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SOCIETY NEWS
S ——

In May 1983, ISTAK has become & corpurate menber of the International Council or Traditional Music, New York, and
an- affiiiated body of the National Centre for Performing Arts, Bombay.

A scheme of collaboration with the National Centre fer Performing Arts, based on a share of expenses on séved
projects, has been initisted in Ju!y 1983 with the support of the two pruJects directed by Hessers James Arnold and
Bernard Bel respectively. ‘

Al reszacch projects have been started between June and November 1983, A Project Streening Committee has been
nominated to exdmine the progress of the current projects, and evaluate new project proposals, :

# new Soverning Body has been elected by the General Body of ISTAR on 29 Ociober, 1983, The Dffice Bearers newly

elected are My Srivatsa Goswani, President, Mr Joep Bor, Vice-President, Mr Peter F. Mueller, General Secretary, Hr
Bernard Bel, Treasurer, My &marjii Singh, Mr R.P. Sinhs and Mr James Kippen,

We welcome :

Sri Srivatsa Goswami, member of an eminent familiy of religiovs leaders and scholars of Sri Radha Ramanz Mandir,
Yrindaban, studied phitosophy at Banaras Hindu Universiiy, and was 2 visiting schoiar at the Centre for the Study of
Horid Religions, Harward Usiversity, USA, in 1977-78. He toured exieasively to participaie in conferences and lectured
-in the major universities of the USA, Japan and Europe. He co-authored {with J.5. Hawley) ‘At Piay with Krishna'
(Princeton University Press, 1981) and is the editor of forthcoming volumes on Vaisnava philosophic traditions {or the
Encyclopedia of Indian Philosophy {fmerican lastitute of Indian 3tudies / Princeton University Press). He is the
-girector of the Sri Caitanya Prema Sansthana, where he has organised & number of Dhrupad festivals, including a
European tour of Dhrupad and Rasiila in April-May 1983 {in cooperation with the Extra-Eurcpean Arts Council and the
Indian Touncil for Cultural Relations), :

Joep Bor, a Dutch musician and musicologist, grew up in & family of classical violinists. He graduated both as &
botanist in the University of Amsierdom ané as a musicologist in the Universities of Utrecht and Benates, He has
studied sarangi since 1571 vnder Pt Ran Marayan, Ustad Abdyl Majid Khar, and Pt Ditip Chandra Vedi. He has publishad a
nuzber of articles and books both in Botany and mesicology, and given radic lectures on Indian music. He is at present
appointed as a research scholar at the University of Yirecht and writing 2 Jarge and iilustraied book om the history
and performance practise of Hindustani music.

Peter Friedrich Muzller, 2 German composer, musician and scholar, siudied Sinology, Indology, comparative religions
and musicology in Bermany and India. He was a co-founder of the Free Husic Centre, Munich, and conducted workshops and
seminars on music education in Europe and india. He coniributed te international music journzls and is the author of
radio brozdcasts on traditional music. Mis musical works have been performed in international festivals. At preszent,
together with Anello Capuano and Lovie Soret, he is preparing ‘Fools, Dezth and Love’, a revue of traditional music,
including daaces and acrobatics.,

Sardar Amarjit Singh, Vice-President and Founder of Delhi Music Sociely (1952). He established Delhi School of
Husic in 1964, He served Government of India {1944-44) and United Nations in Washington and New Delhi (19446-47). He
attended Top Level Menagement Course at HIT (USA). He was Deputy President of Associated Chambers of Coamerce & .
Industry and President of Dethi Management Association (1967-68), President of Dxford & Canbridge Society of Delhi
(1973-70), Chairman of Conmonwealih Socizty of Iadia {1978-82), aﬁd Trustee of United World Colleges India
Faandatiﬁn.ﬂe retired as Resident Direcior, Asscriated Cement Companies. in 1974,




A JOURNEY T0 SHRUTILAND by Peter F. Mueller)

{(Reminiscences of a Western student of Indian Music?

It iz not much fiore than fifteen years npw since a semewhat bigoer number of Western musicians and scholars started
to trickie into India ‘in order to get involved in 2 practical study of Indian music, follawing the Jootsteps of
pioneers Tike Alain Danieloy and Hanfred Michael Junius. Each beginning is dlf‘fitiﬂi, 25 the proverh says, and 1

“believe there is hardly any Uesterner who did not receive quite a fow blows in the process of getting accuainied with
the traditional nusic culture of this couniry so rich in a}) Kinds of contrasis..,

We were struggling our way through a mitiew of very alien socio-sconomic conditions, and values attached te
-'_diﬁerent styles and traditions which evolved during = period of court-musicians - wery giffizult to grasp or people
who were transported to India simply by the fascination of Ehose unusua! and enchanting sfmnda which sre sunmed up 88
’Classu:al Indlan mosic’,

: In many cases, fascination gave way to disiliesiommeni; and even for these who were stubborn eaough to stay on, i1 -

" took years to find a direction and to separate the chaff $rom the grain... Many younp Uesterners, instead of working on
the vaiuable principles of the tradition they followed, at first adopled a complete set of prejudices nurtured by their
resper.twe teachers against other styles, iraditions and musicians: One should not forget that the task uf ¥ young
-student coming from the West is not simpir to get acquamted uith a very elaboraled syslen of music, ot sven just to

“master a different janguage, but also to ynderstand s whole structare of values, behaving, and relating to veriaus
cituations reﬂect‘ing the contradictions.and intricacivs of the Indian society. To this, add the sotion that "o go ts
India to study music’, wsually, is not too enthusiasticaliy applavded by cur Yestern countrymen, bul rather
suspiciously regarded as an escapist activity of romantic natures irying to fiee frow the very demanding problems
societies are fating in the West. Consequently, funds provided by wasim institutions for such activities teiciie
slowly and scarcely. Few are {he Tucky ones who come in scholarly QIJISE eqiipned with academi¢ felipuships. And even
then, to convince a Western academic board that to do somethmg really worthwhile in Indian music means net writisg @
hasty thesis after & year, hui tould be the 2 story oé 2 doz@n years or ram‘e, is an almost impassihsé %@a‘&,-

Yhat'a relief in this iumml to he toid that surrender o a gure will be the anly way to cross the ocean of
confusion ~ and what & harsh discovery that this principle, adopied premeturily by naive and igealistic freshmen, will
just encourage fimancial exploifation, And what 2 bitter diceppniniment for the novice fo realise that he has beaw.
accepied as & student, not so much for his premsmg talents, but for the prowising internations} cuncert fours he is
going to organise fnr his gury !

1f we are thl‘ough with that, other discoveries can follow. One of these is that the intimste relalionship of sy
and shishya' (dlsclple}, i4 adepted in mutual consent, respect and undersianding, can really be 2 wonderfull way of
learning, ping, and is, in some Cases, indeed %unrtmmng fnother one is that India iz 5%i)) so rich in music that even
after ten years of continuous listening one can still come across joyéull discoveries. It seems sirange znpugh that the
Indian public is hardly aware of these riches at ali... dust beneath the firmemment of the gliilering siars who repeat
their pertormances on the stages of the big cities, there is a layer of myusicians, more or less uninmen io the larger
public, who guard verilable {reasure-houses of traditional inowledge. Especially sume masters of the elger gea@rauan,
iwt auch en vogue as performers, but wnnﬁer#u! 25 &eachers, baiang to this categery,

© The clo_ser one locks, the more one raahses that Indian classical music is changing very rapidiy, indeed. And it
seems No exageration that the death of one of these old masters, in many cases, actually meams the irpeversibie
disappearance of a whole library of musical ¥nowledge. This applies, in fact, fo any style, but probably mest of &1l fo
Dhrupad, as far as Hindustani music is concermed, It has been 2 hopeful sign that Dhrupad, during the recent years ~
at least in circles of connoisseurs - has gained a bit more of altention through the combined eiforis of all the
Dhrupad festwals and Dhrupad teaching institutions u&uch bave cume up lately,

St ihe questmn wmtii alvays remaing is to eritically eva‘iuate and re-svaluale one’s wm pogaﬁmﬁ To bea .
Hesterner doing a study of Indian music, certainly, should noi imply fopgetting sverything about one’s o hefilage. 14
we Jook d% our own roots, i1 becomes more and more evident how closely the musical sysiems hawe peen related &o sach
. other. It ig no coincidence, for sure, that the interesi in varly Eeropesn music - whick is based on Orisnial sources

to an extent seldom realised in Eurcpe - is growing tonsiderably amonget music studenis coming to India from the Hest,
Te deveiop the awareness of how these mesical traditions relate to each other could become one of e main.
_contributions of Western musicians and nusicologists working in India,
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A GENERAL VIEA O THE INFLUBNCES 4

by Anelte Capuane and Louis Soret ISTAR Project 8 3

Introductions A historical survey

The pu?pase of this article is to puint uut the different mﬁuentes and mterachnns that were at work m tl\e

ereativity and redinement: Arablc tuiture, the center of which was Baghdad {(Dar-es-Salan), Arablc-ﬁndaluslan culture,
which tiourished mainly around the %msns of Sevilla, Cordoba and Granada in Scuthern Spain, and Mediterranean European
cuitors, mainty in Decitenia (southern France), northern Spain and 1faly.

