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Dedication

I dedicate this dissertation to all those on the path of Gurmat Sangit and also
in loving memory of my Hindustani vocal teacher, Shrimati Mangala Tiwari, who

imparted the deep knowledge of raga and rasa to me.
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Sorat'h, Fifth Mehla:

All beings and creatures are subservient to all those who serve in the
Lord's Court.

Their God made them His own, and carried them across the terrifying
world-ocean. ||1||

He resolves all the affairs of His Saints.

He is merciful to the meek, kind and compassionate, the ocean of kindness,
my Perfect Lord and Master. ||Pausel|

I am asked to come and be seated, everywhere I go, and I lack nothing.
The Lord blesses His humble devotee with robes of honor; O Nanatk,
the Glory of God is manifest. ||2||30]94||
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Orthography

Terminology, transliteration and translation

Terminology and transliteration

This study relies on a large bank of native terminology, which draws primarily
from Gurbanti, the liturgical language of Sikhism. Some explanation on the
transliteration and pronunciation of these terms is necessary. A member of the Indo-
Aryan language family, Gurbani contains vocabulary from Sanskrit, regional Prakrits
and Apabhramsha, as well as Sahaskrit. It also contains vocabulary of Perso-Arabic
origin. It is written in the semi-syllabic script Gurmukhi, an evolute from the ancient
Brahmi script.

The basic system for transliteration of Gurbani terms used in this book
follows the ISO 15919 international standard on romanization of Indic Scripts. I have
attempted to render the transliteration of native terms according to customary usage.
Diacritical markings are provided for all native terms except for the transliteration of
lyrics in the music transcriptions, for which I have romanized the lyrics without the

aid of diacritics.

Translation
For the transliteration and translations of scriptural passages, [ have relied
primarily on two translated versions of Sr7 Gurii Granth Sahib: an online Gurbani

search engine, Sikhitothemax.com, and also on Manmohan Singh’s popular version of



the Sr7 Gurii Granth Sahib, both of which provide text in the original script,
transliteration and translation in English." These sources are cited in the dissertation
as STM and MMS respectively. In some places, I have abbreviated the Sri Gurii
Granth Sahib as SGGS in the text, as well as in the footnotes. Occasionally, I resort
to the customary usage of referring to the scripture as the Adi Granth, literally first
Scripture, with the abbreviation of AG. In most cases, I have provided the text in
Gurbant with transliteration and translation.

In citing the author of a given hymn, I have also employed the customary
practice of the referring to the Gurii by the code word Mahala, abbreviated with “M”
followed by the number of the Gurii. The works of Gurti Nanak, Gurt Angad, Gurii
Amar Das, Gurii Ram Das, Gurii Arjan, and Gurt Tegh Bahadur are indicated with

M1, M2, M3, M4, M5, and M9 respectively.

Transliteration

The Gurmukhi script contains forty-two letters with ten vowel sounds and
thirty-two consonants. It also includes two symbols for nasal and one for
reduplication. The below chart provides a guide for pronunciation.

Vowels

The line of top of a vowel indicates that it is long vowel sound.
a (short) as the u in but

a (long) as the a in far

1 (short) as the i in sit

1 (long) as in the ee in sweet

u (short) as in the u in put

I Manmohan Singh, trans., Shri Guru Granth Sahib: English and Punjabi translation
of the Adi Granth, 2nd ed., 8 vols. (Amritsar: Shiromani Giirdwara Prabandhak
Committee, 2002); www.Sikhitothemax.com

xi



0 (long) as in the oo in cool

r with a dot is a vowel as the 77 in rip

€ is always a long vowel as the a in mate
ai as the a in fat

0 is always a long vowel as the o in pole
au as the au in caught

Nasal vowels

Bindi: (.) looks like a period below a letter as in the word amrta.
Tippi: () looks like an inverted half moon and is placed above letter to nasalize it.

Adak: (7)) is a symbol that indicates stress on the consonant that proceeds it: such as
in A9ES would be transcribed by doubling the final consonant “t” in sarabatt.
Visarga (:) and halant () are two symbols used to represent a slight aspirate to the
following letter.

Consonants and Nasals

ka as the £ in kitten

kha is aspirated as the k% in a compounded word: jackhouse
ga as g in goat

gha is aspirated as the gh in a compounded word: bughouse
na is retroflex n

ca is ch as in church or cello

ccha is aspirated as the cch in a compounded word: churchhouse
jaas in jack

jha is aspirated as in bridgehouse

fia is a nasal # as in bunyan

ta is retroflex ¢

tha — is an aspirated retroflex

da — is retroflex d

dha — is an aspirated retroflex

ra - is retroflex r

na - is retroflex r

ta—as the 7 in rube

th — as in that

da—asis dad

dha — is aspirated as in mudhouse

na — as in night

pa — as in puppy

pha — as f'in frank

ba as in bank

bha is aspirated as in labhouse

ma — as in man

ya — as in yellow

xii



ra — as in right

la — as in /amb

la —is a retroflex /
va — as in velvet
$a — as in shoe

sa —as in sun

ha — as in happy
(Sounds borrowed from Perso-Arabic lexicon)
ga — as in quick
kha — as coffee

ga —as in got

za — as in zebra

fa — as in father
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CHAPTER ONE: INTRODUCTION

Introduction to this Study

3B 3B J alg3ar |I
TH IHT IH TS are I
2fs wrfenr & du g

bhalo bhalo ré kirataniya ||
ram ramd rama gun gao ||
chod maia ké dhandh suao ||1||

Blessed and good is such a kirtaniya, who sings such Praises.
He sings the Glorious Praises of the Lord,
And renounces the entanglements and pursuits of Maya [illusion|.'

It is 3:00 a.m. in the cool and tranquil morning at the Darbar Sahib (the
official title of the Golden Temple) in Amritsar, Punjab. This time period, “amrta
véla,” (the ambrosial hour) is referred to by devout Sikhs as the most auspicious hour
to pray and praise God. Situated in the center of large man made tank of water, this
majestic temple illumines golden against the blackness of the night sky. From the
inner chambers, heavenly music is broadcasted throughout the religious complex.
Sitting in the inner sanctum of the Darbar Sahib, the experience of listening to Sabad
kirtan (Sikh hymn singing) is thick with resonance. The vibrant chords on the
harmonium and the syncopated tablas accompany melodious voices singing hymns
from the Gurii Granth Sahib, showering the congregation with drops of amrta rasa
(the mood of ecstasy), creating a harmony between revelation and raga. When asked
the effects of singing kirtan, a Sikh musician, Bhai Anup Singh responded: "Ananda. 1
feel great joy and bliss."

The term Sabad kirtan refers to the singing of Sikh hymns from the Gurii
Granth Sahib (Scripture of the Sikhs). Sabad kirtan serves a socio-religious function
to arouse mystical love and ecstasy, to invoke a communal and inherited memory,

and to impart teachings from the religious doctrine. While the ragis and kirtaniya

(trained musicians) act as the ministers of music, congregational singing offers a

1 Adi Granth, p. 885 (henceforth abbreviated as AG).
2 Bhai Anup Singh, interviewed by author, Darbar Sahib, Amritsar, India, April 4,
2007.



tremendous advantage to the devotees, as the following hymn by Guri Arjan
suggests:
Individual recitation is like irrigation by water from the well, which

only benefits a small field; while group kirtan singing is like rainfall,

which covers a large area and benefits many people at the same time.

During the period of 2007-2008, I traveled extensively throughout Punjab,
India witnessing and participating in Sabad kirtan events. The dynamic involvement
of the congregation was undeniable. In each and every event, hymn singing acted as
the centripetal force, engaging the community of listeners in a sonic experience of
togetherness.

This dissertation examines the performance of Sikh Sabad kirtan as a
cohesive force that unites the Sikh community of Punjab, India. To understand the
role of Sabad kirtan in the construction of Sikh identity and memory, I explore the
prescribed musical and textual repertoires and practices and how they are currently
being performed at the Darbar Sahib temple complex in Amritsar, Punjab. Darbar
Sahib, commonly referred to as the Golden Temple, is an ideal site for this
investigation. Perceived by Sikhs as both a geographic and spiritual axis of the Sikh
universe, much like the Vatican to the Catholic, this location bears witness to many
different styles of the Sabad kirtan service as it has evolved over the past 500 years.

Encountering and understanding the Sabad kirtan experience can be a
daunting task for a neophyte as it is so deeply interwoven into the ritual fabric of the

Sikh worship service. Embedded in the hymns and the rituals surrounding the service

3 G.S. Mansukhani, Indian Classical Music and Sikh Kirtan (New Delhi: Oxford
University Press and IBH, 1982), 101.



is a historical consciousness and social and emotional identity that is renewed during
each service. Thus, to ascertain the meaning and function of Sabad kirtan requires a
familiarity with Sikh history along with the musical and textual framework described
in the Sr7 Gurii Granth Sahib, as well as the extra-musical functions surrounding the
music. Additionally, knowledge of the socio-cultural norms surrounding Sabad
kirtan shed insight into its role, function and expression in the Sikh musical
experience. To accomplish this task, this dissertation explores Sabad kirtan by (1)
placing it within a historical context, (2) investigating it as a music genre, (3)
examining the rules and roles that govern a Sikh service, and (4) mapping a process

of social interaction between the musicians and the congregation.

Essential Questions

A kirtan chaunki (service of Sabad kirtan) may be understood as a narrative
of life, the presentation of a reoccurring belief, a personal and collective coherence
renewed in the musical events of the service. What roles and functions do Sabad
kirtan play in the Sikh service? How does Sabad kirtan act as process of social
interaction to promote a space of collective identity? How is Sabad kirtan woven into
the fabric of the life of the Sikh? How does presentation affect the listeners and how
do listeners shape the performance practice? How is the music embodied and an
aesthetics of the congregation cultivated? How is communal remembrance encoded
and enacted through a service of Sabad kirtan? How does the language itself perceive
and promote the role and function of sacred music and hymn singing? To answer

these questions, I will analyze the musical and contextual elements of the service,



along with the process of interaction between the musicians themselves, between the
musicians and the audience and between audience and musical performance,
employing historical, musicological and ethnographic methods.

My approach is interdisciplinary, drawing on philosophy, cognitive science,
linguistics and anthropology, placing emphasis on music and phenomenology, music
and cognition, music and emotion and the embodiment of music. I consider Randall
McClellan’s definition of music a perfect ontological seed within which these key
components are embedded:

Music is a dynamic multi-layered matrix of constantly shifting tonal

relationship unfolding within time, through which we may experience

intensified emotions and an alternation of our state of consciousness.

Because of its dynamic quality, our primary attraction to music is both

physical and emotional — physical because music travels through the

air by means of molecular pressure waves that can be felt bodily,

emotional, because music creates mood environments to which we

respond on a subconscious and non-verbal level. It is through our

physical and emotional response to music that mental and spiritual

attitudes develop which create, in turn, the basis of our aesthetic
enjoyment.”

Phenomenology has been an overarching theoretical lens through which I
have explored the Sabad kirtan as a lived experience. This philosophical lens
emphasizes the immediate, concrete, sensory-life world, attempting to ground
knowledge in the world of lived experiences. I could understand the changing
traditions and the social and personal value and role of Sabad kirtan in the lives of the
devotee. Participating as more of an insider in the sub-culture, as an active member,

learner and worshipper afforded me the opportunities to experience the phenomena I

4 Randall McClellan, The Healing Forces of Music (New York: Amity House, 1988),
68.



was investigating. Through this method, I could explore more fully the role of time

and space in the musical experience.

Entering the scene

Since emerging as a religious community in northwest India in the fifteenth
century, Sikhs have undergone waves of discrimination and oppression by India’s
rulers with the most recent and devastating attacks on this religious community in the
1980s. The Anti-Sikh riots of 1984 and the consequent massacre of thousands of
innocent Sikhs by the Indian government deeply influenced Sikh identity and
confidence. This gave rise to a wave of efforts in the 1990s by the Sikh community to
restore the Sikh spirit.” One such initiative was led by group of dedicated Sikh
musicians and scholars in Punjab, who, as one of my informants Baba Sohan Singh of
Jawaddi Taksal explained, formed a committee (Rag Nirnayak Committee) to
invigorate the community with the rich musical tradition of Sikhism.® This team
recognized that such an initiative was the key not only to restoring Sikh identity, but
also to evoking collective memories of might, unflinching courage and self-sacrifice,
determination and mystical union, thus serving as a powerful didactic tool to re-
educate the masses about their faith.

I entered this music revival scene in 2002. While my initial investigation
took place in several Sikh communities in Pennsylvania and Maryland, my

dissertation research on the congregational experience through Sabad kirtan led me

5> For more on the Sikh genocide, see Jyoti Grewal, Betrayed by the State: The Anti-
Sikh Pogrom of 1984 (New Delhi: Penguin Books, 2007).

6 Baba Sohan Singh, interviewed by author, Jawaddi Taksal, Ludhiana, March 10,
2007.



on a journey throughout Punjab, from city to village, Giirdwara to home, music
festival to street festival, in travels by train, bus and even on foot to the highest

Himalayan pilgrimage sites.

Pursuing the Resonance of Memory

Examining the impact of sacred word and sound on the formation of self and
community has been an area I have been fascinated with for over twenty years,
spending a better part of this time studying the classical music and languages in
North India.” My first encounter with sacred sound occurred in the mid-1980s, when
I traveled to India on a study abroad program through the University of Wisconsin.
Living in Varanasi, Uttar Pradesh, I was immersed in the world of the sacred word
and sound as I learned Sanskrit and North Indian classical vocal music. A chance trip
to Rajasthan took me to the Thar desert, where I first heard the ravanhata, a folk
bowed instrument played by a traveling bard. The bard played a folk melody that
struck a deep chord within me, propelling me on to what would become a twenty-
year quest in search of the source of that Rajasthani folk melody.®

This search brought me back to India repeatedly, specifically to the city of
Varanasi, where I studied Hindi, Sanskrit, Hindustani vocal music and medieval

songs, yearning to experience that resonant folk tune once again. In the summer of

7 This includes an ethnographic study of Sanskrit education and recitation among
Brahmins, Janice Protopapas, “The Changing Face of Sanskrit Education” (master’s
thesis, University of Maryland, 1996), classical Indian vocal music training, and a
translation (unpublished) of a metaphysical Sanskrit treatise, “Chidgaganachandrika
Kalidas (Varanasi: Sampurananda Sanskrit Vishvavidyalaya, 1980), which explores
the properties of sound and consciousness.

¥ I felt that somehow, a deep memory was housed in the sonic structure of this tune
and by hearing the tune once again I may be able to recall the memory.
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2001, at Bhaini Sahib, a Namdhari Sikh community located near Ludhiana, Punjab,
India, I encountered this melody once again performed in an early morning prayer
service, the Asa Di Var.” The primary raga in which this service was sung is Raga
Asa, which I later found out, was based on folk-based tune from Rajasthan set in
Raga Asa. Later, I would learn that Sikh music incorporated many local tunes and
ragas, such as this folk tune.

My exposure to raga music was primarily through training in classical Indian
vocal music and attending numerous concerts and music functions with emphasis
placed on musical virtuosity. Whereas the educated classes had typically patronized
Indian classical music as “art music,” Sikh hymn singing combined and incorporated
both classical and folk-based ragas in a worship music tradition for the lay
congregants where musical virtuosity took a second place to emphasis on the lyrics.
This approach towards raga music for the masses was new to me and an area [ was

eager to explore.

