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ABSTRACT

R '
L=
This thesis develops an approach to the analysis of music which

-

incofporates the dimension of context into the analysis of musical séund.
The aim is to account for the programming of musiJ in pérformance.
Focussing on the process.of music produétion in performance, . the
assumption is tested that‘musica1 sound will vary with variations in the
context of its performance. An analytical model is built on the basis of
anthropology, Western musico]ogy and Indian musicology to deal on one
side with the musical sound structure and on the other with the structure
of the perforﬁa%ce occasion so that u]fimate]y the contextual input into
the music can be assessed in an analysis of the perfdrmance process.

The musical tradition analysed is Qéwwa11 which has both a verbalized
music theory and a clearly defined context of performance, the Sufi
assembly. The analysis begins in Section I with a consideration of the
Qawwali musical idiom, based on the perfomer's own conceptions of the
music but "translated" into an analytical framework derived from Western
husico1ogy with reference to North Indian musdcal theory. Structurally,
Qawwaly music is seen as an idiom of Nbrth Indian music, characterized by
distinctive musical features derived from its religious function. A |
Qawwali song model is ggt1ined but it lacks the dynamic of programming
which only the perforﬁ%née;prbcess can account for.

As a pre1iminary step‘ta analysing the performance prbqgss Section II
deals with the Perfonnancevébntext, sta[ting with' a considéfation of the

background dimensions Qﬁich 1nfofh it: Sufi 1de616§y, Sufi poetry, the

iv



socio-ecoﬁomic setting of Sufism and the social and professional identity
of the performer. An outline of the occurrence and features of Qawwali
assemblies leads into a detailed analysis of the structure of a Qawwali
occasion in terms of concepts, setting and pro%edure.

This 1nformatﬁon, together Qith the music analysis, provides the
f#gme of reference for what %onstitutes the core of the study: the
ana]&sis of Qawwali music in'performance Carried out in Section III,
this analysis is first presehted in terms of a descriptive out]ine of a
performance, followed by an analytical examination of the 1nteractiona1
principles, or semantic referents, which 1ink context and music during
this process, as generated by the maker of the music, the performer. The
final step in the analysis is to build these semantic referents into the
musical structure and to consider the result in the light of the initial
hypathesis, followed by an assessment of the implications of the analysis
of other music traditions. |

A comprehensive Ethnographic Section--in the form of a capsule
ethnography of Qawwali at ;he Nizamuddin Shrine in belhi--provﬁdes
concrete éxemplification for the entire argumentﬁ The ethnog}aphic
evidence is thus kept separate from the main text, in the .interest oﬂaﬁ

making the already complex analytical procedure as clear as poésible.
t
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PREFACE

The intention of tst study is to develop for Qawwali a musical
gramdar which includes programming Qawwali in performance, i.e. a context
sensitive grammar that should enable a musically literate reader to

nderstand how var1at1on in the performance of Qawwali 1is generated or
how, abstractly, he could generate such variation himself, at least in
his own mind if not actually in performance.

In substance,;th{; intention conforms to one of the major aims
pursued by anthropologists, namely to focus on systems of communication
as cultural knowledge used and realized in behavioural application. This
anthropological approach is best exemplified by studies of verbally
articulated cultural categorizations, e;g. of disease (Frake 1961) or of
colours (Conklin 1955), which draw on linguistic models as introduced by
ethnoscience (Sturtevant 1964). .

\ Here, hoyever, this anthropological aim is directed at music, a
' sys of sound communication with very special properties which require
equally] special analytical procedures. Such procedures have been
developed and applied to music by musicologists. Musicology, therefore,
is the proper starting point for introducing an anthropological
perspective to the analysis of musical sound. |

- The first step is to assess how far mus1co1ogica1 analysis can take
tﬁe investigator of Qawwali music toward the goal of deve]oping a
:context-sensiffve musical grammar: Musicological analysis is founded in

Western musical parameters and concepts, analytical methods, terminology

vi



sand notation. This western-centric framework has been adapted in
app11ca?ions to non-Western music and expanded in{response to other

“analytical approaches,‘particu1ar1y the use of in igenous music theory.
Thé result is a flexible tool for representing musical structures in
terms of Western parameters.

Indigenous musicrsheory exists in its most developed form in Inéqir
musicology which is b;sed on Indian classical music and provides an
analytical framework for Indian musical idioms. The compatibility
between the Indian and Western musical systems has facilitated
interchangeobetween Indian and Western musicology a§ well as input from
other Western disciplines, leading to more rgfined analyses of Indian
.musical structure. These range from a musicological model for generating
the units and rules of Indian raga music (Powers 1958, 1977, ms), fo an
approach toward‘mapping out other North Indian musical idioms on the
basis of distinctive features related to their function (Qgreshi, 1969,
1980, 1981). |

Using a western musicological base sgnsitized to Indian music by
Indian musicology, it is now possible to analyse an Indian musical idiom
such as Qawwali in terms of categories appropriate to the musical
structure. Such an analysis wfll enable the reader to identify Qawwali
music as to its ﬁusica1 framework, units and rules,/and to distinguish it
from other musical idioms on the basis of distinctive musical features.

What this musicologi?a] analysis will not do, however, is to motivate
the sequencing of the musical structure, i.e. to generate or even account
for the process of producing Qawwali music in performance. Yet .

variability in performance is one of the identifying features of this

) | A .—-\



music and crucial to its very function. Clearly, the musicoiog1ca1 moée1
is inadequate to this task, inasmuch as it cannot account for non-musical
or conte;iua1 input into the musical process.

At this poiint the alternative presents itself to analyse contextual
input separately from musical s;ructure. As examplified by Merriam ‘
(1967), such studies invariably beg the question of how those contextual
features are to be related to the music itself. The answer to that
question lies in approaching contextual input as a part of the total
music-making process. The core of that process is mus{ca1 sound;
therefore .the most 1ogical approach for including contextual input into a
musical analysis is to incorporate it into the musicologicaT model
itself. |

The next step, then, 1s{to expand the musicological model so that it
can éccount analytically for all the contextual features relevant to the
performance process of Qawwali music. To do this requires tools which
only anthropology can supply; indeed, the entire perspective of such a;
model is, epistemologically speakind, an anthropological one, founded
mainf§ on ethnoscience and situational analysis, and informed by a
political economy approach.

Carryfng out the analysis constitutes the remainder of the study;
Starting with én analysis of Qawﬁa]i musical structure, it will proceed
to show how this structure is operationalized in performance in response
to contextual factors. Finally, it will conclude with a prbposa] for
"~ integrating contextual variation into an analytical model of Qawwali that
acounts for musical process.

In sum, the goal of this thesis is theoretical, namely to solve a

viii , ’ )
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problem in music analysis. At the same timev the prerss‘fééﬁiﬁg to this

14\ tradition/is

v

goal entails applying a theoretical model to an ethQ%?rq§:1C'doma1n,

Indo-Muslim Qawwali. Throughout the ana'lysis ;ugﬁ
’ x ‘J' ':'

dealt with at a generalized level, ﬁ&ether as hﬁ%abstractibn from; or as
‘\'\‘ \t\'

a composite of, particular Cases. Hﬁwgver, I cohﬁéder it essent{al to

validate with concrete evidence‘What is thus presented in the abstract

This evidence is provided in the Ethnographic Section that follows the

analysis and serves as a point of reference throughout. S%%uctured to

constitute an ethnographic outline of Qawwali at one major Sufi centre,
the Etnographic Section also serves to introduce this musical tradition
ethnographically and may be read first for that purpose.

The following capsule description of Qawwali is to provide the reader
with a preliminary introduction to the musical tradition which
constitutes the squect of this analysis: »

Qawwali is a ;ecognized music$1 genre in the Indian subcontinent. It
shares general traits with the light classical music of North India and
Pakistan but has unique characteristics related to its religious,
function. The term Qawwali itself applies both to the musical genre and
to the occasion of its performance, the devotional assembly of Islamic
mysticims--or Sufism-- in india and Pakistan. The practice of Qawwali
éxtegds throughout Muslim centres of thellndian subcontinent, but its .

roots are North Indian.
Qawwali considered as music is a group song performed by qawwals,
4\Q\Pfessiona1 musicians who perform in groups led by one or two solo
singers. Qawwals presen@?mystical poetry in Farsi, 1nd1 and Urdu in a

fluid stylé® of alternating solo and group passages characteri;ed by

13
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repetition and 1£%rovisat10n; The vigorous drum accompaniment on the
barrel-shaped ghglg& is reinforced by handclapping while the small
portable harmonium, usually in the hands of the lead singer, underscores
the soaa‘me1ody. A Qawwali song normally begins with an instrumental
prelude onrthe harmonium; then an introductory verse is sung as a solo '
recitative without drums, leading directly into the song proper: a
mystical poem set to a strophic tune and perférmed by theuentire group of
gawwals. . , -

Qawwali considered as an occasion is a gathering for the purpose of
realizing ideals of Islamic mysticism through the ritual of "listening to
music" (sama'). .By enhancing the message of mystical poetry and>by
providing a powerful rhythm suggesting the ceaseless repetition of God's
name (5155),’the music of Qawwali serves a reiigionlfunction: to arouse

mystical love, even divine ecstasy, the core experience of Sufism. The

Qawwali assembly is held under the guidance of a spiritual leader and is

attended by Sufi devotees through usually open to all comers. In

listening to the songs, devotees respond individually and spontgneous]y,
but in accordance with 'social and religious convention, expressing states
of mystical love The musicians, on their part, structure their

performance to activate and reinforce these emotions, adapting it to. the

changing needs of their listeners.

To the Sufi participant, Qawwali is "a method of worship" and "a
means of spiritual advancement"; 1f is.also "a feast for the soul". To
the'perfo}mer‘it is mainly a musical genre "with its distinct character
among other genres;" he also defines it as “a branch of vocal music, used

for worship." HTo the observer, finally, Qawggii.is above all music



»

performed very obviously with continuat reference to its context; it is

"music in context" par excellence. -

I

o

o
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TERMINOLOGY, TRANSLITERATION AND TRANSLATION .

Since this thesis makes use of a variety of terminological idioms, I
have attempted as far as possible to achieve semantic and orthographic
consistency between them. In terms of usage, that consistency flows
mainly from the fact that the Qawwali participant is always the primary"

~ source of terminology, unless specifically indicated otherwise. Terms
denoting Sufi co;cepts are tﬁerefore presented in accordance with Indian
Sufi usage and pronounciation; thié includes standard Islamic ;erms,énd
refers particularly to Persian forms of Arabic words. Likewise,'lndian
musical terminology derives from usage among Qawwali performerggbr, where

. otherwisé indicated, accords with standard Indian usage in English, |
Consisténcy in transliteration is based on the use of a single
comprehensive reference soqyte;which covers vocabulary of. both
Perso-Arabic and Hindi-Sanskrit derivation: Piatt's Dicfionary of Urdu
and Classical’ Hindi (1970).”

The translations of Qawwali texts were made in collaboration with
Saleem M.M. Qureshi; howeve;, I assume full responsibility for them.
Musical notation, fiﬁa]ly; follows standard Western usage; the few

additional symbols are listed in the Legend"and explained where they
/\_J

8
first occur.
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Szmbo1:

Staff notation scheme

Middle ¢

xP o
A, B,
P
Al, A2
Ali, A2i
Alm, AZm
Alf, A2f

Aalt, Alalt, Alialt
AT: Alf,.AliT

AR, AR}

A

Ae
A®1, A®2

IA, IB

MUSIC NOTATION: LEGEND

\
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Explanation:

Pitch and durational units

corresponding to Western notation

Systems tonic
Handclaps
Drum beats

Sectior”of tune (asthay¥/antara)

. First/Second half of section

Initial motiye of half section
Medial motive of half section
Fing1 motive of half section

Alternate version of section/half
section/initial ‘motive of half
section

Upward adjustment of ending of
section/half section/initial

_motive

Alternative upward adjustments of

ending, in order of increasing
pitch fevel.

Delayed upward adjustment of
preceding section modifies
beginning of present section

Extension of A
First/Second part of extension

Final descending 1ine of Adjunct
Item, leading back to Song

Penultimate 11ne,'1eading up to
final line (F) in Adjunct Item

Insert (girah)

Asthayi/antara Section of Insert



CHAPTER 1
)

THE THEORETICAL APPROACH

T

A Frame of Reference

This thesis is concerned with music as a system of sound
communication with a social use and cultural confext. Such a system can
be analysed in terms of its sound structure and the results may either
point to yniversa] features of music, or identify characteristics
particu]a;lto cultural regions, or both. They may even lead to '
inferences ébout semantic meaning at the level of structure, j.e.
relational meaning. But what analysing music in purely abstract
structural terms does not provide is an‘underétand{ng of the dynamic that
motivates the production of music,li.é. the meaning of significance of
the sound system in terms of the social use and cultural context --
referential meaning in the widest sense of the word. In order to arrive
at that dimension of musical sound communication it must be analysed in
terms of the culturally sensitive basis of music production.

This position has been recognized as the only valid position by
anthropologists, but so far in their applications they have failed to
deal satisfactorily with musical sound, either 1iﬁit1ng jts analysis .to
the grossest features or relying uncritically on traditional wes;ern |
music description, or igﬁéring it altogether.

At the same time, musicologists, having recognized the Timitations
of the western musicological framework, are expanding that framework by

introducting into their descriptions of the rules of music sound
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percepttons of members of the particu]ar culture. This.is especially
‘true of music in cultures were an 1nd1genous musico1og1ca1 tradition
already exists, 5“5@ as in India. This approach adds a we1come dimensigg
to ethnomusicology, and it is now up to the anthropo1ogists to place this
pioneering work into a ‘wider socio-cultural perspective, by expanding the ‘
an11y51s of mnsical sound o 1nc1une more of its contextud¥ basis, thus

moving c¢losed to an¢understand1ng of the socio-cultural dynamic or

mean1ng of music.

- C1ear1y, the area where such\an expansion is most 1mmed1ate1y

RS

required is the area of performance, or éhe central issue of performance

is how the mugical sounds whiEh musicolog¥ an set out as abstracf,'

rules are commun1cated in practice. Thus the next 3tep, it seems to me,

is to generate a kind of analysis which allows us to better understand
v

the process of production: that is, how the jdeal is shaped by the

actual. It fs this concrete aspect of mysical analysis I wish.to address

here.

~-

In order to proceed in this direction, i.e. to analyse musical sound

in relation to tis socio=cultural context or milieu, two key questions
R \\ ‘ i P
must be considered:

1) How to deal analytically with music sound as a self-contained
<. ) .

rule system, and
2) How and at what level to retate context to the‘music sound
5 ' system. t ?
Because these two'quesfions‘have generally been approachéd from

different, if not incompatib]e perspectives, a duality has re;u]ted-in'

o
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the products of ethnoaﬁgicological research; Though acclaimed, 1
consider this duality within ethnomusicology fallacious and’resoiting
~only from the inappropriate juxtaposition of the two approaches.

If the relationship of context witn music is to be demonstrated,
this can logically be done through one overall theoretical perspective
and analytical approach which can serve both musical and”contextuai
analysis and therefore would allow handling both questioné.l) and 2) in a
mutually compatible way. One such perspective comes from anthropolouyical
theory, and here I propose to use such a framework for my analysis.

- " However, unlike early models (e.g. Merriam 1964), it specifically
inciudes‘the means to analyse musical sound. ,For, 1 argue, musio is a
system of sound generation no less complex than language, hence it alsb
requires a spec1a112ed ana]yticai procedure compatible with the
particular features oﬁ’mu51ca1 sound ‘

The solution is c]e;r:. On the one hand music is a culturally
derived‘!bstract system of sound relationships. As such it must be
anaiysed as a self-contained unit. On the other hand, sound is only

produced within a specific performance context. Hence it is only in

performance that the'competence can be tested. Yet a performance context

itself is not an unchanging unit. As Merriam (1964) and later Herndon
(1974)J9nd Asch (1972, 1975), demonstrate, periormance contexts vary as to
content and meaning.lyAs well, as Asch (1975) point outs, even within
performance contexts such as occasions,vvariations can occur. Hence, in
order to understand how music sound is being realized in'a particular
ontext jt is neceséary to dnderstand variation within context: that
is, to have an emically derived -- or culture specific -- ba51s for

- . ] e



variation in meaning with%n a performance situation.

Thus, to make the next step in the analysis it is necessary to
overcome the idea thaf ouestions 1) and 2) above are opposed and to
assert rather than they form a continuum of analysis. To be specific;
what is needed is an analysis that includes on one side the musical
structure -- consisting'b&sica]]y of musical units and rules for their

combination -- and .on the other the structure of the performance occasion
of which the behavioral units and rules for audience responée,formvan
essentiai‘p;}t.

But this'iﬁ not ehough; for events are not abstract unfts,ﬂrather
they are bound by the cu]tura1 systems within wh1ch they are found.

Hence to understand the dynam1cs of the behav1ora1 rea11zat1on of these
concepts or structures -- f.e. the dynamics of_operat1ona11zation |
goVerniné both'musical and non-musical behavior in a performance
situation -- requires a consjderatio§ of at least two addit{onal
dimensions: One is the ideology that generates and governs the musical -
event (i.e{ a set of co1tura1 rules), the other the social reality that |
Lnder]ies it. In short, it is only on the basis of all this info}métion
thac the interaction between music and perfornongg_ggntext (and more
specifica11yt'between musician\and audience) may then be traced and
decoded,‘and the shaping of~music by context be properly assessed.

When considering this approach in terms of its etnnographic
apo11cation two .specific questions need to be dealt with regard1ng music

.sound and performance context respecttively. . The cruc1a1 question in
mus1c analysis has been how to arr1ve at éhe functiona1 conceptions “A
,,under1y1ng any musical 1d1om in order to analyse its behav1ora1 unfo1d1ng

1 ’31
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in performance, oerticu1ar1y where verbalized conceptualizations are not
available. The ‘second question;concerns the ident{fication of a |
performance context that represents a clearly defined and bounded domain
of which music is an intergral part, so that the context is accessible to
ﬁana]ysis with reference to the music.
Taken independently, eech of these questions can easily bc answered
as regards an ethnographic perspective. There are musical traditions
with a verba11zed theory literally available for the asking -- best known
among them the art music trad1t1ons of the Near East and of As1a
Equally, there are mus1ca1 performance conéexts which are clearly defined
and in wh1ch the role or funct1on of music can be ciearly identified.
"But a musical traditfon that has both of these attributes is not as easy
\to-come hy;:§1nce art music tends to be more abstracted from its context
of performance, while musfc which is functionally integrated in its : IA “
performance context in most.sooieties is not singled out by a Verbalizeo
theory. ° | |
| Given the pioneering nature of the analysis to be ‘under-aken, 1
strongly feel the need to minimize the problems that arise from |
1nadequate access to indigenous conceptualizations, part1cu1ar1y
regarding musical sound. I have therefore taken care to choose a musica]
genre from ‘within a musical trad1t1on that has a verba11zed mus1ca1 I
theory. The music of India represents one such domain. Here the ful1x
developed disCip]fnelof Indian musicology has promoted the analys1s of
mnsical structure in terms of indigenous conceptualizations. At the same
"~ time, culturally and socially we ﬁfdefined'performance confexts are
" characteristic throughout Indian}society, where the "cultural |
. [
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performance" is a typical setting for music making (Singer 1972:70 ff,
148 ff). Among such performance traditions are the devotional assemblies
of all major religions of India. For this thesis I have chosen to |
ana]ysé the musical idiom particu1aﬁ to one such assembly, the Sufi
Qawwali. It will be my aim to 1n9estigate to what extent“Variation in
individual utterances within this musical idiom are generated by
variation in the‘performance situaiions that occur within the performance
domain of Qawwali. It is in thia concrete way that I hope to show how
socio-cultural context shapes musical sound.

While aiming to contribute to ethnomusicology generally, fhis study
is also relevant to musiqa] theory in that it introduces the dimension Qf
performance into the ana]ysis‘of.musical sound‘%tructhre. More
particularly, it is intended as a cdntribution toward expanding the: scope
of Indian musicology which so far has explored the limits of musical

variation independent of context.

B Methodological Considerations

| The analytical modeﬂ used in this'pﬁsject was developed on the basis
of a var1ety of approathes and tools derived from three sources: Western
musicology, Indlan muS1co1ogy and anthropo1ogy As I will show below,

the first two, together, have formed a means to isolate mus1c sound as a
se1f—conta1ned system, the third has prov1ded the basis to derive
context var1at1on for a model to 1ntegrate it w1th the music sound rule
system. To clarify my approach 1et me provide a background context to

. L
specify what I will be referring to in the development of this model.



Western Musicology

In the field of ethnomusico1ogy, a Nestern discip]{gg, the primary
épproaches to the anaIysié of musical sound are based o;ghestern musical
concepts, as regards perspectives as well its methods and tools.
Ethnomusicologists with musicological training have proposed systematic
applications of a Western musical framework to non-Western music (e.g.

-Ngtt] 1964). 1Indeed, they often e1e§ate this framework to the level of a
- theoretical perspective and have even used it as an alterhative

theoretical stance vis a vis their anthropologically oriented colleagues

(cf. debates in Ethnomusicology, 1957-76). But even anthropologists

dealing with music generally fall back on the same theoretical framework
because it is available and accessib\e\to them, if spmetimes only in a
vagué]y intuitive form. A mutual lack of éommunication between
musicologists and anthropologists working in ethnpmhs¥co]ogy -~ as -well
as a. lack of'musicologiéa1 training among theﬁlaéter -—.have tended to
ob§cure;the'need for anthropologists /in tbe3f1e1d to assess the
contribution of music theory to ethndmusico1ogy; Tﬁe'following brief
overview is to Tead fo.such an assessment below. )

Western music theory as developed by Western musicologists is based

~'on the assumption that musicfis aise]f-contained system of organized
sound that varies on its own terms. ‘Thesé terms may be isolated :%E
conceptually into an aesthetic, as in a#tfmusic. Even wherelPhey are 6bt
conceptualized, scholars presume'that such properties are {ﬁhérent in the
-structure of the music in question. It is the aim of»musié theory to

identify and analyze these structural properties. .

VTraditional‘musiC‘theory has a well-established approach to musical

analysis based.dn conceptual conventions that \developed within the



European art music t;adiiion.over the last several centuries. These
conceptualizations or "musical rudiments" are organized into a set of
musical parameters covering the dimensions of "melody", "rhythm",
"harmony" and "form". Underlying all four are the fundamental concepts
of pitch and duration. These. are Aerivéd from char;cteristic features of
European me1ody. As cdnceiyép of by European musicians, melody is a set.

of discrete pitches of specific duration which ére related to each other
in terms of a universal pitch framewerk based on a diatonic scale ’
principle. Accordingly, any unit of music can be reduced to mfnima1
components of pitch and duration. Groupings of such pitches represent
motives which can be combined into.larger units of formal structure.
Simultaneous pitch'occurencelis_conceived of as harmony and governed by
rules of consonance and dissonance. Durational units are related tb each
other in terms of a rhythmic framework which 15 based on a concept of
durational pfbbortiona]ify often called "divisivé“\qgg represented as
such in-notatidn--even though it might more appropriatély be termed
"multiplicative".

A descriptive system o€ notation expresses the four ﬁasﬁcal
parameters on the basis‘of the. two fundamenta1 dimensions, pitch énd
duration. Pitches are sﬁoﬁn_re1ative to_eath ofher on a keyed staff
which representé excerptg of the universal pftch framework. The symbols
used to mark pitches on the staff represent their durational value in
accordance wfth a divisivé time framework and its extensions.. At higherv
1eve1s:of organization, melodic and rhythmic itructuring are indicated by

various auxiliary symbdls, as are 1argér units of formal structure.

Additional dimensions such as intensity, speed, timbre, and articulation

-



are considered to be at a secondary level of ana]ysis‘and represented
notationally by a set of terms and 1etter'§ymbbls that may be added to
\\the staff notation.

This musical frame of reference has long served the traditiobnal
musical analysis of Western art music compositians which concerns itself
principally with the formal organization of musical parameters 1n3éﬁé
music of different sfyle periods. Summed up within the term "musical
theory", this type of analysis has always served a prescriptive as well
as descriptive purpose. ‘*’

More recent]y, musicological ana1ysl; has focussbd bn discovering
principles of structure in traditional Western art music, using music,
:theory as a framework of\ana]ysis, i.e. the culture's own‘criteria.
Notable examp]e; are Séhénké; (1954,‘1956) who first established harmonic

criteria for analysing e underlying structure of classical

compositions; Reti (1961) whuo developed thematic analysis, and others

deé]ing with tonal music (e.l. Walker 1963). Schenker's pioneering

concept of "levels-of abstragtion (Schichten and Stufen) and his emphasis

on fundamental structure have \influenced the development of new-

theoretical approaches based on\more comprehensive analytical criteria

(see e.g. Berry 1976, Cog@n and Escott 19 Yeston 1977, Lerdahl and
Jackendoff 1977). In response, partiéu]ar]y, to thé need for ddealing -
with twentieth-century non-tonal music, musical ﬁarameters are beiné
redefined and musiqa] processes dealt with in more abstract terms;

\b Comparative musiqo]ogy has extended the analytical perspective of

"~ Western musicology to noh-we§iern music with the underlying aSsumptioﬁ

that all music is based on universaT’pF?ncip]es which are accéssible to



analysis and comparison according to criteria dereived from Western

schb]arship. To the extent that their>p01nt of reference is European art
music and the methods wsed in its study, resulting studies of non-Western
music suffer from predictable ethnocentric distortions (e.q. Sachs'1965).

A direct reaction to this has been the movement pioneered by Seeger
(1958). Based on theiassumed universality of the physical stimulus of
musical sound, Seeger attempts to objectify musical analysis totally by
reducing it to the study of measurable acoustic properties from which |
universal catego}ies are to arise. Comparative musicology has rarely
addressed itself to the question.of such musical universals in concrete
terms, e.g. in the work of Kolinski (1961, 1962, 1967). More promising
‘are attempts on the part of §ome Western musical theorists to arrive”at
mdsica] universals by expanding their explanatory models for Western

_music (e.g. Cogan and'Escoft 1976, Lerdahl and Jackendoff 1977).

Recent work on musical universals has been inspired by Levi-
Strauésian structuralism and Jakobson's earlier notation of the
universality 6f°binary features: Taking as the basis the structure of
mus1c 1tse1f th1s approach sees music as a representation of the
structure of the mind. The un1versa1 structural features under1y1ng all
music are to be discovered by applying western ana1yt1c criteria w1th1n a
structuralist or generative model. Levi Strauss's own analysis of
Ravel's Bolero (1971} and Ruwet's more extensive treatment of various
European art music genres (197%)‘are examples which focus on the
‘§t}pttura1 aspect of binary opposition, but they are ultimately based on
pohventiona1 musico1ogica1 ané]ysis, if of a somewhat unsophisticatgd _

kind--Ruwet's later work (1975) goes far beyond these ]ihitations,

10



however. A "generative" approach is developed by Lindblom and Sundberg
" (1970) and by Lidov (Lidov and Gabura 1972, Lidov 1975), who apply models
somewhat analogous to generative syntactic.anaiysis (Qhomsky 1957) to
European chiﬁdren's songs. In the area of non-Western music Boiles'
impressive grammar of Tepehua Thought Song (1967) may be considered a
special musfcal case but Qith potential applicability for the study of
‘thematic music elsewhere (e.g. Sind, see Bé]bth 1966, Qureshi 1975). .The
principal exponent of the structuralist analysis ofymusfc and of musical
semiology, Nattiez (1971, 1972, 1975) has yet to provide a convincing

application of his fheoretical framework. These models derived from

modern linguistics, significantly, have been most successfully applied in v'

some kinds of Western music where the authors could use their native
intuition--hence their universal validity remains to be demonstrated.
(see Powers 1980b for an authortqtive assessment of linguistic
applications to music, both wéstern and non-we§tern.)

A different theoretical position on the analysts of musicaj’sound
arose from the trend toward the nintensive study of non-Western art
;usic. It postu1ates that music is based on cu1ture-spécific.princip1e§
and must béﬂana1yzed according to the culture}s own criteria, 1eading to
what amounts to indigenous musicologyi With/¥ew excéptfons, notably
B1éck1ng's study of Venda music (1967), applications of this premise are
in the field of art music whére musical. parameters are conceptualized ahd
verbalized and thus accessible to the analyst. 'ﬁost such Snalyses simply
rebresent exgosés of indigenous musical conceptions and théir
app]icafion, presenteﬁ'in terms of Westerd musical concepts by means of

Western terminology. This applies to studies by Western-trained

1
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~indigenous scholars such as Khatschi (1962){ Massoudi h (1968).
Jairazbhoy (1971), as well as by Westerners well-tFained in non-Western
musics whom'Hood has called bimusical (Hood 1954, 1960).

Linguistic models have been adopted by some of these
ethnomusicologists with the aim of translating their culture-specific
analysis into a framework that7a11ows replication and generalization. Of

these, Powers (1958, ms) presents a “grammar" of a music, ir thet his

. .”/_\ ~ - . -
analysis of South an art music.gives rules for generating ai. -ounds,

from "minimal nits" established on the basis of phonetic/phonemic
distinctions/(1958) to syntactic processes (ms). Others like Becker and
Becker (1979), B]ack1ng (1971) and C00per (1977), emp]oy a generative
model mainly as a descr1pt1ve device.

t Where mus1colog1sts deal with the "semantic" cdmtent of music they
gemhra11y 1dentify emot1ve content in musical parameters with the help of
aesthetic crwteria reqd11y available in art music traditions. Thus Meyer

- (1956) interprets Western art music in terms of its own aesthetic
criteria. This approach has beencsuctessfu11y extended to other art
mus1c trad1t1on, particularly those with a°semantica11y rich aesthetic.
Western mu51co1ogy has prov1ded what so. far is the most /
comprehens1ve’aﬁd practical framework for the description of musical
sound in terms o% concepts, categories and déscriptive units, quite apart ’
_ from_the fact that its conventions are most 'widely and generally
disseminated and known. Indeed no other system of mus1ca1 theory has
had as much de facto un1versa11ty and diverse scho1ar1y use, both

hi torica11y through the time pefgghs of European history, and

geagraphically across different mus1ca1_trad1t1ons Furthenmore this

-
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framework has in recent times begun”to undergo a process of

"objectification”, in }espOnse,to the challenge of alternative ]
approaches, be the} from other discip]ings (as e.q. lingqistics or "
~semiotics) or from other musical systems (as e.g. vafipué Asian High
Cuitures)ﬁ The resulting expansion of analytical and notational
paraﬁeters renders Western musical conceptions quite capable of serving
as ‘a de;criptive metalanguage for music, much like the phoﬁetic,a]phabet
and other categories of Western 11ngui§tics which have been.app1iedl/9.
diverse 1anguages for descriptive and comparétive purposes.

The prob1eﬁ remains, however, ‘how to avoid the obvious bitfa]]s of
jmposing catégorigs inappropriéte]y. Apart from the obvious |
i insufficiency of ethrfocentrically applied Western musical categories, the
universality concept based on %§rUCtu§alism and extensively elucidated by
Nattiez (see above p;vll) must be taken seriously as a solution offered
by the Western musicological tradition. The‘questionvis whether this
concebt can.be'trusted to provide categorieé of universal app1icabi11ty,'

given the present limited state of knowledge of musical concepts outside

Q" -

of;Européah music. It is in this context that the'use of ihdigenous
.music theory may be considered a significant alternative. This approach
is predﬁcétgd on the assumption thﬁt a culture's .own conceptualizations
about music can best ééfve to bujfd'a framework for the analysis of %_ -

.specific musical genres of idioms within that culture drea. By thdg

using indigenous music theory as a tool for arriving at "emic", or t s

cu1tura1]y relevant categories, this approach may -also utlimately

contribute to“the refinement of a method toward defining universal

~

categorfes. - , however, is a step’far removed from the task on hand

%



N

which is to put indigenous, non-Western music theory to use41n analysing
that cu1ture“s music. Furthermore, this taks is here undertaken with the
full awareness that the analyst can only make informed assumptions about
musical--or any other--concepts which he acquires essentially from the

outside.

Indian Musicology

India, no less than Europe, has a centuries-old tradition of
theorizing about music. Indian musical theory, as codified in musical
treatises and other sources, extending from the fifth century onward (for
surveys see Gango1y 1935, Danielou 1954, Bhatkhande 1972, Powers 1970 and
above a11 1980a), has established principles for describlng and ana]ys1ng
musical sound. In accoqq with Indian brahminical scholarly tradition,:
shccessiye reinterpretations of such sources have resuited in a
theoretical edifice eovering dimensions of melody (pitch and"pitch
relationships), rhythm, (pulse and duration) and form (structure of
.compositions). Given the primacy of the melodic line in Indian art
‘music, as well as the separated articulation of the thythmic dimension
through drumming, it follows that Indian music theoryhas nrimari1y
focussed on the ana1ys1s of pitch. Basic concepts cover p1tch classes as
‘constituents of an acoustvcal]y moveable framework of pitch
re]ationships, with special emphasis on the classification and
articulation of these pitch relatiqnéhips. Duration is dea1t with in
_parallel terms, though with less elaboration. Concepts of formal

structure are derived from the units of text structure and include

principles of combining such units. Both melodic eui1ines and rhythmic

14
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structures ar; préserved in the form of a rudimentary system of notation
using lettgr,symbols, but a body of music in notatfon is largely lacking.

The diécovery of Sansfrit treatises qx Brit{sh Indologists around
1800 (Jones 1962, Powers 1565; 1980) was followed by a response of
Western attempts to interpret them and also to describe their subject,
Indian art music. As a furthef response, Indian scholars, too,.began to
focus on rendering their musical tradition into an English language
framework. The resulting effort by both Western and Indian authors
writing in English led to the development of what is appropriately called
gIndiah,Musico1ogy. Predictably, much of this work has been carried on |
"within the Indian scholastic traditon by drawing heavily on the body of
classical writings and often addressing related problems such as the ,//’“9
classification of melody types (e.g. Bose 1960, Jairazbhoy 1971), or the
méésurement of pitch relationships (e.g. Deval 1918, C]eménts 1913,
Sastri 1%54). wiﬁhin a few notably eXcep?jons (day 1974, Fox-Strangways
1965), a strongly theoretical orientation has characterized the many
geneFa] works on Indian music as well (e.g. Gangoly 1935, Prajnananda
1960, Danielou 1949/54). | \

The extension of s;hdlar]y analysis to mu§ica1~pFactice was
hampered iﬁitia11y by the traditional separation of the learned music;
scholar from the unlettered performing musician. However the present-day
Western concern with perfd;ménce study on one side} and the)Indian
promotion of institutionalized mus{é‘in the other have led to an
increasing'emphasis on(ﬁusica1 practice resulting in col]eétions of music
in notation--both Indian (Bhatkhande, 1953-55, Patwardhan 19;2,‘Nawab Ali,
Kan 1925) and ﬂgstern (Powers 1958; Kuckertz 1970, Wade 1971)--and, more

15



important, in the descriptionhor analysis of actual music in iénms of an
appropriate theoretical framework--both in English (Gosvami 1957,
Sémbhamoorthy 1960-1969, Joshi 1963, Kaufmann 1968) and iﬁ vernacular
languages (Bhatkhande 1953-55, Thakur 1954-62). As a‘resu1t of all this,
the broad outlines of such #n analytical framework have now largely been
worked out for Indian classiéa] music on the basis of the musicians' own

verbalized theory and amp]ifiéd, as Qe]l as standardized, with refereh@é
; ‘

Lol

“to classical Indian scholarship. Still, certain problems remain to be
A _ ’

dealt with regarding the relationship between anciéht and modern theory .

as we11!as between theory and practice, where both are derived from . __

soéio-cu]tura]ly divergent musical representatives.
. /

The input of Western mquco]ogy,”apart from early cémparisons with |

-

Western scale theories, has in the main been confined to proViqing
equ?va]entglor amp]ificatfons to Inqian‘musica1~concepts. S%nce Indfan
musical parameters aré highly compatible with those of Western art music,
Western-trained mus{£o1o§ists--both Westeyn and }ndian--have been quite .
successful at integrating both into a f]éxible'descriptive frahework

o . , .

based on Indian music theory and, at the same time, aménable to Western

analytical approaches. With this framework, Indian musicology is now.at

~ the stage of tackling specific musical problems’(e.g. Athavale et. al.

1976, Deshpande and Ratanjankar 1970, Row 1977, Wade 1971), or spec{¥ic '

‘pérformance traditions (e.g. Qureshi 1969, 1981, Sharmd’ 1973, Tewari.

1977) within the domain of Indian music. Furthermore,;this frame of”~ |
reference‘allowé the application of new analytical approaches:devéloped

in Western musicology. Significant in this context are the wbrks?bf Deva
. A

using information theory to approachjthe raga phenomenon (Deva 1370!, and

I ‘ 0

’
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' the p1oneerfng use of 11ngu1st1c theory and method made by Powers in his
analysis of raga structure where he deals with the tonal re1ationsh1ps
within a raga, 1.e. its internal structure (1958), as well as with the
“relationship between ragas, i.e. the structure of the musical idiom
(1977 ms, 1980a). Powers' focus on structure as the result’of <
Jmprovisationa1 or compos1t1ona1 cho1ces is particularly prom1s1ng for
use in an- ana]ys1s of music in its context of performance

- This fruitful interaction shou]d not obscure the fact that Western
and Indian scholars'continue to 0perate-;aﬂbe1t not always overt]y
so--from w1th1n their respective frameworks of ‘musical conceptdons,

modified as these conceptions may be. To cleaf potent1a1 confus1on and

to make their findings accessible to those outside their area, what would )

seem to be indicated at this stage is a clarification of basic

mus1co1og1ca1 assumptions by those work1ng in the f1e1d of Ind1an mus1c

1 propose to preface my analysis of Qawwa11 mus1ca1 ‘structure with such a

)

c1arification.

Anthropology

The anthropological focus on music has as Rts basis the assumption
that music, as part of culture, must'be analyséd in re1etion tovits '
socio- cu}tural content. Because o% ifs specialized requirements,
,ethnomus1co\ogy has been somewhat per1phera1 to anthropology and
therefore s]ow to follow theoretical deve]opments in anthropo]og1ca1
thought. ‘Early attempts to account for the diversity of music’ in both
kind and complexity were based on a diffusjonist (e.g. Nettl 1954) or an

. evolutionary (e.g. Densmore 1918, Sachs 1965) perspective. But the

17
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explicit theoretical framework ethnomusicology acquired--once the tape
recorder made more sophisticated studies possible--was that of
functionalism. In the first and only anthropologically oriented work on

He general scope of ethnomusicology, The Anthropology of Music (1964),

Alan Merriam prﬂqa~exponent of anthropological ethnomus1co]ogy, lays out
the%assumptlons that music is a system of culturally determined ru]es,
its méaning i$ contained in its function, and its funct@on; u]timate]y,
is to serve the needs of society (bio—psychoidgﬁca1 or sociological

needs). The musical sound system‘is to be analyzed on the ba-is of this
oy . , _

~ function%] understanding.

App11cations of this approach while going a long way toward

1ntegrat1ng the study ‘'of music 1nto anthropology through its context,

2

”have genera]]y either failed to incorporate the mus1ca1 sound system 1nto

the ana]yt1ca1 scheme-or else to correlate mean1ngfu11y the .analysis of
coﬁ;ext and mus1c ~Thé5first type of shortcoming is exemplified: by
McAl]ester's exce11eatwcontextua1 analysis of'Navajo musical ceremony
wigh merely. appendéd transcr1pt1ons (McA]lester 1954), the second by
Merr1am s ‘highly d1chotomous ana1ys1s of Flathead music where lack of
ethnoggaphlc and methodo]og1ca1 rigor result in a lack of congruence

betweéﬁ,musjéaf and contextual analyses. (Merriam 1967). Apart from a

y ‘2 . ; 3 - - - - !
theoretical bias toward reducing specific uses and functions of music to

‘the tenets of a universalist biological functionalismi(e.g. Waterman

1955) the major\Shortcoming--particularly of Merriam's studies--is a lack

of conceptual rigor in distinguishing on 6hevhand between the tu1ture's

and the analyst's categories, ;and on the other between conceptual and

behavioral levels of analysis.

- 18



-Recent_sheoretica1 contributions have addressed themselves to these
prob]ems'from perspectives of cognitive anthropology annd ethnoscience.
Focussing on the investigation of music as a cognitive system both
Blacking (1967, 1973 1979) and Blum’ (1975) approach a society's musical
concepts with reference to socio~-cultural antecedents. In contrast w1th
~this somewhat phenomenological orientation proposed earlier by Schutz
(1951), Mcleod (1971), Herndon (1972) and Asch (1975a) propose |
establishing a conceptua1 " framework for mus1c on the bas1s of verbal

eliciting, using methods derived from ethnoscience. (Sturtevant 1964

" etc.)

.

In these and related anthropological approaches to ethnomusicology
linguistic concepts f1gure prominently, but apart from the semantic
| . analysis of musical concepts,(as in Mcleod 1971, or Zemp 1978) their -
~app1ication is §enera11y Timited tolthe description of musical sound
features (see.Herhdon 1974).. For anthropologically oriented‘ethno—
musico]ogfsts the use of 1in§uistic models has seen particularly
~appropriate to musfc ena1ysis. But here, as in musicologically oriented
‘studies,;applicatibnsihave generally been based on superficial analogy.
In most cases, as FeTd (1974) point and Powers . (1980b)they at best
represent a disciplinary or methodolog1ca1 optpon rather than a

theoretical contr1but1on, not unlike 11ngu1st1c applications .to other

areas of anthropology (see Hymes 1970).

. The central prob1em of 11nking the conceptua] doma1n of music w1th
the behavioral reality of mus1ca1 context is dealt w1th by Asch (1972,
1975) who presents a model that incorporates both cognitive and

behavioral analysis. He proposes to use "emic" or "native" categories as
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basic units for‘the’ané]ysis,of the musical context at the behavioral
level in order to reduce thg imposition of arbitrary analytic categories
by the investigator. Thus in his study 6f the Slavey Drum Dance_ he uses
verbal eliciting to get some indication of folk taxonomy, at the same
time dea]ing with the behavorial domain in terms of situational analysis
(Goffman 1971). As a result, he finds correspondence betweén the two
levels of analyﬁis but also uncovers context-derived taxa which appear to
be operative at the level of sound organization in performance. |

The concept of music as performance 1tsé1f is only beginning to .
figﬁre in ‘ethnomusicological thinking {e.g. Herndon and Brunyate, 1976),
largely inspired, once again,Aby recent devé]opments in linguistic
anthropo]ogy. _IhéreaéinQ]y, sociolinguists and folklorists as well--from
Lord (1955§)and Labov (1972) Darnell (1975, 1979), Sherzer énd DarneT]
:(1572), Ben Amos and Go]dsteiﬁ (1975), Vanek (1979) and others--are
including the contextual dimension in the study_of verbal commuhicafion-
and,proposing-tobdea1 with both text and context in terms of a
berformance concept (e.g. Baumann, 1975). These and related models of '
language performance (e.g. Murray 1977) are promising for Bhe
consideration of pérformance in genera1: butftheir app]icaﬁ}ﬂity to music
s complicate&vunneccessarily by the fact that they ﬁatUré}ly tend to
focus on the semantic, if not the referentié], content of ‘the performance
~medium and consequentlyifend to deal with context as an extensjdn or
' mddifier of the text (Murray 1977, Silverste;n 1976) . |
| It-is the very absence of~obvipd§|sanantic reference 1n
music?-generally considered problematic by ethndmusfco]ogists--that makes

it easier to approach performance as a structured manifespﬁtion of
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culture in which the medium of performance 1s»1nfegrated or even

subsumed, rather.khan to treat performance context as an adjunct upon the
medium, as is imp]ied by ﬁocio1inguistic analysis approaches. This
essentially anéhropo]ogica] stance is in fact manifested in a number of
ethnomusicological studies of musical ceremonies by anthropqlogists (e.qg. o
McA11ester 1954, etc.) but there has until recéntly been 1ittle concern

for developing this stance into an analytical model, particularly one N
that wou]d‘inc1ude the ‘dimension of musical sound. Even in practise,

these (anthropo]og1ca1) studies have genera]ly failed to dea] with
musical sound from the same anthropo]og1ca1 perspective, us1ng 1nstead

"etic" western criteria for their music analysis, or leaving music to -
'musicologists. The recent incregse in musical understanding, generated
by opportunities for musi¢a1 immersion and study, has‘not essentia11y
_changéd the picture, because the need for~integrating'such musical
knowiedge into a formal aﬁé rep]icab]e ana]ytica] model remaiﬁs
Concern with estab11sh1ng such a model for musical performance--1 e.

integrating musical sound into an anthropo]og1ca1 perspect1ve—-has been
articulated in the writings of MclLeod, Herndon and Asch. Inspired by
Sinéer's concept of “"cultural performance"--evolved, ‘appropriate1y, as

. un1t of observation" for the. study of Indian culture--Herndon formu]ates
the concept of mus1ca1 occasion" or, using Singer's term, "a cultural
performance in which mus1c§has.a role" (Herndon 1971:339, Singef 1972:148
»f), A musical occasion is an iso1atab1e/§egmen§;of human behavior or »
activit& identified by allinguistiq fag-;i.e. a Aamed evént--and -
characterizgd by "vafying degrees of organization of Settingrand>

activity". In accordance with basic anthropological assumptions the



music31®occasion may;be Fegarded as a cultural and social entity that
includes music but a&so the tota]fty of associated behaviors and
uhde;1ying'concepts.f This "encapsylated.expression of fo}ms and values
of a socfety“ (Herndon 71:340) sérves as a natural frame of reference or
point of departure for musical investigation, making it possible to
1§o1ate context-derived analytical units for the analysis of mhsica]
structure.

Sincg,fhis approach prosupposes a thorough anthropological study of
the occasion, informed by an understanding-of the larger socio-cultural
context, it hao received more theoréticai approval than practical
uooplication. Besides several pre]imTharx inroads, (Herndon 1971, 1972,
’19;4), Asch's systematic suty of the S1a¢ey Drum Dance shows that there
are musical rules Whichfafe derivable from the contektual:framework of
the musical occasion, thus proyiding a positfve test of the hypothesis
' that»mosic and :context ore related at the level of what Asch terms
"musioal event", i.e. “the perceived focus, purpose and observed h'!?Y1or :
associated with the‘actua1 performance of a compo51tion»auring'a musical
occasion" (Asch 2975:245). HoWever this as well as other app11cafiohs
(i. e Black1ng 1971, Herndon 1971) also’ 1nd1cate that the level of-
specificity of musical rules derived through contextcanalysis a]one'>'
appeo:s to be Qu1te low governing only a Timited: nuooer of musical
 distinctions. A gap is therefore left in the ana1ys1s of musical sound
which,'in the absence of a'compatibIe framework for music ana1ysis, is
fi]]ed at the.invéstigayor's discretion. The need to f111_this gap by

means of a compatible analytical framework-brings the question of musical

sound analysis back into focus and thus this discussion has come full



23
1
-circle, setting the stage of an attempt at a synthesis-between

anthropological and musicological approaches.

C Proposed Model

From the above it should be clear that the mode - r undefstandiné
the‘r01e system of Qawﬁa11 music is avajlable. As well, it should be
clear that anthropology has provided. a conceptual framework whereby
cbntext and musié sound can be 1ntefreiated.i What remains is to prdvide
an analysis which actua]]y does so. This, of course, 1s‘my intentfon
"here. However, to set forth the framework and procedure for such an -,
analysis will first of all require clarifying ‘the underlying assumptions
~that inform this‘endeavour._ 1 consider five such assumptions basic;
three of them concern the nature of anthropological analysis and are
derived most.qfrectly from the énalytica] modg]ydéveioped by Asch. The_ 
remaining th'assumptions concern dimensions particu1ar to.the analysis -
of music in perfqrméhce, dealing with the music. sound medium and the

pkocess of performance itself.

- 1. fhe first assumption is that an analysis should focus on‘what
can be te;ted:"the observeable (cf._Murphy 1971 for-backgrounq“
Togic).j‘Obgerveab1e music is the complex of Sounds a musician }
makes énd 1tsvobserveab1elcbntékt is the performancefsituation
in which he makes them; hencé'ana1ysing the relationship of the
.two requires dea]ing’with behavior»in very specifié'terms
(Goffman is st111 the primary model for such ana]yses) o /

2. . The second assumption is the recognition of a conceptua1 domain

as distinct from the domain of behavior, with a dia]ect1ca1vi
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~ relationship: obtaining between the two domains (for theoretical

foundation of .this assumption see Sturtevant 1964 and others on

ethnoscience). The implication significant for ana]ysingAthe

behavioral realm is that cdncepts inform behavior and can there-

fore serve as a key to such analysis (Asch 1975).

The thifd assumption is the logical priority of the analyst's

categories into which ultimately all his perceptions of data are

translated, whether consciovsly or not. This implies the truism
that even native concepts o- -tegories are subject to the

analyst's perception, and therefore cannot be treated as

analytically equivalent to the analyst's own categories (Murphy

1971: Part 3). e

“In order .to analyse-a context which includes musical sound, these

three assumptions must be applicable to the domain of musical sound as

‘well. ,The;musico]ogica]Aapproéch developed by Powefs implies thevfeasi-

bility of such an application, subject to a fourth assumzyion regardfng

musical analysis: -

4.

Where musical conceptuaIizations'aré available it is then

poésib]e to dga]'ana1ytica11y.W1th'muéital-sodnd in performance'i
on the bas%s of mgs%ca1 parameters 1so]atedﬂgcéofdjng to native -
music theory. This assumption implies that at the present stagé
; of-devélopment_of mqsic_ana1ysis access to both tﬁe.pimension of

v.musicai behavior and that of musica1,concebtuaIizations is a

prerequisite to an analysis of mu51¢a1'stnd. ‘This is not to

" suggest. that music traditions lacking verbal theory cannot be

ana]yéed, only‘that duch analysis ﬁay morevprofitably be

24
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attempted once that anaiyticai apparatus for music is
considerably and systematically expanded.
On the basis of these assumptions an analytical approach may be

delineated which includes‘theAdimensions of both context and music,

- dealing with each at the conceptual 1evei of structure and then at the -
level of process where structure is realized behaviorally. What remains
to be clarified is ‘the question of how to dea1 anaiyticaliy with the .

:dynamic that)underiies any process per se, including the process “of music
making. | This requ1res stating a final assumption regarding process and
51ts ana1y51s which in a general way derives from the anthropological
position taken by . Asch Goffman and Murphy.

‘ 5., Process means making structure operational It'constitutes the

' behavioral realization of concep¥s. But3process;"nd?hatter how

culturally and sociaiiyﬁcompiex, originates in individual human
; action which is based upon individual strategy or’motivation and
ST dependent on the ind1v1dua1 S vantage point in the ;ituation
From this perspective the process of a musical performance
results from the innterp]ay of such action (i.e. inter-action)?
by-two'kinds of participants: ‘those who operationalize music,
Az and those‘whp‘OperatiOnalize context-;i.e._performer and-.
_ audience. 'ThuS'the‘key to.Understanding musical sound in its
proceSS of performance is to analyse it from thervantage<point |
‘of the performer, since-it is his action that takes the form of
musicai sound production and it is “through his perceptions that
the actions of the audience affect the music.

vIncorporating this'assumption‘into.the analytical approach results

u

o
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-
in a model which may serve as the framework or blueprint for the proposgd

analysis. As schematized on Table 1, the model ref1ects all f1ve
assumptions; it also accounts for the fact that musical and contextual
structures are informed_by’socio-cu]tural backgroung dimensions while
- musical ano conteutua1 proCess,'based on the strategy of the
participants, is tnformed»by their own vantage point or self interest.

It now remains to make thts analytical framework operational, i.e.
to trans1ate the blueprint into a concrete analytical procedure. Sub-
stant1ve1y this procedure consists of two basic stages, that of the
analysis of musical structure and that of musica1 process, but there is a
third step intermediary to the two: the examination of the performance.

.-context. Thus the ana1ysi5“actua11y comprises three steps; co-ta: =2d in
Sections I through III and each'reouiring a variety of»descriptixr and
,'vana1yt1‘ca1 tools, a&detaﬂed in an introductory ‘chapter :fo"each.. The
'*'ana1yt1ca1 procedure w111 be carr1ed out as follows:
The f1rst step is a cons1derat1on of the mus1ca1 idiom of Qawwa11.
U51ng a musico1og1ca1(approach Qawwa11 mus1c w111 be ana]ysed in terms of
its mus1ca1 framework and its distinctive musical features,-resu1t1ng in
| a model of Qawwali mus1ca1 structure..~This is contatnedvin Section I.
The second step is 1og1ca11y paralTel to the f1rst an examinationv
‘of the perfqrmance context, i.e. the structure of the Qawwali occasion.
f~In terms ofqtﬁe ana]yt1ca1 goal this step simp1y provides 1nformat1on
prerequ1s1te to the next step--the ana]ys1s of the performance
_process--and is thereforeoorganazed accord1ng1y, focussing on concepts,
setting and procedure. To deal with the contextua] domain; however, o

krequires introducting first the re]evant background dimensions that

T garto,
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TABLE 1: ANALYTICAL MODEL
o
B?ckgrouhd Dimensions to be Analysed
Dimensions ‘ )

Ideological
‘ Szgtem

Symbolic

; sttemis)

Socio=~"
Economic -
Setting

Performer's

Identity

Vantage
Interest)

Performer's

MEDIUM .OF

analysed as:
audience ¢«——interaction——» performer -
(according to

performer's
perceptions)

performer's
. actions)

W

CONTEXT OF
PERF QRMANCE PERF ORMANCE
Occasion Music
Structure Structure
(according (according to
to shared performer's
knowledge) " knowledge)
"STRUCTURE"
. e - --OPERATIONALIZED--==== ===~~~
"PROCESS
Event ) Song )
Process Process

(according to
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inform the immediate context of performance; theselare the Sufi ideology
wnich provides the rationale and function of Qawwali, the symbolic system
of mysticaT poetry used es Qawwali texts, the socio-economic setting of
Sufism within which Qawwali is practised, and the social and prpfessiona]
identity of the performer‘who knows and produces-Qawwali‘music. “An
overview of the Qawwali occasion links the performance context to. this
background, setting the stage for the éna1ysis of the ogcasion structure.
Al1 this is contained in Section II. | ‘///pc

The third step constitutes the actual ane1ysis of the performance
process. First context-and idiom of performance‘are outlined in concert,
as_they constitute e'particu1ar perforTance event, their interpiay ‘4h9

resulting from the strategies of the participants. The performance

process is seen as the performer's operationalization of the musical

structure, informed by his-apprehension of the contextual structure as
well as by his understanding of the background dimensions. This leads to
the actual ana]ysis of the perform%nce process: to reduce the

context-music interaction to its underlying principles so that the 'S

_.contextual constraints operating in the peformance process may be

u1tim€te1y incorporated into the strpcturél model of Qawnalijmusic. This
is contained in Section III. ‘

Throughout the ana1y51s the conceptua1 separation betweeen
informant's categories--as perceived by the analyst--and analyst's
cétegories i.e. between "emic" and "etic" levels of analysis, is
maintained and forma]ized by means of two different types of summaries _
presented in the form of appendices and tables respectively In v1ew of

the primacy of the analyst's categories on which the entire analysis is
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bot]t, they are conteined in the tables .that run concurrent with\the y
text. Wherever informants' categories have 1nformed those of the -
analyst, they are pplied on corresponding appendices so as to provide

_the reader with the relevant ethnographic evidence and to clarify the |

A

translation prdcess from "emic" to "etic" knowledge on which so much of

the analysis rests.

A conc]udino Chapter'reviews the results of.the analysis and.its
v implications in a wider intellectual and disciplinary context. Finally,
a comprehensive Ethnographic Section serves to provide exemplification
vf and evidence for the'analysis>whi1e also constituting a capsule ethno-

l A ‘
graphy of Qawwali as observed¥and recorded at one of India's major Sufi

shrines.

\
\
.

D Ethnographic Procedure

.The field research for this study of Qawwa11 was carried out dur1ng
a ten month stay in Sufi, centres of the Indian subcont1nent ma1n1y at
the Nizamuddin Auliya shr1ne in De1h1 An- intens1ve immers1on into all
aspects of Qawwa]i yielded an enormous amount of 1nfonnation and recorded
material (see Data)t More important, it led to an increas1ng awareness
o?ﬁthe.contextual fectors énd forces_wh1ch combine to make Qawwali musui>

what it is. It is on the basis of this awareness that the theoretical

3

-anafysis ultimately rests A
As for ethnograph1c method, I have attemoted to be as rigorous as

possib]e in order to compensate for the ethnocentrism wh1ch to an extent

‘arisestsgzm the theoretical or discipline- oriented motivatijon for ,ethno-

~ graphic research itself. Se1ect1ng a focus and 1nterpreting ethnographic
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data on the basis of what might be termed "scholarly' intuition" may be a
necessary concoftant to selecting a problem relevant to, and entering
the ongoing discourse within a discipline. But &t theifevel of inter-

preiing other people's stated concepts or observed behavior such,

scholarly intuition can be presumptive if not positively counterproduct- '

ivé, not to the creitioh of "neat" ethnographic examples for an
analysis--for it is this intuition that leads very Svely to finding just
such examples--but to the goa] of obtaining a body of‘ethnogﬁaphtg
information which can stan% the scrutiny of its own protagonists even
when they are not trying to please what they consider an‘“establishmentf
of whféh the researcher forms part. This is not to fora; into epistemo-
Togical issues or questions of ethicé in anthropology, but simply to
propqse,that ethﬁbgraphic rigor is in order no leés tﬁénnthepfetica]

\ rigor,'and that such rigor requires above all for the aﬁa1yst to come to
terms with his own i%tUition vis-a-vis his etﬁhbgraphic taskZ) Ethno-

science has introducg& an extent of rigor into field observétion; what

often remains to be clarified, however, is the step that leads from data

gathering to thé use of such data in analysis and finally its pfesentat~
ion to the reader. I therefore wish here to account“fer my own field

research procedure in these broadened terms, particularly in order_to

make it clear how both the ana%yéis and the ethnographic examples in this

thesis relate to my field observations. =~ ° - .

Four types of d1scovery procedures were requ1red to do the field
research necessary for this analysis. Nhi]e conceived of in terms of
staggé or steps appropriate to the analytical model, in actUality a  good

dea1 of over1ap.occurred betweert them. However, the conceptug1 .

-
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separation of the steps served as a procedural guide throughout the
research. - | '

The first two steps served"the discovery of tt.: conceptua] framework
for both Qawwa]i music and context. Because of the very different nature
of musical and contextual knowledge, different discovery procedures were

cailed_for. However, in both domains 1 followed what I believe to be the
only apbropriate approach toward the discover& of my 1nformant's
conceptua]izations: starting the inquiry in a tota]]y‘open;gﬂgéd way. and
thus making ;ure not to impose or even suggest any of the aﬁﬁﬁget's own
categoriesuor concepts (a stance pioneered b; ethnoscience'and euccesse
fully app11ed by £.9. Conk11n) Needless to saya)th1s approach is very
time-consuming and resu]ted in much repetition and top1ca1 non- sequ1turs
which later required much extra processing and cross-referencing,of this
interview material (while also exasperatingomy more conventionally .
trained aesistant-frienq who was ready to administer questionnaires
instead) But the proCedure did contribute significantly toward

identifying conceptual priorities and boundaries which then could

gradually be defined and tested infanore direct Way.

Step.1: Learning Qawwa11 Music

This primary task was carried out w1th1n the trad1t1ona1 setting for

“learning from a professional specialist in India: The student (shag@rd)

who is forma11y taught by one master in return for allegiance, made
manifest through remuneration and persona1 serv1ce. For me, the anomaly
of being a foreign fema]e of obvious propser1ty (eyidenced by my having

time and money for th1s research, modest outw%appearanc}g qotmth-

N . isff
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standing) made it quite acceptable to convert the requirement for service

into generous financia1ukenard;- This, and my safe distance from the
1ocdl pérforming,circujt also allowed me to:neviaté'from my aT]egiance to
_one teacher by taking lessons from others:\ U{timate1y it all boi]edndown
to ‘the fact that traditional Qawnali performers in India are in dire need
of patrons toqay. : |
The teaching process included learning musical concepts and »
performance rules, asquiring performing.tompetence and an actual, though
Timited repertoire of Qawwali songs nnich I used to test the musical
rules in appTication. To avoid imposing my suggestions required adopting
the stance of a musicai novice. Even then, A;\posﬁtion as a patron |

. resu1ted at times in my “client" not w1sh1ng to answer my question in the

negative- only gradually did I learn to distinguish such an accommodation

|
!

' from a true confirmation (e.g” yes, this is done"--yeh hota hai--,

mean1ng~standard.pract1ce; v /"yes, this 'is done as well"--yeh bhi hot3a

hai--, meaning that it rea11' isn't done but conceivably could be, since

I raised the quéstion) .
Wh11e forma1 musical 1e rning was to'be the first step in the field-

,research, ]arge areas of knowledge turned out to be 1naccessib1e 1n the

initia] course of 1essons. Then 1 d1scovered‘that Qawwals be]1gve_in

~ learning by ear and use formal teaching mainly to help out unmusical

Qannal youngsters. This meant that I had to acquﬁ;e_a working knowledge '

by qa% (with at least the music memorized), of the standard Qawwali

repertoire, in order to ask pertinent quéstions exploring the limits of

musica] conceptualizations Since for any student such knowledge comes
1

on1y from repeated 1istening to Qawwa11 performances the processﬂﬁs
| _

i

3.
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musical learning in effect continued through most of the fieldwork

period.

,;> Step 2: Learning the Qawwali Context -

‘This knowledge was acquired in the natural course of 1nteraction

with leadig Sufis at Nizamuddin Auliya and at other shrines in India and :

Pakistan. Initially, such ;ontacts were always established by my

hukband; thi§ laid the foundation fdr a culturally apprOp}iaté réﬁﬁtﬂoq:hf t@?? .

ship which allowed me to learn from the standard vantage point‘of a )

»spiritua1 junior. Sufis are well-versed teachers_of tﬁeif own ideology,

but to gain access to‘the’more 1ntimate aspects of Qawwai§\1isténiﬁé fodk
| ma:special rapport with particu]ar]y understandihé Sufis a;dliéy

listeners. - o S
& In fheory[’this step too was initial to the anélysis, but as with
QéwWali music; iearning to understand the actual structure of the Qawwali
‘occasion--especially its expgfiential asbect-frequiredva reperfoire,.i.g.-
prior Ecquaintance with the entire "map" of actual Qawwa]f events, tor
serve as a"frame o# refe}ence for areas not covered in teaching. Again,
this acquaintance Ircou]d on1j gain over time, by attending "é-y diverse :
Qawwali assemblies. Written materials, used and recommended by my”Sufi
infbrménts, also helped §upp1ement'my know]édge of the Qéwwa]i dcgasion -
and of Sufism in general, as it is conceptualized in these Sufi cir§1es.

-

‘Step 3: Observing and Recordiﬁg the Performance Process of Qawwald

‘Since attending Qawwali perforhance events was started quite’

immediately in order to complement féps_l and‘Z'above: the total number
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of assemblies observed and recorded on audiotape--comptete wiih

observetional annofatibns¥4£urned ouf to be eonsidefabie, sunnlemented'in

the“1aterlparf of the research by videotape recording—-wh}ch, however, |

lack extensive annotations since I felt constrained to operate the camera -

myself. "Censidering‘that Qawwali is an‘a11-Ta1e tradition, 1 wes

fortunate te.havevhad the chance to attend all but one very specially

ha]iowed'assemb1y (which was video-recorded by my“husband). Since,‘

understandéb]y, I was often posted away fron the: front area, it was.

helpfu]r%o have a male Co]]éborator (my husband or assistant-friend)_

supplement his,obsekv&tiens from the front row. In any event, 6nserving

a Qawwali assembly visdal]y is always a compromise, for innariab1y the

performer is not in focus if-a11 fhe audience is, or else some 1isteners

are left out of_VieJ. Using a variety of vantage points to observe and

record assemblies of the same type (see Fie1d'Data) appeared to be the

best so]ut1on for offsetting 1nev1tab1e bias, so that my co]]ect1on of

data 1nc1udes several groups of events held over the year in the same

1oca1e, under the same leadership, and with the same performers. A]fhthe

same, 1 remained keenly aware of the 11mitafions inherent in the pursuit

‘of pbserving behavior. o | i
In substance the field observation of Qawwali performances E

bas1ca11y cons1sted of identifying as well as poss1b1e all that went’on:“

for the duration of the event, both musica]]y and behaviora11y. Using

beth mﬁgic51 and contextual conceptualizations as a frame of refe;ence,

; along with relevant socid—economic factors, 1 ]ater checked through and

c]arified particular recorded penformances with Meraj-Ahmad, my Qawwali

Ateachen, who was himself a partidﬁpant in most- of these‘events. This

-



often led to further inquiry and verification ‘about performing strategies
used in Qawwali events. To further é1uc1date the process of listeners' -
résponses, I gained insight frbm,talking to Sufis and particularly to a
few persona11y interested devotees who were willing to explore the 1eve1

of behavior even where it did not conform with Sufi concepts.

Step 4: Analysing the Performance Process of Qawwalj

This final and most crucial step was carried out only after the
field research had been.comp]eted and theldata was processed: Conﬁider;_
able time had to be spent first in organiéing, tranl]ating, and trans-
cribinglthe hény hours of recorded talk, then in iﬂdexiﬁg and crossQ
reféFéhcing them by what ahounts to a vast number of.topic52tb th,

‘ musically and‘noanusica1. Performances on audio and vfdeo :a es'also

needed to be transcribeq,'indexed~and cross-referenced down to each - .
individual song. At another level, é procé%é%gf«rgﬁthinking the,projeét
led me to consider the enﬁire,oéwwa1i tradiﬁion in terms of thevpoliticél
economy ﬁnder}ying it,_in én attempt to maég sehée of the humaq

' '1hcongfuit1e§ I f0und‘disturbing. This reconsiderctfon expanded'énd
clarified my pérspettive on the.socio-economfb backaround of Qawwali, its
) re]afion.to Sufi ideology, and, hOSt_crUCfdl1y, on the'ﬁotiQafioqs of -

- Qawwali pértfcipants.’ | | R
The éna1ysis'of the peffdkwance process const?tutes anviﬁferpléy'
between ethnographic and theorét}sal,th€ﬁ;;ﬁg.- On one side this meant
anajysing particular performéncés and teStihg particular hjgbthéses ?n
performancesvﬁot’yet analyses, a procedure made possible py thefvast

‘i}amount of available #nd processed ethnographic data-(see Data

A

35



36
Co]]ect1og)1“’0n the other side this interplay entailed generalfzihg_thé
resu]ts*and making'sure'thét’thevana1yt1ca1 perspective’continued to/
conform to the thebretital gba1. Finally, the ethnographic sectioh was
conceived in the 1ight’of.the analysis and its aim: A careful sélectionO
from the many performers, songs and performances analysed was put
together. to exemplifying the salient features of Qawwali qnd their
interplay in the'performance_process‘whi1eba1§6 111dstrating the methods
_USed in analysing the data. The intent throughout what fol]ows is to
- make as clear as possible what -has goneninto the total theoretical and"J

ethnographic effort.

/



SECTION 1: THE PERFORMANCE IDIOM

CHAPTER 2
ANALYTICAL VANTAGE POINT

In this section a musicoTogicaT approach,is used to anaTyse Qawwali:
In terms of the theoretical- argument of this thesis this represents a |
demonstration of how far the musicoTogicaT approach -- under the best of
.conditions (see discussion of Indian ‘musicology above) -- can take the
analyst “toward “describing and explaining QawwaTi music. The resuTt w1111
then serve as the take-off point for the analysis of QawwaTi in

performance which is .to be undertjren 1n the salient third section of the

" _thesis.

.

“In terms of its content, this musicoTogicaT anaTysis deaTs’with the
'1sound structure of QawwaTi by setting out the framework units and ruTes

of the music The aim is to- present a music ana1y51s akin to a mu51ca1
gramar’in»such tenns as to.satisfy.two requirements éssential for
achieving the uTtimate goal of this project 10nce is-accessibiTity.to |
-tests of verification, replication and comparison the other is
useability and manipuTabiiity in the context of a broader analyticaT
'perspective that includes non-musicaT variabTes To fulfil these -

‘ conditions, I consider it necessary to first cTarify the ba51c
mu51coTogicaT assumptions and then to set out the anaTyticaT modeT with

' eﬁerence to the focus of the anaTySis This particularTy, because in'
S o

g
Ri2aY
R

i
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ethnomusfcolody there is at yet no framework for mus1c analysis which is
generally;acceptedhand»systematica11y worked out, especially one that,
\accommodates input from indigenous -- here: lndian -- musicology in a
'systematfc way. 'what fol]ows, therefore, 1s a brief outline of . the:
particu1ar ana]ytica1 approach developed for, and used in the analysis of
'the Qawwali musfcal sound structure.

aIn accord with the Togical priority of the analyst's categories
basic musical concepts and terminology used are-Western, as is the system
of staff notation that serves to»represent musical sound visually.
Ind1an musical concepts when used, are noted and 1dent1f1ed as such but
rendered in terms 8f the Western framework. This is qu1te possib1e since
contemporary wr1ters on. Ind1an mus1co1ogy have gone far toward expressing
‘Indian mus1ca1 concepts nn terms of western ana]ytica] notions (see
Indian Musicology above p 14 ff.). My primary source here is. the work

of Powers both as regards express1ng Indian musical concepts _1n

trans1ation and as- to the use of certain 11ngu1st1c analogies for the )
'purpose of relating those concepts systematica11y '

The ana]ytical framework consists of a set of four mu51ca1
parameters der1ved from: western music theory p1tch duration, formaT"

' structure and acoust1cfart1cu1at1on Thfs last parameter approximates

. what is more convent1ona11y termed "performance sty]e ; the term

acoustic articu1ation" is chosen to clearly set apart those features of

performance style which are connected to the musica1 sound system, as
against other, nonmusica1 aspects of performance presentation.

» ‘Standard musfcologﬁca1,and ethnomusicologica] usage provide an
adeouate basis forvdefinino all four parameters (Nettl, 1964, Asch,.

.0-
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1972). But to apply them in analysis requires in addition a
clarification,as to. how these parameters'are.reiated to each other ip the .
ana]ytica] framework . | o | (
Of the four parameters, pitch and duratwon are the primary’ .
dimensions in music which account for‘melody and rhythm respectfvg]y,‘but
also in complement, since music consists of sound in time, ~ Features of-
'formal structure, as well, can‘be reduced to'pitch_and durationa1.
elements, but formal structure nevertheless requires to be dealt Wity at
- a distinct level of analysis. Acoustic’presentation,fincluding mainyy
‘:features‘of performance style and ensemble, is less immediately rélated
to‘the other paramefers but often contains 1dent1fy1ng charactef15t1cs
salient to the rusical idiom (see below). |
The investigation of mus1c in terms of 1ts components requﬂf‘es the
conceptua] separation. of pitch and durational e]ements, since every
mus1ca1 event has a measurab1e p1tch frequency and durat1on For thys
» purpose ‘the ana1yt1ca1 framework prov1des a grid for analys1ng mUsta1 |
| sound elements in terms of pitch and duration, in the sense laid Out py
Asch in_his ana'lysis of Slavey Music (Asch 1972: 95-117). In a¢d1t1on .
o this framework must also serve the ana]ysis of the organ1zing p 1EE1E1e
~ that govern those sound . e1ements for 1f music is. organized sound’ 1t is .
~ the princip]es of musica1 organization that render the e]ements 1"te]_ |
waf_,/_ligibie., Indeed these organizing princip1es once identified, may
' '_'provide a-key to test the veryiisolat1on.or definition of those ejements
r "minimalgunits"tof the musie in question, Tne'applioation of'thig'
tenet to Indian art music‘By Powers‘(195§) is re1evant'to_thémprése“t )
: anal&sis notwithstandingﬂtne-specific differences‘between~ene'musicaT"
VNG :



reference ‘ The resu1ting anaLYSis of each parameter of g

. musjc theory, it is alsp ‘necessary ¢o present, at 1east 1n a su

form, the ethnographic evidenceegwedjfso as to give the peader bett

| reference -- as arrived at by th1s analyst -- 15 outiined i

idioms in question ~ In accordance with these premiSes 1 propose to deal

fwith pitch duration, and form by estabHshing for eaCh first the frame of

reference and the units of, organizacion arld then the Drincip1es of

strycturing that are applied to those units within thej frame of

summarized in a set of tab]es (Tabye 2-5).
Since this ana1ysig is based gy the interpretat1°n~of indj genous

ary

access to verification. AccordT"g]y, the Qawwa1i muSicy frame of

a set 0
aPpend1ces (Append1ces p~5) which may be read §n coﬂjuhct1on with the
tabjes. En addition, musical cOncgptions used by pe"Tomers to
articu1ate about Qawwali are . d1SCussed in the text Whete relevant.
The proposed analytical procedure pr0V1des adediate terms to

describe the musfca] features of Qawwal1 However, the result wou]d show

' Qawwa11 music d1ffer1ng 'in.only 2 gey respects from a Number "of other

' musica] 1d10ms of North India, “ithout account1ng for these features that

1dent1fy Qawwa11 part1cu1ar1y The fact is that musicay structures are

not unique to single commun1t1es w,thin the North indiay, cu1ture area.

' tRather, they,are_genera11zedd syStems of sound commun‘c;tnon thtat are

used throughout that area; often tyanscending 1inguist1c, regional,

‘religious or ethnic boundaries. Nithih that common m“sical frame of
reference d1fferent mysical idiome exist side by side  gorving different
purposes in different contexts of performance,’ To the extent that they

share that ‘common mus1Qa1 frame Of reference these idloms may be said to

)
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- be mutually intelligible in terms of musical sound Structure. What . '
J; distinguishes them from oheaanother,.and“thus identifiés”any single <i~\\_,f\——\\
i musical idiom, are one or more particulaf musicai featypes relateqd or |
assbciated with the idiom's particular function’br CONtaxt of use (for
'ex. other than Qawwaii see Qureshi 1969, 1981). Iﬂdeed, these may be
said to constitute the distinctive features of such 2 Musical idiom. '

To reflect this musical reality appropriately,jI Dropose,thaf an
analysis of Qawwaii - er of any musical idiom within the North Iﬁdian'
music area -- should consist of two stages. .In the firse stage the -
musicological mode] identified above-is applied so & to place the
musica1 structure of Qawwali within its frame of refErane of North
Indian music. .The second stage con51sts of 1dentif71"9 thos mus1ca1
features that dist1hgu1sh Qawwali from the common baCkground. This means
that a procedure fbf isolating distinctive of charactebistic featyres uf
‘Qawwali music.must he ihtorporated into theﬁuusic anlysis, Such‘a
_procedure requihes that‘the_musico1ogica1 model be €XPapded to
s accqmmodate-thoSe centextuai or functional "clges" that yead to the . | ,
identification of such~musica1 features~ This s pa"tl‘cuhrly'impor'céﬂt _‘333}#
'since it is the assoc1ation of these features w1th the idiom 3 fuction or _ :
use context that makes them distinctive to its users:

For Qawwa11 1t is the religious. function of the mus1c which provides
the entire key to its distinctive musical features- Hane to achieve

',stage two in the music ana]ysis, I.propose to tink the re1igious iunCtiO" :

" of Qawwaii-to the music in a very simple 1inear mode] " The function

defined in terms of basic components generates constfings that can. be

seen to operate upon the music in Spec1fic ways, reSu}ting in musica1
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features which thus T®Present that function. These constityte thé
distinctive features of QaWWali musica] structure
-Without presenti"g 1iteral evidence in the fonm of appendic€5~ 1t

must be ded here that the ethnographic source for the.identificatlon of

distinctive musical features,on the basis of functional constraiﬂts is

the musical; i '1 the Qawwali performer. This is nat to s2Y that

every Qaw%ailhkz

fung;igna

:.“ 1ized this knowledge but rather that 1% 1s

'expressed at some level of awareness, depending
i m}g"i"g-aSBer?ormer has in musical theory and hoW mych
_'expOSure to. Sufi ideO1°9y '

botH@oh how'mue

To complete this a“aiytical step it reamins now to put stagé® One

and two'together,by,‘"C°rporatin9,the distinctive featuresﬁntq}f"he

3

'musicoi0gicai’mode1 of Foyur parameters. This is readily acnieveé byc
‘means of an abpropr‘ffate Qategorization'through.which the digtinctiVe
features are ideni:iﬁed within the context of their respective pa'AMetarg
‘ (see Table 6) In59't1“9 the relevant functional constraints rePreSEnts

an expansion of the traditional model for musico]ogicai anatysiss but an

exPansion that is forma] rather than supstantiyg in nature.
“consists of no mgre than formalizing what mény musicoiogistg and. €thag.
musicologists have 10M9 acknbuiedged- the fact ihaf there are f&#-Ureg
of musical structure “hlch are directly constrained by featur s Of Other
structures through fU"Ctional association -- whether these b text"al
enchancement and arous1, a5 in Qawwali, or the patterning of dan‘®
movements, 'as'in'the S]QVey drum-dance‘(Asch 1973). It foljows that a
musical grammer shou1d Wjow for. the expression of input from su‘3h

; structures so that thi;;.'ependence can be accounted for.

4 )
\~
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’ However, there s one set of musical features wﬁdch even this
expanded musicological analysis cannot accommmodate, because théy relate
not to the structute of Qawwali music but to thé way that structure is
operationalized in performance. These are thg‘features Eelating to
flexibility of structure. While this analysis can generate an abstract

» mode! of Qawwali foymal structure in terms of an inventory of units and
rules (see Tables 7.12), it cannot deal with their}app11cd¥ion in the
concrete. It is at this point that the musicological approach has |
reéched°1ts limits, for it simply fails to account for the way Qawwali i§
programmed 1n‘perfOrmahce. " And 1t,is_aththis point,vin the anlysis,
therefore,.that a new approach has to be introduced which will expanH
these 1imits'so‘as to allow for the‘1ncorporat10n of the_performance r

procesé of Qawwali. This can only be dohe_by admitting the context of

performahce into the analysis.



CHAPTER 3
b . THE QAWWAL! MysIcAL IDIOM ]

A Musicei Frame of- Reference

Qawwali music forms part of a ]arger musica1 context charﬁtterized
by common features which musically ¥are members of the culture take for
granted, along with the musica1 a55°Ciations such features may evoke. I
propose to begin the ana1y51s of Oawweii music by identifying those

- features for Qawwali and at the same time define its piace within the'
Indianﬁmusical context, thus establiShing. the musical background or ﬁrame
of reference for the Qawwaii idiom: Tphe analytical framework deveiopﬁﬁf.

for this purpose is clearly re1ate1,to the'indigenous ramework of

‘musical categories, as presented if Ahpenaii.z

to serve the purpose of analysis.

