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Discourse Analysis:

Analysis of Lebanese Songs Depicting War Effects

Maryse Karam

ABSTRACT

Songs communicate. Whether used in a story telling setting or as part of an
artistic exhibition, songs describe cultural patterns and speak of yearnings and
realities, both bitter and sweet. This study uses songs as an interdisciplinary research
tool within a sociolinguistics framework. It aims to understand the impact of social
and cultural changes on the Lebanese population’s civic engagement attitudes. Three
research questions were brought forth: How are war effects depicted in Lebanese
songs? Has the Lebanese population’s perception of war evolved in the last fifty

years? How is this perception seen from a civic engagement perspective?

A list of Lebanese-dialect songs dealing with war and war effects was
collected. Three instruments were used. First, inductive content analysis of song
lyrics provided thematic categories whose evolution was studied by decades, starting
with the 1960’s. Second, an online survey was conducted; it involved 60 adult
Lebanese citizens whose responses included war song memory links, national
attachment stances and musical preferences. Third, one on one interviews were
conducted with four out of the 16 musicians whose songs were included in the song

list. It was found that songs echo suffering and frustration as they are frequently
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linked to memories, both happy and hurtful; they enflame feelings of national
identification; they are also powerful tools for change through giving hope, calling
for initiatives and even suggesting practical solutions to overcoming war effects and
preventing further conflict. A radical shift in attitude from a nationalistic attachment
in the 1960’s to a sarcastic expression of helplessness took place, though it is not the
general case. While some discontent with the status quo caused by a discrepancy
between civic expectations and the reality remains to be the main attitude, most

contemporary songs end with hope.

The study has three direct implications. First, songs can be valuable social
science research tools. Second, though singing about one’s country generally
nurtures a positive sense of belonging, it is not enough; it is important for teachers to
educate for civic engagement, democracy and citizenship, and for schools to consider
this a top priority soft skill. Third, songs are closely linked to hope; they thus reveal
opportunities for education initiatives on teaching how to deal with grief. This is
especially useful in geographical contexts where growing conflicts breed a growing
need for civic peace initiatives. The adopted interdisciplinary approach also opens up
new research perspectives and provides valuable ground for future applications in the

world of education, be it civic, linguistic or musical.

Keywords:  Songs, Lebanon, Lebanese Songs, Civic Attitude,
Interdisciplinary, Inductive Content Analysis, War Effects, War, Civic Engagement,

Democracy, Citizenship.
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CHAPTER ONE

Introduction

1.1. Introduction

Lebanon has faced many changes during the last fifty years, on multiple
levels. While it is tricky to delve into the causes of these changes, it is interesting to
research the evolution of the Lebanese population’s civic attitudes and perceptions.
Having a personal musical background and an academic penchant for
ethnomusicology, | find it very interesting to study cultures from an interdisciplinary
perspective. The latter has led to the realization that, as untraditional as that sounds,
songs could constitute an interesting academic study material. The main reason for
this is that one makes a statement about what one agrees with when one chooses

what to listen to.
1.2. The Purpose of the study

Through the present research, | aim to understand the Lebanese population’s
perception of war through its choice of songs. Using songs as a research tool from a
sociolinguistics perspective, | will delve into an interdisciplinary approach to
understand social and cultural changes with relation to war effects and its impact on
the Lebanese population’s attitude. Through this, more light will be shed onto the
evolution of civic engagement within the given Lebanese cultural context while
regarding songs as indicators of the changed perspective. The sociolinguistics of
songs would thus provide resources to study the evolution of the discourse in relation

to war.



The research context is complex. Internally, the Lebanese population faces
political stagnation due to a self-elected non-funcational parliament, as well as
financial inflation. In terms of population density, cities are overcrowded and heavy
traffic is the norm at all times of the day. Regionally, the Syrian conflict spilled over
the border and brought Human Rights groups face to face with humanitarian and
social crises. In the education world, civic education is linked to rote learning. In
general, a sense of apathy seems to tone down civic involvement. The idea for
conducting this study was born precisely in this complex context. The reasoning was
this: songs have both a meaning and an impact — a source and a direction— so why
not attempt to understand what these songs meant in the past and how that can be an

asset for the future.

1.3. Research questions

This has given rise to the following research questions:

- How are war effects depicted in Lebanese songs?
- Has the Lebanese population’s perception of war evolved in the last fifty
years?

- How is this perception seen from a civic engagement perspective?

The thesis consists of 6 chapters. Chapter 1 introduces the topic and spells out
the research questions. Chapter 2 is a review of the literature dealing with the place
of songs in world cultures, the messages that are delivered through them, the
Lebanese context in the last century, as well as a review of past studies suggesting
practical research instruments. Chapter 3 explicitly lists the details of the selected
instruments as well as other selection criteria and research issues. Chapter 4 exhibits

2



the results and findings per research instrument. Chapter 5 discusses these findings
and brings together answers to the research questions, while chapter 6 concludes with

limitations, implications and suggestions for future research.

1.4. Conclusion

One of the main considerations while pursuing this topic is authenticity. The
scope of the study has been limited to the Lebanese-dialect songs. Being a born and
bred Lebanese is an obvious plus, but it adds a certain ambiguity. Therefore, research
procedures primarily target the alignment of song analysis to songwriters’ initial

intentions and audience reception.

In his Lord of the Rings’ Trilogy, Tolkien (1967) also mentions war, song
lyrics and personal choices. Through his character’s faltering voice, he speaks of the
universal communicative function of songs and of the fact that it is intricately woven

into the fabric of every culture.

The voice of Legolas faltered, and the song ceased. ‘I cannot sing any more,’
he said. ‘That is but a part, for I have forgotten much. It is long and sad, for
it tells how sorrow came upon Lothlérien, Lorien of the Blossom, when the

Dwarves awakened evil in the mountains’.

‘But the dwarves did not make the evil’, said Gimli.

‘I said not so; yet evil came,” answered Legolas sadly.

(p. 443)

The coming chapter reviews the literature.

3



CHAPTER TWO

Literature Review

2.1. Introduction: Arts and songs in human culture

Arts in general are very important in human cultures. Many anthropological
references agree that one of the first characteristics of humans as opposed to animals
is the incorporation of art in daily life (Killin, 2013; Davies, 2012; Morris-Kay,
2010; Wallin, Merker & Brown, 2000). Whether in the form of cave paintings or
musical instruments made of bones, art is not only at the center of human culture, it

is what defines it.

Songs offer a valuable insight into the cultural realm. Whether used in a story
telling setting or as part of an artistic manifestation, they describe cultural patterns
and social norms, thus communicating behavior expectations in an influential
manner. Because singing is both music and language combined, it “benefits from a
superior means of information transmission [...] that cannot be found in
compositional language alone” (Mithen, 2006, p. 273-274). The communicative
aspect of songs, according to Carless and Douglas (2011), has a major influence on
people’s lives. While focusing on the music and grasping the meaning of song lyrics
may not always go hand in hand (p. 450), songs bring about a way to “experience
rather than merely receive” information (p. 448). By setting scenes, telling stories
and engaging listeners, this experience leads to personal reflection (p. 452). The
results of Carless’ and Douglas’ study are grouped in five interrelated themes (p.

450). Songs are said to:



- increase audience engagement, interest and attention;

- induce emotional responses including empathy and engagement, as
opposed to merely cognitive or rational responses;

- lead to physical responses (dance, beat) related to listener’s visual
imagination;

- encourage personal reflection by giving meaning to individual
experiences;

- depend on individual tastes, preferences or expectations.

While art, dance, drama, literature and music can be efficient vehicles to
communicate meaning and content (Roy, 2010, p. 87), the social role of music goes
beyond simply conveying messages. It transforms them in a unique way into a
“feeling-thinking amalgam” (Wai-Tong, 2008, p. 100). As Borthwick and Moy
suggest, studying the interrelationship between the text and the context of musical
discourses “tells us far more about music and its importance to the societies in which
it is situated than a purely musicological approach” (2004, p.2). Context is a key term
in this endeavor. In the words of ethnomusicologist Alan Merriam: “All people, in no
matter what culture, must be able to place their music firmly in the context of the
totality of their beliefs, experiences, and activities, for without such ties, music
cannot exit” (1967, p.3). Studies have already highlighted the importance of context
by taking into consideration the rapidly evolving technological advances and their

impact on popular music reception (Lockard, 1996).

Extensive research has been previously carried out to study the effects of
singing on a given audience, in all stages of life. Music therapy studies abound in this

regard; infants listening to their mothers’ singing (Filippa, Devouche, Arioni,



Imberty & Gratier, 2013), elderly women with lowered dysphagia risks (Yun & Lee,
2012), nurses singing for their elderly patients (Skingley & Vella-Burrows, 2010),
and doctors treating neurological conditions in general, as well as speech deficits

(Wan, Ruber, Hohmann & Schlaug, 2010).

Grief is also on the list, though not always war-related. Roberts and McFerran
(2013) have adopted a descriptive approach to studying songs as part of a therapy
program to express and deal with grief. Gathering data within a fieldwork setting,
they analyze song lyrics and seek answers to 2 research questions; the first related to
the categories and themes that would emerge from lyrics (using inductive analysis
techniques) and the second to the prevalence of these emerging categories — or
ranking order/percentage breakdown of these categories — in general and for each
participant (using deductive analysis techniques). The results of their analysis are
then put in numbers. Although the study takes for granted the efficiency of music
therapy instead of justifying it, and is not consistent neither in terms of gender
representation (12 girls and 1 boy) nor in location (12 from Melbourne and 1 from
Victoria, Australia), it offers a fair case for using songs as a “creative” opportunity

for expression (p. 49).

2.2. World examples for conveying meaning through songs

Most human cultures use songs as an important form of expression. Not only
are they adopted by individuals and projected as individual experiences, they also
represent ‘public memory’, i.e. a civilization’s culture, what is or is not worth
transmitting. It is tightly linked to the transmission of communal memories that both

reflect the cultural perspective and shape it at the same time (Filene, 2000, p. 5). The



intergenerational transmission of culture is therefore an important requisite for

cultural survival.

Communicated themes might include cultural identity, social bonding,
religious manifestations, business, supermarket studies, medical therapeutic studies,
as well as sports and crowd effect (Carless & Douglas, 2011, p. 442). Gender issues
seem to be a particularly weighty theme (Dukes, Bisel, Borega, Lobato & Owens,

2003; Hawkins, 2007; Makina, 2013).

Though certain themes might occasionally overlap, | have summarized the
reviewed literature in three categories divided according to three themes: Social

activities, identity, and protest.

2.2.1. Social activities

Sociological studies, in general, thrive in cultures that emphasize community
life. Understandably, such community-based cultures share behavior patterns which
are expressed through songs. The songs of certain African cultures, for example,
communicate moral and ethical values and serve as a medium for both the conscious
and unconscious dissemination of cultural heritage (Mulaudzi, 2013). In some cases,
songs even describe expected conflicts and issues of power relations within social

institutions (Nhelkisana & Oabona, 2007).

Songs are practically used as channels of cultural transmission. They are
almost always related to themes that communicate social values and culturally
acceptable approaches. In other words, understanding songs is related to

understanding the cultural concepts or settings in which they are performed. They are



generally used as narratives; a creative form of story-telling, purposefully

constructed to be memorized by multiple generations over time.

Mulaudzi (2013) offers valuable insight into the evolution of perceptions,
which is the emphasis of my own research. Studying indigenous wedding songs in
modern times, he relates them to the evolution of cultural constructs and changes in
practice. He presents an interesting definition of indigenous music, characterized by
songs and dances “relevant to individual ethnic tribes” but also modern music
“AfroPop wedding songs” written in 1994, 2001 and 2007 (p. 43). Most selected
modern wedding songs (mostly written in 2007) offer a cultural view that does not
shift away from the traditional culturally accepted approach, though this is not
applicable to all issues. Common themes in African marriage songs, such as cattle,
dowry, and family or tribe, are used to both encourage and scorn cultural and social
practices. In certain cases, the aim is to produce a cultural shock by going against
traditional expectations. Therefore, songs are also a tool for expressing a desire for
social change. Although societies face many such cultural and social changes,
Mulaudzi concludes that songs confer little of these changes in an attempt to

maintain identity (p. 50).

2.2.2. Identity

Songs in general seem to be directly linked to forging a common cultural
identity by representing a national bond (Filene, 2000, p. 22). Armstrong and Greider
(2013) study how identity is represented through the songs of US folk singer Johnny
Cash. They conclude that music is remarkably linked to personal identity, and that
cultural contexts related to identity are also often related to work, working conditions

and work struggles, i.e. everyday life. The aim of music choices, they state, is to
8



make music accessible to and appreciated by the masses. Already, songs are given an
activist role: they give “workers a voice” and represent them to those “who may not

have heard their voice” (p. 227).

2.2.3. Protest

A recurrent message in modern song-making is expressing discontent with
the status quo, both collectively and individually. Many 21* century studies have
attempted to study protest songs in the light of the various political turmoil
happening around the globe (Leone, 2012; Bloodgood & Deane, 2005), though
contemporary social movements seem to be more concerned with changing
perceptions and values than with achieving concrete political results; “questions of
meaning, belief, value, and identity have seemingly become more important than the
political pursuit of power and the achievement of practical economic improvements.”

(Eyerman & Jamison, 1998, p. 17)

While powerfully expressing discontent, songs are also used in disputed
political contexts. The Chinese population for example seems to be exposed to this
type of songs, both positively and negatively. Yang (1994) states that there is a direct
political interference in China’s musical life (p. 303); there seems to be an
intertwined and delicate balance between academic careers and political properness.
Sensitive political issues reduce the reliability of ethnomusicological practices and
government music resources since, according to Yang, academic distortion
frequently serves a pre-established political agenda (p. 318). Wai-Tong (2008)
further states that music is used as a “tool for political propaganda and social
education” (p. 100). Although Wai-Tong’s article is not research-based but a mere

overview of Chinese revolutionary songs as well as the author’s personal expression
9



of dislike for certain historical events, the article provides an interesting insight into
the musical aspect of the Chinese society. Revolutionary songs are said to be a genre
in their own, distinct from “the operatic songs, narrative songs, folk songs, art songs,
and popular songs” (p. 107). These songs are given special importance by the

Chinese Communist ruling party (p. 102):

Mao advocated that arts should be a part of the revolution, a weapon used to
unite and educate the people, and to fight and dissipate the enemies. Since
then, for the next forty years in China, the direction of the arts, including song
composition, had been dominated by this idea of having arts function as

political means.

The dual facets of ideological propaganda and democracy-oriented public
expression are further described by Roy (2010). He compares and contrasts two
American social movements that have extensively used American folk music to
“simultaneously express distinctive identity and cultural commonality” (p. 86).
Differences in musical approaches revealed differences in sociological and cultural
orientations. Even in terms of leadership style, one had a hierarchical party structure,
while the other had a strong decentralized leadership and empowerment orientation
(p. 93). One used culture as a propaganda weapon, while the other made music that
created a culturally unified purposeful vision and that “could more easily serve to
create solidarity among people than having to carry a message from a central
leadership” (p. 94). Speaking about the Civil Rights Movements, known as “one of

the most musical movements in American history” (p. 86), Roy writes:

[People] used music within collective action itself, singing freedom songs as

they gathered, marched, rode busses, and endured jail. Abandoning
10



conventional distinctions between performer and audience, content and form,
with relative nonchalance about the political content of their music, their
music helped bridge one of the most intractable social boundaries of

American society, that of race (p. 91).

Collective music making thus takes on an important role as it indicates social
relationships, as well as cultural philosophies. When applied to this study, it is
therefore important to note whether the selected songs are sung collectively or
performed individually. In the case of the Civil Rights Movement, it was “less a
matter of a performer singing for an audience than part of the collective action itself”
(Roy, 2010, p. 86). What Roy (2010) calls “tuning in”, i.e. “the social achievement
by which people are on the same page, by which they can react when interacted
with” (, p. 90), gives more power to social messages; “This is why states have

national anthems, religions have hymns, and social movements have protest songs”

(p. 90).

2.3. The Lebanese context

A quick glimpse at the news headlines of any international news website (or
its smart phone application for that matter) would confer the image of a planet in
major turmoil in terms of political, economic and social structures. We are living

through historical times of intense international changes.

While the 20™ century had its share of world wars, the 21% century started out
in conflict and aggression (i.e., the September 11 attacks, war in Irag, and the current
rise in militant extremism throughout the globe). Without underestimating other
regions in conflict, the Middle East seems to host a particularly dark situation.

11



Because of its geographical, cultural, social and demographical contexts, Lebanon is

particularly sensitive to its Middle Eastern context.

The Lebanese society has witnessed many drastic changes in the last hundred
years or so. These changes — be it social, political, historical or cultural — have

shaped the self-image of an entire nation.

Many Lebanese scholars have attempted to describe the Lebanese society. In
overviewing three articles that were written in the 1940s, 1960s and 1980s, | attempt

to point out some of the characteristics of its evolution during these periods.

