The past and the current in the Palestinian musiccene,
a personal perspective.

Please note that all what’s in this paper is basaimy personal experiences as an
activist and a working music in the occupied tepottes since the early 1980s. The
opinions and/or analysis expressed in here are sabjve and solely my own.

Issa Boulos

While the story of the Palestinian songs andyhieists and musicians who wrote them
on Palestinian and non-Palestinian lands remaiteddjrPalestinian music evidently has
gone through intense fazes of development each watinéts own features and
characteristics that distinguished it from the;reath with its own set of criteria;
influences, necessities, agendas and aesthetissinilvays makes the pursuit of the task
of understanding it not an easy one, especiallyesprimarily the Palestinian national
identity started to develop more intensively sittee Israeli occupation in 1948.
Collectively, the arts continue to respond pivatadl this condition. So the specific
guestion that comes to mind is how important mbhsi been to the Palestinian struggle
and to which extent the struggle itself influen€&&destinian musical landscape? To
answer this question we must first understandttietmportance of music as an artistic
tool of expression within a given culture and téeBanians specifically.

Cultures in general respond to changes using theugtools that are available to them.
Weather cultural transformation take place graguailrapidly, the embedded tools of
expression within a given culture continue to bemayely practices that are carried by
the people and may not be at times interpretedasctous artistic efforts of making art,
rather social practices. Although mostly, the ootemf these social practices appears in
a specific contexts and/or occasions, in esseheg,dan also be considered to be
practices that that express the values of a cultunm@ maintain its customs, traditions and
beliefs. The Palestinian struggle is essentiallytlaer manifestation of how cultures
respond to change, regardless of how its displayledic in general plays a crucial role
in highlighting the struggle of a people. It helpgging the people under a unified goal
while setting up their view of certain issues.he Palestinian case, it indeed helped
setting up the Palestinians’ new sense of ideatity helped identifying cultural values
that are relevant to their historical conditionsl @novided a common perspective on
various political and social issues.

Introduction

In hisThe Land and the Bopthe American missionary William Thompson provided
account of Palestinian urban music (classicalhélast quarter of the 19th century.
Music was played in cafés, sung to the accompartiofaheqanin (plucked zither),



kamanja(violin), ‘zd (short-necked lutefaff (frame drum) andaay (rim-blown flute).
This classic set of instruments making upttdéntchamber ensemble is the basis of
Middle Eastern art music though to a lesser exdéRalestinian music today. At the
folkloric level, most of the working musicians hat time played folkloric wind and
string instruments such as ttebaba shabbabahyarghul mijwiz, buzuq tabla, daf and
‘ud. This folkloric repertoire is mostly vocal, instneéntal music, however, is quite
prominent and dominantly associated with varioumof dance.

At the turn of the 20 century, the musical culture of Greater Syria tnrgd to portray
congeniality, differences, and variations as pathe whole socioeconomic structure and
make up of each of the regions within. These charatics are reflected in musical
forms,magani, melodic structures, rhythms, social functionidgrand venues. Vocal
musical practices were the most dominant and were all regions of Greater Syria,
urban and rural, and in almost all social venuedleCtively, musical practices
throughout Greater Syria at the turn of th& 28ntury were of immense social
significance due to their function in society amgthetic content. They carried and
celebrated various time-tested cultural codes asdaditions, customs, beliefs while
reinforcing a strong sense of a broad regionaltitieand unity. Its appeal to the
common taste, direct relevancy to the time, andtaxflexibility were factors that
contributed to its status and added a dynamic eleofecreativity to its structure. At the
same time, other more versatile musical practice®Wwecoming more popular in
Greater Syria but rather in some urban settingsehathe classical genres. Those had
been for the most part particular to circles ofghér social and/or economic caliper
found in major cities such as Aleppo, Beirut, Dacuas Cairo, Jerusalem and Haifa.
When compared to the musically more complex urlepentoire, the musical practices of
rural Greater Syria that are universally definedo#idore, continued to be orally
transmitted traditions. The practitioners of themesical arts were the poet/composers.
They were the ones who indirectly carried the glimyths, tales, and practices of a
people across the Y@entury. Despite all the circumstances that leatie

establishment of other new urban trends, theseithghls managed to maintain a
somewhat compromised but reasonably coherent amahalg dimension to their art,
maybe to this day. Palestinian musical practicesesthese aspects with that of Greater
Syria, and go beyond to including influences ofgbathern region bordering the Nagab
deser?, which is dominated by the music and dances ohtmeadic Bedouin tribes as
part of the wider musical culture of the North AigbPeninsula.

The Palestinians confronted the"agntury with all the changes that it brought tenth
and folk music continued to be one of the mostr@sddools through which they were
able to express themselves, articulate their sefnsmlity and identity. The later
transformation of Palestinian music during the 2@htury has been strongly associated
with the political changes and their geographic ifestations that took place in the
Middle East as a whole and in Greater Syria inipalgr early in the century. The end of
Ottoman rule in 1917 followed by the British Manel§1922-1948) in Palestine, the rise

! A musical system that defines the pitches, patterns, ardogenvent of music and it's unique to the
Middle East.
% The desert region of southern Palestine.



or Pan-Arabism, Zionism and the Israeli occupatang the later uprooting, dislocation
of the Palestinian people in 1948 and 1967, bronght topics to Palestinian musical
tables. While Palestinians took refuge in neightgpgountries, especially Jordan,
Lebanon and Syria, the resulting war and exoduslgltorged a new concept of cultural
and musical thought from that time onwards andwain its own way.

