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' EDITDRIAL -

- Most fureagners have escaped from the excruc:atmg Delh1 heat. bu’t ISTAR is stm
going strong. With satlsfactmn we looK back ata year of busthng activities. Bernard .
 Bel's MMA,a microscope for monodic’ music, is ‘working- at full power and Jim Arnold is busy
‘analysing the fabulous melodic patterns of Ustad Asad Ali Khan's: subtle rudra vina. Peter
Muellér has recorded,’ catalagueﬁ ‘and transcribed hundreds af dhrupads. He has moved to
‘Darbhanga and is working closely with the- greatest living Dhrupad master; Pandit Ram'-
Chatur Malik ‘Jim Kippen has developed new methods for the study of traditional drummmg
- languages, in collaboration with ‘Bernard Bel. Jim has left Lucknow and is now completmg
his Ph D theszs at Queen’s Umversxty, _Belfast. Pandit D.C. Vedi and Joep Bor have -
- systemahcally explored the raga system and documented the melodic outlines of ma,rnr :
Hindustani ragas, In collabnrat:on ‘with Issarc Mott. they have develnped & new and
‘readable’ no‘tatmn system\ . . ER _

For man}' centuries Delhl has been a cosmapahtan :entre nf muszc, and We . have
communicated here with many important people in the field. Nazir A. Jairazbhoy has ‘mixed .

- feelings’ about our activities, but Joan L. Erdman has inspired us. tremendously. Premlata
 Sharma has frequently given us excellent advice. We are happy that more performers and
more scholars are joining our venture, Shahab Sarmadee and Sandy Greig will prepare a
translation of Rag Darpan, a very important Persian book on {6th-and 17th Centuries Indian
music. Anne-Marie Gaston will document the music of the renowned pakhawaj master
Purushottam Das. dJoep Bor will pursue an aid hobby: recnrdmg and 1nterv1ew1ng old

unkriown sarangi p]ayera }

Very successful was the concert of Louis Soret and Anello Capuanc {in January), who
performed Arabic and Medieval Eurcpean music on no less than 40 instruments, leaving the
‘audience baffled with their versatility. This concert was sponsored by ISTAR, SCPS and
Alliance Francaise. In March, ISTAR took an active part in the Dhrupad Samaroha
(festival) in Vrindaban, organised annually by the 5ri Caitanya Prema Sansthana (SCPS). -
In August, Srivatsa Goswami represented ISTAR at the 27th conference of the Inter‘natmnal '
Council for Trad:tmnal Music (ICTH).in New York. : .

To ensure a long-term preservation of recorded data, and its accessibility to other -
scholars, ISTAR has decided to store master tapes with the Arcmves and Research Centre’
for Ethnumusmalngy in Delh1 (ARCE} :

We are grateful to the Ford F oundatzon and the National Centre for the Performlng
Arts of Bombay.
~ Without thetr 5upport gur dream wnuld never have materialised. -
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MAIL

Than you wvery much for your bulletin {ISTAR). We

appreciate your work in"the field of traditional arts
" research, Can we subscribe it for the future ?

.Jukka Miettinen

- hssociate Expert for Culture

- UNESCO {Asia/Pacific), BangKok

EREERER

-de. wous remercie trés vivement de m'avoir envoyé les

| 'Newsletters' de 1°ISTAR.  Je vois avec un grand

plaisir que vous avancez dans vos retherches, #t que
vous - n’Etes pas seul... J’ai tu tes articles: j espere
que vous trouverez aupres des responsables concernés
des  oreilles attentives et des aides matérielles
suffisantes pour pouvoir développer vos recherches en

-un domaine ou les “raconiars®, souvent diﬂuses par des.

gens mcmpetents 'cht ieginns. o0
Enile Leipp
Laboratoire d'Acoustique
Universite Paris VI

FEEEREE

I was deiighted to Know that you have established ISTAR:

which is affiliated with NCPA' and the work you are
- doing is presently carried out under the cullabaratwn
between the ISTAR and the NCPA,

Sangeet fesearch Academy
falcutia

ERRREEE

-! appreciate 'youf remenbering my interest in the ISTAR

HEWSLETTER and. look forward to receiving copies of the

January 1984 issue that you indicated are ntw enroute
to me. ' ' I
- Frank Joseph Shulman

Unwers:ty of Maryland Libraries

, Haryiaad, 154

{0 me.

. Wijay K. Kichiu, Dlrector, |

As soon as- I get the Newsletter issue with the latest
resiglts of - your work, I will sit down with my friends

- from- Musifuest and see whether the problem of music
~ notation could possmtr becm atuplc ofa Husmuesi
: prograrm. ,

Tilmann Waldrats, Director
Max Mueller Bhavan
' Poonz

ARERARE

Il was a greal pleasure that I read of ISTAR activities
-in the two Newsletter issues which you so kindly sent

Timothy Smith
Patchogue, N.Y.

RRERERR

Jo suis  irds .heoreux d’apprendr_e qu’apris les
difficultés du début, vous décollez 3 toute vitesse.

 Toutes ces activités ont Im passicnnantes el
. représentent wune tres riche expérience. Je vous
. soghaite trés fort un vif suceés,

_ Roter Demoulin
. Paris

ERAERER
it was certainly mterestmg to see what you are-doing,
Many thanks for shmmg us,

: Robert & Loie Gotilieb
'San Francisco

ERAREER

1 would tike to receive your publication on exchange
pasis with the Indian and World ARTS & CRAFTS monthly

'aagaz ine.

H.R. Dmesh {hief Editor
New Deihi
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MY NAME 15 GAUHAR JAN

'by Jneg Bor

Listening to the old 78 rpm gramophone records of Gauhar Jan one is transported to ancther time and
another world, An oriental world of grandeur and refinement, of leisure and decadernce, of passion and
longing. A world in which the rourts and saloons of courlesans {tawaif) wers the main centres of
performing arts. It was a fascinating and colourful world in which thousands of female dancers and
singers played-a vital role. A world which throughout Indian history had always been an integral part of
urban life and still flourished in the first decades of this cen‘luw A romantic warld which now belongs
to the past and has almost been forgotten. :

Arng so has Gauhar Jan, the most famous, the most charismatic and perhaps the wealthiest female
artist at the turn of the century. A woman who performed all over India and made thousands of people
forget themselves. Gauhar Jan is a legend but rarely mentioned in books on Ingian music and dance. Who
‘was Gauhar Jan ?

Mise Gavhar is of Burasian descent being born in 18575 in Allahabad as the only issue of Mr
William Robert Yeoward, late Engineer of a2 leading shipping firm of Caleutta, and Miss
Allen Victoria Hemming as a result of their marrizge three years hence, To the child was
performed the baptism ceremony im the M.E.Church, Allahabad in 1373. Owing to certain
czusee of misunderstanding between husand ang wife in {879, they were separated by
divorce and the mother with her child of four years was left to seek means of sustaining
herself and her child. For two years she with great difficulty managed to Keep up the ~
soul and body together in Azamghat and disgusted with the city life she repaired to -
Benares in 188i. Here, under strong influence of her protegee; she with her daughter _
became a convert to Islam assuming the name MALKA JAN for herself and that of GAUHAR
JAN for the daughter, As a source of livelihood she iearnt singing under Kaloo Oustad and.
Ali Baksh the dancer of Lucknow, Great credit is due to the man whe put into her head the
idea of the cultivation of these fine arts. Her inmate genius developed marvellously and .
this was perceivable in her progress by leaps and bounds. Her anxiety was gone and she was
pressed for engagements; and she became conscious of KEr own powers, and Knowing as she
did Calcutta, she thought that it is a better place for the recognition of her talents and
merits. But for the ordained. will that Miss Gauhar should develop into a first rate
artist she would not have been surrounded by such heaithy environments. Gauhar was slawly
imbibing musica) taste, The tutors were specially interested in the child, having come to
understand the stuff she is made of. They were able to foresge that this girl was
destined one day or the other to make & marK in the world, Miss Gauhar’s first public
appearance was before His Highness The Maharaja of Dharbunga in {887, when she had
scarcely completed her twelfth year. His Highness being himsel$ z good artist appreciated
her song and dance and her success ever since is assured. She possesses intelligence and
this she has cultivated 10 .2 sufficient degree and in this lies her secret of success.
Possessing a head of good black hair, a strir jingly intellectual forehead, magnificent
lustrous eyes, a very pretty magnetic face, she is an exguisitely moulded figure of medium
height. She has been and is the delight of all visitors of her concerts. ()

Gauhar Jan became famous in'Calcutta and it was there (in 1894) that one of her performances left 2
-deep impression on Abdul Halim Sharar, the well-known writer from Lucknow,

Forty years aoo, & celebrated courtesan; Munsarim Wali Gauhar, went to Calcutta and
achieved fame. At one performance I witnessed her skill in ‘batana’ on the same theme for
a full three hours. All those present at the gathering, including the most expert dancers
and distinguished people of Matiya Burj, were spellbound. There was not even a child who
was not impressed by the performance. (2)




The first representative of the Gramophone Company, FW. Gaisberg, came to Calcutta in 1902 and left
an interesting account af his experiences in the emewtamment dzs‘tmci. Abaut Gauhar Jan he writes that

she was

=20 Armenian-Jewess who coult sing in tweniy languages and dialecis...Her fee was 300
rupees per evening and she used to malle a brave show when she drove at sundown on the
Maidan in a fine carriage and pair. Hers were among the six hundred records which proved
a firm foundation for our new enterprise..Every time she came to record she amazed us by
appearing in a new gown, each cne more elaborate than the last. She never wore the same
Jewele twice. GStrikingly effective were her delicate black gauze draperies embroidered
with real golg lace, arranged so 25 o present a tempiing view of a bare leg and 2 nakied
riavel., She was always bien soignge. (3}

However; not everyone was equany impressed by Gauhar Jan., The South Indian editor of the Indian.
" Music Journal, HoP. ¥rishna Rao; critically reviewed her performance in Bangalore in 1942: :

Miss Gauhar entertazined the public of Bangalore with her dance and music on the 20th
‘April. The Bowring instituie was pacied to the full and the entertainment lasted over two
hours. The programme consisted of a variety of pieces - Hindustani, Karnatic and English,
some of which were sung with siyle, expression; and beauty. Miss (auhar possesses a sweet
voice which when prolonged seems uniformly grand, more 80, as it is produced without any
physical strain. The notes are faultless and simple. The gl‘adual transition from one

note to another {the linum) and the wave-like astent and descent (the andolitam) which

: produces in the mind of the hearer that Kind of agreeable illusion which one experience
when roctied in a cradle sre special points of beauty in her singing. Everything is
precise and accurate. MNorthern Indian dance is & simpler process not involving the more
scientific, elaborate and wonderful display of command oveér the body and the limbs as
reguired in the South Indian system. It consists of a few simple rhythmic movements of
the feet and the hands, but Miss Gauhar’s gesticulation in which facial expression plays

an important part is far ahove the standard we have observed in Northern Indian dance,

i Gauhar J_én in & recording session in Calcutta in the early 19087s.
From F.W. Baisberp, *The Music Goes Round®.