The last hundred years of Lebanese history can be divided into roughly 4

phases:

1. Before the independence: 1914-1943
2. After the independence and up to the civil war: 1943-1975
3. During the civil war: 1975-1990

4. After the civil war and up to the present day: 1990-2014

2.3.1. Before the National Independence: 1914-1943

In an article entitled “The village in the national life of Lebanon”, Tannous
(1949) describes Lebanon during the 1940s. Life in the villages is depicted as rural,
agricultural (p. 151) and characterized by distinctive features such as “family
solidarity, group loyalty, individual initiative and enterprise, cooperativeness,
community consciousness, a democratic way of living involving basic equality, and
folk poetry” (p. 154). The social life is characterized by “neighborliness, or jirah”

and strong intergenerational contact (p. 155). Recreational activity — including folk
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songs, folk poetry and folk dance — is considered to be an “essential need” through
which “the group gives spontaneous expression, in symbolic form, to the
fundamental values of its life and to its aspirations” (p. 159). A description of the

Lebanese farmer and his connection with poetry and song follows (p. 159):

The Lebanese farmer is characterized by a well-developed sense of humor
and a lively tendency to indulge in pranks. He loves to compose folk poetry
and sing folk songs, when alone working in his fields or when in the company
of friends. From his early childhood he learns to be a good folk dancer. At the
same time his community life is characterized by an abundance of

recreational expression.

These expressions often take place during occasions and religious holidays,
the harvesting of crops for example, or weddings and funerals. Songs and dances are

clearly indispensable during these fellowship times (p. 160):

Each of these festivals is an occasion for people of several villages to get
together and celebrate, sometimes for two or three days at a time. They visit,
trade, compete in games, compose folk poetry, participate in religious

chanting or group singing, and dance the well-known folk dance, the dabki.

2.3.2. After the National Independence and up to the civil war: 1943-1975

The independence era seems to have launched the Lebanese population’s
quest for an affirmed national identity. While the record industry flourished as early
as 1907, according to Racy (1986, p. 414), it was only after the national
independence in 1943 that Lebanese composers and singers reached fame. The

Lebanese Radio Station originally founded in 1937 by the French mandate (Kraidy,
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2000, p. 6), and many music and dance festivals — such as the one held in Baalbek —
facilitated the musical exchange between the Lebanese musicians and other Arab and
international musicians. Racy cites some of the renowned names associated with
festival music, namely the Fulayfil brothers, “the two Rahbani brothers, Asi a
composer and Mansur a lyricist Fayruz a female singer; Wadih el Safi a male

vocalist” (p. 415)

These names are especially important if we are to understand the influence of
individual musicians and the national cultural life. The Rahbani brothers in particular
re-arranged, recorded and distributed many folk songs, thus popularizing them even
more through the media. These art forms are indispensable in building any nation’s
national identity. Indeed, the ‘“national dimension of music” is often stretched
through individual initiatives in consistently collecting and retransmitting folk songs
(Biddle & Knights, 2007, p. 9), as was the case with the Lebanese songs of this era

(roughly 1943 to 1975, even until today).

The Rahbanis’ musical theater is often associated with the typical Lebanese
countryside, life in the village and episodes from Lebanese history, i.e. scenes related
to a common rural past. As early as the 1960s, urbanization became an important
issue having direct consequences on the Lebanese sociological context. While more
than half the population remained in rural settings at the time, the Lebanese villagers
started favoring the urban lifestyle while keeping close ties with the village. The city
was a temporary necessity for many. This phenomenon was closely linked to a
cultural idealization of village life, namely through songs and poetry. Writing in the

1960s, this is how Khalaf describes it (1968, pp. 266-267):
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The idealization of village life, through the revival and popularization of folk
songs, dance and poetry which Lebanon has witnessed in the past decade, is,
if anything, a manifestation of the urbanite’s disenchantment with city life
and his yearnings for the village. The village has not only become a paragon
of the traditional virtues but also a refuge from the alienating forces of

urbanization.

This appears to be a common cross-cultural trait. Filene (2000) also hints at
people’s reminiscent attitude exemplified through folk songs. People experience
nostalgia and contrast the “natural” and “pure” element of the past with
“contemporary industrial life” (p. 24). This gives some hints as to how humans, in
general, process and deal with change. It also justifies the popularization of folk
songs through the media, and the particular emphasis these songs had on the

traditional rural lifestyle.

2.3.3. During the civil war: 1975-1990

Racy (1986) presents an excellent study on the terminology associated with
music in Beirut, be it in words or proverbs. He also describes the Lebanese capital’s
musical context in the 1980s. He starts by stating that Beirut was influenced by two
main cultures, the Bedouin nomadic culture and the Lebanese countryside. The city
also shared musical genres — and in certain cases, even adopted these genres — from

“neighboring urban centers, such as Cairo, Aleppo, and Baghdad” (p. 413).

A shift away from the traditional idealization of village life also came in
place during the civil war years. Led mainly by Asi Rahbani and Fayruz’s son, Ziad,

it expressed a personal — but also a strongly era-related cultural — rebellion on the
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stereotypes of the past and “a war against his parents’ representation of the
[Lebanese] nation” (Stone, 2005, p. 163); a form of “the-family-struggle-as-national-
struggle metaphor” (p. 152). Stone argues in particular that the Rahbani brothers’
plays only depicted a small sample of Lebanese society, i.e. the Northern mountains,
causing “unstable subjectivities” (p. 152) that were in sharp contrast with certain
aspects of the realities of the Lebanese society; a form of “nostalgia for a utopian
past” (p.163). This “myth”, Stone writes (p. 152), was exposed in both the concrete
battlefields and the arts. Songs of the period conveyed deep social and political
tensions. Protest in the arts is regarded as a symptomatic metaphor of protest in

society.

Linguistic details are prominently important in Ziad Rahbani’s plays.
Contrasting monoglossia with polyglossia, Stone (2005) further emphasizes
linguistic choices in Lebanese folklore, in terms of regional accent and language
choices. The first generation of Rahbanis, for example, adopted the Mount Lebanon
version of the collective ‘Dabke’ dance, and represented it as national version,
though many other regional versions exist (p. 159). While polyglossia is used in
some of Ziad Rahbani’s plays as a way to ridicule cultural stereotypes (p. 161),
monoglossia is described as an attempt by the elder Rahbanis to standardize the
diverse. In other words, an attempt to unify what is, in some ways, un-unifiable, and
therefore of projecting a form a cultural dictatorship that, according to Stone, was
eventually contested — both in real life and in the arts. Though this is but one view of

the cultural life in Lebanon, Stone’s position is contextually interesting.
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During the civil war, Lebanese musicians either supported the violence
through their music, or protested against it. Many of them still serve as role models

for Lebanese post-war musicians (Burkhalter, 2011, p. 57)

2.3.4. After the civil war and up to the present day: 1990-2014

Much research has been written on the effects of war in general. The
aftermath of the 1975-1990 war in particular caused the Lebanese population to
experience a pessimistic post-war perspective. Khalaf (2014) studied the evolution
of Lebanese students’ creative writing themes over a period of 16 years. She
concluded that most students feel “trapped in a violent, unresolved past, threatening
present and hopeless future” (p. 97). Describing post-war Lebanon as a land of
contradictions, both a playground and a battleground (p. 113), she notes the evolution
of students’ attitudes in three stages according to three themes: “Idealism” coupled
with marginality and entrapment, from 1998 to 2005; “activism” and defiance from
2005 to 2008; “disillusionment” combined with feelings of betrayal, helplessness and
the urgency to devise exist strategies from 2008 to 2014. About this third stage, she

writes:

A growing number of [students] became legitimately paralyzed by the
discrepancy between hoped-for-expectations on the one hand, and existing
realities on the other. At present, these irreconcilable positions continue to

foreground the conversation. (p. 105)

This context has had a direct impact on lifestyles and health issues, primarily
with regards to war-related stress as was studied in the summer 2006 war aftermath

(Zein & Ammar, 2011). Research has also been written on the Lebanese war
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memory, not only for people who had a direct experience with war, but also youths
who were exposed to war narratives in the midst of an “ongoing search for meaning,

historical truth, and identity” (Larken, 2010, p. 616).

The Lebanese population reacted through the arts. As a “visual anthropologist
interested in the intersection of art and ethnography” (p. 722), Westmoreland (2013)
offers some insight into the Lebanese art scene in the post-war context by describing
what it calls, basically, a “postwar crisis of representation” (p. 720). In the context of
the unresolved conflicts, he writes, Lebanese artists adopted “new aesthetic
practices” and “they reorganized visions of Lebanon around other ways of seeing,
which articulate ways of living during catastrophic times” (p. 721). While primarily
concerned with visual arts, his study is founded on “crossing disciplinary borders

between anthropological and artistic modes of inquiry” (p. 722).

In terms of the population’s reaction through music, Burkhalter (2011) offers
a very interesting and relevant survey of the “history of violence and music in
Lebanon” (p. 57) through ethnomusicological field research during the first decade
of the 21*" century. He implements an “empirical analysis of five musicians from
Beirut” (p. 57), each representing a different musical style (a pianist, an oud player, a
death metal band leader, and two free-style improvisers). He then describes his
findings within a spectrum: At one end of the spectrum a deep disregard, at the other
an involvement in either protest or propaganda, and between the two extremes a
range of reactions including “opportunism, cynicism, anger, fascination with
violence” (p. 56). It is interesting to note Burkhalter’s analyses of response
differences when viewing the person asking the questions as a variable: It was

observed that Lebanese musicians position themselves differently depending on
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whether they face a national or an international setting. Burkhalter further describes

the musical context during this post-war stage (p. 64):

During the war years and the immediate postwar era, musicians in Lebanon
faced many obstacles and were rather isolated. This has changed radically in
the last decade. On the one hand, the reconstruction of Beirut and a certain
kind of political normalization and, on the other hand, digitization and new
transnational networks, have created new opportunities for today’s musicians.
They try to reach local and international niche audiences as much as local
ones. Their music is mainly self-produced in small (home) studies, released
on small record labels often owned by the musicians themselves, and
distributed through various channels, mainly on the world-wide web. Their
CDs are important promotion tools; through them, the artists gain the interest
of international journalists, producers, organizers, labels, arts councils, and
scholars. They receive offers to perform concerts abroad, or to go on

residencies in Switzerland, Germany, or the USA.

Throughout Khalaf’s (2014) and Burkhalter’s (2011) studies in particular,
there seems to be a recurrent keyword describing the contemporary attitude of
Lebanese musicians, that of helplessness. Burkhalter writes: “The music of these
musicians and sound artists is thus an attempt to create an alternative identity [...]
The musicians often argue that they want to create independent positions — however,

this is almost impossible in a country like Lebanon” (p. 72).
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2.4. Previous evolutionary studies

In a very interesting and relevant article, Hobbs and Gallup (2011) select and
analyze the 2009 US top ten charts in 3 musical genres: country, pop and R&B. Their
basic assumption is that audience choice shows real-world relevance; that people
choose to consume (sing and listen to) what they’re most interested in. They then
develop a coding system based on 18 coding categories which are selected according
to both words and the use of words to communicate either emotions or actions. They
also study market factors and effect of themes on sales, as well as the evolution of
the selected categories over time since songs were contrasted with operatic love
songs going back 5 centuries. Research consistency is extremely emphasized: they
consistently organize their findings within tables with coding categories and
descriptions; they check the reliability of category selections through two
independent observers then calculate the inter-rater agreement percentage; they
exhibit the results in graphs and discuss frequencies of category-related lyrics using
ANOVA and Bonferroni’s Multiple Comparison Test; they also create a control
condition through analyzing another selection of songs by the same authors but not
on the top charts; they even get help from a professional opera singer to make sure

the meaning of words is clear.

Inspired by previous analysis of novels, Hobbs and Gallup basically use

content analysis in a series of studies to establish the following:

- Identify “embedded reproductive/evolutionary messages” through
analyzing the lyrics of 174 songs that made it to the top 10 charts in 2009

according to “The Billboard” (study 1);
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- Determine the correlation between the studied messages and the sales and
popularity of these songs (study 2);

- Study the stability of themes and messages over time through a content
analysis of song lyrics on top ten charts every 10 years, from 1959 to
2009 (study 3);

- Pinpoint whether or not the thematic use of reproductive messages in
popular songs can be traced beyond the boundaries of the 20™ century by
analyzing the content of opera arias dating back to the pre-Baroque era
(as far back as 1597); these songs were mainly collected through sheet

music anthologies (study 4).

Dukes et al. (2003) also base their study on the magazine “Billboard”. Their
target search is artist characteristics and expressions of love, and they hypothesize
that there would be changes in trends. After downloading the lyrics of the top 100
hits, they analyze their content while adopting “inductive coding” based on the
presence or absence of recurrent themes. Then they perform a count of theme-related
words. They stress reliability by conducting an inter-observer assessment (which
scored 80%). They then quantitatively analyze their data based on percentages, using
Cramer’s V, x°; they also construct word indexes and performed an analysis of
variance as well as a series of Kruskal-Wallis tests. They then compare and contrast
changes in terms of artists’ race and gender, and they look up the related between
gender and word choice. Finally, they look into all their hypotheses one by one and

either confirm or refute them based on their findings.
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2.5. Conclusion

As reviewed in the literature, songs constitute a valuable tool in social science
research. | have decided to apply this tool in the Lebanese context to try to
understand, through the evolution of lyrics, the evolution of patriotic attitudes in

Lebanon from 1960’s until the present day.

The next chapter introduces the methodology and the instruments used to

conduct this research.
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CHAPTER THREE
Methodology

3.1. Introduction

The current study is an arts-based qualitative research that is primarily
constructed upon inductive content analysis of song lyrics. According to Fraenkel,
Wallen and Hyun (2012), content analysis is the study of “human behavior in an
indirect way through an analysis of their communications” (p. 478). Since it is often
used “in conjunction with other methods” (p. 479), I have supplemented my analysis
with two other instruments; a survey of a sample of the Lebanese population and one
on one semi-structured interviews with four musicians, three of whom have written

songs included in the selected song list.

After justifying the use of a qualitative arts-based methodology and
explaining the rationale for using the three research instruments, | explain in this
chapter the criteria for song selection and participant selection. | also reveal the data

analysis plan, and discuss issues of reliability, validity and triangulation.
3.2. Qualitative methodologies and arts-based research

Although primarily targeting nursing researchers, Vaismoradi, Turunen and
Bondas (2013) provide valuable insight into qualitative research. While qualitative
research, per se, includes many approaches — such as “grounded theory,
phenomenology, ethnography, action research, narrative analysis, and discourse

analysis” (p. 398) — qualitative methodologies share a similar characteristic which is
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“person-centeredness” (p. 400), as well as similar goals. They intend to explore “the
actual behavior, attitudes, or real motives of the people being studied” (Ten Have,
2004, p. 8) and “to arrive at an understanding of a particular phenomenon from the
perspective of those experiencing it” (Vaismoradi et al., 2013, p. 398). It is mainly “a
‘bottom-up’ approach, wherein specific processes or events drive the development of

broader concepts, not the reverse” (Yin, 2011).

Among the qualitative methodologies, there seems to be a series of
methodologies concerned with the arts and performance. Arts-based research is a
recent academic term used to describe research in a variety of fields using arts as a
primary lens (Knowles & Cole, 2008) and viewing artistic work as alternative
ethnographies (Westermoreland, 2013). According to Carless and Douglas (2011),
the reason why these “narrative, performative, arts-based” methodologies are being
adopted by a growing number of scholars, is related to an increasing “dissatisfaction
with the limits of traditional academic forms of inquiry and representation” (p. 440).
Without underestimating the efficiency and usefulness of traditional scientific
methodologies, the shift of perspective is directed towards ‘“generating and
communicating insights into an individual’s subjectivities, meanings and embodied
experiences”. These approaches place more weight on understanding individuals
“within personal, social and cultural contexts” (p. 441). A keyword here is,
obviously, context. According to Finley (2011), arts-based research approaches are
particularly useful when political activism is involved (p. 682), and when the
construction of social values is influenced by “artists seeking political voice and
power” (p. 684). Such an approach “draws people into dialogue and opens the

possibility for critical critique of social structures”, especially “in its use of everyday,
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localized, and personal language, and in its reliance on texts that are ambiguous and

open to interpretation” (p. 687).

Within arts-based methodological exhibits, songs can thus be legitimate
means of inquiry, an interesting source of communication data, and tools for
“understanding and capitalizing the social world” (Carless & Douglas, 2011, p. 441).
Music indeed “illustrates a general principle that applies similarly to art, drama,

poetry, and other aesthetic endeavors” (Roy, 2010, p. 96).

3.3. Rationale for using the research instruments

Based on the previously reviewed literature and within the scope of a
qualitative arts-based methodology, three research instruments have been constructed
and used. The first and main instrument is content analysis, and the other two — the
survey and the interviews — attempt to validate it. The survey provides valuable
insight into the selected sample’s civic attachment, while the interviews solicit the
personal viewpoints of the musicians in order to investigate whether these were
aligned with the viewpoints analyzed in the selected songs. Each instrument is

explained and justified in the following sub-sections.

