MIXED ARABIC AND STYLISTIC CHOICES
IN CONTEMPORARY EGYPTIAN WRITING1
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1. Introduction
The linguistic situation in Egypt has gone through tremendous changes
since the mid-twentieth century. ȥĀmmiyya, Colloquial Egyptian Arabic
(CEA), became a written language,2 challenging the prestigious Fuṣḥā, Modern Standard Arabic (MSA), and gradually gaining more and more acceptance as a literary language. Although facing a strong opposition, and after fierce
debates between supporters and opponents,3 CEA started to be used in poetry,
drama and prose dialogues. The opposition to the use of CEA in prose narration, however, was the strongest, and it penetrated this kind of writing at a
This paper was presented at the 3rd conference on mixed Arabic and middle Arabic held
in Florence in October 2010; it is based on sections from a larger study on Egyptian Arabic as a
written and literary language (in preparation).
2 CEA was used in literature already in the nineteenth century, and to a more limited
extent even earlier.
3 For a general description of this debate until the beginning of the twentieth century see
GULLY 1997; on this debate in Egypt see, e.g., SULEIMAN 2003, pp. 169-204; AL-ŠĀRŪNĪ 2007;
DAVIES 2006, pp. 601-602.
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much slower pace. Before the last decade of the twentieth century the use of
CEA in narration was quite limited, and prose works written entirely in CEA,
in the narration too, were rare.
Since the end of the last decade of the twentieth century, and especially in
the last five years, the attitude towards using CEA in the narration has changed
considerably. The use of CEA together with MSA in prose narration by Egyptian writers is intentional, sought for and desired. This has been clearly manifested in two types of style. One is a style that I have called Fuṣḥāmmiyya
(ROSENBAUM 2000),4 a kind of intentional mixed style in which MSA and
CEA are used alternately;5 the other is created by changing the point of view
through the use of CEA (ROSENBAUM 2008a).6
Since the publication of the two above-mentioned studies of mixed styles
in prose, Egyptian literature has changed. Thousands of texts, long and short,
literary and semi-literary, written in CEA or mixing MSA with CEA, have
been published. Fuṣḥāmmiyya and changing the point of view through the use
of CEA became literary devices that are now employed by many. The
contemporary generation of writers is more daring in incorporating CEA into
prose narration, and writing in mixed styles that contain large portions of CEA
has become a common phenomenon in Egypt to the extent that very often it is
impossible to understand literary and semi-literary texts without knowing both
varieties, MSA and CEA. This style is also found on the internet whose
influence on more traditional ways of writing is constantly increasing.
CEA is nowadays in extensive use also in journalistic writing and is to be
found in most Egyptian newspapers;7 advertisements, road-billboards8 and
other semi-literary texts also use CEA extensively.
The number of books written in or with CEA has increased tremendously,
especially in the last five years, and the CEA sections in prose narration became larger. This paper, therefore, focuses on prose narration, fiction and non-

First presented at the AIDA 3rd Conference in Malta, 1998.
On Fuṣḥāmmiyya and its relation to other types of mixed style see ROSENBAUM 2000,
pp. 68-69, note 4; on oral mixed style see BASSIOUNEY 2006; MEJDELL 2006.
6 First presented at the first AIMA conference in Louvain la-Neuve, 2004.
7 See ROSENBAUM 2011.
8 See ROSENBAUM 2008b.
4
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fiction, written in Egypt, that largely utilize Fuṣḥāmmiyya and CEA for
changing the literary point of view, with examples taken from texts published
in the last five years.
A note on marking the different varieties in the text:
Following the method employed in my two above-mentioned articles, Fuṣḥā sections
in the examples are printed in regular font, while ȥĀmmiyya sections are printed in
boldface. As many words in both Fuṣḥā and ȥĀmmiyya are common to both varieties
and very often written with the same spelling (and sometimes also pronounced the
same), it is not always clear, especially at “transition points”9 between Fuṣḥā and
ȥĀmmiyya, to which variety a particular word may belong, and some words may be
realized in two ways. Those sections which are ambiguous or common to Fuṣḥā and
ȥĀmmiyya are printed in italics. Words printed in boldface and italics in the Arabic
quotations are accordingly repeated in the English translations.

2. Mixed style in the narration: some notes about overt versus ambiguous
and disguised CEA
When CEA started being accepted in prose, it was confined to the dialogue, while narration was the realm of MSA only. Writers who wanted to insert
CEA elements into the narration often used disguised or camouflaged constructions so that they would look like MSA.10 Today writers do not hesitate to
use overt CEA in the narration, but disguised CEA is still used sometimes, not
as the main way of inserting CEA into the text but rather as a secondary literary device. The following is a typical example:

.ﺎﺍ ﻭﻣﻠﺤﺖ ﻣﻊ ﺍﻟﺒﻄﺎﻟﺔ ﺧﺒﺰ
 ﻭﻗﺪ ﺃﻛﻠ
I’ve had a true friendship with unemployment. (IBRĀHĪM 2009, p. 30).

ȤAkal (or kal) ȥēš wimalḥ-i maȥa... (lit. “Eat bread and salt with...”) is a
CEA expression meaning “had a true friendship with...”. The CEA word ȥēš
(“bread”) has been replaced here with its parallel MSA word ḫubz, and both
 ﺧﺒﺰand ( ﻣﻠﺢin CEA malḥ; in MSA milḥ) appear here in the accusative with

9
10

On “transition points” see ROSENBAUM 2000, p. 72, note 12.
See SOMEKH 1993; ROSENBAUM 2008, pp. 399-400.
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the appropriate case ending, according to the grammatical rules of MSA. By
figuratively using a CEA expression, the narrator emphasizes the fact that he
has been unemployed for a long time.
The following disguised phrase has been employed by the same author in
two different books:
a.
. ﺃﺳﲑ ﺇﱃ ﺟﻮﺍﺭ ﺍﳊﺎﺋﻂ،ﻃﻮﻝ ﻋﻤﺮﻱ
All of my life I am treading carefully (lit. “Walking by the wall”). (IBRĀHĪM 2009, p. 18).
b.
.ﻭﺃﻧﺎ ﺃﺳﲑ ﻓﻴﻬﺎ ﺇﱃ ﺟﻮﺍﺭ ﺍﳊﺎﺋﻂ
Years passed by, while I was treading carefully. (IBRĀHĪM 2010, p. 5).