Qawwa1i mu51c has its musica1 Tat¢s in northern India and forms part

of the Indian mu51ca1 1anguage in its northern ver51on -~ as 0pposed to
Southern Indian music (see Powers 1970 for distinguishing features). '
This means that Qawwaii shares with 217 other North Indian-music certain
basic features of musica1 organ1zat1°n and presentation, as f0110ws
1) a tonal framework based on 2 central octave of" seven‘scale 3
steps, marked_by fonﬁi ceﬂt”es -~ system tonic and usually fifth
'.~~and o:ganized into a vafiéty of modal scale arrangements- that

 the basis for. monoph°"1Q pitch movement,

_2) a rhythmic framework of muSical meters: organized in a variety of

additive arrangements,

N N ’
. -
. /
.

below), but modified |

N
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3) a formal organization into performance units or "compositions"

with tonal and metric consistency. and containing repeatable
_sections differentiated by register,
4) “an ensemble structure centered upon one melodic line, witha
vptional melodic and rhythmic support.
Within the North Indian musical langu?ge, the Qawwali idiom falls
into the broad category of "song , T.e. the musical setting of a text. L

As schematized 1n Table 2, this makes Qawwa11 distinct from classical or

gprage mu51c on one side and from chanted paetry or recitation on the

) other. Classical music, on one extreme, TS characterized by the pr1macy
of music gver text. Thus verba1 de11very may be present, as is the case
'.where texts are used for S1ng1ng, but they may a1so be absent, as is the
“case in voca1 1mprovisation and in all 1nstrumental music. Furthermore,

nstrumenta] accompaniment is present to reinforce the musical d1mension

.(,

7:’y§hg as well qsnthat of me1ody. F1na11y, extended cyc1ica1 forms

i;extensive musical deve]opment Chant, on the other extrene, is

&-,en{?ae1y absent. The. forma1 structure closely fo]lows the structure of .

the text which norma11y consists of strophic poetry, accordingly chant

forma1 structure As strophic. et

T

The’centra1 category of "song" falls in betwéen the other two,

\ combining e1ements from both classical music and recitation. Together ';ii3§%§g

‘with Other,;ypes of‘song, Qawwa11 thus shows the fo]low1ng musical

traits: : : “rfﬁ S
t . _..,Jn LR
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- |
"TABLE 2: - MU?W L CATEGORIES ~
! ) ‘ ~ .}\
/ ‘ . C ’ ' N ., . v s Sl -
/ | | L 4
[ , - \ ' INDIAN MUSIC' ,, T~—

4] - \

. NORTHERN SOUTHERN
- (Hindustani) (Karn’aj:aka)
‘ Y
y '8
RAGA MUSIC SONG CHANT .
(pakka) - - (gane (payhn3) °
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APPENDIX 2:
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MUSICAL CATEGORIES

 According to Delhi Qawwals
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| (reciting)
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s Fow '
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AR Y i . genge)
B R e ]
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e L PAKKA - dhurpad
--(*Qlﬁésiéa‘l) ‘khay3al
% .,L o tarand ..
) ) asth@ayt™ "
@ (1 a L .
| HALKA - thumri
(light) daqrz =
ghazal
tappa .,
qawwall
A L\'_*
| EILMT, filmi ghazal
BAZART filmii qawwall
(popular) filmi git
| (LOK dIT) - shadi ka3 d3uz
(folk song) lory . ‘“_".r '
SRR - fete.)
L : ]

occasion)
‘J/
TARANNUM - “musha'ira
NATKHWANL - *  miilad
SOZKHWANI, - majlis
MARSIYAKHWANI -
2
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1) Music and text arec interiinked ‘and fused. into one musica] whole

vt
in which the text is the primary message -- as against Qo%ﬁaga
N

music, where the »ic is primary and its verbal det \;_ '
ent1re1y subordinate and recitation where the text %mry
and its musical delivery entirely subordinate.

2) The musical form maynbe strophic or cyc]ic depending on the
presence of a refrain but it always represents the forma1 o
structure of the text -- as opposed to the extended cyclicai
forms of raga music. ’

f 3) The sica] setting 1nc1udes instrumenta] accompanimeneim— as

| opposed to recitation which is strictiy unaccompanied. ‘g

Of the different types of North Indian song, Qawwali most cioseiy
. fits under the rubric of-"light classical”, along with other supra]oca]
~song genres ‘that are the preserve of spec1a1ist performers This means
that Qawwali shares with other 1ight cliﬁﬁhcai songs a certain musica]
flexibility that allows for musical enhancement by mqgus of techniques of
”c1a551ca1 music, but ‘also for adaptations froﬂmpopular and folk 'song.
‘ It is w1thin ‘this musica1 context‘that Qawwa1i may now be ana]ysed
. musically by estabiishing the framework of pitch, duration, formal-

4

) structure and acoustic presentation for this musical idiom.

- e . . .
., . . ) -

Pitch

: The pitch framework of Qawwaii is represented by Qawwaii perfonmers

themse1ves in the termino]ogy of classical music, used selectively and

‘ th modificatjons to express the musical particularities of Qawwali.

48
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present analysis which is summarized on Table 3. The way performers
conceive of pitch and melody is outlined in Appendix 3. It should be °
mentioned that Qawwals rarely use this pitch framework in abstraction
except as a teaching tool, but they are cognizant of it; 1ndeed they
consider 'pitch and 1ts dimensions as the very baSis of singing.
The fundamenta] principie of - pitch organization is octave . "_ R

equivalence -basdl on a system tonic and its upper octave ..The

p
. ' ‘ I l
AR VR

tonal gamut comprises seven pitch classes or tones denote@ty the same
‘collective term used for pitch in general: sur. These tones’ pr s¢a1e e
i .. > -

' degrees are named as in classical mysic (i.e. sa, re, .g_, etc., §ee§}abte :
. \ Vs .N ”454‘

3), and represent a pitch arrangement quite corresponding to that of the

_ EurOpean tonic solfa system (i.es do, re, mi, eta% "The basic p?int of
reference for the scale is the system tonic, sign ficantiy named]"tone"

(sur) as we11 i.e. tone par excellence. Two more pOints of reférence

reiated to the tonic and reinforcing it, complete the basis outl ne of .
the pitch framework the upper tonic named "h1gh pitch" (j;g), and the
fifth above the iower tonic, Simpiy named "fifth" (Eancham) Al these
three pitches can a]so serve as a drone. Each of the remaining five
scaie degrees can occur at either of two positions -- 1omered (4tra) and i, “ﬁ?
raised (Eﬂéﬁﬂi)‘ The-resu]ting gamut is thus the equivalent of'the SO
European gamut‘of tweive semitones. Their 1ntonation 1s qu1te dequately
represented by the tempered gamut of’the harmonium which is use
constantly to reinforce the voices in Qawwali perfonmance l |

. In their standard version as used e.g. in teaching ‘beginners, the

seven scaie degrees correspond to the standdard scale arrangeme+t of 'h;ag

“North Indian c1assica1 music (bilavay thi;) which is equivalent 'to the
) .
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a)

“’ . - N ’_/_-_’_’_/*
\ S

LE 3: ' * " PITCH ANALYSIS
Musical Frame of Reference
Piteh Framework and Units . ‘ C g o T
Registers : Jower tetrachord upper tetrachord
C (niche) (uper)
Tong] centres . fifth upper topic
(pancham) - (tip)

Tota] Ganiut Unity —
7 degrees~standard Ez‘""’_—"ﬁ ;‘tl:ﬂ??'f"jt

arrangement  , . —‘o_:f.itl__""‘g,.—[: - L—’- ——

5 alterable degrees v v vi VI I uaite?7

Mi® Pis Dhx NI s

. -
b) Sca]c‘ Arrangements ° ’
Mosxt frequently used arrangements: . approximat®
. frequency of
claggical scale motion B Q usage
arrangement ascending ) de scending
6 ' 7
Bilaval S — = 13%
‘ (standard scale 4}3%:7.._:_;1_—;*:’_,__‘:—;‘: ]
« arrangement + 7 - A .
for Q)
S’a kham3j 35%
"Kafy 3
g,
‘ 7’
| .
. ’ -
: * algo uscd
Ragas favoured in Qawwali scttings: bageshri, kafi, shihani, bahir,
Tt S V jaijaivant
,-c) /" Piteh_Movement
. regiatrality - " L moving in high/low register o Q?
* e * (gpar/niche bolnz) © .
s poy 'directionality .~ | -~ moving to[fro_m mgh/lowreghtcr i
. VNN - {no term) ,
& pafalleliam - carrespondence between registers, also
B NN A : : " aequential repetition {no term)
4 - ’?“; ¢o‘nn§ ;hfcumscription ~ moving with reference to a tonal centre
’., e N -" '-.' : ‘ v ue (m“ka'- Pﬂl!i) . ‘
. k fao*i\fif; nti-uctuiin.‘g. - general patterning ( {lao, chalat phirat)
- B . % ~" specific patterning (tan
Ty ) 70 snp :
& “.3, " [ 2 sargam :
S ) L A N . . sargam ki 3r)
» . -t "
‘ d) Pitih Congtructs (Meclody) . . Co s

v scale arrangement + pitch" movcant - mo{ivcl :
combination off motives . -~ melodic setting (thit, bmdi,l})
motivic consistency - Raga setting

50
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_APPENDIX3:  BIICH CONCEPTS o
' According to Deihi Qa/wvi/als ' ' o

[V

~a) Basic Concept

sur = tone, pitch (besur=off Pitch)

})) Pitch Framework and Uriits

N o . ‘ . '
= = . su(y  sargam - a
‘ (regist‘er) (tonal centre) (degree, (solmization) (modification)
‘ ' Pitch class) .
fip . Suf?/ﬁp éi | »
Upar (upper tonjc) nikhyt ni -
(high) c . dhaiyat dha : utri
: pancham palcham  pa (lowered)
(fifth) rﬂ_adhya,rn -ma ' '
niche S g?ndhar E gz .' Cha;h?
(low) . ER ‘I'lk_habv ‘ re . (raised)
- sur (tonic) 'suéij v o §s3a .
' c)l Pitch Mdirgr’rient '.:*:'-f R ' "‘.’i'} _.“ e s
‘ i"xregis’cralz upa_r bol:fla (rnoVe in the upper- reglster)

. niche bol—na (move in the lowér reglster)

| motivic-generalf, phallao (melodz.c ex.pansmn) " | o
' o chalat phlrat (moving around melodmally)

mot{il.c-sp_ecific:' ‘tay (passage) _

o ‘al3p (raga exposltlons) ‘

sargam (8olfa. passage) . ' v
sargam 1 ar (rapid movement Hacross" gamut)%
fmu,-lu, paltx (melodJ.c turn)

{
i

d) f’itch "'Constrgf ts . 5 | , \{

rag ~ - cofisistent, systéMatized melodic pattern
1,:}151: o ‘. coriﬁ.stent ;nelodlc settmg

. bandish = setting of tune '
tarz - (o1d) tune - -

dhun (oon’cemporary, ~4P°Pu1ar) tune. .

N
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" Western major scale. But Qawwali music occurs in quite a variety of

i

scalar combinations very much 1ike those of the "1ight" or mixed" ragas
of 1ight classical music. Most Qawwali scales are diatonic A majority
~of scaiar arrangements correspond to those of a European ¢, d, org
_‘mode but very often 1nc1ude both versions of a scale degree used
aiternativeiy, depending on the melodic movement (for discussion of this
principle see Jairazbhoy 1970 102 ff also Qureshi 1981:23). Certainf
ragas of classical music are also used in Qawwali Table 3 lists Qawwali
' scaie arrangements and the ragas favoured in Qawwaii meiody in accordance

. .-.9

.wtxh their frequency of occurence.,

U

W1th1n this tonq@;framework p1tCh movementiin Qawwaii is oriented

around tonal centre and register and[is governed by princ1p1es of
directionaiity, paralieiism and tonal c1rcumscr1ption The concepts of
tona1 centre and register have both been weii established by, the Indian
| c1a551ca1 theorists as organizing principles of'meiodic structure
(defined and reviewed by Powers 1980 II, 1 and 2 also in 25 and 29 f,
and 1970: 46) and Qawwaii performers recognize them to a degree though
without abstracting them, The concept of tona1 centre arises from the
basic conception of a pitch framework with fixed. p01nts of reference _>
"which in Qawwaii music are a tonic upper tonic and fifth The concept
of register for Qawwaii is cioseiy re]ated to the concept of tonai "
| centre, 1n that a register may be con51dered ‘as a tonal space bounded by
Vor defined with reterence to one or more tona] centres. This means that

pitch movement within a register entaiis reference to a tonai centre as

well. In Qawwaii music, two basic’ registers are recognized within the

basic pitch framework of the octave the lower register’-- between tonic_'

-~

-3
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and fifth --, and the higher register -- between fifth and upper tonic.
Qawwals simply term them‘"Iow“ (niche) and "high" (ﬁpar)frespective1y.

The reference point for the lower register is the tonic; accordingly,

 pitch mOVement in this register may also extend to pitches be1ow the

e

tonic (ex. 5:™ 344 ‘Section A). The reference point for the higher
reg1ster may be e1ther the upper tonic or the fifth; according]y, pitch
movement for f1fth reference may 1nc1ude pitches be1ow the f1fth (ex.~5

“»

344, Sect1on B), while pitch movement for uppen:;onic reference may .

. extend into the octave above (ex 1: 324 Sect1on B).

~In addition to this primary framework of tonal centre and reg1ster
a\cqmmon secondary point of reference for pitch movement is the third
above the- tonic, fUnctioning‘aS'tona1 focus between tonic and fifth
without'changing the tetrachorda1 basis ofrthe registers (ex 6:349).

Much Tess common is the presence of a raga -Tike framework w1th secondary

) tona1 centres that impose d1fferent reg1sters as we%f‘(ex 4:340).,

Among princ1p1es of. pitch movement, d1rectiona11ty in- Qawwa11 stands

in d1rect referencento the concept of regjster and qU1te corresponds to

' c]ass1fications of diry ctiona] movement found in Ind1an classical theory

(summar1zed by Powers ms p. 26, 28 ff and 1980 111 ff) Thus !

d1rectiona1 pitch movement either rising or falling, princ1pa11y serves B

the purpose of mov1ng from one. register to another (ex. 2 329).

Para11elism genera11y takes p]ace with1n the registra1 frame of

: réference as we11 taking the form of tetrachorda] correspondence

(lx 6'349) It can a1so occur as. sequent1a1 repetition expecial]y in

- tunes der1Ved franprpular music (ex. 7:355, 8: 356)

"Tonal cvrcumscription finally, is a principle of pitch movement

—
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- above principles of pitch movement: Trad1tiona1 Qaywali melody: consists

‘such ent1ty, and if melodic pattern1ng is governing the use of the entire

T

v . : ' _ D
1ike tunes with an individual melodic contour but Sope basic motivic

deneting melodic motion around a single tone by the.usé of heighbeuring
tones. It is:c]ose1y relétedrto fhe concept of tOng1 centre, for it
generally represents pitch movement circymscribing , tbnalbeentre (ex.
6:349, 2:329). When occurring in the tetescoped foym of a deliberate

melodic ornamentation Qawwals identify it by one Of the §tandard musical

terms of melodic "turn" (murky or palti, ex. 2:330),

The app1icatiqn of all these principles within tpe given pitch:
framework results in what coufdvbe"cailed the pui1djng blocks orruntts of
Qawwali meTody: *pitch sequences or motives set Wifﬁin a definite tonal
framework whose 1ndividua1’pitches are brdered fh'accord'"ce with the
of combinationsvof such pitch sequences or motives. Qawwali performers
term such entities "melodic setting" or “tune”v(}ﬂﬁxj‘banﬂish, see

Appendix'3).. If there is complete consistence between the motijves of one

gamut;,then the result is a raga -1ike me1ody Qa"Wa11 boasts«%¢ a number
of such melodic sett1ngs ‘some 1dentif1ed with SPewaic raga names ,

either of class1ca1 mus1c (e g. the famOus Bakhub1 in raga shahana--see

- p. 131 be1ow--, or. the Basant song Phil rahT sarsoh\,see P. 252 below--in.

raga bahar) or of a spec1f1c Qawwa11 trad1t1on (eX. 4: 336), others

I

'recogn1zeab1e ds c1ass1ca1 ragas but not. 1dent1fied (ex 2:331).

‘In the majority of Qawwa11 tunes, hOWever, m°t1v1c consistency

obtains only to a limited degree, resu1ting in a W1qg var1ety of song- .

“traits that identify the "setting" (ghat) and de1imit the scqggﬁfpr

-

Q
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~melodic improvisation within'theISong’(ex 2:329-30). Most traditional
Qawwali tunes. fall into th1s broad category, as do tunes adapted From

fo]ksong (ex. 5: 5811 £F) or popular song. | P

3

It is important to note, as a final Point, that motivic patternﬁng, .

i.e. patterning purely at the dimension of pitch, is minimal in a great
~ many Qawwali tunes because very.strong dU;ationaI anﬁ=?brma1 patternﬁng
dominates Qawwa11 music, as the ana1ySis of those parameters will shaw,
153fact special “recitat1ve“ or dec1amat0ry passages may be jnserted -
into Qawwali songs, where me1od1c structuring is 1imited to orientatiolt -
j, around_tonal centres and motivic patterning is largely absent, ‘die to

other structuring priorfties.

Duration
Much 1ike in the case of pitch, Qaww311 performers Wepresent

duration in terms’ of concepts familar from c]ass1ca1 music, though some-
t1mes us1ng d1vergent term1no]ogy. As in Q]ﬂSSTCa] usage it i the
durat1ona1 framework and its articulat1on which are conceptua11zed most
systemat1ca11y——pred1ctab1y S0, since thesg concepts serve as- teaching

vtoo]s for-drumming., The durational organ1zation of me]ody is conceiVed

- of in 1ess descrwpt1ve terms, or. e]se is expressed through non-mUS1ca1

associat1on. Appendix iﬁpresents an 0ut11ne of performers dUrat1ona1
concepts, Tab]e 4 summarizes the ana1yti€d1 presentation of Qawwa11
duration.» —

framework of durational organ1zation is founded on the concept

_of rhythm lgi). Rhythm is realized in tems of musica] meters (theka)

which are%composed of a set number of§%u1ssgx(matra) organ1zed additively

e T
- L . L
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Q meter S ‘arrangement’

TABLE 4: DURATIONAL ANALYSIS
‘ - Musical Frame of Reference
a) Durational i*raimewox‘icjS : . | ' P
P .o . E » I
ap et 4

musical meter (theka)
L) set number ‘of pulses (-%t,r\a) :
"4 organized into groupings (no term)
. . . » 12 :narked by stress (zarb)
: ~ X Y- through clapping (t\a_l)
and drum beat ‘?hagl

b) Metric Patterns L ~‘ S f/-

. . N

‘Patterns in standard use:

alternative
Tarrangement

4+4 “pulses: I S e R 1‘(17:'737;
(kaharvs or stressess » > >

standard

gawwali) : B o C
- . \ :
343 - o AnaR
. didfé or - e > A
ektal) . g '
g ‘{ 7"?';, o - o a
3+4 - ' A0 AL Iy
’;’ ashto A , I A 2 > g
- rupak or ; S o ' or 73
. . chafzhar? "; = . : . . . ‘
: wh
) Vel
_ A
c) P1tch Duratxo
. - ‘ ‘/'"short" = one pulse long  #
: Primary unlt o :
U \ "ong'': = two pulses long ,o'

1

h < Mgjvided short" . most pftexi 1/2 pulse long o= 'Ho

. Bubsidiayy units '“extended long" = several pulses longy most often = d

1

/
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APPENDIX 4: DURATIONAL CONCEPTS
’ According to Delhi Qawwals

a)‘ ‘Basic Concept -
| lai = measured rhythm

—

b) Durational Framework and Units

theka '  meter :
theke ki bandish = (drum) setting of meter
bol = drum stroke syllable
matra pulse- ‘
zé.rb stress - i
e T ‘ tal = clap on stress ' °
o ' h—E drum slap -.. stress
sam initial stress (used in longer metric settings)

c) Metric Patterns

Théki: ' kaharvi/qawwali ka theks
8 mitre (pulses) 1 2 3 45 6 7 8
zarb (stress) e X Toox
t_a_L(dap) . x . (=)

thap (drum slap) ~ X x

dadra

6 mitre (pulses) 1 2 345 6

zarb (stress) x x >

tal (clap) x (x)
_thap (drum slap) X x)

m/m

7 matre:(pulses) 1
zarb (stress)- - X

tal (clap) R x - "(x) s
_thap (drum slap) x

234567

: d) . Pit'ch Duration

matrd = pulse. 5 .
. wagfi = pausé <.



B

. style Eﬂg) Thus tunes from the two principa1 ‘regions of the Qawwali

58

~ynto 9™Upings with an equal or unequal number. of pulses. - Nearly all

Qawwa11 Meters consists of two ‘such roupings, each of which is marked

-Qith 8™ initial stress. Thus the most common Qawwa1? meters are 4+4

(W qawwdlT ka thekd, see ex. 1, 2,5, 6,7, ?*3-—(-o‘adra). and 3+4

Efiv’”f ruEak, see ex. 3, 4), as listed in able 4 and Append1x>4.

Th*s rhythmio framework operatés in Qawwali music at two levels; one

as @ PUTR1y rhy@hmic dimension artiCulated percussively by ‘drumming and’

12018, the other as the organizing durationa}, principle governing
. . \i: . :

QawWa‘i Melody, both as régargs the duration"of individual pitch units

and thein organization into larger Pitch sequences. There are two

4

st:anda"ti units of pitch duration. Using terminology b°;”°"éd from ; N

AN
Europea" music theory, one may be Ca11ed the "short", equa1 to one pulse~-./
(ggﬁ:ﬁ) °f the meter, the other the long",.equal to two pulses in‘
durat‘O“ Additional units are what may be Ca118d the ' "extended Tong",

most often with a duration of four Pulses, and the "divided short"

w

near1y yays one ha1f of a pulse 10ng

M units of musical duration 3?& combined with reference 'to. the

metri¢ F_"amewor'k on the basis of a Principle that includes both‘-"

“quanfity"e-i.e. measured duration Of the meter--and "quatity"--i.e. the

stres’ boints marking the groypings of the meter. ' How this dual

"

princfp]é of durational movement, i$ app11ed~within the given durational

'frame“Ohk is baSEd in Qawwalj on noON<pusical factors to be discussed in

e, M
“the se¢t1on to follow. To a 1imited extent, however it is also a
(

4

)functfon‘of'pure1y musical factors,. Mainly 1nd1catin9'regiona1 and genre'

2

tradif'°" Uttar Pradesh and Panjab. can be distinguifhed ma1n1y by their



-

characterizes tunes from Utter Pradesh (ex.'5: 341) while Panjﬂki‘

I

‘ Formal Structure ”[

‘59 -

rhythmic setting or "gait" (cha]) A predominant]y quantitative emphas1s

nes
.x( ;)

“tend to be rhythmically orgonized according to quality (ex. 7: 35””

Along with this differentiation in the thythmtc setting of the tune goe§
also a differenée in the rhythmic setting of-the meter as articu]ated on.
the drum (theke ki bandis h), which in Panjab*1: more strong]y accentual f
than in Uttar Pradesh. ° . -/ | .

At special points there are durationa} arrangements fn Qawwali ~
e1ody whfch dO not\refer to a metric framework at a11 during

recitative" 1nserts and 1ntroductory frses when the drummed meter is ; "‘

’ . . $°
-

‘either absent (ex. 9.358)' or reduced to a baCkgrOund pulsation, to be

reimposed upon the melody at resumption of the regu1ar tone (ex 10:363,

ex. 11:368). o A

- The framework and units of forma1 organization summar1zed on Table 5

correSpond to the concepts of: c]assica1 Indian music and are expressed by

,Qawwali performers in analogous, but somewhat simplified-termiﬂOlogy, as

ol

e

Tisted in Appendix S

b . . ’
Forma1 structure covers the larger dimension of‘néwwa11 musical

| organization and r81ates to melody and rhythm at a higher level leve] of

1nc1usion. Inﬂeed it 1s the constructs of pitch and duration which are

|

_the coﬂ§t1tuent elements of fonma] structure In Qawwali music as in

North Ind1an classical music units of fonma1 structure are I

| conceptua1ized in. terms of melodic rather than rhythmic constrUCtS- ,

Accordingly, a formdl unit may be defined as consisting musica11y Of 2
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TABLE 5; . FORMAL STRUCTURE ANALYSIs ~ ~~ . O ey
’ . Musical Frame of Referenge- " ) Co- .
r N . EEN ‘{{M ) " .t
: ' : ' RS
- | A

\
@

a) Framework and Units s
Framework: Item of Performance = multiple of tune (dhun, ta.x'-,z.)v» o

oy ‘,«v‘ * (Eb.;_z)

- . LT - - . N B
.. Tune (dhun, tarz) = minirqgl sequerice of two comple-
ot . mentary sections; in badic

f ) 3
R $o ‘o a~ra . i
. C .0t ABAarapgement, . v
° . ' SN o
s A T T S Ly
Unitsg: - Bections ¥ = Avsection (Agthayi, 2lso mukhr3),
‘ : S B 7 <with lower Jgister and tonic..
- : - £mphasis/ i R
‘ ° . o i ) .
. . oy R -3 . ) L v, . 3 o2 ‘;‘c o R b - R i . .
S e SRR O % section (anté'rav). L ‘, R S .f‘-‘-,
. . IO ~with’upper register and ‘ o
' S0 "- upper iunig or fiith emphasis, - R
- " 3 _/ PR eo i PR . . o X . L4 h‘:‘\ .
A" gection (no term) '
o - extension of A sectibn, ’
S B . v : .
w L e K . - \ ‘:
B~ section"(no term or antard)
-e sion of B section B
* . ‘. . . . . h ) .
'b) Principles of Formal Structuring c .
. ' L e ) ' ~
to repeat sections (dohrang)
. . Ta s
" to establish registral contrast (par bolna, nfchg boln3)
to connect by directional movement (no term)

4 - Y
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N AéPENDRc‘, 5;: CONCEPTS OF FORMAL STRUCTURE«
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. According to Delhi Qawwalg

Framework and Units —w” <, A

iece song T . ' . g
P L4 ong 3 v ’ . e ’ ) . : A
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at
T2
el X 2
N :
) .
- .

dhug.r o

Qﬁé}'_bohfé . hlgh-p;tch

ta}r‘z : " \Ej" O Vv.: . .~ ‘.' T, " o o ,

*tune, muszcal,se P oo '
. H ‘(, e . “a'f‘r ) N 'n:‘ “’ R -
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' number of ngﬂodic cbnstructs,_i e. motives. At the ‘same time' formal
| units are always subject to the durationai constraint% rhythmic
constructs, i.e, a meter. FinaHy, whi]e dealing here with formai
structure _in pur:)y Msicai r@rms, it must be noted that Qawwali forma1 : :
structure 1§, dependent on. te)(vtuai s’tructure in a ‘more fundamenta1 way 3

than eithe.r me]ody or rhyt -w 4% very framevIork the Qawwali song, A

I Y defineqypy the textﬂa .“"?’ S pe formanc-e the poem (see Appendix o
711 below. ;«, e T _‘, S |
- AT "SR s }z‘ T
"‘3." Musicaﬂy, the fumai\grganization is conceived -gf- within the. . ..

rdx fr!mework of what ma§¢ be cai]ed th&gnit %, tem of cg‘erformance bounded .. s
'

" - “ _“ b. ‘r-
by silence,‘%e the song or, as performesswcali it, the piece or &

; "item" thizy a term he] in common with ciassicai musio) Ident‘ified b P
%, (,___,7@ 1d in ¢ ¥ y ,

" a consistent tona'l organizationa'l and durationa'i"’ pattern, th@tem of x ‘,

performance u51ca11_y cons:st - of-ﬁ "setting" or "t ne" (tarz dhun)
“ W

Meingitaﬂ_y a,settmg is compo ed of seVerai dsua]ly different, motives )L,
orresponds to the.. me]odic setting" discussed above (p, 46) | Q; L
' Rhythmica]iy, it consists of several rounds of.@ metric pattern X ; ‘

(see’ p 47) within one item of - performance the setting is stated at | ,

1east once, but more nsuan_y it is repeated a number,of imes.
| /Within the framework of the musica] settiml there is’ a structuring o
- 1nto two comMementary sections which too are repeatab'le These basic

units of forma’l organization are characterized by registra] pitch

emphasis The first and Principai section establishes tonic and tona'lity E

1n the form of the maim"burden of the item or song, by moving main]y in

the 1ower part of the octave The second compiementary section ,

estabiishes a tona1 center above the tonic usua'ILy the" upper tonic or™

A C R



N ) o . ' l ) A
s, '\' . : /

?' "he upper part mthe odthve . As in

- ) AJ
P art is caTled‘"permanent" or “staying ' -5

| eis; the fifth, by movingtmai’

“Indian classical music,’ the it

| ‘JSthaiiy{ the second "intermittent" ora"intervening" (agtggg) The two
sections have 2 mu51ca1 connotation of complementarity The} stha!’
representing the. stabiiity associated with the base portion df .the tonal |

system and thus suggesting recurrence or conciusion whiie the angara

e

suggests an intermitteﬁt excursion into the upper rgaches of the tonal ';g;

Agamut (all exs. ) 1In addition to these two‘gssentiai units there may bé';}e

sections which can be broadly cias&quns extensions of either asthagﬁ oK
& e ¢ ol
: antara moving in their»respective registers and expanding !

’

their respective m!iodic materia1 (ex. 1 324, ex 3 334),

-

'notoname these extensions'%eparateiy

. o . L
P'~ . The registrai c6ntrast between sections, in Qawwaii as in other ;fgt e
Nbrth Indian -s0ng ‘forms , - may be comp]emented by paraiieiism between '

.

isections This takés»the form of melodic and rhythmic'equivaience and -

occurs most often in the. final portion of two sections (ex 2 329, gx

4:340, &\ 6:348) .

The combination of these structura1 units or sections is governed by

L

o three musicai prin;ipies of formai constrdetion v The first one,
' -fundamentai to eii formal structuring, is repetitionzand takes the form :
iof simpie reiteration (dohrana , muitipie repetition ( takrar) and recur- .

' e TR
rence Ano’ term) The second one is the establishment of registrai &Jﬂ}1€§F B .

'Yentrast between higher and iower units (Upar, boina nTche boina)

_Based on the recognized-musica] connotation of . higher register with
, N a .
- initia1 or. intervening statement (i e antara) d of lower register with

jconciﬁding statément (i.e. asthax ) The third one - the connection of

-~
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. : ' S o
units by mead’s of directional pitch movement. It is pased on the o

" connotation--derived directly from that of registrality--that descending
- pitch movement signals a Tow pitch register and ascending pitch movement
. a. high pitch register. «Directional mgvement occurs as a mefodic

@ustment between one formal unit «xand the next one. Operative at =~

‘ endings as well as at begi'hnings of structura1 units or sections in ae
-L)

song, this principle most commonly takes the form of a‘lt’ernative endings

P

used to indicate the pitch register of the unit that is to follow, = =

whether that be the next un'ist: in sequence or the same unit repeated. s
Formal structuring withih the frameMork of a Qawaii jtem or song,

e,
-

R
.

U™
. '

then works as foﬂ_owv # umi»ts of forma] strupture, i -e. the .

N sections--pri ncipaHy asthay1 arﬁ antaﬁa_ and their extenswns-u-
. )

characterized'and distinguished’ by registgai contrast established and

1dentified by repaition, and cqmiected b)t directiona1 me]odic movement.‘
, B.
All three are standard structuring princip'les of North: Indian music, but

/

nlike. the first two the principie of directiona'l pitch movement is not
\genera]iy identified in writings on Indian music. Nor indeed do QawwaH

pereformers themselves abstract 1t verbaHy, even though it is. c1ear1y a
B prominent feature of. forma1 structuriﬁg Qawwaili music X%: |
{ The app]ication of these princip]es as we]l as t;he sequencing of ‘ '
- . the se;tions within one song setting in Qawwa]i are largely determi ned by - -

%*Y»n@mysmal faktors $0_besdiseysagds in the fo]]owing section However, | 1_
“ whatever the resu'l ting formai structure it invariab]y moves within the

confines of a basic formal scheme: common to North Indian Inusicai genres o
A registrany low section is estab'lished as. a meaningfu1 unit by its

_re.pfatabi-]ity,- thus d_efining/_the_ song/'s _music.al identity. T_hen a
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o

3

registral]y higher section is also estabiished by repetition Itnis"‘4 §§h '
prefigured by an, tia1 rise in pitch'and expands the me[%aﬁg setting 'ij*,:;

DR
.

initiated by the first section by adding a second contrasting portion in "

a new register. Descending pitch movement to thg end af the second & ©

. section Teads back into the original or first sectzon which is’ the one

that. utlim%tely conc]udes the song. }his basis cheme of 19w sectioﬁ‘ é@

o
v

high segtioh, and conciudinqﬁyeturn to 1ow section (exemp]ified musidaiiy

-

‘ qyn ex. 5 44) may bg’caiied a 1oose A-B A frame, it canebe muitiplied by

' repetTtion or expandgd by means of additiona1 sect1ons but the '3¥99

strucfuring pni»&»
“a A.;\ "5‘

_)16 remains the same» ?‘ggg . T

Y . ﬂ . ’ 7 s } i}
.«Acoustic Artiquﬁation :§E227554 L e

, The texture of Qawwali mysfc, as that of North Indian song in -
" general, has three-compqgen::ya‘;he melodic line, principai ‘channel" of
' .imus1ca1 communication is“v0ca1ized by one .or: more singer. The musuca1 E
meter 1s articuiated on the dhoiak drum finaiiy, the pitch outiine of _%ﬁtix,
. the me1ody is reinforced on the portab]e harmonium. More specific '

-
aSpects of ac0ustic articuiation are linked to contextua1 factors to. be

i

discussed in the’ next section These inciude the structuring of the '} f f"

\

1 chora1 ensembie, Voca] delivery, drum articuiation and pacing T, -;‘_a

Vo - N : : L
LA L J

)—.B Distinctive Fe&tures’ - Q‘ . J ‘t
o : _ ,-., Lo . .
.‘ So far what has been outlined is the musica1 framework -of Qawwaﬂi

.e. Nhat is musica]]y given” in ‘the generai run of the North Indian

sdnu traditioﬁ" To ana1yse the specific idiom of Qawwa1i music requires |

' an understanding of thg functional constifints that Operate upon thts \Y
R e T _ S BRI e B

L



. generaiized musica? framework. These constraintsvrepresent various .

s aspects oﬁ that function at different 1eveis

A

The finst step in this sta%e of ‘the" musica] analysis is to define
the function of Qawwanhriﬁ terms of its components and then to iso]ate‘
_ the functiona1 co@§traints as they'relate tp their functional basis.

Then it can%be shown how‘these constraints operate on the musical

“

framework and hpw they are manifested in specifh:ﬁmsicai traits the

r ) ¥

’ distinctive f%atures of Qawwaii i s ,3 _ ﬂe - L B “'ﬂ
:'i.’ Ay .4’ o7 ;"‘\'« A‘J‘(

bre g B

35» The functiOn uf.. Qawwaﬂi mushg, in accordance with its place-in the

ideo]oﬂi of Shf§sm‘(ﬁ9e Preface p x and below p 98 ff) is to serve the

presentationlof,mystica1 poetry in order to arouse mysticai émotiQn in an, -

. 88 v

v

assemb}g of 1isf_ners With diverse and changing innter needs. : hree

basic components cha_actgrize this function 1) Arousing 2) through §

text 3) diverse‘1isteners For the purpose of a systematic )

Ak |

»wwpresentation \the‘three functionai cgmponeﬂ%s need to bezfsoiated S0 .

1“7 o

that each can be 1inked to the contextual constraints it generates It
' can then be shown how eachyf these constraints operate on the musical
framework in specific mu51ca1 terms “The fol]owing is an outiine of this
_ -reiationship between function C§ textua1 constraints and mu51ca1 idiom,
‘ thé entire pattern is schematized 1n table form on’ Tabie 6. ‘

The three f ctiona] components of" Qawwa]i may be 1501ated in the

following fo, 3

14

: 1. Qawwali serves to generate spiritua1 arousa1 7
‘1p2. Qawwa]i serves to convey a text message of mystical poetry

Qawwali serves to satisfy Iisteners diverse and changing

-

-. spiritual requirements. e .
N ’ . . . : . '..‘.; ',“.' . ‘ e

Ay

667
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TABLE 6: FUNCTIONAL CONSTRAINTS AND . ,
: DISTINCTIVE F!ATURES ’ -
L . ]
. ‘ . T
Functional Componen'i:s and Réquirements usical Execution: Distinctiveé Features
1, Spiritual a) Supply strong rhyth-~ Duration: .
Arousal mic framework -meter with regular.and Ircquent )
stress repeat
b) Supply stro‘ns stress Acoustic Presentation: )
. . patt!rn S " -stress intensified by handclaps Mo
AR ' -and open-hand drumming ' T
. h"wb‘ : .o ’
12, Text - = : ’
Priority a) Clarify text acous- Acoustic Pre gentatxon. .
L tically ~high volume through voice quahty
(clarity of words) v -high volume through group reinfércement-
: L -gharp enunciation _ - o
-continuous text. pre sentation through
® group alternation L
Duration: : g % v
) ~-poetic meter represenf [ ,:m duratiénal
arrangement of melody (rhythrn ‘of tune)
- . -poctic meter reflected m mustca.l mefcer
Formal Structure: .. .~ : i
. - -strophic form represented in musxcal
S 7 7 structure -
- g ~rhymeé scheme reprqsented in sectmqmg -y
o ~ of tune .
e . itch: g
P S T : -units of strophe and poetic meter
represented by melodxc phrasmg and
1 a €ontour.’ -
Visual Presentation: .
: \ ~content emphasxs through gcst\xres
. : Mactions® . . S .
.« Listeners' . a) Provide flexible .~ Formal Structure:
P Require- " structural frarework -all kinds of text units represented by
" ‘ments - for’text manipulation’ musical units . _
- A e .~-manipulapility of all musical units
o -7 - within overall structure through direc-
- ' -\." tional movement, mamfested principally -
- ) * in alternative enMgs ‘of musical units ¢
: (alternative text options indicated by -
alternative endings of musical tnits)

()

rd
RN R P .

ontroverstal nonstandard feature )

67
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From each of these three basic components of the Qawwali function emanate . .

specific requirements for the music which result in a number of function- o gﬂ;

L

derived musical characteristi§=’ as follows: 3

LY

1.. Spirituai Arousal o . .

A strong rhythmic framework and -an . emphatic stress patt‘ﬁm or pulse
v (zarb) --‘often compared with the heartbeat (aiso cal]@d zarb) by Qawwals -

~and Sufis aiike -- are considered essentia1 for the soui to become moved

‘(qaib Jari hojand). In more concrete terms, the recurring beat is to

’ suggest the continuou} repetition of God's name (zikr), and to guide the

‘-Sufi s movement in ecstatic dancing (rags) ésee P. 7§ﬁf beiow) - e
' Musicaily, this dual requirement Qf a strong rhythmic framework and

an emphatic stress pattern affects both duration and acoustic

presentation. Thus, Qawwali music favours-a durationai framework ) | .

conSisting of'meters with simpie and reguiar durational patterns, clearly

S

articuiated by v1gorous and recurring stresses. This-means that nearly
‘aii Qawwali meters are short QQQ composed of two simpie groupings, :
normai]y of equal duration (i.e. the 3+3 dadra or the 4*4 kaharva see'

- above'p ‘47'f and Tab]e‘4i' It also means that aii rhythmic groupings vr
| begin with a stressed beat, even where more compTicated meters are used
. which formaliy exempt some groupings from stress (e g. 3+4 rupgk 4+4+4+4
| _tintai or-2+3+2+3 jhaptai see Tabie 4) . }?%’_\

, The acoustic presentation of the rhythmic framework is characterized P
r =~ - .

v5by two accentuai techniques emphas{zing stressed beats One in bandciap- .

“'_ping, the other a drumming technjque that uses mainly open-hand or .

‘ f]at-hand_iprokes (;hap,~thapiya). »This technique 1s compatibie»with.the o

# o S : PN



. ’:‘.)

| “beat a]one may cause ecstasy - The conception also underlies the o

his. foot moves in the dance of ecstasy (rags). Ever the recurring QEIW

: spec1fica11y serves tiff‘

-the relaxation of intense emotion, especially at the very endvof'a?song,
' ‘é. Te;t Priority
: acousticaiiy by making it c]early audible .and structuraliy, by p1acing

._usuaiiy refer to their singing asv"speaking" (boina), and their majqw
- conce?ﬁ‘is GE?make the words understood (bo] samjhana) both ind%yidualiy '

il 6
I';Q‘q'n 69

dholak, the. standard Qawwaii drum, and even when the tabla is used

.Qawwaii performers play it with flat hand strokes (thap se), for the

tabla's standard fingered technique (chutki se) is considered to have no

: effect on iisteners Dawwais agree that with the downbeat of the drum

twe 1istener s heart moves in silent repetition of God's name (zikr) ‘and

e

instrumentai preiude which is based on the riteration of a zikr rhythm

~{cf. p.103 and ex. 8:356).

One other durationai device reiated to spirituai arousa] is : :5

increasing speed of d ivery. Th&aspect of tempo is a characteristic

- . . -

feature for c]assica“’_ C perfo &g as’ we]l in Qawwaii it

{;nSTfication of spirituai emotion and is used

¢

: : W
‘ se]ectiveiy for this purpose. Converseiy, a decrease in-speed impiies

: ‘ .
. : : e -'ép
The mUSic must above all ker%éythe d};anicaxion of the text‘ both

: emphasis on’ the saiient formal features of the pcem._ Qawwais themseives

 and’ as pqetic constructs.\ This “dual constraint fundamentaily affects the o “j'%&

3

musical parameters of duration and formal structure, as weii as that of

v

'.\

'acoustic presentation.-v' . ‘.1 R f" ,*"‘“L;f'- ;'5_f e -

)
. a) The acoustic clarification of the text is achieved through



L2

establishing clarity asvwe1i as u91ume. Thus all singing is carried out

'aat—a~highfdynam1c 1eve1»and'with,strong,>even“exaggerated consonant .
. ~ P BN Lol

'enunciation In aécordance with this requirement the ideal voice—for a

‘Qawwa1 is, considered to be Toud or full (bharT hui, motT), a-voice with :

ife (jan) .and strength ((zor) rather than\a\very melodious (surTITW or
m du]ated voice (k1as kT) A1so 1mportant is the Qawwal's“aﬁﬁﬁity to
project by pronouncing correct1y and clear1y:' For additiona1 voTume, the ‘_‘

solo voice is reinforced by group singing.t Both c1ar1ty and volume are

L4

e

2y

~in Qawwa]i, an uninterrupted verba1 communication. ‘

W ';; b) The structural clarification of. the text takes place through two .

' hfonma1 dimensiOns of Qawwa11 pbetry, poetic metﬂﬁ?ﬁhd poetic form._,
. 'f'Qawwals*use the rhythmic pattern of thezfoem QWazan) as a guide tq‘seiect'
a musical setting (dhun, bandish tarz see ex.. 6 348)«‘ Converse?y,‘they

A

conce1ve of an g?%sting tune as repr;gen;ing a particular poetic meter

e, .

and ca11 it a'"pattern tune" (patter hun-see ex. 337 f) for poems N

'.with the same meter. Thus the Qawwali performer is aware that the

musica1 rhythm emanates from the poet1c meter (zaan), is set mus1ca1Ty
] h c‘l’
minto a tune (dhun), and put within a rhythmfc framework (theka); . ubf,'

o approprfate to that tune. R ff e Z/LL“‘h
", Musically the poetic meter 1s represented by the*rhythm of the‘i'he,i:

A

-'"[both at the level of the'durationa1 uhits (long-short etc ), and the

o durationa] framework (musica1 meter) At!the 1eve1 of the durational
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_units %his means that the long-short" arrangement of the poetic meter (see
p.113 ff and Table 14 beiow) forms the basis for the 1ong-short arrange-

’.ment of, Qawwa]i meiody, whether in a 1itera1 2 1 proportion (i e. one A ‘
1ong = two short see Tex. 4:339, 5:343), or in various asymmetrical ar7';” : ig
rangements (i e. one 'long > short. Hence, in the -standard rhythmic ﬁ/\
representation of Qawwaii verse patterns the duratfonai unit representing
a short syllable is doubled in 1eng}h to represent a.long syllable (i,e.

A i v ;vp, then - =4 ."see ex. 43.39 5-343: ex. 6:348 - traditiona‘i )
version) Asymmetricai arrangements are characterized by long syilabie .
units of varying duration, aiways muiﬁﬁp1es of the shdrt durational unit
(1. e. if v = J’ ‘then — = >J 4see ex. 2 329, ex. 6 348 - easy version, ,

AR S p

;yex 7: 354) Aiternativeiy, stress is sometime,s used to make a iong

R,

sy'l]ab'le ﬂlusicaﬂy, even though its duration may be short this occurs
main]y at the beginmng of the verse Tine (see ex. 2: 329) \ '“ i *”

1

At the level of the durationa'l framewor‘k the musica'l meter

\f)

represents or at ieast fits the structure%f the poetic meter. ‘This = &

’

means at the 1ong-short pattern of the poetic meter i s incorporated

into the\muswai ffamework of a compatib1e musica‘l meter (theka) in, anu

arrangement that expresses the rhythmic structure of the verse ‘.whaet'her A‘. _ ﬁ
: 1Htera11y or ‘in a,modified fonn - How hteraiiy the poetic meter is r\ B

‘reaiized depends main]y on the degree of reguiarity 1n the poetic iong- M \\
- 'short pattew but considerations of musica'l sty'le al so enter (see above - i
cpssf)l Tl oo e T

As for goetic form th‘ebstmphic unit of the ‘poem determines the

overalchformal steucture of the musical setting, inciuding the length
prOportion and number of sections-- Tge standqd fqmai pattern of

o \ o -
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.

! -.:v\.

o e ' 3 '
asthayT and antara séctions is adapted to the formal rhyme scheme of the

poem. Rhyming 1ines wﬁich are normalty. 1n a concluding or refrain

| position, are set to the principal section of the tune the 1ower-pitched

asthaz? which musically suggests stability and conclusiveness (see above
p. 63). ‘Non-rhyming 1ines whiqh norma]hy carry the poetic statement '

72

_ 1n1t1at1ng a verse, :if set to the 1nterm1ttent section of the tune, the )

.,'ments -of thesé%tuo,sections or.the

hﬁgher-pitched antariiwhich musically suggests an excursion into. new

'terr.itory Verses witﬁ more than Co Hnes are set to varying arrange-

-o\".

'-verse is. a1ways ah*asthaxT ‘and "the, Semantdcal;yvmost significant

' preceding 11ne--1n1t1al or Penultimate--is always ar antara. The very
=

'Opening line 3f a. QawwaTi poem. 1s always a rhyming or refrain 11ne qe'
Il‘the same time it 1s the Opening statement of a verse requiring a

| ,onc1u§10n.4 Musica11y41¢his duality is expressed by a dual setting,

o ,first to the asthax —é?n order to mark the 1fne as a rhyming 11ne or

'refrain;- and then to the antarSL-in order to mark the 1ine as an

\]

openfng statement which 1s to be fo1lowed by the conc]uding second line
(a]so rhymtng), set to the astha!T tune again. Throughoyt the musical

contrast mar?ing asthayT and antara sections serv!«to underscore the _

extensions but ‘the -final ltne of a

By
.

‘ comp]ementarity between rhyming and non-rhyming 11nes or "statemen and'"'

}d'formal units of the strophe also. deternfne the 1eng

C’ .

As a- fina? point 1t shou1d be added that form and meter of the poem

e-also constrain pftch movement of Qawwali music a1be1t in an 1nd1rect -

t';way, by means - of their 1nfluence on musical fbnm and duration. Thus the |

; of the .o 8

& S



their extensions. Overall melodic range and contour are affected; in
p;rt1cu1ar, subdivj;ions resulting from a caesura within the verse line
are often expressed melodically by complementary contouring (ex. 6:349 -
asthay7). Furthermore, melodic movement throughoqt a sggtiod reflects
rhythmic cﬁaracter1stics of the poetic line (ex. 2:329). The most
obvious musjcal result of such recurring formal features is melodic and
rhythmic parallelism otéurriqg between sections and a1Lo between_parts
within one sgctTon. Most prominently, it sgrves to mark the points of
structure between verse lines through what amounts to a musical end rhyme
or cadencel (ex; 2:329, 4:540, 6:349). Musically less literal is the
paré]]e]ism found within lines to mark caesuras or even metric groupings
b) means of sequential or rhythmic repetition or tonal imitation (ex.
4:340). Ultfmately, these features are functions, once again, of the
‘interrelationship betwgen the three musical parameters of form, melody
and rhythm. . i
Perférmers express the structural dominance of the poem by their
Qerg/xocabu1ary, 1denfify1ng forma) structurévand elements of Qawwali
music by poetic rather than musical terms, even where standard musical ,
terms exist and are knoﬁn to them. Thus the word commonly used for tune
section is "verse line" (misra), and the last or refrain section of a
strope is called “sa]ient word phraﬁef (bol). When dealing with songs in
couplet form, Qawwals prefere to call EEEEEE and asthayi sections "fi%st
line" (misrd 13) and "second 1ine" (san? m_13r_a') They even refer to
singing a verse line to one or the other tune section as "saying (it) as
first" (U132 bolna) and “saying (it) as second” (sanT bolnd).

c) The clarification of text content by means of visual

——

o

73
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presentation needs to be mentioned here although it is marginal to the

Qawwali idiom in every sense, consisting of occasional gestures gy the

lead singer--mainly raising his hand tp point or wave to a salient text
phrase. Because its congfstent execution runs counter to the spiritual
function of Qawwali (see p.160 , 164 be]ow),_ifs practice is not

e -
standard; rather it distinguishes the popular, filmi qawwalT (cf. Table 2

and Appendix 2).

3. Listeners' Requirements

The Qawwali performer must be able to repeat, amplify, rearrange or

even omit any part of the song text in 1mmé23ate response'to'the changing

.&'requirements of his Tisteners. This presupposes total %1exib111ty of the
Qawwaii musical structure, both as to the structural units and their

manipulation.. Accordingly, the established musical sections of Qawwali

song structure--i.e. asthay¥ aﬁd antara and their extensions--are further
divisbile 1nto.shortef musical units iR order to accommodate even the
shortest meaningful text unit that may require to be isolated and
repeated. Furthermbre, additjona] musical units are created as settings
for text portions that may nééd to be inserted as well as for
introductory verses.

‘Within the overall framework of the formal musical scheme and the. -
-;dufétional pattern of the musical meter all these structural units are
1E!peatab]‘e--both by single reiteration (dohrand) and by the multiple

repetition supporting intense arousal (Egggi)f-iﬁsérteable, and
rgcombineable. Such musical flexibility implies a comprehensive

application of the structuring principle of repetition (see above



p. 63 ff).‘ Musically, this application is achieved by means of the other
structuring principles, fegistra1ity and directional mé]odic movement.
As already stated.the recognized registra{\connot;tion of high pitch with
initial statement and low pitch with conclusion underlies the musz:ca’

setting of verse 1ines to antard and asthdyT sections. This connotation

is extended to directional melodic move&ent, for ascending pitch movement
signals a high register and thereforé tﬁe coming of an initial statement
whereas descending pitch movement signals a low register and therefore
the. coming of a concluding statement. On the basis of this connotation
directional melodic movement is used in Qawua]i music not only to conpect
st'UCtL-al units but also as a semantic signél]ing device for the
St‘u:é&rf@ of these units. It operates most prominently in the form of
alternative unit. endings thcﬁ serve "allomorphically" to indicate what
type of text unit is to follow (see all music ex.).

A)ternative endings, in essence, function much 1ike firsi and second
endings in.wEstern musical form, but there is no iqg]icatioq of
conclusion for either ending. In its standard design a structural u;it
of Qawwali music ends me]odica11y in such a way as to lead naturally to
the uni< next in sequence. If, instead; a repeat of the sahé.unit-—or
the insertion of a different unit--is indicated, the melodic eﬁding is

then mogifiéd so as to lead back to the beginning of that unit--or to

that of the new unit--, usually by means of a changé'in pitch direction.

4

'ai similar pitch levels, the fepeat or insertion will be indicated by an

>upward pitch movement, suggesting more intermittent text'mater1a1;

whereas a downward pitch movement suggests completion of the statement.

5

If the unit to be repeated or 1nsérted and the one next in sequence begin
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The application of this principle Bf directionality extends in

\ :
‘Qawwali to the connection of larger units of text structure, particularly

serving to integrate inserted or introductory verses into the song
proper. Musically rendered in a dec]amﬁtory or recitative style, such
units serve in toto as “statemeﬁts" to be "answered" or concluded by the
supceeding portion of the song. This is always achieved by means 6f a
descending final .melody to signal the end of-one structural unit and a
lead-back into the song proper (ex. 9:361f, 10:367, 11:370).

In short, dirqctiona] movement is the prime ;yntaétic principle of the
Qawwali idioh‘ Essentially, it is a;function of the capacity for unit
manipu]ation inherent in the banggIndian.approach to music, allowing
this ﬁind of‘music to be flexibly adapted to immediate gg_ﬁgg event in
the pérformance context-~for Qawwali music these events consisf of the
expression of listener's requirements. | |
‘ Qawwali ng?Brmers articulate about the units and rules of this
structural manipulation in terms of the text, as they do‘with other
‘dimensionﬁ of musical structure. This includes structural units such as
inserted verses, called "knot" (girah), introductory verses called |
"quatrain" ruba'T) or (Hindi) "couplet" (doha), verse Tines (misra')
§hort text phrases called "saying" (bol). It also includes the manipu--

lation of units, such as repetition (dohrana, takar), amplification

(barhand), and ommission (chhorna) --'all these terms being applicable

-

primarily to fext units, Of musical structuring devices, performers -

cTearly conceptualize registrality (see above), whereas for the;me1od1c‘

connection of units by the use of alternative endings bfAdfrectiona]

¢

®
movement they have only a general term: "to make.the connection, to
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harmapize parts" (mel karn3).

Having, ébmp]eted the process of identifying the disttnctive
features of Qawwali music by means of their functiona] association, it
now remai%s to incorporate these features 1nto the structural framework
of Qawwali music established above. This means inserting each feature at
the appropriate level within the parameter it pertains to, along with the
functional constraint that generates the features, for the way the
constraint operates is tme key to the feature itself. ‘

In terms of the musical grammar, this adds within.eacm musical
parameter certain specific features which are subject to some specific
functional-co:;traint. Some gf these constraints are operative at the
fundamenta1 level of musical structure, i.e. the feature, once present in
the musieal idiom, is not medified 1n response to a constraint and
therefore the constraint 1s not required in the grammar once it has
served to explain the initial presence of the feature_per se. Homever,"
where functiona] constraints operate at. the 1eve} of variation in the
structure of a musical feature, f.e. to vary the feature itself, such
variation cannot be accoumted for unless the eonstraint is included in
the grammar. This applies to Qawwa1i to all features of duration,
structure and pitch. The eonstraints for nearly all of these pertain to
textual structure\. Thus the Qawwali grammar would simply need to |
include, as a further structura] feature, the relevant variables of text
structure--basically consisting of poetic meter and verse form--on which
"variation'within each musical feature depends.

In accordance with these requirements, the distinctive features of

= . ‘
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Qawwali may be fitted into the analyé&s of Qawwaii musical structuré,
along with the relevant non-musical features that constrain them, by

1ncorporat1ngfthem.1nto the four parameters as outlined in Tables 2-§

above. : ,'
. .~

Y

C Qawwali Song Model

| The analysis of Qawwali music is now complete in terms of a
‘systematié inventory of units and ru]es; j.e. a grammér that can account
for Qawwali musical structure. However, to render tgig grammar opera-
tional, 1.e..potentia11y capable of generating Qawwali music, it must
also provide the reader with a blueprint for constructing what
constituies‘the Qawwali unit of performance, i.e. a sihg]é song. For
Qawwali music SUFh a b]ueprint exists only in the abstract, since in
performance Qawwa]f song is by definition strﬁctured to serve audience
nee&s, as manifested musically in its features of structural flexibility.
However, there nevertheléss exists what may best be termed a "roadmap"
(to borrow a popular musician's term) fbr the formal structure of a
Qawwa]i song,‘based simply on the sequential structure of the song text.
It is there;ore possible to map out, as an abstraction, a minimal
sequence of a q?wwa11 song by showing the music in its structural
relationship with the fext, 1isting all pds§ib1e units along with all
possible rules of combination. The entire sequence and its variable '
structuring are described below_ana scAématized in Tables 7-11, while

performers' conceptions utilized for this schematization are summarized

on Appendix 7-11.
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TABLE 7: STANDARD MODEL: QAWWALI SONG \
‘Unhs ' . \
Text Music

Level It Item
of performance

POEM MUSICAL SETTING

- sequence of verses differing - sequence of identftal tunes,
-in content, identical in form, '
with common end rhyme
throughout. - )

Level II: Largest
repeat unit

VERSE \ TUNE’
'~ statement of one complete ' - complete statgment of musical
content unit, including . setting of motivic melody within
“statcment'' and "answer'’, total framework.

- consistent poetic mecter. consistent musical meter,

- fixed verse structure is se- standard tune structure is se-
quence of 2-6 lines (rhyming : quence 2-5 sections (differing
and non-rhyming). in register).

- most prevalent form is coup- ‘ most prevalent form is binary
let, adaptation of threc-part frame.

Level 1II: Standard
repcat unit

: LINE < ) SEGTION
- distinguished by presence/ - distinguished by low/high re-
absence ‘of rhyme. gister and tonal centre.

-a - rhyming line (normally) re-~ A - low-register section with
presents concluding "answer', tonic refcremncec, represents
except for opening line of poem "burden'' of tune as well as
which is rhyming, yet repre- . » its conclusion,

sents opening statement (i.e.
precedes conclusion).

b - non-rhyming lime (normally) B =~ high-register section with
represents initial or inter~ fifth or upper tonic reference,
mittent statement (i.c. pre- represents intermittent
cedes conclusion), _~_portion of tune.
¢ - secondary rhyming line, in o A?/Be - extensions of low-high
. some verse forms. i register section. .
- in standard format a follows - in standard format A intro- 2
b, except for opening verse, as duces song and then follows B, as
in couplet form aa/ba/ba/etc. - in prototype form ABA/BA/BA, etc.

Level IV: Smallest
repeat unit

o

PHRASE ' PHRASE/MOTIVE

.- (part of line) . (part of section). o
- meaningful content unit from - isolable musical unit, from half
half line to single word. ' section to single motive.
al/a2 - first/second half of linc. Al/A2 - first/second half of section.
ai/am/af - word phrase/word in Ai/Am/Af - motive in initial/
initial/medial/final medial/final position .

position of line. of section.
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TABLE 8;: STANDARD MODEL QAWWALL SONG .
Sequencing Rules

Text Music
' Principles

- gcomplementarity of b and a - complementarity between B and

: lines (i.e. b completed by a), . A sections (i.e. B completed by
on basis.of content compati- A) on basis of registral contrast.
bility.

~ repcatability of all meaningful - repeatability of all correspond-
text wnits, - ing musical units.

*integration of repeatable song
units into alternative sequences
& by means of-musical principle o
. AN ] - ‘ 1
L - directional melodic adjustment

(based on rcgistral connotation)

{ - downward movement, suggests
low register, i.e., conclusien
and advancement to next unit
according to standard format.

t- upward movement, suggests
high register, i.e. recurrence
or repeat of unit already stated.

~

alternate integrative device:

Y- word call (saint, appelation)," - raised pitch anticipates high .
- signals alert, suggesting re- register, i.e. recurrence or co
currence or repeat, '~ repeat.
& , Musical Application

Directional Melodic Adjustment,

1) Principal Rule: Ending adjusted melodically (to connect with

) next unit)
~ B standard ending, no adjustment - signals A, hence
. o sequence: B A
- Bt upward adjustment of Ending - signals B, hence

sequence: Bt
2) Modified Principal Rule: Delayed directional adjustment
- B(f upward adjustment delayed - connects with B, hence
“a sequence: B 4B

3) Secondary Rule: Word call to raiseipitch. i
- BY word call along with raised pitch-signals B, hence
sequence: ' . Bw B

4) Modified Secondary Rule: Delayed word call to raised pitch
- word call along with raised pitch delayed-signals B;

hence sequence: B wB




TABLE 9: STANDARD MODEL: ADJUNCT ITEMS
Text Music
Level 1: Large®t
‘repeat unit
 INSERT/
INTRODUCTION - RECITATIVE

statcment component in context
and consistent in rhyme scheme
consisting of 1 to 4 verses (see
definition above). ’
consistent poetic meter,

fixed verse structure and
rhyme scheme, 2-8 lines.
most prevalent form is single
or double couplet,

’

complete statement of musical
setting of recitative oriented to
tonal centres in thin tonal
framework.

- consistent but metrjcally free

devotional arrangement, no
musical meter (though may play
softly). '

loosecly structured recitative,
2-4 sections,

most prevalent form is lively
with extensicnz,’

-

Level II: Stan-
dard repeat unit '

LINE
distinguished by initial/inter~
mittent/{inal position rather than
presence/absence of rhyme.
i - initial/inte rmittent line,

f - final line, connecting ad-
junct unit to song proper.
P - penultimate line,

SECTION

distinguished by stationary/
directional pitch movement.

I - stationary section oriented
to one to three intermediate
tonal centres, .

F- final section, descending

from high register.

P- corresponding section estab-
lishes high register (optional
only in units four or more
lines long)



TABLE 10: STANDARD MODEL: ADJUNCT ITEMS
Sequencing Rules
\ -
Text Music
Principles
- repeatability of text units, i - repeatability of corresponding
(except for final line). musical units (final section ex-
cepted).
- yariability of repeatable actions,
- as to tonal orientation (in ab-
sence of registral contrast.

- complementarity of adjunct unit - complementarity of recitative and
and song proper (i.e. insert/ song tunc (i. e, final recitative
introduction completed by sub- section completed by subsequent
sequent song text unit) on basis . ' song tune section) by means of
of content compatibility’ " registral contrast,

*integration of 'adjunct
unit with song by means
of musical principle of
-
Ly - directional melodic movement
(bascd on registral connotation)
-~ downward movement suggests
low register, i.e. conclusion
and advancement to next unit,
i, e, song

Musical Application
\ ’ '
‘Directional Mclodic Movement :
1) Principal Rule: Directional melodic movement from high register
¥ - final section contains downward movement from register higher than preceding
section. B

- signals conclusion, hence sequence F (recitative) AorB (song tune).

2) )lviQdified Principle Rule: Directional melodic movement from pre-established high register
P - penultimate section establishes higher register than preceding sections,
F - final section contains downward rmovement from high register.

- signals conclusion as above, —
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TABLE 11: STANDARD MODEL: PRELUDE . K
Text . Music
\
R .
N g .
(ZIKR) \(MUSICAL SETTING .

(- implicd only: "Allahu' formula.)

K

durational pattern of tune anapaestic.
musical meter binary.

melodic frame with scquential
patterning within variable tonal
framework,

*
initial rise and final descent,

gradual speed increasesand final .
slowdown (optional).




"APPENDIX 11:

QAWWALI SONG UNITS AND

. SEQUENCING BRINCIPLES T
~ According to Delhi Qawwals

Component

naghma ('melody’)
= instrumental prelude, usually with
Zikr rhythm of Allahu
- kaharva (4/8) as theka (meter)

Farsi-Urdu:
ruba'i ('quatrain') »
= introductory verse '
~ also doha (Hindi)

- theka (meter)/rhythm absent
- dhun (‘tune') absent, only

zara sa sur men ('more or less
within pitch')

chiz ('item')
= item of performance, song proper
- also commonly ghazal (Farsi-
Urdu: Poem of couplets)= see
ch. on texts '
- also rarely thumri (Hindi:light-
classical song)=see’ Appendix I)
- tarz/dhun/that (tune setting) present
- theka (meter) present '

' Farsi-Urdu:
sher ('couplet')
- also: band ('verse',over 2 lines long)

misra ('line') .
- ul3, pahli ('first')
= non~rhyming line
- sani, dusra ('second')
= rhyming line
- also: mukhrd ('face') or bol ('state-
= refrain line ' ment')

bol ('statement!)
‘ phrase within line o

Sequencing Principle

bajana ('to play')

thap se lagand (present it -

with open hand strokes)

arhna ('to recite!')
kholnd ('to open')
= to announce the song
proper

parhna ('to recite?) »
gsunana ('to perform!')
make heard

kahn3a ('to say!')
parhna ('to recite')
kahna ('to say’)
bolna ('to speak!')

kholnza ('tc open')
= to '"'set up'' the 2nd lind
kholna ('to open!)
= to "'set up' the refrain

kahna ('to say')

<
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The Song, Unit of Performance (cf. ex. 1-7)

1. A Qawwali song compr1sé§ of text unit--a poem--, and a musicalv
unit--a tune. The poem consfstsfof a number of verses, identical in

structure, while the tune 1s a musical setting repeated to the wards of

_each verse. Qawwali 1is thus a strophic song.

2. The largest repeatable unit of a song is the verse set to ohe
statement of the tune. The !gigg comprises from two to six verse
lines--most often two, as in the ghazal (see below p.110 and Table
13)--and is governed by a consistent rhyme scheme based.on
complementarity between non-rhyming Tines with ipitial or intermediary
statements and rhyming or refrain lines with conc]uding.sta?emen%s. A
consistent poetic meter is based on'a Qariety of longrshort ar#hngements
repeated with each verse iine.. The tune is a melodic settting

constituted motivically within a fixed tonal framework. Its formal

_structure is adapted to the verse stfucture and consists-of at<féast twon

registrally contrasting sections that correspond with the non-rhyming and
rhyming lines of the text. Its durational arrangement ig derived from ’
the poetic meter and is set witpin a musica] meter artiéu1ated on‘the
drum throughout the song. )

3. At the ng;i level of structure the verse {is divided into
repeatable text lines set to tune sections.,;Rhymjng 1ines are set to the
principal tume section (aéihEZT) which is characterized by a Tow pitch |
:egister and orientation to %he IONQY t&nic. Non-rhyming lines are sung
to the contrasting tune sectibn'(gggg§§) which is characterized by a high

pitch register and orientationqio the fifth or upper tonic{ and which
melodically requires to be completed by the principal section. Where a
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rhyming line is in an initia] rather than a concluding position within
-'the verse, as is the case with every opening 1iné'‘of a poem, it is set:
first to an asth§xT then‘to an antara. tune indicating the. impending
C conclusion that is to foilow in the form of another asthay7. Verses with
vg;mpre than two 1ines may contain additional tune sections, extensions of

thé asthdyT and particular]y of the antara tune.

4. Nithin each verse Tine, any meaningful text phrase can be\\

isolated and repeated, from a half line down to a single word.

‘ Musically ?this nmpiies the isoiation and repetition of any part or

motivenqﬁthih 2 tunersection : ‘
. , i RN

Addunct}uhitsf(cf ex. 8-11) ‘ | ‘ - g

i.f Two performance units may be added to the song. One is an
| introduction (ruba i) preceding the song to indicate the type of poem
‘ that st to fo110w (ex 9) The ‘other is an insert (girah) introduced

L.

.a? during the course of A song to amplify the meaning of a verse 1ine
ex. '10, 11) Bo%h are verse units two or more 1ines 1ong and musically

zﬁﬁ{endgred a%l recitatiyes" (in ah deciamatory style without motivic
patterning or reference to .a musical meter, but fol]owing the principle
registra1 cont?ﬁst between non~¥hyming and rhyming lines) , | e

2. Finally, an instruméﬁtai pre]ude (ggggm_) played solo on the ’

®
harmonium may preface the sung performance (ex. 8). A 1oose1y

L sttt e oo

structured tune; follows a registra1 progression from low to high, and

i
!
!

back to low A reurring rhythmic pattern suggesting zikr is strongly

reinforced by the drummed musica] meter.
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Sequencing of Units

1. The sequence of'performance tm511ed.1n the text structure goes -
from verse to verse, within each verse from Tine to 1ine, and within each
1ine from beginning to end. However, eince all meaningful units are
repeatab1e, the performer may repeat either a smaller or a larger unit at
will: a word, the half 11ne, the entire line, the whole verse. This
flexibiligy is acommodated musically through a method of musical .'
sequencing based on traditional pitch movement using directional melodic
movement * a110morph1ca11y as indicator of what is to follow. All
musical units that can be repeated or followed by more than one
subsequent unit are subject to this principle. In its most prevalent
form the end of one unit is melodically adjusted to what is to follow.

In its standard version the ending suggests continuation on to the
musicai unit set to the text portion next in sequence. If the unit is to
be repeated the ending is melodically adjusted to lead back to the *
beginning of the same unit. The adjustment follows the criterion that
ascenq1ng pitch movement signals a high pitch and thus ‘an intermediate
statement or the continuatieh of a message, wherea§ descending pitch.
movement signa1s a 1ow pitch and thus the conc]us1on of the statement and
cont1nuation to new materia1 - &

2, The entire directiona1'adjustment may also be deaayed so as to
govern the beginning of the fo]lowing unit. ’

}. Finally, a non-musical method of signa]]ing a text phrase- ' of
sequence consists of prefacing it with a short appe]]ation of .a saint's |
name, usually to a raised pitch also anticipating repetition

4.. The standard app]ication of these sequencing rules is based on



the assumption that a message must be heard at least twice in order to be
internalized, and it needs to be presented in segments corresponding in
duration to one message-phrase. The text unit that comes closest to such
a segment is the verse 1ine, so that in Qawwali singing the standard unit
of repetition is the line set to one tune section. Since verse lines
vary widely in length, however, this principle may be modified in two
ways. In case of .a very short verse line two complementary lines are
sung in succession aﬁd then repeated, and single Tine repeats may fol]oy
gnce the complete message has been éonveyed. A vefy,]ong verse line,
éonyersely, is ysqa]]yrdivisible in half by a caesura, and each half 1ine
1§/rebeafed separately at first,‘so that each portion of the message is
é]ear]y conQeyed_before the entire line is repeated.

5. The same principle of minimal repetition is applied to smaller
units of pérfonman;e. N

6. QFor adjunct units the sequencing rules are modified somewhat to
accommodate their special-place within the song structure. Both |
introductory verses and'inserts are single statehents added fé the
pr%ncipa] song message; accordingly they a}e not repeafed beyond fhe need
to make theﬁ comprehensible. For this purpose the on1y repeét unit is
thé entiré‘verse 1iné; regardiess of length. However, an exception
occurs witﬁ‘the Qery Teast I%ne of the adjuﬁct unit. This 1ine
represents not so mﬁch the conclusion of the added message than the Tead-
back into the main portion of the song; accordingly it is sung only once,
always to a descending tune section which 1éads dirgctly into the‘suc-_
ceéding-]ihe of ;he song proper (cf, ex. 9.and 10, and Performance

1:429). :
. . o~
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7. Entire songs become subject to.the‘same rules in a limited nay.
Thus when one song is meant to lead directly to the next‘one; the final
asthay? 1ine may have its ending ad3dsted to the pitch level starttng the
new song. Two devices may serve to indicate the conclusion offa song; |
one is a melodic cadence leading to tne lower tonic at the end of the

final asthax 11ne the other 1s a restatement of the a sthaz at a

greatly reduced tempo

~ D Evaluation

The presentation of this model of Qawwali music‘in tne abétract
represents'the farthest extent to which the musicological approach can go
to generated a Qawwali song. Thus the presentation\of thi's model
constitutes a fitting conclusion to the musical analysis of Qawwali. At
the same time, the dbv1ous shortcoming of the model--its 1nab111ty to
_generate even onepsong in the concrete--suggests.the need for a different
Tevel of inquiry, thus making it a natural starting point for the
analysis to come. ‘For this purpose, let ds take stock of what has been
achieved so far: We have a,ndsical analysis pf Qawﬁa1i which provides
‘the reader with the musical frame of reference by way af four musica]l
paraméters and identifies distinctive‘features by'meané of their
functional cqnstraints, all ‘put together into a'grammar that can account
~ for the structure of Qawwali mustc by way of units and rules impdsed on a
‘model for Sequencing ~7e music which is broadly based on the textual
structure.é, ' | /

But what motivates the aBp1ication of these rules and thus the

choice of musical units, i.e. the actua) programming of Qawwali music, is

Ky
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not contained in this grammar. True, there are certain rules of i
structure that'govern re]ationShips between certain musical . L
elements—-e.g. different endings mnst-be followed by ditferent k\‘\\\
sections--, or even between musical and non-musical elements--e g. oo ;/)
musical meter must represent poetic meter. But such rules only account \\,f\\

for one structural element constraining another. This leaves unmotivated
those musical options o:}choices which are not governed by a structural
constraint. In Qawwali music in particuTar, a reoertoire of such musical
choices is central to the musical idiom. Collective1y designatéd '
"f]exdbi]ity of‘structure' along with "manipulability of units" 1t 1s
assigned special s1gn1f1cance as a distinctive feature and t1ed
explicitly to the functional constraint of satisfy1ng cnanging spiritual
needs of the audience. It is in dealing with this feature that tne
present musical(grammar reathes.its 1im1ts,'for.it can list the choices
by which Qawwali musical structure is rendered flexib1e and its units
man1pu1ab1e : But it canot provide a programme for us1ng those choices.
The fact is, that flexibility is no more than a set of options and
manipu1ab111ty no more than the musica1 mechanics to generate :
flexibility. How to use this flexibility is not a matter of structure at
a]l,"but of process: the process of performance. | '
There is no better evidence for reinforcing this major point'than to'
Vrefer the reader to an actua1 Qawwa11 song performance in transcription.
Transcriptions 1 and 2 represent -two songs. (ex. 3 and 5) transcribed from
“two -recorded Qawwali performances (Performance 1.and.2). ,Transoription'l
. of TorT Sirat (ex. 3, Performance 1, Song 4) presents the beginning part

of the opening line (see Performance 1: 418-432 for complete opening



1ine). Transcription 2 of Kachh jagmag presents the first two statements

“of the second verse (of a.total of Five statements, see Performance 2:
.451-457). Both transcripgions make up the musical characteristics
outlined so far; they also exemplify the musical use of flexible
structuring outlined in the Qawwali Song Model above. The result is an
1rreg@1ar1y patterned musical sequence, obyious]y the result of
structuring choices,]&cking any purely musical rationale. ~

It is to performance the analysis must now turn in order to/pﬁ}sue

what has been left out of the analysis so far: how Qawwali music is

programmed or put together into an actual musical sequence as a result of

a series of choices® (flexibility of strupture)rexecutedfthrdugh the use
of‘appropriate musical structuring (manipulability of‘units). In
considerihg performance, the analysis must shift ity focus first and
fofemost on the dynamic behind this programming process or, in plain
language, find out what makes the music happeén. In Qawwali, there is no
doubt’' what that dynamic consists of, sincelthe }1exib1e strucfuring
process is very eXp1fcit1y linked to the important functiona] constraint
of satisfying changing audience needs, 1Je, the context of performance.
.On the basis of this clué--arrived at fpom,indigenoﬁs concgptuali;&tfon
‘and powerfully re?nforced 1ﬁ\observed-behavior--;what needs to be)
1hvestigated ahd ultimately 1¥corporated into the analysis is the
'perfonnance context, of Qawwélii whatever it may consisf of. For, if
serving audience neédﬁ'is'g primary function of Qawwali music, it is
obvious'that the actual process of programmihg a Qawwali séng is tied in
éxclusive]y with the>performance process and can take pIace only with

: referenée to an audience. Thus a complete analysis of Qawwali music

-~
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1 requires dea]ing with the music in its performance context, for it is
only there that the musical application of the contextual constraints of

satf%fying changing audience needs" can actually take place. Analysing
the process of structuring Qawwal music, then, requires an understanding
of the entire interaction betweer/ the Qawwali - performer and his audience.
‘The remainder of this study will be devoted to just this aim. This will
require a major excursus away fron'the music to the context witnin which
this music operates. First and foremost there is the immediate context
of performance: the Qawnali assembly which constitutes the setting for
the expression of listeners'.neede as well as their musical
manifestation--the music sounded in response to those needs. At one
level removed, the ideological background provides the larger
communipative framework for the entire process which is also informed by
the socio-economic background of the participants.

Heting once out11ned the structare of the context in which Qawwa]i

music mak1ng happens, the stage will be set for the actual analysis of
the performance process as an interaction between context and music.

This wil]ImoVe the focus on to the musician, for it is he_who u1timate1y

brings the two together, by processing context--through his perception of

d ex ressing that context in music--by performing it. Thus the
performance process is properly analysed from his vantage point. This
‘]eads to the isolation of key referents which serve the perfonmer to-1ink
the context to the music Accordingly, it is by introducing these
referents into the musica1 grammar that it may be rendered context-
sensitive and thus capable of accounting for--or even generating--an

actual- Qawwali perfonmance. Starting from the musical structure as a
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take-off point, then, this analysis will proceed to focus on musical

process--the process of performance.
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SECTION II: THE PERFORMANCE CONTEXT ' -
¥ CHAPTER 4
ANALYTICAL VANTAGE POINT

The following section is devoted to a consideration of the context
q1mension of Qawwali music. While thfs éonstitutes a major excursus away
from the music, it is being undertaken from a perspective directly
consistent with the larger goal of analysing music as a process taking
place in performance. The assumption here is that, éna]ytica11y .
spez&ing,hprocess is the opefationalizatioh of structure, and therefore .
the structuré needs to be known before the process can be understood.
This applies no less to the.music’itself than|1t does to the performance
dontext that motivates the programming of the music. Thus, analysing the
mysica1 structure is a necesSary prerequisite %o investigating how that
structure is operatipna]ized in performance--indeed, suéh an-ina1ysis is
already compTeted. Equally, to analyse the contextual dynamic that
motivates this process réquires that the siructure of that context be
understood-fifst. It iﬁ the}purpoée of this section to lay ther
foundation for such an understanding.

| In the‘immédiate sense, the context for programming Qawwa}{‘music;is
the‘oécaﬁion'of its performance. Accordingly, a detailed considerat1o;
of the'sfructure of the QéwwaTi‘assemb]y constitdtés the core‘of this %
sectibn.f In acébrd with its manifest1y"sp5ritua1 function_the~0awwa11
occasion is ana]ysed.as a ré}igious ritual Withvnorms~of setting and

~

k4
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procedure which are informed by a set of relevant concepts. These norms

_constitute the structure of the Qawwali occasion, inasmuch as they are

shared by the participants who actualize that structure according to
their partigh1ar knowledge and mot1vat10n, but always in terms of those

common ritual norms.:?

‘The structural dimension of Qawwali, however, also encompasses
components which are derived from socio-ecenomic norms of Indo-Muslim _
society at large. They figure in conjunction with the explicit religious
norms, but rather af an 1mp1ic1t level; hence they are discussed
separately. |

An understandingvof/the strqcture of the'Qawweui 6ccasion also

presupposes an awareness of the background dimensions which, for all
) W .