But we faaled to notu:e in her rendermg any of those inteiligent flourishes of Hindustani
music that we are accustomed to find in first-rate Gavois. The pieces she sang, though
suited to the middle class pf hearers, were not adorned with any skilful improvisations
which an expert cannot possibly avoid even in ordinary singing... Miss Gauhar is known
through the Gramophone records even to the villager. Her records are enjoyable but there
iz a disparity between the copy and the original leading to disappointment. She has made
a name and fortune far above the reach of even masters in the art, of whom there are
plenty in India and if the Key to such success is to be sought for, it will be found to
lig in the invisible and effective self—advertisement through the Gramnphone

"MY NAME IS GAUHAR JAN." (4}

Pt. D.C. Vedi who heard Gauhar Jan in Amritsar and Bombay during the early part of this century,
shares to a certain extent the same opinion. He agrees {and who could not agree 7) that she had a
marvellous voice. But as a Khayal singer she was average and did not follow any established style. He
remembers also that when Gauhar Jan was invited by Maharaja Bhupinder Smgh of Patiala, she was
atcompanied by the great sarangi player Ustad Mamman Khan,

Accnrding ts D.C. Vedi she served subsequently in the courts of Darbhanga and Rampur. She left
Rampur in disgust, however, when she discovered that all the diampnds in her jewels (whith were Kept with
the Mawab’s tressurer) had been replaced by worthless imitation stones. After this tragic event Gauhar
Jan moved to Bombay and was appeointed as a courtmusician in Mysore. There she died in 1930,

i, fnonymous: “The Stage. Lover® (no date) cited in- Hy name - is_bauhar Jan, *The Ind:an Music Journal‘, il {13

" Mysore 1912,
2. Sherar (AH.)1 °Lucknow, ihe Last Phase of an Brnenta} fulivre*, trans!, and edtt £S5, Harcourt &F. Hussam‘
Londan §973. : . : :
3, Gaisberg (F.M.}: "The Music Goes Round®: New York 1942,
-} Thanks o Danieil M. Neuman for sending me 2 Xerox copy of this lntereshng passage. . :
-4, Krishna Rao (H.P.): My name is Gavhar Jan; “The Indian Music Journal®, 11 (): Mysore 1912, R E
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MUSICAL ACQUSTICS:
BEYOND LE VY’S ’INTGNATIDN OF INDIAN MUSIC’ (S)

by Bernard Bel - 'ISTAR/NCPA Project #1

Although many musicologists have speculated about the melodic foundations of North Indian classical
music {scales, microtones and melodic patterns), most of the work done so far consists of academic
interpretations of early sanskrit treatisee on musit. Very few scholars have taken the risk of
investigating the subject with the support of musical acoustics methods. ‘As Mark Levy points out, they
“prefer instead to formulate complex theoretical systems describing intonation wh:ch are based solely on
‘'mathematical-acoustical models." (page 831D .

Empirical studies on 1ndia_n music started in the early XXth Century, Early experiments were done by -
measuring the vibrating length of the string of a monochord, or generating microtonal scales on tunable
Keyboard instruments (shruti harmoniums). Clements and Deval (2) thus identified the system of 22
shrutis {microintervals) as a derivation of the ‘just-intonation’ system (a division of the octave
achieved +by combining perfect {ifths and harmonic major thirgsh Alain Dani€lou (3) used similar methods
to check his theory based on the ‘psychological properties’ of the numbers 2,3 and 5. Later,
experiments using electronic equipment were conducted, among others, by B.C. Deva (4} N.A. Jairazbhoy
-0y and Mark Levy. These three authors were the ﬂrst 1o publish laboratury data and informaticn about
their experimental procedures. :

One shouid not condemn too much the apparent absence of scientific interest of the early
researchers. On one hand, the equipment and the methods used by Deva, Jairazbhoy and Levy were not much
more reliable those of Clements, Deval and Daniflou. On the other hand, the latter musicologists may
‘have benefitted from a closer association with great musicians {and even perhaps from a better
- understanding of musu:) than scholars worling with commercial record:ngs or in art:ﬂc;al labcratm‘y
condﬂmns.

- ELECTRONIC SHRUTI HARMONIUMS

In 1980, at the Maiszon de 1'Unesco in Paris, Alain Daniélou demonstrated his ‘'S52°, an electronic.
shruti-harmonium built by Kudelski (Switzerland) to generate the 52 microtones of his theory. I felt
that the audience was not quite convinced when he played ndtes which have never been - and hopefully will

,never be - used in North Indian raga music... Two months earlier, Jim Arnold and I had demonstrated
another shruti harmonium in the laburaiory of Mechanics, Paris Vi University, and later in the Musée de.
1'Homme of . Parls., Unlike Kudeiski‘s -852; my shruti harmonium is digitaily programmabie so thatany
1magmable scale tan be generated w;’th an accuracy better ’than one ‘cent’ {111200 of an uctave).

We thought thata pragrammable shruti harmumum would help us -
to get a clear idea of the musical scales used by Indian
musicians. We soon came to Know that the subject is tough.
Certainly, most musiciang assured us that they would be able to
demonstrate shrutis on this instrument; and indeed they tried. We
could thus verify that their concept of intonation (based on
samvad - or perfect fifth consomance)is close to the_syst_em of
- st intonation - as Clements, Deval, and partly Daniélou had

concluded. But there were noticeable deviations in the case of
certain notes wmch play a crucial role in the expression of a
raga. - Partly because of the presence of a tonic drone (the
tanpura), and- because of artificial experimental conditions (a
- fixed—-tone instrument), our ideas proved to be {on simplistic (8, . &
Most musicians would feel nervous ebout such experinents and would
start playing their own instrumeni or singing.. 1t was obvious
that one cannot extract 'the tonal skeiﬁr:m of raga music without
’kllhng SIS




STUDYING THE ACTUAL PERFORMANCE

The most recent empirical work on raga performance is that of Mark Levy, a student of N.A.
Jairazbhoy, who ‘measured’ the intonation of several musicans using a closed-loop tape recorder so that &
short segment of music can be repeated indefinitely while its frequency is being measured (7). Levy's
conclusions came in support of the opinion that shrutis do not exist as individual measurable entities in
the actual musigal performance, and that the intonation of a particular note is not only strongly bound
to its melodic cuntext but also to a great extent left to the incidental interpretation of the musician.

In other words, the intonation of raga music is very flexible and does nat :onform 1o any syst&mp even
though musxc:ans and musicologists may believe s0...

Anybody who has had a thorough training in Indian mysic would be surprised to read such conclusions
supported by so elementary experimental techniques... Levy himself admitted that no conclusion should be
cnnsiq_ered definitive in view of the small quantity of data he could process, and he hoped that

"increased acress te advances in electronic and computer technology would greatly facilitate the
compilation of much greater body of additional data, so that more meaningful generalisations could be
formulated...” (p. §42) 8) My point is not to defend advanced technology as a universal panacea. I
would rather like to show the disproportion between the seriousness of the issue and a lack of
methodology in collecting and processing data: If North Indian musicians claim to achieve a great
accuracy in intonation, and to follow certain systematic rules, indeed the scientific approach to the
phenomenon should consider these claims seriously. Not only a very large quantity of data must be
analysed, but alsc the musicologist should sit with 2ach musician in order to understand his particular
corncept of intonation, There is a great difference between the ideal which a musician is trying to
achieve through his daily practice, his actual performance, and the way he perceives what he does...
What is the actual relevant work for a researcher 7 To prove that musicians’ practice goes against their
theories, or to be able to reveal their concepts of perfectmn. and the psychology of sound perceptionin
a particular musical system ? In other words, which of these two approaches may serve music creation and
education in the future 7 I believe, the second one,

1 am éurprised that Levy’s methcidulogy was criticised only on musicological aspects (%), but noton
musical-acoustics grounds, which are in my opinion its weakest points. Knowing that notes are rarely
] 'steady in Indian music, and that visually theyare shnwn as elaborated curves, how can one assume that -
“‘one particular segment of the turve should represent that particular note ? Indeed, averaging
' inconsistent ‘measurements could lead only- to the ronclusion that intonation is “flexible’ ! It puzzled

me to read (page 89) that “reliable measurements could be obtained only for notes of at least

(approximately) 0.5 ‘seconds’ duration®, and to discover, in Append:x D, curves of melodic patterns for
which a sampling time of ho more than 0.05 seconds would have been needed... In fact those curves were'
drawn with much artistic care, if not scientific rigoury to connect a few peaks, the positions of which

" had been guessed, rather than measured with a reliable system. This explains why Example { (Amir Khan
shows. an ostillation ending with an infinite slope Jumping to a ‘blue’ note, and why Ustads Nazakat &
Balamat -Ali Khan (Examples é & 9) would repeatedly produce oscillations wrth the same infinite slopes;
'havmg probably found their way but af the contramts of inertia

NEW TOOLS, NEW METHODS

When 1 saw Levy’s work, I was completing
the construction of the Melodic Movement
‘Analyser (MMA{), which would give pictures and
measurements of melodic lines with a sampling
time of 0.05 sec or less; antd with an ac:uracy
better than one cent. (1/1200 o~F one octave)
{10} :

A_r‘hnld (rigﬁt) ang Bel (left) demonstrating shrutis
at the East-West Music Encounter, Bombay, 1783

8




1 sec =

With the help of the MMA, all the pitch information of a-

piece of music can be stored with the accuracy of digital -~ ‘ . _
measurements Getter than one cent). The storage is achieved i‘r { _ R ré
- by a special digital technique on one track of the tape
recorder, while the other track has the {conventional) sound,  f—srfeeod Pl e foccncidroens -S ut
recording. The speed of the tape is only 9.5 cm/sec although .. '
10,000 bits/sec can be stored and retrieved with great N si
reliability. Thus a large quantity of data can be stored and [ la
procesged, giving access to a real wide focus research.
Moreover, we generally transfer the data to computer disks to : ; "
reduce the access time to any section of the performance. " Raga Jaijaivanti f ! g 1

In November 1982 the MMAI was ready and we started examining melodic lines. Later we decided to
work with Ustad Asad Ali Khan, who plays the Rudra vina, Rudea vina, as pointed out by Sharangadeva in.
S_ggita Ratanakara (XIIIth Century), is the best instrument to demonstrate shrutis and melodic patterns
in general.- An example of melodic pattern is givenin fig #1. Although the curves dohnutmg the notes

"Re, Sa, Ni and Dha are remarkably consistent (each note is held for less than 0.5 second), how can one
assume that one particular horizontal segment of sach curve is ‘the’ note itself ?

