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Abstract 

 

By virtue of its geographical location on the Arabian Peninsula, the Sultanate of 

Oman has lain at the intersection of networks of trade and exchange between Asia, 

eastern Africa and Europe since antiquity.This has given Oman a rich archeological 

and architectural heritage. However, what is less well appreciated beyond the Gulf 

Region is that the flows of people and ideas in which Oman has been engulfed for 

over two millennia have also produced an equally rich heritage of folksong and dance.  

This thesis is the first scholarly study of Omani vocal heritage. After tracing the 

origins and most significant aspects of the history of Omani singing and associated 

performative traditions, the thesis considers the part that this vocal heritage has played 

in Oman‘s emergence as an economically modern and politically stable nation.  

The foundations for Oman‘s robust economic development over the past five decades 

were created in the early 1970s by His Majesty Sultan Qaboos bin Said Al Said. It has 

been the goal of His Majesty to ensure that modernization and the adoption of western 

technologies and ideas occur without diminishing social cohesion or any loss of 

cultural identity. In this respect Oman stands out amongst emerging nations in that the 

preservation of cultural heritage has been recognized as a high priority.  Indeed, since 

the mid-1990s Oman arguably has had the most well-developed policy framework 

and legislation for the preservation of cultural heritage preservation in the Arab world.  

The importance accorded the preservation of cultural heritage in Oman‘s national 

development nonetheless raises interesting and significant questions, notably about 

intangible cultural heritage elements such as vocal heritage. Archaeological and 
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architectural heritage is relatively unaffected by cultural change compared to the 

mutability of song, dance and other performative modes of cultural expression. 

Thinking about its preservation in times of rapid economic and social change raises 

numerous questions. What, for example, has been the impact been of state 

sponsorship of the performance of traditional genres of song?  How has the 

establishment of national cultural institutions and performance venues influenced the 

performance and possibly the meanings and values of vocal heritage?  And what are 

the implications of current state policies and strategies for the future of this heritage?  

This thesis investigates these issues and related questions, largely through surveying 

and assessing the views of practitioners of Omani traditional music and vocal 

heritage, and those of key figures in Omani cultural institutions, heritage experts and 

government officials charged with the management and ongoing development of 

national cultural policy. 

Finally, the thesis considers the implications of the emergence of networked digital 

communications for Omani intangible cultural heritage.  When His Majesty Sultan 

Qaboos declared 1994 a year of (Amoal-Turāth) of Omani National Heritage the 

World -Wide-Web was beginning its explosive transformative development of human 

communication.  Today the Web offers a rich variety of techniques for preserving and 

presenting intangible cultural heritage to potentially global audiences. However, it 

presents challenges as well as opportunities that will be discussed in the concluding 

part of this thesis.  Moreover, this will be done with the aim of identifying how digital 

media can best serve the aspirations of the Omani people to enjoy the benefits of both 

global modernity and the richness of their cultural heritage.       
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Chapter One: Introduction (The Research Objective) 

Sultan Qaboos, the Sultan of Oman, designated 1994 the year of Omani heritage and 

culture. During this year much attention was given to highlighting the diversity of 

cultural traditions within Oman. It has become widely recognized that Oman has a 

rich heritage of traditional music and song, in large part due to its geographical 

location bordering Arabia and Africa. However, what is not so well known beyond 

the Gulf States is that a great deal of scholarly national effort has been devoted since 

the early 1970s, and especially since the mid-1980s, to strengthening Omani identity 

through the preservation and public enjoyment of this intangible cultural heritage.  

 

The Omani government has increasingly regarded the preservation and celebration of 

its musical and vocal heritage as essential to the country‘s successful transition to 

modernity. In 1984 it established the Omani Centre for Traditional Music.  The aim of 

this centre has been to compile, document and conduct research on all aspects of 

Omani traditional music, and to date has had remarkable success in saving elements 

of musical heritage from being lost. The Centre has been actively engaged in 

documenting the country's vocal heritage using the technologies of film, audio 

recording and microfilm.  It also provides researchers with resources to study Oman‘s 

traditional music, including notably an extensive range of recorded performances on 

CDs and DVDs. As a result, the International Music Council has conferred full 

membership on the Centre, thus making Oman the first Arab nation to join this 

UNESCO- affiliated Council.  

 

Further government-sponsored initiatives have focused on using traditional music on 

ceremonial state occasions, and the creation of two Royal Omani orchestras. These 
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orchestras have become popular through perfomances at festivals and cultural events 

within Oman and overseas, at which they play a wide range of works drawn from the 

country‘s traditional musical heritage. Moreover, the richness of the orchestras‘ 

repertoires owes much to research sponsored by the Oman Centre for Traditional 

Music.   

 

1.1 Research Background 

This study, ―Traditions in Transition: the Meanings and Values of Vocal Heritage in 

Contemporary Omani Culture,‖ has its origins in a 2006 MA thesis on the use of 

Traditional Folkloric Literature in Dramas of the Gulf region, which was completed 

by the author in 2004, and published in a revised form in 2006.  During the course of 

researching this thesis, many questions arose concerning the vocal heritage of the 

Gulf Countries (GCC), and in particular how traditional Omani song texts were being 

used in novel forms of theatrical and public performances.  

 

Al Kathiri, the Head of the Oman Centre for Traditional Music, has argued that as yet 

―there are few studies that have been done in the area of Omani music and many more 

that should be done to deeply investigate this important field‖ (2005:14). On my 

investigating the modern use of traditional song texts, it became clear that what 

research had been undertaken, mostly in association with the Oman Centre for 

Traditional Music, has been overwhelmingly focused on the study of traditional 

musical forms.  Little if any attention has yet been paid to the songs sung to this 

music.  Indeed, to date there has been no detailed investigation of how rich is this 

heritage of songs in a fascinating range of genres – even though the Oman Centre for 
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Traditional Music has been actively collecting recordings of the country's vocal 

heritage since its foundation in 1984.  

 

The author has also been motivated to undertake this study by having participated in 

numerous theatrical productions and festivals in Oman and other Arab countries since 

graduating from the Theatre Arts Department at Sultan Qaboos University. This 

theatrical participation led to his publishing with Mohamed Al Habsi, a Dictionary of 

Omani Theatre: Texts and Performances (2006). This book was the first study of 

Omani theatrical texts and their performances. Researching and writing the book 

further led him to appreciate the significant part that traditional songs have come to 

play in contemporary Omani theatre, and yet how under-researched these songs and 

their performative uses has been. 

 

Hence the originality and significance of this study: it is the first in- depth 

investigation of Omani vocal heritage, its history and cultural significance. Moreover, 

the study also explores the meanings and values this vocal heritage has assumed in 

Oman‘s transition to modernity since the 1970s, and considers what lessons there 

might be for the further development of policies and strategies for the preservation of 

Omani intangible cultural heritage in an age of global digital communication.  

 

1.2 Research Aims and Objectives 

The thesis aims to trace the origins, history and cultural peculiarities of Omani vocal 

heritage. It then reviews the institutional and policy frameworks in which preservation 

of this heritage has occurred in Oman since 1970. Following this the study 

investigates how traditional songs have been used within Omani contemporary 
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theatre, and in performance at festivals and other public events.  The thesis concludes 

by exploring the implications of the integration of networked digital communication 

within every-day life in Oman for the performance, preservation and popularisation of 

its unique vocal heritage.  

 

1.3 Methodology and Research Plan  

Essentially two methodological approaches have been employed in this research. In 

pursuing its first aim of documenting the origins, history and cultural peculiarities of 

Omani vocal heritage, the study has drawn upon conventional modes of historical 

analysis and the explication of cultural texts. Then, when it turns to examine the 

meanings and values that vocal heritage has assumed in Oman since 1970s, 

qualitative research has been undertaken, involving the analysis of interviews with 

artists specializing in the performance of traditional song, heritage specialists and 

cultural policy experts.  

 

The starting point for investigating the history and cultural specificities of Omani 

vocal heritage has been a comprehensive literature review. Even though the vocal 

heritage of Oman has received little scholarly attention, there are a number of 

previous studies of aspects of Omani music and theatre relevant to this research.  

 

In respect of Omani music, two important research theses have been completed, one 

of which has been published as a book. The first is a Masters‘ Thesis by Majid 

Hamdoon Al Harthy completed at the University of Arizona (2000). As Al Harthy 

explains, the thesis ―describes the renaissance of music in the Sultanate of Oman from 
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1970 to 2000, fostered by the patronage of his Majesty Qaboos bin Said‖ (2000: 5). 

Al Harthy‘s thesis also discusses the nationalist movement in Oman and how the 

Sultan used music to foster a sense of national unity since the 1970s.  The second 

study, also a Masters‘ Thesis, was successfully completed at Tunis University in 2005 

by Musalam Bin Ahmed Al Kathiri, and published shortly afterwards. Al Kathiri 

explores the traditional role of music in Omani civilization. Both theses provide 

accounts of the social and cultural context of Omani music and have been of great 

value in undertaking this research.  

 

There have also been five unpublished higher degree theses in theatre studies 

submitted between 1998 and 2004 that have been consulted in the course of this 

research and proved useful. All five theses discuss Omani theatre generally, before 

exploring a selected topic –the history of Omani theatre (Al Habsi 2003), theatre in 

schools (Al Habsi 1998), children‘s drama (Al Zadjali 2002), women in Omani 

theatre (Al Hinai 2001), the uses of myth in modern Omani theatre (Al Lawati 2004) 

and children‘s theatre (Al Hinai 2010). All of these studies contain information 

relevant to the study of vocal heritage in contemporary Oman. Al Zadjali, for 

example, offers a brief but important discussion of the history and cultural 

significance of seven markedly different traditional songs.  

 

Besides these sources, there is, as mentioned above, my own co-authored Dictionary 

of Omani Theatre published in 2006 which draws attention to the use of traditional 

songs by contemporary Omani theatre directors and playwrights.  

 

The Gulf Countries that are neighbours of Oman include Bahrain, Kuwait, Qatar, 
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Saudi Arabia and the United Arab Emirates. All of these states have strong 

similarities in terms of geography, history and cultural traditions, with the result that 

songs and musical traditions have travelled and been widely adopted in all these 

countries. Two theses exploring vocal heritage and performance in other Gulf 

countries have proven to be of particular relevance to this thesis. One is a Masters‘ 

Thesis on Womens‘ folk music in the Arabian Gulf (Akard 2000).  

 

 This study focuses on Gulf folk songs music traditionally performed at weddings by a 

lead singer (daqaqa) and a chorus (firqa). It describes the culturally inscribed 

elements of the daqaqa performance accompanied by an analysis of daqaqa songs.  

The other thesis is a 1982 doctoral study of Kuwaiti sea songs by Al Rifai. Her thesis 

investigates these songs in the light of the importance of fishing and maritime trade in 

Kuwaiti history and culture. The current thesis is indebted to both these works in its 

approach to analysing the cultural meanings and values of these particular traditions 

of vocal heritage.  

 

1.4 Defining Vocal Heritage  

Before going further, it seems best briefly to define the use of the concept of "vocal 

heritage" employed by this study. Here, the concept is used for explanatory 

convenience, when speaking about the performance of Omani songs that could be 

described as folk songs or ballads, or traditional popular songs. Within the relevant 

Arabic scholarly literature there are many more fine-grained terms, such as Al agany 

al tra‟tyah, al agany al sa‟biah and al agany al taq‟ledyah that could be employed.  

However, the term vocal heritage has come to be used in Omani heritage and 

musicological circles as convenient shorthand when referring to a range of songs with 
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particular characteristics. As Rahima Al Jabri (Head of Theatre Group at Sultan 

Qaboos University (2008) observed when interviewed by the author of this study, the 

concept of vocal heritage does not have a precise definition, but nonetheless is 

commonly used to refer to Omani songs where the author is unknown, where the song 

has and may still be transmitted orally between members of society and not written, 

and where its performance generally involves people of all ages and genders. 

Musalam Al Kathiri, (Head of the Oman Centre for Traditional Music), also 

interviewed in the course of this study (2008), defines vocal heritage as songs that 

sustain a communal heritage of popular tales, stories and myths, while also 

underscoring the significance of key events in the lives of families and individuals, 

e.g. birth, marriage, and death. Al Kathiri also defines vocal heritage as traditionally 

performed by singers and involving communal participation by movement of the 

whole body or just parts of the body such as rhythmic clapping or stomping of the 

feet. 

 

Similarly, when speaking of vocal heritage, Talib Al Blushi (2008) (Head of Drama 

Department at General Office of Radio), refers to songs that are performed by groups 

of singers, usually participants in a celebration, with some songs led by a singer or 

poet. Al Blushi also stresses that vocal heritage includes those songs and associated 

performative elements orally passed on from generation to generation.  

 

Khamiees Al Muwaiti, a poet, performer and a researcher in the vocal heritage field, 

offers a more expansive account of vocal heritage:  

Most of the traditional songs are lyric poetry; metrical poems that are sung in 

different oocasions and events, there are different metrical poems that are sung 

on each occasion. For example, there are some poems that sung by the 

craftsman to entertain himself during work time. The melody and the scansion 
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of theses lyric/vocal poems are inherited from one generation to another (Al 

Muwaiti 2010).   

 

Also, Ahmed Al Azki, a drama expert working in Omani television and as a writer 

suggests seeing vocal heritage as essentially:  

…songs that are orally transferred from generation to generation; not 

transferred through recordings. These traditional songs were popular among 

people and they deal with it in their daily lives, such as farm work songs, 

fishing songs and songs for weddings and other social events. The writers and 

the composers of these traditional songs are often unknown, as are the 

performers who presented these songs for the first time. Also, from my point 

of view, the age of the traditional songs differs from one country to another. 

For example, in America or Europe I cannot name or define the songs that 

have been transferred to their societies sixty years ago as ―traditional songs‖, 

but in the Omani society I can define these songs that are fifty years old and 

more as traditional songs. Additionally, only few musical instruments are used 

when presenting the traditional songs, such as a blowing instrument, as they 

basically relies on the rhythms (Al Azki 2010).   

 

In this study, the term vocal heritage will be used when discussing songs of unknown 

authorship, which have been orally passed down from generation to generation, are 

sung to the accompaniment of few or no traditional instruments, are popularly known 

and often esteemed as being of great beauty - though it is recognized that the 

transmission of these songs is now occurring in new technological forms (Ministry of 

Information 2002). 

 

The second approach employed in this study is the use qualitative research as 

commonly employed by researchers in the disciplines of cultural sociology, 

ethnography, contemporary history and heritage studies. As Golafshani (2003) has 

observed, ―Qualitative research, is broadly defined, as research that produces findings 

not arrived at by means of statistical procedures or other means of quantification...". 

The evolution of current assumptions and practices of qualitative research can be 



20 

 

traced back to the so-called "Chicago School" of sociology as it developed through 

the 1920s and 1930s.  However, the key point, as Denzin and Lincoln (2005: 2)point 

out, is that qualitative research has become a mode of inquiry that commonly 

"crosscuts disciplines and subject matters‖ with the aim of understanding what are 

often complex socio-cultural phenomena within "real world settings" (ibid).  Indeed, 

they argue that qualitative researchers must study things in their "...natural setting, 

attempting to make sense of, or interpret, phenomena in terms of the meaning people 

bring to them‖ (ibid). 

 

On studying traditional songs and their performance, a further methodological issue 

arises. As folklorist Richard Bauman noted some thirty years ago, traditions of 

performance actively involve not only multiple participants but also audiences. 

Consequently, "conventional expectations and performances" can be "manipulated in 

innovative ways" (Bauman 1984: 4). Indeed, one can further argue that the natural 

setting of vocal performance is invariably cultural.  Hence this study has drawn on the 

insights of anthropologist Clifford Geertz, who has has compellingly shown that 

qualitative research of cultural phenomena such as performance of drama and song 

requires careful attention to interpreting the webs of symbolic significance that 

comprise their social meanings (Geertz 1973). In other words, it is vital to treat 

folksong and other performative arts as part of the ―the social legacy the individual 

acquires from his group.‖ This legacy context is best understood by ―thick 

description‖ that illuminates ―[its] …complex specificness, [its]… circumstantiality‖ 

(Geertz 2000: 23) in order to appreciate what might have changed as the historical and 

cultural contexts of performance occurance has undergone change.  
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This methodological point has been kept much in mind when undertaking the research 

for this thesis, for within contexts of transition to modernity – as experienced in Oman 

–traditional forms of song can change significantly, and even die out, when no one is 

left who is competent to perform them, or when lifestyle or technological changes (to 

work, for example) no longer favour their performance (Bauman 1984: 4). In the case 

of Oman, the Ministry of Information undertook an ambitious nation-wide program of 

audio and video recording of endangered vocal heritage between 1984 and 1988. The 

outcome of this policy means that recorded performances are available ―for later 

invigoration and restoration to the level of full performance‖ (Bauman 1984: 27).  But 

even so, these performances are subject to what Hymes (1975) terms ―metaphrasis‖ – 

that is, the rendering of a performance genre in another frame, where performers use 

the conventional, structured performance system itself ―as a resource for creative 

manipulation.‖ In other words this means the conventional associations and 

expectations of this heritage can be manipulated innovatively, creating transformed 

adaptations (Bauman 1984: 34-35).  

 

Hence the qualitative research of contemporary performance of Omani vocal heritage 

undertaken for this thesis has been conducted on the assumption that, as a complex 

cultural phenomenon, this heritage cannot be studied as if it were static or frozen in 

terms of its meanings, attributes and conventions. Rather Omani vocal heritage, 

especially in the contemporary context of Omani society, needs to be approached as a 

dynamic and shifting assemblage of human actions that are constantly changing 

through what are often quite complex and subtle social interactions.    
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Given the complex nature of the phenomena that are the subject of qualitative 

research in this study, this researcher has been mindful of the ever-present risk that 

this poses to the task of their orderly analysis.  Hence as an aid to making sense of the 

data under study, and as a means of providing a guiding structure for the chapters 

comprising this thesis, the guiding schema for qualitative research developed by 

Creswell (2003: 19) has been adopted. Cresswell stresses the importance from the 

outset of gathering and analyzing research data of adopting a ―constructivist 

perspective‖ while using relatively open- ended interview techniques and research of 

textual and audio-visual data.  

 

Much of the research on contemporary uses of vocal heritage undertaken in the course 

of this study has involved the acquisition of data by conducting interviews with 

specialists in the heritage, culture and arts in Oman. As such it conforms to the 

―grounded theory method‖ as described by Bryant and Charmaz (2007:1), which 

involves pursuing:  

a systematic, inductive and comparative approach for conducting enquiry for the 

purpose of constructing theory [and]… to encourage researcher‘s persistent 

interaction with their data, while remaining constantly involved with their 

emerging analysis. Data collection and analysis proceed simultaneously and 

each informs and streamlines the other.  

 

This approach recognises that interviewees and researchers construct the actual reality 

existing in the world in which they participate. Beginning with the interviewees‘ 

experience, the constructivist inquirer asks how the interviewees construct these 

realities. By entering the phenomenon and having many views of it located within its 

web of constraints and connections, the researcher is better able to interpret these 

phenomena. It further follows that research does not commence from a theoretical 

position beyond the premise that ―meanings are constructed by human beings as they 
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engage with the world they are interpreting (Creswell 2003: 8-9).‖  Rather, it allows 

the researcher to ―generate or inductively develop a theory or pattern of meaning 

(Creswell 2003: 9),‖ with the researcher conscious that he plays the role of the 

―primary data-gathering instrument (Lincoln and Guba 1985: 39)‖, and moreover, is 

aware of the ethical obligations this imposes on him as recorder.  

 

When interacting with multiple research informants, constructivist researchers must 

be alert to the inevitable complexity of the informants‘ views and avoid reducing their 

meanings into only a few categories or ideas (Creswell 2003: 8).  It thus follows that 

researchers are best served by interacting with informants through interviews 

involving open-ended questioning, allowing participants to express their views freely 

and perhaps introduce new material (Creswell 2003: 9) and thus enabling the 

researcher to understand the social and historical forces influencing the ―individual 

experiences‖ he is eliciting. 

 

The research plan for this part of the thesis involved conducting interviews with key 

figures in the fields of performance of traditional song and the preservation of vocal 

heritage. They included people employed by the Omani Ministry of Heritage and 

Culture; the Ministry of Education; the Ministry of Higher Education; the Ministry of 

Tourism; the Ministry of Information; Sultan Qaboos University; the Diwan of the 

Royal Court; and the Dhofar and Muscat Municipalities. However, the most extensive 

and significant interviews were conducted with Talab Al Blushi (Head of Drama 

Department at General Office of Radio); Dr. Mohamed Al Habsi (Instructor in 

Theatre Arts Department at Sultan Qaboos University); Rahima Al Jabri (Head of 

Theatre Group at Sultan Qaboos University); Musalam Ahmed Al Kathiri (Head of  

the Oman Centre for Traditional Music); Said Al Busaidi (Head of Traditional Arts 
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Department in Ministry of Heritage and Culture); Ahmed Al Azki ( a drama expert in 

the Omani TV and a writer); Eid Harib Al Mishafree (a poet, producer and presenter 

of vocal heritage programmes for Omani Radio); Abdullah Al Sharqawi, (Omani 

singer and composer), and Khamiees Al Muwaiti, (poet, performer and a researcher in 

the vocal heritage field). 

 

Recordings were transcribed, then translated from Arabic into English, during which 

procedures the content was analysed.  

There is an extensive literature on ―qualitative interviewing‖, which as Easterby-

Smith, Thorpe and Lowe (1991: 73) note, describes interviews ranging from those 

that are ―supposedly totally ‗non-directive‘ or ‗open‘ to those where the interviewer 

structures the interview by a prepared list (or schedule) of questions which he or she 

is determined to ask‖.   Naturally my goal in interviewing has been, as Rubin & Rubin 

(1995: 2) note, to secure "...information that the researcher later analyses and shares 

with others through books, reports, and articles‖. However, the approach employed 

has been to use a constructivist approach by which interviews would illuminate the 

web of social significations in which the meanings and values that interviewees 

ascribe to Omani vocal heritage are situated. Importantly, I must stress my concern to 

interact with my informants while mindful of the part my own subjectivities might 

play in the interview process.   

 

This said, while the interviews on which this study is based were relatively open- 

ended, they involved my asking a set of questions designed to elicit interviewees‘ 

thinking about vocal heritage in contemporary Omani culture, and more specifically 

the history and cultural peculiarities of Omani vocal heritage and cultural heritage 
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preservation in Oman since 1970.  Such questions were devised based on the basis of 

the findings of the theses mentioned above, and sourced from the study of relevant 

books, theses, national and international newspapers and government records. 

 

A series of general questions was put to all participants, while specific questions were 

asked of interviewees with special knowledge of particular aspects of Omani vocal 

heritage and its recent history. My concern was especially to ascertain how the 

evolution of national cultural institutions and performance venues has affected the 

performance and possibly the meanings and values of vocal heritage. Thus artists and 

heritage specialists were asked questions designed to elicit their impressions of the 

effects of state sponsorship on the performance and public responses to traditional 

songs. Where interviewees possessed relevant knowledge of the effects that digital 

communication appears to be having on Oman‘s performative heritage, they were 

asked what challenges and opportunities they saw presented in the emergence of new 

media. Also, cultural heritage specialists were asked what new policies might usefully 

be developed and implemented.  
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Chapter Two: Origin, History and Cultural Peculiarities of Omani 

Vocal Heritage 

2. I Introduction 

The richness of Oman‘s culture owes much to a history greatly shaped by the 

exchange of goods, people and ideas. Seaborne commerce enabled the coming of 

Islamic missionaries, merchants, explorers and seafarers from various cultures, all of 

whom variously contributed to the development of Omani society. Yet the fact that 

the country has withstood outside attacks and interventions through the ages (Hawley 

1977: 52) has meant that outside influences have often been selectively adapted and 

often taken on localized and distinctive cultural meanings and values.  

 

The aim this chapter is briefly to sketch some of the more important aspects of the 

geography and history of the Sultanate of Oman, in order to provide the context for 

understanding the vocal heritage discussed in subsequent chapters.  

 

2.2 Oman’s Geographical and Historical Background 

The terrain of Oman is one of dramatic contrasts. Jagged mountains reaching for the 

sky are juxtaposed with wide, flat plains. Idyllic palm-lined villages along the 

seashore contrast with the harshness of the great Arabian sea of sand, also known as 

the Rub‟al- Khali, or the so-called Empty Quarter. The coastline running the length of 

the Sea of Oman for a thousand miles is likewise diverse, with the rocky coasts of 

Muscat and Musandam contrasting with vast flat beaches. There are also the Dhofar 

Hills that, for a period of time every year, turn a lush green from the favorable 

conditions brought about by the southwest monsoon. Then there are the cliff 
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structures in the south, without parallel in the whole of the Middle East (Hawley 

1977: 52).  

 

Oman is the third biggest country by land area in all of Arabia with an area of 309,500 

square kilometers. The country is strategically located on three major water bodies: 

the Persian Gulf, the Sea of Oman and the Arabian Sea. The country has been an 

important trading centre throughout history owing to its strategic placement in the 

major trading routes to Arabia and the surrounding regions; and in recent times, port 

operations have been modernised to accommodate container cargo-based operations.  

 

Oman is situated on the Tropic of Cancer at the farthest end of the southeastern part of 

the Arabian Peninsula, and its coastline spans the area between the Strait of Hormuz 

to the north and Yemen to the south (Oman 2003-2004: 6-7).  Besides the main land 

mass of Oman, there are various offshore islands, including Masira and Hallaniyat 

Islands in the Arabian Sea and Salamah and smaller associated islands in the Strait of 

Hormuz and the Oman Gulf. The Hajar mountain range extends from the north-west 

of the country to the south-east. The highest peak, Jabal Shams, in the Jabal Al 

Akhdhar area, reaches an altitude of 3,000 meters. In Musandam, where the Strait of 

Hormuz separates the coasts of Oman and Iran, the mountains soar to a height of 

1,800 meters above sea level (Oman 2005-2006: 10).  

 

Oman‘s location in the southeastern part of the Arabian plate makes it subject to 

constant change, proof of which is the activity of the tectonic plate beneath the Al 

Hajar mountain range: as the Red Sea widens, the country is slowly being pushed to 

the north, beneath Pakistan and Iran. Moreover, evidence in the form of volcanic 
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rocks known as Samail ophilolites suggests that the country was once located at the 

margins of an ocean. There are also salt flats, sedimentary rocks of relatively recent 

formation, dune sands, and so-called wadi gravels. A substantial layer of more ancient 

sedimentary rocks, several kilometers in thickness, separates the surface land from the 

oil reserves underneath. The main contributor to the concentration of oil and gas 

beneath that layer is said to be the substantial quantities of ancient salt in Qarat Kibrit 

and other salt hills (Oman 2005-2006: 10). 

 

Geographically, Oman was located between the civilizations of Iraq and Sindhi. This 

led to its assuming an important role in trade between east and west Eurasia, 

especially after servicing sea-borne trade overtook the raising of camels as a prime 

source of livelihood in the first millennium BCE (Al Kathiri  2004: 26). The Southern 

Arabian district from Oman to Yemen grew increasingly involved in trade with 

ancient Iraq across land and sea, with Omani ships in the state of ―Majan‖ (Oman‘s 

ancient name) described in Sumerian texts as arriving in the ports of ancient Iraq 

loaded with copper, wood, dates and the scented oils (Ministry of Information: Oman 

in History 1995: 81). 

  

 seu ctn  ve known about Oman‘s pre-Islamic past, but it is clear from recent 

archeological discoveries and research that early civilizations existed within the lands 

of present day Oman at least 5000 years ago (Oman 2000: 20). We know that the 

climate at that time was very different from that of today. It was then wetter with 

more vegetation and as such sustained a relatively large hunter-gatherer population 

who lived by permanent water sources, exploiting various berries and fruits then 
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native to the region, and eating wild animals including ostriches, wild goats and 

gazelles. These people used sophisticated stone implements.  

 

Burial grounds have been are a prime source of evidence for exploring the lives of 

these earliest inhabitants of the region, though only evidence of a few human 

settlements have so far been discovered. This presents a challenge to archaeologists 

and historians to determine whether Mesopotamian Jemdet Nasr-like potteries 

discovered in Oman resulted from contact with Mesopotamia or with the people of 

neighbouring present-day Iran (Hawley 1977: 52). 

 

Even so, there is clear evidence of influence of the Iranian settlements on early Omani 

culture. This early culture appears to have been subject to a similar evolution in terms 

of social institutions and economic life that were adopted by most people in the 

region. Again, burial grounds have been the principal source of evidence. Excavations 

on the island of Umm an-Nar, near present-day Abu Dhabi, for example, have yielded 

funeral vessels bearing close affinities with similar vessels discovered to the southeast 

in Iran. Umm an-Nar has also revealed other foreign artifacts, providing evidence for 

trade between the ancient settlements of Dilmun, Majan and Maluhha and 

Mesopotamia (Hawley 1977: 14-15).  

 

By 700BC, coastal settlements traded with India and Africa from Dilmun and from 

Majan. By about 326 BCE, trade had been established between Oman and Teredon at 

the Gulf, via Ras Musandam.  By the third century BCE, Oman was at the centre of 

several key sea trade routes extending to Ceylon and other crucial trading centres well 

beyond the Persian Gulf (Hawley 1977: 15). 
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The frankincense trade was important to Oman‘s history, creating a strong link 

between its mountain source, to the sea from where it was exported. Arabs are 

strongly committed to preserving their traditions, values, language, literature, and arts 

from Dhofar as a vital component of the country‘s rich heritage (Pride- Omani Music 

2007:40). 

 

In the different historical stages, Oman has had more than one name; the commonest 

were Majan, Mazoon and Oman, by which they each were linked to a specific history 

and civilization.  

  

The name Majan: the history of Oman began about three thousand years BCE when it 

was known by the Sumerian name ―Majan‖. The Kingdom of Majan existed at the 

time of the Kingdom of Dilmun in Bahrain and that of the Kingdom of Malokha in 

India. The Sumarians called the land Majan in their language on their mural paintings 

from the industry of copper smelting. The Majan civilization historians likely 

commenced their records with the extinction of the Mesopotamian Sumerians and the 

arrival of the Assyrians (1200 BCE) and the Persians (580 BCE) (Ministry of 

Information  2002). 

 

The second name, Mazoon was associated with a comparative abundance of water 

resources in Oman in earlier historical periods, because it is derived from the word 

(Al Mozon), a heavy cloud and water flowing. 

 

The third name, Oman came from a man named Oman Bin Qahtan, one of the first 

settlers of Arab tribesmen from Yemen after the Marib dam broke; some historians 
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have attributed the name of the Omani state to a small place in Yemen from whence 

Arab tribes immigrated. At that time, Oman was inhabited by old agricultural and 

hunting Arab tribes, living on some of the plains. Inland people foraged with 

livestock. (Maseerat Al Khair 1995:21). The Great Migration in Oman came from the 

south-west of Arabia, from Yemen and areas associated with this migration following 

the collapse Marib Dam in 120 BCE (Ahmed Chalabi 1980: 32). 

    

Today the sultanate of Oman actively conserves many surviving archaeological sites 

of great interest, some of which date date back to the early Neolithic Era.  Of 

particular interest, for example, are Ras Alhamra in Muscat, Bat in Al Dhahirah and 

Khor Rori in the southern of Salalah, where the families in Dhofar believe that the 

Khor Rori (harbour of ancient times) was an important centre for magicians to meet at 

a special season. On the outskirts of present day Khor, the remains of an ancient city 

have been excavated. This city was called Sumhuram, and in local myth is regarded as 

a meeting place for poets and musicians, and there has been much interest in finding 

evidence today that would confirm this oral tradition (Al Kathiri  2004: 28). Traces of 

old cemeteries and clay pot sherds have been found attesting to the existence and 

importance of trade and active cultural exchanges between Oman and existing 

inhabitants of Persia, Iraq, Yemen and East Africa (Youris Zarnes 2004: 64). 

 

Excavations have so far revealed little evidence of the cultural activities, artistic and 

musical, that were practiced within Oman 5000 years ago (Oman 2000: 20). 

Nonetheless we can assume such relationships between Omani and with other peoples 

of the Gulf region existed given the clear evidence of trade and exchange with other 

civilized cultures at that time. The Pharaonic civilization was at its height, evidenced 
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by engraved inscriptions discovered in Egypt depicting ships transferring Omani 

frankincense from the southern settlements cities in Oman to the temples of Egypt.  

 

Within Oman archaeological and historical sources reflect the existence of three 

geographically situated cultures: Bedouin (desert), the Reefs (mountains and valleys) 

and coastal urban centres.  Singing is an important role in traditions: traditional songs 

in the inland reefs and in the migratory Bedouin culture.  Within each culture, song 

has been intimately connected with life-style. Much song content relates to 

occupations such as agriculture, caring for livestock and manufacturing handcrafts. 

Especially in the reef and urban contexts, traditional songs tell of the day-to-day 

activities in different occupations.  

 

2.2.1 Advent of Islam (Islam in Oman) 

Omani historians have generally described the history of the country as falling into 

five periods following the collapse of the "state" of Malik bin Fahm and Al Julanda 

and the arrival of Islam. These five periods can be summarized as follows:  

1. The first Imamate of Oman's Al Julanda bin Masood (132 -133 Hijri) 

2. The State of Al Yhamd (from: 175 AH / 791 AD) to (967 AH /1560 AD) 

3. The state of Bani Nabhan (from: 549 AH /1154 AD) to the (1034 AH/1624 AD)  

4.  The state of Al Yarubi (from: 1034 AH / 1624 AD) to (1154 AH in 1744 AD)  

5. Al Busaid State (from: 1154 AH/1744 AD and until today (Al Kathiri 2004: 31). 

  

The Omanis were among the first people to embrace Islam.  Around 630 AD the 

Prophet Mohamed sent his envoy Amr ibn Al As to meet Jaifar and ‗Abd Al Julanda, 

joint rulers of Oman then - to invite them to accept Islam. In adopting the new faith, 



33 

 

Oman became an Ibadhi state (a form of Islam different from Shia and Sunni 

denominations), ruled by an Imam, an elected leader. In the early years of the Islamic 

mission Oman was to play a major role in the years immediately following the death 

of the Prophet, especially in the so-called Wars of Apostasy during 632 and 633 AD, 

after prophet Mohamad died and in the drive to spread Islam to Iraq, Persia and 

further afield, via campaigns waged on sea and land. Nonetheless, Oman did not 

perform a key military role; rather Omanis were diffused Islam by trade, notably with 

East Africa,  especially during the 19th century, when Oman sought conversion to 

Islam of the peoples of coastal Africa, inland central Africa, and even centres on the 

coast of Asia (Oman 2005-2006: 21-22). Today Ibadhi Islam flourishes in Oman, and 

among groups in North Africa and East Africa. 

  

2.2.2 The Middle Ages 

The Middle Ages saw the growth of Oman as a thriving trading nation, with the main 

centre of trade being the city of Sohar, with trading partners scattered in the Far East, 

India and Africa. At the turn of the sixteenth century, Oman became the target of 

Portuguese ambition. Attacking the country, they establishing fortified outposts in 

their drive to expand their trading empire to Africa and the Middle East. The 

Portuguese were especially concerned to supplant Oman‘s dominance of trade in the 

Indian Ocean and the Arabian Sea. For the next century and a half the invading 

Portuguese ruled over the coastal regions of Oman, until dislodged by the powerful 

Sultan bin Saif Al Yarubi (Oman 2003-2004: 20) thus putting an end to the Portuguese 

occupation.  

 

http://en.wikipedia.org/wiki/632
http://en.wikipedia.org/wiki/633
http://en.wikipedia.org/wiki/Muhammad
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It was during this time, known as the Yaruba period (1624-1744 CE) that Oman and 

Omani communities in overseas trading centers enjoyed a period of extraordinary 

prosperity. This is especially reflected in the many historical forts and buildings 

constructed during this time – the forts reflecting the need to protect Oamni traditing 

interests against the Portuguese. During the 16
th

 and 17
th

 century there was only a 

minor artistic tradition expresses largely in architecture (Oman 2000: 32).  

 

The Yarbua period came to an end through protracted civil war among the different 

tribes of Oman, which had its origins in a bitter power struggle amongst tribal leaders 

over the election of the Imam. The Persians Exploiting the divisions between  Omani 

tribes, the Persians attacked the coastal areas, and, much as the Portuguese had done, 

occupyied key coastal trading centres (Oman 2005-2006: 22).  

 

2.2.3 The Al Busaid dynasty 

The Al Busaid dynasty came to power in the year 1744 with the election of Ahmed bin 

Said Al Busaidi as Imam and leader.  Immediately Al Busaid moved to secure peace 

with the occupying Persian forces then began rebuilding the merchant and naval fleets 

of the country. His goal was to unite the country under his leadership, thus creating 

the basis for Oman reclaiming its position as an important maritime power in the Gulf 

Region.  Rustaq, which had long the capital of the country, had, by the time of Al 

Busaid‘s death in 1783, ceded some of its influence to Muscat, which had gradually 

been gaining prominence. Not long after the Imam‘s death the transfer of power from 

Rustaq to Muscat was formalised, and Muscat has remained the capital of the country 

since that time. The Al Busaid dynasty extends to the present day, with the ruler 
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Sultan Qaboos bin Said tracing his line back to the first Al Busaid Imam (Oman 

2005-2006:  22-23). 

 

By the turn of the twentieth century, Oman was caught between British and French 

interests, both of which desired control of the Indian Ocean trade routes. The French, 

with the help of the Russians, attempted to weaken the British influence in the region 

and strengthen their own. The French wanted sites in Muscat where their steamships 

travelling between the Red Sea and Suez Canal could be stationed for coal refuelling. 

Facing a rebellion instigated by his uncle Abdul Aziz, the Sultan Faisal bin Turki 

(1888-1913), great-grandfather the current Sultan of Oman, negotiated with the 

French, represented by Consul M. Ottavi, and the British, represented by Consul 

Major Cox (later Sir Percy). The Sultan granted both countries sites for their re-

fuelling bases. He also approved the construction of buildings for the use of both 

countries on the coast of Muscat in the town of Bandar Jissah. 

 

Until his death in 1913, the Sultan Faisal tried hard to maintain control over the entire 

country despite repeated coup attempts and rebellions in both Oman and Zanzibar, 

which was then an Omani state. The cause of this unrest was the country‘s descent 

into poverty and state debt, both of which crippled its economy. Oman remained 

independent, but increasingly became subject to British influence, especially in 

foreign affairs (Al Harthy 2000: 16). 

 

The Sultan Said bin Taimur (the father of the current Sultan Qaboos bin Said) 

attempted to improve the image of his country in the eyes of the world. In 1937 he 

undertook an international tour encompassing Japan, Great Britain, Italy, France, and 
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the United States of America, during which met with President Roosevelt. He thus 

became the first Arab leader to be received by an American president. 

 

The first signs of economic revival came in the form of the first exploration of oil 

activities within the country‘s territory, made in the 1920s by the aptly named Anglo-

Persian Oil Company. However, it was not until the 1960s that oil production reached 

significvant levels, and Sultan Said was unable to take advantage of this new oil 

wealth to develop the country. He found it difficult to implement changes that would 

have enabled economic development and social, and political progress. (Oman 2005-

2006: 22-23). In fact, Sultan Said‘s economic policies, along with his policy of 

isolation from the international community, diminished his authority so severely that 

in 1970 his son Qaboos, "who had been under virtual house arrest since his return 

from British military training at Sandhurst," supplanted him as the Sultan of Oman 

(Al Harthy 2000: 18). 

  

Having briefly sketched the history of Oman, this chapter now turns to consider the 

cultural influences to which this history has exposed inhabitants of Oman since since 

ancient times, and their contribution to the development of Omani vocal heritage. 

 

2.3 Social and Cultural Background  

Oman was peopled by two streams of Arab tribes, the Yemeni from south-west 

Arabia and the Nizari, coming via Nejd (Oman Chamber of Commerce and Industry 

2010). These differing groups have both contributed significantly to Oman‘s vocal 

heritage, as will be discussed later in this thesis. 
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Sociologically, Oman is a very diverse country.  Its history has seen the emergence 

and continuing importance of maritime activities such as trade and fishing that in turn 

have given rise to urban societies. Then there is Bedouin society, consisting of 

scattered nomadic groups who journey through the western desert regions to secure 

water and pasture for their flocks and herds. Between the two environments of coast 

and desert are chains of high mountains crossing the country from east to west. In the 

foothills of these mountains are oases and alluvial alleys that provide rich land for 

agriculture. Farming communities form the third kind of society found in Oman.  

 

Each of these societies is rich in customs, traditions and different folk arts. Each in 

differing ways owe much to Oman‘s geographical position between major historical 

sites of civilisations such as the Indian subcontinent, Persia and the Eastern coast of 

Africa. The influence of sall these cultures can be seen to have influenced Oman‘s 

vocal heritage (Al Zadjali 2002: 10). 

 

Some surviving historical sources indicate the presence of Omanis in the city of Basra 

in Iraq from early in the Islamic era.  Indeed, it would appear that several writers and 

artists of Omani origin contributed significantly to the cultural development of Arab-

Islamic civilization. Among these figures the most important was probably Al Khalil 

bin Ahmad, who was born in Oman in the Batinah region.  What is particularly worth 

noting in the context of this study is that he was familiar with a wide range of music 

and was said to have first developed rule for Arabic prosody, besides being the author 

of the first dictionary in Arabic (Al Kathiri 2004: 42). 
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Historically, Omanis have been tribal peoples, and as such the family is the centre of 

their life. Traditionally, Omani women have lived largely within spheres of domestic 

activity, while public spheres of activity have been overwhelmingly dominated by 

men. Today men generally still take care of all business and public transactions, even 

doing most of the food shopping. Women take care of the home, doing all the 

cooking, cleaning and child care. In rural areas, women and children do most of the 

sheep, goat and poultry herding and most of the work in the fields. Weaving and 

embroidery are also women's tasks. However, while Oman is in this regard a 

traditional Islamic society, the lives of women are much less restricted in Oman than 

in other Arab nations. Oman is the only country on the Arabian Peninsula where 

women have the right to vote (Every culture 2010).  

2.3.1 Symbolism of costume and accessories 

Despite the modern appearance of much of Oman, the country remains intensely 

traditional. In the countryside hamlets and coastal villages, day-to-day life has 

changed little in centuries. Oman is particularly known for its curved, silver-sheathed 

khanjar knives and silver jewellery (Advameg 2007).   eSsssse u s national symbol 

employs a pair of crossed khanjars, and until recently all Omani men still wore these 

traditional artefacts (and still do on formal occasions). Khanjars figure in the design of 

the national flag and in nearly all government logos (Every culture 2010).  

 

Men can frequently be seen sporting bright blue, loose-fitting, floor-length shirt-

dresses called dishdashas. Women‘s dress is far more colourful than the simple black 

cloaks common in much of the rest of the Gulf region. Bright printed dresses are 

wrapped with even more colourful shawls and veils. s ses nyeu se eSs ennseeories are 
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regionally recognisable  from an essential contribution to the songs and dance,  adding 

characteristic symbolism (Advameg 2007).  

 

2.3.2 Linguistic affiliation 

The main language is Arabic, spoken by the majority of Omanis. However, the Omani 

dialect and its regional variations further attest to the nation‘s cultural diversity.  

 

Scholars in Arabic language have devoted themselves to an analysis of the language 

as well as the language of Arabic poetry. Medieval grammarians and philologists 

(scholars of language and literature) developed systems of grammar and linguistics. 

One scholar who made important contributions to this study was the famous Arab 

philologist and lexicographer Al Khalil bin Ahmad Al Farahidi (718–791), born in 

Oman, who was entrusted with devising a new Tashkil system. Al Farahidi introduced 

vowel signs inspired by the initial shape or parts of certain letters, and his most 

prominent work is the development of the study of prosody in Arabic poetry 

(UNICCO 2010). 

 

 The Omani dialect bears a very close affinity with modern Arabic, but with its own 

distinctive regional variations. In the coastal areas local speech contains words from 

various foreign languages, including Persian, Urdu, Gujarati, Blushi, and even some 

words from Portuguese - evidence of Oman‘s historical entanglement in Portuguese 

trading ambitions in the fifteenth and sixteen centuries.  In the mountain areas, some 

languages, notably in parts of Dhofar  ( Jibbali), originate from what are commonly 

termed South Arabian dialects, and languages with roots quite distinct from those of 
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Arabic. Especially in urban centres it is not uncommon to encounter people belonging 

to minority cultures who are able to speak both mainstream Arabic and the local 

dialects in their hometowns, as well as English, which since the 1970s has become the 

standard language used for business and other formal modes of communication 

(Advameg  2007). 

 

 As mentioned earlier, the sociological diversity of Oman has contributed to the 

diversity of songs and performance styles.  For example in Bedouin singing across the 

Sultanate, its performance is characterized by then use of specific nasally generated 

sound tones – known as khishom (meaning literally from the nose). By way of 

contrast, singing in coastal areas often makes use of vocal sounds from the chest, and 

the mountain singing is characterized by laryngeal vocalization causing the singer to 

sound much like a countertenor. These differences in the bodily mechanics of singing 

are clearly evident in the singing of traditional songs in which the words carry no 

meaning – songs known by the names of Dan, Yodan, Lal, Li Laro.  

 

There are also complexities of terminology employed in describing the performance, 

methods and characteristics of Omani song that have their origins in various Omani 

dialects.  The most common terms employed are: 

 Shlah.  This comes from the word "Shal" which literally means loud volume. 

It is a term used in many different parts of Oman and refers especially to work 

songs drawing on poetry and the use of lyrical singing. 

AlSut. This means a song, for example: Sut Burah, Sut Sharih, Sut Shoubani.  

 Nhma:  means calling out or pay attention, a singing of the Naham on board 

ship – a sea shanty. 
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 Wanh, singing the memories in the Omani countryside, which includes topics 

such as spinning, praising the camel, while Alonh is singing miserably or sadly 

(Al Kathiri 2004:102-103). 

 

 

2.3.3 Omani literature 

In the literature area, the emphasis in Oman has followed the oral literary forms 

traditional in Arab literature. Included here are oral poems and oral literature that 

focuses on the Omani people‘s ancestral roots. There has been a concerted effort by 

the government to revitalise such literary traditions through radio and television 

programs. 

 

Since the latter part of the 20
th

 century, Omani authors have been able to disseminate 

their poetry and other writings in formal publications (Advameg 2007). 

 

In modern nation states, policies and programs for the preservation of heritage are 

strongly connected with a concern to promote social cohesion through the affirmation 

of national identity. In Oman, nation-building has accentuated a rich history of poetry, 

popular arts, traditional tales, traditional dance, traditional sports and games, which 

has long been noted by Western travelers  Bidwell, for example, a traveler and 

historian, visited Oman in 1865, and Al Habsi (2003:27) notes, described Oman as: 

"the land of amusements/arts ... of dance and song".  

From among the various aspects of Omani culture, this section is designed to 

afford some example of the traditional cultural heritage in Oman. 

Researching traditional tales and sports and games is important for this study 

since it tackles the issue of original Omani culture and researches the 

dramatic phenomena that existed in Oman to amuse and educate Omani 

people before the appearance of Omani contemporary culture. 
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2.3.3.1 Poetry  

The genres of Omani literature have their origins in and continue to reflect those of 

Arabic literature, which began before Islam in a period called the jahiliyya.This 

literature of a partly Bedouin (nomadic) society was dominated by poetry, and the 

poet often acted as the oracle of his tribe. A major poetic form of this time was the 

qasida, or ode. It required the poet to sustain the same rhyme and meter throughout 

the entire poem, which ran anywhere from 25 to 100 lines. The poet was supposedly 

moved to compose his poem by the sight of animal droppings, which signaled an 

abandoned encampment. The poet could describe his loves, his camel, his adventures, 

all in an ode with a highly formal structure. It remains a favoured form in Arabic 

literature to this day, with many popular traditional Omani songs being essentially 

qasida. 

 

Oman's classic poem used to be performed in the mens‘ gathering room where the 

male guests sat. Suleiman Al Kharusi used to receive compliments and praise 

(Anchada) in an old Arabian historic custom where, if the Arab poet entered one of 

the king‘s or caliph‘s presence with a poem he should deliver it in a loud voice as he 

is standing; then he was seated in a place of honour (Al Kharousi 2002: 35). 

  

The recitation of poetry (Anchada) by one or a number of people is still a feature of 

Omani literary meetings. There are many styles of singing employed when poems are 

sung to the accompaniment of music, with vocal patterns created by improvisation of 

the basic elements of poetry. For example, Al Midan songs entail poems first directly 

presented by the poet, to a melody later accompanied by and repeated with an 

instrument (Al Kathiri 2004: 101). 
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2.3.3.2 Traditional Tales 

Traditional tales are considered to be one of the oldest forms of artitstic expression, 

pre-existing reading and writing. Omani literature is rich in the oral heritage of 

traditional tales. Al Habsi (1998: 19) draws attention to how Omani poets, storytellers 

and thinkers have drawn on these memorized traditional songs and tales. The literary 

heritage of the different regions of Oman may differ, but there are popular traditional 

tales known to all Omani people that have been orally transmitted and preserved over 

many successive generations.   

 

These widely known traditional tales are inspired by history, culture, imagination, 

religion and humour. Some are told in the form of simple poetry, while others are 

performed in accompaniment to music dramatic activity that enlivens the storytelling 

(Al Habsi 1998: 20).  

 

Most Omani families are large, with sometimes as many as fifteen children. 

Additionally, there are strong relationships between family members, and it is not 

uncommon that grandparents and grandchildren live together. Storytelling is a feature 

of family life, especially during holidays and on special occasions such as during the 

Eid festival, when all the sons of a family and their children gather, usually at the 

grandparents‘ house. As there are usually quite a large number of children, it makes 

for a good audience. The storyteller is generally one of the parents or grandparents. 

They gather the children in a circle around him and starts telling the story (Al Hinai. 

K 2010: 66). 
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In story telling occurring the Eid Festival, the narrator takes care to use simple 

language that children can easily understand. Sometimes the narrator will ask the 

children in the audience to participate and involve them in the storytelling 

performance by asking them questions about the story and sometimes asking them to 

act out part of it, or do things such as imitate an animal's voice. Most Omani children 

know well traditional tales from from their telling by grandparents or parents. Such 

storytelling is implicitly regarded as very important for children because it strengthens 

their relationships with both parents and relatives of older generations. Moreover, 

these traditional tales clearly serve to teach children moral values.  Most tell of how 

conflicts between good and evil end with good being rewarded and evil punished (Al 

Hinai. K 2010: 67). 

 

2.3.3.3 Music 

Music is an integral part of daily life in the Arab world, and emotional sensitivity to 

its sounds and tones is deeply rooted in the Arab personality. The musical heritage of 

the Arab world is very old, and can be traced back to the simple sing-song recitations 

of tribal bards in pre-Islamic days. As they spread out into the Middle East and North 

Africa in the 7th and 8th centuries, the Arabs absorbed the more complex scales and 

tones of Indian, Persian and Byzantine music to develop unique forms that exist to 

this day largely unchanged.  

 

In Arabic culture, the most popular instrument has been the oud. It is a string 

instrument with a half-pear-shaped body with stripes on its shell and a right angle 

keyboard. The instrument has a long history. Carved depictions of oud-like 

instruments have been discovered in ancient Egypt and Mesopotamia. It was the 
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Arabs, however, who were prinicipally responsible for the evolution of the oud, and 

its introduction to Europe, where it became the ancestor of lute and then the guitar. 

The modern oud with its short neck has not changed significantly from that seen in 

ancient representations.  

 

The qanoon, a form of zither, was first developed in the Arab world during the 10th 

century. As early as the 12
th

 century a related instrument played by strings being 

struck rather than plucked had appeared. Westerners know it as the dulcimer. The 

rabab was one of the contributory ancestors of the violin. It is played vertically, like 

the European viol, and remains a favourite of modern Middle Eastern street 

musicians. A later instrument, the tambourine, has found a lasting place in many parts 

of Europe as well as the Americas. 

 

In addition to its instruments, the Arabs gave to the world scales, motifs and melody 

types, and forms and rhythms that have influenced influential Western composers 

such as Bartok and Stravinsky (Mayfield. M. Kent 2009). 

 

Much of Omani music continues to be handed down orally and without any written 

notation, either through practice or by teaching from a father to his son or from a 

master to his pupil (El Mallah 1998: 48). 

  

Omani traditional musical instruments are integral elements of the performance of 

poetry, song and drama. This stands in contrast to European music, wherein 

instruments such as the violin and the piano, have not been tied to specific genres, but 

have generally served the musical ambitions of the composer. Indeed, the evolution of 
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Omani traditional instruments – even those originating outside of Oman - reflect in 

their construction and possibilities of performance within the genres they are used 

(Ministry of Information 2008). 

 

Within traditional Omani music, there is a strong emphasis on melody and rhythm. 

Thus most commonly rhythmic and melodic instruments are paired, although the 

number of traditional instruments which produce melodies are few compared to those 

producing rhythm. This is partly because the performance of traditional songs requires 

of performers that they sing unaccompanied by a melodic instrument. Their voice is in 

effect the melodic instrument. Also, rhythm plays a dominant role in the structure of 

Oman's musical genres. And as song is often accompanied by dance it follows that 

there is greater use of rhythmic rather than melodic instruments (El Mallah 1998: 45).  

There are both stringed and wind melodic instruments. Interestingly, there is little 

evidence the oud was much used in traditional Omani music. It was important in 

vocal genres like as-sot in its two types: Shami and Arabi. It was also played in 

performances of the Bara in the Dhofar region, although it appears not to have a 

common element of performances in this genre. However, the oud is beginning to 

assume a more important status in the Sultanate than it has in the past (El Mallah 

1998: 52- 53). This is most probably because the modern oud has a large melodic 

range (ambitus) of two octaves. As its five or six strings are tuned in fourths, the 

player can, without changing the movement of the left hand from its 'first' or 'primary 

position', traverse two complete octaves. And, as the oud does not have frets that 

determine its intervallic structure (like the guitar), it can easily produce tones that 

include all intervals that are to be found in traditional Omani music. 
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Rhythmic instruments played in traditional music include firstly, those that are 

double- skinned or double- headed. These are essentially cylinders capable of being 

tuned by tightening the skins. The skins are beaten by a stick on both ends, or with a 

hand on one end and stick on the other, or by both hands on both skins. They differ in 

size, the largest being the Rahmani.  A smaller and very popular drum in this group is 

the kasir, which produces a high-pitched or strident sound in comparison with the 

Rahmani. It has a close relationship with the Rahmani, with both often used together 

to produce complementary rhythms. A second type of drum called Musundu is 

characterised by a single heavy skin made from bull, cow and sometimes camel skin 

fitted to a long conical body. The sound is strong and heavy and produced by beating 

with sticks or hands. A third type is called Tanak. It has no skin. In Oman's traditional 

music there are multiple rhythmic instruments without a skin that contribute to the 

rhythmical texture in many ways. Examples are: Idiophone instruments (by shaking), 

Percussion instruments and Wind instruments (Ministry of Information 2008). 