‘Qawwali participants, Under1ies the Qawwali tradition: the conceptual

framewdrkfandijetic jdiom of Sufism which prbvide the functional and
operational basis for the tradition, and'the socio-economic reality of

Mustim society in India which not only 1nfonns the parb1cu1ar shape of _

the Qawwa]i tradition but a]so accounts for the soc1a1 and economic

dimensions operating atvthe latent Tevel.
Because the Qawwali is a religious ritual, the 1&eo]ogica1 framework
of Sufiﬂg is of primary importance in defining the nonms‘for the way‘a_

Qawwali occasion is structured.’ Accokding]y, Sufi 1de61bgy and its

, communicat1ve concomitant, the poetic idiom of Suf1sm which furnishes

Qawwali texts, will therefore be discussed first and in enough detail to

. R , ,
i1luminate the following analysis of the ritual itself, i.e. the Qawwali
0ccesion. This is however EOt meant t0'1nvest'religious ideology with

. .
ontological prirority. On the contrary; Sufi ideology, while
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transcending socio-economic realities in theory, is at the same time
1inked with these realities in its institutional manifestations. Indeed,
at that level it may even be seen as a metaphor for those socio-economic

realities. This becomes clear when Sufism and its institutions are

considered in the larger context of Indo- Muslim society. Such a .

perspective, derived from the political economy tradition of anthropology

and relating idedlogy to economic and socio-political reality, directly
infonns the discussion of ﬁufism in its socio-economic context whilé in

an indirect way it underlies the approach to the entire background

context as a potential source of motivation for the actors in the Qawwali
performance process. | - ) : -

While not all Sufis or performers are cognizant of the actual

features of these background dimensions, all are aware that their

knowledge is oriented around this frame of reference. I consider it
essentiai therefore to preface the disghssion of the Qawwaii occasion
itself with an out]ine of the relevant background dimensions, so that the
reader can place the specifics of the performance context into that
larger; frame of reference--a proccedure which runs.basically_parailei to

the one employed in the music analysis. This background chapter will

focus first of afl?on the Sufi ideoiogy which provides the raison-d'etre

and functional basis for the entire Qawwali tradition. A second, related
background dimension is that of the expressiVe'medium of communicating

mystica1 throught and experience in Sufism Compiementing these

'ideationa] dimensions is the foiiowing discussion on the socio-economic
* realities underiying Sufism and Sufi ritua1 practise including Qawwali.

Finally, and $till within this perspective -the perfonner is brought into
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special focus, in anticipation of his central role in the performance
- process of Qawwali |

From the contextual background the discussion moves on to the actual
context of Qawwali music, the Qawwali occasion of performance. In order
to acquaint the reader with the Qawwali assembly as an ethnographic
concept, an overview outlining its general ;eatures will introduce the
detailed d1scussien of its structure. The entire discussion on context,
‘then, is built in two stages: the first stege establishes the contextual
background, the second and main stage introduces and then analyses the
actual context of Qawwal1 music in terms of its structure.

The Qawwali occasion per se is analyzed using an approach derived
from ethnoscience and situational analysis and makes reference to both
the cognitive and behavioralglevels of structure; one is represented by
the conceptual frame of refe;ence of the.Qawwali assembly, the other by
the two complementary domains of the sefting and proeedure of the
assembly. The result of this analysis is presented as an ethnographic
ebstraction containing concepts and features of setting and structure in
their relevant frame of reference--a model or blueprint for the Qawwali
occasion of performance, quite analogous to the abstract model for a
Qawwali song (see Ch. 3:78, Tables 7-10). A1l that will be: required next
is to turn that blueprint into action. For this we have to turn to-the
. actor, and since the complete action- of. a Qawwali assembly includes the
music, the actor can be none but the musician. _Tﬁat, Hoyever, will

constitute the crucial turning point of this analysis, the point of

turning structure into process. o



CHAPTER 5
BACKGROUND DIMENSIONS

The aim of this chapter is to present in outline form the dimensions
of the socio-cultural framework underlying Qawwali which are relevant to
an understanding of its structure and process. These dimeﬁsions _
comprise, on one hand, systems of thoughf and sjmbol which a]] partici-
pants know to be the foundations of‘the Qawwali tradition: These are the
ideology of Sufism and the place of Qawwali within it, and the symbolic
idiom of Sufi poetry which serves mystical expression 1n'Qawwa11. Both.
of these are presented here from the perspective of Ihéian Sufism--rather
than‘that of standard classical Sufism and 1iterary hi;tqry ad '
respectively--, as set forth by leading participants ip Oawwéli and as - |
understood by devotees. as well as;Qawygli performers. On the otheé hand,
there is the background;ﬁimension of social reality: ,Af the level of
general relevance it consists of the socio-historical setting of Sufism
in India which has shaped  Qawwali as a re]jéious and cultural

institution; at the level of specific relevance to the musical domain of

, Qawwali, it includes the socio-economic position of the Qawwali

. L]
performer, including his social and professional identity.

-
s

# Sufi Idéblogy: The Rationale and Function of Qawwali

Thié outline sketch of Sufi ideology aims at presenting what Indian

Sufis consider the salient features of Sufism--whether they are part of
. by

classical Sufi doctrine or the result of local Indian tradition--and then
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to identify the Qawwali ritual in terms of this ideological frame 3f
reference In its organizat1on this outline of Indian Sufism a1so means
to convey the importance of an historical dynamic as a basic structuring
pr1nc1p1e of this 1deology The primary sources for this expose are Sufi
1nformants and, secondarily, the 1iterature that best formalizes their
1deo1ogfca1 frame of reference. .
‘ Indian Sufism is rooted in #he classical tradition’of Islamic
mysticism as it developed in the Arab and Persian culture area between
the ntnth‘and eleventh centuries, andhwas codified in the wrttings of the
majoriSUfi masteriiby the twelfth century (Nicho1son 1962;‘Arberry 1950:
'Chs.C;—7, Rizvi 1978: Ch. 1, Milson-1975: Introduction). Sufism ﬁos
propa;atedtthrough the‘great Sufi orders which were founded during the -
twelfth and thirteenth centuries (Arberry 1950: Ch. 7, Trimingham 1971:
Chs. 1 and 2) and 1nc1uded the establishment of Sufism in India (Rizvi
1978: chs. 1-3, Schimmel 1975: Chs. 1 and 2).

The salient 1ngred1ents of the Islamic mystical tradition thus
established are: a common theory of the mysticol way (tarfqa), and

elaborate verbal code to elucidate that theory, a basic 1ist of eminent

mystics who are recognized as the founders and authoritative masters of

‘Sufism, and a 1arge stock of hagiographic material (Mi]son 1975: Ch. 5)..

A further essential aspect of classical Sufigm is the aesthetic element,
for réther than consfsting of a common'body or doctrine, “the Sufi
movement ... formed a complex association of 1maginat1ve and emotional

attitudes" (Gibb 1962:211) which found expression 1n the rich poetic

traditions inspired by Sufism throughout the Is1am1c rea]m

>

Sufi fdeology is a response to orthodox Islam, at the same time

o

-
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.emanating from its very tenets N Tgus while affirming the unity of God

(tggh}ﬁ) and the absolute distinctfon between Creator and created, Sufism
also assumes an inner kinship between God and man and st:Jves to bridge
the gulf between them throggh the dynamic force of love (muhabbat)
Mystical Tove, the central concept .of Sufism, has two complementary
dimensions essential to the sphere of Sufi thought and experience One
comprises man' s deliberate con5cious striving toward God by fo]]owing the
Way (tariqa) under the direction of a spiritual guide to achile “stages"
or situations" (magamat, p1. of magam) of nearness to God. The other

~ dimension comprises ecstatic-intuitive fulfilment through God's 11umi-
nation of man, His gift of "states" (ahwal, p1. of hal) of nearness,
leading ultihately to union (wisal) with God. h "The maqam is.a stage of
spiritual attainment which is the resu1t of the mystic's persona] effort
and endeavour, whereas the hal is a spdritual mood depending not upon the .
‘mystic but upon God."’ (Arberry 1950:75). -

Clearly distinct from each other, both dimensions are conceptually |
integrated into the scheme of the Sufi silsila-s, the spiritual "chainsf
of those who followed the pathfand'rece1Ved illumination from God, which
1n turn empowered them to be guides (_hgigg _B__) to other seekers or
d1scip1es (murid) Discipleship (_EQL__) 1ifks the devotee to this .
geneatogy of spiritual power through his pir to the great saints of the
past, to Hazrat Ali--the Prophet‘s son-tn-]aw and discip1e--, then to
JProphet Muhammad himself and u]timately to God (see Table 12) It is = <
this principle of spiritual linkage (ta' allug) and transmission which —

~ underlies the,structuring of. Sufism through the estab]ishment of the

great mystica] orders and theirjextensions throughout the Islamic regton,

e
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TABLE 12: HIERARCHY OF SUFISM
. (with refer/ence to India and Chrishti silsila)
: . =—— direct spiritual link .
~~- geveral spiritual
generations
GOD - o
’ - PROPHET MUHAMMAD
i HAZRAT ALI
' :
§) ) ’ l '
_.(FOUNDER SAINTS OF MAJOR ORDERS) s
‘Chishtiyi Suhrawar/dixi' _ Nagshbandiyi Qadriys
Minuddin Chishfl "K{'xwa‘]a Gharibnawaz'" | ’
(d. AJmer 1236)
Qutbugdm K.k'{ "Qutab Sah1b”
(d.” Delhi 1237) o ’
+ . Fariduddin Shakarganj "Baba Farid" : ' ' -

4

~(d. P3kpattan 1266) . L /

Alguddin Sabir "Sabir PEk" .  Nizimuddin Auliy3 "MahbGb=e-II5H"

{(d. Piran-e-Kalyar 1291) (d. Delhi 1325)
R NasTruddin ""ChirZgh-e-Delbi" 'Amir Khusrau
v (d. Delhi 1356). - (d Delhi 1325)

- Syed Muh, Gesudara.z “Khwa_]a Bandanawaz” '
- (d. Gulbarga 1422) :

1
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wherever Sufism too&droot;

At the core of”this strUcture is the‘teaching relationship of

spiritu31 guide to disciple. Indeed, the attachment and submission to a

ﬂshejgg.or pir is considered an essential prerequisite to attaip the goals -

of mysticfsm, through his guidance along the "stations" of the "path" or
Way, and also to receive the benefice emanating from one who has
acchieved spiritual superiofity. Indian Sufism in particular, i
conceptua1{zes ddv1ne power and man's re]afionship to it in hierarchical
terms: There are:degrees of nearness to‘that power which are reckoned

i -occording Fo che princ1p1e of spiritual descent from the great Sufi
masters or saints (auliya, pl. of wall) of the past, and manifested in a
Sdfi's spirifua] geneo1ofogy, leading through his founder-saidt,to Ali,
B the Proohet‘and thus to God; (see'TabIe 12).

| ‘ -Another‘important aspect ofvfhe discipleship principle is the

o reso1t4ng relationship of spiritual “brotherhood; which 1inks the

disciples of one spiritua]Aguide, as encapsulated in the expression

gTrbhayT or “brother~in— Jr"--quite analogous in meani “brother;in-.

Christ." Indeed this bond is considered fundamenta¥/to the concept of
'the Sufi community - . »n

4 Later Suf1sm has/also come to emphasize nearness to. these saints and
~ their power in spatial terms“ at tbe abode of their final union with God
i.e. theirvtomb Accord1ng1y, Suf1sm in- Ind1a (see e.g. Eaton, 1978) as

elsewhere (see e.g. Geertz 1968 Crapanzano 1973) has in recent centuries

shifted its focus of orTentation to saintly shrines, their founder-saints

and spiritual power. In this ta'ifa phase of Sufism (Trimingham 1971,

Ch. 3), the devotional veneraiion of saints as spirifual‘1ntermediar1es~

W

<
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and mediators of divine benefice (barkat) becomes an integrai and central

(‘
part of Sufi- practice -in-addition to personal discipleship and Tineage

1inks.

The core‘of Sufism is, however‘ experiential, for, in the words of
the great Sufi teacher al Ghazaii, "what is most essentiai to Sufism
cannot be 1earned, but can oniy be reached by.immediate\experience and

ecstasy and inward transformation" (quoted in Nicholson 1914:29).

Mystical love, to become the dynamic force of both magam and hal, must be
~cultivated spfrituaiiy and aroused emotionally. This is achieved throdgh
ritua]_or devotional practice, in particuiar the reciting or

"recollection! of God's name (zikr), and the listening to spiritual music

(sama'). Zikr, “the constant recollection of God" (Schimmei 1975;8&),
~ consists of the repetition--siient'or voiced--of divine ‘names or

reiigious-formuiae Its partticular form and emphasis «is part of theA

teaching tradition of the various Sufi orders and it is often practiced

co]iectiveiy in assembiies ied by a sp1r1tua1 leader (haiqa e- zikr see

e. g Haas 1917).
while zikr is sanctioned by koranic order (e.g. Sura 33: 40 and
13:28), sama' has aiways remained a theo]ogicaiiy controver51a1 practice
- because the_mainstream_of Islamic thebiogicai opinion has prohibited
nusic as dangerous and‘uniawfui,faithongh no direct prohibition of music
» is contained in the Koran (Roychaudhry 1957 Ch é, see also ?armer
?f__“,éaés, Nadvi 1959 Phulvarvi 1968 on this issue) On the other hand,
Isiamic tradrtion recognizes and cu]tivates the chanting or cantillation
of reiigious texts, principally the Koran itself. Inspite‘of 1ts-musica1

features, particulariy its pitch organization,'such,chanting‘is conceived



of as non-music and termed "resjtation" or. reading" in Arabic as well as
Ain other Muslim 1anguages _ | .

In religious cantillation--as in all ré¢itation (including chanted
poetry, cf. Qureshi 1969)--musica1 features’are subordinated to the
- religious text and'function and thereby legitimized. Singing, on the
-other hand, is characterized by the presence of independent musica1
" features which'exist for their own sake, most ot all the sound of musical
instruments. Indeed, musical instruments are considered the‘hailmark of
secuiar‘music-;in Urdu, as in'Hindi the Eng1ish term "music" is in fact
often used to denote "instrumenta1 accompaniment "

| It is against this dual background conception of museg and

recitation that the practice of sama --listening to<myst1ca1 music--takes
on a controversial character for the traditional music for samal haS'
nonmal]y included the use of instruments, particularly of percussion to
reinforce the element of zikr repetition which is considered inherent 1n
it. Within the Sufi conceptua1 framework sama' is therefore not accepted
uhiversa]]y./ Orders with a more orthodox.orientation prohibit 1ts use
altogether or co romise by perﬁitting mystica]‘songs unaccompanied by
'1nstruments v However the mainstream of Sufi tradition accords |
importance to sama_ as the context for a Sufi's attaining wajd _the i
ecstasy of what means 1itera11y "finding" God. Sama Sama', in fact, is "‘
doubt the most widely known expression of mystical life in Islam
(Schimme? 1975 179).. | |

The concept of sama' in Sufism'comprises first and foremost that
which is heard, the "divine message which stirs the heartltO“seek'Godg

'(Hujwiri 1970:404). That'message is normally assumed to ‘consist of a
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" poetic text which is set to music, 1 e. a mystical song// Indeed Sufism
considers poetry to be the principal vehicle for the expression of -
mystjcal thought and feeling; thus its musical rendering becomes the
means for turning this expression 1nto a spiritual and emotional
experience for the Sufi 1istener. Utlimateiy, then, the sama' concept is
focussed on the 1istener--in accord with its literal meaning ("listening
or audition")--and on his spiritual capacity for ‘receiving what he
hears, including all the implications of an ecstatic response. This
means that, even‘where Sufism permits music for sama', it invariably

. places constraints .on the Tistening process. Sufism achieves this
primarily by placing the entire practioe of sama' firmly within the
hierarchical structure .of spiritual authority (e.g. Hujwiri 1970: Ch.
25). Accordingly, the prototypehsettjng for sama' is an assembly of
mystics nnder the'guidance of a spirituat master.

| Conspic1ous1y absent from the sama conception is the maker of that
which is 11stened to--the performer. Yet it 1s 1mp11ed that, starting |
from early Sufi treatises. (e.g. the 11th C Ibn-e-Arabi and AJ Hujwiri)
s1ngers w1th a special competence serVed-mystica1 assemblies (Hujwiri ﬂ
'1970'417) The main\point is that a conceptua1 separation exists between B
the Sufi listener of the sama' message “and the singer who is causing the
message to be.sounded In Indian Sufism, the one is termed Sufi or,
collectively, mashaikh (p1. of sheikh), .the other Qawwal, meaning'
Titerally "the'one nho sa}s,' the singer of a verbal message“--the
message being Qawwali (derived from.ggg_ i.e. saying“ in Arabic)
:Qawwali is sama' set in pract1ce. mystica]ipoetry is set to music and

-

enhanced by a powerful rhythm as well as by repetition so as to suggest
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zikr. Instrumental accompaniment reiﬁforcing both rhythm and melody are
part of the conception, rendered‘acceptable“by.their context andqfunction
despite their proscription in orthédox Islam. |

There is,.1in Indian Sufism, yet another factor cpntributing to the

importance accorded to the sama' concept in the major spiritual 1ineages:

_the ubuquitous presence of religious music in Hinduism. Since music is

an integral.element in the conception and practice of Hinduism, .
espet1a11y its devotional moiément, Indian Sufis recognize that in a
Hindu environment the spread of IS]amicAmysticism justified giving

special emphasis to sama'. 'While there may be some element of apology in

this justification, the general Sufi {hterpretation--of course excépting

the silsila-s that prohibit music--is to accord 'special significance to

music as @’means to give ‘a more universal reach to Islam.

B Sufi Poetry: The Texts of Qawwali

Sufi poetry, the source of Qawwali texts, constitutes a principal
vehicle forAexpressing and édmmun1cating mystical thoughfvand experience.
It is therefore appropf1ate_to outAine'tne features of this poetic 1dioh
in reiaiion>to the ideo]ogicél'dimens1on of Sufism. This‘apblies
bartiéular1y Eq all aépect; of pbetic:content, but §1sovtoA1anguage.

HoWever; because of the struétural re]ationship,between Qawwa11 texts and '

Qawwali music (see Ch. 3B above); it is also necéssaryifor this

discussion to cover aspects Qf pbetic fqnm and meter. Being more

" technical in héture,>their principé] feature§,are'summqrized in two

tables (Tables 13 and 14), using standard Western termino1o§y,and

symbols. Otherwise, this section too is entirely based: on information
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gathered from both Sufis and Qawwali performers

The contentious e]ement in the concept of sama “or Qawwaii is
musical sound per se; but in fact the music of sama' is never conceived
of apart from the Sufi poetry that constitutes the song.texts ot’Qawwali.
»Indeed, Qawwali is the musical perfonnance of texts. These texts
comprise a vast range of poetic expression, generated“from the Persian
‘ mystical poetry of classical Sufism. Ever since its beginnings, and
particularly since its expansion into the Persian culture area,lSufism
' has inspired poetic expression of both inspiratioha] and didactic

character. It became the vehicle for conveying mystical experience while
"at the same time representing the legacy of the great Sufi saints and
- teachers. Most of all, classical Persian poetry provided an unlimited
range of aesthetic'expressioh to mystical love through its idiom of
'styiized imagery centering on human 1ove, thuslgiving a particu]ariy
metaphoric quality to the manifestationro} spiritual passion (Schimmel
°1975 187 ff). :

This poetic idiom of ciaSSical Sufism has remained a1ive in the -
regions of Persian Sufi influence, through 1ts use by Sufis in teaching
and se]f—expression but most of all through performance in the samg_

' ‘assembiy. In addition, these regions, including India subsequent1y
‘acouired repertoires of Sufi poetry composed in local 1anguages

In India, the poetic repertoire used in Qawwaii assemblies includes -
three 1anguages (though Sufi poetry exists in other Tocal 1anguages as
well, see Schimnel 1975 383 ff); they are- Farsi ‘Hindi and Urdu. Hhi]e_
related 1inguistica11y, a11 three represent distinct socio-cultural

contexts and sty]es, hence they serve both performers and Sufis as

1 Lt - - . -
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primary categories for the Qanwa11 repertoire of poetry.

Language -

/

In the Qawwali repertoire, Farsi poetry represents Sufism par. exce1—

lence, in its idiom of symbo1 and imagery as well as in its thought

“content. Because of this sp1r1tua1 stature of Farsi--and because it was

" the court and elite language for centuries--Indian poets have composed in

it express1y mystica1 as well as secular poetry unti] the late 19th

century Today 11tt1e understood as a language, Far51 still enJoys a

f

high sp1r1tua1 and cultural prestige and is familiar to Sufis 1n the form.

_of a standard repertoire by venerated poets,. including Persian’ mystics

1ike Rumi (see ex. 4:338), and above all the greatest Indo-Persian Sufi

poet Am1r Khusrau (see ex. 2:327).

 Hindi is the second “c]ass1ca1“ language of Indian Suf1sm Repre-
senting ear]y Indianized myst1cism Qawwa]i poetry in Hind1 1ntroduces

symbo1s and imagery der1ved from Hindu devot1ona1 verse 1n the dialect

1

_particular to it, BraJ Bhasha This poetry 1is character1zed by simp]e
- and d1rect,express1on in a folk 11ke id1om profound in its assoc1ationa1

~mean1ng, yet understood by the untutored devotee. Sufi poets have used

'Hind] s1nce,the 13th century,vmost{famous among them Amtr Khusrau (see

- ex. 3:331), hence_in this C1assica1 form 1t‘1s'c105e to Farsi in
- spiritual prestige Its repertoire is strong1y loca11zed often being

:associated with specific shr1nes or sa1nts | Today there 1s some

)

ascendancy given to Hindi by some: Sufis who wish to broaden the appeal of ..

© sufism beyond the Mus1im community o /

Qawwali poetry 1n Urdu, fina11y, represents the 1d1om of
J
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contemporary Sufi experience, using the current Indo- Muslim 1anguage
Based on Farsi models and using a heavily Persianized vocabuiary, it
incorporates the time-honoured symbolic idiom of classical Sufism, but
adds to it the appeal of familiar expression, Because Urdu poetry is no
‘///more than two centuries old and has 1ittle-association with Sufi saints,
it has ‘less spiritual preSttige than either Farsi or Hindi. Qawwali |
poetry in Urdu is characterized on one hand byjthe.works of serious
contemporary Sufi poets (e.g. ex. 6: 346), and on the other by an
'extensive repertoire of popular-style devotiona] poems composed

s

~especially for Qawwa]i singing (e.g. ex. 7 352).

Content ,' o | }
- The content of Qawwali poetry corresponds to the spiritual requ1re-
ments of Sufism. Spec1fic content categories are identified by Sufis and
Qawwali performers which run across all three languages; neverthe]ess the
ianguage of a poem also has a certain connotational impact upon the
content,'in-line with the language characteristics mentionediabove.
These°content categories are 'distinguished according to their focUs‘which
in a general way corresponds to the dimensions of Sufism outiined aboveQ
- This does not imply that content categories are mutually exc1usive,‘
rather they indicate the primary emphasis or impact of a poem s_content
andfare qsed in this sense by both Sufis and Qahwais.;
.i."Focusjon‘SpiritUaJ Links--Figures of the Sufi hierarchy are
addressed in praise_or devotion, includingiGodiin'the’hagg} the Prophet
~in the’na't (ex. 7:354),‘and Hazrat Al1 (ex. }:322,46:348), Sufi saints
| '(ex.v3:333,'4:339, 5:342),feven 1iving Sheikhs‘in.the manqabat. ’

.
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,2.‘ Focus on Sp%ritua] Emotion--States of mystical love are
expressed particu1ar1y love per se (_shg ex 4: 339 9:360, 10: 366),
separation (firgg), union (wisdl), and includes poems pertaining to
ecstatic states (rindan¥, ex. 2:328). It is in this content category”
where 5 w1de range of themes serves the expression of spiritual emot?on k
by means of metaphoric association (ex. 2:328, 3:333, 4:339). |

3. Focus on Associotion with a local saint--A variety of associa-
tional 1inks are expressed, 1nc1uding»devot1on to a particular saint, his
‘shrine dnd;reference to 1ts ritual practice. Such poems also include
compositions by the saint himself (ex. 10:363, by Nizamuddin Auliya) "or by"
devotees (ex. 2:320, 3:331, 4:336, 11:368 are all by Amir Khusrau,

_disciple of Nizamuddin Auliya). This is the most variable portion of
Qawwali texts; its principal ianguage is Hindi, the preferred idiom for

. 2 .
addresg;hg‘un1ettered devotees (ex. 3:331 f, ex. 5:341 f).

.Poetic Form

Both dimensions of formal'organiiation verse’structure and poetfc
Ymeter are- strongly dominated by the. classical schemes of Persian poetry

(ex. 2 4, 9 11) . Urdu poetry. follows Persian models directly (ex. 6
-,7) and even Sufi poetry in Hindi shows_its influcence (ex. 5). The pro-
totype form in Sufi poetry‘isvthe ghazal which is found in the overmhelm- /
‘, ing majority of Qawwali songs {ex. 2, 5, 6, 7, 11). ‘;_
- The poetic form of a]] Qawwali poetry’ 1s strOphic. Its structural
;: units.gre verses orggnized on the basis of the contrast between rhyming

and non- rhymfngfverse Tines, Most rhyme schemes in Qawwa11 poetry are

'based on a consistent rhyme sy11ab1e which occurs throughout the poem and
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is often extended by a repeated monorhyme. This arrangement underlies
__the ghazal form in which thematically self-contained couplets identical
in form are linked by such a common rhyme scheme: the first coup]etb.
establishes the formal pattern with a rhyming opening line, while in the
remaining couplets a non-rhyming first line is complemented by a rhyming
concluding Tine identical in structure throughout the poem (see Table
13), |
The ghazal form has been considered "an ideal vehicle"-fer mystical.

experience (Schimmel 1975:162): The repetitive monorhyme or radif is a
vehicle for the reiteration of a cenfral word phrase or concebt in the
manner of the zikr principle (see p.103 above, and cf ex. 2, 4). At the
same time this built-in refrain‘principle so strongly 1inks the verse
- units together by form that it allows for free associational play on the
icentral theme in each couplet without requiring the structure of a .

thematic sequence. The on1y couplets with a distinct structural identity

are the first one, the mat1a',.which establishes the theme of- the poem _

and its rhyme scheme, and, in a maJority of poems, the last one, the

Egg&g_ which usua11y introduces the nom de plume of the poet (see ex.
2:328). | R

 VarioUs other strophic arrahgements areffohnd mainiy,in Hindi poetry
where refrain lines are a more prevalent feature. In the most common
form a refrain 1ine alternates with strophes of two or four lines in
which a non-rhyming 11ne is followed by one that-rhymes with the refra1n
(ex. 3:333 f). Less common in- Qawwa]i are the ‘extended strophic forms of

Farsi and Urdu where each verse of four to six Tines conta1ns a different

rhyme but is conc1uded~by,a constant rhyme as well.
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TABLE 13;:. '~ QAWWALI POETIC FORM
Common Patterns

N . N A . - -

a) Ghazal Form (Farsi, Urdu, also Hindi)

verse 1l (matla'): a (2 = rhyme + monorhyme
’ a b = no rhyme)
i .
subsequent verses b
a

last verse (magta") by, poet's nom-
: a} de -plume

b) Hindi Form (common version)

3

refrain line a (a = rhyme
' b ¥ no rhyme)
verse b . — 5
a

c) Ruba'i Form (Farsi, Urdu)

rhyme @

single verse
° non-rhyme)

nu

pTE e



- express their ind1v1dua1 composition (for background see Weil 1960,

» : 13

In addition to strophic poems Qaw&ali poetry also includes short
_poetic forms of a single strophe, for these are used in performance as
introductory verses and inserts 1nto the. prfncipal poem. - The classical

short form of Sufi poetry 1s the Persian ruba'i or qata of four 1ines in

which the rhyme scheme (agba) h1gh1ights the dramatic’ structure of an
epigram 1ike poetic statement (see Table 13 and ex. 9:360). This format

is considered so standard that it has lent its name to. introductory

verses in general; they are called ruba'i, even when the actual verse has ©
a d%ffehent form. A single- coup1et or strophe from a longer poemvmay‘ t
also serve as an independent verse unit for introduction or insertion

(ex. 10:365f). The Hindi equivalent of the introductory coupfet is the
doha, a two-]tpe'verse with & common rhyme and containing a cohh]ete

poetic statement (see Table 13).} Two er more couplets hay also be joined -

for the purpose of either introduction or insertibn, provided they

' cdnStitute an approhriate unit of content (ex. 11:368 'f). 5

3

Poetic‘Meter

bawwali pdetry is rich fn.divehse metric'sdhemes derived mostly from
Persian prosody (' aruz) which 1; turn originates in Arabic mode]s. This <»>
prosodic system is based on the principle of syllabic quantity, hence ies
basic units are the short and long syllable which are grouped into a
number of prosodica1 "feet" fromd two to five sy11ab1es long The system y
recognizes eight pr1mary feet and numerous derivatives represented:ﬂot\by ' o

‘short tong symbols, but by d1fferent mnemon1c words in Arabic which

B]ochmann 1872, Ruckert 1874). AN meterS'derived from this system are

~
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composed of a definite sequence either of severa1 different feet, or of
the same fqot repeated ‘compare ex. 6 348 and 7:354), and a meter remains

\
the same throughout one poem, except for an occasional change in the

ruba'i. In length a meter can range from three to eight feet, hence
between poems verse lines vary greatly #n length (compare ex.l4:339 and®

6:348).

~

] .
Hindi poetic meters are very much simpler, using two basic

combinations--dactylic or anapaestic--of a grouping that consists of one
Tong and two -short‘,syl’lables (see Table 14 and ex. 5:343):—
of the wide variety of meters occurring in Qawwa]i poetry most are
organized symmetrica]iy into two three or four: equal parts Table 14
.lists the most frequent metric arrangements along with their sy]]abic
representation and reference to the examples This is not to imp]y that
Qawwali performers 1dentify poetic meters in this formal way, and among
Sufis only those with 11terary training do so. Yet all those using this
poetry are conversant w1th its scansion indeed for Qawwais-that is a
prerequisite for comp051ng and performing correct]y R
The range and divérsity of Qawwali poetry 1s ‘%o con51derab1e that
one can hardly conSider it a poetic: idiom co]iective]y, Its origins
range fromigreat,éufi saints to folk anonymity, and available sources
vary from pub]ished clasgics to the memory of o]d performers. Yet,
because of the baSically metaphoric quality fo all Sufi poetry, even the
_simplest. fo]k idiom is invested with profound spiritual meaning, while
the classical §ufi _poetic idiom is characterized by the two-]evei -
'osci11ation between the obvious sensual and the impiied spiritua1 level . .

of expression (cf ex. 2 and 4, 3 and 5). It is owly in the most recent .

S
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TABLE 14: QAWWALI POETIC METER |

a) Most Common Pers_ian-Urdu Meters

Al) u - - -lu“'-“-; -'u - - -,u - - -_(long-shortp'attern)‘

Hazaj Il mafa'flun mafa'fluh mafi'flun mafi'Tlun (mnemonic identi-

' : fication) ’
2) - 'u = -qu - -qu - -,uu -’ (see ex. 2)

Raml 3 |
3) --ul,-\u-ulu--u,-u-!

Muziri

4) - u -'7-'—?,13 -,- u -"- u ‘-'-,(2:'()
Mutadarik 2 4 S

‘ 5) - u -l- u -I- u'-,-,(Zx)

~-Mutadarik 3 ‘
B Y R R P P

Raml 1 ' . '

7 uu - u - lu u -~ u -,0 (2x) | : (see éx. 6)

Kamil . ' ]
| 8) u"- . Ibu._ --‘u } -'lu _ -, - ‘ /
“Mutaqaribl .« S
: 9) )?‘, - .u - - '-v u - -bl- u -‘ (see ex. 4 and 11)

‘Raml 2 R o " e : v .

~

1): - u ul - Eu, (mul_tipleé) . v,('see ex, é)

3

(see ex. 5)

TN




Urdu. poetry composedd to address large- untutored audiences that the

traditional 1anguage of metaphor is reduced to one-simplified ievel (cf.

ex. 7). .

C Socio-Economic Rea]ity of Sufism: The Setting for Qawwali

This section complements the discussion of Sufi ideology; it also
encompasses it, in the sense of providing a socio- economic frame of
reference in terms of which that ideology becomes operational‘\\A

political economy perspective is used to identify the instituti ns and

processes which characterize the Indo-Muslim. polity and\then o show the
dynamic by which they are related to Sufi institutions apd process.-
Because-of the historical roots of this relationship, i is necessary to
introduce a.historicai perspective into thiS'account, especiai]y since

the somewhat marginal place Sufism and Qawwali occupy in today's Indo-

Muslim society--Which itself has ceased to be the dominant polity in
Indiafﬁcan in no way account for.the power the QawWaii‘assembiy still has

vasZaBsociai'metaphor. Contemporary socio-political developments are

touched up n only inasmuch as they explain clearly estabiished features

'of Sufi practice without discussing’ on901ng trends toward change.

. The deve]opment of Sufism- within Indo-Muslim society accounts for
the socio-economic framework under]ying Sufi institutions, including that
of Qawwaii.h wile_knouiedge of.the realities of this_frameuork~is -}'
essential for participants, especially performers, to operate within_the

Qawwali assembly, awareness of'thelpurely socio-economic and political

implications rarely‘becomes manifest and isfiikeTy'to be rare in fact as

well. .

116



In the Ihdian subcontinent-Sufism, and with it Qawwali, took root
“during the_13th century,withiﬁ the socfo-cu]tﬂra] framework 1nstituted.by
" Muslim rule, and under its patronage aﬁd‘protection (see Ahmad 1963; K.A.
Nizami 1957; 1974; Rizvi 1978?.' Through a series of dynasties ru]ingl
from the 11th to the 18fh century'MuS]fm rule imposed a centralized
agrarian bureaucracy ngr an gxisting feudal economy, in which a rigid
caste system had beeh operatihg to enforce both authority structure and
the local diviSion of 1ﬁbour This resulted in a social structure
dom1nated by a ;u11ng h1erarchy of Muslim nobles and funct1onar1es who
derived the1r power ;;d status in re]at1on to their prox1m1ty to the
central ruler. Loca1rru1ers.en30yed varying degrees of autonomy-r'
expec1a11y on the detline of Mugha1 power (17th to 18th c.)--and to a
degree rep11cated the centra11zed elite structure (for background see
Athar Ali 1966, Habib 1963, Spear 1970). |

“  Within this elite, hierarchical re1ationshiﬁ§ traditionally followed -
a courtier pq;tern'of-submi§sion in return for benefice. These }eIation—
sh1p§ were goJerned'by formqlized codes of behavior ('adab), and |
eTaborate court ritual. _Athhe core of both lay the articu1ation of
submission aﬁd a]]egTance to é‘shperior by means of a gjft or offéring

' (nazr) which, once accepted, "entailed an obligation to confer benefice on-.
the donor, thus reaffirming the 1ink between inferior and super1or
members of ‘the elite hierarchy:(Ashraf’1970:72 ff). Members of the
Muslim elite also validated their status énd'engaged in‘compétition with
one another by pract1s1ng conspicuous consumption and by patron1zing

retainers (for background see ‘K. A. N1zam1 1974 Athar Al 1966, Ashraf
| 1970) ' |



Essentially, two types of-services weripatronized by this elite,
belonging to two distinctly different social” strata. The "lower"

services, or shagird pesha ("serving professions," menials), comprising

specialized cratts, artisan skilis'ano personal services, were provided
by hereditary professionai soecialists belonging to Hindu occupationai
castes or, more often to their equiva]ent Mus]im«conyert‘groups.'
_Characterized by an ascribed status and a position of economic _
A’dependence these groups re1ated to the elite as in the traditional
patron4c11ent or jajmany system preva]ent throughout trad1tiona1 India
(for background see Wiser 1936, Lewis 1965, Kolenda 1963). Though not

strictly within the caste system, Muslim occupational classes, too, were.

the hereditary clients serving feuda] rurai or urban patrons under fixed

/
inter- caste-like conventions of authority and subm1551on (for sources

'deaiing with Musiim data see e.g. £giar 1960, Madan 1976, Ahmad-1978).
The "higher" services of administration iculturei re]igion and

N personal retainership were prov1ded by groups drawn mainiy from Musiims .
 of foreign descent who genera]]y belonged to the elite category within

5the soc1a1 structure. Their relationship with patrons followed court]y ‘

conventions but contained a strongly personal and arbitrary element which.

accounts for the dimen51on of social mobiiity thrOugh persona1
allegiance What seems significant ‘here is that access to the centre of
power and resource, personified in the ruling eiite waS'related to the

*acceptance of persona1 a]legiance an arbitrary criterion not jusg\to

the “her dity of occupationa] class. During the height of Musiim rule in

the Mugha'_period (16th to 18th c.) thisfﬁcourtier“ pattern came to

‘dominate social re]ations'among the eiites and to a degree*it persists to _

- 18
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_the presept._ Bribery,-though universally condemned in recent times, can
be seen as a natural concomitant of this pattern, representing'the
material 1ink ioffering) between client and patron.
As a whole traditional Muslim society in India is characterized by
a ba51c division into two comprehensive social strata One comprises the
ashraf (sing. sharif i.e. ' 'noble"), "noble" or "well-borp" Muslims
claiming foreign descent and holding political or economic power,
-especially land; it-also includes those with some access to either. The
other comprises the "low-born" Muslims considered to be of indigenous
origin and grouped into occupational classes or castes" (zat a term ”
l‘roughly equivalent to the Hindi term for subcaste jati but also |
denoting ' socialaclass generally). These are ordered hierarchically and
separatedlby endogamy much like their ‘Hindu counterparts; whereas the
.four,categories of the "well-born"; based'on genealogical or geOQraphic
' origin are but loosely ranked and lack strict. internal endogamy“- What .. . ..
_links the entire MusTim. social structure and distinguishes it from Hindu b ' ‘iﬁ;
caste society is that power both political and economic constitutes the .
_ primary criterion of status differention Religion can at most play" a ,:ﬁ
legitim121ng role, in addition, religious stature can .serve to enhance D
social status (for perspecttnes on Indo- Muslim social structure see - o A
Ansari 1960, Barth 1960 Dumont 1970 Ahmad 1973, Madan 1976). _ |
o Culturally, Muslim rule was oriented initially to the Persian and
" Central A51an realm of its origin, but gradually a blend of . foreign .
‘Islamic and indigenous Indian elements came about however w1th clear
'superiority assigned to the former (for background see ‘Ahmed, 1964,
“1969) Thus the court language and idiom of high culture was Farsi with

J ’/ -
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Hind{i used on]y as a lingua franca to'address the unlettered From this,
‘Urdu developed as a synthesis of both langua?QS“\hased on Hindi structure
with a heavily Persianized vocabulary ‘By the 18th century.Urdu became
the Indo-Muslim elite 1anguage and lingua franca, and in4igenous Indo-

" Muslim cultural traditions were well established in the arts, including
music (for background see Bailey 1932, Saksena 1940, Ahmed 1964 chs. 10,
11, and 1969 chs. 8, 9). | |

Within this socio-cultural framework Sufism estab1ished itself in
the Indian subcont1ent along with Mus11m po11t1ca1 ru]e Indeed' it came
| 'to represent and 1egit1mize that rule, and in time Sufi practices and
1nst1tut1ons came close to mirroring the social structural pattern_of
that rule. | | | | o

vFrom_the»beginning,1Sufi leaders anditheir'spiritua1 descendants
played anlimbortant'role in estab]ishing centres of_mystical"iffe for
Sufi- adepts which also served the. teaehing of Islam among the non'Mus11m )
'.populat1on { Ahmed 1955 Eaton 1978).  In turn, the’ imperia] rulers were

3generous in grantmng property endowments tg such Sufi estab11shments in

0 . Hparticu]ar the shrines built around the graves of the1r founders Four

-31mportant Suf1 orders were 1ntroduced into India during the 13th and upto
the 16th century, along w1th other minor ones - The four are - the |
ihChishtiya and the Suhrawardiya fo1lowed by the Naqshbandiya and the

| Qadntya (see'Trimingham’1971? Ch.2 and Subhan 1950 Ch. 10, also Rizvi
h1978 for their origin and background) | |

| ‘ The Chishtiya is the ear]iest and the- one spread most wide]y
_‘throughouttlndia, in fact it has remained an Indian order with little
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presence outsidelthe subcontinent. ;Estabiished initiaiiy by Muinuddin

. Chishti at Ajmer,and.hi;,immediate spirituai'successors (see Table 12)
the Chishtijorder,was initia11y in close ContaCt.with the imperial Muslim
'court, thought'some ear]y Chishti‘saints, notably'Nizamuddin'Au]iyarof

" Delhi, refused to accept landgrants'as rewards.> But the generai pattern
of development was that\the state supported shrine estab1ishments by both |

‘ ianded_endowments'ahd also by direct-patronage»through members of the-
e]ite. Hand in hand went;the increasing popuiarity of such shrines as

: centres‘of‘saint veneration“’attracting vast numbers of uninitiated
devotees in addition to the Sufis- attached to the <a: r'c/ lineage.

| Aiong with this. iocalization of- Sufi practice and the- concomitant

need for 4¢he management of shrines and rituais came an expanSion in the

"‘-»-:.

reckoning of Sufi 1ineages from the purely spirituai descent pr1ncip1e to
the inclusion of familial descent from a founder saint Sufism Simpiy
adopted the socia] structural princip]e of heredity by patrilineai
‘descent prevaient throughout Indian Musiim society, thereby according to
~ the phy51ca1 descendants of saints the hereditary right to contro] and |
"manageathe endowments both spirituai “and materiai of their ancestor
¢d(documented in Eaton 1974 for South Indian shrines). Thus'a dgrgah or
. Sufi shrine whether endowed with property or not came to be contro]led
by a 1egit1mate representative of the saint buried there ‘whose right is
based on fami]iai rather than spiritua1 descent (documented for
‘Nizamuddin Auliya in Dehlavi 1964) : '
' Theoretica11y, there is one sing]e successor to the 1eadership of.

the saint and his tomb called sajjada nashin or gaddi nashn (the one

sitting on the [saint s] prayer mat or: throne) but/at most large shrines -
v / : '
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Pty ..
at least two if not more descendants ciaim this right At the major
_ shrines of the Chishti silsila such as Ajmer or Nizamuddin Auiiya entire
"communties of such representatives, called pirzad (p1. of pirzada, son
of a.pir, see p. 251 ff for N1 zamuddin Auiiya) or khuddam (pi of knadim
one serving the saint) have a hereditary share in managing the shrine's
spirituai and material benefits Here too, however, one or severai
individuai 1eaders stand out as the equiva]ent of an official

vrepresentative*or sajjada nasth though often under different titles.

As a ciass, these "descendants" constitute the nobility of ‘the Sufi
/shrines Individually or coiiectiveiy, they receive the income or
revenue from shrine endowments Most of all, their famiiiai and
.mspirituai inheritance from the saint enables them to mediate between any
non-related Sufi and the saint on’ one hand the descenqant himself '
‘represents the‘saint s foiiowers by means of traditionai Sufi teaching as
: we]i -as ‘by distributtpg its material tokens especiai]y in the form of .
'-'amuiets\itawié) On the other hand he acts asvthe agent (wakii) of the |
~ Sufi devotees, especiaiiy referring their concerns to the saint in their o
. absence ‘Most 1mportant of all, he 1s entitied “to ‘accept on behalf of
--Athe saint the propitiatory offerings the devoteees bring to the saint
"The devotee in turn depends on the saint $-representative to cater to his -
7.spir1tuai and ritud needs, inc]uding the opportunity to partic1pate in
all Sufi ritual - practices ' LT o
To provide these opportunities and generaiiy maintain the shrine
' the saintiy representatives reiy on service profe551onais who are '

attached to the shrine by hereditary right but are aiso subject to the

B cotroi of the shrine descendants. These norma]iy include professiona]s

'
AR et it s < e [
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providing menia1 services such as sweeping the shrine‘or cooking food
which devotees wish to give away in the name of . the saint. Most .
prominentiy, they also include the Qawwaii performers who are
indispensib]e to the performance of gama_ assemblies as well as shrine'
“rituals. Notwithstanding their superior professional skill and service,
the Qawwals, along with all other service professionais, belong to the
servants of the dargah and stand in a‘serviie or "ciient“ relationship of
dependence to the shrine descendants (This entire setting is )

exemp]ified/by the Nizamuddin Shrine as described in the. Ethnographic
~ Section, Part A).

In sum, the centrai institution of Sufism in India, the dargah
c1ear1y refiects the larger sociaqpconomic structure of traditionai Indo-

V_Musiim soc1ety This can be seen at two levels: At the Tevel of a se]f-

¥ contained institution the Sufi dargah 1s a quasi- feudai estab]ishment in

which a hereditary appropriating class of saintiy representatives

controls the resources whether property revenue or offerings received
1from devotees Service professionais, inciuding Qawwali performers, are
attached as clients. to this controiling c]ass in a traditional patron-
ciient arrangement by which the ciient has a hereditary right to perform
'the service but under conditions controlied by the patron.
| | Seen at the 1eve1 of its iarger socio—economic base, however the
f'ﬂéﬁﬂéﬂ.is u]timately an 1nstitution of patronage, received either

_direct]y or indirectiy. Not only does the entire shrine estab]ishment
.,depend on wordiy patronage economica]]y, such patronage, especia]]y from

7high representatives of the wor]dly hierarchy, aiso serves to reinforce

L
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its. spiritoai standing, validating the_saintfs spiritpai power with
, tangible evidence. In return for'this moridly support theVSufi .argah
have historicaiiy provided reiigious legitimization for the Mus]im ruling
elites, especia]iy vis a vis the general subject population.
| The institutional emphasis of Indian Sufism on the dargah of course

‘does not mean that Sufism is confined to shrines, Sufis both teach and

practise in a1l Muslim centres of the Indian'subcontinent. But since the

spiritual orientation of Indian Sufis generally is directed to the. Sufi
hierarchy and 1ts saint]y‘]eaders, such circies, too, practice Sufism
‘with reference at least to the saints of their own lineage They also
_ recOgnize the manifestation of saint]y power in shrine estabTishments,
just as they recognize wor1d1y power in the seat of government, they
therefore are the prime supporters “‘both the spiritual framework and

the social sphere of saintly representation centered in the dargah.

The practice of Sufism, particularly in its ritual aspects, reflects’

both Sufi ideology and its socio- economic realization in the shrine

| hierarchy. A highiy formalized code of behavior derived from Muslim
court -traditions governs al formai interaction between members of the
Sufi community and their servants, especially as it occurs in the sama'

| assembly. Indeed, seen in the 1arger perspective of Sufi practice, the
: Qawwa]i assemb]y provides a prototype context for a forma1 "acting out"”
of the structural and processuai features of Indian Sufism, since it is
the one fonma1 setting in which theientire Sufi community is represented

An ana1ysis of the Qawwaii assembiy needs to take in account this back-

.« ground dimension at the same time it w111 aiso serve to iilustrate that&*

LY
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dimension in concrete terms.

Lest this account give the-impression that Sufish operates in a
static social context, it should be added -that, while in India Sufi
shrine establishments continue to exist and operate as before, including
the practise of sama', the 1ack of political dominance and, more
particularly, the recent decimation of the feudal-based Muslim Establish-
‘ ment--due to 1and reforms and migration to Pakistan--have weakened the “
traditional socio-econontic support base of the Sufi shriné e1ites, in
:turn reducing their power of patronage. As a concomitant,.indiV1dua1
Apatronage fromoamong the 1arger public has.assumed more'importanee for

Sufi institutions, 1n61uding patronage from the non-Muslim elite.

D Soc1a1 ang Professional Ldentity of the Performer: Maker of Qawwali

Music

In this section the same political economy perspectlve is extended
t0 the perfonner of Qawwa]i, 1nast!h as he is‘a part of the socio-

economic structure of Sufism In addition, a consideration of his

professiona1 1dentity as’ a music maEer is relevant, 'in the: light of the
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.goa1 of this analysis.. This put]ine~sketch of the performer is presented

“here since 1t forms part of thehbackground eontext ovaawwalt, even .
_thoughvthis.information will mainly-be drawn upon once the performer
becoﬁes central to,the ana1ysi$. -Thishentire discussion is exemp]ifﬁed
“7i1n the concrete hy'the Ethnographic Section which deals wfth the -
perfonners of the Nizamuddin Au11ya shrine; however, it- out11nes what is

~ common to Qawwals a11 over India.
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»Hithin the ideological and socio-economic setting of Sufism the
performer of Sufi music occupies a. totally iﬁsignificant position; yet he
obviously has a[key-function in the central rituaiwof Sufism. The
\ideo]ogical explanation of this apparent incongruity is that Sufism
adnits music into the sama' assembly only as a medium for spiritual
advancement, to be achiered strictly through liétening, while making
music per se is considered against Islamic tenets. But this ideo]ogjcal
distinction between listening to music and performing it needs also to be
seen in its socio~economic manifestation within Indian Sufism, to make
the peculiar position of the Qawwali performer understandab]e.

‘As-mentioned' Indian Muslim. society took over from Hindu caste
society a h1erarch1a1 soc1a1 structure in which highly developed
professiona1 skfl]s are the preserve of endogemous groups of hereditary
specialists of low caste standing (Ansari 1960). Underlying this g
§fructure»is'the;more fundamental opposition between"two general classes '
of society: those wo control resources and those nho,produée eitherv
resources or seryices. The dependence reletionship between these two
tlasses isvreguieted in various highly structured'arrangeﬁ‘h&g\which

.- secure appropriation to the contro]ler or patron while granting the

-producer a 1ive1ihood under conditions appropriate,for his personal g

survival,

Qawwais - 1ike al] musicians fall 1nto the category‘of producers ‘in .,
the wider sense of pnpducing a serv1ce._ At the’ shrine of their
affiliation they have a hereditary right to the performance opportunities
for Qawwali generated and controlled by their patron but they are in

- turn ob]igated to provide their'performing services whenever needed,

-
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otherwise their patrons can admit outside performers into He hereditary
- performer group (as may happen 1q'the group cannot fu1f11 1ts ritual . ;
singing ob]igations). | )

| Qawwals are organized into bradri-s, éndogamous patrilineal

communities defined 1in accordance with a common 1oca1 origin and subject |
to a governing body of elders (pggg_) A1l male members call each, other .‘f
bhayi (brother) and women norma]]y do not seclude themse]ves from male S
Eﬁéﬂﬁl members, though otherwise female sec]usion is. standard practice
* . among Qawwa]s, in accordance with Islamic tradition.. Also linked with
Islamic;p’!ctice is a preference for marriage nithin the kin group, y
including cousin marriage. K1nsh1p ties are thus continua]]y reinforced &
and extended b11atera11y, in the manner of a k1ndred,(cf Neuman 1979 98,
for Muslim musicians in India; and Murphy and Kasdan 1959, for Muslim ©
practice generally). ‘ o
| Soc1a11y, Qawwali performers, 1ike other servwce pnofess1onals, have <> d

fvirtua11y no contact with the Sufis who are their patrons. But like al]

performers, they also stand out as providing a service of a public ; o 4

-~

nature--i -e. articulating a valued cultural trad1t1on--which s

identified‘with socia] and cul tyral prestige and associated directly with

the enhancement or Validation of a _patron's social position. Such a w L
performer's role as-a cultural "mouthpiece“ entails a ‘relatively close o,
~.. ’( \ “

contact with the socio cultural e11te or "cu]ture bearers“ who are his
patrons (see_Irvine 1973 for a fitting e1uc1dation of th?s ro]e 1n a s

feuda] Muslim Society). Personal association or "attendance" (sohbat) at
—--—-—-r~

S~

the teaching circ]e of Sufi patrons is 1ndeed an essential means for a )

Qawwa] to - acquire background knowledge of Sufism and 1ts cu1tura1

LY
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expression, especially the literary dimension'of Sufi poetry which

_ requires a 1iterate tutor. More particularly, this association is. the
Qawwal S Opportunity to become ‘a better exponent of the personal style
and preference of the Sufis he serves in performance. - He may even cement
the contact with a 1ink of discipleship, but that is in no way a -
necessary concomitant of what both Qawwai and Sufi consider a
professional rather than a personai or spiritual tie. h

Qawwals, however are aiso professional musicians and share with
other musicians a professional identity based on the highiy spec1a1ized %&
ski]i of musicai competence Among the various kinds of hereditary
' performers Qawwals beiong to the general category of musicians w1th a
classical music backgrouhd (see Neuman . 1979 for an overview of this
. category) and they trace their muical identity through 1ineages para]lei
to, or even converging with the gharana (artistic lineages) of classical -
musi¢ (see ex. of Qawwal Bachche performers p. 309 ff) In spite of the
" fact that their professiona] specialization 1nc1udes much non-musical
knowiedge espeCJaily tha of Sufi poetic texts, Qawwa]s concur w1th the
proiessional evaluation genera]iy accorded them on the basis of musical |
competence alone. Thus, in terms of the professiona] status hierarchy of .
musiCians Qawwais con51der ciassical musicians superior and are aiways
ready to validate thefr own musical knowiedge in terms of c]assicai music
to anyone -offering them the toois to do so. 2 ' |
| But Qawwais also aiso aware of the special non- -musical competence -
that sets them apart from other musicia’s, and indeed qua]ifies them as ai
kind of re]igious functionary, albeit one operating strictiy within the

socio-economic iimitations of a service professional

. ) o o . . R ‘ N jﬁ b @. .‘."\z‘.‘” A
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It is in this general setting that the Qamwal acquires his

-professional competence which consists of two broad,areas’of'knowledge;

one comprises the performance idiom, inc]uding music and text

repertoires the other comprises the perfonnance context in which this
idion is to be used. .

The first of these, the performance adiom and repertoire the Qawwai
1earns basically from his family. -.Boys are instructed by their male
e]ders—-women have no part in Qawwaii singing at any stage They ]earn
the fundamentals of music--tonal and rhythmic System, form, and
rudimentarynimprovvsation--andvmust memorize text and tunes of a basic
repertoire of Qawwali songs. Since Qawwaii-is avgroup song, the young
performer has to be initiated into the process of gnoup“singing and

assigned his place in the ensemble. Who becomes a lead singer, a group

'_singer oruﬁn instrumental accompanist is determined by,musiCai talent,

memory and quick recall of texts, as well as that elpsivenquality,

’lvleadership.,jAccording to:his skill each young performer learns to play -

~ his part in the ensemﬁie In particular the future lead singer
-

assimilates the method of perfonming through listening, observ1ng, and |
guided participation in the family's performing groups | ‘

The second area of knowiedge the performance context is given much
1mportance by performers, for a Qawwal is not considered capabie of

performing on his own uhtil he has gained an understanding of what he

describes as "the up and ‘down of the gathering“ (mahfil ke

‘nasheb-o-faraz). To begin with the Qawwai must know ‘the purpose of his ’

‘music.; This . requires some background knowledge of the Sufi ideology as

we11 as an ‘awareness of the social reality within which Sufism operatesa

>

',
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More specifically, it requires experience of actual performing situations

;whichﬂevery young Qawwal gains "on the. job" while supporting his elders”
“performing group. What it takes, in specific tems, for the performer to

achieve his-goal should become clear from the analysis that follows.

~ i
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* CHAPTER 6 o~
THE QAWWALI OCCASION - OVERVIEW ..

In this chapter the actual Qawwali assemb1y becomes the focus of
attention. Informed by the background dimensions out]ined'fn the’
previous chapter, the discussion will introduce the Qawwa]i assemb]y-in\
its general features, .i.e.: when, why, where, how and nhy Qawwali - '
- assemblies are held in Indian Sutism | Then fol]oWs a detailed
considerat1on of the structure of the assemb]y as the occasion for the

performance of Qanwa{:wmus1c o
A§ in the preced1ngkd15cussion of shrines and performers; here too
~the eramp1e‘of Nizamuddin'Auliya as_a major setting for Qanwali
performance occasions (see Ethnographic Section, Part C) may be taken as
o a concrete man1festat1on of what 1s out11ned below for Qawwa]i in
general. o o N e

e

<

- The Qawwali assembly (mahf11 -e- qawwa11, qawwa11 kT mahfﬂ)3 is the

socio- cultural inst1tut1on central to Sufi ritua] practice. In.
accordance with Suf1 ideo]ogy it serves the purpose of rea11zlng the
sama' concept 1 e. to enable Suf1s to ach1eve spir1tua1 advancement

(ruhanT taraqqi) through listening to mystica] verse set to mus1c

(gaww51T). Specifical]y, such 11sten1ng’1sama ) 1s to evoke in the Sufi
| 1ntensif1ed nwstica] emotion which _may cu1minate in a state of ecstasy or
union with God ’ This arousa1, a highly 1nd1v1dua1 process takes p1ace

within--and may cut across--the forma11zed Sufi h1erarchy as represented

-
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by the assembled 1isteners The manifest function of the Qawwali
‘assembiy, therefore may be summed up as the spiritual arousal of ..

individuai Sufi listeners within an assemb]y through exposure to the

. musicai presentation of mystical texts.

The way this. religious ideal is set into practise corresponds inﬂfﬁs\\ J
basic aspects to the structurai features of . the Sufi community and its
institut:ons. In accordance with the hierarchical ordering of Sufism it
is those with spiritual authority who institute and control Qawwali
assembiies | Hence every Qawwali occa51on is led by a saint s descendant
or a spiritual guide who acts in this capac1ty 'EquIIy ‘essential to -
every Qawwa11 assembly is the presence of at least one group of Qawwa}s
q%g are competent to perform Qawwali in accordance with the leader's »
» expectations The third component the Qawwa]i'audience, varies wideiy o
in size and composition, it usua11y comprises Sufis of 'standing and
devotees of every kind--indeed the Sufi assembly is open to all comers.

" In its distribution and frequency the Qawwali assembly reflects the
1ife of the Sufi community all over the Indian subcontinent‘:thus, where-
ever there are Sufis and Qawwals there wi11 be Qawwali. Hence it is
:the centres of Sufism which are also. the centres of Qawwali: the-maaor

.Sufi shrines especiai]y those of the Chishti lineage (51lsiia, see Table
12,p. 41). At these loc1 of spiritual authority saintly descendants
,repres tatives and spirituai guides hoid Qawwali assemblies in which
hereditar Qawwais are the ‘core performers and both resident Sufis
and devotees v1siting the shrine --1 e anyone who believes in the | _: ¥
saint's’ power-- constitute ‘the core audiences. |

Qawwali assemb]ies everywhere but particu]ariy at shrines, are

. * . - .
~ . e . . . BN
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"oriented to saints, since saints symbolize the nearness to God which the
Sufi seeks to achieve in Sama' In fact, the commemoration of a saint s
_,flnal union (wisal) with God on’ hls death day ( urs) constitutes the .

'prime raison d'etre for holdlng Qawwali assemblies Such anniversary

,commemoratlons range from a single QdWwali occaslon Ted by the
representative of a small shrlne or by a _ﬂsiﬁﬂ with a group of
'disciples to a week ~-long succession of many assemblies held by dlfferent
spiritual personages for dlfferent aud1ences among large numbers of
‘p1lgrims at- 2 maJor shr1ne At such shrines Qawwali occa51ons are also
held on the saint's monthly or weekly death days; furthermore -Qawwal1 is
”'performed weekly on Thursday, the day for the remembrance of the dead in
“Islam, and.itris often heard on Friday as well, the day of congregat1onal
p}ayer In add1tﬁon to these regularly scheduled events,_spirltual-
leaders convene Qawwali events to .serve. the1r own needs or those of
visiting devotees Outside of shrines it is established Sufi she1khs or
saintly‘gescendants who hold Qawwali assemblles for their followers w1th:
varying regular1ty but gulded by the same’ basic pattern of their saint's
h'commemorative days.. They normally rely on performers attached to nearby"'
'shrines;.~n" ' .

In sum, the major centres of occurrence for Qawwali .are the large '

Ed

. shrines espec1ally those in or near major population centres for there'

| 'the Qawwal1 assembly is most strongly 1nst1tutionalized in all 1ts
dvmensions. In particular the ann1versary of the saint provides the
]focal point for every k1nd of Qawwali assembly, ‘since holding such ’
assemblles is. fn fact the prlnclpal means of ritually commemorataing th1s

' event (see Ethnograph1c Section, pp 37l 315 for assemblies at Nizamudd1n

. -
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-Qawwali occasions par excellence, then,“take'place during the 'urs

. of the- great saints~at'their‘shrines./ At that time;“sgffs and devotees

'7assemb1eifrom all over the'region; including representatives from other
important shrines or from sma]]er 1oca1 tombs, and spiritual guides who.
.will in turn be sought by their discip1es Disciples and devotees of

' high social standing, some visiting from distant centres, others
.representing 1oca1 worldly authority, also come to the shrine and attend
'Qawwali assemblies. ' These, as well as-the many ordinary devotees from

" the local town or nearby'vijiages, are drawn here to link themselves with
the saint’or ;ith a spirituaT'guide. Finally, 1arge'numbers of local
visitors attend a maJor urs much 1ike a fair and take in Qawwa11 as well .
(cf. Census of India 1961, 1966). - -, |

At the core of every such major anniversary are the major Qawwali /
assemblies he]d specifically to commemorate the saint's union with God.
Followed by the appropriate ritua1 for the dead (g__ khatam), these )
“assemb11es are attended by the largest numbers of" devotees and 1nc1ude
‘the entire hierarchy of Sufis present . Their time and place are fixed by
~trad1tion but . vary widely . between shrines and assembTies Located near :
the actua] tomb or otherwise close to the _saint, they are held during day
"Tor night and may 1ast from ha1f an hour to all night. '

L CompIementing these maJor performance occas1ons for Qawwa]i are what
'is considered by Sufis the c1a551ca1 sama of mystics 1ntimate l
gatherings convened by shrine notab]es or spiritua1 guides for their :
'.particu1ar circle of Sufis disc1p1es or- devotees Such assemblies_?or

the spiritua11y initiated are part of the regu]ar sequence of events at'

o
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eyery_major :urs_(cf. Performance 1;315 ff). In addition, they are
- -conyened spontaneously.as'we11.- It 1s;this'type of assemb1y;f
furthermore; which is held throughout the‘year by Sufis both in and out
fof shrines. - | |
| At‘shrfnes, Qawwali is performed at yet.other kinds of occasions.
considered to be of 1ess significance by Sufis'\they 1nc1ude minor shrine
rituals and Qawwa11 performances held in the shrine compound for v1siting
“‘devotees. A1l these are character1zed by variabi]ity in spiritual '
1eadership and‘aud1ence compos1tion

'Musica11y,. h1s w1de array of Qawwa11 performance occas1ons is

served, first and foremost by the 1oca1 shrine performers 'As'*

hereditary shrine servants they cover r1tuaT s1nging and. perform at a11

types of assemblies as arranged by the particijar patron who 1eads‘each .

gathering. - An important shrine may require its'\performers to sing at

agout 50 assemblies in a year' circa half of them\major ones. - At smald
|
“assemblies one 1oca1 group may be the on1y one to perform but. for major

Qawwa11 assem 11es, and during the lurs’ 1n partdcu]ar outs1de performers :

from nearby, and sometimes far-off shrines visit the shrine so that

_fassembly leaders can draw from a p001 of performers Thus the perform1ng

sequence heard at any Qawwa11 assembly may range from. a: s1ng1e 1oca1

',perform1ng ‘group to a variegated series of local and outs1de performers

-

singing one or two songs in turn.

With a11 the external variety in Qawwa11 assemb11es cons1stent -
g ,

C "features character1ze their internal structure Both performance setting

and 1nteract1on process ref]ect the forma1 and funct1ona1 re1ationsh1p

. between participants,in the assemb]y,- The 1eader occupies the foremost

-
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place in the assembly, he regu]ates the performance and sets the tone of
. the occa51on so as to best serve its spiritual purpose. The performer
“-aims at satisfying the leader by presenting a continuous” succession of
Qawwali songs appropriate to the occasion, withhthe object of inducing"
‘and 1intensifying. mysticaiuarousai in'the audience. The iisteners,
including ‘the leader _concentrate on the impact of the Qawwa11 songs 0] '

as to achieve spiritua] advancement through the experience of mystica1

~..arousa1 that may even 1ead to divine ecstasy As they experience such

-arousa1, individual devotees reSpond spontaneously but in accordance with -
"religious'and»socia1 convention.A-They‘express statés of mysticaT love
intu1tive1y through movement and exc]amation cu]minating in the ecstatic
" dance’ of se1f abandonment in myst1ca1 union - At the same time they |
,act;vate their link to the Sufi hierarchy through monetary offerings made
to the leader as a gesture of devotion and a11egiance The leader
: accepts and then transmits the offerings to the musiCians as ‘their
~remunerat1on - AN responses are cont1nua11y 1nterpreted by the music1ans
_who adapt their performance according1y to cater to their 1isteners -
"needs of the moment. Thus every Qawwa11 song performed in context is the
eresu1t_of’a continuous process of interactien between musicians and )
audience;_ o e ']}' SR L

in'genera1 the standard of audience participation 1s set by the

E 1eader and prominent 1isteners, whiTe ordinary devotees stay in the

background The amount of such partic1pation varies wide1y,between and
4.within assembiies, depending on these Iisteners spiritual state but aiso"
on their material resources. Indeed socio—economic factors ozerate here

~alongside religious,ones: ’Musicians‘51ng fo/ mystica1 arousa1 to e1icit

e



offerings and,ensure the leader's patronage.. Leaders work for a‘success-

ful assemb1y so as to validate their status and expand their patronage

tover devotees who. prov1de them sustenance. Listeners.use.thevopportunity |

. for self—expression and 1argesse to enhance their spiritua1 or social
'standing.

Thus, in compleme with~the manifest spiritua] function of Qawwali,

iction may be said to operate at the socio economic 1eve1

a"latent

consisting of the’ partic1pants self-actualization in accordance with the
basic re1ationships that,character1ze Indo-Muslim society (see Ch._5‘C"
| and D above) HOWever 'even this latent function becomes operative on1y
at the manifest Tevel of the Qawwa11 assemb1y as a Sufi- r1tua1 1n wh1ch
”partic1pants pursue a. common sp1r1tua1 purpose centered on: QawwaIi mus1c
An analys1s of the Qawmgﬂ1 assembly as a context of performance for o

~Qawwali mus1c therefore must beg1n w1th the cons1deration of this

"assemb1y as a re11gious r1tua1 which is created by the part1c1pants--

'mus1c1ans and aud1ence—-on the bas1s of the1r shared know]edge about 1ts"

re11gtous funct1on its strueture, and the part each is’ to p1ay in the

behav1ora1 rea]izationsof this structure
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o  CHAPTER 7
THE QAWWALI OCCASION - STRUCTURE

In this chaptef the Gawwal1 occasion will be considered as a socio-

cuiturai'institution with an established setting and procedure, supported

by an established conceptual framework‘and functioningxwithin a

particular socio-economic structure. Implied in this perspective are two -

fana]yticai assumptions which inform the. discussion to foilow At a

‘general level of ana1y51s it is assumed that any culturai institution or

tradition w1th a\sociai component w111 be subject to the socio-economic

‘ constraints under ‘which its participants operate as members of that
-society Hence the Qawwaii assembiy itseif may serve a purpose directly
related. to social or economic,factors that may or may not be congruent-
1with the reiigious purpose or function it is exp1icit1y serv1ng To ac-
'commodate this dimension it is usefu] to make the anaiyticai distinction

‘between manifest and 1atent function (cf Merton 1957) In accordance

,with this. dual perspective this anaiy51s w111 first deai with-the Qawwali

,_occasionfa:>the Tevel of its manifest reiigious function as realjzed in

-_concept sétting and procedure. To compiement this detaiied outiine the.

o -~entire structure w111 then be consndered at the level of the 1atent

social and economic function being served by 1t at the same time. This
limpiies a shift in the ethnographic focus which will be introduced when
'; ‘ this 1atent function is being considered (Part D) | ' '

) The second anaiytical assumption more specific‘to the subject of

this‘anaiysis is expressed in the distinction between what. 1s here\\l'

LT
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_ termed--following Herndon (1974) and adapted from Asch (1975)--"occasion"

and "event". As an.occasion, the Qawwali assembly is seen in terms of a
.generalized "cognitive and social entity" (Asch 1975 245) which

o
represents the abstracted norm that is evoked by the question: "What is

. : o
a Oawwaii assembly?" AS,ﬁn_ey'ﬂArgjhe-Qawwali_assemb]y is seen in terms

'of any one particu]ar'm.hi_iﬂ .Lﬂthat.generai notion which presents

‘: the’ concrete occurrenciiej‘;& 'f,::stion:_ "Hhat is;ﬁﬂis Qawwali
-assembiy?" Impiiedfin f (fjon is gf;anaiyticai’perspective that
comprises two dimen51ons of strutiure one is the practical or

behavioral dimenSion i.e. the ingredients of the dawwaii process, the

other is the theoret1ca1 or cognitive dimension, i.e. the-conceptions or

norms that underiie these ingredients

Since the anaiyticai distinction between. the cognitive and the
_ behaviora1 dimenSion owes its conceptuaiization to ethnoscience (cf. Ch.
_‘1 19 ff), it is important %o clarify that here this analytical ‘._;
distinction is used as a t001 to deai w1th process and its underlying .
structure, not as an approach to anaiysis itself. The ethnosc1entific
Wapproach is based on the" assumption that there are two ethnographic
‘domains ‘the cognitive and the behav1ora1, and that - theyéxieid to- two o

,types of analysis one fonmai, componentiai or semantic, the other fi

qf ‘Sftuationai Research generated by this approach has s1gn1f1cant1y :

‘refined the ana1y51s of the cognitive domain and thus ciarified for aii

anthropologicai analysis the distinction between anaiyst“s and

vinformant s--or emic" and “etic"--categories of perception In dealing

with a cu1ttura1 tradition which is’ so obvious]y founded on the
conceptua1 framework of a religious idegﬁgﬂy; the ethnoscientific
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. -other, in which the ideo]ogy represents a point of reference for
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approaChruould seem to be eminently suitable. Indeed, it provides useful
ana]yticai categories for dealing with the semantic framework of
conceptualizations that constitute the ideo]ogy of the Qawwali occasion.
However, separating thé ideolggy analytically creates the illusion of a
dichotomy between the idea] and the real, or .béhavioral domain This
interferes wz@h an understanding of the complex interplay that actually
takes place during a Qawwali event between norms or standard expectations"“

on one hand, and 1nd1v1dua1 strategies or behavioral responses on the

confirming nonns as well as for actualizing individual strategies

Thus, rather than dea11ng with conceptua]izations as a separate

i'cognitive domain (and thereby iso1ating the behav1ora1 domain in

~ three parts - The central parts cover the actua] structure of the Qawwalif

:reiigious 1deology. Accordingly, the analysis to foilow will fall into | o § f

opposition to it), I propose to dea] with the Qawwa]i occasion as an

ethnographic entity, but from a cognitive as well as. a behayioral

X3

perspective. There are three ethnographic doma1ns that together
constitute the Qawwali occasion. The two that‘directly embody its

structure are the-setting'and the procedure of the occasion, the third is

‘the “charter“»or ideoiogy that serves as'cbnceptual frame of reference--

an integra] part of a ceremonial that forms part of an e]aborated

occasion: one covers the Qawwali setting and deals with such factors as
time, place, participants and decorum; the other covers the Qawwali -
process. and dea1s w1th the partic1pants' interaction, focussing '

particu1ar1y on the 1isteners ‘states and their outward expression

"rreceding these two parts will be a discugsion of the Qawwali "charter .

. . -
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.the -concept of uhat theAQawwali'occasion represents. This introduction
will provide the necessary inteliigibi]ity for the diSCussion of the
, | Qawwaii process Taken together the three-part procedure wiil serve to
present an analytical summary of the structure of the Qawwali occasion.
The structure to be outlined here is part of the knowiedge current
today among partic1pants in Qawwali pracyﬁse and found among members of -
different Sufi teaching traditions; although the particu]ar version
presented here most cioseiy represents the teachings of the Chishti
lineagex the principa1 exponent of Qawwaii in India. It is. important to
note as wei] that the notions governing the Qawwa]i occasion, like other
Sufi conceptions, are shared among all the partﬁcipants in the Qawwali
."occasion, inciuding the performers--even though tﬁbir part is merely to
-prov1de service. For informed Sufis and scholars theig know]edge of
Qawwali structure takes the form of a fully developed scheme whiie .
others, including most performers, have a more ‘limited access to this
“knowtedge and thus confine their awareness to the areasﬁjn which they are
Jdirectly 1nv01ved as partic1pants } .
A "My own understanding of the structure of the Qawwa{i occasion

derives from the observation of Qawwali évents and their interpretation
': by Sufi divines devotees and performers through teaching and

.conversations, supported by evidence from schol%rs and- the Sufist1C'
.1iterature in use among Sufis today {e.g. Hujwiri 1970; Sij%i 1884a
_Ghaza]i 1979; Rahman 1971). fOf all these sources, those recognized by
a]] participants as- most.relgyant and authentic are practising Sufis with

.a spiritua1 as well as an intefTectuai standing (see Acknowledgements)

" To make this_prime ethnographic source data accessibie to the reader,

-
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;ppend}ces 1Shano 19-é;Aoptiine thesetsnff'conéeptions-indsunmary form,
as they presented themselves to the analyst. . This set of principal ruies
“and conditions forvthe Qawwali occasion also 1nc1udes,conﬁon1y known‘
principles-l1aid down by c1assica1.Sufism which serve as a background

', charter of Qawwa]i (see Ch. 5 A). “As in the music analysis, a set of
tables (Tab]es 15- 22) presents the steps of the entire analysis in
summary form They complement the Appendices wherever 8$p11cab1e
;.Throughout the’ chapter reference will be made to Performances 1 and 2

described in‘the Ethnographic Section when. they exemplify a ‘feature

dis?hssed h/re

A Concept

The concept of the Qawwali occasion in today s Indian SuXism




S

e i

" one is the mahfii-e-sama' (gathering for listening), the other darbar-e-

auliyd (royal court of saints). Each suggests for the Qawwali occast?n a
conceptual structura] framework centered Qn the listener; one focussing
on.the listener in relation to the mediuonf performance (the' music), the
other focuSsing"on-thexiistener ém relation to the total audience. In

both the performer is included only byﬂimpiication.

} -7

The Qawwali Occasion as mahfil-e-sama':or Gathering for Listening

'///’Asia Gathering-for Listening to music the Qawwaii.occasion is

onceived of in accordance with its. primary purpose ¢ to serve as‘a

A

ntext for the Sufi's encounter with mystica] experience through - ;&?

: listening to music ‘The focus here is on the individual listener and on’

V:that which he hears, i €., the medium of performance They way the tuo
'(/are seen to interreiate in the process of Tistening rests on certaiﬁ
a

ssumptions regarding\both the infTucence of the mus?c onhjhe_iistener;
» _.’; .

and the iistener s response "to. the: muSic

Three assumptions concern the power of the medium‘of performance, -

-

i e. Qauwaii music, two ofbthem Sufism holds in common with other @siamic
. . ,’;#‘

3 “, the third one is unique to. the Sufi community. The first

’;'":'tiqn, fqndamentai to aTT of Islam, concerns the powenagf ‘the word.

‘.'tdﬂjﬂngawwaTi 6ccasion with regard to the power of mysticai thoughts
) Zéand feeiings expressed in Sufi poetry (see Ch. § B) The setond

‘“assumptiOn concerns the- effective application of the word through ‘the ~ﬁuﬁ'

)

power of repetition particularly rhythmic repetition as’ practised in
. J

i zikr.

> . - . . -
. . . - - . . -

£
o
-

A
o

‘ the primacy of God s word in the Keran, this assgmption appiies :
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ViTherthird;assumption, and-the—one>most.fundamentai to the Qawwali
occ&sion' concerns the musica]-rendering'in which both the word and ts
rhygpﬁicai repetitions aﬁe qlothed It is _assumed that mu51cai ‘sound

ina’ i. e. song, music’ ,oYlachchhTaw,ag, ‘i e. me]odiou& pleasing.
aound v01ce) has the’p:wer toﬁsfir the soul (tahrik e-q&ib) and to

. arouse emo%iens of 1o&§“%o the pointqof inciuding ecstasy.
{ a

t .

o NOreoverh»gge efféct of mus1c on the receptive listener s emotion is

unnediate for it tiahsCends the striving of the inte]]ect as attested
in Sufi verse ie g. the much quoted khushx,tar-o-khushk chob 0- Lhushk

-y y:

§
Eosh)‘ Through the Qawwali occasion SufiSm uti]izes this power of music

‘as a means for spiritua1 progress (r'hanT taraqqd? T ek zariya)

>3

f factivating and directing the 1istener s emotions of love toward the

divine'by way of'its manifestations, beginning with the Sheikh, 1eadingf,
through'saints'and the Prophet'to cognitionr(mairifat) of.the u]timate
Iruth (hgg) t'According to Sufis, the -primary precedent'for this power of
'musicai sound was set at the time of Creation~when the beauty of God's |
"voice transported the- human sou] into a state of divine ecstasy (wajd)

' It is implied in this assumption however, that"music can a1sd°stir

: emotions of love towards pkofane purposes. For this reason Sufi mu51c is

to be given' a religious charagﬁer through text choice and the invocation

~of zikr and through ruTes of style. and 2resentation avoidiny profane

-]
association.

‘ Uitimateiy;'though the focus in the mahfii-e:sama' rather than

'

being on the music itse]f is o the 1istener and on his abiiity to draw

; ';spigitualﬂbenefits‘ﬁ%om the muséc Two assumptions concerning‘the '

process of spiritua] arousa] %re re1evant here they are re]ated to the _.

v

Vo . : * ot
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ttwo_dimensions of mysticaiyiove tsee Ch.lsup. 100 f)..Thehfirst one _

" concerns the 1istening'process as an individua]ized means for the Sufi i 43
devotee to!zftivate emotion on the basis of his inner state and according '5ﬁ5§}..
to his personal need of the moment This lmpiies that the iistener_. ,Hﬁﬁggkﬂ
responds to the music intuitiveiy and individuaiiy, and he must therefore E
be prov1ded with a structurai setting of utmost fiexibility and scope for '
self expan51on At the same’ time it is aiso assumed that the |
individual's mystical emotion finds ful filment through his 1link with the
spirituai hierarchy The process of arousal through 1istening, then,' ,‘

| must take piace within the frame of reference of the Sufi hierarchy and ‘

be directed toward its divh@ prepresentatives Th"IS is all ‘the more .

esential because 1ove as an emotionai force can be directed toward a

~profane as weli as a Jdivine target :
!
* For the individuai iistener the totaiity of the Sufi . spirituai
V. 4 «
e framework and his ‘own piace within it become reaiized iqqfhe concept of

the Qawwaii occaSion as Royai Court of Saints (darbar-e‘auiiya) .
¥ . - kS . I‘ 3 J“' V‘

B ¢ d
EERYY R ¢ ")

w

L

The Qawwaii Occasion as darbar-e- uliya or Royai Court of Sd?hts
z This conceptuaiization of the Qawwaii assembiy represents the
institutionai framework within which the Sufi s personal quest for .

mysticai union is realized. The way in which the 1istener reiates to

3

this spirituai order‘or framework reflects two assumptions ba51c to the

Indo-Musiim sociai order.» Qre concerns inner reality as confirmed in |

outwarp manifestation accordingiy, the spirituai reality of the Sufi

saintly hierarchy is manifested in the physicai presence of its assembied
: representatives in the assembiy. I know of no better charter for.this

T & -

”
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Vconception than the 13th century poetic'vision'by the Sufi‘poet Amir'

manz{1 bid) where the poet finds himself transported in an ideai assembiy
‘of ecstatic Sufi saints, exaited by the Prophet $ presence and presided

over by God himself. Thus in the Sufi assembiy the individual 1istens to -

Qawwali in the presence of his spiritual superiors and under the uitimate
hauthority of the pr951ding figure among them _— ‘

V The second assumptiom cpmpiements the first one and concerns/the 7§fl}- .