The display shown in fig #1 is not accurate enough to-do mteresting measurements. It s similar to
that of a common melograph. To gobeyond that limitation, I have developed 2 device named ‘Viewer’,
which words like a microscope for music. One can scan each dot of the melodic line while its pitch
measurement {in cents) is d:splayed.

The Viewer reveals ne\.gh/aspects of microtenal intonation i
which only highly trained ears canperceive. Anexampleis : ;
shown in fig #2. On‘the left part of the graph, the note Sa is g
approximately 2 cents. On the right part, after the pluck, it 2 cents.
is raised to 8 cents. Such a difference is meaningful, as it . ¥
creates a state of ‘tensmn when perceived.by the ear. :
Similar cases can be observed in other sections of raga Darbari ‘
Kanada, This may be theé reason why all researchers who have ' I
worked with ‘blind machines’ have complained that “even the : -
-note Sa is not stablie”. Before we contlude that musicians play - - - ,
out of tune, we should try to mterpret theﬁe deviations of the : f i 2
base note. : g

] -B-r':énfsA
. L * .

How.can one determine a scale if there are several base notes ? Which is the central one ? In
fact, examining melodic lines with so much accuracy is like studying the proportions of the Taj Mahal
with a magnifying glass... First of all, the ear averages pitch perceptions so that melodic lines appear
smoother to hear than to see. But also the brain performs a process of ‘integration’ of those
perceptions which has a tremendous effect on the global ‘feeling’ of tonality. If geometry is not to be
found under the magmfymg glass, perhaps one should walk back a few hundred meters and watch the
building in its totality. The computer software ‘Tonagram’ just does this. Following an idea proposed
by Messrs Emile Leipp and Tran Van Khe (11), I designed a program which draws a picture of the tonal
diagram of a raga over a whole performance (from a few seconds t0 a few hours...). Rach time a' note is
‘heard’ by the MMAI, a counter representing its value (in cents) is incremerited by one unit, The 1200
values of the counters can be displayed on a graph which represents the tonal spectrum of the melody.
Below is the tonagram of raga Darbari Kanada played by Ustad Asad Ah Khan on the Rudra vina. Bach
vertical line cmesponds to 10 cents. : _
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RABA DARBART KANADA

Fig #3 shows a magnification of the region concerning_ the note
Sa. Mainly the curve looks like a Gaussean distribution, with cents 0
about four thin peaks which represent four different Sa, 1100 ; 100
respectively 1195, 0, 4, and € cents. The computer calculates
. averages and standard deviations for any section of the spectrum,
and this has been used to determine the central value of Sa.

Tonagrams prove that a ‘tonal skeleton’; a scale, does exist
behind the somewhat fluctuent reality of ragas. They alsb prove
that scale theories need to be revised... Take the example of
Darbari Kanada: it is generally believed that the notes Ma and Pa
should be in perfect consonance {fourth and fifth) with Sa. The
tonagram showes that Ma is about 3 cents lower than expected, and Pa
é cents lower. Re (199 cents) belongs to the equal-tempered scale.
Ga Komal does not exist as a note, but as a tonal space equally
distributed between 250 and 350 cents. Similarily, Dha komal and

Ni_komal, which are always played as andolit (oscillating) notes, (== -140 CENTS, UP TO 137 CENTS
are not clearly defined. With the magnification it is possible ta

observe thin peaks above the curve relative to Dha, suggesting that .

certain positions play a crucial rale. fi g 3

MMA experiments on Asad Ali‘s Rudra vina have shown impressive consistency in the use of microtones
and in the shapes of melodic movements themselves. Below are three examples of andolit Ga Komal at
different moments of the performance. Each of these movements is of 4 sec. duration. '

10




NOTATION OF MELODIC LINES

Or the following page we are showing a computerised transcription of sections of raga Darbari Kanada
played by Ustad Asad Ali Khan. The score in a revised Sargam notation system {(devised by Joep Bor and J.
David Mott) has been notated by hand below the pictures. The background lines correspend to the
following pesitions: 0, 199, 300, 495, 694, 801, 823, 838, 1020 and 1043 cents. The 300 cent line does

‘not belong to ’the scale; 1t is only used as a marker. '

OTHER RE SEARCH FERSPECTIVES

So far we have been experimenting with leng-stringed 1nstrumenis (sztar. Rudra vina, Sarasvati vina)
and flutes. A new type of fundamental pitch extractor is under canstructmn at the National Cemnire for
Performing Arts, Bombay. I‘t will be used for analysing other instruments, vocal music, and hopefully old
recardmgs. S

We expect that such methods will establish a bridge between researchers and musicians. T have
always cherished the concept of “transparency of the technique". I do not believe that musicians who are
dragged to a modern laboratory with huge computers and many flashing lights will play naturally’.. In
addition, it is very important to produce laboratory resuits under a format which any musicologist can
use as s base of dialogue with the musician. When Ustad Asad Ali first saw the transcription of his
alaps on paper, he exclaimed: “this is the best system of notation for my music ¥ He probably would
have reacted in & different way if confronted with pages of numeric tables and ather hierogliphic
symbols...

Once MMA data has been collected, the real work on intonation starts: melodic patterns; as all
human creations, are in no way simple. There is a certain degree of repeatedness in the overall shapes, -
which needs to be analysed carefully. Indeed the melodic lines can be Givided into elementary patterns
or ‘phonemes’. But each individual pattern is related to the whole as well. There are certainly several
levels of ‘semantic’ description, from the overall idez of the raga to 1t5 stylistic details, How'is one 4
going to dea.l with such a cumplexlty ?

To answer this, two major tools are under development in our labnr‘atory. One is 2 system of
morphologic analysis of melodic patterns. Segments of melody can be stored in ‘meledic files’, from
which they will be displayed and analysed following certain algorythms. The 2im is to define & minimum
set of descriptive parameters for each elementary shape. The second is a computer system which allows
the manipulation of linguistic concepts. For the time being, such concepts are being tried for the
deseription of rhythmic patterns, but they may be applisd to the de'scriptim.uf me}.odic patterns as well. BB

€1 Levy (Hark'} ,'Intonatlon in North Indian Hnsic - R Selett Comparisop of “fhearles with Con&mperaw Practice“'
Bitlia Impex, New Delhi 1982

(2) Clements (Ernest): *Introduction to the Study of Indian Music*: Kitab Mahal, Allahabad 1912

(3) Daniflou (Atain): *Northern Indian Music®: Frederick A. Praeger, London 1969 .

(4) Deva (Bigamudre Chaitanya): “The Music of India: A Scientific Study': Munshiram & Maroharial, Delhi 1981

{5} Jairazbhoy (Nazir Ali), and Stone {A.W.): "Intonation in Fresent~Da¥ North Indian Classical Mnsu:" Bulietin of the
School of Griental and Afru:an Studies 24, 1943

{6) Arnoid (James) and Bel (Bernard): "A Sclentlfit Study of North Indian Nusic: report io the 1.F.P.0, (INESCD)':
‘Quarterly. Journal of the National Centre for the Performing Arts, Bombay: No 2-3, 1983

{7) 1 was surprised to read Levy’s statement kit the *Tape Loop Repeater was devased by Jairazbhoy®, &s thss invention
has been used for the segmentation of speech and music, at least since the late twenties, and constitules im fact the
‘basis of & very well-Known. instrument: the snnagrzph '

~{8) In the early sixiies alreadr, sonagraphs were used to transtribe meledizc. Later came varicus welepraphs used for
the study of speéch intonation. These machines would have been much more appropriate for this kisd m‘ study, 1
forther surprised that in the richest nation of ihe worid no institotion could afford to appoint an Dlectronician’ for
the construction of 2 neiograph tor neludic BUSIC...

{9) In the Quarterly Journal of the NCPA (No 4, December 1983), Ashok D Ranade writes: "In the final analysis, Levy
impresses more in aethod than in substance, in rigour rather than in comprehensiveness. One hopes for a continuation
of laboratory-based methodical arilysis, but with a definite mmg that thls is possible enly after & closer

| acquaintance with Indian musical reality is achieved."

(10} In cther words, the M1 col!e:ts as much data in 5 seconds as Levy dni in his whole study (about 1200 individual
feasurenents).

(112 Leipp (Emiled: "La rlachme _E:outer' (page 182): msson, Paris 1977 -
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_ _ '@@@DANCE -
_NCOUNTW

" The East-West Dance Encounter ook place in January 1984 at the Hationa] Centre for the Performing Arts (NCPA) in
Bosbay. . 1t was sponsored by the NCPA, the Max Mueller Bhavan {(German Cultural Cemtre), the Alliance Francaise (French.
- Cultural Centre), the British Councii and the Sangeel Natak Akademi. We are presenting extracts of the introduction by .
the urgamsers' ‘Georg Lechner, Director of Max Mueller Bhauan, and. Jmshed J. Bhabha, Trustee- m-charge of the NCPA,

Aboot ihlrty dancers 'and- choreographers . of _ difterent: countmes partec;pated in the debates,

. lectore-demonstrations, and public performances in the Tata Theatre, It would be a difficult fask to summarise the

“extreme variety of opinions and reactions from dancers amd observers, ‘reflecting the diversity of coliures and

 experiences.. e prefer to present a point of view strongly supporting the idea of research in the traditional arts,
- even ‘though this idez remained more of Tess marginal to the Encounter. . 4 student of both Western and Eastern dances
. {she stydied classical ballet and later tirned to Isadora Duncan’s style and to north-Indian Kathak), Andréine Bel

B "enphaslzes the  valve of ‘traditions’, ' “not {rom the point of view of preserving ‘frozen’ expressional forms, but by

exposing the idea of a fundanentai ‘natural’ aesthetic systen uhlch underlies many traditional arts of different

caltures. - : :

~ THE INDIAN'SCE NE

, This century has borne w:tnesﬁ to two very diverse developments in the realm of
danr:e, in the context uf Eurcpe fnlluwed by Amenca on one hand. and India on the
ather. S : :

: In !ndla, dancef as codified in the *Natya Shastra“ has been - tngether wrth
music - an integral part of the theatre tradition, a tradition which haris back to
~-the time of the Vedas. Indian tradition has always assocxated the deepest
phllnsupmcal and rehgmus connntatmns with dance./(...}

" Indian classical dance suffered a set back as a result of British colonialism.
The temple cta,nce.s» the forerunner of today’s classical Indian dance; were forbidden
by law 1ill well into the 30's by the ‘Devadasi Act’. The revival of the ancient

“dance tradition, however, soon became part of the new process of cultural identity,
whith in the post-independence period brought about the renaissance of Indian
classical dance, lasting up to the present day. Ram Gopal, Rukmini Devi,

. Balagaraswati, Shambhu Maharaj were the pioneers in this task, Comparisons with
classical music can be drawn here, too. If the dancers of the first generation
belonging to this period perceived their art excluswely as an authentic projection -

. of the traditional dance schools, a certain openness to’ inngvations, no doubt an
inevitable result of the rontact with the West, 15 dxscermble amung the dancers of
the pr-esent gener-atmn.

