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While interculturality between East Asian and Western classical music has been 

explored extensively, little attention has been focused on the potential for interculturality 

between South Asian classical and Western classical traditions. I begin by assessing 

musical and extra-musical barriers to the achievement of this interculturality. My 

research then focuses on two composers, Walter Kaufmann (1907-1984) and Shirish 

Korde (b. 1945), whose distinct attitudes toward interculturality offer a valuable 
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roadmap. While Kaufmann’s approach showcases an imaginative saturation of South 

Asian raaga within Western genres and forms, Korde engages with South Asian music in 

a more holistic manner, drawing on varied facets of raaga along with South Asian 

classical genres, forms, and aesthetics, to create a unique synthesis (following Dr. Yayoi 

Everett’s classification terminology) of South Asian and Western art music. Although 

Kaufmann worked for All-India Radio and wrote two acclaimed ethnomusicological 

textbooks on South Asian music, his study of Indian music was at times gently 

paternalistic, leading in some of his compositions to classic Orientalist tropes. With this 

backdrop, I elaborate on the evolution of Indian and Western musical interculturality 

since the British Raj through an exploration of Kaufmann’s Violin Sonata No. 4 (1940) 

and Korde’s Vak for Solo Violin and Taanpoora (2017).   
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   INTRODUCTION 

In the consequential year of 2020 our world found itself being propelled toward a 

social awakening—even reckoning. Amidst the COVID-19 pandemic, systemic racial 

inequities have been ever more on display. Yet within modern Western society, many 

proclaim social inequality based on racial, ethnic, or economic status as relics of an 

unfortunate past. Many proclaim the contributions of all individuals, all ethnicities, and 

all cultures as equal in worth. But is this true? Do we simply resist acknowledging the 

persistent stains of a disease that will not leave us?  

Recent events highlight the reality that equality within Western society remains 

elusive. While individuals may have spotless intentions, each of us unknowingly carries 

subtle prejudices. These impurities, these “relics from an unfortunate past,” linger in the 

air, inhaled into are bodies and minds.1 But this silent imbibing now calls for active 

dispelling. We are called to take an honest deep-dive into the ocean of our conflicting 

thoughts about race, ethnicity, and skin color. Perhaps by holding our breath there, we 

might come to a broader civic understanding. 

Through the lens of music and culture, the following chapters link our current 

historical moment to the longstanding relationship between Western (writ large) and  

Indian traditions. The deeper we dive, Western music, always a manifestation of deeper 

societal ideologies, can be seen to embody both subtle and overt racialized values. For 

their own part, Indian musicians have responded to unwanted incursions with their own 

																																																								
1 Ibram X. Kendi, How to be Anti-Racist (New York, Random House, 2019). Kendi argues convincingly  
for the persistent nature of racism, in both gross and subtle manifestations, in the Western world. 
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sets of prejudices.2 This sounds perhaps unnecessarily harsh and judgmental. Indeed, 

social prejudice and human hierarchies endure the world over. But we cannot deny the 

unprecedented extent to which the Western world has, both geographically and 

ideologically, attempted to exert hegemony over the non-Western world. While the naked 

colonialist and imperialist eras have passed, the larger ideological impetus and its effects 

still linger.3 It is my hope that this document will encourage Western music educators to 

create more opportunities for their students to study non-Western music and perhaps even 

explore non-Western music designed for performance by Western musicians. Such work 

can contribute in a modest way to that badly needed “leveling of the playing field.”4    

The lens through which I explore “leveling the playing field” is, as the title of this 

work announces, Indian and Western musical interculturality. In Locating East Asia in 

Western Art Music,5 Yayoi Everett and Frederick Lau encourage the adoption of this new 

intercultural approach in the composition, performance, and analysis of works that seek 

to synthesize distinct musical traditions within Western art music. They posit 

interculturality as a counter-frame to the prevailing frame of exoticism, a paradigm whose 

origins were first highlighted in Edward Said’s groundbreaking work, Orientalism.6  

																																																								
2 Yet, as Ghuman writes, “the situation was not entirely parallel: the juggernaut of colonial knowledge, 
constructed on the basis of a belief in the differences between a superior ‘Occident’ and an inferior 
‘Orient’, shaped the way in which the British perceived every aspect of the heterogeneous societies and 
cultures of the Indian subcontinent, including music.” Nalini Ghuman, Resonances of the Raj (Oxford 
University Press, 2014), 11. 
3 Timothy Taylor, Beyond Exoticism (Duke University Press, 2007). As I will expand on later, the larger 
thesis of Taylor’s work concerns the post-colonial persistence of Orientalist operational structures in the 
world of Western music.   
4 Yayoi Everett, SMT Plenary Talk 2019: “From Exoticism to Interculturalism: Counter-Framing the 
East/West Binary.” https://www.youtube.com/watch?v=ZSOFpwDIZCA&t=11619s; beginning at 2:37:00. 
She uses this very phrase to describe the goals of an intercultural approach. 
5 Yayoi Everett and Frederick Lau, eds., Locating East Asia in Western Art Music 
(Wesleyan University Press, 2004). 
6 Edward Said, Orientalism (New York: Pantheon Books, 1978).  
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With its status as Other, Indian classical music has experienced, among other 

indignities, an extensive feminization that has given rise to a less-than-wholesome 

spiritualization, paternalism, and commodification by the West. This larger backdrop 

needs to be laid out and acknowledged before we can make the kind of progress toward 

interculturality of the kind that Everett and Lau’s work envisions. With increasing access 

to teachers of non-Western musical traditions, primary source materials, live 

performances, and recordings, a growing body of Western musicians is well-versed in 

music outside of the Western tradition. These musicians realize much of their own self-

expression through composing and/or performing music that could be characterized as 

intercultural. Everett points out that there are a  

 

“growing number of composers who have positioned themselves as ‘cultural brokers’—individuals who 

have acquired understanding of more than one set of cultural principles and who function as mediators 

between native and foreign cultural groups in initiating dialogues…In contradistinction to earlier paradigms 

of exoticism, mature compositions by these composers display (1) greater command and knowledge of 

specific [foreign] musical practices, and (2) refinement in their compositional procedures for integrating 

cultural resources.7  

 

By “cultural broker,” Everett proposes a reframing of the power dynamics that have 

persisted for so long between East and West. A composer as a “broker” can navigate 

fluidly among different idioms, and by approaching each with an informed and open 

mind can potentially bring a new musical language to life.  

																																																								
7 Everett, Yayoi and Lau, Frederick, Locating East Asia in Western Art Music (2004), 5. 
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 While underscoring the need for more refinement, Everett proposes three levels of 

interculturality within which a composer may work.  

 

Figure 1 

 

The levels of transference, syncreticism, and synthesis signal an increasing sophistication 

in the integration of the foreign idiom (see Figure 1).8 As Everett writes: “the seventh 

category refers to compositions that transform [foreign] musical systems and sonic 

characteristics into a distinctive Western idiom.”9 In an effort to progress from the 

musical chinoiserie of previous eras, the potential of East Asian and Western musical 

interculturality has been assessed extensively, particularly by Everett and Lau. yet little 

																																																								
8 Ibid., 16 
9 Everett and Lau, 19.  
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attention has been paid to issues of interculturality within South Asian and Western 

music. I propose to fill this vacuum by focusing on the distinctive approaches to 

interculturality of two composers, Walter Kaufmann (1907-1984) and Shirish Korde (b. 

1945). Kaufmann’s approach showcases imaginative saturation of South Asian raaga 

through Western genres and forms—perhaps classifiable under Everett’s category of 

syncretism.  

Korde engages with South Asian music in a more holistic manner, drawing on 

varied facets of raaga along with South Asian classical genres, forms, and aesthetics, to 

create a unique synthesis (following Everett’s classifications) of South Asian and 

Western art music. His work, Vak, potentially represents the creation of a new musical 

sub-genre. Although Kaufmann worked for All-India Radio and wrote two acclaimed 

ethnomusicological textbooks on South Asian music, his study of Indian music was at 

times gently paternalistic, leading in some of his compositions to classic Orientalist 

tropes. In this light, I elaborate on the evolution of Indian and Western musical 

interculturality from the final years of the British Raj up to modern times through an 

exploration of Kaufmann’s Violin Sonata No. 4 (1940) and Korde’s Vak for Solo Violin 

and Taanpoora (2017). 

In a lead-up to the violin-performance focus of Section II, Section I focuses on 

issues stemming from Imperial and Orientalist history—issues that have historically 

hampered the achievement of Indian and Western interculturality. This foundation serves 

as an investigative/contemplative platform on which a Western violinist can achieve an 

apt balance of Indian and Western aesthetics. This platform posits the following 

questions: 
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1. Can Indian classical music be truly cleansed of its Orientalized image in the West 

and viewed by Western musicians as on an equal plane with Western classical 

music? We speak reflexively of equality, but to what extent has this become a 

reality? This question leads directly to another: can works of exoticism be 

differentiated from works that are the result of intercultural processes?  

2. Can Indian classical music pull down its defenses of a rigid, imposed aesthetic 

history and allow for synthesis with Western classical music in a genuinely 

intercultural fashion? My own experience with various Indian classical musicians 

has been one of benign acceptance of Western and Indian classical musical 

interculturality while discounting actual examples as being of any genuine worth.  

3. With regard to Indian classical music—itself the product of layers of 

interculturality—what exactly are its aesthetics? We may be tempted to think of 

Western and Indian classical music as individual monoliths, which is simply not 

the case. The integration of the harmonium and the violin into Indian classical 

music presents two fascinating test cases—both enriching and complicating issues 

of interculturality between Indian and Western music.   

 

Awareness of the historically contested natures of Indian and Western cultural 

and political interactions—which in many respects persist today—can serve to create a 

climate for more informed performances. While East Asian and other musical cultures 

globally have adopt a Western aesthetic as a bow to modernization (perhaps implicitly 

suggesting Western music’s superiority over nationalist musics), India has modernized 
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itself by presenting an art music that is decidedly separate from its Western counterparts. 

If our world has yet to achieve any measure of equality between peoples and cultures, and 

if the worlds of Indian and Western classical music have yet to see each other as true 

equals, would Western musicians be donning rose-covered glasses in our intention  “to 

music”10 works that address intercultural synthesis?  

In its focus on performance, Section II divides into three chapters. Intended for 

Western violinists interested in gaining an introductory and practical understanding of 

Indian music, Chapter 2 discusses the nature of raaga, taala, and the Indian sound 

aesthetic, differentiating between Carnatic (South Indian) and Hindustani (North Indian) 

classical music. It concludes with specific exercises that a Western violinist may utilize to 

approach an Indian aesthetic and sound. Chapter 3 focuses on Kaufmann’s Violin Sonata 

No. 4. I begin with a discussion of the historical milleu in which Kaufmann lived and the 

ways it may have influenced his awareness of interculturality. I end with suggestions on 

how a Western violinist may more aptly balance Indian and Western aesthetics within 

this one piece (suggestions that can be more fruitfully achieved after mastering the 

exercises in Chapter 2). Chapter 4 explores Korde’s Vak for Solo Violin and Taanpoora, 

detailing the changes, or perhaps progressions, of interculturality over a span of more 

than half a century. I articulate specific performances approaches that can lead to a more 

authentic Indian sound.   

       

																																																								
10 Christopher Small, Musicking (Wesleyan University Press, 1998). In contrast to many languages, English 
does not have a verb “to music.” Small presents ideological reasons for this lack, which are pertinent to the 
larger concept of interculturality. He further proposes the creation of the verb “to music,” which is “to take 
part, in any capacity, in a musical performance, whether by performing, by listening, by rehearsing or 
practicing, by providing material for performance (what is called composing), or by dancing” (9). I would 
add “analyzing” as well.  
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              SECTION I 

       Chapter 1 
 
    Barriers to True Interculturality  

 

                            Are there not singers amongst us who have felt a desire to break loose, 

if it were possible, from the trammels of our tonality— from 

its closes and ‘half closes,’ its ‘conceded modulations,’ its unity 

of design, its rhythmical rigidities and its fussy logic— and to let 

the melody bear them along on light wings of fancy; to find in fact, 

a music which is free like that of the woods in spring- time, 

where, without rule, the uncouthest tones like the crudest colours 

all harmonize, where, unguided and unthwarted, sound and silence 

answer one another, where the inchoate and incomplete are made 

good by the motherly bounties of Nature, and unbroken perfection 

is over all’? Something of this is in the careless profusion and 

the unstudied rapture of Indian song: 

 

Singing hymns unbidden 

Till the world is wrought 

To sympathy with home and fears it heeded not.11 

 

As mentioned in the Introduction, Everett advocates a new counterframe of 

interculturality as an alternative to the traditional exoticist frame. This encompasses 

composition, performance, and the analysis of works that synthesize musics of various 

																																																								
11 A. H. Fox Strangeways, The Music of Hindostan, (Oxford: Clarendon Press, 1914), 342. 
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cultural idioms. But from where did this frame of Exoticism, as a nebulous artistic 

evocation of Other, emerge? Exoticism is one facet of Said’s paradigm of Orientalism, 

which in turn emerged in its most rigorous form during the rise of Western imperialism 

toward the last quarter of the eighteenth century. It is a perspective that extends back 

thousands of years, laying the groundwork for Western ideological stances that Said 

believed to have created a multifaceted yet prejudicial view of non-Western peoples, and 

by extension, their art and music12.  Orientalism divides the world into the Occident and 

the Orient, the former creating and sustaining the idea of the latter. “A line is drawn 

between two continents. Europe is powerful and articulate; Asia is defeated and 

distant.”13  

Broadly, Said’s Orientalism argues that the Western perspective on the proverbial 

“East” is marked by certain qualities in direct opposition to its own. During the rise of 

Empire, this opposition helped fuel the emergence of Orientalism in its most developed 

form as the Western mission, even obligation, to grasp and “know” the “East” 

intellectually—thereby justifying the West’s rule. As Christopher Miller writes, 

“Orientalism must be seen from a dual perspective. For participants in the movement, the 

Orient was an intellectual adventure based on realistic acts of description; from the late 

20th-century point of view, ‘orientalism’ is a political mythology passing itself off as 

objective truth.”14  This mythology stems from millennia-old European projections. As 

Said writes: “the Orient was almost a European invention, and had been since antiquity a 
																																																								
12 Said, 55 and 56. Said writes that “demarcation between the Orient and the West… seem bold by the time 
of the Iliad.” Two Athenian plays, Aeschylus’s The Persians, and Euripdes’s The Bacchae seem to present 
early origins of qualities associated with the Orient, which not only served as a somber warning of the 
existential threat posed by the Orient to the West, but also distanced it from the from the latter by 
identifying and “containing” these qualities.  
13 Said, 57.  
14 Chistopher Miller, “Orientalism, Colonialism,” in A New History, 698 (as quoted in Susan McClary, 
Georges Bizet, Carmen, 30.)  
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place of romance, exotic beings, haunting memories and landscapes, remarkable 

experiences.”15 Throughout Western history, Orientalism may be seen as an “amateur or 

professional enthusiasm for (and later scientific study, codification, and assessment) 

everything Asiatic, which was synonymous with the mysterious, the profound, the 

seminal.”16 I would also add the barbaric, the savage, the violent, and the explicitly 

sensuous—and, as I argue, the Feminine. Orientalism has served many purposes, but its 

one abiding constant is the Orient—in the mind of the average European representing an 

idea of difference, of Other.17  

Matthew Head writes: “Orientalism is only one instance of Othering … [a way 

of] dictating a particular attitude governing a relationship between a lived reality and 

some area of problematic existence that cannot be accommodated easily to conventional 

conceptions of the normal familiar …. these categories are not uniquely constituted.”18 

Other, as a nebulous space of difference, could be Turkish, Arabic, Jewish, Asian, or 

even Irish and Native American;19 an ethnic Other need not actually be separate from 

Europe or exist east of Europe. The Self, centered in regions of power (eventually 

colonial power) required the creation of the Other as projected representation of 

everything Europe was not—thereby helping to define the European quest for Selfhood. 

This quest, absorbed in notions of Self, declined to deign the Other with any precision.20 

As J. H. Elliot notes, “the European reader was hardly in a position to obtain a reliable 

																																																								
15 Said., 1.  
16 Ibid., 51.  
17 Other, in comparison to the Western center. This space is explored comprehensively in many works; a 
fine example is Georgina Born and David Hesmondhalgh, eds., Western Music and its Others: Difference, 
Representation, and Appropriation in Music (Berkeley: University of California Press: 2000). 
18 Matthew Head, Orientalism, Masquerade, and Mozart’s Turkish Music, 3.  
19 Taylor, 22. 
20 Ibid., 216. As Taylor writes, “Merryl Wyn Davies, Ashis Nandy, and Ziauddin Sardar believe that 
substitutions (of one “Oriental” culture for another) as a widespread practice.”  
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picture of life among the Tupinambá savages of Brazil when the illustrations in his book 

included scenes of Turkish life, because the publisher happened to have them in stock.”21  

A classic, early example of projections of Otherness can be found in the third 

movement Mozart’s Violin Concerto No. 5 in A major, K. 219 (see Figure 1.1)22, 

subtitled The Turkish. The Tempo di Menuetto presents what has come to be known as 

the alla-turca style. As Hunter writes: “Think of alla-turca as a set of principles of 

translation [of certain characteristics of actual Turkish music] as much as (or more than) a 

set of imitative devices highlighting the orientalizing mindset of the topos.”23 While there 

is ample evidence beginning in the 1720s of Turkish janissary (Ottoman infantry) bands 

hired by European courts, “European imitations of these bands were commonplace by the 

second half of the century.” Hunter “takes for granted the [alla-turca] style has more to 

do with European interests than with anything intrinsic to the Turks or Turkish music”.24 

While alla-turca tropes undoubtedly bear some resemblance to Janissary music, and are 

loosely inspired by the aesthetics of Eastern musical cultures, they are in essence 

caricatures used to depict Otherness. Particularly strong evidence of this lack of 

intercultural awareness can be found in the melodic characteristics of the late eighteenth-

century alla-turca style later finding transmutation into the all’ongherese style of the 

nineteenth-century: “commensurate with this ethnic indeterminacy, several of the features 

of the alla-turca style were used to signify general barbarity rather than Turkishness per 

se.”25  

																																																								
21 Ibid., 21.  
22 Score of Mozart Violin Concerto No. 5 from International Music Company, New York, 1979. 
23 Mary Hunter,  “The Alla Turca Style,” in The Exotic in Western Music, Jonathan Bellman (Ed.), (Boston: 
Northeastern University Press, 1998), 49. 
24 Ibid, 44.  
25 Ibid, 53.  
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 Classic tropes of the alla-turca style consisted of two categories. The first 

category—instrumentation—allowed Turkishness to be depicted by use of “colorful 

percussion instruments as the cymbals (invented in Turkey and introduced to Western 

music through the janissary bands), bass drum, tambourine, and Turkish crescent, all of 

which were to be found in the authentic Turkish mehter (janissary band), as well as the 

triangle, which seems to have been a Western addition.”26 Hunter’s use of “colorful” is 

particularly noteworthy. “Oriental” music has often been described as “colorful,” and 

“decorative” as opposed to the structural, functional underpinnings of Western music. 

This musical representation of Otherness is illustrative of a general Western perspective 

of the Other; it also has implications for the feminization of Oriental music, especially 

Indian music.  

Further non-functional representations of the Otherness of the alla-turca style can 

be found in non-timbral devices such as bass drones, hopping-thirds, turn-figures, 

“frequent or repeated neighbor-note patterns and an abundance of acciaccaturas or other 

“jangling” before-the-beat ornaments.”27 I would also add slinky, decorative 

chromaticism, leaps rather than step-wise melodic lines, and abrupt changes in dynamic 

through use of sforzandi. Overall, the alla-turca style represents this particular strain of 

Otherness as unsophisticated, uncontrolled, wild, and even violent.  