،ﻭﻣﺮﺕ ﺳﻨﻮﺍﺕ

Miši gamb (or ganb) il-ḥēṭ (lit. “Walk next to the wall”) in CEA means
“to behave very carefully in order to avoid trouble”. In both cases, the verb
miši has been replaced with the MSA word sāra, the CEA word gamb has
been replaced with giwār, and the CEA form ḥēṭ has been replaced with the
MSA form ḥāȤiṭ.
Today, however, in most cases writers no longer disguise the CEA elements in the narration. Sometimes, CEA elements appear between quotation
marks. For example:

.“ﻭﳓﻦ ﻋﻴﺎﻝ ”ﻣﻄﻠﻌﻨﺎﺵ ﻣﻦ ﺍﻟﺒﻴﻀﺔ

While we were still inexperienced
inexperienced kids (lit. “Have not emerged out of the egg”). (BARAKA 2010, p. 5).

Naḥnu (“we”) is a distinct MSA word (versus Ȥiḥna in CEA); the rest of
the sentence is in CEA. The expression ma ṭliȥš-i min il-bēḍa, that does not
exist in MSA, is figuratively said in CEA of someone who is too young and
still inexperienced. The CEA word ȥiyāl appears here without quotation marks.
In the following example, there is one overt CEA collocation, while the
rest of the phrase is in MSA:
.[...] ﻳّﺎ ﳏﺼﻠﺶﰲ ﻣﺸﻬﺪ ﻣﻦ ﺍﳌﺸﺎﻫﺪ ﺍﻟﱵ ﺃﻋﺘﱪﻫﺎ ﺇﺑﺪﺍﻋﺎ ﻛﻮﻣﻴﺪ
In one of the scenes that I regard as an unparalleled unique comic creation [...]. (ṬAHA
2010, p. 63).
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The overt CEA collocation ma ḥaṣalš (that according to the orthography
norms of CEA may be written as one prefixed word)11 literally means “did not
happen” and figuratively refers to something which is excellent and unparalleled.
A reader of a text written in MSA is not always prepared for an occurrence of CEA inside the text, and may sometimes wonder or hesitate whether a
certain word or collocation is in MSA or in CEA. Egyptians whom I have
asked to read aloud such texts, often got stuck, re-considered the text, and then
went back to read the same section again in another version. The following is
an example of such an ambiguous word:
.ﺣﻠﻔﻨﺎ ﺃﻻ ﻧﻔﻌﻞ ﺇﻻ ﳌﺎ ﻳﻔﺴﺮ ﻛﻼﻣﻪ ﺍﻷﻭﻝ
We swore not to do that on the condition that at first he explains his words. (FAḌL
2008, p. 107).

From a first glance the last word in this phrase may look like a MSA
adjective, al-Ȥawwal, “first” (“his first words”), while in fact it is a CEA adverbial collocation, il-Ȥawwil, “at first”. Since often unvocalized written CEA
looks like MSA, such reading problems are common.
The following two quotations contain metaphorical phrases that may look
like MSA but exist in CEA only:
a.
. ﻭﻃﻠﺒﺖ ﻣﻦ ﻃﻮﺏ ﺍﻷﺭﺽ ﺍﻟﺘﺪﺧﻞ ﺣﱴ ﻳﻌﻴﺪ ﳍﺎ ﺍﻷﻭﻻﺩ ﺃﻭ ﻳﺮﺟﻊ ﻫﻮ،ﻃﺒﻌﺎ ﺳﻌﺪﻳﺔ ﺇﲡﻨﺖ
Naturally SaOdiyya
SaOdiyya got mad and asked everybody to intervene so that he will give her
back the children or will come back himself. (OĀṣĪ 2007, p. 7).

The CEA verb Ȥitgann (“got mad”, here in the feminine), also in the form
Ȥitgannin, is parallel to the MSA verb tajannana. The expression ṭūb il-Ȥarḍ
(lit. “Earth bricks”) is a CEA expression meaning “everybody, every person”,
implying that a certain action involved very many people; this expression has
no meaning in MSA and has to be interpreted according to CEA.
b. .ﻭﺇﳝﺎﻥ ﺍﻟﻀﻌﻴﻔﺔ ﻣﺮﻳﻀﺔ ﺍﻷﻧﻴﻤﻴﺎ ﺗﻜﺎﺩ ﺗﻘﻊ ﻣﻦ ﻃﻮﳍﺎ ﻭﺗﺸﻌﺮ ﺑﺎﳊﺮ ﺍﻟﺸﺪﻳﺪ ﰲ ﺫﻟﻚ ﺍﻟﻮﻗﺖ ﻣﻦ ﺷﻬﺮ ﺃﻏﺴﻄﺲ
And weak Imān is sick with anemia, she is nearly collapsing and feels the strong heat
of that time in the month of August. (AL-OARABĪ 2008, p. 7).

11

On this phenomenon in written Egyptian Arabic see ROSENBAUM 2004a, p. 301.

296

G. M. Rosenbaum

The CEA expression wiȤiȥ min ṭūlu, meaning “could not hold himself”, is
said on a person who feels weak and can hardly stand on his feet. Since it appears here inside MSA, the tendency of the reader is to read its first word as
taqaȥu, in MSA, but when noticing the whole phrase to go back and re-read it
in CEA, as it has no meaning in MSA.
The identification of CEA expressions inside MSA may become difficult
when one element in an expression is replaced with a MSA one.