3.2.1. Inductive content analysis of song lyrics

3.2.1.1. Definitions

Vaismoradi et al. (2013) define content analysis as “a systematic coding and
categorizing approach used for exploring large amounts of textual information
unobtrusively to determine trends and patterns of words used, their frequency, their

relationships, and the structures and discourses of communication” (p. 400). In other

25



words, it is the process of “summarizing and reporting written data” (Yin, 2011, p.
475). Its purpose is to “describe the characteristics of the document’s content by
examining who says what, to whom, and with what effect” (Bloor & Wood, 2006, p.
58). By using content analysis, it is possible to study data both qualitatively and
quantitatively through description, coding and code counting respectively (Grbich,

2007).
3.2.1.2. The inductive process

Though mainly descriptive, content analysis can be either inductive or
deductive, and might involve a mild degree of interpretation (Vaismoradi et al.,
2013, p. 399). The two approaches present contrasting ways of looking at data.
According to Yin (2011), concepts emerge from the data in inductive approaches,
while concepts define the data to be collected in deductive approaches (p. 94). In
other words, the inductive analyst familiarizes himself with the collected information
first then allows the categories or codes to emerge in parallel with the ongoing
analysis (Fraenkel et al. 2012, p. 480). Inductive analysis is used mainly when very
few studies have dealt with the topic, so analysis categories are derived from the data
itself during direct observation instead of relying on previously formulated categories
(Hsieh & Shannon, 2005, p. 1286). The present study illustrates such cases where
very few prior study attempts were made; it will therefore be based on inductive
content analysis. Burkhalter confirms that “the relationship between the longstanding
conflicts in Lebanon from the late 20™ century and its musical culture is not widely

known” (2011, p. 56).

Elo and Kyngés (2008, p. 109-111) list content analysis phases and processes

as well as their descriptions as follows:
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- Preparing: immersion in data;

- Organizing: Open coding (writing notes while reading), creating
categories, grouping codes according to categorical similarities, then
generally describing the research topic;

- Reporting: Reporting the results through models, conceptual systems, or

other forms of graphic organizers.

Lebanese-dialect songs dealing with war effects were therefore listed, their
lyrics transcribed. Then, by analyzing the lyrics, | was able to note categories and
themes. Content analysis results were grouped by time slots of decades to visualize

the evolution of perceptions.

Both Yin (2011) and Fraenkel et al. (2012) agree on the basic advantages of
content analysis, that is unobtrusiveness and ease of replication through reanalysis of
the data by other researchers. Yin adds the fact that it studies linguistic features and
meaning within context, and that it is systematic and verifiable (2011, p. 475),
whereas Fraenkel et al. note that it is ideal to study evolution as it is not constrained

by time and space (2012, p. 489).

The main and fundamental disadvantage is the “persuasiveness of the logic
connecting each category to its intended meaning” on which rests the argument for

category validity (Fraenkel et al. 2012, p. 489).

3.2.1.3. The significance of music genre choices

Description is of primary importance when dealing with the choice of music
genres. The choice of singing Lebanese songs in a traditional or a Westernized way

is meaningful by itself as it portrays cultural self-identification. Burkhalter, for
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example, cites that Lebanese musicians in the after-1990 period have been mainly

inspired by “music genres from the United States and Europe, but also from the Arab

world” (2011, p. 70).

Armstrong and Greider (2013) emphasize the meaningfulness of song genre
choices in their study of country music and its relation to identity. In their content
analysis of work songs performed by Johnny Cash, Armstrong and Greider (2013)
include details and criteria for song selection, code songs by selected themes then
divide them according to contexts or stages (going to work, at work, after work, and
post-employment). They also include summaries of song-stories, keywords, dates of

recording by Cash. A sonography was added eventually.

Song genre choices were also highlighted by Wai-Tong (2008). In his
dissertation on Chinese revolutionary songs, he observes and analyzes textual and
stylistic content while noting the use of different tonalities corresponding to both
Western (major) and Chinese (pentatonic) musical scales. Hobbs and Gallup (2011)
cite certain factors that might justify song categories (other than record companies’
marketing influence on a given public’s exposure to song). These factors include
“instrumentation, melody, tempo, sex of the artist, and sound of the singer’s voice,
along with subtle nonverbal cues of sincerity and emotional commitment conveyed

by intonation of the artist” (p. 403).

3.2.2. Questionnaires

3.2.2.1. Definitions

Questionnaires are used when the opinions and answers of a population are

needed. The collected information relies on a sample rather than the whole
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population, and aims to describe attitudes, knowledge, or other characteristics of the
surveyed group (Fraenkel et al., 2012, p. 393). Web-based surveys are especially
pratical for many reasons, namely the preservation of anonymity, the ease of access
and the automatically generated results, while the main disadvantage would be the
reduced number of response rates and the inability of the researcher to double check

the accuracy of the responses (p. 397).

Robson cites 6 main stages for carrying out a survey (2002, p. 239). | have
followed all 6 steps. First, the initial design and planning; a brainstormed list of
questions was formed and different question formats were taken into consideration.
Second, designing the survey; only the most adequate questions were retained. Third,
pretesting meant asking selected people to fill out the questionnaire and give in their
comments. Some questions were re-formulated based on their feedback. Fourth, the
questionnaire was set and published on Survey Monkey. Fifth, data was collected.

And the sixth stage was about analyzing the data and noting patterns.

The web-based questionnaire thus asked for demographical data. It included
two closed-ended questions, one about civic attachment stands and one about rating
each suggested musician part of a names list, and one open-ended question about

naming a song that reminds the participant of war.

3.2.2.2. Sampling issues

Choosing a sample proved to be complex in the current research context. The
surveyed sample was really a convenience sample of available individuals. This may
not be the best sampling approach though, since “the most readily abailable sources

of data are not likely to be the most informative sources” (Yin, 2011, p. 88). It
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therefore undermines generalizability (Cohen, Manion & Morrison, 2007, p. 114),
though it provided relevant information. Generalizability is negligible as well when
calling for volunteers who, although well intentioned, might not be representative of

the whole population.

Furthermore, another sampling issue is linked to the desired number of
participants. It is true that a larger sample is better than a limited one, though

literature does not indicate any given range.

In this study, an online survey was conducted through Survey Monkey.
Participants in the survey included a convenience sample of 60 Lebanese nationals.
Invitations to participate in the online survey were electronically sent to a handful of
acquaintances. While this limited the scope of the survey results, much insight was
gained nonetheless. Criteria were clear: all participants were adult Lebanese
nationals who have willingly chose to participate in the survey and have answered all
the questions. 63 responses were collected in all, of which 3 were discarded; one for
being incomplete, one for being filled by a non-Lebanese citizen, and one for being

filled by someone born in 1998 (aged 16).

3.2.2.3. The significance of audience choices

Carless and Douglas (2011) target a wide spectrum of meaning; they take into
consideration both song lyrics and audience response. They basically analyze and
interpret a teaching experiment which “explored audience responses to two
performance ethnographies” (p. 443). Their data includes written and verbal
responses of audience members, feedback sheets containing open-ended questions,

and formal group discussions as well as privately shared and informally written
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responses (emails). All these responses are thematically analyzed and contrasted with
narrative theory as well as arts-based and performative research literature. They even

include an interview with one of the original songwriters.

Such studies shed light on the significance of audience choices. In other
words, claiming to like a song backs the assumption that one has adopted what this
song represents. It is important to contrast the song reception, however, with the
original intent of the composer, or at least to ask whether there was any intent at all.
Thus it is important to involve the songwriter in the song analysis results, and to
measure the national identification of the population in whose nest these songs were

written.

3.2.3. Interviews

3.2.3.1. Definitions

Interviews are valuable interactions. They enable both the interviewers and
the interviewees to discuss their viewpoints and interpretations of a given topic
(Cohen, Manion & Morrison, 2007, p. 349). The main aim of inteviews is to
minimize ambiguity by providing “negotiated, contextually based results” (Fontana
& Frey, 2011, pp. 697-698). They are directly linked to the context by creating and
adjusting a “sharedness of meanings” between the interviewer and the interviewee

(p. 713).

This study is concerned with semi-structure interviews in particular, where a
list of questions is predetermined to uphold consistency throughout the interviewing
process, but improvised modification might take place depending on the context of

the interview. These modifications may be related to the order of the questions, the
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amount of additional explanations given, or the addition of other questions (Robson,

2002, p. 270)

3.2.3.2. Advantages and disadvantages of interviews

According to Cohen, Manion and Morrison, the main advantage of semi-
structured interviews is the fact that they can be controlled while still being
spontaneous, while the direct disadvantages include time consumption, interviewer
bias, and issues of personal fatigue (2007, p. 349). Fraenkel et al. further state that
interviews allows questions and answers to be clarified and places less weight on the

writing skills of the interviewees, compared to written questionnaires (2012, p. 398)

A recurrent keyword in all this is context. An interview is primarily an active
interaction that offers contextual data that can never be purely objective (Fontana &

Frey, 2011, p. 716-717). Other research issues are discussed below.

3.3. Research issues

3.3.1. Unearthing resources

The absence of reliable popularity charts and discographies in Lebanon made
the task of selecting Lebanese songs very complicated. Only studio-recorded and
festival-recorded songs were thus taken into consideration. 1 was not able to
independently verify many of the original recording dates. | approached a radio
station asking for access to their archives. While initially very enthusiastic about the
project, the director later cancelled the engagement. | then got in touch with Mr.
Abdallah Chahine Jr., in charge of “Voix du Levant”, the production company that

recorded and marketed many of the selected songs. He was much kind and willing to
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help. Other songs were later added after thorough record sales research and further
online excavation. The task was not easy, and | do not claim that the song list is

exhaustive.

3.3.2. Time span for song selection

It is important to note that the criteria for song selection for this study largely
depend on the production dates of the songs. This study is not ethnomusicological,
nor does it intend to be. Selected songs date as far back as the 1960’s but not before
that. Pre-1960 songs are not included. Although delightfully tempting, such an
endeavor would have required a different methodological approach. Filene (2002),
for example, reports the true story of the Lomaxes, two generations of men who
welded a recording machine onto their pick-up truck and drove around to “all-black
maximum security” prisons, asking prisoners to sing “any good songs they knew”
(pp. 1-2). Their recordings are now at the American Library of Congress, part of a
rich collection of American folk songs. Folk songs, in that sense, are not taken into
consideration in this study, though much has been written on the subject, ever since
Duncan (1914) wrote on the evolution of the academic reception of folk songs.

Including such songs would have naturally come with its own sets of constraints.

Collecting more recent songs is easier in certain ways. Pre-1960’s recordings
are rare and need much digging into mostly unorganized and worn-out public
archives. Therefore the selected songs only span over a 54 year period, from 1960 to
2014. These songs were later divided according to production decades in order to

minimize date uncertainties.
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3.3.3. On translation

I have chosen not to translate the songs from the Lebanese dialect to English
for one main reason: | am not a translator. In general, if | were to translate them,
much of the subtleties would have been lost. Therefore, | have decided to translate
only the keywords and to summarize the general mood of each song using one or two
sentences. The results of my work are inserted as appendices D and E, whereas a

representative summary is exhibited in the findings chapter.

3.3.4. Validity, reliability and triangulation

3.3.4.1. Reliability

Reliability, by definition, is “dependability, consistency and replicability over
time, over instruments and over groups of respondents” (Cohen, Manion &
Morrison, 2007, p. 146). To improve the reliability of the three instruments | used in
this study, | found it very important to explicitly clarify and detail the research
processes as well as the research decisions. Consistency is key. And the main
challenge is human bias. The three used instruments attempt to standardize analysis
through the input of one researcher (Robson, 2002, p. 176) and to reduce bias by
enlarging the song list and asking for musicians’ and the surveyed sample’s input

(Arksey & Knight, 1999, p. 53).

3.3.4.2. Validity

According to Robson, validity is about “being accurate, or correct, or true”
(2002, p. 170). According to Vaismoradi et al. (2013), it is because there are many

similarities between different qualitative approaches that it is important to approach
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the particular methodology through consistent decision-making in order to avoid
incoherence and to improve validity (p. 399). Some suggestions are brought forth,
such as deciding on whether to concentrate the analysis on the manifest or latent
content of data, or to maintain a research diary then make decisions on what to
include as data (p. 403). While it can be concerned with many forms, Cohen, Manion
and Morrison agree that it should be seen “as a matter of degree rather than an

absolute state” (2007, p. 133).

The main threates to validity include description or the “inaccuracy or
incompleteness of data”, interpretation or “imposing a framework or meaning on
what is happening”, and theory or “not considering alternative explanation or
understanding of the phenomena you are studying” (Robson, 2002, p. 171). The

present study has managed to minimize all three threats.

3.3.4.3. Triangulation

Triangulation is about using difference methods to collect data in order to
enhance research rigor (Yin, 2011, p. 79; Robson, 2002, p. 174). Triangular
techniques attempt to give a deeper understanding of the complexity of human

processes (Cohen, Manion & Morrison, 2007, p. 141).

Yet it is not simply an assortment of any three instruments, but the alignment
of these instruments in a complementary fashion. According to Arksey and Knight,
triangulation has two primary purposes, “confirmation and completeness” (p. 21). In

their own words:

Triangulation is not just about using as many different approaches or sources

of data collection as possible. When the approach is used for confirmation
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purposes, the individual strengths, weaknesses and biases of the various
methods must, first, be known and, secondly, applied in such a way that they
counterbalance each other. From this point of view, it is important to try to
blend and integrate the different methods, and not simply to design a study

that comprises distinct, mutually exclusive approaches.

Consequently, the three research instruments used in this study are mainly
based on a mild form of ‘intercoder reliability’. They are complementary to some
extent; the main limitation of content analysis being the researcher’s personal
perspective, interviews with musicians seek to confirm the observations. And while
musicians might view their music from their own personal perspective, the survey
aims to measure the audience’s reaction to both the musicians’ popularity and the

expressed civic attachment stance.

3.3.4.4. Research ethics

In terms of research ethics, | was granted the LAU IRB approval, in which
ways of approaching survey participants and interviewees were all described. All
participants were volunteers and their academic contribution was entirely up to them.
A member of my committee facilitated the communication with two of the

interviewees.

3.4. Conclusion

While many scholars might consider the use of songs as an unscientific
research practice, this paper holds an opposite view. In parallel with Carless and

Douglas (2011), | state that songs are valuable instruments that offer unique insights
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into intergenerational sociolinguistics, i.e. how language — here song lyrics — is
transmitted from one generation to another, and how sung lyrics, in contrast with
spoken poetry, hold a special place in individuals’ memories. Though music involves
people’s subjectivities and personal experiences, these variables are important if one
seeks to understand a person within his or her social and cultural contexts (p. 441).
Thinking through music enables people to ‘access’ or ‘unlock’ certain insights that
are mainly related to their personal life contexts (p. 450, 452). In other words, people
associate songs to certain contexts — both personal and social. Therefore by using

songs in research, one could understand both the context and the association.

Eventually, one of the strengths of this study is its interest in an insofar
uncharted territory and the possibilities that creates. According to Krippendorff
(2004, p. 359), the findings’ quality can be judged favorably when a study provides
new insights into the research topic or informs practical actions. This is what the

present study aims to accomplish.

Research methods being a means to an end, the following section describes

the details of the findings and the analysis results.
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CHAPTER FOUR

Results and Findings

4.1. Introduction

In parallel with the proposed methodology where steps were designed to
collect data, | have examined the research field in search for answers to my research
questions through the three planned research instruments: content analysis, a survey

and one on one interviews.
Below are the findings organized by research instrument.

4.2. Content analysis of song lyrics

As described by Elo and Kyngas (2008), | have followed three work stages to
collect songs and analyze their content: preparing, organizing, and reporting. | shall
delve into the details of my findings, describing the induced themes, categories and

eventual mind maps.

A complete list of the titles of all the selected songs arranged by alphabetical
order of the musicians’ names is inserted as Appendix A. There are 16 musicians in
all. The songs divided by decades from the 1960°’s until 2014 are inserted as
Appendix B. | have transcribed the lyrics of each song in the Lebanese dialect and
have inserted them as Appendix C. | have chosen to translate only keywords (for
reasons formulated in 3.3.3.) and to describe the general tone of each song. These are

inserted as Appendix D.
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Five general themes and six thematic attitudes emerge. The themes basically
represent a stance; they are: Attachment to the past, hope for the future, nationalistic
sentimentality, lament of death and discontent with the status quo. The thematic
attitudes represent a reaction to each of the themes; they are: Confronting, praising
military glory, feeling helpless, choosing to immigrate, holding on and being

sarcastic.

A series of tables for each decade showing themes and thematic attitudes for

each song is inserted as Appendix E. Below is a summary of themes and thematic

attitudes by decade. The repetitions are included on purpose.