--A‘ :
l - B
g

4 requirement for formal ruies to govern indiv1dua] expression For the "} x i é

i. 'y
Qawwaii occasion this means that external form serves as a framework : ‘,‘, ‘;;
‘5’;‘ %y
"-u Ry

indicating symboiica]]y the individuai s submission of his personai _ » *hic
| emotionai experience to the spiritual interpretation of the Sufy system

'It is in this sense that Sufis consider that iove is achieved firstly

e

) through form (adab ‘muhabbat k3 pahia qarina hai) -'ﬂ . iﬁf,

On the basis of both these. assumptions the Qawwaii ‘occasion dllln
assembiy of divines has come. to be conceptua]ized in terms of its
'equqvaient in the wor]diy authority structure: the royal court of Muslim -
ruiers and its formai etiquette (cf. Ch 5:117 ff). It is impiied in this
i concept that spiritual status does not contradict worldly status; rather,
both must be incorporated in the formai scheme of external manifestation
'~~Accordingiy, the Qawwa11 occasion is a formai assemb]y, structured in
accordance w1th the re]ative status of its participants headed by the '
highest spiritutai authority, and ‘musicaliy attended, to by: SerVice ] “ ¥10)

v .

profess1onais. o ) o . - ~ Ci

In its. totaiity, both as mahfil -e- sama and as darbar-e-auliya the

conception of the Qawwa]i occasion may be termed an occasion for Sufi

R >



devoteef to experience mystical arousa+*wifﬁin‘the framework of the Sufi
" “spiritual hierarchy, through the medium of mysticai songs performed by
professiqnai functionaries. This conceptionl along with a11 its
impiications.regarding‘performer, medium of performance and audiencei’

informs the structure .of the Qawwali occasion in respect‘to setting as

e

well as procedure. - S
B Setting | | |
Setting comprises factors'that,remain‘fiXed tﬁroughout the Qawwali‘

occasion or are prerequisite to it. They include dimensions of time,

space and occasion as we11 as personne] It is on the-basis of setting

factors that categories of Qawwaii occasions have come to be
: distinguished aiong with corresponding expectations regarding the
procedure of the as’embly Tabie 15" outlines categories of personne]
“while Table 16. summaries factors “of setting. o
The first and foremost aspect of setting is that the assembiy must

be in charge of a- spirituai authority, whether in the person of a’

L spiritual gu1de {sheikh) or a saint personified by his representative.

;The entire proceedings are in the care of this spiritua1 1eader of chief

of the: assgmb1y" (mir-e-mahfil) and he is responsib]e for the spiritual
NI ,
wel fare” of’the‘participants Thus the establishment of the "proper -

.f

,conditions“ foﬂﬂi ‘purpose uJ‘gssembiy uitimateiy rests with him. To
quite- an, eftggte the 1eadzzfg§QES the gathering its: character and hence
vassembiies afe often identif{ed*h!ptheir ieader, as X s assembiy
Normaiiy, the 1eader of the issembi;:is a]so its spirituaiiy most

‘exaltedumember ¢ However a representative of a senior saint (saint
, | Y
> | _ :
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TABLE 15;  CATEGORIES OF PARTICIPANTS

ASSEMBLX LEADER (mir-e —'mah.fil)

Sp1r1tua1 Status, derived from samtly an- E “
cestor \ . \
‘a) saints' representative at shrine I \

(sajjadanashin, gédd’iné.shfn, sajjada) \
b) saints' descendant or equivalent
(pu-zadi khadlm, lsbwarzada)

+ Sp1r1tua1 Status,. denved from personal
- following

Spiritual -

a) sp1r1tua1 gu1de (m_r_, shelkh) - .
. = ) status
. S ‘ . - : holders
" AUDIENCE (sunnewile) ‘ o (safi,
- | Magh3ikh
+SE -k - Spiritual Semontv, derwed from samtly Ell.gé_r_é) RS
ancestor - . ’ "Partici-
a) semor samts representatwe at shrine.;, @~ - |pants
o _ © |with-
+S + Spiritual Status, ancestral or personal ; ' |status
: " a) saints' representatﬁve or descenda % | (khas)
b) spiritual gu:.de or senior devotee. ', .%J o o o
W+ Wogdlx Sta;u S o S ) Wordly ST e
, ) a) based on weglth (r:.ch devotees) . status B ‘*,:__‘;, -
b)), basea on poWer {officials, patrons) i holders
o . . “ {'um axa) /
- . - Status" p . . _
" a) minimial sp1r1tua.1 (poor devotees.
b) minimal worldly (non-—rehgmus young .
‘ men) : _ -
g - Partici-
: - : E _ S ‘ - pants .
PERFORMERS (qawwal) R ~ without -
oL E | . status
+ Local Shrine Affa.hatmn - shrine affiliation. | ~ (&m)

- a) communal g‘roup. - _,:"-' -a) local,
b) pnvate party s b) outs1de v191tors. ,
+ Other'Shrirle Afhl‘lzftit;‘n‘ ) ‘
' a) senior saint's shrine. . . . . TR
b) rmnor samt‘s shrine. ' ' :

N

~- —



" APPENDIX 15:

-

miir-e mahfil (Assembly Leader). .

8
S
i
v

;-

sunnewale ('Listeners!'):

mash3ikh ('Leader') )
o sufi | ('"Mystics')
fuqagsy ('"Mendicants') :
darvxsh-" . ) ,

spiritual - -

' 'umafﬁ ('wga']gé;gly.pe‘oplg'_) s _w%orldly .
. s T?,d. - o pegq,)ggesr
.

~galww'ail ('Perfdrmers'): o

‘ maurﬁsz ,(_'h'ereditary') AR
- kh3s ('special') - |

. ‘am

L4

CONCEPTS OF PARTICIPANTS |
.. --According.to Assembly Participants . .

personages -

' 1‘3,: (,"comrpoﬁ’);" E = without é.'ifilia'tipn

149

,)

"g “;{k_l;_ﬁ's ('é’pec{al')/=

i ..~ with status -
| . © i .
|
/7
k)

'Am ('common') =
- without status -

with shrine . .
b - affiliation -

L



higher in status than the’ patron saint of the occa51on) may grace the
“ assemb]y w1th his presence. In such a case he will be recognized as the -
| ceremonia1 “head of ‘the assemb]y (see Formal Response,p 180) and the -
1eaper regains charge of the assembly by his leave, while he may assert

his own autﬁgrity through the Leader It is also possible for'a’devOtee

' of sopiai prominence to sponsor a Qawwaii occasion in association with a
P

A spiritua1 Teader, usuaiiy his own guide' Sponsorship, in this case,
‘3 impiies material backing only, while the authority over the assembly 1is
p]aced.entireiy in the hands of the spiritua] leader. <£%
Next in importance and cioseiy iinked to the presiding personage, ‘s
‘ﬁthe*audience According to the generai]y accepted classicai ru]es the
assembly is open to serious devotees who are in a spirituai frame of mind
o and ritua]iy pure (ba wuzu. i. .. having performed abiutions) women as
weil as young boys, are spec1f1ca11y excluded because of the temptation .
their presence constitutes This rule is geneaily enforced for women in
;g'ﬂ particuiar a separate enclosure may be provided as 1s in keeping wfﬁﬁ

Indo—Musiim soc1a1 custom. - As for the ruie requiring a spirituai

orientation it can, for obvious'reasons, serve on]y as a standard for

-_ attendance annd deportment for the re t, there is an ideo]ogicai com-
B mitment in Indian Sufism to accept ai] e lers which in effect means that
J'_ no one is to be prevented from attending a Qawwaii assembiy--'f'_* N
| exceptionaily not even a woman ((i.e. the anaiyst) In actual fact, dt
‘ h is the leader s stature which effective]y determines the character of the"
audience main]y through the presence of- his persona] foi]owing of

: associates and devotees. In a sma11 scale or privately held gathering

. they make’ up.the entire audience;gdn‘a_]arge pub]ic assemb1y<they form_._



its prominent core
A Qawwa]i audience then may range from a smaJl homogenous group

to'a large, heterogenous crowd.. The former is most characteristicaliyf

?r?r]ed by a spiritual. guide with Or without hereditary affiliation'with"',

a maJor saint and consists of the circle of his personal discipies (see
Performances 1 & 2) "~ As assemb]y led by a recognized representative of a
major saint and he]d at his tomb, on the other 51de draws from the 1arge
general fo]Towing such saints have and therefore may include not only
the 1eader s persona] disciples but a]so other spirituai uides with
their disc1p1es and representatives of other saints as well as, iQ~.
addition individuai devotees outside ‘the spirituai status framework

It is in this type of audience that status categories according with
general soc1a1 norms become reievant* these are soc1o -economic standing
-and, to a much more 1imited degree seniority. Persons of high socio- .
"EQOII\'IC status are, in fact, an important audience component ‘ »
aespec1ca11y since devotees from this ciass have traditionaily been‘the

’wgr]diy patrons of thg Sufi divines (see above Ch. 5 C)

A

Indeed, a partnership between spiritua] and feuda1 1ords exists s

_historicaliy, as conceptuaiized in the paired-: 1d10ms that group together

"the saiﬁtiy" and "the wea]thy“ as fuqara aur umara. (fuqara piurai of

‘fagir i. e saint]y mendicant umara = plurai of amTr i.e. wea]thy "

. "Ieader)4 Persons of high status, both sp1ritua1 and woridly, are

uffurthermore classed ‘into. the category of “specia]" or nob1e" (khas, j-

.'sharif) as distinguished from those 1acking either who are residually

E termed commongpr lowiy ('am, zaiiﬁ) This 1atter distinction even serves

i

| "to identify an assemb]y by its dominant audience component -a_speciaJ, _

[

‘W
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assenbly (KIEs nahfi1) fs-one consisting only of special people and
- implying a'1imited number of 1isteners; whi]e a common assembly ('am
‘mgﬂfil) is one attended by common peop]e as weii which, given thefr '\
relative number, 1mpiies a 1arge audience. - o

Seniority in the form’ of old age cuts across all these categories

-for it accords to the - 1nd1vidua1 .the status of potentia] spirituality,
this is expressed in the fact that the very term for 01d or senior person
N(Qgggrg) is also app]ied to all saints The imp]ication of the.
spirituality of o?h age is contrasted w1th the assumed wor]diiness of the

.young men’ 3 category (naujawan tabqa) which, in the absehce of other'

-status constitutes the Teast 51gnificant component 'of a Qawwali audience
The remaining partic1pants are the performers They are peripheral

to- the setting of the assembiy, pr1ncipa11y because they stand in a

' 'serv1ce reiationship with the 1eader Nhile their presence is obviously -

prerequisite to the perfonnance of Qawwaii that presence is ensured by
the 1eader who also controis the appearance of particuiar performing fv‘
groups--apart from the obiigatory EE?sence of hereditary performers at
.their shrine. Thus it. is. on1y as a category of serv1ce professionals
that the perfonmers are part of ‘the Qawwaii setting, not as. individuais
: Aiso, since their 1nterest in the assembly is recognized aslpeing ‘

,professionai rather than spiritual the performers are not expected‘to

\‘.
-have a devotee S disposition or trainingJQ ‘Even those who are forma]ly

: attached to the Sufi hierarchy by a discipleship bond are not considered ,

_to be Sufis or devoteess.. In fact in the case of the performers the

;_ru]e specifying good na] and rituai habits is hardiy considered
: _relevant beyond its ex erna1 manifestation in the asseg?ly (see: below for

>
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decorum) .

“\\\\\\ ’;,yfif,/"w‘ffi

.

‘As summarized. on Table 16, a number of distinct,,but”reiated

categories constitute the formal- setting of the-Qauwaii assembly. . Among

. factors of forma]»setting, what occasions the ho]ding/of an assembly is

~union i e. the shrine but also any other locaiity with an assoc1ationa1v

..of first‘importance and influences the more Circumstantiai aspects such

ras time and~p1ace.

In keeping with‘its function .the.primary occasion for hoiding a;

Qawwaii ass,gb]y is one 1nvoking mystical union. Foremost among them -is

 the day of a saint s final union with God (! urs) fo]lowed by other com-_

memorative days (as discussed in Ch 6: 106 above and summarized on.

“ Table 16 A). Likewisé‘ the primary place for hoiding a Qawwa11 assembi_ -

- is one linked to mystical precedent most of all the Tocus of his final

1ink to a saint (e'g the Chil]a of Baba Farid near the Nizamuddin Auliya

"fshrine, see Performance 1: 376 ff) or one graced by a iiving personage of.

high spiritua1 standing (summarized on Table 16 B and discussed above p
106 f) \' e» o .“J‘ . . . \ "
- '. As for the spec1fic 1ocation of the assembiy, two types of 1oca1es

have come to be distingu1shed one is the house or abode (makan) of

*=‘c1aSSica1 Sufism seé Rahman 1971) a private, secluded room-or hal] where'

a select. Sufi audience can meet w1thout providing access to curious
-~outsiders, the other is the large ha11 or shrine yard designated to
) faccommodate the numerous devotees ‘who congregate at a-saint's’

' anniversary. M_Bbr shrines contain both types of 1oca1e. The first type

;consists of the hujra (ce11 or meeting room) of saintly representatives

“api - ey 14 .
v g - -w» '. ‘ =Y . L

Lo . Ere I R .
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TABLE.16:

a) Occasion *

1.

2,

4.

o

Saint's Anniversary a)
= death day . e b)
-~ special life event e .
Saint's Special Day a) ,
‘= monthly death day o)

- weekly special day

Opportune Day in Islam
- day of remembering
. the dead (Thu)
- day of weekly prayer
(F ri) - -

Sgriritual Need

v

b) DPlace

1.

Z.

¢), Locale

-1,

<.

;o : :
Saint's Abode - . - " a)
' 3 " h)

SETTING CATEGORIES

commemoration period
death day ritual

general commemoration
ritual commemoration

tomb proper
saint's dwelling place

c) «shrme area

Spiritual Guide's Abode.

Public Place L e a)
' ‘1"‘// ’ LT . b)
Private Place ' | a)

» | b)

d) Tu‘ne / Duratmn

Ve

N ol

- 2.

.3,

2]

reIated to Islarmc pray‘ér times:

h"l Fa]r. 2 Zohr. 3 Asr: 4 Maghrib: 5 .Isha:
; dawm -mid- day mid-afternoon’ sunset . after nightfall
F\'i:_ced bv Ritual Roguirex:hent " a) precedmg specxﬁed prayer by

'Exte‘hde‘d[og- cn-cnded - a)

- no prayer-time constraint

b)

Limited in Duration. - a)
~. by prayer time ¥ .

= by ritual time . i . b)

shrine compound
hall

cell (spiritual use)
room:

1-2 hrs (before zohr or

_ aghnb)

morning to _‘mid-afternoon
(after.fajr)
night (after isha).

between short-interval prayers’

(Zohr-Asr-Maghrib-Isha)

- preceding ritual -



_whichAusualiyrsdrround_the‘tombhand‘its_conrtyard.(Rerformance 2:357_ff>"
is held in such a Jocation: a hujrd at the Nizamuddin Auliya shrine).
The second type inciudes the shrine courtyard“itse]f and varions halls
especiaiiy designated for Qawwali assemblies in and aroundtéhrines»(there
are two' such halls at Nizamuddin, see. p 373 below; locales :re symmarized'
on Table 16 C).

Time and)duration for‘the panwaii occasion vary considerably. What

" must be observed are the Ghstomary timings of commemorative rituais;ﬂfor ;

the rest, any time,not reduiring"attention toward nor%diy’cares is

suitable, provided that prayer times are avoided Ritual commemorations

are generaiiy he]d during the day and their duration is constrained by

4 ;,equirements Substantial Qawwaii assemblies are often held
during‘the earlier part of the day when no prayer is scheduied--this is a -
preferred time for anninversary assemblies at some shrines. But the '
favorite time for substantia1 assemblies is the night, when no inter-
ruption threatens, c0ntinu1ng as 1ate as ear1y morning prayer (e g

‘PerformanceIZ). 0f all times, the early morning hours have a speciaiv

~ aura of meditative spirituality. Otherwise it is the times with ritual . ' .-

association that hoid a special . sanctity;”most of all the concluding com;_
memoration ritual at the annual.'urs of a saint (ggl or ghatam)
~ The duration of a Qawwali assembly is re1ative]y open-ended to aliow

{
-for its conclusion at any spirituaiiy beneficia1 time. Certain

“j'assemblies are 1imited in duration by a timing of ritua1 or prayer stich

'-events generaiiy 1ast from one to two hours (Perfonmance 1 precedes a’

;‘ ritual see p. 316) Four to five hours are quite standard for the

‘. duration of a Qawwdli occasion not limited by ritual need (time ‘anid a

»
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"', o ,:::‘:{" --:

duration dre summaried on Table 16 D). | s 7\ o
% : ,

Part of ‘the setting Jof the Qawgaii occasion. is the decorum observed e g

f _.‘.:‘.

y within the assembiy, incﬂuding the physicai arrangements, seating order’

gﬂh particjp’_ts dress and posturing The interna1 structuring of the
occasion is modeiied after the concept of a roya1 court bf SUfi divines
;conVened in the name of a saint by/his spirituai or familiaieuescendants. P ,%
'By implications the saint is*himself present through his representative,

and so are dther saints if théir hesdendants are in attendance.. Each is

, recognized according to his position in the spiritua1 hierarchy, ‘with the : e

e . 4
3

'most exa]ted presiding ) ‘
' There {s a formal seating order in the assembly as is shown on Tabie'
7. Appropriate both to the function of the' assembly and its status '

-

arrangement /t ref'lects the formai reiationship between perfonners and

B :

ey
iisteners and among listeners differences of standingt, Horidly status, : '\<%
.f too, is- recognized within this framework as a secondary principie of . j'. | >
7audience ordering. The highest place is assigned to the saint presiding : <;'
overithe assembiy, either represented by his tomb if assemb]y is ,
“held at his own shrine or gggggg (CQurt) , or else by hi ngﬁd_ (throne)
T ;in the form of the seat: occupied by his most exalted representative who
E controis the event.‘ Directly Opposite is*the space set apart for the -
‘performers who thus priﬁcipaily face:?nd address the “throne“Q The

| remaining listeners are seq}éd facing each other a]ong the centra1 open ;

' throne and performers (both Performance exampies have this

f-f;fonlat) If the assembiy is he1d at a saint s tomb the row facing in ;1
"'iethe direction of the hoiy Kaaba (see Table 17) is reserved for the |

'?7;,:1eadiag saintiy representatives, inciuding the leader hinself

. R

. Lo s . f

. + 3 : . A
o . ™ S . . EESERE AR S5 ‘ . .- . - . 3 RN e . NS g 1
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.
. . &

o ’“v " R

g :
’ Additional ].Lstene[s are seated behind the front rows and rarely beh'ind &

‘ the pervfomfns when codtitﬁhs are crow‘ged - S j}

Quite naturaﬂ [
o eriis s
. with thelr stqtds, social & spiritua1 The 1eader wﬂl ensure that
. .'l‘»‘ A [d‘ - ’
' special or pronly\e%dsteners are given prominent seating up frp)t near -

‘the ga ddT very rare

commmoner to the back S w,‘, |

i$ he required to rel egat,e a_presumptuous o
\\’}" [T '»‘ .

. V

Given the gact that ﬁe Qavjka]i assemb‘ly 1s ap

o
a2 sy

it 1s signfficant to f%te that thew\seat'lng order does .no@if‘ge‘lﬁt%te tl‘?e
, 8%
*_;, Hsteners focus on the performers._ This reﬂe ‘E? the purpos“?%‘ﬁ the

: -assemtﬂy to promote for the Hsteners an 1nner gon}entration‘bg‘«tlg
»a @5

myh:wal quest with the he‘lp of the QawwaH as A medium omy fn&&ct
b vty N

B
1n ,some mysticar tradi tions ‘the devotees are no}t -evq

L toward the performers (e g.. in the Abu U1 ah1 4
faéés the Mals )&i rectly," “fog he 1 S. . 7
b - A certain’ externa'l decoru;n 15 reqﬂired of part1c1pants- the dress

L)

=
should correspond to tradit'lona] standards of decency and 1nc1ud a head

ntro'l them thus

covering, :the traditiona1 symbo] of respect in Is]am There 1s, however, -

- ‘no rule of conformity as to sty'le of dress, as. 1ong as the appearance of -

the Sufi does not serve the purpose of show. Indeed the Sufi tradition; '

of non-conformity vrlth orthodoxy has found. express'ion in a wide range of
K .
acceptabJe appare'l,*ref'lecting both the Sufi s 1nd1vidua1 preference and

. the astanding of . his saintly Hneage. The c'lassical dress of Sufi saints' |

Y ksr

or She'lkhs characterized by a: turban { safa') a2

_i usuaﬂy a. 'long scarf draped over the shou’lders (gdffdaon?) stﬂ'l ‘
designates exa'lted spirituﬂ stand‘i‘ todqn, but serves higher—raoking

,l

e .

ants take front or back seats 1n accordance o

fhy. Oonly the leader S
‘ i

158
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&
2

p"*,fﬁ@ance‘bﬁcasﬁonh ‘*«@._

en to raise their eyes G
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Sufis in COnjunctiqn with the preference for discreetness that marks high

social g‘s&tatus in Indo-Musiim spciety Accordingiy, Sufis with higher "

standing ‘either wear.the traditiona'l Sufi- attire in plainor . . ‘%l ,'_.a»
in’conspicuous col ouring or ;even preéfer the traditiona1 forma'l apparel of

the Musiim secu'lar eiite_ adorned b,y tiﬂ scarf uarking their, particular

¢ "‘fq
Saint s identity (e gf K 1n'iidm‘ormance 1) i:onspicuous Sufi. dress, on

4 ',,,, -,, o& ‘gnor shrines
\’ o .‘ . ‘ A 1% ;@4" ‘ ’ ‘. : ?'NiA .~‘;:1- . . : ) A

- The performers q.re subject, tb simiiar general vru'les of ress. n-r.ip ffv“l
g L

o 1ike Sufi -fi.stepersg however the_y shouiﬁot@ear anytmng conspicuous
J t,hat attract.s uddue Séttention but as-t transmi tter @,‘aéstﬁetic as weé,i

" as spiritua\1 "del ight the “ﬁawvlql shouid neverthe]ess be appeskng in his -

personai appﬁrance " i}' @ Voo . a, s
’ Y : . ;_ :‘ A
Jy. Deportment within the assempi ¥y must sconvey respoct for the f“é’intiy : @‘

N

¥ presence at. ail tin\es.' Thjs rQSpect is tD be. axh f,.ed:-".first 'ofuan,-‘»-" 2

N through a sitting p re that ‘&oes not show th‘ féet--a sign of'/ ', e
disreSpect in .Indo-ﬁﬁ%iiim tradition ".The . ideal. s"ri:ting position is one . i
. of “knee'ling whi]e sitting on the hee'is preferabiy with the righ‘ foot

e

crossed over the left one arms dropped by the sides head bowed--the e

c'Iassicai devotiona] posture of submiss‘ion in Islam prescribed for the :

prayer rituai Changing position and moving about are frowned}upon as
I

- ; attracting undue attention to the physicai presence. The greatest onus -
for reaii'{ing this ideai of deportment is on the Ieader who sets the \ |
standard for a'li others, as’ wen as on tha front ranks of the assembly in | | "
general s«i/‘lndeed spiritual 'Ieaders sit for hours without moving during

-an. assembiy. Pefornlers too are expected to stay vithin the genera1

-:"
X . . R : . : T ) PR .
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g?nfines of decent deportment which means that any egp]anatory or

X,

~flg;*nai?m6vements )

WY sitting position. -

. _ )
, o Ty ’ R
- ProcedUre B x ‘ _
{
;ng The broceedings of the Qawwaii assembly (see Table 18) are governed .
ﬁy

by *a rather fiexible structural framework which is subject to the -

u

guidance 0f the’ Teader in accordance wi;h the function of the occasion.

This guidance or, potentia1 contro] aiso extends to the sequence of
P Y :

¥ Qawwali 50ngs perfurmed and the audiences respohse tﬂsghem.

Nk- The r‘efligious@casi; of the Sufi assdhbiy i§ fo?ha] .£xpressed in the

i agt that it “begins and ends withothe Koran §$ecifica11y in the form -
of the Koranic recitation and prayer offerﬁ& to the dead in Is]am
'i

(fatehg). Thus the Beginﬂhng ‘of the event consists of chanted recitation f_v

~ from var1dﬁs’§§ras of the Quran at least inciuding, and a]gays
=1

concluding nﬁthgthe re]eva;f koranic portion for the Fateha 'm‘ L.

4sura—eaf’teh§) foliowed y an intercessary prayer (du'a a) The very end

i of the assem51y is marked with ¢3simi1ar prayer Specific reference to

the asseﬂmiy to its place in the Sufi universe is made through the |

recitatiaﬂ the spfritua] geneaiogy (shijra) that iinks t e/presiding
¥ oy (shiJE thg

.

) | Prophet Huhammad. A11 this recitation is 1ed by the assembiy leader who
~jsthe genea1ogy whicﬁ;requirés extensive memorization. However, jn'
ﬂaccordanae with the Muslim concept of man s equality beforezGod anyone

_with the Cunpetence may take his turn in reciting a koranic passage---"

EEEE oo

"chants him$e1f or else designates supporter to,do so, especialiy for ._; ’

R

»

[\ ) !!‘: ’ ‘

oy )

¥ saint or even his repreSentative to the Su?i hierarchy, reaching up to.'> L
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TABLE 18:  STANDARD PERFORMANCE FORMAT

5

) Lo C

' Aa) Prayer for the Dead ( ateha) ‘ : leader
b) Other passages (qir! att S . . "prolmi'nent. and
’ . D _,; _ o . . competent o
o W ' = f .. listeners o
' ' ' a . ‘v - ) ’ . . . BN
.. c) Sufi Genealogy (i}}_ijf}é), : ?-w: , ’lea‘_delx'- or . ' ' L
" il T e
L d) lntercessarY Prayelr (dua)’ - o “+leader
W ﬂWWALI SINGING (Duratxon 1/2% ) - s --) Performers
e «.N '( w, ,: et R ‘ ‘
'“‘-.-_ ’ifSongs of obhgatory, rl&if E{}(mns ' com,;nunal group i
A .,\ e I ;(Eancbaxah o of local shrme ;'
N . b) Songs of cuatomary ritual us Ul ey
5_ - Al ‘) : e ‘ ; ‘l- ] 5 .
o ,x:} Songs freely chosen, . : '& . J+dprivate parties' KL
4 - guided by thematic sequence of R |
R focussing onﬁod » o e . PR
: ' Prophet X o
>'lsaintAs : % ‘ .
rhysti-cal love and sfates o P
?Song of obhgatory or ‘custo- (m plaCe of 7 \ .~: S )
mary rxtual use BRI a) or b))
: : S . o “' i o ' P
s L KORANIC RECITATION (Durauon‘z g min) ' —Leader .
,. . . g o -

a) Pr,ayer for the Dead ( ateha)

2



&

e

U

by the &pranic frame of reference._

R o . : ' L e
inciuding, bu;y?erely, a Qawwal. . . ~‘.y<
The Qauwaii songs then are rg%igious]y 1egitimized so to speak

songs is governed by further religious conventions A11 Chishti and most
Qadri lineages (see Ch. 5: 120) _ inciude in their traditjon aE\Ig?st‘3
one ob1igatory hymn which marks either the beginning (e g Nizamuddin

. Auliya) or the end (e.g. Muinuddin Chishti Syed Muhammad Gesudaraz see

Table 12)of their assembl; s. Caiied Qaui (iﬂr ‘“saying”i,~the hymn is

Prominent saﬁntﬂy 1ineages add one br more. obli ryphymns which refer '

A / - .
LT T,

to their founding saint “The - best-known of such hymns is the Rang
(co]our delight) a Hindi hymn in which the 14th century Sufi poet Anir -

| Khusrau rejoices over finding‘his spirituai guide in Nizamuddin Auiia, : |

thus testifying to the principie of discipleship ‘and to this saint as the
ideai Sheikh or Pir (cf Performance 1 392) (Other such hymmns are.

59"33°'E’KE§J393" for Nuinuddin Chishti bekaramao—bakaram for Nasiruddin
Chiragh-euneh11) ' ~ R N o

SN

"*f” There s a smalr number of rituaiiy used;hymns that customariiy

el

also'in Arabic, (1a tamafT) as well as some Persian and Hindi sangs (e.g.,-

the Persian ghaza ggg:g cf. p 54 ahpve) or the Hindi songs 3. bathVa
D ———

162

- e

. ofothe Sufi htefarchy is fouﬁﬁbd’ - ex 1 320 Per&grmancéﬂf 389) Z; R

"

‘iollou the obitgatory ones on speciai rituai ‘occasvons, | principally the -f‘ ' '
a""fV"S".V Of‘bﬂgsﬁ'){. e Prominent exam‘p'les a@g*tlwse{are a second"omﬂ P

55 and ‘3 t°"‘ 01‘ fbr ﬁﬂbr Khusrau and Nizamuddin Auliya) which may aiso be”'"

3

nside this frame, tﬁe sequencing of '?QGit

AN

2
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hearg in other contexts | ,

Uutside ‘the ob]#gator‘% hymns the songs- performed shou]d “follow the
convention conmon to Is'lamicwtradition of" beginnlng any formal endeavour
with the praise of God, fo'llowed by t’he praise oﬁ the Proghet (see e.g.

- the tradit(ﬁtﬂ introduction 1n Uriu books) Thus the thematic sequence -

§
oﬁ songs for a proper Qawwa]a'l occ@s'lon 1s ,simif)aﬂ_y hierarchjcal, it
*3 4. ‘,
begins« with poems 1n the. praise of God (hamd).@«conttnues with;praise of

AI’

the Prophet (nat), and then goes on to the pratse of: .saints (ganga t)..,

' aﬂéthenies fo]low n thé' form of vpoems eexpressing mystical

b, ey

aaaaa

ona1 ordér of song themes 145 no more thah a gene,ra1 gu1de

“ i

Wowever for' 1n fact thg; cho1ce of pdetry and: songs 1s 'Ieft open to the

)
1nsp1ration of the performer, although a.I:lstener may make a request for .
\? / .

‘a particular song._ This 1s in keepmg with the Suf1 conception of the

- 163

aakidls Sep"a%’?" uRioR, ets. see above:gh 5:110 . _This®

_vxk . 4o L
AT

" mystica1 expezr'ience as'a b'lessmg (faiz) ultimately '@tuitio‘nal 1n natur_gi

(cf Ch 5 103 f)and therefore beyond eHcita’tibn through forma'l
procedures such as textn‘choices. . For the Hsstener s heart to be moved

anything may become fortuitous enough not only t,he song '$ message, 1ts

w

musical presentatwn or ‘Its de’l'ivery, but‘ a1 50 other factors such as the - *

Ty

occasion of a- saint. 3 un'lon with God the 1ntensify1ng presence of a

Sheikh the powerfu] amb1ance of & ‘saint's tomb and even the auspicious : L

\

time of an early morning assemb]y, Considered in thfs conceptua1
context, the performance 1tse1f is never takén to be the actua] cause of

blessing,’only the medium through -which the Sufi 3 heart becomes tru'ly

receptive to the mysticaﬂ message 4_[ f, '

3

%iven these conside)‘ations, 1t is therefore enough for the 'leader to
f ’..‘.!l. T ‘- X BN

"".-"-. ".” . .A-.:.‘ N DR TR

-
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m ' .,' ..“
,see that the song choices stay within the bounds of the Sufi tradition X
and the poetry within the thematic realm appropriate to the mysticai 5 '
quest in general. Here particuiam-attention needs ii‘be given ‘to the - o
maintenance of - the delicate boundary between that which suggests mystica] '
’and that which suggest human love--for the nrong sentiments must got be
_ astirred dn the 1istener It is theg%eaderro? an assembiy who is
'_‘bspOnsibie for maintaining a. Sp£¢§%ﬂa11y appropriate standard of song
choices. ‘55 regards text, exp]icitiy(inappropriate is- 1ove‘poety that
| lacks a 1ink (nigggt) with mysticism, uhetheratﬁrough.itsﬁcontent"its N

author:or its'historica[;aSSOCiigpr; The same concern extends to the

muSic of the songs and their: " .:'reSEntation. Whiie the singer is»

ar‘

= .
2]

"expected to adorn his songs wi‘. baSic musica1 sophistication even

" ‘»p,

' extending it tp the use -af ciassicai ragas his music should not make ,'
W e L
itself:conspicuous through artfui vocai disp]ay or the use of current S,

| -;‘p0pular song styie Inappropriate in the same sense is a theatricai -
’ r] : )

b performance styie that attracts undue attention to the sipger s person. _‘
In case of any such 1apse, it is part of theigﬁperai eipectation that the_‘
'1eader wiii exercise 3 veto over the performerﬁgnd direct his performancef

| ‘3‘jt0 a more appropriate course A modicum of. gestures is neverthe]ess L

.
o2

,.as iong as these stay’within the. bounds of what a

ﬂivconsidered acceptab;e

Lo . ;,.&_,..._‘,
. Sufi uses to express miid enthusiasm, prime ampng them the raised agm :
.‘L'with paim upturned (hath batini, see Tab]e 20 below) 'Riff73: _~”f., : f\.

-

o ."df &iﬁtf

. !

“",giListening Process e ;;;Nif'..‘kau.il-"

The Qawwaii fistening process i.e. the part played by t‘e Qawwaii
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are guidelines and ‘even rules to facilitate the achievement of the
__r“,"spiritual purpose of the assembly ‘while maintaining its decorum. If

. necessity, these rules are flexible, since tfr application needs to -
govern a wide range of both internal experie e and external expression.

Indeed they even embody certain potential contradictions inherent in bothu"n
o g

o+
the experience and its expres ion. To begin with the “spiritual advance-
D P

‘“-'meng\through intensified mystical Tove requires that the process of S
\ emotional arousal be allowed to progress “to its culnﬁnation On the
'Pther hand, the outward phy51cal exp sion that resul ts: naturally from
- such a process must be prevented from causing a distracting external

o
) ~JEFfect that would be detrimental to the spiritual goal Aq;for the

i 'aohfevement of the mystical goal .itself, conditions must Q& created to
";' promote both the dimension of conscious striving and that of ecstatic

/
9,

self—abandonment.u For, on one hand the proceSs of arousing mystical

3 love is cultivated to progress through stages of gradually intensifying

L
. emotion implying consciousness on the other hand this process may

:

culminate at any time in a state .of ecstasy resulting in an obliteration

T

A. of the conscious self R _

. Central to the mediation of these potential contradictions is the

| Sheikh-'or spiritual leader not: only as the one in a position of - REER
controlling the sama proceedings but more specifically, in his ‘;i'

o recognized’capacity as a: teacher and guide setting an example to tqg

- i

| other listeners ;;» f~ | ';'ﬂ',~;f _-f : T_Zi_?ﬁf*“Y’fe ?:,

Listqhing to: Qawwali is part of the spiritual training a Sufi :_;.~]5~ g~”

s}ﬁ receives from his Sheikhq..yntil fully initiated he issto listen under |
spiritual guidance and in the presence of his Sheikh or a spiritual }‘
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) superior.g Cultivating the spiritual delight of mystical arousal and

_ ;'allowigg it to progress to the point of ecstasy is a gradual process
.\i“achieved only by the spiritually advanged. The dynamic of the proc055'is

conceptualized in what amounts to .stages in a continuum ranging from the

unaroussd normal inner state to the state of ecstasy These states are(

,most adequately represented as a framework of three stages linked along a

continuum, as summarized on Table 19 In their own categories, as
-
presented in Appendix 19 partic1pants focus mainly on nuances within the_

stage of altered consciousness, ‘often relating them to differences in \

mystical tradition and personal conception, The.stage;of normal._ 'j f't R

o Gonsciousness they generaily take fo 'ntedggn 1 ‘heless,*seen;-

l

analytically,‘it is clearly part of _ <
therefore be included in an analytical perspective. Best tenmed '1, ;§'1‘~
~ neutral“ this stage is characterized by the absence of any spiritual |
'arousal (symbolized as. 0 on Table 19)

_ 0f the three stages of arousal the first is characterized by
_conscious intent to adopt a devotional attitude !Sth.thejgflp of |

e A

»spiritual discipline to keep the inner senses focussed on manifestations »

-

i.a°f the mystical goal. Thus the {nner eye should see but the image of the "#fﬂf-::
,V~sheikh and the inner ear hear but.the name of God over and over (as in L o

(~:‘zikr) The r8501t~15uin ing r state of receptiveness to the mystical ;;.I';‘?ifg';
.;?iexperience in which the lisibner easily responds to th8«5p1r1tu31 ..#ja}?if,gféss
.:7 \stimulation.in the Qawwali songs, experiencing enthusiasm and‘what may be }' '

termed the beginnings of emotional arousal (exemplified in both*

Performances) _;ffﬂ '-j“fa' »,-:?E» ;ff”7, ;53.47;'A;i:ﬂ-’ - B *f'ﬁlgf* lfm~» o

The second stagefincludes the entire range of states characterized
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3 Overlappmg contrast sets provw.de structure for contmuum of

v, *
© o a) ‘“"co':i"gggts underhg'ng F"rg.jrie\irdxjg n
‘»
increasing intensity .-
;‘4 < L 1) Neutr_al IXA . .. ve

7 2) Potential Spi,ritual © v
. experience I
Incipient Arousal = -

3) Arousal within vs _
- control of self '

S . ) X .
» 4 v N k) ¢
5 X . . Lo e 3 . ~ Lk HE
3 . . . . . b N I
Ctee P um__, - . . N - =3 wy,
B+ AN . . [ pANRN
P

~b) Stages of Ar.du-éal C

ST

. ~ Basged on above concepts and organrzed along smgled 1ntens1ty

coﬂbmuum\
. N4 * K o S .
-.~Stage,_;'
0 Neutl'al receptu.ve. to sp1r1tua1
. ﬁ’érousal T : .

S & i‘Actxva‘ted devotmnal attltua
- Enthusxasm _'_ -
K Byt or m11d arousal

» . S I 'Transported self obhterated !
i o ‘Trance, ecstasy S

<&

o eply moved overcome w1th
IR emotion - . o

s "‘Intense spira.tua.l exper.rence ,
PN Strong aroueal S R

T e

L

L
>

“) TABLE 199 F RAMEWORK OF SPIRITUAL AR.OUSAL

Arouse& State

Strong Arousal

~

Reahzed apsntual ex-

pe rience

 Arousal

‘ gg

inc rea_sing

Yy . v

outg,i
T

L‘\? 1
_.._,c_:ontrol

N e .'

167 o
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.
<
- D
4 v
v
3
o
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.
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SPIRITUAL AROUSAL
According to Qa‘xwali Participants

Ky

a) Collectwe Concegts _ T o . . ' A
@
F - kaifiyat (ruham kaihxat) = gpiritual delight, ecstasy ,
> ‘ , {term associated primarily with inner state)
e .
A - Aalao. kaxf delight o ¢
: less standard term, practically syhonymous with kaifivat g
‘ idiomatic use: lf_a_xhxat (tari) hona = to be overcome: by dehght{ e
g ’ o ‘ecstasy e
' - hal = transported cond1t1on, ecstatxc state * ° e "
(term associated primarily with manif8#tation of state) oo Sy
i idxomatxc use: hal ana = to be traneported; et an ecstatic.gtate '
 h3l khelnd = to acout an.ecstatic ‘state A "
. s A (somewhav%'qgatdry) * .
: . galhxa t 4+ hal are complementary terms covering the aroused state
contirfium.  Of the. two, h3l is alsd used dero&atorxly, hence o
. Suf:.s prefer ka:.fxxa a'. o . .
| S , - : o X
L
b) Partlcular States 'Stages A_.o: o
. oo ;.f,,i 6 . o, .
L ‘F - darje = degrees, stages (of kaif 1xat, _3!) @ ,
uhom.atu: use: 313 darige ki kaifiyat = é‘cstasy of an elevated stage ¢
 halki kal.hxat»“ Might" state of ecstasy o : »
also' rihani taraggx = sp_1r1tua1»advanceme:n_t ' . o
e R s o
hal —--state of ecstasy . both terms used to denotg- Lo o
- kaifiyat = etate of eeatasy ~ particular state aswell * ¥ b
E A = mahav = entranced L S R S
- A - waid = rapture, ecstasy . tx o .t T
. F - bekhult'= ‘besides one's self . - . Y - oo Wi
- Y . : -~ g (N .
SN also: behosh1 = unconscxous state 3. T- o
O F - begabﬁ = out Of one's “control - - A
\"F"'_-".adlsp. ‘behal ¥’ ey_dnd,any cenditzdxi'_" T ; ?;,‘.ﬁ;", . ,
. Tl e ) S, L . ‘ o . ‘f.‘-,.*f S .
g .- oo S g - . PR3, §
. ‘ e A of Arabic derivation ™ R S oo
o S 'F'='of Farsi derivation. .. °. - . - P R S
: B T . e - 7
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by strong arousal, from being deeply moyed to being overcome by emotion
' and transnorted by the. intensity of feelings ‘yet still retaining

) consciousness (exegnplified in Performance 1: 397 ff) »

The- third astage may be called ecstatic, when theé mystical arousal
" becomes so overwhelming that the conscious self 1g 6bliterated by the
experience of mystical union (exempl’l‘ed in Performance 2 447 45l ff) '
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. Rs for the listeners optward responses a basic assumption~
- undegging regarding the Qawalia li’ste’*ing protess that wsticslmotion
» SR
tho% spiritual tn nature will express itseli’n physically, anct, strong -

S R

emotional a'f usal bei ng an inner movement needs to find outward

e teaching tra" t13hs vai;y in the extent to which they pemﬂt such outward
expressign all rec&ize that, in the gxtreme state. of ecstasy, compl_ete
restraint from physical movemenf is’ impossible. ; o '

Equally basic tou:the concept of the Qawwali occasion is the role of

"_5 a framework indicating symbolically the individual s submission

personal emotional expgience to .the spiritual interpretatioq, of

~ \the Suﬁ system. Thus Sufism recognized »two complementary modes of E |
expressing mystical eniotion in the assembl,y,Qey correspond to the two SR
. dimensions of the Sufi quest for union with God--one through the indi- B
.' vidua'l mystical experience and theipther through the active link with the
Sufi hierarchy of spiritual ppuer. ‘ Accordingly, one comprises %the | |
expression of the Sufi s mystical state the other the expression of his
. attachpent to the spiritual hierarchy lhe two Iode\s alsq accord~- ' .
extemally with the two coneeptualizatiens in uhich these dinensions are

- fv.

e
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manifested: -the first makes reference to the i1dividual's experience of

.

mystical song as conceptualized in the mahfil-e-sama', the other to his

presence in the saintly gathering as conceptualized in the darbar-e--
gglizg. Both modes are subject to constraints. For dvious reasons
intuitive self expression takes place within a wide range of individual
variation, whereas activafing the 1ink with a Sufi divine is governed by
formal rules. - ’

Of the two expressive modes, intuitive responses of individual self
gxpression are considered primary as expressions of mystical qrousa] and
~ the definition of their limits given much importance. These expressions

are sanctioned within the bounds of formal convention which, for the
most, are not formally defined; rather they'represent a mold for
expressive behavior which the devotee internalizes through his exposure
to the expressive responses of his Sheikh and other Suf1s, and which are
rendered mean}ngfu1 through his spiritual training.

Thus it is in conjunction with his sp1ritué] maturing process that
the Sufi‘éeve1ops his languége of stylized, yet personal expressive
gestures. In accordﬁhce with this, the tenor of expressive behavior is

'established-by the spiritually prominent, who have acquired the capacity
for mystical experience; This applies specifically to the extent and
frequency of the expressive response; all too conspicuous or unrestréined
self-expression on the part of the uninitiated or spiritda]]y less com-

-mitted is frowned upon. A much-quoted preceaent for this attitude was

set by Nizamuddin Auliya and concerns once again his disciple, the poet

Am1r Khusrau: When Khusrau danced in ecstasy at his guide's assembly the

saint restrained this free expression, for the disciple was still
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.
committed to worldly pursuits. On the other side, given the intuitional

" nature of the mystical experience, it is considered possible for
spiritual benefice to accrue to a spiritually less advanced person who
may then Sé overgpme with emotion to the point of losing control over his
movements. 'Hereltoo it is ultimately up to the spiritual superior, be 5@
the ecstatic person's own guide ar the leader, to assess his state and
guide him through it, be it by facilitating his expression or by
restraining him (see'Peqformance ex. 2).
Expressive Response : (Z?

There is a range of expressive responses generally current and
deemed appropriate in the assembly aé indicative of the devotee's state/
of mystical arousal. Summarized on Table 20 (along with |
exemplifications), this repertoire in fact constitutes a language of
gestural and.SOUnd expressions. Analogou¥ to verbal language in its |
signifying fuction, its meanihgful units are essentially signs.
Structura]ly, they are limited in number and syntactic manipulability.
Semantically, they are characterized by a low degree of specificity and a
highly evocative content which is supported by their inherent indexical
meanings. These meanings are rootéd, and find reinforcement, in thé

genenral idiom of kinesic expression current in Indo-Muslim elite society

‘J‘and manifested both in the formal context of cultural and religious

perforhan;e as well as in.informa1 social interaction. Additionally, the

- repertoire of Sufi expressive responses embodies a set of signs -

transmitted and sanctioned by classical Sufi tradition, as .the manifesta-

tions of spiritually more advanced sfages. The use of the entire idiom
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TABLE 20: CATEGORIES OF EXPRES)SIVE RESPONSES

a)

c)

Standard Manifestations of Arouged State - Specific to Sufism

(in order of increasing intensity) “

sudden, uncontrolled merment, twitching, jumping
weeping {rigqat, giria, rona)
arms raised (both) (hath u?h';ni)
shout (chikh, hih3)

stand up (khar3 hon3d)

dance (rags) :

walk (no standard term, usually subsumed in rags)
fall down, roll, toss about (lotna)
die (wisal) )

L]

Standard Manifestations of Enthusiasm, Incipient Aroused -

Common to Indo-Muslim Cultural Expression .
move head (sideways, nod)

sway (jhumna)

tap rhythmically

raise arm, hand (hath batana)
verbal expression approval
exclaim (Zwaz nikalna)

Mahifestations Symbolizing Sufi Attitude ~ Specific to Sufism

bow head symbolizes respect, submission

join hands symbolizes reverent attitude

prostrate symbolizes deepest reverence

hand on chest symbolizes image. of Sheikh in heart

rub face, touch eyes symbolizes taking in spiritual blessing

sexamples
page:

454, 456
399£,419
453, 454
452,456
453, 4b4
447,453,454

455,458

399,409,457
399

454,455

411

413,451

397,454
397,413
452
452
409
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APPENDIX 20:
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EXPRESSIVE RESPONSES

According to Qawwali Participants (Sufis)

a) Manifestations of Strong Arousal

(in order of increasing intensity)

F -

w o

> > 0L
]

\

) -

riggat = state of being moved to tears,ecstatic weeping
rigqgat tarl honi = to be overcome by ecstatic
weepmg

also: giria = weeping
rona = weeping, crying

sajdi = prostration (bowing head while kneeling,

as in Muslim prayer)

chikh = cry, shout

also: hutha = noise, cryg

khara hona = standing up

lotna = falling down and tossing, rolh.ng about

rags = ecstata.cga ce

wisal = (final) union, death in ecstasy

'b) Manifestations of Mild Arousal : ¥
(in order of increasing intensity) '

—H -
H -

Mo
1

ol B

jhumna = swaying

hath batana = ge sturmg with or raising arm, hand
also: hath uthana = raising arm

Zwaz nikalnid = exclaiming (in approval)

harkat = (involuntary movement, action)

of Arabic derivation
of Farsi derivation
of Hindi derivation
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is f1exfb1e, but its frame of reference is always the‘continuum of
Spi}itual arousal.

At the first stage of mild arousal, appreciation or expression of
pleasure (kaif) occurs, often in response to a specific song portion,- in
ihe form of ‘an upturned palm, an exclamation, even a verbal expression.
The Sufi's state atlthis stage may express itself in a more generalized
way through swaying or an arm pointing upward to indicate the awareness
of the divine pfesence. Generally, the outward expression of this stage
parallels responses in other performance occasions of Indo-Muslim
culture, particularly the musha'ira ("poetic symposium", see Qureshi
1969:430 f).x At the second stage, when mystica1>1ove is truly aroused,
it expresses itself through tears (riqqat) and perhaps restlessness or
even a shout, all signs of being overcome by strong e;otion. Generally
the surge of mystical delight (kaifiyat) will then subside, perhaps to
arise again upon a further stimulation from the songs. However,
occasionally the emotioh is not to be overcome and culminates in complete
“ecstatic abandonment, the third stage of arousel. This‘condition is
.nonma11y.indicated by the devotee'; rising to his feet iﬁ order to be
able to move more freely. Once he mpves on his feet, he is censidered to
_be in the state of ecstatic dancing (rags). Rags, properly speaking, is
a sty11zed form of dance in which the Sufi turns more or 1ess on the spot .
by alternately rais1ng his feet while his right hand may point upward
But rags may also inc]ude walking, or any rhythmic movement along with
gesticulation and vocalization. In the case of extreme self-abandonment
jumps, falls, rolling and shouting aiso’occur.

A sequence of intSnsificétion is 1mp11ed in this expressive frame-

!



work, and indeed the general expectation always reaches to the next more
intense emotional expression. At the same time, the occurrence of these
expressions is governed entirely by the individual's inner reaction to
the performance situation at any giveﬁ moment. Thus they may %ndicate
either an increase or a decrease of emotional arousal, as well -as also a

sudden surge of emotion breaking that continuity.

Formal Response

The second mode of responding to the Qawwali experience serves the

expression of the Syfi's attachment to the spiritual hierarchy of Sufism,

thus represent1ng the structural dimension of the Sufi experience As an

essential component of the Sufi path activating this link forms an
1ntegra1 part of the Sufi's emot1ona1 response in the assemb]y, at any ’
stage of mystical arousal. Whatever the emot1ona1 state, however, the
quality of thi; link remains constant and therefore finds a consistently
formalized manifestation which stands in some contrast to the wide
expressive*range of the experiential dimension (i.e. expressing states).
This Qutward Expression reflects the essential chéracteristics of the
Sufi's attachment to his spiritual superiors: submission.

Allegiance ;hrough submission, embodying the Sufi's striving toward
God through a spiritual superior in the Sufi chain, is the primary
quality of this structural dimension of mystical love and it is to be

.
-l

confirmed by outward expression wherever representatives of spiritual

superiors are present. In the assembly, these include descendants of

saints, foremost among them the leader who represents the patron-saint of

the assembly, but also a personal spiritual guide or even the very
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S
threshold of the saint's tomb, locus of his resting place. A much-quoted
incident from the 1ife of the saint Nizamuddin Auliya exemplifies the
importance of outward deference to anything symbolizing the spiritual
superior in the assembly: The saint, attending his own Qawwali assembly,
sudden&T;Arose in respect, motivated not by inspiring mystical song, but
by the sight of a dog 0uts1de'that resembled the annimal he used to see.
by the house of his own spiritual gude. Implied in the Sufi's activating
his spirifha] bond with thensaint or his own guide is a]go an active
solicitation of fhe divine benefices that flow from God through the
spiritual chain of Sufism. In its most intense form, however, submission
becomes an expression of mystical love as an emotional force that
- sacrifices life and possessions to me}ge with the Beloved.

Whether serving more as a deliberate gesture of deference to the
divine representatives present in the court of saints, or more as a
spontaneous extension of emotiona]iarousal directed toward the spiritual

beloved, the external format of encountering the saint or "meeting the

Sheikh" (sheikh se milnd) is constant and consists of making a formal

offéring (nazrana). .Tab1e 21 summarizes the nazrana with its combonents
(along with exemplifications); in its standard from the devotee rises to
approach the spiritual supérior, bows down (with unbent legs) or kneels
before h%m and extends on his open palms (right over left) an offering of
~money, usually a single note. This note is 1lightly picked up or touched
by the recipient as a gesture of accepfan;e and placed on fhe floor
before him. The &onor may respond to the blessing of the Sheikh's touch
by a gesture of moving'his palms over his eyes. If he is a personal

' disciple, he may well kiss the hand or knee of his guide, or the ground

. o
4



TABLE 21: LINK RESPONSE

a) Formal Offering

-~ standard presentation; bow to offer

.
- presentation cxpressing need for
spiritual indicator
- presentation expressing .sub- :
mission, respecct L

- presentation expressing sub- :
mission, devotion

-~ presentation expressing aroused :
mystical love

b) Iniensification

- prostrate

- embrace

Examples
page:
offer and: 389, 393ff
offer jointly with senior 452
person
"kiss'' or touch feet 426
(gadambos—i)
"prostrate'’ (sajda) 404 -

embrace (gala milna) 'L

451

455,456
v
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APPENDIX,: 21: " LINK RESPONSES
) According to Qawwali Participants

a) Standard, Formal Manifestation

F - nazrana = offering, token of submission, allegiance
AJ also: nazar

F - sadqa = propitiatory offering to avert evil from
Sheikh/recipient ' . '

i

s

b) Intensified Manifestation

F - sajda = prostration (bowing head while kneeling, as
in Muslim prayeT) '

F - gadambosi = "kissing the feet'' (touching feet with
. hand(s) and kissing it)

H - gala milna = embracing
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before him, as a gesture of ultimate devotion, or he may proiong the
~ encounter by remaining in a prostrated position, indicating ultimate
submission. When reiﬁrning to his seat, extreme deference may further be
shown by retreating backward so as not to shpw one's back to the saint.

It is important to note that this formal offering represents a .
- generally accepted modde of formal social interaction with superiors
based to some extent on Islamic precedents, but above all on the Indo-
Islamic imperial court tradition (see above Ch. 5:91). The implication
is principaliy that of deference which is indicated by bowing as well as
by the presentation of a gift that serves a material token of submission,
while also implying a request for beneficence. The offering gesture
itself clearly indicates that the offerer puts himself in the position of
supplicant, a "taker", whereas the spiritual superior, while recipient of
a gift, is nevertheless himself the benefactor or "giver", as indicated
by the gesture by which he accepts the offering.

In addition to this formalized meaning, the offering further
represents the material manifestation of the Sufi's emotion of totally
giving himself away to merge wﬁth the divine, by sacrificing all he has

(muhabbat k7 qurbani men jan-o-mal dena). Indeed, tdday's money

offerings also symbolize what in the past is said to have been_a
spontaneous giving away of anything a Sufi had access to when overcome by
mystical emotion, including the very clothes on his body.

Whatever the specific meaning of.the offering, the general -
implication is that an offering is itself the'means for 1inking up with a
spiritual superior in the assembly--a means available only to those who

have money. While this is not considered to be a rule by Sufis, it is
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nevertheless a general fact, superseded only in the event of an ecstatit :¥

experience during or following which even a penn11ess devotee maxpymeet

the Sheikh." Then the rules of conduct too are rela&ed;/so tﬁb&’ %}
i

lowliest ecstatic person, if he is so moved, mayieven embrace\or k ghe
= B e , '
highest spiritua] personage present. ‘ "**%*ﬁ%.~

”"‘ﬁ ’\* . .
The recipient of the offering accepts 1t oﬂ“b‘ha]f of theY;piritua1

power he represents. Then, unless he occupies the highest sp1r1tua1
status in the assembly, he too 1s required to, present the offering to a
spiritual superior, most 1ikely the leader; thus articulating his own
place in the spiritual hierarchy and thereby confirming th structural
universe of the royal court of saints. Very rarely, even a 1eadgr may
wish to express his personal devotion or submission to the diving power
whose blessing he enjoys. This he does by making an offering of his own
to any saint's representative who then will be obliged to present it back
to him as the highest saintly representative (cf Performance 1).

) No sequencing is implied in the offering response per se. The only
point in the assembly where offerings are certain :qug,madé is during
the obligatory hymns, especially where they introduce the perfdrmance,
for each such hymn reiterates in some way the foundation of the Sufi
spiritual hierarchy, thus inviting every member to confirm his allegiance |
to it. For the rest, offerings géneral]y follow, or are part of the
expression of, emotional arousal. Even an ecstatic’state normally comes
to its conflusion by the devotee "meeting the Sheikh." Ultimately, the
two responses are blendned together, comp}ementing each other, for an
upsurge of mystical emo;ion invariably draws the devotee to the saintly

’:t) .
representative. . Table 22 presents the total framework for the- two



Table 22:

FRAMEWORK OF P\ESPON’SES AND SPIRITUAL
) \

STATE

-

— -

INNER STATE

Stages of Arousal

— e - -

0 Neutral Stage

OUTWARD MANIFESTATION

Expressive Response

<

Al

«Q LITTLDL T IR

S =

Formal Response

Manifestations of Enthusiasm

1. Enthusiasm

2. Deeply moved

strong arousal -

3, "Ecstasy

self obliterated

+ signaling
- tap nod
- move.head raise arm
© sway verbal expr.

exclaim

Manifestations of Aroused
State

movement, twitching
weeping

arms raised

shouting

prostration

stand up

walk, move about
dance

fall down, toss about
die ’

' offering
(+ prostration
+ kiss feet)

e e—e— ———e 4

(tprostration
+kiss feet
+embrace)

'i " offering
I

»

-

v

embrace
g with or without
offering
offering follows
. ecstasy
(+prostration
+kiss feet
+embrace)




APPENDIX 22:  CONCEPTS OF SPIRITUAL STATES AND
‘ THEIR MANIF ESTATIONS '

general kaifiyat/hal

particular h‘éd kaifiyat
k

7

v A R
 halki }————— aia darje ki |—m——uny N
kaifiyat kaifiyat
STATE —e m - =—¢-darjea-—- — = — = = = - -~ . _
. bekhud (behoshi)
beqabu (behal)
MANIFES- riggat ——»ghikh —{khard —»raqs —wisal
TATION: ‘jhumna—=—» hona |
a) expressive|l hath batana ——— sajda lotna
responses: awaz nikalna———» ‘
harkat
b) link L
responses: || nazranac —y . nazrana
with sajda, ‘ sajda
qadambosi qadam-"
bosi
gala mil-
. “na

(Prototype responses underlined)
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responses, along with Append1x 22. Of the twO’modes of responding to

"~ this emotion, the formal offering is clear]y the more complex in its

» 1mp1icat10n;¢for it involves 1nteraction between all categories of

7c,part1cfp$nts, actually articulating their interrelation. Emotional self

.

“expression, on the other hand, s the response considered primary, as the

fimediate indicator’of mystical arousal which provides the dynamic for_
the offering, and indeed for the entire proceedings.

In the absence of a sequent1a1 structure of audience responses, it
e T

is the function of the leader to contro1 and mediate their often highly

L)

W ’

1nd1v1dua11zed amd unpred1ctab1e occurrence. This function applies both

to the channe11ng of emot1ona1 expression in the assembly as well as to

™

the management of its structura] dimension.

EmotnOnaT expre&s1on is monitored indirectly by a calm and composed
att1tu&e ‘on the part of the leader. Thus, he does not allow his own
e '

;fee11ngs free re1gn for he serves as a spiritual anchor for the feelings:

of everyone e1se. Overt action to this effect may include calming a

4 an
L9

“devotee by placfng his hand upon his back or head, during an offer1ng

LI

ené%dnten or even b&wrec1procat1ng an embrace. The Teader's guidance
o @ .

becomes most cruc1a1 in the event a devotee is overcome with ecstasy. To

'-beg1n w1th,‘it is the 1eader Qho g1ves recognition to the ecstat1c state

pEATS

by r1s1ng in respect of the d1v1ne blessing it represents, whereupon
everyone in the aud1ence rises 11kew1se Ihroughout the duration of
ecstasy, he mdnitors the devotee and ensures that the performer provides
appropriateﬁgggfgr repet1t1ons. Finally, when he perceives the state
subsiding he choses the right moment to sit down and thus to have the

entire gather1ng return to a sitting position.
% o

&
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As for the structural dimension of Sufism expressed through the
. /
offering, the leader provides its ultimate Tegitimization by accepting
all offerings on behalf of the higheét sbiritua] authority whom he

respresents in the assembly. Once aécepted by him, however, their

_ purpose of articulating a spiritusl relationship is completed and they

now become money to .be gfven away, in.keeping with the Islamic tradition
of turning ﬁb1igious tributes intd charity. In this-particular sjthation
the money serves to remunerate the performers for their service. The
relaiionship thus articulated bétheen Sufi audience and performers is

paraphrased most appropriately through the following simile explaining

sama' préctise: The recipient of a precious gift brought to him by the

donor's servant must reward the servant for bringing it, even though this
reward has not relationship to the gift itself (Idris Khan 1973:5).

The leader thus has the additional function of rewarding the

‘performers. Either at the end of their performance, or more often as

every offering is acepted by t*e neader, one of the Qawwals--or an

. assistant of the leader--goes to receive the money. The standard gesture

of turning over the money to the performer is the reverse of the .
offering: the leader drops the money into the extended palms of the
performer, thus always maintaining the forma1 distinctjon between the
giver and the taker. The taker raises the money to His eyes in a gesture

of partaking of the b1ess1ng conferred on it, and returns, 1dea11y by

back1ng off to place the money on the harmonium or next to the lead

singer. The leader the, plays an essent1a1 part in managing the

“transformation of the offering from a token of sp1r1tua1 deference into a

[

payment for service.

3
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The performer, finally, is expected to react to his audience in
accordance with their spiritual needs and respond to the preferences of
spiritually prominent persons. This implies that he has an understanding
of the setting and participants of the particular occasion and is capable
of selecting appropriate songs for his performance. In his delivery of
each song he'is expected to be sensitive to the listerners' responses and
conform to one principél requirement: to repeat or amplify ahy effective
part of a song. This becomes crucial when a devotee attéins a. state of
ecstasy; then the singers are required to repeat incessantly qhd briskly
the particular song part that inspired the stateﬂ This form.of
repetition is singled out by the special term takrar, and it is the one

characteristic of Qawwé]i music understood and expected by every

~participant in a Qawwali occasion. Indeed, Sufis-3e1ieve that this

repetition is essential during ecstasy to sustain and bring the ecstatic
state to bomp]etioﬁ; for if the salient song portion is discpntinued
prematurely, the ecstatic person may die. "Of tﬁe frequently cited
examb]es of great Sufis who died in ecstas; during a Qawwali assembly,
the case of*thg saint Qutabuddin\Bakhtiyar-e-Kaki, second in the
spirﬁtua1 lineage of tﬁe Chishti silsila (see Table 12: 101), serves
best to illustrate how Qawwa]i'functions in this extreme situation:

Thé following famous couplet py thelPersian mystic Ahmad Jam

/
inspired the saint to ecstasy:
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kushtagan-e-khanjar-e-taslim ra
har zaman az ghaib jan-e-digar ast -

(For the victims of the dagger of submission
There is a new life every moment from the unseen)

[P

As the Qawwals repeated every first 1iné, the saint fell down as dead,
but.on every second 1line, he rose fo life again. This alternation
continued for many hours to several dayé, bUt the sing{ng could not stop,
until finally the Sufis present had the performers end on the first line

to allow the saint to rest in final union with the Beloved. °

D Social and Economic Dimensions .

Social Dimension

An outline of the structure of the Qawwali occasioh wou1d)not be
comp]etecﬁithout a é;ecial discussion of what Eo]lective]y may be ’
considered its social dimension. Being & gathering of individuals and
groups who interact, the Qawwa]f occasign is also governed by the social
norms operating in the 1érger-sé£iety. This means'thét‘Indo-Muslim
social organization and rules of social interaction are operative in the

Qawwali-assembly, albeit in conjunctioﬁ with those of it§{refigious

function. _
. i

For Qawyafi participants,‘this’leve1 of siructure is understood as a
matter of codrsé; ac their khow1edge of it is implied in their socié]
‘ expérience as members Qf'Indo-MhsTEm society. To the extent that social
structure is iniegrated and reffected fn the religious structure of the
Qawwh]iddcéasidn, an analytical separation of the two is illuminating,

but not esseiitial to the explanation of the context Himénsion of Qawwali.

L3
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However, there are aspects of social structure which Opérate
independently.of‘the re]igious structure of’Qawwa]f, and'these require to
be identified separate1y Separately, because they are not included 1n
what the Sufi 1dent1f1es as the rules specific to Qawwa]i Yet, the
social dimension is operat1ve and thus forms part of what constitutes the
contextyof the QawwaL%‘assembly; (

Unlike the religious dimension, the social dimension of Qawwali is
not concebtualized formally, and even informally notions pektaining to

aspects of social structure are often not made exp]icit~éven on

inquiring; especially where they are not congruent with the religious s

rtenets governing Qawwali. Data underlying this discussion, therefore,
comes mainly from observation of Qawwali events, supp]emented by
explication from mainly those Qawwali partfcipants willing to depart from
the Tihits imposed by spiritual norms.. It stands to reason that this
would include performers and personable devotees mpfe than spiritual
guides, though, rémarkab1y, some saintly rgpfésentatives too were willing
to respond to the inveStigatot's‘perstective. What is pkesented héte,
then,; is an out11ne of the social dimension as it governs the standard
norm for the structure of the Qawwali occas1on ‘ |

| Taken together, the background discussion and the foregoing.out]ine
~of the Qawwali as a'ré]jgious occasion mafé apparent the basic congruence
between norms of Indo-Mus1lim social strutturé and concepts of Sufi

ideology. Quite naturally, this- congruence is manifested in the concept

and structure of the 0awwa1j occasion. The most prbminent principle of

social ofganization thus incorporated in the Qawwali occasion is that of

hierarchical structuring. Hence, social status and wordly authority are

P

/
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recognized as legitimate indices of privilege which are ultimately
" derived from divine beneficence. This notion is reflected in the

darbar-e-auliya concept of the royal court of saints.  And it is clearly

incorporated in the setting of the Qawwali occasion, where wordly statu's
is recognized along with spiritual status, so that listeners with a high
status are invariably seated and treated with deference, while low-status
oi service class listeners are relegated to 1nsign1f1cance, as Iong as ‘
they don t exhibit outstanding spiritual achievement. This notion is
further reflected in the position accorded the performer as a hereditary
professional who prov{ges a personal service,'albeit a religious one, so.
that his identity as a type of neligious functionary is nevertheless
subsumed within the traditional identity of the servjee professional
which is characterized by dependence on a patron to the near exclusion of
| personal, social, or spiritual achievement. A performer is thus |
_ separated from the Sufi audience conceptually as weﬂ]?as spatially, and a
perfonmer, almost by def1n1t1on, cannot also be a Suf1 (but see note 5
for an exception).

It is;in the process of interaction in the Qawwali performance where
the social dimension sometimes operates independent1y of, or acts as a
'modifier to the Spiritual'dkmension Social status and ne1ationships
come into operation as soon ;s the performance process begins. For those
of . h1gh status, this means express1ng and_va]idat1ng.their status; for
those of low status it means activating or solidifying vital links of
. patronage wiith patrons. 'fhese social goals affect both modes of

- responding to the mystical experience: 1nd1v1dua1 self-expression as

well as the offer1ng expressing attachment to the Sufi hierarchy.
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Dealing first with the expressive response, it is clear that the
~ manffestations of 1ﬁtense spiritual arousal (shown on Table 20) consist
of behavioral responses deviating considerably from the accepted social
'norm for a.gentleman. Beyond this, the expression of a state of ecstasy
and self obliteration implies behavior not subject.to any social control.
From a social perspective, such expression puts the devotee on center
stage, exposing him before a more or less heterogeneous audience. Thé
socially prominent devotee, therefore, tends to avoid reaching a state in
which he may indulge in any eccentric behavior contradictory with ﬂis
social image. For the devo:ee who lacks socfal'stanQTng, on the other
hand, reaching such a state gives him momehtaryvprominence. Indeed,
observation suggésts that it is elderly devotees of lower status who are
most likely Seén dancing ecstatically, whereas high status listeners,
including saintlx representatives with high social and religious
standing, very raré]y "stand up" to go into ecstatic movement. True, in
the case of a spiritual leader, this is primarily due to the restraint he
imposes upon himself to exercise his leading role, but social
considerations also operate wherever high status is involved. The fact
is, that restraint and controlled behavior are characteristic of high
statﬁs, so that even among Sufis or spiritual personages the frequent and
expansive expression ofﬂstrong.arousa1, especia]]y‘ecstasy, is associated
with Tower status--just as.are conspicuous items of characteristic' Sufi
clothihg. Leading Sufis, then, validate their status with self control
and a more 5ubdued outward appearance generally.

There is yét another aspect to the social dimension of ecstatic self

expression. While prominence is accorded to anyone reaching an ecstatic
] . ' o
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state, a low-status listener is 1ikely to be reminded of his soc1a1 place
if his state continues too long--after all, he 1s‘keep1ng higher status
Tisteners standing. And if his state culminates in embracing the leader
--or any: spiritually high person--, as is often the case, the leader may
-well signal a supporter to have him pulled away gently, sometimes even
before he can take the liberty. The point is that the Sufi assembly may
be a place where only spiritual values are pursued and social norms may,
. as é result, pe superseded by spiritué] ones, but the basic rules of

' interaction between juniors and seniors, or low and high, will not be ,
contravened altogether--they after al1 constitute the very foundation of
the Sufi assembly.

As fo? the formal offering response, its built-in social ingredient
is the public give-away of money, a worldly asset. Besides its spiritual
function, the offering also constitutes the social gesture par excellence
| expressing high status and a position of patronage. The fact that the \
money offered ultimately serves to pay.for the service of the performer
points difectly to this socio-economic implication of making an offering
by marking it as an act of patronage toward a client. In the Qawwali
assemb]y, therefore, it is the accepted social norm that listeners of
high wordly status shoul6 =® seen offering generously and in accord with
their status, while failing - offer is considered to result in a loss of
face. . Specifi&a11y, these of‘-=r 'ngs serve to fulfil two social
requirements for the "speciai" : steners: One is the obligation
("nobfesse oblige") for them, as gatrons, to share in the support of
those who provide them with service, i.e. the singers. The other is the

formal requirement .for guests at the royal court--be it of king or



saint--to present themselves at the beginning to the presiding pereonage,
expressing their deference by a token offering (nazrana in its secular
meaning). In Qawwali this is indeed customary, so that during the first
song there is often a rush of offerings (cf. Performance ex. 1:389 ff).
The operation of this social norm does highlight the 1mp0r£ance of money
'ae a material token of status. Indeed, the notion is prevalent--though
in opposition to the SpiriteaT norm of the Qawwali occasion--that status
validation by means of offerihgs is an obligation regardless of spiritual
experience. For devotees with social status, limited financial ability
can actually operate to Timit their attendance at Qawwali assemblies.

Finally, the offering provides by implication the opporéunity to
establisk or act1vate a social link parallel to the spiritual one that fs
explicitly being sought. Th1s aspect of the soc1a1 dimension is -
.particulariy relevant to the low-status listeners seeking patronage; so
that £;21r Timited offerings also serve the h1gh11ghting of their social
as well as their spiritual dependence Performers iq particular, while
not s1nging, often uti11ze'this means_of being:"recognized" by the
assembly leader or another spiriﬁua] patron.

\

Economic Dimension ;

To consider the economic dimension of theJQawwali occasion apart
from the social and spiritual dimensions is necessary mainly in order to
achieve a perspectiye on the part played in the assembly by those
phrticibants whose purpose in attending is neither spiritua1 nor‘secial,
buf economic: the performers. There {s general agreemeht among
participants that a perfqnmer sings for money and will operafe not only

k4
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at the spiritual but also at the material plane of making a living, so
that spiritual requirements may be superseded by material needs. Sufis

accept this to an extent--"that's the Qawwal's nature, pulling money out

of peopld” (paise lurakna), but they consider control essential to keep
the spiritual priority. This reflects the general attitude of
participants regarding the economic dimension of the Qawwali context:
that.dimension is recognized, accepted by implication but kept in check
by allowing only an exclusively spiritual conception to operate at the
explicit level.
| In purely economic terms the Qawwali occasion is a setting for the
Qawwali performer to provide his, services in return for a monetary reward
from the audience. _Three aspects characterize this process and set it
apart from that operating in other typeémof performance occasions;
First, the performer depends entirely on the-whim of his listeners
whether he will be rewarded and with how much, so that it is hardly
surprising that he can only explain an economic Qindfa11 Tor its absence)
in terms of "divine blessing” (karam). A lack of cénsi;tency in reward
fs not unique to Qawwali performers; other Indian musicians and
performers generally experience it too, but not;to‘fhe extreme extent
that résulﬁ; from the fact that spiritual emotidn motivates the donation,
rather than the donor's desire to :;ward the performer. |
'This points to the“seconq and more unique economic aspect of )
Qawwa]if the fact‘that\the qgney is offered purely as Spiritua1—-qnd
sgciél--currency, so to speak, and in a sense becomes a;thing of material

value only once the non-material transaction is completed.. For the

Qawwal, then, there is no way that hé can pursue his économic goal of

!
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performing for money aifect1y, by simply eliciting his material reward
directly from the listeners. He is expected to do so indirectly,
creating the conditions for arousal so thatvits effect may motivate the
Sufi to activate his 11;k with the hierarchy by means of an offering--
provided the Sufi actually has money to offer.

This in turn leads to the third aspect characterizing the
performer's economic pursuit: the fact that the performer's success in
creating favourable spiritual conditions hinges primarily on his
conforming to standards and requirements of those with spiritual
authority, not just on his appealing to wealthy listeners directly. Most
of all this is manifested in the absolute authority of the leader over
the assembly, expressed in the fact that the leader exercises de facto
control over the bffering tfansaction; after all, the performer gets his )
reward only by the leader's leave. Indeed, in past times assembly
leaders actually retained the offeringsland rewarded the perforhers at
their discretion--an expression of & mowe solid feudal tie betweeﬁftheQ.
But even tggay, the 1eaaer retains his economic positibn of power éé'a
redistributive agent.

As for the donor, the spiritual meaning of the offering makes it
Wequa]ly legitimate for him to offer much or nothing, a1though social

motivations for offering do operate to an extent, as discussed above.

~This concludes the out1ine of the Qwalli occasion in all its salient
features and thus the excursus 1nto.a consideration of the Qawwali
context of performance. Having dealt with this context in the abstract

results in a model of a clearly conceptualized structure expressed in

ompieaen o e o b



terms of a well-defined setting and procedure, all informed in a logical
way by the ideology and the socio-economic background of Sqfism. Just
1ike the model for Qawwa]T'szic, this contéxt model also incorporates a
wide range of variables and options which all form part of the Qawwali
occasion in the abstract. But it can be actualized only in the
particular, 1.e. the actual performance event--which is the same as
.saying that structure becomes operationalized as process.. In that
_respect, the structure of the context is no different than the structure
of the music. Yet fhey do differ substantively in that the contextual
dimension of the Qaymaljﬂassembly also contains the motivational dynamic
for making a Qawwali event happen, including the music; in other words,
this motivational dynamic is ideological, social or economic; it is not
musical. “ u

What is needed in order,to demonstrate thj§ dynamic in acfion is to
introduce the actor, to show how the participants 1n;gract in actual
Qawwali events to actualize the conEextua1 structure and thereby cause
the musical strgcture to be actualized. How this shift from strutture to
process can be made, and what analytical tools are required for the

endeavour, will constitute the analysis proper of this thesis, to be

undertaken in the section to follow.
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SECTION III: THE PERFORMANCE PROCESS

CHAPTER B8: ANALYTICAL VANTAGE POINT

A Introduction

The final section of the analysis turns the focus back to the music,
only this tiﬁe it is music considered not in the abstract--as analysed in
Section I--but performed in the context of the Qawwali assembly--as out-
Tined in Section IT1. With both musical and contextual structures
accessible to analysis, it is now possible to proceed to inVestigate
this musical idiom is actually used in its performance context, i.e. how
music and context interface in the process of performance. It is this

investigation of the impact of the context upon the music which will

)

. L]
utlimately enable the analyst to produce a more detailed set of music

rules: one that should account for the generation.of ,variation in songs
and sequences of songs within a Qawwali og;asion.

Because there is rea]ly no established precedent or prototype for
analysing a performance process, 1 consider‘it necessary at the outset to
clarify what appioach and procedure will be used in this analysis. While
the theoretica] foundation for the analysis has already been 1a1dcgpyn in
Chapter 1, the task is now to generate a workable procedure, for its
realization in practice.

There are two problematic aspects facing any analyst of a’
perf;rmance process: One is the problem of having to deal with an inter-
action between two domains which are totally different from each other

E qualitai?;gly and each consist of a d1veﬁ§ent range of variables. The
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second, more fundamental problem, is having to analysélprocess,'an on-"
going dynamic, by means of a pFocedure-—conventiona1 analysis--which - -
operates by segmenting its object, so that the dynamic 1inking the
pieces, the very crux of process,«tends to be left out of an analysis
whicﬂ\by it5 nature tends fo turn process 1nto'structdre._

I proposé to deal with the first rroblem at two levels: Diversity
within either domaiﬁ canvbe orgipized by setting out each domgin as a
structure to serve as referential grids for individual vpriables as'they
occur in ﬁhe performance process. These structures--of Qawwali music and

,context--are already available for such ;;ference'as presented in
Sectfbﬁﬁ(l and II. Aé-for dealing with the qua]i;ative difference
between mﬁsical and contextual variables in the analysis of an inter-
action between the two, this problem can only Se solved if the dynamic
1ink operating between them can be perceived as common denéminator which
can act to generate some for of équiva]ence between musical and
contextual variables. It will be the major task of tpis process"analysis
to identify the several such common denominato;s'operating in the Qawwali
performance process and to investigate‘the important equivalences that in
fact exist on their basisgbetween features of music and context.

It is in the same diréction that the second problem, apalysing
process in terms.of'structure, may find%a possible solution. For if the
common degomiﬁators are in faqt dynamic links, f%at &xnamic'must-be
identifiable as a chanﬁel or referent along which a context v%riab1e can
cause the occurrehce of aAcorresponding music variable. It will be by
means of these denomina;ors or referents, finally, that context variables

can be plugged into the music, and context constraints\can thus becdme

- 0
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part of a musical grammar.

" But this is on1y>ha1f the answer to the‘pkob]em; fof it sets up a
modeﬁ'for the mechanics of the interaction process without accbunting for
the motivation that leads to specifig choices made by using this
mechanic. It is herekthat the human actor must be brought on the scene.
Not that he has been exc]uded from the ethnographic perspective, but most
ana]ysts--particq1ar1y those dealing'with musical eound--tendrto legye'
him out of their models. A Qawwa]i performance, however, is so
manifeetly shaped.by the participants, even at the level of its religious
function, that the real question is not WHether, but which, participant
should become the focus of  the. ana1ys1s. It is this questioe that
provides the sta?ting point for dea11ng with the Qawwa11 performance
process. - _ _

This process basically consists of the decisions and actions of the’
participante, mueiciandand aud%ence; which together constitute the per-
formance interaction. fhe common basis for this interaction is ‘their
shared conception of_whet a Qawwali occasion“is--tﬁe standard model as
outlined in the preceding.gection. At the same time, the strategiesuthet
motivate their respective decfsions end actions differ, most |
;'ffundamenta11y S0 between performers and isteners. ‘What accounts. for
these differences is the particular vantage point from which each -
participant contributes to the rea]izetipn of that_shared conceptiqn

during an actual performance event. Consequent1y, tb‘ana]yse the process

of a QawWali event in its totality wou]d 1og1ca11y speaking, require the_;

consideration of all participant's. strateg1es put together as 1nformed

by their respective vantage points. As stated at the outset (Ch. 1:25)

] e
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such an analysis .is not intended here. The goa]aof this investigation is
an relevant inasmuch it contributes to that anélys{s; i.e. inaémuéh as it
affectsbthe music. Therefore, the intefaction process to be analysed is
that between4eontext and music, not the interaéfion.between participants
per se. Since only the performer knows and makes the mﬁ%ic,'such an

. angiysis can only be built on him. Indéed, for the purpose of analysing
any performancé event involving a'pérformance medium, the key participant
' is the performer who knows and uses the medium of performance. Al1 other
~participants and their actions, i.e. the entire intéréction process, are
relevaqﬁ to this analysis only in terms of the berformer's‘perception;
because it is he alone who is responsible for the actualization of the
music. | - ‘

Focussing thé performancé process ana1ysi; on the musican does not
mean to imply that the musicfan therefore has a dominantvposifipn among
partiéipants, quite the Contrari} thé discussion of the Qawwaf}
occasion's every aspect--concept, setting and procedure--makgs'it amply
clear that the performer is accorded the least possible significance,
considering his ihgispensib1e,ro1é. In fact, it appears that_hé and -his
actions are contro]led‘b& the*audiehce. ‘But that control is variable,

'_ i.e. fhe performer is not structurd]iy"constrained by it (1ike'e.g.

certain musical features are by textual features)_and-thefefofé his
actions cannot bq_pfedicted on-the basis of audience actions. Hergin .

