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BEDOUIN WOMEN 'S POETRY IN SOUTHERN TUNISIA

POESiA BEDUINA FEMENINA EN EL SUR DETUNEZ
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Abstract
This article deals with poetry and songs performadicularly by women in the Be-
douin dialect of the Mazg tribe in Southern Tunisia. The poems are trahedrand
translated. It is differentiated betwegné which means simply “song” andibhiz
which are lullabies.

Resumen
Este articulo se ocupa de la poesia y cancionesajuponen especialmente las mu-
jeres en el dialecto beduino de la tribu de losa¥lg, sur de Tunez. Los poemas se
transcriben y traducen. Se diferencia egtié que simplemente significa “cancion”,
y rubhiz, es decir, canciones de cuna.
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Short poems sung or recited by women are céliad, in the singulagunnaya
Lullabies which will also be dealt with here ardled rubhiz. Most of the poems
presented in this paper were recorded during tls¢ gaveral years in the oasis of
Duz, which is southeast of the tSal-Garid in Southern TunistaThe inhabitants of
Duz are of the Meazig tribe. The songs are transcribed in the Bedoizilect of the
Marazig and translated. They give a glimpse into the kjcit repertoire of the Be-
douin women of Southern Tunisia.

’¢né is the prerogative mainly of older women. As is tase with other traditions,
elderly women complain that younger women are mgdéo capable of singing these
songs and do not know the words of ever well-knaerses sung at special occa-
sions, let alone being able to compose versesdmshblves. Women of the younger
generation consider these kinds of songs as oldeiasd and thus pay little atten-
tion to them. Consequently the recording and pwsgrof women’s poems is an ur-
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1 Some of the songs were dictated to me and | viheten down rather than recorded them.
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gent matter because such songs are on their walylitdon?. When | recorded some
marriage songs at a wedding, the women told mevedtels that they had only sung
because the electricity was out and the cassetteder did not work.

Following Bil-Gét's arrangement, i84f bin Muhammad (on http:// marsad.
blogspot.com/2009/12/blog-post_29.html) lists amamgmen’s poetic genres la-
mentations of the dead, wedding songs, cradle s@uoggs sung at circumcisions,
grinding songs, and weaving sofigShe chief characteristics of women’s poetry
that he mentions are its short length and simple.sThis poetry often consists of a
mere handful of verses — sometimes a single lioeeat that nevertheless can much
move the listeners. According to i§8bin Muhammad, metaphors and similes are
frequent in this kind of poetry. Many good examptdswomen’s poetry can be
found on http://marsad.blogspot.com/2009/12/blogtp?9.html. From among them
I will cite two examples. They are given in Aralna the website: the following
transcriptions and translations are by myself. Wnftately the authors are not na-
med.

mis razli w-mzhi§ day mgami

ger fi-z-Zbin *msayf'rat ayyami

“He should not be my husband

and this should not be the place where | live.

It is only that my days [i.e. my life] are strung my forehead”.

hadid Srku mak’s hadid mnazil

ger min $*waz l-ayyim dirtakrazil

“(You are like) the iron of barbed wire and notdithe iron of sickles.

Only the unfair twists of the days [i.e. of life]asle me take you as my
husband”.

Women usually sing their songs together with otvemen, but sometimes by
themselves. The important thing is that the somgsat performed in front of mén
They can either be sung, or simply recited as po&en sung it is mostly (at least
this is true for songs sung at special occasiongjowt the use of musical instru-
ments with a very strong high-pitched voice that saund like shouting. Unless fa-
miliar with the words of the poem, even memberdhef local population cannot
understand what is being sung. Meaningless sybabte added between the sylla-
bles of the poem’s words, which makes them diffidol identify. Abu-Lughod
1986, p. 178 writes, “When sung, either when peapéealone working or at formal
occasions such as weddings or circumcision cerezapghinrawas are ‘charac-

2 Abu-Lughod 2006, p. 1023: “I had thought, wheneft IEgypt after my first period of
fieldwork in 1980, that the Bedoughinnawa was dying out”. P. 1025: “... were not, after all,
dying out. Bedouin love songs were taking on difiémeaning and force, having been given
new life by the advent of the cassette”.

3 In the dialect the first namesHifnmad and Miaummad exist. Whenever it is not clear from
Arabic script which one is meant, the form Munmad is used.