© Such attempts at innovations, cautious and tentative as they are, are
_conceivable for many only within the precincts of the traditional form, to the extent

- of redeeming from oblivion earlier, forgotten and distorted dance elements; only very

. few venture forth mtn the realm of d1alugue between eastern and western dance forms
[ : : o

In future too, Indian dance will essentially mean an auvihentic profction of its
traditional dance style. It will at the same time not only &e open o irnovations
but also further develop the dialogue forms that are as yet ircipient, The western
influence on Indian tlassical dance, as minimal as it may be, is generally
underestimated, but this influence concerns, at-a more fundamental level, the concept
of secularism and at a more surface level the stage presentation of the dances.

i3




THE WESTERN SCENE

Since the turn of the century; dance in the West has uhdergone a revolutionary change, wﬁose ,
essential goal has been to free itself from rigid conventionalism and to achieve a personalised and
‘mdwxduahsed EXPEMIETIEE, gamed through the whole gamut of body language fd

The long trail from the free darice of Isadora Duncan to tnday 5 past-modem dance led time and again
1o the fringes of expressional ability of the body and attempted on one side to leap pver the boundaries
of Dance into Theatre a la Pina Bausch or to orient itself to non-European dance. This was true for
Pawlowa and Martha Graham as also later for the Jazz dance or Maurice Béjart and Mudra International.
. This development in western dance signified atthe same time a disassociation frnm the religious
mOorings, whmh for Indian dance is s0 important even today. (..}

_ 1 therefore belisve that it is mdeed very 1mpnrtant fur our world today to let two currents, two
movements forge shead: pne that our world is one great unity and the other separatist movement through
which we have to emphasise the unique value of the individuality of the human being - expressed through
his language and other elements that build has heritage and culturé. To maintain a balance between these
two currents is; I believe; 'the most important task of our time. (Ballet International, No.&!? s June/Juy
B2 Ladd .

AlHS OF THE EAST-WEST ENCOUNTER:

The proposed Dance Encounter will not declaim - either extolling or condemning - pre-conceived
opinions on East-West synthesis, but try to create a forum for a meeting of minds and exchange of
information, where the respective artistic basic concepts, dance styles and work modes as pertaining to
India and the Wast will be analysed in depth. Dance, like music, is replete with examples of how .
influences from other cultures were and still are artzstxcally recreated and assimilated in-many -
different Ways. e

s

To sum up: insp:ratwn not thrnugh theoretical but practical mfomahnn that could place the
revised adage “Cuius regio eius ars” in a new context. At the focal point of this inquiry may well be
apgression, melancholy and experiment on the side of modern westem dance; stagna'tmn, authenhcz'ty and .
mtur_’tmn on the side of Indian dance. =~ o , .

Jamshed J.Bhabha ‘Georg Lechner




| EAST-WEST DANCE ENL,OUNTER DID ISADORA DUNCAN HAVE THE ANSWERS ?

by Andreme Bel ' : Bnmbay, January 1984

ABSTRACT

The Encounter between dancers of diﬁere'nt natioralities raised many questions. On the-one hand,
many crucial guestions were left umanswered, and on the other hand, many answers revealed contradictions
in the cuncepts of both the Western and East'em apnraach. : ' .

Even though Eastern and WEstern dancers belong to the same’ human fam:ly, there are deep dﬁferences
both in the forms and in the essence of each culture’s dance. Indeed, this variety is a valuable
cultural resource. Confronting two cultures may bring out- positive charges and new ideas if certain
conditions are fulfilled: sufficient time for & fusion (e.g. ancient Kathak gave birth to flamenco
through several generations of cultural interactions), or-a deep mutual understanding of the fundamentals
of each style. But we were far from fulfﬂhng such conditions dur‘mg the Encounteh and s 2 result we
lizgtened to many aberran‘t statements as cnnclusmns an '

I tfeel that these statements are the outcome of the unidirectional way such an Encounter was
conceived. Most of the Encounter consisted of debates in which intellectual concepts were prevailing
over the actual exchange of experience. This article is an attempt to outline certain ideas which might
have been emerged if all of us had been willing to mveshgate the sub,;ect in'real depth {even if this
involved self-criticism) . '

"A FEW UNANSWERED QUESTIONS

1, What is freedom in art ? Neither following traditior, it was said, nor doing anything at
random... Freedom consists in ‘breaking fnrms » Onge -Enr-ms are bnukan. what happens 7 New
forms are established. And then? .

2. What can be considered aE ‘new’ 7 is it just something that others don't do nowadays, or
does creation demand a deeper involvment of the artist in which this concept of ‘new for the
sake of new’ is just irrelevant ? Much of the actual motivation to participate in the Encounter
was -to collect information about what is done by nther dancers and m other countrzes, and thus
lay nuta basis for new’ creatmn ! : :

2. Is it to be backward o _cc:nsider gance as & way to reach the harmony with universal
elements, a concept common to all old traditions 7 Such a guestion was apparently so much out -
- of context that 1t even aroused suspicion because the Encounter was deliberately focusing on
~ modern {and Western} ideas ff‘ee of ‘old fashinned religious pre.iudices. i

4, Is there an instinctive feeling of a ‘right’ movement (a-:-, ‘zeeurate Intonation’ in

music) 7 Yes, according to Indian dancers. No answer from Western dancers {proving that
_Isadora Duncan’s concepis, if not her name; have been well forgotten),

_CONTHADICTIONS EXPRESSED BY INDIAN DANCERS

All Indian dancers recognised the richress and the depth of their tradition ; vet some of them alsc
shared their feeling of frustration for what they called ‘a lack of freedom’ to express themeselves in
that frame, Thevy thirnk that tradition, in the way it was passed over to them, equals overcomplications
fossilisation, mummification; that dancers in India are taught to be imitators of their girus, looking.
only for individual perfectionism and infaillibility. The only way to create, according to them, is
first to break the limitations of tradition - to various degress for sach dancer: dance should be adapted
to modern times, as it is done in the West, Therefors they try to follow specifically Western patterns -
of creation, using elements drawn from their traditional background.
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For some of them, a.H ‘stories of Gods’ should be replaced with abstract themes dealing with modern
‘ideas.  For others, group choreography should be introduced into the traditional performance, The third
element: of renovation lies in -adopting Western techniques of movemert and the training discipline
developed in the Hest,

_ Rel'igiaus storms are known to represent universal (and absiract) themes deeply rooted in the culture
of ndia.:  Their pewer as archetypes of. human thought is acknowiedged everywhere, so that even Western
' philnsuphers ‘nead to refer to them because of the insufficiency of their own concepte. There is always
_a-risk in trying- t6 abstract the ‘essence’ of a story, to reduce its scope and make it understandable
only - through the channel of intellect, [If sensitivity is also an important element of the language of
 dance, " then dramatic elements - the frame of & ‘story’ ~ need to be re-introduced in one way or the
Dther.,. : : o . ' '

f5° to “oroup chareography, a dancer pointed cut that they were part of the

. traditional repertoire long a2go.  Therefore it is probably more valuable to
lookt for cheative ideas :in the roots of the actval tradition in order to
preserve their fundamentals, than to try and imitate Western techniques which
folioy an utterly different concept of dance.  When confronted with that’
problem, Isadora Duncan investigated the principles of Greek Drama, whith she

- congidered as. being the root of Western culture. Why not look for such things

in ancient indian Drame ? ' :

Simii_ariiy' there iz & complete opposition and incompatibility between
traditional - Eastera and, contemporary Western concepts of movement, Western
dancers are fol lowing cmtmpnnrr aesthetic ideas and creating movements which

_reflect today’s life in its mechanisation, anguish, violence, absurdity and
boredom... By expressing his personal feelings the dancer mtends to draw a
pictere of the world. Traditional arts; on the other hand, are based on the

 ‘assumption that there exists a universal logic of aesthetics found in Mature,
which -is not bound to a certain period of time, and which does not interfere
with individual expression. Dancers have precisely to fnrget theu‘ ego and
vibrate in hamony with the anersal Soul,

I da: : not_ mean  that East and Hest are two closed worlds which uiH‘ never
commaunicate. On the contrary, ther have been interacting for centuries, in.
spite of and through their opposite concepts. But opposites do not merge into

- fusipn 8o easily just because it has become an mteHectual fashion to expe:t
. th@a& ﬁc de so.! Besides, whenever intercwltural fusions wére achieved in the
past, it was never deliberately planned. It was rather the result of the work
pf exceptional pioneers who would have developed their awareness. £ar enough to
embrace the semsibilities of several cuitural forms. In a simiiar way, there
are a few dancers Qaday who have reconciled East and West although they would
~mever proclzim it ! For. their only corcern is art and’ authentmt?, not ‘new
__thmgﬁ and their mielle:tual Justl#lcatlons. . :

Stm,' in 2y ow view the most absurd dream of Indian dam:ers is thenr

- attraction to the discipline of training of Western dancers! The extremely hard

© trainifg of. a batlerina 1ooks more serious, at first sight, than the somehou

~unstrained practice of 2 shishya {disciple) who' seems to behave as if he had

ihe whole eternity to caspiete his study... It isa typical Nestern belief

that seriousness means -effort, efficiency and standardisation. Only modern .
dara;ers haue started reallsmg the need to respect the individual.

"36'




The traditiona} ‘ialim’ (teaching) ogives a priority to seif and mutva) respect, Knowledge is not
automaticxily due to the student after that he has paid his fees; he rather has to prove he deserves
receiving it.  There is a deep psychological wisdom in such a relation, based on the fact that learning
involves a total openness of the mind, even at the subconscious jevel, whith cannot be achieved by
ready-made teaching methods.  In other words, Indian shoemakers design shoes according to the shape of
the feet of their customers, whereas in the West one has to adapt oné’s feet to the standard products...
In the traditional training nothing is forced becavse human nature, when forced, becomes stiff and thus
loous 98 % of :ts potential.

Grnt tragitional teachers have an instinctive wnderstanding of human nature in its totaility. This
is what makes them great, not their repertoire. Their teaching preserves the integrity of the dancer as
2 human being and does not merely focus certain isolated aspects of technigue or personality. This is
why time and patience are so much aeeded... ‘

It is gignificant that Western performers reach the top of their sizge career around the age of 30,
whereas in India it is believed that the maturity of a performer is achieved gnly around 45, which is
also the péak of psychnloglcal maturity. Dante is coaceived as part of life and not simply bound to the
abitity to stretch one‘s leps.! '

in brief, if changes are .necessary Indian dancers have i_o ynderstand the ideais of their ocwn
tradition first, On the other hand, Western dancers would gain much in investigating these concepts
which have the potential to revoluticnise the whole system of Western valves. Do they wish to do 50 ?

A FBW STRANGE smmms.'..