Table 1: Summary of themes and thematic attitudes by decade

Decade Code Themes Thematic attitudes
1960-1969 | F60s-1 Discontent with the status quo | Choosing to immigrate
F60s-2 Hope for the future Feeling helpless
F62 Lament of death Holding on
NC62 Nationalitic sentimentality Holding on
Praising military glory
1970-1979 | F70 Attachment to the past Being sarcastic
F70s Attachment to the past Choosing to immigrate
F72 Attachment to the past Confronting
Fr77 Attachment to the past Confronting
F77-2 Attachment to the past Feeling helpless
MR75 Attachment to the past Feeling helpless
NC70s Discontent with the status quo | Feeling helpless
PW76 Discontent with the status quo | Holding on
SK70s-1 | Hope for the future Holding on
SK70s-2 | Hope for the future Holding on
SK70s-3 | Hope for the future Holding on
SK70s-4 | Hope for the future Holding on
ZR70s Lament of death Holding on
Lament of death Holding on
Lament of death Holding on
Nationalistic sentimentality Praising military glory
Nationalistic sentimentality
Nationalistic sentimentality
Nationalistic sentimentality
Nationalistic sentimentality
Nationalistic sentimentatliy
1980-1989 | F80s-1 Attachment to the past Being sarcastic
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F80s-2 Discontent with the status quo | Being sarcastic
F80s-3 Discontent with the status quo | Choosing to immigrate
F80s-4 Discontent with the status quo | Choosing to immigrate
F80s-5 Discontent with the status quo | Confronting
GS87 Hope for the future Confronting
MR82 Hope for the future Confronting
RB80s-1 | Hope for the future Confronting
RB80s-2 | Hope for the future Confronting
SHB80s-1 | Hope for the future Feeling helpless
SHB80s-2 | Hope for the future Feeling helpless
WS80s Lament of death Feeling helpless
ZK80s Lament of death Feeling helpless
ZR85 Lament of death Feeling helpless
Lament of death Holding on
Nationalistic sentimentality Holding on
Nationalistic sentimentality Holding on
Nationalistic sentimentality Holding on
Nationalistic sentimentality Holding on
Nationalistic sentimentality Holding on
Nationalistic sentimentality Holding on
Nationalistic sentimentality Holding on
Nationalistic sentimentality Praising military glory
Nationalistic sentimentality Praising military victory
1990-1999 |JB91 Attachment to the past Being sarcastic
JB92 Discontent with the status quo | Being sarcastic
WS90s Discontent with the status quo | Being sarcastic
ZK90s Discontent with the status quo | Being sarcastic
ZR90s-1 | Discontent with the status quo | Confronting
ZR90s-2 | Discontent with the status quo | Confronting
ZR90s-3 | Hope for the future Confronting
ZR90s-4 | Hope for the future Confronting
Hope for the future Feeling helpless
Hope for the future Feeling helpless
Lament of death Holding on
Nationalistic sentimentality Holding on
Nationalistic sentimentality Holding on
Praising military glory
2000-2010 | CRO6 Discontent with the status quo | Being sarcastic
CRO06 Discontent with the status quo | Being sarcastic
CRO8 Discontent with the status quo | Being sarcastic
GKO08 Discontent with the status quo | Being sarcastic
GRO05 Discontent with the status quo | Choosing to immigrate
GRO08 Discontent with the status quo | Confronting
JBO1 Discontent with the status quo | Confronting
JB04 Hope for the future Feeling helpless
JBO7 Hope for the future Feeling helpless
MLO9 Lament of death Feeling helpless

Nationalistic sentimentality
Nationalistic sentimentality
Nationalistic sentimentality

Holding on
Holding on
Holding on
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Nationalistic sentimentality Praising military glory
2010-2014 | GB10O Discontent with the status quo | Being sarcastic
JB14 Discontent with the status quo | Choosing to immigrate
ML13 Lament of death Feeling helpless
Nationalistic sentimentality Feeling helpless
Holding on

The general observation is that, though most themes and thematic attitudes
are included throughout the decades, some are weightier than others in different
decades. Below is a graph showing the evolution of positive and negative themes and
thematic attitudes by decade. ‘Attachment to the past’, ‘Hope for the future’ and
‘Nationalistic sentimentality’ are labeled as positive themes; ‘Lament of death’ and
‘Discontent with the status quo’ as negative themes; ‘Confronting’, ‘Praising military
victory’ and ‘Holding on’ as positive thematic attitudes; ‘Feeling helpless’,
‘Choosing to immigrate’ and ‘Being sarcastic’ as negative thematic attitudes. Figure

1 below shows the contrast between positive and negative inferences with time.

100%
90%
80%
70%
60%
50%
40%
30%
20%
10%

0%
1960-1969 1970-1979 1980-1989 1990-1999 2000-2009 2010-2014

M Positive inferences M Negative inferences

Figure 1: The evolution of the distribution of positive and negative themes and
thematic attitudes

Through an interdisciplinary lens, the choice of instrumentation is equally

important in conveying a cultural message. Below is a description of each song’s
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instrumentation style using general descriptors: Traditional, occidental, orchestral,

jazz or progressive. The general instrumental feel of the song has also been added

where it was deemed necessary.

Table 2: A list of songs in chronological order with the corresponding
instrumentation style

Decade Code Song title Instrumentation style
1960-1969 | F60s-1 Badna nkamel Traditional melody
Occidental orchestration
NC62 Allah  mhayyi | Traditional instrumentation
askarna
F62 Btetloj eddeni Occidental reinstrumentation
Orchestral version with piano
Blues feel
Interesting combination of instruments
and chord progression
F60s-2 Lawen Rayhin Traditional instrumentation
1970-1979 | NC70s Nater Traditional instrumentation
F70s Bayti ana baytak | Traditional instruments
Includes some parts of occidental
multiple voicing
PW76 Klashinkov Traditional Lebanese song (zajal)
ZR70s Nasheed el | Military instrumentation
thawra Men’s chorus
SK70s-1 | Rahu w lebsu Traditional instrumentation
SK70s-2 | Yemkin halla Traditional instrumentation
F72 Tlena ala daw Complex orchestration
MR75 Am behlamak Orchestral, occidental, operatic
SK70s-3 | Yarayeh Traditional instrumentation
SK70s-4 | Oluli waynun Traditional instrumentation
F70 Shady Traditional instrumentation
Fr7 Bi oolu zghayar | Traditional instruments
baladi Soloist and repeating choir
F77-2 Zahrat al janoob | Mixed occidental
1980-1989 | SH80s-1 | Buwab el Farah | Mixed oriental jazz
Use of the piano, nay and oud
Presented as an oriental ‘muwal’ with a
jazzy feel
F80s-1 Rejet el asfoora | Traditional instrumentation
F80s-2 Rah neba sawa | Orchestral
Complex instrumentation
F80s-3 Fikon tensu Complex orchestration
F80s-4 Eswaret el aroos | Traditional instrumentation
GS87 Lamaet abwa el | Orchestral
thawra A rebel song
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MR82 Shaabak  waef | Traditional instrumentation
berreeh
RB80s-1 | Kan enna beyt Occidental
RB80s-2 | Atoona ttufooli | Occidental
WS80s | Yabni Traditional ‘muwal’
ZK80s Rajeh rajeh | Traditional instrumentation
yetammar
ZR85 Ana much kafer | Traditional instrumentation
F80s-5 Bhebbak ya | Traditional instrumentation
lebnan
SHB80s-2 | Shbena ba’a Modern traditional Lebanese music
(zajal)
Traditional instrumentation with an
occidental twist
Shooting sound effects added as
background noise
1990-1999 | ZR90s-1 | Shu hal jeel Group song; jazzy feel
JB92 Ya thuwar el ard | Oriental tune with occidental
orchestration and piano
Men’s chorus
JBI1 Ghabet shams el | Traditional instrumentation with chorus
ha’ and repetitions
WS90s | Oom mnel beer | Traditional; repetitive men’s chorus in
the background
ZR90s-2 | Ana walla fekri | Traditional instrumentation with a twist
hannik
ZK90s Mahma Military instrumentation; march-like with
yetjarrah men’s chorus
baladna
ZR90s-3 | Annizam Occidental instrumentation; caricature of
chaos
ZR90s-4 | Oom foot nam Oriental traditional feel;  jazzy
instrumentation; includes the nay
2000-2009 | ML0O9 Taboor Progressive, heavy instrumentation
JBO1 Nehna el thawra | Orchestral instrumentation
Occidental melody
GRO08 Bisharafkon Occidental instrumentation
hada yharkesh Some verses are sung as rap
GRO05 Kermal el am bi | Traditional percussion and melody
mootu Orchestral
JBO7 Ana khawfi aa | Orchestral
wladi Incorporation of the nay (oriental)
Prevalence of piano though with a
general oriental feel
JB04 Ana  betnafas | Orchestral
heriyi
GKO08 Bel aali el aali Choral song
CRO8 Ala shou | Traditional Lebanese
mekhtelfin Includes occidental multiple voicing
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CRO06 La chou | Lebanese traditional

etteghyeer Clapping in the background

Same tune with different wordings
The repeat is done by a chorus

CRO6 Al hamdu lellah | Traditional all through

Includes some elements of jazz

Starts with ‘thank God’ (Alhamdu lellah)
in both Christian and Muslim intonations

2010-2014 | JB14 Hkayet Watan Orchestral

ML13 Lel watan Progressive rock
GB10 Ala babek vya | Traditional instrumentation
safara

The evolution of instrumentation choices is evident through a slow adaptation
of Western musical styles while keeping the traditional throughout the decades.

Below is a figure showing this evolution timeline by double decades.

Traditional

19605' Traditional 19805' aanicnat 2000' instrumentation

instrumentation

19705 instrumentation 19905 orchestral or jazz 20 10 Orchestral, jazz,

progressive, rock

Figure 2: Timeline showing the evolution of instrumentation styles by double
decades

4.3. Questionnaires

The sampling procedure is thoroughly explained in 3.2.2.2.
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Below is a summary of the survey answers through 6 figures and one table.
Figures 3 to 7 represent general demographical data, while figure 8 graphically
portrays civic attachment attitudes. Table 3 exhibits musicians’ percentage likings as

rated by the surveyed sample, as well as song and memory links.

4.3.1. Demographical data

Participants were all Lebanese nationals with 12% having a dual citizenship.
Almost half of them were born in the 1980°s while 13% were born before the 1970’s.
90% percent of them live in Lebanon, and up to 75% of them favor occidental

musical styles.

Canadian
1%
French

Dual
Lebanese only ue Australian 3%

88% 4%

citizenship
12%

American

Argentinegr%
2%

H Lebanese M American M Argentinean M Australian ™ Canadian ™ French

Figure 3: Participants’ Nationalities
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1940;1959 1960-1969
5% 8%
‘ 1970-1979
14%

Figure 4: Year of birth

B Place of birth

M Place of current residence

Figure 5: Geographical distribution

While many have answered Lebanon to both place of birth and place of
current residence, the majority of participants were more detailed. Chart 5 represents
the geographical distribution of survey participants according to two parameters:
their original place of birth and place of current residence, if different from place of

birth.
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The following towns are included in the region descriptors:

- Metn: Ain Aar, Antelias, Beit el Kiko, Bsaleem, Byekoot, Kornet
Shehwan, Mtayleb, Rabieh, Rabweh;

- Keserwan: Ajaltoun, Aintoura, Amchit, Ashkout, Ballouneh, Daroun-
Harissa, Jounieh, Tabarja, Zouk Mikael, Zouk Mosbeh;

- Beirut: Achrafieh, Bauchrieh, Dekwaneh, Fiyadieh, Hadath, Hazmieh,
Kahaleh;

- North Lebanon: Amioun, Batroun, Bsharry, Chekka, Kobayath, Zgharta;

- South Lebanon: Nabatiyeh, Saida;

- Bekaa: Zahleh;

- Abroad: Emirates, Kuwait, France, Cairo, the United States, Saudi

Arabia.

45 to 54 years (since 1960)
35 to 44 years (since 1970)
25 to 34 years (since 1980)
15 to 24 years (since 1990)
5 to 14 years (since 2000)
1 to 4 years (since 2010)

Less than a year

Figure 6: Number of years in current residence
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The parallelism between Tables 5 and 6 shows that most participants changed
their living location to Metn and Beirut mostly in the 1980°s and 1990’s, i.e. during

the war.

Figure 7: Favorite musical style
Favorite musical style categories include the following genres, as specified by

participants:

- Occidental music: Fusion, Reggae, Rock, Alternative, Jazz, World Music,
French songs, soft rock, Latino, classical, blues, hiphop, pop, soft rock,
country, metal, semi jazz, Indie Rock, RNB, Electronic, Accoustic, oldies,
scorpions, flamenco, celtic, post rock, electronic and psychedelic styles,
house music.

- Arabic music: Arabic songs, Tarab oldies

- Diverse: Diverse, mixed, nothing in particular, all.

- Lebanese music: Old Lebanese songs, Nasri Chamseddine, Ziad Rahbani,

Marcel Khalife.
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4.3.2. Civic attachment stance

Figure 7 portrays the surveyed sample’s answers to the question: Which

statement best describes you. Only 12% clearly expressed civic frustration.

2%

M | love Lebanon. | would rather
live there than anywhere else
abroad.

M | love Lebanon, but | don't mind
living abroad if conditions are
better.

| love Lebanon, but | can't stand
living there. I'm frustrated and
will be leaving as soon as
possible.

M | never really liked Lebanon for
various reasons.

m Other

Figure 8: Which statement best describes you?

4.3.3. Songs, memories and musicians

Participants were asked to name the first Lebanese song that comes to their

minds when they think of war, and to verbalize what it reminds them of.

Though some songs were cited by more than one person — Zaki Nassif’s

‘Rajeh yetaammar Lebnan’ for example was cited 12 times — answers show no

discrimination between Lebanese-dialect songs and other songs using the official

Arabic language. Here is a concise list of all the cited songs and the musicians linked

to them:
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Li Beirut (Fayruz);

Bhebbak ya Lebnan (Fayruz);

Atlek nniranaka la tarham (Julia Boutros);
Ghabet chams el ha’ (Julia Boutros);

Ya natrin chou natrin (Rabih el Khawli).
Aa esmak ghannet (Fayruz);

Wa sakata al ginaa (Magida al Roumi);
Ya Beirut (Magida al Roumi);

Metel el shajar mazrooeen (Hiba Tawaji);
Lamaet abwa’ el thawra (Ghassan Saliba);
Mahma yetjarrah baladna (Zaki Nassif) ;
Oom thadda (Magida el Roumi);

Rajeh rajeh yetaamar lebnan (Zaki Nassif) ;
Majdak ba’ee mahma errih (Sabah);

Ya saken el aali tell mnel aali (Fayruz);
Ana betnaffas horiyi (Julia Boutros);
Waed ya Lebnan (Pascale Sakr);

Shady (Fayruz);

Ya menkoon rjal (Melhem Barakat and Najwa Karam);
Maa el askar (Fayruz);

Da’ el khataw aal bwab (Political party);
Lebnani (Assi el Hallani);

Sanarjiu yawman (Fayruz);

Mnerfod nehna nmoot (Julia Boutros);

Saf el aaskar rayeh yeshar (Elie Choueiry).
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It is interesting to spot one song that is not related to war at all but to a storm
and two lovers (Wael Kfoury’s Layl w Raad w bard w reeh). It is equally interesting
to see that one singer was linked to a song which she has not sung — namely Julia
Boutros instead of Ghassan Saliba for the song ‘Lamaet abwa’ el thawra’. Also, four
participants have explicitly chosen not to cite any song; some of their responses

include:

- T'haven’t lived the war so there’s no specific song that reminds me of it;
- Thaven’tlived in a war period, sorry;

- Idon’t know any.

The surveyed sample only chose to remember war songs with positive
inferences. Though expressive, songs with negative inferences were not mentioned,

except for one song about war-caused death.

Survey responses were detailed and extremely informative regarding the
remembrance link. | have divided the responses according to three contexts: General
reminiscence, war memories, and national stand. Selected responses depicting each

context can be found below.

Context 1 — General reminiscence:

Old and peaceful Beirut;

- It reminds me of my childhood;

- It reminds me of my summer days when | was young;

- Best moments with family and friends;

- Magida el Roumi’s songs remind me of our old TV and Télé Liban

channel;
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- It reminds me of the Lebanese flag waving in the concert;

- 3" grade, because we used to sing it with our Arabic teacher;

- It reminds me of our Independence Day Celebrations at school,

- Hope in Lebanon, feeling throughout my years of adolescence and young

adulthood manifestations.

Context 2 — War memories:

The Lebanese war;

- It reminds me of war;

- Enemy invasion;

- War of 2006;

- It reminds me of the days of war;

- It reminds me of resistence;

- Reminds me of destruction of buildings and hope...

- We had to leave our home;

- It reminds me of the Lebanese war, of what our hands have done to our
country;

- The sufferings of my family during war when they found out that their
house was hit;

- Reminds me of my village and of the political motivation people used to
have there in times of distress;

- It reminds me that [Beirut] has a heritage that I never got to know because

it was largely destroyed before | was born.

Context 3 — National stand:

52



The resilience of the Lebanese;

It reminds me of the need for ‘Revolution’ in the face of oppression;

It reminds me of the hope we had despite the dark days;

It reminds me that my country is so precious, and the Lebanese army is
always there to protect us;

It reminds me that whatever happens in Lebanon, we will stay here in our
lovely country;

It reminds me that the war we lived in Lebanon is mostly the work of our
hands. It reminds me that there is hope;

It reminds me of how many times Lebanon has been through hard times,
but eventually passed them all... I feel very proud to be Lebanese;

It’s a very important song; it tells something about the dignity of the
people and the country; how much lack there is in maintaining the
country, how politics are commercial;

It gives hope.

When asked specifically about the singer and songwriter of the songs, a few

names were precise. This leads us to the last survey question, which was related to

expressing likes, dislikes or indifference to musicians’ songs in general. Below are

the percentage and actual answers to the question: Rate each of the following

musicians on the provided scale. The two highest percentages for each musician are

highlighted in yellow.

