N

N

Beyond the leiwah of eastern Arabia
Maho Sebiane

» To cite this version:

Maho Sebiane. Beyond the leiwah of eastern Arabia. MUSICA EM CONTEXTO , 2017, 11 (1),
pp.13-45. hal-03986432

HAL Id: hal-03986432
https://hal.science/hal-03986432v1
Submitted on 26 Feb 2023

HAL is a multi-disciplinary open access L’archive ouverte pluridisciplinaire HAL, est
archive for the deposit and dissemination of sci- destinée au dépot et a la diffusion de documents
entific research documents, whether they are pub- scientifiques de niveau recherche, publiés ou non,
lished or not. The documents may come from émanant des établissements d’enseignement et de
teaching and research institutions in France or recherche francais ou étrangers, des laboratoires
abroad, or from public or private research centers. publics ou privés.

Distributed under a Creative Commons Attribution - NonCommercial 4.0 International License


https://hal.science/hal-03986432v1
http://creativecommons.org/licenses/by-nc/4.0/
http://creativecommons.org/licenses/by-nc/4.0/
https://hal.archives-ouvertes.fr

Manuscript version of Beyond the leiwahEastern Arabia: Structure of agsession rite in the longue durée .
Musica em Contexto Ano Xl, volume 1 (2017) : 13-43

Beyond the leiwah of Eastern Arabia

Structure of a possession ritein thelongue durée
Maho Sebiane

Abstract:

Along the shores of the Persian Gulidaespecially in Eastern Arabia, théwah is a
possession rite involving music and dance. It is practiced by descendants of East African
slaves named th&uniij. They consider it as native from the Swahili co®sti¢ as-sawdhil).
Indeed, their presence in this region dates froenldlte nineteenth century as a result of the
Indian Ocean Slave trade.

However, thdeiwah is known best as an entertaining dance and perceived by the young Arab
urbanized generation as a secular and local traditiofrabic inspiration. This situation is
partly due to the fact that the presentatminthis practice by the Gulf States cultural
institutions minimize all its links to Africaand do not mention the history of the Zun(j
slavery. What, then, doegiwah mean for those who practice it? What are th&ural
influences on which it was established, as well as the specificities of this practice in Eastern
Arabia, given that the old generation of tBeuij considers thdeiwah as an East African
cultural expression and it is basically a rite of possession?

This article focuses on the study of teavah in a diachronic perspective. The purpose being,
on one hand, to replace in a historical pectipe some anthropological and musicological
elements observed in synchrony, and on the other, to clarifylitsal influences that would
contribute to a better understanding of how &wen what this practice was elaborated in
Eastern Arabia.

Key words:
Eastern Arabia - East Africa- Anthropology Music - History- Slavery- Spirit possession -
Ritualization - Dance - Comparative organglegSymbolic values - Cultural transfers.

The first academic publication about théwah in Eastern Arabia dates from 1967
The author, Poul Rovsing-Olsettescribes this music and dangractice in the United Arabs
Emirates and Bahrain as an African damqformed by the local black slave descent
population - named th&unij- in connection with the spirit possession béliéfccording to
his observations, theiwah is apparently an entertainment dance, but sometimes it becomes a
possession rite (Rovsing-Olsen 1967, 31; 2002, TR9Y. various works about this practice
from the Arab states of the Persian Gulbsequently published between the mid-seventies
and nineties, have tried to determine its proveaahargely, they all ageethat this dance has
foreign “origins” from the Arabian Peninsula. Theivah dance” was qualified as an African
"iImmigrant” practice Wdfida in Arabic). This dance is presented as festive without links to
possession and it was disseminated in thsi&e Gulf through th@©mani merchants after
their return from East Africa. But from these various works, it is difficult to determine if this
dance has African or Omani provenance asiriff@mation presented about this practice do

! Eastern Arabia is the most easterly zone of the Arabian Peninsula and in the South of the Persian Gulf region. It
includes United Arab Emirates and Sultanate ob@®mation-states. The entertainment practideiotiz named

“leiwah dance” f(agsat-al-leiwah) is known on the whole coast of the Persian Gulf from southern Iraq to
Baluchistan including Hadramut in Yemen.

% See also Hassan (1980) for #rea of Basra in Iraq. The tetfnij is a denomination in classical Arabic since

the Middle Ages to designate the emtidack population native from East Africa. See for references: Southagte
(1984). In the Persian Gulf, thnij is an African slave descentogip, Sebiane (2011; 2015a; 2015b).
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not overlap, as we can see from Qayed),(Duwib (1982), Ston€1985), Al-Khan (1989,
1996), Shawqi & Christensen (19%#)d Handal (1995) for example

