist-
ently render their lines in an improvised manner in stanzas rang-
ing from two to twenty lines. The end of each improvisation is
signalled by a regularity that was missing in the preceding lines.
This is picked up and emphasised by the chorus in a rhythmic
(metric) style based on a traditional folk tune, repeated twice. If
the particular poem is part of a verbal duel, the opponent enters
with his own improvisation and cues in the chorus in similar
manner. In all cases, the chorus sings the same folk tune through-
out the verbal duel, sometimes with slight melodic variations, but
always according to the musical metre. Although each of the
poet’s lines is based on the same poetic metre, the musical rendi-
tion of the lines becomes increasingly complicated as he proceeds
to the choral entry. Unlike the chorus, however, which renders
only one rhythmic version of the metre, the poet makes full use
of the licences sanctioned by the dialect, rarely following the
stress pattern established by the chorus. When the poet starts
singing, he does so without choral introduction, often repeating

the first hemistich or line to gain a sense of the musical rhythm

142 The survey includes ma‘annd poems recorded from live perfor-
mances, in addition to several ma‘anna pieces recorded during inter-
views with living zgjal poets. Here again I wish to thank the late Pro-
fessor Israel Katz for his help in transcribing the choral renditions of
many of the aforementioned ma‘annd poems.
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which he knows well. Instead of a verbal choral participation, a
rhythmic pattern is established by a combination of accompany-
ing clapping, and/or drum and tambourine beats supplied by the
chorus. In other words, the ma‘anna poem is, as it were, framed
by a regular metrical rhythm which guides the poet in his free
improvisation of the message he wishes to convey.

The recorded solo-choral renditions revealed that the met-
rical pattern and the refrain time established by the chorus were
the same in all samples. With the help of the well-known musi-
cologist Professor Israel Katz, it was possible to derive a proto-

tune for all the performances:'*?

Figure 6: Proto-tune
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This proto-tune was compared with the rendition of musical line
6 of the first ma‘anna piece above, which was improvised by Dr
Ajami as a substitute for a choral response. When he was asked
to play the role of the chorus, he did so by starting on the down-
beat instead of the upbeat where the chorus would always start.
Thus he misplaced the accents on the phrases as they have been
sung by the chorus, misconstruing at the same time the rhythm

of the opening syllables by giving them a mensuration twice as

143 The proto-tune was derived through careful screening of solo-choral
renditions by varying the speeds of those renditions in order to arrive
at a description of their common features. Note that bar lines in the
musical transcription point at once to a musical accent and poetic stress
on following syllables.
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fast as that of the original tune. This was because, unlike the typ-
ical choral rendition which followed the poet after he had come
to a complete stop, he did not pause and instead continued the
rhythmic flow of his last line of improvisation. The same change
of alignment occurred when the musicologist asked the author of

this study to perform the role of the chorus.

Figure 7: Line 6 of ma‘anna #1

Ajami and author’s version: Proto-tune:
== Y | Nl ™M ===l
e S
Yaw ki ti ri ma - Yaw ki ti ri ma —

For the sake of comparison, the methodology involved two sepa-
rate scansions. The first was derived from the musical notation
of the performance; the second from a poetic scansion of the tran-
scribed text, overlooking, as a rule, the role of stress. What is
important here is that we are working from a recorded perfor-
mance, taking cognizance of the poet’s and the chorus’ renditions
from a musical point of view. After transcribing the performance,
we analysed the musical notation, from which we derived a po-
etic scansion. Upon the musical scansion we superimposed a po-
etic one according to the established fusha scansion rules. This
enabled us to note the coincidence between musical accent and
poetic stress. Since we were dealing throughout with a live per-
formance, the music captured for us how the poetic lines were
rendered. Matching the musical and poetic scansions, we ob-
tained one of the two typical stress patterns of the fusha rajaz
metre as described quantitatively by al-Khalil. Line 6 gives the

following breakdown of syllables:
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yawkiti/ rima/ byin°’a/ li la°/ °a wim/ ba la

uu/ uu/ uu/ v v uu/ (VR V] uu/ v v

The line has the following metrical scansion:

yawkiti rima byin’a lila® °awim bala

or, in terms of feet: _vovuv_ / v_/

vuvuv_/_ _v_ v _. Superimposed

upon each other,

yawkiti ri ma byin’a lila ’a wim bala
musiC _uu/ _uu/ _uu/ uuuu/ uuuu/ vwu__
poetry _u/ v _/ __/ v_/ _ _/ v o_

The accent at the beginning of each musical unit or measure co-
incides with the first long and the short syllable of each poetic
foot. Thus the metrical rendering reveals the following stress pat-

term: ~_S_ /0 _G_ /0 4

This pattern of stress is, however, unusual and quite differ-

ent from the rhythm of the rajaz metre.'*

If the same hemistich is superimposed upon the proto-tune
in the following manner,
yaw kitiri madbyin ’ali la’°’a wimba la
Proto-tune _ /uvuv_/vuv_/ vu/vuvuvuv/vuvuu/_
/_v/ _ _/ v

Poeticmetre _ / vu__/

the results obtained are
‘o’ /__ v/ _ o instead of

. . . . - -
v / v / v

" Kitriand kitiri (_ v and o v o) are possible in the vernacular reading
where a long syllable is often equivalent to two short ones: _ = o u.
The symbol v is being used to represent this case.

cy

145 The stress pattern of rajaz is _ v _ /

_ v . See Abii
Dib 1974, 327-43.
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The former stress pattern is the one commonly associated with
rajaz and may result from Dr Ajami’s and the author’s uncon-
scious adherence to that poetic tradition.

It is to be noted that the first hemistich (repeated) of the
ma‘annad described above is the closest of all the hemistichs to the
musical accents of the proto-tune or choral rendition. It differs
from them only in the last poetic foot, where musical accent co-
incides with poetic stress on the first and fourth syllables, rather
than on the second and the fourth, and where the second foot

loses the expected stress on the fourth syllable:

Line 1 Tisla mili kitirma fikiha la
music v/ __Jev _/__v/_
poetry S/ __S_w_/__v/_

. . . .
/e /v’

poetic metre’s stress pattern _ o

Taking into consideration that the rajaz foot often exhibits the
stress pattern _~ _ o _, the close resemblance of this line to the
choral version suggests that the poet starts a ma‘anna piece with
clear consciousness of the metre on which he is to improvise in
the hemistichs and lines that follow. It is the rhythmic-metric in-
troduction (clapping and tambourine beats) that cues in the poet
at the beginning of his improvisation. In addition to this, poets of
zajal start by humming the proto-tune as the clapping and tam-

bourine beats introduce the ma‘anna.
* % %

There is a great discrepancy between the way a line of ma‘anna
is read or declaimed freely by the poet and the way in which it is
sung by the chorus with reference to a well-known tune. Reading

involves, first, a knowledge of the dialect and, second, a sense of
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metrical correctness if it is to succeed at all. Proper reading is
therefore synonymous with the poet’s free, improvisatory method
and, like the poet’s rendition, it is interested first and foremost in
conveying clearly the content or meaning of the line or lines.
Without constant reference, however, to the chorus’ proto-tune,
the procrustean myth is revived and the reader may distort the
metre and miscount the syllables. Take, for example, the follow-
ing lines:
(a) Shi °al Bin Hamdan ya °ard isma‘d

v

—_ —0 — —_ =0 —_- — =V __

‘What did Ibn Hamdan say? Listen, ye world!’
(@) Al ‘am bihaddidni w-bizindii yiddii

v v v

—0 — R — R — _—

‘He thinks he is threatening me and bragging about his
arms (strength)’
(b) Mish ‘arif il ma ’ilt li-sh-shams itla‘

R —_ —_ —0 - — VY

‘Does he not know if I don’t say to the sun, “Rise!”
(b)) Bitti¢ w-ibtirka® idha it irka‘i
‘It will obey and will kneel down if I say, “Kneel!”

(c) [W]-mish ‘arif il-manbar tili° min ma’la‘i

‘And does he not know that the pulpit arose from my
quarry?’
(c¢") [W]-aws il-adah khatimi zghir ib-isba‘i

v v v

‘And that the rainbow is a little ring around my finger?’

These lines are from a famous verbal duel whose scansion repre-
sents the way the poet delivered them. Hemistich (a) is composed

of ten syllables, (b) and (b") of eleven each, and the rest of twelve
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each. Only hemistichs (a), (b), and (b") have, as rendered by the
poet, extra-long syllables. It is hard to detect in (a), (b), and (b’

a clear pattern of feet, but the foot __ __ v _, repeated three times,

seems to appear in the rest of the hemistichs. It is possible to

divide (@)into _ _ _/__ _/__v_,(b)into _ _ v _/_ _ _
/ __ouv_,andMY)into __ _/__ v _/_ _ v _,and consider
the appearance of __ __ __ as an acceptable rhythmic alternative to

_ v _. Such a possibility, though not sanctioned by traditional
metrics, assumes a high probability with reference to the choral
version. Sung as a refrain by the chorus, hemistichs (a), (b), and

(b") exhibit the following syllabic and stress features:

(a) Sha °alfi] Bin Hamdan[i] ya ’ard isma

_ v /_ v /__v_
(b) Mish ‘arif il ma °ilt[i] li-sh-shams itla‘?
- e/ v/ vl
(b") Bitti‘[i] w-ibtirka‘ idha °ilt irka‘i
: v - / - v : / : v _,

This, as we have seen above, is the most common stress pattern
of the rajaz metre. On the other hand, the number of stresses in
the poet’s version ranges between four and five per hemistich and
their position varies from one hemistich to another. To put it dif-
ferently, the poet interprets the rhythm of rajaz liberally, often
going against the underlying metrical stress.

The chorus often breaks extra-long syllables into longs and
shorts (_ o). This is at least true of the lines above. At times,
however, even the poet may render an extra-long syllable not

into a long and a short, but into a short and a long (v _),
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‘Awad sa °ani d-dahir kasat il-himam

‘Time has once again given me to drink cups of death’

opting for the permissible dialectal reading of dahr as da and hir
instead of dah and ri as the chorus would sing it:

‘Awad sa *ani dahr[i] kasat il-himam
v / v / v _o

The second foot in the poet’s versionis _ v _ _, not _ _ v _,
which is an unacceptable replacement for a rajaz in fusha.

Now consider the poet’s rendition of the second hemistich
of this line:

We-il-basit sar mamnii¢ ‘anni w-ihtajab
v /

— _o_/— — VY o

‘And happiness become forbidden to me and has disappeared’

Three things should be noticed here. First, the foot _ v _ _ ap-
pears at the beginning. Second, the word sar (‘became, has be-
come’) and the syllable nii‘ in mamnii are both extra-long. Third,
the long syllable jab in ihtajab (‘to be veiled, to be eclipsed, to
disappear’) is lengthened to jab in order to anticipate the end-
rhyme words in the rest of the poem. Despite this lengthening of
the last syllable for poetic necessity, this hemistich resembles the
previous one in that it exhibits the same modifications of the ra-
jaz foot. Interestingly enough, the chorus sings the lines accord-
ing to the poetic metre even at the expense of changing the quan-

tity of syllables:

W-il-bast[i] sar mamnii‘[i] ‘anni w-ihtajab'*®

v v v

146 Note that the chorus often renders the last long syllable extra-long.
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shortening sar from an extra-long syllable to a long one. Yet ap-
pearing in a different position in a line, the word sar is sung by
the chorus as sa and ri, as was the case with the extra-long sylla-
bles cited above. My research has shown that such an occurrence
is not so much the result of sar (or for this matter any extra-long
syllable) being preceded by another extra-long syllable, bast
(‘happiness’), as much as it is due to the regular rhythm of the
tune to which it is sung. This confirms the importance of knowing
this tune in determining whether an extra-long syllable divides
into _ v, or v _, or __. In the same way, the poet’s rendition of
ma‘annd, albeit free and nathrish in style, cannot be scanned po-
etically without knowledge of the music which the poet ‘com-
poses’, as it were, as he sings his lines.

In the above examples, the chorus produces an ideal rajaz
fushad metre, with clear quantitative feet and a regular stress pat-
tern in every foot. Sometimes, however, the quantity changes
while the stress pattern remains constant. Depending on the syl-
lables’ characteristics, the chorus may itself substitute a variety
of feet for the standard rajaz foot, although these would be unac-
ceptable substitutions in al-Khalil’s system. The following lines,
sung to the choral proto-tune, cover, I believe, most,'* if not all,
of the possible foot variations in ma‘anna:

(a) Yawilad il-fann[i] kiinu m->addabbin

Y, S

—_ —_ - — —_ = —_ —o0

‘0, little children of the art (zajal), be polite!’

147 One variation, v v _ o _, is also quite frequent in some dialectal
readings.
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(@) [W]-lat’ala sari fi sinn il-kabar'*®
e/ v/ e,
‘And don’t say he has become advanced in years’
(b) Ba‘di minn il-’ardi bitzid il-‘anin
e /vl /__v,
‘After me (my death), the earth will increase its moans’
(b)) Wi-ni drabt is-sakhr ibdarrihi ghubar'¥
v J_ /. Z_/_v
‘And if I hit rocks, I grind them to dust’
(c) Ma zali-hashmali b-itiz °if ‘al-yamin
v Zv_/_Zvl/_v
‘As long as my left hand can clap on my right one’
(¢) Ma bidari la kibir iw-la zighir
v/ e l/_ v
‘T will not pay attention to anyone, big or small’
Normally the chorus begins with a vocable or meaningless sylla-
ble, such as yaw or iw, but occasionally it starts with the first
syllable of the poet’s line, shortening the expected foot _ _ v _
to _ v __ without jarring the rhythm. The traditional scansion of
the fusha system cannot account for such quantitative changes,
although al-Khalil did note, without explaining fully, such occur-
rence in fusha poetry.' In the stanza cited above, hemistichs (a),

(a), (b), and (c) substitute ~ v ~ for _ ~ «  in the first foot, and

148 Kabar here at the end of the hemistich is rendered as kabar to reflect
the choral rendition, at the expense of the morphological and semantic
meaning of the word.

149 Variant: win darabtis _ v _ _

150 Since al-Khalil’s system is based on the poetry he heard recited or
sung, such quantitative changes at the beginning of the lines of partic-
ular metres must have been frequent.
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(b") contains _ & _  (in the variant reading of the first foot),
(and then

_ _,and v _ _ , which, with the exception of
in only one place in the rajaz line), cannot be considered zihafs
or ilals of the recurrent rajaz foot. The stress patterns, however,

seem to coincide in all feet:

C\I\I\
I

I
I
[ I RN B

[N

v

It would be useless to seek an answer to these substitutions by
appealing to quantitative considerations, or to speak of feet in al-
Khalil’s sense of the word. Only with reference to coincidence of
stress can we understand these alternative rhythmic units and
can we in fact explain away numerous zihafs and i‘lals attributed
to Arabic fusha metres, as Kamal Abii Dib shows in his study. This
is not to say that quantity is not an important characteristic of
ma‘annd, other zajal metres and fusha metrics, but it is important
to realise that stress is the main determinant of rhythm.

Of course, the poet’s free improvisatory rendition of these
lines would have a less predictable stress pattern since, as we
have seen, his purpose is isabat al-ma‘na. Nevertheless, an ac-
count of the poet’s version will elucidate matters further. In what
follows, I shall indicate the place of pauses by placing the letter
p after each pause. As we shall see, two new feet, _ _and v _ _,
will appear in the poet’s rendition:

(a) Yawlad il-fann kitnu m->addabin

v

—_  —_ —_ = —_ _ —o0
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(@) [W]-la rili sar fi sinn il-kabar

vV _o

—_ —_——- -0 — — -

(b) Bafid minn il-’arid bitzid il-‘anin

(b)) Wi-nidrabt is-sakhir bdarrihi ghubar

(c) Ma zalha shmali btiz °if ‘al-yamin

v

— —0 — —_—_ = — = —o0

(¢) Ma bdarila kbir iw-la zghir

or,

@ _‘p /__p /__v

@ ~pl/_pl/__v

® S_pl/_3 / v

®) vw_'p/_3%

@ ___p/___/__v_

) Zpl/_‘p’/_‘p ™
Here, on the other hand, we have an indication that quantity is
quite important. If we substitute a short or a long syllable to
every pause, we get a scansion not unlike that obtained from the
chorus’ version. It is as though the poet is less free in his inter-
pretation of the lines’ quantity than in his observance of semantic
stress.