.ﺳﻘﻂ ﰲ ﻓﺦ ﺍﳊﺴﻨﺎﻭﺍﺕ ﺍﻟﻠﻮﺍﰐ ﺃﻛﻠﻦ ﺑﻮﻃﻨﻴﺘﻪ ﺣﻼﻭﺓ

He fell into the trap of the beautiful women who used his patriotism to deceive him.
him
(FAḌL 2010, p. 73).

Here an allusion is made to Ȥakal (or kal) biȥaȤlu ḥalāwa (lit. “Ate with
his brain [used as bread] the ḥalāwa [a sweet made of ṭahīna (crushed sesame)
and sugar])”, which is a CEA expression meaning “he deceived him by sweet
words (and got from him what he wanted)”. The word ȥaȤl (“brain”) has been
replaced here with waṭaniyya (“patriotism”). The only way to understand the
phrase here is by referring to the original CEA expression, that might be unknown to non-Egyptians.
Egyptian readers, however, usually identify the “Egyptianisms” that
appear in a MSA text. Non-Egyptians, on the other hand, may not always identify them and misinterpret them according to MSA. One of the results of this is
inadequate translations of such occurrences in Egyptian literature into foreign
languages.12
CEA may now be used in all parts of literary or semi-literary prose. Traditionally it was confined to the dialogue, while narration was the realm of
MSA only. Today both varieties may be used in both parts of the text. The following example reflects this change of roles; it is taken from a book based on
discussions between Rūka, a contemporary Egyptian, and a Pharaonic king;
the narration is written mostly in MSA, and its two protagonists speak different varieties: the king speaks MSA, while Rūka speaks CEA. In the following
quotation, the narration reflects the narrator’s voice, but a phrase in CEA that

12 See

ROSENBAUM 2001.
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appears in it reflects Rūka’s point of view; the narration that contains CEA is
followed by a section of dialogue written in MSA:

: ﻗﺒﻞ ﺃﻥ ﻳﺴﺄﻟﻪ ﻋﻦ ﺍﻟﺴﺒﺐ ﻗﺎﻝ ﺍﳌﻠﻚ. ﻭﺃﻧﻪ ﻻ ﻳﻌﲑ ﻛﻼﻣﻪ ﺍﻫﺘﻤﺎﻣﺎ.ﻻﺣﻆ ﺭﻭﻛﺎ ﺃﻥ ﻣﺰﺍﺝ ﺍﳌﻠﻚ ﻣﺶ ﲤﺎﻡ
.!ﺃﻛﺎﺩ ﺃﻣﻮﺕ ﺟﻮﻋﺎ
Rūka noticed that the king was not in a good mood and that he did not pay any
attention to his talking. Before he asked him about the reason for that, the king said: I
am nearly starving of hunger! (OALĪ 2008, p. 12).

Although writers often just enjoy the freedom of using CEA and mixing
it with MSA whenever and wherever they want, in many cases this mixing has
other functions. Thus, in the last example we may assume that the CEA phrase
in the narration changes the point of view and reflects the thought of Rūka in
his own words. The two common literary devices of mixing the two varieties
in contemporary Egyptian writing are Fuṣḥāmmiyya and changing the point of
view through the use of CEA, as will be described below.
3. Fuṣḥāmmiyya in prose narration
When ȥĀmmiyya was first integrated into modern Egyptian prose, it was
generally used in the dialogue, while the language of narration has traditionally been written in Fuṣḥā. Fuṣḥāmmiyya, an alternating style of Fuṣḥā and
ȥĀmmiyya, appears mostly in the narration (that is usually reported from the
first-person point-of-view). In the examples below the narrators switch back
and forth between Fuṣḥā and ȥĀmmiyya.
a.

 ﻓﻘﺮﺭﺕ، ﻫﻲ ﺃﺻﻼ ﻣﺶ ﻋﺎﻳﺰﺓ ﺗﺘﻄﻠﻖ،ﺧﺮﺟﺖ ﻣﻦ ﻣﱰﻝ ﺣﺴﻦ ﻭﺃﻧﺎ ﻣﺶ ﻋﺎﺭﻓﺔ ﺃﻗﻮﻝ ﺇﻳﻪ ﻟﺴﻌﺪﻳﺔ
.ﺃﻥ ﺃﺫﻫﺐ ﺇﱃ ﻣﱰﱄ ﻭﺃﺅﺟﻞ ﻟﻘﺎﺋﻲ ﻣﻊ ﺳﻌﺪﻳﺔ ﻟﺒﻜﺮﺓ ﺣﱴ ﺃﻛﻮﻥ ﻫﺪﻳﺖ ﺷﻮﻳﺔ

I went out of Ḥasan’s home not knowing what I should say to SaOdiyya,
SaOdiyya, as a matter of
fact she does not want to be divorced,
divorced so I decided to go to my home and to postpone
my meeting with SaOdiyya until tomorrow when I will have calmed down a little bit.
bit
(OĀṣI 2007, p. 9).
b.

 ﻣﺮﺿﺖ ﺳﻌﺪﻳﺔ ﻭﺟﺎﳍﺎ ﺍﻟﺴﻜﺮ ﻭﺟﻠﺴﺖ. ﻭﻟﻜﻦ ﺑﻼ ﺟﺪﻭﻯ،اﺳﺘﻤﺮﺕ ﺍﶈﺎﻭﻻﺕ ﻣﻦ ﻛﻞ ﺍﻷﻃﺮﺍﻑ
.ﺃﻣﺎﻡ ﻣﱰﳍﺎ ﺗﺒﻜﻲ ﻭﺗﺘﻮﺳﻞ ﻟﻠﻲ ﺭﺍﻳﺢ ﻭﺍﻟﻠﻲ ﺟﺎﻱ