Table 3: Musicians' ratings

I strongly | I I am ;am?lri?ir not I like their I strongly
dislike their | dislike their | indifferent to - . like their
. with  their | songs
songs songs their songs songs
songs at all
Charbel 0.00% 1.67% 8.33% 73.33% 16.67% | 0.00%
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Rouhana |0 1 5 44 10 0
Fayruz 0.00% 1.67% 13.33% 1.67% 23.33% | 60.00%
0 1 8 1 14 36
Filemon 0.00% 0.00% 10.00% 48.33% 25.00% | 16.67%
Wehbe 0 0 6 29 15 10
George 0.00% 5.00% 13.33% 35.00% 38.33% | 8.33%
Khabbaz |0 3 8 21 23 5
Ghassan | 1.67% 8.33% 25.00% 15.00% 41.67% | 8.33%
Rahbani 1 5 15 9 25 5
Ghassan | 0.00% 1.67% 8.33% 33.33% 35.00% |21.67%
Saliba 0 1 5 20 21 13
Julia 0.00% 3.33% 5.00% 11.67% 33.33% | 46.67%
Boutros 0 2 3 7 20 28
Mashrou | 0.00% 1.67% 18.33% 46.67% 23.33% | 10.00%
Leila 0 1 11 28 14 6
(Band)
Majida Al | 0.00% 1.67% 5.00% 3.33% 31.67% | 58.33%
Roumi 0 1 3 2 19 35
Makhoul | 0.00% 1.67% 13.33% 83.33% 1.67% 0.00%
Kassouf 0 1 8 50 1 0
Nasri 0.00% 0.00% 10.00% 51.67% 18.33% | 20.00%
Chamsed |0 0 6 31 11 12
dine
The 0.00% 0.00% 5.00% 15.00% 38.33% | 41.67%
Rahbani |0 0 3 9 23 25
brothers
Remi 1.67% 1.67% 13.33% 55.00% 21.67% | 6.67%
Bandali 1 1 8 33 13 4
Romeo 0.00% 1.67% 10.00% 56.67% 20.00% |11.67%
Lahoud 0 1 6 34 12 7
Salwa el | 0.00% 1.67% 11.67% 46.67% 25.00% | 15.00%
Katrib 0 1 7 28 15 9
Sami 0.00% 1.67% 13.33% 76.67% 6.67% 1.67%
Hawat 0 1 8 46 4 1
Wadih el | 0.00% 3.33% 11.67% 15.00% 45.00% | 25.00%
Safi 0 2 7 9 27 15
Zaki 0.00% 0.00% 6.67% 25.00% 26.67% | 41.67%
Nassif 0 0 4 15 16 25
Ziad 3.33% 3.33% 16.67% 10.00% 28.33% | 38.33%
Rahbani 2 2 10 6 17 23

It is interesting to note that three musicians have received ‘strongly dislike’

votes.
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4.4. Musicians’ interviews

Four musicians were interviewed. They were mainly selected depending on
their availability. Athought more musicians were contacted, only these four
responded positively within a reasonable time frame. These were, by alphabetical
order: Charbel Rouhana, Farid Sabbagh, Georges Khabbaz and Ghassan Rahbani.
They were chosen according to availability, and their voluntary participation was
solicited within ethical work frames. The songs of three of them were inserted in the
song selection. The songs written by the Sabbagh brothers were not included in the
songlist; the soundtrack of their latest play has not yet been published, and though
Mr. Sabbagh had suggested sharing some of the song recordings by email, he later
refrained from doing that. All interviews have added much valuable insight into my

research.

The semi-structured interviews were conducted following the same set of
questions with a few alterations depending on the flow of the conversation. A full

Lebanese-dialect transcript is inserted as Appendix G and sub-appendices G.1 to G.4.

In the coming pages, | briefly describe each interview, giving first a concise
presentation of each artist as voiced by him during our meeting, then describing the

interview context and finally noting the general impressions.

Charbel Rouhana is originally an instrumental musician, an oud specialist,
born in the 1960s in Amchit, Kesrouan. He kindly welcomed me in his workspace in
Adonis. The lights were warm and Albinoni’s Adagio was re-playing in the
background. Mr. Rouhana, with his warm voice and poetic way of speaking, said he
is first and foremost a musician though he experiences the urge to express through
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words at times. He said he started writing songs in an advanced stage of his career
and has since produced a few CDs. He is an optimistic man who frequently uses
words like ‘hope’, ‘optimism’ and ‘faith’. At one point, he stated that one of his
songs dealing with foreign airport humiliation was based on personal experience, and
though the experience itself was extremely negative, ‘at least something good came
out of it’ he joked (good being the song). For him, the purpose of songs is to
communicate the possibility of change; they are a personal expression of common
pain that is echoed communally. He emphasized the importance of establishing
social justice by enforcing a common law that is applicable to all in the same way
regardless of personal beliefs, ethnicity or political affiliation. Though he is attached
to his country, he is also appreciative of the opportunities he has to travel abroad for
a few days. According to him, immigration is not the ultimate solution — being
somewhere else does not mean leading a problem-free life, he added. The interview
discourse and Mr. Rouhana’s own song interpretation are in parallel with the content
analysis findings: a critique of the status quo caused by a discrepancy between reality
and dreams. Artists dream and inspire others to dream along, he said. His songs

always end with hope; ‘music is a powerful weapon’.

Farid Sabbagh was born in the 1970s in Choueir, Mount Lebanon. He and his
brother Maher — also born in the 1970s — have been writing and directing theater
plays for the past decade. After viewing their recent play ‘Ta’ifa 19° in December
2014 and noticing its intricate link with most of the content analysis themes, | sought
professional contact information. Mr. Sabbagh was easy to access and very
welcoming. The interview took place in a coffeeshop in a Dbayeh mall, surrounded
by the hassle of post-Christmas shoppers. Originally a public hospital director, Mr.

Sabbagh stated that he and his brother had thought of quitting the theater if their
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latest play hadn’t come out as successful as it was. He insisted on being recognized
along with his brother Maher at all times. His tone echoed with political activism and
militant anti-sectarianism. Theater is a weapon of mass education, he said, a
dangerous weapon that can be used both to construct and destruct national identities.
He established a link with Ziad Rahbani who attended at least two of their theater
plays and who, according to Mr. Sabbagh, complimented them as original and
valuable. Mr. Rahbani is said to believe in a political ideological solution to the
Lebanese problems as well. Though the interview included many repetitions of the
same ideas, Mr. Sabbagh spoke of political ideologies and advised me to focus on
songs rooted in a ‘cause’ while describing the current Lebanese artistic scene as

‘decandent’.

Georges Khabbaz is a Lebanese artist born in the 1970s in Batroun, North
Lebanon. We met in a coffeshop in Zalka. He was professional, welcoming and
straight to the point. He is also extremely warm; he had come to our meeting on his
bicycle and would look out during the conversation to check if it was still where he
parked it. His answers are proof of his linguistic skills; his words are not repetitive
and are always purposefully chosen. Though mostly famous for his theater, Mr.
Khabbaz identifies as a musician. He believes songs are biologically linked to
humans through their heart beats and sociologically influential on their daily
activities. He is deeply attached to his country. He confirmed the importance of
placing songs within context — especially theater songs — by criticizing commercial
patriotism. Hope, he said, is in a fully functioning civic society to be established
through education. Teaching tolerance and mutual respect at schools would

strengthen the Lebanese society and keep it immune against divisions.
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Ghassan Rahbani was born in the 1960s in Antelias, Metn. He welcomed me

in his office in Naccache, within his father Elias Rahbani’s studio. He is the nephew

of the Rahbani brothers, the cousin of Ziad Rahbani, and he strongly identifies with

his uncles’ musical legacy. He denounces political corruption — having run for

parliamentary elections once and lost the race. He also believes songs have a strong

impact and that they pave the way for actual social change. He states opinions as

facts, does not mind immigration for the sake of his children, and thinks Lebanese

forgiving each other is ‘too good to be true’ even though he sang it.

The interviewee’s responses to the common questions are summarized in the

following table.

Table 4. A summary of interview questions

Question 1 | Question 2 | Question 3 Question 4 | Question 5 | Question 6
Why do you | Do you think | How would you | Has there | Do you think | What is  the
write songs? songs make a | describe Lebanon in a | been ashiftin | there is hope | solution?
difference? few words? perspective? left?
Charbel | I want to | Hopefully | A dear friend | Yes Yes Civil laws,
Rouhana | deliver a who is difficult written and
message. to love. enforced
Farid Songs Yes A schism | No Yes Eradication
Sabbagh | entertain. between  what of
should be and sectarianism
what is.
Georges | Songs Yes and | Beauty. Yes Yes Civil
Khabbaz | are no society
organic.
Ghassan | It’s in Yes A prostitute. No Yes, New blood
Rahbani | my though in politics
blood. difficult

More details from the interviews will be inserted within context in the

discussion.
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4.5. Conclusion

By comparing and contrasting the findings per instrument, the following

pecularities were noted:

- Songs convey both positive and negative thematic inferences;

- The number of songs with negative inferences has developed in the past 5
decades, though the audience makes mostly positive memory inferences
with songs that depict war effects;

- Some people, including musicians, are still holding on to some hope for

change.

These findings present mine-worthy facts. In the coming discussion chapter, |
will attempt to forge them into a coherent set to reach answers for my research

questions.
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CHAPTER FIVE

Discussion

5.1. Introduction

Earlier on in this study, three research questions were set and songs were

brought forth as pathways to answers. The questions were:

- How are war effects depicted in Lebanese songs?
- Has the Lebanese population’s perception of war evolved in the last fifty
years?

- How is this perception seen from a civic engagement perspective?

While it was not practically possible to study songs dating back a hundred
years as initially planned, songs in the last 54 years have offered very interesting

insights. Below is a discussion of the findings.
5.2. How are war effects depicted in Lebanese songs?

The answer to this first question is strongly related to the function of music,
as stated earlier. Music, in all its forms, impacts man profoundly for various reasons
which are not the main topic of this study. In concurrence with the literature which
claims that songs are powerful social communication tools (specifically Carless &
Douglas, 2011; Wai-Tong, 2008; Mulaudzi, 2013; Armstrong & Greider, 2013),
audience responses as well as artist interviews show that songs echo human
conditions; one artist’s words are embraced by many through identification. While

this is not always the artist’s direct intention — he might simply want to express
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himself, as put by Charbel Rouhana — songs ask for a radical emotional and

intellectual response; they are thus either adopted or rejected all together.

The unique aspect of song listening is that songs blend into the context in
which they were first or usually heard, and listeners embrace both of them as one.
This explains the generous input survey participants placed on expressing what
suggested songs remind them of, and some emphasized context even more than
particular historical events (the TV channel, moments with family and friends, old

Beirut, summer days).

The following depictions can be synthesized:

- Songs echo suffering (Fayruz’s Bayti ana baytak);

- Songs express frustration (George Khabbaz’s Ala babik ya safara);

- Songs are linked to either happiness or hurt-filled memories;

- Songs enflame feelings of national identification (Magida EI-Roumi’s
Am behlamak);

- Songs give hope for change (Zaki Nassif’s Mahma yetjarrah baladna);

- Songs call for change initiatives (Ghassan Rahbani’s Kermal el am bi
mootu);

- Songs sometimes suggest practical solutions to overcome war effects and

prevent further conflict (Julia Boutros’ Ana betnaffas heriyi).

The singer’s personal tone also plays a big role. Differences in songs might
be due in large part to individual artist differences. While nationalistic sentimentality

is common to most, Julia Boutros for example emphasizes ‘confronting’ and
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‘praising military glory’, Fayruz ‘Nationalistic sentimentality’, Charbel Rouhana

‘holding on’, and Ziad Rahbani ‘being sarcastic’.

It is important to mention the Rahbani legacy, especially that it was
mentioned by all four interviewed musicians. Audience ratings also show an 83%
‘like and strongly like’ vote for Fayruz, and an 80% ‘like and strongly like’
combined vote for the Rahbani brothers while other musicians of the same era
(mainly Nasri Chamseddine and Filemon Wehbe) are less known by the participants
whose large majority (87%) was born during and after the 1975-1990 war. Most
songs that directly depict war present a realistic version of it. ‘Shady’ presents a
moving description of war-caused death viewed from a child’s perspective. ‘Rejet el

asfoora’ communicates this basic message: war is ugly but there is hope.

The main counter-argument presented by some — mainly Stone (2005) — is
that the Rahbanis created a “myth”, a utopian nation that does not exist, and that
much frustration is precisely caused by the discrepancy between this creation and
reality. According to Stone's study, Lebanese songs dating back fifty years attempted
to standardize national traits to create a common identity, which proved unstable

when it failed to prevent war in the 1970’s.

The interviewed musicians think otherwise. Some said it did exist. Ghassan
Rahbani in particular claimed that even in musicals there were both good and evil —
one might say honest and dishonest — characters, but hanging on to hope meant good
prevailed, while the same dilemma exists today though in sharper contrast with
today’s reality. In all cases, all interviewees agree that the image of what things

ought to be like is not surreal; it once was. It is the deep contrast between what they
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think ought to be and what is that disturbs them; what ought to be having been

endorsed by acquired memories with the Rahbani music playing in the background.

5.3. Has the Lebanese population’s perception of war evolved in the

last fifty years?

Song analysis findings are aligned with the interviewed songwriters’ initial
intentions as well as the surveyed audience reception. Songs of the 1960°s are linked
to their historical context which is marked primarily by a quest for an affirmed
national identity. Survey answers are highly favorable to songs of that era as they
remind the population of a beautiful past and incite some of them to take national
patriotic stands, as shown in the survey results. The findings are also in parallel with
the reviewed literature, starting by an idealization of village life as observed by
Khalaf (1968) to a shift away from this idealization in a rebellion against stereotypes,
to disillusionement (Khalaf, 2014), helplessness (Burkhalter, 2011) and adaptation to
catastrophic times in an attempt to find “an alternative identity” (Westmoreland,
2013). Throughout these changes, Lebanese songs have not been linked to national
social movements, only to personal opinions and beliefs or to what Roy (2010) calls

personal “cultural philosophies”. This is strongly echoed in the interviews.

The results of both the survey and the interviews lead to think that it is not the
Lebanese population’s perception of war per se that evolved, but rather its choices of
attitude when faced with war. It is interesting to observe the general common themes
that have emerged from the song lyrics analysis. Some have been maintained for five
decades while others have faded in or out, with time. It seems that a change of

emphasis took place in parallel with war, i.e. ‘praising military glory’ had faded by
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the 1970’s only to appear again in the 1990’s, while ‘sarcasm’ had appeared in the
1980°s and increasingly grew in the 1990’s. ‘Discontent with the status quo’ seems
to prevail in the present times. Reminiscence and attachment to land has been

counterbalanced with sarcasm and immigration.

Stone (2005) viewed the intergenerational Rahbani schism as a family-
modeled miniature of the Lebanese schism — “the-family-struggle-as-national-
struggle metaphor” (p. 152). By that, he means that the shift in musical style and
cultural tone between the first generation of Rahbanis (the Rahbani brothers and
Fairuz) and the second generation who is directly related to them (Ziad Rahbani) is a
micro representation of the shift that has taken place on the wider national Lebanese
scale. In parallel with Stone (2005), the results of the content analysis show a shift in
attitude from a nationalistic ‘hanging on to hope’ stand to a critique of the status quo
and sarcastic expression of helplessness in Ziad Rahbani’s songs, though not in the
other artists’ songs. In parallel with Khalaf (2014) who wrote about the evolution of
Lebanese student attitudes from ‘idealism’ to ‘activism’ to ‘disillusionment’ in just
16 years, the content analysis of songs shows this to be the case for Ziad Rahbani’s
and Mashrou Leila’s songs. Other songs and the survey responses defy this
helplessness attitude by offering a glimpse of hope for change, even if distant. It is
interesting to note that Ziad Rahbani got 67% ‘like and strongly like’ combined vote
with a 6.7% ‘dislike and strongly dislike’ combined vote, the highest in the
musicians’ list. Feelings of helplessness have not been found as abundant as initially

predicted.

Failing to live expected realities is what causes frustration and discontent.

How one deals with frustration when faced with discrepancy between what should be
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and what is, has been referred to in the psychology literature as the “adversity
hypothesis” (Haidt, 2006). It states that “people need adversity, setbacks, and
perhaps even trauma to reach the highest levels of strength, fulfillment, and personal
development” (p. 136). In other words, adversity leads people to a healthy
determination of survival. In this study, more than half the surveyed sample (55%)
appear to have not grown less fond of their country after witnessing war effects and
have even crossed out the immigration option. War songs, however, though giving
hope, seem to remind some that ‘Beirut has a heritage that [they] never got to know
because it was largely destroyed before [they were] born’. That, indeed, is a sad

thought.

5.4. How is this perception seen from a civic engagement

perspective?

Interviewed musicians all have a strong civic attachment with an equally
strong sense of initiative; they are using their music to make a difference; they
interpret it as their civic contribution though interpreting its function differently
(whether alerting the ‘mass mind’ or using songs as part of ‘mass educational
awareness’ through the theater). As Georges Khabbaz puts it: ‘The Lebanese are
yearning to live again what they lived once; the incompatibility between that
yearning and reality is echoed through sarcasm and feelings of helplessness’. Yet
people who state that living in Lebanon is challenging do not claim a milder form of

civic engagement.

