
1314 SONG

sounds are considered more dib  cult than others de-
pending on the number of words that begin with that 
sound;  alif ,  b , or  d  are regarded as easier to compose 
in than  n  or  j , with  y  probably the most dib  cult and 
recognized as such. 

 Meter in Somali poetry is quantitative and based on 
the patterning of long and short vowel syllables and 
syllable fi nal consonants, which was fi rst written about 
by the poet and scholar Maxamed Xaashi Dhamac 
‘Gaarriye’ in āśffī. ū e  jiifto  meter is the one most 
commonly used in mod. hees poetry, and its metrical 
patterning is presented here as an example of how the 
system works. In the basic pattern,  ��  is a metrical 
position in which either one long or two short vowel 
syllables may occur, and � indicates an obligatory short 
vowel syllable:   

(�)  ��  (�)  ��  �  �� ��  
 A short optional vowel syllable might be found 

at the beginning of the line or after the fi rst metrical 
position when the following syllable has a long vowel 
(only one optional syllable is allowed). Syllable fi nal 
consonants can occur at the end of metrical positions; 
but when a position of the type  ��  is realized as two 
short vowel syllables, then the fi rst of these syllables 
may contain a fi nal consonant only in the fi rst metri-
cal position. E.g., the word  dhulka  (the earth, ground) 
may be found in the fi rst metrical position, as in  dhulka 
baad ku jiifshoo , but not in the other three positions of 
the shape  �� . ū e position in which a syllable fi nal 
consonant may occur is also the only position in which 
a word break may occur and, hence, where the allit-
eration also occurs. Geminate or doubled consonants 
are always analyzed as heterosyllabic, so these also may 
only occur in these positions as do the consonants  sh ,  s , 
 f ,  t ,  k ,  j ,  w , and  y , which behave in the meter as gemi-
nate consonants. A large number of metrical patterns 
are associated with particular genres of poetry. *Free 
verse never emerged in Somali, although some Somali 
poetry, particularly that of Cabdi Muxumed Aamiin, 
seems to use patterning that does not follow the ac-
cepted meters; this poetry was composed to be sung 
to musical accompaniment, however. ū e demands 
of meter and alliteration are used artistically by good 
poets as extra raw material with which to enhance their 
poems aesthetically, a characteristic that brings value 
to poetry in the mind of the audience. 

 !  B. W. Andrzejewski and I. M. Lewis,  Somali Po-
etry: An Introduction  (āśīĀ); J. C. Ciise,  Diwaanka 
Gabayadii Sayid Maxamed Cabdulle Xasan  (āśffĀ); 
J. W. Johnson,  Heellooy Heelleellooy: ! e Development 
of the Genre Heello in Modern Somali Poetry  (āśffĀ); 
S. S. Samatar,  Oral Poetry and Somali Nationalism  
(āś());  Literature in African Languages , ed. B. W. 
Andrzejewski et al. (āś(*);  Poesia orale somala: sto-
ria di una nazione , ed. F. Antinucci and A. F. Cali 
‘Idaajaa’ (āś(ī); A. C. Abokor,  Somali Pastoral Work 
Songs  (āśśŚ);  An Anthology of Somali Poetry , trans. 
B. W. Andrzejewski with S. Andrzejewski (āśśŚ); 
G. Banti and F. Giannattasio, “Music and Metre in 
Somali Poetry,” and J. Johnson, “Musico-Moro-
Syllabic Relationships in the Scansion of Somali 