In the Diaspora

Although Palestinians lived in several countrieslevhdjusting to new living conditions,
they were able to carry out their traditional majractices and articulate common
means of expression. This continued to be the &itsethe rise of the Palestine
Liberation Organization (PLO) in 1964, which playedrucial role in connecting the
Palestinian Diaspora to Palestine as its main ¢aesty and bringing the struggle for
Palestine to the forefront of World issues. Notthetugh playing a role in music-making,
the PLO rather left it to advocates of Pan-Arabisrine rest of the Arab World
particularly those of Egypt and Syria to actuallyize vocal music and address the
guestion of Palestine. During that time, music alasady being used as a tool of
mobilizing the masses but even more since the iqurest Palestine was determined to be
a Pan-Arab issue. This particular type of vocalimbgyhlighted popularly consumed
musical forms, trends and expressions that wouldéatorely serve the purpose of
mobilizing the masses, just like military march&s.these practices became elaborate
musical productions that gradually became commahuanified in terms of their
structure and function in society, they set theebder the further development and
transformation of other neighboring musical cultyriaecluding that of the Palestinians.
Distant from the aesthetics of Palestinian folldogpertoire with regard to the role of the
poet/composer and the social condition of its aneathis Pan-Arab repertoire became
dominant as not only a way of writing music, bigoahs mindset and model for
musicians and artists who identified themselveg Wit general objectives of Pan-
Arabism. The question that remains is that if trebitizing role of music was equally
vital for Palestinians and Arabs in the strugglaiagt Zionism's colonization of
Palestine, in what ways have this role influencenltlee Palestinian artist in terms of
freedom of expression and the Palestinian masdesnts of the general Pan-Arab
cultural identity and more particularly their own?

By exploring this and other questions, this paemapts to explore the nature of musical
transformation in the context of the Palestiniarsitian as individual artist, examining
the challenges that faced the poet/composers handgues of revival and preservation of
Palestinian traditional musical arts. While mosigamic engagements deal with the
overall history of Arab music and the role of patic, nationalist, and revolutionary
songs in the modern Arab world, this approach aoridl the gap with regard to the
history of music in the struggle for Palestine frtira perspective of those who created
them, and those who practiced them in both rurdiuaban settings.

History

The stories of Palestinian working musicians wgtsongs dealing with the Palestinian
struggle, provides an informal history of the Paéan struggle itself. Although these
musicians, including the poet/composers, wroteegaibit about their own experiences as



ordinary Palestinians, their works remained nonybenizes either because of the lack of
production means or because of the nature of {i@sxices as local to a village or a
community or town. While mostly non-Palestinian misns and poets wrote songs
supporting Palestinian liberation starting in t®&Qs through the 1970s, they maintained
a comfortable line with the major political playensd ideologies of the day, particularly
Pan-Arabism. The production of these songs toodadk jpluring the 1960s and thus
becoming the ultimate Pan-Arab voice symbolizing struggle for Palestine. These
composers also maintained a comfortable relatipnsith the musical traditions of the
West -which the ideals of Pan-Arabism embraced&utly- and reflected on the
transformation of their communities from rural tdoan and they also carried these
reflections to the music itself. The influence aBB-nationalistic music was augmented
by the mass availability of transistor radios ia 1950s and the mass availability of
television sets beginning in the 1960s and of ¢espéayers in the 1970s. In the post-
1967 era, and following the defeat of Arab armiethe 1967 war, the same songs started
to express despair and defeat, while later progidifittle hope especially in conjunction
with the emerging Palestinian guerrilla movemeteradl-Karamaifbattle in Jordan
where the Palestinians claimed victory in 1968.iAlkll, for over two decades up until
the 1970s, mostly non-Palestinian Arab singers,pas®rs, poets, song writers and
lyricists continued to dominate music-making tisatalevant to the Palestinian struggle,
those include Fairuz and the Rahbani brothers, Withkim, al-Shaikh Imam, and later
on Marsil Khalifaih. At various levels, this repaire was still alien to Palestinians in
terms of the way the lyrics were setup, musicabsities, performance practices,
composition, rhythms, venues, etc. This in manysaaitiated aspects of
marginalization and simplistic treatment towardsfahb cultural diversities especially at
a point were advocates of Pan-Arabism were promgaispecific type of Arab identity
that carried certain features and characteridti@sdeemed to be the right one for every
individual to pursue. For some Palestinian arti$is,lyrics used in this Pan-Arab
repertoire for example weren't entirely down to gaent when it comes down to what
Palestinians were actually going through. They watker very general statements about
the conflict and often lack artistry. The musi@lfsalso sounded more like European
military marches rather than Arab folk airs. Sona¢eBtinian musicians and artists, even
those who have had a different take on how Palastimusic and arts should be pursued
while expressing the issues at stake, had to adbene Pan-Arab approach in pursuing
what they wanted to say. And some went furthertanll a stab at doing things their own
way.