4 See Yelles-Chaouche 1990, pp. 145-159 for an ceeraf the (female) oral repertoire in
Tlemcen.

® See Abu-Lughod 1985, p. 252: “The persons with whame is most likely to share poetry
are those individuals from whom one doestapashsharh
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terized by a high-pitched chanting, the repetitddrwords within the verse and the
stretching out of single syllables into whole métoglassages’ (Smart 1966, 206)”.
The female singers and/or informants whose sorgprasented here were:
Maryam B. (about 75), Mbka (about 50), Mirka D. (deceased; the poem was
recited by her daughter-in-law), Maryam X. (abo0),7Fayza (about 45), Salma
(about 65)SESa (about 78), and a group of six women recordedvatdding in July
2009.

a) Songs for special occasions:

Women perform their songs at special occasiondestivities like weddings and
circumcisions. They can be sung by one woman oa lgyoup of women. These
short songs usually consist only of a single vavih two hemistiches that rhyme
with each othér They are part of the oral literary heritage oé tedouins, and
therefore have a fixed arrangement of verses amdsatbat are known by every wo-
man — with the exception, as has been mentionettheojounger generation, which
does not seem to be very familiar with them.

Some of the songs for special occasions preseresldan also be found in my
forthcoming book (Ritt-Benmimoun 2011, pp. 236-24@here they are translated
into German.

The following examples of songs presented by woraemircumcisions were
recited to me by Maryam X. and Fayza:

ir-rahhar Zana w-#ib *zbayra

w-"tharat il-gali in-Sa//a tasbah barya

“The circumciser came to us and brought with hisKi.

The circumcision of the precious one will, God imifj, be healed by
morning”.

hagdarna |-hasir w-hammasnat-tyab

w-haddarna mueummad w-iS-&an gab

“We prepared the mat and roasted the sand.

We made (the prophet) Mummad present, whereas the devil was away”
farraSna lhasir w-haddarna t-trab

haggarna muummad w-iS-4&van gab™

“We put the mat on the floor and prepared the sand.

We made (the prophet) Mummad present, whereas the devil was away”.

® The formal aspects (rhyme, verse etc.) are ndt dith in detail here.

As to wedding songs, Boris 1951, p. 153 distingsshetween couplets callgagwwiii and
songs comprising three lines. In Boris 1958, p. @8waki is explained “chant de femmes, a
vocalise prolongée”.

" A similar example is also found in Louis 19791p4.

8 Boris 1958, p. 127: “dessécher légérement (le ¢aige) dans le poéle rondagin), faire
chauffer sans durcir simplement pour griller*. Tiwasted sand is spread over the mat on
which the boy will be circumcised and laid afteg tircumcision.

®In al-Marzigi 1984, p. 24 this verse idayradna lhasir w-garbalna t-tab haddarna
murammad w-iS-Sagn gab.
10 A similar text is found in al-Magi 1984, pp. 23f.
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The above two examples illustrate how very formuthis poetry is and how va-
rious words or phrases can easily be replacedatftérs. But it also illustrates how
this poetry is threatened with oblivion.

tahhir ya myahhir sahh ajlah idik

la tazi¢ wlidi la naggab ¢alek

“Do the circumcision, O circumciser! May God makeuy hands firm and
healthy.

Don’t hurt my little son so that | won't get angmjth you™™.

In this society, a wedding is the most importargrévin a man or woman'’s life.
Because of this, wedding songs are very numerolbsy Express joy and contain
many felicitations and blessings. When celebrativigwedding of others, a mother
thinks about her own sons and wants them to expezi¢the same happiness and to
marry soon (the following three verses were reditethe by Maryam X.):

ya xalgi in-3alla |- ¢giba linna

w-"nhizz kiswta w-nadar il-xayt fi-l- sinna

“O my Creator, God willing, the same will soon hapgo ust?

| take the clothes from him [to the bride]

and | am present when the henna is applied”.

ya sednas-suftan yigwi gayyak

w-in-Sallal-fadara I-kull talhag zayyak

“O our lord, the sultarlf May your light shine.

God willing, all the unmarried young people willroe as far as you”.

The women also sing while baking the traditionatidiag bread at night:
ya ragdin in-nom rnzgu sallu
ngiilhum ¢al-a//ah biban il-f'raz yimallu
“O you, who are asleep, get up in order to pray.
| say to them: Relying upon God will open the doafrsalvation”.

The following verse, recited by Maryam B., exprasfiee happiness the bride-
groom’s mother feels about her son’s marriage:
ya s&di ma-brak rhari
w-lhig’t farhak™ ya gali
“Oh my happiness! How blessed is my day.
I have lived to see your wedding, O precious one”.
By contrast, the bride’s family, who must bid théaughter farewell, is very sad.
The female family members sing about her and cer tver (this verse was recited
to me by Maryam X.):

1 This example is also found in al-Magt 1984, p. 23, and a modified example in Louis
1979, p. 184 and in Sonneck 1902, p. 163 (tramslati Sonneck 1904, p. 275).