Fieldwork

Over the next six years, I embarked on study in this topic. First, I met with
ragis and attended Sikh services at local Giirdwaras in the USA, followed by
intensive researching in Punjab, India, where I had the occasion to live on the campus
of Punjabt University in Patiala and work closely with the staff and students in the

Department of Gurmat Sangit (Sikh music system) under the invitation and guidance

9 Asa Di Var is a poetic ballad in twenty-four sections that is sung and recited daily in
the early morning hours by Sikh congregants. See Chapter Eight for analysis of this
ballad.



of Dr. Gurnam Singh, Department Head. While I developed a theoretical and
practical knowledge of Sabad kirtan on the campus, I was actively engaged within the
larger Sikh community, visiting numerous Giirdwaras and participating and
documenting a wide variety of Sikh musical events, including processions, festivals,
engagement and wedding ceremonies, along with the numerous religious holidays
celebrated throughout the Sikh year. From village to village, across the countryside
and fertile fields of Punjab, I could hear the singing and recitation of Sikh hymns
from the amrt vela (early morning around 4 a.m. when the recitation of Asa Di Var

commences) to the Kirtan Sohila (last hymn recital at night).

Interviews and Documentation

During this time, I conducted over eighty interviews with a wide variety of
informants who were both directly and indirectly related to Sabad kirtan, as
professional ragis, musicians, and scholars, as well as the lay community. Many of
the interviews were audio or video recorded, with lists provided in the appendices.
The subjects of the interviews ranged from questions related to the musical system
and performance style to psycho-emotional and metaphysical experiences of singing
and listening to Sabad kirtan. Many of these interviews were open-ended, enabling
me to follow the streams of thought and in-depth experiences that were often
unformulated, yet powerful in their lives. While I relied on standard historical sources
to validate historical references, I asked my informants about their personal
memories. [ wanted to understand, the people’s memory and how people construct

memory from the kirtan events.



To familiarize myself with the raga-based kirtan tradition and its historical
connection and importance, I attended numerous festivals of Sikh music, which
commemorated historical events in Sikh history, such as birthdays, martyrdom, and
coronation days of the Gurus, or days devoted to the Scripture itself. In addition, the
events were held at historical Girdwaras, which themselves imparted strong
memories and emotions.

I documented these events through sound, video and photo media and
developed a repertoire of Sabads, linking their connections to historical memory. I
also attended Sabad kirtan services that follow the kirtan maryada (code of Sikh
conventions), including engagement ceremonies, weddings and death services.

To understand the performance of Sabad kirtan as a dynamic stage where
history is experienced, made present and enacted through song and movement, [
attended and documented numerous events where audience participation was engaged
through processions. Each of these events involves using Sabad (word) and Kirtan
(song) to excite and activate powerful memories, which are invoked and experienced
anew each time. I also engaged in many interviews on the topics of Sabad kirtan and

memory with both the lay community and professionals alike.

Participation

Being connected to the Gurmat Sangit department afforded me the
opportunity to work intimately with many of the students who would become some of
my most dedicated informants and assistants, inviting me to many events, video-
audio recording events as I participated, accompanying me in kirtan performances,

translating documents or accompanying me on interviews. [ am indebted to these



students, because they were responsible for offering me a privileged insider’s

position.

Setting

This study took me on a phenomenological journey through many places and
temporal spaces, ranging from attending numerous Sabad kirtan services in the wee
hours of the morning at Bhaini Sahib, Ludhiana, to attending the annual winter
festival of Gurmat Sangit at Jawaddi Taksal, Ludhiana, to the day-to-day classes on
the campus at Punjabi University. The setting of this research was continuously
saturated with the experience of Sabad kirtan. There are three key sites where
gathered most of my information on the musicology of Sikh music and the repertoire:
Bhaini Sahib and Jawaddi Taksal, both in Ludhiana, and Punjabi University, Patiala.
At Darbar Sahib, Amritsar, I examined the performance practice of Sabad kirtan

through an analysis of the daily services conducted daily from 2:45 a.m. to 9:45 p.m.

Outline of the Chapters

Chapter One approaches the complex system of Sikh music through a look at
the musical construction and performance of the music in its numerous ritual
contexts. The earlier chapters provide a historical overview of Sikhism along with the
stages of musical development, followed by an analytical study of the musical system
and process of music making. My approach includes a theoretical framework that
examines Sabad kirtan from a phenomenological perspective, drawing on significant

ethnomusicological studies.
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Chapter Two provides an overview of research that has played a significant
role in the formation of this dissertation, including studies in music and emotion,
music and memory, Sufi music, along with many scholarly materials on Indian
classical music and the history and theology of Sikhism. Because there are few
resources in English on Sikh music, I relied heavily on both the research and
publications of Dr. Gurnam Singh, notably his native transcriptions of hymns and
ragas. While studies in the music of India have provided a substantial corpus of
ethnomusicological research, the study of Sikh music in a congregational setting is an
understudied area.

Chapter Three offers a brief historical tour through Sikh history, examining
the socio-political forces that precipitated this religious movement. Additionally, I
consider the religious and devotional movements that were concurrent, with special
focus on the Hindu Bhakti and Muslim Sufi movements. This chapter also provides a
brief biographical sketch of each of the ten Gurus, who acted as inseparable links to
the historical development of Sikhism. Their memories are continuously revisited
through the performance of Sabad kirtan.

Chapter Four examines the textual source of Sabad kirtan, the Sikh Scripture.
This chapter provides an overview of the compilation, editing, and structural
organization of the Gurii Granth Sahib, touching on the language and composers of
the scripture along with the role of the scripture in the daily life of the Sikh. This
chapter also introduces the musical system of the Gurit Granth Sahib, including the
ragas and poetic structures of the hymns. I also provide examples of the main types

of hymns that were sung.
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In Chapter Five, I further pursue the musical system behind Sikh music, by
first examining the historical development of musical influences that led to the
creation of Sabad kirtan. They include the devotional singing traditions of India and
other developments that continue up to the current music revival, Gurmat Sangit.

Chapter Six introduces the system of Sikh music, including its theoretical and
structural features of ragds and rdaga variations. | trace raga from its earliest origins
in Vedic chant to its incorporation in the Sikh musical system of Gurmat Sangit. 1
also consider the extra-musical components of raga followed in Sikh music,
including time theory and rasa theory along with musical directions provided in the
hymns. This chapter also provides a typical layout of a Sikh music service along
with transcriptions of song samples that follow both classical and folk singing styles.

Chapter Seven is an exploration in Sikh hymnology. I examine the repertoire
of Sabad kirtan and its connection to the folk singing traditions of Punjab. I provide a
thematic classification of different hymns along with an examination of their
performance styles. I also consider the affective factors in congregational singing,
which invoke imagined spaces. They are especially evident in two congregational
hymns, which form a part of daily liturgy, the Anand Sahib and the Rahiras.

Chapter Eight examines Sabad kirtan from a phenomenological perspective,
placing it in a time/space continuum. I examine the schedule of Sabad kirtan services
performed as they unfold daily at the Darbar Sahib, considering both their musical
formula and congregational interaction. This chapter also provides a detailed
transcription of the early morning Asa Dt Var Service at Darbar Sahib, at which the

congregation participated. Observing the ways and behaviors of acting associated
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with the listening environment has been key to understanding the musical experience
and to the connection between Sabad and kirtan.

Chapter Nine provides a conclusion. It reviews the results of this study, defines
this work’s role in the field of ethnomusicology, and suggests directions for future

research.
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CHAPTER TWO: LITERATURE REVIEW

Ethnomusicological and Theoretical sources

Ethnographic Approach

I have relied primarily on an ethnographic approach throughout the course of
this research, employing participant observation and interviews in numerous Sabad
kirtan events throughout Punjab during the academic year of 2006-07. This approach,
commonly used by ethnomusicologists, allows me to understand how other people
not only see their experience, but also embody it. James Spradley, well known for his
seminal work on ethnography, emphasizes that “rather than studying people,
ethnography means learning from people.”’ Exercising a reflexive and discursive
process of interaction between the ethnographer and the informant, I became the
neophyte, learning from those around me, continuously probing the multiple
meanings behind the musical experience.

I accomplished this task by engaging in conversations with a wide variety of
informants, including passengers on buses and trains, students and scholars of
Gurmat Sangit (Sikh music), professors and priests, and peasants. I participated in a
wide variety of events that involved Sabad kirtan, joining in communal processions
in the wee hours of the morning (prabhat phéris), and taking part in citywide parades

(nagar kirtan). Writers on post-modern ethnography have adopted this eclectic

1 James P. Spradley, Participant Observation (Orlando, FL: Harcourt Brace College
Publishers, 1980), 3.
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approach, allowing the plurality of voices that each played a significant role in the
cultural interplay of the Sabad kirtan experience to be heard.

Studies in the fields of ethnomusicology, cognitive studies, psychology,
philosophy and neuroscience have been major guiding forces, helping me to navigate
as I explored questions surrounding music, emotion, and memory. In her research on
ritual laments amongst the Finnish Karelia, Elizabeth Tolbert followed an
ethnomusicological approach, drawing on the fields of music cognition, philosophy,
linguistics and anthropology.® She writes that musical meaning is intimately linked to
levels of cognition and embodiment, clarifying that “musical experience is not only
meaningful, but feelingfully meaningful because of its reliance on pre-conceptual

,’4

structure.”” Thus, both observing and participating in the kirtan events is key to

exploring the musical process and social interaction

Phenomenology

The sonic landscape of Punjab vibrates with Sikh hymns, and the hymns
themselves impart images of the landscape and changing seasons. The repertoire and
performance of Sabad kirtan can be seen as a sonic chronology, one’s ordering of
time, place and self around within the performance of a musical genre. Furthermore,

this musical process, understood phenomenologically, is dependent on time and

2 Stephen A. Tyler, "Post-Modern Ethnomusicology: From Document of the Occult
to Occult Document," in Writing Culture: The Poetics and Politics of Ethnography
ed. James Clifford and George E. Marcus (Berkeley: University of California Press,
1986), 122-140.

3 Elizabeth Tolbert, "Theories and Meaning and Music Cognition: An
Ethnomusicological Approach," The World of Music 34, no. 3 (1992): 7-21.

4 Elizabeth Tolbert, The World of Music, 17.
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place, because it unfolds as a series of social interactions and psycho-emotional
experiences that both guide and are guided by the musical process.

Phenomenology may be considered a philosophical approach to doing
ethnography. In his article on fieldwork Jeff Todd Titon explains “Phenomenology
emphasizes the immediate, concrete, sensory lifeworld, and it attempts to ground
knowledge in the world of lived experiences.” In this world, both the researcher and
the informant are in a continuous reflexive relationship. Through this reflexive
relationship, Titon adds “we seek to know one another through lived experience.
Through common, intersubjective experience we enter the world of interpretation.
Interpretation turns sound into music, be-ing into meaning.” I wanted to under take
this research as a personal quest, an “immersion experience,” through which I could
explore first hand the very phenomenon that I was investigating.

Phenomenology has received considerable attention among
ethnomusicologists. Martin Stoke’s edited volume, Ethnicity, Identity and Music: The
Musical Construction of Place, is a collection of ethnomusicological studies that
address the role of music in evoking and organizing collective memories, constructing
and reconstructing identity and defining a moral, political and ideological
community.” In his study of Bulgarian music, Timothy Rice explores the significance
of time, place and metaphor in music making. His ethnography uses a three-

dimensional model of location, metaphorical understanding and time, all in a dynamic

5 Jeff Todd Titon, "Knowing Fieldwork," in Shadows in the Field, ed. Gregory F.
Barz and Timothy J. Cooley (New York: Oxford University Press, 1997), 90.

6 Ibid., 94.

7 Martin Stokes, ed., Ethnicity, Identity and Music: The Musical Construction of
Place (Oxford: Berg Publishers, 1994).
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state of interaction and change.® Moreover, Rice employs a participant observer
methodology, in which he experiences a first-hand phenomenological space of
“being-in-the-world” with Bulgarian musicians. Similarly, this dissertation is a
product of my numerous encounters with Sikh musicians and the Sikh lay community
as a musician, researcher, and practitioner.

Ethnomusicologist Steven Friedson also employs a phenomenological
approach to his research in Ghana on the Tumbuka and their healing practices.” In his
study, he considers the inter-subjective reality that is created within the community
binding people together in a commonality of experiential space and time. Likewise,
in many of my interviews with Sikh congregants, they report that the practice of

listening to and singing hymns channeled them into an imagined time and space.

Psychology of Sound

A serious study of Sabad kirtan should include an examination of the psycho-
physical aspects of the listening experience. Ethnomusicologists have mapped both
the physical and musical sequence and extra-musical emotional features of music
events. Qureshi’s map of musical experience during Qawwali performances charts
out the psycho-physical responses in the listener.'” Both Qureshi and Danielson
analyze staged performances of song as “scripted liturgy,” in which sound, infused

into the listeners, produces a series of emotions, thought and anticipated responses

8 Timothy Rice, “Time, Place, and Metaphor in Musical Experience and
Ethnography,” Ethnomusicology 47, no. 2 (2003): 151-179.

9 Stephen Friedson, Dancing Prophets: Musical Experience in Tumbuka Healing
(Chicago: University of Chicago Press, 1996).

10 Regula Qureshi, Sufi Music of India and Pakistan (Cambridge: Cambridge
University Press, 1986), 168-175.
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from the audience.'' Becker refers to this as the “habitus of listening,” a process of
listening as a series of socially constructed and semiotically ascribed, psycho-physical
responses to sonic stimulus around us which she considered an “historically enacted
ontology” of sound and meaning.'> Paul Connerton describes the power of ritualized
speech as an intoned, rhythmical speech, which distances itself from everyday
language.” Through this performative utterance, kirtan creates a place in which

community is constituted and in which selective memories are re-enacted.

Music and Emotion

Exploration of the meta-cognitive levels of musical meaning has received
much attention in recent ethnomusicological literature. Becker developed an
emotion-based theory of trance and deep listening that examines the sequences of
feelings and emotions that are musically aroused as embodied liturgies.'* Aesthetic
feelings are associated with these primary structures. Studies on the aesthetic
experience, such as Jihad Racy’s examination of aesthetics in the music of Cairo and
Virginia Danielson’s study of the life of Umm Kulthum in Voice of Egypt, explore the

aesthetic principle of tarab."> Qureshi offers an in-depth analysis of the musical

11 Qureshi, Sufi Music, and Virginia Danielson, The Voice of Egypt (Chicago:
University of Chicago Press, 1999)

12 Judith Becker, “Anthropological Perspective on Music and Emotion,” in Music and
Emotion: Theory and Research, ed. Patrik N. Juslin and John A. Sloboda (Oxford:
Oxford University Press, 2001), 135-160.

13 Paul Connerton, How Societies Remember (Cambridge: Cambridge University
Press, 1989).

14 Judith Becker, Deep Listeners: Music, Emotion and Trancing (Bloomington,
Indiana: University of Indiana Press, 2004), 127.

15 Jihad Racy, "Musical Aesthetics in Present-day Cairo," Ethnomusicology 26
(1982), 391-406, and Danielson, The Voice of Egypt, 11-12.
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aesthetics and structure of the Qawwali gathering and its emotional impact and
spiritual arousal hal.'°

In the above-mentioned studies, the mystical union with the Divine is
stimulated through a musical framework and is analyzed through the sound system of
music and the norms, behaviors and beliefs surrounding the music system, along with
musical and extra-musical elements. Similarly, in her study of the Lubavitcher
Hasidim, a group of ultra-orthodox Jews, Ellen Koskoff explores how words and
sounds themselves are the vehicle for intoxication, exhilaration and transcendence,
producing states of ecstasy and joy.'” This elevation of consciousness has been
discussed in many fields and is becoming a fertile area for current studies.

Gurmat Sangit (Sikh music), music and poetry are significant factors in
producing the sentiments necessary to evoke deep spiritual experiences.
Consequently, each hymn is assigned a ra@ga, which is understood to possess an
affective power that can arouse emotion and stimulate memories. Because religious
emotion is a key component of Sabad kirtan, 1 will examine emotion as central to the
function, ontology and meaning of Sabad kirtan. When the memory is invoked, how
does the listener experience it? Or rather, what type of affect does the memory carry
on the listener’s emotional level? The aesthetic power of music on emotion and

memory has been the source of much research as is shown by a variety of studies over

the past two decades.'®

16 Qureshi, Sufi Music, 119-122.

"7 Ellen Koskoff, Women and Music in Cross-Cultural Perspective (Chicago, IL:
University of Illinois Press, 1989).