In the ¥iddiz-East, the dynasty of the Abassides had ruied a huge empire since the middle of the Bth Century, The
frabic conquerors tood control of Persia and Asia Minor, whers they were confronted with highly civilised populations.
Persian art and custoss were 5060 adopied by the "warriors of lsian® aad around 1080 A.D. Asia Minor (especially Syriad
was then under the influence of Byzantiom, which was the heir of the ancient Greek civitisation.

1% is interesting to note that varicus elements of Indian culture had been assimilated throuph the frequent
travels of mabassadors and traders since the Bth fentury. The so-called “Arabic numbers®, which Evrope adopted, are in
fact of Indian erigin. In the field of literature we have the example of the famous Arabic book of tales "Kalila and -
Dimna®, reconstructed from the Indian Panchatanira by a Persian physician, whose 1i4e story is told in the 10th Century
Persian "Hood of Kings® {Shahname). Towards the west, the Arabic conquerors held the whole of Merth Africa (Libya,
Tynisia, Atgeria, and Horocco) since the @th Cealury, undertaking the "islamisation® of the aviochthonous Berber
population. From thers they found their way to sovthers Spain {(Andaiusia), where they firmly established themselves
for seven cenluries, up to 1492 when the Moors had to yield their last possession (Granada) to the Spamsh '
"Reconguista®,

The Tmeyredes {of Heccan origin) reigned independently over miscellapeous poptlations including Jews, Moers,
Berbers, Ibers, Wizigolhs and ofher tribes frem central and eastern Europe, is 2 climate of iolerance and mutual
respaci. By the 94k Cenfery, the Arabic-Andalusian cowris abtained a high degree of refinement, matching the standard
of artistic development at Baghdad and other European courts, At that time, Europe, still healing from the haver
brought by ihe seccessive invasions of the various barbarian tribes frem Central Asia, was struggiing to find its oun
tdentity wnd was stilY divided into 3 muliitude of small, coapetitive feudal Xingdems, among whom the Francs stoad
sonshas proeinent. Cullural or commercial contacis between Europe {(unified in the fold of the Reman Enpire) and the
Eastern civilisations goes bacd to Antiquity. Ore inpuriant factor of this has been the slave trade which spread
irroughoet the Empire, Yith Carolus Hagnus, the Reman Christian Church became one of the leading powers in Europe and
#as the initiater of the "Crusades® towards Jerusalem and the East (from the 12th to 14th Centuries). The highly
civitised Eastern way of Vife dazzled the rough crusaders and they rould bring back many novelties and commodities
which berame part of the Furopean way of life. These things inciuded certain vegetables, fruits, spices, drugs,
fabrics, handicradts, tools elc. Hany scholars end Jearned churchmen travelled to Andaiusia, attracted by the renmensd
Arabic yniveristies there, wherz Arabic scholars distinguished themselves in many scientific flelds including physics,
gathemalics, astronemy, chemisiry, and medicine. Their Xnosiedge was mainly based on iransitalionc into Arabic of
Aristoteies; Plato, Pythagoras, Ptolemeus, Hippocrates, Gallian, and on their own discoveries, Especnally in medicine
the nzme of 1bn Saina {Avicenna) and of Ibn Roshd (Averroes) pust be mentioned,

Eoropean music bedore the Hiddle Ages

Very litile of the musical life of Rurops befere the Middle Ages is known. The instruments which were used in
inperial Rome were mostiy of Eastern origin, mainly inberited from the Sreek and Syrian civilisations. In Rome one
could hear the Harp and the Lyre (both of Sumerian origin), the Pandora {a long-neced lute, also of Sumerian origin),
the Broan Cinvented at Alexandria in Egypt), and various wind and percussion instruments like the Shawm {Gboe}, the
Figte, horns and %*mapetai tasbourines, cymhais, rattles, clappers, eit.

tagical forms inciuded religious and ritual musiz, as well as popular and entertainment music.. Popular music was
;;egiim into many Kinds of songs (work songs, corporative songs, Tullabies, satirical and festival songs) and dances.
Eateriainment music included also stage music, sither 25 solo instrumental wusic, or as accompanimedit o poeiry or
‘tjramag parede music or streei-performance music,
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After the gisiniegration of the Roman empire in the 4th Century, i took two centuries for the Christian chruch to
develop a definitive form of riteal nusic, which was named after the pope Gregorions the great. This stvie of music is
known as "Gregorian chant® {or “piain chani® in French), In fact this modal systes was based on oriental models,
sspecially from Syria and Byzaniive. On its part, the Gregorian regertory provided a grest swsunt of meledic and -
metric patterns to later forms of profane music dering the Middie Ages up {0 its development into polvphony,

Music in the Middle East

In pre-islamic times, it seems that among Arabic &ribes, music was mainiy z support for poetry, which was regarded
2s the highest form of artistic espression, Foilesing ihe conguest of Arebia, Islem made possible a synthesls of
“several other cultures which were assimilaied by &l} the populations coexisting under its banner,  In music, the
strongest influences came from Persia and from Byzantivs. A theoretica) system was also developed by Al-Farabi,
Al-Kindi, Shuarizmi and others, according te iranslations of ancient Greell treatises. This led to the elaboration of
the system of Maqam-s or musical modes, nmusical scales of fixed intervals, a conventienal melodic development with 2
hierarchy of degrees, as in the Indian raga sysiem. Although the rhytheic system was developed on poetical meters, it
expanded into a complex independant system, wsing some 158 rhyihmic cycles containing from 2 to 174 beats. By the 9th
and {0th Cenleries, quite sophistocated musical insirements were built and improved: the Lute (from the Arabic werd:
al-ud) the Oanum (from the Greek word, canon) the Ney (from the Persian “Ney®- meaning “reed") the Tasbur or Tusbur (a
long necked lute) and the Naggara (a2 pair of Ketile drums),

Arabic-Andalusian music

. During the ?th Century one remorkabls eveal took place in Andalusia; which lead to the creation of the
Arabic-Andaiusian musical system as it has been partiy retaingd to this day in the whole of Nerth Adrica (Maghrebl.
From Baghdad, & young musician named 2irvad reached the court of Sordobs and by his nany falents he sson eslablished
himsel$ as the foremost creative musician of his time, Mo was the originator of the Arsbic-Andaiusian system: an
ensenble of 24 "suites (24 Muba), sach one based on 2 particular mote and ariiculated on five defined rhythmic
patterns, The Nuba is perdormed folimwing an alternance of songs and instrumental passagss. The traditional themes of
the poems sung are 2ither praises of Dod and the Prophet, or exzliations of human emolions ¥ile love, passion,
pleagure, and ecsiasy, which can be wnderstood on the spiritual Jevel as metaphores for divine love, as in the Persian
poetical tradition, '

The Arabs who seiiled in Andalusia had brought with them several Eastern musical instruments: The Lute, the
fanum, and the Magqara. They alse used ang probably invented the Bbab, 2 two sivinged fiddie,