Palestine

In the early 1970s and as urbanization was swedpgwhole Middle East; the
socioeconomic conditions in Palestine were changapglly. The Israeli occupation
added to that dynamic by launching an ambitiouspaagm to confiscating Palestinian
agricultural lands and build Israeli Settlementsede factors forged a wave of rural
migration into urban centers which is still goimgthis day, primarily seeking jobs. As a
result of this and combination of other factord thaill come to later, several of the
traditional musical genres were either influenced/ar becoming increasingly less
viable venues for expression in urban settings.

 Atown in Jordan, near the Allenby Bridge which sptwesJordan River.



This in many ways forced traditional practitionefghese art forms namely the
poet/composers, to either go with the flow, modifyne more popular genres so they can
cope with the changes, or restrict themselves noegethat are dear to their hearts and
deal on their own with the issues of marginalizatmd alienation by restricting
themselves to venues that embrace their own stageiety. During that time,
poet/composers were labeled according to theidtypya faithlessness to the struggle for
Palestine, which was the issue that all art forrhen& concerned with, and what they
sang and wrote and performed was evidence to¢beimitment or non-commitment.
Poet/composers were often identified as patridtseir work is inline with what'’s being
addressed at the national level, thus supportegheordoted, or as non-patriot, passive or
disloyal, thus ignored and alienated. This was &ls®in most art forms. The
nationalized repertoire that is imported from tleaters of Pan-Arabism, namely Egypt
and Syria, has become a tool of mobilization thas wromoted as part of a political
machine that identifies political commitments amgylar sentiment and responds to
them.

Although this is a historically typical defense rhanism and a natural reaction to
historical events, the overall changes to the smcdnomic conditions played a crucial
role in marginalizing the role of the poet/composiece the reasons for his/her existence
in society were vanishing with urbanization. In gidd, poet/composers didn’t have a
production machine needed to spread their wortieyp ¢an correspond to the high
demand of providing such services to all Palestsiaherever they are. Nor have they
had the approval by the overwhelming popularity pader of the Pan-Arab ideals to in
fact pursue their particular cultural ways. It vedoewious at that point is that if one
attempt to establishing a new machine that is egisly Palestinian it would require
recruiting a young generation to deliver thesedadithe national level and maybe some
careful selection of what's to be represented etitttistic level, production means, and
above all required political commitment.

Al-‘Ashiqgin

It was in the early 1970s when some Palestinianagians, who were also refugees since
1948, became more visible at their local refugeepsain Jordan and later in Syria. They
offered a familiar and a more relevant alternatovéhe Palestinian taste and issues while
adhering still to the most common musical Greatgra® genres. However, still
operating underground at least for one more decéagkasn’t until the late 1970s when
Hussain Nazik, a Palestinian composer originatiyfrerusalem and musically
educated, added a new perspective on Palestiniait mith his group Aghani al-
‘Ashiqin. It's not exactly clear how al-‘Ashigin o@ about and how it ended up
becoming the ultimate representative of the Paliestistruggle or to which extend have
the PLO played a role in its promotion and poptyakivhat we know about them is that
in the summer of 1977 Ahmad Da hbur, a Palestifoklnpoet who lived in Cario at the
time wrote a song titledWallah la Azra‘'ak bi al-Day’ which Hussain Nazik picked up
and set the music f6rThe song was produced by the PLO’s departmenutifi@ and

* In here book al-Fum al-sha‘lyah fi Filagin published in 1968, Yusra Jawhah ‘Arnitah takes a note
of a song that carries the same title of the hit song “Wdl#zra‘ak bi al-Dar”. She found it in Shu‘fat, a



Broadcast as part of soup opera that a Syriantdire@s commissioned to work on for
the department. The song became an instant himgMalestinians everywhere and upon
Ahmad Da’hbur’s return to al-Yarmuk refugee carhpytwere invited by Abdallah al-
"Hurani, head of the department at the time whaeraged them to establish a group
where Da hbur writes the lyrics, Nazik composesnth@hmad al-Jamal is the head
administrator. Ahmad al-Jamal was deputy to al-dduat that time. Al-Hurani
suggested the name “Aghani al-‘Ashiqgin,” They wallaaffiliated with Fati'h since its
early days, and employed by the Department of @aknd Broadcast in the PLO.
Despite all that, their work in the group was cdesed voluntary and was still pursued
after their formal working hours. Al-‘Ashiqgin appohed folklore as a dynamic
repertoire that can be used to reflect the moseaticonditions and sentiments of
Palestinians while maintaining its musical and laetst value.