 

 

2.4 Origin of Omani Vocal Heritage (Relationship with Ancient Arabic 

Civilization and the Asian and African Influence) 

By virtue of its geographical location, the history of the peoples of Oman has been 

shaped by social, economic and cultural exchanges with not only societies of the 

Arabian region, but also African and Asian civilizations. This history is reflected in 

the language and cultural vocabulary of traditional Omani songs. Indeed, the presence 

of ancient words and phrases enables us to detect within this vocal heritage the 

influence of Ancient Arabic, Asian and African cultures.  
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2.4.1 Ancient Arabic civilization influence in the Omani vocal heritage 

The interconnected histories of Omani and ancient Arab societies of Yemen is clear 

from common use of Arabic dialects from the ninth century BC to the sixth century 

AD. We also find that while Al Mehri is the largest language speaking group in 

Oman, the Shehri (also called Jibbali), Bathari and Harsusi languages continue to be 

spoken but not written. These somewhat interrelated dialects are closely connected to 

the Arabic language, and are still spoken by some residents of southern Oman 

(Contemporary Forms of Omani traditional songs 1991: 9). 

 

Culturally, some traditional songs and recitations affirm ancient Arabic ideas and 

practices. In the Dhofar region, for example, we find the singing of chants in the 

Shehri Arabic mountain dialect in company with the tapping on the stones during a 

lunar eclipse. This is done for long hours in the belief that the ritual will end the 

eclipse. The chants represent the eclipse as an expression of the wrath of God, an idea 

that may have its origins in pre-Islamic worship in the region of the South Arabian 

moon God "Seen"
1
 . 

  

                                                 
1
 Archaeologists have uncovered temples to the God of moon throughout the Middle East, from the 

mountains of Turkey to the banks of the Nile River, where the worship of the God of moon was 

widespread in the ancient world. Dr. Al-Qimni indicates that the "Seen" is a great God of the 

Hadramout civilization which is a Yemeni city and is close to the borders of south Oman, and there 

was traces found of him in the Egyptian Sinai and it was told that its name was derived from "Sin‖. 

―Seen‖ is the God of the moon. The Sumerians left us thousands of clay symbols that described their 

religious beliefs. This is what the scientists proved to us, as the ancient Sumerians worshipped the 

moon god, and it was called many different names. The most popular was the name Nana, it had a 

crescent symbol. The Babylonians had the name of their moon God, Sin. That name was popular, 

regarding the size of the technical work related to their worship to God of moon‖ (Elhad 2007). 

http://en.wikipedia.org/wiki/Mehri_language
http://en.wikipedia.org/wiki/Shehri
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Figure 1:  Seen‖ is the God of the moon (Volker Doorman 2007). 

 

On closer investigation, it is possible to differentiate traditional songs reflecting the 

influence of ancient Arabic cultures into eight different types - examples of which I 

will now describe.  

  

1.  Nana (songs of the night) 
2
 

These songs are in the mountain Shehri language spoken by the people of Dhofar 

mountains.  They are songs usually about romance that are sung at night. They are 

sung without musical instruments, today most commonly by herders (both men and 

women) in the green mountains of Dhofar (Al Kathiri 2004: 46). An example of a 

Nana song is as follows: 

 

Batee neesh we nbrun- leesn bar arub ina'- subr shee za ykfuf  

                                                 
2
 It is known that Nana is a planetary God in ancient South Arabia, as well as in old Iraq, where the old 

name Nana means God of Moon in the city of Ur, means Goddess of attractive picture, and (Inana) 

means the lady of the sky which was used interchangeably between the mother Goddess, the Goddess 

of flower and the goddess of war (Al Kathiri 2004:  46). 

http://en.wikipedia.org/wiki/Shehri


50 

 

Ar iz shh ghrub Al-Hind - wlwah mushur -dor mugt ytfuf (Al Shahri 2010). 

 

The meaning of the song is:   

If you always try to do work the easy way, you will become lazy. 

You work until you are unable to work anymore and become like a lazy person.  

 

2. Dana Down, or Rajseet (also known as Al Ragiz) 

 

The singing of Al Dana Down is performed in the Shehri and Arabic Mehri language 

specifically in the Dhofar region. These are songs in which men compete in praising 

the virtues of their respective tribes. The singers are expected to celebrate by 

improvisation values such as masculinity and courage. Performers are lined up in two 

rows facing each other and each of the lines represents the tribe, led by a principal 

singer gifted in poetry. These songs are held at many events, including weddings and 

circumcision, and these songs are performed (Al Kathiri 2004: 154). The following is 

a typical example of a Dana Down song in the Shehri language: 

  

Heer bhween   ِ ardk ygheshk ikslh 

Tkheedm at agz flh tkn shlh (Al Shahri 2010).  

 

The translation of the above song is as follow; 

 

Two large valleys are named Naysah and Nabroon   

 Many storms came to these valleys and changed nothing. 

Those who had a boat from India made of strong wood 

Didn‘t sink but remained on course.  

 

3. Boboba 

These songs are traditionally sung by cattle herders in the province of Dhofar. The 

herdsman sings lying on his back lying or sitting under a tree with his cattle around 

him. This genre of song may be sung purely out of enjoyment, but its typical lyrics 

http://en.wikipedia.org/wiki/Mehri_language
http://en.wikipedia.org/wiki/Shehri
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express the desire of the herdsman that his beasts do not fall prey to wild animals, 

while reinforcing his sense of himself as responsible for their mutual welfare. In the 

words of one popular song: ―Be assured and don‘t be afraid of wild animals, I‘m next 

to you, and enjoy eating‖. The songs also celebrate the advantages and benefits of 

successful husbandry, how cattle are a source of rights, a source of wealth and assets 

(Al Shidi 2008 :140). 

 

4. Al Rohbah  (practice of ―Therapeutic weather magic‖) 

Traditionally, the Bedouin peoples of Oman lived nomadically, annually travelling 

great distances over some of the least hospitable parts of the country. As they 

generally journeyed on foot, they risked snakebite.  One element of treating snakebite 

was to carry the victim to a place where people could assemble and cry loudly in the 

belief that if they were kept awake this would help them resist the effects of the 

poison. This singing was part of a therapeutic regime that alsom included giving the 

patient hot milk with fat, exposing the patient to sunlight, rubbing the wound with oil, 

and wiping Tinea Palm fronds on the wound in the belief that this would cause the 

poison to be expelled (Almeshqass 2008).  However, in Dhofar, Bedouin tribes also 

believed that some people had the ability to heal others from the bites of poisonous 

snakes, as well as other types of diseases. These healers would suck the poisonous 

blood from the patient‘s body, while conducting rituals to the accompaniment of 

songs called Al Rohbah.  

 

5. Hubbell (Habat) 

 The ―Hubhat‖ is sung as camels or cows reached water sources in the province of 

Dhofar.  Herders sing of their search for water, with two men often taking turn to sing 
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(Al Shidi 2008 :139). Such singing form is performed by men during various 

performances in the desert; it has similarity to some in the eastern region of Oman. 

 

 

6. Tob’nan 

The "Al Tob‘nan" is also a style of herdsmen‘s singing found in the province of 

Dhofar. Again two herdsmen commonly take turns singing without musical 

instruments when camels are resting after being fed and watered (Al Shidi 2008 :140). 

 

7.Wyad 

This is a form of shepherd song, sung by a shepherd on top of a hill or at the edge of a 

valley while watching his cattle. The song usually ends with the word "Wyad". It has 

no meaning, merely sound such as European yodeling: that is the reason it is called by 

the ―Wyad‖ name (Al Shidi 2008 :140). 

 

8. Al Debrarat (Al Debreer) 

This is a common traditional form of singing in rural communities in the states of the 

Governorate of Dhofar. The songs are usually in the language of Shehri prevailing in 

the mountains of Dhofar. They are sung different times of the day and often presented 

as entertainment at night. The Al Debrarat typically expresses sadness and the 

hardships of life in specific areas such as Gdo, Haq, Qeeroon Hirti and Thumrait.  

They are understandably sung with emotion.  Indeed, Al Debrar can serve as an elegy 

to a dead person, or laments for a precious camel or cow (Pride- Omani Music 2007 :

36- 42). Al Debrar are also sung when a mother leaves her son or when a lover thinks 

of his missing love. Some call it ―Debreer‖ and some pronounce it ―Debreet‘ (Pride- 
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Omani Music 2007 :36- 42).  Often the performance involves two groups of two or 

men more sharing their singing of hardship and sorrow (Al Shidi 2008: 113).  

 

A quintessential Debrarat song is ―Al Atsalum‖.The words of this song have been 

performed unchanged for more than half a century. It is addressed to Al tsalum, the 

daughter of his wife, after she abandoned her mother and uncle. The lyrics of the song 

are: 

Atsalum man hass aghdash tebrar man sarish akhban 

Metnak al naadoum aad naamr thak in itlan 

Aad tejraran aslabdem bashiiti kol timlan 

Ab man azhafif ahwar mish sharhoun bashlisan  

Ar ahrar yadour yaftatin aftan (Oman Hot 2007). 

 

The meaning of the song is:   

Atsalum man hass aghdash tebrar man sarish akhban: addressing Al tsalum who left 

a gap when she left. 

Akhban: appeared and revealed what should not be exposed  

Metnak al naadoum aad naamr thak in itlan: I had hoped that the strong rain does not 

stop until it is enough (note here the poetry turned into explaining the case in which 

they live. 

Aad tejraran aslabdem bashiiti kol timlan: Continues to explain the wish for rain and 

wish the water runs on the strong rigid rocks. 

Salbdem: All the valleys and coral are filled  

Ab man azhafif ahwar mish sharhoun bashlisan: From the dark clouds loaded with 

heavy rains, we receive mercy and rain. 

Ar ahrar yadour yaftatin aftan: The poet returns to himself and explains the absence 

of consent in humans, and that it is one of many complaints, wishes and aspirations. 
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 In general we can also say of these differing kinds of song that they address common 

themes, notably:  

- Belief in the treatment of the impact of songs in healing the bite of snakes 

- The psychological impact of Songs (Rocking the child to sleep/ Singing 

lullabies to children/ childhood development) 

- Impact of mitigation of the hardships of work performed while on land either 

mountain or desert  

- Entertainment and social networking that is achieved from the songs between 

individuals and groups 

- To raise to consciousness some of the values required for the Arab 

personalities, such as enthusiasm, heroism and courage. 

 

In summary, then, these song types provide insights into how Omani peoples have 

been influenced by interaction with the societies of the Arabian Peninsula. They 

reflect not only the prevailing influence of Islamic culture, but also disclose traces of 

ancient Arab beliefs and practices.  

 

2.4.2 Asian influences in the Omani vocal heritage 

Oman's relationship with Asia is of similar antiquity. Its position in relation to 

Eurasian trade routes has meant that societies bordering the Indian Ocean, and located 

in present-day Iran, Pakistan and India have all influenced Omani vocal heritage.  

Oman has been exposed to several Persian invasions throughout its long history, and 

its rulers have in turn been able to control parts of Persia and regions of India, and 

Pakistan. Since late antiquity, Omani sailors and merchants have been active in 

trading networks extending beyond India and Malaysia to China. Even now this 

history is reflected in the fact that there are Omanis whose first language is Blushi, 

Hindi, Persian, or Urdu (Contemporary Forms of Omani Traditional Arts: 9). 
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Musalam Al Kathiri, the Head of the Oman Centre for Traditional Music, has 

identified at least seven forms of performance blending song and dance that have their 

origins in Omani commercial and cultural interaction with Asian centres, and were to 

become especially popular in the cities and villages of the coast of Muscat and Al 

Batinah. Today there are popular songs with words originating Asian languages that 

few Omanis understand (Al Kathiri 2004: 56).  

 

Admittedly there is some arbitrariness in dividing these songs into seven types. For 

example, the songs known as Al Seerwan songs could be classed as a kind of 

performance known as Al Bakit. Also, songs known as Al Kasari songs have strong 

similarities with Al Seerwan songs.  However, since 2004, Omani musicologists and 

heritage specialists have employed the taxonomy devised by Al Kathiri, and 

illustrated by the following table:  

Location  Asian origin meaning The songs 

Al Batinah   Box shaped dancing area  Al Bakit  

Al Batinah and Al 

Dhahirah(Shinas) 

The name of a place/village/river 

in Sulalmani region in Kurdistan  

in NE Iraq 

Seerwan 

Al Batinah  Village in Iran – source of much 

immigration to Oman & Gulf 

country 

Bastiki 

Al Batinah   Cloth Kasari 

Al Batinah   An old village in Iran‘s history Konzak 

Al Batinah   Baluchi dance Li la rawa             

Muscat (Qurayat) 

and Al Batinah 

New year Nirouz 

  

Table 1: nsisS  neveS-vSos sScse efSi sepse   in Omani vocal heritage 
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1. Al Bakit 

 

The Al Bakit, or (Al Bakot) songs probably have their origins in the Persian language, 

but the words are now meaningless to singers and audience alike (Al Kathiri 2004 :

144). However, the consensus among performers is that they are songs of 

entertainment for men, and they are commonly performed at weddings. They are also 

considered best to perform at nighttime, late in programs of entertainment. They are 

never performed before sword arts such as Al Ayalah and Al Azi, which generally are 

among the4 first items performed at evenings of dance and song.  

 

Al Bakit songs are popular in the Al Batinah region and particularly with the 

inhabitants of the states of Saham and Sohar.  There, there are three Al Bakit 

performed: Tamthil (a playing or acting), Al Bakit Arai's (marionettes) and Al 

Seerwan (for amusement only – see below). Al Bakit came first from Saham state, but 

in our time on a specific occasion, it is an acting "Tamthil” and while it may have 

been practiced in all its parts and forms in the past, the passage of time, lack of 

interest, or the death of skilled practitioners, has resulted in its becoming practiced 

only in the present form of Al Bakit Tamthil. As in Sohar state, three types of Al Bakit 

are performed (Al Shidi 2008 :54).  

  

Al Bakit Tamthil is considered to be the most dramatic kind of performance in Oman 

prior to the appearance of theatre (Ministry of Information 1990 :90-91). Al Habsi 

(1998 :13) described this song thus: 

 

Some of the men dress as wild animals or birds or trees, and others act as comedy 

characters, and a comic story in which the main character is the target is enacted. The 
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actors' movement depends on the tone of the singing, and on the other participants 

repeating the words of the song after their leader. 

 

 Examples of singing in the parts of weddings and performance in the art of Al Bakit 

performed by the singer and the rotation of groups exist, these are: 

 

 Form 1 of song - art of Al Bakit part one (in the Arabic language) 

 

Wo Allah Hilo… Wo Allah Maleeh… Wo Allah Zein 

Jelbi taalaj fi hawa sood al ein… wo wilah 

Majnoon ya laili… majnoon ya laili 

Ya al khadra jataltini… wo zaalan aalaya (Al Shidi 2008 :58). 

 

It is beautiful…it is handsome…it is good 

My heart falls in love with dark eyes  

I am crazy O Leila. I am crazy O Leila. 

 

Form 2- Weddings (Arabic mixed with Asian language) 

Hiya al laddan.. Hiya al laddan ya laddan 

Hashtobikon (Examples From Omani Traditional Arts 1991: 47).  

 

The first line is poetic sound rather than meaning 

The second line is a non-Arabic word of which the first part Hashto means 

eight. The whole word has no meaning yet, according to present sources. 

 

2. Al Seerwan: 

These songs are a mix of Arabic and Asian Language that are sung for fun, and 

usually involve the performer making flirting gestures. The tribe of Al Ajam 
3
 of 

                                                 
3
 This tribe is known in Oman and the Gulf as citizens, who are of Iranian origin, there is no doubt that 

near the coast of Iran, Oman, has facilitated migration between the two countries, the Persians were 

mostly from Bindor Abbas, Lar, Rodon, Rawnd and Blojistan. There are Al Ajam and Al Blushi in the 

capital Muscat and Muttrah and its suburbs, and in the Batinah as well as Musandam and Sour. It is 

mentioned that there are many historical sources for the good relations and good-neighborliness and 

even friendship between the leaders and the Sultans of Oman and the Iranian rulers and even in good 

relations of trade, military and political interaction. In some cases, there is no doubt in the minds of 

these individuals of the tribe of the Persians that their ancestors had come before, either with military 



58 

 

Sohar state specializes in the songs of Al Seerwan and the tribe of Al Blushi does so 

in Barka state. However, there are differences. In Barka it is performed to the 

accompaniment of a Zamer (Oboe), while at Sohar it is performed without the oboe; 

and in Sohar it is performed without the accompaniment by women, while the women 

dance and applaud in Barka.  

 

There are recordings of three types of Al Seerwan within the archives of the Oman 

Center for Traditional Music. While it has a common form, it varies in a number of 

aspects. Seerwan Al Blushi, for example, which is sometimes also known as "Al 

Kassari" is performed by women in the Barka state.  

 

 Al Seerwan songs are sung at the beginning of a performance, and before Al Bakit 

songs. They comprise three parts. They start with a Samar (pleasant night 

performance or prelude) which gives participants time to prepare themselves for the 

dramatic scenes they are to perform. In the performance of the following part, Al 

Seerwan, the participants stand in a circle led by the lead singer and two of the 

percussion players, and one plays on a drum Al Rahmani and the other plays Al Kasir. 

The lead singer begins with the Al Bakit, and with that others start singing to the 

rhythm. The following are examples of Al Seerwan songs sung in Sohar state: 

 

Form 1: (Arabic mixed with Persian language) 

  

Heliya laila do ladol do lado  

Heliya laila do ladol do lado  

Heliya laila do ladol do lado  

Maskeena yo Sohar  

Dar Al Salatin (Examples From Omani Traditional Arts 1991 :47). 

 

                                                                                                                                            
campaigns, or because they were merchants carrying goods between the ports of Oman and Iran, and so 

they have settled in Oman (Al Ajam 2009). 
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The first three lines are in Asian language -Urdu 

Heliya  - Name 

laila  - ladies‘ name 

do - evening 

ladol do – (unknown) 

lado – sweet  

Maskeena yo Sohar – Miserable/needy of the city of Sohar (Arabic sentence) 

 

Form 2: (Arabic mixed with Persian language)  

 

-(Group):  Heliya ldo, lado ladoli ldo lado ya ein (Urdu – Asian language) 

Woy a ein sara al leil ( Arabic language from here) 

Ba saalak nabil wein.. ghayib sinten 

 

-(Singer): Lawil bedina wo bil rahman sammayna… ya ein 

wo ya ein sara al leil… 

ba saalak nabil wein… ghayib sinten 

ya habibi shwey shwey la yasmaak khaali.. ya ein 

Woy a ein sara al leil… 

ba saalak nabil wein… ghayib sinten (Al Shidi 2008 :55). 

 

seI vS u s Svn u uvcs e e er let I sps ve sebvye  s  ee bssS neSs uIe lsepe.  

y cl yeis efser eyeIyle eepuyl. e seS u IeSu  Snys ue  sep lete e sel .  

 

3. Laro- Al Blushi dancing: 

The word (Laro) is an abbreviation of the word (Li Roah) spoken in the Blushi 

language.  It is repeated many times during the performance. The Blushi group start 

their program with this Laro song with its constant repetition, and weddings are the 

most popular occasion where the Laro singing takes place (Al Shidi 2008 : 240). 

 

 These songs are performed in the Blushi language to the rhythm of a Rahmani drum 

and kasir and accompanied by a single or double coda. During the performance the 

participants line up in a circle around drummers and the player of a Zamar (oboe).  

The performance is led by a singer and the participants repeat his words filling an area 

around the circle while performing a dance consisting of three movements. The first 
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involves bending the knees up to the point of reaching the ground. The second is a 

sideways movement of turning around using the arms; and the third involves all 

participants moving together to the right during the last two movements. As they 

move participants gracefully shake their shoulders with arms outstretched to the side 

while making a loud cry and pushing air between the lips to make a thunderous sound. 

Occasionally during the performance the singer skirmishes with the lead player using 

a stick. Now and then there will be cheering from the audience which heightens the 

enjoyment of the performance. In the wilayat Shinas in the Dhahirah region, women 

are involved with men in the performance of this song (Ministry of Heritage and 

Culture 2009). 

 

4. Al Konzak 

This blend of song and dance came to Oman a long time ago with the Al Blushi tribe. 

Women sit in a circle. They sing and clap while two women dance. The 

accompanying drummer and pipers perform bending on their knees. The drummers 

move gracefully when the dancing of women is completed. The performance also sees  

young male spectators placing money in the trumpet or in the mouth of one of the 

drummers (Ministry of Heritage and Culture 2009). 

  

5. Al Nirouz 

This is performed in the Batinah region and the capital Muscat in Qurayat state. It is 

also performed in Egypt where it is known by a different name – Cham al Anaseem. 

However, Omanis generally believe it is of Persian origin. Al Shidi (2008 :310) writes 

that Al Nirouz 
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 …is a Persian
4
 art which means ―spring‖ and in Oman the ―full year has 

passed‖, so called by Omanis who live near the sea such as Qurayat and 

Sohar. The Omanis in the past were part of the coastal population, moving 

to the interior of the country in the hot season for harvesting palms. The 

celebration makes a request for mild weather where orchards abound, and 

at the end of the summer season the atmosphere moderates and the people 

return to their homes and celebrate in Al Nirouz. All the people: men, 

women and children come out and are dressed with their best clothes and 

head in a ship to the sea, women carrying palm leaves and green branches 

from flowering trees are singing songs of joy to return home, with 

participation by men clapping and sometimes singing and playing drums 

Al Masnad, Al Rahmani and Al Kasir. 

 

This remarkable celebration involves men using masks to present themselves as 

animals such as lions or bulls. The culmination of the Al Nirouz celebration is the 

ship reaching the sea and the men walking into the water till it reaches the level of 

their shoulders as they sing to the beat of drums and joy of women with these words: 

―seeh Nirouzna seeh seeh‖ – the Nirouzna floats away. Al Nirouz singing invariably 

takes the form of short songs sung to a drumbeat. These songs are traditional and 

often consist of two sections of Arabic poetry (Ministry of Heritage and Culture 

2007). 

On the basis of research by the Oman Center for Traditional Music, these songs are 

classified as Asian in origin. However, there are conflicting opinions as to their origin. 

According to Nabil Farouq (1980: 15) the historic origin of the Al Nirouz celebration 

is as follows: 

 Al Nirouz is a new Year Egyptian Gala Eve, the first day of the year of the 

new agricultural cycle. The Nirouz word came of the Coptic (Ni - Iarwo) 

which means the river, because that time of year is the completions of the 

Nile flood season, the cause of life in Egypt. When the Greeks entered 

Egypt, they added the later S to the character of the word as usual (such as 

Anthony, Anthonys) to become Nirouz which means Gala blessing river, 

though the Arabs believe the origin of the word Nirouz is Persian.  

                                                 
4
  The Persians say that Nowruz is the day that God created the light  
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Today the Al Nirouz celebration is held in honor of the River Nile, which is the most 

important source of agricultural life in Egypt, and for this reason, all Egyptians 

regardless of their religion, celebrate it.  The celebration clearly has ancient origins.  

However, Hamid 
5
 (2008) states that:  

The term Al Nirouz is of Persian origin and pronounced the name as 

"Norouz" meaning: the new day. (Noo = New, Rouz = day), a Spring Festival 

which nowadays is celebrated at the start of the Iranian New Year (referred to 

as the Persian New Year). This festival is a traditional ancient Persian one 

which is the greatest festival for them. Additionally, he mentioned that 

Norouz is celebrated and observed by all Iranian families who gather together 

to observe the rituals. And it is a holiday on Norouz day in Iran. It is the first 

day of spring and the beginning of the year in Iranian calendar. It is 

celebrated on March 21 or 22 depending on where it is observed and 

continues for five days. It is the rituals that they are keen to practice during 

the Holiday Norouz "put a big table consists of seven foods beginning with 

the letter ―S‖, as well as a mirror, and red fish and fruit and nuts‖ (Hamid 

2008). 

Today, a festival also known as Al Nirouz is celebrated in many countries such as 

Turkey and Iraq between 20 and 22 of March, In Kurdish communities located in 

parts of Turkey and Iraq as well as in Iran, the holiday is referred to as Nuroj, which is 

the appropriate party with families on farms, gardens and the other by planting 

flowers and olive trees. Nuroj, the word in Kurdish language means "morning light on 

New Day", and this word has the same meaning in Persian (Arabic. Peoples Daily 

2010). However, Omani Al Nirouz song texts contain no words of Persian or old 

Arabic origin.  

At best we can say that the vocabulary of the Al Nirouz songs seems closer to 

Egyptian Coptic than the Persian. Also, the Al Nirouz Songs of Oman, accompanied 

by drum, and representation of both animals and mythical beasts have affinities with 

the Egyptian Festival of the same name.  And palm fronds have been similarly used 

                                                 
5
Interviewer was Iranian PhD student at Griffith University 2008. 

http://en.wikipedia.org/wiki/Iranian_calendar
http://en.wikipedia.org/wiki/New_Year
http://en.wikipedia.org/wiki/Iranian_people
http://en.wikipedia.org/wiki/Iranian_calendar
http://en.wikipedia.org/wiki/Parsis
http://en.wikipedia.org/wiki/Kurdish_language
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since early antiquity in dance in Oman, Egypt and throughout the Arab Peninsula. 

However, none of this provides grounds for saying where these songs and 

accompanying deamatic elements originated.  

Examples for Al Nirouz songs sung while walking from the village to the sea are as 

follows: 

Form 1: ya hamama ya sfarjala 

Wesh jabesh min tha al jabal 

Jabouni al msharifa (One of Omani tribes) 

Wa hamalouni aala Al Boush (Al Shidi 2008: 312). 

O pigeon O quince 

Why are you coming from the mountain? 

This family of al Mosarfi brings me by camel. 

 

Form 2: Salamouh aalmin wa ana fouk alwisadah 

Tas-hab al sanasil ala sheen al jadeed (Al Shidi 2008: 312). 

 

Salamouh teaches me when I am on the cushions  

To create a new chain/leash. 

 

2.4.3 African influences in the Omani vocal heritage  

The relationship between Sultanate of Oman and the African continent similarly has a 

long history, dating back to the days of the Pharaohs of ancient Egypt (18th Dynasty 

c.1473-1458 BCE). Omanis were active in commercial networks connecting trading 

entrepots on the east coast of Africa with Asian and European centres. As the 

sixteenth century Portuguese traveler Dorarath Barbosa was to observe, ―we have 

found ports humming like bees, and coastal cities full of people, and a world trade 

bigger than our world, we also found Arabian sailors who had crossed the Indian 

Ocean and knew the features of the harbors and ports, and they recorded these 
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features in detailed maps not less useful than what Europe already knew‖ (Liilas, 

2009). Many of these Arabian sailors were from Oman. 

 

They traded Indian and Chinese goods for ivory and gold. Omanis also married into 

African tribes, resulting in communities in Africa and Oman known as Swahili, 

because they were fluent in Swahili and Arabic. From the beginning of Omani trade, 

well before the 15
th

 century, instruments, music, dances and songs with words from 

African languages were brought by traders and sailors to Oman, greatly enriching and 

bringing variety to its musical heritage. 

 

By the time of the establishment of the Busaidi State in the mid-eighteenth century, 

Zanzibar had become an important site of cross-cultural exchange influencing Omani 

vocal heritage and musical culture as Omanis settled in the region. It was to become 

even more important after Syaid Said bin Sultan Al Busaidi made it the strategic and 

administrative centre of Omani influence in East Africa in 1238 AH / 1832 (Al 

Kathiri 2004 :20). Zanzibar succeeded in their transition from a small island to a 

center of political, economic and cultural radiation for Eastern and Central Africa in 

the 19
th

 century. Many factors had been involved in making the Omani presence  in 

East Africa an active and spreading cross-cultural presence, especially during the 

reign of Said bin Sultan. The capital of Zanzibar was separated from Oman after the 

death of Sultan Said bin Sultan at sea. His sons Majid and Burgosh had disagreed on 

who would inherit power after their father so the English made an agreement between 

the two brothers and separated Muscat and Zanzibar capitals, starting the end Omani 

presence in Africa. This resulted in full independence for Zanzibar, and the expulsion 

of Omanis and Arabs in 1960.  
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Musical and cultural relations with Africa: 

While there is abundant evidence of cultural connections between Oman and East 

Africa dating from the establishment of significant trade and exchange, we know little 

in any specifity about the absorption into Omani vocal and music heritage of African 

language elements, melodic and rhythmic formulas, musical instruments, and motor 

performance, and other elements of the musical traditions of African countries. 

 

Nonetheless it is possible to discern songs that clearly have African origins, but to 

which over time Arabic words and melodic elements have been introduced (Al Shidi 

2008: 29-35). There is still much work to be done in documenting song and poetry 

texts from east African cultures, and then comparing them with Omani songs in 

various genres. On the basis of sources collected by the Centre for Omani traditional 

music, and interviewing musical heritage specialists, I have tentatively identified 

fourteen types of Omani with African elements. The following table lists these song 

types and the areas of Oman areas in which they are performed: 

 

In Which Omani Governorates and regions
6
 Vocal Heritage N 

Muscat,  Al Batinah   Al Leewa 1 

Muscat, Al Sharqiyah,  Dhofar, Al Batinah  Al Madeemah  2 

Al Sharqiyah, Dhofar Al Shoubani 3 

Muscat, Musandam, AlSharqiyah, Al Buraimi Al Zar 4 

Dhofar Lanzih 5 

Al Batinah  Mahokh 6 

Muscat, Al Buraimi, Al Dakhiliyah, Al Batinah, Al Al Midan 7 

                                                 
6
  Governorates: Muscat, Musandam, Al Buraimi, Dhofar. 

Regions:  Al Dakhiliyah, Al Batinah, Al Wusta, Al Sharqiyah, Al Dhahirah. 

 

 

http://en.wikipedia.org/wiki/Muscat_Governorate
http://en.wikipedia.org/wiki/Muscat_Governorate
http://en.wikipedia.org/wiki/Ash_Sharqiyah_Region
http://en.wikipedia.org/wiki/Al_Buraimi_Governorate
http://en.wikipedia.org/wiki/Dhofar_Governorate
http://en.wikipedia.org/wiki/Ash_Sharqiyah_Region
http://en.wikipedia.org/wiki/Dhofar_Governorate
http://en.wikipedia.org/wiki/Muscat_Governorate
http://en.wikipedia.org/wiki/Ash_Sharqiyah_Region
http://en.wikipedia.org/wiki/Dhofar_Governorate
http://en.wikipedia.org/wiki/Al_Batinah_Region
http://en.wikipedia.org/wiki/Muscat_Governorate
http://en.wikipedia.org/wiki/Al_Buraimi_Governorate
http://en.wikipedia.org/wiki/Ad_Dakhiliyah_Region
http://en.wikipedia.org/wiki/Al_Batinah_Region
http://en.wikipedia.org/wiki/Muscat_Governorate
http://en.wikipedia.org/wiki/Al_Buraimi_Governorate
http://en.wikipedia.org/wiki/Dhofar_Governorate
http://en.wikipedia.org/wiki/Ad_Dakhiliyah_Region
http://en.wikipedia.org/wiki/Ash_Sharqiyah_Region
http://en.wikipedia.org/wiki/Ad_Dhahirah_Region
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Wusta, Al Sharqiyah, Al Dhahirah 

Al Sharqiyah Mquarh 8 

Muscat, Al Batinah Somah 9 

Dhofar Sot Al Haug 10 

Dhofar Sot Al Zenoj 11 

Al Batinah Reewa 12 

Dhofar Rboppeh 13 

Al Sharqiyah Tanborah 14 

 

 Table 2:  nopvceS vSos sScse efSi sepse  in Omani vocal heritage 

 

 

What follows is a brief survey of these African influenced forms of song, with 

specimen examples and some explication of words they contain and their meanings.  

 

1- Al Leewa  

Al Leewa originated on the African coast and came to be performed in coastal areas 

in Oman. The song contains Swahili words, with Al Leewa literally meaning ―drink‖ 

– which is suggestive that this song type was sung by peoples of the African coast at 

celebrations involving the drinking of brewed traditional beverages. 

 

In Oman, Al Leewa have come to be played and sung accompanied by the Naghar 

pipe and Masandou, Kasir, Rahmani drums and Tank. The lyrics are a mix of Swahili 

and Arabic, and performers sing about the sea and pray to God and his chosen 

prophets. The movements in Al Leewa are divided into two parts: a circular 

movement that starts the performance and then individual performances. The circle 

moves anti- clockwise, around a group of drummers who sit under a flag or a sign. 

http://en.wikipedia.org/wiki/Ash_Sharqiyah_Region
http://en.wikipedia.org/wiki/Ad_Dhahirah_Region
http://en.wikipedia.org/wiki/Ash_Sharqiyah_Region
http://en.wikipedia.org/wiki/Muscat_Governorate
http://en.wikipedia.org/wiki/Al_Batinah_Region
http://en.wikipedia.org/wiki/Dhofar_Governorate
http://en.wikipedia.org/wiki/Dhofar_Governorate
http://en.wikipedia.org/wiki/Al_Batinah_Region
http://en.wikipedia.org/wiki/Dhofar_Governorate
http://en.wikipedia.org/wiki/Ash_Sharqiyah_Region
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The pipers move between the drummers and the Tank player plays a musical note to 

which the band replies by uttering a chant to equal it. It is an amazing harmony that 

calms the soul and organises inner feelings within the climate of the sea and beach. 

After that, the exchange of the sounds of pipes and songs continues until the piper 

changes the musical note, with the sounds of Al Jum (shell wind instrument) being 

heard for short periods in between. 

 

There are four variants of Al Leewa in Oman.  They differ in rhythm, movement and 

structure. Al Leewa is the most popular, with two other kinds known as Al Sata and Al 

Boom, which have different combinations of Masandou, singing, rhythm and poetry. 

Significantly women and children can participate in these two forms of the Al Leewa. 

There is also a fourth type, known as Katmerey that is distinguished by its speed, use 

of brief poetry and dual rhythmic elements (Pride - Omani Music 2007: 40). 

 

 Examples of Al Leewa songs as a follows: 

 

- First type of Al Leewa is: 

 

Haja Leewo haja 

Wo aldili mama 

Samba wala ya moja (Examples From Omani Traditional Arts 1991: 31). 

 

The meanings of Swahili word are: 

Haja: (something) 

Leewo: (today) 

Simba: (lion) 

Moja: (one) (Al Barwani 2010). 

 

 - Also, the first kind from Al Leewa 

 

Cheeza bwana cheeza   cheeza bwana cheeza 

Cheeza bwana cheeza   Wo habibi rah Mombasa (Al Shidi 2008 :252). 
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Cheeza meaning: Arcos (dance) (Al Barwani 2010). 

 

Bwana: Sayid (Sir)  

Mombasa: City and seaport and commercial empire in Kenya, it was a place 

frequented by Omani sailors. 

 

- Second type of Al Leewa (Al Sabata) 

Aatini bisra khanizi ma ba zanjibar (Examples From Omani Traditional Arts 1999: 

44).   

 

 - Third type of Al Leewa (Al Boom) 

Haya Bona haya   Haya Bona haya 

Haya Bona haya   Masaa al kher yo bwana (ibid).  

 

Meaning of Bona: Al Sayid (the master) (Al Barwani 2010). 

 

Another example is: 

Haya Leewo    Sari sara 

Namzaliya hamba do   Do 

Namzaliya hamba do   Do (Al Shidi 2008: 253). 

 

Namzaliya meaning: finishing doing something 

 

-Four types of Al Leewa (Al Katmeer) 

Oh bawana sanji moja 

Oh bawana sanji moja (Examples From Omani Traditional Arts 1991: 44). 

 

Meaning of bwana: Sayid (Sir) 

Moja:    (One) 

Sanji:   (to enter) (Al Barwani 2010). 

 

 

2- Al Madeemah 

 

Al Madeemah is a form of song performed by sailors accompanied by a Rahmani 

drum, as well as the sharp sounding Kasir and deep tone of the Masandou. Its 

performance is led by a singer called Al Aqeed, who raises his voice and chants in a 
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mixture of Arabic and Swahili. The sailors are divided into two teams with one 

clapping a rhythm opposite to that of the other, creating a fabulous intermingling of 

sound that thrills the participants, who express themselves with long and joyful 

screams (Pride- Omani Music 2007: 37). As they perform these multiple and 

interlinked patterns of clapping, the Al Aqeed signals to individual sailors to perform 

a series of swift light jumps, returning to the line when he has finished. Successive 

sailors repeat this, each trying to outperform the other, until the chant ends. The dance 

requires considerable skill for moves to be made without the loss of harmony. 

 

A sample of text of Al Madeemah is as follows: 

 

Shal bandira fowq rasih 

Minyasa ya minyasa (Examples From Omani Traditional Arts 1991: 31).  

 

Meaning: Holding banner (label) above his head like the ship carrying sail 

Minyasa: African word for which no meaning was found, but queries suggested it to 

be the name of a person (Al Barwani 2010). 

 

3- Al Shoubani  

 

This is one of the song of the people of the sea in the province of Dhofar, and the Al 

Sharqiyah region. It is traditionally sung during work with the choice of words and 

includes dance elements reflecting the nature of work being performed. Songs 

performed during quick and active work are called "Almroba”.  

Al Shoubani are also performed by the families of sailors when they return after a 

long journey. Relatives gather on the coast or in a yard where men play the drums (Al 

Kasir and Rahmani), and everyone sings with joy at the safe return of the seamen and 

thanks God for his protection for the people of the sea. Young girls, the daughters of 

sailors, and their female relatives sing and dance in traditional clothing,  Al Dhofari,  
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and wear gold jewellery. They dance together in groups ranging in size from eight to 

two women (Ministry of Information 2007).  In the Salalah and Al Sharqiyah regions, 

the song when sung in celebration of a safe return from sea involves the singers 

mimicking the sound of the sea and the joyful voices of sailors, who repeat the phrase 

―Hay Yamli Yamli‖, to which a lead singer responds from on board his vessel ―Yamli 

Yaqool Yallah‟. 

 

Another characteristic of this celebratory form of Al Shoubani is that it includes a 

march, in which the singers are accompanied by three types of drums (frlasandou, 

Kasir and Rahmani), and the Naghar pipe.  The singers walk in short horizontal lines 

brandishing tree branches while singing.  Sometimes, special phrases of joy of the two 

Eids, Al Fitr and Al Adha, are included in their chants. The rhythm of the march can 

also differ from one occasion to another depending on the celebration. 

 

All performers move to the rhythm in harmony until they reach a meeting point where 

they form circles and perform another dance similar to Al Shoubani that is known as 

Al Madeemah (Pride- Omani Music 2007 :36). 

  

In the two Al Shoubani songs listed below we can see how they are adapted to 

different kinds of maritime work.  

 

-First type: (Tahmeel Al Farmal): 

 

Singing is accompanied by lifting a log to which sail ropes are tied to (Al Farmal) 

from the sea to the inside of the ship and then putting it in its place and placing the 

sail on it. Some examples of singing, or Al Shlat: 
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-Holoh yamliya 

Hiya wo Allah yamliza 

Madet sharii 

Hiya wo Allah yamliza 

Hiya mal… yamliyowi.. halih mal. (Al Shidi 2008: 175). 

 

Al Farmal meaning: a log to which the sail ropes are tied to it. 

Madet sharii: opened my sails. 

Yamliza: a Swahili word meaning the end of doing something 

 

Yamliyowi: Name (Al Barwani 2010). 

-Second type (Jarrat Al Mashowa
7
): 

Here singing is accompanied by cadence and clapping while rowing the boat that 

carries the sailors and goods to and from ships.  The singing is aimed at strengthening 

and uniting the energies of the sailors in rowing in the course of raising and lowering 

of Al Mjadeef (Paddle) from the sea. Most of the songs are in Swahili, with some 

mixing Arabic and Swahili and a few that are wholly in Arabic. The melodies 

employed are usually peculiar to individual songs.  

 

Examples of Jarrat Al Mashowa songs: 

1: 

-Kamba byasa myasa wiya                         …kamba 

Kamba byasa myasa wiya                          …kamba    (repeated) 

-Ya sabah almabima                                    …ya sabah 

Ya sabah almabima                                    …ya sabah (repeated) 

-Ya habba alhili                                         …salli ala bali 

Ya lela dana alladan                                  … ya lela dana (Al Shidi 2008: 177). 

 

2: 

-Wamsila msila 

-Ma na njo njoja 

-Simaji tila matouni (Examples from Omani Traditional Arts 1991 :32). 

 

4- Al  Zar 
8
 

                                                 
7
 Jarrat Al Mashowa: Al Jarra, a local term given to the rowing and the word "Yajor" also known as 

Yajdof, and the pronunciation of this word might be from the meaning of Al Jar, which is dragging his 

neighbor as in moving him from one place to another. Al Mashowa: a word which may be one of the 

distorted Swahili vocabularies, which means a large boat, which carries crew and goods from the shore 

to the ship and vice versa. It is called "Alsenbok", because ships were moved by oars at that time, the 

steam ships were not introduced as yet, so rowing and muscular strength had a large role. 

 

8 The Al Zar in the eyes of some areas in the Gulf States is a Jin that overtakes a human‘s body 

because of evil or because of magic or love or other causes. It is mostly caused by the evil eye or due to 
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Al Zar songs and dances are known in most Arab states, and are generally agreed to 

be of Afican origin. They begin with the playing of drums and tambourines 

accompanied by songs, the lyrics of which are incomprehensible. Participants sing 

loudly making shaky body movements that generate an atmosphere full of noise and 

wild movement in which an individual falls to the ground – a sign that they are 

possessed by a jinn or devil. When this happens an Al Kodiya (community leader) 

ritually calls out to the jinn or and devil demanding it leaves the person‘s body. The 

Al Kodiya usually achieves this by the sacrifice of a rooster or sheep supplied by 

relatives.  

 

Part of a video (Jalsat Al  Zar): 

 

Form 1: 

http://www.youtube.com/watch?v=52wvM1nHFr8&feature=related 

 

Form 2: 

http://www.youtube.com/watch?v=AG4E7v-AyyM&feature=related 

 

Form 3: 

 

http://www.youtube.com/watch?v=Vz-aD001clc&feature=related 

 

 

5- Lanzih 

 

Lanzih is a kind of song found in the Governorate of Dhofar in the south of the 

country, especially the states of Salalah and Mirbat. Men and women participate in 

the performance of these songs, usually as part of efforts to heal someone who has 

succumbed to illness, but they are also sung on Eid and religious occasions. The 

singing parts are exchanged between men and women alternately. It is sung, for 

example, in the procession to the tomb of bin Ali next to the city of Mirbat (Al Kathiri 

2009).   

 

An example of the songs: 

 

                                                                                                                                            
assault (jinn without reason), and it is often with Muslims, the Jin dances in the body when there is 

music and particular singing known in some areas as Balsamri ( khayma Alarabia 2007). 

http://www.youtube.com/watch?v=AG4E7v-AyyM&feature=related
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Lanzih .. lanzih ya Allah .. Lanzih ..  Lanzih ya Allah 

Hiya ya hiya .. hiya ya hiya ya Allah 

Hiya ya hiya ya Allah … salmin ya Allah 

Lanzih .. Lanzih ya Allah .. Lanzih .. Lanzih y Allah 

Ya bin Ali wo Saaid. (Al Shidi 2008 :243). 

 

6- Mahokh 

 

These are songs originally performed by Omanis in African lands that were 

introduced to Oman from East Africa. They have become an integral part of the 

performative heritage of the states of Suwaiq and Al Msanaa in the coastal Batinah 

region. This type of song takes its name from the movement of the players of two 

African instruments, Alhoonju and Alshborh. They play these instruments fashioned 

from hollow gourds by scratching them with a wooden implement.  

 

Like Al Zar, Mahokh arts are active and fast paced songs that are performed in the 

context of healing rituals and the exorcism of unclean spirits. To give one example: 

 

W ana yo yo yoh…yo yo yoh (repeated four times) 

W ana yo ma nasena alwafa 

W ana yo rayij al jonoub  ma nasenah 

W ana yo oud al khodr  ma nasenah 

W ana yo mahma kan al khabar ma nasenah 

W ana yo khatm al kalam  ma nasenah 

W ana yo ma nasena al salam  ma nasenah (Al Shidi 2008: 271). 

 

 

7- Al Midan 

 

This is the Arabic tradition of sung poetry that is hugely popular in all parts of Oman 

other than the provinces of Dhofar, Musandam, and in other Sultanate states of the 

Gulf region. Al Midan are sung at formal events including weddings and boys‘ 

circumcision ceremonies, and also at informal entertainments. The lyrics of these 

songs celebrate the role of prayer (dor al salah), the role of Sunnis (dor al snah), the 

role of peace (dor al salam). The songs are accompanied by percussion, usually 

Rahmani and Al Kasir drums (Al khamyasi  2007).  
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Al Midan is held in houses and the place is named Al Midan. Al Midan is parts where 

the first people of Oman settled on the east coast of Africa. This art is practiced by 

men and women, playing separate parts (Ministry of Heritage and Culture 2005). 

This is an example of what is said in the art Al Midan: 

 

Markib fil algheb wala san 

Wa thi kilma allash mankouma 

Bouna aadoo belles ha al insan 

Walli yatbaoh yasir min kowmih (Examples from Omani Traditional Arts 1991 :74). 

 

Chant meanings:  

The evil enemy for people is running 

Anyone who hunts/runs after came with an evil family group 

 

8- Mquarh 

The name of this song type means rising smoke, and refers to the vernacular term 

Kwara, which describes the ritual burning of Allaban (frankincence) by a large 

number of people, both men and women, gathered in a circle.  Mquarh is often 

performed together with Al Zar in treating those suffering possession by jinn, usually 

in places far from settlements. Male participants line up in a row opposite the women.  

One of the men begins singing poetry with African words in short songs sung to the 

accompaniment of loud, fast music.  

 

Participants begin to dance in a circular fashion making strange movements and fall 

into a trance, with some becoming possessed by a jinni. When this happens their 

movements become repetitive and violently expressed, and they fall into water mixed 
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with basil. As Mquarh are sung a live white chicken is thrown from the palm of one 

man‘s hand to another, but is not sacrificed. In these respects there are similarities 

with the performance of Al Zar and Al Midan (Al Shkili. N 2008).  

 

Interestingly, and perhaps indicative of the African origins of Al Mquarh is that it is 

also called "Ramsat Al Znooj" (black people) or ―Al Souriya" in some parts of the 

Batinah region (Barka and Masnaa) in relation to the city of Sour in the Eastern 

Province (Al Kathiri 2004: 151). 

 

What follows is a typical Mquarh song:   

 

1-Joo joo hoo 

Ana ma ta mbiliya (Examples from Omani Traditional Arts 1991: 29). 

  

Go go go 

Come up, I am not a vegetable. 

 

2-Yo kan jail ay kija yo kan jail ay sija 

Sobili nam bala sobili nam bala 

Yo kan jail ay sija 

Yo kan jay ay yasij (Al Kathiri 2004: 57). 

 

ay kija – if coming (Shahali) 

Sobili nam bala –waiting sleeping without (Swahali) (Al Barwani 2010). 

 

3-Litma fota matota   litma fota 

Kromba manam yotih  kromba manam kita 

Kokoiya nam shahr wa kah kokoiya 

Kada dikoh kida dikoh mana mlanjo 

Mana mlanjo mana mlanjo ma nam sindo 

Wenyah wenyah wenyah w slimani mayii 

Fyan dodo kamtila  fyan dodo kamtila (Al Kathiri 2004: 57). 

 

Litma fota matota – bring oil for the baby 
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Yotih - whole 

Mana – signify/intend 

Mlanjo – door (Al Barwani 2010). 

 

9- Al Somah 

 

Is from the patterns of traditional Omani music practiced by the youth in particular, it 

is an art of fun and entertainment. This amusing art spreads through most states of the 

Batinah, and Muscat, Alsarqiah region. Al Somah is practiced in weddings. 

Performers of Al Somah create a wide circle within which individuals perform, the 

singing is by the Shlat - solo singer, and his words are repeated by other singers. 

Melodies in the singing of Al Somah are diverse, the words vary in the Al Shlat, but 

the rhythm remains constant and does not vary in these hymns famous for its balance 

in words and music, in either Arabic or Swahili languages (old Shlat), or those with a 

mixture of both languages, reflecting traditions and African patterns.  

 

Examples of Al Somah texts sung in Swahili: 

 

1-Nazya hiya…nazya 

Nazya hiya…nazya 

Nazya hiya…nazya ya hiya nazya 

Natakah Somah…sokati ya shambi 

Nazya – proper name  

Natakah Somah…sokati ya shambi – I want to study best, rather than be a farmer (Al 

Barwani 2010). 

 

2- Al Khoder ma nwahila 

Talib allay talba aasra 

Wa mttarrish laho al sawahili (Al Shidi 2008: 161). 

The song translates from Arabic as: 

The green bird can be caught 
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He wants difficult things from me 

And the man seeking these things was from Swahili (Al Barwani 2010). 

 

 

10-Sot Al Haug 

 

This style of song is traditionally performed by women in the Mirbat region of 

southern Dhofar, but has been popularized by the band Hadid bin Shmih, according to 

the researcher Al Kathiri, this is one of the musical arts with African influences (Al 

Kathiri 2004: 165).  

 

11-Sot Al Zenoj (Black dance)  

 

This is a form of singing that clearly has various African cultural characteristics, as its 

name implies. Indeed, it is variously known as black art, black dance, or black drum, 

or simply ―black‖ – and is especially popular with Omanis of sub-Sarahan African 

ancestry in the states of Salalah and Mirbat in the Dhofar Governorate. This in turn 

suggests it has its origins in the Omani presence on the African coast, particularly in 

the ports of Zanzibar and Mombasa, from which ships routinely journeyed to the ports 

of Salalah and Mirbat. 

 

Traditionally Black dance was performed during religious festivals, but is now also 

performed at national cultural events.  Much of its attraction is its cheerful, rhythmic 

character and that it can be performed by a large number of men and women and 

young boys and girls.  It also allows for multiple forms of participation, from singing 

and clapping to active participation, such as dancing with swords.  
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Sot Al Zenoj feature a singer with a strong vocal ability, who leads the participants in 

the rhythmic singing of phrases such as: ―hiya ya‖, ―hiya ya Allah‖ (Oh God), with 

song lines in Arabic. However, often these song lines mingles Arabic and Swahili, the  

language most commonly used in discourse between Omanis and the peoples of East 

Africa (Oman lover 2009). As participants repeat the words of the lead singer, they 

perform various dance movements. These include reaching out in salute of the 

drummers accompanying the performance, and creating a circle around the drummers. 

Participants commonly wear wooden and copper anklets or Khrakheesh on the ankles. 

The anklets provide rhythmic ornamentation. There is also a group of singers who 

circle a performing group led by a man who demonstrate their skill in wielding 

swords and daggers. As they do so, women, girls and younger men play and sing.  

The women sing in low voices with slow dance steps forward, bending the knee, 

while they move in an anticlockwise direction. The youngest girls move behind them 

in imitation, thereby learning how to perform. As such the celebration ensure the 

transmission of artistry between generations. 

 

The following is a popular example of a Sot Al Zenoj song: 

 

-Al msawwet: hiya ya…hiya ya…hiya ya 

Ghazala ya bint aammi 

Khadra taweela (Al Shidi 2008: 181). 

Love song: 

Oh God…Oh God… 

Ghazala –Girl‘s name (Uncle‘s daughter or cousin) 

You are tall and beautiful (Al Barwani 2010). 
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12-Reewa 

 

Reewa is another blend of song and dance with origins in East African rituals and 

beliefs adopted by Omani seafarers and traders, and which were long been practised 

in the coastal city of Sour.  It too was employed in alleviating the suffering of people 

thought to be possessed by a jinn or devil through songs accompanied by strident 

rhythmic elements.  However, they are now practiced by the people of Sour, and the 

inhabitants of the Sawadi village in the Barka mandate in the Al Batinah region, 

Reewa no longer have the religious significance nor are thought to have the 

therapeutic value they once had.  Some of its practitioners today believe it to be a 

variant form of Al Mquarh.  However, it clearly has stylistic elements distinct from Al 

Mquarh, notably in how it is performed, the kinds of musical instruments that are 

used, and accompanying practices, such as the use of incense and the sacrificial eating 

of a whole sheep. 

 

Reewa is performed by both men and women, each of whom are assigned a specific 

role. In most cases, women sit in two rows singing and clapping, while some men 

make up a third row who also clap and sing as women and the rest of the men dance.  

The singing draws upon Al Shlat songs in Swahili. Shalah means loud in volume used 

in songs using poetry and lyrical singing. Omanis have written their own Shlat for 

songs in the Arabic language to meld the melodies and rhythms of Reewa, this is one 

of the Shlat songs in Arabic:  

Prayer: 

-Sallou aala al Nabi sallou aala al Nabi 

Min zikla mawlana sallou aala al Nabi (Al Shidi 2008: 152). 

Pray for the Prophet, Pray for the Prophet 
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Remember the God, pray for the Prophet. 

 

13-Rboppeh 

 

This kind of song owes it name to its accompaniment by a single stringed bowed 

instrument called the "Rababa".  Indeed, the People of the State of Rakhyut call 

―Rboppeh" "Rababa."  The performance of "Rboppeh" is accompanied by dancing 

that needs to be precisely timed.  Four men line up in front of four women, and to the 

singing and rhythm of drums the two rows move towards each other so that a woman 

passes between two men and a man between two women (Ministry of Information 

2007). 

 

Many Rboppeh songs deal with love, as the following example illustrates:  

 

-habibi man safar ma rasal li maktoub 

-mata bintikali mata byateeb li mashroub 

-nisai min kablih ma dara bi matoob 

-habibi man safar ma rasal li maktoub (Examples from Omani traditional arts 

1991:.28). 

 

Love song: 

My love when he travelled did not send me a letter 

What time can we meet and drink fine drinks? 

He forgot me from his heart and did not realize how I suffer without him. 

 

 

14-Tanborah 

 

This form of song employs distorted forms of Arabic and Swahili words.  

Traditionally performed in the state of Sour, notably in the eastern part of the region, 

in particular, the Tanborah sees men and women perform together in different, gender 
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specific roles.  The name Tanborah, incidentally, derives from the use of a plucked 

string instrument of that name that is commonly played during its performance.   

 

Forms of Tanborah are to be found in all the countries of the Arabian Peninsula, 

where it is also knowen as "Alnuban" or "Alkhayt" (thread). The presence of African 

words in its song texts points to it being another form of performance that came to 

Oman via cross-cultural interaction with the peoples of East Africa.  Indeed, as far as 

we are able to judge, Omani Tanborah appear to follow much the same format as the 

earliest known examples of this art form. Musical accompaniment of the Tanborah 

usually involves a band with a leader, who, if he is a man is called "Abu Al 

Tanborah".  If the leader is a woman, she is called "Om Al Tanborah".  This man or 

woman is responsible for managing the band and maintaining its instruments.  The Al 

Tanborah is performed at a specific location, called the ―Al Tanborah house‖ which is 

built in a secluded location from palm fronds, under the supervision of the Abu or Om 

Al Tanborah.  When Alrmesat (night celebrations) occur, a flag is raised.  

 

In the past, Tanborah were performed to exercise jinns. The Al Tanborah can take 

two forms. One lasts for seven days, the other for three days. Traditionally the 

musicians were paid by donations left at the Al Tanborah house. This performance 

was symbolic in the past, but at present the sufferer or his family representative ignore 

this donation, except for an odd vow, and it has become the art practiced in some 

cases for entertainment (Ministry of Heritage and Culture 2005).  