1ieswhis‘pdsition as an originator, of strategy; for his actiofis, despite

his marginality--socially and professionally--are nevertheless the_resuTt .

of his own decisions, even though these may'arise.from a vantage point of.

o

weakness. and dependence.
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In order to understand the performer's vantage point and the
strategies this va%%age point generates, it is necessary to consider his
position wifhin the performance occasion, especially as it relates to
other participants. This position can of course only be understood in
reference to his general situation, of whiéh it is a particular /
manifestation. As a first step, therefore, it 1; hecesséry to refechback
to the discussion on the performer's identfty, botﬁjas a member of the
shrine community and as a hereditary profeésional within the larger

.society. In the light of this background it can then be assesséd what

»tHe Qawwali performance means to the'performer,ii.e.-what'constitutésjhié

vantage point fn it. This will be set forth below, as part of the
ana1ytiéa1 vantage pmint for this Section. :

Once the performer is established as the hub of the context-music
interaction, it fo]]owsu]ogica11y.to ﬁéoteed to the analysis of the
interaction, itself by introducing the musician;intogéme ana]yticaT
_ Scheme. Focussinglgn'the two domains from the perSpectivé of the.

- musiciar, their interéction can now be redefined as foT]ows: The
performer, using-his knoQ]gdge of the QaWwa]i.performance/?diom’andftme
Qawwali occaéion of performance - takes cues from thé occasion to sélgct.

_ thé mugica1 variabTes for his perfprmance. In doing so -he fulfils the
spiritual function of Qawwali musjc in the assembly whi1é-at the same
time maximizing his own socio-economic position. His particular choices
he makés on the basis of sfrategicfprincip]es thaé réflect bbth |
ideo]ogical-and socio-ecmmOmic Commitments. Those principles servévas
vreferents betwéén'contextua1 and:musica1 variables, essentially &

assigning--by referential association--ideological and -social meaning to-
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“features of the musicial idiom. On fhe basis of this referential
association, the perfbrmér can in turn co;vey_non-ﬁﬁsica]-meéning to the
audiéhpé through his musical choices. Thus musical variables can also
serve td cbn?ey n6h-musica1lmganing to the audience, thereby affecting
their response. Either way, the principles acting as semantic referentﬁ
between context and music are crucial as_the tools of the performer's
strategy. . | |
The‘]bgica1 way bf proceeding with this analysis Qquld be to start
with the identifibatioh‘of these critéria by which the&performer relates
cpntgxt to music and tﬁen torana1yse how he'useé them; fo]]dwing the
systematic expose with an ethnographic i11Ustratf0n. 1Howéver, while this
sequence 1is Togically appropriate, it hés the"readef going into an |
ana)ytica] excursus baéed on novee principles whose derivation will be’
. less than clear, simply becéuse that derivation it;élf.stems from a aneT
perspective on performance, i.e. to view music and context s{muTtaneouéiy
4§nd frdm a’singie stahdpofnt; thgf of theopérformer.‘ Tﬁis,perspeﬁtive
and its 16gic'are crucial to the entf?e process'aﬁaiysig. ‘I,fherefore
"con;fdek it imperaﬁivé to preface thé ana1ysis proper with an ethno-

graphic presentation of this4persbective, in the form of a schematized

outline of a Qawwali performance as' experienced by a Qawwali performer as
: o g ’ .

- he perceives the context and structures the music.

The second chapter fﬁ“this-sectipn (Ch; 9), accordﬁng]y,,coﬁ%aing\an,v

ethnographicioutline of a Qawwalf?pefformdnce in the abstract. It is.

"struttured to follow logically after the first chapter setting up the

-

performer's vantage bpint; together the'tWOHéﬁipter§ give the reader-;he _
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musical and contextual, wh1ch are then abstracted 1n the analysis chapter
‘that follows (Ch. 10). -
This fina1’chapter, the ana1ysis itself, in a sense para11e1s the

outline of a performance but in the process replaces concrete options and
‘re1atiohships by abstract principles of meanfhg (semantic referents)
capable of generating those options and re1ationships under given .
conditions. It is at this abstract level that it then becomes possible
to formu]ate the rules for the contextual input into the mustébll
programm1ng The entire analysis section concludes by suggesting‘how
such a formulation could be 1ncorporated into the mus1ca1 ru]e system,
without however go1ng to the extent of construct1ng a formal context-
_sensitive grammar. S L fN;'

Throughout this sect1on, tab]es dea11ng with features of. the

context-music re]at1onsh1p are of particular 1mportance because a tab1e

-perm1ts isolating such features as well as the re]at1onsh1p between them.

In the analys1s chapter part1cu]ar1y, tab]es serve the purpose of mak1ng
the ana1yt1ca1 mode] more portab]e by s1mp11fy1ng each step in the
'argument to its essent1a15. |

The source mater1a1 for th1s sect1on deserves: spec1a1 comment: The

“material for the ent1re sect1on is der1ved from two comp1ementary

sources: ta]ks with performers and recorded observat1on of performancesn

“In an overa]] sense, this presentation' no less than the sect1ons on

| mus1ca1 and contextual structure draws heav11y from not1ons -
'learned—-d1rect1y or indirectly--from performers but these not1ons may
‘well be incomp1ete. It must be understood that-the v1ta1 doma1n of the.

perfonner s strateg1es is not easily accessib1e to an outs1der and for

» -
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good reasons. If the outsider is a iistener and therefore a p742ntia1
patron--as any foreigner, no matter how modestly endowed, will oe o
classed--then the performer's stance‘toward him obviously precludes
‘,divuiging strategies not congruent with the conception of Qawwali as
sp1r1tua1 in nature. 1If, on the other hand, the outsider is a performer
and therefore a potential compet1tor—-as even a foreign musician could be
expected to be--then he is not 1ikely to be let in on anything that may
he considered secrets of the trade. In this respect only, being a woman
and therefore a misfit vfs-a-vis these a11-ma1e categories was probably a
he]plin setting me; as fnvestigator, apart professiona11y whi]e_enab]ing
" me. to estab]ish.a fami]y re1at10n$hip at ‘the personal 1evei (a male
nvest1gator would not have access into families due to women s
seclusion). At any rate, I consider my 1nformants sharjng of
performance strategies as a special gift."And the trust on which thfs
] information in particular is based, fmposes a responsibiTity which
,1mmediate rewards can only partially compensate for 1 have tried to
treat it with respect attempt1ng espec1a]1y to avo1d the bias of
contempt evinced not on]y by upper-class 1fsteners but—-by the1r own
p1mp1icat1on-—even by perfonMers themse]ves

7

B Performer's Vantage Point S s

To set the stage for the performer-centered ana1ys1s of the Qawwa11

- musica1 process, the perfonmer*s vantage po1nt w111 now be out11ned in

'very spec1f1c terms, drawing upon the larger social and profess1ona1
Y
frame of reference. which broad1y 1imit -his sphere of operation The

purpose is:to provide the reader w1th a sense of the performer s

/
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rationale as it arises from the 0ppor£unitiés and constraints that define
his position in the Qawwali occasion.

( The most basic aspect of the performer's vantage point is his own
position in the assembly, including his access to 1f as a performing
opportunity. Here the overriding reality is the performér's dependence
on the persona]lgontro1 exercised by the spiritual leader who convenes
thg assembly, both over access and process of the performance. By l
definition, the perfbrmér stapds in the position of a client dependent on
patronage, whether it is ‘a permanent personal patron-client tie with a
saint's representative of his home shrine (f.e. the permanent attachment
to a patron, see Performance 1:), or the temborary batronage sought or;
~ obtained from-the‘1eader of a particular Qanali'éssemb]y (see _

Performance 2). An ihpoftant exception to this is.the hereditary right
that performers attached to a shrine have to ritual ﬁerfokmance occasions
(at thefr own shr{ne, see below pp. 306 ff); bqt since these’fights are
'He]d c0mmﬁna11y by- the performingA1inéage (Eggggi), their benefit for the
individial performer is limited. -

As fof}the”berfdrmanée processiitslef, it is fn all cases subjéct to,'
the supreme boﬁtfo] of the spiritqa1 leader. Evén where the performer
; hés_a hekedjtary rightAof 'acceés2 the leader can have him time and
stfucture“the perfor@ance according to his Vishés. And where he éoﬁtro]s
the performer's very access--as he'dées in almost all éituations--
everythihg.the'perfdrﬁer AOes, incfuding'his very'att of pérforming, can -
be. 11ab1e to the 1eader s guidance, correction or censure. o

The 1mp11cat1ons of this control for the performer are part1tu1ar1y

Cruc1a1 due to the fact that in most assemb1ies he is only one of
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several performers, any of whom may easily replace him. This pits him

. against his colleagues--or lineage brothers--in direct competitfon. The
individual performer's position vis a vis the context of performance is

in fact precarious, unlike that of the 11§tener who has absolutely free
access, so that this most basic aspect of his vantage point is
characterized by utter dependence on the patronage and approval of the
leader. It may be ‘relevant here to point out again that the performer

has neither an ideological nor a socio-economic base to secure his
position in the assembly. In ideological terms the performer is only a
medium with no spirifua] merit or authqrity, even though some Qawwals try
to claim Spiriiua1 staius,inﬁerited from, or assigned by a Sufi

authority. Such claims are quite categorica11y denied by Sufigi In-
woer]y terms, the performer has}traditibnal1y been identified with a Tow
social class without assets, "a despised'1ot" (even though excéptiona]]y -
‘a.ggggh's young'ion,may please himself by performing Qawwaii),

Given thg.utterly dependent position of the performer»in the
.performance océasion, it fdl]ows that his need fof securing the‘approva1"
of thbse contrd11ing the assembly-is of paramount'importancg,‘if he is to
~ be Suécessfu]. For this reason, his vfew of the Qawwa]j-assembly as a
performance context and of his goal within it coﬁstitute fhe.mdst crucial

aspects of the performer's vantage point.

A Perférmance Goal

What is the Qéﬁwali performance to the performer? 4Basi¢a11y; the _
perfonmer_shares in the commonly held conception of the Qawﬂa11 octaéion

aS“out]ined in Chapter 7 A-C. As a participant ‘he-is committéd'to_
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contribufing tgzard a successful realization of this conception. For
him, as thé perfdrmer, this meahs singing Qawwali songs in accordance
with the spiritual needs of his audience. His explicit goal is to evoke
spiritual enhancement among the listéners, leading to.mystical arodsa]
and even ecstasy. The Qawwal is fully aware of the crucial part he plays
in the proceedings and he takes very seriously the resﬁonéibi]ity it
entails toward his listeners. Time and again performers relate how. the
high point in their career came at the time when a great éufi or Ieader
"Qent into déep ecstasy during their performance. At such a t1ﬁé the
_-performer, too, shares in the gift of divine beneficence manifested {n
the ecstatic state, valuing it above anything material. However, the
perfofmer knows his place as nothing but a mouthpiece and consistentiy

‘ denies haviﬁg any pefsonal share in the jmpact generafed by his |
‘performance. - .

At the same time the QaWwa1{voccasion is to the performer also the
contéxt'fok éarning a 1iViﬁg, a; outTjned'in‘Chaptér 7 b. The pecu\iér
'éifuation for fhe Qawwal--as combared-gjth other‘Ihdian musicians or with
iconcert performers general1y--fs the fact'that.his remuherétion doesvnot.
comebfb im a$ é direct'reward for a.good performance;.‘Rather, it ig_the
indirect material résu1t of what is'essénfia11y é ﬁon;materia1' | |
'transaction: .thé symbolic eXp}essfon‘of thé-spiritua] ]ihk betweenva
Sufi and his spiritual sUperior;-a trahsactioﬁbnot involving the
\perfpfmer~at ai]. Whife the offerfngs,are of ;oursevlinked:to thé ‘

'_ pgrforﬁance inasmuch as they are genéréI{y made in respohse'to fhé 1mpact.-d
- of the musié, they are bn1y incidentally a reward forfthe‘perforper,5just
: aS«the.pefformer i§ only 1ncidenta1fy a qontributor\to the impact of the

U "‘ R
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music. The entire complex of the offering--pay conversion in its
relation to the performer's imput into the performance is sohematized in
Table 23 in such a way as to show its relevance to the performer.

From all this it becomes obvious that, while the implicit goal of
earning money from the audience is a primary concern for the performer in
the Qawwali assembly, this goal 1tse1f;can be achieved only in
conjunction with, or through the explicit goal of evoking spiritual
benefites for this audience. Accordingly, the performer orients himself
first of all to the spiritual dimen51on of the performance, playing his
part in the realization of a Qawwali occasion in-accordance with the
standards set and shared by all the participants. Within the standard
conceptfon of the Sufivasoemb1y, this spirituel orientation requires him
to Consider the factors of setting.and procedure (as diécussed in Ch. 7
B and C) in reTation to his performing task, which is first and foremost
to serve the spiritual needs of his auoience The performer knows that
it is part of his task to understand these needs, indeed this is 1mp11ed
-1n his posit1on as -a ‘service professiona] For this purpose, the |
’ strateg1c<onus is ent1re1y on him and he is quite free to- exercise it.
:The fact'that.performers invariably use this freedom to attempt as close
'a compliance with their audience's wishes as possible--rather than to

express themse]ves or innovate--is an obvious manifestation of their
dependent position vis a vis this audience and 1ndeed can be understood

only in relation to this ree11ty."A

Perspectivg»qn Context

- From the performer s vantage po1nt the occas1on in its sp1r1tua1
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TABLE 23: PERFORMER'S EARNING PROCESS

v

. s
,

4

Listener ’ 2.
—.Stener

Y

(2)

makes
offering to
activate
spiritual link

Vv
Leader (‘represenk-
tative of Sufj
hieroarchy

« | (3)
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dimension is defined by two basic factors: spiritual leadership and
thematic focus. Of these, spiritual leadership is primary, for it may
determine the thematic focus as well. The thematic focus suggests the
basic framework for the performance. It is derived most obviously from
setting factor§ such as the occasion (e.g. a $aint's anniversary) or the
place (e.g. a saintfs tomb), but méy also be determined by the spiritual
leadership of the occasjon. Indeed, even when the setting suggests a
definite thematic focuﬁ,’its manifestation is dependent on the"spiritual
ieédership for the way the thematic focus is realized. Performers,
therefore, consider spiritual leadership as the primary factor in their
'view of'the Qawwali occasiop, for they are fully aware of the |
hierarchical structure of Sufism. bMost‘important\is the leader, whose
controlling positidn a116§s_him to.detennine the character of the
assembly by his mere presence:”reinforced by his personal fo]]ow&ng in o
the audience. This means that, to p1éy his part in the spiritual pursuit
of the Qawwali occasion, the performer first of all orients himself to
the spiritual leader, even in respect to realizing gn estab]ishgd
thematic focus. |

As for the performer's implicit goal, i.e. the material perspective,
k it forms an integral part of his vantage .point, without introducing a
‘substantive contradiction to the s;iritual dimension. For the basic
acceptance of'the'wor1d1y status hierarchy as a God-given social 6rdering
makes possible the acceptance of thfs dimension of worldly status in the

context of the hierarchical settfng of the royal court of saints

(darbar-e-auliya). Thus wbrldly statué is seen to play the role of

confirming spiritual status through defe:ence exﬁfes;ed in<offer1ngs,
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which, at the same time, serve to validate the status of the donor. The
performer, by virtue of heing the c]ieno providihg service to this
alliance of spirjtua1 and worldly status, considers himself the natural
beneficie;;lof these offerings. N

From a mater;ZI perspective,then, the performer sees the'Qawyali
occasion in terms of two major factors: the audience composffion'with
its offering potential, and the authdrkty structure ‘that conﬂro1s his
access to these offerings (i.e. the 1eader) In an overall sense, taking
both spirttual and material perspectives together the Qawwali performer
pursues a dual goa1 in the assembly in both of which the leader, as the
controlling figure, holds equal prominence. Hrs maJor effort is
therefore‘directed to the leader and any other spTr*tha1 notables cJose}y;'
allied with him. For their state and responses are known.to affeot their
spirituo1 depehdents which, in fact, constitutes the entire audiehce,
resulting in both spiritual benefice and material rewards for thef

perfonmer How the leader and Sp1r1tua1 notables react to and. assess,

the event and the performance 1nput is. c?uc1a1 to the performer in a more

—
-

"~ direct way, since generally thex_contro1 access to performing -
opportunit{es. In practical termsj\hhis means that the performer's prime
‘strategy is to assess se;ting; audienre and procedure with reference to
the leader. On the side of the implicit materia1 goal, giving priority
to the h{gh-status qomponent~in the audience also conforms with the
concept'of sg?ritual contro)l by the -leader, enhanced by support'from
prosperous or powerful devotees. . |
However, should the performer dwsregard this spiritua1 contro1 by

catering to a rich devotee over the need of a materially less rewarding
e ‘ ’ S



spiritual notable, there is potential for tbnf]ict and censure (see
- performance 2:447, 451).  On the other side, the performer knows that he

" can safely encourage offerings musicaTTy by utilizing the thematic focus

of the occasion, even though this may be criticized as "moneyApu11ing“;
What is‘most essential aboﬁt the Qawwali performer's position vis-a-vis
the performing occasion is the fact that, no matter how harsh the
economic Feality,'or how purely financial his interégt, the performer can
pursue thi; material goal only by implication, so-to-speak, and his
financial success ultimately derives from "scoring“ ét the spiritual .
level. This is not to deny the genuine importance spiritual success
holds for many a performer, but his overall vantagé point must invariably
include the explicit my;iica1 as well as the %mp]icitv%inancial ‘
dimension. Indeeé: it is in these very terms that the Qawya1'defines
himself: “I am a complete Qawwal....looking equally to spiritu;1 '

benefice and to money" (Meraj M3:35). ,

Perspective on Performance Medium )

The stage has been set for the per%ormer to enter and assess the

occasion of performance on the basf% of his own position within it and in

P

éccprdance with his goal as a performer of Qawwali music. What remains

is to consider the musical idiom as the strategic'mediUm by which he

.

pursues this goal. ‘ o

In broad terms, mysical content and style of the performance idiom
. z ‘ -

of Qawwali are defined by the consensus of'partiquantS',expectations as

outlined in Chapter 7, and as such they correspond to the outline of

- music and text-as presented in Chapters 3.and‘5 B. The performer abides

~_

210
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9
a

3
by this standard of expectat1on, indeed doing so is a prerequisite for
an acceptab1e performance At the same t1me the nature of the _
performance occasion not only gives the performer choices to make, it
reguires them of necessity. In facf, the musical idiom of.itself'
reflects this dual requirement of conformiéy on one side and flexibility
on the other. In terms simplifieo from the music outline thrs'idiom |
consists'of an established repertoire of songs (text and music) along
with techniques and ingredients to manipu]ate modify or amplify this
repertoire However there are 1imits of conform1ty--set by‘fhe ’
listener's expectaEions--w1thin which thefperformer can exercise his
musical options“strategicaﬁly. They leave two broad,_princjpa1.areaé of
choice: - one concerns the choice of the song: both as to textual and , -
vmusica1'content and as to its sty]istic presentation: the other area |
compr1ses the tota11ty of opt1ons governing the 1nterna1 structur1ng of
the song in performance Competent control of both areas is required of T
the performer who wishes to pursue his goal euccessfu11y This means

i

that he should have at his 1nstant command a memorazed store of texts and
7 7

tunes covering the sty11st1c range that w111 enable h1m to choose the

-Lsong appropr1ate1y. Further, he should control the range of 1nterna1 ’

structuring devices, both' textual and musical, in order to. shape the song

once it is chosen. Final)y, he should have a well and wor
“ensemble so thaf his choices are>conveyed sUccessfu11y in.performa e.
Thig requires above all strong leadersh{p on his part, and instant
>comp$nance on‘chat of his accompaniste.

v
f

//The outline of the performer's'vantage point is now complete, having



covered the perfonmer's own position in the performance occasion, defined

his goal in performance, outlined the'resu1t1ng berspective vis a vis the
performance context, and finally, having dealt with the performance idiom
as his strategic medium. The next step is to consider the way all this

is actualized in the process of performance.

212



CHAPTER 9
THE PERFORMANCE PROCESS - OUTLINE

" In this.ethnographicaily oriented portion of the performance
analysis section the aim is to consider the performer's strategies
through the course of a.performancelﬂas shaped by his vantage point, and

“to examine the musical result. This can best be done in'the form of an
out]ine of the performance process in the abstract, by taking the
performer through an entire. performance and showing how contextua]
variables serve him as cues for his musical options at every stage of
putting together a Qawwa11 performance. Because it is difficolt to
retain a sense of the interactional dynamic ‘while discussing these

‘various 0ptions and their potentia1 consequences; it is important to
indicate that, no matter what is chosen at the level of either context or

music, the performance continues in. terms of two ongQJng processes--one-

musical, one contextuale—which go on interacting with each other, i.e.
the musician continues to sing and'the ongoing contextual responses

continue to‘inform'his perception;. A sense of this polarized dynamic is
best conveyed in the form of a table (see_Tahie 26), here representing an

exerpt of the abstracted Qawwa?i performance. .A more extensive 4
representation in the same fonmat forms part of the Ethnographic Section |
(see pp. 451-461) to which reference will be made wherever app]icable.

As mentioned ‘the performer shares with other part1c1pants a notion
of the general structure of the Qawwali occa51on as out11ned in Chapter

7, and the categories of setting and procedure (see Tables 16 and 18, pp..

213
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154 and 161) are entire]y re]evant to his general view of the dawwali
'occasion. In fo]low1ng this generai conception of the Qawwa\i |
.performance context the performer s strategies wiii be considered in .
reference to the two dimensions of the occasion structure: setting--
comprising'contextual categories estab]ished"prior'to the actual
performance--, and procedure--inciuding factors that form part of the
performance sequence itse]f most particu]ariy audience responses. At

_the same time his vantage point imposes particular priorities on his

- v1ew of these categories, so that 1ogica11y an outline of performer

strategies must be structured in accordance w1th those priorities. As
set out in the previous section, spirituai leadership, embodied mainiy in
~the 1eader occupies the foremost p051tion among priorities, both from

the spfrituai and materia1 perspective Thematic focus is a further

:spiritua],priority, whiie the high status component of the audience is of

. greatest importance in its material implication. The entire perspective

“§s outlined on'Taole 24,

A Setting Assessment |

A discussion of a performer's. strategic use of setting factors must
| "be prefaced by the generai pOint that the Qawwal like any performer
aims his: strategies at his audience, so that his prime concern is for alil
‘ categories of 1isteners. Among them, the leader obViousiy occupies a
spec1a1 position, hence he wi11 be given greatest prominence here, as

' indeedvis.done by performers‘in‘their assessment of performance B

' occasions. The remaining audience'is then evaiuated as to its status

-

~"components and considered both in reference to the sponsor and to otherg ‘

}



TABLE 24:

——— e ey

MEDIUM

SETTING |

A STRUCTUR.A.L

l.

FACTORS

Sponsor/ spiritual

leader ship

a) spiritual identity
- b) personal identity

Audience

a) social status

_ Occa"sipn/Place .

Performing Conditions

' SITUATIONAL

FACTORS

Audience

a) composition

' b) state.

Pre ce_d_‘ingﬂ SonAg'

SETTING AFFECTING CHOICE OF PERFORMANCE

affecting
TEXT (1ntro.
verse + song text)

.| as to: r

theme
language/style

“language/style

o

theme

R—

theme

(modify above)
-1 intro. verse -
_theme'

‘language/theme

ey

MUSIC, (prelude +

- entire song)

tune

tune/ xlhythxn'/pre -
‘sentation

[

e

tune/rhythm/pre-
sentation

tune

_ duration, leade rship

(modify above)

1 prelude

tune

. &
{

'&"’.'
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relevant. setting factors.‘ The last remaining category of part1c1pants,
:i.e;'the.performer'himself is a]so part of his assessment of a
performance occas1on here he considers mainly the performing conditihns
under- which he 1s to operate, but also where he stands vis-a-vis other
performers part1cipating in the same. performance event. As for |
c1rcumstant1a1 factors of setting such as occasion, p1ace time; loca1e '
and duration, they are of direct importance to the performer only to the B
. extent they’contr1bute in defining the thematic focus for the |
performance. For the rest, such factors may be sign1f1cant to him
indirectly, as constra1nts on the audience composition.

Dealing with the seétting now in terms of an actual performance,
‘ there are two 1eve1sxfor the performer to‘consider At the pr1mary 1eve1
'are the predeterm1ned factors that make up the general setting and
characterize the event as a who]e factors for the most set beforehand}
The secondary level compr1ses factors particular to’ the 1mmed1ate
situation the perfonner faces when starting his performance these ‘ m
usually amp11fy, but can also contradict, the primary setting |
conste11ation.: | |

The prime~relevance of setting factors reiates to the performer‘s
initia1 choices- regard1ng music and text as well as the1r presentat1on;
In add1t1on the 1n1tia1 assessment of these factors cont1nues to inform
* the strateg1es he uses throughout the actual performance procedure The
‘performance process, then begins w1th the performer s assessment of
primary setting factors, most of it carr1ed out even prior to the

[ N

_ performance event. ‘
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"Audience 7 o )
i 'io begin with, the performer focusses on the 1eader, by assessing
~ him primariiy in Spiritoal terms, but considering also their material
impiication In order to cater to the leader spiritually, the performer
'must above all know the spiritual status and identity of the cuder--
which saintiy 1ineage he belongs to, and whether he is-a saint's familial
descendant or,even his recognized representative, ,or whether he is a
v'recognized‘spiritual'guide of some standing As it is, in most cases the K
performer is conversant with this information as a function of his
attachment to a 1eader who is aiso his patron (see Ch. 5 D). In case the
leader is a rich patron sponsoring the event who lacks: sp1r1tua1 status |
himseif the spiritual superior to. whom the 1eader is linked becomes the
spiritual focus for the Qawwal. The same ho]ds where the assemb]y of a

'leader w1th lesser spirituai status is: enhanced by the presence of a -

superior Spiritual figure, - usua]iy a representative of a senior saint

' (cf Hin PerformanCe 1:377).
Th1S general know]edge of the leader's identity is pertinent for the
perfonner 3 dec1Sion regarding his choice of appropriate song. topics.
.Thus he knows that. for a saint s representative songs estabiishing a link
with the patron saint are a first and safe choice This. 1ink (nisbat)
.may be thematic, in the form- of praise or supp]ication it may also _ s
" reside in a song s ritual assoc1at10n w1th the. saint or his shrine (Tori
”Surat in Performance 1 418), or in the poet s 1dentity as a disciple or
saint of the iineage For a Spiritual 1eader of a circle of disciples,

songs evoking mysticgﬂ experience (cf. Performance 2) or expounding on-

the devotional nature of the 1ink between discip]e and leader are. most
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: : appr0pr1ate
| In addition to h1S spirituai identity, the persona] status identity
of the leader forms an important part of the performer's prior assessment
of a Qawwali occasion. This re]ates principally to the degree of
sophistication or popu]arity a leader wishes to project in his assemb]y.
The performer uses this knowiedge to de]ineate his area of options |
'suppiementary to. variables expressing spiritual 1dent1ty Jhey comprise
ianguage and style of the song text, tune and rhythmic framework of the
music, as well as their style of performance.  To E. 7SS 50phistication,
" Farsi. is superior followed by c1a551ca1 Hindi, preferably ir the form of
a sophisticated poetic text. At the Shrine of AJmer a performing group
was recentiy evicted from an urs assembly for 51nging in Urdu by a
5 new]y 1nvested shrine representative asserting his status over his |
predetessor Mu51ca11y, a raga iike or old tune is appropriate for this
i.purpose espec1a11y when enhanced by a comp]ex or "difficuit"'mus1ca1
f.meter or at 1east a,serious]y siow rhythmic pattern A sophisticated ;
’presentation finally, is best kept subdued and. 11m1ted to a few stylized S
- gestures. If on the other hand, sophistication is no great bar to
popuiar appeai the performer w111 keep to songs with a: genera]ly |
understood 1anguage—-Urdu or stand‘rd devotiona] Hindi--and with a- more
'_contemporary sty]e. Mu51ca11y, he will prefer to choose from song tunes '
» w1th popu1ar appea] and fo]]ow an easy, smartiy mov1ng rhythmic o

framework. Asvfor.presentation;,he‘w111 feel more free to impress the .

audience with "acting" odtVthe song, using various demonstrative‘
“gestures.. Since the majority of leaders today prefer a composite 1mage,

‘ projecting both sophistication and popularity, (due to the patronage )



:situation, see Ch 5¢C), the performer's safest strategy is to plan on
staying on a middie ground ‘and 1et ‘the immediate performance situation
1nfiuence his final decision on the spot Fina]iy, a ‘leader's indiv1dua1

preferences may be known to a performer especia]iy if he is linked to

~ him as a client and is therefore expected to cater to the personal wishes

-of his patron In that case, the only decision he has to make is whether '

to compiy, or to risk dispieasing the patron by catering to other

,audience components

As much as a performer gives priority, at th1s stage to catering to

the leader he 1nc1udes the audience in his preiiminary assessment as

we]i, at lTeast as to its ba51c components Basicai]y, performers divide . -

audiences into the same _categories as do other participants of Oawwaii,
- both as to the fundamental division into: ‘the “Speciaﬁ? and “common

audience components (see Ch 5, Appendix 15) and, within the special

- category, as to the distinction between those with spir1tua1 and wor]diy '

'status, i.e. the ' saintiy“ (fuqara darwesh), and the “rich" (hmara,

1IEL£EE)' Of the two, clearly the specia] category is of maJor 1mportance
“and - 1nterest, since .its members are the prime sources of both sp1ritua1
.1enhancement to the assemb]y in genera], and of mater1a1 benefit to the
'performers spec1f1ca11y " Certain generai strategies are appropriate in
re]ation to thi? category as a whole. In~accordance with their status,

- the special audience can be counted on to understand.-and respond
favourab]y to 50ph1stication in content and form of the. songs, as
contained in texts from classical Sufi verse, ‘songs with special

spiritua1 association or with an 01d or special tune

Since most Qawwali occasions are regulariy occuring events the
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~ performer is usually able: to anticipate the presence of specia]
individuals in the audience. ‘Listeners with high spir1tua1 status will
be roted particularly as to their spiritua1 identity and treated
musica]]y much 1ike the leader-—indeed a representative of .a senior
saintly 11neage or a major shr:ne establishment will be recognized in the
perfonner s strategy 1n the same way, usually by the choice of a song
-w1th a f1tting theme or association (cf Masnavi in Performance 1: 330)
As for lesser Sp1rt/ua1 1eaders or representatives--]ower class Sheiks or
| representatives of minor shr1nes-—the performer usua]]y does not plan to
- cater to them Spec1f1ca11y, but he will anticipate giving. priority to
_their preférence, shou]d.tney express it, in cons1derat1on of their
'spir{tpal identity. | | |
Listeners with worldly status are'of very special vaiue'to the
performers,.sinee‘nOHﬁa11y they constf.hte‘the main source of offerings
in a Qawwali event ' Thus the performer.anticipates oatering to their
dpreferences 1n a genera] way, by choos1ng from a repertoire of
-appropriate sophist1cat1on, in 11ne with the1r assumed or1entat1on to the
spiritual leaders of the~assemb1y or to its patron saint. Listeners "
outstand1ng in wor1d1y endowment or known to be very generous may even
| be - s1ngled out for specia] consideration at the level of specific song
' ,choices (cf. song chosen for Performance 2:443). Such a situat1on can
Tead the performer to ‘the point_of:superseding,the preference of *tha
spfritualbieadersh1p,7as by the choice- e.g., of a song~tneme to suit a .
.‘puritan devotee 3 orientation or of a simplistic text to please- an

~un1ettered donor.

In contrast to the 1nd1vidua1 attent1on bestowed on spec1a1

-~
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1isteners, the common component of a Qawwa11 audience is assessed as a
body of secondary 1mportance that a]ways comes 1itera11y as well as
f1gurative]y, behind the spegia] group. In the presence of important and
rewarding special listeners a performer may well ignore the common
audience altogether, especially if it is limited in size. Where a large
~crowd is known to gather, on the other'hand, and more so where special
_}isteners are scarce, the performer will plan to cater to popular taste
in selecting well-known songs with a populer textual and musical appeal

(efg. ex. 7).

Fixed Setting Factors

Fixed setting factors are relevant to the performer's strategies in
two ways, one directly affects the *hem:tic focus of the event through
-0ccasion and place to the extent that these set up an assoc1ationa1 1ink

with a sa1nt--be it through his anniversary (occasion) or his- prox1m1ty

(p]ace) These requ1re of the performer to express that 1ink which the

part1c1pants are expect1ng to have confirmed exper1ent1a11y Thus he o j
‘Will be prepared to sing songs connected. to. the saint be 1t through text . = . ;
top1c or authtorship, or through ritua1~asSOC1at1on. Among., them aré .
specifie songs preserfbed for the-ritual portiohs.of suchAassemb11es (cf.

Qaul and Rang in Perfonhance 1:389, 392).

Relevant in a more 1ndireot way are the setting factors that affect
the audience cohponehtsdeXpected to be present in an assembly; these are
10ca1e and time of day. Both may enable the performer to anticipate the

-

presence.or'absenee'of\a~common audience component. Since locale size

determinesfaudience\capacity, it is clear that a small listening area,
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even in a pub]ic'shrine, will accommodate few 1isteners beyond the
leader's. immediate circle which is normally tombosed of “spécia]"

\

listeners. A large public ha11'or-shrine courtyard,"on-the other hand,
‘ﬁs expected to attract a seizable common audience: in addition to the
special circle of the leader. As for time of day, assemblies held during
working hours are not easily accessible to those who need to earn a

daily living; therefore the performer can qniy éxpect night performances
to be.frequented by large common audiences. Of course there is always
the destitu@g component ofﬁany common audience, especially igﬂassemblies
held at shrines where beggars and mendicants abound. ‘These, however, ére
hardly.given ahy consideration, either by_leaders or by performers. The
‘performer, thus will take-in account 16ca]e and time to assess the
prominence of the common audience component and plan Qi§ choice Qf sohgs
accordfng1y. )

[

-

Own Performing Conditions -

For the performer,\the last, but by far not the least aspebt'of
éetting is that 6f his own performing conditions anticipated for a
pariicu]ar Qawwali occaﬁion. The first factor significant to his
strategies is whether he.is pér?ormingcgs an 1ndividua1.1eadiﬁg hjsyéroup

(so-called "party singing"--partY ka gana, see Performance 1:397-442,

Pefférmance 2:443-461) or a member of his performing community ("mixed

singing"--panchayati gana, mushtar k3 gana, see be]dw'p; 259 and
Performance 1:389—396).' In the first case he contro1s the sjnging and

also the earnings,” so that all possible strategies are crqc1a1 directly

to him ‘and his grouh. In that situation he has the freedom to exercise-

|
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his musical strategies and the confidence that his accompanists, in their
“own interest in a successful performance, wii]”comp1y with his commands.
In the second case, the control over both'singfng and earnings are shared
éndg1eadersh1p is usually established on the spot betneen the leading
“singers of the group who decide‘on strategy as they go. |
| Only at events where a performer does both community and party
s1nging the party 1eader anticipating his own party‘s turn in the | -
performance sequence, will plan to keep the commune]ly sung ritual sonbs
short in-order to save for himse]f.end his groun both performance time
and 1istenets' offering money,- rather than to have more income
distributed among the greater nnmber of commuynity members. If his "turn"
(gigi) fo]1owsvimmediate]ynafter the communally performed ritual songs,
he may even go so far as to avoid taking a lead position there, in order
to preserve the impact of his singing for his own party's turn tns;ead 6f
we;ting it when the reward for it will be dissipated to his entire brady
(cf. Performance ex. 1: ;390 ff). | T : :
The second andneven more, imnortant aspectbof thetdawwa]'s performing
.conditions is his particu]ar place wtthin the ceurSe of the performance.ﬂ
Norma11y,‘thi§ consists of one "turn" allotted to him by customary right
"~ or by, the leader's personal decision. Given the fact that most Qawwali -
occasions 1nvo1ve a succession of performers with s1m11ar access r1ghts
it is of 1mportance to rea11ze that a complete Qawwa11 performance 3 .
cons1sts of the sum tota] of”’ different 1nd1v1dua1 perfermances
Therefbre, in spec1f1c\musica1 terms, each performer's concern and

strategic 1nput is of necessity limited to Ris own "turn" . While the

i leéder has-the ultimate contro1 over performance’turns, there(is, at mostv
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shrines at Ieast a customan‘ sequence of those performing groups in

regular attendance over the years which is maintained from generation to

generation always under the name of the original head of the group, (see .

Ch. 5 c, Ethnographic Section A:309 f). Such turns occur usually at the
beginning of the occas1on. One would therefore expect the particular

performers to be bound to'the.customary thematic sequence of praising
God, Prophet and then safnts and sheikhs. Performers, howeVer; do not

) ) /- :
feel particu1ar1y.bound by this rule, although they too pay lip service

. 5 ,
Sto 1t and respect it as a pr1nc1p1e Songs praising God are -hardly ever

~ \

- heard at a11, and often a performef with a first or second turn in the

assemb]y will ignore the Prophet as well, or at most pay his respect to

the tradition by singing an introductory verse in his praise.

Usua11y, it is part of the turn a11ocation for”the performer to be

(norm but if the 11m1t is one song, he will try for as long a song as

poss1b1e or for one *“at can easily be extended w1th 1nserts

v

B Situational Assessment

©
It has been necessary to dwe]l at length on the backgrourid sett1ng

of the Qawwali occasion in order to prepare the ground for an outline of

the actual performance in sequence In actua1 fact a performer may be
aware of all these structural setting factors and of their implications
even_ before the performance begins, but strll he is un11ke1y to take any -

f1na1 performance decision beforehahda The reason for- this is his

conviction confirmed by experience, that nothing is ever certa1n every

situation is different and unpredictab]e so that it tan best be assessed

N

»

“ 1nformed whether he may s1ng one, two or three songs - Two is the usua]()

\
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on the spot when the entire constellation of factors is at its most

appreceivable. . Let us then follow a performer as he starts his turn and
.makes his;waynthrough a performance.

The lead performer with. his group enters his assigned place in the
assembly."with this he begins to consider and choose from the series of
options open to him in order to make his music happen. First of a11_he
jmmediately assesses‘his performing-situation' While he‘is already -
informed, by his prior k wledge of the structura1 aspects of the.
setting as discussed abo::g e now must, in addition take 1nto accounﬁ%ﬂg
the factors of a pure]y situational nature These 51tuat10na1 sett1ng
, factors concern the "here an now“ of the performing s1tuat10n and may '
therefore have much bear1ng on his mus1ca1 strategy, whether they
conf1rm modify, or contrad1ct his view of the structural setting. Two
such factors are relevant to the performer; both relate to the aud1ence
'present at the time of his performance One is the actua1 audience |

:gspos1t1on the other the state of receptiveness or focus among the
11steners, 1nc1ud1ng tooir exp11c1t song preference, if any..
| ' Tak1ng note of the~aud1ence composit1on‘1sdofnbasic significance,
sincebattendance at Qawwali occasions can be qntte ?1uid, so that
special 1isteners important to the performer--becaose of. their spiritual
or wor1d1y;status andgoffering,potential;emay not all be present at an}=
one/time:(e;g; arriving>1ate or leaving early); and outstanding
indtvidua1s whom he was expecting to address particularly, in the hope of
ar good reward, may just then be absent requ1r1ng h1m to change h1s
‘h strategy (cf. Performance 2:445). Basically, the performer's viewlof the

. _ o Ny
Tisteners actually before him will round out his picture of the audience,

N s y‘ "v N - . N .- 7, : .
N _ ' . % o7 ’?,«;-"3; A
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telling him what relative wefght to give to different audience categories

and what outstanding listeners to.cater to. o _ -
At least as important to the performer, if not more so, is the state

and receptiveness toward his performance he finds his 1isfeners in when

he takes the floor; indeed it is mainly on positive'or_negati#e clues to .

this effect that he makes his final decision of song choice." Here the

"best clue comes from the performance immediately preced1ng, as an

¢

vind1cator of how the audience responded as well as of what they were

responding to. It is for this reason that performers norma]ly monitor at
least the singing of their immediate predecessors. In fact, most keep an

ear on the entire perfonnance, also for ‘the purpose of'picking up new

. repertaire (see Ethnograph1c Sect1on B:316 f) For as§ESsing the audience,

then “the performer takes note both of the song selection performed

v

before h1s turn as well as of the degree of success it ach1eved At one .

level this can be g1eaned from the amount of mone¥ the performer sees his
predecessor gather at the‘end of h1s performance, as he is about to
rep]ace th. At another level, the- impact of the preced1ng song can be |
noted 1n the free expre551on, among listeners, of a he1ghtened state of

emotion. On perce1v1ng such a state, the performer may drop other

considerat1ons and select a song ‘that thematically matches'or extends the
previous,'SUccessful performance se]ection Indeed, this procedure
N conforms to the guwdeline for. thematic contwnu1ty wh1ch is emphasized by

. both performers and Sufi listeners, stating ‘that once a link (silsila) is

estab]ished 1t shou]d not be brokén (cf. Performance 2:445).

~ In the absence of a visib1e audience preference, however, the

principle of continuity is quite freely disregarded, éspecia]]y by afmore‘

> -

1
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' :conf{dent and innovative perfprmer_who-may, gn‘the.contrary, choose to
make a contrasting se]ection\for his'performance in<order to arouse a
seemingly unengaged aqdie;cé._ More generally, perfofmers faciﬂg an
unfocussed audience will makg their berfqrmaqpe decision on the basis of
structura]-chtors, trying to suit the occasion or p]ace;dr to cater to
individuals or components in the audience.

v

C The Performance

What has taken paragraphs to out}fne can obyiousT§ take the
performer no more than moments - to seize db'bgfore.he'begjns hfs
presentation. Thus, on the basis of both strugtura1 and setting factors,
he arri?es‘at a performance choice for ﬁis first Qawwali item. As summed
up on Table 25, his decisioﬁ identifie;.the song as to song'text and
includés sénggihgme; assocfation or‘author, 1anguégé and style. It also
further inc1udés the mpsiéa1 choicesﬁof tﬁne,,rhythmjc framewo;k-and
fitua1 asﬁbciétion, along Qith, bossib1y, durational or speed
1imitati§ns-41h céSe of an inexorably short:"turn". Fina]]f, it
, ide;kifies the presentational style.for the song and it may affect the,
ensemble. - | . |

Hoﬁever, it hay dlso happén that the ﬁerformer is unable or
'unwi1.|ng to choose a.song by the time he sits down to perform, most
- Tikely becaus~ he feels the need to get a clearer 1ndicatioﬁ of
hreference from at least some. of hisglisteners,.especia11y in the case of
an unfamiliarﬂséiting. Iﬁ th1s~coﬁnection we must recall that the
Qawwali song genré is siructured in just such a Qay‘aslto.ailow‘the
performer an initiaIltime ofﬂgraﬁe«jn'ofder to obse;ve;.test or ”try out"

L
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his, audience. Th1s is possible primar11y by means of the two parts |
prelim1nary to the song, the Introductory Verse (rggg_l) which prefaces
~ the song proper, and also by means of the .Instrumental Prelude (naghma)
pred1ngvthe_ent1re song complex. Neither of these parts is compu]sory to
the song, a]thoughdconvention suggestsfa standard.usage in which a
prelude precedes a singerfs.first:se1ection and an:introductory verse

| prefaces each of the songs. Thus the performer is free to make f]exib]e

use of these'introductory portions, in order to best pursue his quest.

Prelude /
On‘his first entry the.performer,wilb normat]y introduce'himself

w th a pre1ude on the harmonium, accompanied by the drums; in order to

3 get the ‘audience's attentiOn'foT1owing the moméntary distraction caused .

by the change of perfonmers (cf. Performance 2:360). Depending on the

'"-ttype of aud1ence and the style he wishes to. proaect the performer

. chooses a pre1ude built on the anapaest1c rhythm that suggest the zikr

A11ahu and e1ther traces with- 1t the trad1t1ona1 me10d1c‘%ut11ne (See

naghma-e-quddus1, p. 356) -or 1ncorporates that rhythm in the more modern

: prelude version current today (see p. 357) and preferred by many

;aud1ences "hecause 1t has a smart beéi" (kyunkeh is men thap wap zard

n Bl

thik ata ha1—-MeraJ). If try1ng to appea1 to a substant1a1 common

.:audience, the performer may also presenta1n the prelude the tune of the
' SOng\to follow, 1ivened up‘With much accentuation on the drums | )
Nh1chever version-is used, the pre]ude serves to _suggest a z1kr--‘; ﬁf,f’
'1ike exper1ence to the aud1ence with its rhythmic pattern heavily.

reinforced by clapping and increasvng in speed unt11-an abrupt halt is

-
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reached rhythmically at the}same/time as the melody descends to the |
tonic. ‘ '

Durfng‘the prelude the lead performer has timefto scan the audience
for any subtle signaTs that couldd indicate song preference. By»]ooking |
.around solicitously, especially at the léader and other important
- personages, he,a1so dec]ares himself readj to comp1y with any direct
requests, thus inv1ting suggestions from spec1a1 11steners Even when he
may already have a song in mind to perform he knows that his choice can
a1ways be overru]ed at the last moment by a direct request from a '
‘spiritual notab]e for which he must be prepared , A request song is
1nstant1y assessed for its appropriateness and 1mpact potent1a1, if the
performer cons1der}s the selection ' 'just right" (sahih) for ‘the situatwn
he may start the song d1rect1y without spend1ng further t1me on
' 1ntroduct1ons As for requests by 1ns1gn1f1cant 11steners, they are
fuﬁ¥111ed only if the cho1ce seems right to the performer or e]se |
Jgnored A different situation occurs when a shortage of time is
1nd1cated erther by s1gnals from the 1eader or caused by delays

preced1ng the performance In this - event too, the performer is free to

o d1spense w1th .the pre]ude or even the 1ntroductory verse of the song

Norma]ly, however both 1ntroductory port1ons serve the advantage of the
performer, even .when for_a.secondror third song in his turn ‘he is 11ke1y
to omit the instrumental prelude and only sing an -introductory verse.

Intrdductory Verse

By convention; the introductory-uerse is re1ated'to.the song

. thematically and often by Janguage as-we11, thus representing,_for~the




listeners, a sort of preview of what is to follow in.the song. The
performer, in turn, Gets the opportunity to test their reaotionrto»his
choice of topic ‘and language. If he perceives a favourab]e response, he

allows the verse to lead directly into the song appropriate to it, one

suggest1ng a similar theme w1th1n the recognized content categories (see h

Ch. 5:109 f). 'More often than not the song will also be set 1n the same " -

1anguage as the 1ntroductory verse, but the - performer is a]so free to
move to ‘what he may cons1der a more appropr1ate 11ngu1st1c idiom. In
this he generally follows a hierarchical concept1on-—para11e1vto the ’

hierarchigal sequence of song ‘themes--that permits the introductory verse

~to evoke a higher, but,never a lower stdtus than the song proper.. Thus a

iFarsi song can only be introduced by a Farsi verse; a classical Hindi

song may be'preceded by a verse in Farsi (see 5Erformance 2:360)~but not-

nonma]ly in Urdu while for an Urdu song verses from all three Tanguages ‘

<

are acceptab1e . Farsi verses are favoured for 1ntroduct1ons because they
evoke the classical Sufi saints and the entire symbolic realm of

mysticism’(cf.'ex. 9). The performer knows that they wi]T»make their

impression even on the'members of an unlettered crowd, giving them enough

of a taste of high Sufism without boring them with an entire song they
don't understand. Hindi verses”areAChosen’most]y'to introduce Hindi '’

- songs.

: If during the introductory verse no favourable responses are forth-

~ coming, the performer need not make it lead 1nto the song as planned but

may pass on direct]y to a second 1ntroductory verse suggestwng a

.d1fferent theme and perhaps introduc1ng a different. 1anguage in order to

_-further explore the audience's mood, Verybrarely a performer proceeds to

231
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e third, even a.fourth ﬁ!EELi; such an extended 1ntroduct10n 1nvariab1y
reflects his uncerta1nty, caused’ most 11ke1y by an unfamiliar audlence
- whose react1on he finds d1ff1cu1t to read ' ’

Any switch. of 1ntroductory verses. is most]y a thematic one between
the general categor1es of songs addressing the Prophet or a Sufi saint,
or of songs dealing w1th aspects of myst1ca1-1ove Such a thematic_
'_sw1tch is also a recognized strategy for satisfy1ng the traditional
requ1rements for a thematic hierarchy wh1ch ear]y on 1n the gather1ng
.would-ob11gate'the performer to choose a song_addressing the Prophet, if
not God. If in such a performance s1tuat1on he cons1ders the prospect of
a myst1ca1 1ove song, or one address1ng a sa1nt more reward1ng——as is
often the case dur1ng a-sajnt,s anniversary--a first introductory verse
praising the Prophet w11T.satisfy the forma1’reqUirements.ofhfs theh
leaves hfm free;to‘use his fturn“ for a potentia11y more»rewarding song;.'
v with a different‘theme, Which»he then simply announceSVthhéa‘second
introductory'verSe,i'A'switch th language invariabiy proceeds from the
-sophjsticatengarst to the Qenerel1y inte]]igible Hindi or Urdu. ”This'
happens where the audience is not.respondino to.the Farsi, an indication
that sophisticated Sufis arevmissing ' _ |

There is another way the performer may end up extend1ng h1s . .
'1ntroductory verse even wi thout intending to do s0. If.the verse evokes
a very pos1t1ve°response~1n the form of enthus1ast1c gestores’or.- »
exc]amations-then the performer is obliged;to keepirepeating'the
particu1ar‘verse"1ine.' Rareiy; this can'1ead‘a 1istener to'the Stage of
'actua1 ecstatic arousal. Then. mere repetit1on of the verse chanted ‘

wwthout drumbeat will not suffice for th1s state ca1ls for intense
, N .



- 233

rhythmfc repetition,(takrar)e. The perfonner;~therefore, immediately.

"converts" the verse, from chanting’in'free rhythm to singing it in a

musical meter whi]e sfgna111ng the drummer to play the approprfate

" rhythmic pattern The ent1re perform1ng group now joins in the singfng,

emphasising the beat pattern w1th handc]aps Thus theofntroductory verse

has itself become a Qawwa11 song which will now be c0ntfnued as 1ong as

 this. verse and addit1ona1 verses sustafin the enthusiasm of the Tisteners.

Performers consider such an occurrence a w1ndfal1 because of course,

1

offerings are part of the response-—the song ‘came to us-as a bonus" (ieh

A

ch1z muft men mijl gay?--MeraJ, see Performance 1:330, though actual

‘ecstasy was not reached).

Th1s d1scuss1on of song choice would not be comp1ete without

ment1on1ng the other extreme to th1s windfa]] a total. 1ack of

1nd1cat1on as to the aud1ence S preference It does happen that ‘a

E performer finds no sett1ng factor suggest1ve enough for a song top1c, and

even after severa1 trles at 1ntroductory verses he sees no pos1t1ve

,response in the aud1ence In such a case, whe he “can' t f1gure things

out"’ (kuchh samaJh men nah1n aya) there <- on]y 1ntu1t1on 1eft to

13

fo]low So he s1mp1y p1cks whatever he feels like singing. at that moment

E (JO man men ae) and trusts in the saint's b1ess1ng (karam)--1t may Just '

.succeed or, conversely, the performance may a]so be a-loss.

A,'The’Song -

Fina11y, the performance has reached the starting point of the song

1tse1f By now, the performer has. either received a-request and proceeds

t.now to carry it out, or he has ascertained to his own satisfactfon what

1 ™ o

1
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topic, language and styie of song are'iikely to appeal to the 1isteners
--he considers important.- Hav1ng chosen the song, then, he now begins the-
process of performing 1t This process is outlined in chart form on
Tab]eqzﬁ, where musical units and interaction between performer and
audience are shomn/for the beginning of a.song.*

A *The performer has a basic performing sequence‘iaid out'for'him
which is implied in the structUre,of:the Qawwali song‘itseif andihas been
outlined in Chapter 3'0-63 £f. To begin with, the performer orients
‘ himseif a]ong this standard format w1th the purpose of projecting the

s ng message in a generally effective way, using all avaiiabie channels

0 communication Structuraiiy speaking, this means that he focusses on | .
.th most easily comprehen31b1e text unit, the verse line USing it as‘ |
' standard unit of communication ‘he foiiows a genera1 pattern or N
re eating each verse 11ne one to two times On reaching the end of a
-verse 1n this manner, he re- states the entire verse in sequence once or
tWTVe, in order to empha51ze its message in. its entirety.

KIn his.presentation he aims at CT@rity and emphasis, by judiciousTy

A

. mixing so]o'and group singing. The opening 1line of the song'he,intones

sol ,;thUS‘presenting its message in absoiute c]arity as well as draming“
attehtion to his_own;]eadership'of.the performing gr0up. Subsequent'
'group repetition adds emphasis to the communication but every new line
is‘fi t introduced by the 1eader Furthermore within each verse the
lead performer takes ‘special care to- convey the cruciai connection

- between:%he init1a1 "statement" portion (one or-more verse 1ines) and the
"finai "answer portion (concluding 11ne) Thus, after the group has

. repeated the opening statementxand its exten51ons,hif any, he stops the
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TABLE 26:

PERF ORMANCE NECISION

Assess impact of song
choice

Wait {8 offcrings to
reach lcader

No extreme response
cxpected, yet hence

as soon as moncey
picked up, initiate
completion of verse for
enhancement of linc 1

Open 2nd, concludmg
lmc

Return to opening

.line to harvest its

enhanced meaning

option a):

. Intensification required,

but also wish to enhance
general appeal of line

option b):

Focus on intensifi~
cation of focal
listeners' state

option ¢):

Evoke intensification '
among multitude of
saint's devotces,

on his anniversary .

i

option d):

Intensif‘xcation‘ to. be
spread among specials
by amplification at
/sophistlcatcd level

PERFORMANCE PROCESS IN OUTLINE
Beginning of Opening Verse, as Summarized on pp, 192-7

i

]

i

.

MUSICAL UTTERANCE

Opening line to asthay]

tunc, scversl times

Keep up repeats of -

. opening line ’

Restate line 1, solo

to antara tunc

‘Introduce 2nd line

solo, repcat with
group, to asthhyl tune

»Restatc line 1, solo

to asthayi tune,

several times -

Reiteration, usmg
mclodic/rhythmlc
alternatives

Multiple repetition,
of linc, or salient
phrasc, interspersed
with complete state-
ment of line, Lower-
tunc alternative used

Multiple repetition
alternating line -

{segment) with saint's
name, may use lower tune

‘Reiterate after ix!seri
of Farsi verse in .
recitative, culminating
in line 1 )

—

—

AUDIENCE ORSERVATION

Much success, expressed in

offerings, commotion

All sitting again

Attention focussed on lead
performer and new message

Some more offerings, but
no great shift of attention

Focal listcners respond

strongly

Enthusiasm spreads hence
focal and other special

listeners show expressive
and link response (offerings)

Focal listeners respond

more strongly, impressing

others who offer

Common audience rcsponds,

offers, but leader may

be displeased, dampemng
+atmosphere/enthusiasm

Focal and several more’

specials respond atrongly
and offer....

235
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group and once more intones the opening, or penultimate 1ine in solo,
.'always-to»an antara or high-register tune. Thus he attracts the
audience's attention to a new message: the coming conclusion of the

- - I}
verse which he states- for the first time to an asthayi or low-register

tune, continu1ng the so1gJ:;~4;mtation nd effectively underscoring the

j fat) ”ﬂ.n*and gestures appropriate to the
Y

‘mean1ng as we11 as \t,- ;v,ence present This procedure of-

musical]y séft?ng ¥ ’eot1on agfween initial and conc]ud1ng

verse line_is s1ng1ed out "By ghe specia] term misra' kho]na ("to open the

~[satient conclud1ng] Tine"). - o

While he is mak1ng the initial statement ¢ the‘f1rst verse, the E
performer must first of a11 assess the impact of the song se1ect1on on u
the audvence If the select1on is at all fortuitous, th1s 1mpact will be
: expressed 1mmed1ate1y in the fonm of at least at few offer1ngs made by
those who wish at this t1me to 11nk themselves to the message theme or
1dent1ty of the song (cf Performance 1:all songs) It 1s up to the
performer to Jjudge which part of the verse is mak1ng the greatest 1mpact
In some songs the very f1rst line can e]ectr1fy a number of 11steners, '
espec1a11y if the poem has an 1mportant spiritual associat}on or
authorship (see Perfonnance 1:418). To a]low for such an effect to
happen, the performer best repeat the opening 11ne many t1mes in the
g asthayi or ‘Jower register tune even before making the connection to the
second. 1ine for the first t1me ‘ Repeat statements are kept up at least
until all offerings have reached the1r destinat1on. This is 1mportant

because if prov1des -even : the 11stener who is™ast in 11ne with the

opportunity to make. his offering to,ghé sound of the statement that ’

L%

v
\
v
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inspired it. In aodition, the strategy also ensures that all commotion
caused by”thé oftering gestures has ceased and nothing-ni{T dtﬁtnact the
audience from the impact of nis next statement (cf. Performance~1:421,
442). This may also mean extending the repetition untif those offerings
made to someone other than the leader‘have been passed on-to him,.even
though«%hie process is a spiritual formality no more tied to the
statement that initially inspired the offering: | |

There are gatherings where the presence of sevenal descendants of a
saint cquseg a great expansion of this formality, for by passing
offerings, once‘received, to each other rather than directly to the
leader, these descendents demonstkate mutual respect and v§1idate each .

other's spiritual status before'theq?arger_audience. Predictably,

performers find this unrewarding to wait for; often what looks Tike much |

offering money is just :one rupee passing'all around" (ek nupyE charon

taraf - ghumta hai) but when it reacheSMthe performer "it's still only

one" (to ek hi ha1--MeraJ 2: 15)

1

Even if the opening line has an unusyal impact potential, there is

11tt1e-11ke]1hood at this initial stage, of more than 1nc1p1ent arousalb

SO that excess1ve repet1t1on of the opening Tine is not called for beyond
the first run of offerings Rather the pe;fonmer sestrategy is now to
proceed to the second 11ne in ‘order to complete the statement and thus
p1ace the first_11ne in the context of its full mean1ng This he does :in

“the standard way of "opening the (conc1uding) Tine" - (see above).

Whatever the response- on this second line, the performer repeats it

until the offenings7are placed, unless he sees someone in intense arousal

which is, however, unlikely at tnfg/stage of the song. Since he is

’
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1htending to go-back to the effective first line of the verse, this
automatically means that the SeCond'11ne:wi11 be repeated as well to
"complete the verse, so that its potential can be rea1ized then, rather
than having it repeated now, jeopardizing the still fresh promise of the
first.dine. L | |

The renewed statements of the openingyi1ne may well evoke stronger
Sp1ritua1 emot1on in’ one--or evén more than one--of the focal 11steners
(cf. Performance 1: 405) This then calls for 1ntens1f1cat1on through
repetition to satisfy these Tisteners.. If at the same t1me the performer
| wants to 1ncrease the appea1 of the 11ne to others he can do so by
introducing variety into the mus1ca1 1ntens1ficat1onm either me}od1caa1y
by us1ng a1ternate and usually higher-pitched vers1ons of the asthayT
tune (cf p. 420), or rhythmwcal]y by doub1ing the‘speed of a11 or part
of the 11ne stat1ng it tw1ce or f1111ng the t1me saved with an '
appellation (ex. 2:330). He may even, at this ear]y stage of mostlyﬁ
incipient arousal, select sa1ientuoarts of the line forhsime multiple
rebetition, provided the line contains an»impressiVe phrase suitable for
thﬁa device Such tg&gar repetition, at th1s stage, w111 ‘be 11m1ted
though, and 1nterspersed w1th complete statements of the line,. s1nce no
_specific demand for potentia1 repetition .is 1ndieated (cf. ex, 3:335 and
418). | “ e

: \ : _ R o _
At this point the performer is obviously using musiCa]‘?htensifjers
in order to evoke 1ntensificat1on of his 11sterners state, rather than
v only responding to such: stiﬁés—-indeed there may not be much to. respond
T to. If he succeeds the reward will be offerings from those who feel .

1nsp1red by such an ear1y disp]ay of enthUS1asm, especia]]y from a

B 4
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spiritual notable. _;f'the|1jsteners tp_be aroused are devofees of the
saint'being honoured by the dccasioh, a simpler type of insert may be
called for, relating directly to the saintf’fhis’name or tile, presented
in a]ternatiop with the 1ine or a salient part of it‘(as in ex. 6:351).
As much as all trese devices are calculated to succeed in
intensifying the state of arousal among at least somefjisteners, thus
,1nsp1rthg them and others to make offerings, they may also fail to do so,
for reasons tangible as pe]] as ‘intangible. For one, the leader may show
d1sp1easurgﬁpt all too many repeated appeals to the s’int s name, for he
cons1ders this too obv10us a ploy for compe]]ing the devotees to confirm
' the1r allegiance by an offering. Any 1nserted verse also runs the risk
of 1nv1t1ng d1sapprova1 (cf. Performance 2:447, 453), since it represents

) the perfonmer s own cho1ce--espec1a11y from_ a discr1minat1ng leader or a

q¢/Suf1 poe

,"_15‘. PR

t§§4a1§lf§%eners tastes, it can greatly enhance the genera1

.. the aud1ence. On the other hand, if chosen w1th a good eye
Ed

g ‘the-

TnLred ‘%*ua

u*{;sm dur1ng th1s ear1y phase of the song, thereby

v.gx, the performer is. g1ad to comp1y with the request‘ For at 1east

its? g;hor and probably
“:.Q-)l‘«,

uothers respecting his spirif?a] stature, are
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the return back into the main verse Tine, so that the performer, after
repeating the line to allow for the immediate expressive and offe;;ng
responses, interrupts his companions t8# present the lnsert once aga1n

B [cf Performance 1: 428 f ). One special techn1que to enhance the repeat
statement of a 51ngle verse iﬁsert is to add one or more verses preceding
it, so.that the previous 1nsert~now becomes the culmination of an entire

verse sequence<(cf ex. 10'363 ff) The method of thus enhancing the

prev1ous insert -is really the same as that of enhanc1ng a verse line w1th

an insert, so that th1s, then, represents a k1nd of doub1e insert1on of

+

course the tune will be adapted to the expanded strud&ure of the 1nserted .

verse, while the salient f1na] Tine, 1eading back to the 1ine of the™
BE : .
_song, remains musically the same.
A special s1tuat1on obtains where a 11stener is so 1nsp1red by the

insert 1tse1f that he needs 1t to be repeated Just then before the

240
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return to. the main verse linen. If he has reached such an intense state - B

as to require it, the performer will not only repeat the 1nsert but try
to. s1ng1e out the sa11ent port1on for mu1t1p1e repet1t1on. Even 1f such
an . extreme demand does not actua11y come from the 1istener a sag jous

5‘)”;«) PR
olper §o§ﬁ§r may consider th1s move as an opportunity to generate more

”,:'fhtense‘feetfng a11 around--provided of course that the‘feader or some
ﬂand1ng 1isteners are actua]ﬁy show1ng sings of ardhsal 3 Ach1ev1ng

mﬁﬂtip]e repetition w1th1n an insert means converting its mus1ca1 settlng

of ai recitatiVe into one.that is metrica]]y contro]led, so that rhythm1c e

repet1tion,can take place. Given the fact that the musica1 meter
| continuous]y sounded by the -drum 1s that of the principa] song and may

" not naturally ﬁ1t with the verse rhythm (€. e ‘the poetic meter) of the
) N e : |

. o nt

oD

Pos



'insert, the conversion may require considerab1e rhythmic skill or the
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' 9rt of the performer‘(cf ex. 10-367) Furthermore he may also need to

.‘”f lower the melodic range of the~4nsert n order to ma{e mu1t1p1e

t‘-:

-

, :had meant o enhance a1though the temptat1on may exlst to s1mp1y

’np%hinﬁimore than@enthusiastjc gestures, then the loss of offerings ‘that S if;

* fo1low a c11mat1c connectioﬁ’of insert with verse line will be felt by fay

repet1tion easy on’ the v010¢,~espec1a11y if the repeét unit had been the r
last o+ penuftimateilﬁne of the iosert wh1ch require high reg1ster '
sett1ngs toneonnect*back fhto the main song (see ex. 10:367). - While the

rhythmic repet1t§dn 15 successfu11y in progress, the performer st111 has

to cons1der¢théﬂprocess of connecting the jnsert back to the song line it

continue the poem of a successful 1nsert as the song, superseding the »
original ‘song cho1ce. Turning rec1tat1ve 1nto song is certa1n1y poss1b1e ‘?*
and’permissibie in“the case of a successfully converted 1ntroductory., ‘
verse, as has been ind?cated oar]ieﬁ (see p. 233). But whereas the

. . . . . o e J
musical process of conversion is similar for both adjunct
. Ty “

‘ units--introductory verse and insert--their position within the song

‘structure differs fundamentally: An introductory verse can‘become the

song, s1nce no reference has yet been made to ;he song thaf’was to
i o

‘follow, but an. 1nsert cannot because the song ~has  been 1ntroduced and

with it a. thematic and assa§1ationa1 conste]]at1on or "cha1n“ (s1ls11a)

that must .not be broken off, accord1n§ to Suf1 ru]es._ Y

@

The return to the song may however lose 1ts effect once severa]

| repeat statements of the insert have been provided to please the Teader

or. a patron (cf.,Performance 1:428 f). 1If these repeats have resulted in

]

“the perfonner.‘ ‘In this event, or if the restatement of'the opening line .
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- has otherwise been unsuccessful, he may as‘welT move on to the second ftﬁf
line #d complete the verse (cf. .~r® wmance 1:431). The‘second time '1 o 1z!i
‘round this comp]etion is no more as potentially-dramatic, so the

performer can only try again to high]ight the connection by singing the

f1rst 11ne to the_gntara tune alone or even possib]y by high]ight1ng 1t
rhythmically as well, through doub]ing the speed of delivery (cf

]

Performance 1:431)..
While re1terat1ng the line, he now keeps a sharp eye on potent1a1

‘ »
offerers, as well as on the 1eader whose desire to hear the 1ine repeated Ao

will have to be- respect£& even if no d1rect reward flows from it.. There
are 11ke1y to be. a few offer1ngs from the common aud1ence who often tend r

to follow behind spec1a1 11steners in their responses At this po1nt ithe

ﬂ ,performer w111 have h1s compan1ons do the repeating, waiting.only for the

offer1ngs to reach, so that he.can have the "stage“ggo get his audience' s
und1v1ded attent1on to start the next verse. | T
Further included in the performer s concern for go%ght1man;':s‘the

money pickup arrangement.- .In,the fev shr1nes‘whgre the 1eader prov1des

’: one of hfs:men,forithe task the performer has nothing to do wfth thg.
matter, but in most asseMb1ies it is he who designates one of his singers 'ﬂ
- to look after‘the,transfer of offerings from the 1eader_to the performer
(cf. both Perfonhanoes);. fhiS»person must be cont%nua11y onvthe alert,
:presehting himself.tofthe leader as soon as one or severa]!offerings are
deposited, soathat—he'may receive them, which headoes by respeotfu11yu.
bowing and,raisinéwthe money to his forehead before‘tak}ng it to the
‘perfonmer‘s hanmoninmf?lﬂh)ess the leader'wishes it otherwise, the

o DR . N ‘ N
performer will see to it that money is never left dying in {;ont of the
L ’ . e 35 T
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leader (th1S is also the method fol]owed by the leader S own ca rier).

Most performers consider this process as an appropriate means to focus
the-aud1ence 3 attent1on on the offerings, but it can also waste prec1ous
performance t1me at the point when a verse line has y1e1ded all its - |
offer1ngs and the perfonmer would like to introduce the next line without

any distracting commotion For- this. reason the’ pickup man 1s a]ways .;

_vaJert and swiftly moves>1n oh the offerings as they are-made, wh11e/tn¢ ‘f”’. :

leader performer repeats the Tine just long enough to see the moneyvggach

| him and’ 1mmed1ate]y proceeds to the next 1ine (cf. Performance 1:389).

5 “-. '
't \k'.
when in success1on to an 1mpress1ve open1ng statement,. the secoﬁd

1ine of a-verse does not often have much impact, but normally 1t is the
concludwng portion which can most be expected to generate arousa] In
" subsequent verses, then the performer is 11ke1y~not to wassg time

reiterat1ng their first line more than a few times. Instead, e may use

o ‘the mus1ca1 opportunity offered by the high-register antara tune. of the

first 1ine to -insert one or more;melodic improvisations (tan) in between |
returns~of the ‘verse 1ine (see ex. 2 330). By suSpend1ng briefly the
cont1nu1ty of the text message he further emphas1ses the intermittent
character of the first line, thus increas1ng the antic1pat1on for the .
‘second one. This structurlng strategy at’ the same time also represents

an appea1 to the sophisiticat1on of the audience at a moment when the1r'

”responses do not ind1cate absorpt1on in the teit me$sage 0f course the

impact of such a pure1y musical insert will not bring offeringsfd1rect1y

N

--for it would not be in keeping with “Sufi tenets to reward a tune

A I3

-without words--, rather the posative 1mpact on special 1isteners wi]] be

rewarded at the appropr1ate moment of the connection with the second
: . . p _

-~
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verse line. _

\ ~ On the whole, purely musical dewices need to bé used with care, for
in case a Sufi is absorbed in the meaning of the verse 1ine, he‘;ay
disapprove'of the‘interruption by a signailfng gesture or'even.by a
direct verbal statement. Disapproval‘is alsg‘]ikely if the musica1
insert is.of a popular style designed°tg§§%pggﬁ to common listeners. A

‘c1ear1y "c1assica1” chofce,'such as a’ phrase fromja famous raga or a |
passagevusing classical solmization sy11ah1es (cf. fab]e'§~50) is 11ke1y
to be apprec1ated as a soph1st1cated enhancement to the leader and h1s

'assemblya To an extent, even the 1ncip1ent arousaI:ofra group of high
status listeners can»he enhanCed_by.the judicious addition of musical |

fnserts; but once any.indjvidua1 1istenerrshous signs\of being more
strong]y moved,?this, or any'other-}nterrupttOn from.the sa]ient teit

unit will. "disturb” (distarb karegal-Meraj) Indeed, at, this point'even§§ \

' the most appropriate text insert will on]y "st1ng" the aroused devotee ‘ s

(wahan to usko girah chhubeg1 bahut--MeraJ M2-61, cf Peformance 2 453).

-Onte the conclud1ng 1ine has been reached the performer will now: do
“everyfhing he can tw 1ncrease 1ts effect1veness wh11e at the same t1me '
_‘keep1ngig sharp eye om the leader and the front row listeners, though &
a]so_fqﬁﬁud1ng the genera1 audience in h1s focus As soon as he sees any
signs of tn‘?pient aro?sahg such as strong sway1ng, head shak1ng or other
rhythmif npuemeqts, he, ze;Z; in by repeatjhg the. Iine subst1tut1ng
'falternate‘tune versions s0. as %o keepﬂpther listeners engaged by- mus1ca1
_variety. He is. a1so part1cu1ar1wii1ert to gestures or signa]s po1nt1ng

'to particular text phrase as the source of 1nsp1rgt10n then he

1mmed1ate]y proceeds to turn that phrase into his repeat unit This he

"ed
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~ does by.singing'the phrase,5010~and~1etting histaccompanists compiete“the B
1ine in chorus, so that he-can take a breath to repeat the phrase again
. fo]iowed by the chorus in the same way. This 1s the "c]assicai" styie of
doing multiple repetition, but today many Qawwals simply have the group
v‘foiiow them 1in the repetition once they initiate the" salient unit solo, .
espec1a11y when the unit is an entire line.
Other devices to render repetition more effective are 1ntensifiers

such as extra weight on accented beats by drum or hand]caps (cf. p 454)
ciapping on half-beats, or increasing the tempo very graduai]y, these are
meant. to be used in situations of 1ntense arousa1 or ecstasy But a
‘performer may well resort to them when he sees the ‘1eader. or one or more

' specia] listeners showing enthusiasm, hoping that offerings may result.

"Actions too may sometimes be used for that p§¥
course they . are not censured by the leader as“;eing to wor]diy ‘ 3.

Continuous visuai reference to the 1eader enab]es the performer to

pose, provided, of‘. .

be constantiy aware of his qﬁactions and av01d his dispieasure There “A"I
.are however moménts when he is wiiling to risk that dfspieasure e.g.
on seeing an opportunity for a high reward “in. the person of a- rich
;devotee with a particular preference which he wouid rather satisfy> The
| reward to be gained may be great but it is never guaranteed so that the
risk is reai ‘ e ‘ | ‘

As the performer~moves from one verse- to the next he focusses not
on1y on the internal §tructur1ng of the verse but aiso on larger aspects
i_of song structure such as vgrse ‘Equenc1ng and song duration The more
conservative performer will sing all the verses of a song, for the

‘traditionai Sufi leader expects this and may remind him of any omitted

N
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verse, although'the_order of verses is somewhat flexible. 0f course all- amﬁ
verses do notkhave'the.same“arousa1;potentjal, but there is a general
assumption among perfonners that anyvverse can become the vehicle for
spiritual b1essing and no cons1stent pattern can be expected.. On the
;other hand, it 1s c]ear to performers as we11 as 1isteners that verses
11nvok1ng the 11nk between devotee and sa1nt or sp1ritua1 leader (so-
“called nisbati--" connect1ona1“ or “11nk1ng verses), have ‘a more or 1ess
guaranh’bd appeal which requ1res an offer1ng resﬁbnse to activate the i
]1nk element ~ Such verses are of. course never omitted, even if l1m1ted

time requ1res the song to- be shortened°' 0n the contrary, the performer

tries to make the best of them (cffeip 4 verse 5 in Performance 1:339 f)
In spite of some disc1a1mers, ‘a. performer does s1ng1e out those '

‘verses whose potential impact he knows from exper1ence aiming to enhance

;them by ‘such means as mu1t1p1e repet1t1on with melodic variat1on and -

~particularly with what Qawwa1s ca11 "enc1rc1ement of repet1tion" (ta&ra[

 ka ha]g ). ‘In this technique, appropr1ate f111ers--such as sa1nts

t1t1es or exclamat1ons--high11ght the transit1on _from one repeat

) stateqent to the‘next;one, with,f111er and text. un1t contrasted by 5015;

Qroup responsory (see ex. 6-351) Should -one or more of his 1L§teners

f_respond more fervently to the statement thus repeated ~then a more - 'v -

Y
RGP - SR

'1ntense form. of mu1t1p1e repet1t1on is ca11ed for This is usua]]y = Y
'carr¥ed out by s1mp1e group repet1t1on to achieve a cons1stent1y high
level of sound vo1ume along with -a gradual 1ncrease in tempo If the
'~aroused 1istener is of stature the performer will not spare -any effort
in catering’to his needs.‘ Even 1f ‘he. is not, the rule of continuing the

‘takrar repetiton must be observed, especially_once a state oﬁ,ecstasy is




"~ validated by te 1eader through his gesture of standing up, thus causing
the ent1re aud1ence to rise (cf Performance 2:453). Unt11 then, there
Hs some ireedom of movement for the performer, at 1east theoret1ca11y

He may get away with starting an insert or moving on to a different text

unt$r~even if it is on]y the repeat of -a preceding 11ne--in order to

‘please more prom1nent 11steners On the whole, however the 1eader takes

‘_ser1ous1y any man1festation of arousal-—as indeed: he must-- ‘ ffn 1f it”
'comes_from a lTow status or ‘junior 11stener, the” performer therefore had
better do likewise. To be scolded or set right by the leader not only
| ~affects the performer s stand1ng adverse]y, it also disturbs the
atmosphere of the assemb]y‘wh1ch in the end is likely to reduce his

T R ‘; {

income from offerings. .
-Except where he enJoys pr1v11eged access or 1s the only one to sing,

a perfonner is natura11y concerned w1th ut1lizing his performanci$§1me to ’

rh1s best advantage, An 1ns1gn1f1cant person’ s ecstatic state can’ ¥

constItute a's1gn1f1cant loss -of precious t1me, so that performers
hearti]y approwe of some'leadersi:f tics ensuring that such a person is
not a110wed to keep the #ﬁoor or 1a r to stay in the leader's embrace -
too long (see: Ch 5: 190) But the performer h1mse1f can do 11tt1e to

'manage his time, except not’ waste any. where it is in h1s power to do sO.

His pr1nc1pa1 techn1que to this end s, the instant switch from one unit -

. o~
of structure to another, a technique thCh he a]so uses continuous]y to

* cater to his 1isteners' changing needs;i The instant he decides on the
,move he proceeds swiftly not only from one repeat un1t to another, but

'from one completed verse to the next one and even from song to. song (cf.

ex. 1 and 4_1n Performance 1), withqut,waiting to sing to the end of ¢

i
o

- T
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preceding unit. ThuS’it is entirely normal'for a performer,to end a song
without any cadential signal, simply by starting in on the opening line
of the next one, often before quite finishing the 1ast line of the
-prev1ous song.. His logic is- that a song is to be continued--as is any
other message unit in'Qawwali-;as iong as it is serving its function,
i.e;_as Tong as people are'responding to its messagevor can be expeCted
to do so. But once it ceases to evoke responses it should be dropped

‘ instant]y in favour of a different, more fortuitous chotce Perfonners
know that ‘the 1eader will go along with abrev1at1ng a song as long as all
the Qr1nc1pa1 verses are suny at least once. Of course th1S strategy can
benefit the performer only if his turn extends to the next song to '
follow, otherwise he is mere]y shortening h1S own performing time. “Since ‘
' knows that his turn may be cut off by his end.ing a song, espeCiaHy if

S it s the second one, he tries to eliminate any structural c1ues to

f1na11t --such -as. siow1ng down or 1ntoning a me]odic or rhythmic : :*b”

it <

cadence--so that the leader may not anticipate the 1mpending end and
allow him to continue the new - song pnce he has managed to start in on 1t
This mowe can take a perfonner only S0 far however, for a Simple
movement of the léader's hand can send him off the stage even after the
"start of the new song. |

~Another method-of dealing with an unsuCCessful'song is to'present
material more pleasing to the audience Within‘theksong itself. This
wou]daavoid ;pe danger inherént"tn terminating it"éspeciaily when the
s"tUrn“ is‘known to.allow for oniy one.song ~The method is to sw1tch from -~
..one 1engthy insert to another emphasizing their presentation and thus . 2

minimizing the importance of the song text. Recognized as a salvage.
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operation, such a "hodge-podge" (khicht?, 1itera11y~a dish of rice and
lentils mixed together--Meraj M2:61) is disdained by good.performers and
censured by Sufis, both upholding the integrity of the song message 1n |
1ts given sequence as one of the fundamentals of Qawwali singing.