18 Detailed studies of this area include Judith Becker, Deep Listeners; Virginia
Danielson, The Voice of Egypt; and Mark Kligman, Magam and Liturgy: Ritual,
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The aesthetic feelings associated with the musical situation activate pre-
conceptual structures. Qureshi examines relationships between musical practice and
desired emotional states of physical ecstasy among Sufis, which stem from both
ideological and symbolic systems enacted through a habitus of listening. In his article
on music of the Arab world “Musical Aesthetics in Present-day Cairo,” Jihad Racy
examines various aspects associated with Arab music including the basic learning
processes, musical inspiration, emotionally-charged lyrics, ecstasy, the relationship
between performers and listeners, and the influence of technology and globalization
on this genre."” Both authors acknowledge the important principle of affect in music
listening. Likewise, the importance of affect in Sabad kirtan is continuously
expounded in the hymns of the Adi Granth. The devotee, through deep participatory
listening to Sabad kirtan, should be aroused to a state of devotion (bhakti rasa) or
religious ecstasy (amrta rasa). Furthermore, hymns of the Gurii Granth Sahib
encourage the devotee to embody the messages by listening to, tasting, smelling,
touching and singing the words and becoming emotionally intoxicated by them.

Several significant studies focus on the habitus of listening and the behaviors

and ways of acting associated with the listening environment, as keys to

Music, and Aesthetics of Syrian Jews in Brooklyn (Detroit, MI: Wayne State
University Press, 2009); Ellen Koskoft, Women and Music in Cross-Cultural
Perspective (Chicago, IL: University of Illinois Press, 1989); Randall McClellan, The
Healing Forces of Music; June McDaniel, "Emotion in Bengali Religious Thought:
Substance and Metaphor," in Emotions in Asian Thought: A Dialogue in
Comparative Philosophy, ed. J. Marks and R.T. Ames (Albany: SUNY Press, 1995),
39-63; Regula Burckhart Qureshi, "The Indian Sarangi: Sound of Affect, Site of
Contest," Yearbook of Traditional Music 29 (1997): 1-38; Jihad Racy, "Musical
Aesthetics in Present-day Cairo;” John Sloboda, The Musical Mind: The Cognitive
Psychology of Music (Oxford: Clarendon Press, 1985).

19 Jihad Racy, "Musical Aesthetics in Present-day Cairo," Ethnomusicology 26
(1982): 391-406.
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understanding the musical experience.”’ Participation in a habitus of listening
includes accepted psycho-emotional behaviors and responses to music, which are
embodied experientially. Through participation in this sonically activated memory,
the listener achieves a heightened psycho-emotional state of being referred to by
Suzel Ana Reily and Victor Turner as “enchantment” or “liminality.”*' The
Namdhari Sikh “musti” (ecstatic) kirtan service is a site where one can witness
ecstatic outward expression (similar to Sufi Qawwali gatherings), in as much as
audience participation and emotional expression are encouraged in these gatherings.
Becker calls these expressive acts “embodied liturgies,” scripted performances

infusing the participants of the liturgy with affective responses.”

Memory

Does the repetition of listening to and reproducing the musical patterns in
kirtan affect memory on a neurological level? Research on words as psycho-neuro
stimulators provides fascinating discussions of this question. Gurbani kirtan and
hymn singing in general possess a transformational power to awaken spiritual forces

of memory. This aligns with Michel de Certeau’s theory on the impact and

20 Amy Caitlin-Jairazboy, "Sacred Songs of the Khoja Muslims: Sounded and
Embodied Liturgy," Ethnomusicology 48, no. 2 (2004), 251-270; Jihad Racy, Making
Music in the Arab World; Regula Qureshi, Sufi Music; Judith Becker, Deep Listeners.
21 Victor Turner, The Ritual Process (Chicago: University of Chicago Press, 1969),
94-130; Suzel Ana Reily, Voices of the Magi: Enchanted Journeys in Southeast
Brazil (Chicago: University of Chicago Press, 2002), 3-4.

22 Judith Becker, Deep Listeners, 26.

23 Marvin Minsky, "Music, Mind and Meaning," in Manfred Clynes, ed., Music, Mind
and Brain: The Neuropsychology of Music (New York and London: Plenum Press,
1982), 1-19.
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transformational power of memory on colonized people.”* The hymns of Gurbani
kirtan become a crucible where the recollection of suffering and oppression which the
Sikhs endured throughout their history, ignites a deep spiritual energy. This inherited
memory of spiritual resilience is today the memory kernel with which all Sikhs
identify with on some level and may act as pedagogical memory.

A performance of Sabad kirtan may be understood as a musical and
choreographic archive, acting as vehicle to bring to mind a collective memory,
uniting community to a common past. Both the hymns themselves and the services in
which they are sung invoke memories.

Studies such as Wallace’s essays on ballads and their effects on memory and
the effect of melody on recall of text address and support the impact of melody on
memory.” In her research on pizmonim, semi-liturgical songs amongst the diasporic
community of Syrian Jews, Kay Shelemay addresses the power of religious music to
evoke different levels of collective memory.”® Her study weaves together sociology
and psychology of sound and its powerful role in helping listeners to remember
places of the past that shaped their present. She considers the musical construction of
remembrance and of how songs encode memories of places and events, which

produce a cognitive archive that activates different domains of memory.

24 Michel de Certeau, The Practice of Everyday Life, vol. 1 (Los Angeles: University
of California Press, 1988).

25 Wanda Wallace, "Characteristics and Constraints in Ballads and Their Effects on
Memory," Discourse Processes 14 (1991): 181-202; and "Memory for Music: The
Effect of Melody Recall of Text," Journal of Experimental Psychology (1994), 927-
957.

26 Kay Kaufman Shelemay, Let Jasmine Rain Down: Song and Remembrance
Amongst Syrian Jews (Chicago: University of Chicago Press, 1998), 182-206.
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Memories may be broken up into several broad categories related to historical
consciousness, and personal and social memories. What cultural themes and group
values are encoded in the Sabads and how do they activate and promote them? I
consulted Paul Ricoeur’s 2004 monumental work on memory and forgetting and
Daniel L. Schacter’s work on explicit and implicit memory, which both offer
comprehensive theoretical models and typologies of memory.?’ To determine the
types and domains of memory stimulated by Sabad kirtan, 1 also drew on a variety of
case studies on music and different types of memory, including ritual memory,*®
inherited memory and collective memory,*’ episodic and flashback memory,*® and
nostalgia, commemorative and selective memory.’' John Chernoff’s study of the
Dagbamba of Ghana examines how music is used to act out and articulate images of
history through participatory social interaction.’> Jonathan Ritter, writing on
inherited memory in his ethnography on ritual and revolution and memory in the

Andes, explores Peruvian revolutionary song performances in which political and

27 Paul Ricoeur, Memory, History, Forgetting (Chicago: University of Chicago Press,
2004), and Daniel L. Schacter, Searching for Memory: The Brain, the Mind, and the
Past (New York: Basic Books, 1996).

28 Michael David McNally, Ojibwe singers: Hymns, Grief, and Native Culture in
Motion (New York: Oxford University Press, 2000), and Paul Stoller, "Sounds and
Things Pulsation of Power in Songhay," in The Performance of Healing, ed. Carol
Laderman and Marina Roseman (New York: Routledge, 1996), 115-41.

29 Jonathon Ritter, "Siren songs: Ritual and revolution in the Peruvian Andes," British
Journal of Ethnomusicology 11, no.1 (2002), 9-42, and Shelemay, Let Jasmine Rain
Down.

30 Daniel L. Schacter, Memory Distortion: How Minds, Brains, and Societies
Reconstruct the Past (Cambridge: Harvard University Press, 1995).

31 Shelemay, Let Jasmine Rain Down.

32 John Chernoff, "Music and Historical Consciousness Among the Dagbamba in
Ghana," in Enchanting Powers: Music in the World's Religions, ed. Lawrence E.
Sullivan (Cambridge: Harvard University Center for the Study of World Music,
1997).
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ideological attitudes and memories are created, debated and transformed.
Anthropologists Thomas J. Csordas and Paul Stoller, whose interests lie in medical
and psychological anthropology, each investigate how religious healing is engaged
through embodiment, imagination and memory. They both explore ritual healing
through the power of sound, which brings the culturally configured past into an active
state of present.”

While traditionally semiotics has been associated with the auditory/vocal
mode of communication (the primary subject of linguistics), ethnomusicological
research has adopted a broader definition to include the importance of visual and
physical modes of behavior communication (kinesics) and interpersonal movement
(proxemics) in the study of music. Sounds themselves, imparted with many levels of
signification, are often ingredients of a trained set of behaviors. Sounds such as the
blowing of the Narasimha, (large tuba-like instrument) announce the arrival the Giiru
Granth Sahib, alerting the congregants to their beloved scripture as it is brought into
the inner chamber of the Gurdwara, just as a doorbell announces the arrival of a dear
friend. British musicologists Nicholas Cook and Nicola Dibben explore the concept
of “musemes,” units of musical meaning that like linguistic phonemes are assigned

values through cultural context.”* Swiss ethnomusicologist Regula Qureshi, in her

33 Thomas J. Csordas, The Sacred Self: A Cultural Phenomenology of Charismatic
Healing (Berkeley: University of California Press, 1994), and Paul Stoller, "Sounds
and Things Pulsation of Power in Songhay".

34 Nicholas Cook and Nicola Dibben, “Musicological Approaches to Emotion,” in
Music and Emotion: Theory and Research, ed. Patrik N. Juslin, and John A. Sloboda
(Oxford: Oxford University Press, 2001), 45-70.
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study of the Indian sarangi, also discovers the cultural meaning imparted on the
sarangi, associated with preconceived, contested values.*

The reliance on preconceived structures in meaning making is nowhere more
evident than in songs that employ contrafactum (tune borrowing). Songs and texts
encode memories of places, people, and events of the past. Studies such as
Shelemay’s study on Sephardic Jews, explore the impact of song and text on the
listener.”® She considers contrafactum a key component in memory: in this case, old
Arabic melodies are performed with new lyrics drawn from sacred texts, in Hebrew.
She states that this transformation of sound invokes a transformation of belief, while
still carrying with it an echo of the source melody. Contrafactum constructs and
stimulates different levels of meaningful experience and memory and is intimately
linked to pre-conceptual structures of feeling. Contrafactum is a common practice of
Sikh hymn composition and a fascinating area in which to explore multi-dimensional

layers of memory, which are activated through borrowed tunes.

Performance of Memory

Not only the hymns themselves, but also the very performative act of singing
hymns is a way of re-enacting historical events of great significance, thereby of
engaging in a negotiation of social identity. Michael Nijhawan’s anthropological

study of Ddadhis (hereditary musicians of Sikh balladry), examines the role of these

35> Regula Burckhart Qureshi, “The Indian Sarangi.”
36 Shelemay, Let Jasmine Rain Down.
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cultural performers in acting as agents of a socio-political forum.*” As they narrate
famous events and conquests, they also transport the listeners to places of collective
memory.

While the hymns themselves may contain references to certain events, places
and people, the performative act of singing is an essential component of collective
memory. Musical processions of Sabad kirtan are prevalent within this community.
Music as a performative act invoking memory has received considerable study in
ethnomusicology. Paul Connerton examines how memory is both encoded and
presented through commemorative ceremonies, tying collective memory to the act of
group participation.®® Suzel Ana Reily’s research on musical processions in
Southeastern Brazil reveals the remarkable power of performance and re-enactment to
invoke memories that both form and re-form the participants.”> The act of
remembering at the annual drawing of community members into a ritual body invokes
a shared communal space and phenomenological encounter, which ignites a
communal identity, communitas, where values are reaffirmed and reinforced.
Walking in processions is both a popular and pervasive way during which the Sikh

congregation celebrates together through hymn singing.

37 Michael Nijhawan, Dhadi Darbar: Religion, Violence, and the Performance of
Sikh History. (Oxford: Oxford University Press, 2006).

38 Connerton, How Societies Remember-.
39 Suzel Ana Reily, Voices of the Magi.
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Resources for the Study of Indian Music

Investigation on sound and music has preoccupied Indian scholarship for
nearly two millennia, with the earliest treatises of Indian music and dance,
“Natyasastra” dating back eighteen hundred years.*” The past century has produced a
significant amount of writing on Indian music theory and performance by Indians and
non-Indians alike, contributing to the wealth of knowledge and reference materials in
this area. I have consulted a wide variety of publications on Indian classical music
and Sikh music by both native and non-native scholars.

American, British, and European scholars including Bonnie Wade, Stephen
Slawek, Daniel Neuman, Paul Warnock, Joep Bor, Alain Dani¢lou, Wayne Howard,
Walter Kauffman, James Kippen, and Guy Beck have investigated a wide range of
topics on Indian music, from its metaphysical and sonic sources to the instructional
styles in the fabla tradition of Lucknow.*' I consulted the publications by both
Walter Kauffman and Joep Bor, whose publications provide notes and musical
transcriptions of Indian ragas in Western staff notation.* The British scholar,

Richard Widdess’s publications on early Indian music notation and the dhrupad

40 Kapila Vatsyayan, Bharata: The Natyasastra (New Delhi: Sahitya Akademi,
1996).

41 Bonnie C. Wade, Music in India: The Classical Traditions (Englewood Cliffs:
Prentice-Hall, 1979); Stephen Slawek, “Popular Kirtan in Benaras: Some ‘Great’
Aspects of the Little Tradition,” Ethnomusicology 32, no. 2 (1988), 77-92. Daniel
Neuman, The Life of Music in North India (Chicago: University of Chicago Press,
1990); Paul Warnock, "The Sikh Experience of Music, "Journal of the Indian
Musicological Society 35 (2004); Joep Bor et al., The Raga Guide: a Survey of 74
Hindustani Ragas (Nimbus Records, 1999); Alain Daniélou, The Ragas of North
India (London: Barrie and Rockliff, 1968). Walter Kauftman, The Ragas of North
India (Bloomington: Indiana University Press, 1968).

42 Walter Kauftman, The Ragas of North India, and Joep Bor, The Raga Guide.
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singing tradition were valuable sources on the early development of Sabad kirtan.*
While scholarship on Sikh music by western scholars is quite sparse, two articles on
Sikh devotional music by Joyce Middlebrook and Paul Warnock are worth noting.*!
More recently, Sarah Van Doel produced a master’s thesis on Sikh music, providing a
much needed comprehensive introduction to this area of study.*

I have also consulted publications by Indian scholars pertaining to both the
musical systems of Indian classical music and more specifically, Sikh music. In the
twentieth century, musicological study of Gurbani has been pursued in the
publications of Dr. Charan Singh and his grandson, Bhai Vir Singh, whose theoretical
work on Sabad kirtan, Par Hun Tak Mili Khoj, is considered seminal in this subject.*®
Other important works in this field are Gobind Singh Mansukhani’s Indian Classical
Music and Sikh Kirtan, Gyani Dayal Singh’s Girmat Sangeet Sikhiya and Sardar
Harmandir Singh’s Gurmat Sangeet (first volume), which are also highlighted in my
study.*’

I have also examined a variety of texts and song books that provide
transcriptions of hymns in either native and western notation. One of the earliest
attempts to transcribe Sikh hymns into western notation is available in comprehensive

study of the Sikh scripture by Max Arthur Macauliffe (1841-1913). Renowned for his

43 Richard Widdess, The Ragas of Early Indian Music (Oxford: Clarendon Press,
1995); and Richard Widdess and Ritwik Sanyal, Dhrupad: Tradition and
Performance in Indian Music (Burlington, VT: Ashgate, 2004).