 

The following is an example of an Al Tanborah song:  

 

1-La Illah Illa Allah  La Illah Illa Allah 

La Illah Illa Allah   Mohamad ya rasoul Allah 



82 

 

Mohamad zen wa ismaho zen 

Mawloud fi laila al ithnayn 

Wally fiha Hassan wa housain 

Wa Fatima bint rasoul Allah 

Zamzam wa Ala al nabi …sallayna 

Noban khayna   …ya baliyya 

Hassaboun Abadi  …ya baliyya 

Ya Karima    …dayim Allah 

Ya Karima   …Wahhad Allah (Al Shidi 2008: 203). 

  

Translation: 

There is no God except one God  

And Mohamed is his prophet 

Mohamed is great and his name worthy 

He was born on Monday 

As well as Hassan and Hussein (grandchildren of Prophet Mohamed) 

And Fatima was daughter of the Prophet. 

 

 

 

2.5 Summary 

As this chapter has shown, Omani vocal heritage in all areas of the coastal zone of 

southern, eastern and inner Batinah, Muscat and Musandam has been greatly 

influenced by Arabic civilization, as well as Asia and African cultures. Arabian 

influences can be clearly seen in eight kinds of song, while East Asian influences can 

be detected in a further seven traditional forms of song and dance.  African influences 

that in some instances might possibly date back as far as 3000 BCE, can also be seen. 

Omani trade relations with East Africa and the occupation of Zanzibar saw African 

words become a characteristic of the fourteen types of Omani styles of song and 

dance.  
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Chapter Three: Cultural Heritage Preservation in Oman since 1970 

3.1 Introduction   

Before discussing the development of cultural heritage policies and practices in Oman 

since 1970, it is important briefly to describe the history of the country from when 

when Sultan Qaboos bin Said Al Said took over power. Before 1970 there was no 

public sphere of cultural activity, no mass media, and virtually no public discussion of 

the the meanings and values of Omani history. A majority of the educated and 

knowledgeable Omani youth lived abroad alienated by the regime of the former which 

did not even allow the publications of newspapers. Hence the scale of the social and 

cultural transformations initated by Sultan Qaboos in the year 1970. In his first 

official speech, the new Sultan promised the Omani people  

 

…that the first thing that I‘m going to do is to begin … to bring the 

government up to date and remove the unnecessary orders that caused 

trouble to the people... Oh people, I promise I will work to provide a 

decent happy life for a better future as soon as possible and each one of 

you will help in this obligation (Oman 1995: 6).  

 

Since that day Oman has witnessed the spread of education, the emergence of popular 

media, the establishment of cultural institutions and organizations. The government 

has in particular focused on promoting the preservation and enjoyment of cultural 

heritage, seeing it as a means of providing social cohesion in a rapidly developing 

nation.  

 

This chapter is divided into four sections. The first discusses the influence of the 

Sultan and his policies on Omani education and music since the early 1970s. The 

second section considers the emergence of state institutions charged with the 
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preservation of traditional music and vocal heritage. A third section then discusses the 

work of Omani Traditional Arts Public Groups devoted to the performance of vocal 

heritage presentations, and their contributions to first Festival in 2010.  

The renaissance of vocal heritage in the Sultanate of Oman since 1970 was greatly 

fostered by the patronage of His Majesty Qaboos bin said, who took a particularly 

strong interest in developing state supported means of preserving Oman‘s traditional 

music and vocal heritage. Sultan Qaboos brought a global aspect to the musical 

culture in Oman by creating both the first school of western classical music in the 

Gulf States and the Royal Symphony Orchestra.  However, he also fostered interest 

and awareness of classical Arabic music by creating an orchestra devoted to its 

performance, which in turn stimulated new interest in Omani music and its history. 

Indeed, he commissioned the first symphonic pieces for Oman‘s Royal Symphony 

Orchestra which were to combine western tonality with local traditional themes.   

Furthermore, for the nationalist movement in Oman since the 1970s, Sultan Qaboos 

and his government utilised music and vocal heritage to foster a sense of national 

unity. 

 

3.2 Oman after 1970 (Sultan Qaboos bin Said Al Said) 

Sultan Qaboos is the only son of Sultan Said bin Taimur, and is eighth in the direct 

line of the al Busaidi dynasty founded by Imam Ahmed bin Said in 1744. He was 

born in Salalah in Dhofar 18th of November 1940. 
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Each year, Oman celebrates the reign of Sultan Qaboos on National Day, 18th 

November. Festivities take place all over the country with lavish displays in 

the Sultan‘s honor (Al Zadjali 2002: 21).  

Sultan Qaboos spent his childhood in Salalah where he was educated. At 16, his father 

sent him to Britain to further his education. In 1960, he joined the Royal Military 

Academy at Sandhurst as an officer cadet, and after graduating, joined a British 

infantry battalion on operational duty in Germany for a year. He also held a staff 

appointment with the British Army. After finishing military service, he studied local 

government in England and went on a world tour before returning home. He spent the 

next six years in Salalah studying Islam and the history of the Sultanate and its 

people. 

Sultan Qaboos took over power on the 23rd of July 1970 aged 29, and on the 9th of 

August made the first of many speeches setting out his vision for his people and his 

country. He said: 

I promise to dedicate myself to the speedy establishment of a modern 

government. My first aim will be the abolition of all unnecessary restrictions 

that have overburdened you. I will take the necessary legal steps to ensure the 

recognition of foreign powers and I am looking forward to the immediate 

support and the long-range cordial cooperation with all nations, especially 

with our neighbours, with whom we will conduct consultations for the future 

of our area (Ministry of information 2000: 10). 

He declared that the country would have a new flag and a new name, "The Sultanate 

of Oman" instead of "Muscat and Oman". He lifted restrictions on freedom of 

movement, and Omanis who had left the country were invited to return to contribute 

their skills and experience to the challenges ahead. 

In modernizing his country, one of the Sultan's first priorities was to address illiteracy, 

realising that education, "if only under the shade of a tree", was the most effective 

weapon against ignorance. In the education sector, the number of pupils increased by 
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more than 620 times to 566,000, with a concomitant rise in the number of schools, 

from three in 1970 to more than 1500 in 2008. Additionally, girls (half the population) 

were able to receive free government schooling for the first time. Pupils study 

subjects such as Arabic, science, history, sports, geography, art and music. 

However, there was no telephone or radio by which His Majesty could communicate 

with his new subjects as a whole. When a radio station was finally installed and 

Sultan Qaboos could address his people, his words were ones of hope, ―Oman in the 

past has been in darkness but, with the help of God, a new dawn will rise for Oman 

and her people‖ (Ministry of Information 2000: 10). 

Sultan Qaboos has a deep sympathy towards Omani youth and is committed to 

preserving Oman's deep-rooted traditions and customs in order to protect Omani 

youth from the subversive influences engulfing the world's youth today. He hopes for 

a civilised future for all humanity and his ambitions for Oman to play a prominent 

role in the world form the backdrop to his concept of modern material and human 

development. He desires a nation both proud of its heritage but always ready to reach 

out for new horizons. Consequently, these are the founding concepts of the Sultan 

Qaboos University, which was inaugurated and received its first intake of students in 

1986. The University now has eight colleges covering many subjects from Medicine 

to the Arts. 

In developing his country, the Sultan has demonstrated a strong desire to preserve as 

much as possible of Oman's traditional character. Old cities have been brought into 

the twenty-first century by demolishing huge areas. However, modern construction 

has been largely confined to certain areas, both in Muscat and in provincial cities. One 

http://www.oman-travel-guide.de/
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reason why Oman has been slow to open up to tourism is this very wish to preserve 

the country's traditional culture and heritage (Climate 2008). 

From 1970, a comprehensive development of modernization began, not as a quick fix 

witnessed by several countries, but as a long-term plan which struck a balanced 

formula between tradition and modernity. This step aimed to make the Omanis proud 

of their heritage yet live in the spirit of the modern era. It is a successful experiment 

which has attracted the attention of many researchers and observers. Such a massive 

transformation would have not been possible were it not for the vision, judgment, 

open mindedness, and above all the devotion, sincerity and the high level of 

commitment of His Majesty Sultan Qaboos bin Said to fulfill his mission of building 

a modern nation, which regards the benefit of its citizens as its highest priority. 

In the initial stages of reform, His Majesty faced great obstacles. The most serious 

was lack of money. Before 1970 Oman‘s oil production was negligible and the 

country‘s complex terrain, lack of infrastructure, and the poverty and illiteracy of 

most Omanis compounded the problem. At the beginning the planned reforms seemed 

impossible, but with the self-confidence of His Majesty and his people plus later oil 

revenues the difficulties were overcome (Al Hinai. A 1999: 35). 

His dreams have been achieved to a great extent. From a mere three schools before 

the 1970s the education system has grown include higher education institutions, the 

most important of which is the Sultan Qaboos University. Not only is local tertiary 

education available, but Omanis are still being sent to pursue their higher education 

abroad. His Majesty's unlimited confidence in the capabilities of the Omani women in 

joining hands with their fellow Omanis to nourish the strides towards development 

has been a real story of success and a role model to be followed by underdeveloped 
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nations. 

All these sincere efforts in all spheres of life have made Oman an oasis of peace and 

tranquility. It has made Oman a first choice destination for many tourists to enjoy the 

fruits of its diverse culture, peaceful atmosphere and hospitable people. In large part, 

Muscat‘s recognition as the capital of the Arab Culture in 2006 was cause for 

celebrating Oman's achievement under dynamic leadership in making cultural 

heritage a focal point of nation building (Al khamyasi 2007). 

The establishment of cultural institutions was integral to Omani progress. The 

Sultan‘s government established the Ministry of Culture and Heritage as 1976, and at 

that time Oman was the only Gulf Country to have a ministry for heritage. After that, 

other cultural institutions were established to conserve cultural heritage, such as 

cultural clubs, literary forums, scientific centres and public libraries (Al Musawi 

2006). Recognizing that Oman‘s present-day situation and achievements were all 

rooted in a rich and complex history, His Majesty Sultan Qaboos bin Said issued 

directives that the country‘s musical heritage should be collected and documented in 

order to ensure its preservation for future generations (Ministry of Information 2002). 

 

3.3 The State Institutions in Charge of Preserving Vocal Heritage   

Today there are eight government institutions responsible for culture. Some have a 

effective role in supporting cultural movements, and specifically vocal heritage 

activities. These eight authorities are: Ministry of Heritage and Culture, the Ministry 

of Information, Ministry of Education, the Ministry of Tourism, the Sultan Qaboos 

University, the Diwan of Royal Court and Royal Court Affairs, the Ministry of 

Defense with Royal Omani Police and Royal Guard and Higher Committee for 

National Day celebrations.  

 

This section describes the contribution each of these entities make to the preservation 

and support of vocal heritage in Oman.  
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3.3.1 Ministry of Heritage and Culture (1976) 

The Ministry of Heritage and Culture was established in 1976 with various 

responsibilities dealing with the preservation of artifacts, museums and historical sites 

and buildings, maintaining them and using them effectively. In the area of historical 

restoration, a large number of fortress castles, towers and ancient houses have been 

renovated in various regions of the sultanate. Several have been listed as World 

Heritage Sites by UNESCO in 1987, with the Baat historical region village being 

added to the UNESCO Register in 1988 (Ministry of Heritage and Culture 2005). 

 

The Ministry has also focused on the collection and protection of archives, records 

and personal manuscripts and papers that are considered to be of national cultural 

significance. In addition, the Ministry is responsible for the maintenance of traditional 

performative arts, the development of theatre, music, cinema and the visual arts. It has 

established both public and specialist libraries in the arts and sciences, which in turn 

has fostered interest in the history and heritage of Oman and neighbouring states.  

 

As regards, vocal and musical heritage, the Ministry has set up programs for the 

preservation of historic performance spaces, the documentation of contemporary 

performances, and the collection of records illustrative of the history of song and 

dance in Oman.  Also, the Ministry has sought to encourage public participation in the 

preservation and enjoyment of cultural heritage through the organization and 

promotion of local, regional and international exhibitions and festivals. Many of these 

events have been accompanied by forums and conferences bringing together heritage 

researchers and scholars. And the Ministry has also initiated and maintains contact 
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with other Arabic, regional and international associations in related fields of 

responsibility (Al Hinai. K 2010: 92).  

 

 

a. The Cultural Club  

Besides encouraging the preservation of cultural heritage, the Sultanate has actively 

sought to ensure its future vitality. One initiative in this regard has been the founding 

under the Sultanic Act no.31/1983, of a cultural club.  Originally known as the ―The 

University Club‖ and supervised by the Minister of Education, this institution was 

established in the city of Muscat.  When the University of Sultan Qaboos enrolled its 

first students in 1986, its name was changed to the Cultural Club, and since early 

2008, the Club has been supervised by the Minister of Heritage and Culture.  

 

The Culture Club aims to encourage graduates of the University to develop their 

interests and talents in cultural, literary and artistic fields. It also helps facilitate 

cooperation between club members and cultural institutions and organizations located 

in Oman and neighbouring states. The Club offers its members the use of facilities 

including as library, arts workshop, photographic workshop, music library, computer 

room and a hall. The hall is a venue for all types of musical activities, presentations, 

lectures and music workshops. Regular cultural and literary evenings sponsored by 

the Club have contributed to public awareness and enjoyment of traditional art forms 

(Al Musawi 2006).   

   

b. The Literary Forum  

Another initiative was the establishment of a literary forum in December 1985, which 

has since played a major role in supporting the work of Omani writers and poets. The 
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forum has a library and space to hold events such as national poetry evenings and has 

established links with literary fora of other countries. Among the most popular and 

influential activities of the forum is its holding a yearly literary contest and awards for 

poetry, short stories, plays and literary research. Winning entries are published in 

book form (Al Musawi 2006).   

 

 

c. The Department of Traditional Arts 

This is the most important department in the Ministry of National Heritage and 

Culture, and has responsibility for the care and development of traditional arts and 

non-material heritage in the Sultanate. It administers local, regional and national 

programs for traditional literary forms, music, songs and their performance at festivals 

and seminars. It also sponsors and lectures on literature, the arts and Omani cultural 

heritage.  

The Department of Traditional Arts pays considerable attention to ensuring the 

vitality of Omani vocal and musical heritage through assistance and sponsorship, 

and gives talented students opportunities for training and education, including 

both theoretical and practical courses involving leading artists, (Ministry of  

Heritage and Culture, 2005). Moreover as Said Al Busaidi, the current Director of 

the Department of Traditional Arts, points out, Oman became a signatory to the 

UN Convention on the Protection and Promotion of the Diversity of Cultural 

Expressions by Royal Decree No. 20/2007 issued on March 4, 2007 (Alwatan 

2009). 

The Department of Traditional Arts was responsible for establishing a research 

program staffed by experienced Egyptian and Omani musicians for the 
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documentation of intangible cultural heritage in the Sultanate. The program has 

involved field-work throughout Oman, interviewing community elders, traditional 

knowledge custodians, and artists about customs, traditions and ritual practice in 

daily life. Recordings of interviews have been deposited with the Department on 

terms for future use agreed with informants.  

This project on documenting intangible cultural heritage has focused in particular 

on recording music, traditional music dance, poetry and songs as well as folk-

tales proverbs, popular games and traditional medicine. The goal has been to 

ensure that these art forms can be performed in ways appropriate to the modern 

age, but without prejudicing their traditional meanings and values. The Art 

Department arranges and oversees concert performances of dance and song by 

young Omani talent (Al Busaidi 2010).  

d. Omani Song Festival  

Since 1994, the Ministry of Heritage and Culture has also sponsored an Omani song 

festival.  The idea of the festival originated with His Majesty Sultan Qaboos bin Said, 

who sought to encourage the performance of traditional song through friendly 

competition.  For its part, the Ministry for Heritage and Culture has encouraged 

participation by popular Omani artists (Ministry of Heritage and Culture 2005).  To 

date the following festivals have been held.  

The first Omani Song Festival December 10, 1994  

Omani Song Festival II October 1, 1995  

Omani Song Festival III March 1, 1997  

Omani Song Festival IV March 15, 1999  

Omani Song Festival V 26 to 29 May 2001  

Omani Song Festival VI 20 to 22 September 2003  

Omani Song Festival VII 24-23 - April 2006  

Omani Song Festival VIII in May 2008 
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This three-day Omani song festival aims to engendering awareness and promote the 

sultanate‘s rich musical and cultural heritage within and beyond the Gulf region. It 

takes place at the Al Bustan Palace Hotel. Singers compete before a live audience 

with their performances simultaneously broadcast on state-run television. The stated 

objective of the festival is to motivate Omani musicians, singers, and upcoming stars 

by encouraging healthy competition to help spread awareness for the Omani song in 

the region and outside (kadmus arts 2009).     

 

3.3.2 Ministry of Education (Oman) 

This Ministry has been responsible for creating a modern education system since the 

early 1970s in a country where virtually no schools existed. Perceiving education as a 

major means of improving Omani society and eliminating illiteracy, Sultan Qaboos 

identified has sought  

 

….to spread education in all parts of the sultanate, so that everyone will get 

his share of the education according to his abilities (Dimensions of 

Information 2009). 

 

 

a. The Department for Developing Musical Skills and Curriculum  

 

Among educational activities in Oman‘s schools are musical activities including 

the teaching of singing and dancing. The Ministry in fact has a specialist 

department for musicial activities that is responsible for: 

 

 - Preparation and development of textbooks for music, and teacher guides.  

 - Preparation of the music plan for the school curriculum.  

 - Technical Review of the content of the course materials, graphics and 

illustrations to make sure of their quality and contribute to the achievement 

http://kadmusarts.com/festivals/4546.html
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of stated goals.  

  - Development and modernization of educational activities in school (the 

music curriculum material).  

  - Developing technical specifications of the tools and equipment, materials 

and premises necessary for the implementation of the music curriculum, 

and determining the quantity for each school.  

 - Identifying training needs for employees of the department who 

participate in the implementation of training courses in coordination with 

the competent authorities of the Ministry.  

 - Participation in celebrations and national events (Ministry of Education 

2010). 

 

At present, each Omani school organizes musical activities and performances 

within the schools during the academic year. However, two events are run annually 

by the Department to foster knowledge and enjoyment of the vocal heritage of 

Oman within the music curriculum of the Ministry of Education. These events are:  

 

1. Educational Region of Al Dakiliah Music Fora to develop Music Skills related to 

Omani Vocal Heritage (2008). 

The Educational Training Center established by the city of Samail (Al Mantakah 

Al Dakhiliyah) administers schools in the interior of Oman. It runs a forum that 

provides each school with tuition in musical arts and traditional Omani dance. The 

work of the Music Forum is directed by Mohamed Mokhtar Musa, an Egyptian 

supervisor of musical skills, and Rekaya Al Abari, who is in charge of learning in 

interior regions. As Mohamed Mukhtar Musa explains, ―the Forum focuses on the 

art of playing popular music enabling talented school students to excel in 

performance and present working papers specializing in traditional art.‖ Students 

thus gain knowledge and insights into their traditional heritage.  The Forum also 

provides practical training in musical skills as well as providing opportunities for 

students to learn from leading musical artists who have revived the playing of a 

variety of traditional musical instruments (Al Fahadi. S 2008). 
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2.  Workshop on the Traditional Arts in the Educational Region of Al Dahirah 

(2010). 

  

The Ministry of Education also supports a workshop on Omani traditional arts in 

the Educational Training Centre in Abri. The goal of this workshop is to instruct 

teachers in traditional arts, including some of the common forms of Omani 

Traditional Music. Teachers learn about the aesthetic values of music and song as 

well as gaining skills in performance of instruments accompaniment singing such 

as the kasir and Rahmani drums.  They also learn how to identify and develop the 

talents of musically gifted students.  

 

The Abri workshop focuses in particular on the kinds of beat and rhythmic patterns 

in different musical instruments, used in traditional Omani art such as rabobp and 

burap. In addition to training in many of the songs of traditional choice, training 

teachers by the Egyptian, Ehab Saif Al-Din Musharraf in musical skills is carried 

out at the Directorate General of Education in Al Zahirah (Al Sandodi 2010).   

 

There are still problems to be resolved in teaching Omani music and song in 

schools.  There is little time in the curriculum available in some Omani schools for 

music activities. Moreover, arts activities are commonly supervised by teachers of 

Arabic and other subjects as there are no specialized teachers who can supervise 

these activities in some Omani schools. Also, instruments and facilities, such as 

Omani drums and accessories for dance and music, are also lacking. 
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3.3.3 The Ministry of Information  

The history of popular media in the Sultanate can be briefly sketched as there was 

none before the 1970s. The only newspaper was a bulletin issued by Oman Petroleum 

Development Company under the title ―the news of our company‖ through the lateb 

1960s, which published only news of the company‘s activities and its employees. No 

other publications existed, and people used to read newspapers and magazines issued 

in Cairo, Beirut and Bagdad. In Oman, prior to the 1970s reading or listening to 

foreign Arabian media was a crime punishable by law.  

 

a. The Press: Newspapers and Magazines 

 

On July the 25
th

 1970, only two days after Sultan Qaboos assumed government, the 

first news bulletin was issued bearing the name of the News of Oman. It was printed 

in Arabic and English, and contained news of events within the the Sultanate in 

addition to royal decrees and government decisions. The bulletin was issued by the 

Secretariat of financial affairs and administrative of the council of Ministers. Then in 

August 1970 the bulletin was issued by the newly established office of public 

information under the supervision of the council of ministers.  

 

After a few months, the Alwatan Newspaper was issued on the 28
th

 of January 1971 

marking the birth of the Omani press. It was initially printed in several Arabian 

capitals, either weekly or fortnightly, but with the establishment of printing facilities 

in Oman, the Alwatan Newspaper started being issued as a daily on January 28
th

 1984, 

rather than a weekly. 
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During the period in between 1970 and 1984, the press witnessed a significant 

development in volume and quality of activity. Government provision of educational 

and study scholarships abroad saw the profession of journalism develop.  The press 

not only provided employment for Omani youth, but also stimulated interest in and 

debates on art and literature. Indeed, the press advanced literature by encouraging 

Omani writers to publish in newspaper special sections, thus creating a new forum 

and new audiences for stories, plays, and articles on cultural themes (Al Musawi 

2006).  

 

There have been debates between proponents of modern literature and conventional 

classic literature, notably in the quarterly Nazwa Magazine, first issued in November 

1994. An Omani governmental publication, the magazine focuses on arts and culture, 

and was initially edited by the well known poet and writer, Mr. Saif Al Rahbi. It has 

also made a point of publishing academic articles dealing with scientific studies and 

research of interest to both scholars and practitioners of Omani music. 
9
 

Nazwa seeks diversity and excellence for the development of the Arabian Omani 

culture and thought, and is considered as representing a shift of the quality of the 

cultural and intellectual journey of the press delivering the unique united Omani voice 

among Arab nations. In addition, it seeks to give expression to Omani culture as a 

celebration of Arabian culture more generally (ibid).  

 

 

                                                 
9
 See, for example, Omani Traditional Music, Rafeeah Al Talei, No/Issue. 10, April, 1997; The 

performance of some types of traditional Omani music, Muslim ibn Ahmad Alkatiri, Issue 12, October, 

1997 and 24, April , 2000; Royal Oman Symphony Orchestra, Talib Ma'amari, No. 15, July, 1998.  

 

http://www.middle-east-online.com/english/?id=33994
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b. The Establishment of the Oman Centre for Traditional Music (OCTM)   

 The idea of Oman Center for Traditional Music came directly from His Majesty in 

1983. It arose out of concern that the modern western lifestyle, and in particular the 

increasing popularly of western music, could endanger the traditional music and song 

of Oman and thereby weaken the country's sense of its history and identity. His 

Majesty saw the need for programs for collecting, documenting, authenticating, and 

preserving Omani musical and vocal heritage. Responsibility for the design and 

implementation of these programs was given to Abdul Aziz Al Rawas, the Minister of 

Information. The extent of His Majesty's direct involvement in the preservation of an 

indigenous musical repertory, however, has been remarkable and perhaps unique 

among recent modern rulers and head of states (Al Harthy 2000: 33). 

 

Three factors gave an especial urgency to these collection, conservation and 

preservation programs. The first was the gradual passing of older generations of 

folkloric artists. These knowledgeable men and women had dedicated their lives to 

keeping traditional song and dance forms alive by performance.  The second factor 

was that the pace of social change in Oman accelerated during the 1980s, with the 

result that modern forms of Arabic and western popular music drew people, especially 

the young, away from listening to local traditional music. Thirdly, the rapid spread of 

modern mass media throughout Oman began breaking down the socio-cultural and 

geographical isolation that gave the music of each region its distinctive qualities and 

attributes.   

 

The Ministry of Information thus established the Oman Center for Traditional Music 

in Muscat on January, 1984. The centre now contains offices for staff and experts in 
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Omani music and four libraries: one for visual recordings, another for sound 

recordings, the third for photographs with extensive explanatory notations, and the 

last for all other written documents (Al Harthy 2000: 34). Since its foundation, the 

Centre has extensively documented 130 different forms of traditional songs and 

dances, each form richly illustrative of Omani culture. As we have seen in this thesis, 

this musical heritage includes songs of healing, fishing, sea shanties, planting, 

celebration songs, Bedouin traditional music and traditional mountain music and other 

songs related to and everyday cultural practices (Ministry of Information 2002). 

 

 

Dedicated field research has been crucial to the Centre‘s success. The Sultanate of 

Oman comprises forty-two Wilayat (states) scattered within the deserts, the coast, the 

mountains, and the Wadis (washes). Although this distribution of states made the 

process of compilation particularly difficult, especially in remote towns that had few 

or no paved roads or communication access at that time, a group of dedicated people 

from the OCTM headed by the late Dr. Yusuf Shawki, a well-known professor of 

music from Egypt, who was brought in by the government of Oman specifically for 

this purpose, were able to achieve impressive results in just two years. The OCTM 

planned two stages to achieve maximum results.  The first was to identify and locate 

all types of traditional songs and dances, and importantly, the men and women who 

were knowledgeable about their performance and history. This meant travelling 

throughout Oman. As Yussef Shawki recalls,  

 

It was important for the committee to travel to each area of concentrated 

population of folkloric interest, wherever they were, and no matter how far, 

or how hard or dangerous the journey. This was meant to cover every 

Wilayah [state]...and every region of the territory of the Sultanate, even if 

some of these types or genres have disappeared or receded from the modem 

life of Oman, as a result of changes and great developments, that the Omani 
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modern society witnesses nowadays, during the present blessed renaissance 

(Al Harthy 2000: 35). 

 

This survey lasted from August 21st, 1983 until November 24th, 1983. It 

accomplished remarkable results, producing the first comprehensive survey of Omani 

traditional music. The survey included the identification of instruments used to 

accompany songs and dances, the important occasions in which these dances were 

performed, and the prominent artists involved in traditional music (Al Harthy 2000: 

35). 

 

The Centre then began to document traditional music, song and dance in depth in 

early February 1984. This second phase of the research took over ten months to 

complete. The musical heritage of each Wilayah was described. In all some 420 

audio-visual recordings and 515 sound recordings were made of performances.  414 

films yielded some 14,136 photos of Omani dances to which extensive explanatory 

annotation were added (Al Harthy 2000: 36). Local instruments were also 

documented using photographs. And in cases where dances and songs were no longer 

performed, information about how they were performed was gathered by interviewing 

aged men and women. 

 

Oman radio and television have worked closely with the Centre to present the 

findings of this research to the Omani people. They began doing so very soon after the 

Centre had completed its field research. For example, by the holy month of Ramadan 

in 1985, the Ministry of Information began producing a series of daily presentations 

of traditional music on radio and television.   

 

Since then the process of documenting Omani musical heritage has continued. In 

1999, work began on establishing a national archive for traditional music. This 
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venture has been undertaken by the Ministry of Information, headed by the Minister 

himself, His Highness Abdul Aziz Al Rawas, the director of the Centre for Omani 

Traditional Music, Khalfan Al Barwani, and Issam El-Mallah, a well-known 

ethnomusicologist from Germany. The goal has been to create the largest national 

archive of traditional music in the Arab world, and one of the biggest in the world.  

As fas as possible, it will contain comprehensive information about the music and 

dance of Oman including visual records of performance with extended explanatory 

annotations, all the texts used in the music of Oman, examples of all the instruments 

used in the performance of that music – both those indigenous to Oman or derived 

from other cultures - and an extensive selection of visual and audio tapes of all types 

and genres of Omani music. As a result of these efforts, the director of the Centre for 

Traditional Music, has overseen the transfer of recordings collected nationally 

between 1984 and 1999 to DVD to provide greater national accessibility (though at 

present there are no plans to add post-1999 recordings to this comprehensive 

collection). The Centre now has a digital database which brings together the wealth of 

information collected since the mid-1980s, and enables access to photographs, slides 

and audio-visual tapes of various kinds (Al Omaniya 2008). 

 

One further accomplishment of the Omani Centre for Traditional Music has been its 

provision of resources enabling the late Dr. Shawki to create the first dictionary of 

Omani music.
10

  

                                                 
10

 Dr. Shawki‟s dictionary contains 518 pages of descriptive musical material illustrated in pictures and 

it includes every term, instrument, type of dance, and type of poetry now known to have been 

associated with Omani music. Published in 1989 by the Centre under the Ministry of Information, it is 

the most comprehensive, thorough and inclusive dictionary of music of any Arab country. A few years 

later, Professor Dieter Christensen of Columbia University, a well-known ethnomusicologist and 

General Secretary of the International Council for Traditional Music, and one of the very few experts in 

Omani music, who worked extensively in the Sultanate, edited and translated this dictionary into 

English. This great and much appreciated effort has made it possible for non-Omani scholars, musician 

and the general public to learn about this rich musical heritage (Al Harthy 2000: 38- 39). 
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 The Centre‘s collection and authentication of the music of the country has already 

significantly fostered the continued cultivation of Omani traditional music. In 1987 

The International Council for Traditional Music accepted the centre under its current 

name to represent the country. This step made the Sultanate of Oman not only the 

first, but also the only Arab nation to become a corporate member of the International 

Council for Traditional Music. Second, the huge collection of visual and audio 

recordings, pictures and slides, and written documents not only made possible, but 

perhaps inevitable the organization of the first lnternational Symposium for Omani 

Traditional Music as a showcase of achievement. This conference took place in 

Muscat on October 6-16, 1985. The dates chosen here signify the importance of this 

event in the eyes of the movement - it took place within and as part of the framework 

of the country's celebrations of its fifteenth anniversary (Al Harthy 2000: 41). 

 

The Centre has participated in many events in Arab and international traditional music 

and has been active in the development of heritage policies as an active member in the 

International Music Council of UNESCO. It also collaborates with numerous 

universities and institutes of Arab and European countries interested in traditional 

music.  For example, the Centre works closely University of Munich in Germany and 

the Vienna Audio Archives and the International Council for Traditional Music and 

the International Society of Audio Archives (in 1989 the Sultanate became the first 

Arab state to join the International Society for archived audio and visual music).  The  

work the Centre has underataken with these entities is largely responsible for its 

winning the 2002 Global Achievement Award, awarded annually by the International 

Music Council of UNESCO, and in May 2005 the esteemed award for the Arab 

Academy of Music of the Arab League (Al Kathiri 2004: 13). 
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c. The 1985 International Symposium on the Traditional Music of Oman 

 

 To demonstrate to the world the enormous efforts the country had made to preserve 

its folk arts was the main aim of the International Symposium on the Traditional 

Music of Oman. For the first time, new musical treasures were revealed from a 

country virtually unknown fifteen years back. These became available for inspection 

by all musicologists, ethnomusicologists, and anthropologists; and for the first time, 

the Symposium also established a working relationship between the Sultanate and the 

world in the areas of folkloric and traditional arts. 

 

In 1984, His Majesty commissioned three symphonic works: The Omani Symphony, 

Three Symphonic Dances, and the symphonic suite, Omaniya. Perhaps the best 

example of how traditional themes are used in a symphonic context are those in the 

suite Omaniya. Consisting of three parts played without any break, the first part of the 

symphonic suite is based on a song, Sala Lahu Alaih (God bless the prophet), from 

the Malid genre, which praises the prophet Mohamed. Clearly we can hear the 

traditional song and then in its symphonic context, especially using its rhythmic 

pattern. 

 

The second part is based completely on a popular Omani song called A'tini Bizrat 

Khniizi Maa ba Zanjibar (Give me one piece of Khniizi [a type of date] and I will 

give up Zanzibar). This song exemplifies the Lewa (this word comes from Swahili 

word "kulewa," which means getting drunk), a genre imported from Africa. 
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This song is one of the few Omani traditional songs that can be played melodically 

using a diatonic scale. In its traditional context, this song starts with a drummer who 

establishes the rhythmic pattern, and then an oboist, playing Almizmaar Al-Naghaar 

and starts the melody that is followed by a group of men who sing in both Arabic and 

Swahili. After the rhythm has been established, the orchestra enters playing the 

identical melody (Al Harthy 2000: 50).  

 

 

3.3.4 Sultan Qaboos University (SQU) (1986) 

The educational policies in the sultanate of Oman have multiplied the quality of 

education, and attempted to meet the needs of development in various disciplines. 

This accomplishment improved and was utilised when the University of the Sultan 

Qaboos was established in the year 1986 in the governorate of Muscat. The University 

plays an important, even essential role in the development of education in Oman and 

in positively participating in the different cultural and intellectual events, plus 

organizing different kinds of seminars. The first cohort was graduated from the 

university in 1990 and more have graduated since to improve the life of this nation.   

Sultan Qaboos University provides an intellectual facility with academic and 

scientific dimensions through the faculties of Arts, Social Science, Education and 

Law, considering these faculties take an interest in the humanitarian studies to 

graduate and fine tune talents of poets and those who engage in literary and technical 

creation. In addition, the university has a role in promoting and encouraging literary 

and intellectual talents among students together with scientific and academic 

improvement (Sultan Qaboos University 2010). 
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There are three Services at the university related to the music and traditional arts of 

Oman. It is important to summarise the terms of reference for each with an indication 

of their roles. 

 

1- The General library of the Sultan Qaboos University 

This library takes care of providing reference services for university students, 

containing more than 50 000 references and books, and 6555 audio and video records. 

These numbers increase at a yearly rate of 25%, and it is considered a vital reference 

for university students and researchers (Al Musawi 2006).  

 

There are a great number of books, audio and video materials contained in the 

university library talking about the arts, music and traditional songs of Oman as well 

as some recordings of concerts presented within the university. The researcher has 

benefited from some references about Omani music and traditional song in the 

preparation of this study and hopes for more such library resource materials in this 

field to be added in the future. 

 

2- Student groups of Music and Traditional arts at Student Affairs Deanship 

 

The oldest musical activity at Sultan Qaboos University's was by Student groups of 

Music and Traditional arts of the Student Affairs Deanship which is concerned to 

develop the talent of students who have musical or lyrical tendencies from all 

different colleges.  

 

This group has established three festivals of music and traditional arts as follows:  

1- The first festival in 2002 and was under the name of competition of popular music.  

2- The second festival in 2003 and was also the competition of popular music.  
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3- The third festival in 2008 was cancelled but was a singing contest among the 

students  

 

Some traditional songs from Omani traditional art were presented at these festivals 

such as Al Azi, Al Razhah, and Al Barah and sea songs. The examples of songs 

presented in the University Festival of Music and traditional arts are to be found in the 

video Appendix to this thesis. 

 

Music and song are not the only activities by student groups of music and traditional 

arts; they are also concerned with the establishment of a number of seminars and 

workshops of value for students and those interested in the traditional arts of Oman. 

For instance, a seminar called Panorama Omani Music was attended by the Director 

of the OCTM, Muslim Al kathiri, and Farid Abu Sinah who presented papers talking 

about the Omani traditional music and song. The Group's activity also included music 

and traditional arts to set up an evening of poetry and music in which the poet Ali 

Mashani Safa Al Jameel, and the players Dr. Mohamed Mejri cellist and Badr Al 

Hasani took part (Al Omaniya 2008). 

 

3- The Department of Music and Musicology 

 

Despite more than twenty years passing since the inauguration of the university, the 

establishment of specialized departments for the teaching of music was long-delayed, 

despite numerous claims as to their necessity. One of the main recommendations 

made by the Omani symposium for Traditional Music in 1985 was "to deal with the 

relevant authorities in the Sultanate of Oman to consider the introduction of the 

subject of Folklore as background material in the composition of the primary school 
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curriculum and secondary schools‖ (Ministry of Information 1990: 59). It was 

realized that if the subject was to be introduced then Sultan Qaboos University should 

contain a separate section teaching music. Eventually a Department of Music and 

Musicology was created in 2008 and as one of the newest departments of the 

university it has yet to have students graduate (Sultan Qaboos University 2010). 

 

The Music and Musicology Department program, according to Department Head 

Mejri, aims to recognize the diversity of the world‘s musical cultures, drawing on the 

knowledge of professional teaching staff from different schools and traditions: east 

oriental, west oriental, east European, European. ―This orientation stems from the 

conviction that music is an international language, and Arab music is not isolated 

from other musical languages‖…but aims to ―interact with and contribute to the 

richness and diversity of world music‖ (Mejri 2008).  Also, the Department lays great 

emphasis on developing knowledge and enjoyment of of Omani music, believing that 

the country‘s citizens have a right to high quality music because it is a major 

component of their cultural identity and thus greatly contributes to social cohesion 

and national development. 
11

  Hence, as Mejri, points out, the Department has created 

a research "nucleus" to develop interest in local traditional music and lay the 

                                                 
11

 The stated mission of the program is: 

 to provide a rigorous university-level academic program in the field of music and musicology, 

covering its various branches (music, musicology, performance: playing on instruments, 

singing and ethnomusicology) 

 to equip the students with the necessary advanced technical and professional skills in the 

various areas of sophisticated musical performance without ignoring the principles and 

prerequisites of academic research 

  to contribute to the training of the students so they can join a professional music career (in its 

various facets) or continue further study and research in accordance with the academic 

standards established in this field 

 for individual students the program aims to develop ―the perceptive and mental potential of 

the individual, help refine tastes, and define personality traits‖ 

  to attend to the needs of the Sultanate of Oman for qualified teachers who are technically and 

academically capable of teaching music in public schools (Sultan Qaboos University 2010). 
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foundations for its collection, preservation, and reproduction. This research is seen as 

essential for the academic training to the students to become music teachers in the 

Sultanate's public schools (Mejri 2008). 

 

 

3.3.5 Diwan of Royal Court and Royal Court Affairs 

The Diwan is a governmental institution created primarily to serve Sultan Qaboos and 

is at his direct disposal. Besides administering various royal facilities it sponsors the 

Royal Opera House Muscat and the Oud Hobbyists Association. 

The Royal Opera House Muscat, is a recent and one of the important cultural projects 

in the Arabic world.  It is currently being built on about 80 thousand square meters in 

the area of Qurum in Muscat and is expected to be completed at the end of 2010 (Al 

Touqi 2008: 22). The Opera is envisaged as major a venue for the performance of 

Omani music and vocal heritage. Sultan Qaboos bin Said‘s emcouragement of 

traditional musical artistry saw the establishment in 2005 of the Oud Hobbyists 

Association. (the Arabian lute). The Association is located in the State of Seeb, and as 

its name indicates serves amateur musicians and those interested in playing on the 

Oud in the Sultanate.
12

  Even so, the use of Oud in Omani traditional music was not 

                                                 
12 The Association formally describes its mission as follows:  

 Care of the artistic talents of the Oud and bring them to good standard.  

The protection of artistic and musical heritage in the area of playing the Oud, and emphasizing 

the moral value        

 Caring for the production of the players, care and development of their artistic talents 

  Aimed at deepening the spirit of cultural communication and technical cooperation between 

the generations in Oman 

 To deepen and strengthen linkages and cooperation among the members of the Assembly and 

the members of the associations relevant to Arab. 

 Raising awareness in the field of art to play the Oud and highlight the activities of the 
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widespread.  It is used in such vocal genres as art (Alsoat) of the types Al Shami and 

Al Arabic, and also occasionally in the art (Al Burah) in the Governorate of Dhofar. 

The Oud‘s coming to occupy a wider the place in the Sultanate has been an interesting 

effect of the Omani government‘s commitment to preserving the country‘s musical 

heritage. 

 

3.3.6 Ministry of Tourism (Oman) 

Oman is a country of enormous diversity and natural beauty, which until recently was 

largely overlooked by international tourists because the government did not seek to 

promote tourism until appropriate infrastructure in place. Under the governance of the 

Ministry of Tourism, established in 2004, a wide range of hotels and tourist ventures 

have been established, and Oman is actively promoting its traditional hospitality to 

international visitors.  

Forts and Castles are Oman's most striking cultural landmarks together with towers 

and city walls that historically served as defensive strongholds or look-out points. 

There are over 500 forts, castles and towers in various architectural styles that once 

protected the 1,700 kms coastline of Oman from potential invaders (Ministry of 

Information 2002). However, the Ministry of Tourism has encouraged the 

presentation of Omani music and traditional songs, notably in venues at 

architecturally significanr sites such as Al Felaij Castle.  This castle was built at the 

very end of the eighteenth century as a country retreat from congested city life by 

                                                                                                                                            
Assembly during the work will progress the field of music in general, and the Oud specifically 

(Al Gazali 2008). 

 



110 

 

Seyid Sultan bin Ahmed bin Said.
13

  The natural beauties of its location ensured that it 

was greatly adored by later Sultans (Al Alawi 2010). 

 

A theatre was created within the castle in 1999, following Sultan Qaboos inaugurating  

collaboration with UNESCO. Today the castle figures prominently in cultural tourism 

and is a fully equipped theatrical venue for special cultural events and annual 

programs of music and poetry (Al Felajj Castle Theatre 2005: 3).  Over the past 

decade, various Omani traditional arts groups have presented programs of songs.  The 

Qurayat Traditional Sea Art Group, for example, has presented  traditional songs of 

the sea. With sponsorship from the Ministry of Tourism, the theatre has also 

introduced Omanis to the vocal heritage of other Arabic, Asian and European 

countries. 
14

 

  

3.3.7 The Ministry of Defense, Royal Omani Police (1974) and the Royal Guard 

(1973) 

The Sultan's Armed Forces, the Royal Omani Police and Royal Guard of Oman have 

also promoted awareness and enjoyment of traditional music and vocal heritage. Soon 

                                                 
13

 According to the signatures inscribed at the top of the castle‘s gate, the castle was built in the year 

1799. 

 
14

 The Omani Ministry of Tourism invited many groups of traditional music or/and song-makers from 

countries such Austria, Brazil, Scotland, Cuba, Spain, Egypt and Iraq to Al Felajj castle theatre to 

perform (Al Tkiriti.A 2009). International examples are: 

 On Monday, February 8th, 2010 the live artist Salamat Sadicova and her band performed in an 

evening musical concert dance of traditional of Kyrgyzstan and the Caucasus (the Silk Road - Voice of 

the Caucasus) (Al Alawi 2010). 

 A Musical evening by singing dancers (Review Choreographic) was re-enacted as Task Bollywood 

Masala Hindi on Monday, March 22, 2010 (ibid). 
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after assuming power, Sultan Qaboos sponsored the creation of the country‘s first 

military band. This group, a part of the Royal Oman Police, recruited "twenty-five 

boys aged fourteen to sixteen years, none with musical experience [or training] at all. 

A year later, His Majesty ordered a second band to be formed, in the southern region 

of Dhofar.  Given that this region of Oman was then embroiled in a civil war, this was 

clearly a pragmatic move to raise the morale of soldiers fighting the rebels by 

providing uplifting patriotic music (Al Harthy 2000: 68). Instructors/teachers were 

recruited from countries with military band traditions such as Great Britain, Egypt, 

Jordan, and India, and the bands were supplied with the best available instruments. 

The Sultan personally observed the progress of the bands by regular visits, and in 

1974 His Majesty formally opened the first Omani Royal Band School in Muscat. 

 

Five more bands were created between 1977 and 1982: the Royal Air Force band, the 

Royal Navy band, the Royal Army band, the band of Royal Guard of Oman, and the 

band of Royal Oman Police. The latter two organizations also established mounted 

bands in response to his His Majesty's desire to promote Omani cultural heritage. The 

Omani people have lived with and used horses and camels for centuries. Today these 

bands number on average two hundred musicians, all of whom are equipped with high 

quality instruments and enjoy world class training and facilities. Initially, British 

military musicians headed these bands, and thus their repertoires favored marches and 

orchestral transcriptions drawn from the British military band repertoire. However, 

His Majesty encouraged the bands to play arrangements of Arabic and Omani themes 

such as those of Al Razhah and Al Leewa dances. And as such the bands have 

contributed to the Sultan‘s concern to foster a shared sense of national identity by 

performing traditional tunes from all the different Wilayat (states) of the country as 
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well as Arabic and western melodies to audiences from different parts and separate 

ethnic groups of Oman (Al Harthy 2000: 69). 

 

Choirs were added to the bands of the Royal Police and Guards in 1990. These choirs                  

  eis ssisyefss psfspuevpse of traditional songs sung using Arabic maqamaat (scales).  

They have not only performed throughout the Arab world, but also as far abroad as 

Japan, China, and Spain through sponsorship by the Diwan of the Royal Court and the 

Ministry of Information. An example of the traditional Omani songs from the Arts of 

Al Razhah sung by the band of Royal Guard of Oman is as follows: 

Ya Hee ya qeewm ... Ehfaz lna Oman 

Abeet tdum ...Wa balola tzan  

Yzlha Al-Rhman' ... Mn kheerk alameem 

Fl tslmee Oman ... ya hort Al-Mram  

Rayatk Al-Slam ...Hsunk Al-Aman  

Ahda lk Al-Wla' ... Ya mutnee Al-Kreem (Al Hmaidi 2008). 

 

The meaning of this song is: 

 

O my God save Oman for us 

Raise our country higher and more splendid 

Endow our country with peace and benefits 

That from your mercy continues  

You are a free and peaceful country  

I promise you my country, I will continue to obey your laws. 

 

 

a. The First School of Classical Music (1984), and the Royal Omani Symphony 

Orchestra (ROSO). 

 

Oman‘s first school of classical music, located at Halban, a suburb in the city of Al 

Seeb, was founded in 1984, partly to foster the performance of symphonic works that 

His Majesty had commissioned based on the traditional music of Oman (Al Harthy 

2000: 98). Simultaneously, the Sultan instructed the Royal Court to plan developing a 

national symphony orchestra. Initially, the School‘s students were all boys, but in 
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1988 the institution became co-educational. Moreover, by this time the School was 

accepting students from small villages and towns who were little travelled.  

 

In its repertoire, the orchestra has focused on playing canonical orchestral music of 

the 18
th

 and 19
th

 centuries and a few 20
th

 century pieces employing conventional 

tonality. This reflects the perception of the Sultan and His government that in 

breaking with classicism, modernist music is anti-traditionalist, and thus sits uneasily 

with the desire to preserve cultural traditions in an era of rapid progress.  Indeed, His 

Majesty has been actively involved in the selection of the orchestra‘s repertoire, and 

once senses that his preference for programs offering a mixture of western classical 

pieces with works drawing on traditional Omani music and folksongs reflect concern 

that modernist and post-modernist music might weaken interest not only in the 

traditional music of the country but also Omani history and culture (Al Harthy 2000: 

115). 

 

3.3.8 Higher Committee for National Day celebrations (1971) 

 National Day celebrations since the first such event in 1971 have taken place in 

Muscat and Matrah.  They are essentially public celebration for citizens honored by 

His Majesty Sultan Qaboos bin Said. In 1977, in an expanded program for 

celebrations of the National Day, a specialized committee under the name of the 

Supreme Committee for the Celebrations of the National Holiday, was formed under 

the headship of His Highness Sayid Thuwaini bin Shihab Al Said, the Special 

Representative of His Majesty the Sultan. This committee has since been made up of 

members of the royal family, government ministers and senior officials. It is entrusted 

to program the National Day celebrations, subject to the approval of His Majesty the 
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Sultan.  The committee in turn draws on advice from several sub-committees working 

under its supervision. Importantly, in preparing scenarios for National Day 

celebrations, the committee takes care to organize performance of traditional music 

and song.  More will be said about these National Day celebrations in chapter five of 

this study.  

 

3.4 Omani Traditional Arts Public Groups presenting vocal heritage 

Prior to the 1970s, the tribes of Oman lived from day to day in relative isolation from 

each other with communication limited to trade and exchange of resources and goods. 

As a result they have traditional songs and dance little appreciated by other tribes and 

still largely uninvestigated by musicologists (Ministry of Information 1995: 108). As 

we have seen, musical traditions were often connected to cultural practices, such as 

when women perform for marriage entertainment and men sing in the course of work. 

Yet as celebrations performed for the functions from birth to death differ in each 

village or tribal area, so there is a rich diversity of vocal heritage. 

Omani Traditional Arts Public Groups reflect this diversity and richness. Today there 

are four Omani Traditional Arts Public Groups in the Governorates.  A band consists 

of a group of poets, singers with backing musicians: drums and sometimes pipes, who 

play together.  The Omani Traditional Art Public Groups (OTAPG) numbers are: in 

Muscat – 20, in Musandam Governorate – 3, in Dhofar - 8, and in Buraimi 

Governorate - 2. There are five OTAPGs in Omani Region: 39 in the Batinah region, 

10 in the Zahra, 9 in the Al Dakiliah, 18 in the Al Sharkiah, and 0 in the Al wasta 

(Ministry of Heritage and Culture 2005). 
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The two most important recommendations of the International Symposium for 

Oman's traditional music in 1985 were: 

 

1 - The Sultanate of Oman was to study establishing a band of traditional Art, 

both singing and dancing, in every region of the Sultanate, as well as 

establishing a national bands for the traditional arts to represent the Sultanate 

in international gatherings. 

 

2 - Oman was to set up a festival of traditional Arabic arts, accompanied by 

cultural exhibitions and media (from the Art of Oman convention 1990: 58). 

 

Recommendation 1 was briefly implemented by the Ministry but then terminated; 

while after 25 years, recommendation two above was achieved only in 2010. 

Moreover, its implementation was only partial: a competition was established but 

limited to one type of art, the art of Al Razhah. 

 

 

  

3.5 Summary    

Following his accession, Sultan Qaboos focused on education as the basis of nation-

building, while charging three Ministries to develop policies and programs for the 

collection, conservation, recording and preservation of traditional music and vocal 

heritage. The greatest contribution in this respect was made by the Ministry of 

National Heritage and Culture established in 1976. It was responsible among other 

things for the creation of a Culture Club facilitating musical activities. The 

Department of Traditional Arts was also active in its support for musical and vocal 

heritage, sponsoring various public events including eight Omani Song Festivals held 

intermittently from 1994 until 2008.  

 

Another Ministry, the Ministry of Education, has been responsible for developing a 

musical skills curriculum and establishing an Education and Training Centre for vocal 
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heritage and practical workshops on traditional Musical arts.  Finally, there is the 

Ministry of Information, which since its establishment in the 1970s, has controlled all 

media, press, printing and publishing. This Ministry has sponsored cultural magazines 

and press articles on Omani cultural heritage, as well as establishing the Omani 

Centre for Traditional Music and sponsoring the 1985 International Symposium on 

Traditional Omani Music.  

 

Sultan Qaboos University, established in 1986, has supported vocal heritage by its 

library resources, Student Groups for Music and Traditional Arts sponsored by the 

Student Affairs Deanship and by research and teaching within its Department of 

Music and Musicology.  

 

Besides the Diwan of Royal Court and Royal Court Affairs, traditional arts and vocal 

heritage have been supported by the Ministry of Tourism, notably by its support of 

productions in the Al Felaij Castle Theatre since 1999 in cooperation with UNESCO. 

Then there are the various contributions of the Ministry of Defence, Royal Omani 

Police and the Royal Guard bands, the school of Classical Music founded in 1984, 

and the Royal Symphony Orchestra founded in 1985.  

 

Finally, there is the work of Omani Traditional Arts Public Groups in presenting vocal 

heritage performances.  

 

Some conclusions can be drawn from reviewing the activities of these entities in the 

preservation of cultural heritage. Firstly, educational advancement has been a goal of 

the Sultanate since Sultan Qaboos‘ announced on the second day of his leadership that 

―we will teach our children, even if it is under the shadow of a tree‖. Within the 
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context of education, there has been strong interest in strengthening Omani national 

identity and resilience in times of great change through promoting knowledge of 

heritage and culture. Here, the documentation and performance of traditional Omani 

songs has assumed particular importance.   

 

Even so, arguably more could be achieved if there were specialized musicians in the 

fields of vocal heritage in the Department of Education and other relevant ministries 

to devise, implement and administer conservation end educational strategies. 

Although five ministries and other authorities have individually achieved much by 

way of conserving and cultivating interest in vocal heritage through various divisions 

and programs, currently no one authority is specifically responsible for developing a 

coherent appropriate policy and programs to that end.  It would seem logical for the 

Ministry of Heritage and Culture to have an administrative division dealing with vocal 

heritage, as it is the prime authority responsible for Omani cultural matters.  

 

Yet government responsibility for promoting cultural activities can only go so far. In 

the case of Oman, government promotion of traditional music and vocal heritage has 

been largely been confined to the capital Muscat. More attention needs to be paid to 

other parts of the sultanate, such as establishing regional cultural centers for the 

preservation and support of traditional musical and vocal performance. Otherwise 

there is the risk that cultural initiatives will not meet local expectations and desires. 

This could especially be so if cultural institutions and programs established by 

government do not allow for public participation, or the public‘s having any important 

input into establishing activities or in the revival of the historical cultural reality. 

When some intellectuals tried to start cultural activities, they were hindered by lack of 

government finance and lack of public support and information.  
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Overall the successful preservation of Omani Cultural heritage since 1970 has been 

imposed top down, led by a wise, visionary Sultan and implemented by his 

government Ministers. What has been achieved by government policies over 40 years 

is enormous. However, further public support and musical education of the general 

population, both as practitioners and in appreciation of traditional artistry, through 

schools and media would further develop this government-led movement. 



119 

 

Chapter Four: Vocal Heritage of Omani Contemporary Theatre 

The aim of this chapter is to examine and analyse how Omani contemporary theatre 

utilised its vocal heritage. However, before we begin with this analysis, it is important 

to understand the historical contributions of the different types of theatre and their 

importance in Omani culture. Prior to that, it is also important to inquire about the 

history of Omani theatre to understand the nature of Omani theatre and the 

circumstances surrounding it in order to understand the history and nature of Oman‘s 

vocal heritage in Omani theatre. Thus, the chapter will be divided into three parts: the 

first part will summarise the history of Omani theatre, the second part will investigate 

the vocal heritage titles in Omani plays, and finally there will be a focus on Oman‘s 

vocal heritage in the structure of Omani texts and performances. 

   

4.1 Introduction: A History of Omani Theatre 

Theatre did not constitute any part of Arabic culture, customs or literature in general 

terms until the nineteenth century. Arab historians and authors do not have any 

dramatic legacy to parallel the excellence of Arabic poetry and other sciences and 

literature. What the Arabs have had is merely a collection of narratives, 

entertainments, popular acting forms and other folklores, which vary from one 

country to another. Such forms have mainly relied upon improvisation and oral tales 

rather than on the written text. Thus, this could be distinct from theatre, in spite of 

these forms constituting many dramatic elements, because people practised such 

forms merely for their own enjoyment and entertainment. They are not genuinely 

theatrical in origin (Al Habsi 2003: 22).  