Eastern influence on Europfan music

We can see that Europe raceived much influeace from the East in music. Poetizal struectures were adopled from
original Andalusian forms, the “Mushshah® and the *Zazal® whick also carried a new feeling, behaviowr and 1ife siyle,
which is catled in French *lz sentiment courinis® and which was felt in music and Titerature 1il1 the [4th Century.
The most significant musicians of the time were the *trowbadours®. Most of them were landlords, whe gathered small
courts of poets, intellectuals and musiciane around them. They were themselves composers and poets who wrote Hh¥ir
texts in the *0c' language. For musical accompaniment, they ofien employed the “minstreis", professional musicians of
toe status who were; sometimes, the composers of the fumes. These wander:ng musicians travelled widely through Europe
and eventually to the Near East. The 14th Century german "minnesanger”, Omeald van UolMenstein, declares to have
tearned in his travels the lamguages of the Freach, Moors, Castilians, Latins, Lombards, Russians and Remans, These
musicians borrowed tunes from different couniries includlng those from the Mpors and the Jews who carried into their
exile their own oriental traditions. One more common point, and nol the least, is that European Medieval music vas
based on 3 madal system similar to those still used in the orienial cultures and shared, in fact, basic modal scales
such as the Dorian mode on [ (paghma Busalik, taah Ramal Imava, Kafi thata} or the Phrygion node on E (naghma Yurdi,
tazb Sika, Bhairavi thata). One may also ihsnk that, as it is practiced in all modsl systems, the European musician of
the Middle Ages enployed rany Kind: of ornanentation and lechniques of improvisation.

& very inportant document about the musical life of this period is the book of the *Cantigas de Santa Maria®, 2
14th Century collection of hymns of praise to the Holy Virgin, coilected by the Castillian King Alfonso ] Sabie. This
volume contains words and scores of the hymns and an ensemble of miniature paintings depicting musicians with their
instruments, On some of those miniatores, Moorish and Christian musicians are shown playing tegether. One can alse
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see all the instruments that mere imperied from the Grients the Lute, the Psalterion, the Micanon, the long-neck lute
which wss sctuslly calied "guitera morescs® or ®sarrazina®, the Andalusian Rbab, which became the Rubab, and ultinately
the Rebw:, the Organ, brass horns aad percussion instruments 1ike the Tabor and the Nacaires (from the Arabic
"neqgara”), Shawms and beg-pipes were also vsed. We saw that shaums exisied in Reme ard in ancient Greece (Aulos) and
they were Known since shiiquity through out the eriental world. In Medieval Europe; as in the East; this type of
tnsirument was plaved mainly culdoors on festive occasions and in processional music, as 2 support fo trance, It is
ughthy o note that the ohlique frabic $luts, the "Mey", was never azdopted in Europe, where the ancient Buct-flute, the
Teansverse Flute and the Pan Flule were comonly used, ‘ '

‘ Many other examples could be given of parallel practices among these distinct and only apparenily antithetical
cuitures, bit a complete survey of interactions betueen these musical systems is beyond the scope of this article.
Hevertheless we trust that it will be clear that Eurcpe and the Driental world did not develop conpletely zpart from
each other, as it was believed uniil} cecently, but thai they did, especially during the Middle-figes, share a comon
aesthetic tasi® and modes of artistic expression.

Louis Soret, a French national, studied piano and saxophone in Lyon i1} 1934, He stayed in Morroto from 1942 to
1979, studying orienta) music {Lute, Saz, Rebaba, Ghaita, Ribab,..), and becane a teacher of Nay in the Conservatory of
Marrakesh. In 1974 he participated, atong with A, Capuano, in the crestion of a pesearch group on traditional and
improvised music. In 197% he was awarded a research orant from the French Ministry of Culture. From 1980 to 1982 he
stayed in Algeriz, He has given a number of comceris as a seloist, and is working as a producer of Radio-France.

Anelln Capuane, bora in Italy, has been a dromwer in Jazz sessions tild 1970, He first was initiated to Indian
musit during 2 siay in India frem 1971 to $974, He then studied Arabic Tute {Ud) in Morroto and graduated in the
Conservatory of MarraKesh. Me aleo studied a few other traditional instruments such as the Nay, Derbuka, Reqq, Guenbri,
Lotar, etc... In 1976 he participated, along with Lowis Soret, in the creation of a research grocp on traditional and
improvised pusic. From 1980 o 1962 he staved in Benares, studving mosicology in B.H.U. and sarpd; vocal music,

~Kashmiri rabsb and tabla. A present ke tsaccnmp}ishlng & series of conteris with Louis Soret ior the ‘Jeunesses
Husicales de France/,
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8 RAGA RUPA!
# PRELININARY STUDY IN RAGA GRAMMAR

Wasiuddin Arncld
New Delhi, Dec. 1983
(ISTAR-NCP& Project No. 2)

f.  Summary

Sangi tashastra (az-‘ﬁﬁﬁ'{\lm) the trasditional Indian science of music, has several Key ideas defining the
problem of ragz analysis. UWe have used several of them that are commonly used by musicians who are familiar with
sangitashastra to form the base for a conceptual model of a grammar of raga. This model is both descriptive and
generative. It is realized in the form 0f a computer program ‘RAGANAL'. The resutis of 3 computer analysis of
several items of data is discussed in relation to the guiding principle in samgitashastra which underlies the aigorithm
employed for the analysis. Discussion begins by looking at ‘global gualities’ of the overall use patterns of the
varlous notes. Then foliows a discussion of the the use of notes in seriatum, first in the consideration of creating ¢
‘Dictionary.of Allowed Hoves’, Following this attention is focused on the problem of isolating and studying the
contextual use of certain minimally sized Kernals of pusico-linguistic meaning. This problem is studied in terms of
. Chomsity’s idea of trees of possibility, and steps towards developing an algorithm which.is an (at first) minimally
acceptible generative grammar are discussed,

We have available various tables summarizing the results of the analysis of a limited sample of material in ragas
_Kalyan and Bihag., Since we are limited in space, the only melodic material (constituting original data) which we give
is for Bihag, There are, however, severa) summaries for nther materials in raga Kalyan (frem Pt D.C., Vedi, and from
the Raga Vignan of Pt V.R. Patwardhan), Then are inciuded to show the range of possibilities experienced over a larger,
but sii1! small, data sampie.

2, The melodic data for the analysis in raga Bihag

Below i5 an example of an alap outine in raga Bihag, composad by Dilip Chandra Vedi in 1979, that has been entered
as data into the computer, Note that the notation is guite skeletal in order to not introduce redundancies created by
excessive ornamentation. The music was composed in ghrupad angs {%qvg 279) which is the more severe and less
crnamented style,

BIHAG ¢D.L. VEDD

HELODIC TATA ON WHICH ANALYSES 15 BASED:

Lo SoRiSpo--BP-=-i 2, PN-S-G---RSw-—-p 3. SRON----OP-Ne@y---f---; 4. GEN-——-DPH-G4-6--—; 5. PO
Hp-6----R5---;. 4. GYPN-G---PNSG----R§-—; 7, S955-N§-G---RE----; ' '

B PN DPGtPNe--; 9. SGMPN---; 10, S-MGPHDPN--G-MPN-S-g 11, PNSG----RS--=-; 12, PNSRNSN---; 13, BN
S6—--RHSN-—--; 14, G-PN-5-; 15, PN-S-G--RNN--; 16, G--RNSN---; 17, PNSGM---B----; 18, S6-M---G--—--; 19,
NGM---G-----; 20, PNSM---G----RS-; 21, §55GNS-G----RS----; 22, PNSG----SG----RWN-—--PNSG--—-; 23. G--HPNSG-
~-ROY--DPH-Gif-—G----; - 24, G-HPNSBM—G-—-RGN----G0H-86~===; 25, B-MP-MG----; 26. SMGPD-BM-6--—RS~; 27. §
8555-6----; .

28, PDP---N-G-MPN--==; 29, G--HPN----; 30, N-senm----; 31, P-NSGHPN-; 32, NN-DP----HOH--G----; 33. S-MBPHDPM

weeBfeoy 34, NHPHG—G----y 35, S-GHOP-HGH---G--- i 36, SHGP-HGH---G----; 37, G--HP-H-G----RS-——-; 38.