“ Failing to  answer essentiai questions, both Indian and Western danters were led to supgest the most
'unexpected solutwns to the prohlms wet by some partmpantsv

{to 2 young -Iﬂdlan._classual dancer): ’If you don’t $eel happy with
your tradition although you recognise its valuable basis, then just drop
it and search for another styie (preferably Westera and modern) !°

If new ereations do not receive thé expected suppert frmr the press,
. "dance “and music critics should be properly educated, as they are in US4, _'
by special schools... *

I}ne Indian modern dancer was demonstrating ‘new exercises and new
movements taught in . his school. As I asKed him why these were not part
: of the - tradlt:ona! tramlng in India, and why the indian traditmﬁ
rnles, he answered that, in his opinion,®it is only eﬁue to thé biindness -
and narrow-mindedness of tradition... " :

It is acliché to state that great traditional masters are wnable o inmovate,
installied in the seif-satisfaction of their Knowledge. Precisely, one recognises
* such -2 master through his extreme awareness of the foundations and possibilities of
his art, and a clear wunderstanding of the laws of creation.. Moreover, a real
master is onpe whc has a fast and infallible discermment, so that he iz basieally
incorruptible and cannot be misied. '




3sadom ﬁuncan (1878 - 1927) is acknowledged to hlaue initiated modern danc.e in

the West, to.seuch extent that most dancers today claim to follow the path of her genius... Yet, even
from her writings (*The Art of the Dance": New York - Theatre Art Books, 1977) one can realise that che

‘would not approve the direction into which dancers are procesding today. Her approach was totally
opposite to both the “tlassical® and the present "modern® one.

She was in search of intrinsic laws of harmony and of real beauty, so that her dance can be 1inked
to any ancient tradition, in East or MWest. She found most-of her inspiration in contemplating the
features of movements shown on ancient Greek picturial documents, and in the idea of ancient Greek
theatre. But she was not trying to imitate or re-create thls 1ost tradition, for her real teacher was
Mature.

“{The dancer) ic but a Tink in the chaing and her moveﬁent must be ope with
the great movement which runs through the Umiverse, and therefore the
fountzin-hesd for the art of the dance will be the study of the movements of-
Nature.”

She had answers to the four guestions Teft unanswered during the last Encounter:

t.  She conceived that freedom in art is not the 5earch_foﬁ"new“ forms. There is no other
freedom than inner freedom, that of x unified consciousness communicating with the Infinite,
This state of harmony cannot be reached through mental stress mor with artificial movements...

"These ugly and false positions do net at - all express that state of

Dionysac abandon which the dancer must know. True movements, moreover, are not

_invented; they are discovered - just 2t in music one does not invent harmunles
but only discovers them. “ (p. 102)

2. She 4felt that life is renewing itself at every mement. So, svery movement born from that
source is new and unigque. Like the breath of the body or the waves of the sea, it has always
been there, and yet it is new. “The Dance = it is the rhyibm of all that dies is order to
Vive againj it is the eternal rising of the sun, " (p. 99)

3. As to the aim of dance, she said that "... (dance) has for its purpose the expression of the
most noble and the most profound feelings of the human soul: those which rise from the gods in
us, Apolio, Pan, Bacchus; Aphrodite.  The dance must implant in our lives a harmony that is
plowing and pulsing. To see in dance only 3 frivolus or pleasant diversion is to degrade it. *
{p. 103 ' :

4. What was her conception of a true movement ?

- “The true dance is an expression of seremity... " (p. 99 "Always the lines
of a form truly beautiful ‘sugpest movement, even in repose. And always the
jines that are truly beautiful in movement suggest repose, evern in the swiftest
fright. . It is this quality of repose in movement that gives to movements their
eternal element. * (p. 90)

"411 movements of the earth follow the lines of wave motion. They arei
governed by the law of gravitation, by attraction and repuision, resistance and
yielding; it is that which makes vp the rhythm of the dance. ° {p. 7B

'Alf‘_true dante movments possible to the human body exist primilarily in

Nature. What is “true dance’ in opposition to what might be calied false dance 7
The true dance is appropriate to the most beautiful human form. ® (p. &9
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To return to the source is to ask what is dance, what is life ? 1

as rivers flow to the ocean, every true action aims at the unlimited. The rest is agitation.

And again I guote Isadore Duncam {i):

*There are (...} three Kinds of dencers: first, those who consider dancing -
as 2 sort of qvmenastic drill, made up of impersonal’ and graceful arabesques;
second, those who, by concentrating their minds, lead the body into. the rhythm -
of a desired emotion, expressing a remembered feeling or experience. . And
finzlly, there zre those who convert the body into & luminous fluidity,
surpendering it to the inspiration of the Soul. This third sort of dancer
understands that the body; by force of the soul5 can in fact be converted to &
luminous fluid.  The flesh becomes light and transparent, as shown through the
X-ray - but with the difference that the human soul is Tighter than these rays.
When, in its divine poweh, it completely possesses the body, it converts that
into & luminous moving cloud and thus can manifest itself in thg whole of iis
divinity.  This is the expianation of the miracle of 5t Francis walking on the
sea.  His body no longer weighed like ours, so 1ight had it become through the
soul. : :

- *Imagine then a dancer who, after long study, prayer and inspiration, has
~attained such a degree of understanding that his bedy is simply the luminous
manifestation of his soul; -whose body dances in accoprdance with a music heard
inwardly, in an exp9ess:na of ‘something out of another, 4 profounder world.
This is the truly creative dancer, natural but not imitative, speaking in

. movement cut of himself and out of something grgater than all selves. ® (p. 52) -

(1) “The Art of the Dance" s New York: Theatre Art Bﬁﬁkﬁgf"ig??‘_ (third edition) °
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| RAGA SKETCHES
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ISTARI NCPA project $#6isa documenta‘tmn of the music of Pandit thp Chandra Vedi who is §3 and one
of the last genuine raga masters of the grant past. Partly our work consists of collecting cnmpusnmns

_ in various genres and talasp and melogic outlines or skatches ef 1mpnr“tan't Hxndustam ragas.

What are raga sketches ? D.C.Vedi refers to them as mukhya chalans which means literally ‘the main -

way of going’.. Before ‘teachmg a new raga inits totality he often gives a short introductory sketch,
~defining "the main steps of the raga. In fact a chalan is a very shart alap (consisting of a sthayi and

antara) revealing the characteristic phrasing of a raga in ascendmg and descending order. It shows also

‘from which notés one must begin a phrase and on which notes one must end. In other words; good chalans

are like scientific abstracts. They do not shaw ail the details of a raga but help the music student to

1dent1fy 115 main features.

It ,is .impnrtan‘t 1o remark that the chalans are spontaneously composed and not ‘ready made’.

_7 Depending on the sangs D.C. Vedi has in mind, the: sketches of one and the same raga will always vary
slightly from one moment {o another. This is not surpmsmg A raga is dynamic. and comes fully alive

when it is developed slowly in an alap. A chalan on the other hand is only a summary of what the raga
really represen‘ts, Ye‘t, if we compare different out uuthnes of one raga, ‘th@ ‘Gestalt’ is the same.

‘D.C. Vedz makes a conscious effort to create an 1mage of the raga that is origmal, aesthetu:ally

‘pleasing and-.as cumplete and informative as possible. Ina few ascending and descending phrases he is

- able to show three main aspects of raga performancé: how to begin, how to progress and how to end. As

“such his cthalans are little masterpieces reminding us of the raga interpretations of the great ustads of

the past. Llstemng to their 78 rpm records we realise that in less than three minutes they were able to

-/br‘mg out the essence of a raga, and leave an’ 1mpressmn which most present-day musicians are not even
-able 1o achleve after one hour ! Vedi's mastery- of raga comes out also when comparing the sketches of .

: clnsely related, but nevertheless mdependent ragas. Several of these are now becoming obsolete. In his

~awn words: "If these ragas at‘e fot pr-aserved the faundatmn nf Indlan music w:ll be no mure“

T

A musician’s’ conceptmn of Faga depends Iargely o his Knowledge of :omposnmns, especxally
dhrupads. "Dhrupad-is authorxty, Ehayal is nothing hefore ghrupad...the raga is in dhrupad”. Sometimes.

. it is almost- xmpossxble te condense all the zdeas hidden in the compositions into one outline, I such
" instances (it takes D.C. Vedi a whole session to compose an outhne. It happens frequently that even then

he is not satisfied and will compose a nigw piece during our next session, At other times he decides to
compose several outlings in oné raga.. Thig is particularly the case in Sindhura, Pilu, Dhanasri, Kha®ma j,

~ Bharavis .&tc.) ragas with seven or more notes, which have such a wide scof scope that they can be rendered in

various gerires. On several occasions D.C. Vedi stated: "We cannot express a raga only in an outline;

“there must be compositions also. - When several cempositions are recorded, the ditferent angles of the
raga will -become ‘more clear”. If we want to do Justzce to the ragas we. shall indeed have to present the

meiod:c nuthnes thh one or mm‘e 5Dngs.

. My suggestmn to include the ascendmg and ciescendmg scales was rejected huwever. In many ragas
the scales are similar or almost similar. Defining the raga in terms of an archa and avargha is

therefore an oversimplification which dues harm to the concept of raga. Besides, ina great number of .

ragas, thewscale is vakra (‘cblique’} and it is simply impossible to show the melodic prngressmn without.
going into detail. “Even in ‘straight ragas where 1/1 is theoretically possible, one can give various
ascents’ and descents; all of which are used by performers. In other words, the scale reveals next to -
nothing. about a raga. It is "..the treatment and character of notes (svara p_r_ay_gg) which makes

‘different ragas"

_ Althaugh it has never been our mtentlm te compﬂe a raga. dxctmnary, an mportan't questmn remains
to be answered. Can one artist pussxbly inow all exxstmg Hmdustam ragas and would nther musicians
- agree with his mterpretatmn T oo :
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.The answer is simply no. From the west to the east and the north to the south there exist such a
great variety of ragas,raga names and interpretations that there is no cansensus of opinion even about
the approximate number. Some Knowledgeable musicians speak about hundreds of ragas, others about
thousands ! Even artists living in one tity, meeting each other regularly at All India Radio or at
Conferentes and concerts, are bound to helg dszerent views abou't ragas because they have learnt from
different masters in different gharanas.

Many musicians ‘possess’ or claim io possess a number of rare, complex or mixed ragas which may or
“may not be recognised by others. Other artists like to experiment with new ragas and only the erudite
musicians can judge whether such ragas are real meaningful inventions or just new labels for old
products. Moreover, a historical survey reveals that ragas and raga names are ever changing. Ragas like
~everything else are subject to fashions; to contemporary and local demands.

Yet the situation is not as mmplex as it appears to be. Musicians with a profound training do
oenerally recognise and respect the raga interpretation of their esteemed colleagues; though they may
differ in opinion about details. Such differences are often stylistic, i.e, they can be attr-;buted to
the speclhc way musicians render and develop a particular raga.