Mozart places the “Turkish episode” within the Tempo di Menuetto between two 

“European” minuet sections (see Figure 1.1 on the following pages). As Head elaborates:  

 

“Heartz’s tongue-in-cheek gloss of the movement encapsulates the story that the piece might be seen to tell 

about itself on the formal level: ‘the minuet’s dainty propriety wins out, of course, and banishes the exotic 
																																																								
26 Ibid, 45.  
27 Ibid. 46.  
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minor with its triumphant return.’ These notions of triumph and banishment reassuringly restore a social-

metaphysical hierarchy, the exotic contained and mastered by classic form, the courtly minuet winning out 

over the ethnic episode.”28 

Figure 1.1 

 

 

																																																								
28 Head, 12. Daniel Heartz quote taken from Haydn, Mozart and the Viennese School (Berkeley and Los 
Angeles, 1995), 628.  
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While this “winning out” may also be viewed as a loss of appeal of the “feeble bodied, 

ornately attired”29 Viennese high society, after an experience of a more vivacious 

“robust” foreign culture,30 it nevertheless represents an example of the West’s “staging” 

of the Orient in order to contain it, tame it, and in so doing, perhaps to lessen fears of the 

unknown as represented by the Orient. Mozart’s famous letter to his father indicates that 

Wolfgang was purposeful in his representations of Otherness, and serves as an example 

of “Mozart the Orientalist.”31 As Head writes, we can view “Saidian theory of 

Orientalism [within many of Mozart’s operatic works] with … conviction.”32 

																																																								
29 Ibid., 13.  
30 Ibid., 134. As Head writes, “anti-imperialist motifs and rhetorics of equality are to be expected as 
components of Orientalism and any regime of power and knowledge…they are part and parcel of 
Orientalism, not positions outside of it.”  
31 Ibid., 1.  
32 Ibid., 134.  
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 In a letter regarding Die Entfuhrung aus dem Serail (The Abduction from the 

Seraglio), Mozart discusses his aria for Osmin, the overseer for the Pasha’s (Turkish 

emperor) estate, and the guardian of the Pasha’s harem. The letter is rife with notions of 

Self and Other, and the boundaries that divide them. Osmin, the barbarian Turk, himself 

polices the boundary between the rational, moral European, and the sensuous excess of 

the Oriental harem; he sets the boundary between the proper and the wild, which Mozart 

ponders directly in the construction of Osmin’s aria.  

 

The passage 'Drum beim Barte des Propheten [bb. 126-46]' is indeed in the same tempo, but with quick 

notes; and as Osmin's rage gradually increases, there comes (just when the aria seems to be at an end) the 

allegro assai [b. 147], which is in a totally different metre and in a different key; this is bound to be very 

effective. For just as a person in such a towering rage oversteps all the bounds of order, moderation and 

propriety and completely forgets himself, so the music must also forget itself. But since passions, whether 

violent or not, must never be expressed to the point of exciting disgust; and since music, even in the most 

terrible situations, must never offend the ear, but must please the listener, or in other words must never 

cease to be music, so I have not chosen a key foreign to F (in which the aria is written) but one related to it-

not the nearest, D minor, but the more remote A minor.33 

 

Osmin’s rage is very carefully circumscribed, and in being so, offers a microcosm of the 

eighteenth-century worldview of the concrete divisions between the West and the 

Orient—not just geographical but also cultural. Osmin, existing in the liminal boundary 

between the rational and the barbaric, may not overstep the boundary with his rage; it 

must be “contained” by Western propriety.  

																																																								
33 Ibid., 2.  
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 The colonialist and later imperialist endeavor, in its representation of spatialized 

difference, went hand-in-glove with the rise of opera, where the differences of Other 

could be physically and metaphorically staged. As Taylor writes, “it is no accident that 

one of the most important devices in opera, recitative (a mode of text declamation close 

to speech), was first called stile rappresentativo and appears in the earliest operas, 

including on the title page of what is usually regarded as one of the very first, Guilio 

Caccini’s Euridice.”34 Operatic stylistic conventions materialized into instrumental 

musical forms and the larger result was the emergence of exoticist tropes in Western 

music. As Bellman writes,  

 

“musical exoticism is not equivalent to ethnomusicological verisimilitude, to the foreign music in its true 

form … exoticism is not about the earnest study of foreign of cultures; it is about drama, effect, and 

evocation. The listener is intrigued, hears something new and savory, but is not aurally destabilized enough 

to feel uncomfortable.”35  

 

While prejudice and racial stereotyping undoubtedly have taken firm hold within 

Western music, more recent scholarship has modified Said’s rather binary thesis of 

Orientalism, particularly in regard to “Turkish” Orientalism. It first acknowledges that as 

early as the beginning of the nineteenth-century (close to the emergence of Said’s 

Orientalism), composers were more informed about foreign music than previously 

supposed. In their “exoticist” compositions, many engaged with it on a deep level, 

endeavoring to achieve a degree of authenticity. While there is little evidence that the 

military alla-turca style hinges on genuine attempts toward authentic incorporation of 

																																																								
34 Ibid., 34.  
35 Jonathan Bellman, The Exotic in Western Music (Boston: Northeastern University Press, 1998), xii. 
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Turkish music into a Western idiom, Feza Tansuğ presents compelling evidence that 

Beethoven had access to transcriptions of Turkish mevlevi (spiritual Sufi ritual music) 

and engaged with them intently, as well taking direct inspiration from melodies notated 

by the seventeenth-century French travel writer du Loir during his time in Istanbul. He 

matches du Loir’s transcriptions of Mevlevi ritual music (See Figure 1.2) to Beethoven’s 

“Chorus of the Dervishes,” from The Ruin of Athens.36 

Figure 1.2 

 

 

In addition to an “inspired” tenor melody, Tansuğ notes that “continuous triplet motion in 

upper strings … depicts ‘dervish-like’ whirling” and that Beethoven also employs 

maqamic and chromatic melodies while ignoring traditional functional harmony.37 

Tansuğ’s findings are groundbreaking to say the least. While the “Turkish March” from 

the same work employs characteristic Orientalist alla-turca tropes, Beethoven seems to 

have composed with a genuine respect in his engagement with spiritual music of the Sufi 

order. The “Chorus of the Dervishes” perhaps represents a level of interculturalism 

unheard of during Beethoven’s time. Tansuğ asserts: 

																																																								
36 Transcription taken from Feza Tansuğ, “The Orient in International Art Music: Musical Orientalism and 
Beethoven’s Orientation,” in Grajter, Małgorzata (Ed.) The Orient in Music: Music of the Orient 
(Cambridge Scholars Publishing, 2018), 89. 
37 Ibid., 90.  
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“Mevlâna (Rumi) [13th-century Persian Sufi mystic and poet] was the creator of the sema ritual [vocal and 

instrumental genre of the Mevlevis], and the Mevlevi order [popularly known as the “whirling dervishes”], 

which was founded after his death and based upon his ideas. The philosophy of this great philosopher, poet, 

and humanist, and the thoughts of Ludwig van Beethoven (1770-1827), another humanist and composer, 

meet in Beethoven’s magnificent work The Ruin of Athens.”38  

 

This example illustrates that the wholesale labeling of works composed during colonial 

and imperialist eras as “orientalist” is not so simple. Works that seem classically 

orientalist on the outside may upon closer examination display a significant amount of 

respect and knowledge of the foreign culture. Even then, is the imaginative use of foreign 

scale systems and the integration of particular melodies, coupled with a “respect” for a 

foreign culture, enough to connote “interculturalism”? While not mentioning 

interculturalism explicitly, even Tansuğ also does not seem to believe so. He sees The 

Chorus of the Dervishes as an “early example of nineteenth-century exoticism that has 

been filtered through Western culture. Du Loir’s transcription is a celebrated hymn which 

was rehandled by international art music composers like Beethoven.”39  

 

The idea of “international art music composers” is a heavy one. It has come to mean that 

the European tradition has become “international” and all-encompassing, and that Other, 

“lesser” traditions can be subsumed by it.40 Even foreknowledge of the foreign idiom can 

still result in its diminution and exoticization. Exoticism is entrenched in historical 

																																																								
38 Ibid., 76.  
 
39 Ibid., 96.  
40 Matthew Head, Orientalism, Masquerade, and Mozart’s Turkish Music (London: Royal Music 
Association, 2000), 140.   
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stereotyping of the Other, which in turn has come to translate into vague vistas, and/or 

pre-conceived images of alterity, be it majestic sand dunes, an Oriental palace, tribal 

savagery, barbaric despotism, or, especially in the case of India, the Oriental dancing 

girl.41 

 

Feminization  

Said asserts that:  

 “Orientalism as a learned field now acquires a new concreteness. A field is so often an enclosed 

space. The idea of representation is a theatrical one: the Orient is the stage on which the whole East is 

confined. On this stage will appear figures whose role it is to represent the larger whole from which they 

emanate. The Orient then seems to be not an unlimited extension beyond the familiar European world, but 

rather a closed field, a theatrical stage affixed to Europe. An Orientalist is but the particular specialist in 

knowledge for which Europe at large is responsible, in the way that an audience is historically and 

culturally responsible for (and responsive to dramas technically put together by the dramatist)…the 

European imagination was nourished extensively by this repertoire.42  

 

And what in the European imagination required nourishment? A deep-seated spiritual 

void began to manifest in the collective-consciousness of much of Europe, particularly of 

England, much of which I believe to have been filled by, and also fueled by, the 

colonialist endeavor. In its will to ‘contain’ the Orient, to create a table, in the form of 

theater, from which it could feast, Western powers could allay their fears of unknown 

																																																								
 
41 Katherine Brown, “Reading Indian Music: The Interpretation of Seventeenth-Century European Travel-
Writing in the (Re)construction of Indian Music History,” British Journal of Ethnomusicology, Vol. 9, No. 
2 (2000),  9.  She weaves extensively through early accounts European male travellers who wrote with 
particular frequency about Indian female dancers.  
42 Said, 63.  
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peoples, escape into an alternate existence, and in so doing, fortify their own sense of 

identity.  

  Feminization, directly related to exoticization, of Indian music may have taken 

place as a result of the evisceration of the Feminine principle in the European 

consciousness, particularly in the Protestant, English consciousness.43 Although my scope 

precludes venturing deeply into ancient history, it is worth mentioning current 

scholarship that reveals 9000-year-old Neolithic agricultural societies, such as 

Çatalhöyük in modern-day Turkey, may have supported an egalitarian notion of the 

sexes. Daily life, such as diet and work, and even burial rituals, indicate that gender may 

not have been an important factor in assigning social roles. The frequent appearance of 

numerous figurines of rich female imagery, particularly of a voluptuous woman seated on 

the bodies of leopards, might even suggest veneration of the Feminine principle. As Ian 

Hodder writes, “we are not witnessing a patriarchy or a matriarchy. What we are seeing is 

perhaps more interesting—a society in which, in many areas, the question of whether you 

were a man or a woman did not determine the life you could lead.”44 

 Scholarship inspired by the work of Marija Gimbutas shows that Neolithic Europe 

offered strong evidence of male and female equality, even Feminine veneration. Pre-

Christian pagan gods show an androgynous emphasis that points toward a blurred sense 

of gender identity. Indeed, much of early Christian art borrows from Roman and Greek 

models. As Januszczak points out, “as extraordinary as it sounds, the first Jesus’s were 

																																																								
43 This point was kindly made clear to me by Professor Vinay Lal. 
44 Ian Hodder, "Women and Men at Çatalhöyük " in Scientific American Special Editions, 34-41 (January 
2005). 
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sometimes made to look feminine on purpose.”45 While we certainly cannot entertain 

sweeping generalizations about the changing nature of gender roles through time, the 

work of Marija Gimbutas suggests there may be a connection between Masculine 

worship and the rapid rise of metallurgy, horse-riding, and warfare. More concretely, the 

more domination a society wields over other societies, the more that society tends to 

develop patriarchal hierarchies. As Christianity grew in influence across Europe, 

especially in tandem with growing European Christian hegemony over non-Christian 

peoples beginning with the Roman Emperor Constantine, we see an increased 

Masculinization in the imagery of Jesus.46 

 Could the rise of opera, with its representations and appropriations of cultural 

Others, have a connection with the growing Masculine consciousness prevalent 

throughout Europe—a consciousness that strives for, and achieves, order, form, and 

domination? A Masculine consciousness that views itself as the Center, and Others as 

marginal? It is perhaps not a coincidence that both the rise of opera and tonality occur in 

close temporal proximity to the discovery and control of the “New World.” As Taylor 

writes, opera and the somewhat later triadic tonality “arose to long supremacy in Western 

music in part because [they] facilitated a concept of spatialization in music that provided 

for centers and margins, both geographically and psychologically.”47 

 Through its prescription of main and subordinate keys (gravitating around the 

main key through the magnetic pull of the tritone), tonality also projected a sense of sonic 

hierarchy and subtle spatialization. Both could be said to embody the “Masculine” sense 

																																																								
45 Timeline-World History Documentaries. “The Unexpected Enlightenment of the Dark Ages—The Age 
of Light. YouTube. https://www.youtube.com/watch?v=M4o1dc41r28  
46 Ibid., 00:41:56.  
47 Taylor, 25. 
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of control—power centers, organization, and reason.48 As Robert Winter writes, “the 

major attribute of triadic tonality is that it represented an attempt to impose a kind of 

order and control over an otherwise unruly harmonic landscape. The focus on three 

symmetrical harmonies (the tonic at the center), balanced on each side by the dominant (a 

perfect fifth above) and the subdominant (a perfect fifth below) afforded a hierarchical 

system that was both logical and easily understood.”49  

 With the rise of Protestantism in the sixteenth century and the belief that the 

veneration of the Feminine principle of Mary, or “Mariolatry,”50 was sacrilegious, central 

and northern Europe experienced an increasingly disproportionate Masculinization of 

culture. It comes as no surprise that in 1802, the German music historian Johann Forkel, 

in his Johann Sebastian Bach: His Life, Art, and Work, announced to an unprepared 

world that “Bach’s works are a priceless national patrimony; no other nation possesses a 

treasure comparable to it.” Bach’s works, particularly with their dense, logical 

counterpoint, embodied this increasingly revered Masculinity. That Masculinity, so states 

Forkel, no other nation possesses. The tonal functionality of Bach’s works and the 

symphonic works of Mozart, Beethoven, and Brahms would come to be seen as the 

glorified Center around which Others revolved. 

 Assimilating this growing consciousness of the Masculine Center, Europeans 

from the beginning of the seventeenth century write copiously about their travels in India, 

with a disproportionate fixation on the female musicians and dancers of the Mughal court 

																																																								
48 “Masculinity” is of course, a relative term. Modern global consciousness undoubtedly has certain ideas 
of Masculinity, which have been circumscribed by European notions of the principle. Contrarily, as Nandy 
writes, “aggression, achievement, control, competition, and power…were [in fact] traditionally associated 
with Femininity in [pre-colonial] India.” Ashis Nandy, The Intimate Enemy (1983), 9.   
49 Robert Winter, Music in the Air (ArtsInteractive Inc. 2020), “Late Baroque,” 5.  
50 Philip Schaff, History of the Christian Church in 8 vols., (1858-1890) 411 and 422.  
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in North India. From the travel literature we may deduce that women performed 

frequently in public, yet there is no evidence that music was disproportionately the sphere 

of the female artist. As I have discussed above, Orientalist work says more about the 

identity of the Self than the identity of the Other; this holds especially true in the case of 

much travel literature. As Schofield writes, the European’s “will to cultural description” 

was in fact an attempt to control the threat of India to European identity.” Not 

accustomed to viewing female artists in public, European descriptions of Indian female 

artists, with their self-possession, sensual movements, and delicate melodic flourishes, 

ranged from shocked revulsion to heartfelt admiration, and the extremes of these 

reactions “may partially have been caused by a fear of her symbolic power to subvert the 

dominant position of the observer and to threaten his identity—firstly as a woman, and 

secondly as a symbol of India.”51 In his written description of the Indian female, the 

European traveler could safely “contain” her and put her neatly in her place, thus 

reasserting his masculine superiority. By coming into frequent proximity with her, and by 

delineating his position within his consciousness, he may also have been filling that 

Feminine void within the European consciousness. While in India, gender and sexuality 

were traditionally seen as existing on a spectrum, the Indian female and the Feminine was 

all the European male could see.52  

  

 

																																																								
51 Katherine Brown Schofield, “Reading Indian Music: The Interpretation of 
Seventeenth-Century European Travel-Writing in the (Re)construction of Indian Music 
History,” British Journal of Ethnomusicology, Vol. 9, No. 2 (2000), 17.  
52 Ashis Nandy, Intimate Enemy, “The Psychology of Colonialism: Sex, Age and Ideology in British India, 
(Delhi: Oxford UP, 1983). Nandy elaborates on the ways that the recessive Femininity principle within 
English society was brought to the forefront during India’s struggle for independence.  
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India’s Interaction with European Culture  

We should not dehumanize the players in the story of Orientalism. While 

Orientalism is seen on a theoretical level as “staging the Orient,” this does not mean that 

East and West remained mutually exclusive—the latter gazing at, manipulating, and 

controlling the former. With regard to India, Hindus harbored prejudices of their own 

regarding the British. During the earlier years of the East India Company, before its 

relentless rise to power, many upper-caste Hindus regarded “the British as untouchable, 

refusing to eat with them [due to the latter’s diet of meat], so restricting somewhat the 

possibilities for social intercourse.”53 But even as walls were erected on both sides, the 

cross-cultural experience also seems at certain points to have been embraced. North and 

particularly South Indian rulers exhibited a keen interest in both Western and Indian 

music. The Nawabs of Avadh in North India, for example, employed numerous piano 

tuners and European musicians between 1775 and 1856.54 As described in Lucknow by 

Grace and Fire, the city of Lucknow within the kingdom of Avadh embraced an eclectic 

mix of European and Indian arts and modes of being.55 Moving South, the intermingling 

of cultures was even stronger. As Dalyrmple writes, “relations between Hindus and 

Muslims had always been easier in the Deccan (region in Southern India) than in the 

more polarized north … and into this ethnic and religious confusion was thrown a 

fantastic influx of … Portuguese, other European mercenaries … and middle Eastern 
																																																								
 
53 Ibid., 31.  
 
54 Schofield, Katherine, “Reviving the Golden Age Again: ‘Classicization.’ Hindustani 
Music, and the Mughals,” Ethnomusicology, Vol. 54, No. 3 (2010), 484-517. 
 
 
 
55 Amaresh Misra, Lucknow by Grace and Fire (Rupa Publications India, 2014). 
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immigrants.”56 As early as 1670, Rahimi Deccani paints a miniature that illustrates this 

eclecticism: 

Figure 1.3  

 

“On one side a prince is shown seated in profile wearing Deccani court dress; on the other are two female 

attendants, one playing a vina, the other looking on, bare-bellied, her dark nipples visible through the light 

covering of a diaphanous silk choli. So far no suprises; it is a conventional 17th century Indian garden 

scene, an arcadia of cultivated indulgence. But placed in the center of the picture is a fourth courtesan, 

wearing gorgeous silk knickerbockers and the plumed, wide-brimmed hat and tumbling locks of a Jacobean 

dandy; at her feet is an Indian rendering of a King Charles spaniel. She serves her prince wine in a 

European glass.”57 

Further south and more than a century later, cultural integration was still 

embraced. The royal court of Maharaja Serfoji II (reign 1798-1832) in Tanjavur 

presented both Indian and Western music, with Serfoji himself exhibiting a keen interest 

in Western music. The Tanjavur “Tanjore” Band established by Serfoji had 42 members 

playing a mix of Western and Indian instruments. Serfoji acquired Western instruments, 

Western scores, and books on Western music through the European residents in Tanjavur. 

																																																								
56 William Dalyrmple, White Mughals: Love and Betrayal in Eighteenth-Century India, (Penguin Books, 
2003), 20.  
57 (Photo of Deccani Painting and Caption) Ibid., 20.  
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He presumably learned to write in Western staff notation from these books, and used this 

knowledge to compose marches for the Tanjavur Band (Figure 1.4).  