$S58NS-6-- - - :

N--=~DP--H-G-HPN=--=1 40, B----WPN-=-=; 41, G-MPD-G-HPN----; 42, N-SGMPN----; 43, PN--B------ ;o 44, N-S-BHP

Nem=nBo-o-p 45, PNSRNEN----DP----; 44, ﬁmsmsu-mnp-—--; 47. Hms--ﬁs---éqsn-—wnp----; 48, G-HMPN-6-6--

--; 49, G6-~~-R§---=; 50. SRNS-M-r=-DP=---; §i, G-MPN-=~-DP----; 52, DH----iP---MG-N---G----; 53." G-NGPHOP
~eeelbtiretme-np 54, S-Peofft-r-G-eni 55, Gor--MP-M-G-—--RS--—; 54, §555-HS-G-—--RE----;

57, G-MPNSB----; 58, N-SGUPNSE---RS----; 59, G-MPHSRNEN----DP-———; 0. PNERNSN----DP-----; &1, NSRNGN--~-DP---
==; 62, N-SGHPN----DP~=--; 3, DH---MP---MG-M---B--~; &4, GBMOP-~~-M-G-M---B----; 45, SMGPD-BM-—G--==; &4,

P-MB-H-6----R5~5555H5~6~;
Fote: R,.AGANAL doeg not see the d&i‘fereme in the two Ma~s.

39



3. Crude summaries of the olobal use ot the notes

The tables below which are situated to the leét of the bar geaph ‘Distribution Frequency’, summarize how the notes
(Sa, Re, GA, Ma; P2, Dha, Ni) were used-in the above alap. There are also similar sunmaries for two alaps in Kalyan
{whoze melodic material is not given) for comparison. The tables have six columns going across, The first lists the
notes themselves, The second, ‘Beg’ indicates the percentage of times each note has begun a phrase. Likewise, ‘Held’
shows the percentage of times a note was sustzined (fuliowed by a ‘- in the above notation of the ple:e) The column
‘Accant’ shows a similar percentage tally of notes which have fallen on rhythmically strong beats. In the case of
alap, this column is empty since no attempt to determine the exact rhythm has been made., The last column, ‘Total’
shows the percentage densily of how many times a note was sounded or held, The Distribution Frequency Graph, printed
to the right of the tables graphically displays the information in the ‘Total’ column,

BivaAG (D.C. vEDD)

NOTE[ BEG END HELD  ACCENT | TOTAL DISTRIBUTION FREQUENCY BRAPH
1,6128.8 24.2 145 0 17.5 Ne  X00000000000000 207
2.R] 0 0 0 8 2.7 br XX ¥
3.6127.3 3.4 351 0 7.6 P X00000000K 15
S O TR P 14.1 Hi 00000000000 : 1%
5.P{24.2 167 145 0 14.9 B:  XO0CCOCOO000000000000 28%
6, 0] 4.5 @ S0 2.9 Rr XX k7
7.Nl13.6 227 7 8 w2 St XO0000CGHN000 18%
[TOTAL  (4/- 1) = 100%) _ 10T= 1017 -
7 { VED) KALYAN
NOTE | BEG END HELD  ACCENT JTOTAL DISTRIBUTION FREQUENCY GRAFH
1601 287 150 D 13.4 Ni  X000000000000 19%
2.R|143 0 59 0 18.7 s OL00N _ 7
3, 6{i2.9 24.3 3.6 1 23.3 Pr  XOGO000MK 13
4, Hj22.9 14 9.2 0 12,9 e 30000000000 13
5. P 5.7 229 183 0 12.7 B X000000000000000 23 g
s, 00128 @ 22 8 8.5 R: 000000 1%
7 00214 157 187 D 18,6 §:  X000000000 : 13% KT
THOTAL {4/~ 1) = 100%) _ T0T= 101 3
' m
(PATWARDHAN). KALYAN
NOTE] BEG END HELD  ACCENT [ TOTAL DISTRIBUTION FREQUENCY GRAPH
1.8]12.2 27,5 0.4 ¢ 13.8 O N: X0000000000 17
2Rl 8§ 8.9 ¢ 14.1 Dr X000 g
3. 626,08 35 B1 9 22,4 Pr 300000 112
4041 12.2 B 12,4 ¢ (1348 He 0000000000 BTV
S. P 7.8 12,3 134 0 10.8 C Bt 000000000000000NN 23
& 0)12.2 D 272 0 7.9 . R: 00000000 Y
7. NI 26,8 20 14,7 0 16.9 S:  DNONO00NY LA
[TOTAL {4/~ 1%) = 106%) T07= 103%

{Numberz are expressed in perceniages.)
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BiAG (D.C. VEDD)

AYSH NYASA BAHUTYA

GRIHA

9
7

5. N 22,7

4, P 14,7

3.8 125
4,0 14.9
5. M 141

e B

- & u
—
i B

o

o ar U

B U M
= ‘n =

o ]
— e v

LI - T,

o ot WY

4, N 13.4

ek ke e

ls

[~
=

B - I

——

[ - e o

o = W
3 D oa

o I~
Lo |
[~ - 4

et

w3
b L
= agl = 4

[Tr B 3 s

{WEDT) KALYAN

AMEHA NiRSA BAHUTY ALPATUA

BRIMA

- m o - = -
Lt B - R T T - - - R R
“11..1“3
] ]
[0 - - = “ 0 B “ L
= = st = & = -
w— O3 ] T W YT ] P
3 e O e 4 N D N
- i - » ] - - -
= b 00D W O Wy
1 ]
(2] “ = 0. W n = e ﬂu.
-1 « e & ) - = =
4= ] O\ OO AR 1 U SO P
bl R B P B e S
[z Bt o] “ P m
. ] t .
GS?“NMM“_RQ.
.- = 2 - % -
el - B T - SR T R
36“49?n?5
Y « a om - =
TR A ! Mo | D aa
LA I R = i ]
¢ [
] ]
oy 2 “ [0 it = Y m [=oaay |
-~ 3§ . m om . o=
— £ 0w D e
o “ s O O “ L}
L B s e B . R I — ]
...l_...l_.i..i..-....“l...
[l
1 H
s om0 ] . -
bl BN RS R L B B M

(PATWARDHAN) KALYAN

AMSHA NYASA E\QHUWA ALPATVA

GRINKA

L -
Lo - =3

= -

- .-

D

DGBQ
~ e
~T Oy
L B |

=

— N

L, N

-
- % =
£ & s
- -
z o= 2

. -
™M

4. P 12.5

o N

«- moom
L B B
—

o E ocx

- h o=
oY S u

modm .-

o

. -
L=
L -

P

B =

-3 e

Table I
AMSHA = AVERAGE IN HI / LD ORDER OF THE SIM OF NOTES USED, NOTES HELD, AND ACCENTED NOTES
NYASA = HI / LO ORDER OF WOTES WHICH END PHRASES

[KEY: DOTTED LINES MARK LIMITS OF STANDARD DEVIATION]
GRIHA = HI / LO ORDER OF NOTES WHICH BEGIN PHRASES

"BAHUTVA IN REVERSE ORDER

BAHUTVA = HI/LO ORDER OF THE AVERAGE OF NOTES HELD PLUS NOTES ACCENTED

ALPATVA
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4. Shastra lakshanas: grihe, ameha, nyasa, apanyasa, vinyasa, alpatva, bahutva