12 Ljt.: “... is the sequence for us”, i.e. hopefullyr sons will also marry soon.
B The groom is called “sultan”.
¥ fa’h means “joy” as well as “wedding”. See Boris 1958457 “joie; féte de famille”.
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fi-l-aman ya rim iz-Aiba

il-furga lazma kkin s'siba

“Goodbye, the herd’s white gazelle!
The separation has to be, but it is hard”.

Boris 1951, pp. 128f., al-Maiigi 1984, p. 91 and al-Maiigi 1967, p. 214 present
another piece of poetry of an entirely differemeaegarding the bride’s separation
from her family:

falas tibki ya I-uxayya  txasri dant(tik

bin fammik &igik w-ummik Ztik

“Why do you cry, little sister?

You lose your tears in vain [i.e. there is no reafaw crying].

Your husbant is your first cousin and your mother is your néighr™®,

Maryam B. recited the following song at someone’slsvedding expressing her
wish that her own son may marry soon:

yéud falayy il-fa’h nalhag zayya

’txuss z’fta l-il- 268 w-ummahayya

“May God let the happiness come back to me.
May | experience one like it.

May his litter [carrying the bride] enter the house
when his mother is still alive”.

Because their content and meaning are quite dlearfollowing verses are trans-
cribed and translated without commentary. All adfrthwere recorded during a wed-
ding in Daz in July 2009 and were performed by a group ofxgnen:

mabyik ya gali ¢alek {arasak

w-bikrak wiad yakab fala banosak

“Congratulations, my dear one, on your bride.

May your first child be a boy that plays on ydanas’.

When | recorded this song, it was sung with thiofeing word ordet”:
falek farosak
w-mabyik ya gali (alek farosak
falek farosak

5 Lit.: “your cousin”.bin fammiis used by older women instead of the wat#li “my hus-
band”.

18 Boris’ translation is as follows:

“Pourquoi pleurer, petite sceur,

oui, pourquoi donc gacher tes pleurs?

(Que craindre d’) un cousin germain!

Ta mére et vous restez voisins”. (Boris 1951, p)146

7 For word order in the poetry of the Egyptian A®KAIT see Abu-Lughod 1986, p. 180:
“The only general rule about word order is thathait the first word of the second hemistich
are always sung first, followed by the words of fingt hemistich, and, near the end, the who-
le song from beginning to end including the missiimgt word of the second hemistich is
sung more or less in the correct order”.
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w-bikrak wlad yakab fala banosak
bikrak wlad yakab ¢ala barnosak
haga (irsak ya {azz wsafi
w-bafdakd'lela w-hardat akefi
“That’'s your wedding, O dear one and pure one.
After you [i.e. without you] (I am) humiliated amdy shoulders are cold [i.e. no
one is there to protect me anymore]”.
Like the previous song, it was sung with the folilegvword order:
faziz wsdafi
haga {irsak ya fazz wsafi
{azz wsafi
w-bafdakd'léla w-bardat aktafi
basdakd'lela w-bardat aktafi
il- ¢irs nir¢u frh linna mudda
8fag sams min tit is-shab tfadda
mizlah mi-nagdar Zmela rrudda
“We have been waiting for the wedding for a longei
Sunbeams made their way through the clouds.
It is impossible for me to return the favors theayn [lit.: the master of the wed-
ding] has done for me”.
haday (irsak ya fazz falayya
nalgak marZifi {agab il-{ayya
nizmih hatta |-miat fi-kir fayya
“This is your wedding, you, the one who is deami®.
| pin my hopes on you after the exertion.
| celebraté® (your wedding) even when | am very ill and cantive anymore
[lit.: even when death is at my feet]".
hagday (irsak yi {azz (alayya
ya rahti Sugb i8-&a w-il-fayya
“This is your wedding. O you, the one who is deamie!
Oh my recovering after affliction and exertion!”

In this verse the singer wishes her son, who is getting married, further joy —

presumably in the form of his first child:

yfuda falek il-fay’h ya magnini

ya zahwga/bi ya r'bi¢ *Syani

“May He [i.e. God] let you feel happiness once agaiy beloved one.

O joy of my heart, spring of my eyes!”

Zbadnzh (irs il-basar rabbi ytimm

yaZal mdamageéz taywa I-umm

“We brought the wedding of the man to mind.

May God bring it to a favorable issue.

8 Ljt.: “I protect”.
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May He make its completion [i.e. that of the wedgditike the rain with
which the (groom’s) mother quenches her thirst”.

{irs I-°¢zaz in-Salla f7%-la

kull min yZna gef “rruddo-la

“God willing, we will live to see the wedding ofdtbeloved ones.