Attempts by all parties continued, but of no avail. SaOdiyya became sick and got diabe
diabebe
tes. She sat in front of her home crying and beseeching all of the passersby.
tes
passersby (OĀṣI
2007, p. 7).
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 ﻓﻴﻪ، ﻣﺎﻧﺎ ﺍﻟﻠﻲ ﻏﻠﻄﺎﻥ، ﻻ ﻣﻔﺮ ﻣﻦ ﺍﺳﺘﻜﻤﺎﻝ ﺍﳌﺸﻮﺍﺭ،ﺎﻡ ﺑﺎﳍﺰﺍﺭ ﻭﺿﻌﲏ ﰲ ﺧﺎﻧﺔ ﺍﻟﻴﻚﺍﻻ
.“ﻟﻮﺳﺎ ﺣﺪ ﻳﻘﻮﻝ ﻡ ”ﻋﺎﻳﺰ ﺃﲡﻮﺯ

Accusing [me] of joking trapped me in a tight corner (lit. “Put me in the first point in
the backgammon game”). There is no escape of completing the route, after all I am the
the
married”?
one who is wrong, is there anybody that would say to Wisām “I want to get married”
(OAṬĀ ALLĀH 2009, p. 24).
d.

 ﻭﺳﻮﻑ ﺗﻨﻈﺮ ﻟﻚ ﺃﻣﻚ ﻧﻈﺮﺓ.. ﻭﺳﻮﻑ ﺗﺘﺄﺧﺮﻳﻦ ﻋﻠﻰ ﺍﻟﺒﻴﺖ ﻭﻏﺴﻴﻞ ﺍﻷﻃﺒﺎﻕ،ﺳﻴﻜﻮﻥ ﻣﻜﺘﻈﱠﺎ ﺑﺎﻟﻨﺎﺱ
.. ﻭﺍﻟﻌﻤﻠﻴﺔ ﻣﺶ ﻧﺎﻗﺼﺔ..ﻣﺶ ﲤﺎﻡ

[The place] will be crowded with people, and you will be late for home and for
washing the dishes, and your mother will give you a deadly look, and this is not what
you need.
need (ABU AL-OILA 2008, p. 15).
e.
.ﺎﻟﺔ ﻳﺒﻘﻰ ﻓﻴﻪ ﺃﺯﻣﺔ ﹺﺭﺟ..ﺎ ﺑﺎﳊﺬﺍﺀ ﺃﻣﺎﻡ ﲨﻴﻊ ﺍﻟﻨﺎﺱﻃﺎﳌﺎ ﺑﻨﺸﻮﻑ ﺍﻟﻨﺴﺎﺀ ﺑﺘﻨﻀﺮﺏ ﰲ ﺍﻟﺸﺎﺭﻉ ﻭﺃﺣﻴﺎﻧ
As long as we see women beaten on the street, sometimes with a shoe, in front of all
of the people, then there is a shortage of men.
men (OABD AL-SALĀM 2008, p. 16).

Fuṣḥāmmiyya is very common in prose fiction in which the narrator directly addresses the reader; this stylistic characteristic is typical of satirical literature which today largely tends to use Fuṣḥāmmiyya, as in the following
examples.

 ﺳﺎﻋﺘﻬﺎ،ﺗﺴﺘﻄﻴﻊ ﺃﻥ ﺗﻐﻠﻖ ﺍﻟﺸﺎﺭﻉ ﲟﺰﺍﺟﻚ ﺩﻭﻥ ﺃﻥ ﻳﻌﺘﺮﺽ ﺃﺣﺪ ﺇﺫﺍ ﻛﺎﻧﺖ ﻋﻨﺪﻙ ﺣﺎﻟﺔ ﻭﻓﺎﺓ
ﺗﺴﺘﻄﻴﻊ ﺃﻥ ﲢﻮﻝ ﺍﻟﺸﺎﺭﻉ ﺇﱃ ﺩﺍﺭ ﻣﻨﺎﺳﺒﺎﺕ ﻭﺗﻐﻠﻘﻪ ﺑﺼﻮﺍﻥ ﺿﺨﻢ ﺑﺲ ﺗﺴﻴﺐ ﳑﺮ ﺻﻐﲑ ﻟﻠﻨﺎﺱ ﺗﻌﺪﻱ ﻣﻨﻪ
 ﺃﻣﺎ ﺇﺫﺍ ﻛﺎﻥ ﻋﻨﺪﻙ ﻓﺮﺡ ﳝﻜﻨﻚ ﺃﻥ ﺗﻐﻠﻖ ﺍﻟﺸﺎﺭﻉ ”ﻣﻦ ﻏﲑ،ﺒّﺶ ﻟﻠﻤﺮﺣﻮﻡﻋﻠﻰ ﺭﺟﻠﻴﻬﺎ ﻋﻠﺸﺎﻥ ﻣﺎﺗﺴ
.“ﺡ ﻗﺒﻞ ﺍﻟﻔﺮﺡ ﻣﺎ ﳜﻠﺺﺡ ﻋﻠﺸﺎﻥ ﻣﺎﻓﻴﺶ ﺣﺪ ﺃﺻﻼ ﻫﲑﻭﻣﺎﺗﺴﻴﺐ ﳑﺮ ﻟﻠﻨﺎﺱ ﺗﺮﻭ

a.