At that time, several generations of Palestiniaaeaviborn in the Diaspora in refugee
camps. Since they haven’t been to their homelamzksi 948, the things that they knew
about Palestine were its songs, stories, custoadifibns, memories, etc. But at the time
where a new generation was emerging and a new afaedugees was once more filling
refugee camps throughout the Arab World and estaibly new ones, all Palestinians in
the Diaspora were confronting the fact that theyeHaecome refugees once more and
while refreshing the old painful memories of thetp#he immediate emotional
magnitude that surrounded these events after e Wr constituted and renewed the
idea of Palestine as a physical place in additdpeing also a nostalgic entity. Subject
matters addressed in the songs of al-‘Ashigin weresistent with what Palestinians have
become, a people with a strong and clear sensatioial identity with an emerging and
guite popular resistance movement. Although ronsaatttimes in terms of idealizing
Palestine, the idea of Palestine in the minds tddBaians in the Diaspora has become a
homeland on its own, while dynamic in its own wawas also quite different from one
place to another. The overall content of al-‘Ashigongs offered a more musically-
authentic aspect of the resistance movement dtléthie ones promoted by the Arab
nationalist movement in the 1950s and 1960s. TimeA?ab repertoire essentially
covered wider objectives and goals from that pextbpe where the emerging Palestinian
one was covering the Arab/Palestinian perspeciilies repertoire consisted of songs
about Palestine, and was primarily telling theistof ordinary people. This repertoire
was indeed used for recruitment and mobilizatioalbArabs, especially Palestinians. In
fact at some point the Palestinian energy thathedsg throughout the Arab world

early in the 1970s was used by some fractionsarPihO to pursue change in the whole
the Arab World. Some of these attempts ended capdstally. At all rates, al-‘Ashiqin
gained ultimate popularity in the following few yeamong all Palestinian regardless of
where they were. Angry at the failures of all Aralgimes in the past wars, and urging
within the Arab League to give a formal recognittorthe PLO as the sole
representatives of Palestinians and the right terdene their own destiny and make
their own decisions concerning the conflict, theswhe first time were Palestinians were
in fact telling their own stories at least at tlegel rather that having someone else doing

refugee camp and a town north of Jerusalem and it seemed tmbstie different lyrics and a totally
different melody in 5/4 meteAt this point we're still not sure which came first, flgdcs or the music.



it for them. Subsequently, in 1974, the Arab Leaggdgnized the PLO as the official
representative of the Palestinian people; andgééwve Palestinians a formal and much
more familiar penetration of their past experieand their take on the future was very
much within their reach. Meanwhile, al-‘Ashigin waolific in terms of the number of
songs they wrote during that time period and imgof the number of performances
they delivered throughout the Arab World, Europd dre Americas. Al-‘Ashigin
continued to rely on Palestinian traditional a$snain resource for inspiration while
incorporating a more complex treatment of its maisiorms, types of instruments used,
orchestrationgnagam arrangements and above all subject matter. ler atiord,

melodies, musical forms, lyrics, dances, dialents the Palestinian subject were carried
through all of their works while attempting to e&ps from the perspective of the
contemporary Palestinian musician the ways thraugich Arab classical instruments in
conjunction with folkloric and Western ones carulsed in modernizing traditional
musical practices and accommodating change whilataiaing the main elements of
traditional Palestinian musical thought. This agtoto music-making differs from that
of the poet/composers. In a way, this time arotweddea of having both poetry and
melody created by one person was becoming morempeople a poet and a composer
delivering the job of one. We don’t have a fulltpi@ of how the role of the
poet/composer transformed in the Palestinian Di@pbut as this research continues, an
examination of the ways of the poet/composersaerDtaspora will be explored.

In the Occupied Territories

Since the success of al-‘Ashqin transcended itgatiany different levels in Palestinian
culture, having non-Palestinian songs reminiscéttiase of the 1950s and 1960s that
were relevant to the Palestinian struggle but ecessarily to Palestinian culture started
to fade, including those that were considered timgs of the revolution, Aghani al-
Thawra. This encouraged several individuals andggaon the Diaspora and the
occupied territories to express themselves asishails and communities and attempt to
speak to their constituencies. Those include GeQigriz, al- al-Sha‘biyyah, Sabrin,
Sirriyat Ramallah Dance Troupe, Rim al-Banna, Jaf8ayih and al-Ra hhala, al-
Bara'‘im, etc. Later capitalization on this movemeaine about in the late 1970s in the
occupied territories where some Palestinian intellgls who for the most part happened
to be politically committed to one of the main aetpolitical parties started to formally
establish folkloric dance groups that are suppduiedpecific political parties. These
groups started exploring folklore and looked foramefor its preservation and
maintenance. Although they never had a formal @tatffor discussing such strategies,
some presented the argument or justification t@bhly way of preserving folklore it to
institutionalize its practices and provide patramagd production facility, and pursue
local venues to present these traditions. Whilézieg how influential of a tool it may
become, they soon attempted to capitalize on teegx@eriences and successes of al-
‘Ashiqin and the model they created and startqarésent a repertoire that is parallel to
that of al-‘Ashiqgin, subsequently playing a rolemobilizing the masses and in recruiting
more individuals to their own parties.

® The only strong reference that we have of Abu ‘Arahas he is a Palestinian from ‘Ain al-"Hilwa
refugee camp in Lebanon. His role reflects the go-withfithve-approach that many poet/composers in the
Palestinians territories ended up pursuing.