We will try to return to every guest that comesiso(his favours)”.
hazzibfalehum w-I12hZab mn-d/a

kull min 8bazihum fal-muzummadsal/a

“Protect them [i.e. the sons] from evil forces. teantion like an amulet comes
from God.

May everyone who sees them out of admiration exgldlay (the prophet)
Muhummad be blessed!”

Three songs similar to those quoted above are diyaal-Marzigi 1967, p. 210 in
Arabic. They are sung by the women at the beginointhe wedding festivities to
express their joy:

hada (irsak ya gali
ya zahw lali
nizmih ida rad il-¢ali
“This is your wedding, O dear one, joy of my mind.
| celebrate it if that is what the Exalted [i.e.d}avants”. [i.e. if God lets her
stay in good health]
and _
hada n-rhar illi nib gih
w-il-ga/’b §zhih
yazal murammadhadir fih
“This is the day that | love and that the hearg®for.
May He make the (prophet) Mammad attend it°.
and
hada n-rihar illi b géta
w-"1hig’t reta
nalkag’(rosa fi-beta
“This is the day that | loved and that | lived loagough to see.
| lived to see his bride in his house”.

b) Individual and personal songs:

These little poems or songs are sung or recited lypman when, for instance,
alone while occupied with work like weaving, wagiiror while with another wo-
man. They express a woman'’s feelings and thougidsage a way of coping with

19 Some other wedding songs that are not cited hamebe found in al-Maimi 1984, pp.
100-104, al-Maragi 1967, pp. 210-217, Boris 1951, pp. 153f. and Ldi®ig9, pp. 304-310.
For Central Tunisia see al-¥aisi 2007. For Takina in the Tunisian #hil see Marcais &
Guiga 1925, pp. 168-177 where many wedding soregsitad.

20 The same song is cited by Marcais & Guiga 1925]1ppf.
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the strokes of fate and with unfamiliar situatiohsFeelings like grief, disap-
pointment, longing, and loneliness are often exg@ésn such J)oetry. Death and se-
paration are particularly frequent themes of thétle poems®. A beloved family
member, like a child, a brother or a mother, isallgithe subject of such a poem. In
contrast to the ceremonial songs of group a), gregnal songs of group b) have a
prevailing negative mood and are not used to esppasitive feelings like hap-
piness and joy.

This type of poem or song seems to correspondesdngs recorded and trans-
lated by Lila Abu-Lughod among the Aad SAlT of the Western Desert in Egypt,
where they are calleginnawa “little songs” (Abu-Lughod 1986, p. 27) They can
also be compared to the so-callmdliliya songs of the women of the Hamma
tribe in Central Tunisia, which are called by tim@me because each poem starts
with the syllablesa la |la ya. These short poems consist of only one and a leaif v
ses and are a way for a woman to express her thoagh feelings (see al-3ist
2006).

Although such poetry is prompted by special perkdrighly subjective, events,
similar formulas are used in the poems and repehtedhe individual women
composers. Thus the situation seems to be sinailtiteg one described by Abu-Lu-
ghod 1985, p. 257 for the Aad SAIT: “When individuals recite poems, they either
appropriate them whole from the cultural repertooe compose them by drawing
on a common stock of themes, metaphors, phrasdsstamctures. They combine
these formulaic elements or elaborate on themdsmitaditional constraints, con-
sidering questions of authorship immaterAal”

Another feature this poetry has in common with soags described by Abu-
Lughod is brevity: “...thgghinnawa is composed of only one line of approximately
fifteen syllables, divisible into two hemistichesnd can be sung or recited by
anyone” (Abu-Lughod 1986, p. 178). The majoritytbEé poems presented here
show the same structure as the songs belongitg toeremonial poetry of group a).

The first poem is about Maryam B.’s eldest son. &maposed it in 1980 when he
went to the army and was stationed at the Northistam town of Binzirt, 600 km
from Daz, where the family lives. It was the first sepamatfrom one of her children
suffered by Maryam B., which she found very hartyear:

ya zahwga/bi ya r'bi¢ *Syani
w-Zat gu’stak birgir’t ya magnini

21 Compare Abu-Lughod 1985, p. 247: “.. that peoplm tto poetry when faced with
personal difficulties”; and Abu-Lughod 1986, p. 3The ghinmawa can be considered the
poetry of personal life: individuals recite suchepg in specific social contexts, for the most
part private, articulating in it sentiments aboheit personal situations and closest rela-
tionships”.

22 Abu-Lughod 1986, p. 270: “The sentiments are thosehe difficulty of parting, the
longing for those far away, the sense of emptiatss loved ones have gone, and the misery
of having no news”. For other themes in the podegcribed by her see Abu-Lughod 1986,
pp. 268-271.