You can close the street as you wish without anybody protesting when you have someone who has passed away. At that time you can turn the street into a celebration-hall
and to close it with a huge tent, but you have to leave a small passagepassage-way for people
to cross
deceased. But if you have a wedcross it on their feet so that they will not curse the deceased
ding you can close the street “without
without leaving a passagepassage-way for people to go home
because
because as a matter of fact nobody will go home before the wedding ends”.
ends (ṬAHIR
2009, p. 39)
b. ﻫﻞ ﺣﺪﺙ ﺫﺍﺕ ﻳﻮﻡ ﻭﺭﺃﻳﺖ ﻃﻔﻼ ﺩﻭﻥ ﻣﺸﺎﻋﺮ؟ ﻳﻌﲏ ﺃﻭﻝ ﻣﺎ ﺟﺎﺀ ﳍﺬﻩ ﺍﻟﺪﻧﻴﺎ ﱂ ﻳﺒﻚ ﺃﻭ ﻳﺼﺮﺥ؟ ﻧﺎﺯﻝ ﰲ ﺻﻤﺖ
 ﻋﻨﺪﻣﺎ ﳚﻮﻉ ﻻ ﻳﺼﺮﺥ ﻃﺎﻟﺒﺎ..! ﺯﻱ ﺭﳝﻮﺕ ﺍﻟﺘﻠﻴﻔﺰﻳﻮﻥmute ﻢ ﻛﺎﻧﻮﺍ ﻋﺎﻣﻠﲔ ﺍﻟﺼﻮﺕ ﺑﺘﺎﻋﻪﻛﺪﻩ ﻭﻛﺄ
.ﺍﻟﻄﻌﺎﻡ ﻭﻋﻨﺪﻣﺎ ﺗﺆﻧﺒﻪ ﺃﻣﻪ ﻭﺗﻀﺮﺑﻪ ﺑﺮﻓﻖ ﻣﺶ ﺑﲑﻗﻊ ﺑﺎﻟﺼﻮﺕ ﻭﻻ ﺃﺟﺪﻉ ”ﻧﺪﺍﺑﺔ“ ﺟﺎﻳﺔ ﻣﻦ ﺻﻌﻴﺪ ﻣﺼﺮ
Did it happen one day that you saw a baby without feelings? That is, as soon as he
came to this world he did not cry or scream? Going down like that in silence, as if they
have put his volume on mute, like the television remote control! When he starves he
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does not scream demanding food and when his mother rebukes him and gently beats
him he does not raise his voice higher than the best womanwoman-mourner who came from
Upper Egypt.
Egypt (OIBIYYA 2009, p. 30).

The use of English elements incorporated into CEA is now spreading in
prose writing in Egypt.13
c.

 ﻭﻷﻧﲏ ﻟﺴﺖ ﻣﻦ ﺍﻟﺼﺎﳊﲔ ﺍﻟﻠﻲ ﺑﻴﺸﻮﻓﻮﺍ،ﺎ ﻋﻈﻴﻤﺎ ﲤﻨﻴﺘﻪ ﺭﺅﻳﺎﺍﻟﻐﺮﻳﺐ ﺃﱐ ﰲ ﻫﺬﻩ ﺍﻟﻠﻴﻠﺔ ﺣﻠﻤﺖ ﺣﻠﻤ
. ﻭﺍﲰﺤﻮﺍ ﱄ ﺃﻥ ﺃﺣﻜﻴﻪ ﻟﻜﻢ، ﻓﺘﺄﻛﺪﺕ ﺃﻧﻪ ﻣﺶ ﺭﺅﻳﺎ،ﺍﻟﺮﺅﻯ

The strange thing in that night was that I had a great dream that I wished would
be a vision. But because I am not one of the virtuous who see visions, I was sure that it
was not a vision.
vision So please let me tell it to you. (OID 2011, p. 10).
d. . ﻧﻘﻊ ﰲ ﺍﳊﺐ-  ﲨﻴﻌﺎ-  ﻣﻌﻜﻢ ﺳﻨﺪﺭﺩﺵ ﺣﻮﻝ ﺍﻷﺳﺒﺎﺏ ﺍﳋﺎﻃﺌﺔ ﺍﻟﱵ ﲡﻌﻠﻨﺎ.. ﻟﺴﻪ ﻓﻴﻪ ﻭﻗﺖ..ﺑﺲ ﻣﺎ ﲣﺎﻓﺶ
But don’t worry, there is still time. Together with you we shall chat about the wrong
reasons which make us - all - fall in love. (OIBIYYA 2007, p. 54).

The prefixed word sanudardiš is created by combining the MSA prefix
sa that marks the future tense, and the CEA verb dardiš (“chat”) that does not
exist in MSA.
4. Changing the point of view through the use of CEA
One of the functions of mixed style in prose is to reflect the characters’
speech or thoughts in their own language and style and thus to help in
changing the literary point of view. This has become very common in contemporary writing in Egypt; the following are some examples.
a.

 ﻳﺎﻣﺎ ﻳﺸﺤﺘﻮﺍ ﻳﺎﻣﺎ،ﺎ ﺣﻴﺪﺧﻠﻮﺍ ﰲ ﳎﺎﻋﺔﺗﻌﻮﺩ ﺇﳝﺎﻥ ﺷﱪﺍ ﻟﺒﻴﺘﻬﺎ ﻣﻨﻜﺴﺔ ﺍﻟﺮﺃﺱ ﺧﻼﺹ ﻫﻴﺎ ﻭﺃﺧﻮﺍ
ﳛﺎﻭﻟﻮﺍ ﻳﺎﺧﺪﻭﺍ ﺷﻜﻚ ﻣﻦ ﺍﻟﺒﻘﺎﻟﺔ ﺍﻟﻠﻲ ﲢﺖ ﺑﻴﺘﻬﻢ ﻳﺎﻣﺎ ﺍﷲ ﺃﻋﻠﻢ ﺃﻧﺎ ﺷﺨﺼﻴﺎ ﻻ ﺃﻋﺮﻑ ﻛﻴﻒ ﳝﻜﻦ ﳍﻢ
.ﻭﻷﻣﺜﺎﳍﻢ ﺗﺪﺑﺮ ﻣﺼﺎﺭﻳﻔﻬﻢ ﻵﺧﺮ ﺍﻟﺸﻬﺮ

Imān of Šubra returns to her home with a bowed head that’s it she and her sisters will
start experiencing hunger, they will either beg for alms or will buy on credit at the
grocery shop underneath their home or God knows what. Personally I don’t know how
they and people like them can handle their expenses until the end of the month. (ALOARABĪ 2008, p. 14).