It goes without saying that syllable number is not fixed in
the lines, not even in the more regulated choral version. There is
simply no alternative to hearing ma‘anna declaimed freely by the
poet and sung more regularly by the chorus. Using the printed

text and syllable count as sources for metrical description is

151 The stress pattern in the preceding lines has been obtained after sev-
eral readings by three aficionados of zajal.
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fraught with dangers, even if allowances are made for the nathr
or prosaic quality of ma‘annd. One more caution is necessary.
Some critics of Lebanese zajal'>*> assume without proof or justifi-
cation that ma‘anna may appear in the wafir fusha metre suppos-

edlyintheformov _ _ _ /o / v _ _ ' or in the basit, the

more popular form of whichis _ _v_/_ov_/ v_/

There is here, it seems to me, a confusion between ma‘annda as a
general term for a love poem and ma‘annd as a particular metre
well-known to zajal poets. The appearance of the foot v __ _ _, as
the examples above have shown, may have something to do with
that, but this is a pervasive problem which the strict application
of quantitative scansion techniques cannot hope to address. In-
deed some ma‘anna lines may have one or more _ v _ _, the
basic foot of ramal metre, but this does not qualify them to be
ramal because the stress pattern may be quite alien to that of the
ramal.">* The temptation to force _ v _ / v_/_ _u_into

_v__/_v__/_v_,and end up with a ramal in which the
last foot suffers hadhf (‘deletion of the last long syllable’), is all
too real since no ragjaz line in the traditional system may start
with o insteadof o

Still, some claim that ma‘anna scans in the kamil metre (v
v_/vvu_vu_/vvu_v_). The kamil presents an interesting

problem. Among others, al-Khalil admits that this metre may

152 See, for example, Abdel-Nour 1957, 108.

133 Curiously enough, the meter hazaj may indeed exhibit the following
/v

134 For the poetic and linguistic stress of the ramal meter see Abii Dib
1974, 339.

order of feet: o /v
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undergo a zihdf, changing every v v _ v _into _ __ v _. In other

words, we can consider _ _ v _ / v_/ v _, which is

clearly a rajaz line, a kamil line if the line is found in a poem in
kamil where only one foot in the whole poem is a kamil foot (v v
_ v _). This is one of the main problems with al-Khalil’s system
and one which will always plague metricians who subscribe to
the purely quantitative analysis of Arabic poetry. Stress seems to
me to be a better measure of the rhythms of Arabic poetry in
general.

Abdel-Nour appears to be aware of this problem, although,
he, like many writers on zajal, does not see in stress a possible

answer to such untenable assumptions by al-Khalil: !>

Dans une enquéte que nous avons menée auprés des
poetes, la plupart des réponses écrites que nous avons re-
cues confirmaient ’idée que le ma‘anna est composé sur le
metre kamil dont le paradigme en poésie classique est le
suivant: vu _v_/vuv_v_/vu_ uv_,deux fois, et qui
subit généralement un altération consistant dans le
changementde: v v _ v __en:_ _ v _. Parailleurs, ce métre
ainsi modifié s’assimile au rajaz.... Or, dans tous les
poémes que nous avons examinés, il nous a été impossible
de trouver cette derniére forme.

(In a survey we conducted among poets, most of the writ-
ten responses we received confirmed the idea that the
ma‘anna is composed in the kamil metre, whose paradigm
in classical poetry is as follows: v o _v_/vuv_uv_/vu
_ v _, twice, and which generally undergoes an alteration
consisting of changing: v v _ v _ to: _ _ v _. Furthermore,

this modified metre assimilates to the rajaz.... However, in

155 Abdel-Nour 1957, 97.
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all the poems we examined, it was impossible for us to find

this latter form.)
It is unfortunate that Abdel-Nour bases his judgment in the last
sentence on written examples of ma‘anna compositions. That feet
of kamil are quite frequent in sung ma‘anna, explains in large part
the insistence of some poets that ma‘anna is indeed related to the
kamil as it is imperfectly explained by al-Khalil and as it is, as a
result, confused with rajaz by educated zajal poets and traditional
critics of Arabic metres. Take, for example, the following ma‘anna
hemistich'*® which is read as follows:

[Blyitzakkar it-tarikh[i] ‘arkit bat' Miri
v _/ v _/ v

‘History will remember the battle of Beit Mir1’

yielding a strict succession of rajaz feet. But, sung to the choral
proto-tune, its last foot changes into

[Blyitzakkar it-tarikh[i] ‘arkit[i] bat Miri

__U_/__U _/uu_u_

Taking into consideration al-Khalil’s assumption that one foot of
kamil qualifies a line to be in the kamil metre, we could perhaps
understand the alleged relationship of ma‘anna to this metre. As
we have seen above, however, quantity alone fails to explain such
anomalies. On the other hand, if the stress pattern in a kamil foot

coincides precisely with that of the rajaz foot, the two feet will

136 The hemistich is from the famous verbal duel between the groups of
Zaghltl al-Damiir and Miisa Zghayb at Deir al-Qal‘a in the village of
Beit Miri, Lebanon, in 1971. More than 10,000 people attended the
duel.

57 The term bat is a dialectal contraction of bayt (‘house”).
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be shown to be interchangeable, quantity notwithstanding. Thus,
in this case, in particular, v v __ v _ receives stress on the third
and fifth syllables v v ~ v _, which appears to be rhythmically
similar to __ v _. Besides being a more convincing way of ex-
plaining the rhythmic components of rajaz and kamil, such refer-
ence to quality rather than quantity eliminates the so-called
zihdfs and ilals that complicate al-Khalil’s system.'*® This is not
to detract critics from al-Khalil’s monumental achievement. It is
rather a comment on any system’s ability to deal with exceptions
to its general, and often restrictive rules. It is, above all, a proof
that al-Khalil did indeed base his system on heard or sung verse,
despite the fact that his system could not accommodate every
deviation from the rules.

There remains the question of the form or forms of the
ma‘anna poem. When the word ma‘anna is not used to mean Leb-
anese zajal in general, it is specifically cited as a composition of
a number of verses ranging from two to twenty or more in a me-
tre called invariably by zgjjals, gawwals, and poets of zajal the
ma‘annd metre.'™ This metre, as we have seen, shares with the
rajaz of fusha poetry most of its formal characteristics, differing
from it only in the licences that the morphology and phonology
of the vernacular permit. Reference is usually made to a bayt of
ma‘annd (two verses of two hemistichs each) or a raddet ma‘anna
(‘a response in ma‘anna’). The first verse is called a sharha (lit.

‘long, thin slice’), while the second, which contains the bulk of

158 See Abii Dib 1974, 327-45.

159 The poets recognise the metre as bahr al-ma‘annd.
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the response, is called a raddeh. Both terms, bayt ma‘anna and
raddet ma‘anna, were used interchangeably until the 1940s,
mostly in the popular verbal duels between the various zajjals.
The typical bayt had the rhyme scheme a a b a. From the 1940s
on, a new development took place.'®® The bayt gave way to the
ma‘anna stanza which ranged between six and twenty verses
rhyming a a, a a, a a, etc., b a. In verbal duels, this form is used
to signal the next dueller that his turn to recite has come. The
signal is, in effect, this sudden change from rhyme a to b, a clo-
sure of a sort clearly understood by both poets and audience.
This is the form of ma‘anna in the restricted sense of the
term. There is what is called gasid ma‘anna which many critics

treat as ma‘annd proper,'®!

though the word qasid seems to be a
clear indication of a genre distinction. The gasid ma‘anna, as I
have been able to determine, is a qasid which uses the ma‘anna
metre, but differs from ma‘anna as genre in the many rhyme
schemes in which it is executed. Therefore, these rhyme schemes

will be discussed below in the section devoted to gasid.

160 Credit for the new development should go to Zaghliil al-Damiir and
his jawqa, who introduced the ma‘anna stanza to Lebanese zajal.

161 See, for example, Whaybeh 1952, 64-65.






5. QARRADI AND ITS VARIOUS
MANIFESTATIONS

It is often assumed that garradi had its beginnings in the trans-
lated hymns of Saint Ephrem the Syrian (d. 373) who is credited
with a mass of metrical homilies and hymns on numerous theo-
logical subjects.! These hymns, called Aframiyyat after their com-
poser, are distinguished by a particular tune which seems to have
preserved the original Syriac prototype. The lahn aframi (‘Ephra-
mean tune’) is well-known to Maronite priests and church cho-
ruses.

The term garradi itself, however, cannot be elucidated in
terms of the genre’s relationship to the Aframiyyat. Its etymology
is interesting. Its morphology makes it a nisba (‘relative adjective
denoting descent or origin’) ultimately from the noun gird (‘mon-
key’). Qarradi then would mean ‘pertaining to or relating to qgird’.
Amin Nakhleh, quoting his father’s literary diaries,? suggests that
the garradiin (‘itinerant monkey trainers’) earned their living by
making their monkeys dance in village squares to the tambourine
rhythms of a particular tune. This tune, according to Nakhleh,
became quite popular among the villagers who then composed

words to it.?

! See, for example, Abdel-Nour 1957, 99 and al-Jumayyil 1982, 60-61.
2 Nakhleh 1945, 52.
3 Nakhleh 1945, 52.

©2025 Adnan Haydar, CC BY-NC 4.0 https://doi.org/10.11647/OBP.0424.05
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Whether garradi is inspired by the Aframiyyat or by the
rhythms of the monkey trainers’ tambourines, music clearly is an
important formal feature in the genre. The scansion of the fol-
lowing stanza from a well-known Aframiyya, a modern version in
both fusha and Syriac, illustrates the adaptation that the poetic

metre goes through when made to fit the musical metre:

1)  Yasalihan ’abda li-l-wujiid
L/l v/,

‘O Virtuous One who manifested to existence’

2)  Min la shay’in kulla mawjiid
Y A AR VR RN

‘From naught all that exists’

3)  Wa-’aqama li-khidmatihi juniid
l’l U_/\’IU_/\’IUUU/_’O

‘And put at his service hosts’

4)  Min rithin wa-jismin mahdid
. /v /2 _ 7,

‘Of spirit and delimited body’

5) [S]-sartifin wa-l-karibin
Y A S A

‘The Seraphim and the Cherubim’

6) Wa-l-jullas wa-sadat un-naim
_’ _/_’ou _/_’ _U/_’o
‘And the crowds (lit. participants) and the blessed
ones (in paradise?)’
7)  Wa-masaf un-nar bi-t-tanghim
‘And those in the fire (of hell), with tunes (and songs)’

8) Yumgjjidiinahu ‘an hubbin hamim
S _wv_vw/S_/"_ v/,

‘Glorify Him out of earnest love’
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9)  Abi wi-bnu w-ruh qudshii
AR

‘Father and Son and Holy Spirit’
10) Had alihit shariri
__/_/2_/_

‘One true God’

%S Recording 6: The Aframiyya recorded by the author is at

b‘i‘i https://hdl.handle.net/20.500.12434/e18e7d75.

[=17% 4

The number of syllables differs from one hemistich to another.
There are 9 in the first, 8 in the second, 11 in the third, and 8, 7,
9, 8,11, 7 and 7 in the rest of them. Only three hemistichs, 5, 9,
and 10, have the number and quantity of syllables (7 longs) that
characterise modern qarradi. The stress pattern makes it clear
that stresses fall on long syllables (), and on the first of two
short syllables ( u), as in hemistich 8. When the lines are sung,
the musical rhythm and time duration are the same in all the
hemistichs. The division into feet is determined by stress bound-
ary, in all cases moulding poetic quantity to obtain equal beat
intervals. We could speak of garradi, therefore, as a stress-based
metre with uniform quantity.

In order to prove that syllable number is not a formal char-
acteristic of qarradi, I made spectrograms of this Aframiyya, using
a sonagraph 7029A, which was run at a 40 to 4000 hertz scale.
It recorded slightly under five seconds of speech at one time. A
calibration tone which had nominally 200 millisecond duration
and which measured half of an inch on the spectrogram was used.
After deciding where each hemistich began (the onset of the na-

sal resonance interval) and where its closure was, every one of


https://hdl.handle.net/20.500.12434/e18e7d75

106 New Words to Old Tunes

the hemistichs turned out to have the exact duration of 3.2 sec-
onds despite the significant difference in the number of syllables.

The last two hemistichs which are transliterations of a Syr-
iac line are, like modern garradi, characterised by much more
syllabic stability. This is so because Syriac exhibits the same ero-
sion of the inflections and internal vowelling as the Lebanese di-
alect. One conclusion is clear. The trend in garradi has been to-
wards more syllabic uniformity, as its modern manifestations
clearly suggest. The early translations of the Aframiyyat with
their mixture of fusha and dialect have, in the course of the de-
velopment of the genre, given way to pure dialect and conse-
quently to poetic features influenced by the morphology and the
syntax of the dialect.

The garradi piece discussed above shares a number of char-
acteristics with the Aframiyya of Elias al-Ghaziri, found in the
Vatican Library in a manuscript written in Karshiini and dated
1669. The whole piece is composed of twenty-two four-hemistich
stanzas with the following rhyme scheme: aaaa,bbba,ccc
a, etc. For the purpose of this analysis, only the first stanza will
be cited here. The transliteration is that of Jean Lecerf:*

1) ‘Ala smi l-’ab l[->abawiyye

‘In the name of the Father, of fatherhood’

2)  W-fikilimto [-’azaliyye

‘And His eternal Word’
3)  We-rith quduso fi s-sawiyye
‘And his equal Holy Spirit’

* The entire poem is cited by Whaybeh 1952, 145-48. The four lines
studied here are quoted by LeCerf 1932, 240.
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4)  (CU)rattib abyat ’Efremiyye
‘T compose the lines of an Aframiyya’

Sung to the garradi tune the following stress pattern emerges:

) o/__/__/S%v_/_ 9syllables

2) / v/ _/Sv_/ L 8 syllables

) /loew/S_/S_/ 2 8 syllables

4) o/ __/_ g_/__/_ 9syllables
Assuming that Lecerf’s reading is correct, we have a garradi with
an uneven number of syllables but which, nevertheless, fits the
musical metre showing a pattern of rhythm similar to the
Aframiyya cited above.

In the more modern qarradi, short syllables become rather
rare, although by no means absent. Occasionally, depending on
their position in the hemistich, they even receive the stress. The
examples below are taken from popular village rhymes called
‘addiyyat® (‘counting rhymes’), and they are cited here to show a
few of the many syllabic characteristics of garradi as well as the
more popular rhyme schemes:

A. a) Ta‘i nimshi nd d-ibyat
s_/__/ /

‘Come let us walk and count rhymes’

a) ‘Ala shaykh[i] libsaynat
S_/ - /7,

‘About the sheikh of cats’

®> In Lebanese folklore, these ‘addiyyat are ‘counting rhymes’ sung to
infants and little children by their mothers before they go to bed or to
lull them into sleep. A collection of ‘addiyyat is cited in Frayha 1957,
207-25.
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‘A® khibzati ribbaytu’

S _/_/_2_/%3

‘I bred him on my on my own bread’
>Akal 1i® kill il-jibnat

S_/__ /2 1,

‘(But) he ate all the cheese (my cheese)’

Imt-i hmiltu-w-wa’-’a‘tu
/) /S

‘So I carried him, (having) caught him in the act’

‘Ind il-’adi shara‘tu
S/ /7%

‘At the judge’s place, I argued with him (the judge)

’

Tayla“ li ’arba‘ fatwat
/77

‘(And so) he gave me four legal opinions’

Rhyme scheme: a a, b a, b b, a, etc.

Ya ‘askar ’um iskar®

__/_.p/__/_

‘Hey soldiers, get up and get drunk!”’

[W]-khabbi li “alib sukkar®®
Z_/Z_/2_/_

‘And save for me a piece of sugar’

Dallitni  sitti  ‘a l-bir
Y Y S N

‘My grandmother showed me where the well is’

6 <q and ‘@ are both used in different melodies.

7 At the end of the line, the last syllable is often lengthened.

8 Akalli and akalli are rendered as such in different melodies.

° Frayha 1957, 209.

10 Sukkar may be rendered as sukkar in particular melodies.
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[W]-jabit li shanbar harir
i / s / _’ g/ _’o

‘And she brought me a silk scarf’

it lla ya'! sitti mn ayn

e/,

‘I said to her, “Where did you get it from, Grandma?”’
’Alit  Ii min ‘ind il-mir

/7 _7

““From the Mayor’s house,” she said’

Rhyme scheme: a a, b b, c b, etc.

Hemistich a above presents an interesting case of compensation.

It contains six syllables, one of which, number 3, is succeeded by

a pause to compensate for the lost syllable. Occasionally in cases

such as this one, instead of a pause, a nonsensical syllable like iw

is inserted to make up for lost time duration. This is a further

indication that every foot in garradi has an abstract quantity

roughly equal to that of each of the other feet in the hemistich.

C. a)

b)

Ya hadi [w]-ya madi*?
__/_-p/__/_

‘O singer of hida, O travelling one!’

Malli jrabak ziwwadi
__/_/72_/_

‘Fill your bag with provisions’

[N]-kannak ‘a bladi ghadi

S/ __/_

‘If you are going to my country’

! The vocative yd is usually a long syllable, but in the vernacular, it is

often shortened to ya.
12 Frayha 1957, 210.
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b Baladi [i]-blad ish-sham
S _/p_/ /.
‘My country is Syria’

¢) Fiha l-khawkh wi-r-rimman

/7 v/ _/5

‘There are in it (Syria) plums and pomegranates’
¢') Fiha skaykit il-‘asfiir

/7

‘There are in it bird perches’

d) Fiha sh-shaykhi bla tantir
"/ /27

‘There are in it sheikhs without headdress’

d) Tantirak ‘alla ‘alla
S _/__7_
‘Your headdress flew up on high’
e) Ghatt[i] ‘@ haytil-Mulla
v/l /7
‘It alighted on the mullah’s wall’
e) Shafil-hama titfalla
/e /2_/Z
‘(And) saw the mother-in-law searching her hair for lice’
f) [W]->amlitha hat-tiil
/275
‘And her louse is very big’

Rhyme scheme: aa,ab,cd,de,ee,f

In this example, in addition to the pause in ¢, which is also ren-
dered as: Fiha l-khawkh[i] wi-r-rimman by inserting the vowel i,
we have in b' a case where two syllables constitute a foot. These
two syllables, though shorter than the rest in the hemistich are
slightly lengthened (especially the first one which bears the
stress) in order to conform to the musical metre. Hemistich f is

two syllables shorter than the rest, but it has the same pattern of
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stress and is, therefore, considered here as a shorter form of

qarradi. The appearance of short hemistichs at the conclusion of

a qarradi stanza is quite frequent, and one reason for their ap-

pearance may be a closured technique connected with the ending

of one stanza and the beginning of another.