3 See also Abu-Lughod 1993, pp. 243-256. Accordingtiu-Lughod 1986, p. 178 this poe-
try is also recited at weddings and circumcisions.

24 For the use of formulas see also Abu-Lughod 1pp6262-268.
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“O delight of my heart, O spring of my eyes.
Your lot came to be Bisirt, my dear one”.
The following verse is also about Maryam B.’s etdssn far away from her in
Binzirt:
ya zahwga/bi ya simi anjara
yZ magknak fi-mdmal i-rayyara
“O delight of my heart, you with the beautiful eyes
You are now living near the factory for planes [Bit]".

The next verse, also recited by Maryam B., diffecsn the former only slightly.
This again shows the formulaic composition of theseses and the interchangeabi-
lity of words between them:

ya zahwga/bi ya snih anjara

Zat gu’stak fi-marmal ir-rayyara

“O delight of my heart, you with the beautiful eyes
Your lot came to be the factory for planes”.

In the following verse Maryam B. addresses a mdled¢&Abd-Alla, who is also
in her eldest son’s situation, doing his duty fa@ homeland, and asks him to take
care of her son. This song was most probably soray with SAbd-Alla’s mother.
In this verse we learn that Maryam B.’s son’s nasndhimmad:

’mhimmad tfigak xik ya fabd-g/a

w-ras i5-8har tafru alena ralla

“M himmad is your companion, your brother$8bd-Alla.
At the beginning of the (next) month pay us a Visit

Another verse, in which Maryam B. addresses theesson, shows how much she
misses him and how much she longs to see him again:

ya zahwga/bi ya {azz (alayya

w-taj/at xayalak xer min maliya

“O delight of my heart, you who are precious to me!
Your coming is better (for me) than wealth”.

In the following verse Maryam B. sings about heurygest brother, who was at
that time in military service. In contrast to thermal character of this type of poe-
try, information about the subject of the poemiieg here, as well as feelings ex-
pressed:

’Stahast w-rwalat (alena I-geba

w-yZ masknak ven °ntfé bi-rgeba

“I miss (you) and your absence became long for us.

You are now living where (the former president)-Bgeba was brought into
exile”. [Manzil Ba-Rgeba]

Maryam B. composed the following verse from heldren’s point of view con-
cerning the absence of their uncle, her youngesther. He does his basic training
in the army during the month of Ramadan:

ya xal “mwalat ¢alek il-midda
w-runvan la salak falek *trudda
“O (maternal) uncle, the time (of your absence)dnee long.
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If you owe Ramadan fast days, you must give theok bait”.

Although not evident from the words, this versal®ut Maryam B.’s youngest
son, who lives in Europe:
tal il-m'de w-il-wah’$ yi magnani
ya zahwga/bi ya r'bi¢ *¢yani
“The duration (of your absence) and the longingaoee long,
O my dear one.
O delight of my heart! O spring of my eyes!”

Perhaps her youngest son’s absence would be dasieer to bear if news from
the people who live with him in Europe would redwr, because, as she says, just
hearing his name is sweet for her:

la riz’l timSi |z habib yZni

w-simnaytak zayy ilfasal tirwmi

“No foot goes (to you) and none of your belovedsocemes to me.
(The sound of) your name is as delicious as hooeyng™.

In the following verse Maryam B. mentions how favag her son is and how out

of reach he is for her. The distance cuts herroffifhis life:

barrak B¢rd w-ma’bhak mirawwis

gillat habib-in yizslak w-y-awwii

barrak B$rd w-ma’bhak >armi

w-gillat habrb-in yis/ak w-yzni

“Your land is far away and your place of arrivahifong way off.

There are no beloved ones that reach you and caniehere.

Your land is far away and your place of arrival sigebelong to me.

There are no beloved ones that reach you and come’t

In the following verse Maryam B. asks her youngest to come back to his ho-
metown and to his family because the emptinesgftievhen he emigrated to Euro-
pe cannot be filled:

rawwiz ’l-wakrak yi {azz il-gali

w-famma’t wakr in-rizs w-wakrak #li

“Come back to your accustomed place,

O you who are precious and dear to me.

You live in the accustomed place of (other) people
whereas your place (here) is empfy”

Nevertheless Maryam B. wishes him all the bestagdod journey, anticipating
even from the moment of his departure their hajgoyion sometime in the future:

5 Lit.: “(The sound of) your name satisfies my thiike honey”.

28 Certain formulas and verses seem to be particuleidgly used. A similar verse is cited in
Marcais & Guiga 1959, p. 1198uwa:-labladek (var. -lwakr-ok ou -lwakreR ya-grib uzali x
ya-mtamma@ barr (var. -wakr) -onnzs ubayok (var. wakok, wakrek xali “retourne a ton
pays (var. “a ton gite”), 6 étranger expatrié! ® dai peuples la terre (var. “le gite”) des
autres alors que la tienne (var. “le tien”) resigeV This verse was first cited by Stumme
1894, p. 57.
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£'rig is-slama yi-lli msaggid Zzna

w-sifa sfeda kked? ta-tlagena

“May your journey be safe, O you who are leaving.