 

There is great difficulty in determining a date pre-1970 for the beginnings of Omani 

theatre. The difficulty arises because of the few historical recordings available to the 

education system, which has been influenced by Arab foreign teachers who already 

had theatre established in their countries as well as in the rest of the Arabian 

Peninsula (Lamahat Aan Madhi Alt'alim fi Oman 1985: 48). Some other reasons for 

this was the cultural recordings, or of individuals who had studied or worked within 

this field. However Al Habsi (1998: 31) argues that there were various sources that 
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indicated that, ―from 1949 the playground of the school in Muscat was used at the end 

of each year for grand celebrations‖. This clearly explains the paucity of historical 

recordings of Omani theatre.    

 

There are various forms of theatre existing within the Sultanate of Oman, which will 

be identified and investigated as to their level of activity before and after the 1970s.  

By looking at the history, it is obvious that Omani theatre consists of different types 

and forms of theatre as presented in the figure below.  

 

Figure 2: Different Types of Theatre in Oman 

   

The following is an explanation of these different types and forms:   

  

1- Scholastic Theatre: Theatre in Omani schools pre-1970 includes: Al Saidiyah 

School Muscat established in 1940, Al Saidiyah School Salalah established in 1951, 

and Al Saidiyah School Matrah established in 1959. All of these provided recorded 

documentation of theatrical activities at the end of each year. All theatrical 

performances were supervised by the teaching staff and acted by students from texts 

provided to them through textbooks. Such theatre scenes that were recorded included 

Public Theatrical Groups 

(Al Feraq Al Ahliah) 1988 

 Theatre Arts Department 

(1991) 

 

Scholastic Theatre  

(Al Masrah Al Madrasi)  

 

Youth Theatre (Masarah 

Al Shapap) 1980 

 

Clubs' Theatre 1970 

(Masarah Al Andiah)  

 

University Theatre 

(Gamaet Al Masarah)1996 

 

 

Children's Theatre 
(Masarah Al Tefal) 1972 

 

The Omani Theatre 
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social affairs such as marriage, and issues such as indulgence and greed. After 1970, 

the number of schools within the Sultanate of Oman increased markedly, and there are 

now 1053 schools in Oman (Ministry of Education 2010). 

 

The charter of these schools is to provide educational activities, including theatrical 

subjects, all supported by the Ministry of Education. 

 

2- Theatre Club: Theatre clubs, which are basically sports clubs, also present cultural 

activities including theatrical works. Theatre clubs started in the early 1970s, 

involving many university students returning to Oman from their studies abroad, 

including countries such as Egypt and Lebanon. Having acquired theatre knowledge 

abroad, these students began their form of theatre entertainment in Oman through 

clubs ("Kutayib' An Almasrah fi Alnadi Alahali' 1977: 15). The first theatre clubs 

were the Alahali Theatre Club and the Oman Theatre Club, both of which are in the 

capital, Muscat. These two theatre clubs played an important role in stimulating the 

beginnings of Omani theatre. The number of clubs has steadily increased throughout 

Oman, and clubs such as the Bahla Theatre Club, Al Nasar Theatre Club and the 

Qurayat Theatre Club continue to present theatre performances to the present day. 

 

3- Children's Theatre: ―Children‘s theatre‖ exists in the cultural and theatrical life in 

the Sultanate of Oman and is considered as a valid form of Omani theatre. ―Children‘s 

theatre‖ is a formal theatrical experience in which a play is presented for an audience 

of children. Children‘s theatre is professional theatre, as for adult theatre, that 

employs all of the theatrical techniques and principles, using some of them in special 

ways that suit the stages of children‘s mentality and psychology (Al Hinai. K 2010: 

25).  

Alfares Alshoga′a (The Brave Equestrian) was the first children's play presented in 

Oman in 1972. Despite the scarcity of children's texts and performances that were 

presented for children in Oman from 1970 up to 1990, many texts and performances 

were presented subsequently at different occasions and festivals such as the Muscat 

and Salalah festivals. However, in 2007, the first theatrical festival designed 

specifically for children in Oman was held by the Mazoon Public Theatre Group.  
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4- Youth Theatre: The youth theatre groups were established by the Ministry of 

Information in 1980. They are considered to be the first theatre category to have 

formal government support. However, in 2004, youth theatre groups were transferred 

to the supervision of the Ministry of Heritage and Culture. Youth theatre involves 

young people from the ages of 15 to 29 years. Although youth theatre was established 

in Muscat, it has subsequently expanded to six such theatres in other regions in the 

Sultanate of Oman (Al Habsi 2003: 133). 

  

5- Public Theatre Groups: Public theatre groups form the primary foundation for the 

theatrical movement in Oman since their inception in 1987 under the supervision of 

the Ministry of Heritage and Culture. For example, the Al Sahwah Theatre Group, 

designed by the youth theatre groups, was established in Muscat in 1987, and there 

are presently 17 public theatre groups in various regions of the Sultanate. In 2004, the 

Omani Theatre Festival was established for the public theatre group; it is one of the 

largest festivals in Oman and is held every two years.  

  

6- Theatre Arts Department: The Theatre Arts Department was established in 1991 in 

the College of Arts and Social Sciences at the Sultan Qaboos University. It was one of 

the motivating forces in developing Omani theatre and an educational and cultural 

accomplishment important in Oman‘s renaissance era. The Theatre Arts Department 

began presenting theatrical projects in 1995 with the play Markab Bala Sayad (Boat 

without a Fisherman), written by the Spanish playwright Alejandro Casonna and 

produced by Dr. Hani Mutaw'a. It was produced on the conference hall stage in the 

University (Al Habsi 2003: 155). Since that time, one play every year has been 

produced, utilising texts from foreign, Arabic and Omani sources.  

   

7- University Theatre (Gamaet Al Masrah): Although initiated at Sultan Qaboos 

University in 1996, university theatre is perceived to include all students from all 

departments within universities and colleges. University theatre is now presented in 

different universities such as Sohar University, Nizwa University and Salalah 

University. Subsequently, the universities and colleges have joined together to present 

major theatre performances.   
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The most important item to note in this chapter is that there have been no specific 

recorded archives from the beginning of Omani theatre up until the present day, 

except within small areas such as basic studies from Abdul Karem Jawad "Al-

Tajrubah al-Masrahiyah fi Oman (Theatrical Experience in Oman)" presented in 

1988, commissioned by the Ministry of Education. There are also very plays that have 

been published as text. However, 2006 was a new dawn for Muscat when it was titled 

The Capital of Arabic Culture. During this year, four Omani plays and many editions 

of other theatrical texts were published, all financially supported by the Ministry of 

Heritage and Culture.  

 

Regrettably, research into Omani theatre reveals a lack of information about Oman‘s 

vocal heritage because of poor documentation. Many texts presented before the year 

2000 were not documented; nevertheless, some data was collected from interviews 

and from 'The Dictionary of Omani Theatre': Texts and Performances. However, there 

were many Omani texts and performances that employed vocal heritage presented 

before the year 2000. 

 

It is extremely difficult to obtain information about these theatre performances except 

via one-on-one contact through phone interviews with the producers and playwrights.  

 

Figure 3: Omani plays containing songs compared to plays without songs 
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Data collected from various sources was then divided into two main sections:  

1. Vocal heritage as a title in Omani plays 

2. Vocal heritage in the structure of Omani texts and performances 

 

4.2 Vocal Heritage as a Title in Omani Plays 

Only five plays used a song as their title. These include Almawwal (Omani traditional 

song), Mawwal Min Zamen Al Groob (songs from the Periods of Sunset), Atiny 

Ratbat Khnazi (Give Me a ―Khnazi‖ Dates), Bo Salamah (The Father of Salamah) and 

Sajarat Al Hial (The Tree of Cardamom).  In subsequent sections of this chapter, there 

will be an analysis of these five plays and a description of the relationship between 

the title of the song and the content of the play. 

 

1- Almawwal (Omani Traditional Song)  

This play was written and produced by Abdullah Al Farsi and presented by the Sohar 

Youth Theatre in 1994, in a beachside setting.  

The director designed the stage as two rooms, made of natural palm leaves, with a 

traditional Omani boat built between the two rooms. The first room reflected the poor 

trader's house, and the other room depicted the greedy merchant‘s shop, and there was 

also a section where the general people of the market stood. As the performance took 

place, the traditional boat was used and taken to the beach. The audience were seated 

on the sand of the beach. 

 

The play took place in Oman before the 1970s, during a time of general hardship and 

poverty for the populace. At this time, Oman was isolated from the outside world and 

the people suffered from a lack of proper education and health services and a poorly 

performing economy. 

 

The hero of Almawwal is a poor man, who was forced to borrow some money from 

the greedy merchant with the agreement to repay the loan after a specified period of 

time, or if he defaulted, the debt would be considered as a dowry for the merchant to 

marry Almawwal‘s daughter. The hero of this play then travelled in the boat for a 
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long time, with the intention to return before the agreed time to repay the greedy 

merchant. During his absence, his family suffered greatly waiting such a long time for 

his return. The boat arrived and all the people on board disembarked, all except the 

poor merchant. The suffering of his family then increased greatly, especially when the 

time was up and the greedy merchant declared his marriage to the daughter. 

  

The plot of this play represents a common scene in theatre, and perhaps most 

famously, Shakespeare's "The Merchant of Venice". The conflict in the play is 

money. Shakespeare‘s character Shylock exploits the merchant Antonio's disabling 

condition, and exacts a morally unacceptable penalty of a pound of flesh if the loan is 

not paid back in full. 

 

The title of Almawwal 

The title of the play (Almawwal) was derived from one of the most important Omani 

traditional songs, which makes it one of the oldest Arabic musical forms in the poetic 

field, using themes such as reproach, in praise of reminiscing, Pride" Omani Music" 

and repentance and protest, in addition to wisdom and advice. 

Almawwal is one of the most important musical forms, and it is performed by sailors 

as they work in raising sails, rowing and pulling ropes. These types of jobs are 

associated with fatigue and permanent hardship, consequently human beings created a 

musical form to help them undertake the hardships of such tasks or to pass the time 

during long sea journeys. Almawwal is chanted during camping trips to pass the time 

and is also sung to reduce distress and concerns of everyday life.  

Almawwal has a large presence in many Omani plays, and many writers use it as a 

title as well as in the scenario of the play. From events depicted in the play, the 

audience understands that the play is set on the coast. For this reason the writer and 

director Abdullah Al Farsi used Almawwal in his play to portray as previously 

mentioned, activities undertaken during work, to pass the time and for entertainment. 

Here in the play, we find that the main character is under pressure to repay a loan, 

causing him to leave his home and family to work and repay his debts while his 

family suffers the abuse of the rich businessmen. 
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Using the word ―Almawwal‖ in the title of the play means the continuity and 

repetition. This indicates the connection of the characters with the events of the play 

as follows: 

I. The main character takes an oath to repay the loan owed to the rich merchant 

and will work hard and sign a work contract to accomplish that. 

II. The merchant puts many terms and conditions on the deal of the loan, hoping 

that the poor man (the main character) is not able to repay the loan on time, so 

that the greedy merchant can then marry the poor man's beautiful daughter.   

III. The beautiful daughter caught up in the deal, of which she was forced to be a 

part and that she cannot oppose as part of the prevailing social norms, is 

uncertain about her future and worries what will happen to her if her father 

does not meet the terms and conditions of the deal with the rich merchant on 

time. 

 

None the characters in the play could predict the conclusion, and this is why the play 

revolves around the title of Almawwal. The writer and director employed Almawwal 

in his play to tie all the scenes together and help him to move from one scene to the 

other, even with three scenes at three different places at the same time. This 

employment reflects his understanding of Almawwal traditional art which he uses to 

construct a full-length, coherent theatrical performance.  

 

2. Mawwal Min Zamen Al-Groob (Songs from the Periods of Sunset)  

This play was written by Ahmed Al Darmaki and directed by Said Al Ghazali. It was 

presented by the Faculty of Education in the city of Sohar in the second theatrical 

festival at the convention hall stage of Sultan Qaboos University in 2002. The play 

represents a general human failing where a person dishonours himself by dealing 

unlawfully with his fellow human beings, which leads to bad outcomes and has 

impacts on his life and family. Almawwal oversees most of the scenes of the play, 

especially the scenes where the main character was dishonoured (Al Habsi & S 2006: 

25). Unfortunately, the text of the play has been lost, and the above scenario was 

obtained from the 'The Dictionary of Omani Theatre: Texts and Performances‘, in 

addition to personal contact with the director of the play regarding the play and its 

title. 
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The title of Mawwal Min Zamen Al-Groob 

The title of this play consists of two parts: the word ―Almawwal‖ and the phrase 

―periods of sunset‖. Almawwal reflects the expression of feelings and senses, and the 

second part reflects the sunset, which represents the end of the day and the start of the 

night (darkness), the entire title encapsulating the idea of the play as a whole (Al 

Ghazali 2008). This is another use of the meaning of Almmawal‘s, as mentioned in 

the first play. 

 

Almawwal and Mawwal are two words that have the same musical meaning. 

However, the use of this word does not have the same meaning in the titles of both 

plays. In the first title, the word ―Almawwal‖ is used alone and is singular, denoting 

the continuity and repetition of the given issue or subject and mostly used in negative 

situations and conditions. In the second play, the word coincides with time and has a 

different meaning, which is the feeling of oppression which appears at sunset. 

Almawwal‘s songs in both plays played an important role that both of the directors 

used to link different scenes together and in shifting the audience gently from one 

scene to another and from one incident to another. 

 

3.  Atiny Ratbat Khnazi (Give me a “khnazi” dates)  

 

This play was written by Rahima Al Jabri and produced by Fatma Al Shukaili on the 

stage of the Technology College in Muscat in 2000. 

The play was criticised by Mohamed Al Rahbi in his article published in the Alwatan 

newspaper under the title (notes regarding the play of give me a date), where he wrote 

that, ―The play is a comedy performed in a TV studio atmosphere to reflect the theme 

of the play and give the right impression of its message delivery in showing its main 

idea in regard to the role of the media and its ties to the society through its programs, 

and most importantly, the educational level of the media reporter that influenced the 

role in delivering the message to society‖ (Al Rahbi. M 2001). 

 

The writer of the play (give me a date) took the name from a song that was produced 

in one of the Leewa traditional arts. She managed to perfectly mix the modern media 
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and a cultural dialogue. Leewa Art is about songs used in social gatherings in the 

Batenah region of Muscat, where there is a mix of Arabic and Sawahlee languages. 

The origin of the word and the art of ‗Leewa‘, which means ‗come for a drink‘, came 

from Africa, and it is used by Omanis through their historical connection with Africa 

and the effects of the African cultural influence. There are no major differences 

between the Omani Leewa and the African Leewa, except for the words of the song, 

as the musical instruments used and the dance are the same (Al Shidi 2008: 250). 

 

Leewa‘s singing and playing is done by a big gathering of men, and sometimes 

women, who circle flags in the centre of the stage. The musicians sit close to the flags 

except for the flute player who can move freely inside the circle. Leewa has different 

types such as Sabatah, Al Boom, Al Ketmeeree and Al Sudanee, which each differ in 

the movements of the performers and the rhythm (Al Kathiri 2004: 142). 

 

The title of Atiny ratbat Khnazi 

This title was taken from a part of the Al Leewa traditional song, especially of the 

Sabtah type, and these words in Arabic are sung as follows:  

 

 Atiny ratbat khnazi, ma aba Zanzibar 

Hatha alwalad ma mena, la tamshi wayah 

 

which translates into English as: 

Give me a date called Khnazi, I don‘t want Zanzibar, We do not know this boy is not 

from us, and don‘t accompany him. 

 

Selecting these words in the title of the play indicates to the reader or the audience 

that the play is a comedy, because these words make you laugh, and the songs are 

chanted in a social gathering and a happy atmosphere. Thus it gives a clear idea about 

the title of the play, for example in the play when the reporter hosted a singer who 

sang the above song on the stage in a humorous way. 

  

Choosing part of the song in the title of the play and presenting it in the performance 

was a mission to deliver the main idea of the play, which indicates that the media 

should reflect its own culture and the society it came from. It must present the 
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programs and ideas that are accepted by Omani audiences and not utilise imported 

ideas that have no connection to Omani society. The idea criticises the way traditional 

songs are sung by some singers who unfortunately do not care about the occasion 

when those songs should be performed, the lyrics or the music used to perform these 

traditional songs. This play shows how the audiences are staying away from these 

singers who have spoiled these songs. 

 

4.  Bo Salamah (The Father of Salamah) 

 

Bo Salamah was introduced to the stage by the Salalah Theatrical Group at the Youth 

Theatre in the capital Muscat in the Omani First Festival in 2004.  

The play was written and directed by Emad Al Shanfari. It received its title and idea 

from the lyrics and music of the Omani cultural song ―Bo Salamah‖. At the Second 

Omani Theatrical Festival, the play won second place for the best theatrical act and 

first place for the best actor. 

 

The events of the play revolve around the character of Bo Salamah, the humble man 

who thinks that his top achievement and progress is drinking tea with milk. All of his 

life has been devoted to his library shelves. Bo Salamah is a captive to his ideas and 

his mind, and during his lonely times, he started a dialogue with historical characters 

different from those he read about in the library books. He started to imitate them in 

their moments of strength and wisdom, poetry and literature. He was proud of the 

history of his ancestors who fought their enemies. Bo Salamah loved children, and his 

dream was to father ten children, so that they could become scientists, thinkers and 

leaders, but he was opposed by the policies of his manager who represents ultimate 

power over him. Thus he was forced to abandon his dreams and ideas, and to live the 

reality, which he refuses. 

 

Critic Azah Al Qasabi commented on the play and said, ―the beauty of this play is 

derived from its simplicity and the life of a human being who lives in his shadow, 

with the idea and culture of the past which was narrated in the library books, but his 

dreams and songs gave him the hope of existence. There were some imperfections 

like real dramatic tie and despite the excessive introduction of the main character (Bo 

Salamah) by reflecting on the past, like fighting and defending the country from the 
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Portuguese invaders when they attempted to land in the city of Salalah through the 

sea, the main character with its personal complexity could not be a national hero even 

in the dreams. The addition of other cases to the main scenario made it difficult to 

absorb‖ (Al Qasabi 2006: 158). 

 

The title of Bo Salamah 

The title of this play is different from the title of the preceding plays, because it is the 

same as the title of a traditional song. There are many different reasons for using this 

title, for example, the name of the main character is the same as that of the traditional 

song (Bo Salamah) and the lyrics of the song are chanted many times during the play 

by a soloist or a group accompanied by traditional dancing. The subject of the play 

and its main idea are contained in the lyrics of the song as follows:  

Bo Salamah Tamadan  

YaShrab Shaee malban 

A Bgaytah fee cobat 

Wala Dakal fanajeen (Al Shidi 2008: 173). 

 

 

which translates into English as: 

Bo Salama is modernized,  

He drinks tea with milk 

If you want it in cups 

Or in coffee special cup 

 

The lyrics of this song mean that there is a progression in society and individuals, 

where there is a change in the way of presenting tea. This simple metaphor has a big 

meaning, where it signifies that a big change in the way of preparing and presenting 

food mirrors the new modern way of life and its effect on the simple Omani 

individual. These words were sung under the (Shobani) traditional art, which is 

mostly known for work and entertainment. Its songs are chanted by commercial 

shipworkers to lift their sprits while performing dangerous and difficult tasks. It is an 

art the combines seriousness and humour, and is performed on board ships, or in 

joyful gatherings and during the celebration of the arrival of ships to seaports. A lot of 

Shobani songs are described as humorous and are performed with a strong rhythm. 
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Another famous traditional Shobani song is the following:  

Bo Salamah Yatamasha wo Al Amamah Sooreah 

Raas Malee Anah min thalatheen rupes 

 

which translates as:  

Bo Salamah is walking with his turban from the city of Sur. My capital is Anah, 

which is thirty Rupes.  

The anah is the smallest coin used in Oman and is equal to thirty Indian rupees. This 

currency used to be traded in Oman in the old days for different periods of time, and 

this song reflects the cultural and economic exchange between Oman and the Asian 

countries, particularly India. 

 

5. Shajrat Alheel (The Tree of Cardamom) 

 

This play was written and directed by Mohamad Al Mohandes and presented by the 

Dhofar Theatre Group in the first Omani Theatre Festival in 2004 on the Youth Stage 

in the capital, Muscat. The play contains two conflicts: the first conflict is about a 

man who loved Shajrat Alheel, a married woman. This man then killed Shajrat 

Alheel's husband. The second conflict is a self-conflict, where the lover changed from 

being a man who performed good deeds to an evil man who took control of the village 

after the death of his uncle, who had been a just leader; with the help of neighbouring 

gangs, he then mistreated the villagers. The man insisted that Shajrat Alheel marry 

him, but she refused him. The woman and the villagers got together and set a plan to 

trap the man and keep him in prison, which they managed to do, and then appointed a 

fair and wise person to rule the village. The play ended happily with a celebration of 

the villagers‘ victory.  

 

The title of Shajrat Alheel 

Shajrat Alheel is the name of the play and the name of the woman, the heroine of the 

play. 

Al Mohandes said ―the idea of this play was in my mind way before I committed it to 

paper‖. He was inspired by the title of the play and its idea that came from a 

traditional poem that says ―the Shajrat Alheel is planted on the peak of a valley (Al 

Mohandes 2009). 
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The famous song for Shajrat Alheel, written by the most famous deceased poet 

Jomaan Diwan, was presented by the Alrobooba traditional group. 

Ya elaha al samawat ya rab akbal da‟wana 

       …atlob ya jary khan zayen Alla malana 

Hatha yowm btmtor watarwee damana 

      …kasem al rezek arham al ebad walmasakeen 

Shajarat Al heil ma groosa ala ra‟sy wade 

      …ywam thamarated karboha eyala el shayateen 

Alshyateen karabo althy kan galy 

      …la thom wla kanoon wla haras wAlmwaly 

Ekla‟o Al shajra hata fawk ro‟os jabal 

     …wkarebooha wa kad kaso al gosoon balskaakeen 

Sajrat Al heil magroosa bras wady 

     ... yawm thmrateha karabooha eyal el shayateen(Al Mohandes 

2009) 

 

The poem prays that God will accept their wishes to save and protect from danger the 

cardamom tree that is planted in high fields, just as woman who was named after the 

tree needs to be protected and saved from the evil man. 

 

The relationship between the song title, the lyrics and the events of the play are in 

harmony with each other and express the theme of the play. From the title, the 

audience can easily identify that the events of the play took place long ago, which is 

supported by the popularity of the song. In addition, the main character who is named 

after the play is from a powerful family from a high social class, and suffers at the 

hands of the evil man. This mirrors the life of the cardamom tree, which grows in high 

lands and fields and suffers from bad people who wish to damage it by throwing 

stones and so forth.  

  

The usage of the songs, lyrics and titles in the five plays mentioned above reflects the 

way the writers and directors benefited from employing them by presenting them in a 

theatrical way. The musical titles attract audiences through their known backgrounds 

and the meanings, which are elaborated in the songs. They employed the following: 

1. Type of traditional art in the play Almawwal. 
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2. A traditional art, Almawwal, which was added to the writer‘s words in the 

case of the play Mawwal min zaman alghoroob. 

3. A title of a song used as a title of a play, in the case of Shajrat Alheel. 

4. A word from a part of a song, and a complete sentence from a song, as in Bo 

Salamah.  

5. They also employed whole part of a traditional song as a title for the play, as 

in the case of Atny ratbat Khnazi.  

 

All five plays mentioned above differ in their employment and were written and 

performed in different years and places. The plays that were named after songs have a 

strong attraction for audiences because of their familiarity with the words of the songs 

and their knowledge of how will they be presented in the local communities. This is 

the case with Atny Ratbat khnazi, which is a comedy, because the song is performed 

during happy occasions and the words are humorous. Because of these factors, the 

plays have become very famous. 

 

 

4.3 Vocal Heritage in the Structure of Omani Texts and Performances 

The second type of use of vocal heritage is in the structure of the Omani theatrical text 

and performance. In this type of song usage, the lyrics derive in whole or in part from 

the traditional song mentioned in the dialogue of the Omani play. Some of these 

traditional songs have been composed and performed live on stage by actors and 

singers, while others were recorded onto cassette tapes. Some of the songs written and 

presented in the Omani play are traditional songs that are unchanged, while others 

have had some changes in the wording. Some other scripts came as a description of 

the song, such as the wedding song, where the writer left the choice of stage 

presentation to the director. Some of the scripts have been adjusted to describe the 

situation that the song addresses, such as dancers, customs and compositions.  

Earlier in this chapter, some explanation was given about the history of Omani theatre 

prior to 1970, and the impossibility of finding any texts or reference to any texts of 

plays in Omani theatre before the year 1970. 
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An analysis of the Vocal heritage structure of Omani theatre will now be given, 

looking at the period 1970 up until 2008. Each decade during that period will be 

dealt with separately, outlining the various texts and performances written or 

presented in each of these decades.  

 

The following diagram depicts the four decades of the vocal heritage of Omani 

contemporary theatre.  

 

 

Figure 4: Vocal Heritage of Omani Contemporary theatre.  

 

4.3.1 The first decade of Omani contemporary theatre (1970 to 1979) 

From the diagram it is clear that the use of vocal heritage in Omani theatre began with 

five plays, which can be called ―the beginning state‖ due to the onset of the 

development of Omani theatre. This stage was weak, because all Government 

attention was directed towards the establishment of the new infrastructure, that had 

not been available during the reign of the previous Sultan, when borders were closed 
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and migration ceased, separating Oman from the rest of the world. Another factor that 

contributed to the weakness of this stage was the outbreak of war, which lasted from 

1970 to 1975; the government financial situation was thereby weakened, and there 

were no funds available to invest in cultural activities, including theatre. 

  

During this stage the only theatrical activities were the seasonal performances held on 

different occasions such as national or social ceremonies. These performances were 

held only once or twice a year.  

 

As shown in the diagram, for the five plays that will be studied in this stage, no texts 

have been able to be found. The information given here has been obtained from some 

of the actors and directors who had taken part in these plays.  

    

These five theatric performances were as follows:  

 

1- Alfaris Alshauja (Brave Knight)  

This play was the first children's play in Oman, adapted and produced by the Alahali 

Club in 1972, and is derived from the tales of The Thousand and One Nights. It was 

produced in a musical style, and Qusai Maki remembers that "he participated in this 

play and was one of the youngest actors‖, and adds that the play presented a collection 

of Omani folk songs (Al Habsi 2003: 84). 

In this play there is evidence of the use of traditional songs, but the actor Qusai Maki, 

who was the youngest actor to participate in Omani theatre in 1972, does not 

remember the details of the lyrics of the song in this play.  

 

2- Tabib Bil Al Jumlah (Doctor as a Whole)  

This play was written and produced by Musa Ja‘far in 1972, and is a play about social 

customs and traditions, presented in a comical way. It was staged by the Theatre 

Group in the Alahali Club.  

The play presents the character of the serious and strict doctor who goes through 

weird and lame situations. It depicts several scenes where the doctor tries to 

secretively cure his patients, who believe themselves to be cured by using traditional 

rituals such as the songs of Jin and Al Zar (Al Habsi & S 2006: 100). 
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The text of this play is missing as for most of the plays performed in the seventies. 

The subject of the play is the usage of traditional songs to introduce the Jin and Alzar 

dances, a subject that has been utilised in various theatrical performances because of 

the belief in black magic in Omani society until the present day.  

The art Al Zar portrays superstition and quackery, and consists of parties with men 

and women dancing to the accompaniment of intense drumming. The Al Zar parties 

normally start with drum beats, then soft whispers, followed by ritualised, vibrating 

body movement with smells of frankincense in an atmosphere filled with noise and 

movement (khayma Alarabia 2007). 

 

According to researchers, the art of Al Zar existed in Arab societies before an 

awareness of the modern western theatrical art form. It has almost the same structure 

as for theatre, with dancers, performers and music, is held in a special place, with 

special outfits, accessories and audience contribution, and with defined seasons and 

times for its presentation. 

 

3- Oghniyat Alhuob Wa Alared (Land and Love Song) 

This play, written and produced by Ridah Abed Al Latif in 1974, is one of the 

political national plays which were produced in a musical exhibition style, where 

Omani traditional dances and songs were used with nearly 50 actors and actresses 

taking part (Al Habsi 2003: 99). 

 This play portrays the love by the Omani man for his land and his defence of it 

against the enemies. Pictures are shown of the war that occurred in southern Oman 

from the 60‘s until 1975, where the Omanis were victorious against their enemies. 

Mohammad Lyaass says about this work: ―it was the first time that the club has 

performed a musical play of this size that had 50 actors, and the play talked about the 

eternal human being and his love of his land‖ (Kutayib' An al- Masrah fi al Nadi al-

Alahali 1977: 41). 

The director described his use of traditional songs and dances, but because it was so 

long ago, the director couldn't remember any of the lyrics used in the song. 

 

4- Hayen Zamank Ya  Bahar (O  Sea Where is Your Time)  

This play is considered to be one of the first dramatic realism plays by the author and 

director Musa Ja‘far, of themes taken from Omani society. It was presented by the 
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theatre of Alahali Club in the year 1974. It is a realistic and social drama from the 

Omani maritime heritage and history, illustrating the Omani practice of fishing and 

sea travel since antiquity, one of the traditional Omani professions and sources of 

livelihood of the individual and society at that time. 

The play takes place in a coastal village, and addresses the danger that the sailors 

face, and the son‘s confusion after his father is injured. Traditional songs and saying 

of the sea were used in the play, and give the play its title. ―And this play is 

considered the first real drama for its author Musa Al Ja‘far, that its subject was taken 

from the Omani society‖ (Kutayib' An al- Masrah fi al Nadi al-Alahali 1977: 46). 

 

Although the text of the play is missing, the choice of popular songs of the marine 

environment is valid. The title (Hayen Zmanak Ya Baher) resembles the calling of the 

sea, and the dialogue concerning the sea environment and the suffering of the son‘s 

character, validate the choice of the sea song for the subject of the play. 

 

The Omani coast stretches for about 1,700 kilometres, which gives reason for 

choosing songs about the marine environment. The beat of the music echoes the 

action of pushing ships, lifting sails, rowing, pulling ropes and diving. This is the kind 

of sea songs sung by groups of sailors in their free time in port, to motivate them, 

dispel their worries, bring joy to spirits that are overcome by work issues, to ease their 

separation from their family, and just to pass the time. (Al Doaik 1991: 81). 

 

5- Ghufran (The Absolution) 

This play was written and directed by Ameen Abdul Lateef and presented by the 

theatre of Alahali Club in 1976, and at an hour and a half, is the longest play 

presented on the Omani stage in the ‘70s. It is the story that the author derived from 

life about modern people who have been ground down by life‘s experience. It 

describes the people of a small village who were living a happy and contented life, 

until the loss of one of their most important man. This man was succeeded by his 

greedy and weak younger brother. A foreigner came to this torn village and found it 

easy to control and spread evil issues by taking advantage of the younger brother who 

found to have tendency to evil. Gofran, an old wise woman appeared and was able to 

gather the people of the village positively and in accepted way, who managed to 

convince the young person that the foreigner is an evil and has an intention to destruct 
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the village through good evidences. The foreigner was then expelled from the village 

and the play was ended by traditional happy songs (Al Siyabi 2004: 124). 

 

So it‘s a poetic, dramatic social drama that calls the human being to return to his good 

deeds and leave his evil doings. It also deals with tolerance, love, affection and hopes 

that the once virtuous man who, having taken a wrong path, will return to being noble, 

virtuous and loved. As for the evil man, no matter how loving and trustworthy he 

appears, he will one day receive his punishment. Forgiveness here is the forgiveness 

of pain, hatred and greed for the sake of the larger love for the good land and for the 

united citizens of the simple villages who have nothing but love, singing and dancing 

(Al Habsi & S 2006: 65). 

These details were obtained from the author and the director, but as for the previous 

play, no lyrics could be found because the play was mostly improvised during this 

decade.  

 

 

4.3.2 The second decade of Omani contemporary theatre (1980 to 1989) 

Despite its development and modernisation, the theatre faced a larger obstacle than in 

the previous decade because the choice of song was reduced to one play. The reason 

for the reduction in audience size is to be found in writings about Omani theatre at the 

time, most importantly the cessation of plays in theatre clubs especially the Alahali 

and Oman Theatre Clubs, which were the most famous clubs in the seventies. At that 

time, many theatre workers were preoccupied with their government jobs, which 

provided a much larger financial return than the unpaid theatre activities. Another 

reason was that many actors, authors and directors were sent by the government to 

study abroad in the late seventies. This motivated the government to intervene and 

search for solutions to fill this shortage in the theatre. Thus the Youth Theatre was 

born in the 1980s. A director and a playwright from the republic of Egypt were 

engaged, and Omani youth interested in theatre work, especially actors, were sent to 

be trained in Cairo for a whole year; in addition number of drama training courses 

were started. In this stage, the Omani theatre was weak because the directors and 

writers were non Omanis, where they have no knowledge of the Omani vocal 

heritage. 
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The following is a play that used the song as a structure of the Omani theatrical 

play: 

 

1- Altayr Almuhajar (The Migrant Bird) 

 This play is taken from Omani history, and narrates the life and journey of the Omani 

popular artist Salim Al Suri, who is considered to be one of the first singers in the 

Majles Alta‘awon Alkaleejy (GCC – Gulf Cooperation Council). Altayr Almuhajar 

was the first play for the Youth Theatre in 1983 by the Omani producer Mohamed Al 

Shanfari, who returned home from higher education in Britain in 1983 to lead the 

Youth Theatre (Al Habsi&S 2006: 124). 

The play narrates the biography of Salim bin Rashid Al Suri as follows: 

 He was the most prominent pioneer singer. His original name was Salem bin Rashid 

bin Ali Al Hashmi, but he was nicknamed Al Suri in reference to his hometown 

"Sur", where he was born in 1912 and where he spent his childhood in a house in Al 

Makhramah (now known as Al Ni‘imah). 

The environment of the famous historical coastal city of Sur contributed to the 

development of Al Suri‘s art. During his childhood, he studied in the Qur‘an schools, 

where he also learnt traditional Arabic.  

Al Suri‘s continuous sea voyages to Arabian Gulf ports, which began in 1926, were 

when he really became interested in singing. He spent many years working at sea, 

visiting India, South Asia, Zanzibar and East Africa. After Al Suri‘s first daughter 

died, followed by her mother, he decided to move away, and in 1936 he settled in 

Bombay, which at the time, was considered a centre for professional singers.  

When the new era of modern Oman began under the wise leadership of His Majesty 

Sultan Qaboos bin Said on 23rd July 1970, Al Suri was one of the first Omanis living 

abroad to answer the call of His Majesty to return home and take part in the building 

of a modern country. He came back in 1971 and settled in the coastal town of Darsait, 

which welcomed Omani singers, and gave them the benefit of his experience. 

 

Al Suri was one of the founders of the music section at Oman Radio, and during the 

time he worked there a lot of modern music was produced for his songs. He was 

familiar with developing modern technology through his visits to the Gulf States and 

Egypt, where he studied music and accompanied visiting folkloric bands, and used 
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that technology in his works. His songs include “Ya Oman Fakhiri Sam Al Umam” 

(―Oh Oman, be Proud among the Nations‖), “Hayoo Ma‟ie Habeeb Asha‟ab” (―Hail 

with me the Love of the People‖) and “Habeebi Al Yaum Ma Ashoufah” (―I Don‘t 

See my Darling Today‖) (Pride- Omani Music 2007: 44). 

 

When the ―immigrating bird‖ as Al Suri became known, died on 16th November 

1979, he left more than 100 well-known songs and almost the same number of 

previously unknown works. Yousuf Al Mahana, the renowned Kuwaiti artist said, ―Al 

Suri‘s songs are very dear to me. You feel that they are endowed with a poetic spirit, 

and during their performance the compositions reflect a burning anxiety that gives the 

voice of the singer huge scope. Al Suri was a poet, who used many Gulf terms and 

rhythms acquired during his stay in Bahrain‖ (Pride- Omani Music 2007: 45). 

 

A leading critic and poet, Abdullah bin Sakhr Al Amiri said, ―His songs have spread 

widely and have been loved by the people because he tackled folklore and quoted 

from popular heritage, developing it in a very sweet manner that made it a favorite‖ 

(Pride- Omani Music  2007: 46). 

 

This role of Salim Al Suri was performed by the Omani actor Mohamad bin Nour Al 

Blushi in a play filled with recordings of the songs of this popular singer. It was 

logical for the play to use the Omani accent, and it was full of the poetic language that 

described the main character of the play, and his suffering from his alienation (Jawad 

2006: 70). A model of the stage text on using the poetic language with the dialogue of 

the artist with his musical instrument the ―Oued‖ was as following: 

Speak O‟ Oued 

Speak my alienation 

My long trip 

Speak my loneliness 

From my family that will hear you 

From a foreign country to another 

The pain and music holder (Altayr Almuhajar 1983: 30). 
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4.3.3 The third decade of Omani contemporary theatre (1990 to 1999) 

In the third period, the number of plays utilising the vocal heritage increased, with 

eight Omani plays being produced. In addition, government interest in this field of the 

arts increased markedly at this period, in evidence of which the government named 

the year 1994 as the Year of Omani Heritage. This year was an important year for the 

preservation of heritage and traditional songs in particular. In addition, there was a 

large participation by many authors, actors and directors who had graduated from 

training courses and from the Theatre Arts Department that had been established in 

the year 1991. Further, this period witnessed the start of many Omani Public Theatre 

Groups, that increased the opportunity for choosing Omani songs and the frequency 

of their performance. 

 

Plays using the song as a structure of the Omani theatrical play are as follows: 

 

1- Alhilam (The Dream) 

This play, written by Amna Al Rabe'e in 1990, is composed of four scenes and four 

characters: a girl and three personalities representing the voice of the woman, 

imitating a veteran, child, youth, writer and the invaders. 

Abdul Razak Al Rubai stated that ―this play is one of the early works of the writer 

Amna Al Rabe'e which she wrote in the year 1990, when she was studying philosophy 

at the University of Jordan. It‘s a text of ideas not a text of events, where the ideas 

struggle within the spirit of the girl, full of open questions, questions that passes the 

safety and place, to make the female hero live inside her world that‘s built on the 

waiting that never arrives" (Al Rubai 2009).  

 

This play is composed of a single scene enacted in one place and presented by one 

actor. The writer indicates in her notes to the presentation that the scene is to use 

electrical tricks, computer graphics techniques and a psychotropic sound system of 

digital light and sound. 

 

This text belongs to the genre of experimental theatre, as it departs from the 

traditional use of language in its presentation, directing and performance.  
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Furthermore, the protagonist in the play is living in a dream, a dream that her lover 

will return, so the events on stage represent her hallucinations of eagerly awaiting her 

lover who went to war and never came back. During the first scene "Simi" is asleep 

on a chair wearing a black dress. Time is represented by the ticking of the clock, of 

which she is oblivious, and the mirrors surrounding her reflect her mental state. 

Although she has faith that he will return on time, his voice comes to her from behind 

mirrors as three separate voices: an elderly man, the writer and the invaders, and each 

of these voices speaks to her. The first voice says: ―you are now dreaming like a 

stupid woman, like children dreaming of a time frame that has nothing in it but rain‖. 

The second voice comments on her beauty and flirts with her: ―From your eyes 

magazines and newspapers are produced. Your hair is wind-blown, with the sound of 

the Rababa in the Arabian desert‖. She replies: ―come here my love and embrace me‖, 

to which he replies: ―we‘ll melt together and leave behind us in the cities a heart, a 

wedding, and a newly born‖ (Al Rabe'e 2003:  101). 

 

Through the third voice he promises he will return because the battle he is part of is 

minor, and he asks her:  ―let us discuss who is stronger – the body or the earth? Let 

me explain to you if you had to imagine one of these: the earth that means the 

invaders home, and the body that means social dignity" (Al Rabe'e 2003: 105). 

In the fourth section, the three mirrors are engaged in three light dancing harmonies; 

when the dancing stops, the girl wakes up, wondering: ―was it a dream or reality? In 

maturity or adolescence? In imagination or reality?‖ Then an old man comes out 

wearing costume resembling that of a man of religion, and he asks her to not hesitate 

in her choice. Then from behind the mirrors emerges a young man in modern dress, 

and the old man collapses and hides behind that mirror saying: ―don‘t be crazy, the 

mirror lies just like the senses, and then the bell of the clock goes off and a bird 

together"(Al Rabe'e 2003: 114). 

 

The play is a product of hallucinations in moments where reality swings between 

vigilance and sleep. It starts and finishes with the sound of the bell and the bird from 

the clock and in between there is a series of illusions. 

In his text of the play, the writer, Aman Al Rabe'e, portrayed the wedding in an 

imaginary way to the audience, to give a deep humanitarian dimension to describe the 
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imagined wedding, announced by the character. The writer describes it as a wedding 

that is just in the imagination and is reflected by the mirror, as follows: 

"Voice 2: you‘re the diamond my beautiful love, you‘re the one that love gets stronger 

with when the songs of the wedding get intense  ... (a darkness of the mirror directs 

the light only at the girl- beat of a wedding song- during the beat the girl walks in 

steps and hugs a man, and the voice continues to the beat of the song" (Al Rabe'e 

2003: 107). 

 

2- Alfalij (water canal) 

 This play was written and produced by Abed Al karim Jawad and was presented by 

The Youth Theatre in Muscat in 1992. It consists of seven scenes set in a rural village 

whose leader dies and is replaced by his son newly returned from studying overseas. 

The son loses the love and sympathy of the villagers, especially after allowing foreign 

workers in to design the public projects for the village, which led to dispel wealth of 

the people and the collapse of the water canal system. 

 

A young Omani by the name of Abood is an agronomist who cultivates his land. He 

organises the people of the village to build the projects which what the foreigners 

spoiled with the assistance of the local people of the village  Another character with 

the name of Sara, requests a ―Maher (Dowry)‖ for her marriage from Abood to restore 

the water canal to its former condition by flowing through the farms of the village. 

The play ends by calling everyone to unite against the destruction (Al Habsi&S 2006: 

68). 

In the play ―The Water Canal‖, Jawad has chosen some traditional songs that relate to 

agriculture, taking into consideration that the play relates to an agricultural society 

dependent on the water canal, that has been engineered in a special way that Oman is 

famous for, to extract underground water and mountain water and deliver it to farms 

and crop lands. 

The play reveals the intimate life of an Omani village that is blessed by simple 

quietude, stability and social solidarity, before chaos erupted as a result of foreign 

exploitation and building projects. As a result of the ignorance of the foreign workers, 

the canal collapsed, thus destroying the lifeline of the village. Traditional songs were 

used at the start of the play to describe how the village is blessed with original arts 
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and traditional life. In the first scene we can see children singing the following song 

while gathering dates (Albaser): 

Yadely talkot beser….wa rjooly ma tankaser 

Yadely talkot tamer….wa ba‟d el eser yeser 

Yadely talkot tamer….wa rasy fawkahoo yoser (Jawad 1992: 5). 

 

Second song: (Al Laqat) 

 

Yadely awaanya… wa al mo‟en Alla ta‟ala 

Yadely sa‟edeeny… balnaby kayer albaraya 

Yadely kaweeny….wa alkawy Alla ta‟ala 

Yadely arhameeny….wa al raheem Alla ta‟ala (Jawad 1992: 6). 

 

Art Al Laqat is a simple song to accompany the harvesting of fresh dates (ratab) 

during the summer. The songs vary according to the poetry used (Pride- Omani Music 

2007: 122). 

This song was used by children to ask God to help them in their harvest work and 

give them power and mercy. 

 

Third song: (Aljedad) 

(Abood) the farmer climbs up the palm trees to gather fresh dates while the children 

sing the following song: 

Tah mawardah….Aljedad  yakdom ala awladeh…Aljidad 

Tah fe al haysa…Aljedad   mohtag lelabisa…Aljedad 

Yathros ra‟saho… Aljedad  a‟seb ra‟sah… Aljedad  

Yarbot haboolaho… Aljedad  yatla berjoolah.. Aljedad  

Ma kan fe wa‟edeh…. Aljedad  rabah yas‟edah… Aljedad  

Rah kaboorah… Aljedad   yashtary kandoorah.. Aljedad  

Rakeb wagoany… Aljedad  bal kayt mothany.. Aljedad  

(Abood gets down from the palm tree gathers some fresh dates and distributes them to 

the children (Jawad 1992: 7). 

 

The poor father who climbs palm trees to gather dates is described in this song in the 

way he dresses, songs that he sings, and his happiness when he gathers a large 

quantity of dates to sell.  

The traditional songs in the play are famous and their use helps to make them more 

widely known. In addition, they depict the life of a lot of Omani children who were 

born and raised in villages. 

 

3- Rasa'il Qadi Ishbiliyat (letters of civil judge) 

This play was written by the Egyptian playwright Alfred Faraj and produced by 

Mustafa Hashisha in 1994. It relates to historical plays and takes place over ten 

scenes. 
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In the play (Rasa‘il Qadi Ishbiliyat) the judge of Ishbiliya writes his diaries or 

documents. When presenting this work the producer divided the stage into two 

sections: the first is the judge‘s court and the other is the room where the story about 

the letter takes place.  

The first letter concerns the poor woodcutter Ali and his woodcutter friend Hassan 

who, going into the forest to cut wood, reach the land of Prince Mahmoud, that he 

uses for seasonal hunting.  Ali decides to cut wood from this land because it‘s the land 

of god, and as a result the followers of the prince arrest him and take him to the court 

to be judged.  

The second letter for the judge is titled ―punishment‖ and it revolves around the trader 

Soheel who arrives with the convoy from Granada. Soheel‘s friend gave him a 

secretariat to be given to the trader Abu Sakar. After the secretariat was handed to 

(Abu Sakar), he insisted for him to have launch with him, so on the way he meets a 

girl that wants to sell her necklace so he takes it of her but gives her nothing in return 

in an excuse because he has a guest over to get red of her. The girl went to the judge 

to complain. 

The third and final letter is titled the Souq (market). It concerns the story of the trader 

Nour Al Deen who was sold a spell that was written on a jewel for the daughter of one 

of the kings. This incident gave him a disease, which forced him to leave the market 

and close the business. Nour Al Deen's family went to the judge to make a complain 

against the daughter of the king (Annabaa 2008). 

 After each letter the judge announces his judgment as to who is right, who is wrong 

and who is to be punished. 

The song chosen at the beginning of the play Rasa‟il Qadi Ishbiliyat consists of two 

sections: the first is from an Omani traditional song and the second is written by 

Bader Al Hamadany. The first line of the song was written by the deceased artist 

Jamel Al Aubaidani, as a guide in composing this musical poem. The words of the 

song are: 

Yo Dany yo dany dan***bal-weel men dany alooh 

Al donya ajlah la tazol***atdoor men thaleka Al azal 

Famen rakba wala nazela***wala ehteraf wala e‟tezal 

Ayathal kama howa..ajal***taros mol‟lek fe ajal 

Ana kayt men thalek thgazal***marah toza‟ze wanfasal 

Aw taros feker wartahel*** wartah men donya Al 3ajal 
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Ehtaz kol shye we rtakal***w‟atal jesem wankatal 

W‟nhar kol shy‟e moktamel***wastar aldonya ansadal (Al Hamadany 2009). 

 

Which translates as: 

―The world is a rollercoaster since the early days, no matter where the human being 

reaches in life he will still be a human and everyone will die at the end after 

experiencing different aspects of life like health issues that will probably kill him or 

other aspects that might end his life by getting murdered.‖  

The part that came from this traditional song belongs to the art of Abuzalaf, a 

traditional Omani art, that has men and women in two rows standing and facing each 

other, while in the audience are men on one side facing the women on the other. The 

men also play the drums Al kaser and the Rahmany to accompany the poem, which 

normally doesn‘t exceed six or seven lines with ―Salim‖ at the start and in the last line 

(Al Shkili. N 2009). 

 

4- Toratheat (legacy) 

This play, written by Salim Al Masrori and produced by Saood Al Forkani, was 

presented by Baraket Al Mooz in the Dakhililyah region in Oman in 1994. It is a 

national play containing a number of traditional songs performed in a dramatic way, 

and was performed at the occasion of the Year of Omani Heritage in 1994. The 

celebration of the Year of Omani Heritage was one of the most important national 

events in Oman, where the government utilised all appropriate material to show the 

heritage of the Omani civilization (Al Habsi&S 2006: 19). The inner region witnessed 

this grand celebration, and this large celebration was accompanied by more activities 

from the inner region, one being this play.  

It wasn't possible to find any other additional information on this play, although it 

contained heritage Omani songs from the inner region. 

 

5- Albear (The Well) 

This play was written by Amna Al Rabe‘e in 1997, consisting of one chapter and 

eleven scenes.  

The author notes that ―the song contained in the play was inspired by the traditional 

Omani environment and games‖ (Al Rabe‘e 2003: 158). 



147 

 

The first scene is titled ―In the start all the children was singing‖, and starts with the 

children singing the traditional song that is known throughout Oman and in most of 

the Arab world (Oh kite fly fly), but the author mixed the words up, which clouded 

the meaning; the song is as follows: 

Ya tayara Tery Tery Tahawal men awal men awal 

Al Aroos gabat saby wa Al-Laban men Al-Bakara 

Salemey 3la el sayed yabga el matar 

Gabat le thawb harir WA Ali yabga el harir 

Sayeede safer makah WA Al-hasheesh men el gabal… (Al Rabe‘e 2003: 161). 

 

And the lyrics of the original song were as follows: 

Ya tayara tery tery  salmy ala seedy  

Seede rah makah jab le thoob harir 

Wahataho fe sondook sonndook ma lah moftah 

Wlmftah end el Al-hadad wAlhadad yabga floos…. (Al Maleky 1999: 248).  

 

The meaning of this song: 

The boy is flying his kite up high, asking it to say hello to his grandfather that 

travelled far away to Mecca to get me some silk clothes, then he put it in a box, which 

doesn‘t have a key, and the key is in the workshop, and the workshop owner needs 

money. 

 

This song is considered to be one of the famous songs that accompany games for 

children throughout the whole of Oman. 

The second scene, entitled ―The people who grow up and get married don‘t forget 

singing‖, opens with a part from the previous children‘s song but sung by the mother, 

Sabah, as follows: 

Sabah: (singing) and the bride gave birth to a boy, and named him Ali, and Ali needs 

milk, and the milk is from the cow (stops) 

Why Ali? Why not Khalid for example and why is the milk from the cow – why isn‘t 

it from … (laughs and her daughter Balakes comes in) 

Balkees: (smiling) it‘s weird your situation Mum, you and Dad sing the same song‖ 

(Al Rabe‘e 2003: 170). 

 

The author opened the second scene again with the children‘s song, but this time set 

to music and with the correct meaning, understandable to all. She wanted to deliver a 

message that the children singing the song in the first scene gave a false meaning, and 
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in the second scene they had matured, and were singing the song properly in front of 

their children. The song in both scenes connects the two scenes.  

The author ends the second scene with a description of a different song, where she 

says: ―we hear the sounds of arms knocking the on the floor, and the males and 

females singing a sad emotional song. The song starts, Sabah crawls to the middle of 

the area, and her husband, Naseeb, comes in wearing fishing clothes, holding his child 

by his head; his daughter Zaynab holds her brother by his legs and lays him on the 

floor. The boy is shaking as if there is a power inside him that wants to leave his 

body, and his shakes are transmitted to whoever is holding him. Then Sabah dances 

the death dance (Aldan Almorabetah) in which she circles around everyone until she 

faints‖ (Al Rabe‘e 2003: 173). 

 

The Aldan Amorabetah, or death dance, is a combination of songs and dances that is 

known in the state of Marabet, one of the states of Dhofar. The rituals of the dance are 

as follows: after the funeral the men starts hitting the ground with their feet from the 

cemetery until they reach the house of the dead person, while the woman who lost her 

husband is dressed in black and starts dancing to sad songs (Al Rabe‘e 2003: 201). 

The author finishes the second scene with the song Fan el Dan and discusses it in the 

third scene, speaking on behalf of the character of the girl Zaynab who has been 

married for six years and wants to become a mother. We find her in this scene 

discussing her marriage, indifferent to its unity and her wish to become a mother. The 

question is, why is she so angry? So the author answers her by repeating the same 

songs of the Aldan Almorabetah, and she says that she is searching for the sound like 

crying, which she thinks that it‘s the sound of the child inside her. 

The fourth scene is entitled: ―the wolf and the kids‖. 

The author opens the scene with a group of children playing and singing the 

traditional song with a description of their movements, saying: the group of children 

is divided into two: a section where the child is performing while wearing a wolf 

mask, and stands alone on one side, and the second section, performed by a girl, 

wearing the mask of the mother. All the children join her in a chorus. 

 

Wolf boy: I‟m the wolf here to eat you 

The mother: and I‟m the mum to protect you 

(The previous section repeats again) 

Wolf boy: going to eat you 
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Mother: no you won‟t 

Wolf boy: now I‟m going to eat your children 

Mother: no! I swear to god you won‟t 

Wolf boy: going to eat 

Mother” no you won‟t (Al Rabe‘e 2003: 182). 

 

 

The children start running away when the wolf chases them trying to catch the last in 

line, until the wolf finally catches one of the children and imprisons him as a hostage 

in the corner of the stage. Then the mother takes the place of predator and shouts at 

them to run to the well, ―oh my children run to the well‖. 

This song is also known to the children in Oman, and it is sung and played in the 

same way that the author described. But in addition, at the end of the game, they run 

to the well and hide in it. This explains the title of the play, as if she is saying the 

problems that happen in life are caused by the Wolf human and that the well can solve 

and hide the problems, when the children escape in a group with the help of the 

mother, the leader who protects her children and provides the solution to escaping 

from the wolf by reaching the end of the well. 

The fifth scene is a musical title (ya haybah ya abooh  wen sha Allah tojeebooh) 

(Al Rabe‘e 2003: 188). 

 

Ya hayba ya booh comes from the routine of the fishermen's village in Dhofar state. 

They sing it for fishermen who go out to the sea for weeks and months when some 

ships come closer to the coast and supported by the birds that are attracted to the 

beaches by the smell of the fish, so the citizens living on the coast get ready to go out 

to the sea while singing songs that ask the sea to make the fishermen‘s arrival quick 

and soon (Al Rabe‘e 2003: 201). 

 

The topic of the marriage of Balkees the young girl is the title of the sixth and the 

seventh scene and it discusses the reason of why her father wanted to marry his 

daoughter Balkees to Omar, the teacher as a second wife. The author has Balkees sing 

a song described as ―a song from the mountain tradition‖. 

 

The eighth scene is a descriptive scene that talks about the well, where the father, 

Nasseeb, danced to a song that the author described as ―A traditional dance know as 

the dance of Hamad AlKabeer‖ (Al Rabe‘e 2003: 193). 



150 

 

The dance of Hamed Al Kabeer (a dance that is famous in Dhofar state) uses 

traditional rituals connected to black magic. 