C.13 g)

g)

h)

h?

i)

1)

Ya hadi wi-hdi lha
/)

‘O singer of hida, sing (hida) for her’

Il-wardi b-mandilha
/- _ /.
‘There are roses in her scarf’

[W]-yad bayya waddi lha
Y SN

‘And O her father, send to her’

Sab‘itman dihbat ikbar
. /7,

‘Seven or eight pieces of gold’

Tat hittun bi-srirha
/772

‘So that she’d put them on her bed’

Ya hadi wi-hdi daghshi
AR

‘O singer of hida, sing hidd at night (or late evening)’

Rakkib Layla'* ‘al jahshi
R

‘Help Layla mount on the donkey’

13 Continued.

!4 The second syllable in Layld is slightly shortened to accommodate the

stress on the first syllable.
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k) Rakkibha [w]-sir fihd
__/_p/__/_
‘Help her mount and help her along’
k) [Iw]-dir balak tirmiha
/7
‘Make sure you don’t let her fall’
1) Byi‘millak bayya balshi
/7
‘Her father will give you trouble’
Again, here the singer of qarradi may use a pause in the place of
a syllable or may in each case insert an i vowel (or, in some cases
an iw instead of a silent waw) instead of the pause: hdi l[i]ha,
mandil[i]hd, waddi l[i]hd, srir[ilha. Occasionally, an extra-long
syllable in the middle of the hemistich is shortened in order to
make it conform to the rhythm, as, for example, in the two im-
perative verbs sir and dir above.'®
Finally, the following line from a popular ‘addiyya shows
the first hemistich composed of five syllables with two pauses,
while the second one has eight syllables, seven long and one
short’® in fourth position:
a) Hi hia  yabardi
p/.p/ - _/_

‘Brrr, brrr, 'm freezing’

a") Ash ’ishit hatab ma ‘indi
v o _ __

‘T don’t even have a piece of kindling wood’

!5 Sir and dir are the actual vernacular pronunciations of the fushd im-
peratives, sir and dur. This preference for the fusha forms is dictated by
the musical meter.

'¢ This short syllable is given roughly the same quantity as the rest.

17 Here the first syllable is hardly heard. On compensation, see below.
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The pervasive nature of the garradi genre, its presence in the folk
poetry of Lebanon, Syria, Palestine and Iraq, to mention only a
few countries with living folk traditions, makes its derivation
solely from Maronite Church homilies and hymns less likely. It is
more probable that the genre predates the Aframiyyat and is as
old as the Arabic language itself. The following lines from an old

Shi‘ite hymn testify to the genre’s prevalence in Islamic material:

‘Ali Haydar il-karrar

v v

— - — ——o0

“Ali Haydar,'® the great warrior’

’Asim il-janni wi-n-nar

Ze 6 L

‘(The one) who has severed Heaven from Hell’
Shifi¢ ‘ala ’immitu

B
v__ v v

‘(He) has interceded on behalf of his people’

Yawm il-‘atash il->akbar

—_ - — ——o0

‘On the day of the Great Thirst (Doomsday)’

Another indication of garradi’s ancient origin comes from the
Muslim’s chanting to the garradi tune, of the first of the Five Pil-
lars of Islam, that of the profession of faith (shahada):

Lailgha illa I-Lah

v v

—_V e —o

‘There is no god but Allah (God)’
Muhammad Rasiila I-Lah

v v

— = —— —o

‘Muhammad is the messenger of Allah’

18 <Ali Haydar is the fourth caliph of Islam.
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It is to be noted that even in this fusha example the morphology
of words is compromised to suit the musical metre and that the
first short syllable in the second hemistich, which coincides with
the first musical accent, receives the stress.

The examples above show that garradi is neither, strictly
speaking, a syllabic, nor an accentual syllabic, nor a quantitative
metre. The number and quantity of syllables vary from one line
to another. Within each garradi composition, every line is sung
in exactly the same time as that of each of the other lines, varia-
tions in melody notwithstanding. The regular pattern of stress
obtained is the most important formal feature of garradi. Natural
stress and poetic stress are constantly suppressed in favour of a
superimposed musical accentual pattern.

The fact that such a musical pattern is prevalent in a large
number of syntactically and morphologically unrelated lan-
guages, further indicates that the metre of garradi lies outside the
poetic, metrical structure of any one of these languages. The fol-
lowing ‘comptines’ (‘counting rhymes’) and children’s rhymes
from Hebrew, French, English, German, Danish, Greek and Rus-

sian point to the universality of garradi’s rhythmic pattern:'°

HEBREW Transliteration
TN 9979 PR Ria B elai parpar nechmad
0 92 HY H¥R 2V Schév etzli al kaf hayad
RN YR ;NN ,2V Schév tantiach 4l tird

nIna 9vym Vé tetf bechazara

9 The following ‘comptines’ and popular melodies were solicited from
colleagues in the various language departments at the University of
Massachusetts, Amherst.
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Translation

Come to me, nice butterfly
Sit on my palm
Sit, rest, don’t be afraid

And you’ll fly back again

FRENCH Translation

Une péule stir un mtr A chicken on a wall

Qi picéte du pain dur That pecks dry bread

Picoti picota Peck peck peck

L4 voilé qui s’en va Let’s see who will go
ENGLISH

Eeny, méeny, miny, mé6

Catch a tiger by the tde,

If he héllers, 16t him g6, Eeny,

méeny, miny, mé
GERMAN Translation

fch, und, dd und Béckers kith I and you and Becker’s cow

Miiller ésel-dér bist di Miiller’s jackass that is you
DANISH Translation

Lille kénge kén nu frém Little king, come forth now

Ellers gér vi 4ldrig hjém Or we won’t go home
GREEK Transliteration

"EAat TT8pE OBnyE Fla pame 6dhigé

MNa va Toug repdooupe Ghia na tous perdsoumé

Kai va o€ kepdooupe Kai na sé kerasoumé

Translation

Come on, driver

Let’s pass them (cars)

And let us treat you to (name of
pastry)
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I have talked briefly about compensation. Since the musical me-
tre of garradi is so pervasive in popular Lebanese songs, I shall
choose three popular Lebanese tunes, discuss the effect of musical
metre on syllable quality and quantity, and elucidate further the
role of compensation. The three tunes are Layya w-layya, ‘Al-yadi
and Ya-ghzayyil, respectively:*

Figure 8: The three tunes
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Yab nay yad ni' til- ba rid 1if fI nib dhay- 1lil—— ay ba.

E 8% Recording 7: A recording of Layyd w-layya by the author is
= ‘}fﬁ found at https://hdl.handle.net/20.500.12434/b4a6b4ea.

%0 These tunes were sung by Dr Mansour Ajami and transcribed in mu-
sical notations by Lois al-Faruqi. Note that the macron ~ below is used
to distinguish musical accent from poetic stress, indicated by ~ over the
particular syllables.
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First, Layya w-layya:

Layya w-layya w-ya bnayya
- — —_-Db_ __
‘Layya, Layya!?' O little (daughter)’

Ya Layla l-badawiyya

v v v

‘O Bedouin Layla!’

In the first hemistich, the poetic scansion shows a seven-syllable
qarradi line. When read without reference to music, the second
hemistich scans with three short syllables. Yet when the musical
metre is superimposed upon the poetic one, the musical accent

locates the stress in the poetic line:

Lay yaw lay ya  yab nay ya

. > > > >
music v v v v v

poetry

Here the musical accents are on the second, fourth, sixth and
eighth beats. Since musical accent is the key to poetic stress, the
stressed poetic syllables will be the second, the fourth, the fifth
and theseventh: _ = “p ~_ .

Taking the pause after the fourth syllable into considera-
tion, we seem to have an iambic stress pattern rather than the
usual trochaic one associated with garradi. What is happening
here is that the hemistich starts on an offbeat and the music com-
pensates by introducing an extra beat after the fourth poetic syl-
lable (i.e., the fifth musical note ya was held over) in order to

produce a “trochaic” pattern of stress. Thus:

% Layya is an uncommon proper name repeated in all the Layyd w-Layyad
genre.
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. > > > >
music v VRV VRV

-, -, -, -,

poetry

Counting from syllable two on, in the poetic hemistich, we have
in reality seven syllables in the familiar stress pattern of qarradi.
The second hemistich gives the same picture, again starting on
an offbeat and holding over ba and its musical counterpart.

Compensation in ‘Al-yadi takes place in a similar fashion
but with the difference that both hemistichs do not start on an
offbeat and the held-over syllables are the last note in the first
hemistich and the penultimate and final poetic syllables of the
second hemistich (second hemistich, second measure).

‘Al ya dil ya dil ya di

> > >

music (held over for two longs)

[_1 (no poetic syllable)

- -, -

poetry

Yam mi li bay diy ya
music ~ _ ” (held over) _ (held over)

poetry = __ = _ “[_] ~ [_1 (no poetic syllables)

,Eggé?v..m Recording 8: A recording by the author can be found at
%ﬁ% https://hdl.handle.net/20.500.12434/ae9b02ae.

Taking into account the musical stress pattern, we can under-

stand the apparently anomalous pattern of poetic stress: ~ _

-

_ _ where the last two syllables receive the stress without an
intervening unstressed syllable. It bears repeating that reference
to poetic scansion alone is not a sure indication of syllable num-
ber or quality.

Ya-ghzayyil presents yet another example of compensation:


https://hdl.handle.net/20.500.12434/ae9b02ae
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ya gh zay yil ya bi-l-hay ba
music ~ ° - -

yagh zay yil ya bii-l-hay ba
poetry . -z

‘Little ghazal, possessed of beauty’

mar hab tayn @i mar hay ba
. > > > =
music

mar hab tayn uw mar hay ba
poetry . oz

‘Hello twice and once more’

P @I Recording 9: A recording by the author is found at
%

2
o

% https://hdl.handle.net/20.500.12434,/86c6{703.

Here the last poetic syllable, normally stressed in qarradi, re-
ceives no stress. By holding over poetic syllable #5 for the time
of two syllables as in ‘Al-yadi, the musical metre has, as it were,
implied an extra poetic syllable that does not actually exist (cor-
responding to the eighth musical syllable). Stress location, there-
fore, not syllable number, is essential in delineating the poetic
formal characteristics of this tune and the various other manifes-
tations of a qarradi line.

So far we have seen that musical metre can accommodate
as many as eleven syllables (no more than eight of which can be
long poetic syllables) or as few as six in a four-accent segment.
Compensation, either by shortening or lengthening syllables is,
however, restricted. Two conditions seem to be necessary: con-
formity to a duple rhythm and a recurring hemistich time dura-
tion. Nine long syllables, I have observed, cannot be suited to the
qarradi tune, and they are usually rendered musically in a ‘dac-

tylic’ pattern of stress when the hemistichs are scanned in


https://hdl.handle.net/20.500.12434/86c6f703
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alternation. The following lines from a famous song by Wadi al-
Safi, one of Lebanon’s famous singers, serves as an illustration:
(@)  Bi-s-sahat la’ayna bi-s-saha
- - 4 22
‘In the courtyard we met, in the courtyard’
(@) [Jlayha jawzi ‘yiin shii dabbaha

‘She has a couple of eyes’

(b) [W]-’ami yikhz il-‘ayn w-il-khaddayni

‘And a figure, may the evil eye be kept away,
and two cheeks’

(b))  Tiffaha bitghar min tiffaha

‘An apple jealous of another apple’

Stress pattern: _ ~ _ g /7 __ . !

The recorded examples show that Lebanese zajal does not utilise
ten long-syllable hemistichs or lines, though combinations of
seven and four are quite popular. These appear in a kind of
strophic poem often referred to as a muwashshaha because of its
similarity to the Spanish poem of the same name. Although the
lines in these poems are declaimed or sung without caesura, they
are clearly demarcated by their rhyme patterns. In some parts of
Lebanon, this genre is referred to as huzam or khuzam,? but it is
also called ma‘anna muwashshah by some critics.?* This is also a

stress-based metre that resembles the shorter garradi in musical

22 Note that the last syllable is shorter than the rest.
% For example, in the Kisirwan and the Biqa‘ region in eastern Lebanon.

4 See, for example, Whaybeh 1952, 65-66.
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durations and shows a close correlation between poetic syllables
and musical durations. In the example below two musical dura-
tions are used: 16th notes and 8th notes. The latter are consist-
ently used to accompany long poetic syllables while each 16th
note sets either a short syllable or is used in pairs to set a long
syllable. In other words, syllable length is roughly equivalent to
musical duration in this zajal genre. In the musical transcription
that follows,? musical accent appears on every other 8th beat,
and this appears to be the case in all the poems studied.

Figure 9: Huzam/khuzam

>

Huzam or Khuéa.m 5 (L} > A A e

= >
7] [l i = ; =l =
|13 |2 = |z
A [M] day- yaC ’al bi-w ash wa ’u- Cal-1i~ ma sh@ ta’-
I havé wasted my heart an%>its yearnings on those wBo have no year%gng
N > Dl N Al = A
J) NS I\ I A I I IS I | el I N
Y
= [Wkil- 141~ 11 hab bu fa ’u W al bi- ma-  fa

All those who loved'woke up but my heart did not (wake up)
OF 0! . . .
s=niy Recording 10: A recording by the author can be accessed at

I8
%ﬁﬁﬁ https://hdl.handle.net/20.500.12434/29ac227a.

The musical accentual pattern can be best described as irregular
in that the corresponding poetic stress alternates an ‘iambic’ with
a ‘trochaic’ pattern. Thus, the twelve musical syllables (corre-

sponding to 11 poetic syllables) are accented as follows:

> .
line one

line two

or, the following pattern of stress obtains in the poetic lines:

% This is a popular anonymous muwashshaha familiar to afficionados of
zajal.
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[m]dayya‘ *albi w-ashwa’ii ‘al li ma shta@’

[w]-kill illi habbii f&’i [w]-’albi ma f&’
The typical khuzam poem consists of a couplet and a number of
quatrains ranging from four to twenty or more. The couplet is
repeated after each quatrain, thus bringing back the rhyme of the
framing couplet. In addition to that, every second line in every
quatrain is itself repeated to emphasise the rhyme of the particu-
lar quatrain as a whole. The following poem will clarify these

stress and rhyme relationships:

Refrain
Fay’d shii la‘abtind bi-l basket ball

‘Do you remember how often we
played’ ‘with the basketball’
[W]-ya ma w-ya ma ntartina derriére lécole

‘And how often you waited for us’ ‘behind the school?’

Quatrain #1

Nihna ‘shi’na w-habbayna dans une rencontre

‘We fell in love’ ‘during a meeting
between us’

[W]-lamma rji‘na tl@’ayna [m]shina ‘al-montre

‘And when we met again’ ‘we met regularly (as

though we kept time)’
[W]-bihyatik shii sawwayna Avec les autres

-, -

‘And by your life, what did we do’ ‘to the others?’
(i.e., how could we have angered the others?)
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Ta hatta hattu layna

‘That they have imposed upon us’

Quatrain #2
Min hisnik min altafik

‘Because of your beauty and
kindness’

[W]-albi awwal ma shafik

‘And when my heart first saw you’
[W]-lawla shafii awsafik

‘And if they [people] saw your
physical traits’

Kanu khtar<u-m nishfafik

‘They would have invented from
your lips’

Quatrain #3
‘Am bihki b-fi‘l il-madi

‘T am using the past tense’
Jafaytini w-‘al fadi

‘You have become estranged from
me and for no reason’
Rasi mn il-hibb il-madi

-, - -,

‘Because of past love, my head’
[W]-niyyadlik rasik fadi

‘How fortunate you are! Your
head is empty’

Manifestations 123

kill hal controle

‘all these restrictions’

j’aime la lecture

‘I love the reading’

alli bien-stir

279

‘it said to me, “Of course.

et ta figure

‘and your face’

tous les alcools

‘all of alcohol (hard liquor)’

pour décider

‘in order to decide’
tu m’a grondé

‘you scolded me’

a eu d’idées

‘had ideas’

comme une casserole

‘like a pot’
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Quatrain #4

dans le marché

- -

Mashyithad na’li na’li

‘She walks a step at a time’ ‘in the marketplace’
[W]-hayth iktir ib-tilba’ li

je ne peux changer

‘And because she becomes me
well’ ‘I don’t want to change’

[W]-ma byikfi ikhdit ‘@’li

[w] tous mes objects

‘And as though it wasn’t enough
that she took my mind’ ‘and all my objects’

Sar badha tirkab sha’li sur mes épatiles

‘Now she wants to take a ride’ ‘on my shoulders’

Rhyme scheme:

Stress pattern:

_a __b .
~ a4 b refrain
¢ _d
¢ _d
chorus repeats (__c ___d) quatrain #1
¢ _d
_c¢c __b
chorusrepeats (__a __b)
(_a__b
_ e _ f
_ e _ f
chorus repeats (__e __ f)
__e __f quatrain #2
__e __b
chorusrepeats (__a __b)
(__a __b) etc
iambic __a _ b .
. refrain
trochaic __a

iambic c d
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trochaic __c _d

trochaic _ ¢ __d (chorus)
iambic __c _d

trochaic _ ¢ __d

iambic __a b refrain
trochaic a b etc.