44 Joyce Middlebrook, "Punjab," in The Garland Encyclopedia of World Music:
South Asia: The Indian Subcontinent, vol. 5 (New York: Garland Publishing, 2000),
650-658, and Paul Warnock, "The Sikh Experience of Music."

45 Sarah Van Doel, "Sikh Music: History, Text, and Praxis" (Tufts University, 2008).
46 Bhai Vir Singh, Gurmat Sangeet Par Hun Tak Mili Khoj (Amritsar: Chief Khalsa
Diwan, 1958).

47 Gobind Singh Mansukhani, Indian Classical Music and Sikh Kirtan.
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scholarship in Sikhism, Macauliffe published a six-volume English translation of the
Sikh Scriptures, which provided musical transcriptions of the ragas of Guri Granth
Sahib in staff notation.”® While this attempt has been commented upon for its
limitations in both scope and accuracy, it provided some of the earliest musical
transcriptions of Sikh hymns. The majority of hymns with notation follow the native
notation system invented by Indian musicologist Pandit Vishnu Narayana Bhatkande
(1860-1936), who collected and compiled hundreds of raga-based music
compositions into six volumes of work written in Indian notation. This work, while
criticized for its lack of accuracy, has become an inseparable part of Indian music
education for Indian classical music.* Bhai Gian Singh from Abbotabad, borrowing
Bhatkande’s notational system, published a collection of seminal melodies he learned
over his lifetime, documenting 309 popularly sung Sikh hymns.”® Bhai Avatar Singh
has published two volumes of traditional hymns that are believed to date back several
centuries.”’ Bhai Giani Dyal Singh and Professor Kartar Singh have written other
collections of hymns.>® The Sikh music expert, Dr. Gurnam Singh has written and
published extensively on the topic of Sikh music. One of his most popular texts, Sikh
Musicology covers 285 pages with detailed articles on the thirty-one main Ragas of

Gurbani along with analyses of compositions and theoretical observations about Sikh

48 Max Arthur Macaulifte, The Sikh Religion: Gurus, Sacred Writings and Authors
vol. 5 (Oxford: Clarendon Press, 1909), 333 —351.

49 Pandit Vishnunarayana Bhatkhande, Hindustani Sangeet Paddhati Kramika
Pustak-Malika, 4 vols. (Hatras, U.P.: Sangeet Karyalya, 1955).

50 Bhai Gian Singh, Gurmat Sangeet Saagar (Amritsar: Shiromani Gurdwara
Prabandak Committee, 1961).

51 Bhai Avtar Singh and Bhai Gurcharan Singh, Gurbani Sangeet Praacheen
Ratnavali, 2 vols. (Patiala: Punjabi University, 1997).

52 Gyani Dayal Singh, Gurmat Sangeet Saagar, 4 vols. (New Delhi: Guru Nanak
Vidya Bhandaar Trust, 2003).
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music.”® Bhai Baldeep Singh, of Anad Society, has worked extensively to research
and collect the earliest recordings of shabad kirtan.>* The past twenty years have
produced an insurgence of interest in documenting and preserving the history of this
sacred music tradition with unprecedented public exposure to it through electronic
media.

This chapter has provided an overview of the sources I have consulted
throughout the research. These include musicological sources pertaining to Indian
classical music in general and Sikh music, more specifically. I have also considered
numerous studies that examine the extra-musical components of music making: music
and memory, music and emotion, music and embodiment and the performance of

memory.

53 Gurnam Singh, Sikh Musicology: Shri Guru Granth Sahib and Hymns of the
Human Spirit (New Delhi: Kanishka, 2001).
54 www.anadrecords.com/congregation.htm.
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CHAPTER THREE: HISTORICAL SURVEY OF SIKHISM

Socio-Political Background of Sikhism

To understand the role of Sabad kirtan in both the development and practice
of this faith, some familiarity with the history of Sikhism and the socio-political and
geographic climate during the time of its formation is necessary. This chapter will
pursue this topic.

Sikhism, the youngest world religion, has evolved during the last 500 years.
Born at a time of great socio-political unrest, Sikhism emerged as part of a sub-
continent-wide reform movement against the prevailing social inequities of medieval
India. Gurii Nanak (1469-1539), the founder of this faith, envisioned the unity of
humanity through a socio-mystical, musical and spiritual path, at a time when there
was growing hostility and dissension between the Hindu majority and their Muslim
rulers in India. He spread the message of universal love across the sub-continent of
India and Central Asia through singing his hymns of divine love. Followers of Guri
Nanak’s theology were called Nanak panthis (followers of Nanak’s path) who
performed worship through hymn singing and meditation (nam simran) and adhered
to the teachings of the Gur.'

Sikhism originated in the Northwest corner of India, which is present day
Punjab and eastern parts of Pakistan. [Figure 3.1] Called the land of the five rivers

(Per: panj ab), this fertile region has endured countless incursions by many invaders.

1 Harbans Singh, ed., The Encyclopedia of Sikhism (Patiala: Punjabi University,
2002), 4:185.
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Geographically situated as the northwestern gateway into India, Punjab has acted as
both the battlefield and first home for invaders who brought their languages, religion
and culture. From the Greek, Alexander the Great (326 BCE), to the Mongol, Taimur
(1398), invaders attacked, ruled and left behind a kaleidoscope of cultural, social and
linguistic influences.”> Out of the mixture of bloodshed and bravery were born the
Punjabi people and their culture, the progeny of many ethnic groups and religions.

In this brief survey of the historical development of Sikhism, I will consider
five distinct periods: The Pre-Nanak Period, the Period of the Guriis (which include
Mughal Rule), The Period of Sikh Imperialism, The Colonial Period and the

Contemporary Period.

Figure 3.1. Map of Punjab Territory Before and After Partition’
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2 Khushwant Singh, 4 History of the Sikhs, Volume 1: 1469-1839, 2™ ed. (New
Delhi: Oxford University Press, 1999), 17-30.
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Figure 3.2. Map of Punjab within India’
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The Pre-Nanak Period

The centuries leading up to the birth of Sikhism (in the fifteenth century)
involved the development and cultivation of three major religions in India: Hinduism,
Buddhism and Islam. Hinduism, whose roots were laid following the Aryan invasion
into India in the second millennium BCE, involved: 1) worship of a polytheistic
system of Gods and Goddesses, (2) adherence to a rigid social system (caste system),

and (3) a sophisticated corpus of Sanskrit texts and philosophical treatises.’

4+ www.mapsofindia.com/maps/punjab/punjab-lcoation-map.gif&imgre
(Accessed March 3, 2011).

5> For more on ancient Indian history, cf. A.L. Basham, The Wonder That Was India
(London: Sidgwick & Jackson, 1967), 232-250.
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Hinduism remained the dominant socio-religious system, until Gautama Buddha (fifth
century BCE), reacting against the highly stratified orthodoxy of Hinduism,
introduced Buddhism, a socio-religious path of personal enlightenment open to all
people. Buddhism flourished throughout India for over a millennium, losing its
popularity to the Bhakti Movement of medieval India and the mounting attacks by
Mughal invaders.°®

The Muslim conquest in the seventh century was the first iconoclastic
invasion of Islamic culture in India, challenging the polytheistic practices of
Hinduism. While Arab merchants initially introduced Islam peacefully, later
invasions and forced conversions by Muslim armies initiated a resistance and
irreversible tension between the Muslim newcomers and Hindu-dominant India that
would carry on throughout the following centuries. By the tenth century, Islam was
firmly established as a political force.’

This period of Indian history, considered the Medieval Period (550-1526)
witnessed countless incidents of foreign rule by Turks, Arabs and Afghan invaders,
due to the instability of the feudal system of petty Indian kingdoms.® During this
period of growing political tension in India, a fervent religious spirit arose amongst
the masses throughout India, out of which the Bhakti movement issued forth. This
reformation movement reacted against orthodox Hinduism, embracing all people
regardless of caste or creed. Influenced by the Alvar and Adyar Hindu saints of

South India and popularized in the North by the fourteenth-century Hindu saint and

6 Kushwant Singh, 4 History of the Sikhs, 20.

7 Gerald James Larson, /ndia's Agony over Religion (Albany: SUNY Press, 1995),
102-110.

8 Basham, The Wonder, 69-78.
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social reformer, Ramananda, many saints (both Hindu and Sufi) spearheaded this
protestant movement, placing emphasis on devotion and practice over ritualism and
spiritual hierarchy. The teachings, presented to the masses in their vernacular
languages, stressed recognizing a oneness of God, submitting to His Will,
worshipping Him through meditation, chanting and praise, and receiving guidance
from a spiritual mentor, a guru.

Likewise this movement of personal devotion was felt among the Muslim
brotherhood. While the Muslim invaders attempted to use their political power to
attract their subjects to Islam, Muslim missionaries, the Sufi brotherhood peacefully
brought the gospel of Mohammed to the Indian subcontinent. Learned in the religious
philosophies and approaches already existing in India, the Sufis offered a mystical
approach to worship, while adhering tightly to the Islamic beliefs, dogma and practice
of Qur’an Hadith, and Sharia.” Sufism was open to all as a pure mystical experience
with God by repeating His name (dhikr), praising God through song and dance, and
surrendering to His Will. This mystical interpretation of orthodox Islam coincided
with the Bhakti movement. Both of these movements, which relied on a direct and
intimate experience with the Divine through singing hymns of adoration, were able to
draw inspiration from each other while maintaining loyalty to their parent tradition.'’
Thus a Hindu-Islam syncretism and common ground was forged through the

movements of Hindu-Bhakti and Muslim-Sufism.

9 Sunita Puri, Advent of Sikh Religion: a Socio-Political Perspective (New Delhi:
Munshiram Manoharlal Publishers, 1993).
10 Patwant Singh, The Sikhs (London: John Murray Publishers, 1999).
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Addressing the Hindu-Muslim syncretism in medieval India, S.T.
Lokhandwalla comments:

The Sufi and Bhakti movements blurred the differences between the
two religions so much that it was very common till very recently to
have a sadguru (true guru) or a pir (Sufi saint) having a common
following of Hindus and Muslims...The medieval age was the period
when Sufi and Bhakti thought and practice blended and coalesced at
many points."'

From a socio-religious standpoint, a syncretism of religious tolerance had
been achieved and would continue over the next centuries, however, as Muslim
conquest and control intensified, social and political turmoil began to weaken the
spirit of the masses. Punjab was an active recipient of both the religious renaissance

(where there was a strong presence of the both the Bhakti movement and Sufism) and

socio-political instability. Sikhism was its progeny.

The Period of the Guriis

The history of the Guriis commences with Gurli Nanak and continues through
a succession of nine more Guriis for two centuries.'> They are as follows: Gurii
Nanak (1469-1539), Gurii Angad (1539-1552), Gurii Amar Das (1552-1574), Guri
Ram Das (1534-1581), Gurii Arjan (1581-1606), Gurt Hargobind (1606-1675), Gura
Hari Rai (1645-1661), Guri Har Krishnan (1661-1664), Gurt Tegh Bahadur (1664-

1675), and Guri Gobind Singh (1675-1708). Each Guri played an intrinsic role in

11 S.T. Lokhandwalla, "Indian Islam: Composite Culture and National Integration,’
in Composite Culture of India and National Integration, ed. R. Khan (Simla: Indian
Institute of Advanced Studies, 1987), 121.

12 Sangat Singh, The Sikhs in History (Amritsar: Singh Brothers, 2005), 13-79.
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the growth and establishment of the Sikh faith. [Figure 3.3] The period of the Guriis
coincided with the Mughal Empire (1526-1858), which over time encompassed a
large portion of India (though never succeeding in its entire rule). [Figure 3.4] The
tenure of each Gurii and the direction in which Sikhism developed was deeply

influenced by the personality of the prevailing Mughal ruler. [Figure 3.5]

Figure 3.3. Genealogy of the Sikh Gurus"
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13 Image taken from: www.sikhphilosophy.net/attachments/new-to-
sikhism/36d1215433528-what-name-grandfather-guru-nanak-dev-850px-
sikhgurusfamilytree9-1-.jpg. (Accessed October 15, 2010).
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Figure 3.4. Map of Mughal India, 1526-1707"
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Several reliable sources, which provide information on the Gurts lives are the
Gurii Granth Sahib, the Vars (Ballads) of Bhai Gurdas and the most popular, yet less
historically reliable source, the Janam-Sakhis (life accounts of Gurti Nanak written by
various authors after his demise)."” The period of the Guriis may be divided into two
phases: The birth of Sikhism (first through fifth Gurii) and militant Sikhism (sixth

through tenth Gur).

14 Map taken from: http://media-2.web.britannica.com/eb-media/07/1607-
004-23030BA5.gif [accessed June 5, 2010]

15 The Janam-sakhis (biographies of Gurii Nanak written after his lifetime) are
considered by scholars to be highly unreliable sources as their historical validity is
very questionable. Cf. McLeod, Sikhs and Sikhism, 7-34.
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The Birth of Sikhism

The political situation in northwest India was not stable during the lifetime of
Gurt Nanak. Poor administration and political chaos caused a degeneration of the
social, moral and spiritual situation. Born into an orthodox Hindu family in the
village of Talwandi, near Lahore, Gurti Nanak lived during the reign of the Lodi
Dynasty (1451-1526), which eventually fell to the hands of Central Asian Muslim
invader, Babur (1483-1530).'® A visionary, mystic and revolutionary, Gurii Nanak
despaired over the great social inequities within the Hindu communities due to the
Brahmin hierarchy, caste system, oppression of the poor and woman and the violent
and forced conversions of the Muslim rulers.

Drawing from the Hindu devotional (Bhakti) movement and Sufism, he taught
a devotional monotheism, propounding a vision of love, humility and
brother/sisterhood for all, regardless of caste, creed, religion or gender. However,
unlike both the Bhakti movement and Sufism that gave precedence to asceticism and
renunciation of the world, Guri Nanak placed emphasis on ameliorating the socio-
political conditions of the people. He introduced a new order by intermixing equal
portions of religious, social and political responsibilities into a composite whole.'’

Gurt Nanak wrote about the turbulence of the socio-political times in his
hymns in the Gurii Granth Sahib, composing a collection of verses that referred to the

invasions by Babur."® In the hymn titled Majh ki Var, he addresses:

16 First Mughal emperor of India invaded the country and seized control in 1526.

17" Sunita Puri, "Socio-Political Content of the Teachings of Guru Nanak," Studies in
Sikhism and Contemporary Religion 7, no. 1&2 (April-October 1988), 17.

18 This collection of four verses, referred to as Baburbani (hymns about Babar)
describes Babar’s tyrannical rule, which imposed countless brutalities on unarmed
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“The dark-age is the scalpel. The kings are the butchers. Religion hath
taken wings and flown. In this no-moon night of falsehood, the moon

of truth is not seen to rise anywhere. In my search, I have become
bewildered.”"

In another hymn in Rag Tilang, he commented on Babur’s corrupt rule and
the general decay of society:

“Friend, Lalo! Babar with the wedding-party of sin from Kabul rushed

down, and forcibly demanded surrender of Indian womanhood. Then

went modesty and righteousness into hiding, and falsehood was

strutting in glory. Set aside were the Kazis (Muslim priests) and

Brahmin (Hindu priests), and Satan went about solemnizing

marriages.”*’

Guri Nanak traveled widely throughout and beyond India on four separate
trips (udasis) over the course of twenty-eight years, preaching his doctrine of unity
and love [Figure 5]. Using the common language of man, he composed and shared his
message through hymns, accompanied by his Muslim disciple, Bhai Mardana. During
the final twenty years of his life, he settled down in Kartarptir (presently in Pakistan),
where he established the first Sikh community on the principles of common land
ownership, farming and meals, with daily prayer and worship. Here he also started
two sessions of daily prayer services (kirtan chaunkis) as recorded in the writings of
Bhai Gurdas. Before his demise, he appointed his most devout devotee, Bhai Lehna

(renamed Gurii Angad, “blessed inseparable part”) to be his successor.”!

civilians. Three of the hymns are in Rag Asa (pages 360 and 417-18) and the fourth is
in Rag Tilang on pages 722-23 of the standard recension of the Gurii Granth Sahib.
19 Manmohan Singh, Sr7 Gurii Granth Sahib, 482-483.