Figure 1.4 

 

 “Quick March to His Highness Serfojee Maha Rajah” (1803) written by Maharaja Serfoji II for his Marching Band. 

Indian sargam notation is written under Western staff notation, and although it is only a melody line, it still 

demonstrates an intermixing of musical cultures.58  

Coincidentally, one of the greatest instances of interculturality between Western 

and Indian music lies with the violin. The Western violin may have first taken hold in 

India through the efforts of Vadivelu (1810-1868) at the court of Serfoji II. Court-

appointed, Vadivelu was a Carnatic (South Indian classical) musician, studying under the 

famed composer and singer Muthuswamy Dikshitar. He also studied Western violin with 

the missionary Christian Friedrich Schwartz, who himself enjoyed close ties with the 

royal court. Vadivelu soon demonstrated his abilities on the violin to Dikshitar, and the 

latter asked the former to accompany his singing. It is believed that Vadivelu’s 

demonstrations inspired Dikshitar to compose the “Nottuswara” or “European Airs,” a 

set of 39 compositions inspired by Irish and Scottish tunes that he heard—a unique 

																																																								
58 Photo of manuscript and caption taken from, Takako Inoue, “The Reception of Western Music in South 
India around 1800.” 
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synthesis59 of Carnatic and Western aesthetics. Not long after, the Western violin became 

fully integrated into the Carnatic music ensemble, performing Carnatic music in a style 

comfortable for floor-sitting (See Figure 1.5).  

 

Figure 1.5: A modern Carnatic concert with vocalist T.M. Krishna and violinist Akkarai Subhalakshmi60 

 

How did this adaptation occur? During the twentieth century, when Carnatic music 

migrated from the court to the concert hall, “the idea of the violin as the perfect 

accompaniment to the (Carnatic) voice became prevalent in the [early] twentieth-century 

…. Without amplification, the volume of the voice was no longer adequate for audiences 

of more than a handful of people in the large, noisy spaces of Madras.”61 Not much later, 

during the push for independence from Britain, India, in her desire to be viewed as a 

modern nation, demanded her own “classical music,” or more accurately, a renewed 

classicization. 62 The violin, representing modernity and social refinement as defined by 

																																																								
59 I use the term “synthesis” to connote as a general “fusing,” rather than to evoke Everett’s official 
aforementioned classification term. 
60 First Edition Arts Channel, “T. M. Krishna: Raga Ravi Chandrika, 
https://www.youtube.com/watch?v=BIEzjDD3pvA 
61 Amanda Weidman, Singing the Classical, Voicing the Modern (2006), 34. 
62 Janaki Bakhle, Two Men and Music: Nationalism in the Making of an Indian 
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Western standards, and able to render Indian music as well, provided the perfect vehicle 

for the achievement of this goal.63 As Weidman posits, in serving as a heterophonic 

instrument to the voice (imitating in real time the musical phrases of the voice), the violin 

became a sort of “ventriloquizer” to the Carnatic voice. Its ventriloquizing allowed the 

“form” of Western classical music to represent the colonial encounter with the violin in 

South India rather than allowing the content and style of Western music to take over 

fully—as it did in the art music of many other nations.  It was not simply the adoption of 

the violin into Carnatic music that served as a buffer against colonial music, but also the 

dynamic of its various “experiments” with a Western idiom. Weidman argues: “It is due 

to the magic of the violin that Carnatic music is not weakened, but strengthened, by the 

colonial encounter; each experiment reenacts and fulfills Carnatic music’s stubborn 

insistence that it be considered on a par with Western classical music. If such a claim is 

the basis of the politics of classical music in South India, the violin is what makes it 

audible.”64  

These experiments include a duet between brothers Muthu and Mani, who set a 

kriti (a work), the Carnatic composer’s Thyagaraja’s “Naagamomu,” for violin and piano. 

Much the same way a Carnatic violinist would play in heterophony with the vocalist, 

Mani, on the piano, accompanies Muthu on the violin, following and echoing his musical 

utterances.65 Carnatic violinist Dwaram Venkataswamy Naidu’s duet with American 

pianist and composer Alan Hovhaness represented a similar experiment. These served as 
																																																																																																																																																																					
Classical Tradition (2005), 9. Regarding renwed-classicization, see “Katherine Schofield, “Reviving the 
Golden Age Again, “Classicization” of Hindustani Music, and the Mughals, Ethnomusicology, Vol. 54, No. 
3, (2010). 
63 While the violin served as a vehicle to support the development of a “classical music” in South India, 
movements to develop a “classical music” on a par with Western classical music also took place within 
Hindustani music. 
64 Weidman, 55.  
65 A recording of Muthu and Mani’s performance: https://www.youtube.com/watch?v=lG_WoU19j7E 
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examples of the Carnatic violin’s “ability to lead the piano, without being dominated by 

the harmonic law of Western music.”66 Kunnakudi Vaidyanathan’s Magic Violin album 

can be viewed as the Carnatic’s violin assertion of its ability to, according to Weidman, 

dominate Western music. In this album, Vaidyanathan’s ornate melodic Carnatic 

virtuosity is juxtaposed with lifeless computerized harmonies, representing the 

technologized West.67 It seems to assert that the organic, visceral energy and emotionality 

of Indian music will always outsmart the rationality and artifice of Western music.  

 While these “experiments” may admittedly have been just that—experiments born 

of a desire to be innovative with the newest available materials—the larger result of 

Indian classical music’s interaction with Western classical music is an undeniable barrier 

erected between the two arts that continues to this very day. While numerous “fusion” 

experiments continue to take place in India, many purists of Indian classical music see 

these experiments as lightweight rather than as capable of achieving the depth, brilliance, 

and spiritual uplift of shuddh (“pure”) Indian classical music.   

 

India’s “Conquest of the British Imagination”68 

While Indian music did not have the explicit impact on Western or British music 

as the latter did on the former, many British as well, contrary to general supposition, 

demonstrated an openness to Indian culture in a broad sense, particularly before the 

Sepoy Mutiny of 1857 that marked the beginning of the official rule of the British Raj. 

As Dalrymple writes, we witness an “Indian conquest of the British imagination.”69 I 

																																																								
66 Weidman, 52.  
67 Ibid., 54. 
68 William Dalyrmple, White Mughals (Penguin Books, 2002), Back cover. 
69 Dalyrmple, back cover.  
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would go a step further to say we witness a disproportionately Indian female conquest of 

the British imagination.  

In the Deccani region, White Mughals describes how many British in India “went 

native,” adopting local customs, dress, and even religion, some to extreme lengths, 

clearing the path for intermarriages between British men and Indian women up until the 

early nineteenth century. This set the stage for Dalrymple’s story: an intense love affair 

between British James Achilles Kirkpatrick, British resident at the court of the Nizam in 

Hyderabad, and Khair un-Nissa, the great niece of the Nizam’s prime minister. An even 

more remarkable story is that of Irishman “Hindoo Stuart.” Unlike his East India 

Company colleagues who broke into Muslim society, Charles Stuart went further and was 

able to work his way into the “exclusive and mysterious world of brahmanical 

Hinduism.”70 While there are numerous reports of a spirit of open-mindedness, with 

British soldiers participating in Hindu poojas (ceremonial worships) for good health and 

prosperity,71 Stuart presented a conundrum to his colleagues. While technically one 

cannot convert to Hinduism, he presented himself in his writings as a “convert” to 

Hinduism. He avoided beef, carried Hindu idols with him wherever he went, and bathed 

at the Kumbh Mela (a major Hindu pilgrimage site and festival). In his book, Vindication 

of the Hindoos (1809), he bore witness to his love of Hindu tradition—“as complete and 

Ample a system of Moral Allegry that the world has ever produced”—prompting his 

indignation towards the work of “obnoxious” Christian missionaries in India.   

 Curiously, of somewhat odd fascination to Stuart were Hindu women and their 

sense of dress. In a series of articles for the Calcutta Telegraph, he writes,  
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“The majority of Hindoo women are comparatively small, yet there is much voluptuousness of 

appearance;--a fullness (sic) of figure that delights the eye; a firmness that enchants the sense; a sleekness 

and purity of skin, an expression of countenance, a grace, and a modesty of demeanor, that renders them 

universally attractive…the new-mown hay is not sweeter that their breath…I have seen ladies of the 

Gentoo cast, so exquisitely formed, with limbs so divinely turned, and such expression in their eyes that 

you must acknowledge them not inferior to the most celebrated beauties of Europe. For my own part, I 

already begin to think the dazzling brightness of a copper colored face, infinitely preferable to the pallid 

and sickly hue of the European fair.” 

 

In another article he writes, perhaps conjuring an early example of the iconic Bollywood 

“wet sari scene,” 

 

“For the information of ladies recently arrived in this country, it may be necessary to state that the Hindoo 

female, modest as the rosebud, bathes completely dressed….and necessarily rises with wet drapery from 

the stream. Had I despotic power, our British fair ones should soon follow the example; being fully 

persuaded that it would eminently contribute to keep the bridal torch for ever in a blaze.”72 

 

 While the British conquest was tangible, geographical, and cultural, the Indian 

conquest was more ephemeral, seducing the British in its aura as a land rich in feminine 

sensuality.  

 Other prominent figures, while demonstrating a level of respect for India, also 

played into the feminization of the country. Arriving in Calcutta in 1783, William Jones 

served as barrister for the Supreme Court of Judicature at Fort William in Bengal. His 

passion, however, was philology. He gained a familiarity with 28 languages, with a 
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particularly strong interest and fluency in Persian. While serving in Bengal, he believed 

that Indians must be ruled by absolute power, but that absolute power must have its roots 

in the ancient law of Indians, not London’s decrees. Jones consulted the laws spelled out 

in the Sanskrit text“Maanavadharmashaastra” (Law Code of the Hindus), an 

authoritative code of legislation respected by both Hindus and Muslims, yet some time 

later he began to grow suspicious of the Hindu pandits knowledgeable in Sanskrit who 

would advise him before his rulings. Ironically, “it was as a judge, rather than a lover of 

Indian literature that Jones was thus inspired to learn Sanskrit.”73 Nevertheless, taking the 

trouble to find a pandit willing to teach him the sacred and guarded language, Jones 

enthusiastically and respectfully threw himself into learning. He studied within a 

designated room, floored with marble and washed daily with the waters of the sacred 

Ganges River. Though eventually developing a friendly rapport with the pandit 

Ramlocana, Jones was to “receive instruction on an empty stomach; but occasionally, 

when he humbly implored the pandit, he was allowed to take a cup of tea.”74  

 Within a year Jones was able to use his knowledge of Sanskrit to assist him in his 

court rulings. But what he would become most famous for, through his deep knowledge 

of multiple languages, was his discovery of the interconnectedness between Sanskrit, old 

Persian, Latin, and Ancient Greek—from which he proposed a mother-language, “Proto-

Indo-European,” from which they all emerged. This paradigm-shifting thesis, still studied 

today, linguistically unites a large portion of the world. Because of his assertions, “at a 

time when few Europeans expected—or desired—to find either refinement or family in 

India, this passage radically adjusted preconceptions of western cultural superiority, 
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introducing disconcerting notions of familial relationship between the rulers and their 

‘black’ subjects.”75 Though through a different approach, Jones sought to unite India and 

the West, much in the fashion of our proposed musical interculturality. Not only did he 

pursue interculturality in his discovery of linguistic connections, but also through his 

translations of Indian poems from Persian into English.76 In these pursuits, Franklin 

asserts that Jones upheld the pluralism and interculturality that had been a tradition in 

India for thousands of years.77 

 With his prodigious talent, Jones studied Indian music and presented an article On 

the Modes of the Hindoos (1784) to the Asiatic Society of Bengal (which he founded that 

very year). He strove for a balanced comparison between Indian and Western music, 

comparing, for example, Indian metrical modulations to the harmonic modulations of 

Western music. He took the commonly-held thesis that non-Western music is a simple 

“imitation” of the natural world, and hence less developed than the more rational and 

scientific music of Western peoples,78 and turned it on its head. Jones did not appear to 

subscribe to the Enlightenment paradigm (as we have seen in Mozart Violin Concerto 

No. 5) of evolutionary progress, from savage to barbaric, and from barbaric to civilized. 

He subscribed to a more Romantic paradigm; while there existed “two types of music: an 

inferior one in which music is an imitation of nature (hence lacking in purity and 

originality), and a superior one in which music is not an imitation of nature (hence pure 

and original),” Indian music, for Jones, qualified as the voice of nature herself, which 
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thus made her more superior.79 As Zor states, “he resists hierarchical and cultural 

predispositions, and seeks to relate and differentiate, to compare and contrast … in post-

Saidian terms, he escapes the Orient/Orientalist trap. He disorients Orientalism.”80 

 Yet two of Jones most famous works—the translation of the Sanskrit dramas 

Shakuntala in 1789 and Gita Govinda in 1792—may have nevertheless contributed to 

Orientalist tropes that linger to this day. Jones exhibited a love for the sensual, the 

beautiful, and the aesthetic. As Franklin notes: “… indulged rather than spoiled, his 

female upbringing developed his sensibility and throughout his childhood he relished 

female company.”81 Despite his profession as a barrister, his perhaps truer nature 

embodied a “sensuous Celticism” [being half-Welsh] and he savored luxury, though not 

without a tinge of guilt: “after all this visual luxury you will think me very sensual for 

even remembering the taste of the peaches and nectarines which we gathered in Sir R. 

Mostyn’s fruit garden and which were equal to the finest I ever tasted in England.”82  

This aesthetic orientation perhaps attracted him to the plays of Shakuntala and 

Gita Govinda, sensuous dramas considered scandalous by contemporary European 

standards. If Middle Eastern texts such as The Arabian Nights forged links between the 

exotic and the erotic, then the two Indian works served to link the erotic to the sacred, 
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and Europe became enraptured. Both works tell of two women (in the case of Gita 

Govinda, the Hindu Goddess, Radha), and their heart-wrenching love-affairs. Both works 

are filled with sophisticated allegory, and Jones’s translations work to portray this 

sophistication. Instead of bowdlerizing material too explicitly erotic for European taste, 

he displays profound cultural tact in his translations. With particular regard to 

Shakuntala, “… in balancing the secular and the divine, the intuitive and the imaginative, 

the natural and the artistic … the fifth-century playwright has effectively ‘romanticized’ 

Mahabharata83 materials and at the hands of an eighteenth century poet-translator, 

Shakuntala is ready to play its dramatic role in European Romanticism.”84 While Jones 

was an imperialist, his work from philology to translation serves as physical 

manifestation of a subconscious desire to forge cultural connections. Franklin writes 

further that:  

 

“Jones’s desire to find likeness in the East, amplified by his exposure to the Vedantic philosophy of 

Hinduism, was moving him towards a syncretic theological position that 

was annihilating the distance between Occidental and Oriental mysticisms.”85 

 

European scholars and the public alike were ensnared by Shakuntala and the Gita 

Govinda, and in their fascination with Sanskrit literature, representations of India in 

Western eyes took both an erotic and a spiritual turn. While Jones’s desire was for 

cultural convergence (acknowledged to a degree by his contemporaries) as spelled out by 

both Enlightenment paradigms and personal longings, ironically he also contributed to 
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the further feminizing and Othering of Indian culture. It is perhaps for this reason that 

Khilnani states: “William Jones would soon become the greatest Orientalist of his time. 

Some 200 years later, Edward Said would turn that word, ‘Orientalist,’ into a slur.”86  

 The connection between the Feminine and India continued in Calcutta with the 

creation of the Hindostannie Airs, composed around the time of Jones’s translations of 

the above works—and also, coincidentally, with his assistance. As Said writes,  

 

The difference between representations or the Orient before the last third of the eighteenth century and 

those after it (that is, those belonging to what I call modern Orientalism) is that the range of representation 

expanded enormously in the later period…after William Jones…Europe came to know the Orient more 

scientifically, to live in it with greater authority and discipline than ever before.”87  

 

In this nebulous period, just before the advent of Said’s Orientalism, we witness a 

complex mix of exoticist tendencies and perhaps true interculturalism. Jones’s work 

reflects this ambiguity, as do the Hindostannie Airs.  

 

The Hindustani Airs: Interculturality at Work? 

The first published collection of Hindustani Airs, the Oriental Miscellany for 

harpsichord, was published in 1789 by William Hamiliton Bird, a Calcutta-based 

musician who also maintained a presence at the court of Lucknow in Avadh. As Farrell 

writes, with the rise of this genre in the late eighteenth century, “for the first time Indian 
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music was written down in staff notation for performance on Western instruments.”88 

This compilation of Hindustani Airs seems to have been fueled by a “small group of 

[British] women reflecting the currently fashionable interest in anything oriental … [and] 

documents demonstrate clearly the seminal role of women in establishing the genre.”89 

While the role of women in the development and performance of this genre further 

speaks to the feminization of Indian music in the eyes of the West, the Hindustani Airs 

may be more than just examples of un-nuanced exoticist tendencies at work.  

The women in question are Margaret Fowke and Sophia Plowden, who were 

successful in compiling large collections of songs heard by European residents in India, 

many from the court of Lucknow, and also some from Sir William Jones himself. 

Requests for its copies “were nearly all made by, or on behalf of, women.”90 European 

women fueled a genre that in essence “tamed” the music of the “Oriental dancing girl” in 

the Indian royal courts, allowing European women to vicariously experience a brand of 

femininity otherwise inaccessible to them.   

 In the Introduction to the Miscellany, Bird writes: 

“The Compiler of the following airs heartily regrets the great insipidity which must attend the frequent 

repetition of the subject, and their want of variety; he fears the variations will poorly compensate.  

 

He has strictly adhered to the original compositions, though it has cost him great pains to bring them into 

any form as to TIME, which the music of Hindostan is extremely deficient in. The airs of Cashmere and 

Rohilcund are most perfect and regular; but even those, on their being sung, need the grace of a Chanam 

[famous performer], and the expression of a Dillfook [famous performer], to render them pleasing.  
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The greatest imperfection, however, in the music in every part of India, is the total want of 

accompaniments; a third or fifth [in the Miscellaney], are additions…and neither composers or performers 

have had an idea exceeding an octave.”91 

 

The slight annoyance at what he conceives to be the small thematic and registral scope of 

Indian music—its “wildness”—and the implication that even if we sense any order, the 

music is uninteresting without a talented performer, speaks to Said’s notion of 

Orientalism as “staging” the Orient for Western consumption. Indian music needs to be 

properly “revised” in order to make it palatable to Western ears. When speaking of 

Plowden’s particular collection (separate from that published by Bird), which he finds 

closer to the original Indian models than Bird’s, Farell writes:  

 

“Although most of the stepwise scalar structures of the majority of the songs give not hint of the Indian 

originals, and sound rather more like Scottish folk-songs, occasionally the scalar ambiguities of Indian 

music break through…however, the melodic contours of the piece show none of the patterns characteristic 

of Indian melody where certain notes may be omitted in ascending and descending patterns.”92  
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Figure 1.6 

 

This Rekhtah, (See Figure 1.6)93 for example, seems as if it could fit into the raag (Indian 

melody type explained in Chapter 2) Aasaavri, Jaunpuri, or Devgandhar, which 

essentially use tone materials belonging to the Western natural minor scale, though 

allowing for deviation—such as in the occasional use of sharp sevenths within lighter 

genres such as Rekhtah. They differ, however, in their characteristic phrases, emphasized 

notes, and omitted notes. Raag Jaunpuri, for example, omits the third scale degree of the 

raag (in this case the note F) on the ascent, and the third and sixth scale degree often 

oscillate, while the fifth scale degree serves as a resting point. Characteristic phrases such 
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as scale degree 2-7-6-5 (with a slide from 2 to 7) and other nuances of the raag do not 

seem to be observed.   