The Poet Composers

While these individuals and groups defended fokklioercely, the role of the
poet/composer shifted. For centuries, the roldefioet/composer was an essential and
dynamic part of how Palestinian musical culturectioned as a whole. They were the
main guardian of these traditions in terms of hbe/practices are carried, or in how they
are taught to the next generation. As their rolsab® more of practitioners of certain
desired forms or genres that were more familidhéogeneral population thus serve in
mobilization and delivering the message, severghese masters and their practices
gradually faded and a newer urbanized generati@nalvaut to replace them with a much
different view and knowledge of the past. Beforengaleeper into how this whole story
folds, it's important to understand that very fefatleese masters depended entirely on
practicing these arts as their main livelihood, ibull cases, and because of these
changes and other socioeconomic reasons thatusgied earlier, many ended making
their living otherwise. Just like most of the rupalpulation that was heading towards the
cities seeking employment. The impact of this airtparticipation as poet/composers in
occasions and gatherings is that it began to dghirfome even stayed out of the whole
scene and lead a different life all together. Asrthole as creators and guardians of
traditional music arts has obviously for good chethghe ultimate authority that they
have had over these traditions and the way theyedatheir practice in society was also
jeopardized by urbanization and politicization. tBa one hand, the new urban
generation had modest knowledge or experienceriging these traditions and even
though they presented it to the best of their kieolge, which often came short when
compared to the original works of the masters aedvariety of genres that they
presented. They were also politically more inclibedommit themselves to a specific
political goal or even entity. On the other hanadljtical parties thus indirectly entrusted
this heritage to these motivated groups and indadslbased on both their political
commitment to the struggle for Palestine, regasdtdgheir talent and mastery of the art,
and on their need to collectively express themsehgepeople suffering under
occupation. During that time, in the early 1986, inigration from the country to urban
centers has reached its peak and it also hadeite @in how traditional music is generally
perceived in urban settings. Musical practices liaae been associated with rural
settings such as the harvest, olive picking seaston,started to gradually fade out of
fashion as the economy was also changing rapiditlagse practices became less
important to their livelihoods and lifestyles.

Arab Pop

Various musical forms and genres became quite pojruurban centers, namely the so
called Franco Arab, which was a Lebanese genrartbatporated primarily Western
musical instruments, and the Egyptian genre AghkBhabab. Musical instrument were
becoming much more affordable to purchase throegkral newly established music
shops in the West Bank and a magnificent numbéraoall groups were established to
perform this music and other Western repertoireesehgroups performed regularly in
hotels, restaurants, banquet halls and suitableesgike auditoriums, schools and
concert halls. The number of venues that based lthisiness idea on putting together
daily and weekly parties was so high to the lekat it wasn't at all unfamiliar to hear



live music coming out from a building or a backy#ndt was transformed into an
outdoor restaurant or at any major street whenaweéwherever you wander around any
of the major cities, particularly Jerusalem, Beltlele, Ramallah, Nablus and Jericho. It
wasn’t long when several of these urban musicalgsatarted to travel to villages to
perform in weddings and other celebration. The saepertoire that was common in the
cities would also be partially carried in ruraltseg but in addition to it other more
traditional-sounding repertoire was also performigds more traditional-sounding
repertoire wasn’t quite popular in cities and maiméd its appeal almost exclusively to
rural areas or urban communities that maintained tiaral values. Although the vast
majority of these groups used primarily Westertrumaents, including new and
affordablesharqgikeyboard$ they all managed to make of the 1980s quite daalls
vivid scene. For example, in any of the weekly iparthat take place at any banquet hall
you would hear a repertoire that covers Michaekgdae, Fairuz, Modern Talking, Ataba
and Mijana, Qudud, Um Kulthum, Farid al-Atrash, AddeHalim, Sami Clark, Adonis
Aqil, Mil’"him Barakat, Ghassan Saliba, Amru DiabaWla, Raghib ‘Alama, Walid
Tawfiq, Air Supply, Foreigner, Madonna, and maniyess. This is flourished and
appealed particularly among middle class Palestmi&ome musical groups restricted
themselves to Western instruments and to Arab popes and American pop, which
appealed mostly to urban middle and upper middlescyouth. Other groups
incorporated some elements of traditional repegtthiat may even included traditional
instruments particularly the oud, these groups algpleprimarily to audiences with some
taste for the modern but rather more at the ti@ddi end especially towards the end of
the evening when requests tarab start to emerge. Essentially, they all wantedpjoeal
to audiences that can hire them again. The vagirityapf these groups attempted to
target middle class constituencies, that's werentbeey was. The second largest were
groups that targeted the rural areas and its p#&safl urban centers, in result somewhat
bridging the gap between the traditional repertaird the modern one.