Today, following the patrimonial process tine Arab Gulf nation-states, this dance
seems dissociated from all thratates it to Africa and their national cultural institutions came
to consider it as "rimnal” (Sebiane 2011; 2015b). Incfa the actual citizens of African
descent in the Gulf States —including thewi; — are mostly the desndants of enslaved
Africans brought from East Ata between the 17th and 19tentury. The slave status of
their ancestors is not represahia the local nations’ histargraphy, and references to their
African ancestry and slavery are absent from ¢hltural and social space. This situation
participated to make invigie this population and the ngjularity of their culture.
Nevertheless, their music and dances are exldilin festivals and national commemorations,
completely decontextualized frortheir initial signification (ibid). In the United Arabs
Emirates for example, it is perceived by the ypunbanized generation as a secular tradition
and even as an Arabic cultural expresSidimne situation is even more unclear thanZhei;
musicians are exceptionally cautious and disa@etescribe, outside their cultural group, if
the leiwah is an entertainment dance or a possession rite or. btthat, then, doe&iwah
mean for those who practice it? What aredieural influences on which it was established,
as well as the specificities of this practiceEastern Arabia, given th#te old generation of
the Zunuj of the rural areas in the Sultanate of Oman considerk:th@: as an East African
cultural expression and it is basically a wtfepossession? This quesing arising from my
previous research work in therBan Gulf to understand the isswghis practice both in its
ethnomusicological, anthropagical and historical perspectivieor this last pmt, it follows
the work of Edward A. Alper§2000), a historian of slavery iBast Africa, who considered
the music, songs, dances, medicine healersuéayegand folklore of the Black African slave
descendants that spread over the shores of the Indian Ocean are “traces” which constitute a
kind of proof recalling Africa. According to him

The African presence in the Indian Ocean world represents one of the most
neglected aspects of the global diaspora of African peoples. Yet very significant
numbers of people of African descent today inhabit virtually all the countries of the
western Indian Ocean littoral. It is evident, however, that African voices have been
actively silenced in this diaspora both by the cultural contexts of their host societies
and by the way in which the scholarly production of knowledge has reflected such
cultural domination ® (Alpers 2000, 83)

In this perspective, the approach depeld during my researcim Eastern Arabia
allowed to me determine the variolevels of signification of thdeiwah object as both
entertainment dance and possession rite through the slave trade history in the Indian Ocean
(Sebiane 2015a). | conductedy study in the Sultanate of Oman and in the United Arab

% | focus in this introduction to consider these workshigir historical and cultural context of production. Their
respective scientific contributions allow us today to query the object of study in a different peespectiv

4 According to Godelier (2010, 106), the word “culture” means "all representations and principles which
consciously organize the various aredssocial life, and the values athed to these ways of acting and
thinking”. This concept falls within "the ideational only truly exists when the ideational elements - principles,
representations, which are values- up the associated spligifiith social practices and material to which they
give meaning” (ibid.) For an overview of notions of "culture" andultwral identity" that flow from it, but also

the theoretical aspects since Tylor (1§Ee Galaty and Leavitt (1991, 190-196).

® In fact, whenZunijj (ritual adepts and musicians) define differential relations of theitus practice, they are

also engaged in the definition of a differential relatiorihat articulation between what is realized inside and
outside their cultural group. See Sebiane (2015a).

® See Bilkhair (2006) about the cultural assimilatiodfsfican slaves in the hosbciety of Dubai (UAE).
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Emirates (UAE) among th&uniij from 2006 to 2011. The data were collected through
participant observation during filirent types of events, as well as formal and informal
interviews with musicians and people at &ig the survey areas (Barth 1969; Stokes 1994).
This discourse approached fraan ethnolinguistic angle, Bébeen viewed as a production
which expressing a personal repentations in relation tdunij group, their beliefs and their
perception of their history @nand and Leguy 2013). My amaich was then based on the
categories of thought of my imtecutors, both in conducting mmgterviews and formulating a
hypothesis that allows me to idén the “symbolic values” of théeiwah components in the
eyes of theZunij’. The analytical work was carried out from the classificatory criteria
provided by my interlocutorslhe classificatory relevance wastablished on the basis of a
cross-examination of the used semantic fieida historical point of view (Braudel 1958;
1969), on linguistic and anthrolegical studies of the caerned geographical areas.
Therefore, this articléocuses on the study of thi@wah in a diachronic perspective.
The purpose being, on one hand, to replace irstarital perspective some anthropological
and musicological elements observed in syocir and on the other, warify, through this
historical perspective, itaultural influences by proposing a hypothesis which allows a better
understanding of how and from what tpisictice was elaborated in Eastern Ar&bldus, |
will first introduce how thdeiwah entertainment dance is ultimately a festive expression of a
possession rite for th8unij. Then, from the cross-checking between the characteristics of
some of its components as musical stagesitssmames, musical instruments names and
morphology, | will propose how it is possible emvisage the underlying history of this
African possession rite in Arabia.

1. From an entertainment dance to the leiwah possession ritual complex

The leiwah practiced by the descendants of E&tcan slaves is best known in the
Persian Gulf region to be an entertainment dgmerformed in a circle, in a festive occasion
as weddings, festivals and official celebraso This dance is performed by a group of
dancers-singers comprising only men in UARG anen and women in the Sultanate of Oman.
These dancers-singers surroundefimusicians: four peregionists who play drums as
msondo —in Oman- ormshindo — in the UAE - kasir and rahmani’, an idiophone named
tanak, and finally an oboist playingamr. The dancers move aroutike musicians in an
anticlockwise direction. The readiion of this dance requiresetiparticipatiorof a significant
number of dancers. All the dancers als@giesponses to the melodies played bydhenar,
the oboist. The lyrics are sung in vernaculaalfic mingled with somérms of address and
phrases in Swahili language.