Some of the tallys sunmarized in the ahove tables apply directly to features (lakshanas) marked out'by sangita
shastra (GANATEET ). The term griha (372 ) neans the tendency of 2 note to be used to begin phrases.
Simitarty, nyass (OT37) means the tendency for a note to be used as a place of rest, generally at the conclusion of a

phrase, - . { See fable II)

a. Grihaz  The enfries in the table ‘grika’ below are first of a1l an ordering of the notes which began phrases by
ranking them according to the order of their cccurance, The computer then calculates the statistical nean and the
standard deviation of the entries in the coluan, which are given in percentage figures. Those eniries which are above
the mean plus halt of the standard deviation (except for the case of alpatva, where the opposite is true) may be
considered the most significant, While printing the column, the computer draws & dotted line separating these notes
from the rest, Another line is drawn to show the cutoff at the meam less halt of the standard deviation,

b, Amsha:  For a note to be amsha .ina raga means that it is placed in a position of prominance, (A1 of these
terms, by the way, are first found in the description of the jatis (AT given by Bharata in the Twenty-zighth
chapter of the Natyashasira.) A note achieves prominence either by being repeated often, being heid, or by being
accented. The conclusions presented in the amsha column, therefore are based on ordering by rank the average .
percentages of the stms of the notes used, the notes held, and the notes actented, Since here no rhytimic pulses have
been indicated, the figures of the amsha and the ‘Total’ columns are identical. In compositions or in tanas (T-ITFF),
this factor can be significant in deciding whether a note should be considered ‘amsha’ or not. :

t. Nyasa:  Nyasa refers to those notes on which one may “sit’. It is our hypothesis that amsha refers to notes of
intrinsically higher a2esthetic tension (is higher dissonance), while nyasa points to notes of tension release,
-According to Bharats, notes may have more than one function. It may be the case that a raga has both its amsha and
its nvasz on the same note. When there is a difference between the twe, hoever, if our hypothesis is true, we should
expect that nyasa will, more often than not, tend to octur on notes of intrinsically higher consonance (for exampie, on
Sa, Pa, ba, and Ma in certain ragas) vhile amsha will occur more often on other neighboring tones,

V.N. Bhatkande and V.R. Patwardhan favour the idea of defining ragas in terms of vadi (ATEY) and samvadi cz:mﬁ )

, where the vadi is said te be the ‘most imporiant note in the raga, 1ike the ‘King’, Samvadi is esually sitvated in
the other tetrachord a perfect fourth or §ifth auay from the vadi and is Vikened to the ‘Chief Minister’. It is
curious thal neither seem 1o have clearly perceived the importance of nyasa a8 an additional factor in rags
description. By incorporating into our analysis the ideas of nyasa and apanyasa (375<20Tf1) which refers to ‘sitting
notes’ of lesser importance, or yinyas {f3=T47), notes on which one doesn’t sit at all, we nay be able in many
instances to mark out effectively the notes of tensmn and reiaxation in the two tetrachords of a raga, and in this way
begin to have an idea of the directions in which nelodies will move.

d, Bahutva: ~ The term hahwitva (E=F ) literally means ‘muchness’ and alpatva has the opposite meaning, 1 aw -
indebled to Ustad-Asad AYi Khan for the suggestion that bahutva means the property of a nole’s being held, otherwise I
probiably would have equated behutva with the figures in the TOTAL columns of table 1.

e. Statistical summaries of the above lakshanas

Tabte 111 below suemarizes each of these above characterislics for 8 data samples ir raga Kalyan (Yaman). You can
see from studying these tables the amount of tatitude which the raga allows in being expressed, MNote that the two
alaps are not neerly so different from each other (in spite of being by two different nusicians representing different
schools) as the compesitions do. Compare alse the differences in the expression of the raga in alap versus tanas..,

{To be ;:ontinued..‘.)
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LISTEN OUT FOR THE TABLA !

by Jim Kippen ISTAR project #9

! wonder how many peaple reading this will have even thought that when they listen to the music of the tabla they
are tistening to a lagouage of drum sounds ? It’s a large subject, one with a very complex terminclogy that weuld
quitkly baffle most of us. Our Knowledge of the subject will increase the more we are exposed to the music, and there’s
Tittle 1 can do in this short article to speed up the process... You need time and a pood pair of ears. I therefore
confine mysel to some ohservations about tabla playing which are des;gned simply ta provoke thought... thoughts which
you may have when next you listen %o the tabla.

I have heen studying tabia from Ustad Afaq Husain Khan in Lucknow for three years, | have always been encouraged {o
"compose pieces myself, it being considered an essential part of talim or one’s education. The process of learning has
often seened to me to be like that of learning a second language, A siudent hegins with the simplest of compositiona)
structures and with the most elementary of strokes, Jearning to speak the phrases he plays using words (hois) which
represent the sirokes, New and more conplex struciures are added gradually as one progresses. Dne’s vocabulary of
strokes increases and eventually one acquires the necessary technique to fry out one’s own ideas in simple
compositional forms. By trial and error one’s mistakes are rooted out by the teacher and proficiency increases,

Although, for me, this is like learning a second language, for hereditary musicians, or for thos: who are exposed
to the music 2t an early age, tabla is a mother tongue. This 1 realised when I witnessed my teacher’s son (who was then
four years old) reciting strings of bols as he played with his toys, though at that time he hadn’t yet had his first
lesson on-the tabla,

When I speak English, my mother tongue, | am not aware of the rules I am using fo formulate grammatically correct
sentences. 1f, on the other hand, I speak in Hindustani, a language I have learnt, 1 am always conscious of making
decisions concerning conjugation, the subject and cbject of the seatence, and the agreement of adjectives. The process
is the same for tabla, and 1 have been learning how to make similar decisions in order to produce phrases which are
correct, English and Hindustani both have grammars which have been clearly formulated. As yet, tabla doesn’t. 1t's
there, but we’ve yet to establish its theory.

1 an currently involved in research for the ISTAR in which, with the help of my partner, Bernard Bel, ! am trying
to fornutate a grammar for the tabla which will help us to understand the processes used in the creation of pisces, and
the logic behind improvisation on those pieces.

Any musician has 2 certain scope within which he is free foo express himseif, I hé performs a raga, he will have a
fixed set of notes and many patterns in which to present those notes. It will not be acceptable for him to viclate the
rega by producing notes or melodic patferns which should not be there, or which belong to a different raga. The same is
true of a tabla player who sets out fo play 2 certain Kind of piece bui fails to Keep within the strict limits dictated
by the form. In my limited experience of tabla, 1 have found, more and more, the tendency to disregard the confines of

~a piecey to break the rules of the grammar of tab!a, thereby creating 2 meaningiess assortment of words and mumbo-jumbs
disconnected phrases, Yet, I have often noticed that, far from rejecting this kind of plaving, audiences are more and
nore stimulated by things which I may regard as nun-sen51cal and they are much less interested in- the more traditional
pieces... 1 would never outrightly condemn this Kind of tabla music. 1 believe it is, or £an be & new and interesting
devalopment - in other words, a new dimension in tabla. Bui it is also very imporiant that this dimension be enderstood
in the context of the traditional repertcire of the instryment.

S0 what is this new dimension in tabla ? In most cases, it is essentially a repertoire of gimmicks, of sound
effects, of tricks to show off apparently incredible virtuosity al apparenily staggering velocity. 1t has its roots in
the tabla-train journeys on which every player, at some time or other, has talen his audience. The choo-chop,
chugga-chugga, speeding-up and siowing down of the steam engine leads iteelf very easily {o imitafion. But it doesn’t
stop there, Now, tooc many pieces turs into berrrerr brererer motor-bike engines or rattling machine—gun-fire as endless
strings of tirikitetaketirikitetake tear into your body through rather badly adjusted wicrophenes... The bayan {bass
drum} is vocalised to the point where it whoop-whoops continuously up and dewn as i suspended on the end of elastic,
and now even tones are being beaten out on this drem. Every piece, no matter what the form, musi necessarily end
spectacutariy. (How will you Know when fo clap otherwise ?) The tirekits and dhereKits build up in intensity to an
incredible pitch and everyone cheers as the helicopter comes in {0 1and.
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I said eariier 21} this was"apparently incredible virtuosity”and ‘apparently staogering velocity’ Yes, it certainky
sess fast and Toolls difficult - that's partly whal makes us enjoy it and appizud furicusly, just as we do when a
. trapeze artiste successfully completes a tripie back somersault with a double twist. It’s all part and parcel of the
spectacle, but we must remember thal ihough the visual agpect of & perforpance has a certain value, music is to be
listened to and not watched. In reality, these gimmicks are very rarely, if ever, technically difficult... I can think
of many combinations of bols in siow speeds which demand far greater technical controi, although to the untrained ear
they may ge unnoticed.