The Urban Folk Scene

Towards the end of the 1980s, folklore was mosilyied by those who have established
themselves as guardians of all traditional artsd firose were for the most part
maintained by political factions. At that point,sgéte the new lyrics that were infused
into it, folklore was becoming more of a canonizegertoire both at the musical and
poetic levels verses its dynamic past. At the naldavels, folkloricpresentations from
that moment on gave the impression that the arfitolthat was attached to what'’s
being presented is limited. Given that preservatvas the main argument that these
groups provided in defense of these presentatibase presentations also gave the
impression that authenticity with regards to theegal approach is also being
implemented and conserved. In these urban settthgse most people didn’t precisely
know how authentic Palestinian folkloric genresiedifrom each other in terms of
musicality and function and even how they actustlynded like, what they heard from
these groups on urban stages became their maiordyg@oint of reference. Although
those who presented this argument of preservadien presented a contradictory claim
the need for experimentation and modernizationwags bouncing back to the original
rural aesthetics of these musical arts- , the lafgertoire that came out of these groups

® A keyboard that plays Arab quarter tones.



was for the most part lacking both, authenticitg areativity, se€agharidby al-Funun
al-Sha‘biyyaih.

In addition to all the rapid changes that werertgkplace in terms of the economic
transformations and reconfiguration of who doestwhaociety, the convincing but
deceiving view of preservation imposed itself oa gfeneral population and mostly
alienated the rural population and those who wepeessing themselves through these
art forms as a dynamic tool that was still alivel &iealthy. While the same urban
intellectualized preservation argument on a tradithat was very much alive at the
moment was bearing no fruit, these groups insistedresenting themselves as guardians
of Palestinian folklore, to this day. This authanan approach was indeed self-declared
and supported by some circles of political andterary affiliation and interest in the
approach. While the music scene was explodingrim¢ of the number of musicians and
venues, the traditional groups were for the mostgacerned with the politics of the
day and hoping to bring more people to listen tatthey have to say and hope to
expand their popular base and bring more resotioeesds the struggle for Palestine
while maintaining certain features of Palestiniamsmoal heritage. So to them, it was a
win-win situation, at least that's how it seemedb&oln general, the arts play a role in
highlighting the objectives and goals of any giypatitical party. This is true everywhere
and it manifests itself through various mediumsluding audio-visual media. At that
time however, the arts in general as mobilizatawls were strictly monitored by the
Israelis, even those that were displayed in dematiats as leaflets or those hanging in
some art gallery as abstract art. To Israeligfdaihese arts were considered potential
tools of incitement; especially when they allegddld in some shape or form to
resisting occupation and to the establishment bfigad and armed cells. The urban
folklorists thus operated under underground namesgtempted to portray a sense of
symbolism to their work. The later though was maaire of a problematic approach
since the intended message to be delivered toubkcpcould not be explored and
clarified to the fullest. Across the board thoutite vast majority of lyrics used in their
musical presentation where adjusted in ways wiléoted either their own most current
political agendas or the general political situat&s a whole and reinforced the message
of resisting the occupation. While these groupsevedso monitored closely by the Israeli
authorities, some affiliated themselves with somlipized and/or independent
institutions that helped them gain some legal céneen the Israeli authorities and even
provided them with space, venues, and often acedmoduction facilitator.

Despite urbanization and migration and all thedexthat lead to this decline in the role
of the poet/composers, the consumable remaingofyipe of music were still commonly
practiced throughout the Palestinian territoriggeegally in rural setting in weddings and
other social and cultural events, away from stagesthe urban emerging venues. They
were also practiced among villagers who came teities to settle but wanted to
embrace their own rural traditions, practices aades. The main venue for practicing
these musical arts used to be an agreed-upon pper & the village or neighborhood
where these performances can be pursued for thieipation and pleasure of all the
people. Inthe case of the Urban Folk, it was foizad on stage, and away from its social
context. These shows appeared mostly as music&evitie performance as a whole



seemed to have some pre-determined elements aripagan, canonization, and
apparently urban. The later had features thatsyeagally apparent in the design of
customs, decoration, lighting, dances, and theant®n between males and females on
stage. It was then clear that a new genre was bwerRalestinian Urban Folk. Audiences
watched these shows for the most part silentlytjgypated or sang along when seemed
right. This music has become urbanized in ternti@instruments used, performance
practices, dialects, and features of its origireditional manifestations by the
poet/composers started to fade out. The Urban grertke was becoming the most known
of all Palestinian genres, it's basically the p@psion of the hardcorjal forms carried
by the poet/composers for centuries.

As | mentioned before, traditionally, those whorieat these musical practices were all
considered poet/composers and masters of thetahauthority and knowledge with
regard to Palestinian poetic and musical folklarits; some of them depended on this for
their livelihood. While these masters were mos#gaed to enhance the newly emerging
trend of urbanization, although under the umbredlpreservation, they were for the most
part left aside as they mostly worked for hire antlas volunteers. Since most of these
Urban Folk groups had no financial resources tectvese expenses or even had a
moral issue with a master not volunteering to de fibr free for the cause, this in turn
further affirmed the new alternative system whiohgists of recruiting under talented
and volunteering individuals who had prominent catmmant to the political agendas of
the time and often to a given political party. Onmeere, despite the fact that they were
for the most part not quite knowledgeable of tlaglittons they wanted to present and/or
preserve nor to what these traditions entailedrdheof the poet-composer thus switched
from the role of the creator, to becoming meregpmmodity and an occasional point of
reference. The cultural justification of the exigte of the poet/composers was already
compromised by all the factors | mentioned befarel thus the poet/composers were
marginalized.