In the Sultanate of Oman, ti#ni; consider thdeiwah practice as native from the
Swalhili coast. According to them, it has beeought from East Africa by their ancestors who
were slaves of the Arabs. In effect, theiesgnce in Eastern Arabia dates from the late
nineteenth century as a résof the Indian Ocean Slaveade practised by the Omani
merchants (See map.1).

This Eastern Slave Trade expands in parallel to the Omanis maritime and commercial
expansion in the Western Indian Ocean afterexpulsion of the Portuguese from Mombasa

"It is understood here that the term "symbolic values" refers to the culturally meaningful meanings of the
gestures and words of the concerned people. See also Rouget (1980, 56).

&1 mean by "influences" all progressive actions of amature (ideational and material) which act on the
expression modes being understood here in an ethnomusicological perspectiwéaS8edelier (2010).

® The rahmani andkasir denominations are commonly used to designate a type of cylindrical membranophones
with two skins. Their names differentiate themétation to their size andeir musical function. Theasir is the

smaller of the two.
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(Kenya) in 1698. Thus, during theneteenth century the demafat East African slaves on
the coast of Oman was stronger than anyehelse in Eastern Arabia (Wellsted 1838;
Palgrave 1865; Lorimer 1915; Miles 1919; Thamsl931, 1932; Shéril987; Nicolini 2006;
Hopper 2006; Vernet 2009). This was mainly tlu¢he development of the dates palm grove
agriculture as in the Batinah regi@i the current Sultanate of Ont8nThe dates were
exported to the Persian Gulf, but also to the oéshe world especially in Europe and North
America (Hopper 2006).
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Map.1: General view of the Western Indian Ocean.

This slave transoceanic commercialomopoly continued officially until the
ratification of a treaty of totaabolition of the maritime trafficking, signed by the Sultan of
Zanzibar in 1873, and the institution of tiBitish protectorate on the island in 1890.
However, that did not stop thisade from continuing, firstly fraudulently between the east
coast of Africa and Arabia, and on the othendhaat the regional leveh the Persian Gulf
until the end of World War Il (Thomas 1931 ;-Bares 2001; Hopper 2006). The abolition of
slavery in the Persian Gulf began in 195@ a&nded in 1970 with the emergence of the
current Nation-states. At that time, the Eagsticsin ex-slaves no longer had contact with their
native region for almost two generations (Sebiane 2015a).

1°The Batinah it is a northern region of the Sultanate of Oman of which the capital is Sohar. It is delimited in the
north by the international border with the United Arabs Emirates and in the south by Elyglcaberation: the
capital of the Sultanate of Oman.
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However, the study reveals that th@vah dance, regarding the festive expression that we
have known for more than forty years, is mbitely an offshoot of a possession rite hamed
ramsat -al-leiwah [what is hidden from the leiwah] by th&mi;j (Sebiane 2015a). It is an
element that is part of a der structure including two log¢r ritual achievements: thenzilah

[the descent / the revelation] and tfagha [the opening]. These three rites constitute the
overall architecture of a therapeutic ritual complex narage:/ by the Zunij. Moreover, in

the Batinah region, there is no doubt for #aaiij that theramsat-al-leiwah possession rite or
simply ramsa, comes from the current Swabhili coast, as theytaill as-sawdhili [Country

of the coastal people] despite the fact that the&y no more links with Africa for more than a
century. The spirit possession of this ritual complex are qualifigdu&gyeb, which means
"Winds" and namedus-sawdhili by them accordingly to their geographic and cultural
provenancE (ibid.). It should beadded that if theramsat-al-leiwah is fundamentally
considered by the actualnij as a therapeutic rite, the main purpose of this practice is
ambivalent based on the facts iave observed. Indeed, the entertainment dimension of the
ramsat-al-leiwah dance cannot be ignored as w@n see in the notorious festiva@wah
practice in the Persian Gulf. Faermore, this rituapractice is closely subordinated to the
dates palm grove agriculturaalendar. Most of theamsa rites are performed during the
harvest season between May and October, wbilay this period is not exclusive. This
indetermination suggests to us that Miea# ritual complex, especially themsat-al-leiwah,

was or is at the crossroads of three symbdicensions: (1) ritual therapy (2) agricultural
celebration (3) entertainment dance, amongdZih&i; society. This is th main hypothesis that
we will go into more details from nd#w

1.1 The musical stages of the ramsat-al-leiwah

The variousramsat al-leiwah realizationsamong th&Zuniij of the Batinah were mostly
held in the open air, in the village and in the neighbourhood where the patient family lives.
These rites involve the active paipation of all close relative of the patient. In practice,
theseramsa, taking place over two days. It involvestpreparation of rital dishes and the
consumption of an alcoholic ritual beverageisTlatter is prepared from fermented dates
coming from the annual local harvest. This ntast be open to all aritlis not necessary to
be believe in the spirits to take part. According to allZnyu; interlocutors, the presence of
many participants and spectatorsessential to achieve a successfuhsa. These guests:
families, close friends, neighbours and spectators are encouraged to participate in the dancing
and singing. The dance takes the formaofround and incorporates male and female
participants as we can observe it in the eatement dance expression of this rite in Oman.