13

See ROSENBAUM 2004b, p. 194; ROSENBAUM, Forthcoming.
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This example is taken from a novel which is replete with changes in point
of view through the use of CEA. The novel is told in the third-person by an
omniscient intrusive narrator who sometimes intervenes with personal comments, as in the beginning and the end of the last quotation. The phrase Allāhu
Ȥaȥlam (“God knows”) is a MSA expression that has been incorporated into
CEA, too. Switching from the narrator’s point-of-view to that of one of the
characters may preserve the third-person report, but with the character’s style
and language, as is the following example taken from the same novel:

.ﺑﺎﻟﻌﻮﺩﺓ ﺇﱃ ﺇﳝﺎﻥ ﺷﱪﺍ
. ﺧﻼﺹ ﺣﺘﺎﺧﺪ ﺍﳌﺎﻫﻴﺔ،ﺍﻟﱵ ﰲ ﻫﺬﺍ ﺍﻟﻴﻮﻡ ﻛﺎﻥ ﻗﺪ ﺣﺎﻥ ﻣﻮﻋﺪ ﺍﻟﻘﺒﺾ
.ﺎ ﺍﻻﺭﺑﻌﺔﺎ ﺣﺘﺪﻓﻊ ﺇﳚﺎﺭ ﺍﻟﺸﻘﺔ ﺍﻟﻜﺤﻴﺎﻧﺔ ﺍﻟﱵ ﺗﻘﻴﻢ ﻓﻴﻬﺎ ﻣﻊ ﺃﺧﻮﺍ ﺍﻟﱵ ﻟﺪﻳﻬﺎ ﺍﻟﻜﺜﲑ ﻣﻦ ﺍﻷﺷﻴﺎﺀ ﻟﺘﻔﻌﻠﻬﺎ

b.

Going back to Imān of Šubra.
For whom on this day the time of payment came, finally, she’ll get the salary.
salary
She who has many things to do with it, she’ll pay the rent for the lousy apartment in
which she lives with her four sisters. (AL-OARABĪ 2008, p. 11).
c.

...(ﻭﻇﻠﻠﺖ ﺃﻣﺸﻲ ﻫﺎﺋﻤﺔ ﻋﻠﻰ ﻭﺟﻬﻲ ﰲ ﺍﻟﺸﺎﺭﻉ ﺣﱴ ﻭﺟﺪﺕ ﻻﻓﺘﺔ ﻣﻜﺘﻮﺑﺎ ﻋﻠﻴﻬﺎ )ﻛﻮﺍﻓﲑ
.. ﺍﻟﻔﻜﺮﺓ ﺩﻱ ﺳﻮﻑ ﺗﺼﻴﺐ ﺍﻟﺮﺗﺎﺑﺔ ﻭﺍﳋﻨﻘﺔ ﰲ ﻣﻘﺘﻞ.. ﻓﻜﺮﺓ ﻫﺎﻳﻠﺔ.. ﻛﻮﺍﻓﲑ..ﻳﺎﺍﺍﺍﺍﺍﺍﻩ

I kept wandering aimlessly in the street until I found a sign on which it was written
“hair-dresser”.
Wooooooow! HairHair-dresser! Great idea! This idea shall kill the (feeling of) monotony
and repression. (ABŪ AL-OILĀ 2008, p. 14).

The narration here, reported by a protagonist narrator, is written in MSA,
while the free indirect style that reflects the protagonist’s thoughts is written in
Fuṣḥāmmiyya. This helps in identifying the switches between the narrator’s reports and the protagonist’s thoughts.

 ﺍﳊﻤﺪ ﷲ ﺃﻥ ﺍﻟﺘﻠﻴﻔﻮﻥ، ﻭﻣﻊ ﻛﻞ ﺭﻗﻢ ﻛﺎﻥ ﻗﻠﺒﻪ ﻳﻜﺎﺩ ﻳﻘﻔﺰ ﻣﻦ ﺑﲔ ﺿﻠﻮﻋﻪ،ﻭﺿﺮﺏ ﺍﻻﺭﻗﺎﻡ ﺍﻟﻌﺸﺮﺓ
. ﺭﻧﺔ ﻭﺍﻟﺘﺎﻟﻴﺔ ﻭﲰﻊ ﺻﻮﺗﺎ ﻧﺴﺎﺋﻴﺎ ﻳﻘﻮﻝ ﺁﻟﻮ، ﻳﻌﲏ ﻣﺶ ﺧﺎﺭﺝ ﺍﳋﺪﻣﺔ ﻭﻻ ﻣﻘﻔﻮﻝ ﻭﻻ ﺍﳊﺮﻛﺎﺕ ﺩﻱ،ﺑﲑﻥ

d.

He pressed the ten numbers, and with each number his heart was nearly jumping out of
his ribs, thanks God that the telephone is ringing, that is, it is not out of service or
closed or any of these tricks,
tricks one ring and another and he heard a female voice saying
hello. (ḪAYR ALLĀH 2007).

This quotation starts with the omniscient narrator point of view written in
the third person. The point of view starts changing in a transition point with
the ambiguous phrase “( ﺍﳊﻤﺪ ﷲ ﺃﻥ ﺍﻟﺘﻠﻴﻔﻮﻥthanks God that the telephone”)
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which may be read as either MSA or CEA. This phrase, together with the one
that follows, reflects the thoughts of the protagonist from his point of view in
his own words, then the point of view returns to the narrator.
e.

ﻛﺎﻥ ﺍﳉﻤﻴﻊ ﻳﻄﻠﺐ ﻣﻦ ﺣﺴﻦ ﺃﻥ ﻳﻌﻮﺩ ﻭﻳﺴﺘﺤﻤﻞ ﻋﻠﺸﺎﻥ ﺍﻟﻌﻴﺎﻝ ”ﻳﺴﺘﺤﻤﻞ ﺇﻳﻪ ﻣﻌﺮﻓﺶ“ ﻭﺭﺑﻨﺎ
... ﻣﺶ ﳑﻜﻦ ﺃﻧﺎ ﺃﺭﺟﻊ ﻝ ﺑﻨﺖ ﺍﻝ، ﻻ ﺃﺑﺪﺍ:ﻏﻔﻮﺭ ﺭﺣﻴﻢ ﻭﺣﺴﻦ ﳚﻴﺐ

Everybody was asking Ḥasan to return and to endure for the sake of the children
“endure what I don’t know” and our Lord is Forgiving and Merciful,
Merciful while Ḥasan was
answering: No, never, no way that I go back to this daughter of ... (OĀṣĪ 2007, p. 8).