{ Respecting the textual integrity of a song can ‘also invite censure,

/
“however, in the event a leader or spiritua] notable does not approve of a
*

particular te?tua] version or a text unit itse]f Even when the
performer‘knows his own version to be the standard one, -he then must |
immediately correct his performance:by changing wordingshor gJossing over.
the offensive text unit as soon as he is-aierted to the demand. This may -
require ;ome musical manoevering, as is exemplified in'the'sudden o .
unission of a second verse 1ine where the conciuding tune, sung to the .
continued first line, covers up for thecmissing text conc1u51on
Performers. may resent the "disturbance caused by such arbitrary demands,
but whether they arise from-a Sufi's assertion or h1S spiritual need, he |
meets it to the best of h1S abi*gty, as is h1S task ' ﬁ

Finaiiy, the performer will erd a- song w1th 4 proper musical
' conc1u51on, if he is sure of his right to continue singing, or,
A converse]y, 1f he knows that his departure wi]i be irrevocabie after this |
' song ‘ He then takes pride in concluding his song with the standard ‘
musicai cadence of reiterating the opéhing Tine slow]y to the .asthay? ..
tune (Perfonnance 2:461) or ending this tune with a descent ‘to the tonic

!

a]ong with a thrice repeated rhythmic cadence (tix a). on the drum

(Performance 1: 44?\ S - |

'_This:compietes'a generaJized pictUre‘Of thegperfoﬁﬁgnce process as
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focus§5ng -on one complete: unit of perfonnance a song, but p]acing it

' w1thin the larger context of a performer s "turn" and, u1t1mate1y, that
of an entire Qawwa11 event. | Having thus informed the reader
‘ethnograph1ca11y how Qawwali music in performanéé is context-sensitive in
a remarkab1y formal and observeable way, ‘the ground is prepared for

dea11ng with the process of performance ana1ytica11y SO as to make sense

.'out‘of the rule system at work.

N



CHAPTER 10

- THE PERFQRMANCE PROCESS--ANALYSIS

_In this chapter we are finally ready to tackle directly the central
question of this thesis: how to programme music in performance by
introducing"contextual_input into the sound rule system. In a ser.c, all =~

preceding chapters can be considered preliminary to this, step; at least

-

they each are indispensible as prerequ1s1tes to it, for rhis step
essent1a11y cons1sts of abstract1on and. s1mp{1f1cat1on of reducing
processes govern1ng comp]ex and d1verse variables to ana]yt1ca11y
manageable dimensions.’ Thxs of course makes sense on]y because those

variab]es andd processes ‘have been 1dent1f1ed first: the structures of

*»
mus1c and context have both been eXp1a1ned w1th1n their relevant frame of

reference and the process. of the1r 1nteract1on has been out]ined

 likewise. "How var1at1ons in the mus1c are ‘generated by var1at1ons in

s

the performance s1tuat1on" {Ch. '1:6) has thus been shown descript1ve1y in .

-

the previous chapter. Nhat remains is to systemat1ze the performance
d1mens1on by express1ng the diverse and part1cu1ar 1n terms of the s1mp1e

'and,genera]

Th1s ana1ys1s starts from the prem1se that the context—mus1c -

interaction operates on the basis of certa1n under1y1ng pr1ncip1es wh1ch

const1tute the common denominators 11nk1ngsthe mus1ca1 idlomaW4thﬁthe__
context of performance. Those pr1nc1p1es serVe as the referents,

translat1ng context 1nto music, and 1n turn express1ng context

;-musica11y,. It 1s~by-app1y1ng ﬁhem that the Qawwali performer "plugs"



252

context Variables’into his’performance of the’music 'ThesenprinchTes or
referents, then prov1de the key to the way context is evaluated and
expressed. in music. What this key unlocks is mean1ng, non—mus1ca1
meanfng.v It refers to the context, both in its spiritual and social
aspects and is considered to be manifest‘in the music by geneﬁgl agree-~
ment among.performers as well as TTSteners of Qawwali.’ AppT&Tng‘this key
'can therefore explain the basis for‘the performer's seTectTon of
contextdal variables as cues for his selection of musical ones. On the -
n-basis of this process of anaTysis‘the»nodeT of Qawwali music can then be

-

rewrltten to 1ncTude the 1nput from the context via the key of these

, antgc referents ‘
%he foundat1on of the ent1re anaTyt1ca1 procedure is ethnograpmc
which is in keeping with the emp1rica1 approach postuTated at the outset
‘and foT]@wed throughout the study The data is of necess1ty generalized;
. it 1nc]udes much that is aTready represented in ear11er chapters as well
as{much observat1on and taTk with informants. The analytical d1mens1on
- unlike the_ethnographic onei is arrived at oy‘means of what amounts to
tfc logic. aTthough based on'the appTication:of emic premises;
Throughout the chapter each - anaTyticaT step’ and each sub-system of
‘meaning is outlined on tab]es separate]y for context (Tab]es 27-29, 33,
34, 36,u38L.and music (TabTes 30, 35, 37) as well as correlated to shoy ¢

_ the equivalences. (Tables 31, 32). The conclusions too are schematized in

~table form (Tables 39, 40). o - .

NG

The first step in the anaTys1s is to estab]ish two basic premises

' characterizing the reTat1onship of the QawwaTi performance 1diom with the

e.'.f.
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Qawwali performance “Context: . a) The idiom is. semantically capable of

being a referent 40 the context and--!o]]owing Toglcally--b) the idiom gi::_

‘‘‘‘‘

can express or man1fest the context as well as suggest or motivate it.

On ‘the basis of these premises the performance 1nteraction takes place - 7 e

d

; along dimens1ons that form the 1ink between contéxt and ‘music and

: generate the principles which operationalize those ans? ‘Seen.

-

'analytica11y, 1t 1s these - operational pr1nc1p1es which prov1de the

- 6

performer with the criteria of 1nterpretation for his eva]uation of

»contextua1 factors and, accoxding1y, for the appropr1ate selection of

"'*pmusical factors Put in another way, these criteria of 1nterpretation

vfunct1on as semant1c 1ndicators or referents for a "translation" process
”

-taking place between context and music. This process under11es the

‘ se1ect1oﬂ{of performance jtems and 1t continues to openate throughout the ji'

song performance Its starting point_is a1ways the eva1uation of - the .

" audience and its responses, 1 e. the context whether a1ong structural or

procedura1 d1mens1ons Hence this analytica] out]ine _too, proceeds from

context eva]uat1on to musical express1on but cons1ders their interact1on

<

both ways. Princ1p1es and criteria of , eva]uat1on are considered in a

1

: seqUence tempora11y as we11 as logically appropriate, startlng with those
‘governing structural dimensions and.proceeding to the actual process of

h' ‘ Y . 'b :
t.f song performance ~ v e



- A Structural Dimens1on - o

q:

Referents 1 and 2: Status and Ident1ty o C . e

v

e -

1 Eya1uation of Context o, - , T

(-6\,,

P e

. Two primary refergnts appear to be cruc1a1 to the processﬂbf audiehce i
assessment and ‘song select1on.‘ they_are 1dent1ty and status. As 1isted
.i%n'Table 273 each of ‘the two‘referents generates’ a set of criteria
.Pertaintng to spiritua],'socio-economic;'and persona1 attributes.‘ The
performer'uses these criteria to eva]uate"the contextua1";ctors and then.

-to se1ect the musical. attributes that accord besttwith hic eva’l Jatnon

Of ‘the’ two refefents, status 1s of.. .prime meortancewanalytlca1]y, fr o

Because it prov1des the’ performer with an vrdering. frame for the o . Co
& , . S L
d1vers1ty ofmtontextua1 var1ab1es He encounters,°partfcu1ar1y in t, ; e

T
o

.audiencé. ‘wh11e the performer is cognizant of each 1ndiv1dua1 status °© ;T
N © -
d1mension, they serve him to” arriv . a tota1 %tatus eva1uat1dn fgr the

1ndiV1dha1 listener, based on the re]at1ve importance ass1gned to each

J

- status H1mens1on, and comprising a composvte of ‘status att‘1butes.

\
Categor1es of 11steners are norma]ly 1dentified by their dom1nant status

dimens1on, but within each category ind1v1duaf status is general]y

enhanced:by'one or more secondary status attribute. To illustrate, Table -

E 28 1dent1fies the standard categories of. listeners. in‘Qawwaii assemblies

with. reference to their pr1mary status d1mens1ons. "Table 29 ‘on the ‘
other hand, lists individual 11steners of high status a1ong w1th a break-
down of their status attributes. .Together, the cr1ter1a 1dent1fy1ng

1isteners by status enable the performer to divide them. into status . »
7
/

categories, as he requires. Depending on the performance_decision to be

: made; this may mean no more thah'to identify highfstatus listeners as
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fi‘ABLE‘ﬁ?- STATUS AND %IRITUAL IDENTITY REFERENTS
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° -TABLE 29:

¥

Ta . ‘,  . . i '
senior saints' rep. -
. . .
- .shrine rep. -
patron :
. guide .
. . ¥
rich man :
o N - N
D . ..\‘
_ ‘tgesc_endant .
- : Ty . . X
O

ot
P
X

Q

C

“outstanding asset;
. {

v

o A -

¥

-l Iy . .
- 3 raf s.
. ‘ +
9% v :

STATUS IDENTIFIGATION:
According to Combinef

=

v’

R

primary s

'

Upatron ...

enhancement

Y

patron e

deyoi:ee T

¢, e

5 .

L :
senior dévotee - . . p
'R oo

L 'shx_jineﬁre'p.

P

PR A oy . 13 .'ﬂ
devotee" :
Y A

(guide (mdmor)
: R

"% In order of 'decresasing individual status

~
y

~ 4

6 .

Pl

O
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‘

: . 1 i :
opposed to those lacking)status. *Or, conversely, it may mean ranking

-individual high-status iisteners vis a vis each other. ’m
f' The~second operationai principie Tidentity, is of secondary
1mportance anaiyticaiiy, for its function as an ordering device is
limited. On I attributes w1thin the" spiritual dimen51on are re]evant to L
the performmégfor his evaluation of tBe audience due, obv1ousiy, to the

3$spirituai function of the QawwaiiiassembTy.. Analyticaliy speaking, then,

. the performerds performancg evaluation of setting and.situatiOn_mayﬁbe

‘ summarized as follows:

? - Status evaluation con51sts inma'l'ly of \‘stabhshing the two
.‘ ‘ MI ‘. . q
. pr1nc1pa1 audTence ifa{us categories, high and’ low. At the same

R “time 1ndhv1dua1 listeners in- the 1gh status category are rated
L for potentiaﬁ ranking according to their re]ative status by
; ‘means of the combined status criteria S ' v

L. -
» B e .
-A . . _—

b) ‘Identity evaiuatioﬂ consists of determining the saiient

_z?tributes of sp1r1tua1 identié} among high status listeners j

%é@?, n addition, the styiistic preferences of high status 1isteners.

' .are ascertained S . . S o

ES

The leader of the assembiy is of cou;se suBJected to, the same '

’

’ evaluation procedure.. while by definition ‘his overai] status is above

- N
. .

“that of”the other 1isteners, it is reievant to measure h1$ reiative

*spiritual¥§}§5u§ ~What. 16 of prime ‘concern is- to assess ‘the features of'
- *"e\*”“ew”ﬁ S _ _
his spirituai identity.. A _ L

kaed setting factors are reievant to, the performer mainiy in
relation to the audience ‘hence their evaluation u1t1mate1y contributes

to his audience assessment and is sybject to the same criteria of inter-»

{ . . . .
. . . : . o
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. v -

pretation. 0ccas1on and place are signif1cant in terms of their .

sp1r1tua1 1dent1ty component whﬂke time and locale 1ndirect1y inform- thsv,:
status asssessment. of the aud1ence A

2. Express1on in Music . g

Hav1ng thus reduced the performer S. evaluat1on of sett1ng-ap{ab1es "

to cr1ter1a of status and 1dent1ty, 1t now rema1ns to show -how these

cr1ter1a serve ‘as semant1c referents for t&; translatlon of contextua]° oo
x\f‘_'_‘ i~ s &“ e
factors. 1nto mt;1ca1 on%s Th1s Jmp11es that mus1ca1-or'performance P K
n ‘9 5 o % '-l

o
PR

"‘1d1om Nar1ab1es can be made subJect +0 these very same cr1ter1a., Table
9 v

- 30 shows how the pr1nc1p1es of status and 1dent1ty are 1ndeed represented .
5y D o
by Spec1f1c musfca] dimensio 4 d'inc]ude attr1butes of text musc and o

BvaY

B3 2
7 ’

presentéi1on.c The table 11sts mus1ca1 d1men‘Fﬁ$§§3n order of pr1or1ty
.. l

In c6hs1der1ng f1rst the cr1ter1a of" status, what- becomes apparent‘ .
i I . vg".
immed1ate1y is the1r great number but 11m1ted d1fferenttat1on, i.e. all

3 mus1ca1 d1mens1ons indicative of status bas1ca11y serve the des1gnat1on ","f
of on]y two broad status categor1es- h1gh and low. Thken together they ° ‘
all add up to character1ze, in the extreme two oppos1te mus1ca1
prototypes--one h1gh s%atus and - resemb11ng c]ass;ca1 music and poetry,

one .low status and resembling popular music--of wh1ch these d1mens1ons

are the 1ndividua] components.(/By varying these components, d1fferent 1‘ f_. a
1ntermediagy combinat1ons can be obta1ned to ach1eve vary1ng proport1ons SR

of high or 1ow 5tatus 1ngred1ents Hh11ea§pedsta s dist1nct1ons

@ V. “.,~
suggested by these mus1ta1 d1mens1ons are in essence soc1o econom1c ones,c

- ?

1t 1s noteworthy,that d1meh51ons ind1cat1ve -of spir1tua1 status 1n : . .
A ’ -; . . .

particu1ar have a, mos? 11mited.representation in the form of language and

| _s |
_style.. s - e

4

FEERE NN
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TABLE 30:  STATUS AND IDENTITY R,EFERENTS~
L ; L EXPRLSSIONIN MUSIC
' .ATTRIBUTES* o STATUS = - IDENTIFICATION
OF MUSIC = . ¢ CRITERIA & ".'* __ CRITERIA

. L e vl e M Do
a) ‘Text dimension - . . "‘5-‘, O e

. ’ : *, is . “eT
3 1. ’I@‘maﬁc content B - - '— Miystical personages .
e . . . . - . v o . . .

. - < - .
: . H\. - : ¢

[ R . Y . Lo o . F L B .
A A e o S , O myst}qgl"s_tates“ .
ST TR R ' RV . o

2. Assoe:uatlon . . ¥ Rt rx_tua,l-%uthor .

l , v ‘ E v ) \‘., .. ; S “ N L ‘. o ) » - ‘” . ’:" . 5 e 4" B
’ 1 %gage R EB{‘SI*-,,‘HID‘@i*U‘l‘du - “fofmal-lnt1rgate R
3 . N . ? . t .. . . ‘» : o . .

N y;ﬁ TR '9" ) & ' q:’f,, o FRRS Y .’/ [
q' IR 93;_;’ S foreign-ind_i,genous ,
@ rm O :

) ,

' &%

" 4, Style = - . -71-» Jsophlstmated-po‘pular --> ornate-pla,m N

h S ”velled“"'ob\nous ST e
ae . 4'.,&_";%..: e ' e

4 . v
s .

.

_-J-?," . - . . . St s
L RN .

. b) Music dimension - E ' 3 . :
N . N . 7 ’ : '.A . - B
1. Tune : . oldu-,moder*n\ S agthentm- composed'.
. : B e o :
. i A - \ , , o rltual-authot, _
¥l ' ‘ L i . B

. . .- A . s

2. Rhyth;gi)"*_s., Lo “('—} sgridus-pq.pglar) o e

M s "hard''-easy R S e

c) Presentation dimensign - T -

1. 'Sfyle L -—> s_ophijstica:,téd;pbpular_~ o ’ -y '*

. ‘2. Elaboration | - -—',,"i-hy'thmic-melo‘;c}ic. . —> textual-musical '
q."?» ’.
) *‘In-orderof_ importance ' A
R ' . ) e . [ .
. r'd

-
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iiispiritual while the expression of personal ideﬁi&;y or "cultural '

.

o
e
.

- A concerns the principle of identity, its printipal dimension is

'preference s may operate independent]y of spiritual- identity

Analytically speaking, then, the performer s mUSical expression of_

principles of status and identit{ may'be summarized as follows:

a;, a) Status expreSSion is’adhleved on the basis of establishing two

principal status levels, high and low, through a variety of
narrow musical dimensions In addition, individual status
) ,differentiations can be made manifest by uSing ‘these dimensions
< ' L ’ .\._.r

”#tered on ‘the manifestation of .

. in varying combin

b) - Identity expreSSib

, spiritual identity through few but, Widely differentiated mUsical

K dimensions In addition personal identity or stylistic D

-

preferences can be expressed variously across the mUSical idiom
A S

The foregoing summary make§ eVident that the principles of status and

-

identity apply to- each of the two performance domains, i.e. context and

) 7*,:
. muSic It now remains to show how the twd&“ie connected through ‘the two

the context andil

" the evaluation manifest in performance

3. Context Music Interaction

' Tables 31 and 32 summarize how the two semantic referents are applied

-‘in principle based .on the identification of relevapt indicators within

- ;the contextual as well as the muSical domain ' To apply successfully each

*

fof the referents, the musician is rehuired to have as part- of his

: musical repertoire an understanding of the status—and identity attributes

PECUN, . e oL A \\"4 . s

- - o © N N~ .
AR S Lo owe WD e -

o

_ principles when'they are used as semantic re§Erents first to evaluate o

'“70 to select,the appropriate muSical variables to make

-

261
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" contained within the dimensions of the perfonnance idiom (as listed on
Table 30 and summarized on Tables 31 and 32, under Identification

Mu51c), Equally, he requires the competence to identify status and

c3entity of his listeners on. the basis’ of the standard dimen51ons

'characterizing Qawwali'audiences'(as listed on” Tables 27 and 28, and

be

»summarized on Table 31 and 32 under- Identification ‘Audience)

Overlaps and combinations between these dﬁmenSions\occur w1thin the

\.’4

‘v'

audience these can equally be achieved within the m%sic, 50 that

theoretically, 1ndividual variation and even con.. g tion between .

llisteners ‘can be reflected in the music by means ﬁﬁpgariable combinations

of #he relevant dimensions Furt j"ore;-thg.musifgg igre
/ - : \(,"
o, S

status and 1dentnty need not follow a predictable p.

princ1ple of applying the two semantic referents in performance is a

flexible procets of combination and selection in accordance with the '

o
performer s assessment of the need of the.moment, As summ ed on

o
Tabﬂes 31 and 32 the process may be characterized aéafollows

Two overall status cate%gries are ascertained for the audience and
~these find expresswn in a number of musical fa@f ThlS allows the

performer the.ilex1bility to. select a combination of attributes

51gnifying one kind of status»while at the same time permitting him the 1'

Z use of mu51cal options with a different or even contgary implications.,

Thls becomes significant as a tool to accommodate variation among

listeners At this level general status dimen51ons enable the perfonmer,,

o

to ‘rank hégh status ind1v1duals according to the1r combined status assets.'

(as schematized on‘Table 29), so that he can rank or single out

-~ .
- individual listeners of high status and cater to them musically. =

e

VR,

* 264
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audience's commitment to an occasion of performance, or of an outstanding

v ' 3

It is by means of the identity referent that the actual content

selection of the performance is made, whethervon the basis of an entire

r‘.

- listener' 'S spirituai‘identity Here, too the process is inherently

f]exib]e, 51nce the audience dimensions may overiap or occur in any

.-

combination, and their musical representation can be varied:according]y,'

depending on who is to be singled out for identification and with how
strong an emphasis. R ' S ‘

' i - . v ' :t_" - &

o % .
. The discussion so far has established the princ1p1e of appiication

for the two semantic referents, status and- identm%y, with reference to .y

the structuﬁal dimeﬁ51on of a performance governing the performer s

@
Fa

7.assessments and decisions up” to and including his choice of a soﬁg

Whiie these referents of status and ndentity are the principal criteria

/,_4\

the performer app]ies at the stage of\evaiuating strucﬁgra] and setting
factors they continue to inform his performance dec151ons throughout the

process of . performance At the same. time, beginning w1th _the”performer’ s

P ENTad “ ~

.con51deration of the pure]y situationai aspect of his performance . js
setting, a third operational pr1ncip1e comes 1nto piay, referring to the .

Spiritual state*of the audience In other words,)his focus now moves to

what is the expiicit and primary purpose of the Qawwali assemb]y

spiritua\ arousa1 ﬁ f(r; o B Dt
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B _Process Dimension . s

Referent‘3‘ Spiritual State/Intensification

I. Evaiuation of Context

At this ihitial stage of the performance the audience s spiritual
‘state serves ‘the perfbrmer as no more than an auxi]iary criterion of
' evaluation that may‘iead to ampiif]‘%r modify his assessments based on

Oﬂstatuewand ided??iy referents However state or degree of spirituai .
9? \x- ’
. arousgl becomes the dominant*principte of operation,.once the performance

19“%@&er way, indeed dt is, this 6rig§ip1e that primariiy governs the o
) d&namic of the performance process. Two attributes charactg;ize %:_ .

spiritual gt te and distingodsh it in a fundamenta1 way from both status

-’.‘ .
and ident

- First and foremost spirituai state is experientiai and
has an. immedia e temporai dimension i.e. it varies with time throughout
a performance--uﬁ%?ke status and 1deq§1ty which remain unchanged

Second Spiritual state is seen as fOUnded 1n intuitlwe idiv1dua1

erience hence tt can occur in any 1istener regardiess of status and ‘

Sm

i.tity--and may, but need not correlate wfth the structural attributes
=X & tatus and 1dentity **éégng * e ;‘; ) 1'- r" }' ié . ¢
- i %%ere is a further attribute of spnrituai state which fundamentaiiy
‘; distinguishes is from status and 1dentity and is‘.%rticuiarly re]evant in
v the con51deration of its evaiuation by the performer. Identity and B \
status are structurai attributeg representing estabiished sociai facts or
shared assumptions. As such they are characterized by a consistent |
pattern of’ outward manifestations.: The performer often knows these

attributes beforehand and even if he app]ies ‘the crtteria of status

; , eva1uation on the basis of behavioral manifestations his interpretation

~

@
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is easily verified. On the whole, outer manifesta ions of status and
identity only confinm behaviora]]y what constitu-~s structural knowledge
for the performer as well as his audience. State of arousal, on_the
contrary, is eﬁtire]y indivédual and situational and thus subject to
interpretation on the basis of outward éanifestation on??. Yet, state of

arousal is not behavior, it is an abstraction inferred from it and

‘

individual manifesggtions of such states vary widely. Accordingly, while
outward manifestation is the’on1y indicator of spiritual state, it is
nevertheless not considered pfimany. Rather, the performer interprets
behavioral responses with referencé to the range and repertoire of
generally accepted expressive conventions (outlined in Ch. 7 and
summarized on fﬁﬁ%e 19-22). In addition, he needs to evaluate individual
differences in béhavior in the 1ight of relevant personal attributes and
recognize their motivation, whetﬁer it resides in.the individual's
spiritual §tixus or identity, or else in his personal idiosyncracy. But
his focus--and hence that of hié énalytica1 presentation--is on the‘
listener's state as he perceives it rather than on its behgyioral
indicators.

Qawwali performers share the standard Sufi'conceptions regarding
spiritual arousal and its expressions.,,IHerefore the framework of
spiritual states and.their outward manifestations is of relevance as a

basic interpretative guide for the performer.

But the performer also eva]uates_these standard expressive reéponses
with an eye to individual variation. This is relevant especially for
identifying the intial stage of arousal, which is often not manifested as

clearly and overtly as the more advanced spiritual states. Indeed, the
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same raised arm may mean to the performer either a significant signal of
incipient arousa{ or nothing more than a habitual gesture of
appreciatipn. When it comes to the manifestation bf more intense
spfritua]aemotion, previous assessments of status and identity are a
factor in the pg;former's evaluation. In congruence with the social norm
of restrained self-management governing the assembly leader as well as
Tisteners of elevated status, the performer expects restraint on the free

v
expression of ecstatic abandonment where such high status 1isteners are

bl
|
|

concerned.
The formal offering, too, is evaluated by the performer:as an
indicator of the presence of spiritual arousal; howevef, its constancy of
- form--even where it contains én intensification such as prostration--

Timits it as an indicator of the degree of arousal. Furthermore, the
'performer is quite aware of't;e social motivation that may underlie an
offering. Sﬁng1e responses expressing iAdividual states of arousal form
the basic units of assessment for the performer. At the same time he is
fully aware that sucL states and their expression are subject to fhe

_ dynamic of time and épace. Thus, in terms of tihe he sees each single
response as representing a point in the continuum of incréasing--or
decreasing--spiritual arousal, so that his assessment of every response

\ Qj]]-be informed by his evdiuation of preceding responses.
Conversely--and more significant]y,\from the point of view of
strategy--he uses his tofal_assessment of past and present arousal to
project éhead, anticipating the directidn of spiritual developments, in

order to‘cater to them. The same point applies to the performer's

consideration of ‘the spatial dynamic within the assembly. He realizes



the impact which both the strong arousal of one listener, as well as-;he
mild arousal of many, csn have on the entire audience. This impact is
fairly predictable when it emanates from spiritually superior “isteners,
since the spiritual content of their arousal is recognized )y everyorr as
a blessing. But the same does not app]y\po other listeners. especia iy
those of the "common" category, so that for the impact of their arousal

much depends on the genéra] mood of the gathering and, ultimately, on the

validating response of the spiritual leader(s) present. In this context,

the collective guesture of standing up when a common listener rises in
ecstasy is seen as a formalized validation by the leader who initiqtes
and  erminates the gesture. In general, the performer, while assessing -
Rﬂé& ndividua1; does so with reference to the audience as a whole, which

rea:ly means keeping an eye on everyoge--no wonder he claims to need "an

- eagle's eys" (chil ki ankh--Meraj) for the task and sometimes also relies
on his companions to lend him an eye.
Buiit into the assessment of the listener's statg is the performer's

concern with the dynamic inherent in the state dimension, since it is at

the level of process rather than structure that he applies the criterion

of sriritual state in the music. Thus he aims at aésessing the needs
emanating from the spiritual states of the audience. Sufi tenets makes
it clear that .the pfimary need inherent in every spiritual state is to
realize the arousa1’potentja1 contained in it, i.e. to intensify it to
it§ culmination. The dynamic, thus, is inteﬁsification, or degrees of
increasin§ intensity,bthat épiritua1 arousal itself consisfs of, and thus

a continuum of increasing'intensity encompasses all stages of arousal.

It follows from';his,ithat each individual state is always the produEt of

o )
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intensification and thus\requires intensification to be sustained as well
as to be increased or moved to a higher stage of arousal. Tables 33 and
34 summarize the ver Sormer's evaluation of state. Table 33 lists the way
the performer assesses—both spiritual states as manifested in outward
expressions and the dynamic he sees inherent in them. Table 34 shows
schematically how these states and their dynamic fit into the time and
space dimension. Both tables are organized so as to underline the fact
that tﬁere'is-a dynamic operating both t6 generate and to sustain or
increase these spiritual states. .Since it is the aim of the performer--
in accordance with Sufi tenets--to bring abowt this increase by means of
the song he is singing, he has to shape his perfbrmance of the song in .
accordance with the principle of int;i;ification. The crucial. point is
that in tkis procéss the music takes on a much more dynamic function than
in the application of status and identity criteria. For fhere, the music
no more than reflects and reinforces the status and identity of
listeners, wherzzg here the principle of intensification, realized
musically, operates not only to reinforce but actually to generate and

increase states of arousal.

2. Expression in Music

From the discussion of state assessment it is obvious that, in order
to serve its function, Qawwali music must above all express and convey
intensification. Since intensification is a process, its musical
expression, unlike tﬁat of status and identify, can only be conveygd
through a process--the process of performance itself. Thus it is not
musical units or attributes but the principle of strdcfuring such units

or attributes which represents intensification musically. This
. L
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TABLE 33: SPIRITUAL STATE REFERENT: N
EVALUATION OF CONTEXT
(cf. Table 17, Ch, II) /
a) Expressive manifestation* State State
assessment dynamic
none ( — neutral — generate arousal

A}

~

— mildly aroused — reinforce/amplify
+ increase arousal

nod, raise arm,.
verbal expression,
exclaim

tap, move head, 'sway 1

P

raise arms, shout — intensely’'aroused -»sustain + increase

more vehemently, weep
prostrate }

*

— ecstatic -».sustain + bring
to completion

move aboqt, dance:

stand up, walk I
1
fall down, toss about” )

b) Link manifestations

offering, + prostratiow— — any state —» sustain +
increase
embrace, + offering - — ecstatic or —> sustain + bring
. intensely to completion

aroused

* In order of increasing intensity
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TABLE 34: STATE REFERENT: EVALUATION OF COMTEXT
IN TIME-SPACE PERSPECTIVE

® = State dynamic in time/space context

Pa st
~-Time )
I' dimen-
Lsion 4
Futurc

“_<<

previous
=t . '
\ B increase/
g decrease
. ~
\ « -
Sy
°
,impact on/from - other listeners
p: 2EENER
[
el
o
-~ -
/ @ projected
1 —t .
{ o increase/
]
( T decrease
- >
o
\ )
. ]
ot
\7
"\ . > 3 .
{space dimension)
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strﬁcturing principle is repetition.

That repetition is indeed a primary structuring priﬁgip]e for the
Qawwali idiom has already been established in the musit$1 anaiysis of
Chapter 3."It remains here to show how specifically repetition with its
concomitants expresses and conveys intensification, or, put in more

systematic terms, how the semantic referent of intensification is applied

to Qawwali music through the medium of repetition. . ;
As outlined in Chapter 3 (pp. 50 and 59) and summarized on Table 8,
repetition in Qawwali music takes the form of three processes: simple

" reiteration (dohrana), multiple repetition (takrar) and recurrence based

on recombination and insertion (girah lagana). All three represent and
“embody facets of intensification which operate both within and between
stages of areusal. All repetition basica11y-work§ the same way: it
intensifies by reiimpressing on the listener the séme message over and
over. As schematized in Table 35, different types and degrees of
infensification are represented by three-types of musical repetition. To
show how they are d{fferentiated requires to call to mind that in Qawwali
they opefate on a musical idiom which gives primacy to text over music:
Thus,‘rejtefation serves to.impress the message on the mind (samjhind) by
means of gimp1e re-statements. Insertion-recurrence serves to make the
‘message explicit by the insertion of an amplifier betwéen recurrent
statements. Md]tfp]e repetition, ffha11y, is the intensifie} par

. excellence in a Qawwali perfbrmance, by imbressing the message fully and
continuously. l -

—

In relation to the arousal continuum, different types of repetition
"

arg associated, more or less loosely, with different stages: Reiteratfon

/
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TABLE 35: STATE REFERENT: EXPRESSION IN MUSIC .

'On Basis of Intensification Principle i

ATTRIBUTES OF yMUSIC STATE INTENSIFICATION CRITERIA

a) Repetition Process Dimension
2 : .

- types of repetition o - kinds of intensification
(cf. table 8, Ch. 5)

1) Reiteration, restatements - Reinforcement, Clarification)of
— | state
2) Insertion - recurrence - Amplification, Enhancement } of *
- ' farou-
3) Multiple repetition -+ Increase, culmination sal

b) Acoustic Presentation Dimension
1) Accentuation
2) Acceleration - Secondary intensification
' (supplementary to repetition)
3) "Actions"! :

-
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belongs at the bottom where no or little arousal is present. It also

by

serves the simple physica{ clarification of a message'where an audience
is no%sy. Insérfion-recurrence generally presupposes that some
reiteration has a1ready taken place and some enthusiasm or mild arousal
is present. ' Multiple reptitidn, finally, implies intense arousal and
even ecstasy.

Thgre are a few non;étrugtural attributes of,the musical idiom which
also serve the expression of intensification as related to spiritual
states and their hanagement; two are aspects of acoustic presentatioh and
therefore can be employed simultaneously tb underscore repetition,
particularly multiple repetition. One éonstitufeS'the prototype of
repetition--strong rhythmﬁc accentuation in wh{ch the existing beat
pattern.is emphasized by extra heavy drum beats or by more fredueqt
accentuation fn the forh‘of drum accents or haan]aps (beating ofﬁr
clapping "doup]e"). As explained fn Chapter 3 and outlined on Tables 3
and 6, the Qawwali durational framework already contains these basic
ingredients of rhythmic inténsification, SO thaf here they need merely to
be placed in the context of the performer's;infensif{cation strategy.

The second intensifying device berformers use deliberately to make

multiple repetition more effective i§’;g}y gradual acceleration.. Both

' N

devices are used sparingly, because they retain their effectiveness only

in contrast to the unaccented or unaccelerated norms respective]y; Thus,
performers like tol:;sérve thém for high-intensity repetition.. A1so,
these devices not on]y:aren‘t textual but can interfere acodstical]y with
| the text message; therefbre Sufis consider their excessive use

‘inappropriate, if not'VﬁTbar, and the aware performer restricts their use

L4
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accordingly, though he may choose to fire on a common audience with their

hé]p. )

.

Finally, there is a non-acoustic as well as non-structural

' intensifier:- the performer's gestures and facial expreésions,

collectively called "actions" by perfotyers and Sufis. Their use, even

more than that of the other two non-st}uctufal.1ntensifiers, fs subject ‘ .
to strict constraints by Sufié. Though they may bé used judiciously at

ear1y stégesvof arousal in the audience, their excess i$ éeeh as a

distortion fothe spiritual message to a personal, human level (see Ch.

7: 164).

On the basis of the link established by the criterion of /
~intensification between audience arousal and repetition, different types
of repetition represent'diffefent stages of arousal and constitute an
appropriate response to them. But the performer's strategy consists of
more than responding to listeners' states; he is as much concerned with
evoking such states. This Meéns%&hat he may in fact use repetition
expressing 1nténse arousal before such arousal is 8ctually present, in
order to evoke it. As a result, the use of all repetition becomes far
mbre flexible, for it continuously reflects both initi;tfve and re;ponse
to ﬁhe states of the audience;/’?ﬁis flexibility is greatest at the
lTowest levels of érpusa]; for once intense arousal or ecstasy occur, the
rules of Sufism give the performer 11tt1é choice but to sgstaih that
state byrmu1tip1e repetititon. On tﬁe.other hénd, wheré no or little
arousal is present, he is likely to run the gamut of repei1tion.
Stafting with reiteration, heohOpes to increaseothe enthuéiasm for a

message unit, perhaps by underscoring it with appropriate "actions®. His



next move will be to introduce ampiifying text inserts between recgrring

7

L7 ST

statements of the repeat unit or to float the occa51ona1 meiodjc\gr %a-u”“
3 o A
e&

rhythmic insert to impress sophisticated 1isteners. 'M6 t. o% &,

- Y
ST NK

intense arpusal can be anticipated at all, tmm peiformer wq}k\ﬁop of f -
either reiteration or recurrence after a text inséht with mu]tigie
repetition, intensified by rhythmic accents, f appropriate. ;“

~ No Tess a motivation for multiple repetition is the performer's hope
- to get offerings following, an effective reiterated text unit or, even
more; an apprOpriate inSert. Continuing repetition serves to invite_and
facilitate the.mechanics of. muitip]e offerings. Indeed, qpce offerines
are coming, no matter what 1eve1 of arousal stimulates them, the :
\performer will keep -up mu]tipie repetition of the text unit that
generated them, hoping for more.

So far it has been shown that.the dynamic principle which underlies
the listener's state of arousal is intensification, and that this
principle is also expressed musically in the form of repetition, the
- principal structuring device of Qawwali music in performance.' This makes

it pOSSibie for the performer to app]y the principle of 1nten51f1cation

as a semantic referent betweeén audience and music: he uses it to assess '

e —

the state of his listeners and accord1ng1y selects an appropriate type of
‘)t

musical intensification. Since this inten51f1cation takes* the form of =~

repetition he thereby also structures the song.
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3. Repeat Unit Identification

For the sake of ana]xtical-c1arity, iﬁtensification has so far been
dealt with in isolation, so as to'idenfif{>i€ as the principal semantic
referent operating between audience and music during the performance
process--and also to interpret it in parallel terms to the referents for .
: setting'factors (i.e:, status aﬁd identity). However, this does not
complete the interaction process between audience and music yet. While
’“5pp1yiﬁg;fﬁe intensification principle to music results in the
identifiéaiion of the appropriate structuring Erocé;s, i.e. repetition,
it leaves open the question of what unit of structure i§ iq be'repeated;

As recai]ed earlier, he process leading to the decision to repeat
takes place at ;he same time as, and with reference fo the ongOiqg song
performance, starting as soon as the song is selected and continuing to
| its end As outlined in Chapter 3 (pp 63 ff) and summarised on Table 7,

a Qawwali song performance proceeds on’ the basis of structural un1ts

derived from the text which are all,repeatable. Thefggrformer,

. recognizihg]thé need for comprehensibiTity and immediacy'in Cbnvéying the

. Qawwa11 message fo]]ows a norm of proceed1ng line by 1ine, restating |

each 11ne in sequence and then rnpeatlng the entire verse. Line segments .

~are repeated only to emphasize special phrases. Listeners,.in accordance .
with:the function of 6awwa1i, exbress states of arousal in response to

‘these units of conteht,'as they hear the performers sfng-them. Given the
1mﬁediacy of the listehek's reSponse, it is logical for the performer to
- jdentify as‘tﬁe Eepeat unit whateQer he is sfhging at the point he

o perceives the»responsé. Norma]]y;-andyin\conforﬁity with the performer's

: . o ) . )
expectation--that unit is a verse line, and it is this verse line the.
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performer proceeds to repeat, occasionally adding a restatement of the

entire verse to complete the message. - .
Following this standard process, then, thk’performer arrives at the

unit of repetition ,by the simple timing of th!]istener ‘s response. In

analytical terms,‘this means that by its very occurrence a response

expressing aroqsa] identifies the unit of repeat in addition to

signalling thg_peedbfor repetition as such. The same is the case for -the ,

offering response where the performer will automaticaiiy idehtify and

then regeat the same verse 1ine during which an offering is first made.

While standard\procedure, this process of unit.identification is
nevertheless not invariable for the performer. Givép the'unpredictable

quality and indiv1dualized outward expression of spiritual arousa1 the

performer s standard assumption regarding the corréct repeat unit may not

vcorrespond to the 1istener's requirement. To correct his perception-—or

Y

to confirm'it-ethe performer therefore expands the process of unit
identification"by monitoring the listener's outward expreseions for
relevant signals. Such signals may be contained within the range of
expressive responses at an implicit level; they also take the form of
explicit. reference through verbal requests or even commands

Table 36 presents dn overview of the types of identification 51gnais

avai]able to the performer along with the range, of their phy51ca1

'manifestation. The three types of signals fall into two distinct

categories. On one hand there are signals basically expre551ng the state

- of -arousal.while at the sameeiame referring--directly or indirectiy--to

the message statement which is sustaining the response. In this case,
X} . a

the particular outward mahifestation of the general inner -state may

-
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TABLE 36: . REPEAT UNIT IDENTIFICATION®: EVALUATION
’ ‘ ' R OF CONTEXT
With Reference to Ongoing Musical Message Statement

Expregsive Response as Signal .. Signal Evaluation
1. Signalling Responses i.e. Direcct Response to Messapge Statement
(Utterantes) . ~
Y R

face expression, arm/
hand move *
exclamation; verbal ex- .

- +v Ppression f — approve: 'Ilike t':s, hence repeat it. "
A nodding' ‘
SR symbohmn gestures - v
{(cf. Tavle 2 20)
offermé J
‘_;(rbsponse discontinued — disapprove: 'I don't like this one,
T a hence repeat another one.'')

\

N Ilf Emotive Ré;s;ponsés . = " Ilndirect Response to Message Statement
9 ; (Utterances) : (through expression of resultant state)
. ) weep, shoht .
move abruptly . - approve: 'l am strongly moved, hence
get up, dance etc, ... - keep repeating. '
(response dxscontmued ' —_ disag‘ prove: 'I am not rnoved now, —~

2 i hence repeat another one.'')
LR

e

fo [

- -

. m Refe?entxal Response agy = Direct Messapge®
¥ - Signal . -
verbal sfatexpentéﬁom- } —_— request/confirm: ''repeat this"
ma.hd A e ® correct: ''don't repeat this, repeat
. ’ N that., "
s ,

% While subjeét to the same process of context evaluation and musical
expﬁ“e’s’sion, Repeat’Unit Identification is not an independent semantie
referent but merely an operational requirement adjunct to}‘xe re-
"ferent of Spiritual State/Intensification. N

e '
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convey communicative content over and above expressing a degree of
spiritual arousai ‘Listed 1n,Boxes I fnd 11 on Tab]e 36, the two types
of signals more or less c01ncfae/w1th/the stage of incipient and intense
arousal or ecstasy respectively. During incipient arousal it iswthrough
‘hsignailing responses, including symbolic gestures, that approval or
disapproval 2{ the repeat unit is communicated to the performer. . Once a
state of intense arousal has been reached, the manifestations of the
féstate are entirely expressive, not referential, so that it is the '
5f'unambiguous intensity that links the response more clearly to the unit of
‘,,content. This becomes altogether self-evident at the extreme stage of
ecstasy, where repetition of a c]eariy identified message unit is already
. presupposed-and.simply needs to be continued as long as the expressive
utterance lasts.
N The other category comprises the type of signals listed in Box III on
MTab]e'36:"a direct verbal message of referentia] communication nhich may
or may not have any expressive content. vSuCh direct reeuests or 5 |
assertion of control are normaiiyiiimited to listeners with high
spiritua] status‘rexcebt where a state of intense arousal ines even a
lowly devotee the spiritual justification to assert his wish or need.
The performer monitors aii thesebsignais throughqut the performance
and realizes them musicai]y in a process which is schematized on Table
32.  Analytically speaking, this process of repeat unit. ident¥fication
constitutes yet another»semantic referent for linking audience and music
~in the performance process. Closely related to the primary performance
:goai, intensification, it in fact serves that goal by leading to the

identification of the message unit that operates as the tool of
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TABLE 37: REPEAT UNIT IDENTIFICATION:
' EXPRESSION IN MUSIC

%

Signal Content * Musical Repeat Unit Identified

a) Referential Response:

- confirm - repeat ongoing unit
- request - repeat new/suggested unit
- correct’ - repeat new/suggested unit

b) Signalling Response:
- approve
- disapprove

' repeat ongoing unit
try different unit (same couplet differ-
ent line, part of line, entire verse)

$ 4

c) Emotive Response:
- approve
- disapprove

repeat ongoing unit
return to previous unit, find unit with
impact o

v

* In order of decreasing specificity
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intensification. o

As in the case of intensification, however, the use of this referent
does not merely translate a listener's needs into musical expression, by
means of identif;ing fo# repetition the text unit that is affecting him.
Rather, the performer also tries to stimulate such an impact by himself
sing]in? out for repetition text units,with a known appeal. How the
performer uses both audience-musjc referents "in rever$é" is in fact a
major aépect of the interaction process in performénce, A systematic
consideration of this strategy is therefore in order before proceeding to
analyse the performance in its total context of a multiple audience.

Both intensification and unit identificatjon, fhe semantic referents
underlying the process of performance, operate by b%ansiating audience -
”étates and requirements into musical expression, or, stated more
genere]ly, céﬁtexm into music. In turn, then, Ehe music, b}_giving
expression to those contextual aspects, confirms or intensifies them.
Since the musical idiom is semanticaIly capable of such expression, it is
equa11y possible for the performer to generéte with it the same semantic )
- content independently, not in response to, but in anticipation of
corresponding audience reactions. Examples of this "reverse" ;trategy
abound, especially in the form of text unit selections, whether for
repefition or for inserts. Predictab]y,lthe pgr%brmers use it most o%
all to generate offerings. To the extent that this straéegy represehfs
initiative on the performer's side, it s always opén to criticism and
even censure from the asseﬁb¥y leader, especia1ly when he uses it all ‘too
obviously for his material objectivé. -1f, on the other hand, he hits

- just the right note, generating.enthusfasm, particularly in the spiritual
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notables preseht,Athen he is praised for his ability to perceive

correctly the "colour of the assemblyf”(mehfil‘ks rang dekhnd, DL: 12).

Observation suggests that consistently successful performers take a good

amount of initiative of this sort, informed, of course, by & continual ,

-

assessment of their audience, and tempered by immediate responsiveness to
. their reaction. This,;}bect of the Qawwali performance brings the Qawwal
in Tine with any other type of berformer whese initiative is ultimately
responsible for his success.

N,
Referent 4: Selective Focus

1. Evaluation of Context o

The stage’js now set to proceed to the performahce in its total
context of a multiple eudience with whom the performer interacts over
time. Three semantic referents have been idehtified as to their function
and doma1n, and their interrelation or 1ntersect1on has been out11ned
A11 aspects of the context-music re]at1onsh1p have been mapped out in’
terms of a one-to-one interaction between performer and listener. This
procedure is entirely in tune with the individual basis of the Sufi quest:
as well as its realization. Indeéd, even where mahjwlisteners are ‘
present, the performer -in principle always interacts with individual
members of his audience; even theugh Hé is dea]iﬁg with the entire body .
How he cepes with.this requirement of multiple interactiop in fact, and
what‘resu1ts from it musically remains to be dealt with in order to
comp]ege this analytical consideration of the performance process.

AThe peeformer-facesianventire audience oflindividua1s who respond to .

his singing on an individual basis, expressing their respebtive states of
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arousal. These, as has been shown, require different types of musical
responses--in accord with fhe basic function of Qawwali: to arouse
listeners by serving their diverse and changing ﬁeeds. The range of
needs is essentially the same for a11 1isténers; only they arise ;t
different times during a performance. But what it takes to satisfy the
same need may differ between listeners, depending on their particular
status and identity as well as their perséna] preference.

What the performer has at his disposal for'respbnding to this
multiplicity of needs is in essence one channel of communication albeit a
composite‘and struciqra11y very flexible one: the Qawwa1i musical idiom.
. The structural T]eiibi]ity occurs at all levels of theAmﬁsical idiom, but_
'it\1§ determined at the level of the text. True, the musical setting
and, to a lesser extent, the performance style can be varied
independently of the text, but the application of this musical and
presentational flexibility occurs eésentié1iy at the point of the song
selection. Once a song is under way, the total constellation of text,
husic and presentation rema{n constant, with only a limited scope 1eff
‘for variation in the area of melodic and rhythmic elaboration or of
presentational emphasis. J ‘ h

In essence, then, the Sgrformer can Snly make one musical response at
any one point in time, usiné\the structuring options that govern thé
idiom both as regardsitext uniis and their musical equ{Qalents. What
these options do permit. him is the f]exibi1ity tb swifch between
structural units instantly. He can thereby not only accommodate the
changing needs of one individual but also respond to the differing needs

of several, though doing so in immediate succession rather than
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simultaneously. .

-

Thé range and number of alternative options available for use to
respond to different listeners in turn is, however, limited, given the
strqgtyra] and stylistic parameters of any one song. In practical terms,
thishaéans that at any one time the‘number of listeners a performer can
cater to specifically has to be limited. Clearly, a selection process
operates to identify those listeners whose needs are to be given first
consideration. Twé criteria of assessment are already established which -
rank the individual listener on a continuum, éach of a different sort.
One is spiritual status, the other spiritual statg of arousal (spiritual
identity cannot contribute to this assessment directly, since it is not
qpp]ied.égéinst a continuum that would serve as a ranking scale). The
performer uées the two criteria 1njconjunction with each other to make

his selections ‘in a process that continues throughout the performance.
[N !

i

To begin with, he has already assessed his audience according to
;genera1 status categories as well as:to individual status. On the basis
of'this categofization, then, the performer indiyidua]]j monitors a11 
special listeners, including of course the leader, while keeping only a
casual eye on the common audience. He does this mohitoring by applying
the criterion of spiritual §tate, evaluating exﬁressive as well as
6ffekiqg responseé in terms of,the continuum of increasing arou§a1. At
theigame time, the performer is continuously aware Bf the relative

- spiritual status position of each listener thus eva1ua§e&.’ The result is
a combined state and status assessment according to which he can rank all
listeners. This rénking'prbcedure is schéﬁatized in Table 38,1where

humericaly values represent the relative rank or degree of prigfity

‘



TABLE 38:

.

SELECTIVE FOCUS REFERENT: EVALUATION
_ OF CONTEXT
Based on Status and State Referents
and Rankeq Accordingly
L]

Focus¥* derived from Statc + Status Referents

Numerical Values

1to9:

Focus Types:

(Collective Focus

Piural Focus

Priority Focus

Single Focus

M N
STATUS
\ % - ~
-leader, special common
top rep. category category
,3
4. 3. 1.
neutral priority plural collective
L focus focus focus
S | incipient
T | arousal
A
T | intense 6. 5. 2.
E| arousal
single priority plural
focus focus focus
9. 8. 1.
ecstasy single single single
focus focus focus:
*¥Legend

represent lowest to highest degree
of priority assigned to state/status
combinations

No individual catering)

Cater to several listeners by
turn, equal attention (maximum
5-6, usually no more than 3)

Cater to plural needs but give
priority to one )

Cater to single listener, dis-
regarding all others (audience

usually focussed on single person)

a
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assigned to eaeh combined state-status category. It'is in relation to
these combined state-status categories that the'performer then decides on
one of the:.three types of selective focus for his°musical reseonse. As
Table 38 shows clearly, there is a cohsistent correlation beteeen status
category and type of focus accorded By the performer; the pattern is
"broken only at the stage of extreme arousal. There, every Tistener, from
1eaq!5 to common backbencher, is accorded so1e attention by the
perfgrmer. While this represents the_stage eo be given highest priority,
the performer often prefers the less intense stages which allow him to
shift his focus between a number of high status listeners. The obvious
reason is economic: it generally resu]ts in more earnings. Having to
cater tqya single person in an ecstatic state may &ie]dﬁdefinite -
blessings, but economically it can be risky, especially where a Tow |
stetus person is in ecstasy. J ’

2. Ehfression in Music

what effect does the performer s selective foclis have on the shape of
the song being performed? The only new elements 1ntroduced are the
simu]taheous catering'to several listeners and the quick shift from one
1istener to another. _Musice11y,sbeth’are handled as successive shffts of
focus, as has been mentioned (p. 285), so that thewperformer who'wisres -
to satisfy the needs of mere than‘one listener at -once wilf do so by
repeating or emphasizing the musical units desired by each in close
alternation. Shifts in the se]ect1ve focus 1tse1f further add to the

“flexibility of mus1ca1 structuring which is already servwng to cater to

the changing. needs of the individual Vistener. In sum;~what is added by

the multiple audience dimension is the motivation for more flexibility,

288



simply because more factors are thereby identified and isolated. For the
performer, this means making more cﬁoice;, but Qithfn»the basic. range of
options already established t; deal with the individual listeher.
Hence, thg effect of ‘the selective focus dfmension on the musical
performance can on]y'b% seen in conjunction with that of the other
cfi;eria of audience evaluation.
. C Summary |

This completes the analytical reduction of the context-mﬁs#c
interaction process. Four salient pfinciples have Qeen shown to operate
as semantic referents, each used by the performer to Jink context

- evaluation with musical expression.  Individual referents have also been

N !

considered in relation to each other: 1in the case of referents 3 and 4--

spiritual state:and se]ectiye_focus--, where this relationship is
particularly relevant, théMbperaéioh of .one has been plotted in
conjunction with the other. As for incorpo}ating all ré?erents and their
music;context application 1nto‘Bﬁe comPrehénsive mode1:_that is a task
beyond the scope of this study and its essentially mu$igo1ogica1”focus.
What the musicological focus requires is that the results: of the
analysis--which focuéses esseﬁt1a11y on the interaction between 6SHE§xt
and music-—shdu1d now be_considerez from the perspectfve of‘the music,
thus putting these find}ngs to ‘their intended use of explaining hown ,
context affects music..-THis.change of,perspeétive.is best representéd
graphically, in the form _of t?b1es. Taples 39 and-40 show ét two levels

how the process of structuring Qawwali music in performance is affected

by the context by means of the four semantic referents--and, by

289
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TABLE 39: PERFORMANCE MODEL QAWWALI SONG: CONTEXT m?UT
) Music Varies According to Context N
Text Dimension Music Dimension Presentation Dimensien
Languagyc varics: tune _type varics: crformance stylc varies:
acc. to gtatus (la) acc. to status (la) acc. to status {la)
STRUCTURAL Sgwlc varies: rhythm type varies:
acc. to status (la) acc, to status (la)
Content varies:
R acc, to identity (!a)
DIMENSION acc, to gtate (3b)
Association varies:
acc. to identity (2a)
acc. to state (3b)
$ Mﬁ_t_iﬁ varies: accentuation varies:
(same) acc. to state (3a) acc. lo state (3a)
. - - - {observed-or desired)-—— - - o —
9 acc, to scl, four (4b) acceleration varics
\ acc, to state (3a)
PROCESS unit of repetition varies: | unit of repetition varies:
acc, to state (3a) acc. 1o state (ob) ‘acuons vary
(obscerved or desired) (observed or desired) acc. to state (3b)
- acc, t 1}, focus (4b Lt 1, focus (4b -
DIMENSION cc. to scl, focus (4b) acc. to se s (4b) .
o ingert varies: [ '
cf, {acc. to state (3a) ’ .
text {observed or desired)
structure acc. to status (la) insert - melodic varies:
above acc, to identity (2a) acc. to status (la)
worgd call signals vary:
acc, to status (1b) { elaboration varies:
acc. to identity (2a) acc. to status (1a)
* LEGEND:
* 1 _Status , .
2 Identity -
3 State of arousal -J/
4 . . Selective focus -
a.  Primary cause -0
b Secondary cause

-
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1mp1icat10n their specif1c operation, as exp]ained earlier in this
fchapter Table 39 presents a model of the performance idiom, showing how
individual features are constrained by means‘of the four semantic
referents. In Table 40 the performance process is schematized, showing
how the.same contextual input--via the semantic referents--affects the

" shape of a ‘song unfolding in pertormance,

The visual summary contained in these tables, backed up by the
foregoing analysis and the entire preceding\inuestigation of:the Qawwali
performance process, sufftcient1y exp]ains and illustrates "the musical
app11cat1on of the contextua1 constraints of -'changing audience

J

demands'", as demanded in Chapter 3 (p. 69). Both tables together

‘contain the jist of what answer this analys1s has been able to prov1de to

the question posed at the outset; i.e., "how the musical sounds (of

Cwt

Qawwa11) wh1ch mus1co]og1sts can set out as abstract rules are communited' "

in practice” (Ch. 1:2).

))’

What remains is to formally comp]ete a context-sensit1ve grammar of
Qawwali which 1ncorporates the entire. contextual 1nput both as ay
manifested in the distinctive features (Ch. 3 B) and in the performance
-interaction (Ch. 10). On the basis of the ana]ytical presentation of
these two aspects and their visual summaries on Tab]es 6 and 39/40
respect1ve1y, it should be possib]e to construct such a grammar with
reference to the musical framework (Ch. 3 A) and expand the Standard
Model of Qawwal music (Tables 7-11) accordingly. That, however, will
have to be the result of a more forma]ly or1ented study The information
for it is all 1aid out, but the task of forma11z1ng it into a: s1ngTe -

scheme 1s too formidable to be undertaken here




% CHAPTER 11
\“m\ h CONCLUSION« AND IMPLICATIONS

This study has attempted to intro:tice the dimension of performance
into the analysis of ‘musical sound with the specific aim of
demonstrating how the context of performance affects the music being
performed. For this purpose an anaiytica] approach was developed on the
basis of a theoretical framewonk encompassing both musicology and
anthrOpology This &ssential]y anthropological approach was then applied
to the Q3wwali focussing on the jdiom and context of performance and
arriving at an integrated ana1y51s of the two in the performance process.
~ The outcome in terms of the theoretical aim, is a set of contextual
dimensions thatnse;ve as%%fghid for the contextual input into the music,
so that this input can be incorporated into an ana]yticai model of the
performance idiom. At a more basic 1eve1, such an operation has required
approaching musical sound analysis. from a perspective compatible with the
anthropo]ogical analysis of'context. lThis was done by analysing the
sound structure 1tse1f with reference to the a priori contextual
constraints operating upon it, and then dealing with the .
operationalization oﬁ this’strOCture through a dontextual analysis of the

< 2

musical process. *

3
The outcome of this effort appears to va11date substantively the

initial hypothesis, at least for the musical tradition analysed here the

Qawwali. This va1idation rests on-the conc1u51on that contextual >

variables are identified and given expregsion through significant musica]

s~
\ -

’
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variables, The process of transﬂating one into the other has -been found
-to be based on criteria of 1nterpretat1on that function as semant1c
referents for the context-music interaction. Those referents have beep
shown to operate in a part1cu1ar way, contingent upon relevant factors of

ideological and socio-economic import as med1ated by the performer. How

specifically the process works is il1lustrated in the Ethnographic Section -

which at the same time prov1des concrete exemplification for the Egndings
of the analysis. As a fina] step, the results of the analysis have been
incorporated into the music analysis of Qawwali; thus rendering the
musical grammar context-sensitive, enabling the reader to account for
Qawwali as encountered in performance and even to generate—-at least 1n
_theory--such a ‘berformance himself. o
If the premises of the analysis are accepted,then‘this approach
~constitutes a means of dealing with both sound and context, thereby
proposing an’app1ication of the ethnomusfto]ogica] postulate that the
contextua1 dimension must be introduced into the ana]ysis.of music.
Looking back on the entire analytical procedure it is relevant at
this point to examine the'va]idity of the analytical approach i# terms of
the reso]tg‘obtained for Qawwali musiCL Such an assessment is necessary
“before the crucial question of its wider applicabi1ity can be considered.
Starting with the most baSicalevel of va]idity'for an analysfs, that
of ethnographic validity, this analysfs has been ciear]y related to its

ethnographic roots at all stages. In add1t1on the availab111ty of y

unana]ysed data has made poss1b1e the continuous ethnograph1c -testing of ‘

the ongoing analysis. This, of course, does not constitute independent

evidence--that would have to be arrived at/independent1y, and, indeed, an

P
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ultimate validation may well efude any 1nvest1gat10n of th1s sort " For
there is -one c1a1m for wh1ch all theoretical and ana]ytica] rigor canr
achieve no more than partial validation: the claim to control the |
~ variable of the perfonmer'e sérategy or intent. . While neither performers
.nor analyst had an illusion about the ultimate e1u§iveness of this

factor, even during the investigation, the point needs here to be made in
.drder to place the resulting findings\into the human perspective

of individuai autondmy and unpredictapi1ity.} |

’ The validity of. the ana1ytica? approach itse]meust be considered

with reference to‘the goal and method of the analysis as weil as its
actual resu]ts An ana1yt1ca1 framework of’both musicology and
anthropo]ogy has proved to be appropriate to the goa] set, each at 1ts
own level. These levels of applicability are reflected already in the -
theoretical discussion in Chapter 1: .musiciology is app1icabie at the
formal descriptive level of dea1ing with sound and its analysis:
**fhropo1ogy at the substant1ve, analytical level of providing the entire o
theoretical basis as well as the appropr1ate ana1yt1ca1 tools for an |
approach that 11nksﬁmusig‘with context in analysis. Indeed, this thesis
" may therefore be considered a contribution to ethnomusicology,'theAfie1d
that claims such a Jo1nt inte]]ectua] parentage a1though, sdﬁstant1ve1y
speaking, it cons1sts of anthropological th1nking applied to music and .
!incorporat1ng musicological think1ng 1nto that app11cat1on

\ It has been the goal of this study to add to the scope of

nUS1c01ogy, j.e. the analysis of musical sound, by expanding 1t,to deal

with musical'process, i.e. the prgcess'of perfdrmance. Demonstrating the

relevance of the contextual dimension to the‘programming_of this process,
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~ the analj%is proposes_a procedure for actually incorporating contextual
variables into the ana1&sis of musical sound. By itself, this represents o
" not much more than a formal expansion of the musicological model,das long

as such variab]es perta1n to music structure. This is shown by the use

of functional variables 1n the ana]ysis of d1st1nct1ve featurés of the

Qawwali musical structure p However when contextua1 input is introduced

into a mus1c sound ana1ysis to account for process, it makes the mus1c
very immediate1y dependent upon the context at every moment of its
creation in performance. Because there is variability in the contextua1
cues as well as in the mus1ca1 cho1ces made in response, the contextual
input can only be represented 1@ terms of the flexible princ1p1es that

govern this var1ab111ty at each lnd The basis on whigh these pr1nc1p1es
/

e

operate #s semantic.
It i< at this point that meaning enters the ana1ysis of_music,.for

4 it is meaning that puts consistency into the selection and corre1ation.of

variables, contextua1 and musical. As stated the process of a performer

making musical choices on the basis of contextua1 cues is a process of

A trans1at1on, he is transiating meaning. ~And the mean1ng,_as clearly

t

emerges from the Qawwali ana1ys1s is essentia11y non-musicaT perce1ved
by the performerhin the context of performance and expressed or
responded to in the musi'cal performance. To understand this translat1on
‘processs'to know the méaning system, both at the level of context and
‘music. Ob:iou51y,-this task goes‘beyond the scope of musicology,
(although cues to meaning in music can be found in systems of musical

. -aesthetics where they apply—-in,Qawwa1i they doonot).» The. fact is. that ;

the semant1C'content, even of music, appears to be~found.outside of -

J
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music, for the dynamic that ultimately motivates the’cbntext-tOdesic
input can only he understood with reference to the socio-cultural )
framework of which thg musical tradition--and the'actoré in it--are a
part.’ This ié.why whaf is essentially a music analysis has to delve so
extensive]y into the contextual and baékground dimensions. For it is
within the %ramework of these dimensions that the music of Qawwali
communicates social meaning. : ‘

Considering the Qawwali musical Tanguage frﬁm this perspective 6ne
can say that theicontext-1inked'traits are the ones that make Qawwali
music distinct‘from other closely related musical idioms of North India
and Pakistan. Furtherﬁore, the basic features of this musical idiom are
re]ative1yﬂlimited>in number and éomp1exity.: This corresponds perfectly
to the 1imited ro1e‘the musician actually plays in shaping the Qawwéli |
event. The most prominent feature'of'the music, its variab]e structufe, .
"*is controlled not by_the musician but by the Tisteﬁeré,‘a]fhough ’
ihdirecf1y. The findamenta1rquestion that arfses fkom}these facts is
whether type and number of musical features in Qawwali may in fact be
re]ated to the type of socibl réTagﬁéns that govern the participants and
the amount 6f musical message the ﬁe%former has in his power to transmit.
" In general terms, this §uggest$ that the semantic dimension of(paWwa]i'
music, if not of cher types of music;, needs to be éxp1ored from a
socia]-strqctu#a] perspective. Clearly, the exp]anatofy ﬁower inherent ' (ff
in this apbrgach to mdsic,anaTysis'constituE§s its own‘best-va]idation, -
énd that bowef res§§ in the concrete results the approach geherates. ‘

There is one central question of validity in the analytical approach

_ that arises directly from the socid—économic_background context of

/

P {
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Qawwali: the questien_whether ceﬁténing"the entire performance process
analysis on the bertormer has not resulted in a distorted picture,
éspecially given his socially, economically and religiously depressed
position.ianawwa1i. To an .extent it has been"a fallacious
nestern-centrié premise that the artist is the catalyst of the musical -
event since at the surface he does generate the stimulus or dynamic for
the audience to resbond. But in Qawwali it becomes clear, once the
interaction'between them is analysed from the perspective of the socio-
-economicbstructuﬁe, that the Qawwal's musical choices themselves are
largely predicated on what he perceives to be the audience's will. Thus
social dependenee means musical dependence. What, then e the
1mp11cat1ons of this dependence on the decision to bu11d the analysis of
Qawwa11 around the mus1c1an7 S1nce he is both the exc1us1ve_m§ker of the
music and the perceiver of the audience responses, focuésing en.the
musician and his strategy of performance has certa1n1y prov1ded a key to
.deallng with the music- context re1ationsh1p in an ana]yt1ca11y c1ean way.
It has, at the same time, also make it possibleﬁto avoip’the conceptua]
fallacy--common in structura]-functioné1i$t anaiysis—46f presenting a
bird's eye, or anatyst's, view of a‘penformance process which is really a
composite of the perceptions and actions of its different particibant§.~
However, the dependent position of the performer has neqyired a .
cdnsiderabIe ethnographic emphasis on thosebparticipantS‘and strﬁctural
eleﬁents on which heldepends;’indeed, thisiemphasfs'arisesAfrom.the
performer's very vantage po1nt of dependence. -

To va11date the decision of pred1cating the ana]ys1s on the

).performer by putting him “in perspective” socio-culturally 1s, howeVer, :
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no more than an operational decisfon. There still remains the more
zfundamentat guestion whether any single vantage point can generate
k‘knowledge that is more than a point of view predicated on the demands
that originate with that vantage point; whether 1ndeed ‘the know]edge of a
musical event--or any event--must not be derived from a view in the
round; “whether such a vien is epistemologically possible; and whether
u1timate1y‘know1edge is indeterminate. Here is not the place to delve
1nt0-this issue but oniy-to raise it, as a backdrop agains which to view
the Timitations of an analytical endeavour such as this study of Qawwali.

Having acknow]edged.the proh]ematic of establishing the validity of

this analysis at a substantive level, it may nevertheless be . suggested
that the~approach should be useful operationally beyond the specific
musical system anaiysed here, at least .in terms of its basic postulates.
| The most appropriate starting point for testing such a claim would be
other mus1ca1 performance traditions within the Indian culture- area,
Indeed the presence of common basic musical and contextual features in
related performance trad1t1ons makes .them a particular] promis1ng target
for applying the same approach‘ India abounds in a“great var1ety of
c1ear1y defined contexts for mus1ca1 perform ce which form part of the

"cultural performance“ tradition centra to social and cultural life; it
,‘5 therefore an ideal ethnograph1c omain for further ref1ning the
analysis of the performance ocess. Within this domain, common features
-of socio-economic_struc re also make it possible to adapt the same
analytical framewopk governing both‘contextual background and-occasion of

performance. ~The same applies to the music, so that such‘an analysis can
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musical'sound concepts. On this .basis the Qawwali analysis can serve as

‘a prototype for theé analysis of other Indian performance traditions.

From the specific perspective of Indian Musicology, I visualize that
furtherAapplicattons of this contextual abproadh could contribute
directly'toward refining the concept of an Indian music area, with its
related musical idioms—-analogous with the existing concept of an Ind1an
language area. " Here a basic musical framework underlies two supra-
reg1ona1 musical 1anguages j.e. classical and popular music, as well as

a number of reg1ona1, communa] or functiona] mus1ca1 d1a1ects i.e.

" Qawwali and others. The prospect of ana1ys1nglthese idioms on the basis

of context-related features and thus accounting for the musical ‘ -

- differences between them is. a promising one. It is in this area of

analysing mus1ca1 variation in performance where Indian mus1c1o]ogy may
thus 1ead the way to new advances in mus1co]ogy generally. |

‘ As the ‘the applicability of this model:outside the Indian area the
Togical place to start are musica1 cultures that have a.verbalized
theory.' From the perspective‘of music analysis thﬁs makes_western
,musica1 traditions appear suitable tor this type of analysis. However,

there is no doubt that western perfonnance occasions and their socio—

, cu1tura1 background context will be found to generate a d1fferent type of

‘dynamic to motivate the contextual input to the muslc, which in’ turn will

_be manifested in different semantic referents The Spec1a1 problem to be

cons1dered in Western music is that of the a11enat10n of - the music maker

from his aud1ence This starts in the c1assica1 trad1t10n w1th

,precomposed music  into which the composer a]ready 1ncorporates contextua]

- input, in anticipation of its actua] performance leaving the performer a
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minimal area of musicai variabi]ity?to do the same in response_to the
live context. The alienation of the performer from the context of
performance becomes complete under the influence of recOrdinQ,technology
and industry, where all kinds of music' even the most funttiona]iy
context- 1inked end up by being subject to total pre -control. This .
constitutes a qua]itative]y different \more total subordination of the
performer to socio-economic contro]s, leading to the cruc1a1 question
whether the maker of te music is still a performer even when he does not
controi the sounds the audience hears. In the light of this question,
the Qawwaii mode] wou]d certainly have to be modified however even if
the very concept of performance context and performer may.need to be

~ redefined, this does not mean that the same basic postuiate‘i§/\ot
testable, i.e. that the music is constrained by its context of
performance varying with contextuai variation‘in accordance to semantic
referents ‘that convey socio-cultural meaning. To carry out an ana1y51s
- of. a western mu51ca1 tradition .on the basis of this hypothe51s may
1nvolve dealing with more complexly organized and articuiated

relationships but that would not alter the process of ana]ysis

' substantively

Finally, there .are the maJority of the worid S mu51cai systems .

‘ 1ack1ng a musical theory or even verbalized conceptualizations about
music. Can the approach used for Qawwali contribute to the ana1y51s of
such music in performance7 There is no reason why music, 1ike any
‘communication system, cannot be subject’to:elicitation and -
systematization in terms that are appropriate to the culture's own
meaning system. Soch a process of‘e]icitation can be pursued just’ as

]




- systematic analys1s of musical sound, prov1ded some mus1ca1

vlanguages and otherumeaning_systems can be e]icited; the process

will simply take more time, patiencevand musical sensitivity than most
researchers can put out. The important potnt is that such.e1ic1tatioh
has to_be governed by a cdhceptua] model to ‘make it useable analytically.
%he investigation of contextual constraints for the identification of

_ distinctive or salient musical features in Qawwali,adgmbrates a promising
approaCh»forrthis purpose. To“identify such features without-reference
to a pre-existing musical theory or grammar is theoretica11y possib]e
‘the1r 1dent1f1cation may even be facilitated by the absence or
‘pre-established musical categorizations On the other hand,
context-derived features alone can never account for, let a1one
programme, a piece of music, s1mp1y because such features:only represent
a small part-of the ‘total musica] system Every musical system, no

| matter how simp1e consists of ‘a cu1tura11y prescribed sound

'structure--units and ru1es--w1th on]y certa1n var1ab1es governed by

contextua1 mean1ng Thus to actua11y programmermus1c, the entire system

‘has to be accounted forvanalytica11y ‘That the QawWa]i anaTysis does not

c]aim to do, although it does prov1de a framework wh1ch can. be used for a.

|

conceptua11zat1ons supply the necessary clues to its app11cation. How to .

. get at such conceptualizations in the'absence of a musical theory is :

" another question, to be considered in a different context.. o

-

what then can be concTuded about the w1der app11cab111ty of the

approach taken~1n this ana1ysvs~oﬁ Qawwali music7 I do believe that-this-

approach may prov1de a means of explaining how mus1ca1 systems are used

in performance on the basis of contextual mean1ng It remains for

-
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further -applications to show whether this indeed is a first step toward a -

~ general theory of musical performancé.



a -

o ETHNOGRAPHIC SECTION

QAWWALI AT NIZAMUDDIN AULIYA

4
-

EeCause of the special need for clarity in the anaiysis of an inter-
‘ actionai process as complex and multidimensional as Qawwali, ethnographic
exemplification has been left out‘oflit entireiy; This Ethnographic
Section is meant to provide concrete evidence for what has been presented
in the abstract,_in the form of a coherent ethnographic account of
Qawwali music in context, centering on the Qawwali perfonner.
At the core are examples of actua1 performances in which the

performer's strategies based on his assessment of the performance
Acontextiwcan be seen reflected in the.song he is performing To follow
this proce§§ in actuality, however, requires familiarity with the'
particular song as well as the particuiar contextua1 setting, and of -
course with the performer as we11 Accordingly, I have attempted to
integrate the examples as far as possible, nsing material from the
,performance,process examples to iiibstrate the musical idiom as well as
the performance context This means that the particuiar songs and their
'_performance events which constitute the examples of the performance
,process are also shown as exampies of the Qawwali performance 1diom and
the Qawwali performance occa51on respect1ve1y, so that they w111 have
been described adequately and p]aced in their respective context by the
time they are/geen as interacting dimen51ons in the performance process.

As for the performer who is the hub of the entire 1nteraction, his

background and repertoire are cruc1a1 to an understanding of his

304




/ , 305

strategies. In_order”to best present‘concrete evidence of the musical.
/and contextual rangeathat characterizes Qawwali, thevperformance examples
--and hence the core song and context examples--are linked through.one
performer who has performed each of the core songs, and 1n each of the
core contexts.. In addition, the perf¢rmance versions of other performers
are added to provide a focus on the performing community as ue]].

: The‘one performer is Meraj Ahmad Nizami, affiliated‘with_tpetshrjne |
of ‘Nizamuddin Auliya in Delhi. The core songs are part. of his repertoire
and shared by his'lineage group; the core performance events are those
trad1t1ona11y held at the Nizamuddin shr1ne and the core performances |
‘were recorded there. Together, then, these Exemp11f1cat1ons a1so
constitute a,capsule ethnography of Qawwali in this important. Sufi
éentre,‘although the larger ethnographic context of Qawwali is touched
' uponvas well. | S

.'A'second; important_purpOSe of the EthnodraphiC‘Section is to account
for the analysis the audido-visual data (/video recorded perfdrmances)'
| Which has constituted an important--and somewhat nove]--tool for this‘
study. Thistpurposenis best served by a graphicﬁpreSentation of the two
methods developed for transcribing and interpreting the Qawwali
performance process from video recordings, along wfth a verbaii
exp]anation of the interaction thus‘transcrihed Presented and discussed
in Performances 1 and 2 be1ow, the two methods of transcr1ption yie]d
two types of v1sua1 representation of the 1nterp1ay between music and ]

- context. The first type--the graph--provides an accurate visual recordd.
- of audience behavior as it occurs in response to,the onéoingﬂsong

performance which provides the temporal axis for p1btting that behavior.



The second type--the chert--‘traces the 1nteraction between the
mueician's ongoingvperformance deCisioné and the'audience'responSes as he
perceives them; along with the_resu]tingksong sequence. The two
notational systemﬁare thus, compiimentery in emphasis: the graph'
effect%ve1y portrafs the complexity of mtiple audience responses whi]el
the chart focusses on the interactional dynamic of the performancei Yet
the particulars of-each'system convey the same general notionjof the

high1y context-constrained nature of Qawwali. The entire Ethnographic

Section, cu1minating§in Performances 1 and 2X is bui]t to”provide the

b

@

A The Shrine and Its Performersv

The N1zamudd1n Au11ya Shr1ne
The shr1ne (dargah) of N1zamudd1n Au11ya is one of Ind1a s great -

centres of Suf1 trad1t1on whose importance is further enhanced by its

_1ocat1on in the capita] c1ty .Situated in what was once the wal]ed e

v111age (bast1) of N1zamudd1n, it is surrounded by the suburbs of New
~ Delhi and within easy access from the old city.. At the centre of the

large compound of white marble stands the white marble tomb of the saint

| Nizamudd1n Auliya, (d 1325), fourth in the 1ine of spir1tua1 gesceﬂ% from

_ the founder s@int of the Chishti silsila in India (see Table 2; for back-
© ground cf.-Nizami, K. 1873b, Nizami, P. n.d., Dehlavi 1964).

Standing near is the sma]]er tomb of his most famous discip]e Amir :

Khusrau, the great Sufi poet, and musica1 innovator (cf. Askari 1967,

<
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Mirza, 1935, Nizami, K. 1973a, Nizami, P. 1978, Sarmadee 1975). Numerous

“othér “tombs surround the shrine and the entire area. The compound also

contains a large mosque and a bathing'tank, and buildings or "cells"
(hujrd) of various sizes surround it, fany dating\béck to the time when
the saint was living and teaching there.

The*® shrine is managed and contro]]ed col]ective1y by a group of

‘descendants who trace their descent from the saint $ nearest:. relat1ves

-

(he never married). Called Pirzade (sing: E1rzad offspring of a P1r)
they live in the basti outside the shrine. They are orgen;zed into &hree
operat1ve family groups who share the income of the shrine from offer1ngs
made by devotees accord1ng to a comp11cated system of week- longi"turns

i

(bar1, their holder 1s ca11ed bar1dar, for deta11s see Dehlavi 1964).

Individually, they act as agents or advocates (wakil) to-families of/

-

‘devotees and receive their bersonal offerings at‘the'shrine. In

addition, ‘a number of ETrzSde are themselves spiritual gUides or

advisors, catering to seekers and Sufi devotees of various soc fo~-economic

levels. Most prominént among these are three leading figurés?_one of

" each fami]y group, each of whom claims to be the sole legitimate

successor of the saint (sajjﬁdinaéh?n) Each has” a personal fo11ow1ng of

H
d1sc1p1es or devotees and uses one or more shrine cells to m1n1stér to .

them. Two of these leaders are the principal patrons of Qawwali

;occas1ons Pir Zamin Nizami and KhyaJa -Hasan Niza ] each own or contro1 a

v1arge ha11 s1tuatéﬂ Just Joutside the shrine and built expressly for tgrge

public Qawwali- performances dur1ng _urs ce1ebrat10ns Khwaja Hasan

?Nizami also manages- the adaacent tomb of hls own father who was a weT]

‘known spiritua1 gu1de, he 1s the most comm1tted of the three to

-
] .
)
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majntainingvthe Qawwa11 tradition in face wf changing conditions of
patronage. (cf. Ch; 5:999, - , T

Also attached to the shrine-are a numéer of service profeséionals--
sweepers, water carriers, and, of course, ngwa1s. While they have a Ty
hereditary right to their work and its rewards, they also stand {n a
dependent ¢11eﬁt relationship to the Pirzade insofar as the Pirzade _
coﬁtro] tae shrine and all ifs activities and manage the'devotees; who
] are'the only source.of income for all. , —

The brime_activi;:es qf the\shrine are the two anniversaries of
Nizamuddin Auliya and.Amir Khusrau which %al] éxact]y six Islamic months
apéft, on the i?th of the IsTamic months of Rabi—us—éani.and Shawal
respectively. They are cé]ebrat;d over five days with numerousloawwa}i
events énd include ritqal offering§ to“thevsaint in the form of specia1'.‘
food"blessed andggedicated fo the saint and distributéa publicly ‘ | i

(tabarruk). The 'urs celebrations, along with the adjacent féir.(me]E)

attract hundreds from Delhi'and outside, ip addition to the steady number

of poor people who live ip and around the shrine, benefitting from food

offerings and charity.