The dance is one of the central achievement ofrtiwesa possession rite. It is
performed three times in the final phase o tite. Each one has duration that varies
between 20 and 40 minutes. They comprisedhmnusical stages that mark the progression
towards the collective possession which takémce at the end. These three stages, as
identified by theZuniij, are: theleiwah dance (the same name as the generic denomination of
the ramsat-al-leiwah dance for its entertainment performance), theata dance and the
mendondo dance. The passage from one musisEge to another follows a gradual
acceleration of the tempo, from slowest to fasteste{erando). The Zunij identify each

Mt is an Arabic term whose root [SHL] designates the seashore, the wi#@8t fawahili being an adjective
qualifying the persons, meaning "those @& toast". In the case that concernssasi/ refers to the East African

coasts and everything that comes from thgion. Its vernacular use in Eastern Arabia, by extension, refers to an
African origin, the blaclcolor, different mores, uncivilized and paganism.

121t is understood here that the “symbolic dimension” designates all the elements that have value only by what
they express or what theyake within a given society.
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musical stage according to the tempual &he type of dance steps executgédThe first
musical stage of the rite is th@wah dance, where the dancers aide by side in a circle (a
dance round). They perform slow large-bodgvements. These simple and slow movements
are made in the axis of rotatioh the dance round and an anticlockwise direction. At this
stage, the round dance (the cirate)vide.2. The second musical stage, tladata dance, the
tempo has accelerated. The round dance tightEms.singers-dancers modify their dance
steps. Always side by sidéjey progress in the round danby making lateral steps while
stomping the ground with their fed. In the final musical stage, theendondo dance, the
tempo has accelerated again. The round dancemgl@ven more. The dancers progressively
change their dance movement by putting théveseone behind the other while stomping the
ground with their feet. The dance rounécbmes a formless group with a collective
possession of the rite pigipants (See figure.1.1.). It shaube emphasized that these musical
stages are musically similar to those perfornmethe entertainment dance expression of this
rite with one exception; theendondo dance/ stage is rarely pened in a festive context as
family celebrations, wedding, and never durioifjicial commemorations, national day or
festivals. It is executed onlduring the ritual context tproceed to the possession. On a
formal level, it is this lasmmusical stage that clearly difentiates the entertainment dance
from the possession rite.

Zuntjvernacular 1. Leiwah dance 2. Sabdta dance 3. Medondo dance
denominations : e

The beginning
of the Dance

—/

Final musical stage : the tempo has accelerated
again. The dancers change progressively their
dance movement by putting themselves one
behind the other while at stomping ground with
their feet, The dance round becomes a formless
group with a collective possession of the rite
participants.

First musical stage of the rite where the ' In the second musical stage, the tampo has
dancers are a side by side . They perform 1 accelerated. The singers-dancers modify their
slowly a large body movements. These I dance step. Always side by side, they progress
simple and slow movements are made - now in the round dance by making lateral steps.
in the axis of rotation of the dance round ' The round of dance tightens compared with its
and in the opposite direction of clockwise. 1 initial size.

]
Legende : -

- leivvah dance/ first musical stage
I sabata dance/ second musical stage

I medondo dance/ third musical stage

Figure.1.1: The formal progression of om@sat-al-leiwah dance with
its musical stages-dances (Eastern Arabia)

2. The East African Kinship of the ramsat-al-leiwah
2.1. The cultural links between East African and Eastern Arabian spirits possession

The understanding of theiwah practice in Eastern Arabia gets complicated when we
consider the question of spipbssession. In fact, in the ®aif our knowledge there are two
categories of spirit possessionthis region of the Arab-IslamigVorld: first, we have the
Junun (Jinns) whose existenceriscognized by the Islamic religion. It is the only category of
immaterial entity that has the power pmssess the human bodies. Then, we have the
Habayeb, the winds (another category ofrmaterial entity) of which only th&uni; proclaim
the existence within the framework of their pession rite. But for the Muslim exegetes the
winds are considered as false gods anosdéhwho believe in them are perceived as
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polytheist®. In consequence, theunij never mention their existee outside their ritual
practice, more so as théubayeb spirits of theleiwah are namedis-sawdhili according to
their cultural and geographical provenance. linghe semantic analysis of the notion of
wind for theZunij indicates that their concept is bdsen an African cultural conception of
spirits possession and apart from all monothemsideration as we can found it in Islam
especially in Eastern Arabia. Tl&bayeb, wind spirit, for theZunij are similar by nature to
those found in East Africa for defininipe notion of spirit possession namBepo. This
analysis corroborates tiAdrican denomination thave can note among tkewdhili spirits of

the leiwah ritual complex asnshenzi andwanyasa which we can found in both some East
African possession rites afidwah rites (Sebiane 2015a, 2015b)must be stressed that their
behavior during these rites and theni; discourse about them are very close to what has
been noticed by Giles (198740; 1995, 90; 1999, 148) and Bacuez (2007, 3; 2008, 6) on the
Swabhili Coast.