20 Gurbachan Singh Talib, Shri Guru Granth Sahib, 4™ ed. (Patiala: Publication
Bureau Punjabi University, 2001), 2:1502.

21 Patwant Singh, The Sikhs, 17-28.
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Figure 3.5. Guru Nanak’s Four Journeys from Mecca to Tibet™
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Gurt Angad, the second Gurii, maintained the throne (gurgaddr) for thirteen
years. He moved to Khadur where he lived with his family. During this period, he
was actively involved in spreading the faith, opening more centers and distributing
copies of Guri Nanak hymns. He developed and standardized a liturgical script,
“Gurmukhi,” for writing the divine hymns, providing a distinct written language for
the Sikhs. He collected Gurti Nanak’s hymns in a small hymnal to which he added
his own compositions. He also instituted a free community kitchen (langar). With
the assistance of one of his most devoted disciples of twelve years, Gurii Amardas,
who would become his successor, he established an important Sikh community at
Goindwal, on the banks of the river.

The third Gurt, Amardas, was responsible for organizing the growing Sikh
community by setting up twenty-two parishes (manjis) that could both provide

instruction and training and also collect revenue for the new faith. Goindwal became

22 Image taken from http://www.sikhinterfaithvic.org.au/images/map.jpg [Accessed
October 6, 2009]
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the center for the growing Sikh community. He trained 146 apostles, called masands,
of which fifty-two were women, and sent them to various parts of the country to
spread the message of Sikhism. He declared festival days for the Sikhs to gather and
celebrate the faith.”> He also institutionalized langar as part of communal worship,
instructing that worship and eating together (sangat and pangat) were an essential
part of the teaching. He envisioned building a Sikh shrine, and instructed his son-in-
law, Jetha, to purchase land and dig a tank for the purpose of designing a pool of
water that would surround the temple. Prior to his death, he appointed Jetha as his
successor, renaming him Ram Das.

Gurt Ram Das, fourth Guri, designed and founded the holy city of
Ramdaspiir, later known as Amritsar, which would become the religious capital of
Sikhism. He also began construction of the Harmandir Sahib (Golden Temple).
Assigning his youngest son as his successor, he started a new trend whereby future
Guris would be selected by direct descendents.

Gurt Arjan was the third son of Gurii Ram Das. Both a saint and a scholar,
Guri Arjan compiled the Sikh scriptures into the first anthology of sacred poetry, the
Adr Granth, which included the words of the first five Guris, along with Hindu and
Muslim scholars and saints. Upon the completion of the Harmandir Sahib, he
installed the Adi Granth in the temple in 1604. Accused of blasphemy and refusal to
convert to Islam, Guril Arjan became the first Sikh martyr, who would die standing

firm to their religious beliefs, thus setting the course for a new Sikh identity.

23 Baisakhi (April 13), Maghi (1st day of Magha, mid January) and Diwali (festival of
lights in October/November).
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During the period of the first four Gurus (1469-1606 A.D.), the Mughal
Empire was at its peak of glory, and the environment was harmonious. Akbar the
Great, so-called because of his military achievements and his tolerant and inclusive
policies towards religion and patronage of the arts, provided a forum for inter-
religious dialogue and adopted an administrative policy of peace by integrating
Hindus into high positions. He demonstrated a great regard for the growing Sikh
faith, and consequently, the first four Gurlis produced spiritual poetry and hymns
predominantly about selfless love, submission and service.

However, Akbar’s successors (Jahangir, Shah Jahan and Aurangzeb)
supplanted his religious tolerance with Islamic fundamentalism and political
domination. Following the brutal martyrdom of the fifth Gurt, Arjan, in 1606 at the
hands of Akbar’s successor and son, Jahangir, the tables turned, and the Sikh

followers became the victims of persecution and harassment by the Mughal rulers.

From Passive Sikh to Militant Khalsa

Over the next century (1606 -1708), and under the next five Guris (the reigns
of Gurii Hargobind, Gurt Harkrishan, Gurii Har Rai, Gurii Tégh Bahadur and Gurt
Gobind Singh), tension increased between intolerant Muslim rulers, and the growing
Sikh community. An urgent need for a strong and politically reactionary Sikh image
became apparent.

The sixth Gurii, Hargobind, succeeded his father to the throne at the age of
eleven. Rule under Jahangir had become oppressive, and Guri Hargobind saw the

need to build military strength amongst his disciples. The historian Patwant Singh
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remarks how Gurii Hargobind “transformed the passive Indian mood of servility into
one of confident defiance of autocratic rulers, and a fierce pride in Sikh prowess.”**
He accomplished his task, “of canalizing the burning rage of the Sikhs into a
formidable military community” by asserting a new image of saint soldier (sant
sipahi).”> He built up the Sikh’s military power by implementing the principles of
mir pirt (being devoted to both temporal/spiritual authority) and establishing the Aka!/
Takht (the administrative seat) at Darbar Sahib as the seat of temporal authority,
which to this day remains the highest political institution of the Sikhs.

The new responsibilities of the Sikhs were to serve and protect the civil
liberties of all people (miri) and respect the spiritual authority and mission of their
five predecessors (pir7).® This new injunction met more and more resistance by the
Mughal Emperors, however, resulting in more drastic and aggressive measures to
destroy the growing Sikh community, including Guri Hargobind’s seven-year
imprisonment at Gwalior Fort.*” Subsequent Guriis were persecuted by the rulers and
condemned to death for refusal to convert to Islam.

Gurt HarT Rai, the seventh Guru, was peacefully installed following his
father’s (Gurii Hargobind) demise. He maintained his father’s military tradition in
building an army of over 2,200. Known for his policy of non-violence and

benevolence, he continued his missionary activities and fostered peaceful

relationships with the Mughal emperor, Shah Jahan. However, Shah Jahan’s son and

24 Patwant Singh, The Sikhs, 41.

25 Ibid., 39.

26 Harbans Singh, The Encyclopedia of Sikhism, 3: 89-91.

27 Sangat Singh, The Sikhs in History (Amritsar: Singh Brothers, 2005), 37-41.
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successor, Aurangzeb, who held great contempt for Sikhs, had Gurt Har1 Rat
poisoned at the age of 31.%*

Gurt Harkrishan, Guri Harm Rat’s son, was installed as the eighth Gurii. The
youngest Guru at the tender age of eight, his tenure was also the shortest, four years.
On a visit to Delhi, he fell ill to smallpox and before death, passed on his succession
to his uncle, the ninth Gurti, Tegh Bahadur.

Gurt Tegh Bahadur was the youngest son of Gurii Hargdobind. During his
tenure as Gurd, he continued to spread Sikhism and compose hymns. He established the
city of Anandpiir in the foothills of the Himalayas. Revered for defending the religious
rights of Hindus, he was condemned to death and beheaded in public in Delhi by
Emperor Aurangzeb for refusing to convert to Islam. Before his death, he named his
then nine-year-old son, Gobind, as his successor.

The tenth Gurli, Gobind Singh inspired solidarity amongst Sikhs. Versed in
both letters and warfare, he created a highly visible and militant Sikh identity,
coupled with a rigorous discipline that set Sikhs apart from others. He directed the
ultimate consummation of the principle sant sipahi (saint soldier) by creating the
Khalsa panth (“pure” Sikhs) through an initiation ceremony (Kandé-di-pahul) with a
double-edged sword.” The initiates were instructed to don a militant and highly
visible identity and adhere to a strict code of conduct and practices. The establishment

of the Khalsa panth, the collective body of the baptized Sikhs, completed the

developmental stage of the Sikh faith.

28 Ibid. 48-50.
29 Ibid. 66-67.
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The Khalsa Mahima (praise to the Khalsa), composed by Gurii Gobind Singh,
reflects his unwavering faith in the collective Sikh spirit:

The Khalsd is a reflection of my form,
The Khalsad is my body and soul,
The Khalsa is my very life...
For the many battles won, I am indebted to the Khalsa.
Sikhs owe their spirit of compassion to the Khalsa.
The inspiration for my learning came from the Khalsa.
Our enemies were vanquished by the steadfastness of the Khalsa.
Unlike countless others, we are adorned by the Khalsa.
Khalsa Mahima from the Dasam Granth®®

Gurt Gobind Singh was a prolific writer and scholar of many languages. He
compiled the final version of the Adi Granth Sahib, including his father’s hymns. His
own writings were collected and compiled into a separate volume titled the Dasam
Granth (book of the tenth Gurii), and form a core of collected hymns recited daily
(nitnem).

Prior to his death, he conferred final spiritual authority to the Adi Granth
Sahib scripture itself (renamed the Shri Gurii Granth Sahib) and instructed his
disciples to consult the Sikh community on all practical matters and recognize the
scriptural Gurd, the Gurii Granth Sahib as the eternal teacher. His close disciples
recorded his order (hukam) as the dohara (stanza) recited at the closure of the every
Sikh service.”!

I have established the Khalsa by God’s command
To all the Sikhs, this then is the commandment:
Accept the Granth as the Gurii.

Acknowledge the Gurii Granthji
As the visible form of the Guriis.

30 Patwant Singh, The Sikhs, 65-66.
31 Referred to as the Dohara (Hindi or Punjabi “order to repeat or recite”), this prayer
is recited at the closure of the evening prayer.
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Those with disciplined minds will find what they seek in it.**

Table 3.1:
Correlation Table of Emperor and Guru
i h
Lodi Dynasty Babu'r H;;r;\g:;n Afghan Sur Ak’baf {aha-nglr SharLJa an At{ra'?gzeb
1526-1530 L G Dynasty 1556-1605 1605-1627  1628-1658 1658-1707

1555-1556 1540-1555

_—

1. Gurd Nanak - 1469-153%

| |

2. Gurd Angad - 1504-1552

| ] | | J

3. Gurd Amardas- 1479-1574

| | J
4. Gurl Raimdas- 1534-1581

]

5. Gurd Arjan - 1563-1606

L

6. Gurl Hargdhing - 1595-1644

7. GurQ Har Rai - 1630-1661
8. Gurd Har Krishan -1656-1664
8. Gurd Tegh Bahadur - 1621-1675

—1

10. Gurd Gobind Singh -
1666-1708

The Period of Sikh Imperialism (1708-1849)

Before his assassination, Gurii Gobind Singh assigned leadership of the Sikhs
to Banda Singh Bahadir (1670-1716). A Hindu hermit turned Sikh warrior, Banda
was appointed as a military lieutenant with the assignment to punish the Mughal’s
heinous exploits by initiating a process of political change and reform.” Banda

retaliated aggressively, using powerful strategies and tactics he was able to establish

32 Patwant Singh, The Sikhs, 65-66.
33 Khushwant Singh, The Sikhs in History, 81.

47



Sikh sovereignty. However, following his martyrdom, Mughal persecution towards
Sikhs escalated, forcing the community to take refuge in the jungles and Himalayan
foothills. They soon organized themselves into a single body called the Dal/ Khalsa
composed as a confederacy of eleven military units “misls” (a brigade of Sikh
warriors) to resist Mughal oppression.®* After a period of three and a half decades,
they successfully formed the Sikh empire (1799-1849) under Ranjit Singh (1780-
1839), who ruled 1799-1 820.% His empire, weakened through internal divisions,
political mismanagement, and irreligiousness, created an opportunity for the British
Empire to take control of India, ultimately resulting in the annexation of Punjab into

the British territories (1849).

The Colonial Period (1947-present)

Under the British Raj and colonization, Sikhs were pacified and brought under
its control, changing the swing of the pendulum of the Sikhs once again, from the
poverty and oppression under Mughal rule to the sovereign opulence and decadence
of the Sikh Empire, to the subjugation under a foreign power. The colonial period
inspired socio-religious reform efforts amongst various Sikhs factions.”® In 1873, the

Singh Sabha, a reformist movement, was organized to restore the credibility of Sikhs

34 Ibid., 93-111.

35> He expanded the Sikh Empire that straddled parts of India, from Kashmir and parts
of Tibet and China, in the north to the Kyber Pass, in the west, to Multan, in the
South.

36 Cf. Sangat Singh, The Sikhs in History, 123-171, and Harjot Oberoi, The
Construction of Religious Boundaries: Culture, Identity and Diversity in the Sikh
Tradition (Delhi: Oxford University Press, 1994); Joseph T. O'Connell, Willard G.
Oxtoby, W. H. McLeod and J. Grewal, Sikh History and Religion in the Twentieth
Century (Toronto, Ontario: Centre for South Asian Studies, University of Toronto,
1988), 136-191.
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during a time when political and social instability wrought decline and the decay of
Sikh identity. The Singh Sabha focused on recovering Sikh values in the face of
increasing influence from Christian missionaries and Hindus. This organization
eventually divided into two groups: the Sandtan Sikhs (conservative Sikhs) and the
Tat Khalsa (radical Sikhs), with the later radical group gaining dominance in the early

twentieth century.

The Contemporary Period

Independence from the British in 1947 resulted in the partition and a new era
of struggle for the Sikhs that would continue well into the 90s. The Sikh homeland of
Punjab would be permanently severed, divided between Pakistan and India, causing a
massive exodus of Punjabi Sikhs and Hindus from West Punjab and a similar
migration of Punjabi Muslims from East Punjab. Their state was further divided on
linguistic grounds in 1968 into three states: Punjab, Haryana and Himachal Pradesh.
The new Indian government’s neglect of this minority community’s needs, along with
unfulfilled promises, resulted in an outbreak of Sikh fundamentalism in epidemic
proportions that wreaked havoc and led to terrorism and widespread violence in North
India over the next two decades, reaching a pinnacle of violence during the 1984 anti-
Sikh riots.”’

Since the mid-nineties, there has been relative peace and growing prosperity
amongst the Sikh community, with a massive migration of Sikhs to Europe, the US

and Canada. The Sikh religion today has a following of over twenty-five million

37 Grewal, Betrayed by the State: the Anti-Sikh Pogrom of 1984.
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people worldwide and is ranked as the world’s fifth largest religion. Some eighty
percent of Sikhs live in Punjab, where they form the majority (approximately two
thirds) of the population, while the remaining twenty percent make up a growing
global diaspora. The principles of honest work, charity and worship (kirt karna,
wand chhakna and nam japna) have enabled Sikhs to become economically
successful and generous in establishing and supporting active religious communities
abroad.

In this chapter, I have provided an overview of Sikh history, drawing from a
collection of reputable sources acknowledged by both the academic community and
the Sikh community a large. In this survey, I have consider the significant socio-
political factors surrounding the birth of this new religion along with furnishing a

brief biographical sketch of each Gurii and of their place in the history of Sikhism.
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CHAPTER FOUR: THE GURU GRANTH SAHIB

U H IdIE &BH U3 U5 I3T U5 HA
us Byt srear fafe s fsufeanr rg nan

“Blessed is the paper, blessed the pen. Blessed is the pot, which
contains the blessed ink. The scribe is blessed, O Nanak, who writes
the true divine name.”

Gurii Nanak, Var Malhar'

“If my body were to become the paper, O Beloved, and my mind the
inkpot; and if my tongue became the pen, O Beloved, I would write,
and contemplate, the Glorious Praises of the True Lord. Blessed is that
scribe, O Nanak, who writes the True Name, and enshrines it within
his heart.” Gurii Nanak, Raga Sorath*

The Gurii Granth Sahib and the Written Word

The Gurii Granth Sahib plays a central role in the life of the Sikh. The
importance of written scripture is evident in the above hymns of Gurii Nanak
composed over 500 years ago. In fact, throughout India’s history of religion, there
has been a preponderance of thought and commentary on the power of the divine
Word, both sonically transmitted through singing and chanting and as embodied in
written language.’