 Nevertheless, when Fowke sent some of the Hindostannie Airs to her father, she 

writes, “you may be assured they are exact.”94 And with convincing logic, Nicholas Cook 

asserts that Hindostannie Airs were not the typical Saidian Orientalist style of 

composition, but rather an echo of a more innocent time marked by genuine desire for 

cross-cultural experience. For the premiere of the Hindostannie Airs, all the attendees and 

performers were instructed to don Indian dress. Some of the attendees accompanied on 

Indian instruments, and the environment was one of an Indian-style concert.  

 

If so, what are we to make of this carnivalesque act of racial and musical cross-dressing? It would be easy 

enough to interpret it as a Saidian staging of the Orient, a exoticizing representation of Indian music as the 

West’s other, But it might also be seen as the Anglo-Indians themselves saw it, an act of imitation, and at 

the same time as a carnivalesque inversion that licensed for a few hours another form of desire inseparable 

from the colonial encounter: the desire to identify with the colonized, to ‘go native’.95 

 

Cook goes further to point out that European “Common-Style-Practice” (CPS) as 

embodied in the style of J.C. Bach and Hadyn is made incoherent in order to 

accommodate the phrase structure and general aesthetic of the Indian material. This lends 

further credence to his argument that the first generation of Hindostannie Airs were an 

example of, if not interculturality, cross-cultural curiosity and openness.96  
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An Exoticized India  

Subsequent work by later composers domesticated the Oriental Miscellany to an 

even greater extent, subsuming it into the CPS with indiscriminate orientalizing tropes.97 

In Edward Brigg’s edition of English popular songs, Twelve Hindoo Airs with English 

Worlds, Adopted to them by Mrs. Opie and Harmonized for One, Two and Three Voices, 

inspiration from the Oriental Miscellany is acknowledged, yet hardly any trace of the 

original melody exists, and most of the lyrics do not even allude to India. Within the one 

song that does reference India, “An Indostan Girl’s Song,” no attempt is made to 

incorporate Indian material. The association with Indian music and effeminate, light-

weight popular music in the West had long-lasting consequences, ultimately resulting in 

Indian music being “widely perceived as a type of folk-music, albeit a folk music with 

mystical connotations,”98 most particularly with the wave of raga-rock during the mid-

1960s.  

 As exoticist tropes were often reified in nature, the “Oriental dancing girl” as an 

embodiment of India extended to other Otherized cultures. In her writing on the opera 

Carmen, Susan McClary elaborates extensively on tropes of alterity that serve to cast the 

woman Carmen—the very embodiment of the Oriental dancing girl—as the dangerously 

seductive Other. Since Mozart’s alla-turca tropes and the eighteenth- and early 

nineteenth-century editions of Hindustani Airs, implementations of exoticism had 

become much more sophisticated, as can be heard throughout Bizet’s Carmen. By the 

late-nineteenth century, according to McClary:  
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“Dahlhaus identifies … the essence of exoticist tropes that could be found in “pentatonicism, the Dorian 

sixth and Mixolydian seventh, the raised second and augmented fourth, nononfuctional chromatic 

coloration, and finally bass drones, ostinatos, and pedal points as central axes. I would add a few more: 

colorful timbral effects (especially percussion), Phrygian seconds, simple formal designs, and insistent 

dance rhythms.”99  

 

The late nineteenth-century witnessed Orientalism at its height, the East as a static 

entity that could be fully grasped and understood within the walls of a European library. 

As Farell writes, “by the late-nineteenth century a standardized musical orientalism had 

been created, in which the cultural and musical distinction between Africa, Arabia, 

Indonesia and India blurred into one sensual colorful, fantastic representation of the 

East.” Rimsky-Korsakov, in the “Song of the Indian Guest” from his opera Sakdo, uses 

many of the same tropes used to describe Carmen’s Otherness, particularly the decorative 

chromaticism and bass ostinatos (See Figure 1.7)100 
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Figure 1.7 

 

Through use of musical devices that approximated Eastern musical cultures, a 

vague evocation could be achieved, and vagueness was deemed sufficient. Even into the 

early-twentieth century, when writing his Evocations (a sort of sonic travel memoir of his 

time in India), French composer Albert Roussel elaborated on his inspirations to critic 

Georges Jean-Aubry: “This will not be Far-Eastern music, but simply the sensations I felt 

over there translated into our ordinary musical language.”101 He seems to have heeded 

d’Indy’s advice: 
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So write your Hindu symphony without thinking about this or that, nor even about including too much local 

color; believe me, a simple indication (like the discreet trumpets in the Agnus of the Mass in D) is perfectly 

sufficient to put us in the mood, even better than a sound photograph of “national noises.” . . . Look then at 

your India much more for the impressions it made on the man named Albert Roussel—impressions that, 

taken together, are a lot more European than Hindu—instead of for the orchestral imitation you might make 

of observed sounds; this procedure in art, inferior as it is, is becoming so commonplace that a mind such as 

yours could never be satisfied with it.102 

This last advice of d’Indy’s seems to indicate an overly heightened Self 

awareness. When engaging the “mood” of the Other, a genuine conversation was 

unnecessary; there was no need to bother one’s brain with “this or that.” It was more 

about the European need for escape into an unrestricted sensuality, otherwise culturally 

denied. It was about “the man named Albert Roussel.” It said more about the need for the 

Self than it did about the nature of the Other. This need of the Self, although (as d’ Indy 

writes) “inferior,” nevertheless stands.  

 

An “Unwholesome” Spiritualization  

 Roussel’s writing of Evocations, and his researches into Indian music, was largely 

inspired by the French Scholist movement’s search for music that could be emblematic of 

the French race. The Scholist movement sparked a renewal of interest in the chansons 

populaires (French folk songs) of the French provinces, and links were forged between 

the modes of the chansons and the Greek and old church modes; composers actually used 
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the chansons as inspiration for their work. Scholists believed that listening to music 

inspired by the chansons was “good, healthy nourishment,” and could ultimately provide 

“spiritual transformation.”103  

To the chagrin of the Scholists, Eastern music and the “very virile” and “so 

masculine”104 chansons populaires were often lumped together in music scholarship. 

Both this categorization and the chagrin it generated are indicative of the larger lens 

through which many Eastern musics were seen. They were not only feminized but 

imbued with a brand of spiritualization that developed more to fill psychological voids in 

the collective culture rather than as a result of what was truly heard in the foreign music. 

In the case of India, spiritualization played a particularly strong role.  

This mix of this feminization and spiritualization arises with particular potence in 

the European fascination with the bayadères—the French term for the devadasis, the 

temple dancers of South India. Thirteenth-century Venetian traveller Marco Polo seems 

to have been the first to describe their dance and role in society—after which describing 

them in travel accounts became commonplace. Earlier accounts are more observational 

and neutral, but in the early seventeenth-century, these accounts become judgmental and 

condemnatory, labeling them as “temple whores” in the belief that these women led 

licentious, promiscuous lives. As Bor writes:  

 

Although some Europeans realized that devadasis were experts in singing and dancing, they could 

not (or refused to) understand that these temple servants sang devotional songs of an erotic nature, and that 
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due to their marriage to the god they were ‘auspicious’ women. It was this very blend of eroticism and 

devotional worship that shocked the missionaries.105 

 

The shockwaves produced by India’s seemingly different notions of the Feminine 

began to wash into European art in eighteenth- and nineteenth-century plays, operas, and 

ballets, particularly in France. Since the 1830s, inspired by the “Oriental” works of Victor 

Hugo, the French had developed a lively enthusiasm for all things Eastern. Around this 

time the William Jones’s original English translation of Shakuntala was translated into 

French, and French dancer Mlle. Taglioni shot to fame in her role as a bayadères in the 

opera-ballet Le Dieu et la bayadères, in which she was called to imitate the movements 

of the devadasis. Taglioni’s performance sparked further fascination with these 

mysterious, exotic Indian dancers, and in 1838 a troupe of devadasi dancers from India 

made their debuts in France, and later in England. Yet:  

 

the public had become so accustomed to the fictitious bayadères that they were unable to comprehend the 

genuine devadasis; only artists could appreciate their beauty and perfection. Clearly, it was not the real 

Orient that appealed to audiences in nineteenth-century Europe but an imaginary Orient: a world composed 

of sylphs, nymphs, shades and other supernatural beings. In this illusionary world Marie Taglioni, Fanny 

Elssler and other well-known ballerinas and opera singers flourished in their roles of temple priestesses, 

slave girls and harem women.106 

 

These European experiences of the Orient, both genuine and fictionalized, contributed to 

both the further feminization and spiritualization of India. This helps explain the frequent 
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description around the turn of the twentieth century of all of Indian music being a 

diminutive “folk” music.  

 

Paternalism 

A particularly prominent character in the “exploration” of these non-Western “folk 

musics” was Australian pianist and composer Percy Grainger (1882-1961), whose proto-

ethnomusicological research often equated European folk songs with non-Western music. 

Born outside of the British Empire, he never saw himself as belonging to the culture of 

the “masculine Christian empire builders.”107 Grainger embraced the romantic notion of 

“primitivism,” and an “earthy spirituality,” expressing disdain for the over-

industrialization towards which the imperialist world was heading. Ironically, it was the 

very existence of empire that enabled him to rise above the landscape and “taste the 

smorgasbord” of non-Western music, escaping “the embrace of Western civilized places 

and values.”108 Grainger enthusiastically collected and transcribed British and Danish 

folk songs, along with non-Western music. Late in his career he set out to “map all the 

world’s folk music,”109 in the process creating bizarre racial hierarchies stemming from 

the qualities he heard in various non-Western musics, often with pro-Nazi undertones. 

His views were often highly contradictory. He wrote that Nordic music was “more 

scientific, more highly complicated and organized, more restrained, more tender and 

tolerant than any other known music and civilization.”110 In his perusal of Indian music, 
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however, he is full of effusive praise, though “using the other as a site for self-criticism is 

a typical Orientalist tactic.”111 In hearing a concert of Indian folk-songs by violinist Maud 

MacCarthy (to be elaborated upon further below), Grainger writes:  

“Here is a consummate artist rendering consummate music—and “absolute” music. Here are delicacies and 

refinements of vocal technic utterly undreamt of by European art-singers, though not equally unknown to 

European folk-singers. Our art-singers should go and listen. Our composers will hardly need telling. Those 

of us who love subtle harmonic effects find them in plenty in the blend of her wondrously controlled voice 

with the vibrant buzzing drone of the “tambura” [tanpura: Indian lute], the indescribably satisfying native 

plucked instrument with which she accompanies her Indian “professional” songs. Those of us who are 

especially responsive to the fragrant freshness of unaccompanied unison are ravished by her Kashmiri 

folksongs. How can it be that such pure and irresistible artistic delights as these have been withheld from us 

for so long? Perhaps the difficulties and limitations of musical notations and the lack of familiarity with 

them on the part of our travelling classes is accountable for much of our amazing ignorance of exotic 

musics, and apathy towards them.”112  

 

This paternalistic enthusiasm for “exotic musics,” particularly Indian music, was 

common among the British. Even earnest and well-meaning individuals were not 

immune, chronicled in the Fox-Strangeways quote that begins this chapter. Fox-

Strangeways’ colleagues, composer John Foulds and his wife, violinist/proto-

ethnomusicologist Maud McCarthy, resided in India for many years and shared many of 

these views.  

 Inclined towards spirituality from a young age, Foulds became a member of the 

Theosophical Society, one of whose tenets was the pursuit of a worldwide religiosity that 
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would unify humanity, one that rose above race, creed, color, caste, or sex. Adopting the 

Pythagorean concept of “Music of the Spheres,” he stated that:  

 

“We incline to forget that music is a force in Nature as is Light, or Heat, or Electricity, and like these great 

natural forces, real music has nothing essentially national about it at all.”113 

 

His music was criticized as being “too humanist, rather than muscular Christian and 

patriotic,”114 and he was marginalized in Britain. In his quest to strengthen the bonds 

between countries, he explored many types of music, from Celtic, Ancient Greek, jazz, 

and “nature music”—even music that was heard clairaudiently.115 Similar to William 

Jones, Foulds’s fascination with India and Indian music had more to do with the nebulous 

ancient than the real and modern. He was inspired by the Theosophical view of a 

European lineage, and he believed that Indian music was not only the source of the Aryan 

race and language, but also of its music. India, in its identity as the cradle of the modern 

Aryan, took on a further spiritualization and served as a vehicle to fulfill Fould’s desire 

for a more “international” music.116  

 

He propagated a “world-wide emotional-mental solidarity” in the making of a progressive music for the 

future, which included an appropriation of Indian music. Indubitably, his Theosophical “spirituality” and 

internationalism, as well as his appropriation of modernist musical techniques such as quarter-tones, 

glossolalia (open vowel sounds conveying mystical ecstasy), and,…Indian-inspired modes, made him an 

unorthodox British composer.117 
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Foulds composed numerous pieces inspired by MacCarthy’s researches on Indian music, 

though often they were not well-received. Facing financial difficulties in Europe, Foulds 

and MacCarthy set sail for India to continue their quest. In 1936, Foulds became head of 

All-India Radio in Delhi, now moving beyond the mere “appropriation” of Indian music. 

He formed the “Indo-European Orchestra,” consisting entirely of Indian instrumentalists 

who played his compositions in a Western-style large ensemble with harmony and 

notated parts (see Figure 1.8).118  

Figure 1.8 

 

 

John Foulds (right, taanpoora), and Mr. Ramchandra 

(saraswati vina) and    
musicians holding sarod, dilruba, sitar, bansuri, and 

sarangi.  

 

 

 

Both MacCarthy and Foulds held distinct views on harmonization and notation.	

MacCarthy is quoted in the Sunday Statesman as warning that “notation kills Indian  

music.”119 In an essay in which she seeks to convince the British public that Indian music 

is indeed worthy of study, she writes: “most Indian melodies have hitherto been mutilated 

in our notation.”120 And Foulds admits that “if there is anything to be said for translations 

of Hafiz, Omar Khayyam, Kalidasa and so on, into western languages, surely exactly the 
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same arguments apply to this music.”121 Nevertheless, both acknowledged the necessity 

of both harmonization and notation for the fulfillment of their dream of “merging” the 

East and the West through music. Foulds acknowledged the crude ways in which 

“Mozart, Beethoven, Cherubini, and so on,”122 portrayed and appropriated “Turkish 

Music,” and wished to move beyond that. In a letter to colleague and friend Walter 

Kaufmann (composer to be studied in Chapter 3), Foulds writes:  

“It is a different matter nowadays when the impact of Western music upon India is having tremendous 

invigorating effect upon Indian musicians…the desire that it fosters in them for orchestras and for 

instrumental music without voices, and for harmony, seems to me to be inescapable. In my activities along 

this line I have two objects. (i) to show them if I can they may harmonize their ragas partly by the true 

inherent ragaic harmonies (not paster the crudest 18th-century Sunday School European harmonies over the 

extremely subtle Indian Ragaic melodies, as our dear friend is doing over the Radio from Madras: - and 

Bake is I fear not quite free from this infection): and (ii) how an Indian orchestra can be built up out of 

purely indigenous instruments.”123 

In order for this new harmonization to occur, and for Indian music to be spread and 

studied all over the world, Foulds, and Kaufmann as well, advocated for notation. 

Kaufmann states:  

 

Music is an art which embraces the whole world and India represents a most lovely flower in the musical 

garden of this world. Let your masterworks be known not only here but in all other corners of this planet – 

India’s great musicians deserve not only the appreciation of their countymen, but the love and admiration 

of the whole civilized mankind.124 
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Both Foulds and Kaufmann wished to safeguard the “purity” of Indian music, 

endeavoring to preserve its feminine delicacy, to protect this “most lovely flower” from 

uniformed or crude foreign influence. They opposed the influence of the harmonium on 

Indian music, particularly North Indian music (others expressed dismay at the adoption of 

the violin in South India),125 and Foulds was instrumental in banning the use of the 

harmonium on All-India Radio.126 

As may be inferred, contradictions abound in Fould’s and potentially Kaufmann’s 

attitudes towards Indian music. Van der Linden writes: 

 

Of course, Foulds’s adherence to “authenticity” in Indian music was inconsistent with the performances of 

his Indo-European orchestra on the radio or, for example, on March 28, 1938, at the Regal Theatre in New 

Delhi before a large audience, which included the viceroy. Also his teaching of ensemble playing and staff 

notation to Indians was paternalistic in the sense that he wanted to transform them, as it were, into Western 

musicians. He had a great willingness to learn from Indian musicians but simultaneously believed that 

Indian music was in need of Western music. As he made clear during one of the 12 radio talks entitled 

“Orpheus Abroad,” which he gave on AIR between March and May 1937: on the one hand, Western 

musicians could learn from Indian music “lessons of melodic purity and “if it was to develop rather than 

ossify or merely be corrupted, could capitalize upon its melodic riches by learning the Western arts of 

polyphony and ensemble playing.” In making this statement, then, for Foulds, Western music with its idea 

of (harmonic) development was the ultimate reference point.”127 

 

As opposed to his own efforts to merge Indian and Western music through the Indo-

European Orchestra, Foulds did not seem to think highly of Indian musicians’ efforts to 
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	 53	

achieve a synthesis of Indian and Western music. He saw them as “plastering Occidental 

harmonies, jazz rhythms, and mongrel orchestrations upon a basis of their own beautiful 

melodic, subtly rhythmic and exotic instrumental art.”128  

 Broadly speaking, Foulds and Kaufmann respected Indian music, yet only in the 

same way that a man might appreciate a woman within the bounds of a heavily 

patriarchal society. Appreciation and admiration were mixed with condescension. In 

assuming the superior position, they felt they had the right, even the duty, to guide Indian 

music in the right direction, steering her away from any corruption or harm. In so doing, 

they assumed the responsibility for deciding which parts of Indian music were worthy of 

presentation to the world at large. They would choose which of the finest “jewels” to 

“mine” from that tradition to fuse with and renew its Western counterpart.   

 

Commodification of Indian Music 

As stated by Tansuğ in his work on Beethoven’s use of authentic Turkish music, 

in “mining the region” for its jewels, Foulds played directly into the notion of Western 

music as an “international art music.”  “International art music” equals “Western art 

music,” and the wording of the former implies both superiority and more sophistication 

than any other world “art music.” It implies that “international art music,” in its “risen” 

state, can subsume musics of the Other below it, treating these musics as repositories for 

Western musical “novelities” and  “innovations.” Everett and Lau argue that 

composition, performance, and musicological analysis through this Exoticist lens 

continues to flourish in modern times, co-opting similar colonial qualities of “mining of 
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region” for its resources (musical rather than material). Particularly in the area of Western 

popular music and musical theater, music of the Other has become a commodity to be 

“bought” and implemented whenever a composer feels so inclined. This result is 

inevitable in a capitalist culture emerging from the age of empire.129  

 

 “Since the postwar era, such connotations and techniques associated with musical exoticism have not 

eroded, rather their influences have been further diffused by the emergence of new genres of cross-cultural 

fusion. Michael Tenzer comments on the stylistic pluralism of cross-cultural exchange in the last quarter of 

the twentieth century as follows: “anything can be found, from the borrowing of a scale or sonority to the 

wholesale appropriation of instrumentations of compositional genres…new genres of exoticism have 

emerged and come to coexist visa-vis the old. As we usher in the twenty-first century, the popularity of 

late-nineteenth century works that exoticize Asian cultures, such as Gilbert and Sullivan’s Mikado (1885) 

or Puccini’s Madama Butterfly (1904) and Turandot (1926) has not waned as such works have become 

staples of the operatic canon. Orientalist themes of miscegenation, racial stereotypes, and power inequity 

continue to be showcased in new works for Broadway theaters, for instance, Stephen Sondheim’s Pacific 

Overture, Claud Michel Schoenberg’s Miss Saigon (1990), and so forth.”130  

 

The commodification of Indian classical music has its roots in the Exoticist era of 

the late 19th-century and early 20th-century. In Roussel’s Evocations, touched upon 

above, Pasler finds specific instances of “Indian influence, even engagement with Indian 

music.”131 His work demonstrates a sensitivity to Indian timbres, ornamentations such as 

gamaka, and Indian improvisation. He even incorporates part of an actual fakir melody 

into the third movement. Yet, as Pasler writes of both Roussel and his compatriot Delage: 
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“Despite their different perspectives, Roussel and Delage found in their attempts to reproduce Indian 

culture a means of expanding the territory over which they could demonstrate their compositional control. 