Furthermore, we note that some of the names of theseh sawdhili spirits
correspond to East-Africaethnonyms and, for others tBast- African toponyms. This
phenomenon was also reported by Alpers abimislaves’ hames and possession spirits that
can be found among the African diaspora of ltitian Ocean (2000, 993). This situation
suggests thatunij of Eastern Arabia is a heterogenegusup of people aginally native to
East Africa (See tab.2.1Jhis possibility is corroborateabtably by the testimonies of Burton
(1860) and Livingstone (1866paut African regions where blagkvere captured, but also by
the recent work of historians on slavery aseéwample Sheriff (1987), Alpers (2000), Deutsch
(2006), Hopper (2006), Lovejoy @22), Vernet (2013) and Méda(d013). This diversity of
slaves descendants among thackl population of the Batinamay suggest the particular
structure of the Swabhili society describedlhgrams (1931), Prin€l967), Eastman (1971),
Giles (1987), Le Guennec-Coppens (2002), esyuecially with Linda Giles (1987, 145; 1999,
156), which defines the Swabhili society by its ésl syncretic character” given that this
society brings together nunoers different groups of peoplwith their specific ritual
practices, but united in a "syncretic and particular Muslim culture of this region (the Swabhili
coast) ".

sawahilispirits Population Group Name Geographic Location Group
Wanyasa | Mnyasa ( Ki-nyasa) Nyasa Mozambique - Malawi - Tanzania
Wagindo (Wa-gindo ) Gindo Rufiji - Mafia- Tanzania
Wadigo, (Wa-digo) Digo Mijikenda and Mrima
Mshenzi (Ma-shenzi) Wa-shenzi Hinterland Swabhili coast
Warima (Wa-rima) Rima Mrima- Kenya / Tanzania
Makwani, (Makuani) Makwani Makua- Mozambique
Myao (M-yao) Yao Mozambique-Malawi-Tanzania
...etc. ...etc.

Tab. 2.1: Theawdhili spirits names and their referral to ideetif populations and places in Eastern Africa

The contribution of Giles to the study ofirppossession in East Africa seems as
decisive for our exploration of thleiwah historical and symbolic background understanding
in Eastern Arabia. It allows u® corroborate the shareditsabetween the Eastern Arabian
leiwah and the East African ritual and musicaaqiices especially from the Mrima Swabhili
coastal region. The general aim of Giles’s workoishow "[...] how tk history and identity

13 The existence of thgnn is recognized in th@uran (Surah 55 verse 15). However, calling out to these spirits
is interpreted by the Muslim exegetas an association (shirk) to another god than Allah (Surah 4 verse 4 and
116) and in opposition to the idea of God's uniqueneshi@@wihe association to another god is considered as
a sin by the Muslims and similar to polytheism and idolatry (see Al-Zein 2009).
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of the Swahili coast are represented in the avarf spirits and in the symbolic sphere of
specific types of spirits” (Giles 1999, 145). Sheatées the world of the Swabhili spirits as a
categorization system structuredand two major oppositions; 1) Between #iilamu spirit

and kafiri spirit or kishenzi respectively civilized Muslirspirit opposed the uncivilized or
pagan spirits. 2) Between tiseirits of the interior, théara spirits*, and those of the coast,
the kiarabu and / orkipemba (ibid., 148, 155, 156). For the Swahili, thipemba spirits are
spirits from the island of Pemba and thenga coastal area; the Mrima region (ibl#8,
155, 156). In this way, the spirits categories represent for Giles the conceptualization made by
the Swahili of the various groups people which were irotich with them throughout their
history. These categories can be of externaht@rnal contribution to the Swahili world. But
far from being fixed, the boundary between thesntributions is by definition extremely
permeable (ibid., 148). The Swahili coast sociappears in the spirit world as inclusive
rather than exclusive (ibid.). This proposition is very interesting fofeihe/ case in Eastern
Arabia. It allows us to consider, that insofar as/tieas has an East African provenance as
Zunyij proclaim it, that the same process oéripeability” can be observed among their ritual
practice. So, this characteristic needs texammined by having Eastern Arabia as a reference
point

2.2. The material links between kipemba and leiwah possession rite

The comparative study of ceremal components between th&emba and leiwah
rites show us the existence of a number ofilar elements as musl instruments having
equivalent name and morphologytlalso the possibility to havwe same “symbolic values”
in the musical context despite geographical angpteal distance. In effect, we note that in
the two ceremonieskipemba and leiwah- the presence of an aerophone: an oboe named
zumari In Swahili andzamr in Arabic, and an idiophone: namegatu in Swabhili. For Giles
(1999), theses musical instnents are specific to thiépemba ngoma orchestration both for
the feasts and for the possession rites realiZat{dsid., 153, 156). Among th&unij, they
are part of théeiwah rite instruments. Thepatu idiophone has the appearance of a metal disc
or a Can of kerosene usedmost Swabhili dances in Zanzibar and Pemba (Ingrams 1931, 400;
Racine-Issa 2001). It is ithis latter form that it is known under the namepafu, pato or
tanak in the Eastern Arabiaeiwah (Hassan 1980; Al-Khan 1989; 1994; Shawqi and
Christensen 1994; Sebiane 2004; 2007). Conecgrthe oboe, if it has probably a similar
musical use inkipemba and leiwah ceremonies, there are significant morphological
differences between Swahitimari and the Eastern Arabiaamr. Thezumari seems to have
a smaller length as compared to its equivile Arabia. It ha six holes while theamr has
seven. Finally, its conical boressnaller. But in the both case the oboe appears as the lead for
the melodies proposition while the dancers-emgare the choir that will respond to it (Le
Guennec-Coppens 1980).