I have found that this study’s list of themes and thematic attitudes basically

forms a three-dimensional civic engagement spectrum. In two dimensions, this
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spectrum is partly inspired by Soriano’s “Objectives/Relationships graph” (2001, p.
7) as well as Afzalur Rahim’s “Dual concern model of the style of handling
interpersonal conflict” (2011, p. 27). The third dimension is inspired by Haidt’s

Social Space graph (2006, p. 184).

In two dimensions, one axis deals with expectations and the other with factual
reality. High expectations and low reality outcomes would naturally lead to
frustration, while low expectations and low reality outcomes would incur sarcasm. |
dare add a third dimension to the spectrum which I shall call “hope”. It moves the
spectrum within more complex, yet more interesting, dynamics. Loss of hope
coupled with frustration — caused by high expectations and low reality outcomes —
would lead to either a cynic stay or a decision to immigrate, while holding on to hope
coupled with the same frustration would lead to either a deeper civic attachment or a

decision to take practical initiatives.

Below is a graphic representation of the three-dimensional civic engagement

spectrum.

™
*«. Hope

Expectations

Reality

Figure 9: The three-dimensional civic engagement spectrum
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Hope produces an incentive to take action. Some songs denounce the
discrepancy as if for the sheer sake of denouncing it, while other songs leave room
for hope before they end, but with no practical suggestions. Some might argue that it
is not the essential function of songs to suggest practical steps but to lift up the
morale of the listeners. What this graph represents is the wide spectrum of civic
attitudes. Where to stand on this continuum is a matter of personal choice and

conviction. Different musicians have made different choices.

5.5. Conclusion

As stated earlier when discussing the efficacy of the American civil rights
movement (Roy, 2010 in 2.2.3.), songs that actually make a difference are the songs
that emphasize the communitarian sense of belonging through collective song-
making. This study’s song list contains many such songs that allow the Lebanese to
‘tune in’ together in both song and feeling of national involvement. This is further
sustained by an appropriate instrumentation style, namely through repetition or the
choice of choir inclusion, especially an all men’s choir to convey rebellion or to
show determination (Zaki Nassif’s ‘Mahma yetjarrah baladna’ or Julia Boutros’ ‘Ya
thuwar el ard’ and ‘Ghabet shams el ha’ for example). The evolution of
instrumentation styles is equally significant when viewed within the population’s
quest for a national identity: what is referred to as ‘the traditional instrumentation’
particularly frequent during the first 2 decades, seems to give way to a generally
occidental instrumentation style, including but not limited to orchestral, progressive,
and jazz music. Yet musicians’ ratings by the surveyed sample show a distinct liking

for non-progressive musicians.
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The lack of consistency in words and actions and the discrepancy between
civic laws and the corruption of law enforcement systems justifies the frustration
lived by the Lebanese citizens. This echoes a bad classroom manager who, through
his inconsistency, leads his own students to despair then chaos. Sarcasm is thus
understood in context; it is a double-edged sword. Georges Khabbaz’s ‘Bel aali el
aali’ is said to be a critique of commercial patriotism where musicians would sell
their lyrics in the aftermath of an event while the lyrics have not much to say, and are

only sung to show off a hallow show of patriotism.
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CHAPTER SIX

Conclusion

6.1. Introduction

Music is powerful. Perhaps because it is a metaphor of a better world where
peace is conceivable, where a song never ends with a dissonant chord. Even from a
relationships’ perspective, as a musician once said, ‘it is very difficult to hate

someone who passionately loves the same music that you do.’

Songs, too, communicate. They speak of yearnings and realities, both bitter
and sweet. Though some of the analyzed songs suggest solutions to the Lebanese
dilemma, not all agree on what the root problem is. Two out of four interviewees
state sectarianism as the principal problem, and the establishment of a civic society
with its set of civic laws and a clear law enforcement procedure as the solution.
There is no proof that this will eliminate war; there seems to be a deeper abyss that

leads to the chain reaction of war and peace.

Though discussing the metaphysics of war and death does not fall within the
scope of this study, the previously discussed results and findings breed interesting
implications and ideas for future research. Moreover, as everything in this world is

imperfect, so is this study; limitations will also be covered in this final section.
6.2. Implications

This study has three major implications in my opinion.
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The first is the use of songs as social science research tools. The evolution of
discourse mirrored certain aspects of the evolution of civic engagement and helped
refine my own understanding of it. The research process also had positive feedback
from enthusiastic Lebanese people who got all excited when trying to remember
songs that would fit the research description. A wonderful time was spent with
family and friends delving back into memories and setting each other on fire, both
with patriotic feelings and with empathy towards the continuing political struggles

and human sufferings.

The second major implication is the importance of educating for civic
engagement, democracy and citizenship not just singing about it — though patriotic
songs have always nurtured a positive sense of belonging. Charbel Rouhana had
always heard his teachers say: ‘My freedom ends when the other person’s freedom
begins’, but he said he and his school comrades would memorize it for its poetry and
lyricism though one could not fully grasp its meaning. This seems like a soft skill
that schools better start teaching soon. Lessons, activities and workshops would be

more than helpful where they are asked for.

The third implication is also educational. Songs are a channel of hope, both
for musicians and for listeners. Though mainly therapeutic, this reveals opportunities
for educational initiatives for teaching how to deal with grief (See Roberts &
McFerran, 2013, in 2.5.2.1.). The coming years already seem heavily packed with
scenes of death and stolen childhood memories. Songs can here too be powerful tools

for change. In the words of Denzin (2011):

Globally, cynicism and despair rein. Never have we had a greater need for a

militant utopianism to help us imagine a world free of conflict, oppression,
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terror, and death. We need oppositional performance disciplines that will

show us how to create radical utopian spaces within our public institutions.

6.3. Limitations

When looking up songs for this study, the lack of organization was
exceedingly evident. There are no or very rare initiatives to standardize song
archives. A few exceptions can be found, but overall, most websites offering lyrics
are social discussion forums. The overviewed Arabic-speaking websites were chaotic
and offered samples of social blabbering at its best. They proved to be a completely
non-reliable resource, although there were some independent attempts at organizing

information.

What was particularly unhelpful was the fact that no dates were mentioned
unless the artist had a professional website or an official discography — which not
many Lebanese musicians have. Even the archives list that was generously shared by
the production house | contacted, and the dates | collected during my personal visit to
a major music recording provider, proved insufficient in these regards. Many songs
could not be found and those that were, were included in digitally re-mastered CDs
with no mention of the original recording date. Thus the approximate listing by

decade. This is a source of frustration that | have not been able to undermine.

In terms of generalization, the present study is not generalizable. A more
thorough survey needs to be conducted with a more diverse sample, as well as an

interview process with, ideally, all living and willing musicians cited in the study.
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6.4. Future research

The importance of the current research cannot be underestimated when it
comes to the insights it provides. The current Middle Eastern context — with all its
share of ‘revolutions’, political changes and the need to fine-tune the meaning of
‘Freedom’— is particularly in need of such studies. Attitudes need to be transformed

into initiatives.

The research topic offers promising insights into the Lebanese culture and its
evolution in the last half century or so. The adopted interdisciplinary approach also
opens up new research perspectives and provides valuable ground for future

applications in the world of education, be it civic, linguistic or musical.

6.6. Conclusion

When asked if there were any hope for change, not everyone answered with
conviction. What is more resounding is the fact that songs change things — maybe not
the world but they change people. A song has the potential to change the person who
writes it as well as the person who listens to it, if only while it lasts. Deciding what
to do with that is a personal decision, and claiming to have a solution in mind does

not mean that the marathon is completed.

Some people might disagree on whether songs depict myths or remind of
truths, or on whether songs create hope or are simply remembered when one needs to
hang on to something, anything. During the Second World War, concentration camp
prisoners would gather to make music for various reasons, if only to prove that there

is no horror that music cannot breach (Giner, 2011). Georges Khabbaz had cited the
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well-known ‘Beauty will change the world’ paradigm. Whatever attitude is expressed

through songs, listeners seem to remember the ones that give hope above all else.

The Lord of the Rings’ quote I started with in my introduction does not end
on a sad note. Though not remembering the complete lyrics of the long and sad
Elvish song, Legolas had not forgotten the ending. It too was full of hope; it awaited
the spring when Lothlérien’s voice would be heard once more, and those who

remember her would recognize it.

[Lothldrien faced evil and sorrow.] Then many of the Elves of Nimrodel’s
kindred left their dwellings and departed, and she was lost far in the South, in
the passes of the White Mountains; and she came not to the ship where
Amroth her lover waited for her. But in the spring when the wind is in the
new leaves the echo of her voice may still be heard by the falls that bear her

name.

(Tolkien, 1967, p. 444)

It turns out songs are more powerful than even | had thought.
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Appendices

Appendix A: Song list by alphabetical order of singers’ names

Title Title in Arabic Singer
1 | Al hamdu lellah 4 2all | Charbel Rouhana
2 | Ala chou mekhtelfin (ilide o4 Jte | Charbel Rouhana
3 | Lachou el teghyir il 31| Charbel Rouhana
4 | Bayti ana baytak <y Ul S | Fairuz
5 | Baddna nkammel belli be’yu i AL JeS5 Ly | Fairuz
6 | Bhebbak ya lebnan ol b ehsy | Fairuz
7 | Bi’ulu zghayar baladi @b e ) slsin | Fairuz
8 | Btetloj eddeni I &l | Fairuz
9 | Eswarit el aarous ool Bl sul | Fairuz
10 | Fikon tensu s (S | Fairuz
11 | Lawen rayheen ) s | Fairuz
12 | Rah neb'a sawa |5 A5 - | Fairuz
13 | Rejeet etl asfoora 3 stianll s | Fairuz
14 | Shady @ | Fairuz
15 | Tleena aladdaw sall e Ualk | Fairuz
16 | Zahrat al Janoob csall s 05 | Fairuz
17 | Ala babek ya safara 5k L el e | Georges Khabbaz
18 | Bel aali el aali Sl =l | Georges Khabbaz
19 | Kermal el aam bi mouto | 58 gam a2lll Jla S | Ghassan Rahbani
20 | Bicharafkon hada yharkech S las S8 )5 | Ghassan Rahbani
21 | Lamaet abwa’ethawra 3580 3 sl Cal | Ghassan Saliba
22 | Ana betnaffas heriyi 4)a (athy U | Julia Boutros
23 | Ana khawfi aa wladi Y5 g S Ul | Julia Boutros
24 | Ghabit chams el hakk Gall (ued e | Julia Boutros
25 | Hkayit watan ks 48 | Julia Boutros
26 | Nehna ethawra wel ghadab sl 53,53 oas | Julia Boutros
27 | Ya thuwar el ard o=Y) )l L | Julia Boutros
28 | Menettaboor Ul e | Mashrou Leila
29 | Lel watan ol | Mashrou Leila
30 | Aam behlamak cllsy ae | Magida EI-Roumi
31 | Shaabak wa’ef berreeh Wb <l elel | Magida EI-Roumi
32 | Allah mhayi aaskarna U_Swe se 4l | Nasri Chamseddine
33 | Nater ana nater Lkl bl | Nasri Chamseddine
34 | Klashinkov s ,Su3MS | Philemon Wehbe
35 | Kan enna bayt < le oS | Remi Bandali
36 | Otoona tufooli 4 &bl U sl | Remi Bandali
37 | Ulooli waynun s S8 | Salwa el-Katrib
38 | Rahu w lebsu tyab el gherbi 4all Qi) sual 515805 | Salwa el-Katrib
39 | Yarayeh = L | Salwa el-Katrib
40 | Yemken bukra 1S oS | Salwa el-Katrib
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Sami Hawat &

41 | Buab el farah z A Gl s Makhoul Kassouf

42 & Ll | Sami Hawat &
Shbeena ba’a Makhoul Kassouf

43 | Oom mnel beer ya yoosef sy b Ll (e o 8 | Wadih Safi

44 | Yabni % b | Wadih Safi

45 | Mahma yetjarrah baladna Lab ~ ol Lege | Zaki Nassif

46 | Raje yetaamar lebnan Ol yendy aal ) | Zaki Nassif

47 | Ana much kafer A8 (i Ul | Ziad Rahbani

48 | Ana walla fekri S8 5 U | Ziad Rahbani

49 | Annizam 2l | Ziad Rahbani

50 | Chou hal jil Jll 54 | Ziad Rahbani

51 | Nasheed el thawra 5,50l 15 | Ziad Rahbani

52 | Oom foot nam b add | Ziad Rahbani
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Appendix B: Song list divided by decade from the 1960’s until 2014

List of songs according to recording date, artist and author, divided by decades:

Decade Song Song title Singer Author
code
1960-1969 | F60s-1 Badna nkamel Fairuz Rahbani brothers
NC62 Allah mhayyi askarna | Nasri Rahbani brothers
Chamseddine
F62 Btetloj eddeni Fairuz Rahbani brothers
F60s-2 Lawen Rayhin Fairuz Rahbani brothers
1970-1979 | NC70s Nater Nastri Rahbani brothers
Chamseddine
F70s Bayti ana baytak Fairuz Rahbani brothers
PW76 Klashinkov Philemon
Wehbe
ZR70s Nasheed el thawra Ziad Rahbani
SK70s-1 | Rahu w lebsu Salwa el | Romeo Lahoud
Katrib
SK70s-2 | Yemkin halla Salwa el | Romeo Lahoud
Katrib
F72 Tlena ala daw Fairuz Rahbani
MR75 Am behlamak Magida Said Akl
AlRoumi
SK70s-3 | Yarayeh Salwa el | Romeo Lahoud
Katrib
SK70s-4 | Oluli waynun Salwa el | Romeo Lahoud
Katrib
F70 Shady Fairuz Rahbani
F77 Bi oolu zghayar baladi | Fairuz Rahbani
F77-2 Zahrat al janoob Fairuz Joseph Harb
1980-1989 | SH80s-1 | Buwab el Farah Sami Hawat Makhoul Kassouf
F80s-1 Rejet el asfoora Fairuz Rahbani brothers
F80s-2 Rah neba sawa Fairuz Ziad Rahbani
(arranger)
F80s-3 Fikon tensu Fairuz Joseph Harb; ziad
rahbani (arranger)
F80s-4 Eswaret el aroos Fairuz Joseph Harb
GS87 Lamaet abwa el | Ghassan Saliba | Mansour Rahbani
thawra
MR82 Shaabak waef berreeh | Magida Henri Zogheib
AlRoumi
RB80s-1 | Kan enna beyt Remi Bandali
RB80s-2 | Atoona ttufooli Remi Bandali
WS80s Yabni Wadih el Safi
ZK80s Rajeh rajeh yetammar | Zaki Nassif
ZR85 Ana much kafer Ziad Rahbani
F80s-5 Bhebbak ya lebnan Fairuz Rahbani brothers
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SH80s-2 | Shbena ba’a Sami Hawat Makhoul Kassouf
1990-1999 | ZR90s-1 | Shu hal jeel Ziad Rahbani
JB92 Ya thuwar el ard Julia Boutros
JB91 Ghabet shams el ha’ Julia Boutros
WS90s Oom mnel beer Wadih el Safi
ZR90s-2 | Ana  walla  fekri | Ziad Rahbani
hannik
ZK90s Mahma yetjarrah | Zaki Nassif
baladna
ZR90s-3 | Annizam Ziad Rahbani
ZR90s-4 | Oom foot nam Ziad Rahbani | Joseph Sakr
2000-2009 | MLO09 Taboor Mashrou Leila
JBO1 Nehna el thawra Julia Boutros
GRO08 Bisharafkon hada | Ghassan
yharkesh Rahbani
GRO05 Kermal el am bi | Ghassan Elias Rahbani
mootu Rahbani
JBO7 Ana khawfi aa wladi Julia Boutros
JB04 Ana betnafas heriyi Julia Boutros
GKO08 Bel aali el aali Georges Khabbaz
CRO08 Ala shou mekhtelfin Charbel
Rouhana
CRO6 La chou etteghyeer Charbel
Rouhana
CRO06 Al hamdu lellah Charbel
Rouhana
2010-2014 |JB14 Hkayet Watan Julia Boutros
ML13 Lel watan Mashrou Leila
GB10 Ala babek ya safara Georges Khabbaz
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Appendix C: Complete song lyrics written in the Lebanese dialect by

alphabetical order of the singers’ names

Al hamdu lellah | 4 el | Charbel Rouhana |
ol laly Jcuaid g | 3aal) Chadl daeal)
59 ol L) sy LSy i e
) Aideall diaeall

Dl lle Al  Aleal) s
Ddaalle (5saal s de o 458l Cyu
At 2eal) daaall

b A a5 gun b Ula 5 1Sy Y
CLQA@B)AY}@LA)\UZA@\CA
Adaall diaeall

& sie dauw\j‘;umui‘;ajsw
g 1 g1a Le | Sliyy Ssling fslibn Setland
Adeal) daealdl

J&\&k@&&a&wﬁé}gg‘;
Sl () (A ) Y 5
Dballe Alagdi | AT | 008

"';.\:1.3 éj\.k A:U‘} Ui“ L“;.\:}J} Ji L“;.\XSJ
O J3 agas S e

G G aaly | e ol
Olde (ea ) 3l Galdt - )