Neither created Orientalist works about their “positional superiority”… in part because, for them, race was 

a positive attribute of a people, a key to understanding them. Still, through their integration of Western and 

Eastern materials—Roussel to effect spiritual transformation and argue for a certain kind of French music, 

Delage to introduce new musical sounds and participate in the international modernist movement—both 

nonetheless had Orientalist aims couched within personal hopes. Both wished to escape the constraints of 

their times through an exotic Other, appeal through something universal, and in doing so make a name for 

themselves.”132 

 

If we were to listen to Roussel’s Evocations and Delage’s Quatre poemes hindous 

(1913) and Ragamalika (1922), our immediate response might be one of appreciation; the 

composers sought to study Indian music and evoke it an informed way. But as Pasler 

points out, while both expressed appreciation for Indian music, that appreciation was 

adulterated by personal agendas emerging out of a larger Orientalist agenda of Self- 

assertion (Self vs. Other) and Self-expression. Both hoped to fuel movements back at 

home—specifically Roussel’s participation in a national movement dedicated to the new 

“Frenchness” in music, and Delage’s participation in the international modernist 

movement. In so doing, both mined Indian music for new ideas and saw Indian music in 

their own particular ways.  

For Roussel, Indian music was a “spiritual music” that could nourish the French 

quest for a national music. For Delage, Indian music was more explicitly a valuable 

resource rather than the “catalyst for visions and feelings”133 that it was for Roussel. 

Delage expressed admiration for, and perhaps even envy toward, Indian musicians and 
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exhibited a level of paternalistic care toward this resource.  Taking after his industrialist 

father, Delage saw success as “based on understanding the value of these resources, 

particularly their use-value in the West.”134 These more grandiose agendas concealed a 

more naked personal agenda: to differentiate their careers from those of other French 

composers. In short, Indian music was to be used for furthering one’s own ambitions.  

 

This “usery” of the Other continues to the present, yet now explicitly for 

monetary profit.  Many popular artists have passed through their “Eastern,” often Indian, 

phases. The Beatles, the Rolling Stones, and many other pop groups began experimenting 

with raga rock, creating singular and profitable public images for themselves through the 

adoption of a new “spiritual vibe.”135 The wider result has been anger and resentment on 

the part of many Indian musicians. Sitarist Ravi Shankar’s reaction towards a Western 

concert tour is particularly telling: 

 

I found many young people who were ‘high’; sitting in the front rows of the hall…carrying on indecently 

with their girlfriends and boyfriends. Their conduct disgusted me, for too many people in a dazed stupor 

send out bad vibrations that are extremely upsetting. 

 

An even more pointed reaction can be found towards the billing of one of his concerts as 

“Take a peek at the primitive folk sounds of India.” His retort was “I do not play folk or 

primitive songs. This is classical music.”136  

 

																																																								
134 Ibid., 109.  
135 Long after the “Indian fad” had faded in the rest of the pop world, the Beatles, particularly George 
Harrison, continued their involvement in Indian music, suggesting that, for them, Indian music was more 
than a passing phase. This was not the norm. 
136 Gerry Farell, Indian Music in the West (Oxford Univesity Press, 1997), 175. 
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Western music in post-colonial times has begun to promote an idea of 

“multiculturalism.” Taylor comments: “now the Other could be considered less of a 

threat but just as profitable as ever, perhaps more so under rubrics of, for example, 

‘collaboration’ that permit nonwestern musicians to be on the same stage as western stars, 

though not nearly as well paid.”137 The era of explicit inequality may be over, but the 

power struggle between the West and non-West persists in more subtle ways.  

 

India’s Reaction  

I have already touched upon some aspects of the Indian receptiveness to Western 

classical music, particularly the violin in South India. Eventually its role came to be seen 

as a “shock absorber” to Western influence; by adopting the violin, India could transfer 

the prestige of the Western violin into Indian music while creating a music that was 

genuinely “classical” on Indian terms. This in turn fostered the idea of nationhood that 

many Indians so fervently sought.138  

While many Indians embraced aspects of Western music, it was often done as an 

effort to preserve the dignity of Indian music, and in essence, India. As Farell writes:  

that the nationalists should fight the British on their own ground, and try to match their music with a Hindu 

version based on scientific and rational principles, exemplifies one reaction of the colonized to the 

colonizer—the acceptance of a struggle, the parameters which are always defined by the ruler.”139  

 

Like Foulds’ contradictory and confused comparisons between Indian and 

Western music, the same fate befell Indian musicians who grappled with the same 
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reconciliation. S. M. Tagore, a Bengali aristocrat educated in both Western and Indian 

music, along with Sanskrit, Bengali, and English, was both a Hindu nationalist and a 

loyalist to the British crown. He sought to restore the glory of Indian music by delving 

into Sanskrit texts and reviving ancient Indian musical practices—practices based on 

scientific and rational principles that could be viewed as on a par with modern Western 

principles. To further that goal, in 1875 he penned an odd and obsequious book called the 

Victoria-Gitika or Sanskrit Verses Celebrating the Deeds and the Virtues of her Gracious 

Majesty the Queen Victoria. The book uses both Bengali and Western staff notation, 

along with both Sanskrit and English verses that praise Queen Victoria in a Vedic style 

reserved for Hindu deities. Tagore endeavored to “impart to Englishmen an insight into 

the nature of our Rags and Raginis.”140 As may be supposed, the Victoria Gitika is a 

wide-ranging and confusing blend of various languages and theories that served in part to 

beat Englishmen at their own game; it was a “masterpiece of double-talk.”141  

 While conflicting and confusing views abound, many Indians simply had little 

regard for Western music. In a speech to Bombay University, Kaufmann states: “some of 

my Indian friends say that Western music makes no sense—it is just a terrible lot of 

noise.”142 And Foulds in a 1937 All-India Radio Broadcast told viewers that “‘average 

Indian lovers of Indian music’ heard European orchestral and choral music as a ‘jumble 

of discords and meaningless sounds … it is best to recognize this mutual lack of 

appreciation.’”143  
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This mutual lack of understanding, I believe, still continues today amongst 

Western and Indian classical musicians. While Western aesthetics are widely known in 

India, they are found in genres considered to be lighter or popular, such as Bollywood 

film music and “crossover” classical. Even compositions by Indian classical composers 

that integrate Western aesthetics, such as the Nottuswara mentioned above, are 

considered lighter fare in Carnatic concerts.144 

 

The 21st-Century  

The 21st-century has not witnessed a sudden enlightenment in which the past has 

been set aside and new modes of interculturalism suddenly adopted. The line between 

exoticism and interculturalism is not easily discernible—and perhaps never was. Is it 

enough for a Western musician to study a foreign music for even a set period and decide 

to compose and perform with those materials for a certain period in his/her career? Is this 

interculturalism or still a sort of “mining operation”? Even for Western musicians of an 

ethnic background, who are born “brokers” of more than one musical idiom, are they not 

engaging in the same “mining the region,” even on a subconscious level? Are they not 

employing  “ethnic” music to distinguish their work, performed for largely Western or 

Western-oriented audiences? There are no easy answers.  

I close this Section by reiterating in condensed form the questions posed in the 

Introduction. 

 

																																																								
144 A performance by T. M. Krishna of Nottuswaram, “Vande Meenakshi Twam”: 
https://www.youtube.com/watch?v=WJh305C0kAc 
Carnatic notation of the performance (please see number 18): 
http://www.ibiblio.org/guruguha/md_nottu_notation.pdf 
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1. Can Indian classical music be truly cleansed of its Orientalized imagery in the 

West and viewed by Western musicians as on a level with Western classical 

music? Can works of exoticism be easily differentiated from works that result 

from intercultural processes? And, if exoticist practices can be wiped away, is 

interculturality attainable even then? Is such a sophisticated synthesis of disparate 

cultures, consciously sought after by a composer, rather than organically 

developed over generations of multicultural musical interactions, possible within 

a work of music?  

2. Can Indian classical music pull down the defenses surrounding a rigid, imposed 

aesthetic history and allow for Western classical music to synthesize with it in a 

genuinely intercultural fashion?  

3. With regard to Indian classical music, itself a product of layers of interculturality, 

what exactly are its aesthetics?  
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  SECTION II 

Fundamentals of Indian Classical Music and Two   

Intercultural Works 

 

              Chapter 2:  

   Fundamentals of Indian Classical Music 

  

Now that we have unraveled some of the subtleties, contradictions, and challenges 

surrounding interculturality between Western and Indian art music, Section II focuses on 

two works for Western violin that can be said to represent different stages in Everett’s 

provisional definition of interculturality. In order to grasp more thoroughly the 

intercultural approaches in these works, a basic understanding of Indian classical music is 

essential. The essential sketch of Indian classical music presented in this chapter will 

directly assist in understanding both works.  

 Although modern Indian classical music divides into two traditions, Carnatic 

classical music in South India, and Hindustani classical music in North India, music on 

the subcontinent was more integrated until around the 14th or 15th century, during the 

period of the Delhi Sultanate in North India. This was the time at which time Hindustani 

and Carnatic systems slowly began to manifest as separate styles.145 Carnatic music is 
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often considered to be steeped in Hindu Vedic influence, while Hindustani music retains 

the Hindu tradition blended with a mix of Persian musical influence from northern rulers. 

This commonly-held view, however, often takes on political undertones, is simplistic, 

and is in need of further critical review. 146 Like many traditions existing in close 

proximity to one another, opinions flutter and swirl amongst Indian musicians regarding 

the superiority of one tradition over another. While an older source, Kaufmann (whose 

work we will explore shortly) captures some of the stereotyping still present between 

North and South Indian classical musicians:   

In informal conversations with northern musicians about the art music of the South, occasional 

remarks can be heard that imply that at present the music of the South shows a remarkable lack of the 

subtleties which when seen from a northern point of view are essential for the formation and character of 

the majority of ragas. Southern musicians, when involved in similar conversations, maintain that their own 

music is older than that of the North, that it was less exposed to foreign influences, that, therefore, it is less 

distorted and that its system of 72 mēlas [South Indian organizational system for raaga] is better organized 

than corresponding features of the North. They would add that in contrast to northern habits, where the 

names of composers are almost never mentioned because the performer himself usually is his own 

composer in his improvisations, southern musicians show greater respect toward individual composers and 

often mention their names and the titles of celebrated songs.147 

 

While extensive differences do indeed exist between the two styles (best grasped through 

listening rather than written explanations), development within a common geographic 

region does guarantee certain fundamental similarities. Below I present certain aspects of 
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Indian classical music and, where appropriate, describe similarities and differences 

between North and South Indian classical music.  

 

Raaga 

 While a foundational dimension of Indian classical music, the concept of raaga is 

notoriously difficult to describe. Bor writes, “virtually every writer on Indian music has 

struggled with this fundamental questions and usually begins by explaining what it is 

not.” As chant specialist Harold S. Powers puts it, ‘A raaga is not a tune, nor is it a 

‘modal’ scale, but rather a continuum within scale and tune as its extremes.’”148 While 

the West often equates raaga with mode, raaga is both more specific and more multi-

faceted than any skeletal set of tonal relationships. It is also less pre-determined than any 

pre-composed melody.149 If we view raaga as analogous to a human being, the tonal 

material (equivalent to the Western mode) forms the skeletal structure, while other 

aspects of the raaga “flesh out” that structure to give each raaga its distinct identity, its 

personality, even its aura. Two human beings with identical bone structures may be 

“fleshed out” differently; two raagas may share the same tone material (mode) yet, 

because of other characteristics,150 have very distinct sonic manifestations.   

And what are these characteristics? While any stab is inevitably reductionist, 

these characteristics may range from (1) identical ascending motion and differing 

descending motion (or visa versa) through omission or addition of certain tones; (2) 

differing styles of ornamentation on the same tones; (3) unique identifying melodic 
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phrases and cadences. An example in Carnatic music would be raagas 

Maayamaavalagowla and Saaveri.151 The tone collection of Maayamaavalagowla is 

equivalent to the Western Ionian mode (major scale) except for flat second and sixth 

scale degrees, both in the ascending and descending scale; Saaveri shares the same tone 

material but omits the third and seventh scale degrees on an ascent while allowing for all 

seven notes on a descent.152  

By contrast, Maayamaavalagowla tends to emphasize the third and seventh scale 

degrees via gamaka (a particular type of oscillation in South Indian music), while also 

exhibiting characteristic melodic patterns of scale degrees 5-4-3-4-5 and 4-3-2-1-7-1. 

Saaveri exhibits characteristic phrases of scale degree 1-2-4-3 and 1-7-1 with the third 

and seventh scale degrees leaning flat in relation to Western equal temperament.  

 In the Hindustani tradition, an example of two raagas with identical pitch 

material are Bihaag and Maaru Bihaag.153 The mode of the raagas is equivalent to the 

Western Ionian mode with the addition of a sharp fourth. Bihaag, however, showcases 

the sharp fourth in a subtle, oblique manner, while in Maaru Bihaag the sharp fourth 

receives more prominence.  

 Even the most inspired words fall short of conveying the essence of raaga. That 

said, repeated listenings to numerous interpretations of raaga remain more essential than 

ever—especially for cultivation of the ability to differentiate one raaga from another, 

thereby relishing each even more.  

 

																																																								
151 Understanding differences between raagas is best grasped through listening rather than reading. 
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Rasa and Raaga-Bhaava 

In both Hindustani and Carnatic music, when a raaga is rendered by a gifted artist, it is 

said to elicit a particular rasa (Sanskrit for essence or nectar) in the listener. First 

described in the Natyashaastra, written between 200 BCE and 200 CE, rasa was first 

used within the realm of theater, but today rasa is often used in reference to raaga and 

known as raaga-bhaava in this context. Today nine rasas are dominant; most raagas 

have clearly defined rasas, which imbue the mental atmosphere with a certain mood. 

While rasa ranges from romantic love to terror, tenth-century mystic and philosopher 

Abhinavgupta wrote that all “rasas are dominated by pleasure ... for the essence of the 

light … consisting of the gustation of our own consciousness, is delight … therefore all 

rasas are pleasurable.” In the view of Abhinavgupta, the deep experience of any rasa is 

akin to spiritual ecstasy. While Orientalist thought has excessively associated Indian 

classical music with spirituality, denying the connection to the pursuit of a higher, more 

refined consciousness would be a mistake. 

  

Taala 

Taala refers to the metrical structures of Indian classical music. Whereas Western 

meter during the common-practice period (ca. 1700-1900) is often described as linear, 

Indian meter may be heard as cyclical in nature. Western meter delineates time in beats 

per measure, with measures repeated ad infinitum from the beginning to the end of the 

work. Indian music, however, can be understood as presenting an aavartana (Sanskrit for 

“rotation”) or “metrical-cycle,” presenting a larger metrical pattern that, once completed, 

then repeats. Conventional Western meter is, of course, cyclical on the level of bars that, 
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once completed, repeat until the end of the work. What distinguishes Indian meters is that 

each “segment” of the cycle often consists of different numbers of maatras, or beats. A 

cycle, then, consists of several segments of varying lengths that then repeat continuously. 

The “segmented” Indian cycles can be lengthy and include odd numbers of beats (i.e. 

29!) or fractional numbers (i.e. 10.5, 11.5).154 Becoming aware of these metrical nuances, 

one may be inclined to see Indian classical music as more rhythmically complex than 

Western classical music, and indeed this has become a common trope. Martin Clayton, 

however, cautions against this.155 

 A representative example of a metrical cycle in Carnatic music, Sankeerna Jaati 

Dhruva Taala, consists of 29 beats, the segmented cycle consisting of:  

9 beats – 2 beats – 9 beats – 9 beats  

Another cycle, Khanda-jati Ata taala (commonly known as Ata taala), consists of:  

4 beats – 4 beats – 2 beats – 2 beats  

Because of the sheer length of many cycles, listeners and performers alike may lose track 

of “their count” in a concert, particularly in extremely slow tempos at the beginning of a 

performance. These heavily improvisatory areas compound the issue when the rhythmic 

instrumentalist decides to add additional (and, to Western ears, bewildering) 

ornamentations between beats. Adding to the risk of losing one’s place in such music are 

the absence of “strong” and “weak” beats. While Hindustani musicians often equate taali 

and khaali with strong and weak, the natural stresses of many drum patterns rarely 

																																																								
154 For an example of a long, complex metrical cycle, see 
https://www.youtube.com/watch?v=F3OeUd41lHA&t=187s 
155 Martin Clayton, Time in Indian Music: Rhythm, Metre, and Form in North Indian Raag Performance, 
(Oxford University Press), 2008), 6. 
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correspond to the fixed taali and khaali of a taala.156 Additionally, melodic phrases have 

their own natural stresses, resulting in music less dependent on the strong and weak beats 

common to Western meter.  

 The taalas of Hindustani music, while complex, are slightly less elaborate than 

those in Carnatic music. Common taalas of Hindustani music are:157  

teentaal – (or treetal): 4+4+4+4  

dadra – six counts: 3+3  

rupak – seven counts: 3+2+2  

kaharva – eight counts: 4+4  

jhaptal ten counts: 2+3+2+3  

ektal and chautal – twelve counts: 2+2+2+2+2+2  

dhamar – fourteen counts: 5+2+3+4  

dipchandi – fourteen counts: 3+4+3+4     

 

Genres    

 An adequate description of genre in Indian music could fill several volumes. My 

account here provides only a foretaste, and primarily as it pertains to the works under 

later consideration.  

Carnatic music: 

Raagam-Taanam-Pallavi (RTP): This is considered the most prestigious genre of 

Carnatic music, showcasing to the fullest extent the improvisational abilities of the artist.  

																																																								
156 Bruno Nettl, Ruth M. Stone, James Porter, and Timothy Rice, The Garland Encyclopedia of World 
Music: South Asia: The Indian Subcontinent, (Routledge, 1998), 138-139.  
 
157 Taken from The Raga Guide, 7.  
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It opens with an unmetered, improvisatory (aalaap) Raagam section that explores and 

exposes as many facets of the raaga as possible to extract its rasa. The Taanam section, 

while metered, is also improvisatory. Its “punctuated” rhythmicity gives the Taanam its 

unique identity. The final Pallavi section consists of taking a pallavi (refrain) from a 

fixed work of a revered composer and improvising (albeit with various guidelines) 

around the refrain. In general, RTP lasts about one hour.  

   

Hindustani music: 

 Dhrupad 

 Dhrupad (Sanskrit for “immovable verse”) is the oldest genre of Hindustani 

music and shares similar features with the Carnatic form of RTP. Dhrupad is the most 

austere and, with its syllabic rather than florid sonic profile, perhaps the most prestigious 

Hindustani genre. The aalaap (improvisatory) section consists of two large segments: 

aalaap and bandish. The aalaap breaks down further into aalaap, jor, and jhaala (aalaap 

can refer to all three sections, or only to the first section). The aalaap is often meditative 

in character and slow in tempo, again striving to unveil all facets of the raaga. The jor 

section increases in tempo and introduces the “punctuated” rhythm similar to the Carnatic 

taanam section. In the final jhaala the tempo increases even further and the performance 

ends with a display of fireworks. A continuous accelerando can extend all the way from 

the beginning of the jor to the end of the jhaala.  

The next segment, bandish, is similar to the pallavi of RTP.  
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Khyaal 

The genre of Khyaal (Urdu for “thought,” “imagination”) developed at the Islamic 

Mughal courts and hence betrays considerable Persian influence. In contrast to dhrupad, 

khyaal is florid, mellismatic, and flamboyant.  