Sikhism arose between the cushions of two powerful traditions, each
purporting to represent the power of the Word: Hinduism with its Sanskrit scriptures
and Islam with the holy Qur’an. Indologist Fritz Stahl describes Sikhism as “a Janus

head” with one face looking in the Indian direction with respect to the sacredness of

LAG, p. 1291.
2 AG, p. 682.
3 Guy Beck, Sonic Theology (Delhi: Motilal Banarsidas, 1995), 1-20.
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sound and the other face looking in the direction of Western monotheistic religions,
particularly Islam in respect to emphasis on written text.* Pashaura Singh points out
that the creation of the Gurii Granth Sahib was also a way to legitimize the newly
forming Sikh theology as unique against the background of the hegemony of the
written texts of Hinduism and Islam.” He adds “the primary intention of Gurii Arjan
was to create an authoritative text for the Sikh community through which it could
understand and assert its unique identity. By doing so he could affix a seal on the
sacred word to preserve it for posterity and also frustrate any attempts by schismatic
groups to circulate spurious hymns for sectarian ends.”®

This chapter, beginning with a remark on the hermeneutics surrounding the
Word in Sikhism, provides an overview of the compilation, editing, and structural

organization of the Gurii Granth Sahib. It also touches on the language and

composers of the scripture along with the role of the scripture in the daily life of the

Sikh.

4 Frits Staal, "Comments: The Concept of Scripture in the Indian Tradition," in Sikh
Studies: Comparative Perspectives on a Changing Tradition, ed. Mark
Juergensmeyer and N. Gerald Barrier, (Berkeley: Graduate Theological Union, 1979),
121-124.

5> Pashaura Singh, The Guru Granth Sahib, Canon, Meaning and Authority (New
Delhi: Oxford University Press, 2000), 21.

6 Pashaura Singh, The Guru Granth Sahib, p. 21.
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The Gurii Granth Sahib as the Living Gurii

The Gurii Granth Sahib may be considered the largest hymnal used in any
religious tradition, as an anthology of 5,894 religious songs composed, collected and
compiled over a period of 300 years.” Pashaura Singh describes four formative stages
in the creation of this Sikh doctrine: (1) the primary experience, (2) sung liturgy, (3)
small hand-written hymnals (pothis), and (4) the canon including its first version,
referred to as the Kartarpur Bir, prepared by Gurll Arjan in 1604, and its final
version, the S¥7 Gurii Granth Sahib, prepared one hundred years later in 1708 by
Gurii Gobind Singh.® [Figure 4.1]

Figure 4.1. A Standard Version of the Gurii Granth Sahib’

7 Interestingly, Gregorian chant has similar features of hymn organization. For lists of
the pieces in the repertory, see John R. Bryden and David G. Hughes, An Index of
Gregorian Chant, 2 vols. (Cambridge: Harvard University Press, 1969).

¥ Pashaura Singh, The Guru Granth Sahib, p. 126.

9

http://image28.webshots.com/29/2/53/71/2485253710098039743tZUGym fs
.Jpg [accessed March 3, 2011]
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The first stage refers to Gurii Nanak’s primary experience in which he
composed hymns reflecting the social and emotional setting of his time. In the second
stage, the hymns, sung as Sikh liturgy, were transmitted orally with the hymns
remaining as a predominantly oral text. In the third stage, these compositions were
then copied into small hymnals or pothis to be used by congregants. These hymnals
were handwritten collections of hymns of Guri Nanak, Gurii Angad and Gurii
Amardas, which included selected poems of Hindu and Sufi saints.'” Pashaura Singh
refers to this stage as the theological redaction, because these collections contributed
to the shaping of a solid and comprehensive theology, which was now written down
and accessible to a broad populace.''

The final stage, marking the creation of the canon known today as the Sr7
Gurii Granth Sahib, involved three phases. The initial phase began with the first
edition of the scripture compiled by Gurii Arjan, who collected these pothis and after
authenticating the hymns, included hymns of his father, Guri Ram Das and himself.
His maternal uncle, Bhai Gurdas, wrote down the hymns. A manuscript, bearing the
date of 1604, exists in Kartarpur, Punjab, and is believed to be the copy dictated by
Guri Arjan to Bhai Gurdas. Consequently, it is commonly known as the Kartarpiir

bir (recension)."

10 These small hymnals (pothis) are popularly considered the Mohan Pothi or
Goindval Pothi because they were compiled in the city of Goindval, and held by
Mohan, son of Gurli Amardas. They were organized and ordered by Raga and
author, a tradition that Gurii Arjan continued in his compilation.

11 Pashaura Singh, The Guru Granth Sahib, 126.

12 W.H. McLeod, Historical Dictionary of Sikhism (New Delhi: Oxford University
Press, 1995), 119.
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One hundred years later, in 1706, the tenth Gurti Gobind Singh added the
hymns of his father, Gurti Tégh Bahadur, to the second and final edition of the
Granth. Bhai Mani Singh, a classmate of Guru Gobind Singh, was the scribe of this
volume. The third and final phase took place in 1708, during which the scripture
itself was designated by Gurti Gobind Singh as the final and permanent Guri and
renamed as the Guriz Granth Sahib, “the sacred volume which is the Guri.”" Thus,
the Gurd, as Divine authority was transferred from an incarnate human form to the
Scripture itself. Singh refers to this stage as the “significant completion of a matrix of

14 This matrix of revelation transformed the

revelation for the Sikh community.
Sikhs into a textual community thenceforth, tying their social and religious activities
to the teachings of the Scripture. Only hand-printed copies of this edition were
available before the first copy was printed with a press in 1864. The standard edition
of 1,430 pages, which includes an index, was finalized in the early twentieth century
by the SGPC, (Shiromani Girdwara Prabandhak Committee) in Amritsar. This
committee, the “mini-parliament” of Sikhs, has exclusive and legal rights over the

editing and publication of the Granth throughout the world. The official title by

which the scripture is popularly addressed is the Adi Sr7 Gurii Granth Sahibjt.”

13 McLeod, Historical Dictionary, 22.
14 Tbid. 22.
15 Denoting that it is Adi (the first and primary), ShrT (Beloved), Gurii Granth Sahib,

[

and suffixed with “ji” (a term of respect and endearment).
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The Language of the Gurii Granth Sahib

The language in which the hymns of Gurii Granth Sahib are composed is
referred to as Gurbani. This term refers to both the Guriis’ hymns recorded in the
Gurii Granth Sahib and also in the Dasam Granth, a scripture with writings attributed
to the tenth guru, Gurii Gobind Singh. Additionally, Gurbani can also refer to the

hymns of the Hindu and Sufi bhagats (saints).'®

The language of the scripture is a purely poetic, inspired language, a result of
an epiphany in which Gurii Nanak received direct communication of the divine
reality. Sikh scholar Nikky-Guninder Kaur Singh explains in 7he Name of My
Beloved: Verses of the Sikh Gurus, “Gurt Nanak celebrated the [favour] of receiving
the Name through a song of praise; and a song was to be the medium of his divine

. . . 17
inspiration ever after.”

Like other saint poets of his time, he used the language of
the people, a simplified, early form of Hindi known as Sant Bhasha or Sadhukari as
the medium to express his praise songs. This language, widely used throughout
medieval northern India for popular devotional poetry, had a wide range of variants
depending on location, poet and audience. Nirmal Das, in the Songs of the Saints in
the Adi Granth explains that the scripture was written in several languages with
dialectical variants, including Sanskrit, regional Prakrits; western, eastern and

northern Apabhramsha, and Sahaskrit."® The table below provides a list of the

languages and their composers found in the Guri Granth Sahib. [Figure 4.2]

16 Some scholars delimit the term Gurbani as exclusively “bant of the Guris” while
Bhagat Bani denotes the hymns of the bhagats.

17 Nikky-Guninder Kaur Singh, The Names of My Beloved: Verses of the Sikh Gurus
(San Francisco: HarperCollins Publishers, 1995), 18.

18 Nirmal Dass, Songs of the Saints from the Adi Granth (Albany: SUNY, 2000), 13.
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Figure 4.2. Languages found in the Gurii Granth Sahib

Punjabi - many Sikh Gurts, Bhagat (saint) Sheikh Farid and others
Sindhi — Gurt Arjan

Sanskrit — Gurii Nanak, Gurii Arjan and others

Lehndi or Western Punjabi— Gurii Arjan

Gujarati and Marathi - Bhagat Namdev and Trilochan

Western Hindi - Bhagat Kabir

Western Hindi - Court poets

Eastern Apabhramshas - Bhagat Jaidev

Arabic and Persian - Bhagat Namdev, Gurii Nanak

Structural Organization of the Gurii Granth Sahib

The collection of Gurbani fills 1,430 pages and is organized by its music and
poetry. A musical anthologyi, it is divided into three sections: the introductory
section, the musical section, and the conclusion or epilogue. [Table 4.1 and Figure
4.3]. The first thirteen pages contain liturgical works all dedicated to the
compositions of Gurii Nanak. The hymns on these pages form a collection of
prescribed daily hymns (nitnem), commencing with the Miilmantra (Sikh statement
of faith), followed by the Japji Sahib, the S6 Dar (a collection of nine hymns) and
Kirtan Sohila (a collection of five hymns). Pages 14 through 1,353 contain hymns
assigned with musical instructions. These hymns are organized into 31 chapters by
Ragas and further subdivided by the particular type of poetic composition, by the

author, and finally by the ghar, a musical sign to be discussed later.
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The final section, pages 1,353-1,430, consists of several styles of poetic
compositions: Saloks and Swaiyyas, the Mundavani (an epilogue to the scripture) and
a Salok composed by Gurii Arjan. The scripture concludes with the Ragmala, a

composition of twelve verses that provides an index of ragas.

Table 4.1. Structural Organization of the Gurii Granth Sahib

Structural Organization of the Guru Granth Sahib

Gurt Granth Sahib

Introductory Section Main Text in Raga Concluding Section
(Liturgical hymns)
sapjisahib 2P yirtan Sohila Shaloks i Ragmala
W So Purakh Epilogue g
S1i Raga Majh Raga GauRi Riga Asa Raga Al ’a”;;“g”j“ﬁ
Bhagat Bant
Chaupad Ashtapadi Chhant Longer Works Var
Mahalai Mahala Mahala Mahala MahalaV Mahala ViiIi Kabir Nimdév Ravidis  Other
ii 1] vV poets
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Figure 4.3. Index of sections and items

Section One: Liturgical/Prayers:

Japji (Morning); Page 1 to 8

Sodar (Evening); Page 8 to 10

S6 Purakh (Evening); Page 10 to 12
Sohila (Bed Time); Page 12 to 13

Section Two: Musical Section:

Musical hymns - Pages 14 - 1,353

Section Three: Concluding Section:

Slokas Sahskriti - Pages 1,353 - 1,360

Gatha - Pages 1,360 - 1,361

Phanhas - Pages 1,361 - 1,363

Chaubolas - Pages 1,363 - 1,364

Slokas of Kabir; Pages 1,364 - 1,377

Siokas of Sheikh Farid; Pages 1,377 - 1,384
Swaiyas; Pages 1,385 - 1,409

Slokas of the Guris; Pages 1,410 - 1,426

Slokas of Gurd Tegh Bahadur; Pages 1,426 - 1,429
Mundavani; Page 1,429

Ragmala; Pages 1,429 - 1,430

The following section provides a summary of each section with examples of

the hymns.

Liturgical/Prayers

Liturgy plays a principle role in Sikh devotional practice, providing an
established formula for public worship and a prescribed ritual, which Sikh
congregations follow in their services and in their ceremonial rites. Initiated Sikhs are
required to recite a series of daily prayers and hymns. Many whom I met had
memorized these hymns in childhood and were able to recite them upon request.

Even those who were perhaps illiterate had memorized these hymns by heart. The
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nitnem hymns form the daily corpus of the canon, and portions of these hymns are
often sung in congregational response. Below is a brief summary of the principal

hymns recited daily.

(1) Malmantra

The Miilmantra appears at the beginning of the Gurii Granth Sahib. Considered
the statement of faith by Sikhs, it houses the principle ideology and belief in one non-
anthropomorphic God who is self-realized.'® It is popularly believed that Guri Nanak

recited this statement of faith after he returned from his three-day disappearance in

the Kali Bein River.
Ek Ongkar There is only one universal creator God
Sat Nam His name is Truth
Karta Purakh Creative Being Personified
Nirbhau He is without fear
Nirvair He is without hate
Akal Mirat He is timeless and without form
Ajini Saibhang He is beyond birth and death, self- illuminated
Gur Parsad By Guru’s Grace
(2) Japji Sahib

The Japji Sahib follows the mulmantra. This daily Morning Prayer is recorded
on pages one through eight. Jap, a Sanskrit word meaning to recite with the tongue,
refers to the tradition of reciting this early Morning Prayer. This lengthy hymn,
broken up into thirty-eight Pauris (Stanzas) and one sloka (couplet), is attributed to

Gurt Nanak, who is believed to have composed this prayer when he was thirty-eight

19 Hardev Bahri, “A Linguistic Analysis of the Mul-Mantra,” in Journal of Sikh
Studies 2 (February 1975), 24-34.
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years old.
(3) So Dar Rahiras

The title S0 Dar, “That door” are the beginning words to a collection of five
hymns in the liturgical section (pages 8-10) recited at sunset. Referring to the
entrance through which to meet the Lord, this supplication commences with: “Where
is the place where you dwell, with its door (sé daru) where you sit keeping watch
over all”.** This set is followed by a group of four hymns “S& Purakh” (literally
“That person”, pages 10-12). Both collections of hymns, assigned to be sung in Raga
Asa are also repeated under their appropriate raga section of the GGS.

These evening prayers have been sung by devout Sikhs since the time of Gurii
Nanak (when he started services at Kartarpur) as has been recorded in the Vars of
Bhai Gurdas.”! Pashaura Singh comments “the morning prayer, Japuji, is a
contemplative hymn and is meant for recitation during the ambrosial hours (amrta
véla) of the last watch of the night before dawn... The evening prayer, So6 Dar

Rahiras, on the other hand, is meant for congregational worship.”*

This hymn
collection is musically performed in the evening kirtan session titled S6 Dar di

chaunki (service of Sodar) at many Giirdwaras throughout India and will be referred

to later in this dissertation.

20 AG, pp. 8-9.

21 Jodh Singh, Varan Bhai Gurdas: Text, Transliteration and Translation, 2 vols.
(Patiala: Vision and Venture, 1998), 1.

22 Pashaura Singh, The Guru Granth Sahib, 97.
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(4) Kirtan Sohila

The liturgical section concludes with a set of five hymns on pages twelve and
thirteen. These hymns are recorded in the liturgical section as well as under their
appropriate raga section. This collection of hymns is sung and chanted by Sikhs
before retiring at night and is also recited at the conclusion of the antim ardds, the

funeral ceremony.