On another side, thesondo drum is also inseparable from th@vah as thezamr and
the patu ltanak. This massive drum in the shapecbflice was also noted in Iraqg among the
black population of Basra (Hassan 1980, 34-35, 1%l In the Sultanate of Oman, the term
"msondo” among th&unij is specific to designate thdwiwah main drum, while it is used
generically to describe a class of mwanophones among the Swabhili (Askew 2002, 213).

4 The wordbara is a swahilization of the Arabic terfar meaning "mainland; campaign "(Kazimirski 1860,
103), which is also found in the Vernaculzastern Arabic meaning" hinterland ".

15 The wordngoma in Swahili means at first a drum as the améversal accompaniment of all merrymaking,
and ceremoniakgoma is extended to include (1) any kind of dance, (2) music in general. But also: beat a drum;
join in a dance; dancing for amusement; dance tifier exorcizing of a spir (Madan 1903, 290). For
contextualized descriptions see also (Campbell asthtzan 1984; Eastman 1986; Fair 1996; Giles 1999; Askew
2002).
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The termmsondo in Swahili means "conduct" the danceidi). It is used to designate the
musical accompaniment during the possession ritesuggda dances performed along the
Swalhili coast. These dances are mixed-gefldgrams 1931; Askew 2002; Fair 1996; Topp
Fargion 2002; Eastman 1986). Accimigi to Ingrams (1931, 399-419), theondo drum and
mshindo drum was widely known among the Miikda groups of Mrima region and Taffga
in the islands of Pemba and Zanzibar in the early twentieth c&htlihey were used both in
the spirits cult practices and @mtertainment music practicégring the feasts (ibid., 401-419;
Skene 1917), like that observable in théeiwah practice in the Persian Gulf nowadays.
Moreover, other sources (Rovsing Olsen 198@&ssan 1980; Al-khan 1989; Sebiane 2004;
2007) also mention the terpipa as a common name for this type of thevas drums in the
Persian Gulf. This term is derived from the Swabhili wpego meaning "wind" and "spirits"”
(Giles 1987; Bacuez 2007; Ale2000; Racine-Issa 2001) akrementioned. Concerning,
the two cylindrical drums with two skingghmani andkasir, we can also find the use of the
nametshambua for therahmani in UAE (Sebiane 2004; 2015a; 2015b) and that@fapuo

in certain regions of Oman, for thesir. This term fichapuo) is phonetically very close to
the wordchapuo, a name for a category of small drums used imglae:a of Pemba and the
coastal East-Africa (Ingrams 1931, 399%kapuo has morphological and technological
characteristics very close to these both membranophones of Arabia.

Finally, the similarities that emerged orfférent fields like the possession spirits
conception, spirits names, musical instratsenames and morphologye common traits.
These traits indicate that the historicahd the cultural boundaries between the black
populations of Eastern Arab@nd the Swabhili Coastal peopiecluding the Mijikenda of
Mrima region are relative. They allow us tovesage, and it shows, in a more concrete way,
structural filiations on the culturand historical level. It is in this perspective that we can
consider the hypothesis of a probable continaftyhe ceremonial praces between the two
regions. These ceremonies are probably not id@nticheir concretisain, but the symbolic
signification of their components are enough gmgy on the symbolic level the maintenance
of a cultural and historicalbntinuity to the eyes of th&unii;.

3. The East African symbolic connections of ramsat-al-leiwahrite

At the junction between th&uniij discourse, theamsa possession rite observations,
on linguistic and anthropological studies of tt@cerned geographical area, it can be noted
that theramsa dances names and probably the reabratif its musical stages come from the
Mijikenda musical and ritual practices of theiia region. Indeed, on this topic, the research
avenue privileged is theame as it is used previously on the ethnolinguistic level for the
possession spirits conception, spirits nana@sl instruments names. | propose now to
highlight some preliminary observations whimdicate the probable symbolic dimension
underlying this possession rite iastern Arabia (See figure.3.1).

The name of the firghusical stage of theumsat -al-leiwah 1S leiwah: the first dance
among theZunij. This word is a transliteratiomade by Poul Rovsing-Olsen (196R)is a
phonetic transcription of the verbal locutifewah or lewa used by some old East African ex-
slaves in Eastern Arabia. Accand to Shawqi research on thpgactice in Sultanate of Oman
during the late of the seventies, the tedawés ” means “to get drunk” in Swabhili. “It seems
that the costal people (the black people ina@nused to invite each other to drink a
traditional fermented brew before performing this old African dance. The words used to invite

16 A Bantu-speaking population composed of nine grofpso, Chonyi, Kambe, Duruma, Kauma, Ribe, Rabai

Jibana and Giriama. The Mijikenda are established behind the coast of Kenya (in the hinterland of Mombasa)
and Tanzania.