 

Thumri 

This genre is lighter than either dhrupad and khyaal, and often speaks of the 

divine love and escapades between the Hindu deities Radha and Krishna. Thumri 

explores lighter raagas, meaning raagas that are less subject to strict rules and more 

tolerant of individual imagination. This often includes the addition of chromatic notes 

outside the raaga.   

 

Approach 

As suggested by the above, manodharma (improvisation) is a hallmark of Indian 

classical music, both Carnatic and Hindustani. The latter, however, showcases 

improvisation to an even larger extent, as fixed pieces usually consist of two to four lines, 

with the bulk of the performance rendered through improvisation. On a spectrum ranging 

from completely improvisational to completely work-based, Carnatic music inclines more 

toward the work-based—though significantly less so than Western music. The Carnatic 

music tradition includes canonical composers whose works are performed frequently, just 

as in Western music, yet improvisation nonetheless remains a vital component of the 

tradition.  
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Mastery is measured more in terms of improvisational abilities than the ability to 

reproduce a piece by a canonical composer. While notational systems exist for both 

Hindustani and Carnatic music, these are utilized primarily as memory aids at the 

beginning of the learning process. They do not include the complex ornamentation for 

which Indian music is celebrated, only the simpler skeletal outline. Guided by their own 

experience, musicians are expected to know how to ornament.  

 

Instruments  

 While the instruments of the Hindustani and Carnatic traditions differ 

significantly, the voice is central to both, as is the use of drone instruments. Known as 

taanpoora in the North and tamboora in the South, this long-necked plucked instrument 

outlines the important notes of the raaga (usually scale degrees 5 and 1, though there are 

numerous exceptions). Tuning of the instrument privileges just intonation over equal 

temperament, though very often—and to the chagrin of purists—Indian musicians use, 

for convenience’s sake, an equally-tempered electronic drone.   

What are commonly understood to be “Indian” instruments, namely, the sitar and 

tabla, actually belong to the Hindustani tradition. Sarangi, a bowed short-necked 

instrument played similarly to the cello, is the only indigenous bowed string instrument in 

Indian classical music.158 Its sensuous, reverberant sound made it ideal for accompanying 

the dance/music performances of courtesans of the Mughal courts. Sadly, the Western 

harmonium and, more recently, the Western violin, have largely displaced the sarangi; 

the latter’s association with sexual decadence, as measured by Victorian morality, led to 

																																																								
158 Regula Qureshi. "How Does Music Mean? Embodied Memories and the Politics of Affect in the Indian 
"sarangi". American Ethnologist 27, no. 4 (2000), 805-38. 
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bourgeois Indian reform movements in the early twentieth century, hastening the 

sarangi’s decline.159 In recent years, movements advocating its revival have taken hold. 

The Hindustani tradition, of course, involves many more instruments beyond the scope of 

this paper.  

The instruments of the Carnatic tradition corresponding roughly to the sitar and 

the tabla are the veena and the mrindangam. As explained in Section I, the Western 

violin was assimilated into the Carnatic tradition; the standard Carnatic ensemble consists 

of a vocalist, violin, mridangam, and tamboora. Frequently, however, concerts 

showcasing the violin without a vocalist take place.  

  

Sound Aesthetics and Intonation   

 If we were to locate Western and Indian classical music sound aesthetics on a 

spectrum from complete portamenti (vowel-based) to strict staccato (consonant-based), 

Indian classical music leans more towards the vowel, while Western music leans towards 

consonant. Very generally speaking, in moving from note to note of a certain raaga, the 

full spectrum of tones in between the fixed notes should be touched, either very lightly or 

very intently, through a slide.   

 The issue of intonation is not the straightforward one we understand in Western 

music. Western classical music prescribes very specific standards of intonation. Because 

of its more melodic nature, Indian music has historically been less preoccupied with a 

scientific assessment of performance intonation. Nonetheless, numerous treatises, both 

ancient and modern, have been written on the subject. The ancient Sanskrit treatise, 

Natya Shaastra, divides the octave into 22 shrutis (micro-tones), yet there is no evidence 
																																																								
159 Deepak Raja, Hindustani Music: A Tradition in Transition (D.K. Printworld, 2005), 337.  
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that this system is in use today. In fact, classifications regarding Indian classical music 

are based largely on the seven specific notes belonging to a raaga—in this respect similar 

to the Western classification of modes. Furthermore, regarding the incorporation of the 

harmonium into Hindustani music, Jairazhbhoy writes: “… we do not mean to suggest 

that the widespread use of the harmonium means that the Western tempered scale 

prevails in North India, but that the Western tempered scale is within the tolerance 

allowed in the notation of the various notes of the scales commonly used in North Indian 

classical music.”160 Intonation can change according to context. If performing with a 

taanpoora rather than a harmonium, a soloist may conform to just intonation in the 

taanpoora rather than equal temperament.161  Much the same can be said of Carnatic 

music. A common assumption among Western musicians is that Eastern music, and 

hence Indian classical music, utilizes “microtones.” In actual practice, modern Indian 

classical music does not utilize microtones the way Persian and Arabic traditions do. 

While Middle Eastern music often makes explicit use of microtones, microtones in Indian 

music often results from ornamentation or “localized inflections” around the twelve 

Western chromatic notes within the octave. In general, intonation is governed by the 

individual musician’s feeling for intervals,”162 which have been developed from both 

training and personal inclination. In modern Indian music, this feeling stands on the 

system of twelve notes within an octave, as defined in Western music.  

  

																																																								
160 N.A. Jairazbhoy, and A. W. Stone. "Intonation in Present-Day North Indian Classical Music." Bulletin 
of the School of Oriental and African Studies, University of London 26, no. 1 (1963): 129. 
 
161 darbarfestival, “What is a Tanpura? Kaushiki Chakraborty Explains | Musical Wonders of India,” 
Youtube Video, https://www.youtube.com/watch?v=2QZi53ZQPVo 
 
162 N. A. Jairazhboy, The Raags of North Indian Music, 34.  
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Ornamentation 

 The sound aesthetics and ornamentation of Indian classical music provide much 

of its special character. The versatility of the Western violin facilitated its assimilation 

into Carnatic music (and more recently into Hindustani music), and it is possible for a 

Western-trained violinist to learn to create an Indian sound. In this segment I provide 

specific exercises for Western violinists interested in pursuing this goal. This will also 

allow for a more informed performance of the intercultural works that I discuss. While I 

endeavor to notate the ornamentation, Indian violinists rely largely on listening to 

apprehend these subtle embellishment; as stated above, notation is primarily used as a 

learning aid and includes only scant indications for ornaments.  

    

 

Indian Violin Techniques transcribed for Western Violin  

 These five exercises are for the raaga Shivranjani (found in both Carnatic and 

Hindustani music), which forms the basis for the first movement of Kaufmann’s Violin 

Sonata No. 4.  

The swaras (notes) of Shivranjani transcribed to Western notes are:  

C – D – E-flat – G – B-flat – C  

Because Kaufmann’s movement is written with F as the shadjam (tonic), Shivranjani 

would be: 

F – G – A-flat – C—D—F 

Generally speaking, Carnatic and Hindustani musics differ primarily by the ubiquity in 

the Carnatic tradition of kaampita gamakam—a heavy back-and forth shaking oscillation 
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between certain notes. Hindustani music, in contrast, leans more towards landing on and 

sustaining notes, using subtler oscillations. Because Shivranjani exists in both Hindustani 

and Carnatic music, it is a perfect raaga with which to outline both systems of 

ornamentation.  

 

1. Meend (a Hindustani slide) or Jaaroo (a Carnatic slide)  

On one string, using a single finger of choice for the entire exercise, slide 

continuously to sound every tone between each fixed note in the sequence. Play 

with a variety of bowings, from all notes under one slur to each note with a 

separate bow. Allow for variation in the duration of the slide, from quick and 

breezy to slow and luxuriant.  

 

Figure 2.1 

 

2. Murkhi (Hindustani turn-like figure)   

Play these ornaments in a quick and delicate manner (quicker than the average  

Western-style turn); either play the notes of the murkhi all with the same  

duration, or hold the first note slightly longer than the rest of the  

notes in the figure. Sample fingerings are suggested, though alternate fingerings  

should be explored. This exercise can be supplemented by the addition of slides,  

all executed on one string.  
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Figure 2.2 

 

 

 

3. Aandolan (a gentle Hindustani micro-tonal oscillation) 	

Aandolan is analogous to the modern Western vibrato, except that the oscillations tend to 

be significantly slower, like gentle ripples in a pond. Play this exercise either with one 

finger on the D-string or with a variety of fingers on multiple strings. The gentle 

oscillation is the prime focus.  

Figure 2.3 

 

 

4. Gamak (Hindustani and Carnatic tonal shading) 

Gamak is particular to Indian classical music. It can best be described as a shaking 

around the notes of a raaga. Play the gamak with a chosen finger firmly and deliberately, 

allowing the written grace note to be very audible. The exercise may be played in one 

bow, or with separate bows.  
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Figure 2.4 

 

 

5. Kampita gamakam (Carnatic tonal shading) 

This ornament, particular to Carnatic music, is similar to gamak yet is more repetitive 

on a single note. Heavy use of kampita (trembling) gamakam is a differentiating 

factor between Carnatic and Hindustani music. Play all on one string, with one finger 

and with one bow, or on multiple strings, with a variety of fingers and with separate 

bows.   

 

Figure 2.5 

 

 

 Within Hindustani and Carnatic music, Shivranjani is considered a “lighter” 

raaga and hence gamak and kampita gamak occur with less frequency. Heavy use of 

these two ornaments is reserved for “serious” raagas. A parallel in Western music would 

be the use of operatic-style vibrato. Western classical music makes heavy use of vibrato, 
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while “lighter” forms such as music theater shy away it. Nonetheless, I have included 

these very important ornaments in the exercises simply to demonstrate them.  

 

Two other raagas used in the intercultural works to be presented be are Gauri and Lalit. 

Taking into account the keys used by the composers, 

Gauri presents the tone collection of:  

C – D-flat – E – F# – G – A-flat – B 

and Lalit presents the tone collection of 

E – F – G# – A – B-flat – C – D# 

 

Experiment incorporating the above exercises into these two raagas.  

In order not to complicate this introduction,, I have refrained from delineating the 

specific phrases and overall mood (rasa) presented by each raaga. These are explored in 

the following chapters. Since ornamentation is seldom written down in Hindustani and 

Carnatic notation, the ornamentation I have supplied is simplified; the extremely subtle 

inflections are nearly impossible to notate. Listening to experienced practitioners is 

essential to attaining the proper performance of these ornaments.163 

 

 

 

																																																								
163 A helpful video on Indian ornamentation is: https://www.youtube.com/watch?v=9t4WcumdnR0 
The sound-world of Shivranjani can be explored more here: 
https://www.youtube.com/watch?v=ojpHAF8-IIU 
Gauri: https://m.youtube.com/watch?v=XCtT1zNBW68 
Lalit: https://www.youtube.com/watch?v=NQ4gN1YO5J4 
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Chapter 3  

         Walter Kaufmann’s Violin Sonata No. 4 for Violin and Piano  

The practical knowledge of Indian music outlined in the previous chapter 

provides the foundation for performing Walter Kaufmann’s Violin Sonata No. 4 and 

Korde’s Vak for Solo Violin and Taanpoora (Chapter 4) in an informed manner. 

Kaufmann’s background reveals how Indian classical music nourished his particular 

compositional style.  

 

Figure 3.1164   

Walter Kaufmann was born in Karlsbad, 

Bohemia (now the Czech Republic) to a 

Jewish family in 1907. As a child, he studied 

violin and piano as well as theory and 

composition. He attended the Staaliche 

Hochschule fur Musik in Berlin from 1926 to 

1927, where he studied composition with 

Franz Schreker and “comparative 

musicology” (known today as 

ethnomusicology) with Curt Sachs. Kaufmann wrote of Sachs, “[He] was an unbelievably 

learned teacher who taught me to first organize my thoughts before I wrote down 

anything and to continue and extend my studies of musical instruments not only of the 

																																																								
164 Image courtesy of Walter Kaufmann Archive at Indiana University  
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West but also of the Far East.”165 Since Sachs had studied Indian music extensively, we 

can presume that it was he who introduced Kaufmann to Indian music.166  

Even before his arrival in Bombay, Kaufmann seemed to some to already be 

writing music of an oriental quality. Regarding his String Quartet, a reviewer—in stilted 

language—writes:  

“the last item of the programme proved to be its climax: the little pieces for string quartet by Walter 

Kaufmann are remarkable in every respect – for the pregnancy of thematic ideas, the simplicity and 

concentration of form, as well as the free treatment of the string quartet in which the cello drones 

occasionally like a negro drum, without giving the impression of imitation. He brings in the influences of 

exotic music in an absolutely original manner, and this seems to lead to a style of musical expression, 

which is in the highest degree capable of development.”167     

Although the last statement of the review echoes the prevalent notion of the inferiority of 

early twentieth-century “exotic” music, it nonetheless suggests that Kaufmann’s 

engagement with foreign music was sufficient for him to compose creatively with its 

materials.  

In 1927, Kaufmann enrolled at the German University in Prague to study 

musicology, writing a thesis on The Instrumentation of Gustav Mahler. During this time 

he became increasingly acquainted with the intellectual elite (having already forged a 

deep friendship with Albert Einstein years earlier) and landed a job at UFA, a famous 

																																																								
165 Amrit Granger, The Music that Still Rings at Dawn, Every Dawn, (Goethe Institut, 2013), 16.  
166 According to Sachs, seventeenth- and eighteenth-century “ethnomusicological” research seeks to 
convince Western readers that non-Western music is worthy of study, and was often undertaken by scholars 
from their “laboratories” in their home country. Sachs and his generation sought to develop an empirical 
ethnomusicology using the “phonograph to painstakingly analyze field recordings” (Joep Bor, “The Rise of 
Ethnomusicology,” 51). “Such research attempted to assert the value of non-Western music that had 
previously been dismissed; on the other hand, their attempts to use Western scientific frameworks to do so 
have been criticized as perpetuating ideologies of the imperial powers” (Nori Jacoby, Cross-cultural Work 
in Music Cognition: Challenges, Insights, and Recommendations, 186). These ideologies can be seen as 
outgrowths of the Orientalist paradigm. The very attempt to assert the value of non-Western cultures points 
to a built-in notion of Western superiority.  
167 Granger, 20 
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German motion picture company, composing, orchestrating, and conducting for films—

experience that would later serve him well in Mumbai when he began composing for 

Hindi films.  

 With the growing strength of Hitler’s National Socialism, Kaufmann began to 

explore ways of escaping from Europe. Although he dreamt of working as a film 

composer in Hollywood, he found it relatively easy in 1934 to obtain an Indian visa, and 

already with a foundational interest in Indian culture and music, the choice of Mumbai 

proved propitious.  

 Within the first year of his thirteen-year stay in India, Kaufmann was already 

involved in many of the city’s cultural activities. All-India Radio hired him as head of its 

European Department, where he also founded the “Bombay Chamber Music” society. 

Both of these entities demanded large quantities of new music for frequent broadcasts 

and concerts. During this time Kaufmann played with violinist Mehli Mehta. He gave 

piano lessons to his son Zubin, who, as is well known, went on to a major career as a 

conductor. Kaufmann also began composing background scores for Hindi films, for 

which he seems to have studied Indian music in more depth. In a letter home to his 

family, Kaufmann writes:  

“I have written a couple of scores for commercial films. I use a lot of Indian motifs. I sometimes write my 

score for European instruments but I largely prefer Indian instruments – sitar, tabla, sarangi, and vina. I am 

now familiar with Indian and Urdu notation. I enjoy writing the score in the Indian notation system and 

presenting it to my musicians.”168 

 

																																																								
168 Granger, 28.  
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 The style of Hindi background film scores, developed during Kaufmann’s stay by 

other European émigrés already in India (and continuing to the present day), is essentially 

a Western symphonic idiom with the addition of Indian instruments and sound aesthetics. 

As film scoring was not seen as “classical” music, the integrity to the raaga could easily 

be violated. Kaufmann, in a lecture at the University of Bombay, stated: 

“Is it possible that Eastern music influences Western styles or conversely: Yes, I think it is, but not yet at 

the moment. Many things will have to be accepted and dropped again, others will have to be picked up until 

a constructive, a useful influence takes place. It will take time and again time and a lot of good judgment. 

The strongest influence Western music here today is through the medium of films. If an Indian composer 

has to write music to a scene which requires dark, mysterious or gloomy sounds to paint its emotional 

background, it may be possible that the suitable Indian Raag is not powerful enough for the purpose. It may 

be too gentle, too distinguished, too far away from the crude and rough requirements the film asks for – and 

so the Indian composer may have to alter the Raag; he may have to mix it with new features, or he may 

have to look for some harmonies which would be useful for his purpose.”169   

 

A large part of Kaufmann’s India sojourn was devoted to the study of Indian 

music, with plentiful travel around the subcontinent in which he jotted down music that 

he heard. He wrote that “India is unbelievably rich in music. One could fill a thousand 

volumes and still find oneself at the beginning.”170  Kaufmann himself did fill volumes. 

He developed a deep knowledge of Indian music, proven by his two acclaimed 

ethnomusicological books on the subject. He grew by leaps and bounds from the young 

composer who had asked fellow European John Foulds for advice on how to use Indian 

raaga in his compositions, about which Foulds wrote back:  

																																																								
169 Ibid., 74.  
170 Ibid., 29.  
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“You further say, apropos of using ‘certain scale, for instance Hindoli’ in a way of polytonality.’ (But it is 

not a scale, it is a Raaga, i.e. a melody formula built upon a scale.) Let me give you my experience. Ten 

years ago I experimented with this idea (of yours!) and faced the problem you pose, of “losing more and 

more the connection with the real music.”171 

 

Kaufmann’s Violin Sonata No. 4, composed after many years of study, mixes 

classic Orientalist tropes with his creative, freestyle integration of Indian and Western 

music. This approach may have grown out of paternalist Western perspectives that he had 

already assimilated,172 merged with the compositional style of the Mumbai film industry 

(known informally today as Bollywood) within which he worked, and the Bombay 

Chamber Music Society for which he composed.  

 

Movement I: Moderato (Shivranjani)   

 In the first movement of Violin Sonata No. 4, Kaufmann relies on the Indian 

raaga by integrating it into the gestures of a Western sonata form (the secondary area 

theme does not return in the recapitulation.)173 In choosing to work with sonata-form as 

an inspiration, rather than as a more fixed form, Kaufmann shows his openness to 

breaking free of tradition, both Western and Indian. In the first movement, Kaufmann 

uses the raaga Shivranjani, described in the exercises above, in a creative, non-traditional 

manner. The predominant rasa of Shivranjani is karuna (pathos and sympathy), but 

																																																								
171 Ibid., 43.  
172 In a speech to the students of Bombay University, he advocated for Indian musicians to adopt Western 
notation (Granger, 75), and given his close contact with John Foulds, he may have also adopted the latter’s 
views that “if (Indian music) was to develop rather than ossify or merely be corrupted, (it should) capitalize 
upon its melodic riches by learning the Western arts of polyphony and ensemble playing” (Van der Linden, 
104).  
173 Please see the score of the full sonata, with markings of thematic areas, in the appendix. 
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Kaufmann’s use of the raaga creates varied moods that range from mystery (in the first 

theme area) and allure to jubilation (in the second theme area).  

Alluding to sonata form, with its key changes and various structural signposts, 

Kaufmann treats raaga more along the lines of a Western scale rather than as a melodic 

type within the Indian tradition, hence the frequent changes of mood as opposed to the 

predominant rasa that would extend throughout the performance of raaga. Since the 

work was composed in 1940, six years after his arrival in India, it is unlikely that these 

decisions were made because of a lack of knowledge.  