This most interesting anonymous muwashshaha employs both Ar-
abic and French in a fashion reminiscent of some Hispano-Arabic
prototypes. It was chosen as an example of khuzam in order to
demonstrate the facility with which these two languages, whose
metrics and rhythms are significantly different, can be used in-
terchangeably without deference to their particular metrical
characteristics. What makes this possible is precisely the fact that
neither of them is used to produce a semblance of either Arabic
or French rhythms. We are dealing here with a musical metre
which imposes on the two languages its own rhythms, despite the
obvious slighting of some of the vocalised syllables. It is true that
zajal poets occasionally insert a foreign word in a verse of
ma‘annd, as in the following:

Hal hilwit illi shiftiha fi ghayr[i] hall
v / v / v /

“This beautiful woman that I saw in a different hall’

Hattii ma bayni w-bayniha malyin[i] wall
v _/ v_/ v /

‘They (people) placed between us a million walls’

Such words are always one-syllable rhyme words, which do not

seem to affect the rhythm or syllable pattern. In khuzam, on the

% The two hemistichs are by Zaghliil al-Damiir, improvised in one of his
zajal contests in Detroit, Michigan in 1974.
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other hand, whole hemistichs or whole lines may be in a different
language since the music in this case determines the rhythm of
the poetic line.
Another nagm metre is that of the popular folk tune daltina which
typically starts with the refrain a a. The rhyme a always consists
of na, the last syllable of the word dalna. The most frequently
used refrain is
‘A la daltna [w]-‘a la dalGna

‘(Sing) to the tune of daltna. (Sing) to the tune of dalna’

Rahu l-habayib ma waddaina

v v

‘The loved ones left; they did not say goodbye to us’

followed by strophes rhyming bbb a,ccca,ddd a, etc. There
are two related melodies, the Biqai* and the Bayriiti:*®

Figure 10: Biqa‘
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bay bay yil ghir - bil wa tan ha nu na

A Recording 11: A recording of the Biga‘ by the author can be
;%:}% accessed at https://hdl.handle.net/20.500.12434/135ea560.

¥ Biqa‘i refers to the Biga‘ region in eastern Lebanon. The two hemistichs
translate as follows: ‘Sing to the tune of dalina; sing to the tune of dalina
/ Damn the life in estrangement; the homeland is always in the heart’.

8 Bayriiti refers to a particular melody of dal‘iina popularised in Beirut.
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Figure 11: Bayriiti
>
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%%% Recording 12: A recording of the Bayriiti by the author can
E?n;} be found at https://hdl.handle.net/20.500.12434,/bb37e5cd.
The Biga has a stress pattern consisting of a dactyl and a trochee,

in each hemistich. Thus the hemistich divides at stress

boundary into two parts: ~ _ __and _” _. As we mentioned above,
Abdel-Nour assumes that dalna divides quantitatively into __ __
/ _
trary division or for his assumption that the metre is a quantita-

_ _, repeated twice.? He gives no justification for that arbi-
tive one. The musical transcription gives ample proof that the
metre of dalnd, especially in the Biga‘ version, is a stress-based
metre rendered in a rhythm unlike anything recorded by al-
Khalil. The Bayriiti melody starts off with the same stress pattern
as that of the Biga‘t and continues in every odd line in the piece.
All even lines revert to a duple measure with the familiar trochaic
pattern, even at the expense of distorting natural stress and pro-
nunciation of some words.

Unlike garradi in which there is fluctuation in syllable num-
ber and syllable quantity, dalna is characterised by five long
syllables, admitting occasionally a short one which is lengthened

to preserve the foot division. The appearance of a short syllable

2 See Abdel-Nour 1957, 106.
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in the third position (” _ v _) is more frequent than in the first
(6 _ _ ~ Dorin the fourth (_ _ _ J _). Short syllables in the

second and fifth positions are rare.



6. ‘ATABA, MIJANA, AND OTHER
POPULAR GENRES

Writing in 1932, Jean Lecerf observed that ‘ataba was a modern
genre of great popularity among the poets of the time, and that
mijand “ne parait pas constituer autre chose qu'une variété de
‘ataba” (‘does not appear to constitute anything other than a va-
riety of ‘ataba’).! While the popularity of both genres is still much
in evidence throughout the villages of Lebanon, they are recog-
nised by critics as belonging to two distinct Khalilian metres, ra-
jaz in the case of mijana and a form of wdfir in the case of ‘ataba.

Part of the difficulty of distinguishing these two genres
from each other lies, I believe, in the similarity of their improvi-
satory nathr style and in the fact that a mijana refrain introduces
and concludes every ‘ataba verse. When a poet is asked to sing a
bayt of ‘ataba (a bayt, ‘verse’, is composed of four hemistichs), he
starts with the popular mijana hemistich which consists of singing
ya mijana three times followed by another hemistich with the
same rhyme. The second hemistich then becomes a refrain which
the chorus repeats twice at the end of every ‘ataba verse. The
poet moves smoothly from mijana to ‘ataba by interposing an owf
(lit. a sign of tedium, exasperation or ennui) between the mijana
hemistichs and the ensuing ‘ataba verse. This syllable allows a
sort of coloratura, or a virtuoso display of the voice. A similar
display takes place at the end of the ‘ataba verse, as though to

! Lecerf 1952, 179-258.

©2025 Adnan Haydar, CC BY-NC 4.0 https://doi.org/10.11647/OBP.0424.06
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cue in the chorus for their rendering and repetition of the second
mijand hemistich.

If the poet wishes, however, to sing the mijand verse him-
self, he often does so without recourse to the owf. This is an im-
portant feature which helps the listener identify the two genres
and understand how they relate to and how they differ from each
other.

The refrain-like mijana plays an important role in giving the
poet time to compose his next bayt of ‘ataba. The verse of mijana
is often called kasrit mijana because it implies this time factor. In
the Lebanese dialect, kasara lahu is pronounced kasarlu and
means ‘he prepared the way for him’, that is, to give enough time
for improvisation.

Strictly speaking, therefore, it is incorrect to consider
mijand as a variety of ‘ataba, as Lecerf does. Numerous printed
works include verbal duels in both ‘ataba and mijand. One poet
might start with a bayt of ‘ataba, and the other would answer
with a mijana verse and so one until the end of the duel. If there
is no chorus, which happens occasionally, the poets often make
the transition between the two genres with the owf.

In terms of structure the two genres exhibit some similari-
ties in their rhyme schemes. The typical ‘ataba verse contains
three homonyms, one at the end of each of the first three hemi-
stichs, and a compulsory rhyme at the end of the fourth that ends
most commonly with ab or ab, sometimes with ar, sometimes
with @ without a final consonant, and less frequently with i. Con-
sider the following bayt:

Khidini b-‘atfiki w-hilmik wi-‘adlik

‘Treat me with your love, your patience and your justice’
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Ta hatta n ghibit irja‘ lik wa-‘ud lik
‘So that if I went away, I would return and come back to you’

Halaft illik biji w-"albi wa-‘adlik

‘I swore to you I would come and my heart made you a promise’

Wa‘id zaghlil? mish maw‘idi ghrab

‘The promise of a songbird, not the promise of a crow’

In this bayt, the play on words is affected by the use of the con-
junction wa with ‘adl (‘justice’) and ‘ud (‘to return’, from the verb
‘ada, imperfect, yadu) in the first two hemistichs, and with
wa‘ada (‘to promise’) in the third hemistich. The fourth hemistich
ends with -ab, as in the majority of ‘ataba verses.?

Likewise, most mijana verses employ three homonyms but
the fourth hemistich must close with a word ending with na, as
in the following example:*

’Alii btihwa s-simir “iltillun bala

‘They asked, “Do you love brunettes?” I said, “Yes.

Wish shi’ir minhun ma byiji “illa l-bala

‘Nothing comes out of blondes except disaster’

[Iw]-shii nafi® kill li-1-imir wi-d-dinyi bala

‘What’s the use of (this) life and (this) world without’
Shi’r iw-simir khallu I-haki baynatina

‘Brunettes and blondes; let’s keep these words between us’

2 This bayt is attributed to the great zajal poet Zaghlil al-Damidir.
% Another possible ending for an ‘atabd verse is -ar.

* The following bayt of mijand is by Zaghlil al-Damiir in one well-known
verbal duel.
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Here the homonyms bala (‘yes’ in fusha), bala (‘disaster’) and bala
(‘without’) constitute the rhyme in the first three hemistichs. The
rhyme -nd in the fourth hemistich returns to the end rhyme in the
principal mijand hemistich (ya mijana ya mijana ya mijana), which
presages the main verses or strophes that follow. Neither
Whaybeh nor Nakhleh mention the use of homonyms in mijana,
which does not seem to agree with the available data.> Both writ-
ers use examples from written works in which the first three hem-
istichs of the mijana verse have a common rhyme but are not
homonyms, and in which the fourth hemistich ends with a -na
rhyme. Such a rhyme scheme does exist, though it is less frequent
in improvised mijands and verbal duels. On the other hand,
rhyme in ‘ataba is always based on homonyms.

The use of homonyms seems to predate the earliest rec-
orded Lebanese zajals. These are as old as Arabic poetry itself and
most probably in direct development from an old genre of fusha
poetry known as the muthallathat (the ‘threesomes’, or the ‘three
homonyms’), about which little has been written.® Perhaps the
most famous collection of such poems is the Muthallathat of
Qutrub (d. 821) published and edited by Edvardus Vilmar in
1856. This is a critical edition in Latin which discusses, among
other things, the metre and form of the Muthallathat. In 1914 the
same collection, along with a poetic commentary employing the

same homonymous rhymes, was edited and published by Louis

®> See Whaybeh 1952, 78 and Nakhleh 1945, 39-45.

¢ The author is not aware of any thorough modern study of the mu-
thallath genre in the fusha tradition.
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Cheikho in al-Bulgha fi shudhiir al-lugha.” The metre used in these
muthallathat is a short rajaz consisting of two rather than three
feet and exhibiting the well-known syllabic licences. It often

takes the following two forms: _ _ v _ /v and v_/

The metre employed by the commentator has the following

syllabic configuration: _ _ v _ / v_/ or v_/

_ v _ /v _ _. The first radical in the first homonym in both the
Muthallathat of Qutrub and those of the commentator is vowelled
with a fatha. The second and the third are vowelled with kasra
and damma respectively. Every one of Qutrub’s fourth hemistichs
ends with the rhyme letter ba’, preceded by a consonant with a
short vowel, while those of the commentator always end with a
consonant ra’ after a long a.

While ‘ataba and mijand do not follow this method closely,
the formal similarities that exist between them and the mu-
thallathat clearly suggest a continuum in the development of the
genre, an adaptation in the vernacular of a rhyme scheme which
is predicated upon wordplay and verbal virtuosity. At times, zajal
poets compose two hemistichs, selecting two difficult homonyms,
and then challenge other poets to supply the third to finish the
bayt. The challenge is usually taken seriously since failure to meet
it would cast serious doubt on a poet’s reputation. The difficulty
can be insurmountable, the result being that numerous ‘ataba
verses remain incomplete. It is common to hear poets boast about

their success in the game of tatlit.

7 Al-Mashrig, St. Joseph University, Beirut.
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As indicated above, the ‘ataba verse is followed by a choral
rendition of a mijand hemistich. This rendition, in contrast to the
poet’s nathr rendition of the verses, invariably makes use of the
mijand proto-tune, perhaps with a slight variance in rhythm. It is
metred, always falling into four-beat measures or divisions. Two
such versions of the refrain, each repeated eighteen times, were
chosen from a ‘ataba and mijana exchange between Zaghliil al-
Damiir and Zayn Sh¢ayb.® As it turned out, change in poetic con-
tent had no significant effect on the thirty-six choral renditions
of the two lines. As in the case of the mu‘anna proto-tune, the
results obtained showed what may be described as an iambic pat-

tern of poetic stress.
Figure 12: Mijana refrain #1
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Poetry Ahla layali I-‘umri mal’a hbabina
‘The best nights in (our) life are when we

meet with our loved ones’

8 Zayn Sh‘ayb was a longstanding member of Zaghlil’s jawga (‘zajal
group’), known for his excellent improvisational skills, especially in ver-
bal duels.

° Note that the tune sung is for another mijanda refrain. The words are
different, but the tune is the same.
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Poetic scansion Ah la la ya lil ‘um ri mal °ah ba bi na

v v v

Musical dura-

tion in syllablesu Y=
Musical accent v v _ v v

Musically speaking lil and bi have weaker accents than the sylla-
bles preceding them. Since the refrain has a four-beat measure,
and since the strongest beat within any one of the measures is
usually the first beat, ya and ba, receive stronger accents than lil
and bi. Superimposing then the poetic line upon the musical line,

the strong musical accents coincide with the following syllables:

-, -, -, -, -, -,
v v v

The second mijana refrain has a different pitch level but it em-
ploys the same melodic mode. It also shows a slight difference in
rhythmic treatment, but the basic accents and the basic concep-

tion of the tune are the same as those of the first rendition.

Figure 13: Mijana refrain #2

) =
Tt ra sl Panss "_,/j e P
C /‘b o —— '\e A i = =

Y S &l ~3
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e ] ] | NG| = L\i A = %
E= S 4 S|
bal=i—t= & yai= D) dal= = @b === na
Poetry Ma hla samarik ya sabaya bladina

‘How beautiful is your dark colour, O young
women of our country (Lebanon)’
Poetic scansion Mah la sa ma rik ya sa ba ya-b la di na

v v v
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Musical dura-

tion in syllables Y-
Musical accent v v v v

(The sign [] indicates weaker accents in each case because of
syllable position in the middle of the measure except for sa which
coincides with the fourth beat.)

The strong accents produce the following stress pattern in

the poetic line:

-, -, -, -, -, -,
v v v

On the other hand, the typical ‘ataba verse scans as follows:

resembling a form of the wafir fusha metre called al-ma‘siib. The
fourth hemistich in the bayt is always one syllable shorter than
the rest, although the last syllable is always extra-long. The fol-
lowing bayt,'® for example, scans v _ _ _ /v _ _ _ /v _ _,in
the first hemistich.

1 Ya ’albi ghitt[i] bi-d-dam‘at[i] wi-rsiim

v /u___/U__o

‘My heart, immerse yourself in tears and draw’

2 [L]-habib il-’alib ahla khtat[i] wi-rsim

v v v o

‘For my heart’s beloved the most beautiful
lines and picture’

3 [W]-idha baddii kifalit hab[i] wi-rsiim
v / v / v

‘And if she (the beloved) wants a love pledge (bail)
and fees (tax money)’

[ — — —o

19 The bayt is by Zaghlal al-Damdir in the Beit Miri verbal duel encounter
of 1972.
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4 Ta ’idfa‘nissi ‘umri ‘a li-hsab
v / v — / g

‘I shall pay half of my life as an advance on the account’

In the second hemistich, the apparent syllabic difference in the
first two feet is caused by the poet’s preference of °alib to ’alb[i]
(or v _ to __ v), both words being permissible dialectal readings.
Read as [L]-habib il-’alb[i] ahla khtiit[i] wi-rsiim, we obtain v _ _
_/v__ _/v_ _, The third hemistich yields the same syllabic
pattern. The fourth, which is one syllable shorter, gives v _ __ __
/v _ _ _/v_,ifsyllables 8 and 9 are transposed in accordance
with the legitimate reading, ‘al-hisab (_ < _) instead of the
equally legitimate ‘a li-hsab (v _ _,). I mention all this to empha-
sise that inadequate knowledge of the dialect may confuse the
pattern of syllables and feet in ‘ataba.