The author at the beginning of the play explained the musical art (Alsany) as follows: 

―Some of the traditions of the Dhofar farmers were the practice of the rituals that had 

a solid connection with water and the ground, and this ritual is known as Almakood, 

and it is the land that water was extracted from due to the large number of wells in it. 

The song depicts the hard work he has to do, so he needs some entertainment to make 

him keep on with this hard work. This was known as singing of Sony art‖ (Al Rabe‘e 

2003: 158). 

The ninth scene comes with the title of ―Acceptance‖. The author says that ―the 

children enter the stage singing a song from the marriage tradition followed by a 

group of women in different coloured dresses, dancing with joy. 

Everyone sings: 

 Nawnah nawnad Salat Ala el Alnaby wa Alhadreen, Alf salat wsalat alayka ya 

habeeb Allah mohamad (Al Rabe‘e 2003: 194). 

 

Nawynah is a traditional song that the state of Muscat is known for, where the 

marriage songs are sung. 

Then the bride enters, and the children and women take part in the singing and 

dancing. The author here chose a new song, which is: ―the children are divided into 

two teams, a team of male children asking questions and another team of females 

answering it, and in this part the women stay aside watching. 

 

“The first team: Arosa ma tadooreen 

The second team: door ebrah 

The first team: aroosa aroosa hal mooh ebrah 

The second team: hal alkayt 

The second team: hal alkees 

The first team: aroosa aroosa hal mo alkeees 

The second team: hal awlady 

The first team: aroosa aroosa kam awladesh 

The second team: asharah 

The first team: hoo aleesh, anty wawladesh everyone laughs” (Al Rabe‘e 2003: 195). 

 

 

The play ends with the tenth and last scene, where the brother, Tarek, decides to help 

his sister Balkees escape from the wedding, thus stopping the wedding. They escape 

and run to the well and hide there together. The old well is the safe place where no 
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one know where they are, an idea they took from the stories of their grandmothers 

who used to tell them stories of hiding in wells when they were young. The family 

keeps searching for them without finding them. The play ends by putting the spotlight 

on the well. 

Amna Al Rabe'e is an Omani author, famous for producing many plays, distributed 

within and outside Oman. The last series was distributed in Jordan. Some of his 

scripts won awards for best playwright in competitions in Oman and the Gulf. 

The Well play is one of the most important plays to utilise large numbers of 

traditional and social songs; in this play there were around seven songs used in the ten 

scenes. 

Some of these songs came as part of an original song, and other parts from a 

description of the environment of the art that the traditional song was performed in, 

and the different dances that accompanied it without specifying the lyrics of the social 

songs. What was special in the Well play is that he author Amna Al Rabe'e is from the 

south of Oman, where most of these songs were famous, so the environment that the 

author lived in influence him in producing his plays.  

Additions: 

The Art of Alrobwah is from a traditional art that is famous in the Dhofar state. 

Women form one line behind a line of men, and men and women dance together to 

the strong beating of drums.  

 

 

6- Al Baraqia (the Veils)     

This play was presented by Fanani Majan (Artistes Majan) Public Theatre Group and 

was staged in the fifth Theatre festival of the Majles Alta‘awon Alkaleejy (GCC – 

Gulf Cooperation Council) in Kuwait on the 2
nd

 of April 1997.  It was written and 

directed by Abdul Kareem Jawad. 

 The play depicts different human issues through traditional songs and scenarios, 

starting with: 

The first scene is entitled ―Birth‖ and presents the idea of how to welcome a newborn 

depending on the sex of the child. In this scene a song relates the joy that comes with 

the newly born, and describes the many delights that every girl and boy newborn has. 

Some of the words in the song are: 
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A group of females:  

Howa howa ya menz ali  yanoz hebaloh shway shway 

Howa howa ya menz ali  yanoz hevaloh shway shway 

Ja‟a al mobsher   wkolna saby 

Ja‟a al mobsher   wkolna saby 

  AL fatat alty tajles enda al manz al a‟zrak: 

Sabahak sabaheen    wsabah al a‟rab mara 

Wsabah habibaty maratayn wsabahoha awafy anteen 

Majmoo‟at fatayat: 

AL fatat alty tajles enda al manz al a‟zrak: 

Wsabahesh bel awafy  wa kasmash ya aeen wafy 

Wraby ataany atya   wa ataany saby wbnaya 

Majmoo‟at fatayat: 

AL fatat alty tajles enda al manz al a‟zrak: 

Wal banya atya raby   wayarok al saby byadeh 

Walbanya lahya   wahya lelhawsh ra‟eya 

Majmoo‟at fatayat: 

AL fatat alty tajles enda al manz al a‟zrak: 

Walbanya lrashy falya  walbanya le thahrey dakya 

Walbanya lmawty bakeya walbanya la amry da‟eya 

The group of girls is carrying the boy in the blue chair, walking with him joyfully to 

the outside. (Al Baraqia 1997: 4). 

 

An example of the translation of two lines from the song: 

Al Manaz that the girls become joyful when the newly born boy arrives and they all 

sing: 

Ho Ho the swinging of the baby‘s chair, tied to ropes swinging slowly slowly 

The tidings bearer has come to us and said it was a boy 

 

The second scene shows what happens after his birth, where the newly born sleeps in 

his bed, in the next stage of his life, and the bed here is the baby‘s bed where he will 

go to sleep to a gentle rocking. 

 

The third scene is Al Hawl Al Hawl, which means the first birthday for the newly 

born, and it appears in the text as follows: 

On the left side of the stage there is a small swing with a six-year old girl sitting on it, 

while the other girls are dancing around her in a beautiful way. One of these girls 

pushes the swing while all the others sing Ahzozat Shwat Al Bata. The beautiful 

dance is symbolic and complements the traditional song. 

Shoot shoot el bata   metaya heen ahta 

    Naheda bayt salama 

Slamat sayrah al sooq  w tageeb aeesh wa lahma 

    W nagerfah bel sawany 

Sawany yo sawany 

Ya fatema ben el naby   sholy ketabeky w‟anzely ala kabor mohammad 
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Shoot shoot el bata   sheely ktabeky w‟anzly 

Ala kabor mohammad fook aa‟ly fook aa‟ly (Al Baraqia 1997: 7). 

 

This song describes the joyful girls swinging the baby in the swing and the fun they 

are having with the henna drawings on their hands.  

 

The fourth scene talks about the life of the human being, especially the woman, it‘s 

called the Al Baraqa'a's four eyes. The Barqa'a is the stuff that was enforced by the 

man, the hero of the play, to his four wives to show his manly position, and control in 

the stage of the marriage. 

The fifth scene is the Falj, the path of water as it is called in Oman. And the path of 

the water here is used to symbolise the path of life between the husband and wife, 

where this path looks like the path of the pure water paths in Oman. 

 

The sixth scene is the Hojla that symbolises the wedding night, combined with its 

songs. The song of the wedding is to congratulate the groom and his family. It 

describes the wearing of the wedding outfit, as follows: 

Songs of the wedding continue, as a girl sits on a chair with her legs outstretched and 

another girl paints them with henna. The other girls dance around and sing. 

The wedding songs are performed by the women while they sing the words of 

congratulation. 

 

Alla yabarek lahoo  ybarek lahoo 

Ra‟ey al sabee‟a   ybarek lahoo 

Ra‟ey el masr al akdar ybarek lahoo 

Howa whyatahoo  ybarek lahoo (Al Baraqia 1997: 16). 

 

Translation of this song: 

God bless him Bless him 

The owner of the green headband and bless him 

Bless him and his family blesses him 

 

The wedding song is considered as congratulation for the groom and his family and 

describes him wearing the wedding outfit in the song the green headband in the 

groom‘s outfit symbolises growth and success, and it is customary to photograph 

different colours in the cultural songs. And some of it has been chosen in this text: 



154 

 

blue is the colour for the boy newborn and for his bed colour, and the cloth that he is 

wrapped in when he‘s born. This colour might have been chosen to symbolise 

strength. The pink colour for the female newborn symbolises softness. And here the 

songs in the text can point to the relationship of the mother‘s marriage and how she 

remembers it either by its success or failure, or her children‘s marriage, whether they 

are males or females. 

In the seventh scene, the struggle becomes more intense, signified by a burning 

painting. And the burning here is the burning of the woman in her life with her 

husband, and the burning of her personality from the continued life with this husband. 

And this burning reaches its peak when the arguments increase between the couple 

until they reach their limit, when the husband marries the second, third and fourth 

wife, which is the number of wives a man is allowed to have. However, the most 

important issue is that of justice between the four wives and this is what the next 

scene discusses. 

 

The eighth scene relates the time when the husband becomes poor, and can no longer 

provide the expenses for his children to bring them up well. By that time the 

agreements between the husband and wife come to an end, and the wife starts wishing 

that her husband will become paralysed or die. 

 

The ninth scene is a song for grinding the seeds using a millwheel, symbolising the 

husband‘s concern with his wives as their problems are spun around in the coaster and 

ground. It ends with the husband becoming paralysed and unable to walk. The lyrics 

of the song are as follows: 

(The four wives make up the scene where they are grinding seeds on a coaster. The 

males in this scene present this nice line up on a large sized coaster, and the females 

are working and singing.) 

 

Tahny taheen yo alrehya   tahen aleesh albanyah 

Tahen zad la‟abyeha   ma dam alshams haya 

    Tahany….tahany yo alrehya 

Mabalk mabalak yo dary   yakook akary safaryah 

Ana sholooly ma ramt ashelah  men alkatly lelbasharyah 

    Tahany….tahany yo alrehya 

Dargy dargy yo dary   bekawm akary safaryah 

Ana shlooly ma ramet ashelah  men alkately lelbasharyah 
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    Tahany….tahany yo alrehya 

Dargy dargy yo alhamah   yawm alkows soot amamah 

Dargena dargna al hamamateyn ma algawazy wa alkazamatyn   

  Tahany….tahany yo alrehya 

    Tahany….tahany yo alrehya 

 

 (By the end of the song the four wives get up one after the other and enter in the line 

up on the coaster that is made by the males…then the coaster spins and grinds them 

all (Al Baraqia 1977: 35). 

 

The translation of two lines from the song: 

 Grind Grind oh Grinder 

The girl is using you to grind 

Grinding the food for her father 

As long as the sun is still shining  

 

The grinding of the seeds symbolises the woman‘s unhappiness with her daily life to 

earn enough money to support her children or her sick husband. 

The play ends with a very sad scene, where the writer reminds us of the song we 

heard before, Al loyolaba, swinging the baby to sleep: 

 

(The four windows are lit up on the two small veils, and in each window there is a girl 

sitting with a cradle swinging it gently, singing the ―Al Loyolaba‖ song.) 

Loyolaba Loyolaba Loyolaba Loyolaba 

       Loyolaba Loyolaba Loyolaba Loyolaba 

     Loyolaba Loyolaba Loyolaba Loyolaba 

Yooh kaly yooh kowayle   la taskon fe Alsooyooh 

Waskon fe zel bared   bayna el hasha walroohy 

     Loyolaba Loyolaba Loyolaba Loyolaba 

Maskeen ra‟ey el karya   thahy wla ya‟elam 

Bady yaseer behja    yashoor bedameh… 

     Loyolaba Loyolaba Loyolaba Loyolaba 

Yo sayreen el seyrah    kolkom sagereen 

Ma ma‟kom bo habiby    men arab al kayreen 

     Loyolaba Loyolaba Loyolaba Loyolaba 

Salema yo salema      aeesh gayblesh alay 

Men za‟arfan sala lah    bo ala al kodood yaseel 

   Loyolaba Loyolaba Loyolaba Loyolaba (ibid). 

 

The layoolaba, as the writer explains, is a song that the Omani woman uses to soothe 

her children to help them to go to sleep. The song was also used in the play either to 

help put the child to bed or to try to get him to sleep. 
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The tenth and the last scene is about the husband when gets old, as he get happy or 

upset by any simple reason or word. The old man becomes like a little child by his 

sensitivity and reactions that he needs a special attention. 

 

The writer started with the birth and ended up in the tenth scene with sickness, thus 

charting the life of a human being. 

The traditional songs that are used in the play are Oman‘s songs in their meanings and 

pronunciation, and some of these songs are still used in Oman either in games 

children play or at weddings or special occasions. 

So he explains the journey of a human being to each man and woman when they 

become husband and wife. We can also notice that the explanation of the veil appears 

in each scene and cultural song. For example, we see the songs chosen by the writer 

from the Omani heritage, firstly the cry of the newly-born, then the cry is heard again, 

as the person faces painful problems, conflict and challenges in life, from the time he 

arrives into this life until the end of his days. 

 

The philosophical meaning behind this story is of the child when he his inside his 

mother, in the first stages of the embryo formation, and is portrayed as being inside a 

mask or veil that protects him from the outside world. Then when he leaves this veil, 

he must face the world with its problems consensus or antagonism. 

The play demonstrates that the man who imposes the wearing of the veil on his wife 

and daughters isolates them socially, even inside their homes. So this veil here 

resembles the personality of the woman. Another meaning is that men wear veils or 

masks that are different from their nature in order to reach their goals. This is 

demonstrated as the girl grows up and dreams of the man she will spend the rest of 

her days with after marriage, but the man wears a veil or a mask to cover his true 

personality and the way he treats women. Thus the mask is pink when he proposes to 

her, and black after marriage, just like the black veil in the play. The writer did not 

make a judgment of the man with regard to the way he treats his family, or women in 

general, nor to his following of the Islamic Religion and its rules. Rather he left the 

ending open for the audience to arrive at their own conclusions. 

 

7- Salat Al Lemon Alhilloo (Basket of Sweet Lemon) 
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This play was presented on the Da‘ery stage of the Theatre Arts Department in 1997. 

It was written by the Italian author Luigi Pirandello and produced by Dr. Othman 

Abed Al-Mu‘ti, when they participated in the first cultural week of the college of arts 

in 1997/98 (Al Azri 2008). 

This theatrical work was presented over two full days, utilising some vocabulary of 

the Omani heritage such as the cultural song (Salem Darab Salooma) from arts 

(Bnabadi). 

 It concerns a musician from the band, Mikotchy Bonafino, who comes from the 

village to visit his aunt, Marita. He is surprised to find a party being held at the house, 

and the maids in the house stop him from seeing his aunt without an appointment, but 

he insists on waiting because he‘s a stranger and knows no one else in the city. While 

talking to the maids, he mentions that he‘s a musician in the koral band in his village 

Palma (an Italian village). There he encountered Sena Marenas singing on her rooftop, 

so he introduced her to the leader of the band, his friend, who also became interested 

in her voice. He then helped her learn music, bought the musical notebook for her and 

gave his friend gifts to help her. Finally he decided to send her to the conservatorium 

going against everyone, including his father and mother, to do so. However, after she 

finished her studies, Mikotchy didn‘t hear from her again for four years, except for 

what he read about her in the newspapers, which he saved for her, and then he 

received a letter from her when he was sick and it contained a thousand pounds. After 

he had told the maids this story, they ask him to play his music, and while he was 

playing his aunt Marta appears and is surprised to see him. She asks him to stay where 

he is because the birthday party had started and the visitors were having dinner and 

she doesn‘t want interrupt Sena Marnees. So his aunt sits and dines with him until 

Sena is free to come and welcome him. But she comes for a short time that is less than 

he expected to be. This short meeting took him a hard trip for two days in the train 

without having anything to eat just to see her. When he sees this lukewarm reception 

he decides to return to his village and give Sena her money back. However, before he 

goes, he shows her a bag of sweet lemons that she used to love, and forbids her from 

touching it or looking at it, only allowing his aunt Marta to smell it. He tells her that 

it‘s the smell from the village then he leaves, and by that the play ends (AL Habsi& S 

2006: 43). 
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Bnabadi is an old Omani traditional art, where men and women gather together and 

stand in two lines facing each other in front of an audience of men and women sitting 

facing each other. The men also play the drums. (Al kasir) and (Al Rahmani) ( in 

addition to the poems, but it is not for singing but it is told to one of the women 

standing in the line to sing it, Then a man tells the woman another poetic line with the 

same rhythm and weight like the first line. Normally it doesn‘t exceed six or seven 

poetic lines that start with Bin Salim. 

These are the lyrics of the poem: 

 

Yodany dan dan dany 

Bin Salim yakool 

Salem darab salooma bhabyat a‟soo  

tamat shaher mahmoomah 

Bin salem yakool (Al Shkili. N 2009). 

 

which translates as: 

Bin salem says, Salem hit Salooma with one stick 

She stayed for one month with a fever 

 

8- Ared Almusk (The Land of Musk)   

This play was written and produced by Rahima Al Jabri in 1999, and was the first 

children‘s play performed in the Sultan Qaboos University. It was also shown in the 

Salalah Autumn Festival in the same year. The play was taken from Omani folk tales. 

Its events start with a group of children running behind their grandmother asking her 

to tell them folk tales. The events started when the father, Hassan, leaves his land and 

his children to seek his fortune. On the way he passes a blind weary lion and a tree 

with dry branches that never reaches the water of the canal. So he asks them both to 

search for his luck. When Hassan met the Sheik of luck, the Sheik told him that he 

allowed to ask two questions only. Hassan asked him about the luck of the tree and 

the lion and the Sheik replied that both the tree and the lion will find their luck in their 

home land. However, Hassan forgets to ask him about his own luck. Finally, Hassan 

finds his own luck in his home land, where his children have worked hard to rebuild 

the farm into a green heaven. Thus Hassan learns from his journey and by seeing the 

hard work of his children that luck is found in the land of musk, the symbol of the 

homeland, and it needs someone who will work hard and be smart to extract it.  
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In addition, at the end of the play, the grandmother (who is the Narrator) appears after 

making Hassan‘s dream come true when he returns to his family, and the grandmother 

ends the play. 

 

Some Omani traditional tunes and words of cultural songs were used in this play, for 

example:  

 

Omy Omy yamayah Ra‟ey Albaher ma‟abah 

Aba waleed amai           be kanjareh we agadnah 

 

 

(Bedouin girl wish that doesn‘t want a sailor as a husband, but wants her cousin that‘s 

holding a dagger and his stick) (Al Doroora 2000: 114). 

 

The playwright Rahima Al Jabri asserts that the songs chosen in The Land of Musuk 

play are from Oman, but she mentioned that in reference to some critics‘ remarks that 

these songs were not from Oman. They confirmed that these songs are Kuwaiti or 

from other Gulf states (Al Jabri.R 2008). However, according to the author Ali Al 

Doroora who wrote the book entitled (The Taritonal songs in the Arabian Gulf) 

confirms that this song is sang in Oman and some Gulf countries, and it came under 

the swing songs. It is called in most of the Gulf regions ―Al-Maryahana‖ which 

considered one of the entertaining ways for girls, which are very popular specially in 

holidays and occasions, where swings get installed in regions and most parts of the 

villages (Al Doroora 2000: 114). 

 

Al Jabri was taken from the main song structure, melody and the first line of the song 

and she was written as a new poem, as follows 

Ya omy ya omy yamayah  Ahky lana hekaya 

A ma mada w‟ajdadna  wayamena el jayah 

 

 

The girl hopes her grandmother will tell her a story about the ancestors and it has the 

mural for the upcoming days or the future (Ared Almusk 1999: 6). 

 

The second traditional song (Altahan) 

These songs are performed by women during the milling of the seeds like barley   on 
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the movement of millwheel, (the millwheel machine is a simple handmade machine 

made of two stones used to grind seeds and it makes a sound during grinding). 

 

Alfatyat: 

 Tehany tehany yo Alreha  

Tathan aleesh albonyah 

Tathan zad la‟abeyha 

Ma dam al shames hayah (Ared Almusk 1999: 25). 

 

 

4.3.4 The fourth stage of Omani contemporary theatre (2000 to 2008) 

The fourth stage, from 2000 to 2008, was during the time of writing this thesis, when 

the number of songs in the structure of Omani texts and performances increased by 

more than half than in the previous stages. Where the number of Omani plays was 

fifteen, contained with vocal heritage and continued getting help from the government 

has a positive come back. The establishment of the Ministry of Culture and Heritage 

the first Omani Theatre Festival in 2004 followed in two years the second theatric 

festival in 2006 and  the celebration of Muscat the Capital of the Arab culture in 2006, 

where this year have witnessed the publishing of the most studies about the Omani 

theatre and theatric text. In addition, Mazoon Public Theatre Groups organize the first 

Children Theatre Festival in Oman in the year 2007. 

 

Plays that used the song in their structure are as follows: 

 

1- Kursi Fe Laylir O’ros (The Chair at the Wedding Night) 

This play was presented by the Alahali Public Theatre Group on the Alahali Club 

stage in 2000, and was also presented in a number of states in Oman.  The play was 

written by Zamzam Al Rashedi and produced by Helal Al Helali, and it discusses the 

subject of the dream of youth about marriage and the obstacles that they will face 

from the older generation. In addition, the play addresses in a sarcastic comedic way 

the practice of employing foreigners over Omanis in important jobs. 

 

 In (The Chair at the Wedding Night) play choice of the wedding dreams and the 

traditional songs that comes with this celebration, which make up the dream of each 

young man. Also, it invites Omani youth to take their time in achieving their 
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aspirations, and that the way to do that is to work hard, not by going to wizards and 

imposters to help them in getting married (Al Habsi & S 2006: 73).  

 

The songs used in the play are those for a wedding that depict the groom‘s joy. Such 

songs are utilised at many occasions that typically feature in plays and are 

accompanied by cries of joy from the women. The lyrics are simple and well known 

to the audience who react appropriately. 

 

2- Saif Aljin (The Sword of the Jin) 

This play was presented by the Al Dann Public Theatre Group in 2000, and 

participated in the theatre festival Ayam Gomma Al Khussaibi and during the 

activities of the Muscat festival in 2000. It was also performed on the stage of young 

people at the General Authority for the activities of youth, sports and culture in 

Rawee, and the stage of the school of Ahmad Bin Al Nather junior school in the state 

of Sma‘el, the stage of Maneh Alriyady, and on the stage of the Technology college in 

Muscat (Al Habsi& S 2006: 44). 

 

In the play there are four scenes and 23 characters. Songs and dances were chosen 

from the Al Zar that is famous for healing from the Jinn mass or touch. Normally the 

villagers blame the Jinn for causing diseases and creating obstacles that prevent their 

dreams from coming true, and herein lies the nub of the play with a search for the 

saviour who appears to them in the image of an evil wizard that lies to them, steals 

their money. And no one is able to withstand the wizard‘s tactics except for a young 

intellectual man who warns the villagers of his tricks, and informs them that the Jinn 

that appears to them is one of the followers of this wizard. The wizard is then 

destroyed with everyone‘s cooperation (Al Hinai. M 2009).  

 

3-Al aroos (The Bride) 

This play, written and directed by Mohamad Al Mohandes, was presented by the 

Dhofar Public Theatre Group, in the Salalah autumn festival series of 2003.  The 

events of (The Bride) goes around the idea of a random marriage or marry more then 

one. Through a character that enjoy the cases of random marriage without limitation, 

until he falls in a separation from his marriage to a woman that was different than the 

one he saw, reaching to a level that his children, from other wives, to interfere to save 
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their father from the dilemma that he have fallen in. He learns his lesson and divorces 

this woman that took advantage of him and sits him up for this. 

Two traditional songs were used in the Bride play (from Art "Tabl a Nisa" Women's 

Drum): 

 

a. "Al Aroos" (Bride song), lyrics of the poet Tarek Koton. 

b. And song ―Mahad kama hasnah‖(No one as Wonderful Beauty), lyrics of the 

famous poet Ali Abdala Al Somaly (Mohamad Al Mohandes  2009). 

  

The name "Tabl al Nisa" (Women's Drum) is used for various musical phenomena 

throughout Oman. However, in Dhofar Women's Drum is not a general term for 

female art forms but a very special genre. It is used as a means of evening 

entertainment where there are solo performances and also group singing of repeated 

refrains (El Mallah 1997: 21). 

 

4- Bataya Rayah Gaay (Bataya Goes and Comes)  

This play was presented by the Obar Public Theatre Group in the Salalah Autumn 

Festival 2003. It was written by Adel Fadol Al Blushi and directed by Salah Obeid. 

The play is made up of three scenes: 

 

First scene: a restaurant in Salalah 

Second scene: house of Ashoor 

Third scene: Markas babataya 

 

The play discusses the subject of a lot of travel to Asia especially Thailand between 

young and the elders alike. The old hero, Ashoor, has a family consisting of a wife 

and two sons. Ashoor decides with his two old friends Jam‘an and Naseeb to travel to 

the island of Pattaya in Thailand, but they tell their wives and children that they are 

going for a health trip. Ashour doesn‘t take good care of his family and especially his 

oldest son, who is sick, and is cared for by an uncle, Abdulala (Abdulala doesn‘t 

appear in the play, but other characters mention him). When Ashour‘s wife suddenly 

gets sick, her brother decides that she and her children should travel to Pattaya. Start 

arguments between the father Ashour from side and his wife and children from the 

other side after treatment and recovery, where the father and his friends were drunk 
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alcohol on the streets. The play finishes by pointing out the father‘s neglect of his 

family, as he follows his own desires and pleasures. As a result his family abandon 

him after finding him unconscious and intoxicated.  

A song was chosen from the art of Al Barah and is as follows: 

 

The Al Barah song for the poet Mostaheel Ja‘aboob 

Bataya raheh a gay  bataya feeha mnay 

Bataya tob el koloob  feha artahet wsalyt 

Lebataya bandalk   gam‟an athereh sadak 

Wa Ashour wedeh ma araf zawja w‟osra wbayet (Obeid 2009). 

 

The meaning of this song: 

He's wishing that he will be travelling back and forth from this island all year long, 

because it has all ways of relaxation and pleasure.  

This song that was chosen for this play is from the art Al Barah, which is full of 

youthful joy. It is performed by two youths, each one holding a dagger in his right 

hand while his left hand holds his Dishdasha (traditional custom). 

 

Al Barah is a vigorous jump in which one foot is high off the ground, while the two 

performers move together. Each one turns in a circle and then they bend together in 

front of the band whose members sing and keep the rhythm. 

 

5- Homran Al Oyoon (The Redness of the Eyes) 

This play, written and directed by Emad Bin Mohsen Al Shanfari, was presented by 

the Salalah Public Theatre Group in Abdu Dhabi in 2003 during the activities of the 

eight Gulf theatre festivals for public theatre groups. It was also presented for the first 

time inside the Sultanate, on the stage of the General Directorate for Heritage and 

Culture in Dhofar in 2004. The title of the play (Hamran Al Oyoon) is a cultural 

saying that men are proud of, that Arabs hit the person with redness in his eyes, and it 

symbolises strength, anger and standing up for one‘s rights (Kutaib Al msrahih 

Homran Al Oyoon 200: 3). 

 

The story of the play is said to be based on a true story, and it revolves around the 

Sheik of a tribe that faced a pirate in the sea and killed him and took control of his 

ship with the people on board and the contents. One of the people was the pirate‘s 
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son, who on that day was an infant. The story begins when the son is growing up and 

being raised as one of children of the Sheik‘s tribe. The young man is known for his 

courage and, like any other young man of his age, he falls in love. The object of his 

affection is the Sheik‘s second cousin who loves him back. But her dad refuses this 

relationship considering the young man to be a foreigner with no roots to the tribe, 

although the Sheik had adopted him as his son. The disagreement doesn‘t stop there 

but grows to be a competition for leadership of the tribe. So when the Sheik passes 

away, the father of the girl demands the leadership as he is the Sheik‘s cousin. 

However, the tribe discovers that the uncle is not capable of leadership, as he had 

been conspiring against the tribe with foreigners, and that the young man who had 

been adopted by the Sheik was more capable of taking the leadership by virtue of his 

bravery and strong sense of morality.  

It was not only the intellectual message that earned this play more than one award but 

the choice of the words of heritage and rich folklore that characterised the government 

of Dhofar (Jawad 2007: 270). 

 

A group of songs was chosen from the vocal heritage that characterises the 

government of Dhofar in the north of the Omani, and which the writer Emad Al 

Shanfari belongs to. The song was as follows: 

 

1- The starting song uses the beat of the ―Al Sharah‖ art, which is a cultural art 

performed by men at special occasions. Al Sharah is shared by the people of the 

mountains and the coast, the former being famous for the mournful sound of 

Dibrar. Al Sharah is performed exclusively by men in Marbat and Salalah, and the 

root of the name is taken from the word that means ―relaxation‖ or ―relief‖. The 

men move gently and are accompanied by a strong rhythm made by a pipe, a small 

tambourine and two drums, Al Merwas and Al Mahgar. Al Sharah is performed in 

two ways, Al Qasbah and Al Qaboos, and the difference is in the type of poetry. Al 

Qasbah poetry is flirtatious, while Al Qaboos is meditative. Al Sharah consists of a 

triple rhythm made up of six beats that coincides with the movement of the dancers 

(Pride- Omani Music 2007: 41). 

 

 

2- The song of Homor Al-oyoon on the beat (Habout Al Zamel Aseer) 
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Al Habout has its roots in the geography of south Oman and is very popular. Al 

Habout means ―song‖ (Al Nasheed) or, in the language of mountain people, ―to stand 

for something", although the former meaning is more popular. 

Al Habout was part of the folklore of the first tribes and contributes to the history of 

Omani society in Dhofar. It consists of a group of performers who exchange songs 

without using any musical accompaniment. The performers stand in parallel lines with 

the poet, older people and heads of tribes in the front and general participants behind 

them, and they march (Habout Al Zamel) and sing, usually slowly. Following the 

Habout Al Zamel march is a faster march, similar to that done by the military, called 

Al Aseer (Pride- Omani Music 2007: 40). 

 

3- The Al Dan song is a sad melody of the ancient Omani culture where it was used 

when some important person in the city dies. The men go out stamping on the floor 

with their feet and hands and are accompanied by some of the women closely 

related to the deceased person.  

 

This poetic song was updated in the play, which was written by Ali Abdala Al Somaly 

and Salim Abdala Swakroon, and composed by Majid Omar Al Marhoon (Dhofar Al 

Majd 2010). 

  

6- Mogamarat Shaddad (Adventure of Shaddad) 

This play, which was written and produced by Salah Obeid, was presented by the 

Salalah Public Theatre Group on the stage of the council during the activities of 

Salahah‘s Autumn Festival in 2005. The play concerns the reluctance of youth to 

work if they can find an appropriate opportunity to avoid it by excuses and pretexts. 

The play begins by introducing about the census, through a family where Shadad 

came to them to register them in the census who is at the same time a friend of their 

son Shayboob. In the next scene, their neighbour joins them along with their third 

friend, Said, who studies abroad (Gnab. Hanan 2006).  

 

The start of the play uses traditional Omani songs that characterize the south of 

Oman, and is from the Madar or Al Barah for the poet Mostaheel Jaboob, and 

composed by the artist Faysal Al Marhoon. It reads as follows: 

 



166 

 

Kol mamar bayet Alnas taradooh 

Kol mamar bayet Alnas taradooh 

Ya nas ana Shadad….shogal fel to‟dad 

La sharab wla zad…ya nas er‟hamoony 

Wa ana boshayboob…taxi ma‟ey wasloob (Obid 2009). 

 

The meaning of this song:  

Every house that he passed by, he got rejected, he calls them and tell them I'm 

shaddad, and Shayboob is my cousin, I haven't eaten or drunk, please have mercy on 

me. 

 

2-The cultural song in the shop scene came from the art of Al Barah as well, and it is 

from the poet Mostaheel Jaboob, as follows: 

 

Endy basal wkayar….wathmar bethanah 

Wkorroon felfel har….waembah wromanah 

Ya nazleen el sooq kol shay‟e bemezanah 

Endy al ena yna‟d…al wahda b‟alwanah 

Abe‟jooz el hend….wkzaba fanana 

Belsabor ana mobay‟e…belcash walana 

Waket al shera‟e wal bay‟e…ko shay‟e bhsabah (ibid). 

 

The meaning of this song: 

He's calling in the shops, that he has cucumber, onion and pepper…etc. everything is 

weighted by its weight; I don‘t sell by installments, I only deal with cash.  

 

3-The cultural song that was performed when Said returns from abroad is from the art 

of Al Madaar for the poet Mostaheel Jaboob, as follows: 

 

Kad raja‟a Saed wasal…ba‟da tool algaybah 

Wa noor el donya amal…belkaram wel teebah 

Kaz wasal Saed el balad…laho alf tarheeba 

Hamahoo raby men el hasad…walbala‟a wa alkeba (Obid 2009). 

 

The translation of this song: 

Finally Said came back after a long period abroad 

Lightened up the world with hope, by his generosity 

Said reached country and he is welcome the most 

God bless him from the eye and evil 

 

 

4-And the final song was from the art of Sood Hay from lyrics of the poet Mostaheel 

Jaboob and musically composed by Al Bluoshi, as follows: 

 

Thakarety berasy loos…sood hay sood hay 

Sood hay sood hay..thakaratnny bras noos 
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Rooh le‟ed Alela….Aljyther wa altamkary 

Hadak rah wasah….kom ma‟ey la janjary 

Shol hoory warooh….shagel yadayk wa Al hatheem 

Koon ra‟ey tamooh…w‟ejtahed w‟estakeem 

Seer darbak kadaar…Alla ysahel alayk 

W‟en batjreb baher….hyfadak dabet bareek 

Ya Alla klo alkalam…koomo bnshtegel 

Hob wshook wa garam…menho jany shalal (Obid 2009). 

 

7- Irsaan Al Ghafla (Foolish Grooms) 

This play was presented by the Dhofar Theatre Group in 2005, written and produced 

by Mohammad Bin Soheel Al Mohandes Alyafy. The Foolish Grooms is a comedy 

that discuss relations between couples and the problems they face from the point of 

view of each side controlling the other. Through a humorous presentation, the play 

attempts to introduce this idea to all married couples, to demonstrate that married life 

is built on understanding, and not by one party controlling the other (Mubasher  

2008). 

The songs that were chosen for it are from the art of Al Madar, and the new updated 

words to suit the play were written by the poet Mohamad Obeidan Al Abri, music 

composed by Majed Al Marhoon, and the singing was by the artists Ahmad Tash 

Koton and Ali (Al Mohandes 2009). 

    

8- Modawanat Abu Al Hassan 

This play was presented by the theatre group of Sultan Qaboos University. Written by 

Hamoud Al Jabri and produced by Rahema Al Jabri in 2006, it won the awards for 

best production and best text during the first theatre festival for the universities and 

institutions of higher education in the united countries of the Gulf, that was hosted in 

Kuwait. This festival witnessed a presentation of a group of Gulf theatrical works 

from the participating countries, the Sultanate, Saudi Arabia, Kuwait, Qatar and 

Bahrain. 

Al Jabri believes that this play is of a heritage text in realistic projections, that tells of 

the dissension that the Arab world experiences at various times. The text talks about 

Arab revenge, about conflict between the tribes and reasons for the conflict (Al Jabri. 

R 2008). 

Mustafa Al Alawi mentions in his interview with the Alwatan newspaper ―I have 

learnt a lot from this experience, from before I wasn‘t convinced to add the traditional 
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songs on text like these, and never was interested in dealing with such texts, but after 

the recording I felt that imagination is welcome in the choice of the Vocal heritage in 

a text that is written in the original Arabic language‖ (Mubasher  2008). 

 

The most important Omani urban traditional arts are Al Razhah. An Omani says he is 

―Razih‖ when he wants to indicate he is clever, patient and wise, but usually ―Razih‖ 

means ―sword holder‖. Al Razhah is known as the art of sword fighting and poetic 

rivalry, and is preceded by a march towards the battlefield. 

The Al Razhah is performed with two drums, Al kasir and Al Rahmani, that are the 

property of the tribe and are handed down through the generations. The drums may be 

accompanied by a wind instrument called ―Burgama‖ (Pride- Omani Music 2007: 33). 

 

9- Al Ayar (The Deceiver) 

Written and directed by Salah Obeid, this play was presented by the Salalah Public 

Theatre Group on the stage of Markaz Al Baladya Al Tarfeehi during the series of 

Salalah's autumn festival in 2007. It is a comedy that uncovers social deception 

through some typical characters, such as the trader and the poet. The script of the play 

is derived from a cultural saying: ―The money of the cheap gets taken by the 

deceiver‖ which acts as the foundation of the play, related to cheapness and its effects 

on society and personality.  

 

The scenario of the play is both dramatic and a comedic, as it talks about a manager 

and the employees working under his command, each of whom has his own hobbies 

away from his job. Some of them are traders, another is a stage artist, and one is a 

poet. From these characters differences appear, and the relationships to their jobs, 

colleagues and other citizens are explored. At the end of the play, a question arises 

about the character of the deceiver. 

 

The writer and the director dedicated two traditional songs to this play: 

A song that comes at the start of the play is from the Art of Madar lyrics of the poet 

Isa Jaboob, composed by the artist Faysal Al Marhoon, as follows: 

 

La tosodekonaho kol ma fehe ayar 

La tosodekonaho kol ma fehe ayar 
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Ayar wa tab‟oh rade‟e…la tosodadekonaho 

Mahma tanakar aw labesa…yafdahoho lawnaho 

Waltabo‟e yaglebaho saheboh…kayf masar (Obeid 2009). 

 

The translation of this song: 

Don‘t believe anyone that has a deceiver in him 

Deceiving is in his nature, don‘t believe him 

No matter what he changed and hidden 

His face colour will always uncover him 

 

The final song also comes from the Art of Madar, lyrics of Isa Jaboob, composed by 

the artist Faysal Al Marhoon, as follows: 

Mawakef walaet fena… samet alhaky walnar 

Wsarat kol amaneena….kosat nehayat el ayar 

Nehayat rehlet el ayar…alam wa hozon wa ma‟aasy 

Tabayn lobat al asrar…..wa al wajeh al akar alkasy 

Man howa menana almasnool…wman howa aljahed al nasy 

Wa man howa al tayeh al majhoool…garaho barek almasy 

Noalej joreh yobra joreh…wa naktheb sodok wa eshsasy 

Hasbna el jam‟e methel el tareh…labsna aksar elbasy 

Wayn ely yaroodaha…jomooh al nafes ya nasy 

Shofna ely yofrkna… wnas ma heya bnasy (ibid). 

 

The meaning of this song:  

This song talks about the ending of the deceiver‘s journey, that is full of pain and 

sadness after he is discovered by the people. Everyone will learn from their mistakes. 

  

10- Al Arafa (The Necromancy) 

This is a social comedy play, presented by the Salalah Public Theatre Group, on the 

main stage at the Salalah Autumn Festival series. It was written by Faysal bin Omar 

Al Marhoon, directed by Abdulala Al Marei, and presented by actors such as Salah 

Obeid, Abdala Al Marei, Yaser Abu Khan, and several talented actors from the 

Dhofar Public Theatre Group. 

 

Abdala Marei, the director, says: ―The play talks about the black magic that the 

wizard does to profit illegally from some people who go to her to change their 

situation, sell those lies, and be sarcastic about their situation in most cases‖. Also, the 
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play discusses some of the social issues by use of sarcastic jokes that the actors 

presented (Marei 2009). 

 

Salah Obeid, the general manager of producing the play, comments: ―A song was 

dedicated at the beginning of the play to the famous deceased poet Ali Bin Abdala Al 

Somaly, and it‘s from the art of ―Madar or Barah‖ and lyrics of Faysal Al Marhoon‖. 

It reads as follows:  

 

Najzor al wakot nakthob…doon nadry wnahsob 

Men sam‟ena taejob…ma yosadek ma na kooloh 

AL tharf Moshklna….wa al wakot yolakbetona 

Tahana fe alf dawka…wa fena koloh wa doloh 

Al hal day‟e alyna….ya nas ma she be yadena  

Balfokor ehna ebtalyna… wa alkok thakolat hoomolah 

Fe halena do‟ana… wa al wad‟o dokna 

Nanzel wla yoom natle‟e … nashoof mala natoolah 

Jeeb kabshek wa sharaf….nshoof mala natoolah 

Kol hamak tkafef… kolshy talka hololah 

Fe tob a‟rafa…le molhed shafah 

Talkoon kol el al aja‟eb…. Wa hlolaha beshola (Obeid 2009). 

 

The meaning of this song is: 

The wizard asks some weird things from people, he says that he is famous in the 

traditional medicine, get me the sheep that isn‘t expensive and I will treat your illness. 

From our financial situation and all the pressure we have, going to this wizard is the 

only option we have.  

 

11- Soilah bin Daken (Name Soilah binDaken) 

This play was presented by the theatre group in Sultan Qaboos University in 2008. It 

was a result of a series of workshops in playwrighting by the university theatre group, 

and it was produced by Rahema Al Jabri. The events of the play take place in an alley 

and specifically in a coffee shop owned by Midhat and another simple and cultural 

coffee shop owned by Hadoob. The play explores the rivalry between the two shops 

to attract more customers (Mubasher. Ehab 2008). 

 

Al Jabri says that "she chose the ―Al Azi‖ art, which is an art of war, but used 

humorous lyrics that match the atmosphere of play as a comedy, but still retaining the 
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weight of the traditional lyrics, and using the same rhythm of this social art. It reads as 

follows: 

walaf alft al kaseda 

wla tazeed ala kalamy wt‟eed 

walba‟a batena marah madhotah 

wazoodona ala hamah ham jadeed (Al Jabri. H 2009). 

 

The meaning of this song:  

We start with the first alphabetical letter in the Arabic Language, the Alef, I wrote the 

poem, don't add or repeat on my words. The second letter, the Alba'a, start the poem 

in a proper and meaningful way without repetition, and we were able to increase the 

stress on Mithat. 

 

Al Azi is the art of vocal poetry and is recited rather than sung, usually by a well-

known poet with a beautiful emotional voice, who is known as an Al Azi poet. He 

holds his sword and shield while reciting and a group of men form a circle around him 

and walk behind him between the Al Razhah rows. The men use traditional 

expressions to show their praise. 

Al Azi poems come in many forms, sometimes with as many as a thousand verses. 

The long poem has three common forms: using the Arabic alphabet, in order, at the 

beginning of the verses; using Arabic numbers in the same way, or the unrestricted 

version (Pride- Omani Music 2007: 30- 32). 
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Chapter Five: The Performance of Traditional Omani Songs in 

Omani Festivals 

5.1 Introduction 

Nations around the world all have their individual festivals to celebrate their own 

culture, traditions and customs. These festivals not only celebrate their past, but also 

celebrate their present and future. Reflecting the national identity and the connection 

between people, celebrations can be passed down to the new generation, so the 

traditions, culture and customs can be preserved. Such festivals are evolving all the 

time, so each generation has the opportunity to make a new contribution to the 

celebrations. 

 

A function of festivals is to promote intellectual, educational and social exchanges 

between nations around the world. To the world they can showcase the nation‘s 

heritage in the area of culture and also emphasize the role of civilization. Every 

civilization has its own festivals, which include different songs, dances and rhythms.  

 

Some of the festivals and celebrations in Oman are ancient because Oman is country 

with a very long history. In historical order there were different social festivals, such 

as marriage songs. Then some festivals emerged with the entry of Islam to Oman 

bringing religious ceremonies, for example The Birthday of the prophet Mohamed, 

End of Ramadan and A pilgrimage to Mecca. Since 1970 there have been national and 

state ceremonies and celebrations, after the Sultan Qaboos came to rule Oman. For 

example, 18 November is the national day, Renaissance Day, The Sultan‘s Annual 

Convoy. Al Zadjali (2002: 28) states that: 

The Sultanate is rich with different types of folklore for the various occasions 

and festivals, which differ from one region to another according to the 

difference in traditions, habits and physical nature of the region itself. 

 

Since 1970, the Sultanate of Oman has become a modern county, but at the same time 

the people and government are continuing to maintain the original festivals and 

ceremonies, which are held at both local and national level. In her book- Modern 
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Poetry and Prose (1970-2000) Dr. Barbara Michalak-Pikulska stated: ―The Sultan 

being a totally modern ruler, displays enormous care in his treatment of culture and 

preservation of national traditions" (Al khamyasi 2007). 

This research chapter will study three categories of festivals: National and State 

Ceremonies and Celebrations, Religious Ceremonies and Celebrations and Social 

Ceremonies and Celebrations. Within each category, different festivals are to be 

studied and analyzed for context and detailed in relation to the songs being used. The 

following chart shows the songs used at different types of Omani festivals. 

 

 

Figure 5: Different types of Oman’s traditional songs in three types of Omani 

festivals. 
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5.2 National and State Ceremonies and Celebrations 

There are five Omani National and State Ceremonies and Celebrations. They are the 

National Day on 18 November, Renaissance Day on 23 July, The Sultan‘s Annual 

Convoy, which is not on a fixed date, but normally lasts for about two months, 

Muscat Festival takes place between January and February, and Salalah Tourism 

Festival, which is organised between July and August of each year, and the irregular 

Recitative Festival.   

 

It is important to give a brief summary about each festival accompanied by some 

chosen examples of traditional songs typically used.  

 

 

5.2.1 National Day 

The Omani government celebrates the National Day on the 18th November each year, 

commemorating the birthday of His Majesty, the current Sultan, Qaboos bin Said, 

who was born on 18th November 1940, in the city of Salalah, Dhofar governorate, 

Oman. 

 

The cities, towns and villages throughout the country participate in this national event, 

which typically lasts from one to three days continuously, depending on the the length 

of time the Sultan has been in power - celebrating with traditional and national songs 

and music. At night cities glow with millions of red, green and white light bulbs 

decorating the buildings, houses and streets (Al Hinai. A 1999: 7). 

 

The National Day is one of the most important festivals celebrated by the people of 

Oman: aiming to promote patriotism and loyalty to the country and a sense of national 

pride. The celebration of the National Day differs from year to another; sometimes 

there is only a Military Parade; sometimes there are Student Shows and public shows. 

The students and public show celebrations are specifically connected to special years 

that were declared to achieve some strategic objectives, such as the Year of Heritage, 

the Year of Agriculture, the Year of Youth, the Year of Industry and the Silver 

Jubilee. 
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National Day celebrations starts first with the national anthem, followed by the 

approved activities (student and public shows or military parade) then concludes with 

a speech from His Majesty, the Sultan, who speaks to the nation. The speech includes 

the current and most important international and national issues. Frequently, in his 

speech, His Majesty announces the place of the next festival and the dedicated 

purpose of the celebration. The primary reason for dedicating such years is to help 

focus and develop the support of the public and private sectors (Al Hinai. A  1999: 7). 

The following table provides more details on the dedicated years of celebrations: 

 

Name of the festival  
15 Year and place of 

celebrations 
Sequence number of the 

festival 

The year of Youth 
( Aa‘m Al Shabibah ) 

1983, Muscat The 13th National Day 

The years of Agriculture 
(Aa‘m Alzira‘ah) 

1988, Muscat The 18
th

 National Day 

The year of Agriculture 1989, Muscat The 19
th

 National Day 

The year of Industry 
(Aa‘m Alsina‘ah) 

1991, Muscat The 21
st
 National Day 

The year of Industry 1992, Sohar The 22
nd

 National Day 

The year of Youth 
(Aa‘m Al Shabab) 

1993, Muscat The 23
rd

 National Day 

The year of Heritage 
(Aa‘m Altorath) 

1994, Nizwa The 24
th

 National Day 

The Silver Jubilee 

(alyopil alfadey ) 

1995, Muscat The 25
th

 National Day 
16 

The year of private sector 
(Aa,m Alkitaa alkhas) 

1998, Muscat The 28
th

 National Day 

 

Table 3:  Selected examples for the Oman National Day festivals 

                                                 
15

 Some national celebrations are unnamed. 
16

 The 1995 National Day celebrations were particularly important because they marked (alyopil 

alfadey) the Silver Jubilee of the twenty-five years of the rolling period of His Majesty, the Sultan to 

Oman. 
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Three festivals have been selected as examples for in depth information. These are the 

20
th

 National Day, 23
rd

 National Day (the Year of Youth) and the 24
th

 National Day 

(the Year of Heritage), because many of traditional songs were used from different 

regions of Oman closely related to the subject of this research. 

First example: The 20
th

 National Day 

The celebration took place in 1990 and contained the student show which lasted for 

two hours in the Sultan Qaboos Stadium, Muscat. It was under the auspices of His 

Majesty, the Sultan. The show started with the national anthem, music and the entry 

of the students to the stadium. This festival employed several traditional artistic 

performances with some of the following traditional songs: 

1- The Children's playtime songs (Ya Tairah Teery Teery) 

" Ya tairah teery teery, Salimee lee Ala seedy, Abuna Al Sultan Qaboos, Wast Al-

Qalb watag Al-Ros, Qullee: hzh bnatk, nhtf: tslm hyatk, wee Yaeesh wtnna Al-

Ghalee, Aalee fee Ezk Aalee, qa'edna ya amlna, ya Ezna ya Fkhrna, befdlk rfrfr 

Almna, sart bladna ganh, min Muscat lee Salalah , min nizwa lee Sohar , min sur lee 

musndm, tqdom wa Ezdhar ,teehee Oman Al-hrah , teehee ya aghla dorh, awladk 

behfz Allah, tuoklu Ala Allah, ya Ali ... ya Abdullah , qumu noamer , hee ya Allah 

"(Rhythms from students festivals 1993: 55).  

 

This song is one of the popular traditional children songs in Oman and the Arabic 

world, that is used by children to pray for their parents when they depart the country 

for different reasons, asking God to protect them and bring them back home safe. The 

organizers of the celebration used most of the words of the song with changes that 

portrayed loyalty to and love of the Omani children for their country and its ruler, and 

the children use the word ―father‖ for the Sultan to express their good wishes and 

congratulations on what he has given to them in education and prosperity. 

 

2- This song from Altanboorah traditional arts; 

 

"Aw ya zeenh ya zeenh              fee hwak - Oman- ghneena 

Ya blad Al Kheer ya zeenh  Ehieey feena Al Shuq wa heeyna 

Yhtf Al Tareekh we ynadee  fee Al Gabl walbahr walwadee 

Yghrs Al-A'aba' amgadee  walthmer ygneeh awladee 

Aw ya bladee ya bladee  ya gzuor ahlee wa'agdadee 

Aw ya bladee ya bladee  gnat Alawtan ya bladee 
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Eidna fee wtnna               Allah ya wtnna 

Aadh Allah Aleena                balkheer walskeenh 

Zahee lunk Almna                Allah ya Almna 

Feek Ezt wtnna                walmanee An-Nbeelh 

Qm bna ya Omani                Allah ya Omani 

Nghrs ahla Al Amanee   fee Oman Al Gmeelh 

Hobik daym bladee                 Allah ya bladee 

Ysken ruhee wafu'adee  ya Oman Al Aseelh"(Contemporary Forms of 

Omani traditional songs 1999: 53). 

 

The song praises Oman as one of the most beautiful countries and describes it as one 

of the most attractive places full of happiness and joy. It calls to all the Omanis to 

keep the appealing aspects of their country and pray to their God to protect it and 

bestow His blessings of peace and tranquility. 

 

3- The third performance is called the blessed path of development (Maseert Al 

Kheer Wa Albina) 

There are five different performance traditional songs, they are: 

 

a. Type of Al Razhah art (Al Lal Song) 

 

It is one of the enthusing performances that are used to encourage the people and give 

confidence in the ruler, so that the people are ready for any action that is required 

from them. 

"Ya mutnee rayat mgdk aleyah  Tzhw bk Ala'ayad waleish Alhnee 

Balruh nfdeek Oman Alghaleet  Sultan nina daym bezk nhtmee 

Wnahdk b'Allah webhb Alwatn Nkhls wnaml llmalee nntmee 

Hta tseer Oman mfkhrt Alzman Wlhsnha Alamgad trka.. tnhnee"(Contemporary 

Forms of Omani Traditional songs 1991: 56). 

 

b. Dan Dan Song 

 

Farmers express themselves when planting the farm with various agricultural products 

crops and encourage others to take care of the land, with an indication the women are 

participating with men working in this field 

 

The original song: 

"Weewh dan yuh danee  aluh danee 

Weewh dan yuh danee  aluh danee 

 

The new song on the same melody of the original: 

Wyalmbslee sgheer  aluh sgheer 
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Weethmr 3lee 3zqeen alee ezqeen 

Wm Ala'am mtgheer  aluh mtgheer  

Ya ardna Alkhdra'  aluh Alkhdra' 

Webnhulk gnh  aluh gnh 

Webnamr Alsahra  aluh Alsahra"(Contemporary Forms of Omani 

Traditional Songs 1991: 57). 

 

 

c.  Al Midan Song (Handcraft works) 

The weavers, blacksmiths and jewellers show their efforts and the creativity given to 

their products: 

  

"Weghzlee mn Alsuf ghzlk Al'lee musuf 

Wa'nwa snak fn zahee wamaruf 

Wahrfh azeemh mn trath Alagdad 

Walaydee Alkreemh Al'lee tsun Alamgad 

 

Wansgee alee Alnul mn thyab Alafeih 

Wazeenee thyabk balnqush Alzaheih 

Wanul Alkhshb shl Altab wa'ateenee 

Wamn sna aydee mlbsee .. ykseenee"(Contemporary Forms of Omani Traditional  

Songs 1991: 58). 

 

 

d. Type of Al Razhah art (Alhambal Song) 

Carpenters (ship builders) are proud of themselves as skilled workers who revive the 

glorious past of Oman and who kept their competences and preserve their uniqueness. 

 

The original song: 

" Ya hie ya qiuom   yamfrg Alhmum   freg aleena Alsa'ah  

Wentba thwary alqoum yom alnsory thoom be syofina 

al'lmah""(Contemporary Forms of Omani tradional songs 1991: 60). 

 

The new song: 

Mahntna alngarh   walfn walmharh nhie   almagd alareeq 

Namal webkol gdarh  nstlhm alhdarh  mshaeel altreeq"(Rhythms from 

Students Festivals 1993: 314). 

 

e. Song from (Misoubal and Almohabal Song) 

Fishermen sing a song when they go fishing with an optimistic feelings to get good 

quantity and quality of fish to assist them to pursue good living standards, especially 

in difficult times. 

  

"Washuf halbhar wasea/ ya Allah 

Wekheerat rabee ameemh/ ya Allah 
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Wa'shufh Alnas tsaee/ ya Allah 

Min agl aeesh kreemh / ya Allah 

Webrmee shbakee wasmee/ ya Allah 

Wahmid elaHee wathnee / ya Allah 

Ala Alnbee Almstfa elee / ya Allah 

Yfrg ana Alshda'ed / ya Allah 

Wqt alzruf alaseebh / ya Allah "(Rhythms from Students‘ Festivals 1993: 314). 

 

 

4- The last performance of this celebration is called the Covenant and loyalty 

(Luhat Alahed Wa Alula'a), which is a nother of type of Alrazhah arts (Al Lal)    

  

The song has been sung by all the participants in the performances. They express their 

loyalty to and covenant with His Majesty, the Sultan and the country.  

 

"Ya lalee ya laln ya lalee 

Yalaln ya lalee ya lalee ya laln ya lal 

Sultan nina ya rmz Aladlh    nhn gnudk Alawfya 

Nklslk Alnih Alsaleemh ma sdq alazeemh wenahdak hosn alwalla 

Teslam ya Qaboos Almobgal ya tarik seegel walshab yhtf balnid"(Rhythms from 

Students‘ Festivals 1993: 317). 