Oral Poetry,”  Voice and Power: ! e Culture of Lan-
guage in North East Africa , ed. R. J. Hayward and 
I. M. Lewis (āśśī); M. Orwin, “On Consonants in 
Somali Metrics,”  Afrikanistische Arbeitspapiere  ī* 
(),,ā), and “On the Concept of ‘Defi nitive Text’ in 
Somali Poetry,”  Bulletin of the School of Oriental and 
African Studies  īŚ (),,Ś);  War and Peace: An Anthol-
ogy of Somali Literature , ed. R. S. Cabdillaahi ‘Gadh-
weyne’ (),,ś); “Night Has Fallen,” trans. M. Orwin, 
http://pacoarts.com/PoetLangSite/fl ashpaper/raageā.
swf. 
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  SONG  (Lat.  carmen , Fr.  chanson , Ger.  Lied  ).  Song  re-
fers broadly to the combined ek ect of music and words 
in a composition meant to be heard as music rather 
than read silently. Music, in addition to being the ve-
hicle of transmission, frequently reinforces or enhances 
the emotional force of the text as perceived by the 
composer of the musical setting. While some songs are 
dramatic, song is distinguished from extended com-
positions involving music and text (such as opera) by 
its relative brevity. Since most songs are poems set to 
music, by extension any poem that is suitable for com-
bination with music or is expressive in ways that might 
be construed as musical may also be referred to as song, 
and occasionally  song  is used to designate a strictly 
musical composition without text, deemed “poetic” in 
its expressivity or featuring markedly “vocal” melodic 
writing for instruments. From the musical standpoint, 
 song  has been restricted almost exclusively to musical 
settings of verse; experiments in setting prose have been 
very limited. Further,  song  has usually been reserved for 
compositions for solo voice or a small group of voices 
(typically one or two voices to a part) rather than a 
full choir and for voice(s) alone or in combination with 
one or two instruments rather than a full orchestra. In 
any case, the resulting balance, favoring the audibil-
ity of the text and thus appreciation of the nuances of 
its combination with music, is a defi ning characteristic 
of the genre; for literary purposes, these characteristics 
have also fostered perception of  song  as personal utter-
ance projecting a limited emotional stance experienced 
by a single *persona. 

 As a literary term,  song  is related to * lyric , originally 
a text or poem sung to the accompaniment of the lyre 
and eventually used in lit. in divergent senses to refer, 
on the one hand, to any poem actually set or intended 
to be set to music (*ditty), and, on the other, to any 
poem focusing on the arousal of *emotion as would 
be characteristic of the kind of poem typically sung 
to the lyre (or to any other musical accompaniment) 
as song.  Lyric , however, has attained much wider cur-
rency than has  song  and is the commonly accepted term 
today for both these meanings, whereas  song , as a liter-
ary term, means an utterance partaking in some way of 
the condition of music. ū e musicality of a poem may 
be thought of in relation to the ways a text might be in-
terpreted by a musical setting. Some songs correspond 
closely to the formal properties of the text (incl. met-
rical, linear, and strophic form), while others empha-
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size the semantic properties (rendering the meaning of 
individual words or phrases or expressing the tone or 
mood of the poem). ū ey need not, of course, exclude 
each other; indeed, it is frequently dib  cult if not im-
possible to separate what may be a metrical rendering 
from its expressive function. ū e distinction is useful, 
however, as some songs favor one or the other, in turn 
infl uencing what are considered song-like elements or 
ek ects in poetry. ū e association of poetry with music 
in the songs of the late Ren. in England ok ers exam-
ples of both types of correspondence. In some (as in 
songs by ū omas Campion, who wrote both words 
and music), the rendering of the formal dimensions 
of poetry is precise: musical meter is aligned with po-
etic *meter, lines of verse are of uniform length and 
set to musical phrases of the same length (words are 
not repeated or extended by musical means), and the 
strophic *repetition of the poem is rendered through 
repetition of music (as in traditional hymn singing). 
Poetry that lends itself to settings of this sort is typi-
cally predictable in all these dimensions; hence, such 
a poem may be designated song. In the *madrigal and 
in some lute songs, by contrast, such formal proper-
ties are likely to be ignored and musical devices instead 
correlated with individual words to enhance meaning. 
ū is might mean repetition of words of special poi-
gnancy (“weep, weep”) or highlighting of such words 
through exaggerated duration or unusually high or low 
*pitch; frequently such representation is accomplished 
through a technique called word-painting, which 
aligns individual words with musical fi gures that can 
be said to depict their meaning (a descending scale 
for the word  down ; a *dissonance for the word  grief      ). 
Such practices also lead to predictability, in this case, in 
*diction. In the poetic miscellanies of the period,  song  
and * sonnet  sometimes seem to be used interchange-
ably and often refer to poems with one or more of these 
characteristics. At worst, they are poems fi lled with *cli-
ché and cloyingly regular in formal properties; at best, 
they achieve a delicate balance between the demands of 
successful musical rendition and fresh invention. 