Returning to the first part of our ques‘tian, no sensible musician will ever claim to have a complete
knowledge of ragass even those masters who dedicated their whole life to & study in depth of the raga
system. BSuch masters were and are indeed very few. They were able to acquire such a wealth of raga
knowledge by studying from various renowned gurus and gharanas. Unlike musicologists they did not
.collect it atrandom. All they Know they can also perform. That is the main reason why they are able to
compare and judge which ragas are grand, i.e. valuable, balanced and independent, and which ragas are
inferior or even meaningless. This is also the reason why, for a true performer, a raga dictionary is -
nothing but a lifeless compilation of often irrelevant, unconnected and unassimilated data. InD.C.

‘Vedi's words: "If you want to increase the number I will asK this Sangit-manthly to send you 500
archa-avarcha, but those are not ragas at all". Indeed such compilations, instead of sn}vmg the
difficult questzons about ragas, anly lead to more confusion.

JOEP BOR, a sarangi player, botanist and musicologist, grew up in 2 Dutch family of classical violinists. He
studied botany and musicology in the Universities of Amsterdam, Utrecht, Delhi and Banaras, and taught botany at
the University of Groningen. GSince 1948 he has received sarangi training from Pt, Ram Narayan and various other
masters.  In 1974 he became & disciple of the rencwned scholar-nusician Pt. Dr, Dilip Chandra Vedi. He has
published many articles on both subjects in international journals and anthélugies. He co-authored <with Win van
der Meer) “De Ro#p wvan de Kokila® (M. Nijhotf, 1982) and broadcasted series on Indian music on the Dutch and'
erman radins. in 1984 he received a travel grant from the Dutch Ministry of Cultuﬂ to work with I15TAR.
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Itsuo Tsuda (3914-1984) was born inte a_rich Japanese family. As the elder son he should have feken over-the
responsibitity of managing his father’s estate.  Me prefered instead to breaX with his fasily and go wandering in
search of free thinking,  MHaving reconciled with his father, he tame to Frapce in 1934 and studied sociology with
Harcel Granet and Marcel Mauss i1l 1948, After-1930 he became interested in the culture of Ius on coun'try, studying
Hoh theatre recltatlon mth Hosada, Seitai mth Moguchi, and Aikido with Beshiba.

Seitai, namely !harmony of the posture’ is a new understanding of human nature and
behaviour,  Moguchi, whe had studied most traditional bealing techniques, had come to the
conclusion that none of them, and no combination of them, can assure Man’s happiness and
development. - He realised the extraordinary power and wisdon of the subcomscious, a fact which
is -part of all tradi tional teaching systems, but whick so far had not been investigated in all
its aspects. MNoguchi further discovered that the regenerative power of the sympathetic systed
(the part of the nervous system which governs involuntary acts) could be awakened and -
developed by . simple exertise called ‘regenerative movement’ (Katsugen-Kai). His ideas and
the practise of Katsugen-Kai have been propagated in Frante and in Spam hy itsuo Tsuda smce
hls retern fron Japan in 19?6. : :

- Hsuo Tsuda has p&blished seveh books on {h#s topic {Editions Covrrier du Livre, Paris). Ue presenf an extract of _
his fourth book *UN", in which he compares Western education with traditional teaching methods,

| EDUCATION OF THE SUBCONSCIOUS

| by Itsuo Tsuda

_ “Chndren learn high-level mathematics and theories before they becoms accustomed ‘ta smpla
arithmetic operations; addition, subsiraction, multiplication and division ¥ a teacher said to me, “asa -
consequence when they are teenagers, they stil} dont know how todp a twow-dxgxt operation.”

To #ill that gap, a new Kitchen-scale has beaﬂ inverted, which automatically performs addmons. _
This machire does not yet exist in Japan, because there the practice of reckoning has not yet been lost.

"That boy we saw this morm‘ng", a woman says to me, "is hardly ten years old, but he talks like a
grown-up. He alréady looks liKe a little old man.” "Many of my customers have completely lost contact
wrth the real®, complazns a psychoanalyst.

WE have entered anera nf mcreasmg abstraction, C:vxhsed man is losing ‘sensation’, that vital
activity which ensures a grasp of the real world. We belisve we have closed the door, therefore it -
‘must’ be closed. If it is noty it is not our fault. The explanation should be locked for elsewhere,

This tendency to abstraction may be irpaversible, because education today is -dnly concerned with the
conscious. The teacher delivers his knowledge the same way a waiter brings 2 drink to a custcmer, He
has to feed pupils with the official programme. - The thing that matters is the programme, not the
teacher. . _

I had the opportunity of experiencing an utterly different Kind of education in Japan. I don't mean -
the official national education system which is structured the same way as in the West. I mean a way of
educating pupils whicth is peculiar to the masters 1 have inewn. The peculiarity of that Kind of
education may be described from different angles.

Firgt of all, not only is thas par‘ncuiar education not systematic, but it also refuses
system:isation; which puzzles number of pauple who apprnach it thr'ough intellectuai curms:ty.

Next, what is important, is that in most cases one does not Know what is the pract:cal utility of
the teaching, nor what it consists of.  This was the case for example when I started learning Noh theatre
recitation. 1 am still unable to explain why I put so much effort into learning something totally
useless. However, I must admit it has opened my eyes on a new world, of which I cannot formulate any
convincing verbal description. It is the same with Seitai and Aikido. ,
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There was a time when | used to receive telephone calls from unknown people: " - Sir, tell me what
your method consists of? Is your discipline useful for this or that? How long does it take to learn it?
You are teaching the.’School of Respiration’. My husband is asthmatic. Can you cure him?", [ was
feeling disgusted. The idea would never occur to me or to anybody to asK such guestions on the phone to
Master Ueshiba or Master Noguchi in Japan. I had waited long enough before the desire in me became
strong and- the ‘diapason vibrated’, and I presented myself at my masters’ doors. In Europe, one keeps
publishing catalogues for the use of method - pilgrims. These (methods) are wrongly classified by
categories: In one Kind of case, one asks one person, in another Kind of case, one asks another. Thus
one has the intellectual satisfaction of possessing a globa} synthems of all existing methods, without
getting involved oneself.

* = What do you want? Westerners are like that. One has to accept them as such”, I was advised, No, 1

do not agree that all Westerners are so. When the diapason vibrates, there are no Westerners nor
Easterners any more. But the diapason does not always vibrate. Everything depends on the individual and
on the moment.

One acceeds to the teaching of the master through the narrow gate. Often the gate was closed o any
new-comer in the old days. One mentions the ‘gateless toll-house’, ‘Mumon Kan’ iri Zen. To be admitted
by the master, people did not hesitate to sit motionless for three days and three mghts near the gate,
without uttering a sound.

~ Obviously this is contrary to the principle of modern teaching in which one is admitted provided one
has the required gqualifications. It is absurd to discourage those who come to learn. One has tobe
rational. ;

Rationalism, considered fragmentarily, looMs very logical. But it may turn out to be absurd if one
considers its global aspect. The teaching of Japanese masters is often full of absurdities which, in
fact, are intentional. [ try to show the logic of such absurdities. :

The most curious, indeed, is the institution of ‘uchi-deshi’, living=in disciples. These are young _
students who live in the house of their master, unlike amateurs and living-out pupils. 1t would be -
logical o thinK that these uchi-deshi should have more access to the direct teaching of their master,
since they do not have to waste their time in convevance., The reality is quite different.

At the house of the Noh master, amateurs come for private lessons of recitation or ‘shimai’ (Noh
dance), whereas uchi-deshi have no access to it; all day long they are busy with housework: cleaning,
preparing the master’'s Kimono (dress), preparing his bath, etc., and not allowed to attend private
lessons. Moreover, they may be severely scolded by the master for not having profited from the lessons
which were not taught to them, but to amateurs.

One master of the tea ceremony instructed one of his disciples to clean the garden as guests were
expected. The disciple did so; but the master said the cleaning was not satisfactory. The disciple put
more effort into it, but apain the response of the master was negative. In total despair, he spreag
flower petals over a corner of the garden. That time the master said ‘yes’. Why had he not told him .
earlier what he wanted? It would have been sufficient then to ‘execute the project’ and avmd an useless
waste of time.

One of Master Ueshiba’s uchi-deshi has told me his experience. Whenever at night he feels his
master might be about to go to the lavatory, he immediately gets up, adjusts his ikimono, and sits
properly on his heels, I must explain that in Japanese houses rooms are separated by light sliding doors
which oné can open on two or three sides of the room to cross it. They are not at all like Western
rooms, compartimented with one single door which one has to knock before coming in. Strict intimacy is,
therefore difficult torealise. The door opens and the master comes in. The disciple bows to him with
respect. 1f he does it wrong: he is severely reprimanded. But, if the master has to cross his room at
any time af the mght without warning, then huw does the d1scxple get time to sleep 7




He prepares a bath for his master. The bathing tub 19 of Japanew old style, tha't is) a large iron
wash-basin. Hach time one has to light a fire to warm water. The temperature of the bath must match
perfectly the master’s gesire; but he (the disciple) is net aliowed 1o put his fingers into the water and
check whether it iz still too cold or warm enough. Logically it would have been sufﬁcmnt touse a
thermometer and the problem would be solved. Why create such difficulty?

Living-in disciples, therefore, are subject to a Kind of slavery, 'ta the will of their master. They
have to accept without question all his fancies, all his ragging. Such a condition is unthinkKable in the
civilised West. The pupils would create a syndicate to protest against the injustice of their master, to -
denource his laek of ‘rationalism, and to demang improvements in their training condmms, They would

.demand the master to conform to the official standard prugramm/e. :

In fact, teaching Japanese aris, e.g. martial arts,; in Europe; resembles more the trammg of civil
servan‘ts than the breaking-in of slave-pupils as it is practised in Japan. '

In Euro_pe. those who have successfully completed the official programme receive a corresponding
degree, and reach a privileged position in an administrative structure created just for this. They
have the right to remuneratmna and prerogatives authorised by the central adm:mstrahnn.

In Japan I have no rlght 10 anythmg, 1 have done Aikido jst for the pleasure of doing it. There
is no promise of remuneration or privilege. On the other hand, if I wish and tan afford it, T have the
freedom 1o create my school as I conceive it. I do not have to follow any programme; like a painter who
depicts nature in his own style.

The 1rratmna1 attitude of Japanese masters towasrds thenr internal disciples is not explamed by the
desire 1o propagate the1r teaching methodically. Yet it conceals a deep intention, .

H actian, in the West, is considered as the projection of an in‘te]]ec'tual process on the plans of
reality, action, for the masters I quoted earlier, is life itself. Any action undertaken without the
‘Ki’s that intense desire which predisposes us, is bound to fzil. What is important is that
predisposition, not knowledge. ) :

1 have Known peopls who would only establish paré.llels in whatever | would tell them; just to show
me their vast Knowledge. .If1I talk about the 12 human types of Seitai (taiheki) they say that we also
have 12 zodiacal signs in the West. That kind of reaction discourages me completely to pursue the
dialogue. v

Ragoing by Japanese masters aims mainly at establishing the real dialogue between master and
.disciples, a dialogue which is not obstructed with words, a dialogue which allows to transmit the
inexpressible, directly, from heart to heart. The master waits until the ice breaks.. There are also
people who are totally unable to reach it.