Over and above dialectal considerations, the first three
‘ataba hemistichs may, at times, contain ten, nine, or even eight
syllables rather than eleven. The loss of the first short syllable of
the foot is quite frequent (v _ _ _ becomes __ _ _). A sort of
kharm (deletion of first short syllable from the foot) takes place,
to employ a term from books on traditional fusha where the phe-
nomenon is limited to the beginning of lines. In the second and
third feet of an ‘ataba hemistich, short syllables may also drop
altogether, but in such cases extra-long syllables are always in-
volved and a brief wagfa (‘pause, stop’) is used to compensate for
syllabic quantity. At times, the foot v _ _ _ revertsto v _ _ v,

causing a change in the succeeding foot as in the following:
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In other words, the last foot changes from v _ _ to . The

‘ataba bayt that follows illustrates the loss of the first short sylla-

ble and the changes that may occur in the last two feet:

1  Mihri yawmi hash ir-rikab bi‘lah
/v v/ ___ s

‘I mount my steed in the thick of the battle’
2 Wi-kam mihrah shtahit la-ykiin ba‘lah
v —_ [ — / Ve = p —_— —0
‘And how many a mare had wished that he would
be her Baal (lord, husband, stallion)’
3 Bita%if ‘an Ilah il-‘arish bi-lah™
v o__ / v___ v /
‘You’re quite knowledgeable about God in his Heaven’

—— —o

4  Ka-’annak min maldyikti s-sama
v / v / v

‘As though you were one of Heaven’s angels’

In addition to the change from v _ _ _ to __ _ _ in the first foot
of the first hemistich, there are two occurrences of v _ __ v instead
of v _ _ _ and two changes in the basic and more common o _
_: in one case (hemistich 2) the short syllable of the foot is lost
after a long syllable (k@in) and a short wagfa, and, in another case
(hemistichs 1 and 3), a transposition of a long syllable for the
short one takes place. These are the only variations on the most

frequentv _ _ _ /v _ _ _ /v _ _, which can occur in a bayt of

‘ataba.
Framed by the mijana refrain, the ‘ataba verse is rendered

in a typical nathr style, where stresses, as musical accent shows,

' Note that bi-lah is a contraction of the fusha bi-ulah (‘in His
heights/Heaven’).
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do not follow a regular pattern in the first three hemistichs. An
interesting development, however, takes place towards the end
of the bayt, and specifically in the fourth hemistich of the scores
of ‘ataba examples studied. The last few musical notes in the
fourth hemistich in each case revert to a pattern of accent that
coincides with that of the ensuing mijana refrain, to affect, as it
were, a smooth transition from ‘ataba to mijana. The ‘ataba bayt
below was sung by Dr Ajami and was then followed by the typical
mijana refrain. The first hemistich of the bayt was set to two dif-
ferent melodic lines (lines one and two below), the second to a
third musical line. In the last hemistich and its repetition, the

singer anticipates the mijana proto-tune (lines four and five be-

low).
Figure 14: ‘Ataba
Cataba
e > > > > A
[ | i (DY
s :
A\ 7/ | A" (B v )| V= |74 |’ S |
= = % 3
~ Ta rak ta San hi -mm mil ‘al bi tim 1I - - - -
I let her relate [dictate the troubl f the he
. >/[_\ = ubles of the eart . =
5\ T
= 3 P I
) F ‘ l ! | . foe= 1
L | | S ) | | 7 |74 | )
R R N |4 M
Tara ka ta- an hi - mum mil ‘alb tim 13
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E_». Recording 14: A recording of the ‘ataba by the author can be
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The musical transcription of the pertinent ‘ataba hemistichs
yields the following poetic scansion and the following stresses

derived from musical accent:

Tarakta ‘an himim il-’alib timli

or _u
Tarakta ‘an himim il->alib timli

-, - P

v v v

Ta °add il-‘umur habis ‘arridab

v v v

[ —_ —_- —=V 0

or _ v

Comparing the stress pattern in the last ‘ataba hemistich with the
mijand proto-tune, we discover the following coincidence:

‘ataba o _$____ov_

mijana _ v . _ "o _"v_
Given this result, we can conclude with certainty that a verse of
‘ataba commences with a free pattern of stress and ends with a
pattern resembling that of rajaz rather than that of the wdfir,
which, in its most prevalent form, v _vv_/v_vuv_/uv_ _,
shows either this:

v_duv/v_Suv /v
or this pattern of stress:

vive /v lvv /v L

The ‘ataba metre, however, bears a close resemblance to
the ma‘siib variety of wafir (v _ _ _ /v _ _ _ /v _ _) with, as
we have seen above, possible minor modifications (usually trans-
positions of a short syllable with a long one or vice versa) for
dialectal reasons. The music confirms this, since short poetic syl-
lables are consistently sung to notes with shorter durations, pre-

serving, as it were, the foot-pattern of the ma‘siib wafir metre in
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al-Khalil’s system. The ‘ataba poet’s preoccupation with syllabic
quantity is further illustrated in the pronunciation, during deliv-
ery, of extra-long syllables and in the frequent use of wagfas. Cog-
nizant of the syllabic composition of the various feet in the metre,
the poet sometimes shortens an extra-long syllable to a short one,

affecting as he does, the morphology of certain words:!?

Ya shakh Tawf’[i] ma li Gzz[i] ba‘dak

v ___/u /u__‘0

‘After you, Sheikh Tawfiq, there is no glory left for me’

In this hemistich ya is shortened to ya and shaykh is pronounced
shakh in order to obtain from the combination of the two words
a short and long syllable (v _), which are the first two syllables
in the first ‘ataba foot. Similarly, knowledge of metre, and con-
sciousness of syllabic quantity, allows the poet to render the sec-
ond hemistich of the bayt in one of two acceptable dialectal read-
ings. Either

Ghibit °iw tal[i] ‘anni yawm[i] bu‘dak
v / v

_ — = _/U — —o0

‘You went away and the days of separation were
very long for me’

> Ghib-tiw tal[i] ‘anni yawm[i] bu‘dak

— /v __ _/v _
In the first instance there is a short wagfa after ghibit, followed
by the inclusion of the glottal stop i for the sole purpose of pro-
ducing a long syllable composed of the glottal stop and the ensu-

ing silent consonant-conjunction w, and therefore for the purpose

12 See below. Shaykh instead of shakh and the proper ba‘adak instead of
ba‘dak would have jarred the rhythm of the whole bayt.



142 New Words to Old Tunes

of producing a second long syllable in the foot v _ _ _. The sec-
ond reading achieves all this by forging a liaison between ghibt
and the conjunction, at the expense, of course, of causing kharm
which does not seem to affect the quantity of the foot. This is
because tal is pronounced longer here to compensate for the loss
of the first syllable.

In his brief discussion of ‘ataba, Abdel-Nour!® claims that
the ‘ataba hemistich is reduced to the fusha wafir metre, v _ v o
_/uv_vvu_/v_ _,and he adds that the foot v _ v v __ trans-
forms into _ v __ _, as it is the case, in his words, “dans la proso-
die classique” (“in classical prosody”).!* The example he gives in
support of this transformation is the following:'®

[N] khititi rabbina byughfur khataki

v v v

‘If you sin, God will forgive your sins’
[N] ramaki d-dahr[i] bi-shamii khataki

v v v

‘If time slings its arrows at you, it will miss’

[W]-‘a shatt il-bahr[i] law sirit khataki

v v v

‘If your steps speed across the seashore’

Nabat fi ramlit il-malih Gshab

v v v _,

‘Green grass will sprout upon the salted sands’

The assertion that v _ _ _, the basic foot of wafir, may change

into _ v _ _, the basic foot of ramal, goes against the rules of

13 Abdel-Nour 1957, 103-4.
14 Abdel-Nour 1957, 104.
15 Abdel-Nour 1957, 104.
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Arabic metrics. The books on ‘ariid never mention such a trans-
formation. In addition, the bayt of ‘ataba that he offers as example
does not support his assertion. The only possible explanation is
that Abdel-Nour scanned the bayt by reading the unvowelled con-
sonants at the beginning of the first three hemistichs as in, in and

iw respectively, giving each hemistich an extra-long syllable:

The resulting pattern then becomes that of the fusha ramal metre.
The problem here is that Abdel-Nour is imposing a fusha reading,
in khititi, in ramaki and iw ‘a shatt in order to satisfy the demand
that no line in fusha may begin with an unvowelled consonant.
The situation is not the same in Arabic dialect. Phonetically
speaking, the first syllables and ‘a is where the scansion of the
hemistichs should begin. Deleting, therefore, the first forced long

syllables, we obtain:

u___/u___/u__
u___/u___/u__
U___/U___/u

which with reference to the fourth hemistich,

Nabat fi ramlit il-malih Gshab

v ___/u___/u o

yields the form of wadfir that characterises ‘ataba. Even if the poet
were to read the hemistichs as Abdel-Nour would have them read
(and this is not unusual in particular metres and particular situa-
tions), the metre would still be that of the wafir as long as the

stress pattern of the wdfir is used as the point of reference.

JOSORON
KKk
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Al-qasid. Of the major critics on Lebanese zajal only Lecerf and
Tawfiq ‘Awwad identify the gasid as a full-fledged genre. Lecerf
lists it under “Les Genres Dits” (‘Spoken Genres’) as opposed to
“Les Genres Chantés,” (‘Sung Genres’) although it is well-known
that the gasid can be both sung and declaimed. He defines the
qasid as a long piece with a common rhyme for all the first hem-
istichs and another for all the second ones. Tawfiq ‘Awwad, who
uses ma‘annd and zajal interchangeably, divides ma‘anna or zajal
into matla“ qasid (lit. ‘proem of a qasid’) and garradi, thus erasing
the distinction that exists between the metrical characteristics of
garradi and qasid.

Abdel-Nour does not seem to be aware of gasid altogether,
and both Whaybeh and Nakhleh treat it as a kind of ma‘anna.
Nakhleh, however, recognises three metres in which qgasid as a
subtype of ma‘anna may appear. The first, according to him, is
none other than the wafir of al-Khalil’s metrics and the other two
have respectively the same metres of al-ma‘anna al-matla‘ and al-
ma‘annad al-badali, whose metres he does not spell out. Whaybeh
is even less clear. He lists, for example, under ma‘anna twelve
anwa‘ (‘kinds, types’), five of which are gasids which differ in
rhyme and verse structure. Curiously, two of these qasids are
given the same name, al-ma‘anna al-qasid,'® although one scans
according to the ya‘qiibi metre of Whaybeh’s metrical classifica-
tion, and the other in the Khalilian sari metre.

The poets of zajal themselves recognise qgasid as a separate

genre with specific functions and clear formal characteristics

16 See Whaybeh 1952, 64-72.
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which differentiate it from ma‘anna when that term is used as
both a genre and a metre of vernacular poetry. In an interview
conducted for this study with Lebanon’s most popular zajal poet,
Joseph al-Hashim, known to his admirers by his pen name Za-
ghliil al-Damiir (‘the humming dove of Damiir’), Zaghliil asserted
that gasid is a separate genre which exists in three distinctive
metres. He identified these metres as ‘the long one’, or the ‘metre
of ma‘annd’, ‘the middle one’, and ‘the short one’ or the badali
qasid, as he termed it. He then proceeded to give an example of
each. When he was pressed to identify them more clearly, he re-
sponded by giving further examples of each.

What is significant about Zaghliil’s naive attempt to define
the metres of the gasid is his appeal to length: long, middle and
short. In other words, syllable quantity as well as syllable number
seem to be, at least in the minds of the poets of zagjal, the main
guideline for the composition of gasids as well as a measuring rod
that distinguishes one qgasid from another. Nowhere in the inter-
view does Zaghliil speak of the role of stress, but this does not
necessarily mean that stress does not play a significant role. Al-
Khalil himself did not specifically speak of stress (nabr) but his
system, as has been shown, does indeed take stress into consid-
eration.

At any rate, the scansion of Zaghliil’s examples and other
qasids from popular verbal duels have demonstrated without any
doubt that the metres of the gasid corresponded to three of al-
Khalil’s metres, the rajaz, the wafir and the sari‘, respectively. In
addition to scansion, another proof came from attempting to sing

the three gasids to tunes associated with genres of comparable
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metres. First, the long gasid was sung to the tune of the ma‘anna
refrain. That proved to be quite easy, indicating that the rajaz
metre, the metre employed in ma‘annd is also the metre of the
long qasid. Second, the middle gasid was sung as a ‘ataba bayt,
and again the tune accommodated the metre, giving rise to the
possibility that wadfir is the metre of the middle gasid. On the
other hand, singing the short gasid to the tunes of ma‘anna and
‘ataba proved impossible with ma‘anna and significantly jarred
the rhythm of ‘ataba. The short gasid, as we shall see below, scans
in the sari‘ metre which has particular rhythmic characteristics.

One important formal feature which has escaped the atten-
tion of all writers on zajal is the use in qasid of tasri¢ (‘giving the
same rhyme to the first two hemistichs of the poem’) as was the
case with the fusha qasida. In the pre-Islamic qasida, tasri¢ was
used at the beginning of the formal fusha poem and, at times,
within the poem as a device signalling a new theme or a variation
on an old one. This seems to be precisely the case in the Lebanese
qasid, which gives evidence of its relation to the fusha prototype,
at least at this formal level. More importantly, the word gasid and
the word gasida derive from gasada which means at once ‘to in-
tend’ and ‘to sing’, both significations characterizing the fusha
and vernacular poem. Qasid in zajal is always an occasional poem
with a specific purpose (gasd). In most cases it resembles the ma-
jor genres of fusha poetry: madih (‘panegyric verse’), hija’ (‘sat-
ire’), fakhr (‘boasting’), and rith@ (‘elegy’). It is always at least
four verses long and may reach fifty or more.

The typical gasid has the following rhyme scheme:
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In other words, after tasri¢ in the first line, the gasid adopts
two rhymes, one for all the first hemistichs and one for the second
ones. In the vast majority of cases, a closure is signalled by intro-
ducing a new rhyme in the last bayt. A final hemistich employing

the rhyme of the first bayt is then added as a rujii (‘return’) to

that rhyme.
In a long qasid the rhyme scheme may break as

_a _a
_ b __a
b __a
_ b __a
b _a

_c _c
_d__c
_d__c
_d__c

__¢€ _

_f _

_f __e

_f 8

__e
or

_a _a
_ b __a

_c _c
_d__c

_ e _ e
f e
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This time around it is without a ruji‘. When such form is em-
ployed, the last syllable in the last line is lengthened perceptibly
to indicate closure. In rare cases, mostly written as opposed to

orally declaimed qasids, the rhyme scheme is exactly that of a

typical fusha qasida:
_a __a
_ b __a
__c __a
_d__a
e a

etc.
Notwithstanding such rare examples, it seems to me that qasid’s
strict rhyme patterns play an important role in differentiating it
from other nathr genres. No ma‘annd, for example, will end with
a final hemistich as the gasid does, though the use of tasri and
separate rhymes for first and second hemistichs are the general

rule in ma‘anna also.

Figure 15: The short qasid
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Figure 16: The middle gasid
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Figure 17: The long qasid
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In its three metres, the gasid belongs to the nathr style. Its stress
pattern, therefore, is irregular. Because, unlike ma‘anna, ‘ataba
and mijand, the qasid is declaimed or sung without an accompa-
nying choral refrain, it is difficult to ascertain whether its metres
follow the stress patterns of the fusha’s rajaz, wafir and sari¢ me-
tres which traditional scansion usually yields. The music, how-
ever, makes clear that musical durations correspond in most
cases to poetic syllable durations, thus obviating the role of the
chorus which brings about this regularity in ma‘annd, for exam-
ple. The musical transcriptions thereby offer a guide to the prob-

able fusha metrical prototype, at least in terms of syllable
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quantity. For the purpose of illustrating this correspondence be-
tween musical duration and poetic syllable quantity, the eighth
notes (¢) are considered long notes while the sixteenth notes (&)
are short. In those cases where the single beat is divided into
three eighth notes as a triplet figure (ﬁ) instead of a duple (J]),
we have counted them as long syllable durations, although they
are slightly shorter than the usual eighth notes. Thus the follow-

ing picture emerges for the three gasids:

The short gasid

L’in san law ma ki lim tub tin °al

poetic scansion  _ _[u]l_ _ _ v _ _ _V

musical scansion _ _ _ _ v v v u _
Kan Al lah byikh la *i tim thal

poetic scansion  _J[o] _ _ __ o _ _ _

musical scansion
The middle gasid
‘A lay na >add(i) mal ’iy yam(i) ja ri
poetic scansion o ol el "

musical scansion o

Ma fi hun ba hir nay ghit sub ghi ma rii

19

poetic scansion v v v o
v —
musical scansion v vv _ v _ v _ v v _ _
7kilim = o _ or kilmi = _ o are both possible when read.

'8 Note that the short syllable (o) is inserted as a possible reading of the
hemistich.

9 Note that ba hir (v _) may be read as bah ri (__ u).
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The long qasid
Il mayy haw liw sha i lib °al bil ha ri’

poetic scansion __lol - _ _ v__ _ v _
musical scansion _ _  _ _ _ ove _ _ _ _
Ya min yin jid ni-w a-nab dam G gha r?°
poetic scansion N L
musical scansion = vvv _ _ _ ve v . _ __ _ _

Since triplet eighth notes have a somewhat ambiguous quality,
being neither fully long nor fully short in duration, they provide
the reciter with the freedom to improvise without having to be
locked in a strict conformance to musical and poetic duration.
The apparent discrepancies above are only found in those notes
of equivocal duration. In some cases (e.g., musical syllable six in
middle gasid hemistich 2 and the two penultimate syllables in the
two hemistichs of the long gasid) the long musical syllables are
the last syllables in their respective triplet figures and are there-
fore weaker than the preceding ones. In general, there is a ten-
dency for these durational discrepancies to exist toward the end
of hemistichs, which may be explained by the desire on the part
of the reciter or singer to make a contrast with his final long syl-
lable.