The Musical Section

The musical section is the most substantial section consisting of a large
collection of hymns that are organized under Raga chapters.”> Scholars recognize the
importance of music in this scripture by the sheer volume of hymns with ra@ga
prescriptions. The thirty-one main r@gds that appear in the musical section are listed

below in their serial order. [Table 4.2]

Table 4.2. Ragas of the Gurii Granth Sahib: Main Ragas

1. ST 9. Sorath 17. Gond 25. Basant

2. Majh 10. Dhanasarit 18. Ramkali 26. Sarang

3. Gauri 11. Jaitsri 19. Nat 27. Malar

4. Asa 12. Todr 20. Mali Gaurt 28. Kanara

5. Gujart 13.Bairart 21. Mari 29. Kalyan

6. Dévagandari 14. Tilang 22. Titkhart 30. Prabhati
7. Bihdgara 15. Sithi 23. Kedara 31. Jaijavanti
8. Wadhans 16. Bilawal 24. Bhairo

Along with the 31 principle ragas are added 31 raga variations. These ragas

23 For similarities with the Byzantine liturgy organized by the oktoechos See Peter
Jeffery, ed., The Study of Medieval Chant: Paths and Bridges, East and West: in
Honor of Kenneth Levy (Woodbridge/Cambridge: Boydell Press, 2000), 153-193.
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are derived from the main forms (a combination of two or more ragas). [Table 4.3]

Table 4.3. Ragas of the Gurii Granth Sahib: Raga Forms

1. Gaurt Guarért 9. Gaurt Mala 17. Tilang Kaft 25. Maru Kafi
2. Gauri Dakhant 10. Gauri Majh | 18. Suhi Kaft 26. Basant Hindol
3. Gauri Malawa 11. Gauri 19. Asawart 27. Kalyan Bhopali
Sorath Sudhang
4. Gauri Bairdagani 12. Asawart 20. Bilawal Dakhani | 28. Prabhati Bibhas
5. Gaurt Piirabt 13. Sithi Lalit 21. Bilawal Mangal | 29. Bibhas Prabhas
Dipaki
6. Wadhans Dakhant | 14. Asa Kafi 22. Bilawal Gond 30. Prabhatt
Dakhant
7. Gauri Dipakt 15. Dévagandar | 23. Ramkalt 31. Nat Narayan
Dakhant
8. Gaurt Chetr 16. Gaurt 24. Mari Dakhant
Pirabt

Metrical format also played a significant role in the organization of the
hymns. All set in varying lengths of padas (verses), the hymns are sequentially

organized by the nature of the meter. [Figure 4.4]

Figure 4.4. Metrical Formats Found in the Gurii Granth Sahib

. Chaupadas: an average of four verses each.

. AStapadis: an average of eight verses each.

. Special longer poems

. Chhants: six line verses

. Special short poems

. Vars: consisting of two or more paragraphs (S/okas) followed by a concluding
stanza (Pauris)

7. Poems of Bhagats (various saints)

AN DN B W —

The following chart provides examples of the indexing for hymns set in Raga
Sr7 and Raga Gauri respectively, presenting the sequence of the hymns within a given

raga. [Table 4.4 and 4.5]
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Table 4.4. Index of Hymns in Raga Sri

Raga Sri
Type of Composition: Page/s: | Composer/s:

14-93
Gurbant 14-53 Gurl Nanak, Gurli Amar Das, Gurii Ram Das, Gurii Arjan
AStapadi (Octets) 53-71 Gurii Nanak, Gurii Amar Das, Gurii Arjan
More Gurbant 71to 74 | Gurd Nanak, Gurii Arjan
Pahrei (The Hours) 74 to 78 | Gurl Nanak, Gurii Ram Das, Gurii Arjan
Chhant (Lyrics) 78 to 81 | Gurt Ram Das, Gurii Arjan
Vanjara (Merchant 81 to 82 | Guri Ram Das
Songs)
Sri Raga Ki Var Mahalla | 83 to 91 | Gurd Nanak, Gurli Amar Das, Gurti Ram Das,
114
Bhagat Bant 911093 Bhagat Kabir, Bhagat Trilochan
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Table 4.5. Index of Hymns in Raga Gaurt

Raga Gaurt

Type of Composition: Page/s: Composer/s:
14-93
Gurbant 151 to 346 | Guru Nanak, Gura Amar Das , Gura Ram Das, Gurt

Arjan , Gurt Teg Bahadur, Bhagat Kabir, Bhagat
Namdev, Bhagat Ravi Das

Chaupade and Diipade 151 to 185 | Guru Nanak, Guri Amar Das , Gura Ram Das , Guril
(Quartets and Couplets) Arjan
AStapadi (Octets) 220 to 234 | Gurd Nanak, Gurii Amar Das

Karhalei (Camel Driver’s 234 10 235 | Gurdl Ram Dis

poem)

AStapadi (Octets) 235 to 242 | Gurl Arjan

Chhant (Lyrics) 242 to 249 | Gurt Nanak, Gurii Amar Das , Gurii Arjan
f:z”rf)’:ti])‘hk”” 250 t0 262 | Gurdi Arjan

E”{i"‘s’;’)"“”’_ (Jewel of 262 t0 296 | Gurdi Arjan

Thittin (Lunar Dates) 296 to 300 | Gurl Arjan

Var 300 to 323 | Gurii Amar Das, Gurii Ram Das, Gurli Arjan
More Bani 323 to 330 | Bhagat Kabir, Gurii Arjan

AStapadr (Octet) 330 to 340 | Bhagat Kabir

Bawan Akkhari (Acrostic) | 340 to 343 | Bhagat Kabir

Thitin (Lunar Dates of

Fortnight) 343 to 344 | Bhagat Kabir

Var - Seven Days of the

Week 344 to 345 | Bhagat Kabir

Each hymn is a complete unit itself and is to be presented in the exact format
in which it is written, commencing with an announcement of its title. Most hymns
consist of a refrain (rahdo) and several verses. The example given below, an
astapadi (verse of eight stanzas) in Raga Dhandsari, provides an idea of the
arrangement of a typical hymn. [Figure 4.5] A more in-depth study of the hymns in

the musical section will be discussed in Chapter Six: Rdga and Revelation.
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Figure 4.5. Example of a Sabad “Gurii Sagar Ratani Bharpiiré” layout in Raga
Dhanasart

Gurmukhi script:

UGTAYT HIS' Q Wg 2 AT
€ Af39rs yArfe |
a9 AQIg I3t IIYT Il
nifi3 A3 garfo adt g3 1
afg 99 <91 gafg yzg 3 I
AI<9 Hfg I8 yraufs urg i
fooor 591 FuzT 2uFt &fE I
diefs 38 H® & e nan s 1™

Transliteration:
Dhanasart mahala 1 ghar 2 Astapadi
ik oankar satigur prasad ||
gur sagar ratani bharapiiré ||
amrta sant chugehi nehi diiré ||
har ras chog chugehi prabh bhavai ||
saravar mahi hans pranapati pavai ||1|]|
kia bag bapura chhapari nai ||
kichar ditbai mail n jai||l|| rahdo ||

English:

Dhanasari, First Mahala, Ghar 2, AStapadi = (Title: Raga Dhanasari, Guri Nanak,
Ghar 2, poetic style: Astapadi)

One Universal Creator God. By The Grace Of The True Gurii = Invocation
The Guru is the ocean, filled with pearls.
The Saints gather in the Ambrosial Nectar; they do not go far away from there.
They taste the subtle essence of the Lord; they are loved by God.
Within this pool, the swans find their Lord, the Lord of their souls. ||1|| = (First Verse)
What can the poor crane accomplish by bathing in the mud puddle. It sinks into the
mire, and its filth is not washed away. ||1||Pause|| = (Refrain)

Figure 4.6. Page 685 from the Gurii Granth Sahib: “Guriu Sagar Ratant
Bharpiire 23

24 AG, p. 685.
25 Photo by author, taken at Mastuana Sahib Girdwara, October 19, 2006.
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The Concluding Section

The concluding section of the Gurii Granth Sahib consists of non-raga
hymns, composed in a variety of poetic styles, followed by a closing hymn, the
Munddvani and a compendium of ragas, the Ragamala. The Mundavani literally
“seal” is a metaphorical hymn composed by Gurii Arjan as an epilogue to the volume.
It is commonly accepted that this hymn “sealed” the scripture as a way of precluding
any unwanted additions to the scripture.”® The Mundavani and the Salok that follows
are both integral parts of the scriptural text and are recited at the end of both services
and full readings of the Holy Book. The Mundavani is also recited as the conclusion

of the Rahiras, the daily evening prayer.

Mundavani:

26 Pashaura Singh, The Guru Granth Sahib, 211.
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Upon this Plate, three things have been placed: Truth, Contentment and
Contemplation. The Ambrosial Nectar of the Nam, the Name of our Lord and Master,
has been placed upon it as well; it is the Support of all. One who eats it and enjoys it
shall be saved. This thing can never be forsaken; keep this always and forever in your
mind. The dark world-ocean is crossed over, by grasping the Feet of the Lord; O
Nanak, it is all the extension of God. ||1|*

Salok, Gurii Arjan:

I have not appreciated what You have done for me, Lord; only You can make me
worthy. I am unworthy - I have no worth or virtues at all. You have taken pity on

me. You took pity on me, and blessed me with Your Mercy, and I have met the True
Gurii , my Friend. Nanak, if [ am blessed with the Nam, I live, and my body and mind
blossom forth. ||1]|**

Ragmala:

This composition is found at the conclusion of the Gurii Granth Sahib.
Ragmalda literally meaning “a garland of ragds™ appears after the Mundavani and
Salok of Gurii Arjan. The Ragmala is a compendium of eighty-four ragas classified
into six groups. While scholar’s opinions differ on the intent and inclusion of the

Ragamald in The Gurii Granth Sahib, there is general agreement that its presence at

the close of the Scripture may act as a tribute to the importance of ragds within it.*’

Contributors of the Guri Granth Sahib

The contributors to the Gurii Granth Sahib fall into four categories: (1) the
Sikh Gurts, (2) the pre-Nanak saints (bhagats), (3) the poet saints of the time and (4)
other contributors. The first five Gurts and the ninth and tenth Gurt have all been

contributors. Included are the hymns of sixteen bhagats (Hindu and Sufi saints) from

27 AG, p. 1429.

28 4G, p. 1429.

29 Winand M. Callewaert and Mukund Lath, The Hindi Padavali of Namdev (Delhi:
Motilal Banarsidass Publishers, 1989), 127.
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different parts of India spanning four centuries.’® The third category of contributors
includes Bhagats and Bhats who were contemporaries of the Gurtis. The Bhats, who
served as bards in the courts of the Guriis, composed mostly panegyrics of the
Guriis.” The fourth category of contributors includes people like Mardana (Guri
Nanak’s Muslim companion and disciple), Sunder (the author of an elegy), and the
minstrel duo, Satta and Balwand. The table below provides a list of the number of

hymns written by the Guriis and others. [Table 4.6]

30 Placed here in chronological order, they are Jaidev from Bengal; Farid from
Punjab; Nam Deév, Trilochan and Paramanand from Maharastra; Sadhna is a Sindhi;
Bén1 and Ramananda from Uttarpradesh; Dhanna belongs to Rajasthan; Pipa, Sain,
Kabir and Ravidas from Uttarpradesh; Bhikhan from Uttarpradesh; and Siir Das.

31 The bards are the following: Bhalhau, Bhika, Das, Ganga, Haribans, Jalan, Jalap,
Kal, Kalasu, Kalasahar, Kiratu, Mathura, Nal, Rad and Sal.
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Table 4.6: Number of Hymns by Author

Composer: Guri Number of Composer: bhagat | Number of
hymns hymns

Gurt Nanak 947 Bhagat Kabir 541

Gurt Angad 62 Namdev 60

Gura Amar Das 907 Ravidas 41

Gura Ram Das 697 Ramanand 1

Guri Arjan 2,218 Jaidev 2

Gurt Teégh Bahadur | 115 Trilochan 4

Dhanna 4

Sheikh Farid 134

The Role of Scripture in the Daily Life of the Sikh

For the devoted Sikh, the Scripture is always inseparable from daily life.
Harbans Singh explains:

“It was central to all that subsequently happened in the Sikh life. It
was the source of their verbal tradition and it shaped their intellectual
and cultural environment. It molded the Sikh concept of life. From it
the community’s ideals, institutions and rituals derived their meaning.
Its role in guaranteeing the community integration and permanence
and in determining the course of its history has been crucial.”*

32 Harbans Singh, The Encyclopedia of Sikhism, 4: 247.
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The intimate and continuous connection with the Gurii Granth Sahib in the
daily life of the Sikh is evident when one observes the daily routine at the Sikh. From
birth to death, all ceremonies commence and conclude with observances surrounding
the Gurii Granth Sahib. From the early morning hours to the late evening, the Sikh’s
life is guided by a prescription of daily hymns, readings and observances. Recognized
as the embodiment of the Gurd, it presides over all religious functions each day after
it is ceremonially installed in the Giirdwara. In the evening, it is returned to its resting
quarters.” The Granth is placed on a throne (manji-sahib), over, which is, draped a
colorful canopy. A devotee, who waves a whisk over the scripture, continuously tends

it. [Figure 4.7]

33 Every Giirdwara must contain a room with a bed. Each night, the Guriz Granth
Sahib is ritually taken from the Takht, the raised platform in the prayer hall, and
carried into the bed. Every morning, the Gurit Granth Sahib is taken from the bed
and carried back to the 7akht. This shows the respect that Sikhs have for the Guri
Granth Sahib.
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Figure 4.7. Sikh Service at Darbar Sahib, Amritsar™

™

Contact with the Scripture in the form of carrying it from one place to another,
arranging it on the manji sahib with colorful scarves, opening and smoothing the
pages, reading, listening to and singing the words are all connected to the multi-
sensory and extra-musical experience surrounding the Gurit Granth Sahib. Receiving
the daily hukamnama, the Gurii’s order, is the pivotal ritual event around which the
daily services take place. The scripture is randomly opened and the hymn located on

the upper left page is read as the hukam for the day. This hymn is to be contemplated

34

http://forum.sikhsangeet.com/v/Gurudware/Harmandir+Sahib/goldentemple1l
Jjpg.html [accessed March 8, 2011]

72



throughout the day as a spiritual roadmap. Imprinting these Divine words on the
mind the devotee becomes saturated with their emotional message as instructed by

Guril Ram Das in the first stanza of the famous morning hymn the 4sa D1 Var.

Asa Mahala 4, Chhant Ghar 4//

(My) eyes are wet with God’s Nectar and my mind is dyed with love of God, O
Supreme King//

God has applied his touch-stone (of love) to my mind and it has become (most pure
and valuable like) the most pure gold//

I have been dyed by the Gurii; with (ever-lasting Divine) color and my mind and body
have been drenched in it//

The slave (of God), (Gurii) Nanak, has been perfumed with the divine musk (of His
love) and his birth (life) is (now) supremely blessed. ¥ AG, p. 448.

The oral-aural and written experience of the Scripture has played a significant
role for the Sikh from the beginning of this faith. The oral experience of Gurbanit
through recitation, singing, chanting and listening to it transforms one’s
consciousness and purifies one’s mind, thereby neutralizing negative thoughts. Gurt
Arjan in Raga Kanara comments: “The false thinking of both performers and
listeners is destroyed when they participate in devotional singing.” Through
continuous encounter with Gurbani, the devotee personalizes the scripture. As
Wilfred Cantwell Smith comments: “To memorize, to recite, even to hear have
always been deeply personal ways of relating to the meaning of words than to look at

5336

them on the page.””” The Japji itself expresses this very thought, instructing the

devotee to: “Gaviye, suniye man rakhiye bhao, dukh parhar sukh ghar le jaye”

35 The Sacred Asa Dt Var, ed. Harbans Singh Doabia (Amritsar: Singh Brothers,
1988), 16.
36 Wilfred Cantwell Smith, What Is Scripture? 166.
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(Sing, listen to and keep the scripture in your heart, then you shall destroy your pain
and live in peace).”’

This oral dimension can be aptly explored by examining the actual practice of
encountering Gurbani in Sikh daily life. Both receptive and productive approaches
are strongly built into the devotional activities surrounding the scripture.
Memorization maintains a high place in both learning and performing Gurbani.
William Graham observes: “Memorization is a particularly intimate appropriation of
a text, and the capacity to quote or recite from memory is a spiritual resource that is
tapped automatically in every act of reflection, worship, prayer, or moral deliberation,

38 .
”°® To memorize,

as well as in times of personal and communal decision or crisis.
kanthastha (Sanskrit), literally translated “to establish in the throat,” implies both the
receptive and active elements of memorizing through speaking, singing or intoning
the words.