(May you experience only) good things.

May it be in a happy moment [and not because céradvement], O dear, that
you will meet us again”.

Maryam B. sings to her youngest son, whom she wistees with her. Only then
can she be happy and people will not always askwnimgr she is sad and in a bad
mood:

mitmannya nadik ya majgnani

w-are farha w-in-ras mz-ylamani

“I wished | could summon you, O my dear one.

Then | will be happy and people won't reprimand me”

The following verse shows how deeply hurt and dedpeSalma felt about the
death of her mother:

ya gabor hill il-b ab xan-nxuss-ilha

w-¢indi mwazi¢ fi-I- galob ta-ngil-ilha

“O grave, open your door so that | can get (inte tjrave) next to her.
| have pains in my heart that | want to tell heoab'.

Waiting especially for male family members is pafta woman’s destiny and
burden in this Bedouin society. Salma describesrtipatience she feels while wai-
ting for her brother to return home:

rafet wigaft mi+-fima¢ yizzni

w-ganrét wild ummi $azz yini

“I was waiting and standing (there). I've had endugnging.
| thought the dear son of my mother would comedb m

Maryam B. felt hurt when she learned that her lotiad had time to visit people
around her but didn't find the time to call on h&he expresses her hurt and amaze-
ment in the following verse:

as dirt-lak min¢eb walla zayya
atxartim ahdaya mi-fanit-$ hya
“What kind of shameful deed or something similat dilo to you
that you pass by next to me being unconcerned ahe@t
Mbarka D. felt deep grief when her grandson was inttlen of Dhéeba in South-
eastern Tunisia at the same time her son was ircéra
minni {azam ilgalab ya ti{deba
w-yinzil bén fransa w-adhéba
“My heart left me. Oh its torture!
It comes and goes between France Amdba”.
When Mlarka was faced with separation from her parents, csieposed two
comparatively long poems to express how much hegrps mean to her, how hel-
pless she feels without them, and how much sheesibem:

27 Actually it should sounétbeda.
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ane Stigethum lo¢zaz alla yZni mihal 1a ylamu w-b ykafini
hum wildaya w-baal ma-takba o¢mahum sayya
w-la Ifit hatta d-dzr tafrah biya yahar il-xafi |iy w-amganimi

ané w-ayyamhuméiilma miSatfalayya w-il-yom hini bakya wiSini
ané bafodhum na-saddradd {alayya hatta samad w-y¥mna w-manini
amreni sgir gaddzS-maganani
ane talba I-¢ali w-yardu ¢alayya Vi galya w-in-Si/la ysimhani
“I regret them, the dear ones that used to conmeeto
It is impossible that they reprimand me or retaliagainst me for something |
have done to them.
They are my parents and never ever will a sin becawrse with them.
When | arrive near them even their room welcomesThe hidden things [e.qg.
sweets] appear for me and my dear ones [her childre
My days with them are a dream that has left me.
Today | am crying and | miss them.
After them no one bailed me out. EvEiimad [her brother] and amna [her
sister?] and my dear one [her son] (could not Epthem).
When | was little how much did they struggle witle!m
| ask the Exalted [God] that they may be contettih wwie.
O precious one; God willing, they forgive me”.
The second long poem was inspired whemafdd moved house away from her
parents. In it she talks about her mother:
{am is-$né b zyada weam is-sné farag't in-nas&da
ane mrig ma-ramm?28 d'wa ydawimi mafizm w?mmammiala I-4annina
ane grib’t niksab il-fazeza dini
ane gafla fi-I-bab ta-tnadmi tugfud’hdaya w-ma-sampa mefadha
w-b-alfzg simha il-galya “twassmi tinSid fala dirri w-wakri a$ zida
“In this year (the pain) is worse.
This year | parted from the one who used to ask(aeut my condition) [i.e.
her mother].
| am sick, but there is no medicine that cures me.
| am weaned and long [like a small child] for thed<hearted.
| stuck around her and | believed that the dearvemgld come to me.
(I wish) that, when | was unthoughtful, she wouldnsl at the door and call me.
(I wish) that she would stay with me; how beautifiduld conversation with her
be!
The precious one would give me pieces of advich bautiful expressions.
She would ask about my children, and about the réwsy (new) place”.