 Songs featuring more general expressivity of mood 
or tone in music appear less frequently in this pe-
riod, although the lutenist-composer John Dowland 
achieved some remarkable successes in this mode. Per-
haps most famous is his “Lachrimae,” which existed as 
an instrumental composition before being provided 
with its now-famous text, “Flow, my tears.” ū e per-
vasively doleful mood of the piece is created musically 
in the accompaniment through its preponderance of 
descending melodic lines, its minor harmonies, its low 
register, and the slow, deliberate pace of its phrasing; 
the poem seems, in ek ect, to make verbal what the mu-
sical rhet. of emotion suggests. ū e role of music, then, 
in this type of song is less specifi cally text-dependent 
than in other types, and the required balance between 
music and poetry depends to a greater extent on the 
availability of appropriate instrumental resources to 
combine with the voice. 

 ū e * lied  of āśth-c. Ger. lit. best exemplifi es the 
fully developed expressive setting. In the hands of 

Franz Schubert, and to a great extent of those who 
followed him (Robert Schumann, Johannes Brahms, 
Hugo Wolf ), the role of the accompanying instrument 
was enhanced to create a highly emotional song evoca-
tive of the overall tone or mood of the poem. Many 
give credit to the devel. of the mod. grand piano for 
the success of the lied. Although the notion of expres-
sive setting was not new, as the role of the instrumental 
accompaniment in Claudio Monteverdi’s “Combat-
timento di Tancredi e Clorinda” demonstrates, such 
pieces violated the required intimacy of voice and single 
instrument characteristic of song, and it was not until 
the devel. of a single instrument with the expressive 
range of the piano that this mode of song could fl our-
ish. ū e genre also depended on—and stimulated—a 
poetry that provided the appropriate moods, expressed 
in terms that could be adequately mimicked by music. 
ū is is found in the poetry of Ger. *romanticism, with 
its frequent evocation of nature or of ordinary human 
activity as the locus of emotion. For Schubert, the 
presence in the poem of a running brook or a woman 
spinning wool as the background to an emotion-fi lled 
reverie provided a means for music to enhance what 
the poem could only suggest. In this context, poetry 
can be said to be song-like if it presents an intense, 
sustained, clear, emotional stance, called forth by an 
activity that takes place in time. Typically, such poems 
feature only one such stance or a decided shift from 
one to another; striking *ambiguity or *paradox is less 
song-like insofar as these conditions are less readily 
imitated in music. 

 Curiously, poems that depend extensively on the 
so-called musicality of words (e.g., Edith Sitwell’s “ab-
stract poetry” and the later experiments in *sound po-
etry) are not necessarily song-like, because the sounds 
of the words draw attention to themselves and thereby 
detract from the poem’s ability to evoke an emotional 
state. 