In comparison to al-‘Ashiqin, although contradigtéo each other, most of these Urban
Folk groups used the same musical forms that weaiadle to them at the folkloric
level however lacking the musical knowledge thas weident in al-‘Ashigin’s work.
Collectively, and in result, those examples prodideather simplistic view of
Palestinian music and offered little perspectivéhow music being made and by whom
in addition to contributing to causing further alion to the general rural population
which started to ignore its own traditional waysespression sentiment through artistic
means while leaning towards the musical exporRabéstinian urban centers, and those
of Lebanon and Egypt, as if realizing that whaythave been doing for hundreds of
years in fact belongs in a museum. This resultedfreeze on the dynamic and
evolutionary nature of the poet/composers litegtiihis in part led to the beginning of
the end of folklore as we know it, though a newibeigpg of another alternative
Palestinian urban music.

The Urban Alternative Genre
During this period, Palestinian music remainedtfi@ most part based on simplified
folkloric elements that have been throughout hyse@sthetically quite flexible to



accommodate changes. Some individuals and indepegd®ips from the West Bank
and abroad have managed to however offer a difféake on Palestinian-music-making
as many were partially responding to the limitasiof the Urban Folklorists and seeking
contemporary methods in displaying their artistens. Since under the Israeli
occupation, direct rhetoric in any medium was ploaide by law, this in ways drew a
parallel towards the mystic and metaphorical eldsanboth Arab and Palestinian
poetry and encouraged several of these individaradisgroup to set them to music. Some
poets and musically trained composers and musictiesipted to explore this aspect
and in result offered an alternative genre to l@titional-rural and urban groups and
managed to reach different audiences particuladythen well established middle class,
independents, intellectuals and university studérisese songs covered a more
personalized aspect of the Palestinian conditi@hthus gathered a very loyal following
around them. Sabrin, a group based in East Jerusalene of those groups that became
a haven for independent writers and musicians anddnbecame quite influential in
terms of what Palestinian music has become todag.gfoup became notable in the
discussion of the role of music in the Palestirsinggle as it offered a much more
intellectual and philosophical take on the functidmmusic in society and the way it
facilitates change. Despite the fact that the wagbrity of individuals and groups
worked underground, many were known quite well-knomtheir own regions as
individuals even when they operated under variauglercover’ names. The advantage
that Sabrin had over the other emerging groupsabee following the same path is that
they were all Jerusalemites (except for Kamilyardnhwvho came from al-Ramaih in
northern Israel), which gave them relative protectvhen it comes down to freedom of
expression as Jerusalemites were protected byillenae Between 1987 and 1993, the
Israeli Intelligent Services aggressively pursuketha groups and individuals operating
in the West Bank and administrative detentions weken against some of them.

As cultural and political tools, the Palestiniarblin Folk and traditional music
(poet/composers) and the Urban Alternative stadetkcline after the first Intifada. This
gradual decline deepened even further the lacknodisic production scene. Aside from
what’s considered a political leaflet or messagéopeople, PLO institutions after Oslo
didn’t offer formal support towards the musicakait seems that it was approached still
as a tool for mobilization and as if this role lcasne to an end. Palestinian alternative
music, on the other hand was still undiscoverethbygeneral population and didn't fully
mature in terms of forms, poetry and lyrics, prddutg and objectives and goals. By the
second Intifada, the role of mobilizing the massas either taken once more by other
composers from the Arab world or by local composers singers. Some attempted to
once more use music as a tool of political expoessr capitalize on a public sentiment.

Conclusion
Traditions are dynamic reflections of beliefs amdelief systems and time-tested
practices that exist in the context of geograpagguage, religion, aspirations and

" This type of music flourished from the mid 1980s allwhsgy to the late 1990s. Several groups made
their way to becoming influential in their own way thoubts was destined for later retreat especially after
the Oslo Accord, which | will come to in detail in my sebjuent research.



common interests. In order for these traditionsdanaintained a system has to be in
place, which could be defined as tribal, nationlisegional or political. National
Palestinian traditions have been articulated ifjuaetion with the process of struggling
for free Palestine. The PLO as a cluster of acgtiggtutions have played a crucial role in
highlighting Palestinian values and traditions tlyle various ways including music,
embroidery, poetry, and dance. The current rofb@PLO however has changed
dramatically since Oslo. At the time when relagpgace was in place after Oslo, the PA
didn’t see fit to continue with the campaign ofngsmusic as a tool nor attempted to
properly support Palestinian musical arts. The Réle pragmatically shifted towards
embracing Arab Pop and pooling a great deal ofuress towards brining in Arab Pop
icons and organizes festivals that tended to mriémselves with the general music
scene in the Arab World. Except for few independestival organizers such as the
Palestinian Festival for Music and Dance estabtidhethe Popular Arts Center and the
Jerusalem Music Festival organized by Yabus, atera approach to music-making was
almost absent from how the PA viewed itself regagdis role in preserving traditional
musical arts and/or promoting new ones. Some iddals in the Palestinian Ministry of
Culture, namely Nadir Jalal, however attemptedtileza their position in the Ministry as
Coordinator for Music and Dance and pursue su@mradtives and approaches but these
attempts did not collect the proper support omate attention of the PA as a whole.
Essentially, Palestinian music is currently in aipon where it needs to find its own way
once more. That's in the way it appears in theucaltby the people, from the people, and
to the people. As several Palestinian musicianstdtérying to choose a topic that
means something to them as individuals, that tbpwever is still in the making to being
totally and subjectively personal in ways that stiedlight on the different perspective
on music making that Palestinians have thrivedtiowdate in the context of humanity,
not by being identified by the “other” as most diat’'s been done is actually portraying.