One of these Noguchi’s disciples was also one of these incapable persons. One of his functions was
to bring a cup of tea just at the moment his master had finished his meal. But the lattery having
retired in his room at some impossible hour, perhaps one or two o’ clock in the morning, used to eat
alone, his dinner served on a tray. The disciple was waiting for the proper moment to bring tea, but he
could not Know what was happening in the room, because it was closed with ‘shoji’ sliding doors made of
opaque paper glued on wooden frames. He used to mobilise all his perception faculties, but he would
always come too early or too late, One day he got the idea of piercing the paper with a needle and see
what. was happening inside. That device did not help him to develop his intuition. He soon renounced the
training and left his master.

A few years later Mrs Noguchi met that man in a street. Always obsequious, he told her what had
happened after his departure. He had got a job in an estate agency, had made some money, hatihnught a
house, got married and had two children, etc... In brief, he was happy. 1f one is not predisposed, it is
_better tc lock for something else.
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In summary, the education of Japanese masters aims at preparing the ground capable of sbsorbing the
‘teaching, nct at the accumulation of knowledge. It is, if you like, the education of the subconscious.
Probably this is one reason why the Japanese Ministry of Education gave its suppdrt to Noguchi’s school.
It is still possible in Japan to conceive such an education, because there is a tradition linked to the

" ‘domain, not of ‘to know’, but of ‘to do‘. Itis out of the question for this support to become an

.administrative measure at the national level, because the education uf the subconscious is, in any way, a
narrow gate.

Among Europeans, whuse mentality is differently oriented, it is out of the questmn ic adopt word -
for word an educational method which is not in their tradition. I write to give them the perspective of
a world they have already forgotten. I have reduced practical elements to the strict minimum. One just
has to say “"breathe in, one, two, three....,” Itis simple. What happens in reality is much mors
tomplex. 1 advised the participants to try to direct (regenerating movement gatherings) at least once,
when, 1 am out, to try what happens ‘then, The reactions I got from the part1c1pants are revealing #nough.
I guote some of them at random .

Group ]eader A - e heard up toone, two, but not three. ! opened my syes to wa‘u:h what was
happening. ‘A’ was squatting in a corner, completely doubled up. .

Group leader B - He pronounced the words in such a military fashion that we were all feeling bad.

Group leader € - Bhe spoke too fast and we could not fclluw her. The next time she spolie so slowly
that it also failed.

Group leader D - He had such a stiff appearance that everybody burst into laughter. He -Ee@}s
offended and doesn’t want to do it again.

Group leader E - That 0ld man was lacking intensity, but his rhythm was correct.

Group leader F - He was awful. I was sick ust listening to his voice. I think he has nn‘t
understood anything of the regenerative movemeni. He jostled me and I was sick,

One lady told the organisers:
= What is difficult in counting up to three? Anybody can do 1t. '
- You want to tr‘y‘?
- O K

That 'evening. there were a few participants on the tatamis (mat). The organiser told the lady:
"Now- it's yuur' turn, go ahead!. Suddenly she felt panicked, cried "Noy no, no", and coilapsed on the
floor. ' o '

5till there is a small difference between ‘o know' and “io do’. As long as the subconscious ié not
educated, the easiest thing in the world faces insurmountable difficulties.
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LINGUISTIC STUDY OF RHYTHH:
COMPUTER MODELS OF TABLA LANGUAGE

by Jim Kipgen'(JK) ang Bernard Bel (BB)

ISTAR/NCPS Project #5

[:]‘- Why do you call your research ‘A linguistic analysis of North Indian rhythm'?

JK - Through my Knowledge of the tabla, I had begun to understand that the reaim of North Indian rhythm
couid be studied frem the point of view of its “language’; in other words, the spoken representations of
the strokes of the drum or the movements in dance. I was being taught the art of creative thinkKing
throwgh my lessons, & matter of prime importance in a students’s talim, or education. During the process
I found 1 made many mistakes, but I gradually built up the ability to recogrise them and create music
-deemed acceptable by my teacher. In other words, | was following rules, some of which are conceptualised
and verbalised, while others are only intuitively felt. It is the difference between *No, vou can‘t have
that because it is not in the original vocabulary of the piece® ! and "Well, that doesn’t feel right
somehow. * :

From this realisation that there really wers rules and that strings of bols (meaning both words and
strokes) made sense only if they were subject to them, 1 decided to pursue a line of enquiry aimed at
establishing & ‘grammar’ for the tabla. The concept is not misguided as both the English werd and its
Urdu equivalent, “gqavaid’, zre frequently used by musicizns themselves.

- Hawing - decided that it was indeed a language with which 1 was dealing, I needed {o establish
techniques in order to analyse it.  These techniques were derived from principles of mathematlcal
Tinguistics and zutomata theory. Hence the title of the project: ‘& linguistic anaiysas.... -

- What is the aim of the project?

JK - Given the premize that tabla musiz is a language, and the rules used in composition and
improvisation constitute a grammar, the aim is to discover that orammar. In the initial stages of
research, it would be a basit grammar for a limited number of compositional trpes in tabla which could be
used, not only to)check the ‘correctnsss’ of pieces, but also to synthesize new compostions. These could
then be screened by musicians and gradually we would he able te build up a grammar which refliected actval
musical practice gﬁd not oniy what may be theoretically possible.

. - You have only mentioned ‘a limited number of cempositienal types in tabla® so far. .Why, therefore,
do you call your project ‘& }inguistic analysis of North Indian rhythm’? ' '

JK - It's & general title which reflects an u}txmate aim rather than an inmediate one. Eventually, we
would extend our grammar to the full repertoire of the tabla, to other drums of North India which use
‘related ‘bol patterss, such as pakhawai, dholak and naqgara, and alse to Kathak dance. Other drom and
dance ‘languages, not only of India, but anywhere in the world could theoretically be tested using these
for ammars.,

[]-— Who are your infermants fof this research?

JK - It's not always so easy to get musicians to part with their Knowledge. Considering the limited

_amount of time I had in which to coliect data, I felt it was important to work with musicians with whom I
had already established a good working relationship. 1 began working with my tabla teacher, Ustad Afag
Husain Khan, the head of the Lucknow gharana, and other members of his family, notably his son, Ilmas
Husain Khan, I alsc received help from Sri Bhupal Ray Choudhuri of Calcutta, a prominent disciple of my
teacher’s father — the late Ustad Wajid Husain Khan. Thus my data was compatible with that which I had
coliected in previous research from the Lucknow tabla gharana. For a comparisen of styles, I also worked
closely with Ustad Inam A1} Khan, the head of the Delhi tabla gharana.
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[]— What methods have you used to collect data?

JK - My main methed for data collection has been what the social anthropologist calls ‘particpant
observation’, I learned through trial and error to compose and improvise, and thereby imbibe the rules
as my lessons progressed. 1 tried to understand which processes I myself was using to make compositional
decicions.  In other words, 1 tried to formalise sets of rules to guide the compositional process.
Otherwise, data has been compiled in the following four ways: from written material from my lessons; from
transcriptions of cpoken and played material from recordings of my informanis; from transcriptions of
commercially recorded material available, and fiastly from published tabla material in Hindi, Urdy and

Engiish.

1 chose to begin collecting data on a compositional type calied ga’ida. Ra’ida constitutes the very

basis of composition and improvisation in tabla playving. The word means ‘rules” or “system’, and it
implies that variations or a basic composition are created vsing systematic methods such as permutation,
substitution and repetition of the original elements. [ selected certain Key ga’idas on which to work -
and collected material on them from 2!l my informants, as well as from books and recordings. 1 alse
asked the same peopie on mamy occasions to give data on the same ga’idas. This proved very interesting
~as I found some variations to be identical to those created on previows occations, and others to be quite

different each time.
- How did you decide to procese your data ?

JK - In order to test my theory that the music of the tabla is a language, I knew | would have to
process  and enormous amount of material . and develop a method of checKing the validity of the various
grammatica! rules. i was fortunate to have the full cooperstion of Bernard, whe demonstrated how a
micro-computer and. 2 modified form of a word-processor could solve al! these problems. Firstly, we had
to store the data. We worked cut a method for entering tabla material into an Apple IT micro-computer
using Keyboard-correlation system, for example “8‘ equais ‘dha’ and ‘W' equals “te’ etc. Secondly, we

- had’ to process the data. Eernard created a programme called “Eeol Processor’ which, in the framework of 2
modified word-processor, contained the prammar. By analysing pieces given by our informants, we could
test our grammatical rules. If & variation of a qa’ida did not check ocut against our grammar, the
grammar was uncatisfactory. The grammatical rules were then changed accordingly. énother vartation of a
ga’ida was entered and the process repeated until we had a satisfactory grammar. We alse used the
grammar to synthesize new variations which were then examined by our informants. Their comments guided
e to ostill more medifications of the orammar. Noww we have a workable grammar forone ga‘ida, but
obviously we need to apply curselves to the study of other ga'idas before we can say we fully understand

. the processes involved in ga’ida improvization. I say ‘workable grammar’ and not ‘finzl grammar’ because
there is room for us to develop it and make it more efficient.

[@]- For which ga’ida have you found g workKable grammar?
JK - 1t’s the famous Delhi qa’ida which goes:

dhatetedha tetedhadha tetedhage timaKina
tatetety tetedhadha tetedhage dhinaghina

_ However, | must make one point very clear: as | was working mainly with Lucknow musicians, I learnt
their way pf' playing this ga’ida which is different from the way in which the Delhj gharaha musicians
would play it. Therefore our grammar would not apply to the ga’ids in the form I have just demonstrated.
The grammar would ' need modifications before it could work. You could think of this as ‘the differences
between dialectal variations of the same language- The qa’ida, as played by the musicians of the Lucknow
gharana, for which the grammar was created, goes: T

dhatetedha tetedhadha tetedhage dhinaghina
dhatetedha tetedhadha tetedhage tinakina
tateteta tetetata tetetake tinakina
dhatetedha tetedhadha tetedhage dhinaghina




@ How: dnes this grammar worv

JK - The ;dea has been borrowed from Chomsky’s grammars. The averalt grammar comprises five smalla
Qrammars. Grammar ' #1 contains ‘starting symbols”, It .is called a ‘generative’ grammar. The cthei
grammars are called ‘trancformational’ . grammars and their function is to provide a link beween the
starting symbols and the ‘terminal’ symbols which are the tabla bols themselves, The linking symbois am
talled “intermediate’ symbols and they represent groups of -buls or building blocks of the sentence. -

Here is an example of simple genérative,grammar:

) §->8§ §
() §-~3BT
(3 §--> 70

() DT --) dha te te
(3) TD -~} te te dha -
_ ?S’ is the starting simhdi, “dha’ and_’te'_;re the ter&inal_éymbols (two tabla strokes), ‘DT ant
‘TD’ are intermédiate symbois representing the ‘chunks’ (chatete) and {tetedha’. 1f one applies thes:

rules in random order until -enly terminal symbols are left, one will get a string of “dha’ and “tete’
" such ass o L ' : S '

dha te te dha te.te :
te te dha te te dha dha te te
dha te te te te dha te te dha dha te te... stc.