 ū e most extended use of  song  to refer to a kind of 
poetry takes the connection well beyond any mechani-
cal representation or concurrence to questions of intent 
or of the relation to strains of creativity. ū us, Maritain 
uses  song  to designate the entire genre of lyric poetry, 
as distinct from narrative or dramatic, referring to “the 
Poem or the Song as the poetry of internal music . . . the 
immediate expression of creative intuition, the mean-
ing whose intentional content is purely a recess of the 
subjectivity awakened to itself and things—perceived 
through an obscure, simple, and totally nonconcep -
tual apperception.” Such conceptions of the nature of 
song center on the ability of music to tap some source 
of understanding or sympathy that is not touched by 
lang. Kramer speaks of “the mythical union of a lower 
reality embodied in language and a higher one embodied 
in music,” stating that “through song, usually the song 
of a disincarnate voice or of a fi gure touched by divin-
ity, lang. is represented as broaching the inek able”; this 
is the sense implied in the use of music to evoke the 
supernatural, whether through strictly instrumental 
means or through *charms, as is common in drama. 
Music has traditionally been associated with magic 
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and with religious experience (despite the objections 
at various times of both Catholic and Puritan), and it 
is commonly thought of as the lang. of love. ū e fu-
sion, therefore, of music and poetry in song has been 
thought to bring about the most perfect communica-
tion possible, combining the inek able expressivity of 
music with the rational capabilities of words. And by 
derivation, poems that are perceived as visionary, con-
juring some understanding beyond the normal capaci-
ties of words, may be called songs. Edmund Spenser’s 
 Epithalamion  and  Prothalamion , William Blake’s  Songs 
of Innocence and Experience , and Walt Whitman’s “Song 
of Myself ” come to mind. 

 Scholarship on song as music and text frequently fo-
cuses on function and social context. Vernacular song 
and folk song, for instance, have generated a huge in-
dependent lit. (not represented in the biblio. below). 
Although the distinctions between these and the many 
types of so-called art song are not always clear, the pop-
ular genres are less likely to have strong literary connec-
tions. Similarly, the literary connection is clearest with 
secular song, though the relations between music and 
text in sacred song run the same gamut as in secular. 
All song types, however, lend themselves well to critical 
methodologies of recent prominence (such as feminism 
or *New Historicism) and a growing number of com-
parative explorations of song lit. of other cultures has 
emerged. 

  Song  has also come to designate certain purely musi-
cal compositions, presumably those, like poems called 
“song,” that partake in some measure of the shared expe-
rience of music and poetry. Most frequent in this usage 
are such āśth-c. compositions as Felix Mendelssohn’s 
“Songs without Words” for piano—short, expressive 
pieces, typically with a striking, singable melody and 
the sense that one could describe in words a suitable 
emotional frame of reference. ū eir proximity to the 
lied is probably not coincidence;  song , or  lied , in that 
context describes that combination of words and music 
producing a compressed and intense expression of the 
rhet. of emotion, and if words are merely implied, 
the ek ect is nevertheless present and the composition 
known as “song.” 

 Several specialized types of song, established by use, 
have similarly given their names to poetic types, esp. 
*elegy, *lament, *hymn, lay or *lai, *ballad, *carol, 
*rondeau, and canzonet. 

  See   /- , gw, wgzē!, ééq:;qffiÉ, éffi!q, é-čēffi, 
é;ffix, ?ē! éq-x, řē!ēgg!é;Ax!g/ē?, BCC :qēx-É, čz!/é 
ffi? :qēx-É, -;Éx;č, !qzffi?, !:/-/xzg, xřēg/ē? . 

 !   Song as Music : F. Gennrich,  Grundriss einer For-
menlehre des mittelalterlichen Liedes  (āśŚ)); J. Maritain, 
 Creative Intuition in Art and Poetry  (āś*Ś); R. Lebèque, 
“Ronsard et la musique,”  Musique et poésie au XVI siècle  
(āś*Ā); G. Müller and G. Reichert, “Lied,”  Reallexikon  II 
).Ā)–ī); D. Cooke,  ! e Language of Music  (āś*ś); 
A. Sydow,  Das Lied  (āśī)); C. M. Bowra,  Primitive Song  
(āśī)); R. H. Thomas,  Poetry and Song in the German Ba-
roque  (āśīŚ) ; The Penguin Book of Lieder , ed. S. S. Prawer 
(āśīĀ); R. Taylor,  ! e Art of the Minnesinger  (āśī(); 