The quotation starts with a report by a protagonist narrator, written in
MSA. The phrase ȥalašān il-ȥiyāl (“for the sake of the children”) is reported
through the collective point of view of a group of characters, written in CEA
that reflects their own language. The word  ﻭﻳﺴﺘﺤﻤﻞthat precedes it is a transition point. The following phrase, yistaḥmil Ȥēh maȥrafš, that is also written in
CEA and appears between quotation marks, reflects the reaction of the narrator
to what the group of characters said. The following phrase, wirabbina āafūr
raḥīm, meant to encourage Ḥasan to show mercy, still in CEA, is again
reported through the collective point of view of the group of characters. The
protagonist narrator then resumes the point of view; the last phrase is a direct
speech in CEA of one of the characters (Ḥasan), reported by the narrator and
thus does not change the point of view.
f.
.ﻭﻋﻨﺪﻣﺎ ﺷﻌﺮ ﺃﻥ ﻫﺬﺍ ﺍﻟﻘﺮﺍﺭ ﺃﺳﻌﺪﻫﻢ ﲨﻴﻌﺎ ﻗﺮﺭ ﺃﻥ ﳛﺮﻕ ﻗﻠﺒﻬﻢ
And when he felt that this decision made them happy he decided to make them upset
(lit. “Burn their hearts”). (OĀṣĪ 2007, p. 7).

The report in MSA by the narrator turns in the last phrase into a report in
CEA that reflects the character’s feelings.
g.

ﺎ ﺣﺮﻳﺼﺔ ﻋﻠﻰ ﲰﻌﺘﻬﺎ ﻭﻻ ﲢﺐ ﺃﻥ ﻳﺮﺍﻫﺎ ﺃﺣﺪ ﻣﻌﻪ ﻓﻴﺨﱪ ﺑﺘﻮﻉ ﺍﳉﺮﺍﺋﺪ ﺍﻟﺬﻳﻦﻓﻬﻮ ﻣﺪﺭﻙ ﺃ
!!ﻳﺘﺼﻴﺪﻭﻥ ﺍﻻﺧﺒﺎﺭ

He knows that she is very careful about her reputation and does not want anyone to see
her with him, who would then report to the journalists who are hunting for news.
(ḪAYR ALLĀH 2007).

The omniscient narrator reports in the third-person in MSA, except for
the word bitūȥ (plural of bitāȥ, “of”), which often in CEA is used to denote a
profession. Bitūȥ il-garāyid (lit. “Those of the newspapers”) means “journa-
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lists”, but the second word appears here in its MSA form garāȤid, and thus a
mixed expression is created. With this one CEA word the point of view moves
for a short while to that of the character.
h.

“ﻛﺎﻧﻮﺍ ﻳﺒﺜﻮﻥ ﻟﻮﺍﻋﺞ ﺍﻟﺸﻜﻮﻯ ﻟﻌﺪﻡ ﲤﻜﻨﻬﻢ ﻣﻦ ﺣﻀﻮﺭ ﺣﻔﻠﺔ ﺍﳌﻄﺮﺑﺔ ﺍﻟﻜﻮﻟﻮﻣﺒﻴﺔ ﺍﻟﻌﺎﳌﻴﺔ ”ﺍﻟﻮﺗﻜﺔ
 ﺟﻨﻴﻪ ﻳﻨﻄﺢ٧٠٠  ﻭﻫﻲ ﺍﳊﻔﻠﺔ ﺍﻟﱵ ﺩﻓﻌﻮﺍ ﻓﻴﻬﺎ ﻣﻦ ﺩﻡ ﻗﻠﺒﻬﻢ ﻭﻗﻮﺕ ﻋﻴﺎﳍﻢ،ﺷﺎﻛﲑﺍ ﲢﺖ ﺳﻔﺢ ﺍﳍﺮﻡ
.ﺟﻨﻴﻪ

They were transmitting ardent complaints for not being able to attend the concert of
the world-famous Columbian goodgood-looking singer Shakira at the foot of the pyramids,
which was that very concert for which they had paid from the blood of their hearts and
the food of their kids 700 hundred pounds in hard cash.
cash (FAḌL 2008, p. 107).

Wataka is a CEA word denoting a good looking woman, and dafaȥ fīh
damm-i Ȥalbu (lit. “Paid for it the blood of his heart”) is a CEA expression
meaning paying a lot of money or all of the money one has. Both reflect a
change of the point of view from the omniscient narrator to that of the collective group of Shakira’s fans.

ﻛﺎﻥ ﺍﻟﺪﻗﺮﻭﺭﻱ ﻣﺘﺄﺛﺮﺍ ﺑﺎﻟﱪﻧﺎﻣﺞ ﺇﱃ ﺣﺪ ﺃﻧﻪ ﺃﻋﺎﺩ ﻟﻨﺎ ﲡﺴﻴﺪ ﺷﻜﻮﻯ ﺳﻴﺪﺓ ﻫﺎﻱ ﻣﻦ ﺧﻠﻞ ﺍﺟﺘﻤﺎﻋﻲ ﺣﺪﺙ ﰲ ﻟﻴﻠﺔ
ﺷﺎﻛﲑﺍ ﺍﻟﻠﻴﻼﺀ ﻋﻨﺪﻣﺎ ﻗﺎﻡ ﺍﻟﻜﺎﺩﺣﻮﻥ ﺍﻟﺬﻳﻦ ﺩﻓﻌﻮﺍ ﺭﺑﻌﻤﻴﺖ ﺟﻨﻴﻪ ﺑﺲ ﺑﺎﻟﺪﺧﻮﻝ ﺇﱃ ﻣﻜﺎﻥ ﺍﻟﻨﺎﺱ ﺍﻟﻜﻼﺱ ﺍﻟﺬﻳﻦ ﺩﻓﻌﻮﺍ
.ﺳﺒﻌﻤﻴﺔ

i.