I don’i wanl to make thic sound Vike bitler grapes. I foo enjoy & Tittle of this new development in tabla and ]
know that there are some musicians who present these Kinds of gimmicKs very well indeed. But I do despair when, 3s so
witen happens, & player turns oul & seriec of dazziing sound effects at break-neck speeg and forgets the rich
traditional repertoire of pieces available to him. Forgotten are the Waidas with their myriad of permutated phrases;
forgotten are the rangs and relas which maintain a firm skeletal struciure while faster combinations of strokKes fiil in
the gaps; forgotien are the tukras and gats of grand design with their wide variety of bnls and internal symmetries.

it you get the chance to !nsten to recordings of the old masters, vou will notice in their plaring none of the
gimmicks of which I'have made mention. You will find all the aspects ¢f the traditicnal reperioire are present, and
they are performed in a way rarely heard nowadays. The pieces are paced so that the spund quality never suffersy in
other words the diction is clear and the voite beautiful. And when next you listen to the new masiers, you may have a
new perspective from which to appreciate and understand the new language they are speaking. Change is |neUItable,
though not all change is pecessarily good... :

Jumes R. Kippen, 2 British national, is an accomplished western musician (piane, orchestral percussion angd
conductingy. In 1929 he passed his Ph.D in Social Anthropology / Ethronusiceiogy at the Gueen’s University of Belfasi:
For two years he has been studying in depth the socio-econamic conditions of musicians in Lucknow, and their musical
training, teaching and performance. He has siudied sitar for two years and fabla since 1977 4rom Esmail Sheikh, Pt
Manikrao Popatkar, and Ustad Afag Husaln.
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THATE AND HUﬁCCWHS; AN ANALYSIS OF TOME MATERIALS by Wim van der- Heer : ISTAR project #6

To classify ragas on the basis of their tone materials is both practical and simple. The moust current
classification is the one of Bhatkhande, consisting of ten thals or scales. Many authors, especially in medieval
Southern Indiaz have tried to discover a system in the scdles. Such systems explore the possibilities of scale-formation
by a}tering one, two or more notes according to @ previously eslablished pattern. The result of these permutations is a
scheme 1ike the South Indian melakaria system consisting of 72 scales or Jairazbhoy’s scheme of 32 thats, Most of those
scales do not serve any purpose for practical music as they do not obey the law of consonance, i.e. in them one or pore
notes have no samvadi. A more viable approach is the ancient murcchana system of scale formation, in which scales are
tooked upon a5 modes sriginating from a parent mode. 14 the parent mode has a well-conceived set of consonant intervals
pach of the plagal modes will possess the same intervals. The drawback of the murcchana system is however that it

- cannot account for all the scales which are vsed in sctual practice. In the present article 1 shall try to demonstrate

that a system of thats is not incompatible with an interpretation through murcchanas.

First of al) we must formulate a method of creating thats that is related to the realities of Hindustani music.
Essentially the method used by Jairazbhoy is quite satisfactory. It starts #rom the idea that we have seven notes of
which five are alterable, i.e, they can taKe fwo basic positionrs. This results in a total of 32 possibilities.
Jairazbhoy has also indicated that in a sense pancan can be considered alterable, when & raga uses a tone material
including both shuddh and {ivra madhyam while pancam is dropped. This theoreticaily gives another 16 thats. One of the
fundamental criticisms on such & system of thats is that it can never account for the gvarasthana, i.e. the exact
intonation as expressed in shrutis or in frequency ratios. 1 however we can reduce the system {o one of murcchanas
then the subsequent task of defining tuning schemes {gramas} wiil be much simpler.

The common way of deriving murcchanas from 2 parent scale is to shift the tonic by one note to each next scale:
s
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14 however we follow the same method but start every next scale from the pancam of the former then the scheme resenbles
the L_g__ system in the sense that only one note will change:

s r gm p 6 ns
m p dn 5 r gm
L s rg onmn p dp e,

At a certain point two madhyams will apear and pancam will disappear. Obviously to be able {o start the next murcchana
again from pancam we must transform the scale by reintrodecing pancam and barring the shudsh madhyam, as will be
evident i we look at the foliowing tables:

First series Second series
& own ¢ DS w gl NSR &G B A
8 s r g ®mp d ns Halyan BSDse gm pd” n s bhairav
I m p 4 ns ¢ ogm omt. m® dp sr o m ahir lalit #
2 n s r gm p dp khammaj e, e TWp dp s g W ramaprivs ¥
3 gmnop dn @ ¢ 9 sindhura (kafi) as rg mm d n jayakauns ¥
4 3 8 s rg omopd asavari (kanada) 73 TRETFG WP 4 o madhuvanti
5 r g m pd r sp bhairavi _ 188) gnm pd ns r ¢ nat bhairay
"® d R 5F g mE meladalam ¥ 2090 dn sr  ga p d zhir bhairav
6 Fpd B sp g W {marg todi) rg mE dp s ¢ lalitaw
nsr g BE® 4§ @ 06y rg TWp dp s madhukant #
7 asp __-g_ mpd a todi &1 pd ns rg m dhanasri # _
gr™ ¢ nsrp g lalito 52 sr  gm pd B vasant mukhari ¥ 2.
B g ®Wpgd nsPE g seio. a® dp sr g _ :
8 nsr  ga® 4 (pencamd, - -~ 43 Fp dp sr g vasant bahar 3 & &
9 d nsr 9 Wp d marva . ns rg AW 4 ) -p—-!
rogRE 6 ns r o dipavali ¥ - 704D ns rg Wpd pilu # e ¥
8 r g ®Wp d ns r Kalyae -B8(31) gn 9 _d_/ nsr bhairay { T A
RS T i
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_ Third seriss

13 ¢ rg » p d ns  patdip X .8 ¢ g Wpd n s
24 5 pd n s ¢ gm cacukesi ¥ mop & nsp g ®
33 n spr @ m p dan anand bhairavi ¥ 8 s ¢ gn® 4 &
g kR d n s rg x n s r g Wpd p
4 3 mpd B ¢ rg madhukauns ¥
97 4 nspr g m pd {agttara gujarid
L gm® & n srlalitakali
48 ¢ g mpd p sp ramkali %
1 d nsp o mE Jjayakauns ¥
9 Tp d nsp g W malatis
ns r gm® 4
80 ns r g THpd o latikax
#1 agm p 4 nsp g anand bhairav
- dn s r gRBRW d lajita #
2 dn s r g Wp d -sarasvati ¥
13 rg m p d ns r patdip

~Since the scales which have tivea padhyam in stead of pancam are really a transitional phase between the preceding
stale and the subsequeni one they have not been given a separate number, The numbers 6 through ? represent basic
stales, al) {he other scales have been given pumbers which show a relation to these basic scales. In the second series
the first number indicates the basic scale from which the new scale differs in only one note. The numbers between
brackets indicate two basic scales from which the nei scale differs by two notes, Thus, bhairay 8(51) differs from sri
(8) in one note, from pat ¢1) and bhairavi (5) in iwo notes. In the third series each of the numbers indicate a one
note difference to the basic scale. Thus patdip(id) differs 4rem both pat €1) and sindhura (3) in one note. The sceles
x and y, which form a separate series can be rejected forthwith as there is only one pair of notes in them with a fifth
relationship, The names given hehind the scales should not be considered of greal importance; they only give an
indication of a raga which uses such tone material. Many of the scales in the second and third series are rarely used.
Names marked with an asterisk are rave, new, souih Indian, pentatonic or mixed, Mames belween brackets are obsolete,

The three series of purcchanas can be presented in 2 diagram showing all their. interrelations. In this diégram the
first and second series are repeated on either side of the third serips, Each line connecting two scales indicates 3
one note ditference. The scheme enables us to see for any give scale to which scales it is close {as that) as well as

the general scale type (murcchanad to which it belongs, {(Scheme on following pape) { nf' p 78}
Lol

- e [

I3 For readers unacquainted with the North Indian system of musical notation:

Note in English - in Halian - in Rindustani Abreviation
L bo - Sa or Shadja ]

D flat Re bénol Komal Re r

0 Re Re P

E flat Hi beémel Komal Ga g

E Hi : Ba )

F Fa Mz or Hadhyam B

F sharp Fa digse Tivra Ma Torm
G Soi Pa or Pangam p

A fiat La bémol Komal Dha g

A La Ghe or Dhaival d

B t1at (German B  §i bémol Komal Hi i

B (German H) i Hi ]