Supplement

Some of the groups and individuals that appearéadte had something to do with this
scene as | recall subject are listed below; pledsese that the ones that | am listing here
are by no means comprehensive; those are onlynié®that | am acquainted with and/or
find to have had some influence over the scenevdsote, and they include

Mustafa al-Kurd / ‘ad player, singer and composer / Jerusalem

Jamil al-Sayih / ‘ad player, singer and composer / Ramallah (origyiiatim Nablus)
Sabrin / a Palestinian group lead byd' player and composer Sa‘id Murad / Jerusalem /
an influential group throughout the 1980s and n8€(s.

Kamilia Jubran / multi instrumentalist, singer and composer (1datem (originally
from al-Rammah village in northern Israel) (Shéhes lead singer of Sabrin . / Paris
Al-Ra’hallah / an influential group lead by Jamil al-Sayi h (mengd above) since late
1980s to late 1980s.

Amal Murqus / Singer / Northern Israel

Rim al-Banna/ Singer / Nazareth / Israel (quite popular)

Suhail Khury / composer / Jerusalem

Issa Boulos/ ‘Gd player and composer / Ramallah / USA /

Basil Zayid / Singer, tid player and composer / Ramallah

George Qirmiz/ Singer, tid player and composer / Jerusalem / USA (An infiiaén
artist from late 1970s to late 1980s)

Bshara al-Khil / composer / Nazareth / Israel

Simon Shahin/ ‘ad player and composer / Tarshi ha / Israel / USReghational figure)
Samir Jubran / ‘ud player and composer / Nazareth / Israel / Eu(bpernational
figure)

Taysir Elias / ‘ad player and composer / Haifa / Israel

Haytham Safia/ ‘ad player and composer / Kufur Yasif / Israel / Eago

Ala’ ‘Azzam / ‘ad player and composer / Haifa / Israel

Khalid Jubran / ‘ad player and composer / Jerusalem (originally fedfRammah
village in northern Israel)

Adil Salamaih / ‘ad player and composer / Nablus / Europe

Ahmad al-Khatib / ‘td player and composer / Ramallah / Amman

Jurj Ziadih / singer, tid player and composer / Bir Zait / USA

Rim al-Kilani / Singer and story teller / UK

Muhsin Subhi/ ‘ad player and composer / Ramallah / Member in ahRalah

Samer Totah / ‘ad player and composer / Ramallah

Zafer Tawil / multi-instrumentalist / Jerusalem / USA

Tha’ir al-Barghuti / poet/composer / Kubar near Ramallah / New geioera

Abu ‘Arab / poet/composer / Lebanon / (An influential artisim late 1970s to the mid
1990s)

Musa al-Hafidh / poet/composer / Salfit near Nablus

Patrick Lama / composer / Jerusalem / Germany

Al-Funun al-Sha'biyyaih / A group based in al-Biraih under the umbrellahaf Popular
Arts Center and Jam‘iyyat Asdiga” al-Mujtama’/ BEsished in 1979 and is considered

8| left some group out due to either their short lifénsignificant influence.



the leading force in articulating the Urban Folkige Associated with the Popular Front
of Palestine

Sirriyit Ramallah Dance Troupe / A group based in Ramallah under the Sirriyit
Ramallah al-Ula, a scout organization / EstablishelB86 and a secondary influence n
articulating the Urban Folk genre. Associated i Popular Front of Palestine

Firgit Sharaf al-Tibi / Named after a martyr. A group based in the Rahakgion used
to be under the umbrella of Bir Zait University.sdsiated with Fate h.

Sanabil / Bir Zait University formal musical group. Thisayip became

A symbol for university students and a haven fosimians and composers to introduce
their own work in University settings.

M harib Dhib / poet composer / Ramallah region

Imil Ashrawi / Guitar and vocals and actor / A Jerusalemitdpomder of the first
Bara‘im in the 1970s, former director of Sanabil.

‘Udeh Turjman / multi-instrumentalist, composer and singer /edu$alemite, co-
founder of Sabrin .

Mahir Turjman / multi-instrumentalist, composer and singer / Audalemite, co-
founder of the second Bara'‘im in the later 1980s.

Yu'ad / A choir from al-Ramaih in northern Israel.