Also personal and individual, and thus of this gatg, are the songs cited in
Stapley 2006, chapter 2.6.4., which she calls dh8pngs” (“emigration songs”). Ac-
cording to Stapley they are sung by women whoseébdnds or other family
members have emigrated. She describes this gerfiodlass: “Mainly sung by wo-
men about their absent husbands, fathers, brotimetsons, they are often letters in
the form of songs, expressing the women’s longm@e reunited with their loved
ones”. Among the songs she quotes and translates ar
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hisg dirisa il-baxira f-il-maja
ant hajtr b-masud mis bi-flisa
“I feel the beating of the boat on the waves
| need Massoud not his money” (Stapley 2006, c&p€e4.).
and
ana sirha w inta¢la I-batma
tahsabfand is-syur yudgid dima
“I am daydreaming while you are on the apartmeiiting
Do you think my youth will last forever?” (Stapl@@06, chapter 2.6.4.).

c¢) Cradle songs:

Another category of songs sung by women are crsaitgs, calledubhiz (sin-
gular: rubhiza), themasdar of the verb beingrbiz. They are not only sung as lulla-
bies to put the children to sleep, but also to aostrthem when they get hurt, or are
afraid, or for some other reason are crying. Matlaso sing these songs when wat-
ching their children play while occupied with théiousehold work. In these songs
the mother addresses either her child, or God, Mdhom she asks for the fulfill-
ment of her wishes regarding the child. When thidcdddresses the mother in the
poem, the mother’s desires become quite obviogswsints him to care and provide
for her, and to be the most important person inlifés As stated in al-Margi
1967, p. 226 and 1984, p. 18, these songs pragsehildren’s beauty and their fu-
ture character and express the hopes the mothéotlasr child and herséf

It seems to be a feature of these poems that tbessbf the last word of a hemi-
stich is on the last syllable, which in normal sge&vould not be stressed. In the
examples given it is almost exclusively a syllabdenprising the long vowel The
initiator of a cradle song can be the first namé¢hefchild with which the other ver-
ses are rhymed, ey fali, ya ¢alr...

The first example of a cradle song was recited éoly Maryam B. In the first
verse the mother addresses the child and in tlegthe son addresses his mother:

sadudr kammil w-+g ¢alayy
farhik ya walitt lkanni g¢ad-lik rasi hayy
l-axwali ma-tar’xst w-l-afmami na-tizzadd

“I am so happy! (God), make it [i.e. the joy] turnt well

and stay with me!

Your delight, O my mother, is if | [lit.: my headiay alive for you.

You won't become worthless to my maternal uncles| there will be no need

for you to ask my paternal uncles for help”. [TigtAs long as her son is alive

he will provide and care for her.]

¢ESa sung the following cradle song for her eldest $wom the repetitions and

the confused mingling of verses it is clear tha ghnot really familiar anymore
with the words and the proper order of the verses:

{al-aktafa tz-yfallint ab-barnisa ta-yraffidn
w-ya s&di mada {indr are (famni il-mpla min ¢inda
safdidr sadizdr takba ya gali wildr

2 For examples see al-Magt 1967, pp. 226f. and al-Margi 1984, pp. 18-21.
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fal-aktafak @-tfallint w-fi-l-hazza &-nalga 1-galt
w-yaxid uxayyini brat §alr - wgal farhik ya walitt
w-l-axwali ma-tizzadd kan dfad-lik rasi hayy

“He will lift me onto his shoulders.

He will give me hisarnis to make me sit comfortably.

O my luck! How many things | have,

with which God has endowed me from Himself.

I am happy, | am so happy! May you grow up, my fnes son.

You will lift me onto your shoulders. In distresswill find the precious one

(ready to be there for me).

He will marry a girl from the Awdd SAli-clan who are my brothers.

He said: That is your delight, O my mother.

You won't need to ask my paternal uncles for helpstay alive for you”.

The following two lullabies were recited by Fayza.the second of them she

mentions the name of her oldest saki$

sardidr sardiidr (a8 rasak w-gsad-li hayy
safdi w-¢tani rablr w-yidilha la malat br
ykabbir-li ballat rigi*® allah myalli $a-n-ribr

“I am happy, | am so happy!

May you [lit.: your head] live and stay alive foem

| am happy that God gave (him) to me,

so that he will balance it [i.e. my life] in cagerclines with me.

May He let the one who wets my saliva [i.e. the ovf® appeases me, who
comforts me] grow up. May God bless the Prophet”.

sadidr safdadr sddi w-¢zani rablr

CaSrasak w-dgfad-li hayy dlah ykabbir &kir wildr

“I am happy, | am so happy! | am happy that Godegénm) to me.