  Kaufmann departs from the tradition of the raaga by changing the traditional 

function of certain notes. As described in the Introduction to this section, the notes of 

Shivranjani transposed to the key of F (the “key” of the Sonata) are 

         F – G – A-flat – C – D 

Because Shivranjani is considered a “lighter” raaga, accidentals are permitted (creating 

mishra Shivranjani or “mixture” Shivranjani) that maximize the rasa of karuna. A-

natural (the natural 3rd scale degree) is often added, primarily before A-flat to create the 

Indian equivalent of a Western modal mixture. The descending motion from A-natural to 

A-flat, and further from G to F, intensifies the sense of longing characteristic of this 

raaga.174 The A-natural, as an added note, is used sparingly to provide variety and color.  

 To anticipate the move of the tonal center from F in the first theme area (mm. 1-

23) to A in the second theme area (mm. 24-46), Kaufmann uses the third degree of the 

raaga (A-flat) spelled as G# to serves as the leading tone to A, and thus uses the note A 

ubiquitously in the first theme area. In using G# as a leading tone, Kaufmann inverts the 

																																																								
174 An explanation and aural example of this can be heard here, beginning at (00:03:40) 
https://www.youtube.com/watch?v=SKXdY7saCYA&list=RD7QuDEx3_Ygo&index=2 
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general role of G# and A in the raaga, both of which traditionally descend to the tonic of 

F. Examples of G# as a leading tone occur throughout (annotations of the theme area are 

mine, see Figure 3.2).175  

Figure 3.2 

 

As stated above, the secondary theme area, centered around A, is foreshadowed by the 

movement from G# to A in the primary theme area. In the secondary area Shivranjani is 

then “transposed” to begin on A. Kaufmann creates the kind of traditional mood 

difference between the two thematic areas by creating an atmosphere of near hoedown-

like exuberance, quite removed from the rasa of the raaga, (see Figure 3.3).176   

 

 
																																																								
175 Score courtesy of Walter Kaufmann Archive at Indiana University 
176 Score courtesy of Walter Kaufmann Archive at Indiana University 
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Figure 3.3 

 

The Development changes the mood further, now centered around D-flat. With its 

pronounced emphasis on the natural third scale degree (F), the raaga seems to have 

converted to raaga Bhoop, which contains the notes of the major pentatonic scale. The 

addition of F-flat in m. 51 (see Figure 3.4)177, however, creates shades of Shivranjani. 

Traditionally the opposite would occur: when evoking Shivranjani, the larger mood 

																																																								
177 Score courtesy of Walter Kaufmann Archive at Indiana University 
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would be one of pathos, with lighter touches brought about by the addition of a natural 

third.  

Figure 3.4 

 

With regard to meter, Kaufmann employs a mixed meter of 3+3+2 and variations 

thereof. While such a metrical cycle does not exist in Indian music, its employment here 

negates any sense of strong beats, which is itself evocative of Indian music. 

Kaufmann does not break entirely with Indian tradition. He invokes some of the 

traditional phrases of Shivranjani, particularly when evoking the vaadi (most prominent 

note) and samvaadi (and second-most prominent note) of the raaga; Shivranjani’s vaadi 

and samvaadi notes are the fifth degree (C) and the first degree (F). The prominence of 
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these notes can be heard in the first phrase of the sonata He also uses traditional figures 

of the raaga, particularly the movement from the sixth degree (D) to the first (F), and 

also the falling of the second degree (G) to the first (F).    

Kaufmann also seeks to emulate the timbres of various Indian instruments. His 

second theme, with its pizzicati, and chikaari strings providing a resonant drone under the 

main line, seems to evoke the sitar (see Figure 3.3). Another instance is the piano drone 

in the opening line emulating the taanpoora, a sound that persists throughout the entire 

work. Although Kaufmann was constrained by the instrumentation of the piece and was 

probably not seeking to invoke specific exoticist tropes, the drone nonetheless evokes an 

Orientalist air.  

When compared to the complex harmonies of post-Romantic Western music, 

Kaufmann’s textures sound bare and simplistic. In practice, the piano and taanpoora 

function in different ways, which makes each unable to evoke the other adequately; the 

piano reduces the sound of the taanpoora, rather than presenting it in a different light. 

The taanpoora’s construction enables it to evoke many partials along the harmonic 

spectrum; the resulting sound is extremely rich and resonant. Later I will offer 

suggestions for how the piano can imitate the taanpoora more closely.  

 While Kaufmann’s implementation of Indian raaga is highly imaginative, he 

works within a Western compositional framework and, as indicated by the score, in a 

standard Western-style execution for the notes of the raaga. I have thus classified this 

Sonata as syncreticsm according to Everett’s classification system.  
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Performance  

The style(s) in which Kaufmann intended his Sonata to be played cannot be 

assessed with any certainty, as none of his music (except for the Meditation for Alto 

Saxophone and Piano, written 42 years after the Sonata) has been published or recorded. 

Nevertheless, a few clues can give us a sense of the performance approach Kaufmann 

might have desired for the Sonata.  

First is the context: the Sonata was presumably written for the Bombay Chamber 

Music Society that Kaufmann founded. In a letter home to his family he writes: 

It is strange how one gets so involved in a music language so alien to the European and how fast 

one learns to speak this language. I do not wish to say that my relationship to Western music has somehow 

been affected on account of my listening and writing a lot of Indian music. Rather to the contrary. We have 

regular concerts where, under my direction, we play a lot of ‘Western music’…My third activity is 

chamber music. I have succeeded in forming a chamber music association. In this ‘Bombay Chamber 

Music’ I have already given about fifty concerts. My colleagues of the string quartet are Indians. The 

chamber music association definitely wishes to have first class musicians. Hence, on my recommendation, 

they have engaged two musicians from Prague for our music concerts.178  

 

The conclusion of this excerpt suggests that he envisioned a standard Western 

soundscape, and perhaps did not see many of his Indian colleagues as capable of 

fulfilling this requirement. Later on, nevertheless, Kaufmann collaborated with violinist 

Mehli Mehta, who in turn may also have been the violinist for the signature tune of All-

India Radio.179  

 

																																																								
178 Granger, 29.  
179 Granger, 38.  
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Figure 3.5180 

 

Kaufmann (piano), Mehta (violin), and Verga (cello) during a Bombay Chamber Music Society Concert. 

Figure 3.6181 

 

A program featuring, amongst others, Kaufmann and Mehta. 

 

This signature tune continues to be played before the start of every broadcast.182 It 

also happens to be in the raaga Shivranjani. Listening carefully, we hear the quick, tight 

vibrato so closely associated with Kaufmann’s contemporary Jascha Heifetz (1901-1987). 

Coupled with the clearcut Western phrasing and delivery, we have no reason to think that 

these were not the stylistic markers Kaufmann envisioned for his Sonata. Further, a look 

at the fingerings written on the score supports this assertion even more. The numerous 

																																																								
180 Photo courtesy of Walter Kaufmann Archive at Indiana University 
181 Granger, 32.  
182 All-India Radio “Signature Tune” http://holocaustmusic.ort.org/resistance-and-exile/walter-kaufmann/ 
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open strings and the simple first and third position fingerings create a more delineated 

Western-classical sound (see Figure 3.7).183 

Figure 3.7 

 

 

 

 

As a thought experiment, and as an aid in calibrating Western and Indian 

aesthetics, I propose a different hypothetical approach. Instead of drawing out the notes—

																																																								
183 Score courtesy of Walter Kaufmann Archive at Indiana University 
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the skeleton—of Shivranjani, and playing in a Western-classical style, I suggest fleshing 

out the raaga more fully as an Indian musician would (written out below). Whether 

Kaufmann would agree with this experimentation is up for debate, though some evidence 

may indicate that he would indeed be open to it. In regard to Indian improvisation, 

Kaufmann stated:  

 “The Indian musician sets less value than we upon ‘ready-made’ music .… music must be new-

created here and now for his delectations; and from this point of view all our [European] artist performers 

are not “musicians” at all, properly speaking.”184  

 

Kaufmann’s acknowledgement of the pivotal nature of improvisation in Indian music 

suggests that he would be sympathetic to this experiment. Even further, discussions with 

Mr. Randy Lazer, Kaufmann’s nephew, have given me reason to believe Kaufmann 

would have been very enthusiastic about my proposed approach Below is a written-out 

re-composition of the first theme to the first movement of the Sonata, which can in turn 

be compared with the original manuscript in the appendix.  I have supplied the 

ornamentation as consistently with the Chapter 2 exercises as possible. It must be kept in 

mind, however, that the ornamentation of Indian classical music, with its subtlety, is 

nearly impossible to write out (see Figure 3.8). 

 

 

 

 

 

																																																								
184 Van der Linden, 166. 
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Figure 3.8 
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Following are eight suggestions for facilitating the performance of this excerpt:  

 

1. As Indian music is highly slide-based, the default aesthetic in the above notation 

is to slide between notes with the same finger. Once a new finger is indicated, 

sliding with that finger should be commenced. As an aid, slidings are indicated 

with lines in their initial measures; these should continue even after the lines 

cease. If successive notes carry different fingerings, they should be played 

punctuated rather than with a slide. Slides can range from light and delicate to 

forceful and deliberate. For this piece, if many notes are indicated under a slide, 

play the notes with firmness. If the ornament consists of just one or two 

decorative notes, play them lightly. 

2. In Indian music, ornaments can occur both on and before the beat. I have 

indicated an acciaccatura (grace note with a dash) to be played before the beat 

and an appoggiatura (grace note without a dash) to be played on the beat. This is 

consistent with Western traditions. 

3. Vibrato can be a mix of the wider, slower Indian-style, and the faster, narrower, 

more intense Western style. Since there are no overarching grounds for favoring 

one or the other, I leave it to the discretion of the performer.  

4. As strong beats are often hidden in performance of Indian music, the performer 

should not seek to emphasize the downbeat of each measure, but instead allow for 

a smoother, more fluid interpretation of the melodic line.  

5. As Indian music is highly improvisation-based, I have added an aalaap 

(improvisation) in Mishra Shivranjani before the start of the Sonata proper. If the 



	 97	

violinist feels capable, she may create her own cadenza. As Mishra Shivranjani is 

a “light” raaga, rules regarding phases and slides are not as strict as other heavier 

ones, and even less sliding may be called for in a “lighter” raaga. As written 

above, the prominent note of Shivranjani is the fifth degree (C) and the second 

most emphasized note is the first degree (F). The chalan or “signature” of the 

raaga is simply all the notes in ascension, which could be added to the aalaap. 

The flat third is also emphasized to bring out the rasa, and the second degree is 

often held out, albeit with slight touches toward the flat third, before landing on 

the tonic.185 Written explanation, however, will always be approximate. 

Continuous listening to renditions of Shivranjani is the most fruitful way to learn.  

6.  I also repeat phrases, adding more embellishment to the phrases the second time, 

as an Indian musician would. (Compare to the original manuscript found in the 

Appendix).  

7. I have understood the piano as an imitation of the taanpoora and the tabla. In its 

imitation of the tabla, I encourage the piano to take cadenzas, as a tabla artist 

would do during a concert. Given the more tonal rather than rhythmic nature of 

the piano, the cadenza could consist of running the notes of Mishra Shivranjani 

through various registers, in the style of a swarmandal (a harp-like instrument). If 

pianists feels so inclined, they can endeavor to create their own, more personal 

cadenzas. 

																																																								
185 As explained in YouTube Video “Raga Shivranjani Description” 
https://www.youtube.com/watch?v=SKXdY7saCYA 
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8. Finally, in order for the piano to recreate the sound of the taanpoora more 

accurately, touches of pedal may be added. The goal, however, is to create a 

“resonant” sound, rather than a muddy, blurry one.  

 

Movement II: Gauri  

 The second movement of the sonata is based on the raaga Gauri.186 Gauri 

contains the tone collection of (written relative to Kaufmann’s chosen key): 

C – D-flat – E – F# – G – A-flat – B 

 

Much like the first movement, Kaufmann uses a Western form and tonal structure of A B 

A’, with and implements facets of the raaga within those constructs. Interestingly, 

Kaufmann moves from a tonal center of F in the first movement, to a tonal center of C in 

the second movement, consistent with composing the second movement in the dominant 

key, shedding even more light on influence of Western form.  

 I would argue that, in relation to the first movement, Kaufmann observes melodic 

aspects of Gauri more in line with tradition. As can be heard in Bhimsen Joshi’s 

performance,187 defining features of the raaga, which Kaufmann heeds, include (see full 

Sonata in Appendix for reference): 

1. Fittingly, Kaufmann uses this solemn raaga for a slow second movement. 

Heeding the gravitas of the raaga. Kaufmann uses the low register throughout 

much of the movement.  

																																																								
186 There are many variations of raaga Gauri. The variation used in Kaufmann’s version is of Poorvi 
thaaT.  
187 Harini Calamur, “Bhimsen Joshi in concert” (Youtube Video) 
https://www.youtube.com/watch?v=XCtT1zNBW68&app=desktop 
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2. Many of the phrases characteristic of the raaga are implemented. On a more 

macro-level, this raaga could be defined by a quick ascent to a certain note, and 

then an incremental fall back down to the tonic, or to the sub-tonic.188 The 

opening phrase (mm. 3 and 4) shows this very aspect in a subtle way. The phrase 

climbs up to E, then incrementally falls, first to D-flat, and then to C. Other 

examples of the contour, sometimes approximate, include mm. 16-17, mm. 22-24, 

mm. 25-30, and mm. 36-37. (see Appendix for Full sonata) 

3. Another aspect of the raaga is the tension of the held subtonic (B), which often 

begins and ends phrases. This can be heard all throughout Joshi’s recording. The 

conclusion of phrases on B is common in Kaufmann’s movement.  

4. Prominent notes of the raaga also include the flat supertonic (D-flat) and the 

dominant (G).189 In Kaufmann’s movement, both of these notes are featured more 

in relation to other notes. Examples include mm. 3-6, mm. 14-16 and mm. 22-24.   

Where Kaufmann deviates from Indian tradition is creation of tonal centers. He 

creates a non-traditional tonal center of E in the movement, taking advantage of the 

prominence of B in the raaga and slotting it in as a dominant. We hear this particularly at 

mm. 17 (see Figure 3.9)190, where we finally arrive at a satisfying landing spot. With the 

creation of these key areas, Kaufmann is able to hint at sonata form he is loosely 

following.    

 

 

																																																								
188 Ibid., this sort of raaga development can be heard throughout the recording, but an example could be 
from 00:05:00—00:07:00.  
189 Ibid., In Joshi’s recordings examples of G as a landing note can be heard throughout; a specific example 
could be from 00:07:00—00:10:00. 
190 Score courtesy Walter Kaufmann archive 
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Figure 3.9 
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Performance  

 As Gauri is full of pathos, this movement should be performed with gravitas. 

Once again I have written out part of the re-composed movement (see Figure 3.10), 

inserting characteristic slides and embellishments. I have added a brief aalaap before the 

beginning of the movement (mm. 1-5) proper. As such, the rhythm of this section can be 

freer. Once the movement begins, however, the piano should play in the strict, hypnotic 

time of a tabla, highlighting the dissonances in the written chords.  
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Figure 3.10 
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Movement III: Vivace (Gauri)  

 It seems appropriate that Kaufmann continues the faster third movement within 

the same raaga as the second movement. In traditional Hindustani performance of both 

khyaal and dhrupad, a raaga begins slowly and pensively, undertaking a lengthy 

accelerando that gradually increases not just in speed but in excitement.191 While 

Kaufmann does not follow tradition by creating a climax around the upper tonic, areas of 

intricate filigree are highly evocative of a Hindustani climax. Because of the quick 

tempo, slides are generally unnecessary. Yet if the performer so desires, she should feel 

free to incorporate tasteful slides between leaps and even adjacent notes. Additionally, 

lower strings with upper positions should be used whenever possible; this will increase 

both drama and tension, and allow for expressive portamento.  

																																																								
191 Ibid., As can be heard in Joshi’s performance.  
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 For example, in the second measure of this system, instead of playing the first two 

notes of D-flat and A-flat on the G and D strings, one could experiment with the entire 

passage on the G-string, sliding between D-flat and A-flat and back to D-flat with just the 

fourth finger (see Figure 3.11).192 

 

Figure 3.11 

 

 

Finally, as Hindustani performances do not end with any dramatic reduction in tempo, the 

Meno section need be slowed only slightly (see Figure 3.12).193 

Figure 3.12 

 

																																																								
192 Excerpt courtesy of the Walter Kaufmann archive 
193 Excerpt courtesy of Walter Kaufmann archive 
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This closer look at Kaufmann’s work reinforces its standing as syncretic 

interculturality. In my re-compositions of the Sonata I have sought to “even-the-playing-

field” between Indian and Western aesthetics, which might allow it to qualify as 

synthesis. Even still, we still must ask, does the work even qualify as intercultural, or is it 

more of an Orientalist one? It is true that Kaufmann lived in Mumbai and studied Indian 

music, but is his work much different from the Orientalist work of Roussel and Delage, 

both of whom also studied Indian music to a certain extent, and even used Indian 

melodies, folk and classical in their work. In the case of Delage, Indian style vocal and 

instrumental techniques were used as well. 194 Even more, how different is it from the 

work of Beethoven in his Chorus of the Dervishes, as described by Tansug? Orientalist 

work and works of true interculturality are not easily distinguishable.  

 

Nevertheless, let us now turn to another work that balances Indian and Western 

inspiration in a more balanced and thoroughgoing manner—one that could prove worthy 

of classification in Everett’s system as genuine synthesis.  

 

 

 

 

 

 

 

																																																								
194 Pasler, 86.  
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Chapter 4 

    Shirish Korde’s Vak for Solo Violin and Taanpoora 

 

 Shirish Korde is a composer with a 

diverse background, and he brings that diverse 

life experience into his compositions. Born in 

Uganda in 1945 to Indian parents, Korde 

heard Indian classical music from a very  

 

   Figure 4.1195  

young age. His father loved the arts and would invite famous Indian musicians such as 

Ravi Shankar into his home for house concerts. Korde admits, however, that his first love 

was jazz, a vital part of the cultural fabric of Kampala, which led him to take up the 

saxophone. He studied with the help of an Italian trumpet instructor while taking 

advantage of the resources at the US Embassy in Kampala, where he devoured books on 

jazz and recordings of famous artists.  

 After famous jazz saxophonist Stan Getz, touring in Africa, witnessed a 

performance of Korde’s, he encouraged him to apply to the Berklee College of Music, 

where he was accepted. While at Berklee, in addition to saxophone and jazz, Korde also 

began studying Western classical composition, as well as Indian music with native Indian 

teachers. He followed up with Masters in Composition at Boston University, and remains 

a student at heart up to the present day.    

																																																								
195 Photo courtesy of the composer 
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 Korde’s jazz beginnings led him to embrace the modal variety and formal 

openness of jazz, which have served to inform and nourish his life as a Western classical 

composer. As Korde sees himself with regard to Vak and other pieces such as Swara-

Yantra for Violin and Orchestra, and his Cello Concerto:  “I am a Western classical 

composer composing Indian-inspired music.”196  

 For Korde, composing Indian-inspired music does not translate into composing 

Western music with a lightweight Oriental “mood.” Vak embodies a kind of balance that 

immediately suggests the synthesis of Everett’s intercultural classifications. Korde’s 

approach is sufficiently sophisticated to merit its own genre. Kaufmann’s approach 

revolves around manipulations of raaga using Western forms, using Western instruments 

to mimic Indian instruments with Western forms. Korde aims for a more balanced 

representation of the Indian (in this piece, Hindustani rather than Carnatic) and the 

Western, leaning even more towards a preference for the Hindustani idiom. Among the 

features are: 

1) Use of an actual Indian instrument, the taanpoora, along with the Western violin, 

instead of asking Western instruments to imitate Indian timbres.  