Siwic st s s st

~ Other annual events of local importance include Basant (Spring
Festival, cf. p. 46 above), the anniversaries of Hazrat Ali, son-in-law i

of the Prophet and preceptor of Sufism, and of the Saint's own spiritual

guidé, Baba Farid, as-well as the weekly Thursday and--less regularly--

Frfday Qawwa]i. A11 these include proper Qawwali performances. Monthly
ritual days (ggatam); finally, are simply occasions for a foda-offering
" and one or two ritual Qawwali songs. '

‘/,A/spégia]'aspect of the Nizamuddin shrine is its total lack of any
- -~ ° ~ . . . ~ ) . .
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property endowments. The only income therefore, even for the‘Pirzade, .
comes from offerings and gifts. On the other hand, there is a great
political potential to be utilized in this capital city of a state
professing a secularism which is partly expressed in the off1c1a1
patronage of minority re11g1ons - Officials and funct1onar1es therefore
const1tute important sources of d1rect and indirect support as do
foreign Muslim v1s1tors 5 In- genera] visiting devotees can also benef1t
performers who may be s1nddng in front of the tomb at the r1ght t1me to
receive their offerings, but it is the Pirzade who have direct access to

their donations.

The Qawwal Bachche Performers

Parallel to the Pirzade there is a group of Qawwals Whobare attached
to the Nizamuddin éhrine by'hereditary»right This means that they are

entitlied to perfbrm at all shr1ne events and" r1tua1s and to sing for,
vt

) devoteees v1s1t1ng the shr1ne at any t1me In turn they are co11ect1ve1y

respons1b1e toﬁprov1de Qawwa11 s1ng1ng,at all shrine rituals and at the

ann1versary celebratjons in part1cu1ar i o

e L}

o The 23 -adult magé members of this Qawwal commun1ty trace the1r

.,ﬂescent to the or1gina1 Qawwali s1ngers trained by Amir Khusrau h1mse1f

”‘Aand known s Qawwal Bachche, “the (or1g1na1) Qawwa1 Offspr1ngs Specif-

1ca11y they be]ong to seyeral family groups (khandan), identified by

‘their four towns of origin near Delhi (Dasna, Sikandarabad, Khurja,

Hapar) and co11ect1ve1y belong ‘to the same endogamous group or bradri-
(i.e commun1ty of brothers, see Ansari 1960 and a]so Neuman 1974, Chs. 4
and 5). Professiona11y, their. 1dent1ty vis-a vis. the- arga 1s defined |

L v
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~in terms of the lead singers;of.their‘family performing groups. Most
illustrious amohg these is the group led in the past by Tan Ras Khan, the
famous 19th century cdurt singer, a gasnewalé (from basna), Head of the
De1hi Gawayya lineage (Neuman 1974: 109), his performing group has the
traditional head position‘(sar chauki) at performance events. .
Senjor-most among his descendants is Meraj Ahmad Nizami,-Bu1bu1Ae-Chisht
(“nightingale of Chisht", i;e. wherexthe Chishti silsila priginated);
normally known as Meraj. "Nizami" indicates his attachmentito‘the saint =

N1zamudd1n Au11ya “while Bulbul-e- Chwsht is his honor1f1c title conferred
upon him by Khwaja Hasan Nizami, a leading spiritual guide and KhwaJa

* Hasan Sani's father, many years back. Meraj is the chief informant and
performer of the examp]es éhosen for th1s study, who, as leader of his
own party, is also the inheritor of the Tan Ras Khan- pedigree.

While most Nizamuddin Qawwals 1ive in 01d De1h1, Meraj, along with a
few of his close. re]at1ves, Tives at the’ shrine where he and his wife
with four young childred share a small one-room house built on a- p1ot
owned by Khwaja Hasan¢San1, his patron. He is thus one of the few
performers aThayshpre$ent to sing at minor ritua1svand alse to benefit
from a generous visitﬁng»devdteel 0f the others, only those hith no
other engagements--most1y the old men--come to the shrine on ord{hary
Vdays (sEdhe din), but on daysﬁwith schedu1ed‘performances.the_entire
greUp.attends, thdugh in varying numbers,Adependingeon earning’ﬁresgectS‘
"and personal need. ' '

For MeraJ, as for a11 members of the bradri (as the Qawwal Bachche

%nfonna]]y call them§e1ves) there are two k1ndsvof-s1ng1ng engagements,

mushtar k3 gana or panchdyaty gara ("éommunal'sjnging") and bart k¥ gina.



~or part{ k3 gana ("singfng by turn“ or "party singing). The first

vcovers all singing direct]y in front of the shrine sanctuary, i.e. all
r1tua1 days.as well as Thursday and Friday singing. In add1t1on, there
is ritua]vsinging at the outset of all_the Qauwali events held by
individuallsaint1y representatives at various other 1ocations in and
around the shrine. That.ritual singing too, is communal, but is then
followed by party_singing for the bulk of the performance event.

The communa} singing group is fluid; 1ead1ng members ‘or a shr1ne
representative present assign on the spot who 1eads but there may be

compet1t1on both for fun or to "push down" (gaban a) an antagonistic

.co11eague. The earnings from all communa] s1nging are divided equally,

strictly to those present at the time of receipt--i.e. Meraj becomes
. - ’ . .

_eligible for a share from the moment he sits down to sing, even if

- moments before a big offering has come in. Like all members of the :

group, he is sharp at 1nstant1y ca]cu]at1ng the share for any: number out

of any amount of ‘money. Th1s is for se]f—protectiqn lest the money “get

lost in the maze of the pickup man s‘fjngers" (ungliyoh ke bhul bhu1ayye

ban'jEte'hain,‘i.e. 1itera11y, the fingers become a maze or labyrinth

--Meraj). .
A somewhat different sharing system-governs:the big anniverSaries at
. the shrine' atl those who are present on: the f1rst even1ng are ent1t1ed
to a share “even though with the many and s1mu1taneous events everyone
:cannot or need-not_be present everywhere as 1ong as a11 ritual s1ng1ng
s carried out proper1y The main point about mushtar singing is the

equal right of each member to a share as 1ong as he contributes his

' parte-this_1nc1udes old men with fa111ng.rpices and even the deaf mute

+ v 4
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son of a sen1or performer For Meraj, as a lead perfonmer with h1s own
party, commun1ty/s1ng1ng is obv1ous]y a secondary source of 1ncome,
although it does have the advantage of prov1d1ng a_base]ine of more,or
iess assured earn1ngs | | |
Party s1ng1ng is what counts for Meraj. He,.like thewthree other,

n,part1es in the bradri, has an assured "turn" to perform in the various

anniversary occasions led by the principa] representatives at the shrine.

',_His own patron among them, KhwaJa Hasan Sani g1ves him. first place after

the ritual singing, but that can be superseded on_spec1a1 occas1ons‘
Meraj\a1so has a customary rfght to sing at yarious other annual
assemblies .or mahfils in andlnear Delhi as well as fnyshrines around
Hyde abadﬁ his™ancestor Tan Ras Khan had settled. Such rights,
:however are.subject to va]fdation by the assemb]y Teader which entitles,

but a1so ob11gates, the performer to’ attend

| MeraJ 3 party a1ways includes his younger brother Igbal Ahmad N1zam1’

who p]ays the dholak and sings well, so that the two brothers can perform

as a comp]ete team. In addition, MeraJ norma11y adds a sen1or member, _
. Nasiruddin Khan Gore, ca]ied Gore Khan,‘and-one‘or”two young re]at1ves.
Meraj controls his party and makes all perform1ng dec1s?ons, he also
takes a double share of the earn1ngs, wh11e giv1ng equa] share“to the
others, in accordance with tpe Eﬁiﬂﬁl rules_g . T

‘ In'genera1' for Meraj, as for other lead performers fn the bradri;
_hws close personal associates and- relatives are a1so his keenest | A
i'competitors. To a degree,sthe hered1tary allocation of rights regu]ates
their professiona] 1nteract1on, but they a11 need more work and

. performance opportunities are Timited. Hence Meraj'needs to cultivate
Sl | [ . . .
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. hisvpatron who will favour him over his colleagues and pass any private
performing work to him (kam di13an3). As a specta1‘service, Meraj»ofters:
a weekly performance at the tomb of his patron's father

Meraj is one of the few h1gh1y cultured Qawwa11 performers today who
know and truly appreciate the reperto1re ‘of Sufi poetry a]ong w1th their
) s1ng1ng know1edge Indeed, it is because of his 1nte1119ent
understanding and remarkab]e memorey of Suf1 poetry that h1s father chose
to train him as a lead singer "giy1ng him the harmonium" (i.e. to lead--
baja dedia), whi]e his-brother‘was made an accompanist, playing theAdrum,
~ even though he had a far superior singing voice but could never remembera
or understand verses we]] MeraJ S sophisticat1on and h1s exclusively
Suf1 or1entat1on has a]so mad% it d1ff1cu1t for him~to adapt to the
‘recent popu]ar1z1ng trends that 1nev1tab1y followed the demise of the
Muslim landed aristocracy, the soc1o-econom1c backbone of Muslim cultural
traditions That trend is exemp]ified by the singing of other performers
w1th1n and outside the Dargah many of them not hened1tary profess1onals.
On the other hand, . some of MeraJ s re1at1ves have managed to increase the
immediate appea] of a sophlsticated style of Qawwali singing by making it
more attractive musically (cf. ex.-2 by Azizlwarsi'discussed be1ow).

4 . ) v
Two other performers-are'represented with examp]es to round out -the

musical- range of Qawwali at N1zamudd1n bath .come regular]y to perform at

_this shrine_and were recorded there. Orie - 1s Aziz Ahmad Khan Warsi of
ijderabad »perhaps'the most famous Qawwa1 (popu]ar Qawwali or f11m1
_,singers excluded) 1n India today and honoured by the,Government of Ind1a

A member of MeraJ s family and descendant of Tan Ras Khan S sister~he
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adds special_ﬁhsical and performance'ability to a sound hereditary‘
background. Even though tqday he Eoﬁmands high fees for his concert
performances, Aziz Warsi still values his hereditary tie with the
Nizamuddin shrine and “offers" hts performance to the saint whenever he
" visits DeThiL ‘ T

The second additiona1~performer represents the new amateur Qawwal
who, uktutdred-but endowed with a musical inclination and a pleasant
voice, acquires a 11m1ted reperto1re of Qawwali songs by 1m1tat1on,
picking up tunes and verses as best he can. Iftekhar ‘Amrohvi, a young
'man w1th a hereditary artisan background, comes from the neqrby town.
Amroha (hence his chosen -second name Amrohvi . "of Amroha", in the
absence of a saintly 11neage aff111atnon), and regularly visits shrines
in the vicinity.

|

B_The Music

The Qawwal Bachche Repertoirej

Meraj ana the other Téad perforﬁers of ﬁ%e 91§gi1~share a repertoire
.extensfye in range/that includes every kfnd 6f peem and:mUsical‘SettinQ.
Alllthese Qawwals iqéntify their repertdire primarily in terms.that.are~
nohemusicalé-textual-or\functiOna1;4and'only secandarily.{n musita]
terms, a1though they are perfect]y ab]e to isolate tunes as mus1ca1

Aentities-' Accordingly, my presentat1on of this #epertoire follows the

' Efnon-mus1ca1 cr1ter1a re1evant to its performers while musica]

: categorizat1ons are appended subsequent]y... }
. S \

_
' !

4

Every Qawwal of Nizamudd1n Au11ya has been taught a basic repertoire o
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~ by his elders, At the core are what he calls panchayatT gane ("songs: of

the community"), or shamilat ke gane ("songs of [group] presence")

the ritual songs that he is required to sing communaliy at the shrine and .
-at other ritua1 duties (see ex. 1: 320, Performance 1: 376 ff). Then
he knows ‘a number of . standard Sufi songs. Among them are “c1a551cs" by
the great Per51an mystics well known to Sufi audiences. A maaority are- -
beloved Farsi and Hindi verses composed by Amir Khusrau. In fact‘ this'
is what distinguishes the repertoire of Qawwal Bachche performers from /
those of other shrine5° they not oniy know a great ...°vy of Amir
Khusrau s Farsi. poems which can be found in standard written coi]ections
but aiso the poems in classical Hindi ascribed to him and handed down in
their families through oral- tradition, a]ong with their authentic mu51ca1
settings (exs 2 and 3) Their repert01re aiso includes more recent
poems in all three 1anguages which, because of their spiritual
} assocvatuon or authorship, have a]so come' to be considered “c1a551cs
(ex 5) ‘
Finaily there is the category of Urdu Qawwa11 wh1Ch contains poems ofe
ﬁessentialiy two types One comprises those with a good sp1ritua1 and
1iterary content, through assoc1ation with a recognized:Sufi poet (ex E
6) “The other much 1arger category encompasses songs with poems of a ;
1ess sophisticated or popular style (ex 7). But the- Qawwa11 song 1ist
“ would not be complete without the mention of the so- cailed fiimi Qawwa11
popuiar 1ove Tongs with texts in Urdu or, sporadicaiiy, in H1nd1 which
in the Sufi context are[sxmply assumed to address the spiritua1 Beloved -
while providing entertainment to unsophisticated "common" audiences.

An integral part of the song repertoire is the collection of verses_

>
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Nizamuddin Auliya performers use.as adjunct items, both as. introductory
| verses or as inserts. With each category of Qawwali text goes a basic
: numberfof'stylistica11y and thematically appropriate verses, one or more )
couplets'iong; in addition such verses they may be taken from longer

poem54as‘we11.

The repertoire‘of musica1 settings, while tied to that of texts,

fa]is into categor1es overlapping with textual ones, since Qawwali tunes

r g

are, for the most part, moveable. For Nizamuddin Auliya performers,
there is first of all.a stock of standard tunes ‘most of which are

\ .
associated with standard poems This tune - repert01re encompasses what’

Qawwals call "old" tunes (purani dhunen purani bandishef). Within that

| ‘general'category the ' specia]" ( gpsu .ghg_) settt#gs of part1cu1ar _
poems are identif1ed by their texts, but many. are moveable and adapted to -
different poems (e.g. ex. 4) Not moveable are mus1ca1 settings of .'
ritual songs (ex. 1) or /of 'songs with a spec1a1 shrine assoc1ated (ex.:fv
3). A]so included in this general category of what Nizamuddin Au11ya

Qawwa]s ca11 "typica1 Qawwali tunes" (Qawwa]? KT thet dhunen) are tunes

for common use ( gnghgggn) that can su1t any poem within a given range
of structura] features. o '

In addition to the’ old stock repertoire there is an expanding :

repert01re of what are ca11ed "tunes of nowadays“ (aJkal k1 dhunen)

- Some. of them too are settings of particuiar poems mostly modern ones;

“often these are a1so known by their composers usual]y well-known Qawwais \
gd(most outstanding is the famous Ghulam Farid Sabri of Pakistan). | ,\

’4Recordings of such newly composed songs have he]ped generate a new



musica1 repertoire of sonQS‘most1y‘popu]ar in sty1e #hich’a1so
const1tutes a source of new tunes for adapt1ng to suitable poems.
N1zamudd1n Au11ya Qawwals are a]ways on the 1ookout for new tunes,
- p1ck1ng them up" (urana--to snatch) from 1istening to performances or,
more rarely, by making them_up. All ‘make sure of learning what is |
current]y p0pu1ar but d1fferences in persona] preference and training
result in a more popular or1entat1on 1n some, wh11e a strictly classical
'_ Sufi'orfentation is represented;by'Meraj, whoSe repertojre,of classical
Sufi- poems as well as of authentic old tunes is the mostuextensiVe,.
In concrete terms,. the repertoire which is actua1iy heard in
hperformance from Meraj and the other Qawwaj gachche 1s a co11ect1on of
songs cover1ng a11 the above categories :?spB;ns and tunes of
representing both famj1y heritage Aﬂh 1nd1v1dua1:acqu1s1t1on; For any
one indjvidual within the group this means.he knows fourhtypes of songs:
ca) Songs specifically associated with,Nizamuddin Auliya, including
ritua] songs and Amfr‘Khﬁsrau.compositions. These constitute .
"the essence of the»Qawwa1 Bachche tradition. -
b) Sufi cTassicsvknown[to Sufis and Qawwals -all over India.
c) Songs}thatrform part of the performer‘s personal repertoire,

: e1ther handed down in his immediate fam11y or acqu1red on his
own, including own comp051t1ons ~Such songs may be picked up by
h1s colleagues but they remain assoc1ated with- his name, and

e ~ they most clearly reflect his performnng personality.

d) | Songs with popular sutcess added to the repertoire to keep up

w1th the trend of the day ' | |

e
The prOportion between these types of songs varies from one N1zamudd1n
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f
performer to the néxt: Meraj, being oriented to c1assica1 Sufism and
-, having a particularly ricp_beckground;bis‘extremely m?]]#versed’in types_..
qa) and b)--the letter also because of his extensive exposure to shrines
all over India. He exceTs-in type c), particularly with his knowledge of
old songs,‘but has kept tybe d) to a minimum.
lIn the musjc examp]es; each of the first three types'is represented
by two SOngs,‘the last type by one: a) is represented by ex. 2 and 3; b)
by ex. 1 and 4; c) by ex. 5 and 6 ) by ex. 7. ‘
Among adJunct'items, neither introductory nor inserted verses are
1dent1f1ed in terms of individual mus1ca1 setting. Rather, each -
perfonner has his persona] me10d1c and rhythm1c style by which he
musically realizes the reg1stra1 structure of these recitatives (cf. Ch. )
3, TabTefIO) Except for some pre- comnosed 1ntroductory verses in the ‘
popu]ar song style, used with modern Qawwali tunes, there is no musica]
d1fference among. verses of dvfferent textual categor1es The one
except1on is one famour classical Sufi tune, the masnav1 (ex 4), whieh' 4
- is often sung in recitative w1th c1a551ca1 Fars1 verses (ex 11). o
The musical examples include 1ntroductory and 1nserted verses in two,
persona] styles (ex. 9 and ex 10), as ue]l as a rec;tatwve of the
_masnavy (ex. 11) | |

Preludes, f1na11y, are d1st1nct1y a part of the Qawwa1 s musical

reperto1re 0f the two trad1t10na1 naghma tunes most N1zamudd1n

A g B v

performers mostly use the modernized version, aTthough they a]so are
familar with the venerabTe on A]lahu hymn which is hardly ever called

_ for., Those who cultivate a more popu]ar repertoire are conversant as

: well with a variety of "modern" naghma tunes mostly based on popular
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melody; others simply intone the tune of the song they are planning to

sing.,

. v

Prelude examples include a full version of thé modernized traditional
A

version (éx. 8a) as well as a sample of its predecessor (ex. 8b).

.8
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The Music Examples

The ten examples selected to illustrate the idiom and its use in

~ performance are all part of Meraj Ahmad's repertoire. They have beene

© o chosen out of a large number of recorded-and documented Qawwali songs

©

(see Data Collection) so that altogether they provide a representative

cross section of a Nizamuddin Auliya performer's repertoire.

EX. 1: QAUL (MAN KUNTO MAULA)

This is.the basic ritual song of Sufism in India; indeed one can

' call it the Opening--or Ciosing--Hymn of Qawwali. . At Nizamuddin Auliya

no Qawwali event can start any other way, while elsewhere in India and

Pakistan the Qaul serves as a conclusion. The hymn expresses the basic

o

tenet of Sufism that the principle of spiritual succession in Sufism was

instituted by the“Prophet himseif as recorded in one of his saying¥

(hadisi It is this saying which constitutes the main text of this brief '

hymn therefore ca11ed qaul ("saying" in Arabic cf Ch 5 105 f).

According to all” “Sufis in India, 1t is Amir Khusrau who set this hadis to

“music, extending it with zikr—like phrases in Far51~which‘§oday remain

on1y partly inte11191b1e

Musicale, the Qaul is set to a version of ra%a shudh kalyan. The

Qawwal Bachche s expianation for the deviation of the song from today's

standard ver51on of the raga is that the raga may have ¢changed over time

whi1e the Qawwaii hymn ‘tune has been carefu]ly preserved and passed on in .

’ an unbroken succession of hereditary shrine performers (Gore Khan I: 36)

The song con51sts of six lines and theosetting comprises a comp1ete

'tune with asthay? and antara and their extensions. ~However, in this song °

7
/.

a
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/"the remainder is r\‘er repeate‘more than cursorﬂy In fact, the

the entire textual meaning is contained in the first two 11ne§9 so that

L

entire emphasis 1n perforinance falls on the core opening statement set’ to

the asthaz and is expressed through every kind of repet1t1on

Reiteration as well as intense repetition are enhanced musically by
. ) . N .

-a- good number of alternate tune versions which allow the performer to

" create variety and to structure the repetition into somewhat larger

‘musical units that the extremely shé:;~;3peat unit by itself permits.

N

Most 1mportant they’ enable him to raise the 1ntensity level by ra1sing
the p?téh level of this low-register astha! tune.

Amp]ifying inserts are prominently used in the'performannce of the
Qaul. Since the message of the song is so baeic and its implication so

profound for Sufism, extension through inserts is norma]ly'expecfgd, SO

" that every performer at Nizamudin Au]iye has in his memory a stock of

apnropriate girahs, many of which are Sufi classics in their own right.

Because of their number and length, most of these are traditionally

performed to a-regular musical rhythm, although.moying melodically

" according to tonal centres, as in the standard recitative. °

Another aspect of the extengfd repet1tion standard for this hymn is °

the'use of musical improvisation. Nizamuddin performers prefer melod1c -
inserts, whi1e performers e1sewhene also use rhythmic 1mprovisation to

the Farsi syllab1es (in the tarana style cf recording of Ghu1am Far1d

<

- Sabri EMI LKCA 20000)

The version preanted here is identiqal‘for all Qawwal Bachche and

recognized by performers and Sufis generally as the one that most

euthentfcally repreeente the original by Amir"Khusreu, }This}yersion is

-

A

L
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also presented as part of Perfo#ﬁance Ex. 1, in a very brief performance

(see pp. 389 f).

The- Qaul was recorded 21 times in performances by the Qawﬁal Bachche

varying in duration form a few minutes to almost one hour.

Arabic-Farsi Original:" :5

Text

FEX I/ -

JJ,A) o‘u"

,U»(_,J-’

Cgt) /’ Cj) S CJ)r/)

: | - .'. | . - -} = L Ld L L‘l’v ff’,"v

Transliteration:

Manvkunto Mau]?*
'Fa Al7-un-Mauld
Dar dil1 dar di1 dar'dan7

 Ham ‘tum t3n3n3 n3n3d tindndnd rT,

Yalal{ yalal7 yala yala ri
Yalalalt yalalalY yala yala ri

'eﬂy4a%dk

_:;Q'r- -

&
ey
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Translation:
. Whoever accepts me as master

Ali is his master too . 11
(for ?ﬂtefpretation of the rest, see Note )

Form and Structural Realization:

- Irregular, 6 lines--fitted into asthayT-antard scheme

Text : . v Music ' ' ’
Line 1 asthay? A
2 asthdyT extension Ae;
37 ‘ astﬁgxi‘extensfon _Ae
4 : .., antard - Boy
5 .~ antarad extension Be2
6 - antara extension @ B
’ o _
Meter and Rhythmic Realization: : ‘ v

Irregular--set to 8/8 kaharvd
. / .. E . v B
/ L}ﬁ

i/
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‘lﬂ’% ' Musical Setting
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Section A - Alternative Endings ¢ - . ) _. il
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A

S.ctlon A - Melodic Alternativesf —~ &
(Mternative Tunes)

Tove 2 fordakmr wpesibon

il ; '
r -~ T (“ﬂ\ or wifhout mrJ~°u,3
= o ——— - 3o tnte:A ; .
TH 1L T (PUe: bat . vl - - .
v Aatt owee) A t .
Man Ran = 4»  Mau - i s — —~ t ~
4 e A
Aast) - i v r_d“ T o .
= St e,
e i = peut Mas Fub-te  Meo- I Maull fan... A8
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y S — o altt
?ﬁ%——% ripest: A . , ttoeat: A
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Remaining Sections - Alternatjve Endings

- omitted here, since these sections are repeated
rarely and then only for structural reasons, not
in response to listeners-due to the absence of
recognized semantic meaning in their text.
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EX. 2: CHASM-E-MASTE AJABE - . \‘

a

This is one of the"mpst'famous'and stirring Qawwali classics in the

-repertojre_of.the Qawwal Bachche. The poem,.a ghazal by Amir Khusrau,
conveys the ecstasy and mystery of mystical love through the rich 1magery
df tradit{ona1 Persian love poetry, enhanced by a euphonious rhyme scheme

~and the pervas1ve use of the monorhyme _EJEEE (strangely wonderfu]), a,
term which so aptly characterizés the mystical experience.

The mus1ca1 settlng is character1zed by a strong]y motivic me]ody
typ1ca1 of many spec1a1" or “o1d“ Qawwa11 tunes. It is highly
-structured into parallel phrases and sequent1a1 rhythm1c patterns both
traits being favoured by a long verse line and a ré§u1ar metric pattern.
Of the two tune portions, the asthayy is c]ear]y the dominant one,

. od1ca11y and mot1vica11y, while the antgra s1mp1y 1ntroduces the
_Lontrast1ng upper octave register and then Joins 1nto the conc1uding
"phrase of the asthay1 tune. ‘.

A part1cu1ar1ty this musical sett1ng shares w1th many other Qawwa11
'tunes espec1a11y those assoc1ated w1th Fars1 Ghaza]s, is a mus1ca1 -
rea11zat1on of the poet1c meter which renders the f1na1 1069 syl]ab]es of
‘every rhythm1c phrase into extended durat1ona1 values This extra
duration permits the 1ead performer to 1nsert word calis or even a fast
repetytlon of the preceding text phrase (see be]ow);at the.end of that
‘ phrase,'thus réhdering'the mdsica]rsetting particnlarly snited‘to.varied
taiz§r_repetition.k’ - » |

: The Versfon presented is Aziz‘Ahmad7Khan warsi's; Both tune‘outline
and a]ternat1ve endings are 1dent1ca1 with Meraj Ahmad’ s version since = o9l

. v S
both performers have received their training from the same 111ustr1ous
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family tradition. Deviating versions can be heard by performers outside
‘Nizamuddin Auliya, but the Qawwal Bachche version is. recognized as
standard. Elaborations are often heard in renditions of this song by
Qawwal Bachche; in addition, Aziz Narﬁi excels in 1nser£ing melodic
improvisations-outiining réga,phrases that match tﬁe song setting.

in'additiph to Aziz Marsis' versi&n, 5 performances(of Chashme Maste

were recorded, four sung by Meraj Ahmad and one by ‘a hereditary performer

. from putsidé, singing'athizamuddianuliyd..'

.Text

(5 verses out of a possible 8)

ot vttt pd 4,,!/,_,;, geié—/‘(-’

| |  deab Ll
RS o //ULIO‘»J_.?[)A’/ |
DR - ;  | g‘z_—,bz—w 4‘!— L,, g

L)/,/LUJ)//J()(WJ‘JW)-

szi<;,,[)J 6,o~ 454; < F/pﬂ.'

7

;:!i‘;u,L QA,>-/’4£gi <, L

/

| Z’ "/Vdﬂll ‘“'{'4"’1"-)/ :

'/J"o” U’/’ & f
‘sgi‘h’,// c;é'L' Aﬁ£-¢>l)‘,
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Transliteration?

Chashm-e-maste 'ajabe zulf taraze ajabe'»f ‘
Maiparaste 'ajabe fitna taraze ajabe

.Bahr-e qatlam chu kashad tegh neham sar basujud

U bandze 'ajabe man banydze 'ajabe

Waqt-e-bismf1 shudanam chashm baruyash bEi ast

_ Mehrbd@ne 'ajabe banda'nawaze "'ajabe

Turk. taze “ajabe shoba babaze 'ajabe _
Kajkulahe 'ajabe 'arbada sage ‘ajabe - - ,

‘Haq mago kalma-e-kufr ast dar Tn ja Khusrau

Razdane 'ajabe sahib-e-raz-e-'ajabe

Trans]atlon

0 wondrous ecstat1c eyes, 0 wondrous long Tocks, '
0 wondrous wine worsh1pper 0 wondrous mischievous sweetheart

~As he .draws the sword, I bow me head in prostrat1on so as to be

“killed -
0 wondrous is his benef1cence ) wondrous ‘my subm1ss1on

"~ In the spasm of being killed my eyes beheld your face:

0 wondrous benevolence, o wondrous guidance and protect1on

7
e

0 wondrous amorous teasing, o wondrous begu111ng,
0 wondrous t11ted cap - (symbol of beauty), 0 wondrous tormentor.

"~ Do not revea1 the Truth, in th1s world b1asphemy preva11s,_Khusrau
-0 wondrous Source of mystery, ‘0 wondrous Knower of secrets.

_:gForm

and Structural Realization:

- @

/'ggazal and asthayi-antara scheme

Text . . ~ . - ‘Music o
Clinea . - 'g‘asthE!T - antara. ;A :
- a o B - asthdy . A
b. - antara B .
~A

evc) o Tewr
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Meter and Rythmic Realization:

'

ram] 3- -set to 8/8 kaharva '

1
<
|
L
C
¢

fl"l- F

i—s <

X —e
-
m

9
—a
-_‘l

éd ‘ " ) I‘!” . I 1 E Py = ‘ : i :
o8 — :
11 1 ) W | 150 | 1LY17 ] r 4 f | 'L‘ A Wi 1 [] - 1 1 A | - 4 3
L T e e P S S e e ™ B i i
e e e sp i ek
Chashwm-e-ma - - Sie ajs -be zul- {3 dava - ze _ a-Ju—-be :
on nr_j ) ” ~1 - n - - —~
B ——-0 = 1 g —— Pt
3 ( ) (. 1 E | - ) 1 X ) 1 1] 1 1 bd [ o 1 Y BA -] ‘ll'.'l ’l I
"a-hvn Ny — T o — 1 1 N RE \__,-i-
—= | thghmem - ste a-p- e : Zul - f5 da-rk - 22 | . la-ja s be

Section B - Alternative Endings
(BQJ BZM" B, 32? identical with their A equivalents above)

I i
I |
B S
L N
Mmr o - —- : ALAG ending) .
' - -zl a-w : ¥
L . ‘ Dorlotenatve enbig for tard@e): o
m"“""‘“""“‘-"‘""““‘-. Vg o iiarae™
e, sl : — - : S A
- u Am

N S N | - v
—d—d—H e ¥F4¢—+-"  au¢ . ) -

' : -2, 2ul={> dua- rR - Axe

P T i e Ar(aat?).

M*u@,} duhntippuste T Aglat



330

Sietl_mb - Melodle AlXernatives
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EX. 3: TORI SURAT KE BALHARI

Perhaps the most'dear1y beloved Amdr Khusrau Qawwali in Hindi, this .
SOng;most direct1y-conveys the mystical love enperience»through the Hindi~
devotiona1 idiom 1n which the devotee speaks.as a-bride giving up the
sePT to merge w1th the beloved saint N1zamudd1n, and also touching on the
supp1icat10n and 1nvocation of spiritual seniors.

' The form is typ1ca1 for many Hindi songs: here, as often “the
opening line stands by 1tse1f is used as . a refra1n and epitomizes the
entire song. It 1s therefore hi§h1ighted by a dist1nct1ve asthaxT tune,
setting~1t apart from the‘rema1n1ng musical setting, all of which_is
antara material with extensions. -~ o S {'.

Me]odica]]y; this 1sua‘typica1 l:raga 1ike" tune or as Meraj put;

\1t the tune is raga- re]ated (yeh dhun rag se wabasta ha1 Meraj 3-16);

The motivic pattern of the opening is unmistakeably raga kaff, 1ater
phrases suggest raga bahar but no consistency obtains throughout
The rhythmic. sett1ng of the tune is s1mp1e in 1ts long-short
arrangement typ1ca1 of Hindi poetry-—anapaestlc for the refrain and
; dactylic for‘the stanzas.. But the musical meter govern1ng this sett1ng a
s the‘asymmetricaI'Egshtg (7/8).of c1assica1'0rA"on"'Qawwa1i songs, sO .
' that ‘the long- short re1at1onsh1p becomes 3 2, rather than the 2:1 more - A
~common in Hindi songs ‘ . _ | ’_ |
| This song, both text and music is part of: the Qawwa1 Bachche s
'specia] heritage. It is w1de1y sung w1th1n the entire Chisht1 si]s1]a,
however and therefore can be heard in a number of variants. The present
_:version of:neraj Ahmad 1s standard for an N1zamuddin Au]iya performers
.’.and may be considered the most authent1c extant.today.. A performance of

-

I
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7 A ' ' ow
this song by Meraj is included in Performance 1 {pp. 418-442)} the
bgginning portion of that performande is transcribed in Transcription 1.
- Tord Surat was recorded 1n seven performances, four sung by Meraj

Ahmad the rest by three hereditary Qawwals outside Nizamuddin Au]iya

|
»

Text

Hindi Original 1': | ("f sl é s (545
' » - -
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. Sadqa Baba Ganj el

' Trdns]iterationf

Tory sﬁrat'kérba1h5rT (Nijam)

Sab sakhian chundar mori maili
Dekh hansTn narnary

Ab ke bahar chundar mori rang do
Rakh 1e 13j hamary (Nijam Piy3),

3. ‘Koh sis koh . \

: Maika to as 3
Meri tihar¥ s :
Laj meri haj 8. ;éln .

4. Qutab Far1d mil ae baﬁaki ' )
Khusrau raj dulari (Nijam PYya) T

Trans1ation

R, Beho1d1ng your contenance I offer myself in devot1on

1. All the other gir1s saw my soiled chundar,lz
And they all laughed:at me. .

- This- Springtfms, die my chundar and make it new: C
~~ You protect our honour {Nijam, Be]oved) —
2. In the name of Ganj-e- Shakarl3 A o ' v
~ Protect our honour (Nijam, Beloved). v
3. Who can win against mother-in-law or s1"ter-in 1aw14?

[ pine for your support.
Everyone kriows what 1 am and what you are:
My honour reflects yours (Nijam, Beloved).
4. Qutab and Farld both came in the wedding processions

Khusrau is the crown of dar11ngs (Nijam, Be]oved)

t
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Form and*Stfuctdra1 hea1izatfon:

Refrain éhd Stanzas--fitted to asthayl - antard schemel

Text o Music e
line a (mukhrd) o asthayy A
b antara : Bat
a antara extension = - . B
b ~ antard . Boo
agm, antarg extension B
(&tc.) etc. o Ia
Meter and Rhytmic Realization: o o | T
2 versions of standard Hindi meter--set to 7/8 Eashto | 4
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EX. 4: MASNAVT (MUFLISANEM) R

A classic throughout’the history of Sufism,.this song is said to be
from the Masnavi of Maulana Rﬁm, i.e. Jalaluddin RGmT, mystic of mystics
and founder of the Mev1ev§ order in Konya, Turkey. At Nizamuddin Auliya
the tradition is to'sing only two verses of the Masnevi and then to
continue with a short and equa11y favourite poem by Anir Khusrau which is
composeq on the Masnavi mode], using the same ‘poetic meker and rhyme
'schemei Toc ther, the five verses form a sort of mystic 3
self—statemeht", expressing his stance toward the spiritual Beloved and,
in conc]usiqﬂgﬁinvoking the Saint Nizamuddin‘Au1iya as gpe'perfect »
manifestation of both Lover and.Beloved. , )
| what‘is»jmportant about this song is that here, more than 1h any
othehFQawwaji'song,(the~musicalﬁsett1ng itse1f‘has.a very specific

associatidh?thh c]assica] Sufism. Performers even consider this one

ﬁtynega'?beﬁgg’of .non-Indian or Persian origin, if not the or1gina1
e ; 1 , ,
( ai@%,ia@y1 itself.

ﬁes have a d1st1nct1ve me]od1c contour in'which a

()‘1

There is pbra11e11sm but a

Furthermore “the struqtura]

v ggtthe two tune sections runs counter to the standard

H:'“_ra fd?hat for the h1gh register section is here c1ear1y the

fThe song ekemp1?¥1esma rhythmicvsetting and pace true:ond‘proper for

i

i
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an authentic Qawwali' the poetic meter 1s%rea112ed 1itera11y'to a7/8

meter. The presentat1on is at a slow and measured pace, so that in the . .3 |
.

execution of this 7/8 thekd every beat is art1cu1ated on the drum T ~

/ S

_ etc. This stands in contrast to faster-paced
'sopés Tike ex. 3 where only principal beats are usually prorided;‘
: o e | |

The Masnav1 as a tune has such a strong associative power as the
Sufi tune par excellence, that the same tune is also used when a Far51 -
poem of th1s structure serves as introductory verse or 1nsert 1n ‘that |
case it is rec1ted in free rhythm (as shown‘ﬁn €n. 11). 6 - On' the other
hand the Masnavi 1tse1f when sung as a song, is 1tseh§ not norma11y
preceded by a EEEi_l or 1ntroductory verse; rather the open1ng verse%ts

e
sung in slow recitative sty]e ahd then converted into a rhythmic sett1ng

to turn it into a song This 1s 111ustrated in the Masnav1 performance dy
in Performance 1 (pp. 397-417). T - CE
Because of its h1gh stature (uncha magam, in Meraj s words) the o
-

Masnavi.tune is favoured as a setting for other Fars1 poems with the same

» '

meter to 1end them its enhanc1ng power.»

v . ; - Y

| E~- MeraJ 3 version presented here is cons1dered standard it fofms part

B -
X ,érfﬁ"‘f

2 ,ance 1 (song 3 397 ff) Other recordings of the Masnav1‘

s 4’

s I
13 from*Hydérabad and four pérformances us1ng the-M&snav1 tune in: - e

. ' t
reﬁ$§ative fOnm\_ﬁee Note 17) ;

T
Kd

o, w “’ , R k"
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Text }
. Fét}ff/ Original: Lo ‘o .
12 ’ ) - g 3 .;v‘ .. —'". .’;‘ : - ”~ . »
e )(”:,Ck\z‘ 5‘!4!“ ,)(‘L,"//) ow (fL_J.--
P g g 4 N
; -
’ A EIR S - PN S ’
N, 3 k?f’.’”ﬁ@ ﬁ:"/»""o’“k S Ly J’:’ d,) «-"‘/
- \ 1;4!1-/.‘ "T(:. ® ” .o . . ,
—:‘!_.:;f) »"'1 *
- “5 o .
. )‘!’ﬁrﬁv) as ot ):'_.)/ UL-;/L ols
e v e !
y i o T:“‘;’ 3 »
, et &b JB e "',&QJL}J JM ~
, e 2 e "
- s ) . Fd
FluilolLs 2 N fed el
. 2l e
L i . k]
Transliteration: R
Mufli sinem amada dar kiie to . S ,
Lai-1-I111ah az jamal-e-rte to =~ . o
Ka 'ba-e-dil- qibla-e-man riie to -
' Sa‘jdag?a'h-e-“a‘shi qan abrile to-
Amir Khusrau verses: . . R
" ‘dgah-e-m3 gharTban Rie to SR g
Imbisat-e~7d didam kue tp
o ) . ) "'.-9. .
".Sad hilal-e-T4 _qur:bﬁnat‘?un_,am- o ‘
Ai hilal-e-md Kham-e-abrlie to . 4. .o '
Ya NizamuddTn Mahblib-e-113h " LT
“Jumla mahbiibah fida bar rile to y

R . - L4 ’ . : ’ ‘ .
R o “. ,‘ ‘ . ’ . N
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Translation: o ,
Deprived in love we have come to your threshold; g
To perceive God s glory from the beauty of your face. :;";

-t .&‘
The‘i 'ba.of my heart, my prayer . oriented to your countenance: ..._x l( ‘
For,]overs the place of adoration is ydur,pre;ence. . ,iaigghg'

Amir Khusrau verses

For us, the humble and poor the place to congregate in prayer is
your threshold;, _ . S .

The joy of id17; I see it at'your threéﬁch

I offer up a thousand crescent moons of id . °

.For us the crescent moon is the curve of your eyebrow

0 N1zamudd1n, Beloved f God - | | ‘ ' B |
A1l the beloveds in’ . wor1d are- nothihg as compared to your face. ‘

/ .

Form and Strucfura1 Rea11zat1on

gpazal and asthayi- antarE scheme '

Text ' Th c Mus1c

= ‘ . . === A |

linea - o antard (not asthExT') oy
b 0 antard .. Q&e,

a ‘ PR asthayl = -
(ete) L . "!etc.; -

Meter and Rhythmic_Rea1ization: o N i

ram 2-—-"set‘t§ 7/8 pashto -

-V - =]ty - =|=u =

-

B IR ARUSARIASE
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., Musical Setting and Alternative Endings
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EX. 5: KACHH JAGMAG - - e e e oy

Th1s song 1s part of Meraj's persona1 repertoire COnsidered an
‘"old“ song, it is current1y Tittle heard but Meraj Tikes to revive it

'~ for specia]" Jisteners. |

The poem,1sbf01ksung-11ke, urawing from Hindivdevotionai}as well as

‘folk 1uioms to address the beloved Mahbu 2

iy eoulfahbiib-e-113nT (Beloved
of God, the title of Nizamuddin Au1iya), expressing qua1ities of mystical
1oue In form, 1t fo110ws the ggaza scheme; accord1ng]y, the musica]

setting falls 1nto standard asthay1 and antara portions

The meIod1c frame of the tune is traditiona1, i. e -common to other
_QawwaTi-son9518 as we]l as folk and 11ght classical song tunes with m1xed
raga elements. Because of the 1ong verse 11ne a]ternat1ve endings

clear]y 1nd1cate 5epeat un1ts eae}sone ha1f 11ne 1ong Rhythmica11y the .

musical sett1ng corresponds ent1re1y to a sy]]ab1c representat1on of the

poetic meter : Its anapaestic character fits f1ex1b1y}1nto a musica1- <
- meter of 8/8 ; ‘ 7
.Two vers1ons of. th1s .song were*recorded at N1zamudd1n -Auliya, both
sung by MeraJ Ahmad o o . Ly
oo, A N

| T



.\’“v.'!&;, '
e;,:‘ L2

%

o 772
Text

Hindi Original: -,M:‘

e L.z,,L—-' LM 9,:',’,‘ 05 c;.. O ;JA"*—JP’J

. -
. e 1..»»:*‘ l~ g_{,a‘ B ‘,u g_J)/'&/},’tg |

A N T A |
J ol ¢ﬁ;:rt_a1~‘o}' L)(é}I:;LAr‘lczzJJ{.J:;

- o ) -o'/ V . / ¢ .
4 O/ e b 0“3100/5/.

e—uv:'/r—‘l;f% | cf,!iulfw!ub-z

Trans11terat1on ‘ o o ;gzg

_ KacH1Jagmag jagmag howat hai woh to orh chﬁndar1a sowat hai —,;y"‘
Ganj-e- Shakar ke rip men Mahbub ‘piyard sowat ha1 , IR

- Sukh. n¥nd se akh1yan kho] zara, kho ghaf]at Rab se dhyan: 1aga o
©. Yeh pr1t karan k1 th nah‘n, Rab jagat hai ti sowat ha1 :

Jo kal kare ' to aj h1 kar jo 3j kare so ab kar]e .

‘Jab ch1rian khet chugat dafT phir pachhtae ka howat hai '

Trans]at1on

How g]1tter1ng 1s the chundar'ia]9 it covers one who is as1eeb

In the 11keness of Gan' e-SﬁaEar]3 the dear Be1oved is asleep

From .a -sound s]eep open your ‘eyes; become consc1ous and focus on
God:

o This is not the way of 1pv1ﬁg, God is awake yet you are as]eep L

Hhatever you would do tomorrow, ‘do 1t today, what you would d6. | ~

. today, do it now; N :

Once the birds have picked the fie]d clean what will repenting
achieve? ' ,
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. . ' 0
- Form and Structural ReaHzatton e .
ghaza1 "and asth3yT-antard scheme ; | ‘ . e
Taxt . Music o L

1ine a o ' . asthay7 - antar¥ .

a : .__‘\_“ ;, _;44' aS & . .

b - : antarad

b . asthayd

(etc.) - ‘ B - Tetel]

\
: 113 o ' ' ‘
Meter ag R‘h.).'thvmc Realization:: - R

mutadarik--set. to 8/8 kaharva - | g
— o L S - ) . S
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Musical Sef'ting

(verse 1 complete)
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Seckion B- Altermative En)ikjs-
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EX. 6: BATUFAIL-E-DAMAN-E-MURTAZA

- This song 1s'knowh to a11"Nizamuddin‘QawWa1s, but it is definitely
Meraa s song and he always leads its perfonnances at the shrine. The
poem in Urdu is by one of the few good contemporary Sufi poets who have

1iterary ‘as well as spiritual standing. Kamil Shatari was {imself -the

sucessor of a saint]y\1ineage in Hyderabad where Meraj Jearned this poem.

expressing the Sufi s devot1on to Hazrat Ali.
Thé)tune shares its frame ‘and tona1 arrangement ‘with severa1 other

Qawwa11 tunes aste11 as tunes used in- Urdu poetic rec1tation where a

clear pitch: d1stinct10n between asthay1 and antara is of semantic

/

/
H

‘msignlﬁacance
The rhythmic:setting istoriginally in _a meter of 7/8, resu1t1ng
_tnaturally from a _Viteral rea]ization of the poetic meter But'Meraj
‘reserves the opt1on to convert the sett1ng to an easy or "1ight" 8/8
‘ meter;:depend1ng on the type of 1istener before him. ~The two Versions-
are illusted belon | | | o -
Because this song is exc1us1ve1y or1ented ‘toward one sp1r1tua1
personage it part1cu1ar1y we11 eiemp1ifies the use of EEEEEE repet1tion
in which appe11at1ons of Ali are sung in responsor1a1 a1ternation with

text phrases, in the c]assiFaT takrar style Meraj masters we11,

Batufail-e-Daman-e-Murtaza was recorded in two performances at -

_ v _ s / ,
'Nizamuddin Auliya as well as one demonstration, all by Meraj Ahmad.

y

e
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Text

(Verses 1-4 out of 7)

Urdu Originélz

JDLO,J L aw; ‘E@”,Jiad‘.-!

/’/.

"\ JJ»L' )/’rl.v‘o) r» r,.:d LU....Jz./.."

L LS U)(r’ o“o/s d ‘,Jl»U«'

‘—’ri" a"”’o"’ . 4_/.,«!04/_,.1)1
,/é:’,-’ géilb(/}’dzu-—/

Jvlv,,so) rlp,;,, @/Lufu/c:

5Transliterat1on

Ld

Batufa11 -e-daman- e-Murtaza main -bataun kya mujhe kya mila .

Keh A1T mile to NabT mile jo Nab7 mi]e to Khudd mild

Tere naqsh-e-pﬁ se.qadam gadam, woh maqam-e -sabr-o-raza m11a

- KahTn khak- e-aﬂe-e-junuﬁ mild, kahin kbﬂn-e -rang-e-wafa mi]:A

Td amir ibn-e-amir hai tery faiz faiz-e-az1m hai
Tere dar se jo th m31a mujhe, mere hausle se siwd mild

Tu shaer-e-ha] e butu1 hai, tu rafTq-e-al- e-rasi) hai -

Mai e-ma%ifat kas—e-ashiqT yeh to jam kis. ko mila mita.

.
. - c.‘ﬂ
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Translation: | | \\\

‘Through my’ attachement to Murtaza (title of Kh) how can I say what -

1 have attained!
Since 1 reached A11, I reached the\Prophet when I reached the

Prophet 1 reached God.

Following. your eéample, step by step I have attained perseverance

"~ and submission

Somewhere I encountered the traces ‘of the ecstat1c ‘somewhere the
blood of the colour of faithfu1ness. e v

You are a lord of Tords, your beneficence 1s greatest of all.
Whatever the blessings I have received from«your bounty, they have
been beyond my aspirations. S .

’ ~You are jofned with the daughter .of the Prophet yqu.are c]ose to

the Prophet's kin.
‘You are the wine of cognition, the object of 1ove, fortunate is he
~who receives this goblet!

Form and Structural Rea]izationi‘ o _ ' \
ghazal and asthdy7--antard Schemej o \,‘
~ line a ‘ - asthayi-antara A B K
a L P asthayT A
b . KR antara - | B
?etc.)' | - | %§%§§¥1 i.A

»

- Meter and Rhythmic Realization:
vkamil (same as nom-de-p]ume of poet‘)-—set to e1ther 7/8 Eashto or
-3/8 §aharva B . : I .

ey ion m..n: Byt MDAl

4

£ o £
(clc"mz qa-‘-"*’) ® ¥ % \ f,x' x X x  x
‘) 2.. fra&iﬁ:ﬂ. fceaou. . e o]% u|' : ? U w ﬁ" yr



Musical Setting

(both rhythmic realizations)
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_among Nizamuddm Atua performers the song is most often heard sung by'.

‘ Chand ‘the young brother of Mer??] S vnfe. It 'is also favoured by amateur S

- performers

CEX. 7: KISI\,K o KechH WTWILTK o

4

addressir?g the PrOphet--among these

.The o‘lﬂ y ha t-.-o’r

_ examples"“ﬁ ?a Song recenthp composed by a Panjab1 Qawwa1 Rahmat Khan

The poem be1bngs}to the more popular type of reHgious praisewsong,

straightforward in’ 1ng as weﬂ as 1n expression or as one Nizamuddin
[

Auliya performer puts it, "totaﬂy obvioust (“"ek dam khuI"'-v-Inap\)

~The musica'l setting i ¥ dne of those "compOsed'_:i_,‘,
o

distinctﬁ’ve meJod1c pr)gre,ssion 1n both tune sections. ﬁ”ké“m y,, (cx,

\ e Twee .~,.

"modérn or: western 1nf1 uenced tunes this setting 'is charaute féﬁy»b“y

drsjuru:t me'lodic mot1on, a]thoth ‘Lt a1 so aliu to a traditiéna] raga

scs'l?(bhairaﬁ wble 3). Rhythmicaﬂy the song exemp]iges ;t’heo I

. u . . .
: “Panjaﬁ sty'le" (}_rlg_, see Ch. 3 y -« ‘9‘@ !
Jhis sohg s extremely popu'la', appr 3 "comnon audieyce's..t
ub‘» 1ts s1mp1e appea'l can cu,t across an 'Iev‘ls ud1ence hence Meraj R )

&( sﬁ \_ ? 3 &__- : &

has jearned 'it a10ng with severa] other suct Song A me1od1ous tune on

o
e .

-, one: sidﬁ a;\d the absence of text phrases with strong sp1r1tua1 %pact

: make this. song a. favourite so'lo for young boy Qawwals who can thus

L8

disp1ay a nice v01ce wi thout having to be prepared for extenswe takrar.

repeti t1on which they wou'ld not have the experience to provide Hence
l

e

‘._{ _.;_.

Because of 'lts Tess- than tradit‘iona1 *h@'lojdyfj the tune of .t "§ song

fs heard in a variety of versions ‘as presented below. One of these,’ 1 3

‘ by the young amateur performer Ifta&har Amrohvi (see aboVe p. 314) who

modified the or'lgina'l tunepxtonsideraﬁ’fy--due to h'ls Hmited mué’icﬂ
M ‘e . (

rges “wi thja
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'agbih%y and training rather,,than confpositiona'l or‘lginath (such
modificat‘lons are typica] for songs with some amb'lgu'lty as to tona]ftyg

,of which “K'is'f ko Kuchh" 1s an examp]e)

"2 ' ) v

A, tota1 of nine performances of ‘th'ls sang were recorded | one each
) i V# Co

" of versions 1 and 34 three ,g;ph of version and 4 and one more

O
‘ ] ‘.,\.;.‘Q
¢ R A L i
A M 1-3, 4 rare] sun )
erses ‘
4 oo e §f Y Sungl. R T 2
" Urdu Originali . S S g

'y

A i .

)
Ha
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.: Trans]iteration

‘ ti ' Even God g1v§s nothing without yowr p1easure

_' Form and Sfructural Rea112atio:\. f o o <,

: a . . s : S
K 3 - ‘ L T L
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RO . - //i~ ~antara o

T Meter and Rhythmic Realizationx . o o .

-0

KisT ko kuchh nath mi1ta terT at¥ ke bagnai"v
Xhudd th kuchh nahTﬁ det3 terT razd¥ ke baghair @

Kaho gadd se na dast-e-talab daraz kare . e
‘Keh,in ke dar 'se to miItH hai 11teja ke bagnair -

<. Agar namaz men shamil nahTh suridr-e-Huziir
~ To jan Yo keh yeh kashtT hai nakhudd ke baghair
} . SR . '\';; .

Translat1on ;"g C o . . :
v . . v

27

Y
[y

No one get aﬁything w1thout your benefactigh; 1R‘ o f- }f)\f ;_
iy : NN
o Te11dthe humb]e seeker that,he need not stretch out his hand in
T _For Hfs cqprt grants benefite withouttsupplicat1on N , y

*  “ He who in his prayegs is not ecstatic with Muhammad,, R

COnside him Tike a boat without a helmsman! -

&y & -13 s = g ) . ‘
4 }8 C{“‘-' "”"; . i BAL
o i . N . L 59 o

ggaza and asthayT antafﬁ scheme

‘ Text ' e . e - Musfc,

.asthayi - antara .
CasthayY T

8 | .
a f e asthayT - . Yo
(etc.) - L L (etc.; T - .

' mujtass'- set to 8/8 kaharva‘ usua11y executed in 4/4 "Panjabi“
sty]e. . S .
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EX. 8: rn,s'fRUMENTAL'PRELUDE (NAGHMA) . o
' The- standard Sufi Pre] ude

a hma) of today 1s the one. presented

o here& as performed by Meraj Ahma on the start of h'ls appearance 1n a ﬁm

Qawwali Assembly (1 e. Performance 2: 446). The pre]ude consists of .
_parts which can be various]y repeated and extended untﬂ a raBSd desoent
to the tonic brings about 2 cong]usion (cf. Ch. 3: 86 and Tab‘lé 11) The
) v, @ g
-sequentia] repetition of short patterns underHes the ent'lre compositiom o
| -and 'ioc'ludes a somewhi,t embeﬂished versi& of the Uahu mot1ve h ’

/ P - R
" Appended%}or comparis'ion i5@ part'fa1 outHne of the original Suﬁ ST
Prel ude the naghma e- QuddusT wht'ch cons?sts entfre'ly %f Aﬂahu motives
. » &Prel ude recordpngs by M‘ i and other perfomero in and outsjde R
: B S . &
o Nizamnudiq Au'l'lya are too’ﬂn sf"_and »yar'le'd_ _tp;be.'_lis_{:'dd.‘ ) ‘
~ SR e ' - AR - - -
. v .d . . ‘:‘-‘t '4':"_’,
~ Musical Setting
| - A ' 4
Y » v -
| a) 0'-3'“‘ .'s;.n& paﬂcm B I
A o :ai\ H e — 5
= g+ O .
- gk, [ me-ve, Mxo KT, ‘-:"“"J-.”'”-‘," lg T . _
.:B_c:a :? | . | ‘v —L"'i,‘r "j hd l‘; > R . ,,‘ L e .
: ,_'10'- vy N 1..! l' 1‘ ) - E—y R ) Y ..-' . ...." .
PR [mE -4 m.k'v MR Auz“ y& T ' .
- L . ‘P. %wq .: .;:i.:..' /' o o ) e ’ ) @;j’,‘y .u.' X 4". -
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EX. 9: INTRODUCTORY VERSE Wkusa'1):  suud, DILAM SHEFTA
This is one of the verses that serve to introduee Qawwali Songs

— .dealing with mystical Tove and its ecstasy (as e. gi&gx 2 and 4); 1ndeed R

-
Meraj ‘uses it to preface ex. 4 in Performance 2. In the strict technical

sense this verse--like many others‘of its type-;is not a ruba'i, sinceiit

-

follows a standard metric pattern used 1n qther poetic forms (ram! raml 3, see
: i T .
beJow), rather than one of the digginct and somewhat more irregular '

" meters assigned to the ruba Al form (see Browne 1956).. However the

structure of its message is standard for a foup-line introductory verse

5

of Qawwali songs The author is not identiffed. - o

The - musical setting cor ;J"h is. to the basic pattern outlined in

'éj’710) - Two verslons are presented | '1, *
=2 e

- one is a minimal statement in which”bn}y ‘the* first line is repeated; the

second an extended ngndition where every line is rec1ted twice and then

-«,1

the last two lines are re- stated setting up the mu51cal conclusions and
AN

.f lead-in into the song which follows immediately. Appended to this second

version is a modification option restating the 1 line at an.

ru.;)

. intermittent pitch livel in order to obTiteré%g the gested'conclusion‘
so that a further 1ntroductory verse may be adﬁéde ,,' _ ‘,

The two vergﬁgﬂp,differ in the musical treatment of the penultimate*- ?_, v
line in accordance with the two options indicated in the Model (Ch 3 ”
Table 10) zn the extended version the penultimate line ascends to- the ‘
upper tonic setting up the high register for the final line to descend _ e' ‘w’f-
from, the minimal version marks the penultimate line hy only a relative RO

ascent (after a descending cadence in the preceding line), SO that the

last line alone starts in a hjgher pitch register in order to make its -
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7
concludihg descent. /
A1l versions are performed im a]ternation-between leader and
‘accompanist, but beginning and end are always intoned by the Teader.
, Shud'di1am shefta was recorded in a™tbial of.4ﬁperforhances, all by
Meraj. -
. : . . . J &j{)f,‘..
Text o
’ - ©
s Farsj,Origfna1: o I ' i » ‘ ¢
e ) |
| 4‘;“& JJ/'/ '/‘ /l""’/'
, (”/UO’/’/’/wd“Vf‘—'
. o
. cﬁ!c; L (’Jf’,L/// 1d><*JygLJ"(l?’
Transliteration e 4 R " .' , ;A :'_ LT ;
‘Shud di]am shefta-e-zulf—e-cha11pae kase ' N -
Kard bimdr mard nargis-e-shahlae kase =~ - -~ . - e
Ai khusha tala-e-man gird-e-sarash mT gardam A A
. KhUn-e-man rang-e -hind shud bakaf-e-pﬁé kase.- . o o
E : Tt S .' : \1- e
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’ At

Translation:

e e R . R 14 . B J . .
«My heart became ensnared in the curved locks of Someone -~ - -

““They have made me lovesick, the mesmerizing narcissus eyes of
~  Someone ‘ - : oo .
0 happy is my fortune; my beind revolves around You R
My blood became the color of henna to decorate the ‘soles-of Someone
‘Forﬁahnd Structufa1 Réa1izat1oh:. o o o
ruba'i and Recitative Scheme ' | / . :
*Text - o L ‘Music o | | N
Line a . SN Initial and - (Periultimate .-
' . L . -y - r.ascent P
S a v S ' Interakttent -(Final descent
| | | o, F = v
: b , R P ‘stagdonary - L
[ 4 v a | v . -] . ..+ x L~
\ . . Py ) . 4 ,L,:- ' ‘4‘_~» - ». RIS
PR .« . oo e & o
Meter and Rhythmic Realization: - T
- raml 3, recitative rendering - LT i
— u;F—'—-IO,U:"‘—'F¥U -‘ f‘l° -
,'j
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\ _ A Musical Setting . .

“.‘ - -
_ Q : . Mis\nu.l. Yersian . | .
. - /
'__Sa_@!:‘;"! qm . o ‘ S . _ 4‘ , " ‘\ K m‘q"
L A 5 1 o — .
. s . e S eren e L. P A
} J A gl di=lam shefata-e 26df-¢- AT 4R & ka-se B oL - .
42 St faia M-F'i'ﬁ—i —_ z.utf—.c.#ci-,lt fa-e kq:e‘mﬂ T
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'EX. 10:  INSERT (GIRAH): SANSRR:}E'}‘I‘ X0 PUJE |
_This insert is one of many famous c]assica'l Farsi verses which have .
1nsp1red 'Iater ‘Sufi poets to elucidate them with additional verse 'Hnes,'_
ﬂ——q‘ften in Urdu or-Hindi, to c1ar1,fy their meaning to unlettered devotees»
(tazan) This tazmin consists of three verse: lines in Hindi and
culm'lnates in the Fars{ coup'l et whose. meter and rhyme - ‘'scheme prevail
throughout Its first line was con@;ed by Nizamuddin Atua himself .
& whﬂe?*opservingwfom the ChﬂIa (see Perfonne‘:knce 1: 372 376) how Hindu, .

.o '..

. wp:shfppérs bathed in. river Jmnna FAR L .

"’?‘%‘Eveny pe0p1e has’ 1ts right“pat* 1ts “féith and 'its focus, of
% ’worsh'lp N o ' “‘u P ‘@ _;'

“

Amir, husrau, who was mth him, at once comp’leted the coupl et wfﬂh ar

. # B R A
L "I focus ‘my worship on t}\e tﬂtet} cap of my Be]o,ved"

i.‘ final Hne, known to every Suﬁ 1n India has a great potent1a1

- - F
ct as an insert sudder&y add1ng its own depth of meaning tqa

T e
: related word or phrase in the main song

Lo cIn the version presented be1ow, the"mseﬁis 'aned in-a very o
":_, Hteral way to a word phrase containing the very word that symbones the
- focus of the enti re insert gyﬁu]‘a‘he, the tﬂted cap symbo]izing the

. Be1oved and His attraction. The song.. 1 s Chashme Ma.ste (see X, 2, verse

"4, 15 328 f) Both MerajsAhmad and Aziz Harsi (singer of ex. 2) 'er to .

- 1nsert this gfra at this point in the song, presentgd here 'ls the

.'-\ ,:'l . ’ _ >
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L

version of Aziz Warsi, as inserted in his version of ex. 2.

Musically, the.in;ért is sung in"a recitative style at a somewhat
"brisker pace than an introductory verse. Here, too, the penultimate line
is only marked by a slight ascent, so tﬁat the hf;h pitch register of the
final line makes its textual message stand out musically as well: the -
effect is that of a "punch"Hne"(.\ The actual descent is 111m1t_ed by the
starting pitch of the song line £hat is being picked up-anew.

Because of'the impact of. this last 1ine, it not only enhances the
song line to follow but itself may inspire ecstatic arousal. Thus it
serves ‘here §gjexemp1ify the musical canersion of such an insert Tine
from recitative®to a unit of rhythmic repetition. The rhythmic version
of the last line; as sung by Aziz Warsi in the same song, is appended
both in its final, descending setting as well as in a lower-pitched
setting usgd by the singef to save his voice during extended multiple
repetitibns./"- | | .

The five recorded performances of this insert include two by Aziz

Warsi, and three by Meraj.

(]
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Text

Hindi-Farsi gFigina1:

", » 7/

e <
| L e

‘r/‘-*‘.’)d'/z,g);,w

’I'CAij (5"L¢L—AL;”-’ s CJ“'AL;

&

B

Vi op ol el

s
: 2 , s .
. ' - ' -
v gl ess
ALJJL}/;.u"/“Q/‘ ~J—//’ ¢1~’<J”
o
zrf 4—,])-3
" Transliteration: -
. hann N
kajkulahe 'ajabe.... .
" Hindi--Sansar kar ho puje kul ko ‘jagat sar3he
B‘ Makke men koi dhundhe K3shi ko koi chahe

—

- Duniyd men apne p7 ke payyan parun na kahe

Farsi--Har qaum rast rahe dine wa qiblagahe
Man qibla ra@st kardam bar simt-e-kajkulahe: kajkuldhe 'ajabe
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Translation:

0 wondrous tilted cap.... N

Let all the world worship God, let humanity praise the Divine.
One may seek Him in Mekka, one may search Him in KashY (Ben#res..
I have found my Beloved, should I not prostrate before Him?
Every people has its right path, its faith and its focus of wnrship;
I, however, focus my worship on the tilted cap of my Beloved:
0 wondrous tilted cap

4

. Form and Structural-Realization:

b4
khamsa and Recitative Scheme

Text Music

f, ine

Initial and
intermittent
stationary levels
Penultimate ascent
Final descent

VRNV < ]
T O et

Meter and Rhythmic Realization: - ‘.

‘muzary 1, recitative rendering
<

- v|— u»_—-l—-—o\-—u—-——
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Musical Setting
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FINAL LINE

4ok rar version

U . _N_\/l‘_ ked

_ J"- Hae 1---* wmitlat-e- mh AT- ne wah qibla -?n.e.

‘I. Sans® - rd har ke r\r3¢ kul ke {.a.& ;«E-hc. (hmmun «.
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T
I == g
R 7t b S0 A ] ¥
r I wr \"
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: Y B | 50 ¢ P W B v Av 5 B | y 4
Xy -4 26— 05—

}
v
2. Halke mew k-5 dhirdhe Wik Ké Ke-F oha-he -

)
T e
y
.d
!
v
I
1;4:'
.
L] ]
NY

3,Durys men apre P ke fonn parih 1A K5 -he
).
s S e

B =
V- o - o i

Sandard
Seny
(s ¥ ddove)

A‘kh“}_
buer-pitthed
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EX. 11: nINSERT (GIRAH): MAN TURA DIDAM .

This is an example of a longer {nsert taken from a Farsi poem of -
Amir Khusrau. The four couplets expressvfacets of that basic emotion in 4
Sufism: giving up the se]f'as an offering of love. As an insert, the
set:of verses can sérve tﬁe elaboration of this emotion in any Sufi song;
here it is applied to the opening line of.TorT Sirat (ex. 3, and |
" Performance 1, song 4: 418), a_particularly fortuitous choice because

the message of tﬁe final couplet (seeing and yet not seeing the Beloved)
| directly and pr&found1y expands the meaning implied in the coré concept
of the song line“(the Beloved's Countenance).

The poetic meter of this.poem is that of the Masnavi (raml 2, see
Table 14 above and ex. 4: 336). The preferred musical settihg for such
poems is the Masnavi tuné (cf. ex. 4), even when the poem is an
1ntroductory verse or insert. Accordingly, it is the Masnavi tune which
serves as a tonal frame for the rec1tative presentat1on of these verses,
crep]ac1ng the standard tonal--pattern for such recitatives Only in the
final ]1he of the insert the Masnavi tune, whicheis characterized by a
final ascent, has fo be modified so that the necessary descent Back to.
-the main song can be achieved.l How Meraj Ahmad deals musically with this
insert in ﬁhe procesé of\performance is shown in Performance 1 (pp.

421-431). o | .



369

Text

(first three verses omitted) !

Farsi Original:

(5}\;%F aiszzdz);e Li/;J

| r}""h:-";/.l’ .l."/-/é' rio}:);é; rlv:'j'():

'

| UI‘?’? J/C),/ .U/);

)

Transliteration:

Tor7 strat ke balhdrT....-
{first three versgs,omitted)

Mae turd didam wale n3 dida am
Af sarapa raz qurbdnat shawam: TorT sirat ke balhary

Trénslation:

-
On_your countenance I offer myself in devotion.... .-
(first three verses related in content) .

,
1 see you, yet I see you not;

0 you who are totally secret, IJGlcrifice myself on you:
On your countenance I offer

myselt in devotion

~ -




370

Form. and Structura1'Realization:

ghazal and asth¥y7 - antara turned into recitative scheme

Text : Music

Line antara-

- asthayy

. ' antara-

asthdy’ in recitative
antard version
asthay¥ - i
antara . K ,
asthay¥ + Final Descent F

o)

0T o TN T

Meter and Rhythmic Realfzation:

ram! 2 and recitative'rendefing

—v = == —|=-v -

s

Musical Setting

(cf. Performance I: 348)

Section i

fé)l f?'?gﬁﬁﬁ;n’

(feuntanl) . o 5
Substiide ond
F: ::c ey ;:5
fival ’ lﬂﬂl nb&l‘" [

“‘“t Lre L—hﬂf‘.z
Sy
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C Qawwali Performances

The Performance Occasions at Nizamuddin Auliya

At the Nizamuddin Au11ya shrine a wide and representative variety of
/
Qawwali occasions form part of the established tradition that governs the

entire Islamiolyear, including both the two great anniversaries as well
as the 1n-between periods of other, minoruevents. These'occasions fall
into four major categories representing distinctions significanc’;o.both
_performers and 1isteners. ‘

1.} The intimate, "special” Qawwali occastion, or the Sufi gathering
par excellence, held by one spiritual leader in.a soecial Tocation, most
tjpica11y a shrine cell (hujra). |

2.) - The major celebrational Qawwali assembly sponsored by a shrine
representative in a'1arge public place or hall.

3.) The major ritual Qawwaii occasion held in front of the shrine
sanctuary. . .

4.) The minor ritual and nom-ritual occasion for sing1ng Qawwali in

front of the sanctuary (hdzir7).

1.) The Intimate, "Special" Kséembly (mahfil-e-khas) |

These assemblies really rep;esent the heart of Sufi Qawwali at
Nizamuddin Au1iya. Both major representatives of the saint hold them in
locations around the shrine during the ‘urs at fixed times. Pir Zamin
Nizami holds an early morning assembly in the small ce11 where the Saint’
is said to have taught and meditated- on this occasion he restricts the
use of 1nstrumenta1 accompaniment to the harmonium, as the saint is sa1d

to have been critica1 of drumming. But it is Khwaja Hasan Nizami,



Merzj's patron, who maintains the true Sufi tradition with his:spec1a1,5
gathe;ings both in- the hujra 9pposite the tomb of Amir Khusfau, and at
the "gnllii", a most remarkable cell and gallery nearby, overlooking the
Jumna river where Nizamuddin's sheikh, the saint Fariduddih
Ganj-e-Shakar, is said to have performed ascetic exercises, (i.e. chillg,
a,. forty-day seclusion).

In these assemblies, hp uninitiated audience component imposes
restraint on the sense of spiritual elation which is evoked by the
sounding of the Qawwali message. Only choice Qawwals are admitted,‘
whether it is Meraj who,always performs at the Chilla aséembf}, or
selected performers visiting the shrine during the ‘urs. The audience
reqularly includes major spifitua] representatives, as well as cultured
and well-placed devotees from Delhi and elsewhere. These gatherings are
relatively short and held during daytime.

There is, however, another type of intimate “sﬁgé1a1“ assembly not

primar11y'associdted»with the shrine, though held there-as well: the
gathering of disciples around-their sheikh. At Ni zamuddin Auliya a few

such assemblies are held when disciples of one guide visit the shrine for

an occasion like the 'urs and meet there to share the experience of a
Qawwali assembly or mahfil. Spiritually at the same level as the other
type bfi“spec1a1" assembly, this type;of gathering may noi always
include high-status listeners, but thé spiritual bond between those
present is particularly intense. Meraj"§¥aagwat;several such assemblies
by customary a;rangemgnt; indeed, the setting suits him most

particularly.

- The Performance Examples consist of two events that serve to

372
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P
exemplify each of the two kinds of special assembly: One is the Cﬁil]a
méﬂfil led by Khwaja Hdsan Sani, the other is a gathering of visiting
disciples at the shrine; both take p1acé during the ‘urs of Nizamuddin
Auliya.

2.) The Major, Celebrational Assembly

At Nizamuddin Auliya the majof Qawwali occasions celebrating
anniversaries are sponsored by the three leading shrine representatives
and held at a large public hall or location 1mmediate1y near the shrine.
These are the mainstay of every 'urs celebration. Held at night and
lasting for hours, they attract the largest number of deVotees and théir
sound is spread wide by loudspeakers.

Two of the three principal leaders at Nizamuddfn Auliya each own or
control a performance ha]f aCcomﬁodating hundreds of listeners, an |
appropriately named "Qawwali Hall" and “'Urs Mahal" (palace)
respectively. The third leader, Qazi Safdar Ali, holds his assembly in
the open; it attracts a more entertainment-orientgd crowd such as gathers
at the fair surrounding the shrine during the 'urs, for Qazi Safdar Ali |
is a highly popular spiritual éuide. The other two leadgrs; Pir Zamin |
Nizami and Khwaja Hasan Nizami (see p.v307 above), hold assémblies at Ursl
Mahal and Qawwali Hall which a]w?ys include considerable a "speciai"
audience component as well as a( argg/ég;mon one.

It is Khwaja Hasan Sani who hoids the most strictly Sufi gatherings, 1
dominated throughout by the "special" audience. His celebrational
~ assemblies are characterized by a special audience of high status,
including saintly representative;, sophisticated devotees, and also a

Sufi poet, Anwar Sabri. Khwaja Hasan Sani, at these events, represents



Hasan Nizami, whose tomb Qawwali Hall faces.  ~ »j?ﬁ%”‘?ir
of ,\\'ime
\J \?"
performer whose group he gives priority or first tqgg afterﬂfﬁé\?

Each of the three major leaders is the sp&cimlapatrom~

27

comminally sung ritua] hymns . N 4

3.) The Major Ritual Qawwali Occasion

These are always held in front of gpe sanctuary and théy attract
great numbers of devotees due to the qusﬁicibusness of the ritual
occasion. They are generally of a limited duration and have a set
sequence'of ritual and traditional songs. Of course, the ri%ua]
recitation precedihg Qawwali singing is given special importance here,
since the saint is being addressed directly.

Due to the peculiar situation of collective representational rights
shared between Pirzada families, no one person leads or is in charge of
these events. Rather, the leading shrine representatives share in the
honour of receiving all offerings. The numerous Pirzadas who attend show
thereby their commitment to ghe saint, thus vq]idating before -a large
public their claim to'represent him. This demonstration takes the form
of bassing offerings between Pirzadas, juniors showing.respect to
seniors, or minor to prominentudescepdants. This type of offering
procedure also characterizes ritual singing during a1},other types of
Qawwali occasions. The resu1£, to the performer, is much offering
activity, though sometimes jitt]e-money actually circulates. A few
Pirzadas regularly express their attachment to their saintly ancestor in
variougbcharacteri§t1ca11y personal forms of self-abandonment, aqd even

the oldest Nizamudin Qawwal joins in this expression--though, as he
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himself explains, his ecstasy 1s only caused by the drum rhythm (zarb ke

upar), since he lays noxglaim to spiritual gdvancement.

-These events .are usually characterized by large crowds of a general
aﬁdience, including”women who are not excluded. The performers sing
commually, therefgre they generally all cooperate to create.as succeséfu]

a performance ay possible. But occasions for dispute also arise, either

“when lead singers try to cut gach otherjout, or when backbenchers let
others do all the .work, knowing that ;ﬁgx-are entitled to a share of
income anyway. However, even here--though there is no actual assembly
leader--the performer's freedom of action is limited by control from the.
Pirzadas. Their compliance is very willing, for both_Pirzadas and
Qawwals have a collective interest to enhance the value of their ‘ghrine

and its ritual to the visiting devotees in this most public context of a

Qawwali performance.

4.) The Minor Ritual énd Non-Ritual Occasion

These include a variety of Qawwali occasions all held before the
sanctuary and characterized by the absence of: individual 1eader§h1p and
by an audience which is either very scant, as during minor rituals and
1nfo}ma1 shrine singing, or extremely fluid, as during Thursday and
Friday Qawwali. Because of this, they are of 1east_sign1f1cagce as
pérformance occasions of Qawwali, just as they also mean 1ittle to the
perfonmefé, although someone like Meraj derives his daily minimum intake
from them and he may depend on them for his subsistence when no larger

events are scheduled.

o



PERFORMANCE 1: THE EHILLA MAHF IL

This first and primary perfOfmance example is a short but complete.
Qawwali event during whichﬂMeraj,'the sole performer, sings three of. the
seven song examples discussed above (ex. 1, 3,.and 4)». One of these is
transcribed into mysical n9tat1on in part (ex. 3 in Transcription 1).
Recorded on videotape, this perfqrmance is presented here in such a way

as to also show how the process of observing, coding'Ehd interpreting

videotape performances has served as an important data base for this

study (cf. p.305f above). Accordingly, ke literal video-transcription

is written out, togéther with an interpret tive text discussing the event

—Ts

as a performance example. .

In relation to the analytical portion of the study'this performance

exemplifies particularly well ;hé following aspects of music-context

~

interaction:

general features - sing]e.pérformer managing an evént, bdth as to -

the sequence and relative dudration of songs

- performer's focus switching

- performer's catering to status and i&enfity

of salient listeners

«-~performeris evaluation of listener's state
1in 1ight of status and.identity
- performer's response to important spiritual

p&@ron

musical strategies usin%’altérnate tunes
- convé%t1ng recitative to song

- making a successful early insert

376



- manipu1at1ng 1ength 3} song )
- using alternative endings to signa] repeat
L . - increasing performance tempo '
‘f't Sett1ng
r The Chilla Mahf11 §s held on the second day of the 'urs of both
Nizamuddin Auliya and Amir Khusrau, this is the actual death day of both,
"the Auspicious Seventeenth" (sattaran sharif), i.e. the 17th day of the

Av !

‘Islamic month of Rabi -us-Sani and Rajab respectively. As instituted by

'w)

| Khwaja H%san Sahy (henceforth referred to as K), this assemb1y is timed
’ © to precede the ann1versary ritual (qul, khatam) which is held at the .
d’g_sanctuary after 11 a.m. on that day; accord1ng1y, 1t is slated to begin
~at-about 10 a m and to last for at most one hour, so that the

'part1c1pants can return to the shrine in time for the ritual. Because of
9 \
this spec1a1 situation the Qawwa11 performance at this event 1s s

exc1usive1y Meraj ' s tp manage
"»v «en
The ChilYa. Mahf11 is perhaps the most exclusivé or intimate Qawwa11

eve§§ ‘at &Izamuddin Aﬁﬁ1ya Due to its somewhat remote location (see

above p 372) on]y a 1im1ted number of committed devotees attend, all

<

T‘:-- _ﬁ' S
conhected 1n ~$ome persona] way to the leader K. &

At this part*cular event“MeraJ finds the expected components of
special. listeners among his aud1ence of nearly 30 (see list of
’ gaparticipants p?383f below). Represent1ng thg”spir1tua1 status hierarchy
. are not onlygﬁis patron;wlthfhis two‘brothers: but also two .
representatives from the shrine in Ajmer, abode of the Chishti
founde#-sainé One of these,’ Syed Haleem Chishti (H), is a special

friend 6f the leader (K) and a regular visitor at Nizamudd1n Auliya

i B
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anniversaries; he is he11 known for his sophfstication and reeeptive
sensitivity to Qawwali, as well as for his generosity. The other, Syed
Zainul Abedin (Z), is a first-time -visitor, young and newly installed as
the titular representative (diwan) of the Ajmer saint after his father S
-death. He formally tops the hierarchy at this, and 1ndeed at any Qawwa11
even though i# persona1 standing and seniority H, the other Ajmer
representative, is far above him.l‘Meraj is aware of this constellation
- and especially of his own patron's close.association wifh the senior
representative whom he is therefore prepared to favour with special
consideration. |

Another special listener who.clajms and gets Meraj's atfention is
Anwar Sabri (A}, a well-known Sufi peet who is always part of Khwaja
Hasan Saqi's special audience. Meraj notes a number of other spiritual
5%rsonhges,;inc1uding-1oca1'representatives of lesser saints. Two of
them are distinctly newcomers; one was already identified to Meraj as a
first-time visitor from a shrine in Eastern India (R), the other ohe,
- from his appare1, Tooks ‘1ike a Sufi visiting on the ‘'urs from Pakistan.
Both are yet to be essessed as listeners. |

Other prominent listeners belohg to the worldly status category.
Meraj notes with satisfaction the presencerof‘severa1 he11¥to-do devotees

and disciples of his patron's father who had a large circle of followers;

some of them are businessmen from Bombay attend1ng the ' urs. ’7ﬁso as’
expected the author's husband is present whose literary preference Meraj -
knows and appreciates as well as his invariable generosity which Meraj

knows to be tied to the author's study with him. There is further the
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usual group df local devotees, some businessmen, others of a literary

—

bent, and findlly a few religious old men who have no particular standing

other than their age.
\ In additiof to the audience Meraj also considers the two important

setting factors Hf the Chilla mahfil: 1t is the first formal assembly of

the ‘'urs, and it* duration is 1im1ted--espec1a11y today, due to a late
start. Meraj theQefore can expect time for at most three songs, posstbly
only two, in addithon to the two ob]igatory ritual hymns which are sung
communally. All tﬁe more it is important for Meraj to curtail the
duration of the ritya1 hymns, so that enough time remains for ‘the more
profitable “panty" éinging.