Y Themshindo drum in UAE has the same musical function asitheédo in Oman; it is a wide cylinder which
rests on three feet. Its morphology is similar to what was mentioned by Ingrams (1931, 399-419
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others for drinks arek? lewah”, or “ko lewah”. The first syllable was dropped and the name
of this tradition becaméwah” (Shawqgi and Christensen 1994, 105). This indication is not
unrelated to the fact that during themsa rite, the participants consumed an alcoholic
beverage. Indeed, the Swahili word to mean “be drunk” or “to become drufeladigMadan
1903, 195; Krapf 1882, 186; Sacleux 19391). It is the same wortthat was used at the end
of the nineteenth century to signate a rite of possession nanfeglo wa lewa in the Mrima
region. For Velten (1903, 15861) and Allen (1981, 107-109%¢po wa lewa -translated in
English by Allan asThe Dizzy Spirit- was a therapeutic possessirite practiced by the
Coastal people of the Mrima region in thé"k®ntury between the cities of Bagamoyo and
Mombasa. The dance of this riteas performed with sticks dag five or seven days carried
out primarily for women patients. We can note also the use of the three drumsipno

(as aforementioned); ome-ungura®® andzumari.

The second musical stage -the second dance- ofathe: rite is called "sabata"
among theZunij, it seems that this term is a vernacular adaptation in Arabic of the Swahili
entertainment dance named “msapata” use@lainga area of the Mrima Region. For Krapf
(1882, 246), Madan (1903, 246) and Rechenbach (1967, id&#uta means a kind of
Swahili dance. According to Rechenbach (ibid), Mbangale (2008, 232) and Kiraithe and
Baden (1976), this Swabhili word was borroweahfrthe Portuguese language; it is a phonetic
adaptation of the termupatear (shoes) used to designate fercussive footwork -hit the
ground with his feet shod- calledpateado in Portuguese antghpateado in Spanish (Castro
Buendia 2014). In the Mrima region, the Mijikenda groups use metal rattles on their feet for
their entertainments dances and possessioalgitThey ring their rattles by trampling the
ground with their feéf. This passage from one language to another, particularly from
Portuguese to Swahili suggests thiais dance was known since M™@entury during the
Lusophone presence in East Africa, balso the particular feature tfis dance (the percussive
footwork) is a significant element underlyingetiise of that name. It should be emphasized
that this dance denomination gempletely unknown in the resf the African descendants
population of the Persian Gulf except #iguij group of Oman.

At last, the "medondo” denominationrfthe third musical stage of themsa, is
similar to what we can find ithe Mrima region. This term igsed locally todesignate the
rolling drum or a particulatype of musical execution. Aording to Madan (1903, 222), the
word “mdundo” means a rolling, rumbling sound, as of drums or a band. For Krapf (1882,
200), the term “mandondu” means a large drum relateddaa ya msondo musical practice.

For Rechenbach (1967, 309) “Mdundo” referghe sound of a drurand a kind of drum.
Thus, if theZunif have not expressed to me the sigiifion of this word, however, one can
observe that thé&iwah msondo player realizes a specific raily drum with his hands at this
musical stage. This play is totally different frevhat we can see in the other stages, where he
always uses drumsticks to beat tiiam. Would it be a coincidence?

Finally, according to some interlocutorsAfab descent from Zanzibar (Tanzania), it
Is within the Mijikenda group, pacularly in the subset dDigo, that this denomination is still
used today to designate their music and danelesed to their agricultural activities or the
seasonal harvest celebration. In some villageghe hinterland of Mombasa, the local
population gathers to celebrate, through soamgd collective dances, the new harvest and

18 According to Ingrams (1931, 399) paungura drum is “A Pemba drum [...] Small [...] on three or four legs
which are all on a stand”. For Sacleux (1939, 592) it is a kind of drum used to tell the workers the beginning and
the end of work on a plantation. For Lenselaer (1983, 322) it is a large drum used to bring people together, but it
is also used for the dance with other drums. These testimonies suggest that this word is a Swahili generic
denomination for a type of membranophones regardless of their size.

19 see Orchardson-Mazrui (1998) as exampidHe use of rattles among Mijikenda Society.
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share their agricultural produetis. Thus, besides the probable historical link between the
Digo and theZuniij mentioned above, this oral informatiinvites us to think that there would

be a cultural continuity between these tw@ulation groups, notablyith regard to the
symbolic agricultural dimension underlying thévah ritual practice and its history in eastern
Arabia. But, at this stage of the researchs ihot possible to confin the accuracy of this
assertion. We arrive at the limit of what we can learn from the interviews and the written
consulted sources at the historitalel. From this point, the rface” gets lost. A detailed field
study in East Africa appears nesary to clarify more broadihese relations or connections.

East Africa Eastern Arabia
The Mrima region (Tanzania - Kenyal The Batinah region (Sultanate of Oman)
Pepo lewa rite

Also named the Dizzy spirt was a possession rite The leiwah Co mp lexas a Possession

practiced by the population of the Mrima regicn in rite, Music and Dances
the 19th. The dance was in circle and probably with
a consumption of alcohol during the rite.

Msapata dance —— The lefwah musical stage and dance.

The Mijikenda  ‘the Nine Tribes” of the Mrima | —— — —— | p— ;Ee sabjta;n usical stlage and dc? r;lce-
region tse metal rattles on their feet for their — e B TUS S Ea et ee:

entertafnment donces and possession rituals.