In this chapter, I have conducted an analysis of the musical and textual
organization of the Gurii Granth Sahib as a written text. I have also considered how
the Guril, embodied in the Scripture, is a pivotal force in the daily life of the Sikh,
unfolding through the daily expressive rituals of singing, chanting and memorizing.

This leads us into our next chapter, which explores the musical marriage between the

revelation of the Word and raga.

37 M1, Japjt, AG, p. 1.
38 William A. Graham, Beyond the Written Word: Oral Aspects of Scripture in the
History of Religion (New York: Cambridge University Press, 1987), 160.
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CHAPTER FIVE: MUSICAL DEVELOPMENT OF S4BAD
KIRTAN

H'g A®J HI® U
a®Hdl Hfg al938 ugumsT I
TIHfy miba & e foursT 11
nfy 33 AA® IS 39 Ifg T9dr0 ufs G arfeer 1€

Raga Marii, Sohale, Gurii Arjan
In this Dark Age of Kali Yuga, the Kirtan of the Lord’s Praises are most
sublime and exalted.
Become Gurmukh, chant and focus your meditation.

You shall save yourself, and save all your generations as well. You shall go to
the Court of the Lord with honor. ||6]| AG, 1075

Singing Praises Through the Ages

Kirtan (from Skt. N Kirti, i.e. to praise, celebrate or glorify), that is, singing
songs of praise to God is an essential part of Sikh worship and —as referenced in the
above popular hymn in Raga Maru — is considered a panacea for the modern age.
The Sikh Guris lived during a period of musical and cultural renaissance in India
when music and poetry flourished under the patronage of emperors and wealthy
patrons alike. It was also a time that witnessed a confluence and synthesis of
aesthetics and thought from Hinduism, Islam and Buddhism, each with their own
devotional hymn singing traditions. Sabad kirtan benefitted from these influences, as
did the classical and folk traditions of India. Musicologist A.S. Paintal remarks in this
connection:

The Sikh sacred music, through its intimate sharing of the spirit of

classical Hindustani music and its artistic assimilation of the popular

and folk styles of music for its aesthetic-emotional needs, evolved new
modes and patterns of devotional music based on, and intimately
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related to, the well-known indigenous forms and styles of devotional
music, characteristic of other religious faiths. Here we discern a
synthesis that so truly governs the catholicity of the Sikh religion
whose contribution to devotional music is not only of outstanding
merit, but is also a part and parcel of the great heritage of this country
in its religious and devotional modes of expression an appeal.’

This chapter explores the historical, musical and textual influences that lead to

the development of Sabad kirtan.

The Development of Devotional Music in India

The hymns of the Gurii Granth Sahib as lyrical poetry, evolved out of a
tradition of devotional singing that can be traced back 2,000 years. The emphasis
placed on verse (pada) and tone (swar) can be observed throughout the evolution of
praise singing leading to the complex musical system of Sabad kirtan. Indian
musicologists identify several distinct periods in its evolution: the Vedic Period, the
Puranic Period, the Classical period and the medieval period.

From the Vedic Period onward (2,500 B.C. — A.D. 200) the singing of sacred
poetry was considered the ideal medium through which to commune with the Divine.
Vedic hymns, referred to as samdagana, were guided by a sophisticated metrical
system based on the number of syllables in a verse.” The sung poetry was taught
through the study of Chhanda: the study of Vedic meter, in which great emphasis was

placed on the metrical units of the verse (pada).” These metered hymns recited in

1 G.S. Mansukhani, Sikh Kirtan, 109.

2 Wayne Howard, Vedic Recitation in Varanasi (New Delhi: Motilal Banarsidas,
1986), 199-333.

3 Ibid., 25.
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three basic tones -Anudata, Udata and Swarita, formed the basis for many later
singing styles in India.*

During the Puranic period, (800 B.C. —400 A.D.) stotra singing (eulogistic
songs) gained popularity. Two Sanskrit epic poems, the Mahabharat and Ramayana
introduced the verse form, Sloka, a verse of two lines, each with sixteen syllables,
based on the Vedic Anustubh meter.” During this period, several singing styles were

also employed.

The Classical period (A.D. 100 — 1200) produced the tradition of “saint-
singers” who preached through sung poetry.” They composed their hymns in padas
and penned their names in the last verse of the poem, thus affirming their creativity
and role in the poem.® Their poems contain a dhruvapad (literally a “fixed verse” Skt.
“dhruv” + “pad”), which acted as a refrain repeated after every verse to reinforce and
intensify the theme. The coupling of pada style poetry with music, in the form of
rdgd, gave birth to the singing tradition of prabandha.’ This rich and thriving genre
became the preferred form for sung poetry of the poet saint tradition with some of the
earliest prabandhas dating from the eighth-century ascetic sects of the Siddhas and

Nath Yogis. The twelth-century Hindu poet-saint, Jayadeva, popularized the

* Anudata, Udata and Swarita correspond to lower pitch, higher pitch and
intermediate pitch, respectively and are based on an intervallic relationship. See
Wayne Howard, Vedic Recitation in Varanasi, 95-96.

5> The Anustubh meter consists of a sixteen-syllable line, broken into two eight-
syllable half-lines by a break in the middle of the line.

6 Gurnam Singh, A Musicological Study of Guru Nanak Bani (New Delhi: Manjit
Singh, 1999), 38.

7 Poets such as Jaydeva (twelth-century) were considered as saints who composed
spiritual poetry to song.

8 This feature (final verse is called the bhanita) was popularly adopted in the saint-
singer tradition as well as being an intrinsic part of all Subad compositions.

9 Callewaert and Lath, The Hindi Padavali of Namdev, 56.
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prabhanda through his composition Gitagovinda, a hymn of praise in Sanskrit to
Lord Krishna. He assigned ragas, such as Ramkali, Vasant, and Giijari and the

rhythm cycles of the seven-beat rupak, and twelve-beat ektal to his poems. 10

In an analysis of the prabandhas of medieval saint poet Namdev, Callewaert
and Lath explain that musicians classified songs according to the rdga in which they
were composed: “It appears that first the singers sang a particular pada in a particular
raga. Then they grouped together the padas which were to be sung in the same
raga.”"" Accordingly, rdga was like an identity card for the earliest period of oral
transmission. Repertoires, collections of songs classified by rdgdas became popular in
the fourteenth century among religious communities. One such collection known as
the Pancavani contains the poetry of the Dadiipanth (five highly-respected poets,
three of whom whose poetry is also found in the Gurii Granth Sahib)."?

The Medieval period (1200 - 1800 A.D.) is considered by scholars to be the
Indian renaissance. During this period the arts reached new levels of expansion and
synthesis. Swami Haridas (1480 -1575) further developed the pada prabandha style
of sung poetry. A contemporary of Guri Nanak, he composed four part dhrupad
compositions as sthai, antara, sanchari and abhogi. Dhrupad [Skt. Dhru (fixed) +
pad (verse)] was a style of sung poetry that became a genre in its own right, built
around a refrain and a series of verses.”> Many poets of the Bhakff movement

(devotional revival) adopted this style, including saints such as Kabir, Namdev,

10 Jayadeva, Love Song of the Dark Lord, ed. Barbara Stoler Miller, trans. Barbara
Stoler Miller (New York: Columbia University Press, 1977), 7-14.

11 Callewaert and Lath, The Hindi Padavali of Namdev, 5.

12 Kabir, Namdev and Ravidas.

13 For a comprehensive style of dhrupad, cf. Widdess, Drupad Tradition and
Performance in Indian Music.
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Haridas, Surdas. Tansen (1506 — 1589), one of Swam1 Haridas’ closest disciples,
further popularized dhrupad by introducing many new ragas. In his analysis of Sikh
music, Dr. Gurnam Singh comments that a large percentage of Sikh hymns were
composed and rendered in dhrupad."

This period also bore witness to the mystical poetry of the Sufi saints who
sang in their unique style of Sufiana Qalam."” They introduced several compositional

styles: Kafi, Dohara and Sloka. These will be further explored in Chapter Seven.

The Development of Sabad kirtan

The period of the Gurus (1469-1666) falls in the medieval period of Indian
history, by which time the tradition of sung poetry had already been practiced widely
by Hindu and Sufi saints alike. Along with the classical pada prabandh genre, which
greatly influenced the composition style of Sabad kirtan, the Gurus employed other
popular poetic forms, both classical and folk, to compose their hymns. (A detailed
analysis of these follows in the succeeding chapters.) Gurii Nanak, along with nine
successive gurus, each contributed to the development of the musical corpus of Sabad
kirtan by both borrowing and creating new rdgas and rhythms, introducing a variety
of singing styles and poetic compositions, developing and establishing institutions of
learning, instituting a series of services and liturgical compositions, as well as

introducing traditional string instruments into the repertoire.

14 Singh, A Musicological Study of Guru Nanak Bani, 76.
15 For an excellent detailed style of this genre, cf. Qureshi, Sufi Music of India and
Pakistan, 17-72.
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Gurt Nanak composed poetry with the musical accompaniment of Bhai
Mardana, a Muslim mirdasi (musician caste) who played the rabab (a strummed
instrument). A well-known story from the Pirdatan Janamsakhi relates that the Gur
Nanak spoke to Bhai Mardana, stating “Oh Mardana, concentrate your mind on the
shabad (mystical word). Hymns are not constructed without your help. Play the
rabab. "

After his four preaching odysseys, he settled in Kartarptr and established it as
the first center of Gurmat Sangit (Sikh music). Here, the beginning of kirtan in an
institutional format began with the liturgical singing of the Japji Sahib in the morning
and S6 Dar and Aratf in the evening, as is confirmed in the ballad of Bhai Gurdas.'’
Gurii Nanak borrowed from classical and folk forms of Indian poetry like Salok,
Paurt, chant, Var and Sohila, and added his own poetry including Barah-Mahd (a
calendar poem), Arti, Patti, Pahéy, Gosht and Alahunia. He composed 974 hymns in
nineteen ragas. G.S. Mansukhani relates “Guru Nanak democratized sacred music
and brought it from the exclusive temple halls to the homes of the ordinary men and
women.”"® He used music as a tool to bring the masses together, laying the
foundation for a popular religious literature and spiritual culture.

The second Gurii Angad initiated the tradition of the daily ballad singing of

the Asa Dt Var with the rababts (Muslim musicians who play the rabab) Bhai

Balwand and Satta. He composed 62 slokas in ten ragas. He established Khadoor

16 Samsher Singh Ashok, ed., Puratan Janamsakhi, (Amritsar: Khalsa College,
1962), 71.

17 Surinder Singh Kholi, Bhai Gurdas — The Great Sikh Theologian (Punjabi
University: Patiala, 2007)

18 Mansukhani, Sikh Music, 94.
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Sahib Giirdwara complex for the propagation of Sikhism and also popularized the
gurmukhi script and established the tradition of katha and kirtan (a service combining
sermon and song). He furthered the gharana tradition of kirtankars (different schools
of music for training singers) by patronizing Bhai Sajda (son of Bhai Mardana), Rai
Balwand, Bhai Sadu and Bhai Badu.”’

The third Gurti Amar Das (1479-1574) wrote 907 hymns in seventeen ragas,
composing hymns in both classical and folk poetic forms, including padas, astapadi,
chhant, solhe, patti, and var styles. He also composed the liturgical composition, the
Anand Sahib hymn. He established Goindwal Sahib Giirdwara as the center of
Sikhism coordinating a system of administrative units (the manji system) including
the tradition of Sikh sacred music. He contributed to the development of the sarinda
(bowed instrument).

The fourth Gurti Ram Das (1534 — 81) wrote 835 hymns in 30 ragas. He
composed compositions in the popular folk form, Chhant in Raga Asa and also the
marriage hymns, Lavan in Raga Sithi. Gurii Ram Das composed eight ballads (vars)
indicating traditional tunes (dhiinis) for three of them in the song’s title. He is also
famous for his ten partal compositions (a classical composition with multiple time
signatures). The construction and development of Amritsar as Ramdaspiir
commenced under his authority.

The fifth Gurt Arjan (1563-1606) was a prolific writer and musician,
composing 2,218 hymns in thirty-one different ragas. He is noted for of the most

celebrated and recited hymns in Gurbant, the Sukhmani Sahib. He played a

20 Gurnam Singh, A Musicological Study, 120.
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significant role in both producing the first compilation of the Gurii Granth Sahib and
installing it in the Harimandir Sahib in 1604. He also instituted a system of daily
music services ((chaunki), in which both Sikh ragi and Muslim rababi performed.
These were the Asa D1 Var di Chaunki, Anand di Chaunki, Charan Kamal di
Chaunki, Sodar di Chaunkt, Kalyan di Chaunki.*' He emphasized group participation
in singing and assigned non-professional and non-hereditary amateur class singers as
Ragis.

The sixth Gurii Hargobind established a class of ballad singers, Dhadi, who
accompanied themselves on the Dhad (small double-barreled drum) and sarangi
(bowed instrument). He is also linked with accompaniment on the taus (string bowed
instrument). Gurii Hargobind also initiated the chalna chaunki (a kirtan sung during
a procession that circumambulates the Gurdwara four times daily), which is to this
day, part of the regimen of services at Darbar Sahib and key Gurdwaras in India.

Gurt Har Rai continued the kirtan tradition by introducing simple explanation
of bani through stories in katha style. Little is written about Gurti Harkrishan’s
contribution to Sikh kirtan, since he died at the young age of eight years old. Guru
Tegh Bahadur composed 116 hymns in fifteen ragas. He introduced the Raga
Jaijavanti to the corpus of the scripture. He also used the notes of sargam (musical
syllables in Indian music) in his hymns. He established Anandpur Sahib as a spiritual
center.

The tenth and final guru in the succession of living masters, Gurii Gobind

Singh was a great patron of poets and musicians. He himself composed hymns in

21 Daljit Singh. Sikh Sacred Music (Ludhiana: Daljit Singh, 1967), p. 48.
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nineteen different ragas, three of which are not found in the GGS (4dan, Paraj and
Kafi). He was considered a highly versatile poet, learned in the classical languages of
Sanskrit, Persian and Farsi and in the local languages of Bhojpuri and Punjabi. The
scholar D.P. Ashta in The Poetry of the Dasam Granth remarks: “He gave us music,
martial and hymnal, sacred and secular, simple and complex. In him we find a saint
singing hymnal songs, a soldier giving martial music, a householder singing virtues of

a good life and painter creating wonderful pictures with music.”*

He employed 52
scholars at his court whose job was to study and translate the Scriptures and religious
doctrines of different faiths. He used kAyal style in his poetry according to the text of
the hymn “Mitra pyaré nii.”>

Towards the close of this period, a new classical singing style, khyal, emerged
which would eventually virtually replace the older dhrupad style. While dhrupad
came out of a classical tradition steeped in the Sanskrit tradition of classical and
courtly poetry, khyal (Urdu for imagination) was more lyrical and light, focusing on
musical embellishment and improvisation.24 By the mid eighteenth century, khyal

became the most popular and preferred form for rendering ragas, and thus greatly

influenced the style in which Sabad kirtan was presented.25

22 Dharam Pal Ashta, The Poetry of the Dasam Granth (Delhi: Arun Prakashan,
1959), 74.

23 This hymn is in the Dasam Granth, p. 1347.

24 Bonnie C. Wade, Khyal: Creativity within North India's Classical Music Tradition
(Cambridge: Cambridge University Press, 1985), 1-11.

25 Gurnam Singh, Gurmat Sangeet Parbandh te Pasaar, 1-45.
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Sabad kirtan and Pre-Partition

The condition of Sabad kirtan following the death of the tenth Guri is
sketchy,
due to the fact that there is a dearth of material available on the condition of kirtan.
We can assume that