Glialy s 154l e 158 30

(4) OSLengom ol suA Al
J&\&&&&J@jﬁéﬁéﬁ
J\Jﬂlﬂ;@méﬁcsa@}&}ﬂ;gﬁw

Sl sl ¢ (S el Y 5
Dlaalle ilags | hed | Al

& 2aall (3) daall diaaall

Ala chou mekhtelfin | Cpilite 5 e | Charbel Rouhana |

A 3ha ad a3 a2 ¢ i 5 (30 el Ll a2
(2) AL 5oke 5 5 b B ) sy

alall Slall ¢yl gl L™
1o s U ol S0pilie 5 e ol 13

ikl L Allalla alss ) ey
83



(3) LY

c@haug\iy\cac@\‘)gﬁhg}mu
?@Yc\)w}}c@uj_\xg@u\}

@b L il Laga ol (ol L lie Cathy e
@b L sy Laga ¢ g2l L elia Cay e
AN

(3) ALY Y

(2) 152l (i 22 Lia 3 1 gl Ly e
Lo op sy I JS 5 clie 5508 5 m
foulide o3 o s ol sell Wile o

@b L il Laga ol (ol b elia Cathy e
@k b (sl Laga ¢ g2l b elia Cay e
@b

(3) ALYy

La chou el teghyir | il 5l Charbel Rouhana |

i€ anhaa (gl 5 i e JSU e L
(2) il s lind pgasia g cllinia clliria
cAla bl g ol OKY) s

il ) 13 agand) i

i€ i by A p e Ly
(2) il 5 s Lipan ) S5 53l &l S8 5
I e Caeny La (5313 a0l 51 i

i) 52 (3 Lo

G AL (51 ey oualille zeaksi a L
(2) il g palall g oalall Jia Jiioal)
BRI PN

G Ay pall Cany (AL Hhatiae L

(2) @i daals ol ge Fansila s Ade 4
CAIA Ll 5 ld alblad) e

owadll gl (513 e ) (s

S R sl Al e e

G Gl gl A S Wlaal) s
ol S8l s a i Lagg
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(2) @l Cus B8 7 ) Jlad Lega anti laga
oasdl) S8 GBle e oaaa

k_\.'\srdj.ltgiéa}oﬁgﬂwﬁecéh
(2);\1}1&&}@ J...ulbb\‘j.su.ul.a@.n
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Bayti ana baytak | iy Ul i | Fairuz |
Lsad\cujnﬂf\gduu)ﬁsw \A}‘_A‘LAJCJ.\.\JLI“_?\.U

Clall Guadip e Slliag Clsll S g 5 b g ol
@.:Ag"_uhagql\ @MY«JJ&&\\A @Lum‘ﬁ‘;\log_ay
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) s clipalile S (1 has Lo el Ul

Sl e U @llaatia Ca &) (ol o OShasall uadi by St ¥ ilegs Y
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Sliall eadly cllaniig Caall (g i (e Sl ey i ¥ Silegs Y
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| Baddna nkammel belli be’yu | sy Al JaS Ly |

Fairuz

L
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Appendix D: Song

description, divided by singer

list with translated keywords and tone

List of songs sung by Charbel Rouhana with the translated keywords and tone

description:
Song | Song title | Keywords Description
code
CRO8 | Ala shou | Disagreeing; something is wrong | - Joyful, carefree
mekhtelfin | and the solution is outside the | festive tune;
country; the situation is intolerable, | - emphasizes  the
I’m shouting, no one is listening, | cultural common things,
the shouting is not enough; my | and national attachment
country is fabulous but it’s always | but depicts a dark image;
confused; | never grow weary of | - denounces
you my country; we breathe the | foreign political
same air and take the same | intervention
medication; we have Beirut and
Fairuz
CRO06 | La chou | Why change; Same food, same | - Festive mood;
etteghyeer | songs, same audience; tomorrow | - presented as a
will not protect us; same good | collective song;
people; same religions; same | - festive mood in
beginnings, same ends; same girls, | contrast with the theme
same Kisses; same people talking, | of giving up hope;
they only listen to themselves; even | - ends on a hopeful
if you immigrate, same countries, | tone, holding on for
same problems; same ideas, same | future generations;
melodies, same music; maybe | - hopelessness,
change will happen in the days of | tiredness of routine, lack
our children, despite their sadness; | of effective change
no matter how long it takes, maybe
change will happen
CRO6 | Al hamdu | Visa, congratulations, luggage, | - Presented as a
lellah airport; America, I am not a|story of someone who
terrorist, 1 have never carried a | decided to immigrate, got
gun, | am scared; Lebanese, asked | humiliated in the process,
questions;  humiliation at the | and decides to go back to
airport; just because | am | the country;
Lebanese; send me back to|- interesting  link
Lebanon; no more visa, living in | with religious hints in
Lebanon is sweeter than anywhere | instrumentation style
else

List of songs sung by Fairuz with the translated keywords and tone description:

109




Song | Song Keywords Description
code | title
F60s- | Badna Do not fear, we will continue, | - A dialogue, part of a
1 nkamel numbers don’t matter theatrical scene;
- holding on to land and to
hope;
- sorrow of oppression

F62 Btetloj Do not fear, faith, love, |- From the same play as

eddeni freedom, glory “Allah mhayyi askarna”;

- soldiers have returned,
the self-sacrificing leader Salem
died, all soldiers come home
victorious;
- death is pictured as
temporary sleep, sacrifice is
turned into a national song, an
exaltation of the endlessness of
the country and the glory of its
dead,;
- interesting to note that the
introduction mentioning Salem is
less known that the start of the
chorus

F60s- | Lawen Traveling, going away, tired, | - Theater dialogue;

2 Rayhin sweat, suffering, immigrate, | - leaving the land but
leaving land, no harvest, | holding on to the hope that it will
rebuilding be well taken care of eventually

— though who will do that is
unknown

?? Bayti ana | Alone, waiting, suffering, do | - ‘I call you from the land

baytak not forget, country as exile, | of fear’;
thorny roads, land of fear, days | - description of a desolate
of the oppressors, promise, | land;
help; planted in tears, | - prayer and holding on to
harvested in joy; call out from | hope
sadness

F72 Tlena ala | Freed, freedom, shout, run, |- Holding on to freedom

daw rejoice, follow, hide, flee

F70 Shady Fight, close, got lost - Death in war as viewed

by a child

F77 Bi oolu | Anger, dignity, love, too few | - Image of the country;

zghayar | people, beauty, goodness, a |- emphasizing the small
baladi baby crowned in battle size of the country and the
relatively limited population
number, stating it does not matter

F77-2 | Zahrat al | Crying, forgive me, sad, tears, | - Poetic attachment to land

janoob glory, dignity, wisdom, fame,

more precious, more beautiful,
hurt, make it up, go away
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suddenly

??

Rejet el
asfoora

The bird is back; the flower is
blooming again; lovers,
festivity, children; but who
went are gone; missing names
in the names’ lists; killed at the
gate; they spoke, they wrote;
they said the country has been
destroyed; the world wept; But
we will come back; back from
fires and streets torn apart by
bombs; the real Lebanon is
coming back; remove the fake
faces and the empty promises;
children are getting older; my
glorious  nation, life s
blooming; light of dawn

- Basic message: war is
ugly, but there is hope

F80s-

Rah
neb’a
sawa

Together forever; peace, loved
by the people until the end of
times; swear by the ashes of
those who have left and on the
black burnt stones; the nation
does not die; seeds of martyrs,
country of peace; freedom at
the hands of the poor and in the
nets of the fishermen; freedom
is coming; martyrs with the
forgotten faces who have died
for the land, victory and
freedom are coming

- Inspires a festive context;
- involves whistling and
shouts of group (dabke-like)
dancing;

- exaltation of martyrdom,
link with the eventual victory

F80s-

Fikon
tensu

You can forget everything; do
not forget your country; my
country is my gold, my joy, my
anger; | let go of my voice but
not of my country

- Holding on to land and
glory;

- notice the instrumentation
style (by Ziad Rahbani)

F80s-

Eswaret
el aroos

Honor, war, you remain my
love O dust of the South; sing
your name; the sun will darken
if your dust is not mine; a
people that is tougher than
wars

- Poetic recollection of
national monuments;
- hanging on to the land

F80s-

Bhebbak
ya lebnan

I love you Lebanon, my
country; | want to stay
regardless of suffering; if |
leave, the world will be a lie; |
love you in your poverty and
your glory; do not forget me;
they asked what is wrong;
there are gun shots and fire; the
country is being reborn;

- Love song to the country;
- includes a verse
mentioning the war;

- link with giving hope, a
phoenix rebirth;

- getting out of the war
stronger and more united despite
the apparent divisions; choosing
not to immigrate
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dignity; stubborn people; if
things separate us, we are
joined back by our love for you

List of songs sung

by Georges Khabbaz with the translated keywords and tone

description:
Song | Song Keywords Description
code | title
GKO08 | Bel aali | My nation, raise your name | - School children like
el aali on high; don’t worry; I will | chorus;
not complain, you are clean; | - repetition of ‘my country
your flag is glorious; we | is clean’;
rebuild again and again - Part of a play
GK10 | Ala Waiting in humiliation; | Immigration and humiliation of
babek ya | young and old, poor and rich; | visa applications
safara ambition, debt, future; no
work, ungrateful jobs

List of songs sung

by Ghassan Rahbani with the translated keywords and tone

description:

Song | Song title Keywords Description

code

GRO8 | Bisharafkon | Let someone intervene and ruin | - Predicting things

hada

things; summer is at hand;

going wrong;

cliff, grave danger; enough
selfishness; only  forgiveness
protects Lebanon; no more time
for talking; you are against God
and humanity if you do not take a
stand at least once; you are
selfish men who have trampled
the country; personal interests;
martyrs’ blood, martyrs’ mothers;

yharkesh expatriates return; hotels and | - never enjoying a
restaurants have been renovated; | stable political situation;
come and bring whomever along; | - ‘Political leaders
profit; tourists; culture and the | believe that the people
arts; services providers; news; | that never dies has grown
media; unpredicted conflict in | accustomed to  this
spring; ruin people’s plans, make | masquerade’
them think of traveling; summer
fires, ecological hazards; the
Lebanese miracle; they think the
people have grown used to this
summer is off

GRO05 | Kermal el am | For the sake of those dying; a | - Setting forth the
bi mootu conscience stand; nation on the | urgency of change;

- a call
being
forgive

to stop
selfish and to
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| wearing black forever

List of songs sung

by Ghassan Saliba with the translated keywords and tone

description:

Song | Song Keywords Interpretation

code | title

GS87 | Lamaet Revolution, hate, blood; | - A call to arms for freedom;
abwa el | strengthen your heart, | - choosing either death or
thawra attack; death or freedom; | freedom, but not living under the

Never before has such | oppression;

sadness been heard of; || - Critique to external relations:
call to you; neither | begging for independence from
oppression nor | foreign countries;

humiliation; begging for | - lack of independence defined
independence; foreign | as being ruled by foreigners and
nations merchants

List of songs sung by Julia Boutros with the translated keywords and tone

description:
Song | Song Keywords Description
code | title
JB91 | Ghabet | The sun of truth has set; dawn has | - Refusal to die, mainly
shams el | turned into sunset; we refuse to | about the Southern region of
ha’ die; tell them we’re staying; the | Lebanon;
land is ours; they sold words, | - hanging on to land in
crucified justice, bleeding peace; | spite of wars;
we don’t care about war, we’re | - giving hope through
staying no matter what happens; do | an anti-immigration spirit:
not fear wars and deprivation; | - wars come and go but
despite everything that happened, | people stay rooted in the land
the land is ours; trees of laurel,
dignity
JB92 | Ya Rebels of the earth; oppression, | - A call for revolution;
thuwar el | tyranny, deprivation, anger, | - taking a stand against
ard destruction; they are testifying | injustice;
falsely, the land will be lost; | - repetition with fewer
buying and selling, no conscience; | words make it  more
you are the revolution, the |accessible and easy to
conscience, the strict justice, the | memorize;
wind of change, the rising light in | - all men’s choir to
the darkness of forgetfulness convey rebel attitude and
readiness
JBO1 | Nehna el | Revolution, anger, hope for the | - Celebrating  military
thawra coming generations; history of | hope;
heroes; dawn, sword; joy of |- many repetitions of
children; we will forget the hard | the same verse and chorus
days; forgotten people; exiled in
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our own country; freedom,
forgotten tears of joy; precious
victory
JB04 | Ana I live on freedom; we fall together; | - A call for
betnafas | you cannot cancel me, you have to | communication;
heriyi listen and talk to me; look for the | - thinking freedom
real remedy to our problem; hear | through;
me, enough is enough; we can find | - trying to  suggest
a solution if we think together; | practical solutions;
voice of freedom higher than other | - a call to accept and
voices; injustice will not prevail; | respect diversity;
the world cannot have the same | - the tone is turning
color; the order of life cannot be | practical not just
changed emotional/sentimental
nationalism  while  still
emphasizing the general
concept of freedom
JBO7 | Ana | fear for my children; I fear for my | - Emphasizes the
khawfi country; injustice; I don’t know | absurdity of the events;
aawladi | where we are going; the eye does | - words of fear,
not sleep, the heart does not sleep; | injustice, craziness, stealing,
love was stolen, our feelings were | killing,  selling  dignity,
killed; the world is in exile, the | divisions, illusions;
people are scattered; they are |- fear of the future and
buying names, they are selling | future generations
dignity; truth has become illusions;
do not ask what has become of the
world; life is hard; crazy land; my
eyes are tired of the night
JB14 | Hkayet | A prise was paid for people’s | - Tribute to national
Watan blood; price was too high; take me | martyrs;
to Lebanon, the heart and the eyes | - acknowledgment that
are awake the price of blood they paid is
a heavy price;
- stating  that  the
country is about what they
did;
- longing to come back
to Lebanon

List of songs sung by Magida EI-Roumi with the translated keywords and tone

description:
Song | Song title Keywords Description
code
MR75 | Am Dream, gifts, come back, |- Poetic nationalism;
behlamak goodness, throne, they said he | - heard  of  death,
got killed, do not believe; | refuses to accept it;
today more than ever, smile, | - in denial,
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wounded

- call to stay strong and
glorious ‘like the sun’

MR82

Shaabak
wa’ef
berreeh

Long night, long trip, waiting
for the light; your people is
standing against the storm;
new light, new dawn, hope, my
love my country

- Poetic;

- sentimental wording;
- a tribute to
endurance;

- the night will be over,
wait for the sun to rise

List of songs sung by Nasri Chamseddine with

the translated keywords and tone

description:

Song | Song Keywords Description

code | title

NC62 | Allah Patience, numbers don’t | - Same play as Btetloj eddeni

mhayyi matter, drunk with glory, | - a dialogue, part of a theatrical
askarna | victory scene;
- Patriotic song;
- all soldiers came back from
the battlefield except Salem who
died there;
- exalts the image of a self-
sacrificing leader;
- emphasizes the glory of the
battlefield and the cedar as the
national symbol

NC70 | Nater I am waiting; | will not | - Anti-immigration song;

S abandon these vaults; They | - ‘What are you waiting for?’;
say immigrate what are | - no answer, he is simply
you waiting for?; Waiting, | waiting, holding on to some hope
more fear, tears, | will not
abandon, exiled in my
land, humiliation, stole,
immigrate, waiting

List of songs sung

by Philemon Wehbe with the translated keywords and tone

description:

Song | Song | Keywords Description

code | title

PW76 | Klashi | Barricade, they’re all fighting in our land; | Turning tragedy
nkov | sitting minding my business, hid in the bus, | into amusement

snipers, fear; occupying officer, not a big deal,
no fridge, stolen crystalwear, burnt library,

table taken away
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List of songs sung by Remi Bandali with the translated keywords and tone

description:
Song | Song Keywords Description
code | title
RB80 | Kan We had a home; it got burned, I am | - War through a
s-1 enna cold, my bed is stolen, 1 want my | child’s lens;
beyt home, give me back my home, give | - loss and destruction
me back my toys and my wooden | of home;
horse - seeking the
audience’s emotional
involvement
RB80 | Atoona | No holidays, no decoration, burnt | - Seeking the
s-2 ttufooli | land, stolen freedom, small land, | audience’s emotional
give back peace, give back |involvement to protect
childhood children;
- notice the use of
three languages

List of songs sung by Salwa El-Katrib with the translated keywords and tone

description:

Song | Song Keywords Description

code | title

?? Rahu w | Foreign cloths; sold the | - Description of the

lebsu path; forgot those left | bitterness of immigration for those

behind; left without saying | who are left behind;
goodbye; a thrown away | - a song about not coming
key; remember; closed door; | back and the lost connection ‘will
sold land; are lost; call out, | we never remember those whose
forgot door is closed?’