 

 

 Second example: The 23
rd

 National Day celebration (The Year of the Youth) 

As part of the celebration‘s program for the 23
rd

 National Day, there were items for 

the traditional art performances using traditional songs. According to the program‘s 

pamphlet, the aims of this celebration were the expression of joy by the citizens on 

their national day, which was represented by the folk dances from different regions of 

Oman, where the words of the songs and the accompanying music contribute to 

communicate to the audience that the traditional art is important and has a heritage 

through the ages. It also has its generations who will keep and develop in a way that 

matches the requirements of modern times (The Festival Guide of the Youth‘s Year 

1993: 36). The traditional songs used in this festival were from Al Razhah, Aldan dan, 

Albahri, Alwaliyah and Raboobah arts.     

 

Information on the above-mentioned traditional songs is depicted below: 
  

 

1- Type of Al Razhah art  

 

a. Alhambal Song:  
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"Marhban bik qa'edan lee yatilee 

  bieeraqak fouq ham als‘sahab 

Qaboos hikmak adalah ma tintalee 

  min atayakum a'am alsh‘shbab"(The Festival Guide of the Youth‘s 

Year 1993: 36-37). 

 

The words of this song points to a warm welcome to the Sultan and acknowledge his 

rule is fair and just. 

   

b. Al Lal : 

 

"Nahdee altahiyah min raheeq alyasmeen  

  salam ahlaa min aljina almoalalee 

le sahib  algalalah wakilina mitwalmeen 

  shabab mokhlis bilgohd ma yabkahlee 

a'am alshabab, kul alshabab mostabshireen  

  fee farhat ala'ayad daree halilee 

sahbab antu aldhokhor wa‘alsur almateen 

  riyadah, thaqafah fee nishat mokamilee"(The Festival Guide of the 

Youth‘s Year 1993: 37). 

 
 

The song refers to the happiness of the youth for calling the year with their name, 

which gives them the opportunity to face the future challenges and to encourage them 

to serve themselves and their country. The song mentioned the thanks and the 

gratitude of the youth for this gift and explains their readiness by employing their 

physical strength and knowledge. 

  

 

c. Alqasafi (Alwada'a) Farewell 

 

"Ba'nuada fee hifz Allah   qa'yid almagid wa aliz 

Wa alshabab ta‘akum kolah  ma aatazar saat alhazah"(ibid). 
  

The song words refers to bidding a farewell gesture from the youth to the Sultan, as 

they are leaving the celebration place, confirming that the youth are very much ready 

for any action when needed. 

 

2- Dan Dan  

 

"Yow dan yow dan yow dan dan 

Dan allidan ba aqul ya Allah 

Nihayeek ya sahib algalalah 

 

Hibee wa ya kous almadiyah  hibee wa ya kous almadiyah  

Min khatiree ahdee salamee  wafouq alsalam ahdee tahiyah 
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Ya marhban AlSultan Qaboos tahtaf lakom gam  alra‘iyah 

Sahbab yafrah bik ya Qaboos  wa arwahim leaaglak hadiyah 

Nishat lilaqil, althaqafah  wa alriyadah le agsam qawiyah 

Wa alkhatimah teeb ya fawadee mabrook ya Oman alabiyah"(The Festival Guide 

of the Youth‘s Year 1993: 37-38). 

 
 

This song is from the Al Dan art, which is specialized in entertaining the males in the 

evening in the Batinah region and the Governorate of Musandam. It is used in social 

events, especially in marriages. 

 

The song welcomes the Sultan as a gift to Oman and its young people, who brought 

good things to them. The youth are happy with his arrival and affirm their love for 

him and ask to protect what has been achieved with their strong capabilities. 

 
 

3- Alfan Albahree: (Sea songs) 

 

Three types of traditional songs were performed in this festival, as follows: 

 

a. Alshoubanee 

 

It is one of the seaside arts for the people of the Southern part of Oman. The people 

sing it when they celebrate the arrivals of their relatives who have came back from 

long trips, as an expression of their happiness for their safe arrival after their absence.  

Sailors‘s young girls and their relatives participate in singing the song, dressed in the 

traditional local clothes with its accessories such as gold and silver (From Oman 

Traditional Art 1990: 118). 

  

"A'am alshabab a'amina   fee Oman biladina 

Qaboos sultanina   Allah yadomoho lana"(The Festival Guide of the 

Youth‘s Year 1993: 38). 
 

The translation of the above song is as follow; 

The youth year is ours  in our beloved country 

Qaboos is our leader  may God keeps him for us  
  

 

  

 b. Alsout Albahree: Altasweet (The Seaside art) 

  

"Letaree Al Bhr ya rabe nshwan  welsfrt Al-Ghngh wlhanee 

Weqlbee ma Al-Aahl walkhlan   mshtaq llud walbanee 

Ya Oman ya dar Al-Krm walgud  hob Al-Watn fee Al-Qalb banee 

Qaboos lk hafzeen Ahood   teesh qayd wesltanee"(ibid). 
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The words of the song are from the seaside art, which refers to the sailors who are 

very happy to travel by Alghanga ship (Omani famous ship). At the same time, they 

are not very much in favor of leaving their families, where they will miss the beautiful 

times, back at home. 

 

  

c. Alshoubanee as’saree : modeema 

 

"Azm Al-Shbab wathah  riyadah wa thaqafah 

Ag'sam wa equl shah   ya sadq Al-Neeih"(The Festival Guide of the 

Youth‘s Year 1993: 38). 

 

The song describes the youth who are determined, are supported by their physical 

strength and intellectual ability. They also, have positive thoughts and intentions.  

  

  

4- Alwaliyah 

 

This art is one of the Al Dhahirah region and Wilayat Manah, which is performed by 

females only singing and dancing, without using the drums, but accompanied by the 

silver items that are worn on the hands and legs in happy social events such as 

marriage, circumcision and Eid Al Adha. This song is from Manah‟s alwaliyah. 

 

The words of the songs mainly praise Oman, as a beautiful country they are proud of, 

and its young people are eager to keep its beauty and attraction, and are also happy to 

develop it. This part of the song is been repeated in every line to assure the beauty of 

the country (yw Oman yw hale), which is originally been changed from this song (yw 

Salmah yw hale). 

 

Hee ya lweel yuleeh halsh Al-Weelih   yw Oman yw halee 

Yw Oman yw ma ahsnk yw Oman maahlakee yw Oman yw halee 

Yw Oman Arus Al-hsn Qaboos khlakee   yw Oman yw halee 

Yw Oman yw ghaleet fee Al-Qlb ma ghlakee yw Oman yw halee 

Yw Oman shbab Al-Watn yw Oman hya'hm  yw Oman yw halee 

Yu Oman tul Al-Zmn walzkhr nlqahm  yw Oman yw halee 

Yw Oman bea'am Al-Shbab Qaboos wfahm  yw Oman yw hale (The Festival 

Guide of the Youth‘s Year 1993: 38). 
 

  5- Alrabubah 
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This art is known in the Governorate of Dhofar, which is performed by both males 

and females and needs music that matches special physical movements. Its used in 

many occasions such as marriage, religious, entertainment and national events. 

 

The song has a unique part that is always repeated by the singers, which is “danah ya 

danah”. The words of the song are about an expression of congratulation to the Sultan 

in the 23
rd

 national day and they share with him the happiness of this occasion from 

their inner hearts. 

 

Danah ya danah  danah ya hee 

Danah ya danah  danah ya hee 

Nohaneek ya Qaboos  alf mabrook aleid 

Qlubna tfrh   bk ya bin Said (The Festival Guide of the Youth‘s Year 

1993: 39).  
  

 

Third: The 24
th

 National Day celebration (The Year of Heritage) 

The National Day celebration of this year was one which took place in 1994 in the 

city of Nizwa; Al Dakelyah region was one of the most noted events that used the 

traditional art and song performance, where many and varied collections of songs 

from all over the country were presented. The selection of the place for celebration 

was taken very carefully, where Nizwa used to be the old capital of Oman in former 

days and has large systematically accumulated treasures of traditional arts and songs 

that were collected through the years. This collection has gained high respect and is 

valued by intellectuals and governmental authorities. The place was the perfect match 

for the theme of the year and the celebration. 

 

The organizers of the celebration have employed thirteen types of traditional arts, and 

some of the arts have more than one song. Below is the songs that were used in this 

celebration: 

 

1- Al Razhah (Alhambal) 

The traditional song describes the young people as the main segment of the society 

who have the power, intelligence and courage. It also refers to the pride of the Omanis 

in celebrating the national heritage, because Oman has a glorious history. 

 

"Hya bshban Alhelw mltqahm 
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Fee aydhm sarmat Alhadid 

Ya arud Al-Aawam fee bladee 

Ytsabq Al-Frsan kalla'sud 

Abtal kalshm alee Al-Gyad 

Aza'emun  mfakhrun smut 

 

Trathna km hqq Al-Amanee  

Kalmas fee qla'ed Al-Khlud 

Fhzh Al-Aflag 7heen tgree 

Tzkr Al-Ahfad balgdud" (Oman Television 1994). 

 

 

2- Al Azi (Song of pride, praise and dance using a sword).  

 

The song contains words that emphasize the sense of courage, pride and strength of 

the Omani people and their leadership. Being Omanis who are united to serve their 

country makes them happy and ready to keep the country as pristine as possible. The 

song also praises the leader of the people greatly to show he is appreciated by all 

segments of society. 

 

"Oh wya Al Muslimyn kaber 

Allah akbr 

Osud wlad Al-Asud 

Osud wlad Alam 

Osud bhr tm 

Osud mshhureen 

Osud mkhbureen 

Osud rgal qabus 

Osud ahl An-Namus" (ibid). 

 

3- Al Razhah: (Al Lal) 

 

This song talks about the privileged country, Oman, as a pleasing garden that gives 

pleasure and joy. It encourages the residents to take care of it to keep its strong 

reputation which commands present day respect along with acknowledging its 

glorious past. 

 

"Slam Allah alee busakneen Ad‘Dar 

walee mwageeb Al Kram waltaylat 

 

Ana ana walmgd  alee meead 

Wsuf adaaf     adaaf Al Amgad 

Walmgd asee  la la la yntar 

Ala baradt     aradt wanad 

 

Ana lma sa'lt almgd ayn aldar 
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Gawbnee fee gbal AlWatn wswahlh (Oman Television 1994). 

 

 

4- Al Tgrood (Camel riding Songs)  

 

In this art, men sing a song while riding the camels. They say words that express their 

thanks to Almighty for giving them such bounty to use this animal to help them in 

their daily life. They also thank God to have such a good country and friendly people.  

 

  

5- Almawlid (Arabic mauled or Alhowamah) 

 

This song talks about the good gift that been given to Oman for being a Muslim 

country, and praise the prophet Mohamed for the ritual message. It made the people 

happy to live in harmony with each other through performing their ritual duties and 

hoping to be rewarded by entering heaven.  

  

"Deemh mn Al Khalq tmnee  gadt alee Oman bksaha 

Wsma hdeeth  

Allah 

Hdeetha ynglee 

Allah 

Aan An Nbee 

Allah 

Nbee Al Mrsleen 

Ya Allah 

Ga'a blhq 

Allah 

Bhaq Al Mnzleen 

Allah 

Yhml mhkm 

Allah 

Lmhkm As Sur 

Ya Allah (ibid). 

 

 

6-Almawlid (Barzingy) 

  

In this song, people celebrate the occasion of the birth of the Prophet Mohamed 

(PBOH) and pray to God, Almighty to grant them happiness, good living and bounty 

in their daily life, whether it be in the sea or the land. They ask God to grant them 

heaven with the Prophet.  

  

"Allahma Allahma 

Ya Allahm   
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Haza muld almstfee  salu ala kheer Al-Bshr" (Oman Television 1994). 

 

 

7- Hawl Hawl (children’s birthday song) 

   

When the family members and children are got together to celebrate the first year of 

the child, they sing a song for his/her completion of the year and ask God to make 

his/her coming days full of happiness and joy.  

 

"(Baby cry) 

Hawll hawl Hawl hawl 

Hawll hawl Hawl hawl" (ibid). 

 

 

8- Alkhatmah (Qur’anic School Graduation) 

 

This song is sung by the children when one of their colleagues completes the phase of 

alphabetical part of the language, when he or she can read the grammatical Arabic 

language correctly. 

 

"Alf lnslh wal ba ththa nqth walta' fuqha nqtteen 

waltha' fuqha thlath nqat......." (Oman Television 1994). 

  

 

9- Taimenah: Leaving the school  

 

When the children leave the school for the day, they sing a song, thanking God for 

His blessing to make them read the Qur‘an and recite it correctly. They ask God to 

protect them, grant them strength and health in their life and forgive them for any sin. 

They also ask Him to grant them and their teachers paradise after they die. 

 

"Zkr Allah 

La alh ila Allah  

Muhammad rsul Allah 

Salee Allah aleeh wslm 

Qareeyn ktab Allah 

Molmna yrhm Allah 

Fa'ydeena qlm fdt 

Nktbh aayat Allah 

Wal Muslim hdah Allah 

Ya ablees lanh Allah 

La hulh wla qut ala be Allah Alazeem 

Ameen"(ibid). 
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10- Children playtime songs 

 

To entertain themselves, children sing songs when they play. They sing songs that 

make them happy with the game they play and that matches the game theme. Some 

songs are purely for girls and some are for boys only, but some are shared by both of 

them. 

 

These songs are: Salam Balam, Ya Hamamh, Hail Lowah, Bab Aish hatha and 

Alhmaimah. Two songs are selected to represent the children‘s playtime songs, which 

are Salam Balam and Hil Lowah and short description of the meaning of these songs 

are as follows: 

 

a. Ya hamamah (sung by girls) 

 

Oh bird run run 

Where is heaven and where is hell 

This is heaven (Right side) and this is hell (Left side) 

Pray God to avoid hell 

Oh my God keep hell away of me 

 

―Ya hamamah dorgee dorgee 

Hain aljanah? Wa hain alnar 

Hathi aljanah Wa hathi alnar 

Ta‘awathi min alnar 

A‘otho billah min alnar‖ (Oman Television 1994). 

 

 

b. Hail Lowah (Sung by boys) 

  

Get ready get ready 

Ready ready 

We saw something good 

Good good 

A deer of Oman in the desert 

In the desert in the desert 

 

―Hail lowah 

Lowah lowah  

Shfna hluh 

Hluh hluh 

Ghzal Oman 

Fee albariyah fee albariyah …."(ibid). 
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11- Shoubani Arts (Sea Songs). (When taking the fishing nets to the boats) 

   

Ship builders sing a song that encourages people to use the sea to improve their life 

style and praise the sea as a source of income and wealth. 

 

"We Yamalih…  Ooh We Yamalih 

Awh ya Allah   awh ya Allah  

Awh ya bdur   shree Algahliah"(Oman Television 1994). 

 

 

12- Almodemah Song (Sea songs) 

 

The meaning of this song was explained in chapter four. 

 

 "Ain bgheet Altmdn 

 Tshrb shahee mlbn 

 Ain begheeth fee akwab 

 Wla dakhl finageen 

 

Halee ya mog halee 

Ya sbah Alryaheen"(ibid). 

 

 

13- Al Razfah (Enthusiasm) 

This song has been included in the video made by the Oman television in 1994 under 

the title (Al Razfah Albadwia). 

 

14- Ya Nainah 

 

People sing a song in which they express their thanks to God, to one of the Omani 

leaders called Said bin Ahmed for bringing them a good living, and to Sultan Qaboos 

for fulfilling their wishes. 

 

"Ya nainah wya neenh way neenh 

Ya ahmd bn said auh 

Min a'alm Al-Flk whd 

Wkl kheer qd thqq ya Ahmd 

Wtshrq Ash-Shams ya Ahmd 

Wqabus bn said 

Aheey amaynna wqd thqq"(Oman Television 1994). 
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15- Farming women sing (A song from Dan Dan art) 

 

This song was performed in the festival by females holding farm agricultural 

handcrafts, where they express their happiness by having a good yield from the farms 

of the season.  

 

" Wya neenh way neeh mhneeyn 

Ghneetlk Nizwa feeha .. 

Wqmeemhn fee Alsma' wa ruqhn fee Alard"(Oman Television 1994). 

 

 

17- A song from Alsharh art or Tabl Alnisa  
 

The words of this song describe the beauty of the person, who has been created by 

God in pleasurable shapes and thank their God for this gifted bounty. 

  

"Yadan Aldanh wyadan danh 

Sbhan rbee Alzee swak 

Anam aleek lbas Alhasn 

Wdar feeha Mohammad khals Algdeen"(ibid). 

 

 

18- Marriage Songs (Zaft Alaroos)  

 

When taking the bride to her new home: 

Women sing a song that give the feeling of happiness for the new phase of the bride‘s 

life and wish her to enjoy it to the optimal level. 

 

"Aluh yudan Alldan danee mn aluh 

Aluh zalt hbub Alkdr lma tlaqeena"(Oman Television 1994).  

 

19- Lanzeeh Song (Lanzeeh Arts) 

 

The words of this song were explained in the chapter Two.    

 

"Lanzeeh . lanzeeh ya Allah   

Lanzeeh . lanzeeh ya Allah   

Heeh ya heeh ya Allah 

Heeh ya heeh ya Allah" (ibid). 
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5.2.2 Renaissance Day 
17 

 

Each nation as well as each individual has a turning point, which represents a 

transformation and change. Oman has a deep seated heritage therefore, it has 

witnessed cycles of prosperity and decline. On Thursday 23 July 1970, in Dhofar, in 

the southern part of Oman, Sultan Qaboos came to power. However, the 23 of July 

1970 was a turning point to a new era that has led to a comprehensive renaissance in 

the political, social, cultural, economic and technological spheres of life (Al khamyasi  

2007). 

 

Sultan Qaboos made a radio speech addressing the nation, declaring himself to be the 

new Sultan of Oman. In his speech His Majesty stated, "There will be a new light 

shining over Oman" He also urged Omanis emigrants to come back home and help in 

the development of the new Sultanate. His Majesty had many objectives and reforms 

in mind. One of his objectives was to build a modern state while maintaining the 

identity and unique Islamic heritage of the country (Al Hinai. A 1999: 35). 

In a speech delivered to his people, Sultan Qaboos announced his strategic plan where 

he said, ―Our internal plan is to build our country, provide a good living standard, and 

this objective will never be achieved without the participation of the people to take a 

part in the responsibility for the development mission. We have opened the doors for 

this responsibility and will seriously work to establish a fair democratic rule, within 

the framework of our Arabic Omani situation and according to our society‘s norms 

and traditions (Ministry of Education 2006:11). 

The Renaissance Day is celebrated each year since then. The ceremony marks a day 

of great thanksgiving and pride in what the Sultan Qaboos bin Said has accomplished 

during his reign, to make Oman one of the modern countries, and to reinforce the 

national loyalty of the nation‘s population from all over Oman.  

 The traditional songs that are performed on this occasion differ from one city to 

                                                 
13 

The Omani Renaissance is so named because Sultan Qaboos ascended the throne in 1970 to find a 

very backward and illiterate country with one hospital and 3 schools. He opened the nation to 

development: built more than 1100 schools, a university, transportation system, infrastructure, 

introduced electricity and modernized the entire nation. That is, caused a national rebirth.   

http://www.omanet.om/english/culture/10.asp
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another in the country. There were some festivals organized in each city, where 

school students participated by holding up the national flags and His Majesty‘s 

pictures and always celebrated in a common area known to the public in each city or 

in front one the famous and historical sites such as a fort. National and heritage songs 

dominate the celebration atmosphere, in addition to the happy traditional social songs. 

Some of the traditional arts performed in these festivals are Al Razhah, Al Azi, Al 

Razfah, Dan dan, Alhaboot, Al Barah and some types of arts that are commonly used 

in the Alsharqiya region, such as Abu zalaf. 

a. Abu Zalaf: 

 

It is one of the Omani traditional arts, that is celebrated in most of Al Sharqiyah 

region and which is distinguished by happy and active rhythm. This makes it very 

popular among all the people of all ages, especially the young ones. It is often 

practiced and used in the happy occasions such as the Renaissance day.  

 

This art is performed by two female lines, standing opposite, as the other traditional 

music performance in Oman. The first line will start by saying the first known basic 

poem accompanied by clapping. (Abu Zalaf Howa Yo Ain), then the second line will 

repeat this poem (Wa Laish Anny Ba‘atrooh). The performance is also accompanied 

by some chants from some female participants. 

  

A sample of text of this art is the following example, which is for praise; 

 

Yw dan yw dan Al Ldan 

Al-Weel mn danee aluh 

Yabw  Zlfwh yw aeen         (repeat) 

Walleesh anee batruh 

Wkbeer alee rtbth 

Yum geet ahazee  bkmlh 

Walbeet hzee wsfth 

Wslt tbareeg Al Gmr  

Wahna gnud bsfth 

Yum yeet baslm aleeh 

Zadt lsanee aglth 

Yum gam ykhznee balaeewn  

Allah ynzrh bnzrth 

Wbgeet ana mghmee alee 

Klh As-Sbayb hdrth 

Rga mshaeer Al Glb 
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Zad Al-Wg3 mn hdrth 

Walkhatmt zak Ash-Shkhs 

Yheey Al Glub Al Meett (Al Shidi 2008: 48-49)  

 
  

5.2.3 The Sultan’s Annual Convoy  

Since the start of the Omani renaissance in 1970, there has been an opportunity for 

keeping one of the most important cultural happenings of the country, that is the 

attention given by Sultan Qaboos to meet directly with his people in a yearly basis in 

all the cities of Oman. The first convoy has started in (the beginnings of the 

seventies), where he travels for long distances to get a direct and live understanding 

on people and the country‘s issues, and to find out by observation what has been 

achieved of the approved plans during the previous visit.  

During his annual "meet the people tour", His Majesty opens his heart to every 

citizen. He patiently listens to them and solves their demands. He keeps them updated 

with the future plans and discusses prevailing issues with them. It is an opportunity to 

follow up the implementation of the projects and instruct the accompanying Ministers 

to take the necessary procedures to solve the needs of the citizens (Al khamyasi 

2007). His Majesty also encourages his people to feel pride in their Omani culture and 

urges them to protect and maintain their unique Omani heritage. These annual 

meetings are the result of a strong bond between His Majesty and his people. A bond 

that is reinforced by the lifting of all bureaucratic obstacles so that there is direct 

contact between them without the interference of intermediaries (Al Hinai. A 1999: 

59). 

The Omani deserts represent the meeting venues of these convoys, where His Majesty 

meets with all the dignitaries (sheiks, intellectuals) as well as the normal persons who 

wish to meet with him to express their interests and issues. 

 

These meetings always include the festivals for His Majesty‘s annual convoy which 

include Omani traditional songs in to express their love and loyalty to Sultan Qaboos, 

the founder of the modern Oman (Ayamm 2010). 

 

Some of the deserts that hosted the annual convoys and big festivals have been 
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renamed during the visit such as the Alhasanat steppe deserts of Sur. Other desert 

areas previously renamed are the Almakarem in Sohar, Almasarrat in Ibri, Alrasiyat in 

Samail, Alyahmad in Ibra, Altayibat in Saham and Alsalehat in Shinas.  

 

   

5.2.4 Muscat Festivals 

Muscat festivals were organized by Muscat municipality. They continue every year 

between January and February; most are concentrated within the Qurum Natural Park. 

Oman has established a more competitive tourism infrastructure around the country as 

part of its program to diversify the national income. The government is, however, 

moving carefully to ensure that the country‘s proud heritage and identity are not lost 

through contact with foreign cultures and influences. On 3 February 1998, the first 

Muscat Festival was officially inaugurated under the auspices of His Royal Highness 

Siyad Thuwaini bin Shihab Al Said. The festival lasted for two weeks. Underlying the 

festival is the wish to preserve Oman‘s traditions. Its main aim is to remind the people 

of their treasured heritage and to introduce the Omani culture to tourists. To achieve 

this, a heritage village was built and there were performances and demonstrations of 

Omani folklore music and games, and traditional sports, such as horse racing and bull 

fighting (Al Hinai. A 1999: 83).  

The organizers have many entertaining and educational activities in store for their 

visitors about the place, its people and their deeply rooted history. In fact this annually 

awaited event which dates back to 1998 is a panoramic show case that presents 

Muscat, or rather Oman at large, as a favorable tourist destination (Al khamyasi 

2007). The success of the festival was shown by the average of 40,000 visitors each 

day. For the majority of these visitors the most popular attraction was the Heritage 

Village, which showed the traditional daily life of Omani people. In addition, the 

Village included demonstrations of traditional handicrafts, such as weaving, silver 

smiting, pottery and cooking (ibid). 

 

Within the busy schedule of the Muscat festival many lectures, training programs and 

awareness programs took place. Besides, there were various types of games for 

entertaining the kids as well as invitations for renowned singers to lead music 

concerts. Among such activities were poetry and literary gatherings. Poetry is 
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certainly not a strange literary genre in Oman, for it is often said that "Beneath each 

stone in Oman there is perhaps a poet".  Therefore, many poets participated in such a 

cultural gathering and entertained their audiences with creative poems (Alkhamyasi 

2007). 

  

The (2006) event was celebrated as a starting point to the cultural wedding which the 

sultanate of Oman was witnessing in the capital of the Arab Culture 2006, therefore 

the organizers were successful in positioning their festival as "The Gathering of 

Culture and Arts". 

 From Muscat festival the itinerary guide 2008 (January 21 / February 15 reads as 

follows: 

Daily shows of Omani traditional arts groups from 6pm to 10pm and Sea traditional 

arts and songs at Al Seeb beach every Thursday and Friday from 9am to 4pm (Muscat 

Municipality 2008: 6). 

  
Examples of the songs presented in the Muscat Festival in the appendix CD. 

 

 
5.2.5 Salalah Tourism Festival (Mahrajan Salalah Alsiyahi) 

The Ministry of Trade and Industry has organized an annual festival known as 

(Mahrajan Alkharif)
18

 Autumn Festival in the south of Oman. In 2008, the name was 

changed to Salalah Tourism Festival (Mahrajan Salalah Alsiyahi). The festival 

coincides with the autumn monsoon season and attracts tourists who enjoy the 

beautiful landscapes and unique weather. Traditionally, most of the tourism during the 

monsoon season has been local, but each year there are an increasing number of 

                                                 

18
 The southern part of Oman has all the necessary attributes for year-round tourism. Besides a constant 

temperature of 30°C, it has a unique annual phenomenon known in the region as (mawsim alkharlf) 

autumn monsoon season. (The use of the term ‗alkharif‘ to mean monsoon is unique to this region‘s 

dialect, in official Arabic the term refers to autumn only.) The season lasts about three months, from 

the end of June until the end of September. It affects around 130 km (some 23%) of the total 560 km of 

the southern coastal area. The season transforms the area into a paradise: waterfalls, springs, a variety 

of local and migrating birds, lush shrubs and small trees, carpets of grass, and a continuous light drizzle 

and mist are some of the characteristics of this beautiful season (Al Hinai. A  1999: 47). 
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tourists from the states that make up the Arabian Gulf Cooperation Council (AGCC), 

other Arab countries, European and other tourists come to this region to escape from 

the cold winter weather in their countries.  

Salalah Tourism Festival is expanding year by year. Some of its programs include 

local, as well as international, traditional music, dances, songs, not to mention the 

participation of well-known Omani and Arab singers. In addition, the festival 

included exhibitions of photography, fine arts, poetry and other cultural activities. The 

government is keen to develop Salalah Tourism Festival so that it becomes an 

international cultural festival that attracts tourism from around the world.  

To coincide with Salalah Tourism Festival the city of Salalah organizes an annual 

campaign called Friend of the Municipality. Its main objective is to preserve and 

maintain the natural beauty of the environment, which might be adversely affected by 

the increasing number of tourists during the season. The campaign also helps educate 

the public about the danger of litter and its effects on the beauty of nature. The 

campaign is sponsored by both the government and the private sector. It is located on 

the Aiteen plain beyond Salalah‘s residential areas. There are entertainments of all 

kinds, including musicians and singers, as well as games, contests and a theme park.  

A big celebration at the opening of the festival uses a number of traditional arts and 

songs and every day there are diverse performances for people who visit this festival 

(Al Hinai. A 1999: 47). 

Examples of the songs presented in the Salalah Tourism Festival in the appendix CD.  
 

 

 

5.2.6 The Recitative festival (Almahrgan Alenshadee) 

This festival is initiated and sponsored by Sultan Qaboos University, represented by 

the Islamic cultural group and despite the short time since its inception in 1988, it has 

gained a very strong and widespread publicity among a general audience. More than 

500 person from both sexes attended the first festival held at the University 

conference hall, and it contained seven Islamic chants that were presented by the 

University students only. 

 

The second festival was organised in the University‘s amphitheater and around four 
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thousand persons managed to attend. This festival was unique in regard to the number 

of the participants and the high level of the chants. In addition, it was not limited to 

the University‘s students, but had participants from many places and even children, 

like Alfadil Al Harthy. 

 

The festival has improved annually and has built a public reputation and once it was 

witnessed by more than 9 thousand people. The official Omani T.V. has broadcast its 

activities live to its audience, and this festival is still organized every year so the one 

organized in 2008 was number 6 (The Festival Guide: Sultan Qaboos University 

2004: 13-18).   

 

A selected two example of the traditional songs presented in the recitative festival in 

2004:  

 

 

a. Alaazi song (written by Mohamed Al Shuaili and performed by Talal Al Amri) 
 

―Nahn Aldwate Alsadhin  Nahn Alshrat Alfatheen 

Nahn Alhdee fee kl heen tala tree fee Alktbee 

Ma str Al Awa'el   Al Qadt Alabahl 

Ghabz nwazl   lees bqul Al Leeb 

Smt bhm tqwahm  zht bhm dnyahm  

Kadu bza a‘adahm   fee Alzahf  balkta'eb 

Tqablu ma Aleda   walseef adl fee Alfdee 

 Fankshft lma bda  ma kan mn ghyahb‖ (The Festival Guide: Sultan 

Qaboos University  2004: 42). 

   

a. Al Razhah Song (Written by Khamees  Al Amri)  

 

  

Shbt Alneeran fee gw Alsma'  mn ytfeeha nar hameyah 

Bnkhud Al-Mark waldma'  ya flsteen hzh Alfaydh (The Festival Guide: 

Sultan Qaboos University 2004: 48). 
 

 

 

 

 

 5.3 Religious Ceremonies and Celebrations 

 The Religious festival is one of the important ceremonies and rituals for all Muslims, 

and they celebrate it with joy from the youngest to the oldest together with their 

families, relatives and friends. The following sections will elaborate the details of 

these different religious festivals, from the Prophet‘s birth to the two Islamic Eids and 
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some of the other celebrations. 

  

5.3.1 The birthday of the prophet Mohamed (Almawlid Alnabawi Alsharif) 

According to historians and religious scholars, the Prophet Mohamed was born on 

Monday 12
th

 Rabee ‗Al Awwal (lunar calendar), (This was 23
rd

 April 571 by the 

regular calendar). The Prophet was born in an era full of disputes, idolatry and 

bloodshed; an era known in history as Aljahiliyah (the era of ignorance)
19

. The 

Prophet was known for his courtesy and rationality, even before his powers of 

prophecy became apparent. When Mohamed was 40, God sent the Angel Gabriel to 

inform him that he had been chosen to be His Prophet. The Prophet came to bring 

reform and enlightenment to an era full of evil and ignorance (Al Hinai. A 1999: 105).    

Almawlid, sometimes called Al Malid, is one of the most famous Sufi rituals of 

chanting and whirling in dance in Oman, and it started as religious celebrations 

associated with the birthday of Prophet Mohamed. Later the celebrations acquired 

specific characteristics in each Islamic country in which it was practiced, although its 

poems and rhythms using the daf are similar. Omanis only use tambourines during Al 

Mawlid. Tambourines were chosen because Al Ansar (the people of Medina) received 

the Prophet Mohamed, peace be upon him, in Al Medina Al Manwarah chanting 

―Tala‘ Al Badoro Alina‖ (The full moon came to us) accompanied by a tambourine 

(Al Shidi  2008: 293).  

 

Almawlid starts with the leader reading Sufi poems in a rhythm and tone similar to 

Mawaweel (traditional songs). The singers at Almawlid sit in front of the master in a 

spiritual atmosphere scented with frankincense. The master begins by rhythmically 

chanting poems, and after two stanzas the followers join in chanting a prayer to the 

Prophet Mohamed, peace be upon him. This is similar to the leader‘s role in Iraqi 

Mawaweel, in which he transfers the musical note of the chant to a musical instrument 

such as a violin, pipe or oud after the first half of the second stanza and then continues 

the second half after the musical break. In Mawlid almost the same thing happens 

when the devoted followers lead after the first half of the second stanza, before the 

                                                 
19

 At that time, Arabs were ignorant to the point of burying newly born girls alive, in order to avoid the 

shame brought by not having a male child. 
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master‘s continuation with the second half after the prayer to the Prophet, and so on. 

Mawlid does not depend on any musical instrument at the beginning, so the followers 

perform their musical part in order to give the master time to catch his breath. For the 

second stage, tambourines are warmed near a fire to help tighten their skins, which 

results in a better sound. The tambourines are divided into two groups; one group is 

used in Shalat (plural of Shalah) while the second is warmed and then the players 

exchange them, ensuring they are using tambourines with an optimum sound all the 

time. In addition, the followers and master stand with tambourines in their hands 

when they perform the fast rhythm (Pride- Omani Music 2007: 44). 

 

The master starts singing Shalat that have the same elements as traditional songs from 

Arabic musical heritage. Shalat consists of one musical sentence that is learnt by 

Mawlid practitioners from their forebears and is the teaching by every master of 

students and followers. Omani participants in Mawlid follow the ways of Sufis 

originating from Arab lands including those known as Algelaniah in Baghdad, Al 

Refaiah in southern Iraq, Al Badwiah in Egypt and Al Aidrawsia in Yemen. The 

volume and speed of the Mawlid gradually increases from one Shalat to another until 

it reaches a peak, at the time of talking to a jinni. When the enthusiasm in the Shalat 

rhythm increases, the jinn is in control and the master asks him about what he requires 

in order to leave (Pride - Omani Music 2007: 45).   

  

There are other types of Almawlid name in Oman such as Barzangi, but they are all 

connected to Almawlid. Mawlid is widely known on the Al Batinah coast and in Al 

Dhahirah, Qurayat and Al Sharqiyah. These regions are considered to be fundamental 

Sufi locations, although there are other regions in Oman who sometimes practice this 

traditional art.  

 

  

 5.3.2 End of Ramadan (Eid Al Fitr)  

Muslim festivals are timed according to local sightings of various phases of the moon 

and the dates given above are approximations. Eid Al Fitr or the festival of fast 

breaking is the biggest Muslim festival. Eid is derived from the Arabic word ‗oud‘ or 

‗the return‘ to signify the return of Eid every year. The festival is significant as much 
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for its timing as for its religious implications. It is celebrated after the fasting month 

of Ramadan (the ninth month of the Muslim year), on the first day of Shawwal, the 

month which follows Ramadan in the Islamic calendar. It is a time to give in charity 

to those in need, and celebrate with family and friends the completion of a month of 

blessings and joy (The festival guide 2004). 

 

Celebrating Eid Al Fitr in the Sultanate of Oman reflects the cultural aspect of the 

place. The markets in the numerous regions of the country become active and people 

from all over Oman come in search of their needs. The markets celebrate a special and 

long awaited annual event which is called "Habtah", a commercial gathering between 

the suppliers and their clients. This event is annually celebrated in most towns of the 

Sultanate, which are conducted respectively individually. During the scheduled time 

for the Habtah many sellers come to exhibit their commodities which include various 

consumable items. Among the noticeable sale items are live stock:  cattle, sheep and 

goats. Many Omanis come in search of meat for the Eid Occasion so that they use it 

for Arsee and Barbeque. The brokers call for bidding and finally the client with the 

higher bid takes the animal of his choice and the broker end up with his commission. 

Among the available goods at the Habtah are locally produced items such as sweets 

for children, and many agricultural products. People also distribute Zakat Alfiter- alms 

which are given in the form of rice, wheat or money for each member of the family of 

the needy. These alms are given one or two days before the Eid. 

 

Among the preparatory stage of celebrating Eid is moon sighting which is a necessary 

step before officially declaring Eid. In Oman a special committee meets towards end 

of the month and receives calls from various regions in Oman, stating whether any 

person has seen the Moon. Once the moon is identified, the news is announced 

through the media. Both the public as well as private sector declare an official holiday 

to celebrate this occasion.  

 

When the Eid day comes, people put on their most elegant clothes, the nicest 

perfumes and fragrances and get ready to perform the prayer of Eid at the mosque. 

Before they depart from the mosque they exchange greetings with each other and 

embark on intermingling visits to relatives and friends. The Omani cuisine has a 
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panoramic variety/range where the menu includes different types of food. Among the 

noticeable dishes is Arsee- a meal of ground rice and meat, the barbeque, and the 

delicious Omani Halwa (sweets) (Al khamyasi  2007).   

 

Different Governorates and Wilayats celebrate the first day of Eid Al Fitr in slightly 

different ways, such as in the Muscat Governorates, the first day is celebrated by 

going out to perform the Eid Al Fitr prayer in the mosques of the Governorates in the 

early morning, and after that everyone exchanges greetings and then leaves to visit 

their relatives and neighbors. While in the Wilayat of Sur, after praying in the 

mosques the preachers preach the importance of Eid Al Fitr that Allah Almighty has 

blessed the Muslims with (Al Sandodi 2010).   

 

Eid is not limited to the adults rather the children have their share in this occasion. 

They celebrate the occasion of Alayood where they wear their best clothes, 

congratulate their parents and relatives with the saying of Eid Mubarak and receive 

gifts from them.   

 

Women in turn also live the spirit of the moment. They exchange visits and relish the 

acquaintance of their friends and loved ones. During the Eid Holiday many activities 

take place in the various regions of Oman such as camel races, horse races, and 

traditional dances. Influxes of people attend such joyful activities and enjoy the spirit 

of its solidarity (Al khamyasi 2007). 

 

Eid is celebrated in every state of Oman, and normally it is held in the famous areas, 

that people have become familiar with through all the years in which the celebration 

has taken place. All the residents of the village, men and women, go out singing songs 

called Al Razfa, heading towards the borders of the village to perform the Eid prayers, 

followed by mobile tradesmen who will be preparing to sell toys and sweets. This 

huge crowd is sometimes accompanied by celebrant/men shooting bullets in the air as 

a way of showing joy and happiness for this important celebration, which will 

continue for three consecutive days (Al Kindi. S 2007: 50-51). 

 

a. Bedwan Al Razfa (Sample songs performed during Eid) 

The Bedwan Al Razfa is an art that is performed by the men of the Bedwans, the 
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women do not take part. They gather to form two lines facing each other and start 

playing the group of songs. The poet teaches one of the lines of the poem then they 

start singing it with a group of other poets and singers, following, the other line start 

singing the poem back, and the songs at the end become shared between the two 

mens  lines. 

 

The performers will be performing with wooden sticks, pistols, or swords where they 

point these to the ground, moving their heads up and down, then they will put the 

wooden sticks on their shoulders and perform the same dance. The Al Razfa 

movements are free movements where they are walking in the area between the two 

lines, each throwing his sword or pistol in the air then catching it before it falls to the 

ground, some even hold their pistols high in the air moving it in a circular way, as in 

many other weapon performances (Al Shidi 2008:  220).  

 

5.3.3 A pilgrimage to Mecca (Eid Al Adha) 

Before going into the details of Eid Al Adha, which is on the 10
th

 of  Dhul-Hijjah, it is 

important to mention that there are two ways to celebrate: Tahlwola and Tasbeeh, 

when they are performed on the start of the month of The Al Hejja.   

  

a. Al Tahlwola  

This is an annual celebration performed during the first 9 days of Eid Al Adha to 

welcome Al Eid and the hajj season. It is usually performed by a parade of boys and 

girls from the Qur‘anic school who are led by their teacher (Al Mutawa). The teacher 

uses anthems to praise Almighty God, or selects famous religious poems. The 

children respond by saying, ―God is great, God is great, Thanks to Him‖ (―Allah 

Akbar, Allah Akbar, Wallah Al Hamd‖) (Pride- Omani Music 2007: 32). 

 

b. Al Tasbeeh  

 Originally this name came from the saying of rebellious people. The saying ―Allah be 

praised‖ (―Sobhan Allah‖) sentence continues, where the women traditionally praise 

their God Almighty physically in the Wilayat Mahoot at the start of the first ten days 

of the month of Dhul-Hijjah. This is an old tradition that has been passed on through 

the women from all the past generations. 
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In this tradition that the state is famous for, all the women go out in lines crossing 

their hands, each holding the one in front of her from her belt, walking through the 

village's streets, reciting the following: 

 

Ya sobhan Allah..... la elah el Alla 

Ya sobhan Allah.....Mohamad Rasoool Allah 

Ya sobhan Allah.....Mohamad zein wthekrat zein 

Ya sobhan Allah.....woled fe laylat el ethnayn 

Ya sobhan Allah.....Mohamad sayer el wadee 

Ya sobhan Allah.....fe thelat wbrad 

Ya sobhan Allah.....hatheh fatema el zhraa 

Ya sobhan Allah.....fe kobat kadraa 

Ya sobhan Allah.....daklna asher The Al Hejja 

Ya sobhan Allah.....lela yabeh yakroj yehej (Al Shidi 2008: 69 - 70). 

  

c. Eid Al Adha celebration 

  

Eid Al Adha is a joyful event relevant to the fifth pillar of Islam. This pillar is called 

Hajj- a pilgrimage to Mecca for Muslims who can afford the journey. It is mandatory 

for such category of Muslims to go for hajj once in their lifetime (Information Office 

of the Royal Embassy of Saudi Arabia in Washingto 2009). The Preparation for hajj 

starts at least two months before the actual time where those who intend to visit 

Mecca for hajj organize their affairs and fulfill certain official procedures such as 

visas and securing transport to travel to their intended destination. 

 

 After the moon sighting, a necessary step before officially declaring Eid, the moon of 

the month of Dhul Hijjah is identified and people await Eid Al Adha. This is on the 

tenth of Dhul Hijjah and the faithful have their hearts and souls directed to Mecca. 

During Eid, both the public as well as private sector announce the Eid days as an 

official holiday during this time so that Muslims all over Oman can celebrate such a 

highly blessed occasion.  

 

The word Eid is derived from the Arabic word (Awdah) which means return. The 

return of the soul is to its original state of inborn purity. Celebrating this cherished 

moment is preceded by so many preparatory steps that signify the keen interest of the 

Muslims to live the spirit of hajj, to share the joy of their fellows in the pilgrimages 
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and to reap its fruitful results. Such preparation normally starts weeks before the 

actual time arrives (Al khamyasi 2007).  

 

The Eid A1Adha ceremony is similar to that for Eid A1 Fitr, but on a larger scale. The 

differences are mostly in the sacrifice. In Eid Al Adha a sacrifice is necessary for 

those who can afford it, while in Eid A1 Fitr in some regions, people do not sacrifice 

at all. The other difference is that in Eid A1 Fitr Muslims are supposed to give Zakat 

Al Fitr (alms) to needy people before the early morning prayers, on the first Eid day, 

whereas in Eid Al Adha the sacrifice replaces almsgiving. Furthermore, Eid Al Adha 

has an official holiday of four days compared to three for Eid A1 Fitr (Al Hinai. A 

1999: 105).   

 The Omani families reunite since all the members of the family come down to 

celebrate Eid in their home town leaving their sorrows and differences behind. The 

Omani cuisine is varied with menus including various delicious types of food, notably 

barbequed dishes, steamed meat, delightful Omani Halwa (sweets) as well as fruits 

and other tasty home made dishes. Eid is not limited for the adults rather the children 

have their share in this occasion as mentioned earlier (Al khamyasi 2007). 

 

 Moreover, it has become customary for the Sultan to spend both Eid ceremonies with 

his people in different parts of the country. His Majesty‘s wisdom in spreading his 

royal presence across the country has created friendly competition between cities and 

towns to welcome him (Al Hinai. A 1999: 105) 

In the different districts and areas of the Sultanate there are many traditional 

performers that perform the celebrations for these occasions, which include the 

performances of the pure Omani horse breed, different cultural songs that are sung for 

the honor of having the Sultan Qaboos the great asking God to protect and give 

prosperity to this country during the Sultan's ruling period. Other traditional arts that 

the Sultanate of Oman is famous for are performed during the days of Eid such as the 

Al Razhah, Al Azi, and Alhaboot (Ministry of Education 2010).  

  

This an example of the celebration of the state of Nakal, from the Al Batinah Region 

in Oman: 
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In this state the tradition of the residents of the villages is to start the traditional arts 

three days before the Eid starts. The celebration of the Eid starts from the second day 

of Eid, specifically after the prayers of Asr and continues tell sunset, before Magreb 

prayers, in the celebration grounds of the state, just before the castle of Nakal. Mobile 

shops selling toys, sweets, and snacks gather all in the grounds where the huge crowds 

of children and adults will be celebrating Eid with national and traditional songs like 

the Al Azi and Al kasafi (Al kindi. A  2008).  

 

 

5.3.4 Qur’anic School graduation ceremony (Alkhatmah and Atwiminah) 

There were only three schools in Oman before 1970: in Muscat, Mutrah and Salalah, 

and enrolment in these schools was a privilege granted to the sons of few families. 

Girls were not allowed to enrol in these schools. The only chance for education in 

most of the country was through a traditional Madrasat Al Qur‟an (Qur‘anic school) 

or mu „alum Al Qur‟an (Qur‘anic teacher). In a traditional Qur‘anic school, boys and 

girls sit on the floor around the al-mu „alum. These schools usually take place under 

trees, in msjad, sbal (singular, sablah: a public gathering place in a village or town), 

and sometimes in the houses of Qur‘anic teachers (Al Shidi 2008: 90). 

Before the building of modern schools, most Omanis sent their children to Madrasat 

Al Qur‟an where they learnt the basics of reading the Qur‘an, writing and grammar. 

First, children learnt the characters of the alphabet, the pronunciation of whole words 

and how to read whole sentences. After mastering reading, they were taught grammar. 

Once they knew the basics of grammar, they read the first verses of the holy Qur‘an, 

from which they had to read one verse each day (Al Hinai. A 1999: 105). 

Alkhatmah is performed by Qur‘anic school students when a child completes learning 

the Holy Qur‘an by heart. The students march in lines to the house of the successful 

child led by their teacher. The teacher repeats spiritual poems and the children say 

“Amen‖. When the procession arrives at the child‘s house, a woman with green scarf 

comes out holding the child. She will then give a gift to the teacher for his remarkable 

achievement, and sweets to the other children (Pride - Omani Music 2007: 32-34). 
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This special ceremony had known as Alkhatm or Alkhatmah, Altayminah or Alomin, 

Alwahbah depending on the region of the country. For the ceremony, the graduating 

boy, his colleagues and teacher dressed in traditional Omani clothes, and sometimes 

the Omani khanjar. 

In those days the Alkhatmah ceremony was the equivalent of the modern graduation 

ceremony and celebrating the achievements of the boy, it encouraged the other 

students to complete their studies successful. Today Madrasat Al Qur‟an still exist 

and many parents send their children to them as well as to modern schools, not least 

because these schools are held in the summer months, and so fill children‘s free time 

during the long summer vacation (Al Hinai. A 1999: 105). 

The special religious poetry and dua „a (prayers) after each dua „a, the whole parade 

repeated as following: 

 

Alf lfa qlbee bzkr Al-Mstfee    Al-Hashmee Al-Abthee Mohamad 

Al-Ba' bkeet alee At-Ta'sf badh  yama bkeet alee fraq Mohamad 

At-Ta' tree yaseedee yasfutee   yashafaee yum Al-Gza Mohamad 

Ath-Tha' thyabee blha dm3 Al-Bka'  mn kthr shuqee llnbeeMohamad 

Al-Geem grt mnee Al-Khtaya walznub ghfarha rb As-Sma' wa Mohamad 

Al-ha' hmdt Allah rbee da'ema  fee tua rbee walnbee Mohamad 

Al-Kha' khtaya Al-3bd yarb As-Sma'  ghfarha Allah thm Mohamad (Al Shidi 

2008: 91). 

 

 

 5.3.5 Circumcision (Alkhitanh or Altanjilah)   

Circumcision was in the Arabian society before Islam, and was continued by Islam, 

according to the Sunnah (Prophet Mohamed‘s teaching), and not by the Islamic law, 

young boys must be circumcised before reaching their sixth or seventh birthday. It is a 

hygienic practice (as the Arabic name implies), helps cleanliness and prevents certain 

genital diseases caused by the bacteria that could accumulate under the extra foreskin 

(Understanding Islam Community 2009).  

In the old days in Oman, before hospitals were established, young boys were 

circumcised by professionals known as Mukhattan, batloos or Mutawwa‟a, depending 

on the region of the country. Most of the time this professional learned these skills 
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from his father, who also inherited the skills from his father and grandfather. 

Normally the Khitanh used to be done in the newborn's house, but in some villages 

and towns, young boys were circumcised in small groups, to cut down on the price of 

individual circumcision, and the event was the cause of much celebration, in which 

music and dance played a major part (Beyrouth  2008). 

The boy being circumcised had to withstand considerable pain, for in those days 

anesthetics were not used. After completing the Alkhitan operation, the wiser (a baggy 

piece of cloth which is part of Omani national dress) was wrapped around the boy‘s 

waist to allow air to reach the wound and, at the same time, to prevent friction with 

his penis.  

After the operation has finished, a celebration march starts, arranged by the young 

boy's parents, and a huge crowd of people join it. Men, women, and children start 

walking from the boy's house toward the centre of the village. Men lead the march in 

two lines separated by the musicians, followed by the circumcised boy, carried on the 

shoulders of one of the men, under the shadow of a huge flag held by one of the 

women waving it left and right. The villagers believed that the flag would keep the 

evil eye and magic away from him. Following the march, the crowd that joined in 

come together and start singing the Altanjilah, as a musical rhythm performed by the 

men in two lines facing each other, and most of the time the ladies would join in. 

They start singing the songs from the start till the end, and sometimes if it is an 

ancient Islamic song, the poet will teach it to the singer where he sings the song and 

the other performer/students reply with clapping and cheering. After that the 

musicians start to play the instruments, accompanied by dancing appropriate to these 

kinds of songs, such as:   

 " Aslee bekom fared wa sunh 

       Wasma klam nazmnh 

 

      Yum tulee Alhokm Qaboos 

      Tsbah wa tmsee Oman ganah" (Al Shidi 2008:  88).  
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After these celebrations, large quantities of food were prepared. Goats or sheep were 

slaughtered as a blessing and thanksgiving for the well-being of the child. Then the 

newly circumcised boy was taken home where he was supposed to rest in bed for at 

least a week to allow the wound to heal more quickly. During that week, he was given 

especially nutritious meals to boost his energy. And since he had to stay in bed, his 

friends would come to keep him company. In some parts of the country it was 

customary for the newly circumcised boy to be put on a horse and escorted round the 

village by his father, brothers and friends, accompanied by musicians and dancers. 

This custom represented manhood and strength. 

In the Wilayat of Qurayat, the Alkhitan ceremony has special music known as 

Altanjilay. It is played mainly during the Alkhitan operation, and is performed by a 

group of professional musicians hired for the occasion. Altanjilay performers play 

different drums such as Alkisir, Alramani, and the Msaynd, which is a tall standing 

drum. In addition, the jum, a special shell, is blown. The Altanjilay musicians burn a 

great deal of frankincense which adds a spiritual feeling to the ceremony as its scent 

fills the air. The boy to be circumcised is paraded around the village escorted by 

Altanjilay musicians. This parade is known as Zaffat Almakhtun, or the circumcision 

parade.  

The Altanjilay group puts a woman‘s dress on a cross- like wooden structure. The 

dress is decorated on the front and the back with silver or gold jewelry and mirrors. 

This is known as Alrayah. An orange is placed on top of Alrayah to look like a head. 

The boy is carried on the shoulders of the leader of the group who is referred to as 

Shaykh Alfan. A female member of the group walks behind the leader holding the 

Alrayah so that the hem of the dress partially covers the boy‘s forehead, to symbolize 

a mother‘s love. The parade roams the village filling the streets with beautiful music, 

songs and the scent of frankincense. After this, the circumcision is carried out. The 

child is placed on a wooden table covered with a red cloth. The Almukhatan prepares 

his sharp knife, which is sterilized in a flame and wiped with fresh garlic. After the 

operation the Almukhatan gives the child some sweets. Everyone present cheers and 

shouts with joy. The group continues with their folklore music until the end of the 

celebrations. 

Nowadays, most boys are circumcised in hospital a few days after birth, but then 
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many parents make a traditional feast and hire Altanjilay musicians to entertain the 

guests. A few people, however, still follow the traditional method of Alkhitna for their 

sons (Al Hinai. A  1999: 105). 

  

5.3.6 Mid- Ramadan (Qaranqashoh)  

Qaranqashoh is a simple annual religious children‘s celebration, called Touq Touq or 

Altalmis in the some Omani areas occurring in the middle or on the fifteenth day of 

the holy month of Ramadan. This celebration is called Qaranqashoh which refers to 

the scratchy sound that comes from knocking two shells together. In some of the inner 

states, the children use two rocks instead of the shells, they call it Touq Touq which is 

the sound that results from knocking the two rocks against each other (Al Kathiri    

2004: 165). 

 

It is performed at night and how depends on the way Qaranqashoh depends on the 

drummer‘s, or Al Mushrati‟s, circumambulation to wake people up for their last meal 

before a Ramadan day dawns. During this mid-month night, children accompany Al 

Mushrati and will ask fasting adults, in the traditional way, to give them sweets and 

coins to put in their Jirab bags (Pride-Omani Music 2007:  32-34). 

 

Alternatively children gather when people break their fast after sunset and then walk 

in a group singing songs that have been passed on from former generations, moving 

from one house to another, singing to a rhythm of knocking two shells or two stones 

together (Ministry of Information 1990: 153). As they walk the children sing:  

 

           ―Qaranqashohyoo nas…  Atoona showayet halwa 

             Keet keet fee Alpakeet… Harah harah fee alsaharah 

             Doos doos fee Almandoos‖ (ibid). 

 

The song translates as: Qaranqashoh O people… Give us some sweets". The children 

then thank and pray for the people who have given them sweets or money, just as they 

admonish those who ignore them and do not give them anything by singing and 

saying to them: "A ghost over your house.    
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The Qaranqashoh celebration differs slightly from one Omani region to another. For 

example, in Hail Al Gaph in Qurayat, it is not only children who celebrate on this day 

but adults also. The Qaranqashoh celebration in Qurayat takes a dramatic form. A 

group of men go out with children wearing animal masks and act like wild animals, 

which creates a joyful atmosphere. They all walk around the village moving from one 

house to another singing and drumming (Al Hinai. K  2010: 220). 

 

The Qarnaqashooh that is found in Oman has similar celebrations throughout the 

Gulf areas, under different names like Al Qarqa‟an and Laylat Al Nasfa in the middle 

of the month (Misamah  2001: 205) where it is seen as a celebration for the kids for 

reaching the middle of the month of Ramadan, even though the children of that age 

celebrating Qaranqashoh have not started fasting yet. 