Note that “shuddh’ means ‘unaltered’, whereas ‘Komal’ means ‘lowered by a semi-tome’,

Also note that this system accounts for a division of the octave in 12 semi-lones. In fact, the Indian tradition
distinguishes 22 micro-tones (shrutis) and specific adjectives may be attached to the above terms. Ex: Atikomal Dha is
Koma] Dha losered by one shruli (approx. one comma, or 22 cents in this case).
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1 have vsed this scheme of heplatonit scales to analyse the tone materials of ragas actually in use, and Conpared
this to the tone materials used neariy twe centuries ago., For the sake of analysis all tone materials must be reduced
to heplatoniz scales. Such @ reduction is legitimate because the musical system of North India is essentially 2 seven
tone system. Thus, if we take the raga khanmaj, the tone material should be considered to consist of scales | ¢ 2, When
the tone material is nonatonit their must be four heptatenic scales, when the raga wses ten notes there are B scales
ioherent in it, Similarly in a pentatonic scale each of the missing notes may have two positions, so that there are
four possible heptatoric scaies involved, In the actual analysis however it is sometimes possible to slnplifr the
structure of 2 pentatonic scale because the minds and touches in the raga Indicate the position of the missing nnte. In
bhupali for instance the missing ma and gl must be considered Livra ma and shuddh ni. In my analysis I have simply’
counted the actual occurence of any of the scales in ragas. For this 1 have gathered ragas and their tone materials
from the extant 1iterature, &s well as from gramophone recordings. The material I have used for comparison with the
recent past comes exclusively from Pratap Singh’s Sangit Sar, & work compiled at the end of the 18th century, Whereas
the material for the present covers nearly five hundred ragas the material of the Sangit Sar comprises about 180 ragas.
In the tabie no distinction is made beiween major and minor ragas. Should we count the number of compositions in each
raga the table would become more accurate, but compariser with the Sangit Sar would be impossible as this work gives
oniy outlines of the ragas. When we analyse a nenatonic raga like sindhura Kafi the inherent haptatonic scales are 1,
2, 3 &nd 30, Yet, the actual otcurence of 2 aad 30 can be gquestioned on melndic grounds. The conclusions 1 have drawn
from the tables could therefore be called conservative, as the elimination of the scales that are not essential in such'
a raga would oniy make the resuits more prunnum:ed.

USE OF HEPTATONIC SCALES IN SANGIT SAR CU) USE OF HEFTATONIC SCALES IN THE PRESENT ¢4)
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CONLLUSIONG

The first and most lmpuriani conclusion is that the scale which predomingtes both in the present and 200 years ago
is the shuddh scale. Dther scales that are well represented in ragas are {in ordar of frequency) Khammaj, Xafi, dalyan,
bhairay, asavari, patdip, bhairavi, sri and marva, In comparison with the ragas of Sangit Sar, we see that the ali-flat
tone material (bhairavi) voversd many more ragas agas in the past. Should we look at frequency of performance and nymber of
conposilions however then phaivav] as a raga is by far the most popular of all repss, Therefore the reiatively
enimportant humber of ragas now using this tone material must be the result of the fact that one single raga, bhairavi,
has assimilated the properties of a number of other ragas that were 5till considered separate raghs in the time of
Sangit Sar. The exaggerated importance of patdip is the result of the fact that many present day ragas use a mixed tone
material of Kafi and gat, in which patdip is 2 spuriovs concomitiant, Striking is also that the theoretically primary
scales of todi and marg_todi are much Tess important than the scales of sri and marva. Coriously in the time of Sangit
Sar there was no raga using exclusively the tone material of the togdi stale. On the contrary the tone material of marg
‘todi was used independently but has gone out of vogue, Both in the past and in the present the enly scales which never
occur are {39} and 44. Many of the other scales were never used independenily in the past, they are by-products of

“ather scales . From the second series only 8(31) bhairav was used as an independent heptatonic scale, from the third
series only 91 {ahand bhairay, then calied shudgh sohini>. In the present 3 number of other scales have gained the
status of an independent heptatonic tone material: 0¢7%) padhuvanti, 1{(84) nat bhairav, 2{¥3) ahir bhairaw, H04)
machukant, 4017 kirvani, $(28) vasani mukhari, 7(40) siphendra, %(42) ramapriya and ghir 1alit, 82 saraseatj, i3
patdip, 24 carukesi, 80 latangi. These ragas are mainly imported from south India, which shows that the theoretical
development of the melakarta system has had an impact on change in the yse of tone materiais in the present. For the
tradition of north Yndian music by and Targe sticks to the primary murcchanas of the shuddh scale. Anajysis of the tone
material shows that theoreticaily there must be scope for developping scales 4 and 7 (especially 4). 14 we look al the
real murcchanas in each of the series the following basic groups of scales can be discerned:

perfect diatonic scales ¢ § (alyand, § {natd, 2 (Khammaj) |, 3 {sindhurz), 4 {(asavari), 3 (bhairayi).
primary chromatic scales 4 fmarg todid; 7 (todi), 8 {srid, ¥ imarval.

sgcondary chrematic scales : 40Y pilu, 8(51) ahalrau,

imperfest dialonic srales : 62 {sarasvati}, 13 {patdip), 24 {caaukesa} 35 {anand bhairavil.

mized from the second serigs 1: 0{73) madhuovanti, 1{84) nat bhairav, 20935 ahir bhairav.
mixed from the sscond ceries I11: 3{04) madhukant, 4¢17)} dhanasci, 5%28) vasant mukhari.
mixed from the third series 11 44 (nedhukauns) , 57 (awitsra gujaril.

mixed from the hird series II: 80 (latika) , 21 {anand bhairav) .

14 Indizn musicians go an exploring lone malerials by irial and error, and if the scales frem the second and third
series become acceptable ip the Indian ear as seems to be the case fo some exteni, we cam predict that the scale 7440)
(simhendra; ancient pily) has as great a polential as the scale of bhairav, From the othersscale types not much can be
gxpected as they always have one note without a balancing fifih. Srales which seem to have no potential at ail are the
numbers 6(39), 6627, &8 and 79, as they do ol interrelzte with any other scale through a direct plagal shifi. They
simply have toe few harmonic intervals io satisfy ihe meeds of Indiam music, in which samvada pliays such an - important
role, Some scope for develupping tone materials may 1ie in ihe use of the trancitional modes, in which me tivra
replaces pa. 04 course Jalil is 2 well known raga, but also belween 8 and % we find the paos pancam , now oul of vogue,
between 9 and 10 the beautiful though rare raga dipavali has a place, and between 8¢51) and 9{62) ghir lalif (eariier
crezted by Omiarnath Thakur under the name granvandra madbyams) has found a definite place, '

Atter having examined the scale syslem from the angles of purcchana, that and practicel use the next sisp is o
define the precise intonation, j.e. the gramas on which the murcchanas are based. This will be the subject of the next
“article, while in the third article 1 shall propose & new classification of the extant ragas vsing 2 iwo“dimensional
scheme ta show interreiations belween ragas (historically, meladtcally and in scale type), as well as relative
lmpnrian:e of ihe groups oi ragas, '

(to be continued?

Wim van der Meer was born in the Netherlands in 1949, He gradvated from the University of Amsterdas in anthropology end
ethnosusicelogy and studied vocal music in India ender Pt. Dilip Chandra Vedi. His doctoral dissertation (Ph.D.
Orientat studies, University of Utrechtd, published in the Netherlands and India under the titde'indusian) Music in
the Twentieth Century} was well received by musicologists 2ad the press both in India and abroad. At present he is
co-pperating in ihe 15TAR-project of “the ragas of D. ©. VYedi’ and &t the same time worKing with Joep Bor on 3 large
and iltugtrated book or the history and performance practice of Hindustani music. '
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NEWS FROM ISTAR’S WORKEHOP -~ New Delhi by Beraard Bel 15TAR Project 81

Halodie Moyement Analysert another step

%2, & new version of Melodic Movement Analyser; is under consiruction in our workshop, and will be used on the
premives of the National Centrs for the Performing Arts, Bombay, for seientific documentation and résearch, MMAZ will
be hooked to a fundamental pitch extractor allowing the analysis of vocal and recorded music, Unlike its predecessor
WAL, it will keep track of the exact pitch of the drone; to achieve this, it uill generate the sound of a reference
drone which one will be abie to re-tune to match the speed variations of the tape recorder or the frequency shifis of
acoustical instruments. The pitch data will be stored on the tape in a 12 bit format (instead of 16 bit - ) and the
remaining 4 bits will be used to store the measurements of the sound intensity. The system will also perform the data
cmaprsssicm {averaging) of pitch ,infomatinn in order fo reduce the flow of data to the cosputer,

* One of the epplications underiaken under this scheme will be the avtomatic transeription of rags putlines with visw
to improve the sxisting notation systems. (See our next Newsisiter)

A nE mtelhgant’ computer language

Jemes Kippen and Bernard Bel have started investigating applications of mathematical linguistic nodels to the
stydy of North Indian Rhylim (ISTAR Project 43). ‘Kaida’ compositions, which J. Kippen is studying in Lucknos with the
help of Ustad Afaq Huszin, provide a most valuable frame of ‘primitives’, that is, 2 mininan set of axions and
transformation rules generating a ’tabla Tanguage’.