B. H. Bronson,  ! e Ballad as Song  (āśīś); D. Ivey,  Song  
(āśff,)—on musical settings of Eng., Fr., Ger., and It. 
poetry, āffth–),th cs.; E. Brody and R. A. Fowkes,  ! e 
German Lied and Its Poetry  (āśffā); J. M. Stein,  Poem 
and Music in the German Lied  (āśffā); M. C. Beards-
ley, “Verse and Music,” Wimsatt; H. van der Werf, 
 ! e Chansons of the Troubadours and Trouvères  (āśff)); 
D. Fischer-Dieskau,  Schubert’s Songs: A Biographical 
Study  (āśffff);  Medieval English Songs , ed. E. J. Dob-
son and F. Ll. Harrison (āśffś); “Song” and “Lied,” 
 New Grove ; M. Booth,  ! e Experience of Songs  (āś(ā); 
R. C. Friedberg,  American Art Song and American Po-
etry , ) v. (āś(ā); S. Ratclik e,  Campion: On Song  (āś(ā); 
J. A. Winn,  Unsuspected Eloquence: A History of the Re-
lations between Poetry and Music  (āś(ā); E. B. Jorgens, 
 ! e Well-Tun’d Word: Musical Interpretations of English 
Poetry, –&  (āś()); L. Kramer,  Music and Poetry: 
! e Nineteenth Century and After  (āś(Ā); S. Banfi eld, 
 Sensibility and English Song: Critical Studies of the Early 
Twentieth Century , ) v. (āś(*); M. M. Stoljar,  Poetry 
and Song in Late Eighteenth-Century Germany  (āś(*); 
E. Doughtie,  English Renaissance Song  (āś(ī); W. May-
nard,  Elizabethan Lyric Poetry and Its Music  (āś(ī); 
J. Stevens,  Words and Music in the Middle Ages  (āś(ī); 
D. Seaton,  ! e Art Song: A Research and Information 
Guide  (āś(ff)—esp. “Aesthetics, Analysis, Criticism”; 
J. W. Smeed,  German Song and Its Poetry, (–((  
(āś(ff); D. M. Hertz,  ! e Tuning of the Word  (āś((); 
 Lyrics of the Middle Ages , ed. J. J. Wilhelm (āśś,); 
L. E. Auld, “Text as Pre-Text: French Court Airs and 
ū eir Ditties,”  Literature and the Other Arts  (āśśŚ); 
S. Hart, “Masking the Violence in Melody: Songs of 
World War II,”  ! e Image of Violence in Literature, 
the Media, and Society , ed. W. Wright and S. Kaplan 
(āśś*); M. L. Switten,  Music and Poetry in the Middle 
Ages  (āśś*); S. Zheng, “Female Heroes and Moonish 
Lovers: Women’s Paradoxical Identities in Modern 
Chinese Songs,”  Journal of Women’s History  ( (āśśff); 
D. Fischlin,  In Small Proportions: A Poetics of the En-
glish Ayre, &–&))  (āśś(); D. Schaberg, “Song and 
the Historical Imagination in Early China,”  HJAS  
*ś (āśśś); P. Coren, “Singing and Silence: Female 
Personae in the English Ayre,”  Renaissance Studies  āī 
(),,)). 

 !   Song in Literature : T. S. Eliot,  ! e Music of Poetry  
(āśĀ)); W. R. Bowden,  ! e English Dramatic Lyric, 
&(*–)  (āś*ā); J. Hollander,  ! e Untuning of the Sky: 
Ideas of Music in English Poetry, ((–((  (āśīā); 
P. J. Seng,  ! e Vocal Songs in the Plays of Shakespeare  
(āśīff); E. Garke,  ! e Use of Songs in Elizabethan 
Prose Fiction  (āśff)); J. H. Long,  Shakespeare’s Use of 
Music  (āśff)); C. Ericson-Roos,  ! e Songs of Robert 
Burns  (āśffff); B. H. Fairchild,  Such Holy Song: Music 
as Idea, Form, and Image in the Poetry of William 
Blake  (āś(,); W. R. Johnson,  ! e Idea of Lyric  (āś()); 
L. Schleiner,  ! e Living Lyre in English Verse from 
Elizabeth through the Restoration  (āś(Ā); E. H. Wink-
ler,  ! e Function of Song in Contemporary British 
Drama  (āśś,). 
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