Al-Daqrūrī was so moved by the program that he repeated for us the personification of
a complaint by a highhigh-class lady about a social disorder that occurred during the dark
night of [the singer] Shakira, when the hard-workers who paid fourfour-hundred pounds
only managed to enter the places of the highhigh-class people who paid sevenseven-hundred.
hundred
(FAḌL 2008, p. 108).

The point of view switches here twice from the omniscient narrator to the
character, al-Daqrūrī.
The protagonist’s name in this story, al-Daqrūrī (or al-DaȤrūri) deserves
special attention. I have shown this story to several Egyptians, none of whom
identified the name’s origin and were surprised to find it out when reading the
story. This name, which does not exist in Arabic or in Egypt, alludes to the
word midaȤȤarāti (from the verb daȤȤar, “to lean, to press”), which in CEA denotes a frotteur, a man who leans or presses himself against women, usually on
crowded buses, in order to get some sexual satisfaction. Without explicitly
using these two CEA words, daȤȤar and midaȤȤarāti, it appears that al-Daqrūrī
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is such a frotteur; only Egyptians who know these words can grasp the real
meaning of the protagonist’s name.
j.

ﺎ ﻣﺮﻭﺣﺘﺎﻥ ﻟﻠﺼﻴﻒ ﻭﺩﻓﺎﻳﺔ ﻟﻠﺸﺘﺎﺀ ﻭﻳﺎ ﻭﻳﻞ ﺍﻟﻠﻲ ﳛﺮﻙ ،ﺃﻣﺎ ﺍﻷﺏ ﻓﻴﻨﻔﺮﺩ ﺑﺎﻟﻐﺮﻓﺔ ﺍﻟﺜﺎﻧﻴﺔ ﻭﺣﺪﻩ
 ﺃﻣﺎ ﻫﻢ ﻓﻼ ﻣﺎﻝ ﻣﻌﻬﻢ ﻟﻠﻤﺮﺍﻭﺡ ﺃﻭ، ﻳﻄﻮﻟﻪ ﺣﺰﺍﻡ ﺍﻷﺏ ﺍﻷﺳﻮﺩ...ﻢﺍﳌﺮﺍﻭﺡ ﻭﻻ ﺍﻟﺪﻓﺎﻳﺔ ﻣﻦ ﻣﻜﺎ
. ﻗﺪ ﻗﻠﺒﻪ ﻣﻦ ﺣﺠﺮ ﺻﻮﺍﻥ، ﺃﺑﻮﻫﺎ ﺻﻠﺪ. ﻛﻔﺎﻳﺎ ﻳﻘﻀﻮﺍ ﺍﻟﻠﺒﺲ ﻭﺍﻷﻛﻞ ﻭﺍﻟﺸﺮﺏ،ﺍﻟﺪﻓﺎﻳﺎﺕ

As for the father, he alone has the other room in which there are two ventilators for the
summer and a heater for the winter, and woe unto anybody who moves the ventilators
or the heater from their place, the father’s black belt will reach them.
them As for them, they
have no money with them for ventilators or heaters, it’s enough that it suffices for
cloths, food and drink. Her father is hard, his heart is carved out of granite. (OAWWĀ
2010, pp. 13-14).

Here the point of view switches between the omniscient narrator and the
protagonist; this is clear due the use of CEA.
k.

 ﺃﺣﻴﺎﻧﺎ ﳚﺪ ﺍﳋﻂ ﻣﻐﻠﻘﺎ ﻭﺃﺣﻴﺎﻧﺎ، ﻻ ﻳﻔﻌﻞ ﻓﻴﻬﻤﺎ ﺷﻴﺌﺎ ﻳﺬﻛﺮ ﺇﻻ ﺍﻻﺗﺼﺎﻝ ﺑﺎﻟﺮﻗﻢ،ﻳﻮﻣﲔ ﺗﻼﺗﺔ
.ﺎ ﻗﻀﻴﺔ ﺣﻴﺎﺓ ﺃﻭ ﻣﻮﺕ ﺣﺎﻳﻔﻀﻞ ﻭﺭﺍﻫﺎ ﳊﺪ ﻣﺎ ﺗﺮﺩ ﻋﻠﻴﻪ ﺍ،ﻣﺸﻐﻮﻻ ﻭﻟﻜﻨﻪ ﻻ ﳝﻞ ﺍﶈﺎﻭﻟﺔ

For a couple of days he does not do anything significant except for dialing the number.
Sometimes he finds out that the line is closed and some other times busy, but he never
tires of trying, it is a matter of life and death, he will continue calling her until she
answers him.
him (ḪAYR ALLĀH 2007).

The first phrase, which is a CEA expression, may be regarded as either an
element of Fuṣḥāmmiyya or as a report from the protagonist’s point of view.
The last phrase is clearly reported from the protagonist’s point of view.
5. Conclusion
Egyptian literature has changed considerably during the last decade,
especially in the last five years. More than ever before, CEA has become a literary language, and the writing of texts entirely in CEA or in MSA mixed
with CEA in the narration has noticeably increased and spread.
Since the conclusion of my studies on Fuṣḥāmmiyya (ROSENBAUM 2000)
and on changing the point of view through the use of CEA (ROSENBAUM
2008a), these two styles have become much more common and evolved into
typical characteristics of written prose in Egypt.
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The abundant examples quoted above are meant to convey the scope of
their use in contemporary Egyptian writing. Obviously, these two styles are intentionally used by Egyptian writers who enjoy the freedom of taking stylistic
choices based on the use of two varieties, a freedom that is enabled by the new
literary norms that more than ever encourage the use of CEA in written literature. The examples quoted here, all taken from literature published in Egypt in
the last five years, clearly demonstrate this trend in current Egyptian literature.
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