Kaufmann imitates the taanpoora by having the pianist continuously repeat her 

left hand, creating a drone. The result is akin to the drones used by Mozart as we 

have seen in Violin Concerto No. 5, K. 219. The dull timbre of these drones on 

the piano, however, run the risk of painting Indian music as primitive, as they do 

in the “Turkish” music in the third movement of the concerto. The use of an 

actual taanpoora, however, with its unique construction, allows for the greater 

resonance of its harmonic partials, creating an atmosphere strikingly different 
																																																								
196 Taken from a phone interview with the composer on April 19, 2020.  
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from the quickly damped sound of a modern grand piano. In my conversations 

with Korde, he has also expressed a desire to incorporate the tabla into the piece. 

Such an inclusion would be somewhat more true to the Dhrupad genre, the genre 

in which Vak is composed.197 

2) Instead of utilizing Western forms, Korde incorporates the Dhrupad form of aalaap, 

jor,  and jhaala, whose hallmark is an increase in tempo for each successive 

movement, as opposed to the conventional Western sequence of fast–slow–fast. This 

increase in kinetic energy helps to bring out the rasa of the raaga more effectively.  

3) The use of raaga primarily grounded in Indian tradition—that is, as a melodic system 

with characteristics venturing beyond a collection of tones. These characteristics 

include, but are not limited to,  

a. use of specific melodic phrases and cadences  

which, when married to the raaga, help bring out its rasa (essential mood). The raaga of 

Vak is Lalit, a unique raaga in the Hindustani system because it does not include the note 

a perfect-fifth away from the tonic. The swaras (notes) of Lalit, starting from E are: 

E – F – G# – A – B-flat – C – D#  

The unique tone collection of Lalit creates two centers of attraction (E and A) in place of 

the single magnetic center of the tonic; this blurs the sense of which note is actually the 

tonic center. This is one of the characteristics of Lalit, and helps to underscore the rasa of 

devotion.  

The magnetic centers of Lalit are E and A, and Lalit is often identified by the 

“swirling” around these centers. The swirling largely consists of the notes D# and F 

																																																								
197 The Dhrupad genre, however, traditionally uses the more ancient pakhaawaj as opposed to the more 
tabla, as its rhythmic instrument.  
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hovering longingly around E; the same could be said for B-flat and G# hovering around 

A, very often with a descending slide from B-flat to A.  

Hindustani violinist’s Abhishek Sinha’s performance of Lalit198 illustrate how 

these characteristics of the raaga can be brought more to life. In the first minute of 

Sinha’s performance, we hear the hovering around the tonic, E. This is very similar to the 

style of the entire A-section in Korde’s Vak, where E is the center around which primarily 

D# and F revolve (see Figure 4.2).199 

Figure 4.2 

 

Further, the magnetism around “A,” as seen from rehearsal letters D to G in (see Figure 

4.3),200 can be heard for example, from 03:35-05:05 in Sinha’s recording.   

 

 

																																																								
198 https://www.youtube.com/watch?v=NQ4gN1YO5J4 
199 Score courtesy of the composer 
200 Score courtesy of the composer 
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Figure 4.3  

 

 

 

Further, Korde also adheres in Vak to certain traditional phrases, the most 

important being the skipping of the tonic note, E when passing between D# and F.  

Traditionally a phase such as D#–F–G#–A would be heard as opposed to D#–E–F–G#–

A). Mm. 1-11 adhere to these traditions. At close look, the over-arching phrase spanning 

these 11 measures, minus the ornamentation interspersed between is, is E–D#–F–E–D#. 

Other notes in between the held notes are heard more as inflections rather than firm notes, 

and so do not break with tradition. Nevertheless, Korde does not see himself as beholden 

to tradition, departing from it in m. 2 of the second movement of Jor (see Figure 4.4).201 

 

 

																																																								
201 Excerpt courtesy of the composer 
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Figure 4.4 

 

Occasional deviations from tradition are the result of his underlying 

compositional process, which involves Western-style matrices, kindly shown to me by 

the composer himself (see Figure 4.5).202 Korde has mapped out all the pitch-class sets 

possible in Lalit, amongst other processes, before beginning composition (shown below 

with a “tonic” of C). 

Figure 4.5 

 

Pitch class sets corresponding to phrases used in Lalit.  

(0, 1, 2) or F–E–D#;  

(0, 1, 3) C–B-flat–A; and  

(0, 1, 4)  or G#–F–E.  

C–B-flat–A can be seen at the end of these phrases:  

																																																								
202 Sketch courtesy of the composer 
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Figure 4.6 

 

mm. 56-60 of mvmt. I, Aalaap  

 

Figure 4.7 

 

 

mm. 96-104 of mvmt. II, Jor 

 

 G#–-F–E can be seen at the end of this phrase from the third movement. 

Figure 4.8 

 

mm. 146-148 of mvmt. III, Jhaala 

These phrase types occur in numerous other areas as well, both more obvious and more 

occult.  

 

b. slides; ornamentations; overall aesthetic 

The use of an Indian-inspired aesthetic is obvious. As we see on the first page of 

the opening movement, the aalaap, where the elaboration of the raaga is traditionally 

most rich, teems with indications for slides, delicate ornamentation, and ad libidum-like 

rhythms. In conversations with the composer, Korde expressed his openness to the 
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performer going beyond what is written in the score, particularly in regard to 

experimentation with different timbres. This timbral play, while Indian in inspiration, 

also has parallels with spectral music, as can be heard in Saariaho’s Nocturne for Solo 

Violin.   

c. Openness to variation in intonation  

While the intonation of modern Hindustani music is generally similar to Western 

intonation, evidenced by the acceptance of the harmonium, different raagas often deviate 

from the norm. As Kaufmann writes, in raag Lalit the sixth degree (in the case of Vak, C) 

is played a bit higher than equal-tempered pitch.203 In their roles as leading tones, D# and 

G# are also generally played slightly sharper. Korde is open to these intonation variances 

as long as they are conscious and consistent, though within the general framework of 

equal temperament.  

d. Overall melodic trajectory 

The melodic trajectory of many performances of Hindustani music is one in 

which the climax of the piece is withheld until towards the end, after which a dramatic 

and swift descent occurs.204 Taking Sinha’s aalaap as an example,205 we do not hear the 

high-point of the performance until 00:11:30 of the 13-minute performance. Further, 

Korde also notes a similar phenomenon in a performance of raag Bhairavi by Ustad Ali 

Akbar Khan.206 Korde explains that, with modification this arc-like structure is similar to 

																																																								
203	Kaufmann, Walter, The Ragas of North India (Bloomington: Published for the 
International Affairs Center by Indiana University Press, 1968), 325.  
 
204 This mirrors the “sensuous arc” that Robert Winter describes in nineteenth-century Romanticism (Music 
in the Air, Deep Glossary entry for “sensuous arc”). 
205 Sinha, YouTube Video as previously mentioned 
206 Shirish Korde, “North Indian Aalaap: An Analytical Model,” Journal of Investigations into Global 
Musical Possibilities, (1982).   
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the melodic trajectory of many canonical Western pieces. Robert Winter, particularly, 

speaks of the “sensuous arc” which defines the shape of many canonic Western classical 

pieces.207 In all three movements of Vak we hear a similar melodic trajectory. Korde 

himself equates this arc with the trajectory of divine Kundalini energy in the body which, 

once awakened, travels up the spine to open the third eye, eventually to settle back down 

in the heart center.  

 Because of their simultaneous embodiment of both Indian and Western traditions, 

these integrated compositional and performance dimensions may posit a true 

interculturality genuinely, and merit the creation of a new synthesized genre.  

 

Performance 

When I spoke with Korde about specific performance choices, he was very open 

to questions but also asked whether the score itself did not already convey his intentions. 

This response should encourage performers who feel uncertain about Indian performance 

styles; Korde adopts a Western score-centric approach and does not expect a performer to 

have previous familiarity with Indian music.   

 Nonetheless, to elucidate the ways in which a violinist may perform Vak in a 

manner consistent with the tradition of Hindustani string performance, I first elaborate on 

performance suggestions for each movement, after which the focus shifts to some key 

“moments” throughout the piece.   

 Vak is divided into three movements—aalaap, jor, jhaala—just as the traditional 

Dhrupad genre of Hindustani music divides. As outlined previously, the aalaap is the 

movement in which the many facets of the raaga are explored, developed, and fleshed 
																																																								
207 Winter, MITA, Glossary “sensuous arc.” 
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out. Its exploratory quality is less explicitly rhythmic. In contrast, the subsequent 

movements of the jor and the jhaala are known for their explicitly rhythmic nature, the 

jor being a bit more measured in its pulsation, and the jhaala increasing the tempo with 

increasingly virtuosic runs and melodic fireworks.208 While the aalaap generally remains 

in an even tempo, a very gradual accelerando runs throughout both the jor and the 

jhaala; Korde indicates his parallel desire for these increased tempos in this piece. With 

regard to dynamics, the movements showcase a specificity and volatility more Western in 

nature.  

 

Movement I: Aalaap  

 The improvisatory nature of the first movement is expected. Though dhrupad as a 

genre is less florid and melismatic than other Indian styles, it still is more “vowel” in 

nature than standard Western execution. As Korde himself states, he is a Western 

composer inspired by Indian music. In my personal performance approach, I choose an 

intuitive blend of the three styles: (1) the more staid style of dhrupad, (2) Hindustani 

violin performance inspired by the more florid khyaal,209 and (3) Western-violin  

common practice style. Korde endeavors to notate the rhythmically free nature associated 

with aalaap, as and such, he does not expect the rhythmic and metrical indications to be 

followed with unrelenting exactitude.  

Dhrupad is generally rendered with a deep, full sound emanating from the 

diaphragm, hence I begin the piece on the G string. Throughout Vak I use lower string 

																																																								
208 A full-performance of the raag Lalit on the voice and the sitar, respectively can be  
heard here: https://www.youtube.com/watch?v=SjMDHkKjPZE 
https://www.youtube.com/watch?v=_0bdVpWBS9s&t=2836s 
 
209 Abhishek Sinha’s previously mentioned recording is a good example. 
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and shifting upper positions whenever possible. Even when a slide is not explicitly 

designated by Korde, using a continuous single finger, with small silences between the 

notes for delineation (for passages normally fingered in Western technique), may be 

explored.  

Finally, in my conversations I found Korde very open to a new performer’s own 

ideas and approach. He was resolute on only one particular aspect: while rests abound 

throughout the score, they are most akin to indications of breath-markers within phrases, 

and often do not need to be counted literally. Korde hopes for the performer to create a 

feeling of continuous, resonant, unending sound.  

Moment:   

Figure 4.9 

 

 

 

 

  

The opening phrase, as explained above, swirls around the note E, the tonic note 

of this version of Lalit. The violinist should keep this focus in mind.  
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A grace note begins the first measure, and while a slide is indicated between the 

grace notes and main notes of the first and second measures, I propose two ways of 

fingering this passage. I prefer using the second finger for the grace note and the third 

finger for the main note. In order to create connection between the notes, as indicated by 

the slide, I keep the third finger very close to the second finger and to the string, 

skimming the surface of it even while playing the grace note. This allows for the 

appearance of a connecting slide between the notes, yet also prevents the phrase from 

sounding too “goopy.” It is also a common technique in Indian classical string 

performance. Careful attention should be paid as well to playing the grace notes before 

the beat.  

In order to be played in a more Indian-classical style, the thirty-second notes of m. 

7, should be light and delicate, contrasting with the more driving, deliberate nature of the 

grace-note ornamented tuplets, and also the heavier descending slides that characterize 

subsequent measures up to m. 28.   

The ppp of m. 10 may be played sul tasto (“on the fingerboard”), after which m. 

11 may be played originale in the same fingering style of m. 1. The more deliberate 

sliding style may continue through the quarter-tone slide in the middle of m. 17. 

Beginning with its D#, a return to lightness may be brought about by fingering the first 

portion of the triplet, following which the grace notes may be played with further slides, 

or fingered in a manner as described for the first measure.  

 Overall this first phrase could be seen as a microcosm of the aalaap at large, in 

which deliberate, pressured sliding is juxtaposed with light, fingered filigree. This 
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seamless mix of Western- and Indian-style effects mirror the synthetic nature of the work 

itself. 

 

Movement II: Jor  

 The scherzo-like Jor movement is full of sonic surprises, irregular accents, right- 

and left-hand pizzicato, subito dynamics, and explosive virtuosic runs. Consistent with 

dhrupad style, rhythmicity lies at the center of the Jor, corroborated by Korde himself. 

Once this pulsating tempo is established in the opening measure, the violinist should 

maintain it unrelentingly, with the caveat of following the accelerando and a tempo. Just 

as the opening aalaap showcases intertwined passages of heavy sliding with delicate 

ornamental passages, the Jor intertwines moments of heavy rhythmicity with relatively 

brief passages of espressivo lyricism and legato runs. Finally, the ubiquitous pizzicati can 

take their inspiration from the sounds of the plucked sitar.  

Moment 

Figure 4.10 
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The opening E’s of the first measure should be played short and intensely, with the slides 

on the three of the E’s played short as well. The plucking of mm. 3-5 should attempt to 

emulate the resonant timbre of the sitar. Similarly, the left-hand pizzicato of mm. 80-82 

evokes the resonant chikaari drone strings of the sitar.210 The notes in measures with 

tenuto markings should played as long and lyrically as the tempo allows, providing a 

contrast with the driving of rhythmicity.  

 The two E’s of m. 83 mark the end of the opening phrase, and a new phrase 

redolent of the opening phrase begins immediately. Korde expressed to me that he prefers 

the “slightly faster” marking to apply to the open fifths in m. 83 that mark the beginning 

of the new phrase. Despite the change in dynamics, the pulsing rhythmicity should 

continue until m. 90, after which a surprising moment of silky lyricism in m. 91 serves as 

a welcome respite.  

 

Movement III: Jhaala  

 The concluding movement contains further increases in tempo, rhythmic 

intensity, barriolage-type passagework, and virtuosic runs. It can be heard as combining 

the hallmarks of the first two movements, merging rhythmicity into lyricism. In fact, 

Korde has described the jhaala as an aalaap movement “broken into finer particles,” and 

just like the aalaap, the performer should strive for a continuously resonant sound with 

few or no breaks. Along with its lyricism, the Jhaala should be, like the Jor, rhythmically 

on point. Because of the ever-shifting time signatures, it is advisable in the beginning 

learning stages to practice this movement with a metronome.  

																																																								
210 As may be heard in 00:43:00 of this recording: 
https://www.youtube.com/watch?v=_0bdVpWBS9s&t=2618s 
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Moment I 

Figure 4.11 

 

 

 

 The opening three measures could be imagined as a sitar pulsating around a main 

note, with also the chikaari, a droning string, adding color and depth. The first A could be 

seen as a main note and the E as the sitar’s drone string reinforcing the tonic. As such, the 

E could be played more lightly in order to provide relief to the accented notes on A.  

The churning of the first three measures should then burst into a dynamic, 

accented melody played with as full (and therefore resonant) a bow as possible. Finally, 

even though not indicated, tempo primo should be resumed after the poco rit. 

Moment II 

Figure 4.12 
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The final passages of the piece should be played as fast as the violinist is able, and in as 

dramatic a fashion as possible. Beginning on the last measure of the first system, the 

violinist should think of these runs as cascades and the slur markings as, rather than 

bowings, phrasal indications. The third measure of the first system can be played with all 

separate bows yet with an obvious trajectory toward the low E. To add variety, the first 

measure of the second system can be played on the D string, with the indicated accenture. 

Then, before moving to the E string, a slight pause may be added to create more drama.  

The final measure of the second system then begins a quasi-tihai. One of the 

hallmarks of Indian music, a tihai consists of three iterations of a phrase that are 

calculated to land on the first beat of the next rhythmic cycle. These characteristically 

occur at the climax of a piece, and so is appropriately incorporated here. To qualify as a 

true tihai, the phrase would end at the beginning of the third system, yet Korde elects to 

continue the pattern a fourth time. The concluding phrases, especially starting at the 

ritardando, should serve to absorb the previous exuberance, and bring the piece gently 

back to earth.  

 

 I have classified Korde’s 16-minute work as a powerful instance of synthesis, 

arguing that, from both a compositional and performance perspective, its core musical 

processes not only balance but seamlessly integrate Indian and Western aesthetic claims. 

Yet some might still argue that, even with its demonstrable balance, the underlying 

motivation for composition and performance revolves around the Orientalist impulse to 

“mine a region” in order for a starved Western music to renew itself. Even more, they 
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might argue, can any contemporary and well-meaning Western composer or performer 

escape entirely from the Orientalist past?   

 

 

Conclusion 

 While this project has focused on facilitating informed performances of 

intercultural works in which distinct traditions are treated as equal partners, I have quite 

consciously devoted a significant amount of time to the persistent barriers to 

interculturality between Indian and Western classical music. Not only is it possible that 

Western Orientalist biases persist, but that on the other side Indian classical music has 

itself become very conservative and hidebound.211 Indian and Western musics, classical 

and beyond, have not enjoyed an unruffled history, and Indian classical music has in 

some quarters become reflexively defensive. Any deviations outside of narrowly 

construed tradition, they argue, can deprive a work of its “classical” status. Indeed, any 

form of “fusion,” however artfully carried out (as in Vak), is not held in high regard by 

many Indian classical musicians. And even if we were to escape the Orientalist past, does 

this necessarily guarantee that musical interculturality, where cultural boundaries have 

become imperceptible, has been achieved?  

 Of several cautionary dimensions surrounding interculurality to which I have 

already alluded, one barrier I have only touched on is the fundamentally different 

approaches of Indian and Western classical musics. Indian classical music is highly 

																																																								
211 Within this project, I have discussed Western barriers to musical interculurality more in depth than 
Indian barriers toward this goal.  
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improvisatory, built around a composer-performer tradition. Western classical music is 

by and large work-centered. Are these opposed approaches irreconcilable? If part of the 

rendering and aesthetic of Indian classical music is on-the-spot inspiration (divinely-

inspired, as some musicians assert) or something close to it, is something essential taken 

away from it when imported into a work structured in the Western fashion?212  

 Related to this, we must also be aware of the concept of embodiment, namely that 

musical traditions possess their characteristic physicality when presented by performers 

nurtured within that tradition. When only certain parts of a musical tradition are taken 

from its source, does music lose its embodiment? Is this necessarily an undesirable result? 

Also, we must consider rasa, the emotional essence of the raaga. If the raaga is 

manipulated too freely, its rasa loses its potency If this essence is undermined, does the 

Indian component of intercultural music lose its viability?  

 In the end, I believe Western classical composers and performers must search 

within and ask themselves if their reasons for composing and presenting a fusion idiom 

come from a genuine, respectful, and informed place.  

 Finally there is one more dimension to ponder. Perhaps instead of trying so 

doggedly to uncover common intercultural ground, trying to further ways in which 

different musics can be brought together, we can perhaps learn, at the appropriate times, 

to be at peace with difference. Perhaps we can even find beauty in cultural bifurcation213 

rather than synthetic unity. A work of music, fully considered, can thrive in a bicultural 

or even multicultural state, still with its moments of deep synthesis but equally at peace 

																																																								
212 Christopher Small, Musicking, (Wesleyan University Press: 1998), 52-53. Small has interesting insights 
on the philosophical separation of the body and mind in Western culture, which he believes has contributed 
to the work-centered classical musical culture.  
213 Gavin Lee, “Postcolonial Bifurcation: On John Sharpley’s Emptiness.” 348. 
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with its profound separateness. For curious performers this promises a journey of 

constant renewal and discovery. 
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APPENDIX 
	
Kaufmann, Violin Sonata No. 4 for Violin and Piano(Kindly supplied by the Indiana 
University Jacobs School of Music, William and Gayle Cook Library)  
 
Movement I
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Movement	II	
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Movement	III	
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S. Korde: Vak, for Solo Violin and Taanpoora 
(score kindly supplied by the composer) 
 
Movement I 
 
 

 
 

 



	 151	

Movement II 
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Movement III 
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