The proof that we are dealing with the three fusha metres
sari’, wafir and rajaz comes, of course, from scanning a large num-
ber of sung and declaimed gasids where in almost every case the
patterns of feet associated with these metres is evident. With the
exception of the frequent appearance of _ o _ instead of _ _ o
_ in the first feet of the short and the long qasids and _ _ _
instead of v __ __ __ in the first foot of the middle gasid, and the

occasional transposition of short and long syllables where variant
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dialectal readings are acceptable (e.g., kilimtii ‘his word’ v _ _,
as opposed to kilmitii _ » _, in the first hemistich of the short
qasid cited above) the patterns _ _ v _ / _ _ v _/
ae / v and v_/ v_/

These are standard configurations of the sari, wafir and rajaz

—_—_— Y

v _ emerged.

fushd metres, respectively.
Even in early written versions of gasids, these same metres
emerge despite the frequent use of desinential inflections. In all
the qasid samples studied, there is a greater metrical stability
than that obtained from ma‘anna, ‘ataba and mijana, for example.
In the writings of sixteenth-century Maronite clerics, the metres
are generally managed with utmost care, though often at the ex-
pense of proper morphology and syntax. One such middle qasid,
dated 1517, is contained in No. 265 in Assemanus’ Codices Ara-
bici. It is by one Elia Abrahami, “discipulo domini Petri Patriar-
chae Maronitarum” (‘student of Lord Peter, the Patriach of the
Maronites’). The following reading of Abrahami’s middle gasid
takes into account acceptable vernacular pronunciation of partic-
ular fusha words and is guided by the popular musical tune asso-
ciated with middle gasids in modern zajal:
(a) Wajadtu d-dahra diilabin yadiiri
v _/v /v

‘I have found life (time) to be a wheel that turns’

(b) Wa-la farahan yadiimu wa-la suriri

v _vv_ /v _vev _Ju__

‘And neither happiness nor joy lasts’

Or:
(b)  Wa-la farhan yadiimu w-la suriri
v /v /v
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(© Wajadtu n-nasa kullahumii sakara
v / v

- Sv_vvv Su__

or kulluhmii

‘T have found all people to be drunkards’

(d) Wa-ka’sa I-mawti baynahumii yadiri
v - / v _ v v __ / v

or baynahmii

‘And the cup of death passes from one to another’

(e)  Mulitkun ’abnii  qusiran thumma ‘Gzzan
v__ _[1/vw __ _/v __
‘Kings built palaces, then glory’

) Wa-la damii I-mulitku wa-la l-qustri

v /u uu_/u

‘But neither the kings nor the palaces lasted’

(g) Watila umri ‘adiir bayn il-ma’abir

v u__/u_o__/u

‘And all my life I have walked among tombs’

(h) Wa-la’adri ’ayna qabri® fi l-qubiri
v [_] / v — / v

‘Not knowing which one among them is my tomb’

(h)  W-la’adri °ayna qabri fi l-qubiri

It is quite apparent from the above that a partial fusha reading of
hemistichs a, b, ¢, d, and f yields a wafir scansion with the occa-

sional substitution of the acceptable v _ v v _ (mufa‘alatun) for

%0 Note the possible extra-long syllable (_).
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v _ _ _ (mafa‘lun). This is so despite the obvious grammatical
mistakes in hemistich a (dulabun or dulabin for dulaban) and in
hemistich f (dami for dama), and the liberties taken to preserve

the rhyme letter ri in the rhyme scheme

d a

Three exceptions are hemistichs e, g, and h, where a strict
fusha reading all but destroys the scansion. However, if mulitkun
in e is read muluk, tila in g is read til, and wa ld adri in h is
rendered as w-la-adri as in h, all the feet will then become v __ _
_. It follows that in order to achieve proper readings of early
zajals, one should first gain a sense of the tune associated with
each genre, then one should decide, in light of the music, which
words should be read as fusha words, with or without inflexion,
and which words, though written in the resemblance of fusha or
the vernacular (e.g., abnii ‘built’ for banaw) should be retained to
preserve the intended metre.
Al-hida. In his brief comments on hidd,* Abdel-Nour decries the
fact that the annals of history record only rare examples of this
genre which he assumes has gone out of fashion. He gives two
short examples of hida and claims that the genre employs the basit
metre, a variety of qarradi and rarely the rajaz, all this without
supplying proof. This is quite curious, especially since hida enjoys

great popularity in the works of all the modern poets I have

21 Abdel-Nour 1957, 24-25.
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encountered, and since its tune is quite familiar to all aficionados
of zajal. Moreover, the genre is an integral part of the highly
structured verbal duel where the duellers shift from ma‘anna and
qarradi to hida and shurtqi in order to add variety.

Abdel-Nour’s first example was supposedly given to him by
the poet William Sa‘b, who got it from Sheikh Nayef Talhtiq from
the town of ‘Aytat in the Shif district of Lebanon. According to
Abdel-Nour’s sources, the verses were composed in 1750 during
a military parade in Shwayfat in the presence of the ruling Emir.?*
This may very well be the case, but Abdel-Nour has unfortunately
written out the verses without any reference to the tune to which
they were sung, thus misrepresenting their actual syllabic quan-
tity. After such misrepresentation, scansion becomes a bewilder-
ing task. To illustrate, I shall first scan the first two verses as they
are written by Abdel-Nour, then write them and scan them again,

this time according to the popular tune of hida:

Ya mirind jinak i ghara Bi zlam i wi khyiilan ta ‘innd

‘O Emir! We’ve come to you ‘With men and experienced
charging forth’ horses’

Hinna siydjan li-l-‘adhara Hiisun ‘ala z-zinat i hinna

‘We are a fence that protects the ‘and a fortress; we are henna
virgins (beautiful women)’ for the beautiful women’

According to the alternation of long and short syllables, the first

foot seems to be __ __ o _, the first foot of either rajaz or basit, and

22 Abdel-Nour 1957, 25.
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the rest of the syllables are either one too many for the short rajaz
hemistich, or one or two too few for a form of basit, as the books
on ‘arid indicate. This explains, I think, why Abdel-Nour chose
not to scan the lines himself and instead gave an arbitrary desig-
nation of the metre.

With the hida tune as a guiding principle, the lines ought

to be written as follows:

Ya mirind jinak ghara Bi-zgla[m] wi-khyiilan ta‘inna
Hinnd sydjan li-I-‘adhara Hiusin[i] ‘la z-zinat hinna

v

Here eight syllables instead of nine obtain in each case after sev-
eral long syllables have been shortened and several short ones
have been assimilated with long ones in accordance with the tune
of hida. In our discussion of ma‘anna above, we have seen how _
o __sometimes revertsto _ v __or _ _ . With this obser-
vation in mind, we can assume with certainty that we are dealing
with a form resembling the short form of rajaz: _ _ v _, _ _ v _,
with the short syllable often becoming a long one.

The second example that Abdel-Nour offers bears little re-
semblance to the orally improvised pieces of hida in the works of
the modern poets. His example is taken from Rashid Nakhleh’s
Diwan which is famous for the author’s experimentation in the
metrical forms of zajal. Although this particular composition by
Nakhleh celebrates, like most hida, the exploits of heroes, it is not

recognised by the poets I interviewed as a hida composition.?

3 For example, Zaghlil al-Damdir, in an interview in Beirut in 2001.
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None of them was able to sing it to the hida tune that he associ-
ates with the genre. Also quite wrongly, I think, Abdel-Nour in-
sists that the metre in this case consists of nine syllables divided
into three equal feet, while, in reality, when the lines are de-
claimed, there are ten long syllables to the hemistich, divided

most probably into four, three and three long syllables as follows:

Ya Yiisif beyk shi’ il-khayl bi-hsanak
‘O Ydsif Bey, scatter the steeds with your horse’
Ihden bitghiis bahr ed-dam ‘ashanak

‘Thden plunges in the sea of blood for your sake’

‘Aynak la-tshiif kif hayjat fityanak

‘If your eyes saw  the courage of your heroes’
Ya beyki tlitb shii bitrid wi-tmanna

‘O Bey, ask for what you want  and desire!’

The absence of short syllables accounts for Abdel-Nour’s asser-
tion that the metre in this stanza is “un autre derivé du qarradi”
(“another derivative of garradi”), which he considers a quantita-
tive metre resembling khabab in its formal characteristics.?* I
have already shown that reference to syllable quantity alone does
not lead to proper metrical description and that consideration of

stress is indispensable for distinguishing the rhythmic compo-

24 Khabab is a classical meter added to al-Khalil’s metrics by al-Akhfash
(d. 793). It scans as follows: _ _ / _ _ / _ _ / _ _ with a number of

variations in every foot.
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nents of verse. Here it is useful to add that the ten-syllable lines
above will not, when sung, fit the garradi trochaic measure, nor
will they accommodate the shorter hida tune that poets associate
with the metre of hida. As will be shown below, the two short
syllables in the modern pieces studied are essential to the rendi-
tion of the musical tunes.

Certainly, the term hida itself highlights the importance of
music for the proper description of the metre. In Classical Arabic
hid@ or hud@ refers to the chanting of the camel caravan leader.
The verb hada (imperfect yahdii) means ‘to urge (the camels) by
singing’.® In its Lebanese context, al-hidd is a song that celebrates
the valour of a leader of high repute or occasionally the death of
such a person, detailing his social and moral qualities.?® It is a
nazm piece with a verifiable tune, composed of several strophes,

each with the following rhyme scheme:

___a a
_b__b
b __
or,
__a __a
_b__a
or (especially in older examples of the genre),
__a _b
__a _b
a b

etc.

% See root h-d-w in Lane 1984, 1:532-33.
26 Lane 1984, 1:532-33.
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In order to verify both the tune and the musical metre of hid@’, I
have used field tapes recorded at different times by two different
singers.?” The transcriptions were laid out by musical phrases in
a comparative scheme for the purpose of studying at once the
renditions of both singers. It is shown that both adhered to the
same overall musical metric structure, although there were slight
differences in the duration of notes. In each hemistich the ac-
cented musical notes coincide with the poetic metrical stress pat-
tern usually associated with the short form of rajaz. The modal
structure of the tune comprises a minor pentachord based on the
finalis d (i.e., d e f g a), each phrase beginning on the upper tone
and ending on the third degree.

The syncopated stress of the second beat of the 10/8 pat-
tern is consistent in both performances, and it is this aspect that
is crucial to our determination of metrical stress, and from which
we justify the musical accent pattern.

Figure 18: Superimposition

of musical rhythm and accents with poetic meter, illustrating the

alignment between rhythmic beats and metrical stresses
4 Z Z &

. I A
»J 37710 4
J.

accent pattern

rhythmic pattern

fdd 34 |[dumadd

¥
no. of beats 1 2 3 4 5 6 7 8 9 10
poetic scansion [ 1] v v

poetic stress

7 The reference is to Zaghliil al-Damir and Mansour Ajami.
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Although the poetic scansion does not match perfectly in terms
of longs and shorts with the musical metre, the short poetic syl-
lables are always sung to short musical syllables. In a textual
hemistich, in other words, it is the third and seventh syllables
that maintain the short quantity designation of the poetic metre.

The metronomical indications were obtained with the aid
of a stopwatch and the stemless notes preceding the initial clefs
indicate the actual beginning pitches of the respective perfor-
mances:

Text #1

[R]jali I-miruwwi rjalina

‘The men of courage are our men’

[Blyilta sh-sharaf bi-khyalina

‘Honour takes refuge in our shadow’

Ta‘it li-aydina s-siytf

‘Swords are obedient to our hands’

[W]-‘a sawtina tkirr il-iliif

‘Thousands (of men) answer to our voice (call)’

[W]-lamma s-siyilf ti’ham siyiif

‘And when swords vie with swords’

[Blyirdi l-ida khayyalina

‘Our horsemen vanquish the enemy’

Text #2

Law nimt[i] aw jismi wiQ

‘Whether I sleep or wake up’

Sibh iw-masa tayfik mad

‘Your ghost is with me day and night’

Min ba‘d[i] hal hajri t-tawil
‘After this long estrangement’
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Hallik ya Layla tirja‘

‘It is time you came back, Layla’
The musical transcription that follows depicts a verse (two hem-
istichs) at a time. Text #1 corresponds to the A lines and text #2
to the B lines. The transcription is followed by the clapping pat-
tern derived from the chorus in each case.

Figure 19: Hida
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Recording 18: A recording by the author can be accessed at
https://hdl.handle.net/20.500.12434/56dc3134.
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Al-nadb. A genre of great popularity is nadb (masdar, or verbal
noun, of nadaba)?® which has seen rich melodic developments. It
is a nagm piece with a basic tune, sung at funerals, recalling the
virtues of the deceased and exhorting his or her family and
friends to shed tears and bewail their loss. Often the names of
long-departed friends are mentioned to remind some of those pre-
sent of the loss of their own dear ones. Usually, a poet of zajal is
hired for the occasion, especially if the dead person is young or
a well-known community leader. A picture of the deceased is
hoisted up by one of the mourners, who walks slowly inside or
around the house, followed by the poet and the friends of the
deceased. The poet then starts his nadb, and the mourners act as
a chorus repeating particular refrains at the end of stanzas. In
general, the occasion is characterised by morbid seriousness; but
if the deceased is a young boy or girl, the melody changes and
the impression is given that the occasion is a happy one. Tam-
bourines, drums and handclapping contribute an air of celebra-
tion characteristic of weddings rather than funerals.

The following two notations of the same nadb tune were
transcribed separately by Professors Katz and al-Farugqi. In both,
we have a simple trichord in a simple triple metre pattern. In the
first notation, the musical accent is on the first and second beat
of each measure, or on the first and third poetic syllable. In the

second, each hemistich corresponds to a six-beat musical phrase,

% Nadaba: ‘He wailed for, wept for, or deplored the loss of the dead
man, and enumerated his good qualities and actions’. See Lane 1984,
11:2779.
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and strong stresses correspond with beats two and five. There are

lesser stresses on one and four.
Figure 20: Nadb
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Recording 19: A recording by the author can be accessed at
https://hdl.handle.net/20.500.12434/8e1e009d.
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In this piece, as in all other nadbs studied, the poetic scansion
reveals the following arrangement of syllables: _ v _ _ _ v _ _,
or a combination of two __ v _ _, if reference is made to possible
division into feet. The second syllable of each foot is almost al-
ways short and, in those rare occasions where it is long, it is ren-
dered as short when sung to the tune. The poetic stresses derived
oy

from musical accent have the following pattern: v _~
_. It is a trochaic pattern which has been shown to characterise
a short form of the ramal fusha metre. Only occasionally does __
v _ _ revertto v v __ _, but then the first short syllable gets the
stress. This attests to the nagm quality of the tune, giving syllable
position in the measure more importance than syllable quantity.
The following notations of three nadb pieces, with various
measures, conform to the general tune and yield the same poetic
stress—musical accent pattern as the first piece. They are intro-

duced here in order to give an idea of the melodic possibilities of

the genre:
Figure 21: Nadb #1
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Recording 20: A recording by the author can be accessed at
https://hdl.handle.net/20.500.12434/e501bela.
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Figure 22: Nadb #2
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Figure 23: Nadb #3
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Until all the relatives And the loved ones bid me farewell

E%% Recording 22: A recording of this nadb by the author can be
2285 found at https://hdlhandle.net/20.500.12434,7b8abbob.

Finally, two possible rhyme schemes obtain in nadb, either

__a __a

b __a

or __a _ b
a b

The number of hemistichs varies from four to ten, with hardly
any piece going beyond ten.

Al-hawraba. Hawraba is the term applied to a genre of zajal asso-
ciated with nadb, although its metre is quite different from the
short ramal of nadb. Among others, Whaybeh lists hawraba under

nadb and implies without offering examples that both genres are
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metrically the same.?” One thing is quite clear. Like nadb,
hawraba is sung at funerals and, like nadb, its purpose is to elicit
memories of the deceased person in the mourners. Its poetic me-
tre and its musical tune, however, are different from those of
nadb. They are rather those of hida, with hardly any change in

melody:
Figure 24: Hawraba
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And nadb is in progress 0 groom (young man) After the songs and the hlda
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Yaw maw - ti -ta ki yaw - mi-lkha mis ma ka - ni - yi €i1 lami ha ha da

Your death on Thursday No one could have foreseen

Matching the poetic syllables with the accented musical notes,
we obtain the stress pattern we have seen related to ragjaz: _ o
_/ _ _ o . All this proves that hawraba is indeed a hida, which
employs the elegiac themes of nadb. Whaybeh’s theme-oriented
discussion cannot hope to address the metrical and musical com-
plexities of this and other zajal genres.

Also associated with nadb is nawh (‘wailing or lamentation
for the dead’) which treats themes typical of nadb and hawraba,
but whose metre is different from both. This time around, the
scansion reveals a typical basit fusha metre with hardly any li-

cences:

2 Whaybeh 1952, 76-78.
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Rihna ila I-qabr[i] nibki w-nirtiji l-hirrds
_ v /v 2/ Zel/_ 2,

’

‘We went to the tomb crying and begging the guards

[W]-in °ili bi-l-lah ‘alaykum tashi minna r-ras
o/ v Y v 2/ .

j— j— j— — = j— —/ — —o

‘Saying, “For God’s sake, our heads are dizzy.’

Mahbiibina ‘ndikum riddith lind ya nds
e/ el el

29

“Our beloved is with you. Give him back, O people.

’Alii ’amalkum °ata‘ ya hir’i til->anfas
e/ /v l/_ 2,

)

‘They said, “Your hope is gone, what a great pity.

Unlike nadb, which is sung by both men and women, nawh is sung
by women only, in a manner reminiscent of that of the faithful
women at Christ’s tomb. We recorded three renditions of the
piece above in order to locate the stress pattern in every line. The
result in each case revealed a uniform scheme, although in one
rendition the second stress in each line proved weaker than the
rest. This was so, it seems to me, because of the presence of a
stressed syllable immediately following this second stressed one.

The stresses break down as follows:

v/ e/ e/ L,
R ARy S VR
RV VY SRS VI SR
v/ v/ e/ _ 1,

Al-zalghata. In the Lebanese mountains weddings are celebrated

according to ancient rituals which have been preserved intact



168 New Words to Old Tunes

until today. Unfortunately, city weddings have largely become
westernised, doing away with most, if not all, of the traditional
ceremonies that are dear to the Lebanese village and mountain
folk. Village weddings are public rather than private occasions.
Everyone participates in one capacity or another, some by pre-
paring the bride and the groom for the wedding ceremony, others
by welcoming them in song, dance, and music. Several women
stand before the bride and the groom, and sing zalaghit (plural of
zalghata), recounting the virtues of the newly married couple and
wishing them happiness and success. After every zalghata verse,
which normally consists of four hemistichs and is called a
zalghiita (n. sing.), the guests clap, both in order to express their
appreciation for the message contained in the zalghiita and to sig-
nal the beginning of another verse by the same or another
woman. Each one of the hemistichs starts with Ayhd, a meaning-
less two-syllable vocable whose main function is to draw atten-
tion to the hemistich that follows. After the fourth hemistich is
delivered, the whole verse is ended with the recitation of a series
of li syllables produced by trilling the tongue at high speed in the
manner of songbirds while rounding the hand over the upper lip
in order to direct the sound at the bride and the groom. Besides
giving a closural effect, this series of Iis signals the guests them-
selves to participate and they then render individually or in
unison their versions of the li li li series. In most cases the four
hemistichs have the same end-rhyme, but the tradition preserves
as well a significant number of zalaghit which rhyme a a, b a.