Mdundo The 3 dimension of the leiwah among the Zundj
Therapy | Entertainment | Agriculture

This denomination is used by the Mijikenda

("the Mine Tribes') of the Mrima region to - leiwah : Therapy to treat diseases caused by spirits.
designate their songs and dances for the harvest - sobdta : Entertainment due to the festive aspect of the
season. The local popufation gather to celebrate, dance and music during the rite,

through songs and collective dances, the new harvest - medonde : Agriculture referring to the annual ritual calendar.

and share their productions.

Figure.3.1: Theamsat-al-leiwah three symbolic dimension hypothesis.

Epilogue

As we have seen, if théuniij of Eastern Arabia constiel probably a heterogeneous
group of people maybe not totally native frone fidrima region given the difficulty to trace
their provenance after the slavery Era, thHeiwah possession rite practice expresses the
“traces" of their African citural background and histd®y Thus, we can estimate that the
ramsat-al-leiwah is a cultural expression, even ifistnot completely verbalized by ti@aniij
regarding to their partidar history in Easter Arabia (Sebiane 2015alt does not reflect a
non-conceptualization of their history on their pdttis appropriate to consider that it is
through the organization of theitual and its realizatin that this history is sketched. As we
have seen, to the extent that we find commaitstin terms of musicatages, spirits names,
musical instruments names and morphology, bst @& term of symbolic dimension: (1)
ritual therapy; (2) agricultural celebration; @tertainment dance. We can consider that we
are not in the presence af fortuitous phenomenon. For th#mnij, these elements are
inextricably linked to theiramsat-al-leiwah practice. It implies that their ritual may appear as
the perpetuation of “symbolic kee” shared within the Swahiociety more than a century
ago and despite the break in the cultural antén@d links between #hboth populations since
that time.

Indeed, the hypothesis developed hasenot unfounded given that th8unij
possession ritual practice structured arouneethdistinctive dances/musical stages seem
neighbours -if they share also the same caltsubstratum- with three known dances of

0 See E. Alpers point of view (Alpers 2000, 83) mentioned in the introduction tartivie.
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different Swabhili groups of the Mrima regiomdh dedicated to particular social functions
among the Mijikenda society. Following thisdiing, it should be emphasized that it is not
possible to affirm that théeiwah practice in Eastern Arabieeflects a specific foreign
“cultural identity” or “origin” as we can see through the few attempts to solve this
problematic in the Gulf nation-states. Théwah ritual complex, including theamsat-al-
leiwah and theleiwah entertainment dance, probably carry some information thafutig
consider relevant to maintain their soaadjanization as a natiwend specific cultural group
alongside the other local culturgfoups such as the Arabs, Persians, Kutchi, Banyans and
Baloch. TheZunij discourses never express that tkhepsider themselves as an exogenous
East African cultural group grafted in eastern Aaabsocieties. This appears to indicate that
the identity dynamic among th&miij today, is not specificallyelated to Africa and what it
represents as a cultural reference, as oma see among some other groups of slave
descendants in the western world.

In a broader perspective, thensat-al-leiwah and all the meanings which it underlies
appears partly as a synthesis of various rdautions from differentEast African cultural
groups. It is, therefore, likely that this realization results from complex processes of
borrowing and appropriation — as Linda Giksotion of permeability (1999, 148) suggests it
- involves both “symbolic values” (as we saw [t also artefacts (as the instrumentation for
example).The meaning has been probabbndformed according to specific statutory
conditions of theZuniij during the slavery era as well as the dominant cultural space and the
new natural environment which surrounds thémthis summary, we can perceive how the
Zuniij adapted their way of thinking and actingcgrtheir settlement in Eastern Arabia. The
leiwah infrastructure®* as a particular cultural expression is a subject to the fact that "The own
of the Culture is to mutate and to be sfammed" (Jullien 20165, 45). Everything suggests
that if theleiwah of the Zuniij sketches some aspects of its pastlways stays in interaction
with its present. This finding invites us to explore more broadly hois established in
Eastern Arabia and how it can become something else in terms of its significations through
time. This opens a very different perspectteethe study of musicabr ritual objects in
context of cultural transfer in Eastern Arabia following Mieah example.

To go even further, |1 endorse Godelief2009, 60) view of the importance of
anthropology also valid for ethnomusicologyhich perfectly summarizes the approach
developed in this case study:H& anthropology is necessary mtinan ever in the world we
live in. Practiced in the field by being conscious of the place we occupy there, and by leading
systematic long-lastings investigations, witie cooperation and thietelligence of those
among whom we came to live and to work, by submitting its methods, its analyses and its
conclusions in a permanent critical reflectitime anthropology is an essential discipline to
understand one can bettée globalised wadd in which we live and sl continue to live”.

This approach of the Mankind societies associfed critical historical perspective in the
longue durée allows to lift the veil of phenomena at work escaping to the immediate
understanding. In other words,iifis possible to envisaghe underlying history of thBuniij
possession rite in Eastern Arabia andcit&ural influences after almost half a century of
guestioning, it results from the listening withderstanding of the coarned first ones: the
Zunijj. It is clear for our compreheiog at this stage that thewiwah takes its sources beyond
Eastern Arabia and that story is not yet finished.

2L | mean by "infrastructure», all of the hidden orsalre facts underlying a perceptible reality. See also
Merleau-Ponty (1945, 65).
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