 

In Wilayat Sur at Al Sharqiyah Region in Oman there is a celebration sharing the 

same Qaranqashoh in details and songs, but it is called Al Shabanyah, which is 

peformed in the middle of the month of Shaban (the month preceding the month of 

Ramadan)(Al Maliki 1999: 224). So possibly the Qaranqashoh religious roots, that 

most Omanis are not familiar with may have a different origin. In the books of the Al 

Sira Al Nabawiyya (the stories of the prophet Mohamed) when the prophet's 

grandchild, Al Hasn the son of his daughter Fatimah was born, he started distributing 

sweets for the children around (Islam light  2010). Some of the books mention that the 

prophet's grandchild was born in the middle of the month of Shaban and others 

mention and guarantee that he was born in the middle of the month of Ramadan, so 

after all these years that have passed by, the origin of this celebration may have been 

lost in time throughout the Islamic history.  

 

5.4 Social Ceremonies and Celebrations 

Omani society contains different festivals and ceremonies that are performed on every 

occasion. Each part has its own traditional songs and chants that are well known in 

Omani society and have been passed on from generation to generation to be 

performed by every person from the youngest to the oldest. The following sections 

will discuss the details of each of these festivals on each different social occasion. 
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5.4.1 Marriage Songs (Alzawaj songs) 

Marriage songs and dances are one of the most ancient events in the world. In Oman, 

as in other Arab and Islamic countries, it is considered the only legal way of 

reproduction and is a must for the continuation of the human race. In addition to the 

religious aspects, marriage strengthens social ties generation after generation. 

Marriage ceremonies in Oman differ from one region to another according to the 

influence of tribal habits, religious values and material status. On the other hand, they 

all have certain stages and features in common, such as Alkhothab (asking parents‘ 

permission for an engagement), Almalkah (an official religious contract usually held 

in a mosque in the presence of witnesses), Almahr (the dowry paid by the groom) and 

Alzaffah (the taking of the bride and groom to their new home).  

In Oman, the marriage process is initiated by a man‘s interest in sharing life with a 

certain woman. Usually the groom‘s mother or sister approaches the prospective 

bride‘s family to ask approval for an engagement with the chosen daughter. Once an 

agreement is reached, the next step is to negotiate Almahr which is decided according 

to the bride‘s family and common social norms. The bride‘s family use dowry money 

to purchase items for the marriage ceremony and for the couple‘s future, for example 

jewellery, clothes, cosmetics, gifts, furniture and household items. Once the two 

parties have settled all the necessary details, Almalkah, an official religious 

engagement ceremony for males, is held either in a mosque or a public area. The 

groom invites all his male relatives and friends to the ceremony — in smaller villages 

and towns all the men are invited. In most parts of the country it is the custom that the 

father and the brothers of the bride do not attend this ceremony. The groom arrives for 

Almalkah late, wearing national dress with an Omani khanjar or dagger, a Musarr or 

turban, and Alshal, which is a length of cloth made out of the same material as the 

Musarr; but worn around the waist.After the completion of the Almalkah ceremony, 

the marriage becomes official. On the same night, the groom‘s mother holds a 

separate party for women. She invites relatives and friends of the family. The groom 



211 

 

and bride then arrange the date for the Alzaffah or wedding ceremony. The bride and 

her family prepare wedding clothes that are specially designed to reflect the 

importance of the occasion (Al Hinai. A 1999: 105).  

 During the wedding night, (laylat alzajfah), professional henna artists put henna 

designs on the bride‘s hands and feet. Afterward, the bride is covered from head to toe 

with a green dress and is escorted by two newly married ladies on each side of her. 

Attending women and professional female singers sing special wedding songs in an 

atmosphere full of incense and perfumes. The bride is now ready to be taken to her 

husband and future home. Cars and buses are driven in procession through the streets, 

their horns blaring while the passengers sing wedding songs. Meanwhile the groom 

waits in his house for the parade to arrive. This night is also referred to as laylat 

Aldukhlah (Omani Women's Association 2009). 

There are some interesting wedding rituals in different parts of the country. For 

instance, just before the bride and groom enter their bedroom on laylat Alzaffah, a 

mixture of rose water, malt and ends of palm tree leaves is poured on the couple‘s 

feet, if they are related. However, if they are not related, a sheep or a goat is 

slaughtered so that its blood pours over their feet. A splash of rose water is used to 

wash and bless their feet afterward. The morning after marriage, laylat Alzaffah, is 

referred to as Altasbihah. Friends, relatives and locals are invited for a lunch feast. 

After lunch people congratulate the newlywed groom and wish the bride happiness. 

The standard wedding rituals are then over. Moreover, in other parts of the country, 

prior to laylat Alzaffah, there is a special night called laylat Alhinnah, or henna night. 

Professional traditional song groups perform wedding songs and dances while 

professional henna artists draw henna designs on the bride‘s hands and feet. The 

groom and his close male friends and relatives attend this party and tip the musicians 

and the henna specialists (Al Hinai. A 1999: 105). 

  

In Dhofar, in the south of the country, there is a tradition that guests attending 

wedding ceremonies give money to the groom. If a donor or any member of his 
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family weds in the future, the groom and his family must donate an equal amount of 

money, if not more, to the future groom. This system is helpful in reducing the 

groom‘s material burden. The marriage in the Dhofar governorate has a special 

character with habits and traditions inherited through and across many generations. 

The marriage ceremony goes through several steps. First, engagement (Alkhothab); 

second, Dowry Agreement Althpot means that the groom, his father and some 

relatives go to the house of the bride's father to determine the dowry; third, Marriage 

(Aqd Alqraan), Evening (evening concert for men), Wedding day (a special evening 

for women), morning (Almassabh). The marriage songs in the governorate of Dhofar 

for men are Alhbot and Alburah, and the song for women with drum accompaniment 

is (Agani Altabal) (Oman Forum 2007). Listed following are instances of vanishing 

Omani marriage celebrations that are have disappearing or ceased to exist now owing 

to modern changes occurring in Omani society. 

 

a. Groom bathing celebration (Zaffat Sboah Almaras) 

 

It is one of the wedding celebrations in some different Omani regions. The families of 

the groom organized the bath celebration in the past, where they prepared new 

wedding clothes carried in a green cloth covered basket by women who walked with 

the groom. This celebration usually started from the house of the groom to the 

direction of the Falaj (canal of water) or well, where the groom took a bath which 

was accompanied with women behind ululating and men singing drumming and 

dancing in front with relative on both sides for ceremony (Gulf country 2009). This 

celebration is threatened with extinction, where the groom is no longer in need of a 

wash in the Falaj with the available connections of modern water, but still this 

celebration is one of the most ancient traditional Omani customs and the country 

needs to maintain it as a unique agricultural custom.   
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b. The bull celebration (Zafatt Althor)  

 

This celebration is held the day before the groom's celebration.  The bull walks at the 

beginning of this convoy and it is the next day‘s food for the groom‘ or brides‘ guests. 

This celebratory procession starts from the groom‘s or bride‘s house, with the 

participation of the villagers and friends of the couple. Either the groom or bride in 

this celebration has covered his or her face with green cloth which is a blessing both 

upbeat and optimistic. This celebration is accompanied by women singing a special 

kind of song in which they call down blessings, wish well being and happiness for the 

newlyweds, and use traditional rhetoric which mentions circling the holy places. The 

Omani Governorate Al Batinah especially celebrates in the city of Barka (Gulf 

country 2009). 

 

5.4.2 Children's songs 

Children occupy a very special and favored position from birth in Omani society. 

There are children's traditional songs connected with a child‘s birth and the songs 

continue through the stages of a child‘s development until young adulthood. Mothers 

sing lullabies for their children and also sing for them at bath time and play time. 

There are songs to educate the child; so the mother praises her child when he is good 

and scolds him if he misbehaves. Additionally, there are some national songs to teach 

the child about his country as well as morality songs to teach him good standards of 

behavior (Al Siyabi 2004: 150). Further, the children's singing is usually accompanied 

by acting and movement, since children are energetic and active (Al Hinai. K 2004: 

230). Moreover, there were children‘s songs festivals that the children sing in groups 

on different occasions. Examples follow.  

 

a. Birthday Songs (Hawl Hawl) 
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It is an old childrens‘ festival in Oman that families hold a special party for each 

child‘s first birthday. In Arabic, Hawl means a year, hence the name of the ceremony. 

It is not known why only the first birthday was celebrated, but it might be because 

before 1970 infant mortality was very high due to the lack of hospitals. During the 

Hawl Hawl ceremony the child is dressed in special clothes, placed on the floor and 

covered by a transparent green cloth. A group of the invited children surround him. 

One after another, members of the family stand over the circle of children and shower 

the child in the middle with candy, popcorn and coins. At the same time, the children 

sing special Hawl Hawl songs (Al Hinai. A 1999: 105). 

This song is one of the popular traditional children songs in Oman. The words of this 

song are: 

Hawl Hawl ya sgareenHawlen dayem ya sgareenThis song was explained in chapter 4 

page (187). 

 

 

 b. Game songs (children's playtime songs) 

 

There are many traditional sports and games in the Sultanate of Oman that Omani 

people have inherited from past generations to meet people‘s need for physical 

activity and entertainment.  At the same time there are intellectual and cultural values 

(Worood. Bintnet 2004). The game songs vary in each region of the country. They have 

been designed for men, women and children to suit their natures and their physical 

and intellectual abilities. Most of these games are simple and do not require any 

expensive equipment (Al Hinai. K 2010: 266). Children in particular enjoy game 

songs, especially those that are designed specifically for them. In adults' games and 

sports, children used to be the audience who surrounded the players and encouraged 

them. They normally gather in the square of the village or town. As mentioned above, 

children can play in groups, in pairs or individually. In festivals the game songs are 

very important for Omani children's amusement, especially before the advent of radio, 

TV and children's theatre.There are different children festivals of traditional sports 

and games in Oman which have different names and some of them are very famous 

plays. These plays are: Heppoh Moh Tdoory, Shajrah b’Shajrah, Alhmaimah, 

Alramm, Allakd, Almithqal, Salom bal loom, Alsanaseel (Al Wahaibi  2008). 
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Selected examples for the children traditional sports and games follow. 

Example 1: Shajrah b’Shajrah: Ten to twenty players can play this game. Each 

player must have a muyarr (turban) which is twisted to look like a rope. This game 

requires a referee who must ask trivial questions and hold the end of each player‘s 

musarr while each player holds the other end. When the referee asks the questions the 

players one after another guess the answer.  A player who answers correctly gets an 

order from the referee to hit with his musarr other players who immediately run away 

to a predetermined point. If the player misses, the rest of the players run after him, 

towards the referee, trying to hit him back. Once the player reaches the referee‘s 

point, all players stop and the game continues with the referee asking a second 

question and so on until players decide to quit (Al Hinai. A 1999:105). 

Example 2: Heppoh Moh Tdoory? (Grandmother, what are you looking for?) 

 

 It is one popular children‘s game that includes dramatic aspects. In this game, 

children stand in a circle holding hands and one child, a girl acting as the 

grandmother, stands in the middle of the circle holding a stick and looking for 

something on the floor. Then, the children circle the grandmother and start a singing 

conversation with her and say: 

 
- Children:  O' grandmother. What are you looking for? 

- The Grandmother (in an old woman voice):  I'm looking for a needle.  

- Children:  Why do you need this needle? 

- The Grandmother:  For the thread. 

- Children:  Why do you need this thread? 

-  The Grandmother: For the bag. 

-  Children:  Why do you need this bag? 

-  The Grandmother: For the eggs.  

-  Children:  Why do you need the eggs? 

- The Grandmother: For my children. 

- Children: How many children do you have? 

- The Grandmother:  Ten. 

- Children (amazed): Oh my God!  
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Then the action starts when the children start to laugh at the grandmother because she 

has too many children. After that, the grandmother starts to run after them in a funny 

way trying to catch and punish them (Al Hinai. k 2010: 300). 

 

Example 3: Alramm: An unlimited, but even, number of players form the opposing 

teams for this game, which requires a relatively large playing area. One end of the 

playing field is called qal’ah (castle). Each team appoints an ‗ameed (leader) and a 

draw is made to decide which team will be defensive and which offensive. The game 

begins when the offensive team starts running after the other team trying to touch one 

of its players. The player who touches a player from the opposing team is offered 

protection by his team members until he reaches the qal’ah and scores a point for his 

team. If the mentioned player was touched by the other team before reaching the 

qal’ah the game changes, and the offensive team becomes the defensive one and vice 

versa. There is no time limit for this game (Al Hinai. A 1999: 105). This custom is 

still practised in smaller towns and villages. In metropolitan areas, people prefer 

modern birthday parties, even though these are a new trend in Omani society.  

 

5.4.3 Work songs 

Oman is rich with different types of festival work songs such as agricultural (farm 

work), sea songs and traditional crafts.  

 

 

5.4.3.1 Agricultural songs (farm work songs, joyfully reaping the benefits) 

Agriculture was the main source of income for Omani people before in 1970. Dates 

were a necessary trade commodity and an important source of food. As a result, 

owning date-palms was considered a measure of wealth. Even now, date-palms are 

still the main agricultural crop in Oman. Omani people follow an old tradition of 
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auctioning the produce of the date-palms. This custom is referred to as Altana, and 

most people in villages and towns attend it. Altana is a well-regulated auction with 

organizers, book-keepers and Aldallalin (singular Aldallal), or auctioneer. These 

people, and anyone else who is interested, walk around the farms of a village or town 

to inspect the fruit on each date-palm destined for sale. The Aldallal calls an initial 

selling price for the on-tree produce and customers have to bid higher prices than the 

previous one. The Aldallal announces and repeats the new price, waiting until another 

customer bids a higher price, and so the process continues until no one is willing to 

beat that price. The process continues until the produce of the farm is sold. People 

then move to another farm and so on until the produce of all the village‘s date-palms 

have been auctioned. Not surprisingly, these auctions can take days, if not weeks, 

depending on the size of the village or town. Once someone has bought the on-tree 

fruit, he has the right to harvest it all, as in the case of Aljidad, or to gather the dates 

gradually as required for personal or commercial purposes until they are finished (Al 

Hinai. A 1999: 105). 

The date harvest (Aljidad) starts early in the morning. Farmers climb the towering 

Almabsali trees using a primitive yet ingenious climbing rope-belt called Alsoa. They 

tie an additional rope to the tree, the other end of which is held by assistants on the 

ground. The climbers then cut whole clusters (Isaq) of the fruit and slide them down 

the rope. On the ground the Isaq are taken to a gathering area. In the past, donkeys 

were used to transport the Isaq, but now trucks have taken their place. At the date 

gathering area, woman and children form circles around huge piles of dates, 

sometimes singing special Aljidad songs or Al Laqat (ibid). An example of 

agricultures songs is the following: 

   

a. Aljidad 

It is simple songs that accompany the harvesting of fresh dates (ratab) during   

summer season. The songs vary according to the poetry and may be used as follows.     



218 

 

"Tah moradoh AljidadYakdem ala awladh AljidadLeqtw leqtw albseerBanashikom 

Aser" (Al Shidi 2008: 94). 

 

b. Altaseef  

These songs are designed to accompany the harvesting of barley and wheat during the 

summer. They are usually performed by a soloist and a group repeats the same 

material in the similar manner to the soloist. Altaseef is distinguished by its very fast 

rhythm, and is full of thanks and praise to God for his blessings (Pride- Omani Music 

2007: 34). 

 

c. Aldwasa 

Aldwasa are songs that are designed to accompany the threshing of barley and wheat, 

and are usually performed by group of men using sticks. The beating is performed in a 

symmetrical rhythm (ibid). 

 

 

d. Altahan 

These songs are performed by women while they grind barley and wheat to flour 

(Pride- Omani Music 2007: 34). 

 

e. Alzamat 

Alzamat is the piece of wood that holds the wooden wheel (manjoor) used to raise the 

leather buckets filled with water from a well (tiwi) and pour it into irrigation 

channels.A bull is used for this process (in Dhofar, named Alsnawah, they use a camel 

instead of a bull) and songs and cheers of joy, similar to the sounds created by the 

wooden wheel, accompany the work (Pride- Omani Music 2007: 35). This song is 

from Alsnawah arts. 

  
Toob ana ma'ey. Laken ma nafa'eny bshay'ela bayet endy wala horma, tosawee 

ashee'eYa'ko saeed taran al makolat, wma yjeek bshay'ela jak fasel Al sheta'a sawee, 

aseedaho daf'eAl mosmen fee Al mortabyn wa Al modabes fee tankatayn 
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f. Zaffat  Alkeetha 

Keetha is an important tree to Omanis, who extract the perfume from it. During the 

harvesting they celebrate the occasion with a huge procession (Zaffah) (Pride- Omani 

Music 2007: 35). 

 

5.4.3.2 Songs of the sea 

The Omani people never lived the lazy life, even in the hardest economic and social 

years they endured during their lifetimes. Such problems didn't even prevent them 

from leaving their environment to travel to other parts of the world. The sea was the 

shortest way to reach their goals, so they used their ideas and power, and built the 

large wooden ships using materials provided by their environment, then sailed across 

the seas to reach and communicate with other races for trade, social and economic 

purposes. A large proportion of Omanis used to work in this seafaring field, which 

was considered as the most dynamic and energetic way of life back then, and this was 

one of the main reasons that made them choose it, even though it was dangerous and 

hard, it was the best income for the individual in those olden days. The workers in this 

field were divided into two groups: traders and sailors, who used to work on the large 

ships that sailed the seas and the oceans for trading and transportation of different 

products between Oman and other countries in Asia and on the coastal region of 

Africa; the other group was the fishermen who used to travel every day to fish using 

their traditional ways. Al Habsi (1998: 14) states that:  

 
There are many kinds of song that are associated with the work of sailors and 

seafarers, and which are sung as they prepare their boats for sailing, while they 

are out at sea, and when they return to the harbor. Each category of song has 

its particular tunes and style of singing, as well as its specific movements 

which depend on the beat of the drum, hand clapping and the rhythm of the 

oars.  

 

The celebration took different forms in traditional songs, some were about the sea 

activities on ships, others were on land before leaving to go to sea and the last group 



220 

 

were to welcome the ships after they arrived back. These celebrations in Oman could 

be divided into two parts: 

1- The singing of the sailors and traders during the long voyages.  

2- 2- The daily singing of the fishermen.  

Both of these groups are different musical types, in that each specialized in one of the 

activities that the sailors performed while preparing the ships for sailing, throughout 

sailing or arriving back at the home port, and in their personal rest times to recover 

from their hard work on the ships or in the ports where they arrive. Each of these 

groups has its own poetry and beat that best suits the work that they are doing. Such 

songs are classifies under two titles, that differ in the number of the artistic 

performances: ―Alshobany‖ and ― Ghina'a Altasweet (or ―Alsawet Albahry‖ as called 

in some of the regions) and some examples follow. 

 

a. Alhamool 

Alhamool is performed during the loading of a vessel and expresses the sailors’ 

nostalgia for the sea, their prayers for a prosperous journey and safe return to their 

families, and their longing for their friends in new ports (Pride- Omani Music 2007: 

40). 

 

b.Alnazil 

Alnazil is the opposite of Alhamool, being performed while the ship is being unloaded 

at the end of a voyage. The chant expresses the sailors’ thanks to God for their safe 

return, and tells of the hazards they faced at sea and their anticipation of the welcome 

they would receive on their return (ibid). 

 

c. Jarat Almashouh 

Jarat Almashouh is also known as Dafat Alsafeenah, Taihat Al Bahr or Jarat 

Alsambuk. The chant is based on the rhythm the oars make when they hit the water, 

and sailors sing it when in small boats heading towards their ship, which may be 
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anchored far from the beach. In this chant, sailors thank God for their safety (Pride- 

Omani Music 2007: 41). 

 

d. Naza’ Alshra 

Naza’ Alshra is performed when folding sails. Every sail has its own characteristic 

and every sailor has a special emotion towards one of them, so he sings of it with joy. 

Different sails have different names and different uses, and as a result there are the 

chants of Almi, Fitni, Aoud and Wasti, as well as Saghat Aidgli and Kharaz Aidgli that 

are performed when working on the mast. At night when sailors are working with the 

ropes, they perform Amar. The chant of Albarooh (anchor) is sung when the anchor is 

pulled up, and when this proves difficult, the rhythm increases with every pull, 

accompanied by the clapping of the sailors not involved in the task (Pride- Omani 

Music 2007). 

 

 

The elegant physical performances described above, chants of the sea, tell of the lives 

of sailors, the sea and ships. There are several types of singing and each one of them 

is unique and performed by sailors as they ready the ship for sailing or return from 

their voyage. Each type has its own singing style, rhythm, poetry and atmosphere, and 

is accompanied by a group of drums that are found on board every Omani ship. The 

sailors play these drums in turn, according to their watches, and while carrying out 

their other tasks. Masandou, Rahmani and Kasir drums are used, as well as Tank and  

pipes. In addition, clapping accompanies shipboard tasks, and sometimes 

performances are done to lighten the crew’s spirits in times of hardship and need. The 

sound of the oars as they slip through the sea, also creates a harmony that adds to the 

rhythm of life on board. There are two kinds of chants, Horee and Sanbook, which are 

used on different occasions. 
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5.4.3.3 Traditional Crafts Songs  

The traditional crafts in the Sultanate of Oman represent another important part of the 

traditional material culture of the society enhancing poetic literature. They are 

considered to be one of the practical parts of this culture created from the natural 

human behavior throughout history, and a result of human needs, arising from 

experience learnt throughout the years. In the old days, the individual in Oman was 

dependent on himself and what his hands produced for his needs to live and carry on 

his other life activities. And thanks to his continuing efforts and experiences gained, 

he was able to find appropriate tools and devise ways that would help him in 

accomplishing his work and duties; taking advantage of the knowledge that he gained 

over the years, his creative energies, his surrounding environment and what it 

produces from plants, animals and natural materials. All these contributions and other 

cultural adaptations and inventions have helped in producing a number of crafts and 

traditional products, which adapted him to the environment and allowed him to 

develop a decent life. The Omani land is known for its varied environmental nature 

from ocean to mountain to desert to oases, and with the help of the long historical 

effects, this nature and history of the country helped in producing a large number of 

handmade crafts and products used by the original inhabitants of the Omani land. 

Such past inhabitants also made life better and more specialized contributing 

individual richness to our present way of life. Some of these products are the 

traditional handmade articles that are related to the sea, such as the building of the 

wooden ships and medium and small fishing boats. So also the crafts of textiles, silver 

working, using palm fronds, blacksmithing and other kinds of crafts found in the 

souks as well. The Omani used to sing for himself if he was working alone, or sing 

with his friends if he were working with them; the reason for that was to entertain, to 

ease him, and to help him to pass through the longs hours on his job. This singing also 

helped in work discipline and increased the strength for certain jobs, more than that, 

because these songs come with the kind of jobs that he is performing with from speed 

and power, and from its melodies and poetic words (Al Hadad 2008). 
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a. Alkarja 

Alkarja is the local name of a manual loom and these solo songs company the 

weaving process. Unfortunately this is now dying out, although it was once very 

common in many regions.In tribal traditions, the call to war and victory celebrations 

were expressed through music and dance. Work rituals, as highlighted, were 

accompanied by chants in a style that encouraged work and increased motivation to 

find enjoyment to hard daily work (Pride - Omani Music 2007: 34). 

 

b. Aldaprait 

Aldaprait are solo songs performed by potters while working at their wheels (ibid). 

 

c. Alsibaga 

These are solo songs performed by workers while dyeing fabrics with indigo. These 

songs are still sung in Bahla, the only place where indigo (hand) dyeing is now 

practiced (Pride - Omani Music 2007: 34).  

  

  

5.5 Summary  

Like all nations, annual festivals and special dedicated ceremonies recall to the people 

a sense of patriotic pride and instill strong national feelings shared communally by the 

entire population. The first section demonstrates how the national celebration 

occasions have played a vital role in reviving and preserving the traditional songs and 

arts. The use of these traditional songs was varied from one festival to the other, and 

they have been collected from different parts of the country to establish and publicize 

this existing collection of traditional cultural treasure. The year of Heritage used the 

greatest number of irreplaceable traditional songs. The Al Razhah art was one of the 

most famous, as it represents the sense of courage and bravery that is admired by the 

Omani people. This art has three types of performance exemplified; they were Al Azi, 

Alhambal and the kasafi, depending on the theme. In some of the festivals all of these 

types were used.  
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The original words of some songs were used the festivals and some had only parts. 

Other festivals have changed most of the words but preserved the rhythm and melody. 

The word change was to match the meaning to the theme of the celebration, and 

focused on using the name of the Sultan to reinforce the traditional social values and 

norms in respecting his leadership. 

 

The Muscat and Salalah State Festivals are particularly convenient for tourists, while 

the Recitative Festival helps preserve pre-instrumental chants, destined for oblivion 

without the help of the Sultan Qaboos University.  

 

The six religious ceremonies discussed in the second group demonstrate how closely 

religion is intertwined with the lives of the Omani people: with the birthday of the 

Prophet, Ramadan celebrations, including mid-Ramadan for the children. These are  

specifically religious festivals with prayer and thanksgiving through the Prophet 

Mohamed or directly to Allah, and for those who can manage it, a pilgrimage to 

Mecca. For every child there is circumcision and graduation from the Qu‘aranic 

School. These religious ceremonies and celebrations produce a very devout and law-

abiding population who are continually reminded of the life of the Prophet. Older 

traditions like village circumcisions are now being lost since the advent of new 

technology and hospitals. 

 

This third group of ceremonies and celebrations are the most traditional and 

fundamental for the ancient Omani culture, reaching deep into the agrarian, pastoral 

and sea background of the people. Only the most important, popular and longest 

surviving have been exemplified.  

 

The Omani traditional songs had a strong link to the different trades, whether it was in 

agriculture, handmade crafts, or other traditional songs. Such songs have gained their 

name from the nature of the job being accomplished, and they were classified to 

match the agricultural and crafts trade. From the agricultural side, there were many of 

the traditional songs accompanying specialized workers in a specific Omani field of 

the past. Nowadays, the method of completing the task has changed and evolved to 
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more technically efficient ways. An example is the songs of Alsanwah, where the 

traditional water buckets, transported by bull or camel to the accompaniment of songs, 

were replaced by the machine that pumps the water from the well. Other records are 

still in danger of being lost as technology overcomes manual labor, but their 

audiovisual, and written record will now be available for the nation’s future heritage. 
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Chapter Six: Omani Vocal Heritage in the Digital Age: Opportunities 

and Challenges  

6.1 Introduction  

This chapter considers the implications for Omani vocal heritage of the evolution of 

networked digital communications. It begins by describing current government and 

private roles in radio, television, cinema, mobile phone and the internet. The chapter 

then draws on relevant literature and ten in-depth interviews with Omani heritage 

specialists. The chapter then concludes by reflecting on the answers these specialists 

provided to a series of questions related to heritage when digital communications are 

becoming integrated into virtually every aspect of private and public life.  

 

Prior to the 1970s Oman had virtually no communication infrastructure. Its people 

lived unaware of events in other parts of the country and in the wider world. This lack 

of communication facilities also negatively affected the economic and social 

development of the country and tended to entrench local interests opposed to 

modernization. However, when Sultan Qaboos took power in 1970, the development 

of communication facilities for modernization began. Communication was seen as 

integral to the country‘s development (Al Shaqsi 2009).  

 

The advantages to users of digital communication are well known. In summary, it 

provides accurate and easy high- speed transmission of information at low cost.  

However, the advantages and potential problems of employing digital communication 

as media for the preservation and dissemination of cultural heritage are less clear.   

Prior to development of social networking software, audiences who were essentially 

recipients, and not actors, passively acquired information through a range of different 

media. One would read the printed pages of a novel, watch its cinematic interpretation 

on television, and perhaps write comments on both to a newspaper that would print 

this commentary as a letter to the editor several days later.  Today this whole process 

seems slow and ancient. Now the same person could download and read the online 

version of the novel on a laptop or mobile device, watch the film version on the 
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internet, and then post comments on a blog only seconds after for discussion with 

others.  Moreover,  

 

Unlike his pre-Digital Age counterpart whose feedback would probably elicit 

only a handful of reactions, his one blog would probably trigger an entire 

chain of responses from other bloggers who would not just state their 

comments but probably write about him on their own blogs, thereby initiating 

another chain reaction of responses (―The Prize and the Price: The Social, 

Political and Cultural Consequences of the Digital Age,‖ 1999: 1). 

 

The Digital Age encompasses and synergizes the functionalities of various media 

platforms, empowering them to transmit content simultaneously while sharing them. 

For a decade now, one has been able to  

…call up programs and services on demand, at a moment of our choosing, 

rather than sitting on the couch, waiting for our chosen program to 

begin…access will increase, and publishers will multiply… you will carry 

with you, wherever you go, a mobile device to gain instant access to the many 

bounties of this world‖ (ibid). 

 

However, other thinkers mourn the changes and regard them as a threat to our quality 

of life.  Typical in this regard is Jamie MacKenzie, whose 2008 article ―What Digital 

Age‖, argues that our cultural interests and pursuits are becoming ―thin and barren‖ 

where once they were ―rich and soulful‖. He quotes the late Irish poet, John 

O‘Donohue (1956-2008) who, in from his book, Beauty: The Invisible Embrace, 

writes  

 . . . the digital virus has truncated time and space… 

…The self has become anxious for what the next moment might bring. This 

greed for destination obliterates the journey. The digital desire for the single 

instant schools the mind in false priority (MacKenzie. J 2008). 

He laments the impact of things digital on the quality of life: 

When you accumulate experiences at such a tempo, everything becomes thin. 

Consequently, you become ever more absent from your life and this fosters 

emptiness that haunts the heart (ibid). 
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Such claims stand in stark contrast to those sellers marketing digital media. According 

to them, life is greater, more fun and vastly more entertaining, amusing and enjoyable 

―when it flashes by with the velocity of a TV ad‖ (MacKenzie. J 2008). 

Internationally and across disciplines, increasing digitalization poses broad and 

varying challenges in relation to a series of cultural transformations: technical, 

organisational, practice-related and mental. The transformations focus on the 

intersections of individuals and institutions, and users and producers of culture whose 

roles are increasingly intertwined and inseparable. The effect on the role of the 

cultural and heritage institutions in the society is under consideration. Such 

hypothetical intermingling of processes may change the active role of the heritage 

institutions in creating new digital environments, where the different users are often 

considered, in a multitude of different ways. These changes, in turn, bring about 

changes in cultural practices – the emergence of new forms in art and literature, the 

changes in the role and practice of authorship, the broadening concepts of literature 

and art, particularly affecting vocal heritage. The consequences of digitalization may 

affect the identity and practices of the individual, challenges to the institutions and 

their responses to these challenges. Different initiatives are taken by institutions to 

respond to the cultural transformation processes and to the changes in the heritage 

practice (Transforming Cultural in the Digital Age 2010). 

 

To understand the elements of the digital age, which have affected the Omani culture 

in general and the traditional songs in particular, we should describe governmental 

and private sectors that oversee the provision of information and communication in 

the Sultanate of Oman. In the following section, the focus will be on the five 

communication forms affected by this digital age in Oman which have created 

challenges and new opportunities for the Omani vocal heritage. These forms are: 

Radio Sultanate of Oman, Omani Television, Omani Cinema, Mobile Phone (GSM) 

in Oman and Internet in Oman.  

 

 

 

 

http://www.google.com.au/aclk?sa=L&ai=C4U9IXzo3TPn-AZCeuwOkzcWtAfmI44gB07-xwBGghfMECAAQAigDUIKn3PX6_____wFgpaCVgJgByAEBqQL5kD9yVVutPqoEHU_QwAsXfE2NxVJb15ePtaSWSpx7z1GHowXWaEEg&sig=AGiWqtzt26UapMskukdqyJYbCwJafHh7eg&adurl=http://www.telstra.com.au/shop/Consumer/NGTSOCategoryDisplayView%3FlangId%3D-1%26storeId%3D10001%26catalogId%3D10101%26top%3DY%26categoryId%3D16101%26s_kwcid%3DTC%7C6013%7Cmobile%2520phone%7C%7CS%7C%7C4595334283
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6.2 Radio 

Radio Sultanate of Oman  ve the oldest communication medium in Omani society. It 

began broadcasting on a 1KW transmitter on 30th July 1970, just one week after HM 

Sultan Qaboos bin Said came to power, from a small station at Bait al Falaj in Ruwi, 

near Muscat (Zaabnot 2005: 29). In the following year, transmissions began from 

Salalah. In 1972, a new medium wave station was inaugurated and in 1979, the 

Muscat and Salalah stations were linked by satellite. The number of Arabic 

transmission hours increased from four hour per day in 1970 to round-the-clock 

transmission from 1 November 1998. Radio Sultanate of Oman has a network of 32 

correspondents providing coverage in all parts of the Sultanate, as well as 14 

correspondents in the main Arab and foreign capitals of the world. It produces more 

than 85% of its own programs and the percentage of Omanis working in the 

organization is over 95% (Ministry of Information 2002). 

 

Radio Sultanate has five channels: a general channel, a youth channel, English FM 

programs, a channel of the Holy Quran, and a channel for classical music. In 2007, 

the government, represented by the Ministry of Information, allowed the 

establishment of the first private radio and television channels. Two private radio 

stations were established the following year: Hala and Al Wisal FM.  Hala appeals to 

the youth demographic, but also caters for a wider audience broadcasting music by 

contemporary Arabian singers and also music representing Omani vocal heritage. 

Abdul El-Haleem Al Bedaee (Al Omaniya 2008). As well, the station publicizes the 

work of Omani singers on its website (http://halasite.yourhifm.com).  

 

Al Wisal is also a popular music station. As Siyad Khaled Bin Hamed al Busaidi - 

chairman of the governing council of Sabco company which manages Al Wisal- has 

explained, the name Wisal reflects the station‘s mission to be a link between groups in 

society, and it is doing so by devoting a significant proportion of its programming to 

Omani popular music to provide this national link.  

 

In general, vocal heritage features in Omani radio programming in the following 

ways.  Firstly there are cultural programs, in which traditional music and songs are 

http://halasite.yourhifm.com/
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presented along with discussions of literature, film, theatre and art news.  Secondly, 

there are entertainment programs, which feature vocal heritage, particularly 

emphasizing these during national holidays and religious celebrations. 
20

 

 

The poet and the radio journalist Eid bin Hareb Al Mishefree has been one of the most 

important presenters of cultural programs dealing with the arts, poetry and vocal 

heritage since the 1970s. On the general channel of Radio Sultanate he presented the 

program ―Traditional Art‖ from 1979 to 1983, then ―Boards of Poets‖ from 1983 to 

2006, as well as ―Omani Traditional Arts‖ from 1994 until 1999. He also presented 

―From our Heritage‖ from 2003 until 2004; ―Omani Traditions‖ from 2005 until 

2007; ―a poet and a poem‖ from 2001 untill 2002; and ―from an Omani heritage‖ 

from the start of 2005 until now. Al Mishefree presented ―Poetic Debate‖ from 2008; 

―the Traditional Omani Games‖ consisting of 34 episodes; and the program ―Danaat‖; 

in addition to his participation in various groups of national day events and special 

events (Al Mishefree 2010).  

 

Another significant promoter of Omani vocal heritage has bneen Taleb Al Blushi.  His 

―Qwanat program‖ on Radio Sultanate presents recordings of traditional singers and 

discusses the history of popular songs with selected examples. One which concerns 

the singer Mohamad Bin Sultan Al Makeeme has been provided in Appendix. 50 of 

this study (Al Blushi 2006). 

 

Traditionally, the low cost of radio has resulted in its appealing to wide audiences. 

However, with the emergence of digital radio, it may well now be practicable to 

launch a specialist channel for historical and ancient as well as regional Omani 

traditional music to inspire more enthusiasm about and knowledge of the nation‘s 

vocal heritage. 

                                                 
20

 Additionally, the following programs have contributed to exposure and subsequent public knowledge 

of Oman‘s vocal heritage: 

- Eter El-Layel, hosted and produced by Aseela Al Sahelee (youth program) 

- Bab Al Kaseeda, hosted and produced by Salem Al Badawi (general program) 

- Kaser Wrahmanee, hosted and produced by Salem Al Saeedee (youth program) 

Tarhol, hosted and produced by Soha Al Rashkee (youth program) (Alsultanah Aladbiah  2009). 
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6.3  Omani Television 

Sultanate of Oman Television began broadcasting for the first time in Muscat 17
th

 

November 1974. The signal during that phase covered a large part of the Governorate 

of Muscat and the northern region of the Sultanate. By November 1975 a television 

station in Shalala covered the province of Dhofar, more than 1000 kilometers south of 

Muscat, and by June 1979 these two stations were linked by satellite, which allowed 

Omani viewers across the sultanate to watch ten hours of content from both the 

Shalala and Muscat stations. Viewing hours gradually increased to a twenty-four hour 

service by late 1998.  

 

The sultanate was, in fact, one of the first countries to use satellite transmission 

locally, and now broadcasts internationally via the ARABSAT network (Ministry of 

Information 2002).   

Omani television has focused on providing educational programs for schools, as well 

as serving the needs of the country for information on health and family welfare, 

agricultural improvement and industrial development. There has also been a strong 

investment in programs dealing with the country‘s cultural heritage. For example, the 

series ―Features of Oman‖, which began 1990, has continued for twenty years to 

explore the regional diversity of Omani society. In the process it has been a venue for 

the presentation of local traditions of music, song and dance.  

 

Another popular and influential program is "Raneen Al Water‖ which has been 

broadcast on weekly basis for the past 5 years. The program features traditional 

artistry with an emphasis on viewer participation in the choice of music presented on 

the program and competitions of skill in traditional dance. As the program‘s 

producers make clear, they want to foster awareness and enjoyment of Omai 

performative arts (Alsultanah Aladbiah 2009).  

 

There are also locally produced dramas which commonly deal with events and themes 

in Omani history, or address issues arising from the pursuit of tradition in modern 

Omani society such as early marriage and the increase of the price of the marriage 
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dowry (Zaabnot 2005: 32-35). These programs are an important vehicle for bringing 

traditional music and song to a contemporary audience (Al Blushi 2008). 

 

In the sultanate of Oman there is only one private channel, Majan Television. This 

station, however, has a strong commitment to shows dealing with Omani art and 

intellectual achievements, and regularly presents programs of poetry evenings.  It has 

also produced and broadcast numerous performances of traditional music, song and 

dance during national and religious celebrations. 
21

 

 

Among the most popular programs on Majan TV has been ―The Omani House.‖  This 

program, celebrating the diversity of Omani heritage, is prepared by Abdulla Al 

Waheebi, produced by Jasem Al Batshee, and presented by Amal Al Emaree and 

Abdualla Al Thahlee. As its name implies, the program is set in an Omani house, 

where viewers are introduced to Omani traditions, particularly especially those that 

are in danger of disappearing, together with interviews with their surviving 

practitioners. The show regulary features traditional songs performed by children, and 

there are quizzes in which players have to identify characters and scenes from the 

work of ancient and modern poets and writers. There is also viewer participation in 

competitions to identify a mystery poem (Rafat 2009).   

                                                 
Traditional song recordings produced by Hally Production Media which owns Majan TV are:   

 
21 1.  Traditional songs for the festival of the national day the 23

rd
, the youth year 

2. Eight songs for the national day for the governate of Muscate for the year 1994. 

3. 34 songs for the festival of the national day for the governate of Muscat for the year 1996, and the 

recording of dramatic dialogue and the musical clips. 

4. Albright festival songs for the 30
th
 ans 35

th
 national day in the governate of Soor.  

5. Ramadan‘s riddles for the year 1990, Arabian names for the television songs. 

6. The children‘s Ramadan‘s riddles for the year 1991, (32) television song. 

7. The children‘s Ramadan‘s riddles for the year 1992, Movies and drama (32) television songs. 

8. Ramadan‘s riddles for the year 1993, Shtan and Raban (32) television songs. 

9. The start and end theme songs for the children‘s Town television series. 

10. The start theme song for the Fathers and Sons television series. 

11. The start and end theme song for the series/ A group in the face of the wind  

12. Theme and break songs for the series/ Good morning my country, for the broadcast. 

13. Start theme and break songs for the program/ Talks from the heritage  

14. Albright musical songs, Solidarity with persons with disabilities. 

15. Theme songs and music for the Halley television production: Treasure, society and health, the story 

of each door. Barkook adventures, best of productions, stories of sayings, and Aodat Kanez. 

16. Internal, start and end theme songs and the musical recordings of the series.The dream of the years 

(Halley Production 2010). 
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Even so, Omani produced content accounts for less than 25% of what is broadcast by 

government and commercially (see Oman 2006-2007: 99). Radio recordings of vocal 

heritage are easier to produce with basic recording facilities and a few technicians. 

There is, moreover, untapped potential waiting in marketing for both local and tourist 

consumption in the heritage content produced for TV through the media of CDs 

(songs) and DVDs (AV).  

 

 

6.4 Omani Cinema 

Film is new art in Oman. The first feature film was not produced until 2006. 

Nonetheless this film, Al Boom draws heavily on Omani performance heritage. 

Indeed, the writer and producer of the film, Dr Khalid Al Zadjali, explained that he 

sought to make a film that would inform a global audience about Omani history and 

heritage. Traditional songs feature in three sections of the film, which tells the story of 

fishermen in a village called Al Boom.
22

  In the opening scence of the film an Al 

Malid song is sung by the villagers on the seashore. This serves to underscore the 

importance of their belief in genies (jinns) from the sea in the drama that unfolds 

during the course of the film (Sample of the songs in the appendix CD).  Later there is 

a dream scene (see picture number 30 attached in the appendix CD) in which the 

character, played by the actor Saleh Zael is dressed as a Groom, while the actress 

Zaha Kadder appears as a bride. They dance accompanied by the traditional Omani 

wedding song (see Sample of the songs in the appendix CD).  

 

In another scene a group of men and women appear with a traditional band to 

welcome the fishermen back safely from the sea. They perform a traditional song and 

dance, accentuating the importance of the sea in the history of Omani communities. 

(Npras Oman 2010).The song loosely translated is as follows: 

Bring a cauldron/ burners (Almabaker) of coals and dance in welcome 

                                                 
22 Al Boom was written and produced by Dr Khalid Abdul Raheem Al Zadjali. There are appearances 

by from the most famous Omani actors: Saleh Zael, Saud Al Dermake, Salem Bhwan, Isam Al  Zadjali, 

Zahe Kader, Zakarya Yahya, Naser Al Akzamee, Kaleel Al Sananee, Ali Al Goom and Fareed Nour. 

Guest actors were Taleb Mohamad, Ameen Abdul Rasool, Mohamad Nour, Mohsen Al Blushi; and one 

famed in the Arab Republic of Egypt - Said Saleh (Npras Oman 2010). 
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At this time the night is singing and the moon happy (Al Blushi. T 2008)  

  

While a new art in Oman, film has already shown its potential to introduce Omani 

heritage to a wider audience. And given the richness of Omani history there is great 

potential for indigenous cinema to encourage awareness of heritage, and as well a as 

contribution to the country‘s aspirations in terms of tourism and international 

recognition.  

 

6.5 Mobile Phone (GSM) in Oman 

In this section, an attempt is made to review public and private communication 

ventures and assess the potential of mobile phones as a medium for creating and 

disseminating knowledge of Omani vocal heritage.  

The communication sector in Oman has developed rapidly and has a high capacity to 

cope with the corresponding surge in global usage. The General Telecommunications 

Organisation (GTO), established in 1980, is a fully owned Government entity that is 

now self-financed. It is responsible for telecommunications infrastructure and the 

extension of a modern telephone network throughout the Sultanate (Oman 95: 163-

168). OmanTel established a company for mobile communication, Oman mobile, in 

2004. This entity provides an integrated system of telecommunication services 

covering about 95% of the Sultanate. By agreements with telecommunication 

companies in one hundred countries all around the world, Omani citizens can use the 

service when they are abroad (Oman 2006-2007: 285-286). 

A Board of Telecommunication Management was established in 2002 in part to 

manage the development of privately owned telecommunication ventures. In 2005, it 

licensed Al Nawras communications, a privately owned Omani, Qatar, and 

Norwegian company to provide telecommunication services all around the sultanate.  

 

Mobile devices have become part of our daily and business life. By late 2001, 

approximately 14% of the world population (850 million people) was mobile phone 

users. Such growth has been spectacular, especially in Europe after de-regulation  ep 

http://www.google.com.au/aclk?sa=L&ai=C4U9IXzo3TPn-AZCeuwOkzcWtAfmI44gB07-xwBGghfMECAAQAigDUIKn3PX6_____wFgpaCVgJgByAEBqQL5kD9yVVutPqoEHU_QwAsXfE2NxVJb15ePtaSWSpx7z1GHowXWaEEg&sig=AGiWqtzt26UapMskukdqyJYbCwJafHh7eg&adurl=http://www.telstra.com.au/shop/Consumer/NGTSOCategoryDisplayView%3FlangId%3D-1%26storeId%3D10001%26catalogId%3D10101%26top%3DY%26categoryId%3D16101%26s_kwcid%3DTC%7C6013%7Cmobile%2520phone%7C%7CS%7C%7C4595334283
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the telecom industry and adoption of Global System for Mobile (GSM) 

communications ((Kushchu. I & Kuscu. H  2004). What is more, mobile phones have 

evolved into devices for transferring data, exchanging e-mails, and transacting small 

scale business via the Internet (ibid).  

 

Oman is also no exception to the widespread use of mobile or wireless devices in both 

the developed and developing world. With the introduction of internet mobile phones, 

PDA‘s, WiFi and wireless networks, users are now allowed to enjoy all the benefits of 

telephones, information access,  eSs etn  text messaging as SMS (Kushchu. I & Kuscu. 

H 2004).  Indeed, usage of mobile devices in Oman is well above home PCs usage 

rate in Europe and this trend seems destined to continue (Varshney 2000).  

  

Such is the extent of mobile device usage that several organizations in Oman have 

started to utilize mobile channels for public and educational purposes. Higher 

secondary school students can now retrieve their end-of-semester grades (via SMS) 

by messaging their student seat numbers to a phone number designated by Ministry of 

Education. Many other organizations are now sending bulk SMS messages to citizens 

to inform them about different activities. Despite its early stage, ―m-government‖ is 

proving its potential for government service initiatives.  

 

The possibilities in respect of using mobile devices for fostering knowledge and 

enjoyment of musical and vocal heritage are obvious. A recent Ministry estimate 

indicated that over half of the Omani population has mobile devices, while the mobile 

infrastructure in Oman currently covers 95% of the country (Ministry of National 

Economy 2007). Indeed, there is already one website in the Sultanate with a ―mobile 

phone library‖ which contains a number of traditional Omani songs including 

examples of Al Razhah songs, a performance of an Al Azi song by the Wadee Bini 

Khaled band, Medan art in the voice of the poet Salem Al Saedee, and Al Barah art 

(Alsultanah Aladbiah 2009). A second site, Mjalesnah, also offers both Omani 

traditional and modern popular songs to be played on mobile devices.   In September 

2010, the site offered 71663 audio files. Among them are recordings of traditional 
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songs performed during the 1994 National Day celebrations and the festivals of Abree 

and Soor. 
23

 

 

Mobiles devices thus appear to be a viable and all-encompassing means of fostering 

interest in and enjoyment of Omani vocal heritage. 

 

 

6.6 Internet in Oman 

For Omanis the Internet has rapidly shown its benefits as a means of creating new 

knowledge, sharing ideas and securing information. For Omani university researchers, 

the Internet has proved its worth in providing fast access to specialist information, 

from varied resources and in enabling them to share ideas and opinions globally. 

Postgraduate students especially have benefitted from Internet access to specific 

information, journals, documents, a rare manuscript in a museum or library (Najem. 

T& Al Rwas. A 2005: 156-157).  

 

The results of Naqvi and Al Shihis‘ (2009) studies in the United States of America 

showed that the internet has been able to compete to fill free or hobby time of many 

internet users. The demographic with the most interest in the internet is children, 

attracted to their special cartoon networks produced by Disney. Children do not 

distinguish between the television and the personal computer, and when they use the 

computer they reach such a level that they are able to use the computer just like the 

television, to quickly absorb information; and the internet could be the means of free 

research and interaction between the audience and the experts in their fields through 

video communication or electronic mail (Naqvi. S & Al Shihi. H 2009: 817).  

Naqvi and Al Shihi (2009) explain that Internet subscribers comprise about 2.5% of 

the general population of Oman. In contrast, the number of mobile holders has 

increased substantially since the launch of these services in 1996. Prepaid mobile 

services and SMS were introduced in 2001 and both are currently popular with 

subscribers. This uptake of mobile communication has been a key factor driving 

                                                 
23

 The address for this website is http://www.majalisna.com/viewfcat.php?FCID=12 (Majalisna  2010). 

 

http://www.majalisna.com/viewfcat.php?FCID=12
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government organizations to go mobile with their services. This paper reviewed the 

ICT sector and the current m-government initiatives in Oman, setting up the mobile 

services and aiming to understand the key factors in adoption and diffusion of 

services (Naqvi. S & Al Shihi. H 2009: 817) 

 

Nonetheless, there have been initiatives to promote awareness and enjoyment of 

Omani vocal heritage via the Internet.  The most significant has been the Oman 

Electronic website (www.omanet.com) supervised by the Ministry of Information.  

This site not only hosts web pages for state radio and television, but also presents 

pages for Oman‘s Centre for Traditional Music (http://www.octm-

folk.gov.om/marab/default.asp). 

 

This website first came online in 2002.  Currently the site is made up of 12 sections 

that are diagrammatically represented as follows:  

 

Home 

Introduction 

Contact us 

Site Map 

Musical Instruments 

Melodic instruments 
 String Instruments 

 Wind instruments  

Rhythmic Instruments 
 Double-skinned 

 Single-skinned 
 Without skin 

 

Musicology 

 Traditional Music and Musicology 

 Music and Religion 
 Economic and Technological Aspect 

 

Musical System 

Rhythm 

Dance 

Gallery 

 

Figure 6:  OCTM Website layout sections 

http://www.omanet.com/
http://www.octm-folk.gov.om/marab/default.asp
http://www.octm-folk.gov.om/marab/default.asp
http://www.octm-folk.gov.om/meng/default.asp
http://www.octm-folk.gov.om/meng/introduction.asp
http://www.octm-folk.gov.om/meng/sitemap.asp
http://www.octm-folk.gov.om/meng/instrument_mel01.asp
http://www.octm-folk.gov.om/meng/instrument_mel02.asp
http://www.octm-folk.gov.om/meng/instrument_mel03.asp
http://www.octm-folk.gov.om/meng/instrument_rhyth01.asp
http://www.octm-folk.gov.om/meng/instrument_rhyth02.asp
http://www.octm-folk.gov.om/meng/instrument_rhyth03.asp
http://www.octm-folk.gov.om/meng/instrument_rhyth04.asp
http://www.octm-folk.gov.om/meng/musicology01.asp
http://www.octm-folk.gov.om/meng/musicology02.asp
http://www.octm-folk.gov.om/meng/musicology03.asp
http://www.omannews.com/
http://www.octm-folk.gov.om/meng/rhythem.asp
http://www.octm-folk.gov.om/meng/dance.asp
http://www.octm-folk.gov.om/meng/gallary.asp
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Regarding the chosen models of video and traditional songs, they did not exceed 12 

kinds from art and songs despite the presence in the central library of 4000 

recordings. The selected 12 kinds are as follows: 

 

Audio / Video 

 
 

Download Preview Music Examples   Download Preview  Music Examples  

  
Shubbaniyya     

Ar-Rauah 

  
Razha Qassafi     

Al-Malid 

  
Al-Medema     

Omani 

Symphonic 

  
Razfa Badawiyya     

Ghina 'Al-Aras 

  
Al-Bakit     

Al-Hambura 

  Al-Lewa       
Sot Silam 

 

 

Table 4: Models of Video and Traditional Songs from OCTM Website 

 

Besides the Centre for Traditional Music, the Ministry of Heritage and Culture also 

provides some information about traditional songs and the song festivals it organizes.  

However, little information has been added since 2006, even through there have been 

numerous programs involving the performance of traditional song that have been 

sponsored by the Ministry. Currently, there are only four videos providing examples 

of performances of Al Razhah, Al Malid, Al Barah and Al Lewa.  