In the dichotomy of Arabic music, the zalghata, as the mu-

sical transcription clearly shows, belongs to nathr al-naghamat.
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Figure 25: Zalghata
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Ay - ha bil hi sin ikh til ba dir ya a Iif niy ya lak

Ayha, in beauty she is the sister of the moon; a thousand congratulations

o "5;‘5?; Recording 24: A recording by the author can be found at

Skt https://hdl.handle.net/20.500.12434,/a07a4f76.

While the musical syllables differ slightly from the poetic sylla-
bles, reference to possible vernacular alternate readings of the
poetic line will make the correspondence between poetic and mu-
sical syllables more precise. Leaving out dyha from each hemi-
stich, this is how the verse will scan poetically with variant read-

ings indicated below the pertinent feet:

Mabriik[i] ya bni nshal il-hamm[i] min balak
v _/ / v _/

[1]-yawmi Grsak kandr il-’arzi ghannalak
v_/ _ov_/ v _/

v

Ha’ °ak tishiif bi-‘ariisak ‘al mada halak
v _o / vwuvu__ / v /

Bi-l-hisin ikht il-badir ya alif niyyalak
v /_ v_/_v /

v v v
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Notwithstanding the substitution of _ _ v _ to _ v _ _, the scan-
sion produces a standard basit hemistich in each case: _ _ v _ /
_v_/_ _v_/_ _.The nathrish quality of zalghata makes it

difficult to seek perfect correspondence between the free accents
of the musical lines and the stresses of the poetic line because
musical transcriptions are ultimately concerned with the laws
and rules of music. With reference, however, to the heard accents
when the hemistichs are sung, the following stress pattern

emerges:

-
v

v

v /vl v
o/l e/ /v e
This is the predominant stress pattern associated with the basit
metre. Add to this the regular appearance of short and long syl-
lables in the order given to the basit fusha metre and we have a

quantitative proof that the metre is indeed that of basit.

Abi al-zuluf, al-shuriiqi, and al-mawwal al-baghdadi. Abii al-zuluf,
al-shuriiqi, and al-mawwal al-baghdadi are treated together here
because all three are traditionally subsumed under Lebanese
songs and because they belong in varying degrees to the nathr
rather than the nagm style. All three, moreover, exhibit a pattern
of syllables resembling the basit fushd metre. In each one of these
three genres, the musical score reveals a freedom of accentuation
typical of nathr pieces, but the music also preserves, to a great
extent, the quantity of syllables that poetic scansion yields. In all,

poetry dictates musical form, not vice versa.
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Abil al-zuluf differs from the other two in that it is framed
by a proto-tune consisting of the words: Hayhat-[i] ya buz-zuluf
// ‘Ayni ya miilayya which cues the singer in a way similar to the
mijand proto-tune discussed earlier. The verse then ends with the
same proto-tune in the last phrase of the last hemistich. The
proto-tune is significant in another way. When its accented sylla-
bles are superimposed upon the poetic line, we get a clear idea
which poetic syllables are stressed. The tension between poetic
and linguistic stress notwithstanding, the analysis that follows
makes clear that we are dealing with the basit fusha metre.

Figure 26: Abtl al-zuluf
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Hay ha ti ya - - b\-.i az zu 1uf cay niya mu - lay - ya
In vain [I call you] Abu al-zuluf, s [You] are my eye oh, Mulayya '
N SRS > > > n = SN > A s
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;? o
1
| " | (P () P I | L e
3 ~ J i | ~
Shir yani ®al - bi -n ’a - ta® Rish = = = shi - - -
My heart's vein has been severed = Sprinkle upon
sl S I~ > — D> > S S el
. 1] | (e SR | | ~ sl X | A |
» Eatd . T
s - B e f =
a lay MEY = ya Shir - ya n! ) bin - ’a &a'
me water [i.e., to cool me] My heart's vein has been severed 2
D g 0 Ll |
7 i
Rish - - - shi - - - “a lay may - - - ya

Sprinkle upon me water [i.e.,to cool me]

747 Recording 25: A recording by the author can be found at

% https://hdLhandle.net/20.500.12434,18f75833.

The first musical phrase or motif, corresponding to the first poetic
hemistich, has six beats preceded by an upbeat. It divides into
three pairs of beats of equal length, the accented beats of these

internal pairs corresponding with ha ya and zii.
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The second phrase is shorter than the first, with the first of
the three pairs of beats being truncated into one beat group. The
accents which open each one of the groups correspond with ‘ay,
mi, lay. Or,

A Hay hat [i] ya buz zi luf
30

v

musical accent corresponds with

B ‘Ay ni ya mitllayya

v

musical accent corresponds with

-, -
v

When we take into consideration that linguistic, as opposed to
poetic, stress in the foot __ _ v _ would transpose the stress from
the second long syllable to the first longone (_ ~ v~ _ v ),
which is precisely what obtains in the first foot of the second
hemistich, and when we allow for a necessary shift in stress when
the last short syllable of the first hemistich is given its length
value as delivered (i.e., _ v _ _ _ _) with the ensuing dislocation

and change of linguistic stress (_ v  _  _), the resemblance

with the basit metre becomes easy to discern.

Bearing in mind the stress pattern of abii al-zuluf and its
syllabic breakdown, it is important to note a few features which
are elicited from sung versions of the genre. Lecerf, citing the text

of an abil al-zuluf verse,*' produces a transliteration which bears

%0In A and B, syllable 6 may in some singing sound short (u), but in this
case, syllable 7 will become extra-long: _.

31 Lecerf 1932, 237.
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little resemblance to the sung version. Here is, for example, the
matla‘ (‘opening verse’), as he has it:

Haihat! Ya Bii z-Zolof ‘éni yamo leyyd!

Anwar lutfak badat fi-lyali Shatwiyyd

‘Comme c’est loin Abou Zolof mon aimé, (litt. mon ceil)

maman secours-moi’
‘Les lumieéres de la douceur ont paru dans des nuit embrumées’

(As Abou Zolof, my beloved [lit., my eyel], is so far away,
mother help me.)
(The lights of sweetness have appeared in misty nights.)*

Even allowing for the Syrian and particularly Damascene pronun-
ciation evident in the transliteration, the text, as it stands, scans

as follows:

Clearly, the lines as scanned have a hardly recognizable metre.
Had Lecerf transliterated phonetically with reference to the tune,
a number of short syllables would have appeared:

Hayhat[i] ya bu z-zuluf ‘Ayni ya millayya
v _/ v_/ v __/

Anwarli] lutfak badat fi lyali shatwiyya
v _/ /o _/

The second foot of both lines, which scans poetically as _ v __
undergoes, when sung, a lengthening of its second syllable. Also,
the third foot of the second line is composed of _, _ _ _, rather

than the familiar basit foot _ _ o _. In this latter case, the reason

is attributed to dialectal rather than musical exigencies. As these

32 Lecerf 1932, 237.
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changes affecting these particular feet are so frequent, it is nec-
essary to anticipate them for the proper determination of metre.

In terms of line division and rhyme scheme, abi al-zuluf
appears in two popular forms. In both, there is a matla‘ and a

dawr (i.e., ‘main verse’) which have one of the following two

structures:
A) Matla® a _ _a
Dawr b __ b
_ b __a
B) Matla“ a __b
¢ __b
Dawr __ ¢ _ _d
¢ _d
_ ¢ _ d
c b

Al-shuriiqi (also shriiqi) or al-qasid al-badawi (‘the Bedouin gasid’)
or al-shammari (a nisba or relative adjective for the tribe of Sham-
mar) is, as its name implies, a popular genre among the Bedouins
in East Jordan and the eastern part of the Syrian desert. The Bed-
ouins employ it in their wars and raids, and sing it, in the manner
of the troubadours to the accompaniment of the rabab, in the ba-
zaars of towns and cities which they frequent for trading pur-
poses.

The poem in shuriiqi, called a shriiqiyya, is usually, but not
necessarily, an extended narrative which treats of the heroic
deeds of a central character, giving it an epic quality uncommon
in fusha compositions. The metre used by the Bedouins, however,
has little resemblance to the adaptations of shuriigi by the Leba-

nese zajal poets, and there is no room here to discuss the special
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dialectal and musical principles involved in the Bedouin proto-
type. What seems certain and more relevant to this study is that
the Lebanese zgjjals have adapted the basic Bedouin melody to
an altogether different metre, showing clear preference for love
themes while retaining the basic rhyme scheme which consists of

one rhyme for all the first hemistichs and another for all the sec-

ond ones:
___a b
_a b
a b
__a b etc
Figure 27: Shuriiqi
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except to [relate to the.days] unfold my love sickness

;E:_'.E.‘?‘.?’E- Recording 26: A recording by the author can be accessed at

%ﬂ% https://hdl.handle.net/20.500.12434,/18436656.

This is a nathr piece which exhibits, when scanned poetically, the
kind of metrical uniformity which characterises modern composi-
tions of shuriigi. Scansion based on sung verses of shuriiqi pro-
duces a systematic alternation of feet, easily identifiable in fusha

with the prevalent form of the basit metre, as was the case with
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abii al-zuluf. The notation above preserves in large part the quan-
tity of syllables. Short poetic syllables go with short notes or are
joined with preceding long syllables and given the value of a mu-
sical long syllable. Long poetic syllables correspond either to a
long or accented musical note or fall on triplet notes which have
the capacity to correspond either to long or to short syllables.

The transcriptions of abii al-zuluf and shuriigi reveal that
both genres are characterised by a regular beat, though only abii
al-zuluf has an identifying musical metre in some parts. The fact
that abii al-zuluf is framed by a proto-tune may explain this kind
of rhythmic regularity, which puts abii al-zuluf somewhere be-
tween the nathr and nagm styles. Another difference between the
two genres is the more frequent appearance of triplet figures in
shuriigi than in abii al-zuluf. This is important because triplet
notes can be used for either long or short poetic syllables, and
therefore can reflect more accurately (in the part governed by the
proto-tune) poetic syllable quantity. Conversely, the low fre-
quency of triplet figures in abi al-zuluf makes the musical metre
the main determinant of musical duration. Despite these differ-
ences, the poetic metre of both genres seems easily adaptable to
both tunes.

In order to ascertain this adaptability, the same text was
given to Zaghlul al-Damiir and he was asked to sing it to the
shuriiqi tune first and then to that of abi al-zuluf. He started out
by singing the abii al-zuluf proto-tune. Then, with great ease, he

gave a rendition of shuriigi and abii al-zuluf respectively.
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Figure 28: Proto-tune
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Here again, despite the difficulty of obtaining a perfect corre-
spondence between the musical accents and the stress pattern of
basit, the short poetic syllables always correspond to short musi-
cal notes, thus preserving the formal quantitative pattern of the
basit metre.

Al-mawwal al-baghdadi shares these same characteristics of
the two genres discussed above. Its nathrish quality makes deter-
mination of poetic stress difficult but syllable quantity is faith-
fully preserved in the musical score. Here is, for example, a pho-
netic transliteration of the two verses transcribed musically be-

low:

Ya ma‘shara n-nas[i] ma bi-d-dahir sahib wafi

v

‘O people, there is no faithful friend in life (the world)’

Mallayt[i] hatta nbard minni lisani wa-fi

‘I got bored until both my mouth and tongue became worn out’
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Allowing for the repetition of Ya ma‘shara-n-nas twice in the mu-
sical notation, and allowing for the short vowel i after the extra-
long syllables nas and layt (in Mallayt), the poetic scansion yields
a standard basit, with all the short syllables corresponding with
short notes. In the case of nas, however, the music gives it, the
first time around, the value of a quarter note (J), but this is so
because the short poetic syllable i is joined with the preceding
syllable forming together a quarter note (J). Otherwise, the tran-

scription reflects accurately the quantity of poetic syllable struc-

ture.
Flgure 29: Al- mawwal al- baghdadl
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E?;‘F*E Recording 27: A recording by the author can be found at
-‘A https://hdl.handle.net/20.500.12434/8dde3b55.

[=
The scansion of a large number of recorded samples of al-mawwal
al-baghdadi shows two slightly different configurations of the

basit metre, either _ _ v _ / _ v _/ v_/_uv_Or_ _u_
/ o _/ v _ / _ _, with the last foot changing from __ v _
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to _ _, which is a legitimate alternative in the rules of fusha met-
rics. Unfortunately, this fact is lost on Whaybeh who assumes that
each hemistich must have fourteen syllables®* and therefore that
the metre of al-mawwal al-baghdadi must be al-mutawazi which
his system characterises by fourteen syllables. At any rate, the
example that Whaybeh cites®* consists of seven hemistichs, the
first three and the seventh of which contain fourteen syllables
each, but the fourth, fifth and sixth have only thirteen each.

Although the designation mawwal seems to be part of the
name of this genre of zajal, the poets and aficionado of zajal use
the term with reference to ‘ataba, mijana, shuriiqi and abi al-zuluf
as well. A poet is usually asked to sing a mawwal of ‘ataba or
mijand or any one of the others. While the mawwal can be sung
by itself, it is generally rendered in the middle of a popular song,
as a variation on the basic tune of that particular song.

The term mawwal itself has an interesting origin. It derives,
most probably, from mawaliyad, one of al-funiin al-sab‘a (‘the seven
arts’) which were not always the same seven that the various
classical authorities had enumerated. Whether or not the term
was related to al-mawali (‘the non-Arab Muslims’) is highly prob-
lematic. Of more relevance perhaps is the possibility that mawwal
was originally used as the name of a singer of mawaliya and then
reverted to the name of the song itself.**

3 Whaybeh 1952, 80.
3* Whaybeh 1952, 80.
% See Whaybeh 1952, 56-57.



180 New Words to Old Tunes

Like ‘ataba and mijand, al-mawwal al-baghdadi employs
homonyms at the ends of hemistichs, but its structure is usually
more complex. A typical mawwal baghdadi consists of seven hem-
istichs with two sets of homonyms, one for the first three and the

seventh and one for the fourth, fifth and sixth hemistichs:

____homonym A ___ homonym A

___homonym A ___ homonym B

____homonym B ___homonym B
___homonym A

Mkhammas mardiid. As we have argued above, the main metre in
the nagm style is the qarradi metre, which has a strict rhythmic
pattern imposed by a musical metre, producing a neutral realiza-
tion of the following trochaic pattern ~ _ ~ _ * _ ~ with a wide
variety of internal and external rhyme schemes and strophic di-
visions.

Al-mukhammas al-mardiid (or mkhammas mardiad) is a very
popular garradi composition used in verbal duels and other zajal
occasions, primarily for psychological and sometimes comic re-
lief and as a means of establishing the poets’ credentials with
their audiences. While its rhyming phrases along with the repeti-
tion and reversal of word order allow for audience participation,
its simple but ornate musical rendition facilitates this participa-
tion and establishes a psychological space, a relief from the
heated verbal arguments preceding and succeeding it. A typical
mkhammas mardiid consists of a four-hemistich matla‘ (‘proem-
refrain or overture’) thyming a b, a b or a a, b a and a nine-

hemistich dawr (or simt):
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Example A matla‘aa, b a

dawr cd,cd,cd,ce,a

Example B matla‘ab,ab

Example A

Matla“

Dawr

dawr cd,cd,cd,ce, b

05 aledt 05 e JU Y 3 s el
’Il-‘amil halu mni [-’abtal // Min “allu ‘a s-saha nzal
‘He who considers himself a hero //
who asked him to descend on the arena?’

Jlaw Ll el oz W Jgsial) 3L G
Badna bi-z-zindi l-maftiil // Nshil il->aymi I-mab tinshal

‘We want (someone) with muscles to //
Lift the weight that cannot be lifted’

S S et 30 ol g 8 2
B-za’fit kaffi bnayna ’sas // W-‘a l-mitras ish-shamli ltaff
‘With a (mere) clap we laid the foundation’ //
‘And on the battle front the friends met’

SE 3 L W el B ek a3
Iltaff ishamli ‘la -mitrds // Bnayna °sasi b-za’fit kaff
‘The friends met on the battle front’ //
‘We laid the foundation with a (mere) clap’
i 1) AU JUBN 1) 15 556
Bdaff iw-miwwalayn iw-kas // °Badli n-nasi w-’ifnd saff
‘With one tambourine, two mawwadls and one drink’ //
‘In front of the crowds we stood in a line’
35 1S5 Jgas W AU IS iy S
Saffi wifna °bal in-nas // B-miwwal iw-kas iw-daffayn
‘In a line we stood in front of the crowds’ //
‘With one mawwal, one cup and two tambourines’

S 23 55
W-daff iw-kasayn iw-miwwal
‘And one tambourine, two cups and one mawwal’



182

Example B

Matla“

Dawr

New Words to Old Tunes

Sl aalB L iy W L) Sl L L
Sahitnd mal‘ab li-l-khayl // W-jaw’itna °l‘it ash‘ar
‘Our arena is a playground for horses’ //
‘And our troupe is a citadel for poetry’

DU AT )5 BISON I L & L
Mibniyyi ‘a jnah il-layl // B-kilmit niiri w-kilmit nar
‘Erected on night’s wings’ //
‘With words of light and words of fire’

AU O, Ol g ad W old 55 0L
Lamma n-nahr izra‘tu dyab // Sha‘ri shab iw-khaf id-dahr
‘When in the river I planted wolves’ //
‘Its hair grew white, and fate was scared’
O[OS - N A SV 1P

Khafi d-dahri w-sha‘rii shab // Lamma dyabi zra‘ti n-nahr
‘Fate was scared, and its hair grew white’ //
‘When wolves I planted in the river’

g Sl N b ey 5k
Blawhi w-mismdrayni w-bab // Sab® il-ghabi hbastii shahr
‘With one board, two nails and one door’ //
‘The lion of the jungle I imprisoned one whole month’

£ oAl ot ol ) e i
Hbastil shahri l-sabi I-ghab // B-mismari w-babayni w-lawh
‘T imprisoned for a whole month the lion of the jungle’//

‘With one nail, two doors, and one board’

Sleas Sy sy
W-lawhayni w-babi w-mismar
‘And two boards, one door, and one nail’

Several features are apparent in the two examples above. With

specific reference to Example A, the nine-hemistich dawr consists
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of two major divisions. The first four hemistichs break into
phrases or clauses, two per hemistich, with the following internal
rhyme:a’b’ //ba,cb //ba

Example A
Bza’fit kaff  bnay-na’-sas W ‘al-mitras ish-sham-l-il-taff
a’ b’ b’ a’
Iltaff-ishamli  “-lal-mitras ~ Bnay-na’-sas b-za’fit kaff
c b’ b’ a’

Each phrase or clause is further divided into two words: a": 1)
za’fit and 2) kaff; b': 1) bnay-na and 2) ’sas; b': 1) a and 2) mitras;
a": 1) shaml and 2) il-taff; c": 1) il-taff and 2) shaml; b": 1) 1a and
2) mitras; b": 1) bnay-na and 2) ’sas; and a': 1) za’fit and 2) kaff,
altogether adding up to 16. When the words are numbered in
order from 1 to 16, the following internal rhymes obtain: 1/15,
2/8/9/16, 3/13, 4/6/12/14, 5/11.