SK70s | Yemkin | Perhaps today, perhaps | - Basic hope;

-2 halla tomorrow; perhaps in a|- ‘it will end soon’;
week; wake up; wipe the | - reminiscence of the good
tear; strange road, near end; | old times and all the people that are
spoke out; remember those | gone;
who are gone; will those | - same answer echoes as
days come back; soon this | chorus ‘we will wake up, and the
will end, we will rise, wake | night will be gone, maybe today,
up from the drunkness of | maybe tomorrow’;
this cup; we complained and | - reminiscence,  complaint,
sent words until no words | still holding on to hope
were left

SK70s | Ya Going away; freedom, no | - Addressed to someone

-3 rayeh change, don’t  forget, | leaving the country;
remember, open  door; | - bidding him to send
remind the world that the | greetings to all whom he will meet;
land that is always | - reminding him that the land
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welcoming and whose doors
are never closed even if its
heart is broken; seeds of
love

he is leaving will be more precious
that whatever he meets along the
way;,

- pictures his country as the
land that is unshakeable, as the
‘song that speaks of freedom’;

- presented as a legacy of
love that needs to be shared with
the world

SK70s

Oluli
waynun

Where are the tough men;
no answer; tired

- Where are the tough men,
is there none to be found, are they
tired;

- calling back for them

List of songs written by Sami Hawat with the translated keywords and tone

description:

Song | Song Keywords Description

code | title

SH80 | Buwab | Doors of joy; frail wood; the | - The doors of happiness do
s-1 el children are gone; no country | not have any wood left;

Farah left - it’s utterly hopeless, there
are no more children, there’s not
even a ruin that’s left to say ‘there
was a country here’

SH80 | Shbena | Party, sectarianism, heavy | - A song about feeling
s-2 ba’a load, tribes, what a | helpless;
generation; ruins, learn | - ‘we’re sick and tired of all
history, — martyrs,  satisfy | this’, talking will not make a
leaders, we have had enough, | difference
there’s no more use, we’re
done with talking

List of songs sung by Wadih Safi with the translated keywords and tone description:

preserve your land for your own
son; walk the path of glory;
heaven will bless you; building

stairs; coming back in glory

Song | Song Keywords Description

code | title

WS80 | Yabni | My son, give your heart to your | - Presented as a father’s

S country, protect, heaven, Kkeep | instruction to his son, to wake
speaking about it, stay alert, | the eye that sleeps, protect

and preserve the land for
future generations, fly away
and your land will welcome
you back in glory;

- does not mind
immigration as long as his
child comes back in glory, i.e.
money, influence; staying
rooted even if they live
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elsewhere

WS90

Oom Get up; you suffered enough;
mnel nothing worse can happen;
beer injustice ends; either today or

tomorrow; land of abundance,

despite sufferings, old days will
return; Rise from the well where
you have buried yourself ; suffered
too much; suffering for too long

- An incentive to hope
for the old days to come back
and the suffering to end

List of songs sung by Zaki Nassif with the translated keywords and tone description:

Song
code

Song title

Keywords

Description

ZK80
S

Rajeh rajeh
yetammar

Lebanon will be rebuilt; more
beautiful than ever; all strong
hands join with us; dance and
song; our image together
gladdens hearts and sends
away attacks; hand in hand;
walking as one giant laughing
at storms; promising summer

- Festive song;

- Giving the ultimate
hope: Lebanon will be rebuilt,
it will be even better than it
ever was;

- we are standing
together; presents the ‘dabke’
dance as a metaphor of
standing together and helping
each other;

- summer
worthwhile;

- the beauty of staying
united

will  be

??

Mahma
yetjarrah
baladna

Wounded country, pick it up,
despite small numbers; it is not
one of our habits to mourn
beside the ruins; love has no
place in the hearts that do not
know joy; the people of
determination have spoken and
they have been heard; their
word helps him who is afraid
of darkness to light the
darkness and wake up; we have
given our word and our dignity
is at stake, we will live it
through

- A call to persevere, to
confront and take steps

List of songs written by Ziad Rahbani with the translated keywords and tone

description:

Song | Song title | Keywords Description

code

ZR70s | Nasheed el | Poor people; to whom is my | - Who are the children
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thawra

land; why are children dying;
hungry people in my country;
been asleep for years; decide to
wake up today; do not blame;
thousands of oppressed; years of
blood

dying for? They are hungry
in their own land,

- Who is my land for?
- We have been asleep
for many years but we have
decided to wake up today;

- ‘Years of blood are
at hand’

ZR85

Ana much
kafer

I am not a blasphemer; hunger,
sickness, humiliation, debt, not
capable of immigrating, buried
at home, stealing food from my
mouth

- Mentions a desire
and an incapacity for
immigration;

- critique of the social
and religious status quo;

- interesting address to
a “she”

ZR90s

Shu
jeel

hal

What a generation; generation
of war; murder; hitting; no
interest in the world nor in
others; interest in drugs and
alcohol;  no  solution; no
communication; humiliated us
in the world; role of the mother
and father; have mercy

- Deep critique of the
war generation;
- stating
hopeless case

it’s a

ZR90s

Ana walla
fekri
hannik

I want to congratulate;
congratulate your parents for
having you; clear positions;
political tactics; martyrs old and
new; martyrs old and young;
neighbor; if you wake you up
angry, people die; the Lebanese
people approves, wants to
reward you; song dedicated to
the so-called freedom; forced to
congratulate; renewed term

- Extreme discontent;
- dedicated to the
‘national leader’” in an
introduction that says it
should have been dedicated
to any ‘traditional Lebanese
leader’;

- blames the
population for not speaking
up and seeking change

ZR90s

Annizam

If he’s not respecting order,
change the order; it’s not his
fault, it’s the order’s fault; your
war is not correct and your
peace is no peace; [ don’t
understand

- Extreme sarcasm;

- criticizing peace and
chaos;

- ‘If things don’t
follow the established order,
change the order’ is offered
as a solution

ZR90s
-4

Oom foot
nam

Go to sleep and dream that
things will change; songs about
national unity, hopes for
security evolutions,
congratulations for our
Lebanese formula; this is not a
country, just a group of people

- Sarcasm,
helplessness of change;

- the country has
changed with no hope of
being put back together
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List of songs sung

by Mashrou Leila with the translated keywords and tone

description:

Song | Song title | Keywords Description

code

MLO9 | Taboor 50 years; fighting the same war; | - Helplessness  for
we don’t forget; the country is a | fighting the same war and
waiting hall; queue to the airport; | not seeing the end of it;
we’re tired of debt, humiliation, | - Description of
hunger; I recognize the place, it’s | absurdity, of an ever
the wrong era; they forgot this is | occurring deja-vu
today

ML13 | Lel watan | Others control tornados while we | - Helplessness of

are blown away by a breeze; dare | youth dealing with
ask, they silence you; they say | authority;
you’re a traitor whenever you | - do not claim

demand change; they lead you to
despair in order to sell your
freedoms;  they said  stop
preaching, stop frowning, come
dance for me; they tought you the
national hymn, they said your
struggle is useful for the country;
they made you numb, they said
your apathy is useful for the
country

change or frown upon the
answers you are getting,
come make me dance — a
metaphor of prostitution;

- strong sarcasm
‘they say you are a traitor
every time you demand
change’;

- they make you
helpless so you give up
your liberties for the sake
of the country’;

- deep criticism of
the state of the population
and its apathy

Appendix E. List of tables representing each song’s themes and

thematic attitudes, divided by decade

List of songs from 1960 to 1969 according to the 5 themes and 6 thematic attitudes:

Song Song title Affiliation Theme Thematic
code attitudes
F60s-1 | Badna nkamel Fairuz Hope for the | Holding on
future
NC62 | Allah  mhayyi | Nasri Nationalistic Praising
askarna Chamseddine sentimentality military glory
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F62 Btetloj eddeni Fairuz Lament of death; | Praising
Nationalistic
sentimentality
F60s-2 | Lawen Rayhin Fairuz Discontent with | Feeling
the status quo helpless,
choosing to
immigrate,
holding on

List of songs from 1970 to 1979 according to the 5 themes and 6 thematic attitudes:

Song Song title Affiliation Theme Thematic
code attitudes
NC70s | Nater Nasri Hope for the | Holding on
Chamseddine future
F70s Bayti ana baytak | Fairuz Lament of death | Holding on
PW76 | Klashinkov Philemon Wehbe | Discontent with | Being sarcastic
the status quo
ZR70s | Nasheed el | Ziad Rahbani Discontent with | Confronting
thawra the status quo
SK70s- | Rahu w lebsu Salwa el Katrib Attachment  to | Feeling helpless
1 the past
SK70s- | Yemkin halla Salwa el Katrib Attachment  to | Confronting;
2 the past; Lament | holding on
of death; Hope
for the future
F72 Tlena ala daw Fairuz Nationalistic Praising
sentimentality, military  glory,
hope for the | holding on
future
MR75 | Am behlamak Magida AIRoumi | Nationalistic Holding on
sentimentality;
Hope for the
future
SK70s- | Yarayeh Salwa el Katrib Attachment  to | Choosing to
3 the past; | immigrate,
Nationalistic holding on
sentimentality
SK70s- | Oluli waynun Salwa el Katrib Attachment  to | Holding on
4 the past;
nationalistic
sentimentality
F70 Shady Fairuz Attachment  to | Feeling helpless
the past; Lament
of death
F77 Bi oolu zghayar | Fairuz Nationalistic Holding on
baladi sentimentality
F77-2 | Zahrat al janoob | Fairuz Attachment  to | Feeling helpless

the past,
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nationalistic
sentimentality

List of songs from 1980 to 1989 according to the 5 themes and 6 thematic attitudes:

Song Song title Affiliation Theme Thematic
code attitudes
SH80s- | Buwab el Farah | Sami Hawat Attachment  to | Feeling helpless
1 the past; Lament
of death
F80s-1 | Rejet el asfoora | Fairuz Lament of death; | Holding on
Hope for the
future
F80s-2 | Rah neba sawa | Fairuz Nationalistic Confronting;
sentimentality; Holding on
Lament of death;
Discontent  with
the status quo;
Hope for the
future
F80s-3 | Fikon tensu Fairuz Nationalistic Holding on
sentimentality
F80s-4 | Eswaret el aroos | Fairuz Nationalistic Holding on
sentimentality
GS87 | Lamaet abwa el | Ghassan Saliba Nationalistic Praising military
thawra sentimentality; victory;
Discontent with | Confronting
the status quo;
Hope for the
future
MR82 | Shaabak  waef | Magida AIRoumi | Nationalistic Confronting;
berreeh sentimentality; Holding on
Hope for the
future
RB80s- | Kan enna beyt Remi Bandali Lament of death | Feeling helpless
1
RB80s- | Atoona ttufooli | Remi Bandali Nationalistic Feeling helpless
2 sentimentality
WS80s | Yabni Wadih el Safi Nationalistic Praising military
sentimentality; glory; Choosing
Hope for the|to  immigrate;
future Holding on
ZK80s | Rajeh rajeh | Zaki Nassif Nationalistic Confronting;
yetammar sentimentality; Holding on
Hope for the
future
ZR85 Ana much kafer | Ziad Rahbani Discontent with | Confronting;

the status quo

Feeling
helpless;
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Choosing to
immigrate;
Being sarcastic
F80s-5 | Bhebbak ya | Fairuz Nationalistic Holding on
lebnan sentimentality
SH80s- | Shbena ba’a Sami Hawat Discontent with | Feeling
2 the status quo helpless; Being
sarcastic
List of songs from 1990 to 1999 according to the 5 themes and 6 thematic attitudes:
Song Song title Affiliation Theme Thematic
code attitudes
ZR90s- | Shu hal jeel Ziad Rahbani Discontent with | Feeling
1 the status quo helpless; Being
sarcastic
JB92 Ya thuwar el ard | Julia Boutros Discontent with | Praising military
the status quo; | glory;
Hope for the | Confronting
future
JBI1 Ghabet shams el | Julia Boutros Nationalistic Confronting;
ha’ sentimentality; Holding on
Lament of death;
Hope for the
future
WS90s | Oom mnel beer | Wadih el Safi Attachment  to | Holding on
the past; Hope
for the future
ZR90s- | Ana walla fekri | Ziad Rahbani Discontent with | Confronting;
2 hannik the status quo Being sarcastic
ZK90s | Mahma Zaki Nassif Nationalistic Confronting;
yetjarrah sentimentality; Holding on
baladna Hope for the
future
ZR90s- | Annizam Ziad Rahbani Discontent with | Being sarcastic
3 the status quo
ZR90s- | Oom foot nam Ziad Rahbani Discontent with | Feeling
4 the status quo helpless; Being
sarcastic

List of songs from 2000 to 2009 according to the 5 themes and 6 thematic attitudes:

Song Song title Affiliation Theme Thematic

code attitudes

MLO9 | Taboor Mashrou Leila Discontent  with | Feeling helpless
the status quo

JB01 Nehna el thawra | Julia Boutros Nationalistic Praising military

sentimentality

glory
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GRO08 | Bisharafkon Ghassan Rahbani | Discontent with | Being sarcastic
hada yharkesh the status quo
GRO0O5 | Kermal el am bi | Ghassan Rahbani | Lament of death; | Confronting
mootu Discontent of the
status quo
JBO7 Ana khawfi aa | Julia Boutros Discontent  with | Feeling helpless
wladi the status quo
JB04 Ana  betnafas | Julia Boutros Discontent with | Confronting;
heriyi the status quo; | Holding on
Hope for the
future
GKO08 | Bel aali el aali Georges Nationalistic Being sarcastic
Khabbaz sentimentality
CR08 | Ala shou | Charbel Rouhana | Nationalistic Being sarcastic;
mekhtelfin sentimentality; Holding on
Discontent  with
the status quo
CR06 |La chou | Charbel Rouhana | Discontent with | Feeling helpless;
etteghyeer the status quo; | Being sarcastic
Hope for the
future
CR06 | Al hamdu lellah | Charbel Rouhana | Nationalistic Choosing to

sentimentality

immigrate;
Holding on

List of songs from 2010 to 2014 according to the 5 themes and 6 thematic attitudes:

Song Song title Affiliation Themes Thematic
code attitudes
JB14 Hkayet Watan Julia Boutros Nationalistic Holding on
sentimentality;
Lament of death
ML13 | Lel watan Mashrou Leila Discontent with | Feeling
the status quo helpless; Being
sarcastic
GB10 | Ala babek vya | Georges Discontent  with | Feeling
safara Khabbaz the status quo helpless;
Choosing to
immigrate
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Appendix F. Questionnaire

The following  questionnaire introduction was sent  through

SurveyMonkey.com:
Please read carefully.

This questionnaire is part of a Research thesis for a Masters’ degree. It aims
to study the evolution of linguistic choices in popular Lebanese songs that deal with

the subject of war in general.

The information you provide will be used to quantify the young Lebanese
views on certain Lebanese songs, singers and songwriters. Your answers will not be
released to anyone and your identity will remain anonymous. Your name will not be
written on the questionnaire or be kept in any other records. All responses you
provide for this study will remain confidential. When the results of the study are
reported, you will not be identified by name or any other information that could be
used to infer your identity. Only researchers will have access to view any data
collected during this research. Your participation is voluntary and you may withdraw
from this research any time you wish. Your refusal to participate will not result in

any penalty or loss of benefits.

The research intends to abide by all commonly acknowledged ethical codes.
You agree to participate in this research project by filling the following
questionnaire. If you have any questions, you may contact:

Maryse Karam
Phone: 03-965103

Email: maryse.karam@]au.edu

If you have any questions about your rights as a participant in this study, or
you want to talk to someone outside the research, please contact the:
IRB Office,
Lebanese American University

3rd Floor, Dorm A, Byblos Campus
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Tel: 00 961 1 786456 ext. (2332)

By clicking the "Next" button below, you acknowledge reading and

understanding the above, and you agree to participating in the study.
1. Please fill in the following demographic information:
Nationality:
Second nationality (if any):
Year of birth:
Place of birth:
Place of current residence (if different than place of birth):
Number of years in current residence:

Favorite musical style(s):

2. Which statement best describes you?

e | love Lebanon. I would rather live there than anywhere else abroad.

e Ilove Lebanon, but I don’t mind living abroad if conditions are better.

e [ love Lebanon, but I can’t stand living here. I’'m frustrated and will be
leaving as soon as possible.

e I don’treally care. I will live wherever is better.

e | never really liked Lebanon for various reasons.

e Others (Please specify):

3. What is your favorite Lebanese song?

4. What is your favorite song of all time?
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5. Name the first Lebanese song that comes to mind when you think of war.

What does it remind you of?

6. Name the singer, lyricist and songwriter of this song. Please specify in case

you do not know one of them.

7. Rate each of the following musicians on the provided scale.

| strongly
dislike
their songs

I
dislike
their
songs

| am
indifferent
to their
songs

I am not
familiar
with  their

songs at all

|
their
songs

like

I
strongly
like their
songs

Charbel
Rouhana

Fayruz

Filemon
Wehbe

Georges
Khabbaz

Ghassan
Rahbani

Ghassan
Saliba

Joseph Sakr

Julia Boutros

Mashrou Leila
(Band)

Majida  Al-

Roumi

Makhoul
Kassouf

Nasri
Chamseddine

The Rahbani
brothers

Remi Bandali

Romeo
Lahoud

Salwa el
Katrib

Sami Hawat

Wadih el Safi

Zaki Nassif

Ziad Rahbani
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Appendix G: Interview transcripts

G.1. Interview with Charbel Rouhana
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G.2. Interview with Farid Sabbagh
The first 10 minutes of the interview were badly recorded.
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G.3. Interview with Georges Khabbaz
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