 

There are also a number of private web sites providing information about and 

recordings of traditional songs. There are also commercial sites such as Youtube‘s 

Oman Soul website, which has a section called Omanyat that contains a number of 

video clips recorded from different celebrations of the Omani traditional songs. To 

date there are 6 pages, each providing links to 15-30 video clips from traditional 

songs in the Al Razhah, Al Barah, Al Malid, Al Tagrood, and Al Tarek genres.  24  

Another commercial site is Majalisina (Our gathering). This site allows one to 

download video clips, among which are copies of Omani songs with 19 complete 

                                                 
24 See, for example, Art of Al Lewa (http://roo7aman.com/tube/watch3261.html) 

1- Art of Al Barah (http://www.roo7aman/tube/watch3263.html) 

http://www.octm-folk.gov.om/meng/sitemap.asp##
http://roo7aman.com/tube/watch3261.html
http://www.roo7aman/tube/watch3263.html
http://www.octm-folk.gov.om/meng/download/Shubbaniyya.zip
http://www.octm-folk.gov.om/meng/preview/Shubbaniyya.mp3
http://www.octm-folk.gov.om/meng/download/ar-Rauwah.zip
http://www.octm-folk.gov.om/meng/preview/ar-Rauwah.mp3
http://www.octm-folk.gov.om/meng/download/Razha-Qassafi.zip
http://www.octm-folk.gov.om/meng/preview/Razha-Qassafi.mp3
http://www.octm-folk.gov.om/meng/download/al-Malid.zip
http://www.octm-folk.gov.om/meng/preview/al-Malid.mp3
http://www.octm-folk.gov.om/meng/download/al-Medema.zip
http://www.octm-folk.gov.om/meng/preview/al-Medema.mp3
http://www.octm-folk.gov.om/meng/download/Omani Symphonic.zip
http://www.octm-folk.gov.om/meng/preview/Omani Symphonic.mp3
http://www.octm-folk.gov.om/meng/download/ar-Razfah.zip
http://www.octm-folk.gov.om/meng/preview/ar-Razfah.mp3
http://www.octm-folk.gov.om/meng/download/Ghina al-aras.zip
http://www.octm-folk.gov.om/meng/preview/Ghina al-aras.mp3
http://www.octm-folk.gov.om/meng/download/al-Bakit.zip
http://www.octm-folk.gov.om/meng/preview/al-Bakit.mp3
http://www.octm-folk.gov.om/meng/download/al-Hambura.zip
http://www.octm-folk.gov.om/meng/preview/al-Hambura.mp3
http://www.octm-folk.gov.om/meng/download/al-Lewa.zip
http://www.octm-folk.gov.om/meng/preview/al-Lewa.mp3
http://www.octm-folk.gov.om/meng/download/Sot Silam.zip
http://www.octm-folk.gov.om/meng/preview/Sot Silam.mp3
http://www.octm-folk.gov.om/meng/download/Shubbaniyya.zip
http://www.octm-folk.gov.om/meng/preview/Shubbaniyya.mp3
http://www.octm-folk.gov.om/meng/download/ar-Rauwah.zip
http://www.octm-folk.gov.om/meng/preview/ar-Rauwah.mp3
http://www.octm-folk.gov.om/meng/download/Razha-Qassafi.zip
http://www.octm-folk.gov.om/meng/preview/Razha-Qassafi.mp3
http://www.octm-folk.gov.om/meng/download/al-Malid.zip
http://www.octm-folk.gov.om/meng/preview/al-Malid.mp3
http://www.octm-folk.gov.om/meng/download/al-Medema.zip
http://www.octm-folk.gov.om/meng/preview/al-Medema.mp3
http://www.octm-folk.gov.om/meng/download/Omani Symphonic.zip
http://www.octm-folk.gov.om/meng/preview/Omani Symphonic.mp3
http://www.octm-folk.gov.om/meng/download/ar-Razfah.zip
http://www.octm-folk.gov.om/meng/preview/ar-Razfah.mp3
http://www.octm-folk.gov.om/meng/download/Ghina al-aras.zip
http://www.octm-folk.gov.om/meng/preview/Ghina al-aras.mp3
http://www.octm-folk.gov.om/meng/download/al-Bakit.zip
http://www.octm-folk.gov.om/meng/preview/al-Bakit.mp3
http://www.octm-folk.gov.om/meng/download/al-Hambura.zip
http://www.octm-folk.gov.om/meng/preview/al-Hambura.mp3
http://www.octm-folk.gov.om/meng/download/al-Lewa.zip
http://www.octm-folk.gov.om/meng/preview/al-Lewa.mp3
http://www.octm-folk.gov.om/meng/download/Sot Silam.zip
http://www.octm-folk.gov.om/meng/preview/Sot Silam.mp3
http://www.octm-folk.gov.om/meng/download/Shubbaniyya.zip
http://www.octm-folk.gov.om/meng/preview/Shubbaniyya.mp3
http://www.octm-folk.gov.om/meng/download/ar-Rauwah.zip
http://www.octm-folk.gov.om/meng/preview/ar-Rauwah.mp3
http://www.octm-folk.gov.om/meng/download/Razha-Qassafi.zip
http://www.octm-folk.gov.om/meng/preview/Razha-Qassafi.mp3
http://www.octm-folk.gov.om/meng/download/al-Malid.zip
http://www.octm-folk.gov.om/meng/preview/al-Malid.mp3
http://www.octm-folk.gov.om/meng/download/al-Medema.zip
http://www.octm-folk.gov.om/meng/preview/al-Medema.mp3
http://www.octm-folk.gov.om/meng/download/Omani Symphonic.zip
http://www.octm-folk.gov.om/meng/preview/Omani Symphonic.mp3
http://www.octm-folk.gov.om/meng/download/ar-Razfah.zip
http://www.octm-folk.gov.om/meng/preview/ar-Razfah.mp3
http://www.octm-folk.gov.om/meng/download/Ghina al-aras.zip
http://www.octm-folk.gov.om/meng/preview/Ghina al-aras.mp3
http://www.octm-folk.gov.om/meng/download/al-Bakit.zip
http://www.octm-folk.gov.om/meng/preview/al-Bakit.mp3
http://www.octm-folk.gov.om/meng/download/al-Hambura.zip
http://www.octm-folk.gov.om/meng/preview/al-Hambura.mp3
http://www.octm-folk.gov.om/meng/download/al-Lewa.zip
http://www.octm-folk.gov.om/meng/preview/al-Lewa.mp3
http://www.octm-folk.gov.om/meng/download/Sot Silam.zip
http://www.octm-folk.gov.om/meng/preview/Sot Silam.mp3
http://www.octm-folk.gov.om/meng/download/Shubbaniyya.zip
http://www.octm-folk.gov.om/meng/preview/Shubbaniyya.mp3
http://www.octm-folk.gov.om/meng/download/ar-Rauwah.zip
http://www.octm-folk.gov.om/meng/preview/ar-Rauwah.mp3
http://www.octm-folk.gov.om/meng/download/Razha-Qassafi.zip
http://www.octm-folk.gov.om/meng/preview/Razha-Qassafi.mp3
http://www.octm-folk.gov.om/meng/download/al-Malid.zip
http://www.octm-folk.gov.om/meng/preview/al-Malid.mp3
http://www.octm-folk.gov.om/meng/download/al-Medema.zip
http://www.octm-folk.gov.om/meng/preview/al-Medema.mp3
http://www.octm-folk.gov.om/meng/download/Omani Symphonic.zip
http://www.octm-folk.gov.om/meng/preview/Omani Symphonic.mp3
http://www.octm-folk.gov.om/meng/download/ar-Razfah.zip
http://www.octm-folk.gov.om/meng/preview/ar-Razfah.mp3
http://www.octm-folk.gov.om/meng/download/Ghina al-aras.zip
http://www.octm-folk.gov.om/meng/preview/Ghina al-aras.mp3
http://www.octm-folk.gov.om/meng/download/al-Bakit.zip
http://www.octm-folk.gov.om/meng/preview/al-Bakit.mp3
http://www.octm-folk.gov.om/meng/download/al-Hambura.zip
http://www.octm-folk.gov.om/meng/preview/al-Hambura.mp3
http://www.octm-folk.gov.om/meng/download/al-Lewa.zip
http://www.octm-folk.gov.om/meng/preview/al-Lewa.mp3
http://www.octm-folk.gov.om/meng/download/Sot Silam.zip
http://www.octm-folk.gov.om/meng/preview/Sot Silam.mp3
http://www.octm-folk.gov.om/meng/download/Shubbaniyya.zip
http://www.octm-folk.gov.om/meng/preview/Shubbaniyya.mp3
http://www.octm-folk.gov.om/meng/download/ar-Rauwah.zip
http://www.octm-folk.gov.om/meng/preview/ar-Rauwah.mp3
http://www.octm-folk.gov.om/meng/download/Razha-Qassafi.zip
http://www.octm-folk.gov.om/meng/preview/Razha-Qassafi.mp3
http://www.octm-folk.gov.om/meng/download/al-Malid.zip
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albums from songs supported with 309 separate files.  Every file is an Omani song 

recorded by Omani television, radio, or taken from cassette tapes that governmental 

organisations have produced, such as the higher organisation for the national 

celebrations, the Muscat Municipality, and the Dhofar Municipality. 25  

 

Finally, there is a Facebook site for the Royal Oman Symphony Orchestra, the 

contribution of which to supporting Omani vocal heritage was discussed in chapter 5. 

This site currently offers information on future performances by the Orchestra in the 

Sultanate and abroad.  

 

Information technology and communications have now become extensively used in 

promoting national development by the Omani government. Personal computer-based 

Internet use in Oman, as in many other developing countries, is still low in 

comparison with the use of mobile devices. The government owned OmanTel 

Company began offering Internet connectivity in 1997 with its content censored by 

the government by means of controlling servers. It was not until 2010 that a private 

company, Al Nwars, began Internet service provision. To date only two Ministries 

have been involved in the dissemination of information about cultural heritage via the 

Internet: the Ministry of Information and the Ministry of Heritage and Culture, and 

here the potential of the Internet is as yet far from being realized.  The Ministry of 

Information, for example, has around 4000 recordings of Omani musical and vocal 

heritage, but has so far made only 12 of these recordings publicly available.  What 

examples of traditional performance arts there are on the Internet are to be found on 

YouTube, Facebook and blogs with little or no reliable contextual information or 

musicological annotations.  

 

6.7 Interviews (Interviewees’ Opinions/Responses)   

Individuals working for State institutions responsible for the cultural sector and 

theatre in Oman were interviewed to represent institutional opinions on the potential 

of digital media for the preservation and enjoyment of Omani, traditional music, 

                                                 
25

 See (http://www.majalisna.com/viewfcat.php?FCID=12(Majalisina 2010). 

 

http://www.majalisna.com/viewfcat.php?FCID=12
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dance and song. 
26

  These interviews were loosely structured by inviting interviewers 

to answer three questions. The first was: ―Given the digital communication 

technologies we have at our disposal in the early 21st century, what is your opinion 

about how we might use these technologies to present and foster popular interest in 

heritage songs?‖ The second related question was:  ―In the Digital Age, what do you 

see as the opportunities and challenges faced in digitally representing Omani 

traditional songs?‖ Finally the third question to interviewees was: ―How might 

traditional songs be popularised amongst the young generation by creative use of 

digital technologies?  

 

In general, the reponse of interviewees concerning the potential of digital technology 

for the preservation and enjoyment of cultural heritage was optimistic. As Al 

Ma‘amari, poet and researcher, was to observe, ―Oman has followed the cultural 

trends and transitions across the world, without forgetting the importance of its own 

local heritage,‖ said Al Ma‘amari.  ―We are aware of the effect of the digital age on 

cultural exchange and that is why Haitham Bin Tariq, Minister of Culture and 

Heritage, planned to utilise that factor in adding another dimension to the Omani 

cultural project,‖ he added. But Al Ma‘amari interesting stress that ‗globalisation‘ in 

not new to Oman, citing the example of Sinbad, the legendary medieval sailor who 

sailed from the shores of Oman to discover the wonders of the world. ―Omanis had 

always been keen on knowledge. Our desire to learn about and participate in cultural 

projects had preceded today‘s globalization movement by centuries,‖ said Al 

Ma‘amari. ―But there is still much to be done,‖ he warned, adding that ―in a short 

period of time, Oman‘s heritage and cultural output will be available digitally.‖ 

Oman‘s culture-related websites, including the website of Minister of Heritage and 

                                                 
26

 These people, introduced earlier in the Introduction Chapter, were: Talab Al Blushi (Head of Drama 

Department at General Office of Radio); Dr. Mohamed Al Habsi (Instructor in Theatre Arts 

Department at Sultan Qaboos University); Rahima Al jabri (Head of Theatre Group at Sultan Qaboos 

University); Musalam Ahmed Al Kathiri (Head of the Oman Centre for Traditional Music); Said Al 

Busaidi (Head of Traditional Arts Department in Ministry of Heritage and Culture); Ahmed Al Azki ( a 

drama expert in the Omani TV and a writer); Eid Harib Al Mishafree (a poet, producer and presenter of 

vocal heritage programmes for Omani Radio); Abdullah Al Sharqawi, (Omani singer and composer), 

and Khamiees Al Muwaiti, (poet, performer and a researcher in the vocal heritage field). 
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Culture, will undergo tremendous upgrades to make them more suitable for their task. 

Al Ma‘amari concluded by stressing the importance of dialogue with others, whether 

in the East or in the West, to promote peace and coexistence in our shrinking world, 

adding that Arabs in general and Omanis in particular should set an example of the 

openness of the Islamic civilisation (Al Zobaidi 2008).  

Al Kathiri, Al Blushi and Al Habsi all observed that, while some efforts have been 

made by the Omani government in preserving the Omani traditional heritage, 

including traditional songs, more needs to be done to preserve this heritage and this 

could be achieved by use of networked digital media.  

 

Muslam Al Kathiri, the head of the Oman Centre for Traditional Music, points out 

that today, largely as a consequence of digital technology, music is an important 

industry in which many Omanis are employed as musicians or in technical and 

financial roles within artistic production companies, recording studios and theatres. 

Music is also significant within the education sector, with a growing number of 

professional music teachers being employed in schools and academic institutions to 

teach music (Al Kathiri 2008).  

 

Al Kathiri further adds: 

The Oman Centre for Traditional Music which is supervised by the Ministry 

of Information, established a database for the Omani traditional music and this 

step is really an important one to preserve our traditional music. Also, this 

database is very useful for the researchers and other people, Omani and non-

Omanis, who are interested in the Omani musical and artistic fields. However, 

despite that this already established database ready to be used, still many 

technical obstacles might face this system that could hinder or affect its work. 

Thus, this strategic project and others that the centre creates/produces in the 

future should always be developed following the recent modern techniques 

and this essential step must be followed by other developmental steps. 

However, the most important thing is that the Centre has started the 

developing steps (ibid).  

 

 

Agreeing with Al Kathiri, Taleb Al Blushi, (actor, director, and the head of the Drama 

Department in Omani Radio), believes that although the Omani government has 

started to use digital communication in the provision of various services, there are still  
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 …many difficulties that face the official bodies, especially when taking into 

account that the Sultanate of Oman is still a developing country that imports 

and consumes technology but does not produce it. Oman needs time and basic 

developmental steps for this, but it can start by seeking the help of experts in 

the field (Al Blushi 2010).  

 

Al Blushi makes some recommendations that the official bodies can consider to 

preserve the Omani traditional heritage, including traditional songs. He suggests: 

 

 The government authorities should do more to preserve the Omani traditional 

heritage in general, and the traditional songs particularly. It can support the 

artistic production and support all recordings that document the Omani folk 

songs. For example, the state communication company, Oman Mobile, can 

record and provide some folk songs and traditional musical 

tunes/compositions to the customers who are interested in Omani folk songs. 

The company provided some modern musical and vocal tunes as well as some 

religious songs, so it can add to its musical collection some folk songs and 

music to help to preserve our heritage (Al Blushi 2010).  

 

 

Al Blushi also points out that if this were to be done it would be possible also to 

record and present Omani traditional songs that have not been recorded before or 

were recorded in earlier analogue media of poor quality (ibid). Taleb Al Blushi has 

compared the quality of traditional songs recorded and produced by state institutions 

with those produced by private companies. He is of the view that the quality of the 

recordings produced by government bodies is much better that the one produced by 

private companies, since these bodies have been able to spend greater time and 

resources on their production compared with private companies (Al Blushi 2010).     

 

Interviewees were also favourably disposed to the idea that traditional songs from 

Ministry of Information Centre for Traditional Music catalogue could be licensed for 

use in advertising, as theme music tor radio amd TV programs, and as mobile 

ringtones. This seemed a good way to foster awareness of these songs by the public.  

 

 

Mohamed Al Habsi (Associate Professor in the Department of Theatre Arts in the 

Sultan Qaboos University) observes that the Ministry of Heritage and Culture and the 

Royal Court have made a significant contribution to preserving Omani vocal heritage 

by the establishment of the Oman Centre for Traditional Music; but he believes that 

government could still do more.  For example, he suggests that: 
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Besides the traditional Singing Group that is supervised by the Royal Court 

there are other public groups for traditional songs; these groups need more 

support from the concerned authorities. The Royal Court group and other 

public groups for traditional songs must present traditional songs continuously 

throughout the year and not only in seasonal and discontinuous shows. Yes, 

there is Muscat Festival where some traditional singing groups participate, but 

this is not enough. There must be more festivals for traditional songs, where 

all public groups can compete and organise some workshops within these 

festivals to increase the awareness of our vocal heritage. Also, the 

governmental bodies can support public traditional groups financially and 

encourage them to benefit from the modern technology that exist in this digital 

age to present the Omani vocal heritage in a new form that attracts the young 

generation‘s attention. Omani traditional music and vocal heritage can be 

taught at the Omani universities. More research needs to be conducted in this 

vital field and more books should be published, as those that are published by 

the Oman Centre for Traditional Music are still not sufficient (Al Habsi 2010).    

 

 

Al Habsi also makes an important point within his recommendations to preserve the 

Omani vocal heritage by pointing out that digital preservation of vocal heritage is not 

without its risks:  

 

In general, utilizing technology is necessary when presenting traditional songs 

but we need to be careful about the way we use it. For example, excessive use 

of modern musical instruments and implements would deprive the Omani folk 

songs of their originality and the specific identity that distinguishes them. 

Regrettably, at the present time the use of technology when presenting 

traditional songs is not adequately or correctly used (ibid).    

   

 

Juma Al Shidi, the previous director of the Oman Centre for the Traditional Music, 

and a current employee and previous program‘s presenter for Omani Radio and 

Television, believes that: 

 

Despite the globalization and the existence of the internet and satellite 

channels that present modern songs from all around the world, still the Omani 

traditional songs exist in the Omani society and this can be seen through the 

existence of the traditional singers who sing and present traditional songs in 

all Omani regions. However, this does not mean that the Omani vocal 

heritage is not affected negatively because of the globalization and the 

widespread nature of modern musical and songs clips. Omani traditional 

songs‘ popularity declined slightly with the modern advent (Al Shidi 2010). 
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Al Shidi proposes that Omani vocal heritage might best be preserved and enjoyed by 

several initiatives. These include: establishing public groups for folkloric songs that 

present traditional songs using modern technologies and methods of production; 

introducing Omani vocal heritage to school students by including it in the school 

curriculum, and presenting more radio and TV programs about the traditional music 

and songs to increase the public awareness of its importance. He drew attention to the 

popular success of a number of TV programs he presented in the 1980s and 1990s, 

and the program he is currently presenting entitled ―Tunes/Sounds of Heritage‖ (Al 

Shidi 2010).   

 

Abdullah Al Sharqawi, Omani singer and composer, agrees with Al Shidi that Omani 

traditional songs can be revived and preserved by using modern technology and he 

gives some examples from his own experience as a singer and composer:  

 

I have reproduced/ reintroduced the songs of the Omani pioneer and famous singer in 

the 1940s, Salim Al Suri, who was born in 1912 and passed away in 1979, so as to 

preserve his songs and revive them. Working with a Kuwaiti director, I used the video 

clip technique in filming to present six songs of Salim Al Suri, that were sung by 

different singers from Gulf Countries such as Abdul Muhsen Mohana, Nawal Al 

Kuwaitia, Salim Al Yaqubi, Hatem Ali and others. Using modern techniques when 

filming and producing these songs helped to introduce these traditional songs to the 

public; it was a successful experience and people like it (Al Sharqawi 2010).     

   

 

Al Sharqawi intends to reproduce more traditional songs in the future, whether it is 

his own songs in traditional styles or other singers‘ songs, in order to maintain and 

prevent this traditional heritage from disappearing, especially when some traditional 

songs have already disappeared, as Al Sharqawi believes (ibid).     

 

Al Sharqawi also observes that: ―the present age is the age of the image, where the 

image is dominant‖ (ibid). Therefore, he believes that professional experience and the 

skills of the filming directors and producers are really important when presenting 

traditional songs. Their good quality work will help to popularise traditional songs. 

As a musical composer, Al Sharqawi states that: 

 

I try to benefit from the modern technology when composing, and I mix old melodies 

with the modern ones. However, when composing I always keep in mind the 

http://www.google.com.au/search?hl=en&rlz=1T4RNWN_enAU368AU368&biw=997&bih=576&&sa=X&ei=IoO8TNjONs3XcbytldsM&ved=0CB0QBSgA&q=Nawal+Al+Kuwaitia&spell=1
http://www.google.com.au/search?hl=en&rlz=1T4RNWN_enAU368AU368&biw=997&bih=576&&sa=X&ei=IoO8TNjONs3XcbytldsM&ved=0CB0QBSgA&q=Nawal+Al+Kuwaitia&spell=1
http://www.google.com.au/search?hl=en&rlz=1T4RNWN_enAU368AU368&biw=997&bih=576&&sa=X&ei=aYO8TIT2DYa3cMrP-YIN&ved=0CBMQBSgA&q=Salim+Al+Yaqubi&spell=1
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speciality and uniqueness of the Omani songs that differ from other Arabic songs (Al 

Sharqawi 2010). 

 

Al Sharqawi agrees with al Habsi in the importance of keeping the unique identity and 

originality of the Omani vocal heritage when using modern techniques.  

 

Rahima Al Jabri, Head of Theatre Group at Sultan Qaboos University, believes that 

the technological revolution has a positive impact in the Omani cultural field in 

general, including the Omani vocal heritage, so that such technological means as TV, 

radio and the internet have helped to overspread the Omani folk songs. Al Jabri 

believes that: 

 

Omani traditional songs differs from one Omani region to another, so that each region 

has its own folkloric songs that use special local dialect and are presented in a special 

style; many Omani people only knew about their region‘s songs, but modern 

technological mediums have helped to introduce the variety of Omani traditional 

songs to the public and helped to increase their awareness about its differences (Al 

Jabri. R 2008).  

 

     

However, Al Jabri also believes that the technological revolution has its disadvantages 

too in the Omani vocal heritage, as she states that: 

 

Some traditional musical instruments have disappeared and have been replaced with 

modern techniques. Nowadays, the computer can do all the sound effects for you, and 

this means that the human or the musician has been displaced and replaced with the 

machine (ibid). 

   

Said Al Busaidi, the head of Traditional Arts Department in the Ministry of Heritage 

and Culture, agrees with Al Jabri that the technological devices have some advantages 

and disadvantages when using them in presenting the vocal heritage. He highlights 

these:  

The modern technological devices such as television, radio, internet and mobile have 

helped to spread and preserve Omani traditional songs and music that were provided, 

made available and easy to find for those who are interested. For example, you can 

have your own favourite musical collection saved in your mobile device or you can 

easily download any traditional song or music from the internet and create your own 

musical library. However, the availability of these traditional songs in CDs, DVD, 

mobile, radio, TV, and internet has affected the position of the live performances of 

the traditional songs which were very popular in Omani society before the appearance 

of these technological devices. Nowadays, these live singing and musical 
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performances that were presented by Omani public groups have been replaced with 

the musical recordings (Al Busaidi 2010).   

 

Al Busaidi indicates some examples of the negative impact of the digital media in the 

live musical performances. He explains that public musical and singing groups are not 

invited to present live performances in wedding and birthdays parties as used to be. 

Traditional musicians are thereby deprived of income; now, these groups have been 

replaced with the digital recordings, where songs are broadcasting through tapes and 

CDs. Al Busaidi also comments that in the 1970s and 1980s children use to play and 

sing some traditional songs in the open areas in front the houses, while nowadays, this 

(playing in the street) is considered to be non-civilized behavior, so children sit inside 

their homes watching TV or playing computer games, and so such social and cultural 

changes in the developed Omani society has caused the disappearance of the 

childrens‘ traditional songs and games (Al Busaidi 2010).  

Taleb Al Blushi, Juma Al Shidi, and Khamiees Al Muwaiti similarly agree with Al 

Busaidy that the modern technology devices that are used to present traditional songs, 

such as TV, radio, mobile, recordings (tapes and CDs) and the internet, have ruined 

the glamour and immediacy of the live traditional songs performances, which were 

replaced with the technological means. Al Blushi (2010) states that: 

Traditional songs performances were an important part of the Omani people‘s life, so 

I still have a lot of pleasant memories about these performances that were presented at 

many celebrations and occasions such as birthday and wedding parties. We use to sing 

when we were playing, we used to sing and celebrate in public when we got married 

and when we had children.  However, unfortunately, such live traditional parties and 

songs where all people gathered and interacted started to become very rare, as many 

people started to play musical tapes and CDs in their parties instead of holding live 

traditional songs performances (Al Blushi 2010).   

 

Khamiees Al Muwaiti, a poet, performer and a researcher in the vocal heritage field, 

also believes that the traditional songs and musical performances have played an 

important role in the Omani people‘s lives. He explains:  

As an old man who lives pre- and post- 1970 and witnessed the dramatic change that 

happened in the Omani society, I can say that:  the live traditional song performances 
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have played an important role in entertaining Omani people pre- and post- 1970s 

where most Omani people lived in poverty and suffered hardships. For example, some 

work songs such as farm songs helped the farmers to cope with hard farm work. So, 

reviving such work songs and such live performances and presenting it to the young 

Omani generation will help to educate them about work value as well as the hardships 

of life that their grandfathers encountered. Hearing the work songs through 

technological devices like tapes and CDs will not educate the young generation as the 

live shows do. Additionally, the live songs‘ performances and the public celebrations 

have played an important social role in the past, like gathering all people to celebrate, 

sing and dance and this helped to maintain the strength of social relations amongst 

people, while now people rarely meets in public celebrations because of the busy 

lifestyle each one has (Al Muwaiti 2010).   

On the other hand, Eid Harib Al Mishefree, a poet, prepare/producer and presenter of 

vocal heritage programs in the Omani Radio, points to the advantages of having the 

technological means to broadcast and popularize the Omani vocal heritage. He draws 

attention to the fact that: 

In the past, early 1970, Omani audiences who were interested in the traditional songs 

could hear it through radio only, while nowadays and because of the widespread range 

of technological devices like TV, recording tapes and CDs, Omani traditional songs 

have become more popular and available for all people who are interested. Omani 

Radio used to broadcast many traditional songs and poems in 1970s and I still 

remember many of these songs that also helped me to create my own musical taste. 

Since then I started to write poems and songs (Al Mishefree 2010).    

 

Also, Al Mishefree observes that many Omani artists such as singers, composers, 

poets and members of public traditional song groups have faced assorted obstacles in 

the beginning stages of their artistic lives in the early 1970s, as there were no radio 

and TV channels or other technological devices that could record their musical work 

and broadcast it to the public. However, at present in the modern era of Oman, there 

are many developed devices that can preserve and popularise Omani vocal heritage 

besides the establishment of some private artistic production companies as well as the 

annual national ceremonies that can all help to preserve and maintain the Omani 

traditional heritage, as Al Mishefree believes. He also asserts that the Ministry of 
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Information supports Omani singers and the public traditional songs groups and this 

also contributes to the preservation of the Omani traditional heritage (ibid).  

Moreover, Ahmed Al Azki, a drama expert in the Omani TV and a writer, emphasises 

the important role of modern technology in preserving and popularising Omani 

traditional heritage. He gave an example: 

From my own experience, I can prove that modern technological devices can help to 

maintain our traditional heritage and broadcast it to audiences. I have written and 

presented a cartoon series for children entitled ―Shamsa‘s Family‖ and this was the 

first cartoon work produced by the Omani TV in cooperation with the International 

Gulf Company. This series is constructed around a theme of Omani proverbs and it 

presents some exciting and interesting comedy scenes that are depicted and presented 

by Shamsa and her brother Badir.  In this work, I tried to depict the Omani traditional 

society and I employed a children‘s traditional song, ―Sail Saliyah‖ (Rain Rain) that is 

sung by children when it is raining. After broadcasting the series, my friends told me 

that they heard their children, who watched the cartoon series, singing the traditional 

song ―Sail Sailyah‖ when it was raining. I was happy to hear this, because through 

this work and through the technological devices, like TV, we managed to revive and 

preserve one Omani children‘s traditional song and introduce it to the present children 

(Al Azki 2010).  

 

Al Azki also highlights the important role that the Omani educated cadre, including 

researchers, technicians, and artists, played in preserving Omani traditional songs and 

presenting them in a developed style to revive it. He also indicates that utilising 

modern technology to present Omani traditional songs needs a high budget and more 

financial support from the concerned authorities (ibid).  

In conclusion, globalization and the consequent loss of local identities, vague cultural 

references and rapid transformations and changes experienced currently by 

communities and the resultant negative effects on cultural heritage, such as changing 

and effacing heritage, necessitate promoting the pedagogic, educational and 

particularly the entertainment role of cultural institutions in focusing on heritage value 

and raising awareness of its importance among all Omanis, no matter what their 

demographics. This involves exposure in schools, entertainment venues and all the 

available communication media to students and the general public. As stressed by the 

interviewees, use of modern technology is an ideal way to publicise Omani traditional 

vocal heritage, since modern life requires work and recreation in equal measures. 
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Making vocal heritage an inclusive, if not essential, part of education and recreational 

entertainment will make the greatest difference in preserving it. 
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Chapter Seven: Conclusion and Study Recommendations  

7.1 Introduction 

By way of conclusion, this study reviews the opinions of key figures involved in the 

preservation of Omani vocal heritage on the question of how best to foster its 

continued enjoyment, and what means seem best calculated for Omanis to contribute 

to the ongoing dynamism and vitality of traditional styles of music, dance and song.  

We find that while all interviewees agreed on some matters, there were differences in 

how they saw the respective roles of government, the private sector and the public in 

maintaining the health of this unique and valuable heritage.  

 

Muslam Al Kathiri, the head of the Oman Centre for Traditional Music, believes that 

Omani vocal and musical heritage has been ignored by the researchers and historians 

for many years, and he hopes that in the next ten years that there will be more studies 

conducted in the area of Omani vocal heritage and musical history that document this 

history and illuminate its important aspects. He observes:  

 

The problem is that we know little about our Omani vocal and musical 

heritage, and this is not only because of the oral transmission and its nature 

causes or omissions of data or parts of it when transferred from one generation 

to another, but also because of the lack of documents and studies about this 

history.  The Omani vocal heritage has been ignored by the Omani researchers 

and historians for long time, especially before 1970. However, recently 

researchers started to conduct some studies in this vital field, but these are still 

not as extensive as we really need or hope, since the number is yet very few. 

However, the positive aspect is that such studies have started and hopefully 

there will be more conducted in the next ten years, to help fill the gap in the 

literature about Omani vocal heritage. Such studies will also help to highlight 

important aspects about Omani vocal heritage that have not been previously 

researched (Al Kathiri 2008).  

 

 

Al Kathiri also offers some suggestions about how best to promote Omani vocal 

heritage, and in doing so sees government entities as having specific responsibilities 

for its promotion: 

 

 Ministry of Education: Musical education is very important, but it is 
still facing many obstacles in Omani schools, especially in the basic 

education stage (grades 1 to 10). Why do not we benefit from the 
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European- developed musical curricula? The educational music 

curriculum in the Omani schools should be set up by experts in the 

musical field, and take into consideration the different age category of 

the students. Also, I noticed that the current music curriculum does not 

focus enough on the Omani vocal heritage. I have discussed such 

issues in my notes and suggestions that I addressed to the Ministry of 

Education.  

 

 The Oman Centre for Traditional Music: I believe that there is a 
shortage in the number of Omani researchers who work in the Oman 

Centre for Traditional Music. At the moment there are two researchers 

only and the need exists for more Omani researchers in the Centre to 

conduct further studies about the Omani music and vocal heritage, and 

I think having two researchers only is insufficient compared with the 

number of studies needed to be conducted in this vital field.  

 

 Also, I am not satisfied with the current website of The Oman Centre 

for Traditional Music. I think this website should be enlivened and 

further developed; and this requires a rich data base and I regret that 

we are backwards in this regard; thus, the Centre set up a long-term 
strategy for 2008-2009 to develop the Centre and we have submitted 

this strategy to the Ministry of Information for approval (Al Kathiri 

2008).  

 

 

 

Al Kathiri further observes that annual national ceremonies have re-presented the 

Omani traditional songs and music and thus have helped to revive them; but he is 

concerned that songs and musical compositions are being presented in ways that differ 

from their traditional performance. He points out, for example, that ―Al Midan Art‖ is 

presented differently in the national ceremonies, notably in being performed to a slow 

rhythm, whereas traditionally it has a fast rhythm. So what is presented could hardly 

be called Midan Art, and is reflective of non-Omani influences, or so Al Kathiri 

believes (ibid).  

 

Taleb Al Blushi, (actor, director, and the head of the Drama Department in the 

Omani Radio), offers the following recommendations that he believes should be taken 

into consideration by bodies charged with helping preserve Omani traditional arts 

including traditional songs:  

 

Because of the lack of support offered by the concerned official bodies for the 

public groups for traditional songs; these groups present a few seasonal 

performances mostly presented within the activities of Muscat and Salalah 
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Festivals; so the activities of these groups are not obvious or publicised at 

other times of the year and their known activities are limited only to these two 

local festivals. To demonstrate this I will give an example, when Muscat 

Festival was cancelled in 2009 due to the swine flu illness the public groups 

for traditional songs did not present any performances in this year. These 

public groups needs more support from the official bodies like The Ministry of 

Heritage and Culture, The Ministry of Information, The Ministry of 

Municipalities and other bodies in charge to encourage them to present more 

traditional song performances throughout the year (Al Blushi 2010).   

 

Al Blushi also suggests that an independent body for Omani traditional arts be 

established, with the resources to sponsor and support Omani public groups 

performing music, dance and song in all regions of the country. In addition, Al Blushi 

also believes that there is a need to re-establish and support government- sponsored 

groups for traditional songs such as the group of The Ministry of Information and the 

group of The Ministry of Heritage and Culture.  These groups ceased to be supported 

without explanation, even they played a key role, Al Blushi argues, in preserving 

Omani vocal heritage (ibid).   

 

Al Blushi (2008) also draws attention to the relative lack of support and funding 

allocated to the cinema in Oman by governmental bodies, despite the important role 

that cinema can play in preserving Omani traditional heritage, including traditional 

songs.  As Al Blushi observes,  

  

Cinema is really appreciated in a country like India, where it called ―the black 

gold‖. Indian Cinema succeeded in presenting the traditional music, songs and 

dances of India and has played an important role in preserving such cultural 

heritage which is presented in each Indian movie. Unfortunately, cinema in 

Oman is not appreciated or supported by the Omani official bodies in charge 

of culture. Cinema has large audiences around the world and movies can be 

used to present the richness and uniqueness of the Omani traditional heritage. 

Despite the existence of cinemas and the audience who love cinema in Oman, 

there was only one Omani film presented in 2006 ―Alboom‖ and now it is 

2008, and still there is no other Omani movie produced since that day. The 

official institution supported one film only (Al Blushi 2008).             

   

 

Rahima Al Jabri (2008), Head of Theatre Group at Sultan Qaboos University, when 

questioned about what she would like to see happen to preserve Omani traditional 

songs and to promote their presentation in the next ten years, replied, ―I believe that 

the Sultanate of Oman has rich cultural heritage that includes many arts like musical 
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and singing arts that are still not utilized and even not documented‖. She further 

believes that:  

 

80% of Omani artistic heritage is still not well utilised and it is still not 

presented as it deserves; the number of TV and Radio programs that currently 

exist and tackle these arts are still not enough to cover the variety of these 

traditional arts (Al Jabri. R 2008).   

 

 

Al Jabri also agrees with Al Kathiri that there is a shortage in the number of Omani 

researchers in the Oman Centre for Traditional Music and thinks that the two 

currently employed is not enough given the research that cvlearly needs to be 

conducted in the field of Omani traditional music and songs. She further states: 

 

I was always interested in the field of Omani traditional songs and arts and I 

wanted to research into how these traditional songs and arts could be 

employed in theatre, and actually I have tried to present some Omani 

traditional songs and dances in the plays that I have written and produced that 

were presented by the Theatre Group at the university, but presenting such 

traditional songs costs a lot of money, therefore, I have tried to benefit from 

my personal relations to overcome the obstacle of high expenses by asking 

friends to produce and compose such songs for free. Because there is no 

department that caters for the traditional arts at Sultan Qaboos University, and 

because of the lack of support allocated for the researchers who are interested 

in this field, I have not yet achieved my goals in this regard (Al Jabri. R 2008).      

  

Al Jabri (2008) also hopes ―…that there is one specific independent institution that 

caters for Omani arts and support artists and researchers because such arts will 

disappear before we find the right means to preserve them and the right ways to 

present them to audiences, especially the young generation‖. She believes that despite 

the existence of The Oman Centre for Traditional Music, Omani arts and artists still 

lack support as the Centre has limited workers, researchers, and its projects are largely 

limited to the presentation of vocal heritage at national ceremonies (ibid).  

 

The issue of the need to develop The Oman Centre for Traditional Music was also 

addressed by Muslam Al Kathiri the head of the Centre, who agrees with Al Jabri that 

there is a need for further development. In 2008-2009 he led the development of a 

plan for longer term strategic development of Centre activities. Yet as Al Jabri 

observes, developmental strategies remain aspirations yet to be translated into active 

programs advancing the Centre‘s goals. She notes:     
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I always heard about strategies that are set by some official bodies, like the 

Ministry of Heritage and Culture, to preserve the Omani traditional heritage 

such as traditional stories, songs and dance, but in fact, as a reader interested 

in this field, I did not see these strategies implemented and I did not see 

improvement in the position of Omani traditional arts in reality, which means 

that these strategies remain on paper and are created for media propaganda 

only. The proof of my statement is that there have been no conferences or 

meetings held to discuss the goals achieved and results which came out of 

such strategies. Yet, there was one single conference held by the Ministry of 

Information in 1985 to announce the results of the project for collecting data 

about the Omani traditional music which started in 1982 (Al Jabri. R 2008).  

 

Al Jabri further recommends the setting up of a special annual festival that caters for 

all types of traditional arts and songs existing in the different Omani regions. Such an 

event would introduce people and artists to the variety of songs and arts with the hope 

that this might see them performed more often and employed in the artistic 

productions of theatre and cinema (ibid). As such, the recommendation is to put on a 

more permanent basis the initiative, noted in chapter five of this study, by the 

Ministry of Heritage and Culture to hold a special festival for the art of ―Al Razhah‖ 

in 2010.  

Ahmed Al Azki, a drama expert in the Omani TV and a writer, responded to the 

question about what he would like to see happen to preserve Omani traditional songs 

and to promote their presentation in the next ten years, by stressing that the Omani 

government has always catered for the preservation of this heritage.  As such his view 

is at odds with those of Al Blushi and Al Jabri, who believe that government could 

make greater efforts to preserve the traditional arts in Oman. Even so, Al Azki 

believes that there is as yet unexplored scope for cooperation between the private and 

state sectors in promoting vocal heritage. As he sees it,  

The Omani government has not defaulted in preserving Omani traditional 

musical heritage, including traditional songs, and has always catered for it and 

developed it. This can be seen through the national ceremonies that are 

attended/ supervised by his Majesty Sultan Qaboos, where many traditional 

songs and dances were presented. Yet, there is need for more cooperation 

between the state and private sectors to work together to maintain the Omani 

cultural and traditional heritage. For example, the private sector can popularize 

the Omani traditional arts in many ways such as presenting traditional arts 

performances in each hotel in Oman, or playing Omani music and songs in the 

elevators. Also, the public and private communication companies can extend 
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the use of the mobile phone to save the vocal heritage by recording some 

traditional songs and music and using them as mobile ring tones. I think 

businessmen and companies can think of more commercially viable ways to 

utilize and preserve our heritage which are, at the same time profitable for 

them (Al Azki 2008).   

 

Khamiees Al Muwaiti, a poet, veteran performer and researcher of vocal heritage 

field, on the other hand sees the state as playing a more active role. He offers the 

following suggestions:  

To revive the Omani vocal heritage and preserve it, I recommended the 

following: First: establish a state institution, just like Omani Organization for 

Manuscript, to cater for the documentation of Omani traditional poetry and 

lyric poems and support the poets and researchers interested in this field.  

Second: produce special Radio and TV programs that broadcast the Omani 

vocal heritage to introduce it to the public. Third: include the Omani vocal 

heritage within the school curriculum to introduce the traditional heritage to 

the young generation. Fourth: print and publish books that focus on the vocal 

heritage. Fifth: organise an annual competition for the traditional lyric poems 

and its different types. Finally, I hope that the state and private institutions 

continue to support these cultural and traditional activities (Al Muwaiti 2008).  

 

Mohamed Al Habsi (Associate Professor in the Department of Theatre Arts in the 

Sultan Qaboos University) also proposes a series of initiatives aimed at developing 

and sustaining interest in Omani vocal heritage over the next ten years.  He outlines 

them as follows:   

1- Recordings (such as CDs and DVDs) and using ipods. 

2- In childhood, concern about heritage songs should start by providing the 

schools with audio system (tapes and CDs) or live performance in schools. 

3- Presenting public/academic conferences, symposiums and seminars to 

discuss the meanings and values of heritage songs. 

4- Media information (TV, radio and press), ideally playing a significant role 

in communicating knowledge of Omani heritage internationally as well as 

locally. 

5- Increase and support researchers and parties interested in Omani heritage 

songs within universities and research centres. So far there have been few 

researchers.  Ideally what is needed is a national research strategy for musical 

and vocal heritage.  
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6- Establishment of annual festivals for public musical groups with open 

competitions for men, women and children to perform heritage songs. Also, I 

hope, the establishment of a theatrical festival encouraging the use of Omani 

traditional heritage in dramatic performances.  

7- Perhaps also the establishment of a journal for Omani heritage to increase 

interest in heritage songs and studies (Al Habsi 2008). 

 

Abdullah Al Sharqawi, Omani singer and composer, posed several questions when 

he was asked about what might be done to preserve and develop Omani heritage over 

the next ten years, He asked:  

Why the official concerned bodies do not seek the help of the experts in the 

field to develop the Omani vocal heritage and present it in the way that it 

deserved? Why are the Omani artists ignored and not supported? Why are 

experienced Omani artists not gathered to discuss their role in reviving the 

Omani vocal heritage and passing their experience to the young generation? 

All these questions should be answered by the concerned official authorities 

(Al Sharqawi 2008).  

 

Juma Al Shidi, the previous director of the Oman Centre for the Traditional Music, 

and a current employee and previous program presenter on Omani Radio and 

Television, expressed concern that public youth groups performing traditional music, 

song and dance should be more generously supported:  

 

 

The globalization and the modern lifestyle of contemporary Omani society has led to 

the disappearance of some traditional musical practices and song performances; thus, 

the government institutions should pay more attention to the Omani vocal heritage 

through documenting it and developing new ways of presenting it. The absence of 

some of the pioneers of traditional songs such as singers and performers who are 

experts in the field is really considered as a big loss for the Omani traditional arts. 

Therefore, the bodies in charge of the traditional arts in Oman should encourage and 

support the youth who are members of the public groups and then invite them to 

present traditional songs in various states of the Sultanate (Al Shidi 2007). 

 
  

 In summary, after reviewing all the respondents‘ views about the future of vocal 

heritage, there is consensus amongst those in the forefront of preserving Omani 

musical and vocal heritage that the following needs exist: 
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1. A need to re-establish and activate the governmental groups for traditional 

songs such as the group of The Ministry of Information and the group of The 

Ministry of Heritage and Culture who have ceased for non- reasonable/ non-

understandable reasons (Al Blushi). 

 

2. Need for support and funding allocated to the cinema in Oman [one film 

only] by governmental bodies (Al Blushi). 

 

3. Need for documentation and studies to fill the gap in the literature about 

Omani vocal heritage (Al Kathiri); utilizing and developing musical and song 

arts (Al Jabri); government institutions should pay more attention to the 

Omani vocal heritage through documenting it and developing ways of 

presenting it (Al Shidi). 

 

4. Need for more TV and Radio programs catering for the variety of Omani 

traditional arts: (Al Jabri); producing special Radio and TV programs to 

broadcast the Omani vocal heritage (Al Mwaiti); increased media information 

(TV, radio and press) which plays a significant role in internal communication 

among regions (Al Habsi). 

 

5. Need for support allocated for researchers in this field (Al Jabri); more 

researchers for OCTM (Al Jabri).  Also (Al Kathiri):  increase/encourage 

researchers and parties interested in Omani heritage songs to act in universities 

and research centres (Al Habsi). 

 

6. Need for funding support covering the expenses of developing and 

presenting events celebrating Omani vocal heritage (Al Jabri).  

 

7. Need for one specific independent government institution catering for 

Omani arts and supporting artists and researchers (Al Jabri, Al Muwaiti); with 

defined specific responsibilities and tasks especially for the promotion of 

Omani vocal heritage (Al Kathiri). 
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8. More support for Omani arts and artists (Al Jabri, Al Sharqawi). 

 

9. Further development of OCTM to function properly and play its 

committed/commissioned role in preserving the Omani vocal heritage (Al 

Jabri, Al Kathiri). 

 

10. OCTM should present ongoing not seasonal activities limited to the 

national ceremonies (Al Jabri).  

 

11. Enliven/further develop OCTM current website which requires a rich data 

base (Al Kathiri). 

 

12. A clear national strategy for vocal heritage which includes accompanying 

song expressions, melodies, musical instruments and music-making tools, 

acting and fashions (Al Habsi). 

 

13. Developmental strategies for OCTM remain theoretical on papers without 

implementation by action to achieve the Centre‘s goals (Al Jabri). 

 

14. Setting up a special annual festival of all types of traditional arts and songs 

in different Omani regions (Al Jabri).  

 

15. Organizing Competitions annually for the traditional lyric poem and its 

different types (Al Mwaiti); establishment of annual carnivals for the public 

musical groups with open competition for men, women and children to 

perform heritage songs; establishment of theatrical carnivals for utilizing 

expression of Omani traditional heritage (Al Habsi). 

 

16. Presenting public/academic conferences, symposia and seminars to 

discuss/ publicise vocal heritage (Al Habsi). 

 

17. Gathering Omani experienced artists to discuss their role in reviving the 

Omani vocal heritage and passing on their experience to the younger 

generation (Al Sharqawi). 
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18. Encouraging and supporting the youth – traditional arts organisers invite 

youth to present traditional songs in various states of the Sultanate (Al 

Shidi). 

 

19. More cooperation between the private and state sectors to support to the 

cultural and traditional activities (Al Azki, Al Muwaiti). 

 

20. Need to encourage the private sector to help popularize the Omani 

traditional arts by utilizing the heritage songs; businessmen and companies 

can use more commercially-oriented ways to preserve our heritage profitably 

(Al Azki). 

 

21. The public and private communication companies can exploit the mobile 

phone capabilities to save the vocal heritage; Recordings (such as CDs and 

DVDs) and ipods spread the vocal heritage (Al Azki, Al Habsi). 

 

22. Include Omani vocal heritage within the school curriculum, at least from 

grades 1 to 10, and do so in ways that provide younger generations with 

sufficient resources for the study and performance of this heritage by coming 

generations (Mwaiti, Al Habsi); it may be that current European- influenced 

curricula can be revised to incorporate Omani musical and vocal heritage (Al 

Kathiri). 

 

23. The publication of more books focusing on vocal heritage (Al Mwaiti, Al 

Kathiri); and the establishment of a journal for Omani heritage providing a 

forum for research on traditional music, dance and song (Al Habsi).  

 

24. Seek the help of suitably qualified international experts to help develop the 

Omani vocal heritage and its teaching together with other aspects of Oamni 

cultural heritage in Omani schools (Al Sharqawi, Al Kathiri). 
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Five themes arise out of the views of the above specialist informants and their 

recommendations. The first is the need for increased government assistance, 

particularly to create one central institution charged with developing policies and 

programs for the arts including vocal heritage.  High in priority among its programs 

should be the funding of research, support for individual artists and vocal heritage 

groups, and sponsorship of performances. A second related need is the development 

of the Oman Centre for Traditional Music so that its staff is able to support 

continuous on-going vocal heritage activities, and to provide access to its recordings 

of traditional music and song via the Internet (taking account of the growing 

significance of mobile devices in using Internet content). Thirdly, there is a need for 

resources to encourage forums for the outcomes of research – i.e. conferences, books 

and ideally, a dedicated heritage research journal.  Fourthly, the consensus is that the 

popular media could do more to support musical and vocal heritage. There is great 

potential for collaboration between the state and private sectors to publicise and 

popularize Oman‘s vocal heritage.  Finally, schools are clearly the starting point to 

encourage enjoyment of vocal heritage. This could be done by drawing on local and 

international expertise to integrate the study and performance of Omani music, dance 

and song into the school curriculum.   

 

 

7.2 Summary and Findings from the Study 

Oman‘s original traditional natural setting and ancient trading/farming/subsistence 

history was revolutionized by its sudden updating in the post 1970 renaissance under 

Sultan Qaboos. This resulted in the threat of losing ancient vocal heritage with 

modernization and accompanying technical changes financed by oil wealth. The rich 

oral traditions of past Bedouin society were inspired by the nomadic, farming or 

fishing lifestyles tales, songs, poems accompanied by traditional instruments 

incorporated in dance, music and games.  

 

Omani Arabian vocal heritage also reflects Asian and East African influences. 

The key to these mixed influences is found in the cultural vocabulary: seven 

traditional art forms of song and dance are of Asian origin, of which five were 

discussed. African influences dating back to Pharonic times (c. 3000+ BC) and trade 
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with East Africa and Zanzibar, settlement/occupation there and African immigration 

to Oman produced the Swahili language with its vocabulary obvious in 14 types of 

Omani musical arts. In addition to Oman, these influences also spread to other Arabic 

and Islamic countries. The ancient Arabic influences and those of Africa and Asia are 

confined to the Omani coastal regions and not found inland. 

 

Sultan Qaboos introduced Western classical music of the 18
th

 and 19
th

 centuries, 

including building an Royal Opera House Muscat, but also established state 

institutions which have come to be concerned with preserving musical and vocal 

heritage. As discussed in chapter 3, responsibilities for heritage preservation are are 

divided between 5 government ministries and two state entities (including the Sultan 

Qaboos University). No specific umbrella authority is responsible for developing 

vocal heritage. Beyond sponsoring the collection of Omani songs between 1983 and 

1988, heritage documentation and research has been at best patchy and largely 

confined to researchers and artists associated with the Oman Centre for Traditional 

Music.  

Logically the Ministry of Heritage and Culture should have an administrative division 

dealing with vocal heritage, as it is the only government authority with responsibility 

for Omani cultural matters. If this were done there would be greater impetus for the 

development of events and activities featuring traditional music, dance and song. 

There would be persons specialized in the field of performance heritage within the 

Ministry of Heritage and Culture able to put the case for this dimension of Omani 

culture in government circles.  

 

Oman does have the most developed cultural heritage policies amongst Arabic state, 

with a detailed Cultural Heritage Plan.  However, the plan is largely focused on the 

development of cultural activities and associated infrastructure in Muscat, and there is 

no provision for cultural centers supporting traditional music and vocal heritage 

elsewhere in the country. One could argue that it would have been better had the 

Cultural Heritage Plan been developed through regional consultation.  This would 

have possibly secured local artists and intellectuals support in developing regional 

cultural activities. Still, the ―top down‖ nature of cultural heritage planning inspired 
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led by Sultan Qaboos, has resulted in the country having arguably the most developed 

framework for the preservation of cultural heritage of any Arab nation.  

This study has also surveyed the use of vocal heritage in Omani theatre, drawing 

attention to how a number of the most successful dramatic performances have used 

traditional music and songs. However, as was also highlighted, the late 1970s saw a 

decline in theatrical performances due to the amateur nature of Omani theatre and 

many of its participants finding full time employment or undertaking overseas study. 

Moreover, when the government moved to establish and support a Youth Theatre in 

the 1980s, it employed a director and a playwright from Egypt, and Omani youth 

interested in theatre work, especially actors, were sent to be trained for a year in 

Cairo. As a result there was less interest in drawing upon Omani heritage.  

 

By 2000, however, there had been a fifty percent increase in the use of Omani songs 

in theatrical performances compared with the three previous stages. Fifteen plays 

utilizing vocal heritage were staged with the help of government. Interest in Omani 

vocal heritage was further stimulated by the establishment by the Ministry of Culture 

and Heritage of the first Omani Theatre Festival in 2004, followed by a second 

theatrical festival in 2006, and the celebration of Muscat as the Capital of the Arab 

culture in 2006.  This latter year also saw the publication of several important studies 

of Omani theatre and a number of theatrical texts. 2007 also saw the Mazoon Public 

Theatre Group organized the first Children Theatre Festival in Oman in the year 2007. 

 

As discussed in chapter five, traditional song performances have figured significantly 

in Omani festivals. Annual festivals at Muscat and Salalah, and ceremonies all over 

the nation, have witnessed the performance of traditional music and song in 

celebration of Omani progress in nation building. The Year of Heritage in 1994 saw 

three types of Al Razhah art with mostly original song words or just parts used to 

accentuate the existence of strong cultural continuities between the Omani past and 

present. Indeed, we find on occasion the words of traditional songs slightly changed 

in celebration of the leadership of Sultan Qaboos in support of traditional social 

values and norms.  
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Attention was also paid to the University Recitative Festival, and its preservation of 

pre-instrument chants. Six religious ceremonies of prayer and thanksgiving, Ramadan, 

circumcision and graduation from the Qu‘aranic School encapsulate the indissoluble 

connection between religion and the devout everyday life of Omanis. A third group of 

traditional songs discussed were those with origins in the long involvement of Omanis 

in a range of agrarian, pastoral and maritime activities. These work songs are arguably 

among the most endangered strands in Omani vocal heritage as mechanization and 

new technologies have replaced the manual labor they once entailed.  

 

By documenting examples of the vocal heritage and delineating its importance to 

Omani culture, the study has provided multiple topics for future research, such as 

those listed in 7.5 below, as well as bringing together examples of the occasions 

where vocal culture is utilized and performed today. 

 

As to the future, new communication technologies provide new opportunities for 

encouraging knowledge and enjoyment. In respect of radio, national vocal heritage 

material could be popularized on a station for all Omani demographics. Currently 

there is one state-owned international TV channel, one state domestic channel and one 

privately owned station. There is untapped potential for the government channels to 

broadcast programs of traditional music, song and dance, thereby increasing national 

awareness of this heritage. The private channel draws on vocal heritage, notably in its 

popular new program on heritage diversity, ―Omani House‖ often presenting 

traditional songs. Here too there is further scope for connecting Omanis and the wider 

world with their heritage.    

 

One so far neglected possibility is the transferring to CD of radio-studio produced 

vocal heritage material for sale to both Omanis and tourists. The sale of this content 

could partially fund on- going radio production costs. Equally noteworthy is the 

opportunity of using cinema to explore Omani cultural themes.  And here there may 

be benefits beyond Omanis enjoying their cultural heritage. Cinema, while 

highlighting vocal heritage through its use in films, could greatly boost tourism.  

 

In respect of networked digital communication, the government Internet service 

provider OmanTel offers access to a small amount of unchanging information on 
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vocal heritage, while one new private Internet company just started. The Ministry of 

Information has 4000 heritage recordings that it could make available via its website, 

but to date has only 12 recordings online. By contrast, multiple private websites 

include such sites as YouTube, Facebook and blogs are regularly updated with new 

content including video-clips of traditional songs. Moreover, private websites 

advertise upcoming vocal heritage events and performances, contributing to the 

spread of vocal culture. Here government could play an important part in providing 

high quality recordings of vocal heritage for the use of private websites to expose this 

collected but undistributed heritage material along with important contextual 

information.  

 

The aim of this study has been to fill a gap in our knowledge of Oman cultural 

heritage by documenting Omani vocal heritage traditions as best we can from what 

little and often fragmentary evidence exists, focusing on how vocal heritage has fared 

in the history of Oman since 1970. However, what has been attempted here is a 

survey of significant aspects of Omani vocal heritage, drawing attention to how the 

preservation of forms of cultural expression with a long history has been preserved 

under national auspices.  Further, the findings of interviews with leading figures 

involved in the preservation of this heritage have been presented with a view to 

identifying strategies and policy options to guide future plans to encourage knowledge 

and enjoyment of Oman‘s vocal heritage. It seems clear from these interviews that 

there are as yet unexploited possibilities – yet also some risks – in using popular 

media for the presentation and popularization of vocal heritage.  

 

Finally, it seems best to conclude with recommendations for future study. 

 

7.3  Future Study Recommendations 

 Provision of this new data content will give a starting point for further, 

much-needed research in this field and in that of the Omani arts generally  
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 Foundations of and the basis for future vocal heritage studies to build on 

this have been provided by a historical sequence set in its social and 

cultural milieu 

 

 Vocal heritage festivals or cultural celebration meanings as fertile fields of 

analysis and investigation  

 

 More investigations into further updated exploitation/popularisation of 

specific areas of vocal heritage using the digital media 

 

 The comprehensive Omani Cultural Heritage plan, being put together at 

present, needs analysis and suggestions as it develops, based on points 

raised in this study relevant to vocal heritage and the arts in general about 

the achievement of its mission 

 

 Practical ways of incorporating vocal heritage into the grades 1 – 10 

school curriculum is a fertile study for those in both music and educational 

fields 

 

 Updated analysis and evaluation of the change in original traditional 

values to the present ones under the influence of popularized traditional 

Omani culture (using vocal heritage via public presentations, media and 

the internet). 

 

 There is much more that could be done by way of investigation from the 

broader perspectives of ethnography, anthropology and historiography. 
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