May you live and stay alive for me. May God let sgn Sikir grow up”.
Al-Marzugi 1967, pp. 226f. (and also Boris 1951, pp. 160fthwslight
modifications) cites the following lullaby, whichag very close similarities to the

formulas used in the above transcribed and tratsiadems:

zenalrzzna I yi s&di (rani rably
Zab-li wlad ywannisif in-3i//a takba ya kabd
yusfur I-il- gamy it-tallz w-yib *hmila I-idayy
‘ngawwig ummi w-axd@tz  w-Zrani w-min kyid bi
yrahhinni ma-yxalling zimla I£agil I-°rkabr

fog aktifa yalling wen il-wa¢r ygawwid b
b-il-margam yfarrisrm w-b-il-barnizs ysagini

gal farhek ya mnmimtr kan ’gfad-lik rasi hayy
[-axwali ma-tizzadd rabbi (zani ykammil-f

“His beauty is for me, his beauty belongs to me.
| am happy that God gave (him) to me.

2 See Boris 1958, p. 44al rigi “rassurer, consoler, réjouir celui qui est inquitiste,
affligé”.
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He brought me a boy who keeps me company.

God willing, you will grow up, my son.

May he travel to get wheat from the High Tell amohgp me its loads.

| let my mother and my sisters taste it,

and my neighbours and the people that surround me.

He takes me to the desert; he does not leave me.alo

His calm camel is for me to ride on.

He lifts me onto his shoulders. Where there is fard dangerous ground, he
guides it [the camel] with me.

He spreads a woven carpet (where | sit) and caverwith abarniis.

He said: It is your delight, O my dear mother, $tay alive for you.

You don't need to ask my maternal uncles for h€lpd gave me (His benefits)
and may make it turn out well for me”. [So that ls&n can make her wishes
come truel’.

Final remarks:

As has been stated by many (particularly femalspaechers (such as Abu-
Lughod 1986, pp. 30f. and al-Ghadeer 2009, pp.)9+&8men’s poetry, although
comprising many different genres, is a highly netgld but also a highly interesting
field of Arabic Studies and oral literature. In &uuh to the categories of songs des-
cribed above{a&ira-songs and lamentations are in the women’s domapoetry.
For the former see Ritt-Benmimoun 2011, pp. 264;26-MarZigi 1967, pp. 218-
224, and al-Margi 1984, pp. 195-206; and for the latter see al-Nigrd1967, pp.
228-230. Nor do | have space here to discuss stirajsare sung while weaving,
while grinding, or in connection with other actigs. For examples see http://
marsad.blogspot.com/2009/12/blog-post_29.html; £di979, p. 302 (for grinding)
and Marcais & Guiga 1925, pp. 108-115 (also fondjrg).

Since this poetry is not considered very prestigiauhas not received much at-
tention. Recently a book which deals with the sonfgthe Bedouin women of Cen-
tral Tunisia has been published: Waa Ganimi and Axmad al-Xaxisi, Agani an-
nisaz? fr barr al-hamimma(Tanis, 2010). Unfortunately | was not able to obtiim
time for consideration in this study.

The differences between these short poems sungeaitéd by women and the
long poems calledjasidas by the Bedouins, which are mainly composed by,men
are obvious. Theasidas are more prestigious and thus have been writt&mcnd
collected in so-callediiwans. Their often quite sophisticated and elaboratseve
presupposes a good deal of education. In this Bedmgeiety women have been less
educated than men, and even now the majority oblither women are still illiterate.
Thus the verses and poems composed by women rergtiictly oral domain. In
this poetry the stress is on what is said, not litois said. It is a means for ex-
pressing joy as well as sorrow, and serves the woasea faithful companion in

% Boris 1951, pp. 160f. also transcribed and traedlhis lullaby that, in his text, was sung
by a woman who was breast-feeding her baby. Fotraisslation into French see p. 175.
Other lullabies for girls and for boys in Southdranisia (but actually without specifying

where exactly) can be found in Louis 1979, pp. 298: lullabies from various regions of the
Maghreb in Sonneck 1902, pp. 160-162 (translaticBdnneck 1904, pp. 271-274).
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daily life as well as for festivities. It is a féblthat concerns only women and to
which men have had little or no access or inputek®¥as men are presently trying to
fit their poems into the digital age (many poetsgjafidas are presenting their poems
on the internet and TV} the development of traditional women’s poetrynsee¢o
head into the opposite direction. Young women gitevery closely tied to their
houses and families, but consider themselves murke modern than their mothers
and grandmothers. Thus as they have abandonetidnadliactivities like weaving,
they are doing the same with the short poems andssthat have been presented
here.
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