_ This set of five rules is able to generaie one type of ‘composition”. Therefore we call it :
‘language’.  Note that, thanks to- the recursivity of rule (3}, the length of the composition is nof
limited, Consequently, an infinite number of compositions cam be crested, and the language is said to be
‘infinite’. Unfortunately, this particular example has no real practical valve: all tabla pieces are

_conceived ©tn a time-frame called the -tala’, according to which a certain number of time-units are
allotted to the composition - say, 16, 32, 10, etc. Therefore no fanguage in “tala’ is infinite.

. The same set of rules constituting a generative grammar can be used for analysing a string of
symbels, or a  sentence, provided that the right arrows “-->7 become left arrows “(--". In other words,
each rule is applied from right to left. Take for example the sentence: .

te te dha dha te te dha te te

Here are the successnve transformatlnns appear:ng in ana}y5|s {numbers indicate which ruie ha=
been applied): : :

{53 TD dha te te dha te te
{4) TD DT dha te te
(4370 OT DT

(s T T

(2> 8 5 0T

HS§ § 8

(1§ §

5

At the end of the computation, the only symbol left is the startlng symboi *8’, Therefore we £a)
that this sentence helongs to the ltanguage. .You can easily verify that starting with the fol lowing
sentence: . . . . :

dha te te dha dha te te te te dha

the last stage q# the;cumputatibn will produce:

S dha S -

- and that_iao further derivation is possibie. Therefore this sentence does not beiong to the
-compositional type defined by the grammar. : : R

-
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- natural languages  one -has ' to establish. cnm:eptual hnks between words whu:_h may

- This whole process tcunds a bit inhuman... Is there any. space "Iei‘t_"_fer?fheie'en ‘intelligenc

- Is it easy to write such grammars for complex compositional structures as they are found in
drumming ? : o :

B - Chomsky grammars are powerful tools because they can apply to the description of the compesitiona)
structure from different levels. Each level represents 3 set of decisions which musicians themselves
must take - consciously or not - when improvising. For the ‘dhatete’ qua’ida we have found that five
leveis (i.e. one generative and four transformational grammars) are sufficient. In other words, only 31
roles are necessary to generate thousands of pages of variations. One can view these rules as the
instructions of a computer program deulsed for r.omposmg any p:ece at random.

@ ~ Why are you using hngunst:c methods based on theories which have not proved very successful for the

description of languages ?  Modern linguistics has developed new concepts tuday, which might be more
awerﬁ;} - o ' ' -

BB - Certamly thumsky s models are too restrictive to be used for a- descraptlorx of natural Ianguages
like Engllsh, . German, - Chinese, etc. . Their main- defect is a limitation of the. nntmn_of conte_xt' [T

other words ina sentence, ‘but - the orngmal Chumsky grammars do
these smple mathematical - formulatmns of '
languages, - especially languages for :nmpute 14
others - that each type of language can be associatedwit!
generate or to -analyse sentences of the la.ngu Auto
mathematics on uh;ch all new deve!npments m cctnp

Jim and I had the mtu:tnon that Chumsky mudel _
or less ‘mathematical games’ with' 3 Vimited: number.
impossible to write such grammars mthout the help of the aut
you figure out a set of rules which -seem perfectly: rngh
abysmally once you try them on the ‘computer: either. your corre
ory in synthecic, the computer creates pieces which are ohviously nonsens
the beginning, bti_t it becomes a fantastic game after some time: you ar
conceptions of tabla grammar, and formulate them: in- 3 nen—amblguou
experience both with music and with automata... : .

sensitivity in this research 2~ \ ) E

"~ BB - Thirty. years-back pecple would screem when kearing: . '
that computers can be “intelligent’. *Machines are just =~
stupid, they cannot think. Computers can only dowhat
you teil them to do", so they used to say... - But today -
everybody has admitted the existence of ‘artificial-
intelligence’.  Machines can think, no doubt, and they
-even outrace humans in taKing inteiligent decisions.
Take the example of Samuel’s checker program, which can

beat top level players, including Samuel himseif !
Similarily, the Bol Processor with its 31 lines of
instructions Knows much wmore tabla than 1 would be able

"to tearn in a few years !

We are -also prwing that machines tan display a certain aesthetic sense. Using the basic comcepts
of automata theory, we can create a grammar which generates all ‘correct’ pieces. This is what we call a
‘minimum grammar’. But among these pieces some may be used very scarcely, although they are .
grammatically -correct, just because they do not sound ‘nice’. . To accouni for this, we have found ways to
weigh the decisions of the computer, or toc foilow certain paths of computation which modify the original
idea. Such grammars are redundant, but the additional rules are called ‘aesthetic ru}es , and generally
they are wsed only in analysis, or in synthesis, :
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However cne chould not  think  that the aim of this project is to create marvels to replace
musicians ! These machines help us to understand the human mind - how musicians create and perceive
mUSiC, This is very important for deueluplng new methods in music education. Imagine for & moment you
want to study German but there is'no grammar... As a child, you can do it. But it becomes much more
difficuit Tater: you feel that certain rules should be formulated, not because you fancy intellectual
games, ~but simply because you want to learn faster ! Now, appiy this same idea to Indian music, which
most musicians have learnt from their parents or gurus at an early age, but which they have to teach in
universities and schools nowadays. The need for educational methods is badly felt by the new generation
of music teachers after the dizappearance of the Buru-Shichya (master-disciple) relationship.

_— How do musicians react to your work ?

“JK - although technolooy hae been harnessed to assist us
in this research, it cannot overcome the very basig,
human problems involved in. setting up’ & working
relationship with the musicians. who play the tabla and
‘speak’ its language.  In acteal fact it can be a
thindrance because thers is, mixed with an admiration for
techrology and  the undoubded benefits it can brisg, &
genuine fear that it will undermine the importance of the
musician with his acquired ekills and Knowledge. 1 fully
realise that a musician can never be replaced by a
machine. My wish is that a partnership should be forged
between man and machime to allow ws to understand much
more about mosic, '

S GNEV N

GN—=>2 con 4
GN = Vv
\Vo—is ea&mg’

_. 'Lha book -
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- TETEDHA-

TET EQPATE TETETEDHA

TETE-- DHA-DHAGE ORINATETE
TETETA- TETE- TA-TAKE TINATETE

ToRael (17 ORD:
7 (SR Q) UL - SIF S
BRANEI (3} Yz --» SIV S
GRANEL 4} U3 - BIV BA
[sRaU2 (1) BN .
SRAMAZ <2 SIY - D DB DD DD DD D BOHINAGHING
BRAMER 13) SIV . --y SIT
BROWZ (4) RIGNT: S0V --» DD B DD DDDDDDODLDD
GRANE2 (5)- 817 - D 2 D DD DD DB D BDHINAD D
2|z 4 - D0 D DD DD D DD BTINKIN
| GRAME2 <7 BIT —) A BODHIMAD § '
BRAM2 (B ST --> A B DD DB
GRANE2 (%) D DB - D BT B
|oReEz c10) D D B - DI-E
[GRAEZ <11y D B B -3 TETE®
TERANES (1) RND: “ | .
GRAMZ (2 D DD D LD D DD B D -y DB A {foranalysie of sivd
GRU#3 (1) D D D B DD DB DDD - A b {ditte
' BRANNZ () LEFT: D § D -3 BI TETE
3 | renz 5 LEFT: B DD --)TEE DT
| GRARZ <4y LEFT: D D D - DTETE
|GRU1E3 <7) LEFT: D D D --) TEIED
GRAME (&) LEFT: D - BT
LGRANE3 <) D D - - D (for amalysis)
TERNBY (1) RAD: '
GRAMES ¢2) DT —y DA
| oRAN4 () DT DT --) - 0T
4 joRa e DT DT - DI -
GRAME4 (5) DT DT --) Dia-
| GRB4 <47 DT DT —-) ~Di#
[GRAMI4 <7 DR DT B --) TETE B
[GRANES (1) ORB:
GRAMNS () SIF --3 A B DHINAGHING
,5 GRANNS (3) . S2F ~-) A B TINAKINA
| GRAMES <92 B --) DHAGE - .
[GRUIS <5) A -~ DHATETEDHATETEDHADHATETE

CTETETA TETE-TA  TETETAKE TINQK!M

--DHQ*TE TE~ mmm DHA-DHAGE  DHINA-DWS DHATETEDHA TETEDHADM TETEDHAGE  TINAKINA
-TA-TE TE-TATA  TA-TAKE  TINA-TA DHQTETEDHA TET EDHM)M TETEDHAGE DHINAGHINA

| E'xamples of campufer genera fed Varfaflohs

A ~
-Chomsky
grammar for

‘dhatete’
ga’ida.

(Lucknow style)

(s farhhg_-é)-/-ﬁ?bdl ]

DHATETEDHA TETEDMADHA TETEDHAGE OKIMAGHINA DRATETEDMA TETEDHADHG TETEDHAGE TINAKINW ~— S7TF S2F
TATETETA TETETATA TETETAKE TINAKINA DHATETEDNA TETEDHADHA TETEDHABE DHINAGHINA _

DHATETEDHA TETEDHADHA TETEDHAGE DHMINAGHIMA DHATETETE TETETEDRA DHA-DHAGE TINMAKINA .
TATETETA TETETATA TETETAKE TIMKIN& TATETETE TETETETA TQ-TAKE TINAKING .

-DHATETE -TETEDHA TETEDHRGE DHINAGHINA DHATETEDHA TETEDHADMA TETEDHAGE TINAKINA
-'TﬁTETE -TETETA TETETAKE  TINAKINA DHATETEDHA  TETEDHADHA TETEDHAGE DHINAGHING

DiﬁTETEDM TETEDHADHA  TETEDHAGE DHATETEDHA DHATETEDHA TETEDHADHA TETEDHAGE TINAKING
TﬂTETETR TETETATA  TETETAKE TATETETA: DHATETEDHA TETEDHADHA TETEDHAGE DHINAGHINA

--DHAGE  DHINAGHINA TETEDHA-  -DHA-DIA TETEDHAGE TINAKING
TETETATE TETETETA --TAKE TINAKINA TETETA- -TA-TA TETETAKE TINAKINA

~TETEDHS TETE-DHA TETEDHAGE TINAKINA

-

v
~— vz
-~ V2
-— V3

— V3
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