Example A

Bza’fit kaff bnayna ’sas W-‘al mitrds ish-shaml iltaff
1 2 3 4 5 6 7 8
Iltaff  ish-shaml “lal mitras Bnayna ’sas bza’fit  kaff
9 10 11 12 13 14 15 16

In addition to this mosaic of rhyming words, phrases, and clauses,
there is a clear transposition of the words in clauses a’ and c/,
shaml and iltaff versus iltaff and shaml. The rest of the clauses are
repeated without transposition.

Involved as these divisions and subdivisions are, they are
predictable and thus enable the educated zajal audiences to be-
come actual participants in the song.

The second major division consists of the last five hemi-

stichs in the dawr.
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{Bdaff-iw-miwwalay-niw-kas} // {’Ba-lin-na-siw-’if-na saff}

1 2
{Saff-iw-’if-na’>-ba lin-nas} // {Bmiwwal-iw-kas-iw-daffayn}
3 4
{Wdaff-iw kasayn-iw-miwwal}
5

(Within the whole dawr, these are hemistichs 5, 6, 7, 8, 9.)

This time around audience participation is further encour-
aged by predictable strategies of a slightly different kind. Three
words are introduced in hemistich number 5, two in the singular
and one in dual form: one daff, two miwwals, and one kds. These
words then go through a different sort of transposition in hemi-
stichs 8 and 9, with daff in 5 appearing in dual form at the end
of 8 and with kas in 5 becoming kasayn in dual form in 9. It is
important for one of the words in 5 to rhyme in its singular form
with rhyme a of the matla‘. Thus miwwalayn (dual, two miwwals)
or miwwal (in singular form) rhymes perfectly with a of the
matla‘. Hemistichs 6 and 7 repeat the internal rhymes of the pre-
vious four hemistichs (but not the actual words) and the transpo-
sitions that take place in hemistichs 2 and 3 of the first major
division of the dawr.

While such complicated features suggest a great deal of de-
liberateness and artificiality on the part of the oral poet, they
nevertheless enable the accomplished poet to improvise, pre-
cisely because the genre has a clearly delineated structure and a
relatively small number of rhyming words, phrases, and clauses.

The etymology of the name mukhammas mardiid presents a
problem. Mukhammas suggests that we are dealing with quintu-
ples, arrangements of lines or metrical units in fives, but nothing

on the level of structure or metrical feet allows for the
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nomenclature of this genre. The matla‘ consists of four hemi-
stichs, not five, each of which is rendered with four distinct mu-
sical beats and four stressed poetic syllables. The dawr follows
the same poetic stress pattern as the matla, and the rhyme
schemes of both the matla‘ and the dawr cannot be grouped into
quinary systems or arrangements. Antiin ‘Akkari claims that

Al-mukhammas al-mardid refers to any zajal composition

whose matla‘ is comprised of four hemistichs and whose

dawr has been quintupled by responding to (or returning

to) the third hemistich. This is the derivation of the terms

mukhammas and mardid. It (this method) can be found in

the various genres of colloquial poetry such as the

ma‘annd, the garradi, the qasid—both short and long vari-

eties—and other (genres).®
This bewildering statement does not accord with the huge num-
ber of mukhammas mardiid compositions available in print and on
tape throughout Lebanon and clearly identified by poets as
mukhammas mardiid. How the dawr is ‘quintupled’ by returning
to the third hemistich (of the dawr, one would suppose) is not
made clear. Nor does ‘Akkari offer a specific example. The two
examples above bear no such claim. As to ‘Akkari’s statement that
mukhammas mardiid may be ‘found’ in ma‘anna and qasid compo-
sitions, I have yet to see one such example, except perhaps that
some ma‘annd and qasid compositions, and there is ample proof
to such a claim, may employ the kind of repetition and transpo-

sitions discussed above as formal features of mukhammas mardiid.

% <Akkari 1986, 49.
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It seems to me that ‘Akkari, like other Lebanese writers on zajal,
confuses genre with rhyme schemes and other poetic features.

Still, where does the name come from? Since mukhammas
mardid is sung to a strict musical tune, part of the answer, at
least, should be sought in music. As the musical transcription be-
low makes clear, it is highly probable that the early singers of
mukhammas mardiid were speaking in musical terms of the musi-
cal return (da capo) of the last hemistich (9) in the dawr, to the
matla‘. This explains the term mardiid (literally ‘that which is re-
turned to’). As for the word mukhammas, it is equally probable
that the ‘quintupling’ sense of the word refers to the fifth hemi-
stich of the second major division of the dawr (hemistichs 5, 6, 7,
8 and 9) which initiates the play on the three words daff,
miwwalayn, and kds. In this second division hemistich 5 (or 9 in
the dawr) ends the play on words begun in hemistich 5 of the
whole dawr or hemistich 1 of the second major division. In other
words, the fifth hemistich of the second division returns to the
fifth hemistich of the whole dawr. When I presented this expla-
nation to Tawfiq Abdo, a well-known zajal poet, he admitted that
he composed his mukhammas mardiid pieces with precisely this
explanation in the back of his mind, but that he could not express
it in words.

When the mukhammas mardiid is introduced in a verbal
duel or a less formal occasion, a poet sings the matla‘ and follows
it with his dawr. The chorus and the audience take their cue from
the last hemistich in the dawr and sing the matla“ again. Another
poet then introduces his own dawr, ending it with a rhyme that

‘returns’ to that of the matla‘, and so on. While the various dawrs
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vary their rhyme schemes, the transpositions in the second divi-
sion are executed in the same manner and the last word in the
dawr is made to rhyme with the last word of the matla“.

Clearly such artificial word-transposition is not conducive
to verbal duelling in the strict sense of the phrase, the emphasis
being on wordplay in mukhammas mardiid rather than on theme
and topic. However, since the poet’s strategy in a verbal duel is
to prevail in an argument, it is important for the poet to establish
rapport with the audience by demonstrating his or her knowledge
of rhyme and wordplay. Moreover, if the poet has a good voice
in singing, this can only earn him or her points in the context of
the whole duel.

The musical transcription below is of a popular song by
Fayrouz, Lebanon’s most famous female singer, and her male
counterpart Nasri Shamsiddin. As part of a longer operetta enti-
tled ‘A Love Poem’, it is intended, in my opinion, as a musical
ornamentation to highlight the theme of love in the operetta. It
is chosen here because the sophisticated music accompanying it
represents clearly the beats, accents and ornaments employed in
live zajal performances and because the dawrs that follow exhibit
slight variations in form and length, typical of musical adapta-

tions of zajal genres.


https://youtu.be/BXvyNfws3uY?si=QRdq9P9u8TIsdig3
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Figure 30: Mkhammas mardiid*’
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2@d Recording 28: A recording by the author can be accessed at
g&gﬁ% https://hdl.handle.net/20.500.12434/a172c611.

The matla‘, or choral refrain, resembles the standard matla‘ of the
previous two examples. The dawr, however, is rendered in five
hemistichs, the first and third of which introduce two different
sets of three-word phrases. Hemistich 3 initiates the word-trans-
position-play familiar in mukhammas mardiid compositions. The
dawrs that follow consist of five hemistichs each and repeat the
form of the first dawr, except for the second dawr which initiates

the three-word transposition in hemistich 3 only:

% Music was transcribed by Professor Manny Rubin, Professor of Music
at the University of Massachusetts, Amherst. A video clip can be found
here: https://youtu.be/BXvyNfws3uY?si = QRdq9P9u8TIsdig3.


https://hdl.handle.net/20.500.12434/a172c611
https://youtu.be/BXvyNfws3uY?si=QRdq9P9u8TIsdig3

Fayrouz

Matla“

Nasri
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slas C;LL; B0 il a3 ol
Bab il-biwwabbi b-babayn // *Fiili wi-mfatih ijdad
‘The gate consists of two doors’ // ‘locks and new keys’
s o 285 N 0 B 2
‘Al biwwabi fi ‘abdayn // il-layli w-‘Antar Bin Shiddad
‘At the gate there are two black (men, things)’ //
‘The night and Antar Bin Shaddad’

S Gl L sl 8 s
Hilwi w-shibbakayn iw-dar // Lashi’ ghatt il-‘ashi’ tar
‘One pretty girl, two windows and one house’ //
‘The lover alights, the lover flies off’
53 a5} pslie W Sl U5 ek
Naghm iw-nar iw-iwwadayn // ‘Iwwadayn iw-naghm iw-nar
‘One tune, one fire, and two oud players’ //
‘Two oud players, one tune and one fire
S35 ki b
W-narayn iw-naghm iw-‘iwwad

’

‘Two fires, a tune and an oud player’
(matla‘ repeated)

Calal) g SMalE) a3\ 35 clay, g |
Ya hilwi lli rifik raff // Btimshi w-khalfik yimshi s-saff
‘O, pretty one with fluttering eyelashes’ //
‘You walk and people queue up behind you’
28y D355 33N p3I5)5 2a8Ty S5
Daff iw-kaff iw-riddadayn // Riddadayn iw-daff iw-kaff
‘One tambourine, one palm (of hand) and two chorus

members’ // ‘Two chorus members, one
tambourine, one palm’
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5135 033y Sy
Wkaffayn iw-daff iw-riddad
‘Two palms, one tambourine and a chorus member’
(matla‘ repeated)

Fayrouz

o ol B ) L5 2565
Sahra w-’dfiltayn iw-khayl // L-‘atmi mayl in-nijmi mayl
‘One desert, two caravans and horses’ //
‘Darkness on one side, the star on the other’
Fahm iw-layl iw-hiddadayn // Hiddadayn iw-fahm iw-layl
‘Charcoal, a night, and two blacksmiths’ //
‘Two blacksmiths, charcoal and night’
W-laylayn iw-fahm iw-hiddad
‘Two nights, charcoal and one blacksmith’
(matla‘ repeated)

Nasri

A QAT K i gl
Khawkh iw-rimman iw-sibbayr // Ymassikun ya ahl il-khayr
‘Plums, pomegranate and cactus’ //
‘I bid you good evening, good people’
A i) 3o W 3 ) i
Jift iw-tayr iw-siyyadayn // Siyyadayn iw-jift iw-tayr
‘One shotgun, one bird and two hunters’ //
‘Two hunters, one shotgun and one bird’
2bery cdry by
Wtayrayn iw-jift iw-siyyad
‘Two birds, one shotgun and one hunter’
(matla‘ repeated)
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The unifying theme of these vignettes is love. The power of sug-
gestion is managed here in words resembling idiograms, that al-
low the audience to write out, as it were, the various love scenes,
without the intervention of logical connections and narrative se-
quence. The same power of suggestion is evident in Examples A
and B above, except that in those examples the theme is that of
boasting and vainglory. In all cases, mukhammas mardiid compo-
sitions invite audience participation, by enabling the audience to
partake in the creative act of composition.

In terms of the overall musical structure, this is a profes-
sional rendition of a folk melody and text, which shows sophisti-
cated adaptation of folk material for modern performance. The
song consists of a refrain and dawrs, sung by Fayrouz and Nasri
as alternating soloists followed by choral rendition of the refrain
preceding and succeeding each dawr. Variations and melodic ex-
cursions are introduced for each new dawr to avoid literal repe-
tition. However, the melodic material remains basically the same
throughout the song even though some of the variants add extra
measures or modify key structural pitches.

The rhythmic activity of each dawr increases toward its
end. Each phrase ends with a brief downward flurry of motion
that mirrors the same idea in miniature, imparting a sense of
structural cohesiveness to the whole.

Structurally the refrain consists of two phrases (transcribed
above as full 4/4 measures) combined in a question—-answer (an-
tecedent—consequent) format into a two-measure phrase which is
then repeated. The pulse is regular and strongly marked. The

structure of the verse, on the other hand, is extended in its fifth
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measure, corresponding to the fifth poetic phrase. This may ac-
count for the allusion to ‘five’ (mukhammas) in the name of the
genre. Moreover, there is the sense that the last line of the music
‘returns’ without stopping, or breathing; it ‘falls into’ the refrain
without pause.

The musical accents coincide with the beats, heavy accents
fall on the poetic syllables 1, 3, 5, 7 and produce a typical qarradi
metre. This coincidence characterises all poetry in the nagm style,
where the music writes the poetry. The musical formula is ready-
made, and the poet’s function is to fill the formula with words,
observing the strict trochaic pattern imposed by the musical me-
tre. Finally, because the musical metre is essential to the compo-
sition, writing the poetry as it does and dislocating poetic and

natural stress patterns, it ceases to be language-specific.



CONCLUSION

This book has journeyed through the vibrant world of Lebanese
zajal, exploring its rich traditions, intricate metrics, and cultural
significance. The Introduction’s nostalgic recounting of a 1958
zajal event sets the stage for an in-depth study of this cherished
form of oral poetry. Zajal, with its competitive poetic duels and
communal performances, is more than a cultural pastime; it is a
dynamic expression of Lebanese identity and creativity, deeply
embedded in the country’s social fabric and diaspora communi-
ties.

Chapter One laid the groundwork by defining key terms
and establishing a methodological framework for analysing the
metrics of zajal. This chapter highlighted the critical role of music
and chorus in proper scansion, emphasizing the inclusion of
stress in analysis—an aspect often overlooked in earlier studies.

A review of existing scholarship followed in Chapter Two,
highlighting the contributions and limitations of previous critical
approaches. Much of the existing criticism is marred by impres-
sionistic statements, contradictions, and a notable lack of docu-
mentation. Crucially, the absence of music, song, and stress in
earlier metrical studies was noted, setting the stage for a more
comprehensive approach.

The relationship between fusha and zajal meters was ex-
plored in Chapter Three, illustrating how certain zajal meters are
derived from classical fugsha meters. Through a case study of an
early zajal by Sulayman al-Ashliihi, key meters like al-rajaz, al-

ramal, and al-basit were identified, posing important questions

©2025 Adnan Haydar, CC BY-NC 4.0 https://doi.org/10.11647/OBP.0424.07



194 New Words to Old Tunes

about their quantitative, qualitative, syllabic, and stress-based
characteristics.

Chapter Four delved into the role of stress in both fusha
Arabic verse and zajal, identifying two musical styles—nathr al-
naghamat and nagm al-naghamat. An original methodology for
scanning ma‘annd and qarradi pieces was developed, creating a
framework that superimposes musical stress on poetic stress.

The garradi genre was explored in depth in Chapter Five,
tracing its development from Maronite hymns and folk poetry to
its contemporary forms. Musical transcriptions and analyses of
various styles were included, drawing connections to Hispano-
Arabic prototypes, and showcasing the genre’s rich diversity.

Finally, Chapter Six focused on the musical transcription
and scansion of popular genres such as ‘ataba and mijand, along-
side forms like the qasid, al-hida, and al-mawwal al-baghdadi. This
chapter demonstrated the use of oral-formulaic strategies by po-
ets and highlighted the intricate relationship between musical
meter and linguistic stress patterns.

The study concludes that a comprehensive understanding
of zajal requires a holistic approach that integrates music, stress,
and the role of the chorus (riddadeh). These elements are essential
for accurately describing the metrics of Lebanese zajal poetry.
The methodologies developed in this research not only deepen
the appreciation of zajal but also provide valuable tools for ana-
lysing other oral traditions.

In closing, Lebanese zajal stands as a testament to the en-
during power of oral poetry. It is a living tradition that bridges

the past and present, connecting communities through shared
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language and music. By situating Lebanese zajal within the
broader landscape of Arabic and Mediterranean oral traditions,
this book honours the creativity and resilience of poets who con-
tinue to enrich this vibrant cultural heritage. Looking ahead, this
study aims to inspire further exploration and appreciation of the
intricate artistry behind Lebanese zajal and its place in the world

of oral literature.
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