At this occasi&n, only Meraj's own performing group is present S0
that they sing the c%mmunel]y sung ritual hymns as we11f Meraj therefore
likes to take speciaﬁ care to let his senior accompanist lead the
community singing, soéthat he himself.appears as leader en1y at the start
of his own partj singing and uninformed listeners may not have the
impression that Meraj %1ready led and received offerings during the
ritual hymns, which wou]d reduce the 1mpact of his party singing. But
this’ time. Meraj is mak1ng an exception because only recently his leader--
and at an ear11er occas1on the Sufi poet (Ay--expressed annoyance at the
‘ unsat1sfactor¥ voe;;jena11ty of the senfor accompanist, rather an old
man. Indeedl that annoy;nce had at that time resulted in Merajllosing
his initial turn and being relegated to-tne end of a large dawwali

assembly. So he himself leads the hymns today, thinking that at least

'this will enable him to control their duration more effectively. |,
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b) Format and Presentation

1

The Qawwali performance sequence of four- songs which are transcribed.
and analysed here rests within a framework that corresponds to the
standard format of & Qawwali occasion (see Table 18:130). Thus an

1

outline of the complete event, as recorded, reads as follows:

I« Recitation: ‘Qira't/—
. {Koranic Passages)

by various participants

Shijra L |
(Genealogy) . - by Ashur Miyan (S, see legead.
below)
Du'a .
(Prayer) o - by Kbwaja Hasan Sani leader
- of the event
| L \
I1 Qawwali: 1. Qaul - by communal Qawwal group, led . --
| by Meraj
o %: Rang ) _ |
‘ 3. Masnavi . - by Qawwal party, led by Merdj
4, -Tori Surat
II1 Recitation: Fateha . - by Khwaji Hasan SanT, leader -

of the event

. The entire Chilla évent is shown as transcribed from the video

: recording: while the text underlying each transcribed section. interprets
Y \ .

thé‘transeription. In this way, "the event may\beAfo110wed,jboth
acdust1¢a11y and visrally--j.e. inc]udihg-thé Qawwai's singing and the
listeners' respectively--by readihg‘the graph sectioné in sequence. Or,
the interpretive text may be read in sequence with or without® reference

to the graphs it intérprets.
& . .



Transcription ' ;

Prerequisite to discussing a transcription is the identification of

the ‘recording that the transcription represents The recording of the

Chilla Mahfi]--]ike a]l recordings used for this study--was made by. the ‘

‘author with the Simple ba51c purpose of obtaining a visuai record of the
audience responses as they occur along with the Qawwali song performance
--which, of course, is recorded simultanedusly. The main goal was to
approach an approximation of the performer's visual perception of his
audience, though at times -complementary recordings were.made to show the
performer s behavioral "actions" as well. In spite Qf inevitable fiaws
arising from the limitations of a camera angle and from obstacies to
'v151bi1ity-—especia11y in large assemblies-~this goa1 was genera]]y
achieved, thanks mainiy.to the tolerance for which Sufis are right]y'
famed. T - | , ’ |

The transcription ot these recordings was designed to make the
recording useable for analysis; hence it represents on paper as
accurately as- pbssible not every move of each 1isteher but thg
behav1ora1 information relevant to the Qawhaii performance interaction.
.This information is v1sua11y presented in reiation to the structurai |
units of the song which prov1de a mechanically as well as semantica]iy
appropriate durationai framework for it. )

The. transcription thus proceeds as foiiows A]ong the top of the
graph the structural song units are written out a]ong a horizontai axis
in which a unit of the musica] meter of the song corresponds to a
specific graph Tength. Thﬂs represents the Qawwal's part of the
1 interaction " The listeners are 1ined up vertica]ly in accordance with ~

their status position--rather than' the seating order of the assembiy,l

x'3\81



although that too has sohe re1erance; .w1fh any ene'song'éegmenf-only ”
those listehers observed in some kind of'response are- recprded, for the
sake of space economy and clarity. Therefore the presence of the
remaining number of hon-respending listeners must be kept i;iﬁind during
an assessment: of thosellisteners whose responses are recorded. These
visible responses are plotted against the sequence of musical units which
runs along the top of the transcription. Their timing is accurate to. the
metric unit or half unit, depending on the duration of the meter, a .
suff1c1ent degree of preLjsion in relation to the shortest me}ningfu1
‘text unit, and even adequate to represent the more subt1e interaction‘
based on musical communication (see p.428 £f). Thus each listener's
state can be followed along boéh time and space dimensions, as

i]]ustrated.belqw.
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Legend for franscription

i Participants' List (according to spiritual hierarchy and status):

Z Syed Zainul Abedin, descendant and titular
r representative (dTwan) of founder Saint MuTnuddin ChistY

at Ajmer.
highest
saintly H  Syed Haleem Chishty, officiai representative (gaddy
regresent | nashin) of founder Saint Muinuddin Chishti at_Ajmer.
atives

K Khwaja Hasan SanT ‘descendant .and principal
representative of Saint Nizamuddin Auliya; also titular
spiritual { -+ representativg (sajjadanashin) of his father s shrine

status (Khwaja Hasan Nizam1); Assembly leader -and patron of
hierarchy Meraj. '

P Pasha, K's elder bother.
M Mehdi, K's younger brother.

A Anwar. Sabri, Sufi poet and devotee“of Saint AlduddTn
ir, muc patronized by K.

\S  Ashur Mian, devotee representing Kachocha saint, in

‘Awa astern India.

(L» 'ﬁii Seth, disciple of K's father, bombay businessman.
T Tyeb Seth, disciple of K's father, Bombay businessman.

“1Q Saleem M.M. Qureshi, author's husband, visiting from

Canada.
decreasing |Y  Young Kashmiri, devotee.
order of |- '
combined B- Bombay devotee youngish businessman
spiritual '
and worldly|E Delhi devotee from old city, bu51nessman/storekeeper
‘status .
within |F American Sufi, converted while in Afganistan.
this

assembly “l6 Gaswa]a has gas lantern business, traditionally donates
' ervices for Chilla Mahfi] arrangements.

D Delhi devotee youngish ‘companion of Gaswala, looking
after tray 6?’food offerings.

0 01d devotee companion of Anwar Sabry, age standing

C. Oid devotee, local, no standing otherwise



Total listeners: 29

q

\

Yery old devqtee, companion of S, age standing..

Sufi disciple attached to Kanpur saint, some spiritual

~ standing and age. .

Junior devotee, mundane garb (tight shirt).

Nizamuddin neighbourhood devotee, starched turban, age
status but no actual Sufy. '

Pakistani visitor, acts 1ike saint's representative but
no proper interaction, no offerings.

Rudauli saint's descendént and lawyer from Lucknow, but
ehavior defies status.

Small devotee, Gandhiﬁfap, unidéntffied..
Black-bearded devotee, unidentified.

Dignified devotee, shervani coat and cap, mostly

n

invisibTe to camera.

Corpulent devotee, local busfnessman, mostly invisible to

Camera.

L4

Qawwal who picks up offering money and makes change.

/
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ii Participants' Index (arranged alphabetically for ease of refenence):_

A

Anwar Sabr7, Sufi poet and devotee of Saint Al3uddTn
Sabir, much patronized by K. .

~

Bombay devotee, youngish businessman.

01d devotee, local, no standing otherwise.

Dethi devotee, youngish companion of Gaswala, looking
atter tray of food offerings.

Delhi devotee, from old city, businessman/storekeeper.

American Sufi, converted while in Afganistan

[}

Gaswala, has gas lantern business, traditional]y donates
services for Chi]]a Mahfil arrangements.

Syed Haleem Chishty, official representative (ga
nashin of founder Saint Muinuddin Chishti at Ajmer.

Pakistani visitor, acts like saint's representative but
no proper interaction, no offerings.

Junior devotee, mundane garb (tight shirt).

Kbwaja Hasan SanT, descendant and principal
representEtTVe of Saint Nizamuddin Auliya; also titular
representative (sajjadanashTn) of hisrfather's shrine
(Khwaja Hasan NizamT); Assembly leader and _patron of
Meraj.

A1T'Se§h, disciple of K's father, Bombay businessman.
Mehd7, K's younger brother.

Nizamuddin neighbourhood devotee, stanched turban, age
status but not actual Sufi.

01d devotee, companion of Anwar Sabri, age standing.

Pasha, K's elder .brother.

Saleem M.M. Qureshi, author's husband, visiting from

Canada.

Rudauli saint's descendant and Tawyer from. Lucknow, but
behavior denies status.

Ashur Mian, devotee representing Kachocha saint, in
Awadh, Eastern India.

-y
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Tyeb Seth, disctple of K's father, Bcﬁbay businessman.

Sufi disciple attached to Kanpur saint, some spiritual
standing and age.

Very old'dévotee, companion of S, age standing.

Awadh dev&tee,.cu1tured bearing, but no prominence.

Young Kashmiri devotee.

Syed Zainul Abedin, descendant and titular
representative (diwan) of founder Saint MuTnuddTn Chist]
at Ajmer.

Corpulent devotee, local businessman, invisible to
camera.

Small devotee, Gandhi cap, unidentified.

j

Black-bearded devotee,'unidentified.

Dignified devotee, shervan¥ coat and cap, mostly
invisible to camera.

RIT Responses (1isted alphabetically:

a

b

- .

d

3]

f

- X Cue s

armm/hand raised
bow head
clap hands

dig in pocket (for offering money) E

~feet touched (of other person)_u‘”

L

face expression - )

head mo;emegt (side to side) _ s
signalling 6hand).gesture
Jjoin hands _ “

kneel in prostration-

lay hand on chégt

love restlessly



nod head

exclamation, shout

pat devotee (usually on back)

rub face

sway

tap rhythmically (hand)

verbal expression

hand on heart

~weep (hand on eyes)

AK A makes offerin§ to K

iv  Application and Combinations:
'y .

A2 A
- AS A
. ASS A

ASTTTT A

APB A

AK A

akH K

At A

A8 A

A— A

Ad A

A'B A

A A

raises arm

sways

sways very 1ntense*§
contiﬁues to sway

pats B

makes offering to K
presents A's offering to H
éegs up, fises'

raises B

changes place, moves away
sits down / .

seats, puts down B .

remains standing/walking
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qB Qawwal picks up money from B
v Musical Symbols: (see Legend p. xxiii)
'vi Transcription Layout of Graph
Medro nownt dinear seale Qawwal stands up,
reading of for durabonal pides up ofering
» plse speed 4wt of musial fmm H (qt—qt)
- Orcnmébnv weher (here ;/3)
ll" Shkmcyj -
of al#hat
(° \
-
- Py = Y So sequence
0-4 J # ik q‘r——ﬂﬂ af“’:la:’darﬂ
.A_ At + Al + AR o Aaj& + === repeat upits:
Raspondi M b (AT + AT e,
b“;fkuh‘ V “ uv - “ ) ’
ordec of K /K K'(\.\
stahas
"\
P> \opﬁ? whila
e [ - S S
L4 w—— g N —in— el
L“K
Gk’_‘ Lk..a»s be{&
i " K and ‘o'ﬁux —
(A A4 )
r‘"\

fxp ressive respo wjed

(H bew! head, K
virbaliyes, L wclaing

e

.C'mpk Ofu{}l
L p”(nl’ te H

Continui o
and raifes arm) g.,roa;ca' | '
E . Inkemidend Sing fo
Rurouie o whnuty qufou.f(. of(r (&1‘)
from prcudip
chart J’%MCD\



1. QAUL (Lines 1 to 3/ Section A)....

Jemno

-
. '
< ® 0" PR LAWVIEITOX W

alw ¢I 137-"'
AR o+ A L Atey
. X1
ne Mz
At
Ly A
Y,r.;.........
L ¥
_ v

1. QAUL (cf. ex. 1)

Duriﬁg the Qaul the spirifug] leaders pay?fheir respects to the hierarchy
by offering to the highest representatives present as well as to honour
each other. Since it is the short first line (A) which carries~£he
message of the song, its presentation must be extended, to give all the

opportunity to respand to it. This Meraj does by using alternateFepeat

endings.

3

P
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to 3/A)....

>
\
w

<90huﬂ§—\h>:&-vx
~5

.e..l. QAUL (Lines 1
A+ AR 4 A Ay o e84
#O——— Kt — Kt
¢ yPH -
P AKX AN ——AC yAt —
T — ™
: N yu YA
ce ™
ot oK -
> 3

But he is also most keen to use the precious time of this short event for

party singing, so that, 35:500n as he guages the high point of offerings

to be over, he moves on to complete a minimal statement of the reaminder

of the song

<

kY
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3-6 _Af'_;_ - B -+ B — ‘\1 + ‘B:z, <
X KA | v4
f’y?h-?z . e - °
A yﬂ( ,,,,, = ——— - - KA —————kAH___
w wt -
v K./// Bt |
: MM 1
Eaa Ql—— RS - =9Z.
1 [Af +  Af + At + A+ :
N L Mz |
w ) wK
Fl——Fu

wh11e his p1ckup man is already standing by (see -q- on top of chart).
Waiting for two more offer1ngs to be completed he repeats the opening
* phrase just _enough times (A above) to have his man pigk up the last -

offering, immediately proceed1ng to the second ritual song, the Rang.
w

i
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| ....2. RANG (Verse I)....

JMM oy &

g i ; “4 ' ‘
ol w _t AT+ AL 1 At TM t A2 :jtﬁ: 1 Ba s
S M| MWK WE—HA -
X w R4 st
A W
™ ot ——
A : hA$ pc -
L L — Lz e AP - M —
- T#‘L——TK |
a ‘
Yy
& BtL——BP
™ - |
| E1
6| __a° _

2. RANG (no Music ex. ) - ' \'

Meraj fo110ws much the same strategy during the ngg, though this
hymn is both 1onger and of,more immediate importance to the lurs
celebrét{on_ since it celebrates Amir Khusrau's joy at finding Nizdmuddin
Auliya as his guide An even greater'number offerS’(ZO persons) a total

\
of 51 rupees, S0 that it all takes more t1me (see fo11ow1ng pages).
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C....2. RANG-(Verse III):... -
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«+..2. RANG (Verses I11-V)....
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-y qZ' . .
= R s + —tadence

o : The end of this so ich also marks the end of ritual singfﬁg, is
-announced by the brieféfzi;;fzadence--an -extension of the 1ast note of
the song--and then Meraj 1s free -to begin his own personal "turn to
sing.: During the Rang Meraj has- been considering the choice of his

first song. Given the spiritual and literany standing of his audience he

deems 1t apprOpriate to begin with that most auSpicious Sufi classic the

: 1
[ R N DN .

Masnavi.
: @
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....3. MASNAVIrtVerse I as Recitative)....
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3. MASNAVI (cf ex. 4)

\
A

\

To start this song Meraj needs to lower the tonic from the previous

song, because of the Me;navi thne's high regjsten emphasis (cf ex 4:

340).

'custom for this particular song.

Meraj first intones the opéninﬁ”coup]et as a recitative, as is the

\If the response is good he plans to .

convert the recitative into a song by reiterating it in regular rhythm

with

\

the drum (cf. ex. 4:340). A]most immediately MeraJVSees,H respond ;

-in a reVerentia1 gesture, bowing his head and joining his palims, to

express symbolica11y his identification with the poetic message then H

begins to sway.

Also three Iisteners s1gna1 to the Qawwa1s two to

change‘money--which 1nd1cates their w1sh/to\make more offerings.

\
[
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«...3. MASNAVI (Verse I as recitative)....
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By the second line (A) of the verse, K, the leader, rises to make an

-

, offeking to H, in deference to his Suberior spiritual status. Meréj

therefore quickly decides to turn the Mashqu recitative into a song}
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....3. MASNAVI (Verse I, Statement 1- -
Lines 1 and 2/Sections B and A)....
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As soon as the deum signals the start of the song, L, following his
leader's lead, also offers but to the Sufi poet A, followed on the

A »second 113@5(A) by Q's offerings to all three 1ead1ng personages. Mean-

~“while, Meraj observes that both his patron and H are tapping a10ngw1th

the drum rhythm and H now bows again and starts weeping, then returns to

swaying.
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«+..3. % MASNAVI (Verse I, Staté&gnt 2)....
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Meraj thereforg repeats the entire verse, Qbserving“H weep with more
intensity, thle others show 1ight arousal. Knowing that K, the 1éader;
never gives'fréevexpression'to'his mysticél emotion, Mergé observes a
.responsefin/Elg;fqpe and’therefore qecides to repeat the verse, to br1ng

—

out its full impact.
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....3. MASNAVI (Verse I, Statement 3)....
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[

K's emotion prompts him to make two more offerings to H who weeps

' intermittent1y. Q, in apprectation of the verse, offers again.
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....3. MASNAVI (Verse I, Statement 4).... - -
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Nothing warrants multiple repetition at this time, but Meraj s
nevertheless is attempting to generate some intensification th(ough a

gradual increase in tempo, while ;epeating once more the opening verse.

No change occurs 1n'thei1eve1 of arousal a11 around, so that, after a

dual statement, Meraj decides ta proceed to the second verse which he

knows to be particularly effe;tfve.

2



....3. MASNAVI (Verse II, Statement 1)....
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The first 1ine, stated three times (B),” brings no response, except

7} . ‘ : .
~ for one senior devotee changing money, an indication of inten&gd

offerings. o .

LS
w
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..;3.;‘MASNAVI (Verse-II, Statement 1)....
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It is’on the second“iine that spontaneously H rises and kneels down

before K with an offering, thus acting out the poet' s textual _Mmessage of

,,-‘

submission in 1ove (see trans]ation p. 339) K, deeply moved oy the

verse and by this gesture from a spiritual superior, rec1procates ..... the
gesture at the same time7showing his deepest submissgon by touching the
"feet of H. H then rises ;nd touches the- wa11 behind him, hailowed abode
of -the saint Nizamuddin Auliya. '>' '

. Several other off%rings are received and Meraj fully expects the
heightened emotion of the 1eaders to have its impact on the audience,
'particuiariy on those who ‘are personally 1inked to the saint by -

discipleship. One older discipie (u) is visibly moved even calling out

the text of the verSe but he is not offering yet (though he has changed

money eariier in the verse and might wish to offer) Meraj therefore

decides to repeat the entire verse.

o
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..... 3. MASNAVI (Verse II, Statement 2-Line 1/B)....
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~In the 1ight of the second 11ne once stated, the first line (B) has
now a greater 1mpact several offer 1n order to add a validation of the1r

mxgtica] love, to thaf of the two Weaders.
A
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....3. MASNAVI (Verse II, Statement 2-Line 2/A)....
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On the restatement of the second iine however, the impact subsides,

.except for the continued arousal of H and repeated exclamations and
~
gestures coming from R, the visiting saintly representative. D moves the

tray of food-offerings to be”distributed later, but that is of no concern

. to Meraj. Meraj is beginning to discount R's frequent responses for R N

is expre551ng himse]f almost continuous]y, yet he has not’ focussed his
enthusiasm on any part of the song, nor va]idated his link with an.
offering even once. 0bv1ously, his behavior is not in keeping with his

status and spirituai identity

- However, MeraJ aiways takes H s responses most seriously and thus

decides to repeat this verse once more now, also hoping for some more

offerings”
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....3. MASNAVI (Verse I, Statement 3-Lines 1 and 2/B and A)....
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In this. last attempt to generate: more enthus1ams for the second line
" (A), Meraj 1ntroduces mu1t1p1e repetition f1rst\1ntroduc1ng

‘1ntensif1cat1on by means of a higher pitch in the alternative end1ng At .

}

Car
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... 3. MASNAVI (Verse II, Statement 3-Line 2/A)....
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‘But only one rupee comes to K who rises to offer it to .his elder brother,

~in recognition of his chronoTogical seniority. - So as sédn'as this
offering has reached its‘destination in ‘the hands.-of the ﬁickup man,
" 'Meraj moves on, now deciding to make.the switch 1ntoAthe closely related

~poem by Aﬁir Khusrqu which addresses the saint Nizamuddin direct%y.

&
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....3. MASNAVI (Verse 111, Statement 1 - Line 1/Section B)....
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H 1mmed1ate1y responds by cover1ng his face and expresses his
' emotion The senior discip1e (U) who was moved earlier and had continued -
to sway, now: fina]]y offers to both K and H. Another offering by Q is

received but Meraj is s missing out on responses from those 1isteners who

'do not understand Farsi though they are not.many. : R -
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... 3. MASNAVI (Verse III, Statément-l:Ljne 2/A) ...

-4 P Y, S —

_A‘ 'A_f e ARt Aﬁ —

H wr B - Tt T
X | qM , «

e @ & T
) T T —

N r(v’) v —T
u e s ~———"
R g~ | R:

o 3 X+ Xf,’~'——”'ﬂ~—‘~f —

J

W4 (S18) ‘A
® = A e

=W

i
~
t

1

xp;fo,ﬁ"lﬂ
g
l

3
L
J

~ The second line y1e1ds no offerings at a11 yet Meraj repeats it
even intensifying it with the hqgh pitched alternate end1ng, because non ;..
: not only H but another very senior Sufi is showing strong emot1on (V)
.swaying, even. weeping and gesticu]ating He a]so notes the Tocal

E disciple G' s emotion but sees no 1ntensification in any state to warrant

’ Tntinuing the repetition.'
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...-3. MASNAVI (Verse IV, Statement.1)....
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This verse is one reinforcing the message of the first one and
fndeed it evokes s.trdngv responses in a number of the’"quci/ai'?_1istEners,

including thé.fofémbst among thém, H. On the second line even K canpot'

contain himself from verbalizing.his .delight.
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.e. 3. MASNAVI (Verse IV, Statement 2)....
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But only one offering is received which H USes.to once more express his

deep;reSpect to the saint by standiﬁg up to offer it to K, the saint's
'fepreSenfafive. ;Meanwhi1e Mérﬁj ié making jusfwoné képeafed statement, of
the ve;se,;and-as ﬁoon as thgf_offerihg hés r;ached'Z'aﬁd is picked up, .
he mo?es on to %ﬁ% Tast veréé;'eVen thoughisevera1‘5uffs’aré still

—

respondingf-becaQse time is ﬁagsing fast.



«+..3. MASYANI (Verse V, Statement 1 - Line 1/B).
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In this verse tﬁe name of the Saint Nizamuddin hdﬁ the expected

G

~

immediate impact of exclamatiofis and gestures.  Here the Bombay disciple,

* who has been less affected by this Persian poem, responds again,

expreésing‘his de?ptiona1 1ink through offefings méde to those he

‘,cheriShes as being close to the saint.
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... 3. MASNAVI (Verse V, Sta;emént l-Line 2/A)....
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On the second line Meraj notes moré offerings as well as

_expressional responses, so he repeats the verse. )

>
!
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«+..3. MASNAVI (Verse V, Statement 2 - Line 1/B)....

-

-ﬂ.’é’

Y"?— P 132 ‘ s | T ¢ 'a',;-

: .& A:) IB"‘ 1 - 'B +
R Hﬂ- WL r\ﬂl Aashanll M
K fxu "
P | : P ———— WP "
" ——tMz e : .
4 5" ——— e~ B
P N (7S /
(Y (Gyere : — |
T T«
¥ ¥ L2 ]
vy — — — '
o |y~ — —
R R Ra° )

[“as]

| Ready to set off into multiple repetition of the first line

containing thé saint's name, Meraj USethhe higher pitched‘tune ending
(BR Y for impact. But ndthingVMUch happens. A Bombay devotee (T) as
' we]T as the American Sufi (F), not kﬁowing Farsi, havé understood the

saint's name and make an offering The intensity of other expressions

‘subs des. : | S g
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«.es 3. MASNAVI (Verse V, Statement 2-Line 2/A)....
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By the second line, L. has just obtained change again, for@qare
offérinés; so Meraj décides to repéat the verse once more, in case L

wishes to offer again. !
B ’ q

/ . i,



sa1nt's presence in the person of his two highest representatives.

today only one more song can be’ added and that must express devotion to
» Nizamyddin Auliya. MeraJ decjdes to comp]ement the Farsi poem with the .

Mmore direct appeal of Hindi, whﬂe contuimng the thematic Tink with the

precedi ng song

He concl udes the Mg_s_q_gyj' and 1ntroduces ‘the new se'lection by a brief

=

©

'But_'

" “melodic br'ldge Jeading down to the tonic where the next song starts.

-

w

37
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...3. MASNAVP (Verse V, Statement 3)....
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L's offering does not materialize, a1though he shows some:arousa'1 v
. n ) "
But the leading Sufis are no inore aroused. Meraj therefore decides to g0 o
on. 1med1ate1y to the next song
During the last: statement of the last verse, Meraj has also had to O
decide on the next sor:. If, as is norma'l]y the case in a Chﬂ]a
3
assembly, there had been time: for three songs MeraJ -might now have
considered it appropriate to insert a song in praise of the semor saint ~
of the Chisht1 hierarchy, Muinu&hn Chishti, in recogmtion of that
J»\

»-
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4. TORI SURAT (Opening Line/A)....
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4. TORI SURAT (cf ex. 3 and Transcription 1). ,
- On the very start of the opening line of this favourite song the

>audience comes to 11fe with 1mmed1ate spontaneous response most of al]

R
R
h:::"

from L who' shouts, raises his arm and then cannnot restrain himself from
seeking his saint]y guide s son (K) thus demonstratinglhis devotion and
,a1Tegiance by a prostration (gadambos cf. Table 21) In response t6
L's state Meraj repeats the complete first line severa1 tfaes, 8 enab]e .
. him to comp'lete his offerings to all three 'leaders on the saﬁssage.~ ﬁw &[\q

- _ . RN
v CoT : L s
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— =~ ... 4 TORI SURAT (Opening Line/A)..... )
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Then he 1nserts a brief responsoria] repetition using the 1n1t1a1 part
of the 11ne w1th the sa]ient word surat (face--of the Be]oved)
1a1ternat1ng with appe11at16ns of the saint ' 'ya Mahbu This he

' 1ntersperses with restatements of the comp]ete line wh11e observing L's

, continued stateiof.anousal,»as well as H being moved to tears.



....4. TORI SURAT (Opening Line/A)...:
J
g—aZ
Aokt Mhm mL_m o a = /
| ] T - e
, J\W% lakH -
T 3
At S— TV MK -
LA LS —N ut—-Ls e

AN XPZEELLCARDr> X = P
b : o . f% . -

(et

a

v

‘4°4Meraj's focus has remained on -several other special 1i$teners

showing 1ncip1ent arousa]

statements he therefore emp]oys the. h1gher-p1tched a]ternate tune (A alt) .

~ and’ ‘so restates the responsorial repetition of Al.

To jntensify the 1mpact of the repeated

But no increase of

-their arousal is coming about; so he decides to insert a girah to expand

, _onkthe range of_meaning inherent 1nsthe opéning line.

420



"4. TORI SURAT (Opehing Line: -INSERT),...

sThere is a Farsi ghazal by the very author of Tori'Surat, Anir
Khusrau, which Meraj finds-particularly suited to.this purpose and the |
assoc1ationa1 Tink between the two poems-—through their common author and
h1s d1sc1p1esh1p to the saint--1s further enhancing. |

F1rst however, he waits for a prosperous devotee (E). to comp]ete
his offering to the 1eader and for it to be passed up the hierarchy, to
K to H, and ftnally to Z(see chart on preceding page) SO that his

pickup man can receive and depos1t it on the harmon1um and no d1straction

_ 1nterferes with the rec1tation he is about to begin.

3

After the br1efest melodic transition-on the harmonium (see chart on .

'_.preceding page) Meraj intones the first of four couplets that the insert

consjsts of. S1nce the poem is set to the same poet1c meter as the

Masnavi (see Table 14), Meraj 11kes to~enhance its assoc1at1ona1 impact

"further by'singing it to the Masnavi tune, but offcourse§1n recitativeb

sty1e, using a free rhythm and omittlng alternat1ve end1ngs, as bef1ts an .

_'1nserted verse The only place where such an end1ng w111 be needed is at
~ the end of the insert to signa1 the return to the main song.

This tune does not correspond to the me10d1c frame of a girah

however. A girah must at -the end descend from a h1gh p1tch so as to 1ead'.

back into the main song, whereas the last 11ne of every Masnav1 coup]et
starts low and;actua11y.rises in pitch. This means that Meraj will have-
"~ 7 to modify the tune of the 1astv1ine of the 1nsert, starting it high, in

orderfto—a110w it to descend and Tead back into the main song;_

v

421



- 422

'The”fOUr‘COup1éts"of this‘insert afe“a11'Vafia{;6ns=0n the recurrent = .

theme of se1f-sacr1f1ce in 1ove as expressed in the reiterated monorhyme

B

_unrbanat shawam ("1 sacrifice myself on You", see ex. 11). But it is

the last coup]et which 1ntroduces in its first line a second d1mension,
frelated most ingenious1y to the meaning of the opening line of the song
and expanding it 1n an unexpected and profound was (see trans]ation P.

308)

Meraj is expecﬁihg the entire insert to affect'Spiritually v

’éophisticated 1i§tenors and thus keeps a sharp e&e'oh the senior Sufis in K

the audience as he begins.the-éightA]ine~sequencé.
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...4. TOR SURAT (Opening Line: INSERT Verse I and IT)....
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By the second verse there is the beginn1ng of a response and K makes

the poetic statement his own, express1ng the emot1on of sacrificing the

se1f in love by means of the gesture of an offer1ng to the one who to him
“‘f represents the c1osest 11nk with the Be10ved 1 e. H._ Meraj of course |
repeats the 11ne (II 2/GA) unti} the gesture 1s compIeted in 1ts

entirety.
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INSERT, Verse 111)

... 8. TORI SURAT (Opening Line: INSERT, Verse III).....
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f‘Meraj a1so gives the two subsequent 11nes a restatement expect1ng K. to
respond further. But -this does not happen, so that then he moves on to
the cu1m1nat1ng last couplet w1thout waiting for the comp1et1on of Q's

' offering whose gesture he knows to be motivated by persona1 considerat1on .

< for h1m rather than by the quest for a spiritua1 11nk

.
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On the opening Tine of the-1a$t'¢oup1e£ Meraj sees both K anH;H 

‘react»ﬁith fervour, as well as ‘several others,...
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INSERT, Verse IV, Statement 1-Line 2/A)....

B.ﬂ' v J-1od
A JIA + 1A + ] A 4
oSt e H ST K
" ok | B §
M ' MA—————eM
LiS— L T .
Qla> — — -
R TAns — —]
oy .
u* - utus g -~
RI RY R R™ .R“L RV
Xt X7 xs { -
- € €% |gs T -~ - —

and on the second 11ne H even gives Meraj a. s1gna1 to cont1nue on.

K, show1ng his utter devot1on to the sa*nt N1zamudd1n Auliya (rather than

;'passing it on to Z, as is standard procedure)

vsubm1ssion to his spiritua] senior.

he offers L s offer1ng--wh1ch has reached him through K' s brother M--to

K accepts in the name of

his saint but he does SO wh11e touch1ng H's feet to express his. own v

the coup]et. |

Meraj of course decides to repeat

Then :‘
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© ....4. TORI SURAT (Opening Line: Statement 24Line_1/3$.;.;
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Wh11e m11d responses continue another offer1ng comes from a 1oca1 '
devotee who hasnot responded SO far and is not expected to become o

aroused



- " o | 428

L4

.... 4. TORI SURAT (Opening Line: INSERT, Verse 1V, Statement 2-
Line 2/A)....

\
¥ 4;-—-——4:2; _ _
A [Zh e lIAﬂ‘ + ' Et .
‘ H st Rz “B . Hn“ht “r‘P“'. w{ QP{"'“)
K= | | }
¢ ' , _ 3 j
l—m— | ———— T ——
c e _—— | —
BT C'y S S S
CR[RY RY R -n’RQ.
| x » o : "xs‘ — ‘ . ~— ' ] .
CAN—AK i |

I
" By the second 1ine'the various swayino responses subside, except for R's
-cont1nued gestures and exc]amations wh1ch Meraj by now disregards
ent1redy as not show1ng any spiritual basis. He therefore decides fo
give the gﬂ:gh its final 1mpact by 1ead1ng 1t back 1nto the f1rst 1ine of
‘the song. . This he does by re-stating the 1ast 11ne of the insert with a
'eh1gh starting p1tch ( GA above) in order to make its tune a descending
Qne, as 1s appropr1ate for the. 1eadback of an 1nsert. However, somethihg
: unexpected~happens H as’ soon a§ he’ hears - the high p1tch moves his’
head and finger dlsapproving1y (H above) Meraj 1mmed1ate1y--and
‘correct1y--interprets this as a signal .not to conc]ude the insert but to

_go on repeating its Iast coup1et which had moved H particularTy
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..4. TORI SURAT" (Open‘lng Line:  INSERT,
attempted return to opening 11ne)

P .

;f-Jready introduced the dééEénding tune

that indicates the 50 ¢ fﬁifgfrah; The only th?ng he can now do-

the main: seng line in order‘jhfaVoid giving the audience a contrary

'_-structuraT signal.

-

and response by H):

This he does as written out be]ow (along with signal

a) Standard conc1dding 1ine (asthay7) of Masnavi tune

- with a1ternative.ending marking return to beginning of coup]et
(antara) ‘ A

; INSERT, Verse 1V, Statement 1, Line 2

Y
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<

b) Substitute cbhciuding line (antard Ejtch-and descending)

.with»me]odicv1eadbéck;1ntoL0pening Tine’(ésthigi) of main song.
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* INSERT, Verse 1V, Statement 2 INTENDED Line 2 - .
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¢) Modified substitute concluding ‘1ine (descending movement reveréed)
with melodic anticipatidn of return to beginning of couplet (antard)

' INSERT, Verse IV, Statement 2, ACTUAL Line 2

N6 sooner that he changes "the direction of the tune upward, he sees
H nod approvingly, having instantly understood Meraj's intended

compliance with his wish.
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~....TORI SURAT (Opening Line: INSERT, return to Opening Line)....
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The fuct that Meraj had to i?teruptvthe formal leadtack;once‘stafted
means that a truly effective linkup between insert ‘and main song has been
thwarted. On the other hand, Meraj has he1ped'sustainithe arousé]‘of one
of the sbiritua]"leaders of the'assembly. H oncé'ugaﬁn resuonds visibly
to the first»]ine of the restatedktoupiet, und so does K; but Meraj dbesg

~not see}any potentia1 for-intens%ficatioh hé therefore moves onuto the.
final line and—-th1s time. without melodic leadback; so as not to invite
- gl

another signal request1ng asg%peat--unceremoniously returns to the main

song, thus avo1ding to give any 1nd1cation of his 1ntent since he does

not w1sh to comp1y with another request for a repeat
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....4. TORI SURAT (Opening Line cont'd.).... ©)
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kIniti_aHy,_the first verse appears almost as:‘%‘anticlimax,

LK
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P

By

"4 ....4. TORI SURAT (Verse I, Statement 1-Line 3/B)....

i

It takes untﬂ the t ird Hne .of this stanza to generate responses.

‘ >Since 1t symbohcally expresses the quest for ﬁe‘fpg f'f'l'led ani!’ purified
: b
with the myst'ical love of ! fhe saint (by means of “the- saint 3 "co]our ,

see trans1ation p 333) Tink !tesponses are appropriate.

p

. PR -
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. The 1ink responses continu

>
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e,}predﬁctably, into the supp]igﬁtory c1osing' .

‘Tine,'éo.that Meréj'decides to repeat both Tines without returning back

* to the-fi¥st half of the verse (1ines 1 and ‘2 above).

ra
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-Q The effect of this repeat is- min1ma1 - hence MeraJ moves on to the

.’*, next stanza which is certain to’ yield offer1ngs, s1nce it constitutes an

appeal to the saint in the very name of his own spiritual gu1de, Baba C

. Far1d
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" ....4. TORI SURAT (Verse II, Statement 1-Limes 1 & 2)....
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Meraj dwel’fs on the Tine cont‘ari'ng the saintly name and on

. (ﬁ, ¥im

compTetfng the couplet decides to repeat to a'llow fcm 1ts fun 1mpact

.6‘3,».

[ * . &
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DurTng the second statement he observes how M, the 1eader s yOunger

_ ...\8. TORI SURAT (Verge II, ‘Statement 2-Lines 1.& 2/8.
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,bnother makes an offering to the Pakistani Sufi who ‘has 50 far fai]ed to '

respond either eXpressively or thh an offering showing his deference to -

the’ saint at whose darbar (rbyaI cﬁurt) he is a visitor. .

By thus

"in1t1at1ng L s part1c1pation in the hierarchical presentation of respect_

;,xthe leader.

"

:
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....8. TORI SURAT (Verse III, Statement l-Lines 1 - 4).... -
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| The. third stanza, offfodfllines again, is one\hot‘fami1jar tovmost'~
. pgrformerQYandASuffs today, and Meraj-takes pride in inserting 1t into

hisfperfdrmancerf this.sohg,wshqwing hislépecia1‘know1edgé.\ 
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ie..4. TORI SURAT (Verse III, Statement 2-Lines 3 & 4/B )eons

"Bot at this point not enoogh“time 1s left for his liéteners to be deeply

_affected by a new dimensipn in f“e sking, aTthough H does ‘bow deep1y and '

join his pa1ms on the supp1icatory Yast-line. Just as Meraj has a]ready

R4

1ntroduced the final . descent of the tune Q gets up- to offer, 50 that
MeraJ decides to repeat the 1ast two lines which contain another '

supp11cat1on. After waiting for the offerings to reach the1r destination

‘ and a11ow1ng the mi]d arousal of seve7a1 Sufis to abate, Meraj concludes

the verse

440-
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, The fina] coup1et again contains saint]y names those . of o

: N?zamuddin s spiritual preceptors.

- disciple par excellence that evpkes another offering response from the

L devoted discip]e L.

]

But it is. the name of Khusrau the -

44
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....4. TORI SURAT (Conclusion)....

Meraj extends repet1tions of the 1ine until the offering is complete
(wf{Then anticipating the 1eader s command from his countenance he replaces

the repeat a1ternative ending of the 1ast tune section which he has been ,

using to 1ntrodug§ its repeat statements Using-the regu]ar_ending, he

Teads back to a final statement of the open1ng 11ne (A) Just then’K

- exchanges a remark w1th H which M-knows to be a signa1 to end the
perfonnanca He therefore br1ngs the ending of the opening tune down to ’
the tonic which his brother Iqbal, not needing any separate prompt1ng,

1nstant1y contributes a threefo]d closing cadence (t1y‘) on the ghola .
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‘these disc1p1es travﬁ! to De]hi from Kanpur and cher parts of Indxa :

;of a descendant takeston their ro1e in an unoffic1a1 way.

b - o 443

\

PERFORMANCE 2: ECSTATIC AROUSAL , Y

fhis example comp1ements the first one by presenting an excerpt--one
song--from the other type of intimate assemb1y of /pectal"‘listeners, a
gathering of.disciples.all focussed on ‘one Spiritua] leader and thus
Tinked by a bond of mystical "brotherhood“--they are all p1rbh31

brothers through their IL__
’ This ssemb]y const1tutes - group of Suf1s a11 related by two .

"

‘ generations of. d1sc1p1esh1p to the "Kanpur silsila" of the 1ate Babu Haya

of De]hi who was h1mse1f a fo]]ower of Nizamuddin Au11va Every year7

) -

attend the urs of N1zamudd1n Au11ya Jo1ng in brother1y commemorat1on of

their own sheikh 1n an assemb]y they hold late at “night on the 19th of

"'Rabi-ul-Awwal, tﬁe th1rd day of the L urs ce1ebrations. The. place is

ausp1cious, a huara within the shrine be1ong1ng to the th1rd 1eading

representative at N1zamuddin Au11ya who however, is not present there

The m1r-e-mahfiL or. 1eader of the1r assemb]y is Khalil. Mian who is

lthe sp1r1tua11y senior among them and h1mself has the authorvty to act as

a sp1r1tua1 guide (kh11afat) The other members of the group are of
varying ages and material standard Outstanding among them are two more

disc1p1es with spir:tua] 1eadersh1p authority;-they.are also among the

”,_bfew who-are able to‘make generOUS'offerihgs The only senior person from

i BecaGEE"B? its location at the shripe, the Qawwal Bachche have ‘a

P P

first r'lght to perform at this a'ssemb1y.»v I‘t'“'l's-*eraj among them who by
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customary right functions as the pr1nc1pa1 performer, although the
assemb]y leader also gives occasional "turns" to visiting performers
Meraj va1ues this group of listeners for the1r serious commitment to the
/‘mystica1 path and their respect for his own special competence of

| classical Qawwa]i singing..

During this assembly, intense emotional arousal comes about
repeatedly:because of the strong and mutually reinforcing‘spiritua1 hond
~among the participants."The:exCerpt presented here serves to show the.
entire course of -an ecstatic state during a.performance, et withfn the
e‘contekt of the larger performance sequence. . In addition, it exemp]ifies..s

the following ' specific features of 1nteract10n most of them connected

with the management of the ecstatic state: -

- general features : »song choice considering setting and
. . _. . [

situational factors

- focus change between single .and plural

special listener's suggestion for insert

“musical strategies application ofia1T types of repetition

‘ rep1acement~of takrEr by girah

N . >

alternate tunes used for emphasis and ease of

i ow ‘repetition , r

introducing Song with Pre]ude and

Introductory Verse

" a) Setting
The assembly beg1ns at- m1dnight after. devotees and performer have

J'taken part in a 1arge pub1ic assgmbly in the Urs Maha1 hall. By the time.
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Meraj arrives, however, a Qanwai’visiting from Rampur isbaiready'singing
an extended turn of three songs. During the second song, Meraj appears
o at the open door of the hujra then he signifies his presence, making an
offering to the leader and withdrawing until he js called upon to
perform Meanwhile he has time to assess the elements in the‘setting
which he con31ders re]evant to his choice of a first song The. two songs
lhe hears his predecesspr sing are both devotiona] in ‘theme; &fé first one :
is a traditionai Hindi ' song praising the saint Nizamuddin Au]iya and
;expressing the love and 1onging that activate the mystical bond Ih1§
song evoked fervent even ecstatic responses from the audience. The song
1oy1ng it p1cked up the theme of mystical love in general, in the‘form
’& contemporary Sufi song poem in Urdu. “The response was genera'l .
enthusiasm and a number of offerings AN . | |
Iteis obvious to Meraj that the -same thematic orientation of
devotional mysticism shou]d be continued " And he considers that
.addressing the saint, whose closeness ai] have come to experience, would |
also be appropriate For this purpose the more familiar Hindi or Urdu
wouid be more suitabie than Persian between the two Meraj gives
preference to Hind{, because its association with ciassicai mysticism is
certain to appeal to this initiated audience n
Before making .a finai decision Meraj must take into account yet &

another factor in the situation the composition of the audience at the

time of his singing. The familiar group is assembied but he notes that”

' one of the more affiuent members is absent from the assemb1y And from
those who remain there seems no definite directive as to the choiﬁe of a

particuiar song. However, in the doorway he has’ already noted the author

R e
-
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 operating her recording equipment with her husband, an important personal
patron at the present time. This- reminds Meraj Uf an -old song; kachh- ﬂ_igiufnd

Jagmag jagmag howat ha{’ (see ex. 5 and Transcription 2), which is

19
appropriate to ‘this occasion and had been brought to his attention

f:earlier by~the author S husbapd on behalf of a Sufi friend“in Pakistan

1Y

o who had" asked for a performance of this ,song. Meraj recogéﬁies an . o <
I'4
opportunity to respond to this request and thus begins his turn as soon

A

- _as the leader calls him-in. ~ L L e

/ .
i A ‘ '
. .

;_b) Prelude and Introduotory Verse (cf ex. 8 and 9)

e

For this first song Meraj is accompanied only by his brother Iqbal
who complements his singing and also provides the‘ghglag accompaniment.,
Later they/hill be joinéd by “two junior partners Having taken his

'place()Meraj perceives a momentary pause of relaxation followxng the ,f ’J%r

verxagntense song just concluded. To- allow for a breathing space and to o

{attract the attention of the audience to himself, he decides to begin his
‘performance with a prelude on the harmonium, it is the modernized version’ .

_of the naghma- e-Quddusi (see ex. 8) As Meraj begins to play, he

. observes Khalil Miyan the leader, still exchanging expressions of ¥
/s ‘
? . delight with other disciples over the previous song But gradually the
':zikr rhythm of the prelude begins to make its impact upon the. listeners.

‘Hhile the high—pitched phrases of the preggde are repeated with i o

) _ g'acceleration, two younger devotees stanb?clapping to the beat
: S L . . S : . :
: "gesome others sway. . o M%’f’”f‘h

These reactions tell Meraj at his listeners are now ready for the S

f‘ : -essage of his. song._ Inmediately he brings the EES!ES to a conclusion on

 the. louer tpnic and the druu-ing ceases. As one listener exelai-s

i'ei._>' : R
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: chosen song's focus o 1ove this ruba's, he feels, is sure

- ¢) _The Song: Synopsis (cf. ex. 4 and Transcription 2)

T S Py
| ., s 0 ) ) ‘ g -4: . 7:94'3"“
?subhinaiiah“ ipraise~be .to God) Meraj begins to. sing. -On-the spur of - - :ylﬁﬁ

the momegt he ‘has decided to preface the song gith one of his favourite
intkoductory verses in. Farsi Shud diiam (see ex. 9). Appropgégte to: the
t ppeal to
his sophisticated audience and and will set the right tone for. the song
me begins by intoning a brief wordless meiodic formu]a connecting the. h
conciusibn of the naghna to the- iniglat” Pitch of the ruba'i; the fifth.

Accompanying himself -on the harmonium he deciaims the first iine of the f. V:~‘

| verse hnd then with a siight nod signais his partner Iqbai to repeat

1tw Ihis -he does, moving on to stng the seconq 1ine and cdnciudinﬂ the f :

fﬁrst coupiet by:a descending meiodic movement. " Now Merdg again~

. g,
over, moving ?ack ito the fiﬁth for the thir:d Tine apd t’i,?" without "
waiting ?on,a repeat by his broth he starts the ﬁast 1ine direotly on

first iine of the song (cf ex. 9 gminimai version P.. 801)./7His brother T
now~imme3iateiy joins in the ghoia providing the appropri]ke rhythmic

framework of an 8/8/- musica1 meter and the song has started

-
e

Ce Verse I. The Opening verse.evokes immediate enthusiasm, especially

from the older- 1isteners who cherish this o]d song Incipient arousal is -

manifest on both verse iines and one eideriy discipie is particularly
touched by this song Few offerings are made however. ' '
Verse II. - A: heighteded state of arqgsa] among the devotees as a

{ -

whole cuiminates in an ecstatic state experienced by the eideriy "

| discipie.; During the four extended staeements of this verse Meraj sees'

o
’ ’ ,-A'
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;{..»,»/ “to J'%geating the Verse 1ine so that the djsc,i» ,&'
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-
the discip‘lé‘ move th?ﬁ raQuaHy ir&tensifying arousal to the total

L '&,,év

abandonmentuaof ecsta -t ressed through ecstatic dancing, and brought

|

to a conciusion through & offering and then an intense embrace of the.
. . . F&‘“’ -
assemb]y *: L - ,-',i, - S i
7 % e . : |
During the fir presentation of this verse the eiderly discipie is ‘
| - L

aiready showing signs of mo;‘e imtense ardi‘l'sai whi --‘jricrease as; Mera.i
starts the‘vense a second time»' However rather than%&ter&‘m}o the "‘f o

discip'li by continuir?g to repeat ﬂie saiient second" versy iHne

due to hivs concern for other morg prominent Wers of hi’s aaﬁ‘d'ience

(inci’uding the foreign patron) decides insteadv'to enhanoe tbiﬁ“s Ver;

ﬁne@y inserting a Farsi verse as a’ gira But%he is immediate@&
' B g , .
stopped by MisIEin Shah the senior Sufi of . the shrine, and made to return,..‘ -

i@tensifﬁe%unti’r he is danoaing ecstatica]t .

'.ﬁ . . o

listeners stand in reverence;.. . e t;) e 2
_, m R . - |

Statement 1 and 2 of thi s verse are transcribed in Transcription 2

R : : . i o R oL “

MeraJ now complies with the requirements of th'lS state of ecstasy ' - o
(kaifiza ) by providing takrar repetitions of the same line and ciosely
R
monitoring the needs of the ecstatic person In response to a. sibnai

-

from him Mera:} returns to. the beginning of the verse a thi rd- time. Well*

into the second ‘Iine the ecstatic discipig s rag cu'lminates in an
embrace of Kha'lii Miyan the ieader. This sugﬁests to Mera hat

= shou'ld make a finai statement of the entire verse,othis time with a new

antara tune lower in pitch to give ’the stﬂfned voices of on’ly ‘two
persons a rest. But even ghile ‘Iocked in embrace, the ecstatic Sufi

o PR P .
8 . : S i R s



R Y e 4 . b Xy

*
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'contian&ues his. danc‘lng movements, SO that the performer 1s requ'h‘ed to

-

‘ k)
'“"continue h'ls takrar of the secand Hne unti'l the state finaﬂy subsides.

,'_'single Hne Meraj decides to 1ntegrate it 1nto the song by treating 1 t-

‘ 'Miskin Shah--1n the absencg.‘&f any recogni,

,the loca'l saaint--seizes the rare opportun i

.At this KhaH] Miyan sits down and the rest foHow his examp]e whereupon

'Meraj 1med1ate1y termin&‘tes theﬁerse to go on to the next one. .
¥ Ver'se I11. As Mera: De 1ns the‘ third g\ﬁﬂast verse of the song,

A ,'n {

S lE §Céndants representing
o eﬂ%is control over

the Qawwa1s.-, His ' command % insert a siﬁg EW r‘s% ﬂﬂe, insp'lred by . the
‘ -
meaning of the preggus verse", ,comp‘l'lcates but a] SO enhancé& the songm

. Co T T_rans]ati'on_‘ / :
"~'He'»who_ js'as‘l"‘ee"p_,‘,; 16ses;’but-','he’ ﬁh‘p, :'i'sﬁ'awake; ;’f"{nd%g,.
‘ . I » B L e -
- Given the themat'ica'lly and structura'lly concJusive character of thi $

<

. B ,v , .a %
presentatibn(& The Hne originat’ing in Hinﬁ' devpt‘ion.ﬂ oe'I:ry,(,f‘H:‘s’J the
a wsang 1n Beth meaning 'a'n'd form (cf. ex .5, text aﬁs’t«ranslation)
L CU e gy e e bw . z’_ "
: ( o %’9‘%‘ ;;.?’ " ..ff ‘l}' ‘6 o ‘;A:, A ; ot - . -é-". | ° - .7 el : ‘ .
: . ‘m_.‘, . o . . © 'Text;-_- < - R e Lo )
. .b ;: ‘,'%‘ . e b . . |
ﬁ-—‘-—*’) 44&.4‘ .,,9 d—-u,)o)&—u/i’" " .
L4 b : K N
B . ' ’ | ) ‘.‘ N ; - ’ .
i - ‘ ' S
- stdwa‘t] hai woh khowat hai, Jo-gfagat hai woh pawat hai . ;'. X B
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‘ The,p
‘résponse from ‘the devotee is miid O that Meraj :oon reverts to the 1 '
beginning of the versé Indeed as a SOphisticated Qatvwal extreme]y

' weiloversed in the,c]assica] Qawwaii repertoire he appreciates
»

'sappropriate inserts but is critica1 of interruptions with incompiete or’

¥

o inappropriate materials and sometimes resents having to comp1y where hel

: considers th::Ipitiator S status insufficient and where no financia11y

LY

benefic1a1 response is forthcoming S

e
» .
enthusiasm, especially, once . again from the e]derly discipie, .50 that

;- .
gmraj decides to sing ‘the compiete verse pnce more But« the el,der'ly B

dis&ip]e is now the on1y one who expresses excitement. Expecting nothing
' .

- K%

" more ﬁn emo’ional response or in offerings Meraj decides to end the song

@ ‘
with 2 last statment,.in siower tempo of the extra. gine iWserted eariier

'_ by the loca1 Sﬁfi _ Educated as he«is, in the Sufi tradition Meraj
L) 1

reaiizes that in this conc]uding pOS1t10n the inserted 1ine sums up

o appropriateiy the message of tﬁg whoie song.

. _di Perfornnpce Interaction Sequence \<< ;; -

B In order to i11ustraxe now how the sa11ent 1nteraction séquencm ‘;'
during this song'comes about step by step, a transcription 1n chart form |
foilows for verses I1 and III mode]]ed on: the SChematic presentation of

-a performance interaction shown on Tabie 26 255, and discussed on p

 305. e

. The correctqgecond line of the verse brings &nd‘hpr wave qf jfg‘ gEr

450
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J
Verse, 1]
CVERSE'II  * © ©  PERFORMER | AUDIENCE
(ef. Transcription 2) - “ INTERACTION: ‘ o
Statement 1 - T w .
—_— % . o \
Line 1/B: & - Yy -
(2x) 51_ Irit:@uces line half by half,p 3 "Elderly disciple (D) :
L . ' e responds by moving ’ s
# Lo T e - forward, kneeling :
¢ (3x) B2 " then moves on togh —_ "‘Attentipn aroused for
s . : - ' / conclusion of verse
" = . o
praest

(2x) Al-». Expgcts Hne to havﬂﬂmpac” W U o

A (’3x)k A2 espec1a11¥ ﬁ ("God is _d_>& (ﬁ:eral approval .

o< TR awake. . o \ . $ounded - -

IR ST L R \ ' - D turns<toward . K
L ' v ‘ ~assembly leader (L), |

* raises’am and shouts
_ B - B _ [
2.. : Q - |

S " .

(5x) Al Re tates Tine, expanding —_ D exlauns turning to :
o B (each half o * . performers ' v
o AR N o ~.Local Sufi (S}

e receives offering,

R e, L. AR '* presents to to another
: oA o Q. i f. senfor giscip'le who
EYR s ‘ ot ; R offers it to L. o

(2x). A2 Keeps Hne godng during e L offers sime nazrana g
) - offering sequence. - - . formally to S who rises:

~While receiving offéring with €— ' in respect, so that both. .
umﬂity, his brother: takes : pass’ it to perfor'mer.

'unity fo°Tead;* '*:*"’r““#%'

- nitfating another- statement AR

- of verse before: offering : -
qequence comp'lete. DT

PR

P - : . i
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VERSE II* ¢ PERFORMER . _””____AUDIENCE
LT e e ﬁERAcnon ' '

- . "x'.,v

D

Statement 2

Line 1/8:
1. -

. (lx) Blalt i Brother sings higher-pitched R S | ; ‘

antard (see 45) showing » , A MV

' ‘ - ‘quality of his, voice &,‘ T L
. (2x) B2 ... %}‘ _ ‘p\ T ey Y "Dy stﬂ] knee.ﬁn,g, grasps - P

Y

- & g his chest w'lth emotion.

Sy D . . . R ‘e - R

‘ 2' ‘ .\ . . . o -‘ . ;‘?, ‘. ., - | ‘
‘~;.;"?' o v \‘: SR P
(lxn &, Single statanen of oM R .
D L Jline 1( B), ser\;i t S DL
. ér.-;*a.,' " “introduce 'Hne 2 R) e Q ' “1 =

(1x)§§_ t o o .;]';. —_),/L nars expectant
. e _ . ST L : ;2:.“ | _ &

Line 2/A:

 (2x) AL - Settles into AL ... ——3 . General response, heads "
' R T v sh‘a'k.in_g,‘ams* raised .-

- (3x)"A2 - Drummer: accentuates. = . - .U S

—_— arrival. of A2 -—-} D ‘more - 1ntense]y aroused

S T S ‘turning on knees and - .
. - o ™0 % bowing dn reverence:. > .-

. . - T . i
e . R TP : e S Ly
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U VERSE 1T v . "PERF.%RMER‘V." : " AUDIENCE
o e INTERACTION

‘ S T S : .
'2 ' S . _xv-d,gg'v S . .

,}. e

] ¢ e ‘
(3x) A1 'kExpects to expand thi;s line-f—) B moves with increasing

to allow full meaning fo .~ intensity -
: <§, sink in R

% : : R B
(1/2x) A2 ‘\Ipterrupts A2 to '”'59”1 v "—-)e D bg%qsnes sti.,] 1 {nstantly
. Farsi'verse as 1rah to L e T
P anplify meading~oF Tine - T

~ and impress sophfstieated ¢ RS ’t LT, S ‘
<.",.]i . e . . ¢

. ‘ e . o ; .
L= i PR \'\\ . " . )!. ¢, - ’ 4 S
' “, pEeTa S oo T o A
? Ayn O - T .
RIS .( 9“-", S PR SN . .
q\} PR H, LI 'n “;‘. RS ‘\‘4;' . 1 S '. .\<

LR o P 4
Begmsn:gj_tr_?ﬁ 1"15010 I ”S 1mmediateix signals per-,  © x:
presemtation ... . 7 :*'*“ v formers:td stop insert . -
L @ v e LA e ~.and contfnue repeating
« T T f:fﬂ AR " AZ, giving priority ‘to

. I et e 4_D"'s aroused state -

B . R ””' N 2RI
R 2 : 3 '

M

-1 (3x) A2 Instantly obeys 'S ahd: .we—=3 D instantly tirns round to -
tEe «_ - returns to repeating A’? performers; qnd hreaks A

N R e T T vi‘n-t% Toud - eeping P Y
N i . N T . . X ] ,-

(3x) AL Returns tor beginning of - —g» D, shaking head, searches
, - line to]keep its. message . pocket, stands up with a
.S 1"1‘—3Ct e © 7 “shout amd makes offering"

.

o

M % o o to L, bowing Tow.

- (3x) A2 . Naits for’ offering to reach L passes offering to S who _
T, himg repeating Ao hands it on: to perfonﬁers S
T I ¢ =3 D, meanwhile, standslup, . .
S T T -+ 7 " raises ‘arm-and shouts ’
B o oo o w T several times while
' S ' " . . -starting to turn on the’
Sl e ) spot, having- reached
LY T e ecstasy
R AR I L and S rise in recogni-, .
S AR 'ji" ' . R ST tion of D' B state '

L . ‘ compietes A2 as soon as ' (-__... Everyone fo]lows L 3 'lead
/@ SRR R everyone 'i_ standing / and stands up L

ﬂ R . B .,‘i'"f"



FHVERSE 11

e e e e e

Sfatenent-Z

~Line 2/A:

‘ e

‘;Afax)’ﬁg’

-
(3x) AL

(1 1/2x)
2

Intensifies arriva

‘ Returns to re1terate N
‘ entire lineo SPFRIREIE

X
R %
PERFORMER

Fu1fils duty to accompan ,._.;55{7'
. ecstatic state for. 1ts;¥

‘duration by repeating~ﬁ?‘
amplified by B 1nter-
m1ttent1y v .

»

salient A2 by drutilf

."-T ",’ . .

P]ans extended run of AZ

:"A . !

et

Interrupts 1nstant1y to -

- comply with D's need, . -

- interpreting his: shout as.
.‘request for entire verse _7
repeat

e ..

INTERACTION =

- & S motfons to performers K
. with rhythmic arm move-

T ‘{// continues rags . -

‘-.1_15”' performers between inter-

 AUDJENGE

'.'& . . . - .
R - f o o 7

D -continues turnning with
~vsma11.steps, arms
_-extended upwards in’
classic posture of rags,
shoutingprepeated1y"ﬂ‘
Entire audience focuss1ng
Sn D . R
S ‘urges on- performers by
handc]aps - 2

General response to A2
exlamations : °

- ments . ;
D, now one arm raised

A S

Seyera1>apprijngieXC1ém-fa

ations but no offerings -

TS ~D's turning slows down, .
“l;.' . o

ows head

."S tries to she1ter D

Mhile in uncontro11ed
§t§%e A

APProving exc]amat?nns
continue . . .
,'D shouts out to

VI

mittent movements

9" e
,
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VERSE II

. Statement 3
.Linevl[g:

t

g
Sta€Ement 3

-,‘}tge 2/A:

51 2
(3x) A1
e T statements

A

PERFORMER - -
e - INTERACTION -

.
- e .- .
A 19 : LI .
R . )
e N .
s

Gives each haif 1ine three ,

L |
(2x) Bl Goes back to beginning of
T verse, ‘but only briefly,
- to return sbon to A
T
« (3x) B2

dAUDIENCE |

-y

D responds with renewed

fervor shaking his head .

and raising his arm

/D begins to- turn again

Remaining audience quiet

R

e .
> _ &

D turns siowiy,_arm raised
high .

‘r”,,Generai response to A,

individual devotees sway,

smile, call out
X f .S urges on performers
o (3x) A2 Observing D and general . =~ ]ﬁenerai focus sti]] on D,
| “ redction. he decides to R SR someone steadies him
repeat line R ,
Lo 2‘. - ) a A . '
- (3%) A1 S 2__ - =—3> " D now a]ternate]_y stops
AT Ly . and raises arm then ' -
R ", turns toward L
. 1 _searchingly who _ o
, ‘vgj “receives him in his arms
' L holds the swaying B
' ‘r/" securely. and nods ‘to the.
performers to continue
[ . e L takrar repetitions .
. (1x) A2 Noting thevsignal from L. . N . T o
: "' ring first statement of EEVCIIE. e -
- A2 hé decides.to repeat g e L A
o The entire wver§e - .;
, ’

455
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VERSE 1] . PERFORMER 7. AUDIENCE
. & ... INTERACTION - . .. |
. Statément 4 - | _
+ Line 1/8: . o
1‘ \ ’ / . . ’ . -' -
(2x) Bkl - Introduces 'lower-pitched e e z‘ 2
. Sorpeses o (rslee WAL L nods,. encoura 1ng per: .
o composed on the spot, to ——>» L nods,. enc - '
: lessen strain on voice, .. . formers on, st?H ho‘lding
s in anticipation of more . - D securely -

1engthy repet1tions ‘ | N
) =S Toudly reciterates the :

- (lx)-‘B‘ahé Interprets S's signal as .. / phrase "jagat hai" from
' request for- A2, so he cuts A2 which reminds him of

* d——

short B2 and'Tmnediately | extry 1ine (see verse

, : continiues on' to Tine Ag ' &1 °1, A) ' R
. N o o i “ ) ‘ .

§tatement 4

""“ Line 2/A:. L ,* SURERR
(1x) AL sings AL on]y once since A2 B N
o contams S S. request phrase——., D starts stamping feet
, - slowly, still locked in y
_ . ‘ _ embrace o L
- '-('2xu) A2 Expects to §ing AZ over and -—..., S‘@he‘a’rwﬁ"\iaga‘t hai o
S0 T over «  again, shows his enthu- L
T ' : siasm by: rhythm'lca'l hand E I
S T o motions :* LRURI
A e -~ D stamps:and bocnces A
DR o % rhythmically ‘ .
. ' Loe L shares in D's arousal, AL
L o e raising -3rm, but verba]]y I (‘ Ty
P e A PR ind1cating A1 R
Picks up sign “from L for - * L T
: v'o _ reiteratiqn o A1,__-‘.hrence‘v‘-“ A e .
- (1x)'Al  Restates the entire linee2 ... 7 . ST
: T - once. responding to the L ‘.’.;9 S

e needs’ of both L and s then
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) YERSE 11 .~ .PERFORMER . : AUDIENCE

Toel . INTERACTION . -
' Statement 4 S | L T o
Linqa?.-/Af CoL | : - Ea

"y '(4X)'5_1_  For L, he sings Al 4 t1mes —> L raises arm, exﬁresses L

R , 7 _then goes on to sing A2 L approva1 deHgt then
® e - forS A _ o pavs. D v

- D is stin bouncing, arm
g rafsed . W o
o S addres es performers P
/ agam‘ his phrase
- suggesting
" - (see verse -

3y A?‘ - Instead of re-sponding to‘ 4
o request for :something new, - /

o _he comp1etes A, in s port NHoNkpAg s
$ . - ofD's renewe’d arousa1 _ . source of )
IR Vel T - B ¢ holds D fast | :
:%:‘ ' ‘ ’ l.*--:‘i‘ v" o ’ . s
2 N X SRS | A : |
L " ‘

. L R : AN . :"_”A e 2 . ) !
(2x) AL | Given D's state provides S e e ‘m« R =
: - . him with-repeated A, but. ——-) D ‘cries out opce” more . e
R _' without wishing to pro- - at beg&ning of Al, then o
= 10ng verse T = Just sways, h‘ls ecstasy ‘ -
_ T ; abat1n9 ' v L

D is 1ng gently as hg
(//- becow@s calm,

L now guides 6 to his sit-

.. - .’; ) . " .. ,.A. | .‘ _ 4
> _ e _‘ ¢7 ting p]ace

s ~ - Observes L 'move toward - . _ : S S
> ~ concluding the\e_cstatic o 2 LT g
G efsode hence U T e

© f2x) Al' - Restates Al just enough times . Dsits down '11mp'1y S AT :
g ztimes to'Tinish the verse o Losits, down and - . .
. . ."‘_‘“ g - o
f(;lx).".‘AZ -~ »with a sing1e A2 whﬂe aH (——— AH ‘the other devotees
sit dovm 7 o fonow su'lt :

:' . . ay
e 2
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Verse 111
VERSE 111 PERFORMER ) _ AUDIENCE -
: ‘ ' INTERACTION '
Statement 1 A .
(TncompTete)
Line 1/B: " - | . D :
(2x) Bl Immediateély proceeds to “Audience st111 sett]ing
S state B, by halves . .down
(1/2x) gg_ 'BéginS‘ggv : : S interrupts, ]oud]y .
' ' R : . 7 shouting-out the verse.
¥ 1iné¥hé has been tryfng .
‘ , L g to 1ntroduce >,
Linedn f o O e i R
(insert e ¥ - 7 EE ’ ST
- set to]A) ’ . e Ca
(1x) P ‘Interrupts. B2 immed1ate1y,\,w$, _u..' o
© 4. . to comply mow with S$'s = % . . ,3.‘
" command, deciding to set - : -
-extra 1ine to asthayT —--> 'S raises arm in rh ythm, ¢
: tune o , becoming visib]y aroused
" (2x) 1A2° L i _" Ng partigular response T s
T hf/, rom others e T R P
(1x) AL In-the absence of a general ':fff R “_v‘;, L P
S "\ response. he restates the W ' s L
entire insert, to let it -—-—9 S nods. repeated]y 1n
| \- make 1ts full impact o : de]ight S B
e e - ' RN
(zx) IAZ e e Several devotees respofid ,
_-_._; ;k‘F_ ; C . - with raised arm o L
’ Expects”nothing more, since , No offering indicated ;]
. not evers® has made an . - 47 | . R
offerin? in appreciation : _ o & s
of his nsert, hence RS S TS TR A :
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VERSE III PERFORMER v ~ AUDIENCE"
. B  INFERACTION .o
Statement 1
l;-ine IA )
g 3 - 3 ) . R ‘,_ J
©(1x) _I_A_l_  Makes final com?lete state- =3 D, after sitting still
. . - . .ment of extra line thgp . with bowed.head, mow : - -
(lx) IA2 -~ - goes back to begin verseo ~ shakes head in' response .
N IIerr S o A
@%r : \ . c ’»,_‘,.'\ T e o
’S’ta'edne‘at 2 1 A T e
i ) , . Y "‘7«' ‘ 9' . ", - ) - R _‘.. . R . S
ug@ﬁ/s Ce T
. -t e L G S q
%‘ 10’,' 1“ ) s' K ’ .v . '.‘; o ) *' .

e (Zx) ﬂ- ~ 'Reiterates first lne as 4 D mildly aroused agaia, ‘
L T riginaﬂy i,n_té’nded,‘ Q, ‘nods -and raises arm =
IR ' - - S-does - erwise

>

s
(33)_"8.27’, a ng second half proper e D and another discip]e
ST e ‘posure o ' / enthusicastically call §

. T R | .. out the concluding p_hrase
Could ~re’spond to aan :Dy’a ab karle—-"do it now."
repeating B2, but decides C s ’

R
e

to go on instead- Co e e
dj’ . A ' . ' - ¥
» ."‘ o .
Concluding statement of -0 raises arm, speﬁking ‘
R verse is finaﬂy stated . and shouting . "
AR P ’ _ : v ~ Others. 'Hsten expectant'ly .

~ o+ 1(3x) B2 . , ‘, :-) G*eral response,\~ P

o e T T v / expressing delight in -

R C o - gestures and shouts, but:
I N : no offerings

_ , . B g - D more intensely aroused
S _ R - / shakes head, calls_out
o o R R . ’ 1oudly, raises arm\
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VERSE IIT PERFORMER , {i AUDIENCE

INTERACTION

Statement 2

Line a/A:
2. - g
(3x) Al Repeats entire line as ‘ General response less
indicated by respopse, E:\Z fervent this time
but has little hope of One disciple makes a
monetary reward praying gesture
(2x) A2 | » —‘ D, too responds lesg
T fervently
/
- Statement 3,
Line 1/B:
(1x) Bl Gives verse last try, for - ~.

effect, dwelling on

segond haltf . ~\\Ek

(3x) B2 Since~nothing is forth- No response, only
; coming, he moves on / S nods in approval

1

Statement 3

: (
Line 2/A: \
1.
(3x) Al Sihgé his last presentation —>» D once again responds to
B . of A, ' this line, nodding
(4x) A2 —>» , D raises.arm, shouts
s’ - . . ‘(// enthusiastic comment on

this -Tast statement

Extends last part of message, v '
allowing D to express his -
reaction, also allowing '—> , Among the rest, hardly a
* last chance for offering ‘{/’ - responding gesture
Concludes that song has made
its impact and will yield no
_further spiritual or financial
benefit.

.



VERSE 111 PERFORMER

INTERASTION

Statement 3
AL

Line IA: |
(1x) 1Al Decides to end song with the
—__' extra line inserted earlier,
realizing its effective use
in summarizing the message
of the song.

(1x) 1A2 Indicates the conclusion
T formally by slowing down
the tempo, mindful of the
fact that performance is
being recorded

AUDIENCE

461
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HART (ex. 3: 331 ff)

TORT SURAT KE BAL

Performance 1 (Song 4:418-420)
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KACHH JAGMAG JAGMAG HOWAT HAI (ex.

-

Performance 2 (Song 1:

Y

451-453)

341 ff)

I

(Note wolodic and rhythmic variab'i]ity in performance)

~

VERSHE -
Shaterment 4 0 [—@_ B o @
) f ¥ 1 R R .
deneip A D A AR R G
CLp s .
Sukhwinds g2 akhifin  Khela2avi, S winds s akbiia Kola R
.__m ‘ r ﬂ ﬂ__{ " oy .ll‘
R TR A T R i R e D]
iR esE S ia e tm P S RS S S SR S S SRR A )
- L
T e ekt P M g, \s..miH\p Bbsn iy legl, Koo goflet A se dgin laegR
1 .Y \I Y
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4. { Yeh prh keea-mo b Rt wabiRS Y pAts kamw KT AE3 uh.}fl n
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FOOTNOTES

In the sense of "concluding portion", but not implying fina1{ty as
the term suggests in its standard applfcation to Western music.
1 - )

This required particular care on the part of the analyst not to
evince too much familiarity with classical music, for to do so would
invite the Qawwal informant to instantly adapt his musical knowledge
into that formal framewbrk. . '

The term Qawwali assembly is the English rendition of the two
variant terms normally used by Sufis and educated laymen; one /is the
Farsi mahfil-e-qawwd17, the other the Urdu qawwdalY kT mahfil.
Colloquially, the term qawwalT is used, whiTe Tn formal rel3 ious
parlanc§ the proper term is mahfil-e-sama' or simply sama' (see<Gh.
5:79 ff). ' :

A paraliel idiom is darwesh aur ra'usd (darwesh, i.e. religious
ascetic, derwish; ra'usa, plural of ra'is, 1.e. person of of great
status and wealth. :

-

The ohe’we]]-known:exception of this was an uhusua] Qawwal whbse
personal réligious interpretations in performance earned him the

_title Waiz (preacher, religious interpreter), while to his hame was
\agded the epiteth Sufi--, Sufi Abdur Rahman. Both title and epiteth

‘indicate an exception confirming the rule.

Muslim Tombs ‘are always orjentedd toward the Kaaba: the body, lying
on its back, has the face turned to the right, so as to'face in the
direction of Mekka. .The tomb itself is aligned with the body; and
the entrance opehing js placed at the foot end. In India, then, all
tombs open toward the sQuth, and have a north-south orientation,
usually with a mosque to their West.

This, at Nizamuddin Auliya and other shrines, appropriately gets to
benefit the entire group of shrine performers, since they sing the
first song So]]gétive]y and all share equally in its "take". -

" How the performer deals with this requirement bf'takrﬁr repetition
is discussed below (p. 246 f), in conjunction with parallel musical

procedures in the song proper which are being replicated here.

_ The double share for the leaddd is a relatively recent pracfice

running counter to the traditional bradri rule of equal shares, a
development ‘regretted but practised by all Nizamuddin Qawwals and by
other hereditary Qawwali groups as well. ‘

: “ ;

Lines 2-6fare composed of Farsi words and syllables forming part of
a Sufi."vocabulary" of spiritual expression-which has been out of

use for some time and remains only partly intelligible today. The
textual meaning of these lines is in no way emphasized in the

3
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Qawwali usage of today. For a brief treatment of this Farsi

vocabulary as used in the tarana musical genre see Amir Khan 1966).
1 Urdu rather than Devanagari script is used purposely for the Hindi
selections because they are part of an entirely Urdu-speaking and
writing community which uses Persian rather than Devanagari script.

A1l collections of Sufi poetry are in Persian script for all three
languages (e.g. Naghmat-e-Sama', n.d., I1dris Khdn 1973, NizamY, K.

1973a and Nizam7, P. 1975).

12 Clothing covering a woman's head and chest, symbolizing the self’
which, in mystical devotion, becomes immersed in the Beloved
(coloured by Him). - . .

13 The spiritual quide of Nizamuddin Auliya, (see Table 12: 101).

14 The bride's hardship here symbolizes the Sufi's struggles of the
world. . :

19 Qutab Sahib is the spiritual guige of Farid, also known as Ganj-e-
Shakar (see Note 14 andd Table 12: 101); the wedding symbolizes

* spiritual union in which Khusrau, the poet, is represented as the
bride and Nizamuddin Auliya as the groom.

16 'In the performing traditions of certain Sufi silsilas (spiritual |

Tineages) the Masnavi.is always performed as @ recitative, without -
any drumming (e.g. KakorY in Eastern UP). : ‘

17 The festival of breaking the fast aftef Ramadan, starts on si§hting

the new moon. Y
18 e.g. the Urdu ghazal: wus ne kaha hagti terT, maih ne kaha jalwa
© tera. ‘ / :
19 A woman's hea& covering, used in Sufis* to symbolize the link with
the Beloved. This translation is no more than a simple rendition 1
and in no way reflects the depth of associational meanings inherent P
4n each of the verses. The last verse, for examplg, is based on a
famous doha of the 15th century mystical poet Kabi?. e
- . C YAy
20 These are among the legendary qualities of Ali. A
v e ” ‘
=~ ) !
e | a



DATA

DATA COLLECTION

a) Recordings and Equipment

A}

1. Audio Recordings: Uher 4000 Report L
- 68 5" reel tapes, 1.5 mil., recorded at .3 3/4 i.p.s. -
- Collection labelled U-76-1 to U-76-68 _

2. Audio Recordings: Song CF 320
- 33 cassette tapes
- Collection labelled S-76-1 to S-76-33

3. Video Recordings: Sony Videocorder AV 3400

- 28 video tapes, recorded at 7 1/2 i.p.s.
- Collection labelled V-76-1 to V-76-28

b) Song Transcriptions

Music File .
mf Outline Transcriptions’ of all Qawwali Songs Recorded.
Indexed according to language and alphabetically.
Text File . v
tf Texts and Bibliographic References of Selected Qawwali
- Songs. Indexed according to language and

alphabetically.

c) Translation Notebooks and Field Notes

1. Nizamuddin Auliya, §e1hi
Meraj Ahmad . . :
Talks and Lessons. Recorded in Delhi, 1975-6. 3 vols.

M-1
M-2
M-3
Gore Khan o .
G-1 Talks and Lessons. Recorded in Delhi, 1975-6. 2 vols.
G-2 ” ‘
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" Delhi Performers | "
"DP Talks and Lessons with Performers at Nizamuddin Auliya.
Recorded in Delhi, 1975-6. '

Delhi Liéteners
DL Talks and Interviews with Sufis and Devotees at
Nizamuddin Auliya. Recorded in Delhi, 1975-6.
Delhi Urs Events _
DU Log and Observations. Recorded at Nizamuddin Auliya
1975-6. .
Delhi Qawwali Events ‘
DQ Long and Observations. Recorded in Delhi, 1975-6.
2. Other Locations

Ajmer Qawwali (Muinuddin ChishtT“Shrine) 3

AQ
"Fatehpur Sikri Qawwali (Salim ChishtT Shrine)
FQ _ Talks and Inter-
views with Sufis,
Devotees and
Hyderabad/Gulbarga Qawwali (Syed Muh. Performers; and
Gesudaraz Shrine) r Log and
HQ. , Observations of
: Performances.
Karachi Qawwali (YUsuf Sh3h Shrine) - Recorded 1975-6.
2 - KQ .
Lucknow/Kakori Qawwali (Shah MTna and y
Shah Bgiim Shrines)



FIELD DATA

a)

Qawwali Occasion

1.

Eventg Observed and Recorded
- Events at Nizamuddin Auliya
= - Qutside Events with Nizamuddin
Auliya Performers
- Other Qutside Events

Nizamuddin Auliya Events by
Category .
- Intimate, "Special" Occasion
Major, Celebrational Occasion
Major Ritual Occasion
Minor Ritual Occasion

- - in Context of Performance
- Demonstrations, Elicited

.
songs Rec6¢ggd in Context
- Number of Performances

Songs Associated with Nizammudin

- Niz. A. Performers at Niz. A.
- Niz. A. Performers Elsewhere
- Outside Performers at Niz. A.

469

log & -
total audio video
56 42 14
32 23 9
9 9 -
14 8 6
32 23 9
11 6 5
8 6 2
6 4 2
7 7 -
483 376 107
433 g 306 107
50 50 -
433
261
179
257
140
30
87

encounters translation total

\\

Talks/Lessons with Performers

- Other Niz. A. Performers

b) Qawwali Songs
1. - Songs Recorded
2.
- Number of Poems
‘= Number of Tunes
3.
Auliya
¢) Qawwali Informants
1.
- Meraj Ahmad
- Gore Kban
- Qutside Performers
2.

Talks with Listeners

- Niz. A. Sufis

- Niz. A. Devotees

- Other Sufis - with Niz. A.
- Other Devotees - experience

recorded notebooks  pages
27 M-1,2,3 303
20 G-1,2 174
12 DP 120
56
13 DL 103
21 DL
17 AQ,KQ,HQ 119 -
6 HQ,KQ 20
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