For this study, a ‘Bol Processor’ has been implemented on an Apple I computer. Basically it is structured Vike 2
‘Word Processor’ with the visibie difference that each Key of the computer’s Keyboard can be re-programmed to represent
3 ‘hol’ {e.g, "dha’, ‘te’, ‘na’, etc.). Another major differente is that all functions have been designed o minimize
the time of data transfar and ‘garbage’ {(deleted data) collection. ‘Bubbles’ of deleted data are progressively ‘pushed
vp’ to the edge of the sinrage space, growWing in size as they meet other ‘bubbles’ on their way, 1ike bubbles in

boiling water,..

The reason for suth sophistication is that, as & second siep, ‘search-and-replace’ operations will be sutomated,
and therefore shouid be accomplished at a maximum speed. By programming such operations (2 generative ‘grammar’), one
can give enough ‘intelligence’ to the computer to analyse and generate rhythmic pieces in a particular style.

This new “intelligent’ romputer language, potentially as powerful as its elder brothers LISP, FORTH, SHALLTALK,
LDBO, etc., will be easy to assimilate and interpret by researchers more trained in mosic than in tmputer science.
Sometimes it is al 50 convenient to adapt machines to human needs...

Tonal diag'rms ¢ {onagrans‘)..,

drawn by M%1 are nowadays available on compuler printers. Such dizgrams are both useful for the study of rapa
intonation and morphology, and for the evaluation of the ‘statistical scale’ of variousinstruments. The landscape below
is a tonagram of raga Lalit recently performed in Germany by Hariprasad Chaurasia:
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ESSENCE OF C1ASSICAL MUSIC An interview with{Pandit Dilip Chandra Vedi,

YYH. You are 2{ present working on 2 big project for ISTAR. What is your aim in this werl? _

. €. Vedi: The necessity of this work is because many hali-Daked peaple do not know the struciure of the ragss. They
Tisten and try to.eapy. They learn a few tunes ur songs and think that they can hecome musicians, The masses only know
hew to enjoy & beautifol voice, they cannet distinguish betwesn gooo and bad music. But the pandits go ferther than the
yoice enly. OF course, the voice is important, but there must be more. These fine arts ere 2ot only to eniertain. They
must make the brain and heert fine. So these peopiz are spoiling rages and there is no one to siop them. The so-called
euparts who have influence in the worid of music do not care dor thig either, They only wani {p fayour their friends,
But the philosophars cannot sacrifice their philosophy. The masses think they dor’t have to worry about this. Some
peopie say ‘everyone can weep, 50 everyoné can sing’. No dovbt, but do veu think that withoul any knosiedge of gramear
one can write something correctiy? So is the case with our music. '

»8.: You are talking about half baked people but what do you think can be done to improve the situation?

D.C.V.: First of a1t it nust be made clear what is really good nusic, 14 people do not understand this then how can we
go forward, There is much talk today of creating and innovating, but what can you improve if you don’t Know the
fundarents. Do you think that this music we have is nothing? To understand the basis of our misic we nust give prime
importance to vocal music. In vocal music there is the blending of poetry, meledy, rhythm and feeling. Through these
$our the essential characieristics of the ctompositions will come oul fully and clearly. Nowadays pecple are crazy about
instrumental music. Instrumentalists are honcured by ignorent people who do not understand that the basis of our music
is vocal, and that the profound tradition which we have can never be fully realized through instrumental music ajene.
Uhen we were young we listened to many many great mesicians and naturally we praised them. But noe, at this age | can
understand what is really essential in music and what is not, These essentials we are recording now. 1 afler devoting
my whole Tife to music 1 am not able to do this then whe is?

330.¢ How do you define classical music?

D.E.V.t Classical is not an Indian word. We say shasiriva sangil. It neans, music whith depends on rules, taws, It
would be better to say stientific music. These rules are universa] and natural priacipies that were discovered by our
ancient seers, '

3138,y What is the first Yaw of music? ,

D.C.4.1 Al the sotes nust be intereelated, there wust be perfect harmony in a tune,

¥33R.t Hould you nmention some other essentisl Jaws?

D.C.Y.: Compositions in siow rhyths are essential in owr music. The really good compositions are the true refleciion of
& raga. Why out of hundreds of poets enly a few survived? Bhat went wrang uith the other posts? So it iz with ouwr
mUgic. Lamp is in our control, but the sun is not. Some pecple think they doa’t need the sun because they can use &
famp. But not all are fools, some people still Vike the sun. The rules of music are so scientific that no argument can
do anything. Harmony between the notés is the matural law of sound. These nntes cannpt be thanged by man. ThanK God.
338.1 What is your opinion about the shrutis? : ' : .
D.C.V.t Touch two notes and see if they agree. Them we tan discuss shrotis, The svaras are based on shrulis. The mother
of shrutis is samvaditva. ' '

8.2 Which are in your epinion the most important ragas? )

D.C.U.: This i5 a long story, The most fundamental scale of our music is the shuddh scale. fall it Ass, Nataarayan o
Zilaval. Some people believe the scale of sindhura (Kafi} to be our fundamental scale, but if you Tisten {o nany
popular tanes of foik music you will see thai the ghuddh scale is most natvral. Listen to vour tanpura. Does it give
fomal or shuddh oa? How did we ix the ragas? As s person goes into the jungle znd §inds 2 beautiful flower he gives s
nane to it, S it is with our music. People were singing something, then scme others with a good brain gave full
attention and tried to understand the interrelations of the noles..

A Founder Member of 1STAR, Pt Dilip Chandra Vedi was born in 1901, He was a brillizet disciple of the tep
prestigious masters, Pt Bhaskar Rac and Ustad Fayaz Khan, thus having access to the musizal heritage of five main
gharanas. He was acclaimed as one of ihe greatest vocal musicians by {amovs gasters Tike Fiyaz Khan, Nasiruddin Khan,
Rajab Ali Khan, Mirashi Bua,, Ghulam Ali Khan, Wahid Khan, K.L. Brihaspati and in Scuth India C.R. Sheinivas Iyengar,
p.T. Sundaram Aivar, etc... In 1937, the great sarod plaver Ustad Alauddin Khan expressed his great admiralion for his
raga Vedi-Ki-1alit, In 1938, Vediji was awarded the gold metal as the best thumri singer, and the Abdul Karir Khan
medal for Khayal, In 1984 be was given the title of Sangee! Mahamahopadhyay. In 1971, he was eiected &s & Fellow of the
Sangeet Natak Academy. In 1978 he was awarded the post of Producer (Emeritus) of Al India Radie. In 1982 he was '
honoured with the ‘Tansen fward - gold medal’, zad in January 1983 he was condered the title of Doctor Litt. by the
Khairagarh Music University. Among his most notable disciples are Pt Amar Nath, H.L. Bali, the late Pt Huséan Lal, the
}ate Anita Roy Chaudhari, Master Bhagavan Das Seni, Sohan $ingh, Manik Varma, Bhupender Seetal, M.R. Gautam, Hupur Roy
Chowdhry and Vinod Kumar. '




Arcec Press, 5, Desh Bandhu Gupta Road, New Delhi 110055




